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INTRODUCTION

e This textis acombination harmony/theory/veoicing text with emphasis placed on “voice-leading.” Harmonic motion
and understanding are key elements for “comping” in today’s jazz and pop idioms. Through knowledge and
listening, students will discover and compose new voicings and sounds.

®Many guitarists have a unique physical/visual approach to harmony, due to the nature of this complicated instrument
and the lack of traditional music training. The material in this book will be common musical knowledge that can be
shared by all musicians. It will not be another guitaristic approach to harmony for guitar players only. It is hoped
that this text will give an approach and begin a process that will continue far beyond its pages.

This text’s primary focus will be that of presenting and examining four-note voicings on the middle four strings
(2,3,4,5) of the guitar. By eliminating the top and bottom strings (1 and 6), the voicings produced are in a relatively
“safe” range for comping, conflicting less with bass lines and melodies (or solos). The initial approach to voicing
construction will use whatis referredtoas “drop 2 ” type voicings. and will include tension additions and enharmonic
chordal substitutions. The top note of each drop 2 type voicing will be notated and conseguently always appear on
the 2nd string, eliminating the need for position markings./Students will become aware of the top note of each chord
voicing, whether it be a chord tone or a tension. and the different linear or voice-leading possibilities the 2nd string
produces over various chord changes. This indirectly helps in a student’s eventual involvement with chord melodies
and chord soloing as well. In later sections, the remaining strings will receive the same voice-leading considerations
as the top string. Students will learn 10 recognize each note’s relation to the chord (vertical) as well as each note’s
linear motion to the next chord (horizontal).

Students are encouraged to transpose all applicable information presented on the middle four strings to the top four
strings and, to a lesser extent, the bottom four strings. Consider further that each four-note voicing has four three-
note voicings within it:

Using a C7 chord:
1) 2) 3) 4
Q (%) =5} Q )0
y .4 =1 P a] e ) ] s
= L= e Ll 7
o © © = =

Note that the last two voicings contain the same “width” (or two outside notes) as the original four-note voicing.

Most guitar students will find three- and four-note voicings to be the most appropriate in jazz/pop “comping”
situations.

The “width” of any voicing is determined by physical or fingering limitations. By assuming five frets as our phyvsical
limitation, the following interval widths are made available between the 2nd and 5th strings:

(b7) (7) (8) (»9) (9) (b10) (10) (11) (#11)
1 | |
Al | = Do ho b‘e e PO
"4 LY ﬂ_ﬂ —r |
=
\;_3) [ ] 4% [ 6] (%] (8] [ 8] [&] (%] [%]
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The octave (8) and b9th intervals can be temporarily removed since voicings containing these intervals will be
initially avoided. They will reappear in later chapters where their unique sound is more appropriate. This leaves
somewhat of a leap in width from the 7th intervals to the remaining intervals, producing potential voice-leading
nroblems. For this reason. and again with some isolated exceptions, voicing containing the outside width of a 7th
interval will generally be avoided. Conveniently, drop 2 type voicings utilize the remaining interval widths; (9).
(b10), (10), (11), (#I 1). This text will also explore some substitute chords that are not drop 2 type voicings. but
continue to utilize these widths, allowing them to voice-lead smoothly with the traditional drop 2 type voicings. In
an attempt to be thorough and include most every conceivable voicing within this established framework, some
physically difficult and/or “strange sounding™ voicings will occasionally appear. More desirable substitute voicings
can be used in these cases and most certainly should if it is felt certain isolated voicings “ruin” an otherwise pieasant
sounding exercise or song.

Alterations and tension additions on the basic four-part chords (7th and 6th chords) sometimes produce upper-
structure triads or hybrid chords. When this occurs, they will be listed as such. Upper-structure triads and _hybrid
cnords will be more specifically dealt with 1n the later chapter entitled Triad over Bass Voicings.

As tensions are added to the basic four-part chords. the enharmonic chordal substitution possibilities increase
cramatically. The enharmonic substitution possibilities of each chord will be listed as they are exposed by tension
additions. Students will become proficient at enharmonically realizing a group of notes (a chord voicing) in more
ways than one. Example:

C6 = A-7 = Fmaj9 (no root) = DYsus4 (no root} = Bpmaj7 (13/311/9) (no root) = etc.

The majority of voicing examples presented in this text will contain very little rhythmic variation and it is highly
recommended that some of those ideas suggested in the Rhythm chapter toward the end of this book be applied
toward musical examples contained in each chapter. The Conclusion chapter contains additional information on
different string combinations and voicing sizes that can also be applied to existing musical examples througnout the
pook. Coordinating information between these two chapters and the rest of this book will ultimately enhance its
content.




Chapter 1.
Drop 2 Type Voicings

By dropping the second note from the top of a four-way close voicing down an octave, a larger sounding voicing -
(referred to as “drop 27) is produced. These drop 2 voicings in turn produce a chord physically more accessible on
the guitar than some of (e original four-way close voicings.

This book will explore all four inversions of the drop 2 type voicings and their piacement on the middle four suings
of the guitar (2, 3, 4, 5).

Cmaj7=C E G B

B35
—9—1’-‘-; = (8] -
Four-way close e o . mn &
A3V == o
e i il
|
_f g | o =
S =Y 8 ] o 8]
Drop 2 6=o = 8 e
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Drop 2 type voicings
arranged by inversions: A o = ©
¥ (8] (8] (8]
= Ex : S
= ©—
3 5 7 R
7 R 3 5
5 7 R 3
R 3 S 7

The following maj7th chord forms are produced by the above voicings on the middie four strings of the guitar:
(strings vertical/frets horizontal)

R Inv. Ist Inv, 2nd Inv, 3rd Inv.

strmgs 5 4 3

2
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*The above forms can be transposed or moved to different keys.
We now have four inversions of a Cmaj7 chord on the middle four strings of the guitar.
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At this point, it should be mentioned thata both interval is generally considered an avoid interval in traditional “Jazz
- Pop” harmony. This book will initially continue that approach, with the dom7(b9) chord being the only exception.
Thus, the b9th interval contained in the 3rd inversion of the Cmaj7 chord (between B and C) will negate use of that
inversion as a maj7 type chord. Similarly, the 3rd inversions of Cmaj7b3, Cmaj745, and C-maj7 will be avoided.
Voicings containingl;ﬂ)th intervals will be presented later, especially in those chapters exploring triad-over-bass
structures where the 3rd inversion of Cmaj7 will be available as a C triad over a B bass; C/B.

s A
Assignment: Construct all four inversions for each four-part chord listed. All of these chords can be
perceived as “altered” maj7th chords.

. Cmaj7 (I357) C-6 (15356)  CT7sus4 (145b7)

i Cmaj75 (13b57) €6 (1856 [ 4t (1b3b5bb7)
Cmaj745  (13457) C7 (135b7)  C°maj7*  (1b3 b57)
C-7 (1b35h7) C745 (1345b7) C-maj7 (1b357)
C-7b5 (1b3b5b7) C7b5 (13bh5h7)
C-785 (1b335b7)

Follow these three approaches in preparing the inversions of the four-part chords: |

1) Prepare ali 15 listed chords on the root inversion only in the key of D. Next, prepare chords on the
1st inversion only in the key of C. Next, prepare chords on the 2nd inversion in the key of Bb. Finally,
prepare chords on the 3rd inversion in the key of G. Include inversions containing the p9th interval for
purposes of this exercise.

2) In the key of F, prepare all four inversions on one chord type, then move to the next chord type.
Continue until all 15 types are completed.

3) With an established tempo, prepare the following symmetrical chord progression using one chord type
for all four chords and inversions. Continue through the entire list of the 15 chord types, following the
given chordal/inversion pattern. Note that this exercise is “voice-led.”

Ist Inv. - Znd Inv. 3rd Inv. R Inv.
Cmaj7 Amaj7 Gbmaj7 Ebmaj7

Mixing different chord types while going through the different inversions and chords might make an
interesting additional exercise.

*C°%maj7) ( 1b355 7 ) and its available tensions will be examined more thoroughly in the Tension
Additions on Diminished Chords chapter.

\ .




In contemporary music, upper-structure triads and fourth voicings play a major role. The following chordal
inversions contain such voicings and should be noted:

1) Fourths: The root inversion of the maj?LS and the 2nd inversion of the dom7sus4 are the most common fourth
voicings used.

2) Upper-structure triads:
Root Inv. Cmaj785 = E/C
3rd Inv. C-785= Ab/Bb
Root Inv. C°maj7 = B/C

Additional upper-structure triads will be revealed in later chapters.

The examples using drop 2 type voicings throughout this text will indicate such voicings by notating only the top
note or voice on the 2nd string, eliminating the need for position markings. This lead note will directly indicate the
inversion of the drop 2 voicing introduced:

Third of chord notated (top voice) = root inversion
Fifth of chord notated = first inversion
Seventh/Sixth of chord notated = second inversion

Root of chord notated = third inversion

Example: C7 (3rd) (5th) (7th) (Root)
. o 0 i
LI T
5 Root Inv. Ist Inv. 2nd Inv. 3rd Inv.

The following chord progression examples consist of only 7th and 6th drop 2 type chords. These drop 2 chord
progressions are actually substitutions for more basic chord progressions listed directly below each voicing in
parentheses.

After preparing each exampie, students should record and play back the roots of the basic chord progression in
parentheses while again playing the example. This will allow students to “hear” the example in relation to the basic

chord progression. Students shouid also write or realize the tensions produced on the basic chord progression by the
original 7th and 6th chords.

Example: ATsus4 G-T55 Fmaj7 Bmaj7b5 ETsusd
£ _o bo - 4o be
—L
%
(basic chord progression) — (C) (A7) (D-7) (G7) (C)
V ! I V
(tensions) C6(9) A7#5(9) D-7(9) GT785(#9) Cmaj7(6/9)
10




= - C_ o ’ =
= #1) The following example makes use of only four different 7th chords: maj7h5, maj?#ﬁ, min7h 5, and dom7sus4.
_~———These chord types will prove quite useful due to their versatile enharmonic substitutich possibilities throughout
this text.

ka.\

5 G\ g e ma Sl
e nil
D7sus4 Bbmaj745 C7susd  F-755 C7sus4 Dbmaj745 G7sus4 Dmaj7b5
A = be be = = &0
) T I ! | e ?-P *p:»t
Y Bb) (D7} (G-7) @7 Cn - EFD Bb)  (BHT)
~ 5 £t 295 b oy 6 gt
— _Apa - %
Ebmaj7b5 Gbmaj7rs Abmaj7b5s Bmaj7b5 GbmajT745 Amaj745 D7sus4
4 o be = re Jm_ i be
Y ®)-7 ®m) s OB5)" @DTTT (CHE) FD S (Bb)
3 s
#2) The following two examples are minor chord progressions.
SEM >
a) ' Dmaj7 F-6 Cmaj7b5 E7p5 Fmaj7s5 Bb7 Cmaj7 Dbmaj7b5
a— —_ e _onie e =

e

S

“®n @R aml @R s @D

‘!
P =, g

Fmaj7 Eb+7 (/¢ ATsusd  BT5 D-maj7  E+7 Cmaj75
T : f = 2 = —
Y o7 (G?):jg*f? CYI (3 FDe: (B-765)1  (ET)¥ (Am)#i< -
£ ,
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b) E+7 Cmaj?5 Fmaj7h5 Abmaj7h5 Ab+7 CmajTbhs D-6
R A _fio = = 2 heo -
o ' | 1‘ : e = =
o [ ) |
(Am)= O} (B-765) (ET) (Am) = A" (B-7b5)

Bb7b5 Do7  Abmaj7b5 F-maj7 Cmaj7b5 Fmaj7h5 Abmaj7s5 Bb7 Cmaj7bs
f— 2 = — 2 o
D : J
Y €7 ED - ¢ (Am). (BH5)T (ED= - (Am) -

- R

#3) This next example uses the min7(§5) chord in severa' diff.,ent functiuns and ends with a constant structure

~example.
E7  Fi7 D-7 E7 B-745 BT E745  Db47
£ = £ b | 1 =
T
Yo, @nz ©n @©n > & @y 0D @D
c;. i g | |
D-785  F#+7 Cé6  F-maj7 E-785  Ge7 A-T45  G-T8#5 F#-785
4 ——- i e e r S
=
e & 5 =
G7 ©Dx  ®, BN (©° @GN ODi ©DET (©F

e

#4) The following example uses the dom735 chord in several different functions. Also, note the two different

dominant functions of thc maj745 chord.

Gmaj7 Eb+7 Ab+7 Ebmaj7p5 B-7#5 Fi-7b5 Bbmaj7b5 F#:7
A ' he - 5o = o =
% & o :; = : = .[ :
Y Em) (CiTb5) (F£.755)  (B7) (Em) (D7) 7 (B7)
D-6 F-6 Cmaj7b5 Fmaj745 Bbmaj755 Ebmaj745 C§-7b5 Eo+7
n = ]2 £z .Iﬁ. : ? _]ﬂ a =
: — :
e ; .
(B-7b5) (E7) (Am) (G7) (F'87) (B7) {(Em)
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#5) In the following progression, the min7§5 and dom7sus4 chords again receive multiple functions. The dom7
chords at the end of this example receive four different dominant functions in symmetrical minor thirds.

D-745  A-T4#5 A-735  D7sus4é  Gomaj?h5 Eb-7 Gbmaj7#5 C-Tb5
e > o €22 = .bﬁ ;"P - 022 )
T | 1 T !
‘:)V T : — I - I
Bh)* ot (Bb) (AbT7) (AbT)
G7sus4 DT7sus4 Db7b5  EbT755 G-745 G-7¢5 De7 G+7
A o o = o - o = &
— | e ] o e
" i
& -
© @grie  Re (AT) (Armaj7) (GT7)
G-745 Ebmaj7  G+7 C-maj7 D7 F7 Ab7 B7 D7sus4
A b 5 . D 173 =
_?tlg = I= — = I
6 - ' i
Y (C-majT) (F7) ®D - (Bb)

The following two exercises complete the examination of various 7th and 6th chords and their multiple functions.
Most of these chords will reappear under their relative tension chapters. As an example:

Cmaj7h5 = A-6 (9) = Ab7(§9/45) = D7(13/9) = F#-7h5(11)

In each appropriate chapter they will receive a chord progression example utilizing their new runctions. A list
of all the substitutions for any one 7th or 6th chord can be found in the Enharmonic Chordal Substitutions

chapter.
#6a) Dmaj7 D-7b5 E-7 Fi7 Dmaj7 BT7sus4 Cmaj7 Eb-6
i = 73 2o o |
=] :’ -' = = = = aee !
A — T i 1 1 T 1 i
AW = T e
® (Dmaj7, (F-6) (E-7) (F£7) (Bm) (A-7) (D7)
E7sus4 E-7 G-755 GeT B-7 Dé Dmaj7b5 Abmaj755
[a} = = 4 = e =
—c f< = Ee -’
& [ — =
&
(G) (AT (D) (E7)
Gmaj7 ETsus4 E>+7 D5755 F:-7:5 Epmaj7¢5 E+7 A7 A8
n £ = o o o i) = hSg
Ly 1 1 I |t =l (iR 1 I |
fo— i I l 1 ' ' !
\;}J | B i
(E-T) (A7) (D) (B7) (E7) (AT) (D)
b) Fsuss Eb-5 D F-7b5 Ebmai7 Gb-6 Gisus:  Ab7
he = e e be = pes-
[JIEJ ‘! = : = [
Ycn @D Bb)  (GD ©c7  (FD (Bb) (DT
Bbmaj7  C-755 Abmaj753 F-Tb5 Gomaj7s5 Amaj7s5 D7sus4
f == b 5 = v ﬂﬁ e
i’ : = ) I = :_H
H— — -
TG (A>7) (D-75)  (G7) (C-755)  (F7) (Bb)
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Chapter D oo n O
Voice-Leading
Voice-leading is a simple concept intended to make chords move smoothly from one to another. By allowing the

top note (2nd string) of different chords to move step-wise through those chords, a smooth sound is achieved over
the entire chord progression.

There are three basic choices when voice-ieading from one chord to the next:

1) move up a step
2) move down a step
3) stay on same note

If there is a leap of a third or more, try 1o resoive the leap by using one of the notes that was skipped over in the
following chord:

(]

Cmaj7 A7 D-7

[ & ]

e

An exception to this rule is when two or more voicings appear on the same chord (often different inversions). In this
case, leaping is acceptable and sometimes desirable, since the harmony is stagnant. In contrast, voice-leading is mo=-
desirable when chords change.

The above example could also be viewed as indirect voice-leading, (often melodically referred to as “ina..
resolution”™), since the “E” note does resolve step-wise to the “F” note with the “G” note temporarily delaying the.
resolution. Indirect voice-leading could be extended by two or more voices, but does begin to compromise smooth
voice-leading over chord changes. In the following example, the “E” note still resolves step-wise to the “F” note
although delayed by two voices:

Cmaj7 %‘? D-7 G7

(8] o

t@;ﬂza

By altering chord tones or adding tensions, many different line patterns can be produced while voice-leading through
a single chord progression. The following chord progression receives a variety of voice-leading ideas ranging from
more traditional concepts (step-wise, chromatic. and common tones) to several line patterns that actually break basic
voice-leading concepts while still offering an acceptable comping idea through “predictable™ patterns.

Prepare the following lines using any voicing that will accommodate the lead note. In some cases. drop 2 type
voicings are not appropriate and a more convenuionaj voicing placing the root in the bass might be more desirable.
Be sure to realize what tension the iead note produces on the original chord. While all lines are intended for
preparation on the 2nd string only, the example “Leaps™ can be prepared on both the 1st and 2nd strings, allowing
for less physical jumping. This broken line example serves as a good indication of when different string sets are
probably more appropriate. After preparing these lines, students should compose their own lines to the given chord
progression.

14




Chord Tones

Common Tones

Chromatic

Whole Tone

Diminished

Leaps

Chromatic

Patterns

Chromatic

Cmaj7 A7 D-7 G7 E-765 A7 Abmaj7 Db7
A = o ) ) s h9
1 [o] 1” 1 ] 1
o —— ===-=
e
e 2
[l i i 1 ]
e

(Ab7)

B & o b = Do e
= — —
LeH— | ] i
)

(D759) (Cmaj7)

P - | ! =
i | = 19 5 [P I D= =
i T Ve - i
G : e :
o i 1

0 b o p bz b | .
1 | 1 1 I
& ' '
A h‘.g - = bﬁ S el |
H - : — ' =
A | {
:ﬁ_ e i = e = "]P = :Iﬁ—
J H H

| (A»6)(Dbmaj7)

%: - - c = g P e Z
Hes— I | | | | ' ’
'J 1

z he = b:& 4o Cmaj9

t!@::

La
L]
T
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Chromatic lines and sustained notes (common tones) are considered the strongest approaches to voice-leading.
Although the majority of examples given in this text will be voice-led throughout the entire example, a more realistic
approach would be to voice-lead by phrases (two bars, four bars, or eight bars), sometimes breaking voice-leading
at the end of each phrase to start a new phrase or. as suggested in the Rhythm chapter, omitting chords or resting
between phrases. Through this process students will begin to hear a group of voicings (or phrase) as one sound, much
like one voicing or chord is heard. In fact, voicings that are “weak™ sounding. incomplete, or contain “wrong’ notes
(voicings that will appear in later chapters) might be found within a strong voice-led phrase and function as an
integral part of that phrase. While many of these weak voicings could only be used in a voice-led passage and would
not stand well on their own. there are “‘strong” and “beautiful” sounding voicings that can be used with little regard
for voice-leading. A combination of this vertical (single voicing) and horizontal (phrase) approach to harmony will
enable students to create many different sounds and ultimately reproduce what they “hear.”

The following example voices-leads in two and four bar phrases. A descending chromatic line is established in the
first two-bar phrase while a common leading tone is used in the second two-bar phrase. and the example finishes
with an ascending chromatic line in the last four bars. Note the descending triads (top three voices) in the first two

bars; F E Eb D (with 5th string added); F/G E/F Eb/F D/E»
A_r?-':_a F0(maj7) G_7#5 70 (maj7) G yswd BO7 Q 7swsd F?ﬂfl
s A L’ﬁ‘ z be oL Z = =
o I — T = I = . 4
G : - — -
¥ (B (GT) (C-7) (FT) (D-7) (G7) (C-7) (FD)
F-7 Dmaj7°? EbmajT Abl3  Bimaj7 Bmaj??® G-7*° B7 D7
Al . : S ba B o
o — | = = 5 : -.
[ fan I i 1 1y | T T ]
= 2 Ll = . ;
¢ (r-7 (B (Eb) (AbT) (B  (GT) (C-7) (FT)  (BY -

The omission of selected chords will only enhance the identity of individual phrases produced by the remaining
chords. The following displays the above example with certain chords removed, helping to better define the remaining
phrases. Rhythmic variety in the form cof eight-note anticipations or delayvs has been added to enhance the exercise.
A bass line stating the original progression (above in parenthesis) should accompany this exercise as well.

A.7:¢5  poimain G-'7£5 Eho(maiT G7swd F7£5

— = —— I '
I ¥ z £ P 7z o e ™) = - ey z sl
L'L‘:I-\ ¥ e Y rd il il il TN : 3 g

e/ | | ./ ' % |

n F-7 Dmaj7’” Ebmaj7 A»13 _7#5 B7 D 7S
#— < =
L 2 1 - L7 £ - T
Hrs S . i 5 I = 7 # ’ #— —
D= f ] 7 V -

e | [ v/ | ' ]

With the addition of space and rhythmic activity. this example probably better represents what occurs in a “real”
performance situation. A similar approach 1o each of ibe notated exampies throughout this text is strongly
recommended and the following three-siep procedure could be applied:

1) Prepare examples (slowly) as written, proceeding smoothly while attempting to perform 1n a
“legato” fashion.

2) Add rhythmic variety (predominantly eight-note anticipations and deiayvs) while performing all
voicings. A mix of long and short rhythmic attacks should be attempted. -

3) Introduce space by omitting selected chord voicings while continuing to be rhythmically actuve.

Students should continue the process established in this chapter and compose a variety of lines over different chord
progressions and songs. As we progress further. these original lines can be harmonized by the new voicingsintroduced.
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Chapter 3.
Voicing Considerations

There are various considerations involved in determining a voicing’s strength or weakness in a given situation.
Obviously, a “good sound” is a primary consideration, and several factors can be isolated that contribute to this.
Substitution possibilities and voice-leading are very important considerations in a voicing’s worth and will be
discussed further in later chapters.

We have already discussed the avoidance ofh9th intervals and will continue to avoid use of voicings containing this
interval. Whenever a chord contains two notes a half-step from each other, one of the inversions will form a b9th
interval. There are eight different available half-steps with the potential of producing an inversion containing ah9th
interval:

(R - b9) . dom7(b9)

9-b3) « min7(9)

#9-3) 2 dom7(§9)

(11 - b5) . min7h35(11)

(#11-5) 5 maj7(§11) / dom7(§11)

(5-b13) = dom7(b13)

(13-b7) 1 dom7(13)

(7- R) - maj7 / maj7b5 /maj745 / min. mai7 / etc.

There remain two important considerations while constructing different voicings:
1) low interval limits (LIL).
2) physical difficulty in fingerings.

Low interval limits refers to the lowest possible placement of a chord tone or tension in a voicing. Below this limit,
the original chord sound begins to deteriorate and lose its primary function. LIL will apply to chord tones and tensions
cn the Sthstring. A “bright” tone and/or a light gauge string will accommodate lower placement of tensions and chord
tones, while a “dark™ tone and/or heavy gauge string will not accept lower placements quite as well.

The following chart will determine generally how low a tension or chord tone can appear on the 5th string.

- unlimited

- Eb

- F (avoid tension 9 on 5th string)

AVOID: produces h9th interval with major 3rd
- '

- C

D

3

- unlimited

T ;-
-bwm\D\D\D;U
1
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These limits are slightly lower than those determined by the Berklee College of Music Arranging Department. It is
the student’s responsibilitv to know what chord tone or tension is in the bass (5th string) on each voicing and how
Jow that voicing can be safely used. In the Approach Voicings chapter later in this text, concepts will be introduced
that allow violation of Low Interval Limits on the weak harmonic rhythm of a given chord or measure.

The physical difficulties involved in fingering different voicings is perhaps the largest and most diverse consider-
ation in chord choice for most guitarists. There are basically four factors in determining the difficulty of fingering
any chord or chords:

1) range

2) fingerings before and after a given chord
3) tempo

4) mdividnal abilities

1) Range: Some voicings that are difficult on the lower, wider frets become easier as they are moved up the
fretboard to the higher, thinner frets.

2) Fingerings: Fingerings of chords immediately before and after a given chord will affect the difficulty of fingering
that chord. A difficult fingering can lead to a similar fingered chord, requiring little finger change and
consequent physical ease of the passage. Some chords have several different ways of fingering them,
while others have only one possible fingering. Use the fingering that best prepares the next chord 5
fingering. Example:

D-7 G7 Cmaj7
A 10 30 3. D
0 e Iy
fis— 1S 7S
4 18] T o
e 1O A\ 24

3) Tempo:  Tempo is perhaps the single most important consideration in chord choice. A ballad might
accommodate the time to prepare difficult fingerings of chords that could not be attempted at a quicker
empo.

4) Individual: Each student’s personal technical abilities will determine what is considered a “difficult fingering.”
Students are reminded that difficult-fingered voicings might become easier when applied to the top
four strings (1 2 3 4)or when a non-essential note is removed to produce a 3-note voicing and
subsequently easier fingering.

As we move into the tension addition sections, we see some voicings becoming physically easier as tensions are
added.
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Chapter 4.
Chord Symbol Notation

Before examining tension additions to the basic four-part structures, I would like to discuss some of the approaches
and difficulties involved in chord symbol notation. I must start by first stating that it is not my intent to re-organize
or establish a new system of chord symbol notation. To the contrary, I would rather have avoided the need for this
section altogether, but my attempt to complete a comprehensive volume of voicings and substitutions, and feedback
I received from many of my colleagues, suggested I should address this topic at some level. Please keep in mind that
the primary focus of this text is not that of chord symbol notation but that of discovering various four-note voicings
and their enharmonic uses as different chords and substitutions, while examining different voice-leading possibili-
tics between those voicings.

The initial approach to the discovery of new voicings in this text is based on the addition of different tension
combinations to the basic four-part structures (7th and 6th chords). This is also where I received the most diverse
and controversial responses from my colleagues. Opinions ranged from those favoring little or no tension addition
to the basic structure (allowing more freedom of interpretation) to those who felt that tensions should dictate specific
scales as well as describe their vertical placement in a voicing. The most notable and surprising differences appeared
to center around the enharmonic interpretations of tensions #11 andb13 and their melodic or harmonic implications.
A majority of responses supported the assumpiion that tensions b13 and/or #1 1 would include or imply a natural 5th
in the same dominant type voicing. Although the natural 5th could accompany one or the other tension. both tensions
with a natural 5th would produce consecutive half-steps:

$11 — 5 — 3

l— ]!2—1 l— 172 ——I

While this is a melodic possibility, it has limited, if not problematic, harmonic value. When posed with a dom?(l; 13/
£11) chord, responses were confusing at best. My reaction and recommendation is to avoid this particular tension
combination on a dominant chord. If the same notes are desired with no natural 5th, the following symbols would
suffice:

dom745(411) / dom7b5(b13) / dom7(#5/b5) / dom7(alt5)/ dom7£5(h5) /dom7h5(£5) / etc.

If the natural 5th is desired in the voicing, dom7( b13/81 1) would suffice for those who responded that#11 and bi3
imply natural 5 (do you guys really want this chord?). For those who would not assume the natural Sth was implied,
it would have to be included in the chord symbol: dom7( EI3)’# 11) add 5. Yikes! At this point, I personally would
prefer that the desired voicing be notated on a staff. Even if 1 could not read music, I'd probably produce the voicing
quicker off the staff than from the above chord symbol.

This segues well to another issue and personal recommendation I have. I think that tension additions are appropriate
when used as suggestions to desired “colors™ or sounds on basic structures or to describe melodic effects on different
veicings. On the other hand, I believe that symbols that are made more complicated or confusing by attempting to
communicate vertical placement of tensions or by their dictation of specific scales should be avoided. At this point,
the voicing would be served better by notation on a staff.
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Although this book will possess many complicated symbols, they are used as descriptions of specific staff notated
voicings and are not implying or endorsing their use as “standard” chord symbol notation. To the contrary, most
voicings introduced in this text are to be used as various available “colors™ or sounds (including available tensions
and chord tones) over a more basic chord svmbol. A collection of many different voicings will be made available
to one basic chord type. Your choice of specific voicings to use is your “interpretation” of that basic chord.

Example:
Gm(addl1) C+(#11) Fmaj7(9/6)
A (0] ﬂs (8]
H v LY ©
(7o £q 5
e - et

The above voicings could be used to “color™ or substitute the basic 11-V-I cadence in the key of “F” (G-7, C7, Fmaj7).
Gm(addl11), C+{#1 1), and Fmaj7(9/6) are chord symbol descriptions of the above voicings in the key of “F.”

The attempt will be made to use the “least” offensive chord symbols when notating these complicated., and in many
cases incomplete, voicings. I have tried to reach a “compromise™ in my chord symbol selections that would satisfy
most. knowing that some (hopefully not most) will certainly find fauit.

At this point. I should summarize some of the basic assumptions that have been presented and will be used in this
¥ = 5 ; ; s . i | i :
text. The following suggestions specifically deal with the £11/5 13 controversy introduced earlier:

I. Tensionb 13 mightimply or include a natural Sth when used in a chord symbol. If the b 5th is notated in the symbol,
natural 5 is not a choice. Ifp 13 is desired without natural 5 (orb5), enharmnic #5 instead of b 13 can be used. A
more complicated symbol choice could be b13(nos).

II. Tension§ 1 1 mightimpiy orinclude anatural 5th when used in achord symbol. If the § 5th is notated in the symbol,
natural 5 1s not a choice. If# 11 is desired without natural 5 (or #5), enharmonic b5 instead of#l I can be used.
A more complicated symbol choice could be # 11(no5).

These suggestions make clear the need for caution when usingp 13 or#11 in a chord symbol. They contain inherent
controversy harmonically and melodically. My personal inclination is to avoid their use as much as possible. I prefer
the enharmonic b3 and #5 spelling of the same notes. b3 and #5 produce exact harmonic interpretation and retain
freedom of interpretation melodically.

C" ,13/411) might imply natural 5 harmonicaily and “who knows what”™ meiodically.
C7(b13/b5) to some implies the “altered” scale.
C7(311/45) to some implies the “whole tone” scale.

C7(#5%3). C7(alt5), C7p5(45). C+7(h5): precise harmonic description and freedom of melodic or scale interpre-
tation.

*Note the C7(alt5) symbol could be confused with the C7(alt) symbol which implies any combination ofb 5.
§ips l - 1
£5,09, 89.

For organizational purposes. the first introduction of these two notes together in the same voicing occurs unde- the
Tension 11 chapter as a C+7(_§ 1 1) chord. They appear again under the Tensions $ and 13 chapter as C9b5(h 13),
C7b5(b 13KL9), and C7b3(b 133’#9) chords. In this chapter, b3 and #‘3 will be noted as the preferred symbol choices:

CI(85/p5), C+7(9/b5). or CTh5(9/85)
C7(b9/alt5). C+7(b9/b5). or CTh5(bI/ES5)
C7($9/alt5), C+7($9/b5). or CTh5(§9/E5)
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Chapter 5.
Tensions

As tensions are added to the basic four-part chords (7th and 6th chords), different basic four-part chords often
reappear on differentroots (1.., B b9=D-7)5/F-6), beginning the enharmonic chordal substitution process that will
continue throughout this book. These substitute chords might sound clearer or more obvious than the original chord
receiving tensions. D-75 3 or F-6 is more defined or complete than the original Bb9 chord, which is missing its root.
For this reason, it is recommended that a bass line containing the original chord roots be recorded and played back
while playing chords containing tensions.

In each tension chapter the majority of voicings produced by tension additions will most likely have been introduced
enharmonically in earlier chapters, many originating as basic four-part 7th or 6th chord voicings. When this occurs,
the original chords introducing those voicings for the first time will be listed. For example:

*Under the Tension 9 chapter. the min7(9) {k3 5 b7 9} voicings were originally introduced as maj7 (1 3
5 7)voicings, A-7(9) = Cmaj’.

*Under the Tensions 9 & 13 chapter. the dom7sus4(13/9) {4 b7 9 13} voicings were originally introduced
asmaj7 {13 5 7} voicings, D7sus4(13/9) = Cmaj7.

*Under the Tensions 9 & 11 chapter. the maj'?(# 11/9) {57 9 ﬁl 1} voicings were originally introduced as
maj7 {13 5 7} voicings. Fmaj7($11/9) = Cmaj7.

A list of all the possible substitutions for any one voicing can be found in the Enharmonic Chordal Substitutions
and Additional Chordal Substitutions chapters following the tension chapters. In these chapters, the previous
examples would combine their substitutions in order of their appearance in this text:

Cmaj7 = A-9 = D7sus4(13/9) = Fmaj7($11/9)

A minimal understanding of harmony and theory is required to make the appropriate tension selections for different
chords. Some basic harmonic assumptions will be presented to allow for a choice of tensions that will sound
appropriate in a common pop or jazz idiom. While tensions are usually dictated by chord function and/or key of the
moment. a strong voice-led guide-line often can make use of tensions that might appear inappropriate or non-
diatonic to the key of the moment. This is especially true of dominant chords, which can accept many different
tension combinations (both diatonic and non-diatonic), whiie other chord types are more demanding of fewer and
more specific tensions. Tensions on diminished 7 chords will be examined separately in the Tension Additions on
Diminished Chords chapter later in this book.

In the following examples, the guide-iine in example #2 is not as diatonic as the #1 example (E-9 and G7(b13) are
not diatonic to the key of C), yet example #2 sounds better due to the strong chromatic guide-line produced by these
lensions.

2l Cmaj7 E-7 A+7 D-9 G13 Cmaj9
H—o 0 =3 (8] (83 S |
1 = = el
)
72 Cmaj7 E-9 A4T D-9 G7(|> 13) Cmaj9
??_ % s a— ChSy — 9] /183 =S
15 s = : '
e/

When a “strong”™ oreffective guide-line is not present, a more conservative or diatonic approach to tension additions
might be in order.
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There are only seven different tensions available in the more common pop or jazz idioms:

ho 9 #9
11 11
b13 13

Note the enharmonic functions some tensions might possess:

11 sus4
b5

ﬁ 11
13 $5
The following will examine each tension’s characteristics in these more common idioms. Of course. different styles

and concepts could condition or change these basic assumptions. For example, “modal music” often requires use
of tensions that are not desirable in a more diatonic situation.

(L | |

1) Natural 9 can appear on any chord type and can be accompanied by any other tension except b9 or $9.

2) b9 and#9 can accompany each other and any other tension except natural 9. »9 and §9 can only appear on dom7
type chords.

) Natural 11 can appear on any chord type except maj7 type chords. Natural] 1] can accompany any tension except
#9 and§11. Natural 11 often functions enharmonically as a suspended 4th on dom7 and maj6 chords. The use
of natural 11 with the major third is a more contemporary sound which will be examined later.

4) #11 can appear only on major type chords (maj7 / maj6/dom7). #11 can accompany any tension except natural
[k

5) Natural 13 can appear on any chord type except min7h5. Natural 13 can accompany any tension except b 13.

6) bh13canappear on any chord type except minor chords containing a natural 5th. b13can accompany any tension
except natural 13.

The following tension chart attempts to clarify and classify available tensions and chord tones on the most common
chord types (excluding dim7 chords).

( CHORD TENSION CHART )
CHORD FREELY CAREFUL WEAK
ma7 6,0 ﬁ l tﬁ 11
maj6 9 b7,811 11
min7 9,11 12 b13
min6 9 7.b7,11
min7(»5) 11.b17 9 b9
min maj7 9 6,11 b13
dom7sus4 9, 13 3.b13 49

b9, 13

dom7 9.13 11 T

9,b13

9,411

9,#11, 13

9,811,h13

b9, 9, 13

b9, 29,513

29,29, 811

E9,E9,'11, 13

9.£9.211.h13

\_ o J




Again, some of the tensions listed under the “weak™ or “careful” colurnn might in fact be strong or characteristic
notes in a modal setting. or appear in a common diatonic progression were a melody or strong voice-leading could
make use of an otherwise “weak™ tension.

In the following common chord cadence, theb9 tension is not normally available to a min7p 35 chord. but sounds and
voice-leads quite well in this particular example. Note the A-7b 5(»9) chord forms a complete C-7 chord over an “A”
bass note; ( C-7/A ).

A-Tb5(9) D7(9) G-6
A jris 3 = o

7 el . H -8
V&S Py el
w—e oo} 8 PP

) i

Note that some of the above tension combinations under the dom7 chord dictate specific chord scales:

9.411,13 : Lydianbh7
9.£11,b13 - whole tone

bo 89 #11, 13 = dominant diminished
bo, 39, i 11,b13 - altered

With the exception of dom7 type chords. the tension chart accurately describes available tensions on these chord
types in the majority of harmonic situations in which they would appear. The dom7 type chord needs some harmonic
clarification in order to chose the appropriaic tensions in relation to its function: keep in mind that the nature of a
dom7 chord can accept most any rension comoination. regardless of its function. The following describes the tension
tendencies of a dom7 chord in a given function.

1) V7 of major

Common 1) natural tensions (9, 13)
2) altered tensions (b9, #9, b5, #5)
3) tension combinations: h9/13, 9/h13, etc.
4) natural to altered (before resolving)

Not Common 1) (9,#11, 13) sub V sound

2) altered to natural (before resolving)
21 V7 of minor
bS

f1E O 1T e
3% 130 e

Fia

Common 1) b9, £9. 513 and natural 5 or
2) ension combinations; p9/

&

o

Not Common 1) natural
2) natural to altered
3) alterzd to natural
4) (9,411, 13) sub V sound

2) Sub V and/or non-diatonic dom 7th, as well as IV7 and II7:
(Lydianb7) 9.%11.13

Upon establishing some basis for tension possibilities on a given chord. it1s now important to discuss the placement
of tensions in a four-note voicing, commonly referred to as “tension substitution.”

[Re]
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When a tension is introduced to a four-note voicing, one of the basic chord tones is removed. The least needed chord

tone is usually chosen. The root and fifth (unless altered) are the least needed. while the guide-tones (third and
seventh or sixth) are more important to the sound and function of the chord. Due to enharmonics, some tensions are

already built into the basic four-part chords:

Cmaj7b5 = Cmaj7(§11); C7h5 = C7(§11); C7(§5) = C7(b13).
These tensions could be considered as substituting for the fifth of the chord.

Tension substitution on drop 2 type voicings follows this basic formula: any tension substitutes a chord tone next
to that tension. This allows the substitution to take place on the same string.

9 substitutes the root or third
11 [4] substitutes the third or fifth
13 [6] substitutes the fifth or seventh

Since the guide-tones are needed, we are left with the following tension substitution formula for drop 2 type voicings:

9 substitutes the root {3 5 7 9}
11 [4] substitutes the fifth {1 3 7 11}
13 [6] substitutes the fifth {1 3 7 13}

An exception to this formula which must be addressed is when the fifth is altered (b5 or $5). An altered fifth is an
important part of the chord sound that should be included. In this case, 11th and 13th type chords would have 0
substitute guide-tones instead of the fifth: 11 for 3/13 for 7. If the original chord sound and function are not [ost. these
substitutions are possible. An example would be amin7h5(11) chord with tension ! i substituring the 3rd. A min7h3
chord is the only type of chord that will accommodate abSthand an 11th. By deduction, the minor 3rd of the chord
is “heard” even though it is not played. If the chord sound is lost by removing a guide-tone on one of these altered
fifth voicings, an alternative voicing to the drop 2 type voicing is required:

11th chord B 2597 11
13th chord - ] e

The fifth and the guide-tones are accommodated in these voicings and will be used when appropriate.

In the following tension sections, with some isolated exceptions, the attempt will be made to retain the guide-tones
in every voicing. When this is not possible. the 7th will be retained in favor of the 3rd. This will present some new
voicings that are not drop 2 type.voicings but share the same width as drop 2. allowing compatible voice leading.
More “incomplete” type voicings with various tension additions will be examined in the later Enharmonic Chordal
Substitution chapters.

The following tension substitution formulas will be used in their appropriate sections:

Tension 9 9forl (3 57 9} (drop 2)
9fors {1 3 7 9}
9for3 {1 357 9}

Tension 11 11for3 {1 5 7 11} (drop 2)
11for5 {1 3 7 11} (drop 2}
11forl {3 57 il

*Tension 13 13for5 {1 3 7 13} (drop 2)
[Bforl {3 5 7 13}

(* With the exception of a dom13b5 chord, (157 13} proves too ambiguous or limited to examine.)




~ Tension 9 & 13 9forl1/13for5 {3 7 9 13} (drop 2)
9for1/13for3 {5 7 9 13}
Tension 9 & 11 Oforl/11for5 {3 7 9 11} (drop 2)
9for1/11for3 {57 911} (drop 2)
Tension 11 & 13 11for5/13for1 {3 7 11 13}

11for3/13for1 {5 7 11 13}

As more tensions are added to a four-note voicing, one or both of the guide-tones will eventually be removed,
resulting in what is commonly referred to as an “incomplete™ voicing. Some of these voicings can sound ambiguous
or begin to lose their original chord sound, while others can define their original chord sound by use of unique
rensions or a predictable chord progression. These latter chords often sound better and more “colorful” than the
original “obvious” chord sound.

Here are some examples of incomplete voicings being defined by their tensions:

1)h9 or 9 must accommodate a dom7 type chord
2) 11th with b5th must accommodate a min7p 5 or dim7 chords

3) 11th with 7th must accommodate min maj7/ or dim7 type chords

Here is an example of an incomplete voicing being defined by a predictable chord progression:

(I (V) h
G-7 C7 Fmaj7
| v |
v (Ab745) '
p oo = ber
.4
£
=

The Ab7#5 is an incomplete C7(alt5) chord:

Ab785 1 3 §s b7
Ll
A € 7 E Gb
i
C7(alt5) §5 1 3 b5

The AE?#S chord standing alone has no particular C7 sound. When placed in the above chord progression in
substitute of the normal C7 (and perhaps accompanied by a C bass note), it no longer sounds like and AL?#S chord.

By examining each tension, we can see which tensions dictate guide-tones and which do not:
1) b9 can appear only on dominant type chords, dictating their guide-tones wien missing from a voicing.
2) Natural 9 can appear en any type of chord, thus cannot dictate the guide-tones of any particular chord type.

3) 49 can appear only on dominant type chords. It can dictate the b7th but requires the 3rd to accompany it. Without
the 3rd, #9 might sound enharmonically like the third of a minor chord, ﬁ9 =h3.

4) Natural 11 can appear on any chord type except the maj7 type chord. With the exception of an 11 with natural
7 dictating a min. maj7 (11) chord, 11 usually dictates a h7th guide-tone. Natural 11 cannot dictate a major or
minor third, although it often can take the place of the third by enharmonically functioning as a suspended 4th
. guide-tone,

e
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5) §11 can appear only on major chord types, dictating the major 3rd when missing, but not the 7th.

6)b 13 can appear on any chord type except minor chords containing the natural Sth. It can dictate the b 7th, with the
maj7(#5) chord being enharmonically an exception. It cannot dictate the 3rd.

. | 2 . 4
7) 13 can appear on any chord type except the min7p 5 chord. It cannot dictate guide-tones.
As more tensions and chordal substitutions are presented, the use of incomplete voicings will become more common.

The maj7§5 and min7%5 chords have been omitted from the following tension chapters. due to their unique sound
being compromised by tension additions. The min745 chord will reappear in the Additional Enharmonic Chordal
Substitutions chapter with tension additions. Althoughtensions will not be added to the maj7§ 5 and min745 chords,
their four-part structures will reappear as enharmonic substitutions in various tension chapters. As an example, in
the Tension 11 chapter, G—?#S will appear as C-7(11) (b3 5 b7 11).
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Chapter 6.
Dominant Sub V Chords

Every dominant type chord, with the exception of those containing a suspended fourth, can be substituted by another
dominant chord a tritone away. This chord is commonly referred to as a “Sub V” chord (Db 7 is the Sub V chord of
G7, and vice-versa). Any tensions added to a dominant chord will appear as chord tones or different tensions on the
Sub V chord.

The following is a simple tension conversion model for Sub V chords that should be memorized:
f11 5 b13 13
;5) #5)

The above model in relation to C7 and its Sub V chord:

C7 R b9 9 #9

R e

(Sub V) C Db D Dj
5y J & 4

F§7 $11 5  b13 13

There are four dominant chords that “mirror” themselves on their Sub V chords:

C7b5 =  Fi7bs
C7(:9) = FIb9)
CI(45) = FE9(#5_‘}
C13(#9) = Fz13(49)

Remember the tension substitutions [9 for R] and [13 for 5] for the above examples, leaving three of the chords
rootless.

All the dominant chords that will be introduced in the forthcoming tension chapters will also examine their Sub V
chords. The only exceptions will be dominant chords that contain both ab 13 and natural 5. These notes produce b9
and natural 9 on the Sub V chord, which is not an acceptable tension combination, producing consecutive half-steps
(R -b2 - 2). These chord types will be omitted from the tension chapters but will reappear for examination in the
Additional Enharmonic Chordal Substitutions chapter.

Remember to be aware of Low Interval Limits and b9th intervais when piacing aominant tensions on the Sth string.
Tensions 9 and 13 will not be allowed on the 5th string. Both tensions are Sub V substitutes for each other and both
produce h9th intervals (tension £9 over the 3rd and tension 13 over the h7th). Tensions 9 and b 13 [45] are also Sub
V substitutes for each other, but only the 9th (with some exceptions) will be omitted from the 5th string due to low
interval limits.
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Before beginning the tension chapters, a brief discussion of the “altered” dominants should be given. Altered (or alt)
on a dom7 chord refers to the 9th and Sth being flatted and raised (b9, §9) and (55, #5) or enharmonically ( b9, £9,
#11,b13). Any combination of these tensions will satisfy an “altered sound.” but tensions §9 and h13 [#5] are most
characteristic because they are also tensions on the Sub V chord: { #9 =13) and b13 = 9). Example:

C7($9/85) = F#7(13/9)
(altered) (natural)

An additional observation of interest shows the £9 and §5 of a V7 chord to be the “blue™ notesbh 7 and b 3 of the related
I chord,

(VT CHEDES sicnsminsmssss #9 §5
Eb  Ab
<3 35 T8 < AVENRNP RS R 7 S .

More information on altered dominants is presented in the Altered Dominant chapter later in this text.

]
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Chapter 7.
Tension 9

By substituting 9 for the root on all of the previous four-part drop 2 inversions, we see many of those original four-
part 7th and 6th chords reappearing on different roots. The following list contains all possible tension 9 additions
to the original four-part chords and the consequent four-part enharmonic substitute chords produced:

Cmaj7(9) = E-7/G6 C7(9) = E-7b5/G-6
Cmaj7h5(9) = refer below C7(h9) = C$°7,E°7,G°7, Bb°7
C-maj7(9) = Ebmaj7#5 C7(%9) - refer below
C-7(9) = Ebmaj7 C7b5(9) = F#+7 (Sub V)
C-7b5(9) =  Eb-maj7 C75(9) =  F37(SubV)
C6(9) = A7sus4 C7b5(89) = refer below
C-6(9) - Ebmaj7b5 C+7(9) = E7b5/Bb7b5
C+7(b9) = Bb-7b5/Db-6
C+7(49) = Emaj7b5
CTsusd(9) = G-7/Bb6
C7sus4(b9) = G-7h5/Bb-6

Cmaj7b5(9). C?(#S"). and C?LS(#QJ do not produce basic four-part 7th or 6th enharmonic substitute cnords, but do
produce their own interesting substitute chords:

C7h5(49) = Gh7(13) (Sub V)
C7(49) = Gb7(»9/13) (Sub V) [Istinv. of C7(§9) = D}/E).]
Cmaj7h5(9) = D6(9) {1 3 6 9}, whichisnotadrop 2 voicing. This maj6(9) voicing will be discussed

later in this chapter.

C7sus4(#9) has been omitted, since it has become a C-7(11) chord. As mentioned earlier, Cmaj7§5 and C-745 will
not be included in the tension chapters, but will appear later in this book with tension additions. C°7 will receive
tensions in the Tension Additions on Dimin 7 Chords chapter.

Realize the enharmonics involved in the above ninth chords with an altered 5th :

Cmaj7h5(9) = Cmaj7(9/411)
C7b509h9/89) = C?’(f 11/9) (11 1/h9) (§11/49)
C7£5(9/69/49) = C7(h13/9) (13/69) (»13/49)
if not already listed. realize the Sub V chord for each dominant chord:
C7(9) = F ?(ﬁsszsu)
C7(b9) = F27(b9)
C785(9) = F£+7(9)
C+7(h9) = F#7(9)
C+7(49) = Fg7(13/9)
Look at the previous enharmonic substitutions from a common four-part chord root:
Cmaj7 = A-9
Cmaj7h5 = A-6(9) / Ab7(85/49) / D7(9/13)
Cmaj7§5 = A-maj7(9)
C-maj7 = A-9h5
C-6 = F9 / D7sus4(b9) / B7(#5/b9)
C6 = Fmaj9 / D7sus4(9)
C-7 = Abmaj9 / F7sus4(9)
C-7b5 = Ab9/F7sus4(b9) / D7(§5/h9)
C7 = Gh7(b5/h9)
C7b5 = Gb7b5 / Ab9+/ D9+
C745 = Gbh9(h3) ’
o7 = B7(b9)/ D7(b9) / F1(b9) / Ab7(b9)
C7sus4 = Eb6(9) 29




Tensions b9 and #9 can combine to form available dom?7 tensions (i.e. C7(alt9) / C7b5(alt9) / C+7(alt9)). These
chords will be examined later in the Altered 9 Tensions on Dom7th Chords chapter.

With the exception of the b9 tension on a dom7 chord. this text will avoid using tension 9 on the Sth string. Some
isolated exceptions to this rule might appear in later chapters.

The following is a convenient model which will be used to display different chord voicings and inversions:

maj7(9) {3 5 7 9}: 3 5 7 9 —s 2ndstring
I T -9 B 5 .— Sdisting

’ 5 7 9 3 —> 4th string

9 3 5 7 —> 5th string

Note that the previous seventh chords that avoided their 3rd inversions due to the b9th interval they contained
(Cmaj7, Cmaj7p3. and C-maj7) are now available as 9th chords (Cmaj9, Cmaj9b5, C-maj9), since tension 9 has
removed the b9th interval that was produced between the 7th and root. Although these inversions are now available,
they do run the risk of violating “Low Interval Limits” since the 7th is in the bass. To avoid this problem, non-drop
2 type voicings. which contain the same basic “width™ as drop 2 type voicings, can be used to substitute these third
inversion drop 2 ninth chords:

By removing the fifth degree from a root-inversion close position ninth chord. a four-note voicing containing tensior.
9 in the top voice is produced:

[a) [a)
Cmaj7(9) no 5 % C6(9) no5 s
(3] )

¢0 (0P
vofefu)

These voicings can effectively substitute the third inversion drop 2 ninth chords while retaining the desired tension

O in the lead:

9 can substitute 9
7(6) : 5
3 3
1 7(6)

If the Sth degree is needed in these substitute ninth chords, the third can be removed:

Cmaj9(no3) 9
7(6)

L

1
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When LIL is not an issue, voice leading, sound, and fingering will determine which voicing is best. Examine the '
previous list of 9th chords using the new omitted 5th or omitted 3rd ninth chords discussed:
Cmaj7(9) = 1379 C7(9) = 135b709
Cmaj7h5(9) = 1b579  C759) = 135759 i
C-maj7(9) = 1379  C7(49) = 13b7 89
C-7(9) = 1b3b79 C7h509) = 1b5b7 9
C-7b5(9) = 1b5b79 C7H5b9) = 1b5b7 box
C6(9) = 13609 C7b5(49) = 1 b5 b7 89+
C-6(9) = 1b369  C+7(9) = 145 b7 9
C+7(h9) = 125 b7 bo*
C+7(89) = 185 b7 9 *
C7sus4(9) = 14579
C7susd(b9) = 145759

*These voicings will be omitted from this chapter, due to theb9th intervals or the ambiguous sounds produced. Most
will reappear later in more appropriate chapters.

Note: Four of the above voicings have produced previously introduced drop 2 type voicings:

(@074 %7 (0 ) SRR SR {1b579; = Ab7bs(f9) /D13
C-7b5(9) and C7b5(9)........{1 b5 b7 9} = D+7/ Ab9bh5
COaRL il BT O = D-7§5
Since the drop 2 inversions are known, they can be applied to these ninth chords:

Cmaj7b5(9); 9 b8 7 1

7 1 9 b5 %

b5 7 1 9

1 9 b5
C-755(9) or C7b5(9); 9 bs b7 1

b7 1 9 b5

bs b7 1 9

1 9 bs b7
CYsus4: 9 4 b7 1

b7 1 9 4

4 h7 1 9

i 5 4 b7

*Common notation for the root inversion of C9sus4 is Bb/C.

Two additional ninth (omit 5) chord voicings whose inversions will be examined are maj6(9) and dom7(9):

maj6(9) 9 3 6 I dom7(9) 9 b7 !
6 1 9 3 b7 1 e 3
3 6 1 9 3 b 9
1 9 3 6 1 9 3 b7

“The Istinversion of the maj9 {1 3 7 9} and 3rd inversion of the dom7b9 {1 3 b9 b7} will be examined in later
chapters,




Note the C+7(9) no 3 voicing

{145 b7 9} is equivalent to the Bb7(9) no 5 voicing {13 b7 9}.
c+719: 1 45 b7 9

C G¢ Bb D

Loagnat 7
BH7(9); 4. Shiees 3

Since the dom7(9) inversions will be used. they can be realized on the dom?# 5(9):

9 45 B, L1
b7 1 9
N
1 9 g5 g

3

N = = =

At this point. we should summarize the substitution possibilities presented for each chord, including Sub V chords
of the non-drop 2 dominant ninth chords with omitted 3rd or Sth:

C-785
C+7
C7(9)

C7(9)
{13b79)

Cmaj7(9)
C7b5
CmajﬂrS
Cmaj9b5s
Cmaj7
C-maj7
Cmaj7(5
C6(9)
C7(»9)
C7(£9)
C7
C7b5(49)

C7(£9)
(13 b749)

Il

Bb9susd {14 57 9}
Gh9bS = Bb9bS/B5-955 {155 b7 9} = E(alt5) {1 3 b5 §5} [Sub V of Bb9bS5]
Gb7(45/b9) = E-7h5 = G-6 = ATsus4(h9)

D+7(9) {145 b7 9} = F§7(alt5) {3 b5 45 b7} [Sub V of C9] = Ab9(alt5) {1 b5 #5 9}
[Sub V of D+7(9)]

E-7 = G6 = AYsus4

Gb7hb5= Ab+7(9) = D+7(9)

A-6(9) = AbT(#5/89) = D7(9/13)
D6(9) {13 6 9}

A9

A-7b5(9)

A-maj9

ATsusd

(C#°/E°/G®/Bb°) (CTh9/FET(b9VAT(HBOVELT (b))
F413(b9)

F#7(b5/69)

Gb7(13) = Emaj%5 {1 b5 7 9}
FE13b5 {3 b5 b7 13} [Sub V of CT7]

The Sub V chord of the C7(59) {1 3 b7 b9} chordis F47(411) {3 5 57 411}. This SubV chord will not be available
to the root inversion C7(59) chord because of the b9th interval between the 5th and §11th of the F§7(#11) chord.
In the next chapter, F§7(811) will reappear on the third inversion of the C7(b9) chord. These ninth (omit 3rd or 5th)
chord voicings, as well as the drop 2 type voicings, will have some very interesting additional substitution
possibilities in later chapters.




Each 9th chord and applicable inversions previously examined will be presented in the following II-V-I chord
cadence examples. As mentioned earlier, when a single voice is notated on the staff, it will be considered the top

note of a drop 2 type voicing. If a non-drop 2 type voicing is used, all four voices will be notated. This approach will
be used throughout this text.

2 maj7(9) drop 2 type voicings:
Imaj7(9) = -7 = Vo = VI9sus4d
Cmaj7(9) = E-7 = Gé6 = A9sus4

ﬁvoidipg tension 9 on the 5th string leaves three applicable drop 2 inversions with the addition of one ninth (omit
5) voicing:

LI ~] \D
wh \O W ]
=] L Lh D
— W <1 \C

maj7E5(9)

This _is a uniqpe chord in that the drop 2 type voicings produce ninth (omit 5) enharmonic substitute voicings and
the ninth (omit 3) chord produces a drop 2 type enharmonic substitute chord.

Imaj7h5(9) (drop2)
= Cma}j?LS(g) (drop 2)
<1muﬂ[:5(‘)mo 3

Cmaj7b5(9)n0 3

6(9)no0 5 ~,

D6(9)no 5

bV17(b5/49) (drop 2) / I113 (drop 2)
Ab7b5(#9) (drop 2) / D13 (drop 2) >

mnnn

Avoiding tension 9 on the Sth string leaves three applicable drop 2 inversions with the addition of one ninth (omit

3} voicing.
b5 7 9 9
9 3 b5 7
7 9 3 bS
3 b5 7 ]
D-7 G7  Cmaj7s5(9 D-7 G7 Cmajohs A7 D7 Gmaj9s5
A =25 < el =

s —AE; © £ 260 =
. ©




min. maj7(9)| drop 2 type voicings:

-maj7(9)
C-maj7(9)

bIImaj745
Ebmaj745

Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord. Due to the physically awkward
fingering produced by the 2nd inversion, its register might be limited.

5 7 9 9
9 b3 5 7
7 9 b3 b3
b3 5 7 1
D-7b5 G7 C-maj7(9) D-755 G7 C-maj9  A-7v5 As7  G-maj9
= o o o & < - -
1L © T
1o I :
L3 70 11 1
)
min7(9) drop 2 type voicings:
1-7(9) = bIlImaj7
C-7(9) = Ebmaj7

Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord.

5 e 9
9 b3 5 b7
b7 9 b3 b3
b3 5 b7 1

D-7(9) De7 Cmaj9 A-9 D7b5 Gmaj9 A-S D75 Gmaj7b5
fH © pe o o fo © i = 2
* i 1
t‘)
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min755(9)

i 1-755(9) (drop 2)
< C-755(9) (drop 2)
[-755(9)no 3

= < C-7b5(9)no 3

»I1i-maj7 (drop 2) >
Eb-maj7 (drop 2) -~

II+7 (drop 2) /bVI95 (drop 2)
D+7 (drop 2) / Ab9b5 (drop 2) >

i nin

Three applicable drop 2 inversions with the addition of three good ninth (omit 5) chord inversions. Due to the
gs produced by the 2nd and 3rd drop 2 inversions, their registers might be limited.

~ physically awkward fingerin

~) I

= drop 2; b5 b 9 ninth (omit 3); 8 IR 1
- 9 b3 b5 b7 9 b5
. b7 9 b3 bs 1 9
b3 bs b7 1 bs b7
- D-7b5(9) G+7 C-maj®  C-7»5(9) F745  Bb6
=~ A b-e Xl bﬂ <
= = e e =
(& e —
A-Tb5(9) AT Gmaj7b5 A-Tv5(9) A°7 G-maj9
' e s = A | © ©
gy 743 g8
= #—H_ef (9] b4

Those min7h5(9) voicings containing no third will be examined later in this chapter for their dominant quality as

well: dom7b5(9).

[majé) |

e 16(9) (drop 2)

C6(9) (drop 2

16(9)no 5
= C6(9)no 5

VI7sus4 (drop 2)
ATsus4 (drop 2) >
bVIImajI%S (drop 2) =
B»maj% 35 (drop 2)

)

Three applicable drop 2 inversions and three applicable ninth (no 5) chord inversions:

drop 2: 5 6 9 ninth (no 5); 9 6 1
0 3 5 6 9 3
6 9 3 3 l 9
3 5 6 | 3 6
Drop 2
. D-§ AboT C6(9} D-7 G7 C6(2) A-7 D7 G5(8;
- _& b= I)e- O —e O = — - = =
1= i —;
- e
n Ninth (no 5) Chord:
ro‘-. - 1o ‘ﬁ G e 'ﬁ‘ | b.ﬂ_ = bﬂ
s g,i ﬂ: ! — T;:{ """i q:"_;
= =)




min6(9)

Three applicable drop 2 inversions with the addition of one ninth (no 5) chord voicing. Due to the physically awkward

drop 2 type voicings:

I-6(9)
C-6(9)

bITmaj7h5
Ebmaj7h5

VII7(#5/49) / TV7(9/13)
B7(§5/49) / F7(9/13)

fingerings produced by the drop 2 (2nd inversion), its register might be limited.

5 6 9 9
9 b3 5 6
6 9 ba b3
b3 5 6 1
D-755  G7b5 C-6(9) D-765  Abo7 C-6(9) A-755 D+7 G-6(9)
h‘e' s b‘a' O P o ) D-D-____ =

h 0o
7.
e

-@—-—‘L = —_— e e S

DOMINANT 9TH CHORDS

drop2 {3 557 9) - Ninthno5 ({1 3 b7 9}
C9 {3 5b7 9) = E-7b5/G-6/F}7(b9/¢5)
C9 {1 357 9] = FE7(alt5)

Avoiding tension 9 on the Sth string leaves three applicable drop 2 inversions and three applicable ninth (no 5) chord

L. S

INVEersions:

drop 2; 5 b7 9 ninth (no 5); 9 b7 1
9 3 5 b7 9 3
b7 9 3 3 | 9
3 5 7 1 3 b7
Drop 2: D-9 Go Cmaj9 E-7 A9 Dmaj7 A-7 D9 Gmaj9
fH_© = Q o 0 © e © =
i
s
AL
'y
v i v
Az-9 Db»7(»9/#5) Gomaj9 Bb-9  Es7(b9/#5) Ab6 Eb-9 ArT7(b9/£5) Db6(9)
_g b.ll = b.e .. o ba : bﬂ. P b&
SUBV {A\u it
)
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Ninth (no 3);

D-9 G9 Cmaj® Gisusd C9 Fmaj7 F7sus4 Bb9 Eb6
= | L | 'S
& g : 5 =r o *.
p39 = 1] o 21 ]
i
| .
| |
|
o v r
A»-9  D>7(alts) Gomai¢ C2-9 Fi#7alts! Bmaj7 B-7  ET7(altd) Amaj9
A VO o ne Lo T [P te po no :
7] e e e K L
SL:B b _{:d‘:} == = T = :
(3]
'_-_-'_i i e N 3 . 1 = * 1 = L= 4
ldom7(59} ! drop2 {3 5 b7 5! ninth (no 3) chord {1 3 »7 59!

C7(b9)

{3 5 b7 b9t =

D». E, G, and/or Bbdim7 (Eb7(b9). F“flb‘ﬂ: and/or A7(p9)

Four applicable drop 2 inversions plus one additional ninth (no 5) chord inversion. The drop 2 Sub V chords need
not be presented. since transposing these exercises by a tritone (and minor thirds) will produce the same cxamnleq
The Sub V will be avoided on the ninth (no 5) chord voicing due to the p9th interval produced by 5 over 211

b9th interval produced by b9 over the root is available on dominant chords.

Drop 2:

Ninth (no 313

A-7 D759 Gmaj9 A-T D79 Gmaj9
i O - - © LTS “
I
AL = Il
D7 G759 Cmaj7 D-9 G7¢ Cmaj9
L © < [ — e £ —
S — : , =
AT R e | = - 1l
e
D7sus4 G759 C6(9;
—f O g el . Al =
= = e e 1
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[dom7(39)]  drop2 {3 5b7 49} ninth (no 5) chord {137 §9}

| s S
C7(¢9) {3 5 b7 £9}
C7(39) {1 3 b7 £9)

F£13(b9)
F213(b5)

|1

Avoiding tension §9 on the Sth string leaves three applicable drop 2 inversions plus one ninth (no 5) chord inversion.
Due to the difficult fingerings produced by the second and third inversions of the drop 2 voicings. their registers
might be limited.

drop 2; 5 b7 49 ninth (no 5): £9
ﬁg 5 N b7
7 §9 3 3
3 5 b7 1
Bo7(¢£9) G7(19)
G-9 C7(49) Fmaj9 F-7 . Ebmaj7(p5) D-9 Cmaj7(b5) D-9 G7(£9) Cmaj7
H © o o re P e L to o e io o
s = = 8
L | o |
| | |
v v ¥
F£13(+9) E13(>9) D»13(59) Db13(b5)
C§-9 B6(9) B-9 A6 Ab-9 Grmaj9 Ab-9 . Gormaj9
A to__bo  4q B hi ks s HE o DY e PO 1 o e T e O bt
SUBV fa
A~
o (Eb/E)

dom755(9)| drop2 {3b5b79) ninth (no 3) chord {1b5b7 9)

C9(b5) {3b5h7 9} F§+7
C9(h5) {1h557 9} D+7/ Ab9(h3)

Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 3 ) chord
Inversions:

drop 2; bs b7 9 ninth (no 3); 9 b7 1
9 3 b5 b7 9 b5
b7 9 3 W5 9
3 b5 b7 I b3 v WY



Drop 2; G-9 C9(b5) Fmaj9 lG-’Y (l‘,9}:5 Fmaj7 D7sus4 GBb5 Cmaj9
) | l
v v v
C$-9 F§+7 Bmaj9 Cg-9 F$+7 Bmaj7 Ab-7 Db+7 Gbmaj7(»5)
o to ke £ to ‘o re e 20
SUBV
e
Ninth (no 3);
D-7b5  G95 Cmaj75 DT7sus4 G995 C6(9) G7sus4 C9%5  Fmaj7
g = s £ —© o o0 = b o
& . vrra ! AT (B
e f T
! ’ l
ii;'? Db7(alt5) Gbmaj7 Ax-7  Db(alts) Gbmaj9 C#-7  F#(alt5) B6
= Fer b he LQ e o 4. to
SUBV s . :
\;j’ f

drop2 (3 b5 b7 b9)

C7b5(b9) {3 b5 b7 b9} = F§7

The ninth (no 3) voicing will be omitted, due to the h9th interval produced. This voicing will reappear in a later

chapter as a hybrid chord.

Four applicable inversions: 3 bs b7 bo
BT wp 3 b5
bS b7 B9 3
bo 3 b b7
| : Bb7(59/55)
E7(:9/b5) E7(:9/b5) D7(:9/55 .
B-7 Amaj7  B-9 A6(9) A9 émajg Flsusd — Evrmajl
o) to  Ho o ey fa) o < e la)
= =1 e e e t =
15 i F
¢ | l, |
F7sus4 Bv7 Ebmaj7 v bieme AV Dhmnil  wn o :
Tsus ma7 og BT Fomaid Eb7sus Ab7 Domaj B7 E7 _Amai7
p he o _o o o be- laz4 Casa fo 1t
SUBV i ? —
D)
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dom7b5(49) | drop2 {3 b5 b7 49)

C7b5(39) = FE13

Only two practical drop 2 inversions will be used. The root inversion will be omitted because of the b9th interval
produced by the 3rd over the #9th. The third inversion will be omitted because of the awkward fingering produced.
The ninth (no 3) chord voicing will be omitted because it has become amin7h 5 chord. This ninth (no 3) chord voicing
might reappear in later chapters where incomplete voicings are more appropriate.

b3

b7 G-9 CT(:9/55)Fmaj9 E-7 A7(29/65) Dmajo
::i’ % = = .3 — e . I
A0 & | | | |
3 b5 = ; -

i

\

Fi7sus4 F#13 B6(9) li:9 Eb13  Ab6

BV fe—— = : !
SUBV X : £

dom745(9)| drop2 {385 b7 9; ninth (no 3) chord {145 b7 9}

C9ﬂ5 {345 b7 9}

E7b5/Bb7b5 / F4945
C9%5(no 3) {145 b7 9}

FR9(alt5)/ Bb9(no 5) {13 b7 9}/ Liaiis)

Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 3) chord
inversions, The Sub V chord will not be included in the drop 2 examples because, like its dom7}5 substitute, it
“mirrors” its original dominant chord: C95 = F§985.

mnu

drop 2; 5 b7 9 ninth (no 3); 9 b7 1
9 3 §5 b7 9 £5
b7 9 3 s 1 9
e 4 b7 I b7
Drop 2;
G-9 C+7(9)  Fmaj9 E-7 A95  Dmaj9 C-9 F945 B>majd
Q e 0 o O boa Q Q o .
& I :I
1&5 H
e/
Ninth (ne 3);
c-¢ F845 Bomaj© C-8 F9z5  Bbmaj$ G-S C9:5 Fé6
Q bﬂ Ir)g = o i _ o bﬂ =
=z il B I 11 = 8 e N f
’5‘9 = — 1 V'S “:FF
Fz-7 B9(alts) Emaji  Fi9  B9Yalts) Emai?  Ci7  Fio(alts) Bmaj7
A O o) Zo fo Lo EP s te fe
SUB V _w# f S |
. (E»9) (Eb9) (Bb9)
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: drop2 {3 #5 b7 b9)

C7(b9/45) = Db-6/Bb-7b5/ F§9

The ninth (no 3) chord voicing will be omitted, due to the awkward fingering and the b9th interval produced. The
drop 2 Sub V chord produced is a dom9 chord, and although all four inversions are available to the dom?#S(LQ)
chord, the inversion producing tension 9 on the 5th string on the dom9 Sub V chord will be omitted. There are four

applicable inversions:

. 3 g5 b1 b9
b7 b9 3 5
. B 7 L9 3
b9 3 85 b7
C+7(+9) Bb7(b9/45)_, F745(59) } E7(+9/£5)
G-9 Fmaj9 F7 E>6  C9 B»6(9) B-9 Amaj9
= O e 5'“9' pQ gy ha o = ﬁn 1:10
- : ! : :
v W 4{
C4-2 Fi9 Bmaj9 Subg \% ngthapplicable F4-9 B9 Emaj¢ F-7 Bb9d Ebmaj7
Tﬁn "‘_'n_ $5 (9 on 3th string) 20 . ‘o b b o

ol _
SUBV % i
e

dom7$5(#9)| drop2 {3 #5 b7 $9}

C7(§9/45) = Emaj7b5

The ninth (no 3) voicing will be omitted, due to its incomplete nature. It forms a complete min7§5 chord, which will
be examined later for its dominant qualities.

Avoiding tension £9 on the 5th string leaves three applicable drop 2 voicings:

ﬁ5 © b1 B9
9 .3 £5
b
3

7 9 3
is b7
E-7 A+7(49) Dmaj7bs G-9 CT7(#9/£5) F6(9) D-9 G7(#9/45) Cmaj7b5
Q Q 0 h‘e' re o = te o
(s ’ : —
= | | |
{ v
- Sub V not applicable C4-9 TFE7(13/9) B6(9) G#-7 C#7(13/9) Fimaj9
8 (9 on 5th string) o 4o ke o e o
SUBV s ! !
!} I 1




drop2 {4 5b7 9}  ninth(no3) {1 4 b7 9}

dom7sus4(9)

G-7/Bb6
D-745

i

Avoiding tension 9 on the Sth string leaves three applicable drop 2 inversions and three applicable ninth (no 5) chord
Inversions:

drop 2; b7 9 ninth (no 5); 9 b7 1
9 4 3 b7 9 4
b7 9 4 4 1 9
4 5 b7 1 4 b7
Drop 2;
G-7 C9(sus4) Fmaj9 F-9 Bb9sus4 E'Tmajg D-¢ G9(sus4) Cmaj9
f o B O O o bﬁ P h=a - a
IL — T
G f
— (G-7) (F-7) (D-7)
Ninth(no3);
D7sus4 G9sus4d Cmaj7 G7sus4 CY9susd  Fmaj7 D7sus4 G9susd  C6(9)
&
G -
o (A-T45) (D-745) (A-745)
(F/G)
[dom?sus4(h9)J drop2 {4 5 b7 b9}

C7susd 9} = G-7b35/Bb-6

The ninth (no 5) chord voicing will be omitted duc to the b9th interval. It will reappear later as a hybrid chord. There
are four applicable drop 2 inversions:

+ 3 -3 b9
b7 b9 4 5
5 o7 b9 4

| =
bo 4 5 57

F7sus4 BbT7susd(bS) Esmaj7 D-7 GT7sus4(b9) Cmaj9
r: o e . . € e %) =
E7 == 4
o (F-755) (D-7b5)
G-7 Cfisus4(59) Fmaj9 C-7 Flsus(b9: Bsomaj9
__e. e O (%] — 0 bﬂ' =g
= —
. (G-Tb5) (C-755)
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TENSION ADDITION BY STRING

In the following chord progression, voice tension 9 on the 2nd string only. Use drop 2 type voicings first, then repeat
using the ninth (no 5) chord voicings only. This isa good example of the ninth (no 5) voicings being more appropriate
since the drop 2 voicings, having the 7th in the bass, travel below the recommended Low Interval Limits.

G7(9) F7(39) Fmaj7(9) E7(b9) D-7(9) Db7(9) Cmaj7(9)
Now voice tension 9 on the 3rd string only in the above chord progression.
Finally, voice tension 9 on the 4th string only in the below chord progression.

C7(9) B7(h9) Bbmaj7(9)  A7(b9) G-7(9) Gb7(9) Fmaj7(9)
Tension 9 on the 5th string will be avoided.

In the following chord progression, tension 9 alternates between the 2nd, 3rd, and 4th strings. After preparing this
progression, the student should compose his or her own line on the same progression using a Sth tension on
each chord.

Cmaj9 A7(b9) D-9 GS E-765(9) A7(b5/b9) D-9 F-6(9) C6(9)
A = i ] = I} (%
"4 7 [ = &= i | 141 1}
(& | ' ‘- ' : ]
= i

The following examples will use various ninth chords over a typical “Jazz” or “II-V” blues form. Remember to try
both drop 2 and ninth with omitted 3rd or 5th voicings when tension 9 is in the lead. Inversions of the ninth (no 3)
or ninth (no 5) chord voicings beyond the root inversion with 9 in the lead will be completely notated.

~ = ‘.A-.— 3 1"_1-QV“-G)“~)JJF R o SR TR !
i~ T 7 ~ 3

Fmaj9 E-755(9) A+7(b9) D-9 G7(b9) C-9 F+7(89)
— E o = i b A fo
fes— ' : : : ' = !
[3)
Bb9 Bb-9 E139 A-9 D7b5(59) Ab-9 Dv7:5(9)
i D : '
= — = =
(Y]
G-9 G9sus4  C7b5(#9) C745(b9) F6(9) D'E#S(#g) G-9 C945 Fo
—H P T s b - be
%fi J'ﬁ «r ‘n:a | []a ; [ : ()]
72 ' t i -
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This next example makes use of several different ninth chord inversions with the omitted third or the omitted fifth.
Note the chromatic voice-leading in bars two. three, and four into bar five. Also note the voice-led scale pattern in
the last three bars before the end. The same “TII-V” blues form used above has been transposed to the key of “Bb”

for this example.

ok
"HBbman Bb6(9) A-765(9) D7(#5/59) G-6(9) C7(#5/%49) F9sus4 Bb9#5
A SarE o | = e e ezl ) ne
- V-2 e ! : ke
D — 2= = ' B
e = l
Eb9 EbTb5(39) Eb-9 Ab9 D-9 G9t5 Db-9 Gb7£5(49)
A - ne b.ﬂ- R - e , b
. — ; i ' £
% ' I : b =
|
C-9 F745(9)  Bbg G72569) €9 F7susd(b9)  Bio
be F7sus4(b9) ; b I
£ I 2 | b@ . M ) 2 o
I | |7 X : = I i 1| 1 I P ”
& | - ] ' | s :
t‘!

Bb9 G9 G59 F9 Bb9

g ie o B8 B o

e 58 5o o
_\.J\ o 1

Tension 9 on the Sth string for the above F9 chord has been included for demonstrative purposes. Itis above the L.1.L.

for tension 9.
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Chapter 8.
Tension 11

There are three basic substitution approaches to adding tension 11 to basic four-part 7th & 6th chords:

11for5 {1 3 7 11}
Ilterd {1 5 F 11}
Hfor R {357 kl}

11 for 3 or 5 is the traditional drop 2 substitutional approach, while 11 for the root can often produce a new drop 2
or ninth chord with omitted 3rd or 5th. 11 for the root or 5th, subsequently retaining the guide tones, is In most cases
preferabie. If the 5th is needed, the root would be the preferred note to omit with the 3rd being the last choice.

The addition of tension 11 to some of the basic four-part chords can produce both physical and harmonic difficulties
within certain inversions. This in itself might dictate which note the 11th should substitute. As these problems arise
they will be addressed and appropriate recommendations will follow. Some of these difficult inversions will become
quite useful as additional tensions are added.

By use of enharmonics, the previous four-part 7th & 6th chords and 9th chords produce some of the most useful 11th
chord structures:

Cmaj7(411) [11for5] =  Cmaj7hs
Co(411) [11for5] =  C6b5/A-6/F§-7b5
C-7(11) [11for5] = F7sus4
[11for3] = C7sus4
[11forR] = G-7¢5
C-7b5(11) [l1for3] = Gbmaj7b5
C7(311) [tlfor5] = C7b5
C+7($11) / C(alt5) C7(h5/b13)
[11 forR] = Gb»9(no 5)
[11 for 3] = Ab9(no 5)

s the same as AbY

Note the unique substitutions arising from the [11 for 3] C+7(£1 1) chord. Since this voicing is t
3 b5 9}. When this

{13579}, the past Ab9 substitutions can be added to C+7(§ 11} and its Sub V chord Gh9b 5
is done. a dominant tvne chord appears on each note of a whole tone scale:

8
1

¢C Gb Gi Bb

C+7(§11) | b5 85 b7

D7(alt5) b7 2 ks . 45

E9alt5) 85 9 3 b5

FtSI(LSJ o 9 3 (F4majob5)

Ab9 3 b ke N1 9

Bb9(#5) 0 iy b7
*C-6(11) 11fors] = F7

[11 for 3] = A-?#ﬁ

1 forR] = FO(no 5)
*C-maj7(11) [11 for R] = Gi7

* The inversions containing the 11th in the bass are weakest.

The tritone produced by the notes B and r (on the C-maj7(11) chord) forms an ambiguous or weak sound, since it
Is the guide tones of G7. C minor’s V7 chord. The two inversions placing the tritone in the bottom of the voicing
are weakest.

o5
(93]




Seven new voicings will be introduced in this chapter:

Cmaj7(311) [11 for 3] {157 Ell}
[11 for R] 1357811}
C6(£11) [11 for 3] {156 311}
[11 for R] {356 311}
C-7b5(11) [11 for R] b3 b5 b7 11}
C7(#11) [11 for 3] {1557 ﬁm
[11 forR] {3 557 811}
C-maj7(11) [11 for 3] sl i
[11 for 5] {1 b3 7 11}
Note the above voicings that function for two different chords:
Cmaj7($11) [11 forR] —>3 5 7 #11
E G B Fi
b3 b5 b7 114—CH-7b5(11) [11 for R]
C7(811) [11 for3] —> 1 5 b7 £11
€. 6 B K}
11 ! b3 7 €&—G-maj7(11) [11 for 5]

Many of these new voicings create physical and harmonic problems within certain inversions. Consideration should
be given to the desired sound and the appropriate context when using these inversions. The tritone can produce a
unique, if not weak, sound when placed in the middle of the following voicings:

5
Cmaj7(§11) [11 for 3] 411 —
1

2

b7
C7(411) [11 for 3] B

1 =

5

9]
C6(411) (11for3]  #11 —

|l

5

b3
C-maj7(11) [11for5] 7 —

'

I
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11 for 5 {1 37411} = maj7h5
There are three applicable voicings 3 bS 7
7 | 3
bs 7 1
1 3 b5
G-7 C7(45/£¢9) Fmaj7b5 ATsus4 A7b5 Dmaj7b5 G7susd G765 Cmaj7sd
o £0 < < o 1= , 2,553 o o
fes }
AV T
e
11 for 3 {1 57811}
There are two applicable voicings: #11 7
o h
5 i
1 5
G-9 C7v5 Fmaj7(411) B-9 E7(49) Amaj7(#11)
— = = fo i $o
es
s
e)
11 for 1 {35 7 311} Cmaj7(§11) = CE-7b5(11)
There are three applicable voicings: $11 5 7
7 411 41
5 7 3
3 2 3
B-9 E+7 Amaj7($11) E-9 A+7 Dmaj7(:11) E-9 Eb7(b5/49)Dmaj7(311)
p_© o o se c 20 £ < s a
+x : RO R : —
AR3 = ) B ]
S5 = 5




11 for 5 {13 6§11} = maj6(h5) C6(>5) = A-6/F§-7b5
There are four applicable voicings: 3 bs 6 1
6 1 3 b5
bs 6 i 3
1 3 b5 6
G-7 CT(45/59) Feb5 -9 AT(#5/>9) D6s B L O T
A o 40 © io o e o Zo < ho fo <
_”; an 1
LT
3]
11 for 3 {1 56411}
There are two applicable voicings: 6 1 B-7 E7(#9) A6(#11) B-9 B:7 A6(311)
§11 5 o
R T e
5 6 & - S
U L= .
11 for 1 (356 8§11}
There are two applicable voicings: 6 5 E7(b9/#5) Db7(b5/49)
$11  $11 - B-7 A6(311) D-9 Cé(31
3. 6 e — o
5 3 \3¥s —— L2
.J —r o
min7(11)
11 for 5 {1 b3 b7 11} C-7(11) = FTsus4
All four inversions are appiicable: b3 11 b7 1
b7 i b3 11
11 b7 1 b3
; b3 1] b7
C-7(11) B9 B»6(9) E-7(11) AT»5 Dmaj7 C-7(11) F7(+9) Bomaj9 G-7(11) C79 F6(9)
_’5,_ s ‘o to —},—G = =S lifvﬂ- 5 - o a o
= I 3
)
11 for 3 11 5 b7 1103C-T7(11} = Cisusd
All four inversions are applicable: 11 5 b7 1
b7 H 5
5 b7 ! 11
I il 5 b7
C-7(11) F79 Bo>maj9 C-7(11)F+7(b9) Bomaj9 A-7(11) Ab7 Gmaj9 A-7(11) A»7 Gmaj9
-0 e ho o 6 __bo £ el o © e he =
Afe — : - 1
o
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11 for 1 (b3 5 b7 11}C-7(11) = G-1(§5)
All four inversions are applicable: 11 5 b7 b3
b7 b3 115
5 1
b3 11 5 b7
. . Ab7 : - D7(#5/4#9)
C1y BT BY69) C1D BTGO) BY6O) ATAD i T
—@}’;"——Gnn Ze o L‘,E‘; L=, ==t = = =
048 s = =
e © )
(Eb/F)
{ min?LS('ll)_i 11 for 3 not applicable
11 for 3 {1 b5 b711}C-7b5(111 = Gbmaj7bs
There are three applicable inversions: 11 b7 1
b7 11 b5
bs 1 11
1 bs b7
C-7b5(11) B7 Bb-6(9) C-765(11) F7b9  Bb-maj9 G-755(11) Gb7 F-6
o to e EhE © < 0 ha o
II[‘ caid Lot L ol o
[ )
\.\j_}
11 for 1 b3 b5 b7 11}C-7p5(11) = Bmaj7(§11)
There are three applicable inversions: 11 b5 b7
b7 11 11
b5 b7 b3
b3 b3 5
D-7p5(11) Db7 C-6 C-7b5(11, FTg6 Bv-b’ D-7>5(11) G7(35/42) C-6(9)
#ﬁ’r L i s < L - Dese> e o
fa—oes S H—
8] oot ¥




Tension 11 on a min6 chord produces a very strong IV chord sound in relation to the Imin6 chord:

11 for 5
11 for 3
11 for 1

C-6(11);

Those voicings containing the characteristic b3rd of the min6 chord might sound a littie more complete than the 11

for 3 voicing {1 5 6 11}.

F7
F(add9) (A-745)
F9

11 for 5 {1b3 611}
There are four applicable inversions: b3 1] 6 1
6 1 b3 11
11 6 1 b3
1 b3 11 6
Fz-765 B7:5 E-6(11) D-765 G7 C-6(11) D-7»5 GT(:}Q!%)C-G(H} A-7:5 D7(b9) G-6(11)
Q © £ O b‘e' o o = i = 8] . e
1= - = f £2
\._\v_ 1 = i
ez (AT) (F7) (F7) (e
11 for 3 {1 5 6 11}
There are four applicable inversions: 11 5 6 1
6 1 11 5
5 6 1 11
1 11 3 6
F#-755 F7 E-6(11) E-755(11) E»7 D-6(11) B-7b5 E7(#9) A-6(11) A-7»>5 D7(b9/%5)G-6(11)
fHn < b © hod e = © Te) o O oy fa)
73 —— T P I = =5 13 =& P
fo— E— R— e -
v w7 o £ .~
11 for 1 (b3 5 611)
There are four applicable inversions: 11 5 6 b3
6 b3 3 5
5 € p3 11
b3 11 5 6
G-7v5 Gb9 Fi-6(11) D-755 G+7 C-6(11) C-7b5 F7(>9) B»-6(11) F4-7>5 B7(b9) E-6(11)
/o J-ﬁﬂ‘ it o o o bo o [ S S o
S e T = i = prent fE e P=)
Sh ~—He et - 1t [ 83 I ——
e
(B>9) (F9) (Eb9) ?Xg)
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| minor maj7(11)|

The tritone produced by the 11 and 7 of a minor maj7 type chord is also the guide-tones (3 and L?) of its V7 chord,
producing a potentially ambiguous sound. The notes B and F are both 11 and 7 of C-maj7(11) and 3 and b7 of G7.
The root and/orb 3rd of the min maj7 chord are basic chord tones that are not common to its V7 chord and best support
the 7 and 11 of the min.maj7 chord. This implies the {1 b3 7 11} voicing and is perhaps the strongest of the three
different voicings introduced here. Of all the voicings used, those inversions placing the tritone (11 and 7) in the
bottom are the weakest.

11 for 5 {1 b3 7 1} C-maj7(11) = F7(§11)
There are two applicable inversions: b3 7
7 b3
11 i
1 11

G-75 CT7(#5/49) F-maj7(11) D-7p5(11) G7(#9) C-maj7(11)
'E-" L

A © io  pe- 33 te [
M =T T 6] ! —> b 171 0 1
fo= P 183 b4 s 1
o7 [ %] I . (2] i
e
11 for 3 {15711}
There are three applicable inversions: 11 5 7
7 1 11
3 7 1
1 11 5

D-7b8 Db7  C-maj7(11) E;-7b5 A755 D-maj7(11) B-7:5 E7(#9: A-maj7(11)

4o o o R - © < 10 pil's)
. = e e —e ]
15 8 : o Zg . !
e € el =
11 for I b3 5 711} C-maj7(11) = G+7
There are four appiicable inversions: 11 5 7 b3
7 b3 11 5
5 7 b3 11
b8 dl 3 7
: D-maj7(11) C-maj7(11) A-maj7(11) G-maj7(11)
E-7b5 AT7b9 D-7b5 G7(59) B-7b5 E7(49) A-Tb5 D7(+9)
f—o Po o & pe o e o z0 B . ha
1© ! ' ?
2 (A+T) (G+7) (E+7) (D+7)




dom7(§11)| 11for S5 {13 b7 811} = dom7bh5
There are four applicable inversions: 3 b5 b7 1
b7 1 3 b5
bs b7 1 3
1 3 bs
G7 OTh5 Fmaj? 9 CHE Fmajg 20 Y6 Foal® no gos emae
A = Ty O - pQ = = e} e
7 ] T [ 8] (8] L L » ltpat | | T P
t | | ' | :
T : : !
3] ‘ |
Ct-7 Gb7b5 Bmaj7 Ab-9 Db7b5 Ghmaj9

C#-9 F#7b5 Bmaj7 C#-7 F£7»5 Bmaj9

e - e e e He : o o Do -8} L}e- e
SUBV fo— = i ; : i
A3V [ 1
e
11 for 3 {157 311} C7(#11) = G-maj7(11)
There are two applicable inversions: ﬁll b7
7 g11
5 1
1 5
Bb-7  Ep7(#11) Abmajd F-755(9) Bbv7(#11) Ebv-6
Lo} h’@' bo | © |]p9' bﬂ'
e : 2 e
LG i o o
e | ‘
|
|
ET7susd AT7b5(09) D6(9) B7sus4 E7b5(b9) Amaj7(211)
Q = = o =g J-.‘t(') _,,#G
SUBV fa o
ALS -
!} wr
11 for 1 {35 b7 ¥11} C7(#11) = Gh7h9) {1 3 b7 b9}
There is one applicable voicing: g1l
7
3
This is the same voicing as the 1st inversion of the ninth (no 3) voicing for a dom7(b9): 1
B7sus4 E7(411) Amajo 3
H O te o b0
_H ©5
T 58 b7
ANSY +
e
v
F-7(11) B>7(59) E»6
; bg o o
SUBV fhh— — = —
ANV 1
e
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dom745($11) / dom7(alt5) [11 for 5 not applicable]

A unique chord in that 11 for 3 and 11 for 1 produce the same inversions found in the dom7(9) {1 3 b7 9} chord:

C7(alt5): 11 for 3 = Ab9
11 for 5 = Gbe
11 for 3 {14%5 b7 $11}
There are four applicable inversions: §11  ¥5 b7 i
= $11 45
UM 7 T 511
! B11 85 7

E7sus4 E7(alt5) A6(9) A-9 D7(alt5) Gmaj® E-9 A7(alt5) D6(2) D-8 G7{alt5) Cmaj9

f = t‘e' 0 £ e ¥ - 5n (8] = - ’'s. 0
13 rs T il §
T i ]
ST I
¢ . - | |
W b W ¥
(C9) (Br9) (F9) (Eb9)
v v & W
F'_{suséi Bb9:5 E»6 Er-7(11) A59:5 De6(9) Bb-7 EbOS A6 AbTsus DbO(E5) Gb6(9)
Q_ pex P Py N == e e : [Es- (2] He ID‘F" © e -
SUBV fa TRy o b : =4
LRI¥) 18 o H 1 |
o (Tension 9 on 5th string)
11 for 1 {3 85 b7 §11)
There are four applicabie inversions: 11 #5 b7 3
! 2 $11 -
p7 = # 11 ;,5
85 b7 3 fn
3 #1] #5 b7
‘ A7(altd) )
A-7 D7(alt5) Gmaj¢ G-2 C7(aitd) Fmaj9 E-7(11) D6(%) D-9 G7(alts) Cmaj7b5
£ o o) h=d < e Pal < s R - L o
A T Ty = '\:: :1 i i”? l = A B _.._E
& 1 B I —F ] e I s B !
e
¥ Dbmaj7(411) v v e
E»-7(11) AbY ""CiTsus F2¢ Bmaj? Br-& Ep9 A6 A0S Db9 Gomaj
A e re - L -y e e a e 1w} as o
) , Yis o - e Bi 1T j%
SUBV H£&258 s i i i
= (Tension 9 on 3th string)
(11 for 3/ 11 for 1 combinations):
G7sus4 CT(alth) Fmaj7 D-9 GT7{alt3) Cmaj9
£ s P a3 e faza haa s = C
id P =R 11 Al ™ | &t
{= Y0 H —— e
& P D Do
2
(A-9; (GHY, (Eb9) (Db9)




The following examples will use various eleventh chords over a typical “Jazz” or “II-V” blues form. Some unique
non-drop 2 type voicings have been introduced in this section. They will be fully notated when used.

Drop 2 type voicings also give the option of substituting tension 11 for the 3rd or 5th of the chord. If the 5th is altered
or voiced in the lead, tension 11 will substitute the 3rd. When either option is available, voice-leading and L.L.L. will

determine which is best and will be fully notated when only one option is desired.

An additional voicing for the dom?tS{# 11) or dom7(alt5) chord which was not presented earlier will be introduced
here. This voicing has the£ 11th (orp 5th ) substituting the b7th; (1 3b5 #5), and enharmonically produces adom785

chord: C7(alt5) (1 3 b5 #5) = Ab+7. This voicing will appear several times in the following example.

Fmaj7(#11) E-7b5(11) A7 D-7(11) GT7£5(8#11) C-7(11) FT(altb)

A = = = ) ] | |
A : - : i 58 12 -
LGY) = : =12 e

e i e

(A-725) (Eb9) (B9)
Br7 Br7b Bb-7(11) Eo+7(411) A-T(11) D+7(411) Ab-7(11) Db7(alth)

) bﬁ' [ = b‘ﬁ Dﬁ h'rg

|” ] -~ [#] 1 1 ! 1 1
5 ! ! A i EE : i

Jg ‘ P * ﬁ |

| |
(EbTsus4) (B+7) (D7sus4) (Bb+7) (G9)
G-7(11) G-7 C7(alts) C9(b5) F6(9) D7(£11) G-9 C7p5 Fmaj7(211)

A bz ) bes ne ) to = b 20
S " e 1t e L 1 P 1 €%

£ L 3o i = ! L ——
<5 i = Tﬂp 'ulg ;;’/ i P o
Y | : |

(A>+7) (Gp+T)
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The following example transposes the “TI=V” blues form to the key of “D.” Note the contrary chromatic voice-
leading of three voices from the D7(alt5) chord to the G9 chord and the two voices from the G9b5 chord to the

G-9 chord. Also note the parallel chromatic voice-leading of two voices from the C7bh5 chord to the F#-7(11) chord,
the Bb+7 chord to the E-7(11) chord, and the D6(9) chord to the B7(alt5) chord. Three voices move in parallel

chromatic motion from the E-9 chord to the A7(alt5) chord.

D6(9) Dmaj7(#11) C§-7b5(11) Fﬁ?(_alt5) B-7(11)  E7(alt5) A-7(11) D7(alt5)

= # & = = e T’L g
| (D+7) F4.745)  (C9
2 (Fi-738) (CH (E-745)  (Bb+7)
G9 G9b5 G-9 C7b5 Fi-7(11) B%5 F-7(11)  Bb+7
—4 = J  — s %'_.::{ rs Er"” = -
ﬁ zZ = A L
Y | pe =l i =Y
(Db+7) | (C-745)
E-7(11) E-9 AT(alt5) D6(Q) B7(alts) E-7(11) A+7 D95
R . £ .k o
e 2 '
¢ = ¥:
(B-745) (E»9)  (F9) (G9)  (B-735)




Chapter 9.
Tension 13

13for5or1 {13713} or {357 13} will be the tension substitution formula used in this chapter. The only exception
will include one of the two new voicings introduced here. The dom7b5(13) will introduce 13 for3 { 1b557 13}. These
notes dictate a major 3rd even though it has been removed. The other new voicing introduced is the dom7sus4(13)
{14 b7 13 }. Note the 3rd inversion forms an upper-structure triad: F13(sus4) = Bb/ED.

This chapter will refer to tension 13 as a 6th when used on chords containing a maj7tia. The 6th can be placed above
or below the maj7th, while the 13th (which accompanies the L?th) can only be placed above or next to the b7th.

As mentioned earlier, this chapter will avoid dominant chords containing both a natural 5th and b 13th. These notes
produce a weak Sub V chord containing b9 and natural 9. This applies to the dom7(b 13) chord. b 13 must substitute
the 5th enharmonically, producing 2 dom745 chord. This chord has already appeared under the Tension 9 chapter
as the Sub V of the dom9b 5 chords, C?#S = Gh9hS. Its related II-V-I situation can be observed there. Dominant
chords with a natural 5th and tension b 13 will be examined in the Additional Enharmonic Chordal Substitutions
chapter. Dom7h 5(b 13) has already been introduced in the Tension 11 chapter as a dom7§5(411) or dom7(alt5)
chord.

This chapter also will avoid using the b 13th on a dom7sus4. This produces a very ambiguous sound:

C7susd(b13) {114 b7 b13} = Ab6(9) or F-7(11)
C7susd(b13) {4 5 b7 b13} = Abmaj7(6/9) or Fm(11/9)

maj7(6)

6 for 5 {1367}
Cmaj7(6) = Fmaj7($11) = F§-7b5(11)

There are three applicable inversions: 3
s
O
1

Oy = W =]
N 1) ]

G-7 C9(b5) Fmaj7(6) FTsusd B7 Bbmaj7(6) C-7 F7(alts) Bomaj7(6)

]
p PO Xs3 - po o o bho ge
¥ 11 1 YT @ ] P i
e
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6 for 1 {53 67)
Cmaj7(6) = Fmaj9(bhs5) = G6(9){13 69}

There are four applicable inversions: 3 > 6 7
6 7 3 5
3 6 7 3
7 3 5 6
A-9 D7(4#5/49) Gmaj7(6) F9 Bb7(b5/b9) Ebmaj7(6)
: o =4 ko ha
—-c Dﬂ ‘;‘ﬂ T e
= S :
C-9 F7(25/49) Bomaj7(6) A-7(11) D7sus4(b9) Gmaj7(6)
A o fo EO © o 4y
LA (8] &
maj7h5(6) (6 for 5 not applicable) _
6 for 1 (3 b5 6 7) Cmaj7h5(6) = B7sus4
There are four applicable inversions: 3 b5 6 i
6 7 3 b5
b5 6 7 3
7 3 bs 6
D-9 G7(£5/#9) Cmaj7b5(6) F-9  Bb7(hS) Ebmaj7b5(6)
-~ = e = o ID'G“‘ -
7 !
S J
e (B7sus) (D7sus)
A7 D7(25/£9) Gmaj7»5(6) C-9  F7(85/v9) Bomaj7>5(6)
A © e o bo < <
y.a .
) I
e (Fz7sus) (ATsus)
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6 for 1 b3 56 7) C-maj7(6) = B+7
There are four applicable inversions: b3 5 6 7
6 7 b3 5
5 6 7 b3

7 % 6

D-7b5(11) G7(45/¢9) C-maj7(6) D-755  G7(b9) C-maj7(6)

,_.g (8] b.ﬂ. = T & (]
G I
(B+7) (B+7)

B-7v5(9) E7(£5/49) A-maj7(6) A-7b5 D79 G-maj7(6)

[ Q o h=s = ip'ﬂ'
‘u ~
v (G#+7) (F5+7)
6 for 5 {1b36 7) C-maj7(6) =F7(§11) = B7(b9) {1 3b7 b9)
There is one applicable voicing: 7 C-755(11) F7(29) Bb-maj7(6)
: 75 " 8
6 \3} O

[min7b5(513) / min7(ait5) |

b13 forb5 is not usually an appropriate substitution. since the b5th is an important characteristic chord tone. But in
fact. thep 13th tension on a minor chord does dictate an accompanyingb 5th chord tone. The only other possible chord
sound would be a very incomplete dom7(#5/49) chord. For this reason, the b 13th for b Sth substitution, {1 b3 b7
b13(235)) = min7#5, will be examined as a mildly incomplete min7p3(b 13) chord.

C-7(85) = F-7(11) {b3 5 b7 11} = Bb9sus4 {1 4 b7 9}

There are four applicable inversions: I b3 $5 b7
I5 o7 1 b3
b2 £3 b7 ]
b7 1 b3 85

A-745 D7(#5/49) G-6(9) C-7(85) B7 Bbv-6(9) E-725 A7(b9) D-6(9) A-7£5 D7(alts) G-6(9)

I
- o ..
pn © Q. © Be i = pQ < o 10 =
o [ % ] L J8) o | B T L P
& = 1 1 T % ] 2
| ) Ll 24 | i T 6 ) [Tl
ATV} = § | A 8 ] o
Y (F/G)




b13for 1 {b3 b5 b7 b13} or (b3 b5 §5 b7}
C-7b5(b13) = Gb6(9) {1 3 6 9} = Emaj9h5 = Bmaj7(6)

There are four applicable inversions: b3 bS ES b7
Ei b7 3 b5
5 Bs b7 b3
b7 58 bS5
C-7v5(13) F7(b9) Bb-6(9) E-?(altS} AT7(45/b9) D-6(9)
17 LS ] e =
e

G-7b5(b13) C7(£5/49) F-6(9) A-T(alt5) D7(#5/£#9) G-6(9)

p 0 be la} | €3 b!.l ©
e g
G 3 %
v (Cm/F)
[ dom7(13) |
13 for 5 {137 13} C7(13) = Gb7(b5/49) = Bbmaj9(h5) {1 b5 7 9}
There are two applicable inversions: 3 1
b7 13
B 3
1 b7
c-9 F13 B»6 D-7 G13  Cmaj9
o) o < i = [} O
L3V :
)
y !
F§-7  B7(b5/49) E6(9) Ab-7  Db7(b5/49) Gbmaj9
A © © — : 1')n -Ts) e
SUBV ;
AN 7 8]
)
13 for 1 {3 5 b7 13} Cl3 = G-6(9){1bh3 69)
There is one applicable inversion: 13 . %9 CéS Fx‘l_:‘an
3 i [ S ]
b1 S— ’8
5 e
‘IJ'
C4-9 F£7(alt9)  Bmaj7
p4 < e ;
SUBV Fes _ E
S ]
e
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dom7b5(13) (13 for 5 not applicable)

13 for 1 {3 b5 57 13} C13b5 = Gb7(#9) {1 3 b7 $9}
There is one applicable inversion: 13
3 G-9 C13b5 Fmaj9
b7 [ S o
b5 & 8
L) |
C4-9 F#7(#9)  Bmaj7
A Za © fe
SUBV =
LRI
&)
13 for 3 (1 b5 b7 13}
There are two applicable inversions: 1 b5
13 b7

b5 13

D-9 G135 Cmaj9 Fisusd  F1355 Bb6(9)

=
A © Q O ho. | —
Ty %] Jh ¥ 24
£ L = s
(8] Ty -

e | |

l \l.’

Ab-7  Db7(b5/49) Gbmaj7 Ft7sus4 B7(b5/#9) E-6

A be = Do o Q o
SUBV fa— : :-
e
| dom7sus4(13) |
13 for 5 {1 4b7 13)
There are two applicable inversions: 4 I

b7 13
& <

F13sus4 F+7 B>6(9) F13susd F+7 Bbmaj9
A b.ﬂ. o

v
)

©
o

LR

L)

(Bb/Eb )
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13 for 1 {4 5b7 13} Cl3sus4 = G-9 {1 b3 b7 9}
There are two applicable voicings: 13 13

4 5
b7 > b7
5 4

C13sus4 C7(alts) Fmaj9 Cl3sus4 C95 Fmaj7#5

£ = 9 S

28— '8 75 35

o

The following examples will use various thirteenth chords in a “Jazz” or “II-V” blues form. Note that the
dom’f’ES(#ll) or dom7(alt5) chords that were introduced in the past chapter appear again in this chapter as

dom7b5(h13).
Fmaj7(8) E-70b13) A7b5(b13) D-9 G7(»13) C-9 F7(»13)
P — Z o e Z 2 ; | =
(&2 : , Z | = =
g £ v &
(E-7¢5) (Eb9) (G+7) (F+7)
Bb13 Bbh7b5(b13) Bb-7(11) EbT7(b13) A-9 D13b5 Ab-9 Db+7
p b2 be be aa 2 e -
I hnl._f‘l Tb?’- % IL':— Jl
= = : ' > '
)] |
(E9) (Eb+7) (Ab7(49))
G-9 G-7(11) C7(b5/b13) C7(b13) Fmaj7(6) D7(alth) G-9 C7(:9/b13) Fmajo
A = o & l= 2 o = bﬁ" O
| ¥ S 1 [ d = -] Al i i
A% Pz e = Ty A 5& ' 8
E—— ) = b1 ] j P
o | P " ' 2
G sy (OO0 ()




In the next example, note the multiple functions of the dom7§5 and min7#5 chords. Also note the different functions
of the maj6(9) chord on the first three voicings. Finally, note the common lead tone on the last four bars. This “II-

V™ blues is in the key of “C.”

Cmaj7(6) B-755(b13) E7(49) A-maj7(6) DO9b5 G-9 C7(b5/b13)
A o = ) ne ; # & LD
= — = = z 5
=2 Z iz - EE
i | : l | l l
(G6(9)) (G6(9)) (F6(9)) (Ab+T) (Ab+7) (Gb9)
F9 F13 F-7(11; Bb135 E-9 A7(55/513) Eb-9 Ab13b5
N L = | | for) o | 2 b‘P’ b1
> s 1 = B Pt 5 a5 5 =
tH—F L P * g = 77 iazy
e | = " .I, Ir' .I
(C-7#5)  (ET(29)) ' (Eb9)
D-7(11) G+7 GT7(5/613) E-7(p13) A7(»5/>13) G13sus4 G7(55/>13) CaddS
t_= ) | ) | 2 1) |2 fol
@” v Z a7 ITQS #7 £ ;;*”S e
QJ I : .’ g - r —
(A-T8#5) (A-T45) (Eb+7) (E-745) (E[bg) (D-7(9/11)) (Ee;g) (E-745)




Chapter Ten.
Two Tensions

This chapter will examine the three different two-tension combinations produced by tensions 9, 11, and 13: (9 &
13), (9 & 11), and (11 & 13). The preferred four-note voicings will include two tensions and the guide-tones, thus
omitting the root and 5th. When a b5th or #5th is needed, the least needed guide-tone (usually the 3rd) will be
removed.

Some of the most effective voicings place the guide-tones on the lower two strings (4th and 5th strings) and the
tensions on the upper two strings (2nd anc 3rd strings). The first and third inversions of drop 2 type voicings arrange
their intervals in this matter, producing some of the most useful voicings in this chapter.

Since 9 and 13 are perhaps the most common tensions found together, this chapter will begin by examining them
first, followed by (9 & 11) and (11 & 13).

Tensions ¢ and 13

Those chords containing a b 5th and natural 13 tension will be examined enharmonically under the Three Tensions
chapter as 11 and 13:

{9 $11 13} {b9 #11 13} {49 $11 13}
Those dominant chords that contain both b5 and tension b 13 will examine two different voicing formulas:
{3 b5 9 b13} and {b5 b7 9 b13}

*The {b5 b7 9 b13} formula will also be used as the min7b 5(b 13/9) voicing formula in this section.
This voicing will serve both subdominant and dominant functions in their following relative II-V-I examples.

Note the ninth (no 5) enharmonic substitution chords produced by the {3 b5 9 b13} formula:

C7b5(h13/9)=E9 {1 3 b7 9}
C7b5(p13/b9)=E6(9) {1 3 6 9 )
C7b5(h13/49) = Emaj7(9) {1 3 7 9}

Additional enharmonic chord symboi notauon could aiso be used to aescribe the apove chords:

C7b5(-13/9): C+7(811/9)/ C+7(9/b5) / CO($11/45) / CO(#5/b5) / C9(alt5) / CO(b13/h5) / etc.
C7b5(h13/b9): C+7(£11/69) / C+7(b9/h5) / CTp5(59/45) / CT(b9/alt5) / CT(h9/45/h5) / etc.
C7b5(b13/49): C+7($11/89) / C+7(§9/b5) / CTh5(§9/85) 7 CT(RO/altS) / CT(RI/35/b5) / ete.

As discussed in the Chord Symbol Notation chapter, $11 and b 13 will be avoided in chord symbol notation.
Consequently, I recommend avoiding the following svmbol descriptions of the above chords:

C7b5(513/9): avoid C7(b13/£11/9) or C9(b13/£11)
C7h5(b13/h9): avoid C7(b13/411/69)
C7h5(b13/49): avoid C7(h13/811/49)

Due to the incomplete nature and Jimited voicings, the natural 5th produces, {5 7 9 13} voicings will be avoided
in this section. They will be examined later in the Additional Enharmonic Chordal Substitutions chapter.

With the exception of a dom7(13/9) chord. all of the voicings used in this section have been previously introduced
as basic four-part (7th and 6th chords) or 9th chords. As was the case in the Tension 13 chapter, a dom7sus4(b13:
chord with 9 or p9 will be avoided.
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The following dom7 chords have already been introduced enharmonically in the Tension 9 chapter. Their relative
II-V-I examples can be observed there:

C7(b13/9):  C+7(9)
C7(hb13/9): C+7(>9)
C7(h13/49): C+7(49)

The following dom7 chords were introduced by their Sub V chords in the Tension 9 chapter:

C7(13/9)

Gb+7(#9)
C7(13/h9)

Gh7(#9)

maj7(6/9)] {37 6 9) Cmaj7(6/9) = ET7sus4

Avoiding tension 9 on the 5th string leaves three applicable voicings:

=1 O O
~] O D

N N2 L~

D-g G7(#5/49) Cmaj7(6/9) C-7(11) F7susd(»9) Bomaj7(6/9) A-7 D7(25/59) Gmaj7(6/9)

Q P b—ﬂ. o b= b.ﬂ. - o O o
& (E7sus4) (D7sus4) (B7sus4)
min maj7(6/9) {b3 7 6 9} C-maj7(6/9) = B749 {1 3 b7 §9)
There is one applicable inversion: 9 A-Tb5(11) D7(45/49) G-maj7(6/9)
6 . _
b3 o b o
7 e
\.‘\
= (Fz7(#9)
|min755(513/9)| {5 b7 9 b13} C-7p5(9/h13) = Bb+7
Avoiding tension 9 on the 5th string leaves three applicable voicings:
b18io b et
9 b5 bi13
b7 9 b3
bs  biz 7

C-7v5(»13/9) B9 Bv-6(9) A-755(>18/9)D9(>5) G-maj9 F#-7b5(b13/9) B+7(%9) E-6(9)
|

h D.e' 20 S T Q :0 = T #ﬂ _h10 :3 =]
f T | |
s I *' —
® (Bo+T) (G+7)  (Gz+T) (E+7)
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dom7(§9/13) {3 b7 #9 13} There are two applicable voicings: 13 #9
9 13
B
3 b7
Only one example is needed, since the Sub V mirrors the original chord:
C13(§9) = Gb13(#9)
C#-9 F#13(29) Bmaj7
BBt #9 - = io
i n
B, s Eb.. 13 f5 d
T — Bb.. 3 ¥
B conmmsss Bt b7 G-9 C13(#9) Fmaj9
p_© + =
(SUBV) fa—
LA
Y]
|dom755(513/9) | [dom9(#5/b5)] or [dom9(alt5)]

b5 b7 9 b13} C7b5(b13/9) = Bh+7

Those voicings producing tension 9 on the 5th string will be avoided. However, the Sub V's of these voicings will

be examined since b 13(#5) now appears in the bass.

Four applicable inversions: 9 bs b13 b7
b13 47 9 Vg5
bs  b13 b7 9

b7 9 bS5 b13
C7b5(b13/9) ATb5(513/9) GI(85/b5)
G-9 . Fmaj9 E7sus4 D6(9) D-9 C(ad E?(aJtE))
H © o = O =4 F=9 o e pisl
= : — '
AL P
e v v ¥ S v
(Bb+7) (G+7) (F+7) (D+7)

i | |
| ‘- |

W A
C#-9 F#(9/45) B6(9)

4o to Q. -

L
L.
=

(Sub V not applicable) Ab-9 Db(9/#5) Gb6(9) F7sus4 Bb+(9) Eb8

|

o bo bho

!
L
= |
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{3 b5 9 }b13) C7b5(b13/9) = E9 {1 3 b7 9}
Four applicable inversions: b5 b13 9 3
3 p3 b13
b13 9 3 b
3 b5 b33 9
C755(>13/9) A9(#5/55)
G618 g7 Fmafl B9 Dmsjrore) GHaltd)
i io = PO 4 © o o o ho
G ; ! : ; : ]
i ! y
(E9) (E9) (C%9) (Bb9)

i
.

l

v v
C#-9 F49(:5) Bmaj9 C#-9 F49(:5) Bmajd (Sub V not applicable) G-9 CO(#5) Fmaj7(11)
e o ge o g e s =
SUB V %_ — == =4 ===
|dom7b5(>13/9) |  [dom7(59/alt5)]

Those inversions containing tension b13 on the 5th string will omit their-Sub V chords, which would subsequently

contain tension 9 on the 5th string.

Note the fourth intervals produced by these tensions and the b 5th:

C755(b13/b9):h5  —

" B L >4th

b13
{b3 57 b9 b13} C7b5(»13/69) = B»-7(45)
Four appiicable inversions: b9 p5 b13 b7
b13 b7 b9 b5
bs  biz b7 b8
W b8 RS A
C755(h13/58) ATb5(513/b9) G759/alt5) F7(:9/alt5)
69 Fmaj9 E7suss D6(9) D-g . Cladde) C;70 D) BsS
H € Doz [e) = Q b r P o R O e
£ ' : = oo = i
:JL ¥ : ¥ 2 X
(B>-7%5) (G-7£5) (F-725) (Eb-785)

v
C4-7(11) F£(9) Bmaj7

¥ i) A
(Sub V not applicable) A>-7(11) D»(9) G»6(9) Fi7sus4 B(9)

E6
A b $ te b re  bhe o 0 o
\F R Fhsad il L] R I
SUB V #=—=a H i "
RNV, b [ ="
U L =g A=
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{35559 b13} C7b5(b13/69) = E6(9) {1 3 6 9)
Four applicable inversions: b3 b13  ho 3
bo 3 b3 b13
b13 b9 3 b3
3 b3 pi3 b9
C755(h13/h9) AT7(>9/alt5) G7(+9/alts!
G, G Fmaj7 E9 ,  Dmaj® D7 Cmaj7
A -ﬁ‘_ T = i Do 7o O 0 iXel o = o a3
7 r Fidimd T t i = T :
e ] : ! : i : H
53 : " ; : : : |
(E6(9)) (E6(9)) (C£6(9)) (B6(9))
i . ) Gha
C#9 F#9 Bmaj® Ci7 F29 Bmaj9 . o % licable) ab-5 - Db
pde . g ge. . ¥g F& PR = be -
SUBY & — : a :
5, ‘ : —

|dom7b5(b13/§9)|  [dom7(§97alt5)]

The voicing formula containing the b 7th will be avoided due to the ambiguous sound produced. Without the third,
the { b5 b7 #9 b13} voicing functions beiter as a min7b5(b13) { b3 b5 b7 b13} chord.

{3 b5 £9 b13} C7h5(b13/49) = Emaj9 {1 3 7 9}
Two applicable inversions: b3 b13
19 3
13 49
300 S
Gisusd C7p5(p18/£9) F6(9 F-7T Bs7(#9/alt5) Ebma7(6)
f—o o = r=——ta o |
& | i f
e _ B e '
(Emajs {Dmajd)
W v
Cs-7(11) F57(13/9; B6(9) B-9 E7(13/9, Amaj7(6)
A P P = i 2o
7 %) i =t a5 ]
SUB " 7 == F———
& 57 . 3
9]

{40

]




C7sus4(9/13) = Bhmaj7

dom7susd(9/13)| {4 57 9 13}

Avoiding tension 9 on the 5th string leaves two applicable inversions: 13 9
9 13
b7 4
4 b7
C7sus4(9/13) C7(£5/49) Fmaj9 AT7sus4(9/13) Eb9 D6(9)
A © b'e- (n) o bﬂ' -
& :
¢ (Bbmaj7) (Gmaj7)

C7sus4(b9/13) = Bb-maj7

dom7susd(,9/13)| {4 b7 b9 13}

Avoiding tension 9 on the 5th string leaves two applicable inversions: E‘ b9
9 13

b7 -4
4 b7
C13sus4(b9) C7(#5/29) Fmaj9  Al3susd(>9) Eb9 D6(9)

. bﬁ fu) b"l bﬂ R=3

—
Y(Bb-maj7) (G-maj7)

The following examples will use various chords containing tensions 9 and 13 in a I1-V blues form. Chords introduced
in past chapters will be included to enhance voice-leading. In this first example, note the same dominant voicings

used on beats three and four in measures five and six,

G7(49/b13) C-9 F13(29)

Fmaj7(6/9) Fmaj7 E-755(»13) A13(59) D-9
— z = o = i 2 2z
Ei= = — =t '
L ¥
(Bb6(9))

BE»+T7(£9) Eb+7(9) A-G D13(29) As-7(11) D613(65)

BbhS BbS(13)Be9(p13) Bp-o
Fie = . = e Le z z -1 Dz
ird e N (1 T 1 =1 i
AP [H’; & I F JI ”g
e | .
(G7
G-9 Dbg C7(9/13: C7(59/b13) F7(9/13) D7(»9/b13) G9 C13(b2) Fmaj7(6/9)
A s e pe - pe - - =
o ] I
e - s
LA T | 1
e
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In this next example, note the descending chromatic voices against a common lead voice in the last two measures.

Cmaj7(6/9) C95 B-755(9/b13) E7(b9/b13) A-9 D7(69) G-7(11) C7(513/59)
% = e = z i n aﬁ 2=
!) =
(A+7) (Bb6(9))

F7(9/13) FTb5 F-7(11) Bb13(+9) E-9 A13(#9) Ab13sus4 AbT7(9/13)
e G e B i1 . 0 e e e ke
74 1 1] 1 H 1 1 1

& - 22 : =
A3 74
D) i
(C-745) (Eb-7(9/11))

D-g D-7 G13sus4(b9) G7(:9) C9 Al13 D7(:9) G7(9/13) C13(3#9)
!

A = = P D - o+ <= = -
| ] $ | B T
| T

AL

(F-maj7)

This last example utilizes some of the dominant type chords that containb5 and b13 { b5 9 b13}, { b5 b9 b13 },
{ {75 £9 b13 }. In this example, b 13 will be enharmonically substituted by 45, producing chord symbols containing
{25 #5} or (alt5). These versatile and interesting voicings present some unique chromatic and constant structure
voice-leading possibilities. Additional examples of these dominant chord types can be found at the end of the Three

Tensions chapter.

C9 C7(13/9; B-755(513) E?(:.*Si’alt& A-6(8) D7(b9/alts) G-9 C9_(;:‘.5/b5)
s = z g kh'% Lo > b
== = 7 Fe e e
e 7 e — = — i
e & | ! j
(F6(9)) (Abmaj9) (F£6(9)) (Bb+T)
F9 CO(#5/65) F-$ Br7(59/alts) E-7(11) A7(b9/alt5) Eb-7(11) Ab9
P g c IR & P> be i
¥ S ) TE 2 i e BN i) g e :[
=z = e 2 = 52 |
[ Y] ! I" S * ;! s
(E9) (GE-745) (B-7#5)  (G-T:5) (Bb-7¢£5)
D-9 D-7(11) G7(49/25) G7(»9/altd) Cladd9) A7(h9/alt5) D9no3) Db7 Cmaj7(#11)
P T T ey | g ,
i - T [ THE - R — e | e s ¢
S b = 2 8
e) | | r V[’ [ =

7%5) (E-7#5) (Db6(9))  (C6(9))
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Tensions 9 and 11

The two types of voicings used in this section follow the traditional drop 2 substitution formula: 9 for 1 {37911}
and 11 for3or5 {579 11}. Withthe exception of the dom7($9/§11) chord, all of these voicings have been introduced
in previous chapters.

Those dom7 chords containing a §5 have already been introduced enharmonicaliy under the Tensions 9 and 13
section:

C+7(9/411) = C7b5(b13/9)
C+7(b9/411) = C7b5(b13/h9)
C+7(§9/g11) = C7h5(h13/49)

The following chords that have 9 for 1 and 11 for § {37 9 11} tension substitutions have been previously introduced
enharmonically under the Tension 9 chapter. Their relative IT-V-I examples and Sub V chords can be found in that
chapter.

Cmaj7(9/411) = Cmaj7b5(9)
C7(9/411) = C7b5(9)
C7(b9/811) = C7b5(b9)
C7(49/811) = C7h5(49)

Note the unique character of the maj6 and min6 chords with the addition of tensions 9 and 11. 6, 9. and 11 forma
complete triad a whole step above the root of the original chord:

C6(9/411) forms a D major triad.
C-6(9/11) forms a D minor triad.

maj7(9/311)| {5 7 9 411} Cmaj7(9/411) = Gmaj7

Avoiding tension 9 on the 5th string leaves two applicable voicings: 7 9
g11 5
9 §11
5 i
B-9 Bb13 Amaj7(9/411) A-7(11) D755(09) Gmaj9(f1!;
s 0 fo Sy f0 ©
== —© e '
f Y 18] i
ANy : (8] S
¢ (Emaj7) (Dmaj7)
maj6(9/£11)| {3 6 9 £11} C6(9/§11) (C6b5(9)) = FE-785
Avoiding tension 9 on the 5th string leaves inree appiicable voicings: gi1 6 9
9 3  #ul
6 9 3
3 811 6

B-9 E7(45/b9) A6(9/311)

D-S G+7 C6(9/811) B-§ E9(:5) A6(9/411) »
A © ol e b o P s ke —
:ﬂl‘ T [ - = :
(D/E)
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{56 9§11} C6(9/411) = Al3sus4 {1 4 b7 13}

There are two applicable inversions: 9 6
2 #11
g11 9
6 5

Bb9sus4 E>Tp5(b9) Ap6(9/£11) Fl13sus4 Bl13 B»6(9/411)

e i Bel T e e
(F-7) (A7) (F13sus4) (Bb/E») (C/Fjand(G13sus4)
[ min.maj7(11/9) ]

As discussed in the Tension 11 chapter under the min.maj7(11) chord, 11 and 7 produce the guide-tones (3 and b 7)
of its V7 chord, producing a potentially ambiguous sound. Tension 9 further complicates this by being a chord tone
(the 5th) of its V7 chord. The weakest possible voicing {5 7 9 11} includes all of the basic chord tones {1 3 5
27} of its V7 chord. This produces an extremely ambiguous sound and therefore will not be included in this section.

$3 7 9 11} C-maj7(11/9; = Fi3b5

There are two applicable voicings: 11 7
9 b3
7 9
b3 11
A he Vi & b= ‘o . a
U{Jﬂ_ ]
%3 7 P\E [9] {
o =

min6(11/9)] {b3 6 9 11} C-6(11/9) = B7b5(49)/F13

There are two applicable inversions: ©
b3
G

11

NN N

D-755 G7 C-6(11/9) E-955 A+7 D-6(11/9)

o pe o | Ze Lot o Q
L 3{_\-‘ 1 T [ I
e ' = |
AL [ [ &}
e (F13) (G13)and (Em/F)
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{569 11} C-6(11/9) = F6(9) {1 3 6 9}

Avoiding tension 9 on the 5th string leaves three applicable inversions:

— O ND LA

6
11
2
5

O = Lh D

E-755 E57 D-6(11/9) C-7b5 B7 Bb-6(11/9) B-7:5 E7(#5/»9) A-6(11/9)
| o

A 20 o pink P . o == o

mi = —=L¥ | o) § y="a;

e - ! 83 noy
e -

(Cm/F)

min7(9/11)| {3 b7 9 11} C-7(9/11) = Fl3sus4 = Ab6(9/811)

There are two applicable inversions: t

b

i
3

TN
L ]

9
11

C-9(11) F7(45/b9; Bormaj7(6) C-9(11) F7(25/b9) Bbmaj7(6/9)

o = = ro fo— -
§ — = -
2 (Bb/Eb)
{557 9 11} C-7(9/11) = G-7
Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 b7 5
5 11 2,
119 b7
b7 5 11

C-9(11, FT7(#5/b9) BbH6(9) Bb-9(11) A7 Ab6(9) G-9(11) C7(¢5/b9) Fmaj9

& & by & , e e by ' - = a .
1 =: = =
Y o7 (F-7) (D-7)
Imin7b5(9/11) | [11 for 5 not appiicable]
b5 47 9 11} C-7b5(9/11: = Gbmaj743
There are two applicable inversions: b7 9
11 55
9 11
bs b7
C-7b5(9/11) F+7 Bb-6  A-7b5(9/11) D7(#5/49) G-6(9)
p PO - (T o o -~
¥ 4 11
1
® (GomajT#5) Ebmaj7¢5)
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| dom7(9/11) | {5 b7 9 11} C7(9/411) = G-maj7

There are three applicable voicings: ﬁll b7 9
I
9

5 Ell
9 5 g

Note that tension 9 is not available on the Sth string but becomes available on its Sub V chord as the §5th.

-

Fo(#11) F-9 Bh9(#11) Eb6(9) E-7 A9(#11) D(add9)
A 0 ey [}e. b.ﬂ. o 0 o
2 s .l —on
= ha s ' j 1Y ]
e v v o
(C-maj7) (F-maj7) (E-maj7)
' |
i
v v
Fi7sus4 B(#5/69) E6 E7susd E(£5/59) A6(9) Bb-7(11) EB(#5/59) Ar6(9)
a2 o o P he ro ;L.'n.!r.}ﬁ el b.g |
SUBV == hE |
¢ (Ft7sus4)
dom7(h9/411) {5 b7 b9 §11} C7(b9/411) = Eb7(49)
There are three applicable inversions: ﬁ 11 b7 b9
7 EII 3
5 9 Ell
b9 5 7
C-7 F7(;b9/£11) Bomaj9 F-9 B>7(,9/411) Eb6(9/411) D-7(11) G7(59/411) C(add9)
b m © Q fo hea : o e o
] ' 3.54
< : ' i =
v N g i
(Ab7(49)) (Db7(#9) and E/F) (F/G) (Bb7(49))
/ |
! \ / j
! b v
Fi7susd B(»9) Emaj7 B-9 E(}G9) Amaj7 Ab-7(11) Db(b9) Gbmaj9
—f £ o Zo Zo o fto bo re- pe
SUBV I : 0% 8 224
AL 1 s
e e
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dom7( #9)’#11)

{5 b7 49 $11}

Only two voicings are physically available, and one of these cannot be used due to the $9th tension being located
on the 5th string. These voicings will reappear in the Three Tensions chapier, where both will be availabie.

F-9(11) B>7(29/411)  Eb6(9/411)
b7 n b re e
411 7 ,I
BL7(£9/411) =Csm/F 49 <& i
' 5 Y (Eb/Ab) (Dom/F) (F/G)
!
|
B-7(11) E13(>9) Amaj7(411)
o) © Z0 " ﬁD ;
SUBV o #2009 !
T;Bf 8 e P 1

The following examples will use various chords containing tensions 9 and 11. Additional chords from past chapte~
are used to enhance voice-leading. This first example is a II-V blues in the key of “F.”

Fmaj7 F6(#11/9) ET7(#5/49) Al3(}9) D-9 G7(411/59) C-9 Fo(#11)
H__© - 'ﬁ = ) | ‘
= =
o | ,” =
(G/A) (C3/D) (C-maj7)
Bb9 BbO(#11) Bb-7(11) EbS(¥11) A-7(11) D7(#11/69) Ab-7(11) D»7(altd)
- bs- i, D& ks = = g = iz
_[v s E, Ff?,n,l—f i i< 7R
v 2 7 JI = =
e g |
(F-maj7) (F-745) (G4/A) (Ab7sus4) (A9)
G-7(11 C13(#11) C9(#11) F9 D7(89/¢11) G-7 C7($11/49) Fmaj7(311/9)
£ N2 - : L
4= ; = £ 112 £z .D-ip- ?pr% I -g- 1
(&52F "z . = = = i
J .
(D-745) (GbT7(#9)) (Epm/G) (Em/A)

This next example is an eight-bar chord progression starting in “A™ minor and ending in the relative “C™” major. In
an attempt! to use two different maj785 inversions as min7p»5(9/11) chords, tension 9 appears on the 5th string in
the first measure. Although above L.L.L. for tension 9, care should be taken to avoid a potential p9th interval if the

minor 3rd of the chord is voiced or played by another instrument.
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A6 FiT559/11) B-Tb5(9/11) E1(35/49)  A-6(9) Amaj76)  G-9  CT(#11/b9)

o ; ﬁ - Z 2 bz 5

%30 L _'H. o] F =
(Cmaj7§5)  (Fmaj745) (G#+7) (F4/G)

F6(411/9) Fmaj9 F-maj7(11/9) Bb9(411) Cmaj7(6/9) A7(alt5) D-7(9/11) G7sus4(b9) Cmaj7(9/#11)

n & = b b i | P = e
. ; — & : £8
'\EMU " . LI I 9
e
(G/A) (F-maj7) (Eb9) (Gmaj7) —

Tensions 11 and 13

We are left with very few chords in this section, since most have been previously introduced enharmonically.

Only one dom7 voicing will be examined in this section: C7($11/13) {5 b7 §11 13}. The remaining dom7 chords
were introduced earlier.

C7($11/13) {1 b7 #11 13} and {3 b7 #11 13} are examined as C7b5(13) chords in the Tension 13 chapter.

As discussed in the Chord Symbol Notation chapter, # 11 and} 13 should be avoided in the same chord symbol. If
these notes are desired, dom?({:} | Uﬂ 5) voicings under the Tensions 11 chapter will suffice.

The traditional drop 2 tension substitution formula [13 for 5] and [11 for 3] produces a very incomplete {1.7 11
13} voicing which will be omitted from this section. Instead, the more complete {3 7 11 13} and {5 7 11 13}
voicings will be examined.

Only one new voicing is introduced in this section: b7
b5 min7b5(11/b13)

11
b13
This voicing is an inversion of the previously introduced maj7(9) {1 3 7 9} voicing:
3 bl
2 arest bs
Fdiiisans 11
9 ~b13

The min7h 511/ 13) chord presents unique voicing possibilities, since any combination of the basic chord tones can
accompany tensions 11 and b 13:

C-7h5(11/h13): 1 b3 11 b13 = Ab6/F-7
1 b5 11 b13 = Ab13
1 b7 11 b13 = Ab6(9) {1 3 6 9)
b3 b5 11 b13 = B6(#11) {3 56 11}
b3 b7 11 b13 = Bb7(sus4)
bs b7 11 b13 = Gbmajo {1 3 7 9)

Those voicings not containing the 7th could be examined as dim7 chords with tensions 11 andb 13. This makes the
b7th a rather characteristic note in this chord. Thus, the single most characteristic voicing would contain both the
bSthandb7th (b5 b7 11 b13}. This voicing, as well as the voicing containing the guide-tones (b3 b7 11 b13} will
be examined in this section. Students are encouraged to explore the remaining voicing types.
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maj7(6/311)

347 #11 6} was previously introduced in the Tension 13 chapter as amaj'?l;S(G) chord.
{5 7 #11 6} Cmaj7(6/§11) = Gmaj9 {1 3 7 9}

There are two applicable inversions: 6 7
ﬁll 5
7 11
5 6
C-9(11) B13 Bbmaj7(6/411) A-7(11) Ab7T  Gmaj7(6/411)
 E— £0 Lol o be 46
£ §o i oo 208
6! B8 = =
o : = =
min maj7(11/6)

As discussed in the Tension 11 chapter under the min maj7(11) chord, 11 and 7 produce the guide-tones (3 and 7)
of its V7 chord, forming a potentially ambiguous sound. Also mentioned was the support the root and/orb3rd have
on these ambiguous voicings. Of the two voicings displayed here, {3 7 11 6} appears to be the stronger, while
{5 7 11 6} is quite ambiguous.

3 7 11 6} C-maj7(6/11) = F7b5/B7bS

Note: since F7b5 = B7b5, Cmin.maj7(6/11) = Glamin.maj’?(ﬁfll).
There are four applicable inversions: b3 11 6 7
6 b3 11

-
11 6 7 b3
7 b3 11 6

D-7b5 G755 C-maj7(6/11) D-7b5(9) GT(#5/42) C-maj7(6/11)

9 %) o l?'e bﬂ' br":]'
fen =
Y
» (F755) (F7b5)
D-7v5  G7(49) C-maj7(6/11) A-7b5 D7(alts) G-maj7(6/11)
1 - l:.g. o & #bg. b :
B ) 18 8 |
€ (F7h5) (CT55)
{57 11 6} C-maj7(6/11) = G9 {1 3 b7 9}
There are four applicable inversions: 11 5 6 7
o 6 b 11 5
5 6 7 11
7 11 5 6
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A-T25(11) D7(25/£9) G-maj7(6/11) B-7565(11/9) Bb7 A-maj7(6/11}
,',.f Pl ;-J)’.ﬂ ?f
-{.“_I.’ b B ] bS] i]
U i

D-7(alts’ DbG C-maj7(6/11' D-755(11) GT7(bS' C-maj7(6/11)

£ D% Y re O O QO :
| dom7(211/13) | {5 b7 11 13} C7(§11/13) = G-maj% {1 b3 7 9]
There is one applicable voicing: ;?I F-7(11} B»7(411/13) Esmaid
L: = = )= T
- e |
e/ v Fi=
B7sus4 E(alt9) Amaj7(6)
H_© (o) =y i
: 7 0 f
(SUB V) %}_ = |

min7,5(11/,13)| 5 57 11 513} C-7bS(11/513) = Gbmaj9 {1 3 7 9}

There are two applicable inversions: pi3 b7
i1 b3
hi 1}
b3 pl3
Cotesi11p18) P29  Bo-6 A-Teb11/513) AbT G602
O 2 e 1‘1 o e re
s s ekl i
=258 ==
- [w]
‘.'.
b3 »7 11 b13} C-Tb5(11/b13) = BbT(susd)

Avoiding tne potential »9th interval that could resuit by placing tension | lon the Sth string teaves three applicabis
mversions,

1] o7 p3
7 B! p13
pl3 53 il
93 S e 7*
E-755(,18/11) E>7 D-6i & A-T45(18/11)G27 G618 G-Tp3(p12/11) CT(£5/29) F-6(Y
= 20 = & - — s pe o
74 = 1 P =N | |
VLG 24 8IS B o e | LA - :
i i 3 = Siemee—e e e G e e e S )
[ Lord 2 FryT o FTT N
“(D7susd) (GTsus4) - (F7susd)
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The following eight-measure example will use various chords containing tensions 1 1 and 13. Additional chords from
past chapters are also used to enhance voice-leading.

The C7 (%1 1/b 13) chord is vet another way to notate this voicing, which was originally introduced as a C+7 {ﬁl 1)
or C7(alt5) chord and later as a C7h5(b 13) chord. As mentioned earlier, this notation (b 13;’# 11) in the same symbol
has various and confusing implications. Whiie still recommending its avoidance. it is included here for demonstra-

tive purposes.
Also note the additional chordal substitution for a dom9(no 5) chord {1 3 b7 9} at the end of this exercise:
C11/9) =DY.

G-7(11) C7(» 13/311)

A-6(9) A-maj7(6) B-7b5(13/11) ETpd A-maj7(11/6) A-6(9)
" G 2 b2 4o 2 o e
> = e == % i AT -
T@ ;_, g =; T:G"'_' :r i {}f’— |
el | |
(G#+7) (Fmaj%) (D755) (G»9)
Fmaj7 Fmajs F-7(11) Bbh13(211) C6(9) A13¢#9) D-Tb.5(b13fll) G13(z11) C(#11/9)
o S o 9‘5“ per) for) = iz ) Hen .
e = : i = 2% i i
& &7 ' L = i— ]
QJ | | I ]
| L
(F-maj9) (Br13) (D9)

This next II-V blues example uses various chords from the past tension chapters. Also included are a couple of new
functions in the second measure: G-maj9 {1 p3 7 9} = E-7b5(11/9) and G-9[1 b3 b7 9} = A7(9/b13).

This example incorporates chromatic voice-leading to a greater degree than previous examples. Note the voice-
leading motif in measures five and six 1s repeated in measures nine and ten and inverted in measures seven and eight.
Also note the contrary chromatic voices in the last two measures.

F6(9) Fmaj9 E-7b5(11/2) A7(b13/59) D-9 G+7 C-7(11/9) F7(59/¢5)
(G-mai?) (G-

£ = - i s o = i £o
7 & 2 e -
& 7} — &
e [ |

B>7(13/9) Bb9(#11) Br-7(11: E»S(#11) A-9 D9(:13) Ab-T DbO(b13)

(C+7)
| I 1

A - bz b b - D e b .
|7 = P R — — % :
fes i = = = = |
S s

G-7  Dp7(13/9) C9(»13) C13(:9) F(add9) D7(alt5) Go%5 C9(b13) F9
L5 (A-745) (Abp9) :

A - D= o= e iz | D& Q

,1‘:'1: e — = i a7 “he ! Ty 1
LA37A i # = o = —t3 B
Y | .

|
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Chapter Eleven.
Voice-Leading Chord Scales

Upon completion of single tension additions to the basic four-part chords, it is possible to voice-lead any note from
any chord scale.
1 2 3 -+ 5 6 7
) (11) (13)

The addition of two tensions often eases the physical difficulty (fingering) that some of the single tension voicings
produce. Examples:

maj7(6) to maj7(9/6)

6 6

1 9

7 7

3 3

dom7(%9} o dom7(49/45)
£9 9

5 5(13)

3 3

b7 b7

The following are examples of harmonized chord scales. The “avoid notes” can be harmonized by standard
dominant, chromatic, or diatonic approach techniques. These avoid notes are based on traditional jazz harmonic
concepts and might be available in today’s more contemporary music where an increased dissonance level is more
accepted. These notes are in fact the more desired notes in modal music.

I maj7

[ athT 5 (R e B 5 6 7 1 9 3 (11 is an avoid note)
({Gmai?y _ . o~ Gmaj®¢ Gmaj7(9/6) Gmajs G5 Gmajy wmaj’
A o O = =
e - T
A3V
e
ARy e o = 5 6 7 i 9 3 #11
(Gmaj7) _ _ _ _ _ _ _ _ Gmaj9 G6 Gmaj75 G6v5 Gmaj7(9/6) Gmaj7bb Gmaj9b5
£ . £y = £ #ﬂ
e : = ?
AN |
e
|min7 |
(Dorian or Aeolian} _ _ _ _ 5 b7 1 G b3 11
(13 and 5 13 are avoid notes)
(S=ry, G-9 G-7 G-T7 G-9 G-7(11) G-7(11/9)
A 5 a = bﬂ =
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min755

(Loerian) _ _ _ _ _ _ _ _ b5 b13 b7 1 b3 11
(»9 is an avoid note)
(Locrian with natual 9) _ _ b5 b13 b7 1 9 b3 11
TR e e o . N A-755 A-Tb5(513) A-755(11) A-765 A-7b5(9) A-765 A-Tb5(11)
=S 0
[ e Q b — = iz
i LY im0
(e e
AL 5%t
QJ 150 =

#*With the exception of the voicing containing the 9th, these voicings work in a pure Locrian situation as well.

dom7

(Mikolydl&n) ______ 5 13 ID? 1 9 3 (] 1 lS an a\roid no[c)
R A ey G9 G7(13/9) G9 G13 G9 G7

) o fa] - .

Z—o = =

= = -

e
(Lydianb7) _ _ .. _ _ _ _ 5 13 b7 1 9 3 #11
A i N e GY G9(13) Gb G13 G9(13) GT7bE G9b5

o o 0 #’3

Fa) =
te (8] ©
&)
e

(Mix. b9/b13) (with addition of #9) (11 is an avoid note)

_____________ 5 b13 b7 1 b9 £9
(g SR ey, I WU G7(59) G7(#9/85) G7(b9) G785  G7(h9) G7(£9/8#5) G7(b9)
sy s e
\\_]:1
L.
(alteredii o L b5 #5 b7 1 b9 #9 3
o s — e i G7b5(29) G745(69) G+7 G+7  GT7p5(59) G745(49) G+7
f = o pe- s X
o Ze =
&
(3]
(whole-tone) _ _ _ _ _ _ p5(411)  25(b13) b7 1 9 3
(AU s L L G945 G9£5 G+7 G+7 (G945 G7b5
A " & O © a
e - e - ]
& = - |
Py
(dominant-diminished) . _ _ 5 13 b7 1 59 £0 3 11
7 A G7(£9) G13(49) G7(b9) G13 GT7(b9) G13(#9) GTv5 GTb5H(H9)
£ o O b@- e £ @
LF =y (8] heees |
_U- 1
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Chapter Twelve.
Three Tensions (9/11/13)

The past tension substitution formulas become inappropriate when dealing with three tensions on a four-note
voicing. The approach used here will involve determining the most appropriate guide-tone or chord tone to
accompany the three tensions. All of the three tension combinations presented in this chapter form complete triads:

9 $11 13 —  major triad
9 11 13 — minor triad
9 11 b13 —  diminished triad
b9 #11 13 —  minor triad
9 211 13 - diminished triad

When these triads occur on the top three voices, they produce upper-structure triads over the basic or original chord.

As discussed earlier, #11 and b13 will be avoided in the same chord symbol. The foliowing three-tension
combinations (which do not produce basic triads) are enharmonically examined in the Tensions 9 and 13 chapter:

dom7(b13/811/9) = dom7b5(b 13/9)
dom7(b13/211/9) = dom7b5(b13/b9)
dom7(h13/311/89) = dom7b5(h13/49)

With the exception of the dom7(13/11/69) {1 b9 #11 13} and the dom7(13/§11/49) {57 £9 £11 13} chords.
all voicings have been previously introduced.

C7(13/811/59) {1 b9 §11 13} = Eb7(13/411/49) { b7 $9 #11 13}

maj7(9/411/13)

The only characteristic voicing would have to contain the 7th {7 9 #11 13}, The {3 9 £11 13} and {5 9 £11 13}
voicings have been prcnously introduced as maj6(9/411) chom voicings under the Tensions 9 and 11 chapter. The
remaining {1 9 # 11 13} voicing, though incomplete, will be examined, Keep in mind that this voicing, lacking &
7th, could function as an incomplete dom7(9/$11/13) chord as well.

Note the major triad tormed by tensions 9, 11, and 13; Cmaj7(9/§11/13) - tensions form a D major triad

{7 9 $11 13} Cmaj7(9/§11/13) = B-7/D6
Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 13 7
3 9 £11
g11 7 9
7 211 13
Cmaj7(9/211/13)

D-9(11) G7(»9/45) C-7 B7 Bomaj7(9/#11/13) A-8 b7 Gmaj7(8/£11/13)
o Lo o : e © = - (e fo < ,
Ao ; 4 s

\\_%I_: i 14 ==
- (B-7; (A-T) (F4-7)
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{19 §11 13} C(9/$11/13) = D7

Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 13 1
13 9 g11
ol L 9
1 g11 13
D-9(11) G7(#5/b9) C(13/¥11/9) C-7 B7 Bb(13/F11/9) A-7(11) A7 G(13/£11/9)

i o o © e © s 0 e re

2 : i e

& ! T

¥ (D7) (CT) (A7)

*These voicings will reappear in a dominant function under dom7(9/§11/13).

[ min.maj7(9/11/13)]

The most characteristic voicing contains the 7th {7 9 11 13}, vet it produces one of the more ambiguous sounds
because these notes also form the V9 chord of the original minor chord. This dual (tonic/dominant) function can be
a very confusing sound and should be used with care.

The {53 9 11 13] voicing (perhaps the best voicing using these three tensions} has been previously introduced as
amin6(9/11) chord under the Tensions 9and 11 chapter. The {5 9 11 13} voicing was also introduced in that chapter
as amin6(9/11) chord. :

Note the minor triad formed by tensions 9, 11, and 13: C-maj7(9/11/13) — tensions form a D minor triad

Also note that those voicings not containing the 7th could have a h7th (modal dorian sound).

{7 9 11 13} C-maj7(9/11/13) = B-7p5/G9
Avoiding tension 9 on the 5th string leaves three applicable inversions: 9 13 7
13 g 11
11 7 9
7 11 13

A-755  D7(»13/b9) G-maj7{13/11/9) D-7b5 G7(45/59) C-maj7(13/11/9)

y — |
& t l
o (F2-755) (B-755)
C-Tv5 F7(£9) B>-maj7(13/11/9,
p = 10 ©
" 4 =
3 (A-Th5)
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{19 11 13} C-maj7(9/11/13) = D-7

*Note that this voicing also could function as a dom7sus4(9/13) chord.

Avoiding tension 9 on the 5th string ieaves three applicable inversions: 9 13 1
13 9 11
11 ] ]
] 1i 13

G-7b5 C7(»p13/b9) Fm(13/11/9;, D-7b5 GT7(#5/49) Cm(13/11/9)

%6 pe- & 554 e =
& | %
WSV 1
e (G-7) (D-7)
C-7p5(>13) B7 Bom(13/11/9)
A DS 2= 2
7 T &t H
Fo i
oy L :
g (-7
min7h5(9/11/513)

The only characteristic voicing would contain theb5th {5 9 11 b13}. The remaining voicings will be examined,
although less complete and producing some very ambiguous, if not weak, sounds. The tritone produced by tension
G and b 13 is partly responsible for this ambiguous sound.

Note that tensions 9, 11, and b 13 produce a diminished triad; C-7p5(9/11/h 13} — tensions form a D® triad

The two inversions containing 9 or 11 on the 5th string will be avoided.

b5 9 11 b13} C-755(9/11/b13) = Ab13(h5)
There are 1w'o applicable inversionz! pis 9
1 bS
9 11
bs  bi3
C-755(9/11/p13) F7(59) By-6 A-Tpb(b13/11/9) D7{$5/89) G-8(9)
A Do hea 20 -Te ho e
é-‘ Zog —— e = =} i e )
fe—5= — — - 3
= =




7 9 11 H13}

C-7b5(9/11/513) = Bb7

There are two applicable inversions: 9 b7
b1 1l
11 9
b7 b13
G-7b5(b13/11/9) C7(>9) F-6(9) B-7b5(213/11/9) Bb7 A6(9)
pA S Ibﬂ. = o P .H-b.'g‘
¥ E -
& R
A
Y (F7) (A7)
{3 9 11 b13} C-7b5(9/11/b13) = Ab6 (811) (1 5 6 £11)
- D-755(9/11/b13) G7(£5/59) C-6(9)
There is one applicable inversion: 1 s
(8]

9 —r—R

b3 A2S

by ®

{1 9 11 b13} C-7b5(9/11/p13) = D-7b5/F-6
There are two applicable inversions: 9 1
b1z 11
14 9
] b13
E-T>5(18/11/9) Eb7 D-6(9 A-T55(513/11/9) D7(£5/59) %6
(2 I P o = = ﬁ-e e
o =t ;
- - :
Y (A-6) (D-6,
dom7(9/211/13)

There is one characteristic voicing {p7 9 § 11 13}. Incomplete {3 9 £11 13} and {5 9 $11 13} voicings have
been previousiy introduced as maj6(9/& 1 1) cherds but will be examined here for their dominant functions. Aiso, the

(1 9 £11 13} voicing introduced as 2 maj7(9/211/13) chord will be examined for its dominant functicn.

The inversion containing tension 13 on the 5th string will be avoided. The inversion containing tension 9 on the Sth
string will be avoided when the dom7 chord is functioning as a V7 chord. When the dom7 chora is functioning as
a Sub V chord. the 9 on the 5th string will be aliowed, since it is really functioning as a #5th on the V7 chord: (the

9th of G7 is the 45 of Db7)

-~

*Keep in mind that tensions 9,211, and !3 on a dominant chora are most characteristic in a Sub V function.

Note the major triad formed by tensions 9. £11. and 13: C7(9/§11/13} — tensions form a D major triad.
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{7 9 #11 13}

There are three applicable inversions:

C7(9/411/13) = Bbmaj7¢5

it 9. i3

b 13 9
13 811 b7
9 b7 11
G-7(11)C7(9/411/13) F6(9) D-9 G7(9/211/13) C(add9) E7(13/211/9;
2} bﬂ' © i = e o . e
;“' =—r [ i |
Su = It 1i
3 i TR 3 W
(Bomaj7$5) (Fmaj7%5) (Dmaj7s5}

C#-2  PR(E5/4#9) Bmaj7

Ap-T(11) Do (25

!

/29 Gamaj7(6/9) FTsusd Bb(45/49) EbE

- Te _pe e pe Py JEx Dy
= e
& (A/F
{3 9 $11 13} C(9/411/13) = FE-745 / C6(9/411)
There are three applicable inversions: 3 $11 13
13 9 3
ftr 13 9
9 3 &1
Gisus4 C(13/411/9) rmajs G-7 (Ci13/211/9) Fe(3) F(13/211/9)
. po &
£——o 9 8 ; = T - =
e (8] 83 !
:géj O ekt 1 : =
(F2-745) (F£-735) (B-745)
A . 4

C2-9(11) F27(25/49) B6(9)

Ct-¢  F27(25/29) Bmaj9

Fz-9 B7(25/49) E6(9)

e Sy Ze Zo = Je ip 8.5 2
SUBV Z 2 e e : =
R e e e e
L)
(D/E)




{59 11 13} C(9/411/13) = Al3(sus4)/ C6(9/811)

There is one applicable inversion: 13 . E(;T A(I:%/ #11/9) ng
#i1 == HER— I
g X :L ]
5 @
Bo-7 Eb(a{'tgfﬁs} Abmaij9
& s :‘S O 1]
(SUB V) o il
ANV 1
€ (B/E)
{1 9 11 13} C(9/£11/13) = D7
There are three applicable inversions: G $11 13
13 1 9
B11 13 1
1 2 £11
D-9(11) G(13/811/9) C(add9) G-9 C(13/411/9) Fmaj7 E(13/411/9)
A O < O - E=2 e _ ﬂ-au
= : o ] ' =
& .,; i : = - J
(A7) (D7) (Ft7)

l l

Ab-9 Db(alts/49) Gbmaj9  C#-9 Fi(alts/§9) Bmaj7  F7susd Bb(alt5/#9) Ebmaj9

_n bbﬂ e e $es © o o ha ha
” & 4 i !
SUBV lhi e ]
o e '
dom'}’(l;9f#1b’13)

The 59th dictates a dominant type chord aliowing it to be the most characteristic note. This means the guide-tones
will not be missed in voicings not containing them. Again, tension 13 will be avoided on the 5th string.

Note the minor triad produced by tensions b9, 11, and 13: C7(h9/411/13) — tensions form an F# minor triad,

{+7 b9 £11 13} C7(b9/811/13) = Eb7(49/411) {5 b7 49 £11)

There are two applicable inversions: »5 i3
13 b9
g11 7
b7 £l
D-9 G7(»9/211/13) C(add9) G- 7(11) C7(»9/£11/13) F6(9)
H_© re- 8] L & 0
7 —#H e -i'f —578
\“_5) (8] o L = b &)
v v
A5-7(11) D»(39) Gormaj7 Ct-9 Fi(%9) Bmaj7
SUBV .
S LE L
¥ (Ctm/F)
86




{3 b9 #11 13} C7(b9/411/13) = F§-7

Note that the Sub V chord forms a complete min7 chord. and when used in its related V7 situation, it has the

ambiguous function of an incomplete V7(49) or V-7 chord.

There are three applicable inversions: 3 8 11 13
13 9 3
En 13 b9
2 9 3 811
F7(13/$#11/59) D7(13/211/69) C7(13/£11/b9)
C- bmaj.  AT7sus4 Gmaj7(6/9) G-7(11) Fmaj7
: p 2 nE = e o A= 7sY s =
) S :
. (B-7) (G4-7) (F%-7)
| i
v v
F#-9 B7(#9) Emaj7 Eb-9(11) A>7(#9) Db8(9) C#-9 F#7(29) Bmaj7
A o © Ho racs e pe 20 = e
S 7 AL ] it 1 15
SUBV Hfs—=x ; ’
LAY 8 ]
!’! T
{5 b9 11 13} C7(b9411/13) = A13/Eb7b5(49)
There is one applicable inversion: 13 F7sus4 Bb(13/411/59) E>maj7
1 |
9 e pin X o o
5 Afes
ALY W
- (G13)
B-9 E(alt9) Amaj9
O
(SUBV) s
M.’
e (Emv/'F
{1 b9 #11 13} C(b9/411/13) = Eb7(£9/811/13) (b7 89 #11 13)
There are two applicable inversions: #1113
l b9
13 1
bo  E11
F7susd F(13/211/b9) B>6(9) G-9 C(18/411/>9) F6
e =t 2 © - <
3 5O -3
!) v I »
Y ¥
Fi7sus4 B(211/29) Emaj7(9) C#-9 Fi(#1V29) Bmaj7
- o o B < e
17 ] == Jt i
(SUBV) fas ! 1
\;JU 1 i
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dom7(§9/811/13)

The {1 9 §11 13} voicing will be omitted due to the rather ambiguous sound produced by the complete dim7 chord
formed: {1 49 11 13} = {1 b3 b5 bb7}.

Those voicings that contain tension 13 or #9 on the 5th string will be omitted.

Note the diminished triad produced by tensions #9, #11, and 13: C7(49/§11/13) - tensions form an Eb° triad.

{7 29 $11 13} C7(39/811/13) = A7(b9/411/13) {1 b9 11 13}

There are two applicable inversions: £9 13
13 £9
611 b7
7§11
G-7(11) C7(# 9/% 11/13) Fmaj9 D-9 G7(13/£11/49) Cmaj9
pn 7= = o o te o
& - = 11 TN ]
o= hre- i e
AR B & I (8]
© Ty V
A e o s e ha o
o oo 1SN P % ]
(SUBV) s e
D)
{3 #9 £11 13} C7($9/411/13) = A6(#11) {1 5 6411)
There are two applicable inversions: $11 13
9 3
13 S
3 11
A-7(11) D(13/£11/29) Gmaj7(9/6) G-7 C(13/411/29) Fmaj7(6)
f (a] |J.ﬁ0 = bﬂ' © G =
YW o~ VN % I*1 8] 1 e 6] [l
B = “ e > : == =1
AL = 2 9 b g i W)
¢ i | ; ¢
v
E>-9(11) A»13(29) Domaj8 Cs-9 F#13(#9) Bmaj7(6)
p e 2 = e .ofg
(SUBV) oy ! e
"o |
{5 89 $11 13} CT($9/811/13} = Al13b5
There is one appiicable inversion: 13 :
1 i B11 E-7 A(13/411/49) Dmaj9
8 o e €
19 #o
5 D l
e |
v
B5-9 Eb(18/alt9)  Abmaju(6)
[ illa=a P |
% - o
B3P =% ]
!) |
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The following examples will use various chords containing tensions 9, 11, and 13. Additional chords from past
chapters are also used to enhance voice-leading. Hybrid chords will be listed as they occur.

This first “II-V” blues example in the key of “F” contains some interesting chromatic voice-leading. In measure
three, the top three voices contain contrary — chromatic motion while the bottom voice sustains. Measure four into
measure five [F7(b9/alt5) — Bb7(9/13)] contains a good example of contrary chromatic motion in all four voices;
the top three voices ascend while the bottom voice descends. In measure eight to measure nine [DE?(EU# 11/13) —
Gm(add9)], the top three voices descend chromatically while the bottom voice sustains. In measure nine to measure
ten, those same three voices again descend chromatically. Finally, note the chromatic constant structures produced
by the last six chords.

#Note that the E-7b5(9/11/5 13) voicing contains a major 7th width.

F6(9) - E-7h5 A7 D-9  G7G9/alts) C-711) F7(:9/alts)
(9/11/b13)  (b9/b13) (E-745) (G-745) (A6(9))
o Z PPN e gk 2 g0
% ) == 9’ 1 = i i e '___9 b i
3]
Bb7 Bb7(9/411/13) Bb-7(11) EbT7(9/411/13) A-9 D_'?(bgf’alt5) Ab-7 Db 7
(9/18)- (Abmaj745) (Db/Eb) (Dbmaj745) (Ebm/ Ab) (bll) (9/411/13)
la} g o) L | = | l)bg i 2 |b.ﬁ.
o 4 #e = i
Gm D7 C7 C7(39/alt5) Fmaj9 D7(§9/altb) G-7(9/11) C7(b9/alts) F(9/411/13)
(add9) (9/13) (9/13) (Emaj9).... (Fmaj9)..(Ffmaj9) (F/G)....(F§/Gt).... (G/A)
G |f I).F- 119 »ﬁ” % &#f) g u}*ﬁg -&
o=z ' s s 7 4y T o—
!) [ g hU
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This next example also contains some interesting chromatic voice-leading as well as another chord voicing
containing a major 7th width (F-9). In measure four to measure five [EL?(E 9/alt5) — Ab6(9)], three voices descend
chromatically while one middle voice ascends. In measure seven, again, three voices descend chromatically while
one middle voice ascends. In measure seven to measure eight the top three voices contain minor triads which descend
chromatically. Finally, note the same structures a whole step apart on the last two chords.

Cm A-7b5 D-7b5 Gl C-mayj7 F7
(9/11/13)  (9/11/b13) (9/11/613)  (b9/alt5) (9) (§9/alt5)
(F13) (G7) (Ev/Ab)  (F-745) (G/Eb) (Db7)
7 2 l’ LE abe
A | |4 o =
l’(l'\ T E_ [ 2
Bb-7(11) Eb7(b9/alt5) AbB(9) Abmaj7 Ab-7(9/11) Db7b5(13)
(Db6(9)) (Aadd9) (9/4#11/13) (Gh/Ab)  (G7(#49))
AIIL’F 1ha lnl 172 11717 E}'a
A7 b - 2 oz —5
=Y r_; e # = i t.l
e (G-7)
Eb(9/#11/13) C7(b9/alt5) F-9 Bb7(b9/411/13)  Ebmaj9(#11)
- (FIG) (E6(9)) (Abmaj7) (G13) (F13)
G B LL‘L’ - i)g —h ‘8 0
& “be et R ;
| i
(Dbm/Gb ) (Cm/Ab) (Em/F) (Dn/Eb )
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Chapter Thirteen.
Altered 9th Tensions (b9 and §9) on Dom7 Chords

These dominant chords contain both tensions b9 and #9 in their voicings. Since tension b9 dictates the dom7 chord,
voicings with and without the guide-tones will be examined. Some of the Sub V chords will produce very incomplete
structures and should be used with care.

With the exception of the dom7(alt9/13) {3 b9 £9 13} chord. all of the voicings in this chapter have been previously
introduced enharmonically. Those inversions placing tension #9 on the 5th string will be avoided. Those chords
using tension 13 will avoid this tension on the 5th string as well.

dom7(alt9)

The most characteristic voicing would include the guide-tones {3 b7 b9 49}

{35759 49} C7(alt9) = Db-6(9) {! b3 6 9}
There is one applicable inversion: E9 C-9 F7(alt9) Bbmaj7
72 A o ﬁn =
3 :
(F4-6(9))
|
v
F%-9 B13 E6(9)
[a) #n #ﬂ m‘"’,:’:
-
(Sub V) %; i

{1 b7 b9 49} C7(alt9) = Gh6(#11) {3 5 6 §11}
There are two applicable inversions: $9 b9
1 1
b7 ﬁg
b9 b7
C9 F7(alt9) B>maj7(6) E-9  A7(alt9) Dmaj7(£11)
_A bﬂ- P16 sl h‘s = m |J.#rﬁ
% —_— ——
e \l 4 g
F-7 B6(#11) E6(9) Bb7sus4 Eb6(#11) Abmaj9
i $o o b g
: 17 8 57 [ -
(Sub V) s F9e ——
e
{5 b7 b9 #9} C7(alt9) = Ebh7
There are three applicable inversions: E9 b7 b9
7 #9 5
5 b9 49
b9 5 b7
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C-9(11) F7(alt9) Bbmaj7(6) G-7(11) C7[(a1t9) Fmaj7

D-9 G7(alt9) Cmaj9

AdEED he & bo PO o ‘S he o,
o
e (Ab7) (Eb7) (Bb7)
F#7 BI13(b9) Emaj9 C#-7 F#13(b9) Blmaj9 Ab-7  Db13(>9) G>maj9
A D 20 g o PO 1s1 he he- e
(SubV) s : 258
\_‘!:.1 1 [ W]
L2
{3 5 b9 £9} C7(alt9) = Eb7(b9) {1 3 b7b9)
There is one applicable inversion: %9 D-7(11) G7(alt9) Cmaj7(6/9)
2 e o e [
= 528 2 |
0 v
Ab-9 Db13(b9) Gb6(9)
p PO i} :lp{:}
(Sub V) fa— e
LA 7 Pl
e
{135)9 §9} C7(alt9) = Db-maj9 {1 b3 7 9}
: , : : C-9(11) F7(alt9) Bbmaj7(6)
There is one applicable inversion: 49 1l
1 e 28 o
s =8 =
bo @ |
F4-9 B13(#11) Emaj9
a8 z0 +56 '
(Sub V) _[é e ”;§ _{_J'
e
{1559 #9} C7(alt9) = Eb13 {1 3 b7 13}/A7b5¢9)
Note that this voicing contains a sirong modal phrygian sound: {1 b3 5 b9}.
There is ’ inversion: 9
here is one applicable inversion 1:11 C-9(11) F7(alt9) Bhmaj7(6)
5 o= o = .
i (Ab13)
F.7 B(13/#11/69)  Emaj9
-~
(Sllb \/) ﬂ! = 2
L2
(B/E)
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[dom7(alto/311) |
{7 59 £9 $11}

There are three applicable inversions: 9 b7
b7 49

6 11 b9

g k1

C7(alt9/411) = Eb-7/Gb6

b9

11
19
i 7

C-7 F7b5(alt9) Bbmaj7 I{}-? C7b5(altg) F6 E-9 AT7b5(alt9) D6(9)
A ho s o o bo > o P =
|7 Trey 'Ir;I'.IJG.i‘F T EE
s 58 o =
s ) ! .
F49 B6  Emaj7 TFi7sus4é Fi6  Bmaj? Bb-7 - EE  AN6(9)
pio %0 #o o 4o 4o be o g
(SubV) FiHH | ot
e
@)
{359 £9 #11} C7(alto/$11) = A6(#11) {3 5 6.411}
There are two applicable inversions: E 11 3
19 9
9 11
3 9
G-7(11) C(:11/alt9) F9 FTlf'sus4 F(b5/alt9) B:bS(Q)
g“ S T b *Te; ; e S i
< = ] ; Y] 76 ]
e o S : "
(C/F -
Cz-9 F213 B(add9) F#7sus B13 E&(9)
 —— fe e =
(SubV) —fis o
AU e
Y, £C
{1h9 49 #11} C7(alt9/B11; = Gh6(411) {1 5 6 k11]
L - o x s : e 'H’C
There is one applicable inversion: I.i) C7susd R(alt9/55) Bhmai7(6)
il g 0 ber
9 7 = = 3
+& 118 = = L
© " W
27 Bo6(#11) E6(9)
H_© o L
1 T T
(Sub V) o= ]
e e et .

93




{5 b9 #9 11} C7(alt9/411) = Eb7(49) {1 3 b7 $9)

This voicing cannot be used, since the single available inversion has tension #9 on the Sth string.

|dom?7(alt9/h 13) | [dom745(alt9)]
{3 b9 #9 b13} C+7(alt9) = Amaj7(§11) {3 5 7 §11}
There are three applicable inversions: gﬂj 3 £5
bo o3

G-7(11) C+(alt9) Fmajo  F7susd F+(alt9) B»6

C-9 F+(alt9) Bbmaj7

o) o 0 T2l oA 48 o= 2] Q Lo <
= e i}aﬂ—_'ﬂ‘;_” 1 —— i Ty _1.:3;. Y
& = . 6 i o B3 +5
s ! (C/F) ' i "
g . A
2.0 W47(13/9) B(add9) FiTsusd B7(13/9) E6(9) F4-7(11) B7(13/9) E6(9)
‘9 = i}n s = = A2 Ty ‘L’n Fracs
(Sub V) —é_"ﬁ J.'rui‘;‘n 5
D) # fe

{7 b9 #9 b13} C+7(alt9) = Eb7sus4

There are three applicable inversions: ES‘ b7 b9
7 EQ 5
5 9 9
b9 £5 b7
E-7(11) A+7(alt9) D6(9) C-9 F+7(alt9) Bb6(9) F-7(11) Bb+7(alt9) Eomai7(6)
A o pins = 20 e G EE e PO
& - |l s PIR) P
L (C7sus4) (Ar7sus4) (Db7sus4)
\. |
Bo- 26(9) 5 s X !
p, 7(11) E»6(9) Avmaj F2-7 B6(S! Emaj9 (Sub V not applicable)
f . De 2 i e  #o zo
; o : . = T
(SubV) == — i
o
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{19 %9 b13} C7(alt9/b13) = Eb13sus4

There is one applicable inversion: 9
; C-9(11) FiGlto)  BHS/FLUD)

- bi3 —fH—e . o

T ==

~

YBy/Eb) (Db/Gh) (C/F)
F$-9(11) B(13/£11/9) Emaj9
e

T0 oo

-r

>

(SubV)

e

(E/A) (C4#/F%) (B/E)

The {5 b9 ﬁ9 b 13} voicing will be omitted, as was done in earlier chapters, due to the natural 5 and b 13 it contains.

[dom7(alt9/13) ]
{3 b9 #9 13}

1S on 1 inversion: 9 ;
There is one applicable inversion {.‘{3 c.9 F13(alt9) Bbmaj7

3 A o) #n R
o T 0
e # 5
F$-9 B13(¥9) Emaj755
- 4o Lo fto
(SubV) ¥ - T
‘;j;
b7 b9 49 13} C7(alt9/15) = Ep7(3il) {1 5 b7 §11}
There is one applicable inversion: Iﬁ E-9 Al?(altg) D6(9)
) | | 3oty 2K s °
7 Ao =
|

!
Bb-T(11) Eb(13/49) Ab6(9)
4 Mﬂ,ﬂ}'ﬁ ha ho

(Sub V) Fm—
\K

iv4 [ 8]
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{1 b9 #9 13} Ci3(alt9) = Eb13(h5) {1 b5 b7 13}

There is onc applicable inversion:  §9 o F13(alt9) Bb6(9)
s A bo he o
13 £ - &
b &— e 56
o |

|

Fi-7  B(13/#11/89) E6(S)

A © 4o 2
- 3
(Sub V) o=
AL
B3|
{559 9 13} C13@alt9) = A7(bS5)/Eb7(b5)
There are two applicable inversions: 9 13
13 #9
5 b9
bo 5

C-9 F13(alt9) Bomaj7(6) G-7 ClS(ath)_’Fman

bo  be = bo ° -
1 o— E_ & 1
& ——H—] |
(D7lb5) (ATb5)
|

F#-7 1313(\'A1t9) Emaj9  C#-9 F£13(alt9) Bmaj7(6)
. 0

Q > o ,'-ﬁg_ T © ,ﬁn 1
(Sub V) = . — P o ]
\.‘“_j’ ‘-'5 151 [ _"ﬂ‘.l)

The following dom7 chords have Iour tensions and ne chord tones. These unique voicings imply specific chord

scales and have several enharmonic spellings.

I dom7(alt9/alt5) / dom7b5(alt9/b13) / dom7§5(alt9/811) / dom7(>S/89/811/b13)

{b5 35 b9 #9) {b5 b9 £9 b13} {85 b9 $9 $11)
These tensions imply the “altered” scale:

! by 2 @ k5 @5 b7
b9)  (49; ($11) (b13)

0. dom7(alt9/§11/13) (b9 £9 #11 13} / doml13b5(alt9) {b5 b9 #9 13)

These tensions imply the symmetrical “dominant diminished” scale:

1 b2  #2 3 g4 5 6 b7
(29} (49 ($11) (13)
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| dom7(alt9/alts) | C7(alt9/alt5) (b9 9 b5 $5) = Ab7sus4
There are three applicable inversions: 9 5 b9
5 29 11
i1 9 9
9  j11 g5
Bb7(alt9/alt5)
C7(alt9/alt5) :
C-9 F7(alt9/alt5) Bomaj7 G7sus4 Fmaj7(6) F/susd E» mgﬁ'(%)
Ao fo < o fa © bo. g —
- (C$7sus4) (G#7susd) (F§7sus4) (G7sus4)
\{a
F£-7 B6(9) Emaj7 C#9 F46(9) B(add9)
4 zeo fo fo = za tacs
(Sub V) é : =) (Sub V not applicable)
5, o
dom7(alt9/§11/13) C13(h5/alt9) {b9 $9 #11 13} = Eb-7(b5)
Avoiding inversions containing tensions #9 or 13 on the 5th string leaves two applicable inversions:
49 13
13 EQ
tl! 9
9 $11

c.g F13(alt9/>5) Bomaj7 ~ ©-7 C13p5(altd) Fmaio
Ho Zo o g - g 1
/3 f I A {
vt : ¥ i
e (G2-T5) (Eb-755)  (C/F)
¥ v
F-9 B-6  Emaj7h5  C4-¢  F§6  Bmai7
n fo Z0 fa A © e

(Sub V)

The following exampies will use various dominant chords containing altered 9th tensions. Additional chords 1-om

past chapters also will be used to enhance voice-leading.

This first “II-V blues™ example in the key of “D” contains some interes

common tones while the remaining voices move in contrary chroma

same structure descending chromatically.
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ting constant structures and chromatic mouon.
The firsttwo chord structures are repeated a whole step lower in the second measure. The E7(alt) structure in measure
three is repeated a whole step higher in the following measure. The three chords starting 1n measure five contain one
common tone while the top three voices descend chromatically. The B13(alt9) chord in measure seven has two
tic motion to the next chord. Measure eight’s
two chords share one common tone while the top three voices descend chromaticaliy. Measure ten’s A7(alt) chord
has two voices ascending and two voices descending to the next chord. Finally, note the last three chords use the




Dmaj7(6) D6(9)  C#-7b5(»13) F£7(»13/alt9) B-9 E7(alt) A-7(11) D7(513/49)

(AB(9)) (B7sus4) (G6(9)) (A7sus4) (CT7sus4d) (D7sus4) _
e = = = o i pe
7 BT d _rj o] < _} " il L‘Tr’) -
I — = ==
o — = = = - B ._ —
| ! l | | ;
G7(13/9) G7(»13/alt9) G-9 C7(:11/alt9) F%-7(11) B13(alt9) j el Bb13(b9)
(Bb7sus4) (F6(9))  (Eb-7) (D7b5) (GT)
G | | |

E-7 E-7(11/9) AT(alt9) A7(alt) D6(9) B7b5(alt9) E-9 A7(9/alts) D9

(D/E) (C7) (F7sus4) (Bn/E) (Bom/E>) (Am/D) =
_Q_Q—J.éf“a___'b'a‘ 1= = i i '
s £ Iz ] = = 5 e
_"\{'7‘}— = i = ' i B Ghj‘;’ i{_L’ i
= = — = o ——= D o i

This next example in the key of “C” also contains some interesting voice-leading ideas. In the first measure, the top
two voices sustain while the bottom two move in contrary chromatic motion. Note that only one voice moves
(chromatically) in measures two and three on the C7(alt9) to Abmaj9 chords and Abmaj9 to G7(alt5/49) chords.
Measure three’s G7(alt5/§9) chord sustains the lead tone while the remaining voices produce contrary chromatic
motion to the C6(9) chord. Measure four’s C7(alt) chord contains contrary chromatic motion between the top two
voices ascending while the bottom two descend to the Fmaj7 chord. Finally, note the contrary motion between the
top voice and bottom voices on the last two chords.

Cmaj9 B+7(alt9) B-13(b9) AT7(alt9) Abmaj9 GT7(:9/alts) C6(9) CT(alt;
(G7) (C7) (EbT) (A'u|75u54J
(¢t 7 o c o L = ne= _
y o— e % b — o e U~ =
U —r e ¥ = e e — =P ==}
v Ir’ V_[-’ | l-' 4 rl Ji—’ r’
Fmaj7 F-6(11) E7(29) AT7(alt9) D7(alt9) GT7»5(alt9) Cmaj7
(Bb?) (Bp-6(9}) (F7) (Db6)
H = hz z 3= = 2z ho
—F 2 = 55 g e —
15— 5] e L +—Fg e e =4
) 1 | |
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Chapter Fourteen.
Enharmonic Chordal Substitutions

The following chords (highlighted within boxes) appear in the order they were introduced in this text. Enharmonic
substitutions for each one of these chords appear in the order they were introduced as well. Chords include the basic
four-part chords and all the chords introduced in the tension chapters. To the left of each chord is the tension chapter
where that chord can be found. Additional enharmonic substitutions of the same voicings that have not been
introduced to this point will be examined in the Additional Enharmonic Chordal Substitutions chapter.

This chapter will include the Substitute Vth chord for eact dom?7 chord introduced as well as the most common
relative major and minor situations. Some of the more incomplete voicings will receive additional notation for the
same root to the right of that chord in parenthesis. A more in-depth and organized approach to relative major and
minor chords can be found in the Relative Major — Minor chapter.

Tension major7
Chapter C E G B
Cmaj7 i 3 5 7
9 A-9 b3 5 b7 9
(9 & 13) D7sus4(13/9) b7 9 4 13
(9 & 11) Fmaj7(311/9) 5 7 9 811
major7h5 “
C E Gh B
Cmaj7bh5 1 3 by g
9) A-6(9) b3 3 6 9
9) Sub V<AL7#5(#9) 3 85 b7 39
(9 & 13) D7(13/9) b7 9 3 13
(11) F#-7b5(11) 5 S SR 11
major745
C E Gf B
Cmaj7(§5) 1 3 g5 7
9) A-maj7(9) B3 5 7 9
(9& 11) F§-7b5(11/9) b5 b7 9 11
(9-11-13) SubV = D7(13/411/9) b7 @ g11 13
AbT(§9/%5) 3 . S | 89
9¢




] minor7 l
€ nEk " e Bl
C-7 1 b3 5 b7
Eb6 6 1 3 5
9 Abmaj9 3 5 7 9
9) F9sus4 5 p7 0 4
(9-11) F-7(9/11) 5 b7 9 11
(9-11-13) Dbmaj7(9/411/13) 7 9 $11 13
(9-11-13) Bb-maj7(13/11/9) 9 11 13 [Bb7sus4(13/9)]
(9-11-13) Sub VTFﬁ?(lyﬁ_IUBQ) $11 13 b9 3
CT4#9 (C-7) I 69 5 b7
(dom/alt9) Sub V<—A7)5(alt9) $9 5 b7 he
Eb13 (Eb6) - 3 5
[minor7h5] _
C E» Gb Bb
C-7h5 1 I Y
ELL{) 6 1 b3 5
(9 Sub V-Ab9 3 5 b7 9
(9) D7(59/85) b7 bo 3 45
(9) F7sus4(b9) 5 b7 b9 4
(11) Gh6(#11) $11 6 1 3
(9-11-13) Db-maj7(9/11/13) 7 9 11 13
(9-11-13) Bb-7b5(b13/11/9) 9 1 b1z 1
(dom/alt9) Sub V<A13L5(an9) 89 b5 13 b9
Eb13(49) (Eb-6) 13 1 g9 5
minor?#Sl
C E» G} Bb
C-7(45) 1 b3 5 b7
() Bb9sus4 9 E b7
(11) Rel F-7(11) 5 7 3 W
~ Ab(add9) 3 5 1 9
(11) Eb-6(11) 6 ! I %5 (Eb13sus4)
(9-13) Sub \»‘imbswmmn b7 b9 b5 bI3  (D7(hY/alt5)
Ab9 3 5 1 0
(9-11) Gbho(11/9) #11 6 9 3
(9-11-13) SubV<—Gb 13(211/9) 811 13 9 3
~ C7(29/¢5) 1 fo 85 b7
@ refer to miner7s5
refer to minor7




)
(11)
(9-11-13)

(9-11-13)
(9-11-13)
(dom/alt9)

9)

)
(9-11-13)

(11)

(11)
(9-13)
(9-13)

(9)

9)
(11-13)
(i< T8
(dom/alt9)
(dom/alt9)

(9
(11)
(11)

(13)
(9-13)

(11-13)
(dom/alt9)

GL6(11}
Sub V<—Bb7(13/311/9)
iE?#S(#Il/#Q)
Bbmaj7(13/411/9)
D-7b5(b13/9/11)
Sub V<—A7(alt9)
TE b13(b9)

£7!;5(9)
Sub V 9(b5)
:E?(alw_,
F- maj?(ll)
Db—mal?(6j
D-7b3(b13/9)

Sub V<—D7b5(b13/9)
iALS‘(#ﬁ)

Sub V TC'TLD

SubV Ab9(%5)
:DQ(#S )
G-maj7(11/6)
Db-maj7(11/6"
Sub V——A13(alt9)
b 13(alt9)

| dom?7sus4 '|

C7sus<

Rel G-7(11)
Bb6(9)
DLsmaJ'?LS (6)

Rel TA maj7(9/6)
F- 7(1 1/9)

D- 7{7“(91.}’1]}

Sub V A+7(alt9)

:Eb 13(9)

SubV ?E?laltgklw )

BbhO(13)

ks b1 b8 3
11 6 i b3
9 11 13

1
i 1 P
o g11 13 1
b7 9 11 b
g9 5 b7}

57
r
o R
S

1
th <
-

o

th

b13
b13

L th

(¥ ?._]_?_\]_HJ LA™ D Y

OO T ] = T W
e
—TTTT U VL) YOO
(%]
ok
ol

Lh

a
o
2k
=

1 3 bs b7
bs b7 1 3
3 b7 9
b7 9 3 Es
' O 7 3
7 b2 11 6
893 15 b9
3. b e 5

@
rry
(op
=

i 4 5 b7
& g 3 5
1 11 5 b7
11 b7 ! b3
9 5 6 1
7 3 bs 6
3 o 7 9
5 1 9 11
b7 b3 11 b13
o 85 b7 b9
13 9 3 5
85 b9 #9  bsS
0 R 1
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[E-7b5(b13)]
[Bb6b5(9)1

[Bb-7b5(9)]

[DI($5/b5)]

[F9sus4]




)]
9)
)
9)

(9)
(9-13)
(9-11)

9)
(9-13)

(11-13)
(11-13)

{9)
(11-13)
(dom/alt9)

(13)

| dimin.7

C°7
Eb°7
A°7

Gbh °7
D7(59)
F7(b9)
Ab7(b9)
B7(b9)

l minor {maj?)—l

C-maj7
A-7h5(9)
D7sus4(13/h9)
Sub VF7(311/9)
B?t#SILQi

Rel Cmaj®
:AL(ILUQL?
Sub Vt-A 7b5(p 13/49)
D7(13/9)
Fmaj7( 13;’# 11)
F§-7b3(b13/11)

minor maj7{9) I

C-maiv
Sub V—o-~F7(13/£11)
:Bémé;

iminer7(9) |

Rel C-9
~ Ebmaj7(6)
Fi3susd

(% Eb G
1 b3 b5
bb7 1 b3
b3 b5 bb7
bs  bb7 1
b7 b9 3
5 b7 b9
3 5 b7
bo 3 5
G Eb G

i b3 5
b3 5 b7
b7 b9 4

5 b7 9
b9Y- 3 §5

O9for1/drop2 {3 5

C E B
1 3 7
ba 5 9
b13 49
b7 9 :
3 7 £11
bs b7 11

9for 1 /drop 2

Bbb

bb7
b5

b3

b9
b7

7 9)...refer to mi:

D

9
11
b5 [Ab7(497alt5)]
1
1
b13

'—'LvJ

{3 bs 7 9} refer to major6(9)

Ninth(no3) {1 E‘S 79} refer to dom?bS(#%

9 for 1 /drop 2
C Er B

7 Bl

Y
VIR et - e

{p3 5 7 9} refer to major7¢5

D

9

13
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9for1/drop2 (b3 5 b7 9} refer to major7

G Eb  Bb
1 ba b7
6 ] 5
5 L7 4




)
(9)

(13)

(13)
(9-13)

(O9-11)

(©)
(13)
(dom/alt9)

(9)
(11)
(9)
(9-13
(11)

(11)
(11-13)

(9)

(11)

(13)
(dom/alt9)

minor7h5(9)

[ major6(9) |

Ft-m(_m_}
Sub V Ab7b5(b13/b9)
:D()

G-6(11/9)

| minor6(9) |

C-6(9)
Sub ViFIB
B7(alt9)

SubV

(F§+7(& 1§F#?mltﬁ

Sub V D745(9)

(AbTh3(p 13/9))AbY(alts)

SubV E+7(£11)
S

G-6(11
F-maj?-: 11/6)

| dom7(b9) |

Sub VYC?(WJ
Fﬂ?(f 11)
Cp-maj7(6)

Sub VY AT7(alt®)
Eb13(b9;

9 for 1/drop 2 {b3 bS5 b7 9} refer to min. maj7
Ninth(no3) { 1b5b7 9 } refer to dom745

9for1/drop2 {3 5 6 9} refer to dom7(sus4)

C

(U5 ]

LI NSTNT LAY O\ —
Lo (R |

s
]

9for 1 /drop2 (b3 5 6

C

1
5
bo

E

h

)

il

SN AT SIS ) Lh ST L

E»

b3
b7

3

A

h

™ 9 th L) = =]
O

D

A

6
3
l?-r

D

9

3

11

6

1 (D9)

b13

b5

1

5 (G7susd(13/9))

9} refer 1o major7h3
D

9
13

£9

9 for 1/drop2 {3 5 b7 9} refer to minor7h5

C

NV et
~1 Lh

[

Oy - c'—ll'-t—';;
|

&)

S ¥ o T Y
f_h -1

~ ] N I et
th

q_
N -

Ve = RN
n

#11

—_—
‘--uIJ-)

D

9

£5

]

b3

b7 (B-7h5(»13)}
3 {Bbmaj9b5}

9 for 1/drop2 {3 5 b7 b9} refer to dimin.7

C

e - g~ R
e

T
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dom7(49) 9for1/drop2 {3 5 b7 49}
E G Bb D}
9) Sub V—C7(}9) 3 5 Yl
(9-13) ngm(Ls? b7 b9 3 13
(9-11) Sub VTA?"(’#IU 9) 5 b7 b9 11
Eb(b9) bo 3 5 i
9th(no 5) voicing....... C E B) Di
9) Sub V<—C7(49) I 3 b7 48
(13) F§13(h5) bs b7 3 13
(9-13) Db-maj7(6/9) 7 p3 Ifr 9
(dom/alt9) Sub V—-A7(#11/alt9) 9 =5 9 #1
::Em(L»Q»J B be s 1
[dom755(9)] 9 for 1/drop 2 {3 b5 b7 9} refer to dom745
Ninth(no3) {1b5h7 9 } refer to dom745
dom755(b9) 9 for 1/drop2 {3 bS b7 b9} refer to dom7
9th (no3) chord voicing not available until triad over bass chapter:
C7(b9/b5) {1 b5 b7 b9} = Gh/C
dom7h5(49) 9 for1/drop2 {3 b5 b7 #9)
E Gb Bb Di
(9) Sub v—i—cng%sj 3 b5 b7 #9
(13) F§13 b7 1 3 13
(9) Rel tEmaj%S 1 9 b5 7
(9-11) CH-6(11/9 3 1! 6 o
(11-13) B'p—?bS(blSl:ll} b5  b13 1] 11
(9-11-13) Sub V—AT(13/£11/b9) 5 13 b9 f11
“Eb7(alt9) b  #9  5 1
dom7£5(9) 9 for 1 /drop 2 {3 §5 b7 9j refer to dom7h5
Ninth with onatied 3rd chord voicing |1 #S b7 9} refer to dom7(%;
Ic‘iam'?ﬁS(b.‘)‘- 9 for 1/drop 2 {3 #5 b7 b9} refer to minor7h3
Ninth with omitted 3rd chord voicing not available.
|dom7i:5(1:9;{ 9 for 1/drop 2 {3 §5 57 $9} refer to major7h5
Ninth with omitted 3rd chord voicing not applicable: {1 £5 b7 £9} forms an
incomplete dominant sound. This voicing will appear later in a dominant capacity.
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[dom?sus4(9)! 9 for 1 /drop2 {4 5 b7 9} refer to miner7
Ninth(no5) voicing {1 4 b7 9} refer to minor7§5

ldom?sus-i(b‘))l Ofori/drop2{4 5 b7 b9} refer to minor755

major7($11)

11for5 {1 3 7 §11} refer to major7h5

11for3 {15 7 #11}: noenharmonic substitutions through the tension chapters. The
relative minor forms a model dorian voicing:

C G B F§

Cmaj7§11 1 5 7 211
A-7(13/9) b3 b7 9 13
11for1{357411) E G B  F#
(11) Cmaj7(§11) 5 W
(11) C#-7b5(11) b3 bs b7 11
(13) Rel Gmaj7(6) 6 1 3 7
YE]m(ea) 1 bi 8 9
(dom/alt9) Sub VTEEH’IM@) bo 3 §s  #9
A7(13/9) 5 b7 9 13

11 for 5 {13 6 411} refer to minor7h3
11for3 {156811) C G A F3

(11) Cé(g11) ] 5 6 £11
(9-11-13) E-7b5(b13/11/9; pi3 B8 1 %
(9-11-13) Sub VTEb?(l’h‘ﬁ]U#f)) i S g1l 49

AT(13/£9) g 7 1] 13 (A-7(13))
(dom/alt9) Sub VTF&‘?(QTUQHO) il »2 BB o

CI13(81L) 1 5 13 311

11for1{356§11} E G A 3

(11) Co(811) 3 5 6 $11
(11-13) Ci- 7&5(1713111) R S
(domv/alt9) Sub VTEWﬁ(aI@; b9 3 b5 19

Al13 5 b7 1 f"
(dom/alt9) Sub VTF#? (alt9) b7 b9 49 1
C13(411) 3 5 13 #11
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(i

(11)
(dom/alt9)

11 for 5 {1 b3 b7 11} refer to dom7sus4
I1for3 {1 5 b7 11} refer to dom7sus4
11 for 1 {»3 5 b7 11} refer to minor7§3

minor6(11)
11for5 {1 b3 6 11 } refer to dom?7
11for1{b3 5 1} refer to dom9

Sub VTC?(# 11)

Sub V<—\— Al3(alt9)

minor maj7(11)

11for5 {1 b3 7 11} refer to dom7(§11) {1 5 b7411)
11for3 {1 5 7 11} unigue...no substitutes
11for1 {b3 5 7 11} refer to dom7§5

dom7(311)

11for5 {1 3 »7 $11} refer to dom753

11for3{15b7411})C G B: F¥

1 5 b7 #11
F£7(b9/b5) b5 b9 3 i
G-maj7(11) 11 1 b3 7
; s b7 59 I8
Eb13(49) 13 3 5 49

11for1 {3 5 b7 #11} refer to doem7(h9)

[dom785(¢11)

11for 3 {1 £5 57 #11} refer to dom9
11 for 1 i ;ﬁ b7 ﬁl‘ } refer to dom9

H

major7(6}

6fors5{i 3 6 7; refer to major7(811:
6 for 1 f?. 5 6 7ireferwo mamrﬁ{“

major7>3(6) |

6ior1 {3 5 6 7} refer to dom7sus4

I minor mai7(6) l

6 for 5 {1 b3 6 7} refer to dom7(411)
6for1{b3 5 6 7} refer to dom745
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(13)

(9-11)
(9-11-13)
(9-11-13)
(domy/alt9)

(13
(9-11)

(O-11:
(9-11-13)
{(dom/alt9)

| minor7h5(b 13—|

13 for 5 {1 b3 b? b13) refer to minor745
13 for 1 (b3 b5 b7 L13 } refer to maj6(9)

idom?(lSJ I

13 for 5 {1 13} refer to dom7h5(#9)
13 for 1 {3 7 13} refer to min6(9)

13 for 1 {3 b5 b7 13} refer to dom7(49)

13for3 {1 b3 b7 13} C Gb Bb
Sub V C13b5 1 bs b7
:F;;?(:w' 5) R
G- II}&_]?{IU% 11 7 b3
E-7b5(»13/11/9) b13 9 bS
Sub V Eb7(13/811/49) 13 §9 5
:AIS(alt9) #8913 b9
|dom7sus4(13)|
13for 1 {4 5 b7 13} refer to minor7(9)
13for5 {1 4 b7 13} C F Bb
Cl3sus4 1 Ef i?
Rel G-7(11/9) 11 7 3
:Bbmaﬂ 9 5 I
Eb6(£11/9: ¢ 0 5
Sub V<—Eb7(13/511/9) 3 9 5
:A+,ra1t9 o 85 b9

major7(9/6)

{27 9 6] refer 1o dom7sus4

| minor maji7(9/6)

{b3 6 7 9} refer to dom7(49)

iminor7b3(b13/9)|
{b5 b7 9 b13} refer to dom745
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(9-13}
(9-13)

dom?7(13/9)

{3579 13} refer to maj7h5

{3b7b9 13) refer to dom7(49)

dom7(13/49)
{3 b7 #9 13} E B D}
Sub V<—C13(49) 3 b7 49
iF#lB(#% b7 3 13

dom7(b13) with 9,h9,0r #9

refer to dom725 with 9.b9. or £9

dom?7b5(13) with 9,19, or 9

refer to three tensions as dom?7 with:
(9/§11/13), (b9/411/13), or (§9/811/13)

|dom7b5(b13/9)]

{3 b5 9 b13} refer todom7(9) {1 3 b7 9}
(b5 b7 9 b13) refer to dom7(#5)

'

|dom7b5(b13/b9) |

{3 b5 b9 b13} refer to maj6(9) {1 3 6 9}
{b5 b7 b9 13} refer to min7(43)

dom7b5(b13/49) |

{3 b5 #9 b5} refer to maj7(9} {1 3 7 9}

| dom7sus4(13/9) |

-

| -~ . -
{4 »7 9 13| refer to major7

|dom7susd(13/h9)!

{4 57 b9 13} refer to minor maj7
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major7(§11/9)

{3 7 9 #11} refer to major7h5(9)
{5 7 9 211} refer to major7

major6(§11/9) |

{3 6 9 §11} refer to minor745
{5 6 9 211} refer to dom7sus4(13)

minor maj7(11/9)

(b3 7 9 11} refer to dom7h5(13)

| minor6(11/9) |

(b3 6 9 11} refer to dom7b5(49)
{5 69 11} refer to maj6(9)

minor7(11/9)

(b3 b7 9 11} refer to dom7sus4(13)
{5 b7 9 11} refer to minor7

| minor7:5(11/9) |

(b5 b7 9 11} refer to major745

dom7(311/9)

3 b7 9 £11} refer to dom7h5(9)
{5 »7 9 11} refer to minor maj7

| dom7(£11/59)

3 b7 b9 211} refer to dom7b5(b9)
(5 b7 b9 Z11} refer to dom7(§9)
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(9-11)

(9-11-13;

| dom7(§11/49)
{3 b7 49 £11} referto dom71:5(ﬁ9)

{5 b7 #9 §11) G Bb Di
Sub V—=C7(211/49) 5 b7 89
TF#B(L;; t9 ; 13
Sub V——A7(13/811/b9) 7 9  $11
iEL(ﬁ% 3 5 1
| major7(§11/6)

{3 7 §11 6} refer to major755(6)
{57 11 6} refer to major7(9) {1 3 7 9}

{minor maj7(11/6)

{b3 7 11 6} refer to dom7h5
{5 7 11 6} refer to dom7(9) {1 3 b7 9}

dom7(13/£11)

{3 b7 #11 13} refer to dom7h5(13)
{5 b7 #11 13} refer to minor maj7(9)

minor7535(»13/11)

{b3 F? 11 Bl’% refer to dom7sus4
M b7 1! h13| rafer 1o major7(9

|maj0r'?!’ 13/%11/9)

{7 9 £11 13; refer i0 minor7
{1 9 #11 13} refer to dom7
H 9 £11 13} refer to major6(Z11/9)

5 9 £11 13]refer io major6(£11/9)
iminor maj7(13/11/9)]|
(7 9 1! 13} refer to minor7h5
{1 9 11 13| refer to minor7
{p3 9 1] 1 3} refer 1o minor6(11/9)
{5 9 11 13} refer o minor6(11/9;
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(9-11-13)

(9-11-13)

| minor7b5(513/11/9) |

{1911 |:13 refer to minor 7h5
b3 9 11 pl’%} refer to major 6(§11)
{b5 9 11 b13} refer 1o dom13(bh5)
b7 9 i1 bl3} refer to dom7

dom7(13/$11/9)

9 £11 13} refer to dom?7
9 #11 13} refer to minor7§5
§11 13} refer to dom7sus4(13)

{1
{3
{59

{b7 9 #11 13} referto major7§3

dom7(13/311/69)

{3 59 £11 13} refer to minor7
15 b9 #11 13} refer to dom7h5(}9)
{b7 b9 811 13} refer to dom7(§11/49) {5 b7 £9 411}

{1 b9411 13) C Db Fp A
Sub V—C7(13/411/h9) 1 bo #1113
Tpﬁ(gu 1/49) $1 s 1 o
Sub V—Eb7(13/511/49) = 11
A13(#9) $9 3 i QR
| dom7(13/811/49) |

{149 #11 13} not applicable

{3 49 III 1? refertomajorﬁ(#ll)
(5 40 £11 13} refer to dom13(h5)

{b7 §9 211 13} reter to dom7(13/411/h9)

dom?7alt9)

7 b9 £9} refer to minor6(9) {1 b3
7 b9 49} refer to major6(§11) |
7 b9 £9} refer to dom7

29 9} refer to dom7(¥11) {3 5

U\o\
O

=T 2
ik

3

(8] -g-.l.

b9 £9] refer to minor maﬁf9) { b
b9 £9} refer to aom755(£9)

e, b . i A
P U L — )
th ' th 9 NN

i dom7{£11/alt9)

b7 b9 ",:'9 211} refer to minor?7

3 59 #9 #11] refer o major6(}§11) {3
1569 ﬁ9 #11} refer to major6(311)
5b9 1

5 6§11
{1 5 6 #
£9 §11} refer to dom7(§9) {1 3 b7 §9}
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| dom7(b13/2lt9) |

{3 b9 #9 b13} refer to major7(§11)
{b7 b9 #9 b13} refer to dom7sus4
{159 9 b13) refer to dom13sus4
{5 b9 #9 b13} not applicable

| dom7(13/alt9) |

{1 b9 #9 13] refer to dom13(h5)
{5 b9 29 13} referto dom7h5
{b7 b9 #9 13} refer to dom7(§11) {1 5 b7 §11}

{3 b9 §9 13} E Db D A
(dom/alt9) Sub V- C13(alt9) 3 b9 49 13
F#13(49) b7 5 13 £9 (F§-13)
|T:iom7(alt9!alt5) l

{b9 #9 b5 §5} refer to dom7sus4

dom?7(13/£11/alt9)
{b9 #9 E11 13} refer to minor7b5

jt
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Chapter Fifteen.
Additional Enharmonic Chordal Substitutions

Up to this point, our enharmonic chordal substitutions have been produced by tension additions. dorninant Sub V
chords. and relative major and minor chords. By relaxing some of the rules established through the tension addition
chapters, additional chordal substitution po&‘s;blhucs can be added 10 our previousiy established voicings. Though
some of these substitutions will produce “incomplete” voicings. they might prove more effective in certain situations
than a more complete cnord voicing.

Along with these incompiete voicings. two additiona] voicing types that were previously omitted will be examined;
dommant 7th chords with a natural Sm and tension b 13. though its Sub V w iil not be examined, and tensions 9 &
11 on a min745 chord.

At the end of this chapter the “incomplete™ Sub V chords that were produced by their Sub V relation to the dominant
cnords presented in the tension addition chapters will be displayed.

& E Gb B
Cmaj7h - '| 3 b5 9
E9(p13) G ¢ 5
Bsus4(b9) b9 4 5 1
major 745

G E Gt B
Cmaj7(§5) ! §3 7
E7(b13) })13 1 3 5
B13sus4(h9) b9 4 13 I

i minor 7 [

e Z 5 = B
e-7 1 b3 5 b7
G-7#5(11) 1 S b3
Bh7sus4(13/9; 4 12 ! {Bb-m4j7{13/11/9)]
| Gom745 |

C E G: B»
C745 I 3 s b7
Ep 13sussi by 13 b 4 3




C7bh5
Bb9(alts)
E9(alt5)

major7(9)

Cmaj9
E7(b13)

minor maj7(9)

Sub V D13(b9)
N AbT(E11/E9)
A-Tb5

C-9
Sub V D7(b9/45)
Y.»ﬂxbgv(#l#l)

!

]

major6(9)

C6(9)
E-7#5(11)

E minor6(9) l

C-6(9)

Sub VTD?{bQ) _
Ab7($11/b9)
Ebmaj7h5(6)

C7(b9)
Bb-7b5(9)

]

D

h
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b Ty
Py

a2

)

WTR ~ i
~]

N~
(%)

LIS T o W
~]

. - e

L

tr

bt T
1

o pam - e e
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b7
45
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b7

1 (Bb-7b5(513/9))
b5 (E-7b5(b 13/9))

9

811

1

D
9

I
811 (Ab(#11/9))




Rejative

Sub 'V

dom7(39)

C7(%9)
Ab7(513/9)
Bb-7b5(11/9)

| dom755(49)

C7(£9/h53)
Ab9(b13)

major 7(#11)}

Cmaj7(§11)
B7(513/59);

Cmaj7(§11)
F#7sus4(h9)

| major 6(£11) |

Cé(#11)
G-mai7(11/9)
B7(»13/b9)

Celail)
Em(il/9)
Gmaj7(9/6)

minor maj7(11) |

C-maj7(11)
E7(b13/alt9)
A-7%5(9)
~— B7(h9/alt5)
SN FO(411)

L¥S]

e

T
et
8]

lad —

(7 e T,
0

=1

(98]

=~ e S
TJ| —

Gb
3

b7
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-
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yadk
£

D
$9

11

D3

$9

8
0 (E-755(11/9))
7 (G-maj7(9/6))

(Fek11/9))




[dom7($11)]

C 6 B F§
C7(§11) 1 5 b7 #11
E-7b5(b13/9) b13 b3 5 9

E G Bo F#
C7(£11) 3 5 b7 $11
E-765(9) i b3 b5 9
fdom?b 5(13) |

C Gh Bb A
C13(h5) 1 b3 b7 13
D7(h13) b7 biz 5

| dom7sus4 (13)|

c F Bb A
Ci3susd I 4 b7 . 13
D7(b13/49) b7 §4F B3, 5
dom7(13/49)

E B, Df A

Sub V <—CI3(39) b7 - 49 13
F413(49) b S 13 #9
Sub V TEW(;H 1/69) b9 5 1 11

AT(E11/69) 5 bo #1111

aom7(12/£11/59) .

C Dy Fz A

C7(13/411/69) | b9 811 13
F7(13/p9) 5 b1z be
dom7(13/alt9) !
' E D D: A
C13(alt9) 3 b9 29 13
E-maj7(:1/6) 1 & 7 11
Db-7§¢5(9) Al 9 £5
Sub V Eb7(59/b5) p9 P ! b5
:A?(#lll 5 3 811 1 (A(§11))




Incomplete Sub V Chords

This is a list of the dominant Substitute V chords that were introduced in the tension chapters by only their Sub V
relation and not by tension additions. Some of these voicings appear quite incomplete and might not prove very
useful in dominant situations. The list will be in order of the Sub V’s appearance through the tension chapters and
will include the original dominant chords that produced the Sub V chords and the original chords that introduced
the voicings.

Sub V Chord Original Dom Chord Original Chord
1 C7(alt5) {1 3 b5 #5) F9(b5) {1 b5 b7 9} Ab+7
2 C7b5(b9) {1 3 b5 b9} F7(411) {1 5 b7411) FE7(§11)
3 C755(9) {1 3 b5 9} F+7(311) {145 b7411} D9 {1 3 b7 9}
4 C7h5(49) {1 3 b5 §9) F#13(b5) {1 b5 b7 13} FE13(h5)
5 Co(45) {1 3 #5 9) FE7b5(b13/9) (b5 b7 9 b13) E+7
6 Co(s) {145 b7 9} FE7b5(b13/9) {3 b5 9 b13} Bb9 {13 b7 9)
7 C9 {13509) FR7b5(b13/69) (b5 b7 b9 b13} | E-7(45)
8 C9 {1 557 9} FR7b5(b13/b9) {3 b5 b9 b13) Bb6(9) {13 6 9}
9 C7(13/9) {1b7 913} F7b5(b13/89) {3 b5 #9 b13} | Bbmaj9 {13 79}
10 | C+7(b9) {1 3 £5 b9} FE7(9/811) {5 b7 9 §11} Db-maj7
11| C769) {13559} FR7(b9rE11){5 b7 b9 §11} AT(49) {3 5 b749)
12 | c1339) {1 3 b9 13} F7(#9/411) (5 b7 $9411) FE7($9/411)
13 | C7(45/49) {1 3 §5 #9} FE7(9/411/13) (b7 9411 13} Emaj745
14 | CIH5/49) {1 b7 §549) F§7(9/411/13) {3 9411 13} C-7(45)
15 C7($9/alt5) {1 b5 #5 £9) F47(9/811/13) {1 9§11 13} Ab7
16 | C7(49) {1 5 b7§9) Fi7(b9/811/13) {3 b9 $11 13) c-7
17 C7(§11/49) {1 5 #9411} F§7(h9/§11/13) {1 b9 11 13} FR7(bo/g11/13)
18 | C749) {13 549} F7(b9/811/13) (b7 b9 #1113} | AT(E11/49) {5h7H9411)
19 | CI13(49) {1 349 13} Fg7(89/811/13) {b7 49 #11 13} Eb7(b9/§11/13) {1b9 411 13}
20 | Cl13¢#9) {1 b7#9 131 Fi7(h9/811/13) (349411 13) | Bhein) {15 6411]
21 | C13(b9) {3 5 b9 13) F§7(alt9) {5 b7 b9 9} A7
22 | CI3(#11) {3 581113} FR7¢alt9) {1 b7 b9 §9) C6(B11) {3 5 6411}
23 | c13(b9) {5b7 59 13) - FR7(ah9) {3 5 ho#9} Eb7(811) {3 5 b7H11}
24 | CI3 {135 13} | F47(ak9/11) (b7 b9 49 #11) A-7/C6
25 | €13 {1 55713} | F¥76altord 1) {3 ho 4o #11) Eb6(£11) (3 5 6411}
26 | CI13(#11) {1 581113} Fi7(alt9/311) {1 b9 #9 #11} C6(f11) {1 5 6411}
27 | C13(b9) {1 5b9 13} FR7(alto/g11) {5 b9 #9 §11) AT(H9) {1 3 57 §9}
28 | C7(13/9) {5b7 913} F#7(al:9/b13) {3 b9 49 b12; Ebmaj7(811) {3 5 7411}
29 | C7(13/9){3 5 9 13} F#7(alt9/p13) (b7 b9 B9 b13) ATsus4
30 | C7(13/49) {3 549 13) F£13(alt9) {b7 b9 #9 13} AT(#11) {1 5 b7811}
31 | C7(13/49) (5 b749 13} F£13(alt9) {3 b9 #9 13} Fi13(alt9)
32 | C7(13/9) {1 5 9 13} F#7(alt9/alt5) {b5 £5 b9 49 D7sus4
33 | C7(13/89) {1 5 #9 13} | Fh13aleozg11) {49 B1113) | A7TbS

All of these Sub V chords can be foundina II- V - [ situation placed under the original dominants.
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Chapter Sixteen.
Relative Major-Minor

In this chapter both the relative major to minor (and vice-versa) and the relative minor to minor 7b5 (and vice-versa)
will be examined:

C major to A minor (A minor to C major)
C minor to A minor7b5 (A minor 7b5 to C minor)

The following chord types with tension additions will be explored:

1) major 7/major 7535 and major 6/major 65 relative to minor:
Cmaj7/Cmaj7h5 and C6/C6b 5 relative to A minor.

The relative minor of major chords containing natural 5th and #l 1 form a “dorian™ minor (b7 & 13) which
will be examined in a later section.

2) minor 7 relative to major: C-7 relative to Eb major.

3) minor 6 relative to both major and minor 755: C-6 relative to Ei;major and A-7b5.
4) minor 7b3 relative to minor; C-755 relative to Eb minor.

5) minor maj7 relative to minor 7b5: C-maj7 relative to A-7h3.

With the exception of the drop 2 C-maj7(9), which is relative to ELmajT#S, the minor(maj7) chords’ relation to
major chords will be avoided, since the majority of these chords would produce tensions on a major 7#5 chord.

Those relative chords that were not displayed in the tension chapters will receive asterisks and an example of a II-
V-I situation at the end of this chapter. Chords are listed as they were introduced in this text. Some of the relative
voicings are so incomplete that they can have more than one function in relation to the root of the chord. When this
happens, the additional function will be listed in parentheses.

Four-part 7th & 6th Cnords (Drop 2):

O i ocsicronvsns relative to....... A-T7(9)

(@ 077 75 3 R e = TN ... A-6(9)

CIAITES. it s A-maj7(9)

' 0 RN e . A-7

Col Ao = et Eb6
C-6.nveevcmmrcnnncermsecsasesnnseenenees EDOb S O Eb6(311) and A-7h5
ETBATT. sl enn iyt AT B ()

et TR | S S B Eb-6
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Original
Voicing

E-7/G6

D6(9) {13 69}
Ab7b5(49)

(A7sus4)
Bbmaj9h5s

Ebmaj7

Ebmaj7b5

Ebmaj7$5

Ep-maj7
D+7

Tension 9

Cmaj9;

C6(9);

C-709);

C-6(9);

C-maj7(9};

C-765(9;

drop2 {3 5 7 9} relative to A-7(11/9) {5 b7 9 11} (A9sus4)
{1 3 7 9} relative to Am(11/9) {b3 5 9 11} *

3 b5 7 9} relative to A-6(11/9) {5 6 9 11} (A7sus4(9/13))

drop
b5 7 9} relative to A-6(11/9) {b3 6 9 11}

KR
~ =

drop 2 {3 5 6 9} relativeto A-7(11) {1 5 b7 11} (A7sus4)
{1 3 6 9} relarive to Am(i1) {1 b3 511} *

drop 2 (b3 5 b7 9} relativeto Ebmaj7 {1 3 5 7)
(1 E3 b7 9} relative to Ebmaj7(6) {1 5 6 7) *

drop 2 {p3 5 6 9] relative to Ebmaj7p5 {1 3 b5 7}
_ relative to A-7b5(11) {1 b5 b7 11)
{1 b3 6 9} relarive to Ebmaj7b5(6) {1 b5 6 7} *
relative to A-7b5(11) {1 b3 b5 11} *

drop 2 {b3 5 7 9} relative to Ebmaj745
relative to A-7b5(11/9) {b5 b7 9 11}
7 9} relarive to A-765(11/9) {53 b3 9 11! =

e
% 1

rq |}
H )

drop 2 (b3 b5 b7 9} relarive to Eb-mai7 {1 b3 5 7
{1 b5 b7 9} relative to Eb-maj7(6) {b3 5 6 7)

119




Original
Voicing

CTsus4
F7sus4
G—?(#S)

A-7(85)
F9{13b79}

E7

G+7
F7($11)
{15p7811)

Gbmaj7b5
Bmaj7(§11)

Tension 11

Cmaj7(§11);

Co(f11);

C-7(11);

C-6(11):

C-maj7(11):

C-7b5(11);

11 for 5 = Cmaj7b5 under Four-part 7th & 6th Chords
#11 and 5 not applicable

11 for 5 = C6b5

C6b5 relative to A-6
811 and 5 not applicable

5 b7 11} refative to Eb6(9) {3 5 6 9)
b3 b7 11} relarive to Eb6(9) {1 5 6 9} *
35

{1
{1
{b3 5 b7 11} relative to Eb(add9) {1 g} =

{1 56 11} relative to Eb6(9/811) {3 b5 6 9}
relative to A-7(§5) {1 b3 #5 b7}
(b3 5 6 11} relative to Eb(9/b5) {13 b5 9} *
relative to A-7b5(b13) {1 L: b13 b7) *
1 b3 6 11} relative roEL(QfﬂllfB) {1 b5 6 9)
relative to A-7b5(h13) {1 b3 b5 b13} *

{15 7 11} relative to A- ?i)@) {b3 25 b79) *

h3 5 7 11} re!czmetoA 7 w(ng; b5 B5 b7 } (A9(alt5))
(1 +3 7 1} relanve 1o A-7p5(» 13/9) {b3 b5 25 é.*'

(155 b7 11} relarive 10 Eb-6(9) {Bo : }

{53 bsb7 113 reiative 1o Ebm(9) {1 b3 5 9} =
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Original

H

Voicing . Tension 13
. Cmaj7(6)
Fmaj7(£11) {13 6 7} relanive 1o A-(add9) {1p3 5 9} *
G6(9) {1369) (356 7} relativeto A-9 11 5 57 9} (A9)
| Cmaj7b5(6)
B7sus4 {3 b5 6 7} relative to A-6(9) {1 5 6 9} * refer to maj6(9) {1569}
C-maj7(6)
F7(811) [1b3 6 7} relative ro A-Tp5(9) {153 L5
B+7 (b3 56 7] relative 1o A-755(9) { i b5 b7 9
C-7b5(b13)
C-7(#5) {1b3 £5 b7} relative 1o Eb-6(11) {15 6 11} (Eb13sus4’
Gh6(9) {1369} {b3 b585 b7} relative to Ebm(11) {1h3 5 11} *
Tension 9 &13 |
Cmaj7(13/9)
E7sus4 {3 7 9 6} relative to A-T(11/9) {1 5 9 11} (AYsusd; #
| Cmaj7b5(13/9)
| rerer to Cmaj7(13/511/9) under Tensions 9. 11. & 13
C-maj7(6/b
B?(*‘9; bw 7 9 6} relative to A-7b5(11/9) I1 b5 9 11} =
L3 p7#93
C-755(513/9)
Bb+7 b5 57 9 b13} relative to Eb-mai7{11) {2 5 7 11]




Original

Voicing

(FE-7(#5))

F13sus4
Bp6/G-7

B7b5(49)

F6(9) {1 3 6 9}

o
i
L
—
h

Gbmai7§5

F7b5
G9 {13h79)

Gpmaj9 {1379}
Bb57susd

Tension 9 &11

Cmaj7(411/9)

C6(#11/9)

C-7(11/9)

C-6(11/9)

C-maj7(11/9;

C-7h5(11/9)

Tension 11&13

C-maj7(11/6)

C-7b5(b13/11}

£11 for 5 = Cmaj% 5 under Tension 9
gll with 5 not applicable

(#11 for 5= C6b5(9))

{3 b5 6 9} relativero A-6(11) {1 5 6 11} (Al3susd)
{1 b5 6 9} under Tensions 9, 11, & 13

{b3 b7 9 11} relative to Ebmaj9 {1
15 b7 9 11 } relative to Ebmaj9 {3

th W
P e |

{1 6 9 11} refer to C-maj7(13/11/9)

{b3 6 9 11} relative mE[fmaj%s {1b5 7
relative to A-7b5(b13/11) {1 b5 §5

{5 6 9 11} relative to Ebmajob5 {3 b5 7
relative to A-T§5(11) {1 5 b7 11)

9)
11}#
9}

b3 7 9 11} relative to A-7h5(b13/11/9) {55 9 11 b13)

{b5 b7 9 11} reiative to Eb-maj9 (b3 5 7 9}

(p3 7 6 11} relative to A-Tb5(b13/9) {1b5 §5 9} *
{57 6 11} relative to A-7$5(9) {1 £5 b7 9)

{b5 b7 11 b13} relative to Ebm(11/9) {b3 5 9 11} *
{b3 b7 11 b13} refative 10 Epm(11/9) {1 5 9 11} (Ebsus4(9)) *
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Original
Voicing | Tensions 9. 11, &13
Cmaj7(13/411/9)
3 0 :11 13} is not applicable
B-7 {7 9 11 13} relative to A-6(11/9) {16 9 11!
D7 {19211 13} relative to A-6(11) {1 b3 6 11}
{3 9 311 13 } under Tension 9 & 11 as Co(#11/9)
C-maj7(13/11/9)
B-7b5/D-6 {7 9 11 13} relative to A-7#5(11/9) {185 (b13) 9 11}
B-7 {1 9 11 13 } relanive to A-7T45(11) {1 b3 :5 Tl &
relative to Epmaj7(13/811/9) {7 9 §11 13
C-Th5(h13/11/9)
Apl3ibd {2 G 11 »13] relgrive to Ep-maj7(11/9) b3 79 111

The new relative chords that have been discovered, (and received asterisks). will now be displayed in various II V
Iexamples. These chords will be grouped into three different categories: major. minor. and minor75 5. The relative
cherd or chords will be listed as well as the original chord to first introduce that voicing.

The following is an organized list of the relative chords that will be examined. showing the order in which they will
appear and any multiple Tuncuons they nught nave.

MAJOR Functions

! major (add9) {1385 9; dom7(9) / maj7(5)

2 majorb3 (add9) {1 3b59) domi7b5(9) / maj7h5(9)

3 maj7 (9 (L5 7 8 maj7(2) / min. majvie

4 majo(9) [1 36 94 majb(9) / min6(9)

5 maj7(6) {1 506 7 mai7(6) / min. maj7(6)

6 maj?'gf(_é‘; {1 b 6 7 mai755(6) only

7 maj7(6/9) {1 67 G maj7(6/9) / min. maj7(6/9}

MINCR Functions

| minoriaddS i1 b3 5 9l min7(9) / mn. ma17(9) / minH(9)

7 minor(addl 1) {1 b3 5 1) min7(1 D/min. mai7(11)/mind(11)

3 minor(9/11) {35 9 11) min7(9/11)/min.maj7(9/11 ymin6(9/11)
4 minor(9/11} {1 50 41} same as above plus domYsus

5 minor(9/11) {1330 11) min7(9/11)/min.maj7¢9/11 ymin6(9/1 1>
6 minor 7(9) {1357 9 min7{(9) / dom7(9)

fi min.maj7(9/11) B F2 s min.maj7(%/1 Donly

8 min.maj7(6/11) {1 &7 11} min.maj7(6/1 1)only




MINOR 7b5 Functions

1 min7h5(9) {1 b3 b5 9) min7h5(9) only

2 min7h5(11) {15355 11} min7b5(11) only

3 min7b5(9/11) (1 b59 11} min7h5(9/11) only

4 min7h5(9/11) b3 b5 9 11} min7h5(9/11) only

5 min7b5(b13) {1b5b7 b13) min7b5(b 13)/dom7(alt5)

6 min7p5(b13) {15b3b5b13) min7h5(b13) / dom7(39/alt5)
7 min7b5(513/9) b3 b7 9 h13} min7h5¢h13/9)only

8 min7h5(h13/9) b3 b5 9 b13} min7b35(b13/9)only

9 min7h5(h13/9) {1b59bh13) min7h5(b13/9)/ dom9(alt5)
10 min7h5(b13/9) (157 9 b13} min7b5(b13/9)/ dom9+

11 min7h5(b13/9) {1 b3 9b13} min7bh35(b13/9)only

12 min7b5(p13/11) {155 11 b13) min7h5(¢b13/11)only

13 min7b5(b13/11) {1b7 11 b13} min7h5(b13/11)only

14  min7h5(b13/11) {1 b3 11 b13} min7h5(b13/1 1)only

major(add9) 1 3 5 9}

C(add9) relative to A-7(11) (b3 5 b7 11}
original chord E—?# 5

Avoiding tension 9 on the 5th string leaves three applicable inversions:

9 1 5
5 3 2,
3 9 1
1 5 3

G-7(11) C7(b9/alts) F(add9) C-9 F7b¢  Bb{add9) C-7(11) FU(59/alt5) Bsr(add9)

/el vk O Q © PO o Lo &

i F I et g Sl P 18y 0 e
r PP 4, 7= T} T noo iy V=]
s VY - [8] v | |l
\ASE) 5 8] Ty u) —

e (9] s Y (8]

| major b5(add9) | {1 3b59)

C(9/h3) relative to A-6(11) (b2 5 6 11}
original chord D9 {1 3 b7 9}

Avoiding tension 9 on the 5th string leaves three applicable inversions:

bs 9 1

9 hs 3

] 3 9

3 1 b3
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D-7(11/9) Db(9/b5) C(add9) A-7(11) D7(13) G(9/b5)

B-7(11) Bb(9/65) A(add9)

e b8 L0 E s 4
| T
F 8] A 21 @ ac 8 s 718 =4 e e P 0]
£ 'H;V e 51' ";( = or ey
\.'j-’ [ %] [%] P Fad ¥ (%] 1 _[I!x(.) re o

1579)

Cmaj7(9) relative to A-7(11/9) {b3 b7 9 11}
original chord D13sus4 {1 4 b7 13}

Avoiding tension 9 on 5th string leaves only one applicable inversion:

E-7(11) AT{#5/49) Dmaj9
G - & _||__'_&‘
s °f 2t
e T 2

]maj6(9) {1 569} (min6(9))

—_ L~ D

C6(9) relative to A-7(11) {1 b3 b7 11} ; C-6(9) relative to Ebmaj7b5(6) (3 b5 6 7)

original chord D7sus4

Avoiding tension 9 on the 5Sth string leaves three applicable inversions:

6 1 9
9 5 6
1 9 5
3 6 I
D-9  G7(45/b9) C6(9) B-9  ET(#5/bS) A6(9) A-7(9/11) Ab7 G6(9)
= = = = i s = 3 = -
e - o 8 C
N3 e 1 Ty | - il
U e 7
'maj7(5)| {1567
Cmaj7(6) relative to A-9 {1 b3 b7 9}
eriginal chord A-S
There is one applicabie inversion: 7
e < C711)  F7(altd)  Brmaj7(6)
! Ot g mis \
6 #?s e e =
AR iy o = i
= :
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maj755(6) {1b56 7)

Cmaj7h5(6) relative to A-6(9) {1 b3 6 9)
original chord A-6(9)

I i icable inversion: 7 . y :
There is one applicable inversion s C.9 F7(alt))  BbmajTb5(6)
1 A o | ey Baa
L& &Yy LAY 1
6 o= 18] - }
A3 T 8) < i
e

1679

Cmaj7(6/9) relative to A-(11/9) {1 b3 9 11}
original chord F6(§11) {3 5 6 #11}

There are two applicable inversions: 9 ]
7 7
6 9
! 6
F£-7(11) B7(:9/alt5) Emaj7(6/9)  E9sus4 E7(alt9/p5) Amaj7(6/9)
n_© L ' én ¥ bese- le =4
[%] Ly [ b= [ ool "
—_f; o -9 =T © O —— 5O
\3} :"Tl) j*L 8] F=Y o iy -|:u|' (%]

*Note: The above E9sus4 voicing is introduced in the New Voicings chapter.

Iminor{'add9j| {1 b3 59)

Cm(add9) relative to A-7b5(11) {b3 b5 b7 11} and Epmaj7(6) {1 3 6 7}

original chord Abmai7(£11) {3 7 7 §11
There are three applicable inversions: »3 9 5
9 3 9
5 b3 1
i 1 b3

G-Tb5 C7(13/£11/b9) Fm(addd) A-7p5(11) D7(£11/59) Gmiadd9) E-7>5 AT7(alt5) Dmiadd9)

a P E= S Dege> o | = 22 = -
¥4 [9] i TITES Lo 1t IRsin] e P ]
i by %) |~H U] % =4 L6 | sl % ] [
| Tl 11 1 i) -2 1} ik
S;J],J JL [ %] Ellx 1 b ] e il (%] &1
(F'%$-7) (F+7)
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| minor(add11) | {1b3 5 11}

Cm(add11) relative to Eb6(9) {1 3 6 9} and A-7b5(b13) (b3 b5 b7 b13)
original chord EEﬁ{Q}

There are four applicable inversions: 11 5 »3 !
i b3 3 11
> 1 11 p3
B3 15 | 3
. F#-7(45, B13(S: Em(11) D-755(11) G7b9 Cm(1i)
o TP 10 2 (9 be- | ey
j’ S i S = — H
= e (8] | TR b4 1.0 8]
\:Ju Py :.U.'“ s (W) [ 93
(G47)
A-T55(b13) D7b8 Gm(11) B-705(b13) E13(59 Am(11)
£l =2 s C Ry <
—y e pe—r e et
:@J [ ni < =5 = P
> a (C4#7)

[minor(11/9)] (b3 5 9 11}

Cm(11/9) relative to Ebmaj9 {1 3 7 9} and A-7b5(b13/11) {b5 b7 11 b13}

original chord Ebmaj9
There are two applicable inversions: 11 5
9 b3
5 9
b3 11

Fe-7565(11) B7(13/£11/69) Em(11/9) D-75  G7(>9/alts) Cm(11/9)

A #er Ts e e L e <
e e B3 et T =99 = 7R =
£ (8] b T = ! e i

[ . [ @] L bt I

AR _I'EI.() = =3 [8] [ ]

: 3]

- [minor(_ll:’ﬁ‘)} (LS9 11}

' Cm(11/9) relative to Ebmai7(6/9) {36 7 9} and A-7b5(b13/11) (b3 b7 11 b13)
original chord Gisus

Avoiding tension 9 on the 5th string leaves three appiicable inversions:

! ad
11 5 9
G 11 i
. 5 1 11
Am(9/11) D7(k9) G6(9! Gm(8/11) C7(z%/alt5) Fmaj? C-7(11/9) F7(altd) Bomai7(6/9!
g A O . - < | e e o) | £y 24
== 8] = 1 ) nty T ey © .
2 e & B o5 Tty : e 8 (8] T
. Ah—m & — PE 3 3 pe Cas f
= i (Ab7) * (ApT)
- 1237
—_——




39 11)

Cm(11/9) relative to Ebmaj7(6/9) {1 6 7 9}
original chord Alvﬁ(ﬁll) P3.506 #II}

There are two applicable inversions: 11 b3
9 L
I 11
23, M1
Dm(11/9) G7(alt5) C(add9) Em(11/9) A7(alt5) D(add9)
Ao =iy (8] PN PN g £ o
=t et T s = T 8=
{?RU — —~ (8] i §F [®]
) = =S 56 -

*Note: The above A7(alt5) and D(add9) voicings are introduced in the New Voicings chapter.

min7(9) | {15b7 9}

C-9 relative to Ebmaj7(6) {3 5 6 7}
original chord Bp6(9) {1 3 6 9}

Avoiding tension 9 on the 5th string leaves three applicable inversions:

1 9 b7
5 b7 9
9 5 ]
h7 1 5
A9 A7 G6(9) F-¢ ES Ebmaj7 C-9 B7 Bomaj7
H & | e o - W) B o 0 e o
v T P TS C-d g
P = [ B ] haed IR ] o =
EEe e e s i—o
t) e b=
min. maj7(9/11) | {179 11})

C-maj7(9/11) relative to A-7b5(b13/11/9) {52 9 11 h13)
original chord F6(§11) {1 5 6 £11]

Avoiding tension 9 on the 5th string leaves only one applicable inversion: 9
7
11
G-755(9) C7(29/45) F-maj7(9/11) :
- e Lo
M1y 7 © ] 1 S4Y |
fatr i Bk |
LA [ @] [EP=y [ i
o g
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|min. maj7(6/11)| {1 6 7 11)

C-maj7(6/11) relative to A-7b5(b13/9) {1 b3 9 bi3)
original chord Ab13(alt9) {3 b9 #9 13}

There 1s only one applicable inversion: 7 B-7b5(>13/11) E7(alt9) A-maj7(6/11)

11

1 A0 o 4o
" — e TS

6 [ o N Ly P BTN B)
S—(y (8] RO

¥ (Fmaj9) (F-6(9))

(1135 9

2 7L5(9) relative to Eb- -maj7(6) {1h3 67}
original chord AbT(§11) {3 5 b7 411)

There is only one applicable inversion: E G-755(9) C7(¢5/b9) Fm(add9)
5 |
L3 = l o
L Imre vis:
i L = [ 8]
L)

{1b3 b5 11}

C-7b5(11) relative to Eb-6(9) {1b3 69}
original chord Eb-6(9)

There is only one applicable inversion: 11 £-755(11) B7(13/£11/b9) Em(11/9)
1: A .'s-!:-.’- Mada £5
= =
[5.‘.‘, f=—0h o b

- A1 ko W i
e i

|min755(11/9) | (1 b5 9 11}

C-755(11/9) relative to Eb-maj7(6/9) {3 5 7 §j
original chord D7(§9) (1 3 57 £9)

There is only one available inversion, and unfortunately this one has tension 9 on the 5th string:

11
ih
b5
9

min753(11/9) {»3 b5 9 11}

C-755(11/9) relative to Ep-maj9 {1b3 7 9]
original chord Eb-maj®

There is only one applicable inversion: 11 E-T:5(11/9)  AT(#5/69) D-6(9)
9 58 L& =
L5 Iﬁ_.:‘: b 4 3 e ""IE _.._}1
po G ——o = . ,
b3 O ‘
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[ min7b5(513) | {1b557 b13}

C-7h5(b13) relative to Eb-6(11) {b3 5 6 11}
original chord A9 {1 3 b7 9}

There are four applicable inversions: B bs  b13
550 %130 5T 1}
1 bs b1z b7
b1 b7 1 b3
A-7b5(:13) D7(alt5/49) G-6(9) E-T(alt5) AT(#5/49) D-6
A Lo qu'ﬁ' Ia'e- o =
IE8) L T /M B ) &) s 2
%o 28 '8 == 1B
e * C e
E-7b5(b13) A7(alt5/alt9) D6(9) D-755(>13) G7(85/29) Cmaj7(6)
A ho b e o 23 L
— /B & ) L8] TF — &Y -1 8]
o = - e 28 £
~
rrat ol A . P x
| min7b5(513) | {153 b5b13]
C-7b5(h 13) relative to Eb-6(11) {1b3 6 11}
original chord Ab7
There are four applicable inversions: b1z 1 bs b3
b3 bs 1 b13
1 b3 b1z b5
b5 = b13 b3 1
A-Tp5(>13)  Ab7 G-6 B-755(b13) E7(#5/59) A-6(9)
A e bXe% o = o
s T8 ok 8=
%, ,}3 P e o
D-7b5(b13) G7b5 C-6(11) E-7v5(b183) A13(%9)  Dm(11)
! e o = e —H6 (s
= (F7) (F:T)  (F6(9))
| min7b5(b13/9)| {b3h7 9 b13} (min785(9))

C-7b5(b 13/9) relative to Eb-maj7(11) {1 5 7 11}
original chord Ep-n...,7(11)

There are three applicable inversions: Q P o
b13 b3 9
b3 9 7
b7 b13 b3
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A-T£5(9) D?(ﬂSHﬁQl G-6(9) B-9#5 E7(25/59) A-9 D-7#5(9)G7(35/59) C-maj9

pn o o © < Zo e e re o
> L F2os e ot 1 2 = -'
fo—= 78 T = 24 =t — '
L5 e o e iy P [ S ] e
| min755(b13/9) : {23 b5 9 b13)

C-7b5(» 13/9) reiative to Eo-mai7(11} {1 b3 7 11}
original chord Ab7(§11) 11 5 57 §11)

There are two applicabie inversions: 53 9
< b3
p13 b3
¥ 2
E-7b5(513/9) A+7 D(9/55) A-7>5(»13/9) D7(45/£9)  G-6(9)
p P2 5 Al o Wirs e
g=e s ot g = m e g
o G S i S =% B S e,
@)
| min755(513/9) | 1 b5 9513

C-7b5(b 13/9) relative to E»-maj7(6/11) {b3 7 6 11}
original chord Ab7b5/ D7b5

Note: Since the original chord mirrors the same chord a tritone away, it applies to any substitution chords of the
original chord:

D7b5
A-maj7(6/11)
F#-7b5(b13/9)

Ab7b5
Eb-maj7(6/11)
C-755(b13/9)

mmn

Avoiding tension Y on the 3th sring ieaves three applicabig mnversions:

1 b13 9
b5 ¢ b13
n,- ; b3
b13 b5 1
A-755(>13/9) D7 G605 A-T550:13/8, D70 G-€ A-Tp57413/2) DT(v5) GmaiTsd
o © e - e o & = -
2= gL = = e =1
_@ ©r = 5 |i o 5 R (%] !
S & e — pum =
|
! i - -
| min7h5(>13/9) | (1 b7 9 513} (min9#5)

C-7b5(h 13/9) relative to Eb-maj7(11/6) {5 7 6 11}

original chord BbS {1 3 57 9}

Avoiding tension 9 on the Sth strinz ieaves three applicable inversions:

1 4 p7

p13 b7 9

g bl3 I

L7 1 th— v
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A-745(9) D7(altb/£9) G-6(9) E-745(9) A7(alt5/b9) Dmaj9 D-745(9) G7(b9) Cmaj9
e ,bﬁ ”’?; fo— ke Y83 ,,_‘?’,‘ = =
E 5 > V=Y I [ 8 .od IWPEY 8] br 8 ) B
Fon b= z 5 [T TRy |24
=3 1‘3‘_ © e o
(G9) (Gbmaj9)
| min7b5(b13/9) | {1539 b13) (min7§509))
C-7b5(b 13/9) relative to Eb-maj7(11/6) {16 7 11}
original chord B13(alt9) {3 b9 £9 13}
There 1s only one applicable inversion: E *.785(9) F9 E6(9)
13 _
bi —fpfe kg do
1 e
| min7)5(b13/11) | {155 11 b13)

C- ?[75(171 3/11) relative to Eb- 6(11/9) {o% 69 11}
original chord D?ba(ﬂQ}/Ah 13

There are two applicable inversions: p13 1

11 b5
I 11
b5  b13
ier A-755(>13/11)
SRR D7(#5/49) G-maj7
O 10 © [ © e P
B - o S 8
RGBS 70 = o
| min7bh5(513/11)| (1 b7 11 b13} (min7§5(11))

C-7b5(p13/11; relatve to Ep-6(11/9) 15 6 9 11
original chord Ab6(9) {1 3 6 9}

Avoiding tension i1 on the 5th string leaves three applicable inversions:

i 13
11 b1z b7
1 p3
b2 b7 !
A-T35(11) D7(811/69) G-6(9) G-745(11) C7{>13/£9) F-6(9) E-725(11) AT7(alt5/b9) D6(9)
_f_'- (8] |26y !__G | € e © F=% ﬂ.e. = S
el e s e ——on
”%-‘ —8 ig_ —© | £ & —C e PN PN T'J.i.n
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| min7h5(h13/11) | {1h3 11 b13} (min745(11))

C-7b5(b 13/11) relative to Eb-maj7(13/11/9) {1 9 11 13} or Eb-6(11/9) {1 6 9 11}
original chord F-7

Avoiding tension 11 on the 5th string leaves three appiicable inversions:

1 L3 11

B hEs

b3 11 b13

b13 b3
A-T#5(11) D7(G:9)  GB(9) G-7¢5(11) Gb7 Fmaj7  E-7#5(11) Eb7 D-6(9)
;e £ <= o DEx - < |9-‘1 =
I (J{} ) H’)ér;: T 4= S 10}
& ——————§8 s e
et : = =
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Chapter Seventeen.
Additional Substitutions 1n [I-V-I Examples

After removing all of the chords that were examined in the Relative Major-Minor chapter, only dominant type
chords remain in the Additional Enharmonic Chordal Substitutions chapter. These can be organized into three

different groups:

1} Dominant chords with b 13 and natural 5 (no Sub V’s).
2) Dominant sus4 chords with b9 (no Sub V’s).
3) Remazining dominant chords (including Sub V's).

The dom7sus4(13/9){1 4 9 13} voicing (original chord min7/maj6) will be omitted, due to the ambiguity produced
by forming a complete 16 chord in relation to the V7sus4(13/9) chord: C7sus4(13/9) = F6.

j dom7(h13) |

{1355)h13} C7(h13) = Abmaj7§5
There are three applicable inversions: 3 5 i
b13 i 5
5 biz 3
1 3 b13
Gm(11) C7(13) F(9/b5) F-7(11) Bb7(b13) Ebmaj9 D-7  G7(13) Cmaj9
H_ o o O | pax s b‘f—"'; < A %
Vi iy a‘)i - 11 = T}d.‘l :v:ﬂ_!
{es—oS 78 TR 7 8] 56 Fo e S —
L AT b e [ %] i el (%] L= o
8] o
{15 b7 513} C7(h13} = Abmaj9 {1 3 7 9)
There are two applicable inversions: p7 |
5 b13
b13  B7
E-9 AT(313)  D6(9) F1(9/13) F7(:13 Bo(add9)
"@ ;‘}3’.’ S ﬁ )n.g o ‘f-; o |
lﬂh = LY —&F = L EP= 8] |
ARG ﬁ «f W] by &) (W] 0.Ch t |
Y] rE IO
{3 557 b13} C7(b13) = Bb13(bh5) 11 b5 b7 13]
There are two appiicable inversions: » 3
5 b13
3 3
L. 11 | T
2ia B/
E-9(1i) A7(:13; D8(9) D-G G7(b13) Cmaj%
fH e s = F=S b ,
o s . e o — o e ’
—e B TS ey % = i
5 . :
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dom7(h13/9)

{1 59 b13} Co(b13) = Abmaj7(h5)
There are two applicable inversions: 9 1
b13 s
5 9
L. i3
D-7(11) G9(>13) C6(9) F-7(11) B59(>13) Eb6(9)
A _o { o | & b bQ 2
e Telt Gt H s, sm
{359b13} Co(hb13) = E7(49) {1 3 b7 §9)
There is one applicable inversion: 5 AT DI(13) G6(9)
9
b13 —f— o o
= A% e oy
3 N -l e
e
{5 b7 9 b13} C9(b13) = E7b5(§9)/Bb13
There are two applicable inversions: b7 9
5  b13
9 5
b1z b7
E-9(11) A9(+13)D6(311/9) C-9(11) F9(»13) Bbr(add9!
Ao Q 1o it O o
. s - el I Ty
3 e—T T s = =
!J O | b A= qu
| dom7(b13/b9) |
{1559 b13} C7(b13/69) = Domaj7(§11} {1 5 7 §11}
There are two applicable inversions: 5 1
b13 b9
be  b13

E-7(11) A7(:13/9) D6/9)

B-9(11) E7(b13/b9) A6(9)
o

A = < = = =
174 — [ » ] (91 | T T LY [ ]
%’_‘ = e e T 8 1 8] o |
L= Vo TR o = T = 1
\t.:‘ P [ %] [ 4] & it 1
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{5 b7 b9 b13}

There are two applicable inversions: b7 b9

C7(b13/b9) = Db6($11) (1 5 6 $11}

5 b13
bG 5
b13 b7
E-7(11) A7(>13/b9) D6(9) Dm(11/9) G7(b13/59) C(add9)
A O 0 = < | o
== i — o
45— o =7y © oy o
g © : e

{3559 13}

C7(b13/b9) = GT(13/411/b9) {1 b9 B11 13}

There are two applicable inversions: 3 b9
b1z 5
S0 0d
b9 b13
E-9  A7(>13/b9) Dmaj9 F7sus4 F7(513/59) Bbmaj9
A 4D o - Do - o
== a—u=y_
H—e o 8] S 8 ) P P 9] !
'J i 2]
dom7(b13/49)
{5 b7 89 b13} C7(b13/49) = Bb13sus4 {1 4 b7 13}
There are two applicable inversions: b7 69
5 13
#9 5
bm b7
F-9(11) Bb7(»13/49) Eb6(9) E>omaj9 C-9(11) F7(b13/£9) Bbmaj7(6)
oWl 3 rer Lt 2 & P o
e s o bi o8 Cas.= ge
l’n JLY €y e s .':‘:i .-.I,: - — g
J 7 7 e == Re .
——(Constant structure) ! (F6(9))
| dom7(h13/alt9) |
C7¢b13/2it9) = Ab-maj7(11) {1 5 7 11}

{559 £9 b13}

There are two applicable inversions: #0 b9
b1 5
5 £9
b9 b13
E-8 A7(»13/alt9) Dmaj9 C-2 F7(b13/alt9) B»6(9)
A o2 PO = , b i lp{:} o
=8 - b peat fes pre o
+H—e Eel 03 I ) T Ean=s [u)
e ' 3
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dom7sus4(59)

{1459 C7sus4(b9) = Dbmaj7(h5)
There are three applicable inversions: 4 5 1
1 bo 4
5 1 b9
b9 4 5
C-7(11) Fsus4(b9) Bbmaj7(6/9) A-7(11) Dsus4(b9) Gmaj7(6/9) E-7(11) Asus4(b9) Dmaj7(6)
|
A lo D.g = O . = e =2 = = =3
. s o T s i e S 58 g
O S Eas = © ey < = RS}
5 i i ;
{14547b9} C7sus4(b9) = Ghmaj7(811) {3 5 7 $11)
There are three applicable inversions: 1 4 b9
4 1 1
b9 b7
b7 bo b7

C-9 Ffsubé(og) Bbmaj7(6) Dmiadd9) GTsus4(+9) Cmaj7(£11)

D-7(11) GT7susd4(b9) C8
D D.D.
Ao (8 o e B ‘g = Dna' Lol
& [8] 1 €% [ ) b [ 6] =
[ (8] Pl «[ 8] o h ey o= (9] e
U0 (8] 'S = ez L &% =
!) _F U e
(Constant structure)
| dom13susd(h9)
{1 459 13 C13sus4(b9) = Dbmaj7$5
Avoiding tension 13 on the 5th string leaves two applicable inversions: 4 13
j ho
13 1
b 4
C-9(11) E 1anu54(:9\ Brmaj7(6, Am(ll) Dissusd(p9) Gmaj7(8)
Al (¥ p_a o o ey o
—H@ - ﬁ 5 (r’} }CJ'} T
1= e Fey o
. 2 7 (W] [l ey =y = J—U
=
{4 59 13} Cl3susa(b9) = A+7
Avoiding tension 13 on the 5th string leaves three applicable inversions: 4 5 13
& O 4
5 13 b9
b9 4 5

C-7 F13sus4(r9) Bbmaj9

A-7(11) D13sus4(b9) Gmaj7(6/9) E-7

Al3sus4(p8) Dmaid

L o bex =g - | & =2 o I
T3 = = e, TEs o[ 8] iy TS 7L =D
@ (9] e [ 8 =4 s = s & 7 = ST !
= RS T = o e (R 7 (@] |
s P [8] i =t 2 7] = P =]
e ; L= S O
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dom9(alt5)

{1 b5 859}
Sub V C9(alt5) {1b5859) = D7b5 /Ab7bS5

h

Ly

T
wh

Notz: This voicing also was used in the Relative Major-Minor chapter as a min7h5(b13/9) chord {1 b5 9 b13).

G-9 C9(altd) Fmaj9 E-7(11) A9(alt5) D6(9)

g  éq 19 s o s
e e & e g = H
!l 3 m— i1 8] e Zo 533 o
Sub V l
, v avoid Sub V...
l C#-7(11) F#9(alts) B6 has tension 9 on 5th string
PN Lo bid's
— fre =B
A3 o L ¥
!) r (11
| dom13(b9) / dom7(%11/£9) |
| {15759 13} /{35489411} |
Sub V Ci3(h9) {1 b7b9 13} = Bb-maj9 {1 b3 7 9}
\ | 4 I
\\ N7 \I/ v
FE7(11/49) (£113 5 49;
There is one applicable inversion: D-7(11) G13(:8} C6(9)
f—o 8 s .
sl — T i '-
15— 49 | . 4 -
b9—> 5 Sub V|
. . ! Ap-9  Db7(#9/411) Gb6(9)
= l A bPS pe e
: 75 7 (‘.I
e Tﬂ;\j‘}:) n H
Ay s
e
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dom7(b9/45) / dom9( ﬂ 11)

{185 b7 b9} /{3 5 9311}
Sub V. C7(b9/45)
FRo(§11)
There is one applicable inversion:
i —341
45 —>0
b9 —>5
b7 —>3

{1 §5b7b9) = Bb-9 {1 b3 b7 9)
($11 9 3 5)
D-7(11) G7(:9/85) C6(9)
£ (8] o [u)
= : .Iﬂ(‘ i ©
— &= =S g
| o : o
4 J
SubV | ¥
1 Ab-9 D59(211) Gb(add9)
[ vy ' —-6
fes— 9 3

Note: The dom9(§11) voicing could have a ivdian function since no 7th is present:

{359 #11} C(411/9)=Cmaj9(§11). The following II-V-I example displays the Lydian function:

D-9 G7(>9/45) C(#11/9)
A [ 8] !}8 #ﬁ
?’ﬁ\ 2 J &Y :
L\ 7) (8] [ %] o5
J © =
dom7(h9) / dom7(811/b9)
{15b7h9} /{35b9 411}
Sub V G s {15 b7 b9} = Bb-6(9) {1 b3 6 9}
\' b
F27(811/691 (211593 3
There is one applicable inversion: D-7(11) G(+9) C6(9)
1 811 f—o o o 5
5 359 — fe—§ IR 7 ;
) b9 35 [ | i
7—> 2 ;. |
&= Sub V| ¢
Ab-7(11)  Db7(211/69) Gomaj?(6/9)
A Do e | e
< =
T AoeaE S =
e
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dom7(b9/alt5) / dom9(;i11)
{1b545h9} / {1 5 9411}

Sub V C7(b9/alts) {1 b5%5b9} = Db-maj7(11) {1 5 7 11}
S '
\ ddnbl
Fao(g11) {111 9 5}
There are three applicable inversion: !;m — $5—9 I =581
] —Sd1 E9-+5 b5 —> 1
E,--—>9 1 il b9—5
035 B> §5—>9

|

|
.E j‘g— S
8

elef

o s | e o <
—l_cx %
; S — & e
£ VL) — 7O _.ﬂ____.___l:e.__ﬁ_-z.g___ G—. =
|
|
l avoid Sub V...

Sub V! v
F%-7(11) B9(#11) E6(9) -7(11) F£9(311) B6(9) has tension 9 on 3th string
-~ i it de fa fo !
= 20 RS ZEoe ] =1
v ava's) A I = 'u.u i
e ©

Note: The dom9(#11) voicing could have a lydian function since no 7th is present

(1509811} C(é’ll,@»‘):

Cman(# 11). The following II-V-1 example displays the lydian function.

Avoiding tension 9 on the 5th string leaves two appropriate inversions.

C%-7  F#7(alts/»9) B(#11/9) Ap-7(11) G7 Gh(£11/9)
% o = o b 2o _be
AR =8 =8 P00 Crrea s 1
1fse 2o = o o— ]
LX)
dom7(211/59) | Sub C7(411/59) {t 5 L9811} = A13(49)/Eb13(40
5 | \ {
{15b9411) | “ il \L
|
1

There 1s one applicable inversion:

B11—1
| _.)ﬁll
S —bHY
b9 —> 5

CNEET(E11/69) (#1159 5

Sub V!

C-7(11) F7(311/59) B»6(9)

a PO Lo o

i i [ [ 5] [ 5]

1= e

o Ty o i
2 [

'|
Y
*$-7(11) B7(#11/52) E(£11)

{
A Kol £ ﬂ}i}
1 ST 8] (8]
. X @] =
| £ W =5
AT =
L)




dom7(b9/b5) / dom7(#11)
{1b5 b7 b9} /{13 sgu}

{1 55b7 b9 } = Al13(alt9) {3 b9 ﬂ9 13} There is one applicable inversion:

Sub V C7(b9/bh5)
\L \L\L\L : 1 — 4§11
b5—> 1
F§7(811) {$111 3 5) bo —> 5
b7—> 3

E-7(11) A7(9/b5) D6(9)

Hp—= s s
Ce— 5>
e) l L
ey Bb-7(11) Eb(¥11) Ab(add9)
E_ # I;I']'ﬁ) D. %g
ALY [ %] He

o)

Note: The dom7(§11) voicing could have a Iydian function, since no 7th is present:

{38 S ﬂll } C(#ll) = Cmaj7(§11)
The E(£11) chord under dom7( 11/b9) presents this function.
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Chapter Eighteen.
New Voicings

By examining all of the possible interval combinations that are physically available within the established
framework (9,p 10, 10, 11.and$1 1) on the middle four strings of the guitar, (excluding doublings and bOthintervals),
we see that the vast majority of these voicings alrcady have been introduced in the tension chapters.

With the exception of one voicing. the few remaining interval combinations physically available within this
rramework appear to be inversions of the ninth (no 3) or ninth (no 5) chord voicings introduced in the Tension 9
chapter or drop 3 type voicings. both of which produce some physically difficult fingerings and potential voice-
leading problems wher integrated with drop 2 voicings.

Low Interval Limits allowing. these voicings offer all of the enharmonic possibilities previously applied to their
chord tones and tensions under the Enharmonic Chordal Substitution chapters.

Ninth (no 5) Chord Inversions:

dom7(9)

dom 7(89) 49 b7
7 f o =3

— (5 T'\f_‘}
— DT L)

The following ninth (no 3) or ninth (no 5) chord voicings can be produced by using the same inversion formula:

e

— L0 YN
-] L) — D

dom7(9) 9 dom7(89) %9 maj6(9) 9
1 i ]
b7 b7 6
min7(9) 9 dom7susd(9) 9 dom7p5(9) 9
] ! 1
b3 4 b5
b7 57 b7

Tiz following drop 3 type voicings are phvsically available on the middle four strings:

min75h5 b3

L37% ]

dom7 3 dom7h3

Ay e
i |
TN
-] Th

o A
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dom7%5 1 min7§5 1
L7 b7
3 b3
s e

dom7susd b7 min.maj7(11) 7
5 5
1 1
4 11

Obvious enharmonic substitutions:

= 1 - 3 7 - 411
i = 6 b7 -9 5 9
b5- b3 b3 - 5 T
b7 - 5 45 - 1 11 -1

The final voicing introduced in this chapter is unique in that its chordal structure has not vet been introduced. This
voicing also affords only one “legitimate” chord, although a couple of “progressive™ enbarmonic chordal
substitutions will be offered.

major 3rd D§ — 5
perfect Sthe B —> #9 Ab7(b13/49)

major 3rd E —> bi3
: ~c 3 3

Additional possible enharmonic chordal substitutes:
Cmaj7(§9) {1 3 7 §9} A-9(811) {b3 5 9 11}

This voicing aiso might imply an incomplete polychord. The bottom two notes form a major 3rd interval. suggesting
tne root and third of an incomplete major triad, while the top two notes aiso form a major 3rd interval. suggesting
a major triad a half-step below or major 7th above the bottom structure:

D implies a B major iriad over a C major triad: B
B C
E
C
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Chapter Nineteen.
Enharmonic Substitutions of Ninth Chords
with omitted third or fifth

The ninth (no 3) and ninth (no 5) chord voicings introduced in the Tension 9 chapter produce some of the most
interesting and useful enharmonic chordal substitutions. Some of these chords have so many substitutions that it is
possible to find one voicing that will satisfy all three basic harmonic functions:

Cmaj9 = Am(11/9)  / Fi-7b5(h13/11) / Ab7(alt5/49)
{1379} {p359 11} b5 b7 11h13} {3b5§5#9}
Tonic Sub-Dominant Doeminant
Am(11/9) B-7b5(b13/11) E7(alt5/§9)
(Cmaj9) (Fmaj9) (Abmaj9)

It is commonly referred to as “constant structure harmonic motion” when moving one voicing around to satisfv
different chords. This concept will be examined in more detail in the later chapter appropriately titled Constant
Structure Harmonic Motion.

The following list will include all of the ninth chords with omitted 3rd or 5th and their enharmonic substitutions.

Cmaj9 Am(11/9) / Fmaj7(13/§11) / F§-7b5(b13/11) / Ab7(alt5/49) / D9(13) / E7(b13)
{13709}

Cmaj9(h5) Ab7bS5(§9)/ D13/ A-6(11/9)/ F§-7b5(b13/11) / F13(§11/69) / B7(alt9)/E9(b13)
{1b5709)

C-maj9 F13(§11)/B7(alt9) / D13(b9) / AbT(£11/49) / A-7h5(11/9)

{15379}

C-9 Ebmaj7(6) / F13sus4 / D7(b9/85) / Ab9(#11)

i1 b3 b7 9)

C-slbs;bc%s D745/Ab9(h5)/F47(alt5)/ G-maj7(11)/Ep-maj7(6)/E-7b5(b13/9)//E9(alt5)/BbS+/Fl3susi(h%)
{1h5b79)

C6(9) Am(11)/Bpmaj9(b3) / Fmaj7(6) / -9 /F3-Tialt5) / G-6(11/9) / ApT(alt5/h9)/ D9 / E-785(11)
{13609]
C-6(9) Fi3/B7(alt9) / D7(b9) / Ab7¢£11/59) / A-11b5 / Ebmaj7(6/bh5)
{1369}
9 G5 7(alt5) /D9+ /A 9(aliS) /ET(2113) /Bh 95 5) /G-6(11) /F-maj7(11/6) /Bb(9/h5) /E-T(alt5)/D-7£5(9)
{1357 9]
C7(:9)  Gb7(211)/Db-maj7(6)/ Eb13(h9)/ A7(alt9) / Bb-755(9)
{1 3 b7 59}
C7(39) Gb13(b5) / Db-maj7(6/9) / A7(alt9/211) / Eb13(59) / Ab9(b 13) / Bb-7b5(11/9)
{13 57%9)
CY(h5) refer to C-9(b5) above
CY(#5) refer to C9 above (C9 = D9§5)
{1 85 b79)
CYsus4 D-745/G-7(11)/Bh(add9)/ F-6(11) / Ab6(9/511)/ Ab13(811/9)/ D7(£9/45)/ ET(alt5/p9) / Bb9
{14 b7 9]
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The following “blues’ progression wiil use ninth (no 3) or ninth (no 5) chord voicings to substitute each chord. The
original chord changes are above the stave while the ninth chord substitutes are below in parentheses.

F6(9) Fmaj7(6) E-7b5(>13) A7(69) Dm(11) G7(alt5/h9) Cm(11/9) F7(#9)
o oo e e e g3
e 1=—2 g 52 D2 = ot
A3V (7] 1 i Bt T a Fe
= i i | e el |
(Fe(9)) (C6(9)) (Bb6(9)) (G-6(9)) (F6(9)) (Eb9sus4) (Ebmaj9) (F749)
Bb13 Bb7(alth) Bb-7(11) Eb9 Am(11/9) D7(alt9) Ab-§ Db13(#11)
H o 4 | ! - b L5y
"t 0% = 2 7 = S o) =
1 |
(F-6(9)) (E9) (Eb9sus4) (Db6(9)) (Cmaj9) (Eb-maj9) (Gb6(9)) (Ab-maj9)
Gm(11/9) G-9 C7(alt5) C7(alt5/89) F6(9) D7(alt9) G13(h5) C7(alt®) Fmaj7(6)
[} 3 = | | |
7 a.g % i 2 — z Iz =
o— = —D! £33 e o A $s
o J | i | ¥ 2 e s
i |
(Bbmaj9) (G-9) (Gb9) (Emaj9) (F6(9)) (Eb-6(9)) (Db7(49)) (Db-6(9)) (C6(9))
145




Chapter Twenty.
Tension Additions on Diminished 7th Chords

It must be noted that when tensions are added to a dim7 chord, the symmetrical quality of the chord is destroyed and
the resulting voicing is often heard as something different than a diminished chord. To further compound this
problem. most dim7 chords already function as dom759 chords, even before any tensions are added. Therefore,
exploring tension additions on dim7 chords might prove of limited value and is presented with this in mind.

All voicings produced by the addition of tensions on dim7 chords have been previously introduced enharmonically
as dominant chords with various combinations of tensions b9, £9,#11, and 13. Further examination of these tensions
will be performed under the Symmetrical Dominant Substitutions chapter.

There are basically two approaches to the addition of tensions on diminished 7th chords. The first is the symmetric:’
approacil, in which a whole siep above any dim7 chord tone is an available tension. The second is the diaton:
approach. in which the tensions are chosen from the key or function of the moment. In either case, the tensions must
be realized on the true function of the dim7 chord. If the dim7 chord is functioning as a dominant chord, the tensions
added to the dim7 chord must be realized on that dominant chord:

C°7(9) is functioning as F13(h9)...
the 9th of C°7 is the 13th of F7(b9).

in conrrast, if the dim7 chord has no dominant function. and instead is functioning as a “tonic-diminished” or
chromatically descending diminisned. the tensions should be realized on that dim7 chord. Upon further examination
of the symmetrical approach to tension addition on dim7 chords, we see tensions 7,9, 11, and b13 appearing a whole
step above the chord tones. Combining chord tones and tensions produces the traditional symmetrical diminished
scale;

1 2 b3 4 b £5(513) 6(bb7) 7 8
L bl 12— 1 —l—ypd

Tension p13 will be used instead of its ennarmonic 85 speliing. which might appear confusing within a diminished
context (augmented 5th on a diminished chord). although £5 does. in fact. describe this tone's relation to the scale
jore accuratelyv, since the natural 3th might be tmplied by » 13. Within this chapter, b13 will not impiy natural 3

Note that the major 7th appears s a tension above the »b7 chord tone. When the major 7th is added to a dim7 chord,
it is commonly referred to as a “dim.mai7” “or “tonic diminished” chord.

Since dim7 chords duplicate taemselves tarough minor 3rd 1nversions, be aware of tension addiuons on al! four
relative dim7 chords:

i

no-ensions C°7 = Ep°7 = FE°7 = A°J

one tenston C°maj7 = Eb°7(b13) = F4°7(11) = A°7(9)

two tensions C*maj7($) = E'tfrlmjl?l'bl?- = F§°T(»13/11) = A®T(11/9)

wo tensions C°maj7(11) = Eb°7(b13/9) = F¥°mai7(11y = A°7(b13/9)

hree tensions C*maj7(11/9) = Eb-maji(p13/9) = Fzmaj7(p13/11; = A°7(»13/11/9)

1)

—

Note that if all four tensions (7,9, 11, andp 13) are used in a four note voicing, a compiete dim . rd is tormed a
whole step above the original dim7 chor¢:

C°maj7(b13/11/9: = D°7




Since adim?7 chord commonly functions as a dom7(h9) chord a half-step below any dim7 chord tone, tensions added
to the dim7 chord should be realized on all four relative dom7(b9) chords:

no i = Eb°7 = Fio7 = A°T
diminished

tensions B7(b9) = D19 = F7(b9) z Ab7(b9)

one C°maj7 = Ebo7(b13) = F§°7(11) = A°19
diminished

tension B(b9) = D139 = FIh9) = AbiE9)

two Comaj7(9) =  Eb°maj7(h13) =  F7b1311) =  A°7(11/9)
diminished

tensions B(§9) = D13y = F3dibe) = abr¢iugo)
two C°maj7(11) = Eb°7(b13/9) = Fi°maj7(11) = A*7(b13/9)
diminished _

tensions - BGUAY) = D13(£9) = F(§11469) = Ab13(§9)
three C°maj7(11/9) = Eb°maj7(h139) =  Ff°maj7(b13/11)= A°7(b13/11/9)
diminished ;
tensions B(#11/49) = D(13/49) = F(13/811/h9) = Ab7(13/311/49)

Note the dominant tensions (b9, 89, #11, 13) formed by the symmetrical diminished scale. By combining these
dominant tensions and chord tones, the symmetrical dominant diminished scale is produced:

1 b2 Bz 3§ s 6 b7 8
T VO | WSSO R B O (VR i ] RS

This scale and subseauent chords will be examined further in the Symmetrical Dominant Substitutions chapter.

All substitute chords produced by the addition of tensions 7, %, 11 and» 13 on a dim7 chord are either dominant and/

or hybrid chords and have been previously introduced as dominant chords with various combinations of tensions
pO £0 £11.13:
P B i S q Aot




One tension; C°maj7 = Ep°7(»13) = FE°7(11) = A°7(9)
First introduced as a dom7(#9) (Ab7(49)) chord. One inversion forms the h\brld chord B/C.

Two tensions: C°maj7(9; = Eb maj7( b13) = F&°7(p13/11) = A°7(11/9)
First introduced as a dom7(£11/§9) (Ab7(#11/49)) chord. Two inversions form two different hybrid chords, B/D
and Bn/D#§.

[ o bt
Two tensions: C°maj7(11:= Eb°7(}:13/9) = Fi“maj7(11) = A°7(b13/9)
L |

First introduced as a d0m13(#9} (Ab 13{#9) / DIS{#Q‘}} chord.

Three tensions: C°maj7(11/9) = Eb°maj7(h13/9) = F£°maj7(b13/11) = A°7(p13/11/9)
Firstintroduced dxddom?(ﬂfﬁll,fl?)(ﬂ] 3,311/69) f1';:9 g11 13})chord. One inversion forms the hybrid chord
Bm/F.

The diatonic approach to tension additions on a dim7 chord can form different tensions depending on the key or
function of the dim7 chord. In the key OfC C#°7 (§1°7) would have tensions 7 (C),59 (D). 511 (F), and b13 (A).
which are derived from the key of C. Since & 107 usually functions as a dominant V?LQ/II chord (A?(L‘J .the Cﬁ"?
tensions should be realized on A7(59): 9 (C). 11 (D}, 513 (F). root (A).

The following chart might be helpful in determining the “function” of a dim7 chord. A diminished chord will either
have a dominant function or its own diminished funcuon. If there 1s no clear dominant function. the ¢ il
assume its own function of tonic diminished (I°7) or descending chromatic diminished (5IT1°7 / 5\

Keep in mind, since one dim7 chord equals taree other dim7 chords, there are only three different dim7 ..
possible:

1) C°T = Eb°7 = F§?1 = A%
% €Y7 = BT = §°7 = Bl7
3)  D°7 = F°7 = Ab°7 = B°7

The following chart is relative to the key of the moment:

1) VT = Y = IV = VS
aominant functions; V7(»9)-of - VI, or V7(59)

2 VST =217 = HIF? = V&
dominant functions: V7(59)-of - I1. or V7(b9) - o - TV
3) VIP7 = I°7 = bIII°7 = hV°7
(#II"?J ('#I\"‘“?_J .
dominant functions; V7(»9)-of - I, or V7(p9) - of - V
/ Tonic Diminished (I°7)
/ Chromatic descending diminished (p1IT°7 /b V°7)

in the keyv of C:

i) = D7 = F*7 = GE°7
dommam functions: E7(»9)/ G7(59;

2) Bt =€L% = BT = G°7
dominant functions: A7(:91/ CT(5»9)

3) AV = EF = BT = GhT7
(D£°7) (F4°7)
dominant functions: B7(b9)/ D7(h9)
/ Tonic Diminished (C*7) (C*maj7) -
/ Chromatc descending diminished (E>°7 / Gb77)
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Chapter Twenty-One.
Constant Structure Harmonic Motion

The Enharmonic Chordal Substitution chapters present many different chord types and functions within a single
chord. It is subsequently possible to harmonize a progression of different chord types and functions with a single
chord type. If only one inversion of this single chord is used while harmonizing a progression, it would be referred
to as “constant structure harmonic motion.”

The following example uses a maj6(9) (1 3 6 9) chord to harmonize the original chord progression (written in
parenthesis).

G6(9)  Db6(9)  C6(9)  B6(9) B9  Db6()  F6(9)  Db6(9)  C6(9)
(Cmaj7) (A7) (D-7)  G7)  (E-7b3) (A7) (D7) (G7) (©)

Although this approach can go “outside” of the original harmonic functions, often by symmetrical motion of one
voicing, the approach here will be to satisfy the original functions through the use of their enharmonic substitational
possibilities. Dominant chords offer some symmetrical constant structure possibilities that will be examined in the
following chapter. Obviously, this concept will often compromise voice-leading, but this can be accepted when the
harmonic structure never varies. Voice-leading 1s at its best between varied structures.

Those chords found to have the most substitutions and varied functions performbest in a constant structure approach.
The following chords will be examined for their most common substitutions and functions, and each will be placed
in a number of II-V-I situations to display their different functions. Those chords that can satisfy all three basic
functions have the best constant structure possibilities.

Major7h5
Cmaj7h5 = A-6(9) = F§-7b5(11)= D7(13/9) = Ab7(§935)

Tonic Function 1) D-7 G7  Cmaj7p5 (Lydian)
2) B-7b5 E7  Cmaj7b5 (A-6(9)) (Minor)
3) G7 A7 Cmaj7h5 {D7(13/9)} (Blues)
Sub-Dominant Function B Cmaj?LS {F#-?LS(I 1)} B7 Em
Dominant Function 1) A-7 Cmaj7hs {D7(13/9)} Gmaj7
2) Eb-7 Cmaj7bs (Ab7(§945)} Dbmaj7
Multi-Function (Constant Structure)
1) Cmaj7hs Ebmaj7bs Gmaj7h5s
{(F-7b5(11)) (B7(9%5)) (E-6(9)}
2) Fmaj7b5 Dbmaj7b5s Cmaj7h5
(G7(13/9)} (A7(§985)) {D7(13/9))
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Minor7h5
C-7b5 =Eb-6 = Gh6(bS) = Ab9 = D7(b9#5)

Tonic Function 1) Ab-7 Db7 C-7h5 (Gho(h
2) E-7b5 Bb7 C-7b5 (Eb-6)
3) Db7 Eb7 C-7b5
Sub-Dominant Function 1) C-7b5 F7 Bbm
Dominant Function 1) A7 C-7b5 (D7(h945))
2) Ep-7 C-7h5 {Ab9)
Multi-Function (Constant Structure)
1) C-7h5 Eb-7b5 G-7b5
{F7(b945)) (Bb-6)
2) F-7h5 Db-755 C-7b5
{Db9} (Eb7(h945)) {Ab9)

Minor7§5

C-7§5 = Ab(add9) = F-7(11) = Dbmaj7(6/9) = Bb9sus4 or Bb-7(11/9) = D7(h9/alt5) = C7($9/45)n03

5)} (Lydian)
(Minor)

{Ab9) (Blues)

Gmaj7
Dbmaj?

Tonic Function 1) Bb-7 Eb7  C-7#5 {A[a(add9)}-

2) Eb-7 Ab7  C-785 {Dbmaj7(6/9))

3) G-7b5 C7  C-785 {(E-7(11))
Sub-Dominant Function 1) C-785 {F-7(11)} Bb7  Ebmaj7

2) C-785 F7  Bbm

3) C-785 {Bb-7(11/9)) Eb7  Ab6
Dominant Function 1) A-7 C-78#5 {D7(9/alt5)} G6

267 C-7%5 {CT(#9/45)} F6

3) F-7 C-785 {Bb9susd}  Eb6
Multi-Function (Constant Structure)

)C-7845  Ab-745 G-745

(F-7(11)}  {Bb7(b9/alt5)) {Eb(add9)}

2)C-745  Eb-785 F-745

{C-7b5(b13)} {F7(h9/alt5)) {Bb-7(11))
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Dom785
C7§5 =Db-maj7(6) = F-maj7(11) = Bb-755(9) or Bb 7b5(9) = D7(9/alt5) = E7(ali5) = Ab7$5(9) = Gb 7h5(9)
Tonic Function 1) Eb-7b5 Ab7 C?ES{DB»maj?(ﬁ)}

2) G-7b5 C7 C785{F-maj7(11)}
Sub-Dominant Function 1) CT#S{BL—?LS(‘J)} Eb7 Abm

Dominant Function 1) B-7 C7¢5{E7(alt5)} Amaj7
2) A-7 C785(D7(9/%alt5)})  G6
3) F-7 C735{Bb7b5(9)}  Eb6
4) Eb-7 C735{Ab745(9))  Db6

5) C}§-7 C735{F§7b5(9)}  B6
Multi-Function (Constant Structure)

1) C745 B745 5/ TR S G745
i (Bb-7b5(9)}) {Bb7¢alt5)} {(Ab-maj7(11)}  {Ab-maj7(6)}

Dom7susd4

C7susd=Bb6(9)=G-7(11)=Eb6(9)=C-7(11)=Abmaj7(9/6)=F-7(11/9) or Fosusd=A7#5(alt9)=E7(alt9/alt5)

Tonic Function 1) C-7 F7 C?sus4{B|>6(9)} —
2) F-7 Bb7 CTsus4(Eb6(9))
3) Bb-7 Eb7  C7sus4{Abmaj7(9/6))
4) A-7b5 D7  C7susd{G-7(11)}
Sub-Dominant Function 1) C7sus4{G-7(11)} C7 F6
2) CTsus4{C-7(11)} F7  Bb6
3) C7sus4{F-7(11/9)} Bb7 Eb6
Dominant Function 1) E-7 CTSUS4{A7#5(&1[9)} D6
2) B-7 C7sus4{E7(alt9/alt5)} A6
3C-7 C7susd {F9sus4) Bb6
Multi-Function (Constant Structure)
1) C7sus4 Eb7susd D7sus4
(G-7(11)}  {C7§5(al9)} (F6(9))
2) C7susd  Cf7susd D7sus4
(C-711)}  (F7(alt9/alt5)) (Bbmaj7(9/6))

Major7(9) [137 9]
Cmaj7(9) = A-(11/9) = F§-7b5(b 13/11) = D7(13/9) = Ab7(}9/alt5)

Tonic Function 1) D-7 G7  Cmaj7(9)

2) B-7b5 E7  Cmaj7(9)(A-(11/9))

3) G7 A7 Cmaj7(9){D7(13/9)} (Blues)
Sub-Dominant Function 1) Cmaj7(9){A-(11/9)} D7 G6

2) Cmuj?(Q){Fﬂ-?LS(L 13/11)} B7 Em
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Dominant Function 1) A-7 Cmaj7(9){D7(13/9)} G6 -
2) Eb-7 Cmaj7(9){Ab7(§9/alt5)}  Db6

Multi-Function (Constant Structure)

1) Cmaj7(9) Ffmaj7(9)  Gmaj7(9)
(A-(11/9)) (D7(}9/alt5))

2) Cmaj7(9) Ebmaj7(9)  Gmaj7(9)
(F§-7b5(b13/11)}  {B7(R9/alt5)} (E-(11/9)}
3) Fmaj7(9) Dbmaj7(9)  Cmaj7(9)
(G7(13/9)) [AT(R9/alt5)} (D7(13/9))

Major6(9) [13 6 9]
C6(9) = Am(11) = Fmaj7(6) = Bbmaj7b5(9) = D-9 or D9 = F§-7b5(b 13) = Ab7(h9/alt5)

Tonic Function 1) D-7 G7  C6(9)
5 2) B-7b5 E7  C6(9){Am(11))
3) G-7 C7  C6(9){Fmaj7(6)}
4)E-7b5 A7 C6(9){D-9}
5) C-7 F7  C6(9){Bbmaj7h5(9))
Sub-Dominant Function 1) C6(9){ Am(1 l)\7 D7 G6
2) C6(9){F§-7b5(b13)) B7 Em
3) C6(9){D-9) G7 C6
Dominant Function 1) A-7 C6(9){D9} G6
2) Eb-7 C6(9){Ab7(b9/alt5)} Db6
Multi-Function (Constant Structure)
1) C6(9) F§6(9) D6(9)
{Am(11)) (D7(b9/alt5)} {Gmaj7(6)}
2) C6(9) Eb6(9) G6(9)
(F§-7b5(b13)) (B7(b9/alt5)} {Em(11)}

Dom7(9) [1357 9]
C7(9) = G-6(11) = Bb(9/b5) = E-7b5(b 13) or ET(alt5) = F§7(alt5) = D7§5(9) = Ab7(9/alt5)

Tonic Function 1) A-7h5 D7 C9{G-6(11)}
N CF F7  C9{Bb(9/b5)}

Sub-Dominant Function 1) C9{E-7b5(b13)} A7 Dm

Dominant Function 1) B-7 C9{E7(alt5)} A6
2) C§-7 CO{F}7(alt5)) B6
3) A-7 Co{D75(9)) G6
4) Eb-7 C9{Ab7(9/alt5)} Db6

Multi-Function (Constant Structure)

1) C9 Eb9 G9...oov. O, E9
(E-7b5(b13)) {A7(alt5)}) (D-6(11)L  [D(9/b5)}
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When only one inversion is used in the multi-function examples, it is considered a “constant structure™ approach
to the progression. If different inversions of the same chord are used. the constart structure sound is lost, but voice-
leading improves and the “sound” of using one chord type remains. This might half-jokingly be referred to as

“constant chord type structures.”

The following is an example of the two approaches discussed on the Dom7(9) chord’s multi-function progression:

C9 [E-7b5(b13)]  Eb9 [AT7(alt5)] G9 [D-6(11)]
1) (Constant Structure) 2) (Constant Chord Type {different inversions})
C9 Eb9 G9 Cc9 Eb9 G9
A {jeiey ) = | ﬂ'%& 8
# Ll’.zj_‘ 9”\30' s ;9? LG-(’: ey = == —j
& s = [A] {@ L s 8] i
e ©O e

At this point, special attention should be given to the minor II-V-I cadences that appeared in the multi-function
examples. It might have been noted, (as in the above example), that a certain interval pattern was evolving between
the I1, V, and I chords. By establishing one chord voicing that will satisfy all three functions, it can be moved a minor
third from the II to the V and a major third from the V to the I;

E-755.....(minor third)....... G-'?BE..‘....(_Inajor third)....... B-7h5
11-7b5 {E-7h5)} VT {AT(b9/E5)] Im {D-6}

Any chord that will satisfy the II-7b5 chord, with or without available tensions, can be moved through this interval
pattern to produce a complete minor II-V-I cadence.

The following is a list of some of the most obvious chords that could function as min7b5 chords;

F3-7b5(9) = A-maj7....... Ab7ES

F#-7b5(11) = Cmaj7h5.... A-6(9) [1h3 6 9]... Fmaj7(§11) [3 5 7 §11]

Ft-7b5(b13) = D7...D9 [1 357 9]......C6(9) [1 3 6 9]

F4-7b5(11/9) = Cmaj745.....A-maj7(9) [1b3 7 9].... .A-maj7(9) [b3 5 7 9]

Fi-7b5(»13/9) = ET45

F£-7b5(b13/11) = Cmaj7(9) [1 37 9].....D13 & Ab7(£9/b5)......ETsus4......F6($11) [3 5 6 §11]

Each one of these chords will satisfy all three minor cadence chords (1I-755. V7., and I-) and each one can be moved
through the interval pattern to establish a constant structure minor II V I cadence. In relation to their present roots.
they will function as F£-7 b5. Ab7. and A minor chords.

Application of these concepts would make 1t possible to harmonize an entire song with just two or three cnora vypes.
The following 1s an example of a typical “two-five blues” harmonized with just three chords; dom7sus4, maj6(9)
[1369], and dom7(9) [1 3 57 9]. Their inversions will aid in some harmonic variety and voice-leading, whiie

Integrated with constant structure phrases.
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F6(9) Fmaj7(6) E-7b5(b13) A7(b9/alt5) D-9 G7(b9/alt5)  C-9 F7(alth)

(F'6/9) (Ce/9) (Bb6/9) (D56/9) (C6/9) (C56/9) (Bb6/9) (B9)
i o = 2 5 !' | rf | '[
e 2 T 7 E— 1t ) 2o
) - ”9 ] 9:9 =z e ,;_ '
Bb6(9) *Bb9 Bb-7(11) Eb-9 A-7(11) D7(b9/alth) Ab-9 Db7(alts)
(GTsus4) (Bb9) (Db6/9) (DL6/S) (A7sus4) (Gb6/9) (Gb6/9) (A9)
o | " - 5 b e e
T—S = 9 5] 5 = e T e -'
fam—< e & = 7] s U = ]
AU et 1 1 [~ | oy = 7 i 3
¢ © = ve vr P i :

G-7(11) G-7(11) C7(#9/alt5) *C7(alt) Fmaj7(9/6) D7(§9/alt5) G-7(11) C7(+9/alt5)
(Bb6/9) (C7sus4) (Gb6/9) (ApTsusd) (ATsus4) (Ab6/9) (Bb6/9:  (E6/9)

5 b.ﬂ. b.g. | | ,
B Pr 7 | s For) [ = = - )
H * S B [N/ ] e = et 1 T ] 1§
y = 7] i P& = Ee e — a5 i
fas—7 = L 1 | ) oV == A T T
e = = 35 = = S
& | | = i i

F(9/b5)
(G9)
Ja) O
;:1 =5 * [,.I.L. violations on weak half of measure.
\;5} [ 8]

Here are some additional minor II - V - I cadences with two different chord types moving through the “minor third-
major third” interval pattern;

1) (A-Th) = = = == == = = — — — D)= === == — - — — — — (Gm)- - ---—— - -
C-6/9) Eb6(9) Ebv-6(9" Gp6(2 G-6(% BEG(2!
0 — 3 | HEx -+ %
A — < ot 8 8 T =
f—0 = Fhe 758 e 28
'@_J.T‘.«-{— 7% =4 T AP &~ P >
.J V_§_ VT Fi. =
2) TR e e e S LN o] B S R B F B ’fif:‘rm] o0 s
Eomaj7b5s Esmaj9 Gemaj7rd Gbmajl G-maj8
iTad ' e
Q g 8— T £ n D‘?}- [..;f": _|]I
T Ty el e i = Tl
AL, ey = [l L= 3
!) s V
3) CARTOREN e e R PR e O P S (Gm)._ . -
Eb6(9) F6(9) Gb6(9) Ar6(9) B»6(9)
A oo o 1"{"" D'g“ g
#_Z © :»? .‘-: 8] }L.Q I
s | ;“z\ {: !V:}{} f?i_.k | _}

A
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4y (E-%5)

Bbmaj7:5 E-7b5 Dymaj7»5 G-Tv5 Fmaj7bs B-755
f =4 LEY b= %
7 P [ © ] | B Ve T EY Yo
—-1"_'“ =r = _ =
; 8] HEE s s a3 ——€ ES ;
S © EEE—— X = 3
e 2 o o

SN ERen) . N e e

. (A7)

Bomaj7#5 E-725 Domaj7z5 G-T25 Fmaj735 B-725
£ = Lo © 3
174 = IL: : ; 12— -‘—“ﬁ =
(s = | A 2 ] ey = 11 = Y =
AAS LY ] _“:} IUU BATERNT ¥ 73 EN T R [ @]
Yoo

“Major” cadences:;

(-7 =V7 =1y

201 =VI7-II-7-V7 =1}

G-7(11/9) C755(13/59) Fma;& Do6(o B725(alt0) E-7(11) AT7#5(21t%) DmaiT(9/6
D=7 {F3-7 (A-T! iBisusd (D7susd) (ATsusdi (CTrsuzz {Fsisusd
e ) ‘e = e
e hoa 7T g G o I AT
b T @& (8] i ¥ ) HS)] = e e | ===
f—13 ims (a1 i fr=—2 o o = =l i
A o 13 i b3 VAR 0 ] = © L5y 1l
.J, [ ] ™ o -

[
o
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Chapter Twenty-Two.
Symmetrical Dominant Substitutions

Every dominant chord has at least one symmetrical substitution a tritone away which has been presented as the “Sub
V” chord. Specific tension combinations derived from the whole-tone or diminished scales can be placed on a
dominant chord which can then be moved symmetrically (“constant structure harmonic motion™) in accordance with
those tensions chosen: diminished (minor third intervals), and whole-tone (whole-step intervals).

Any combination of tensions 9, #11(b5), and b13(45). which are in common with the whole-tone scale. can have
whole-step substitutions. Seven different dominant chord structures can be produced from the various tension
combinations;

C7¢5 C7b5  C9(no3)[13579] C9(#5) C9(h5) C7(alts)  C9(alt5)

Note that it is perhaps more appropriate torefer tof 11 andb 13 asb5 and §3. since $ 11 and b 13 could imply a natural
Sth.

Three different voicing possibilities exist for each of the last four chords:

CI#5)...........[385b7 9], [185b7 91, and [1 3 £5 9]
CIbS).eonnnn. {35‘31;7 9]. [I'pib'f 9}.and [13559]
C7(alt5).......... [3b585b71, [1558557). and [1 35585]

C9(alt5).......... [3b5859], 54557 9], and [1 5535 9]

When examinin g the whole-step substitutions for each chord, we find onl y three three different interval combinations exist
for four-note voicings within the whole-tone scale;

1) €75 D9(45) E9(alt5) Fi7h5 Abo(t5) Bb9(alts)
(13b5b7; [385b79) 11558597 [13b5b71  [3ES579)  [1b5459]

2) C7%5 D9(alt5) E7(alt5) F39(b3) Ab9(85; Bbo(b5)
(1335671  [bSE5b79] {13b5§5] [3b5b79] [13859] [155b79]

35 €9 DY(85) E7(alt5) F7(ait5)  Ab9Galts)  Bb9(h5)
[13679]  [135b791 (1h5#5b7) {3b585h7] (3058591 [13559]

Note the symmetrical Sub V chords in the first example;

C755=F47bS5 D9(851=Ab9(§5)

Also note those voicings missing a third could function as min75 5 chords, and the Bb9(b5): [1 3b

as a Bbmaj7b5(9) chord.
Any combination of tensions b9, £9,

produced from the various tension combinations:
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211, and 13. which are in common with the symmetrical dominant diminished
scale (152 4,7'2 3 #4 5657 &), can have minor third substituuons. Fifteen different dominant chord structures can be
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Single Tension;

1) C7(§11) or C7b5 2) C7(h9) 3) C7(49) 4) C7(13)
Two Tensions;

5) C7(£11/59) 6) C7($11/49) 7) C7(13/411) 8) C7(13/b9)

9) C7(13/49) 10) C7(alt9)
Three Tensions;

11) C7($11/alt9) 12) C7(13/alt9) 13) C7(13/411/b9)  14) C7(13/£11/%9)
Four Tensions;

15) C7(13/411/alt9)

Note that all those chords containing a §11th tension could be accompanied by a natural 5th, or function
enharmonically as ab 5th. Also note the dom7b3 is the only chord that can function in the whole-tone system
and the diminished system.

Unlike the whole-tone scale, the diminished scale offers many different dominant chord types with very few
reappearing under a new chord type. The following will attempt to organize the various dominant tension
combinations and their related symmetrical substitutions over four-note structures.

Single tension combinations;
1) C7b5;
[13b5h7] =Eb13(alt9) [5b9 9 131 =F£7h5 [1 3b5b7] = A13(alt9) [5h9 #9 13]
C7(£11);

[35h7#11] =Eb7(alt9) [3 5b9 #9]1 = F§7(b9) [1 3b7b9] = A13(b9) [557 59 13]
[15h7811] refer to Eb7($11) under C13(alt9) [b7 b9 £9 13]

[13b7311] refer to C7b5

[13 5 #11] refer to A 11) under C13(alt9) [359 #9 13]

2) C7(h9);

[35b7b9] = Eb7(b9) = F87(b9) = A7(h9)
[135759] refer to FE?(E% under C7($11)
[1557bh9] refer to Eb7(h9) under C7(alt9)
[135b9] refer to Eb(b9) under C7(£9)

3) C7(39);

[3557#9)=Ebp (b9) [1 35591 =F£13(b9) [3b7b9 13] = A7(§11/69) [5h7h9#11]
(1357 39] refer to F§7(#9) under C13(§11)

[15bh7 Esv] refer to Ep7(#9) under C7(£11/alt9) [b7 59 #9 $11]

[1 3 5 §9] refer to F§(£9) under C13($11/b9) [b7 b9 £11 13]

4 C13;

(1357 13] =Eb13(§11/69) [559 411 131 =F#7(§9/b5) [3b5b7 491 = A7(alt9) [1 5b9 #9]
[35b7 13] refer to F#13 under C7(alt9)

[15b7 13] refer to F213 under C7(311/alt9) [3,9 £9 311]
[1 3 5 13] refer to F§13 under C7(£11/alt9) [b7 b9 $9 211]
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Two tension combinations;
5) C7(§11/59);

[3b7b9811]=Eb7(alt9) (557 b9 E91=F§7[135b7] = A13(b9) [35b9 13]
[1h7bh9 #11] refer to Eb7(#11/b9) under C13(alt9) [3 b9 9 13]

[5b7h9 £11] refer to A?(# 11/b9) under C7(49)

[13h9 811] refer to A?(#llf[a% under C13(alt9) [b7 b9 £9 13]

[15b9 #11] refer to Eb7(§11/b9) or A7(§11/h9) under C13(§9)

[35b9 £11] refer to A7($11/b9) under C7(alt9)

6) C7(411/49);

[3589£11]=Eb7(alt9) [1 3b9 §91 =F§13(b9) [15759 13]= A13($11) [Sh7 §11 13]
[357 89 $11] refer to F§7(49/b5) under C13

[1b7 49 $11] refer to Eb7(£11/49) under C13(§11/alt9)

[5b7 £9 #11] refer to Eb7($11/89) under C13(§11/b9) [b7 b9 §11 13]

[13 49 §11] refer to A7(#11/49) under C13(alt9) [159 £9 13]

[15 49 £11] refer to F47(#11/49) under C13(§11/b9) [159 §11 13]

7) C13(#11);

[357 411 13} = Eb7(#11/alt9) [5b9 9 8111 =F§7(£9) [1 3b7 #91 = A13(b9) [1 5b9 13]
[157 $11 13] refer to Eb13(#11) under C13(alt9) [1b9 9 13]

[13#11 13] refer to A13(§11) under C13(§11/alt9)

[15 311 13] refer to F§13(#11) under C7(311/alt9) [159 #9 §11]

[3 5§11 13] refer to A13(#11) under C7(}11/alt9) [359 #9 §11]

[5h7 $11 13] refer to A13(#11) under C7(§11/49)

8) C13(h9);

[3b759 13] refer to F§13(b9) under C7(%9)
[1b759 13] refer to F£13(b9) under C7(£11/49)

[557 b9 13] refer to A13(b9) under C7(§11)

[13h9 13] refer to A13(b9) under C13(411/b9) [b7b9 $1113]
[1559 13] refer to A13(b9) under c13(ﬁ,11)

[35b9 13] refer to A13(h9) under CT(#]I!E&)

9) C13(%9);

[3h74913)=Eb7(411/b9) [1 559 811] = F§13(49) [3b7 89 131= A7(8§11/b9) [1 5b9 #11)
[157 £9 13] refer to Ep 13(49) under C7(£11/alt9) [1 b9 £9411]

[5b7 £9 13] refer to F§13(§9) under C13(alt9) [359 £9 131

[1349 13] refer to A13(49) under C13(£11/69) [159 $11 13]

[15 £9 13] refer to F§13(#9) under C13(#11/alt9)

[3 549 13] refer to F213(#9) under C13(alt9) [57 b9 £9 13]

10) C7(alt9);

[3b7b9491=Eb7(b9) [15b7b91=FR13 [35b7 13)= A7(£11/69) [35h9¢11]
[1b7h9 89] refer to Eb7(alt9) under C7(£11/alt9) [359 £9 $11]

[557 b9 $9] refer to Eb7(alt9) under C7($11/59)

[13h9 #9] refer to Eb7(alt9) under C7(§11/49)

[15b9 #9] refer to A7(alt9) under C13

[3 559 £9] refer to Eb7(alt9) under C7(411)
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Three tension combinations;
11) C7(311/alt9);
[b7b9 #9 #111=Eb7(§9) [1 5b7 #9] {Eb-7} = F§13 [1 3 5 13] {F86} = A13(§11/h9) [3b9 411 13]

[3b9#9 #11] =Ep7(alt9) [1575989] = F413 [15h7 13]= A13(411) [35 411 13] {A6(411)}
[1b929411)=Eb13(#9) [15759 131 =Fg13(§11) [1 5§11 13] (FE6(§11)} = A13(§11/49) (349 11 13]
[5b9 49 £11] refer to Eb7(£11/alt9) under C13(411)

12) C13(alt9);

[3b9489 131 =Bb7(#11/b9) [157h9£11] =F§13(49) [Sb7#9 13) = A(}11) [1 3 5411]
[(b7b949 131 =Eb7(811) [15b7 4111 =F§13(§9) [3 549 131 = A7(£11/b9) [1 359 §11]
(15989 13]=Eb13(§11) [1b7£11 13] = F413(§11/89) [S§O#11 13] = A7(§11/89) [1 3 49 §11]
[5b9 #9 13] refer to Eb13(alt9) under C7h5

13) C13(§11/b9);

[1b941113) =Eb13(§11/89) [b7 49§11 13] = F§7(§11/89) [1 S§O§11] = A13(§9) [1 389 13]
[b7b9 #1113 =Eb7(§11/89) [5h7 89§11 = F#(49) [1 3 5§9] = A13(h9) [1 359 13]

[5h9 £11 13] refer to Eb 13(411/b9) under C13

[359 #11 13] refer to A13(£11/b9) under C7($11/alt9) [L7 19 $9 §11]

14) C13(811/49):

[3£9 £11 13] refer to A13(411/§9) under C7(§11/alt9) [159 49 £11]

[589 #11 13] refer to F§ 13(§11/49) under C13(alt9) [159 9 13]

[b7 #9 §11 13] refer to Eb13($11/§9) under C13($11/b9) [1b9 $11 13]

[149 $11 13] is enharmonically the same as C°7; 1b3(#9) b5(£11) b b7(13), therefore C13(411/49) =
Eb13(B11/49) = F}13(§11/§9) = A13(§11/49).

Four tension combinations;
15) C13(ﬁ11!alt9);

[b9£9£1113] =Eb7(£11/49) [157 #9 £11] {Eb-755) = FE13(£9) [1 549 13] {FE-6} =
AI3(§11) [13511 13] {A6)5}

Note, with the exclusion of the dom7b9 and the dom13(#11/49), the symmetrical Sub V cherds in the dom7b3 and
dom13(#9) chords;

o) TS S e T SRR Eb13(alt9) = A13(alt9)
C13(59) = FE13(§9)..ocvvvevveenn EbT(#11759) = AT(R11/b9)

Also note those incomplete voicings that contain dual functions:

Under C7(§11/alt9);

Ep7(§9) [1 557 49] = Eb-7
F#13[135 13] =F£6
Al3(#11)[35811 13]=A6(%11)
Eb13(§9) [1b7£9 12] = Eb-7(13) {Modal Dorian}
F#13(311) [1 5411 13]1=F§6(§11)
Under C13(alt9);

FE13(89)[5b789 13} = F_fn,"—?(lfa_] {Modal Dorian}
A(#I!) [135811=A7(£11)o0r Amaj7(¥11)

Under C13(§11/89); [149811 13]=C7
Under C13(#11/alt9); Eb7(#11/89)=Eb-7b5 F§13(§9)=F§-6 A13(£11) = A6bS
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The following II - V - I examples will present a single voicing in all of its relative symmetrical dominant functions.

1) Whole-tone (dom7h5):

1

D-7 GTb5 Cmaj7 E-7(8) A9(¢45) D6(9) F#-7(11) B9(alts) E&(9)
A= o o o e o o KR o
=" 58 , 58 a 58
& = ' = ! =
e
1\ 1 e '|
Ab-7(11) Db755 Gbmaj7 Bb-7(9) Eb9(#5) Abmaj7(9) G Fo(alt5) B56
A i o na = o ha ho ko ha
v 58 ‘ 58 b8 — }
& : — - !
e

2) Diminished {dom13(b9)}:

F6(211/9: A maj7(9/6)
E-9 A13(b9) DmajS G-9 C7(#11/55; Bp-9 E7(39) F#7sus4 F£7(29) B6(9:
o P - & © g 48 s = e 08 o e
ﬁ Ty S i o— i (8] 10y ‘[Li"ﬂu
8 e O © A © —O— 50
)
T i T |
Db7(£11/69) E13(#9) G7(¥11/b9)
F-9 Bb»13(49) Ebmaj7b5 Ab-7b5 Gb-6 B-755(b13) A-maj7(6) D-7(11) C-6(9)
Hla o o ha Lo 1) o o 4o 5 o Q
s it : i b1, 8 2 =O——thn 7Ty t B 0 =
w = " _ ey =14 8 1o 10N &2 16 | {9 R & i
e C (8] = b5t -

The following IT - V - I examples will move one voicing svmmetrically, “constant structure harmonic motion,” over

a single dominant chord.

1) Whole-tone (dom7%5);

D-7(11) D-9 GO(E5r  GOb5) GY(alth) G745 C6(9)
(B7aby (CFHEsY (F735) (G735)
_e © (8] TH hf"J. L._E“;! :-g O ==
= = m e :
e = T= =& 7

2) Diminished {dom13(b9)};

ATsus4 A-9 D13(9) D®9) D7(#9) D7(811/69) Gmaj7
(D13(:9))(F13(:9)) (A»13(b9),} (B13(b9))

- 45 o

_ﬂl (%] | T3 Lol e T-rg\ T
= — = — -~
LG ;27 ;,5.' = i
e = | |
1
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Chapter Twenty-Three.
Altered Dominant

As was presented earlier in the Dominant Substitute V Chord chapter, altered or “alt” on a dominant chord refers
to the fifth and ninth being flatted and raised; (b5, $5)and (b9, £9). Adding the root and guide tones to these altered
notes produces an “altered” scale or seventh mode of the “real” or “jazz” melodic minor scale;

1 2 %2 3 45 45 L7 8
+b9) (39 ($11) (b13)

Observing the altered dominant scale fror- its Sub V shows a “natural” dominant scale, (or “Mixolydian™ mode),
with g 11. This scale is often referred to as the “Lydian b7” scale or fourth mode of the “Jazz” melodic minor scale;

C Melodic Minor.....occoe..lC D  Eb F G A B C
FLRHAND T oo cccceccsrmommrmronmnind 6 B i 2 3 g4 5
B AN cninmimpimneend® 42 3 bs  #5 bz 1 b2

Tension §9( # 2) and 45 (sometimes referred to as b13) appear to be the most “characteristic” altered chord tones or
tensions since they are also tensions 9(2} and 13(6) on their relative Sub V chord.

The following lists the different dominant chords and tension combinations that have been presented and could be
used as “altered” chords;

1) Basic 7th chords; dom745 dom7h5
2) Single tension chapters;

Tension 9;  dom7§5(h9) dom7b5(h9) dom7§5(49) dom7bh5(49)
Tension 11; dom7§5(§ 11) or dom7(alt5)

3) Two tension chapters;

Tensions 9 & 13;  dom7b5(b13/b9) or (h9/alt) dom7b5(h13/§9) or (§9/alt5)
4) Altered 9th Tensions on Dom7th Chords;

dom7(alt9/no5} dom7b5(alt9) dom"?# S(alt9; dom7{alt9/alt3)

The altered dominant contains a unique and characteristic property in the placement of parallel voicings a whole-
step apart on the b5th and # S5th of the original altered chord. By placing either major triads. dom7ths, or dom9th
chords on these notes, an altered “upper-structure” sound is produced;

G7(alt); (b5th)-Db,Db7,0rDb9  (#5th) - Eb, Eb7, or Eb9
Realize each chords relation to the original altered chord;

3 5 b7 - 9 Eb s I 3 5 b7 9
G7(alt)..... b5 BT b9 3 kS Gl §5 1 $9 b5 b7

Note the sixteen different dom9th voicings produced by using all four “drop 2” [3 5 b7 9] and all four “ninth (no
5)" [1 357 9] chord inversions on both Db9 and Eb9.

Two additional structures, major(add9) and dom9(no3), can be placed on the b5th and j'.‘ 5th of an altered chord as
well. These structures could be viewed from perhaps a more familiar enharmonic root;

Db(add9) =F-7#5  Eb(add9)=G-7§5 Db9(no3)=B6(9) [1369] Eb9(no3)=Dh6(9) 13 69]
Root relation to G altered; ~ bVII-745 I-745 HI6(9) bV6(9)
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Notice three of the above voicings have three altered tensions while G-7§ 5 has two. Also note G-74 5 and Db6(9)
contain the “characteristic” ¥ 5 and §9 altered tensions. while F-7§5 and B6(9) have the same three tensions; (b5,
£5.and b9).

G-745: N T ) S Db6(9): Dk . B Bb  Ep
MY oo ! A S Ry L
F-785; F Ay €% Eb B6(9); B D G Cj
G7(alt).............. A R 3 85 b9 b5

Additional non-symmetrical structures built off the b 3th and § 5th of the dominant altered could include the triad pius
any remaining aitered notes;

(G alty; Dy(411)[135811] Db6 (135 6] Eb(add4) [13 4 5] Eb(513) [135513]

These triads could place their additional notes in the bottom voice producing some interesting hybrid structures that
could be used as G altered voicings:

Db/G Db/Bb (Bb-7) Eb/Ab Eb/B

= Bouom voice should not violate L.I.L. for G altered.

Notice the B note is the only non-triadic note for both Db and Eb triads. This note might function as an interesting
pedal under these two triads: Db/B - Eb/B.

The following examples combine the altered upper-structure concepts introduced here with past altered voicings;

1) (D-T)m = = == = = = = — — - (G7aitered)- — - — = — — — — — — — — — — _ (C)
D9Ysus4 F6(9) 1D>9  BbhTsusd E>9 B6(9) Ctadd9)
== s} - s D2 pot] o
'1::\ = ‘g— By R 732 ﬁ::.&o T —
wHr—e o1 e 7 - e Sro i
.J o T ] L -l B
2 T ared e e e e — 0 = ()
E»9 Do6(9) D9 B6(9) Cmaj7(9)
ﬁ:__ === = e e f
= U ___________9_9_____ _:;5 s T f % 3}
3 M R BT EH) i = et R R e ~ (e
D57 D>6(9) F-7:5 Bo7sus4 Cmaj7(81
e e e T P s = {93
e 1 e e s % o e e g ememe sz
S e 10 S e .
e —— e - 1293 S | ===
U :‘&' il | =
4) (G7alti— - — - (TRl — e
D-9 Ev9 DS Cmai7 D-§ Db9 ErS Cmaj7
. 2 . pe .
R e et A= e ey
g - % 2 === {g}—n— == == € i
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The following altered voicings inciude some “constant structure motion” ideas;

1) (D-9) (GT7alti - - - - (Cmaj7(211/9))
C6(9) B6(8) D»6(2) D6(9)
2l 1 — P
L [%] L I X T g}
a— Bre—E— 18—
S DT pe =
2) (D-7(11/9) (GT7alt)— — — — (C(13/%211/9)
E-7£5 G-7¢5 F-7%5 F#-745
- - e
=3 ——
= = =
i_. ©
3y (C-7(11): (Fialti—- ——— = (Br{add9))
Q<T7£5 E-745 Bv-T$5  D-745
oo e | = By Yo, =
> PP B T i
e o T |
A7 S i ] -y T ]
o P o
I
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Chapter Twenty-Four.
Approach Voicings

93 bL

Three basic approach techniques, referred to as “diatonic,
that are used to introduce established chords.

chromatic.” and “dominant,” can be applied to voicings

Diatonic approach voicings are relative to the key or mode of the moment, and usually resolve to the chord being
approached by diatonic step. These voicings can often be viewed as diatonic extensions of the previous voicing,
(displayed in the following example).

o IR S
C-7(11;  D-7(11) F7(13/9)
[ ' o (s}
¥ R I ik 33—
H{=>—¢ o s
AN [ = P
RS & e

Dominant approach uses voicings that have a dominant relation to the chord being approached;

(C-The == - == — = = —— (F7)
C-7(9) C7(b9) F13(>8)
i e i
o —
~= s 5o 50
|

Chromatic approach uses voicings that are the same as the chord being approached, a half-step above or below that
chord. This could be considered chromatic “constant structure” motion.

(C-7)~=—mm o m e — (F7)
C-7(11) E13 or Gb13 F13
|
'ﬁ o7 "D_Q -
- T B T re = n
= S s e =
o =% =,|r. e |

Note the above Gp 13 cnord could also be consiaered a dommant spproach voicing. Coromatic approacs voicin
have addiuonal possibilities that will be examined later in this chapter.

r!q

As noted above, approach voicings can often have two and. in rare cases. three approach funcrions in one voicing:

“*Chromatic” and “dominant” approach functions in eze voicing;

St o 2 LN (C)
G725 GT25(alt9) C8(9)

p_Z= P o

17 =2 7 P o

3
BRy
el

Note the above approach voicing could also have an additional “diatonic™ function; (diatonic to G altered scale).
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“Dominant” and “diatonic” approach functions in one voicing;

(B =t temti o (Bb)
F9 F7(13/9) Bb6(9)
A i o )
i 2 5 =
s 2 S
|

“Diatonic” and “chromatic” approach functions in one voicing;

() s = g SR e
C-7(11) D-7(11) F74#5(alt9) F7(49)
A = 1:‘15 Lo
P T I 153 1|. 3 je ¥ I.PD
s —— i =
g = = ‘T !

The usual and perhaps most effective placement cf an approach voicing is on the weak area of the harmonic rhythm
where traditional rules such as “Low Interval Limits™ can more easily be violated. In the previous examples, the
approach voicing was placed on the weak half of the measure: beats 3 & 4.

Some of the most effective uses of approach voicings are found in “stagnant” harmonic situations. Here, the
harmonic color and variety these approach techniques offer can enhance an existing “basic”™ progression or vamp.

In the following chord progression, which was taken from a common “standard” tune, each chord receives the
duration of eight beats, producing a somewhat stagnant harmonic situation. By the addition of approach voicings.
the progression receives more harmonic variety and motion. The original chords are in parenthesis.

(et S (o e SO
G7(%9) Ab13 G725 Db-7(9) C-7(9) D-7(11) C-7(11) G9
|
p B e P | b o = |
7 A £ P ) T T = ]
y —— T =2 - Y - > & |
G — P 7 357 5= —'g““' == 7 —% !
v | | ! = 9z
e —-————— = M8 e WA s o st e (BE-755)
AbS B7ED AbT7(311: F7(zu: Bemaj? Bemaj? By6(8)  Di-Tbf B-Tb5
A | Lo he | 4 = o i 4. o
T &d e Tt 1 = = T o] |
e L o b B B [ & 7 B
AN A i) 2LE s = = e &
!.1 < T 22 o |7 I i .-D.'G t

The following is an example of using only chromatic approach voicings on the beginning of the sanre “standard”
tune.

(E=ThB) — - = — i — = (AT e e = = = (T = mn = = = sravaRles e s
E-765 Be7(£9/85)  AT(#9/:5) Cy-7(11) C-T(11) E13 i3 E-7(9)
- o G , s 3 i .
- = — |
SO - ot e =7 —Z& e = E
e ‘w o P o' e EFeE & = Er
F-7)-- = — = = =~ Br) - - - == == == — = (Ebmaj7)
F-7(9) B7(13/9) B»7(13/9) E6(9) Eb6(9)
| T = oo
7 5 s e =
7 Eee— = o b £
5 = I ke e




Many different voicings could chromatically approach a single chord when the various combinations of above and
below half-step resolutions to that chord are considered. In fact, considering all possible chromatic resolutions to
a four-note structure produces fourteen different available approach voicings to that structure, although some will
be omitted due to b9th intervals. doublings, and awkward fingerings.

In examining these fourteen approach voicings, we see there are four possible combinations of three half-steps
ascending and one descending, six combinations of nwo half-steps ascending and rwo half-steps descending, and four
combinations of one half-step ascending and three descending.

The following examples display nine different chromatic approach voicings to the “drop 2” root inversion Cmaj7
chord. The remaining five approach voicings were omitted due tob9th intervals, doublings, or awkward fingerings.

1) Three half-steps ascending and one descending;

Bmaj7(#11) Cmaj7 Bmaj7(6) Cmaj7 Di-7 Cmaj7
f—e T 7N 8] o T3
%ﬁﬂ:} - T 8] 754 Ty <
e 0} b I b= b LI 8 ] =
J o o — o " fe e
2) Two half-steps ascending and two descending;
Eb7sus4 Cmaj7 Gb6(411) Cmaj7 Gbmaj7 Cmaj7
Q e X = 1 6] -1 8 s iy
5 Py — J = | S ] = = e
| A S L 4 T Je o= T Vo Lo P
A7y = s e bt R CEma =~
e VO P pis] = 7O =
3) One half-step ascending and three descending;
Ab/Db Cmaj7 Grmaj7(#11) Cmaj7 Db6 Cmaj7
9 103 -L8) © Y =< 8
o o -8 L =8 P ee o T
e VO = po © 7o o

The follewing exercises harmonize the chromatic scale. (ascending and descending). with aCmai7 type chord. while
the non-diatonic notes receive chromatic approach voicings.

1) Ascending chromatic hins:
Ab-6(9) C6(9)

: - iy A>13 Cmaj7(6) Cmaj7(311)
(@ b1 : _
].3 3 C6(9) 996 Cmaﬂ' F?ﬂa C(#11) C6(9) e . Lk o

h - 8] : =
; bg EE ,Ezz ! L8 e -0 y—— 59— 1L
= T T T - 1
o LA 21 v3 P TR T e < e S -1 8 i
G- I-', =N i

2) Descending chromatic line:

Cmaj7(9/6) AbTsusd  C6(9) Cmaj7(#11) G>mai75 Cm

aj7(8) EbT7susdé C8(9) C@#11)
£ o o [
o N .3 [DTx by e s © pe ls) *ey
o I 1§ LU ] e { cored i A in o = N
# o I LT [ 3] [ = ¥ — o [ B!
bt XY ==t 1] T ey — b2 G P o ] 1 ] Py
AR ! e [ Fal I =Y, T = =
P3| oy o= =
Gomaj7 Cmaj7 G7(29/85) Cmaj7(9) B6(9) C
ige’ 8 WIS = I 7 T
%{.e g Ly — © are = t
vy - — Y o e e i
o 7O = = g s o
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Chromatic approach voicings could also involve one common tone while the remaining three tones resolve in various
chromatic combinations. Thirty-two potential approach voicings can be produced from these combinations! While
one note remains common; four different chromatic approach voicings are produced by three ascending half-steps,
four more voicings produced by three descending half-steps, twelve more voicings procuced by two ascending and
one descending half-steps, and twelve more by two descending and one ascending half-steps. Of course h9th
intervals, doublings, and awkward fingerings will omit quite a few voicings, (although some doublings will be
occasionally used).

The following examples display twenty-four of these chromatic approach voicings, (with some doublings), to the
drop 2, root inversion, Cmaj7 chord. Common tones will be darkened for reference.

1) Three half-steps ascending;

B-maj7(i1) Cmaj7 B Cmaj7 Bmaj7¢5 Cmaj7 C-7v5 Cmaj7
ﬁ -] = - P (8] = (8 I ‘i'tu A 8
£ % T oo = = [T
| oW 8] =4 3 e TP @ =4 e CIBE
AT A R B ) = T 1 o ™ = Ly il 4 o
' o =3 o == - = < -

2) Three half-steps descending;

Db-maj7 Cmaj7 Db7 Cmaj7 Dbmaj7b5 Cmaj7 Fm Cmaj7
5 4 ;o —e Ty = (8] e (8]
£ L = 11 - [ (3] = I % ) o
o = 7 708 ot s =g 74 LS e
T/ pd 1 hd — o i
e 70 £ JO F= i) =S o <
3) Two half-steps descending and one ascending;
Db-6 Cmaj7 Gb7(#11) Cmaj7 Db9(no3) Cmaj7 Gb-maj7(11) Cmaj7
] I e] YA 8] 'nln = 8]
P “8 5o 58 e g 558 28
e VO = 7O = Do s 7o ==
G-7b5 Cmaj7 E513 Cmaj7 Ab6(9) Cmaj7 Ab/C Cmaj7
b e 83 18] ey © (8] e x'o} T3]
= (@] [P s ne 1" ¢ =
?gﬁ?-'?—‘_r%' o = LLe T A =
e PO = D_'U <= - - & -
4) Two half-steps ascending and one descending:
Fi7 Cmaj7 B(#11) Cmaj7 Dg-725 Cmaj”7 Gim/E Cmaj7
£ r 3 ze 8] } :;9 8] o %]
s 8 s 2 = g T 2
d "fe e - = == re — =
Eb7 Cmaj7 F:maj7»5 Cmaj7 C-74Z Cmaj7 % Cmaj7
E_ul:!n 0 — 8] 71 % o183 P —— B—
\ bk = i i - Tl B =
Lo 4 i bl €3 — LA B2 Lo 2 ! =
WA (. > I TLy b e i %] =
e VO < e o = o V- <
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Two or three common tones in chromatic approach voicings are possible, but begin to destroy the “approach” quality
of these voicings. Some of these voicings will be explored along with additional concepts in the Chromatic Guide-
lines chapter.

The following example uses the riree chromatic-one common tone approach voicings on the beginning of a
“standard” chord progression;

(E<tehy . (e o S R R - L o S 6 iy e Sny
E-755 B59(£5) AT7(49/45) CE7(49) Ca(11) Dmaj7 F13 AB(11)
; |

p—2 2 2| y e —— g a2 ;
¢ v e———— = rZ =z LE 2 ]
o F s 2= = Vl T

% . Bb7)_ _____ (Eema?)_ _ __ (A>T (Bbmaj7)

F-7(9) Eb79)  BP13  GHAb  Eb6(9) ATHS Ab13  Eb-7(9) Bb6(9)

=
H )

S

1
177

Sy " Tl o =

qoe

L

The following is an example of a backward cycle-five chord progression that couid be considered a chain of
chromatic and dominant approach chords with one lead common tone;

Al3 D7(#9) G7(13/9) C13(49) B9 E9(#5) AT7(13/9)

- = o =~ 4 m
Q = _|_ﬁ;£' :L‘; :'... =1L ]
g I
& === 1
o : :
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The following “F Blues” uses a variety of chromatic approach chords with the emphasis again on a lead common

tone. Voicings not fully notated are drop 2 type voicings;

F13 Bb7(#9) F13 B9 B»9(13) BO(#5) C9 E9(13) F13 Bb7(29) Eb9(13) Bb7(8#9)
e e
{5— i i e ! i i i

Fi3 E9(13) F9(13) B9 Bb9  A9(#5) Ab9(13) A9(#5) B»9 B9 B»y9(13) Fi9
TN e e e e & - & & Lo e .f%
{5 ! ’ ' ] —

e TTE 3

F7 E7sus4 Eb7(#11)EL7(b9) D'?(Iﬁg) Dy7b5  D7(29/45) G-7(11) .

p ® - L .| B be b.g. e e e
% et E = = 5 = E
Sk o — = ';} —e i e h————
| _. , _ .
C7(49/45) B13(#9 F13 Eb9 D7(#9) Ab-6  G-7 Db7 CTsusé Gb13
Db7(#9) # )CT(#9I#5) |
i e e Vs k= i3 s ———
A1V 1 = ! ;\‘F:#;i i i ! h’%_;*

F1i3

e hit

R

eANb
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Chapter Twenty-Five.
Fourth Voicings

There are five basic fourth-type voicings available to the middle four strings of the guitar. The following will list
each voicing as well as the initial chord type to first introduced it. Additional enharmonic chordal uses for each
voicing can be found in the appropriate Enharmonic Chordal Substitution chapter containing these chords.

136 B R 4th..... Bp..... 4th..... Ep (perfect fourths) {F7sus4)

2)C.. $4th....F}.... 4th... B.... 4th... E (one tritone) {Cmaj7bh5)

3) C... 4th..... F.... §#4th...B. ... 4th..... E (one tritone) {Fmaj7(§11)}

G e R 4th..... Bb... #4th....E (one tritone) {F-maj7(11)}

5 C.. #4th...Ff.....4th...B.... §4... E} (two tritones) {DI13(39) or Ab13(§9)}

Of course different inversions of the above chords are available. but do not contain
all fourth intervals as do the specific inversions listed.

When all or most of the voicings used in a comping situation are fourth voicings. a contemporary and sometimes
“modal” sound is produced. It is also common to find a geod deal of chromatic and diatonic approach chords using
fourth type voicings in this contemporary environment. Occasional fourth voicings can and do appear in many
different styles. but a contemporary “quarial” sound can only be produced by using many fourth veicings. Fourth
voicings can be found in “modal” or “diatonic™ situations, and each requires a different approach.

Modal music, where many fourth voicings are commonly found, does not contain the traditional “avoid” or weak
notes that are commonly found in diatonic harmonies. In fact, many of the avoid notes in diatonic harmonies are the
desired “characteristic” notes in modal music. The incomplete or ambiguous nature of fourth voicings seem to
enhance this modal sound. It is certainly easier to play many different fourth voicings in a modal situation. where
every voicing is available, than itis 1n a diatonic situation where voicings that contain avoid notes should be omitted
or placed on weak harmonic rhythms. Of course in many diatonic situations there are places where the harmony can
be stagnant, allowing for a temporary modal approach to those harmonies.

When trying to make the majority of voicings in a Diatonic situaton fourth-type voicings. a difficult irony is
produced by the need for many voicings ic clarify harmonic function. (often two or more incompiete rourth voicings
are needed to clarify one chords function, and a conseauent reduction in veicings due to diatonic avoid notes. Often
a compromise between these two proviems 1s needed 1o harmonize “changes™ with fourth type voicings. Perhaps
the “need” for harmonic clarification in diatonic progressions could pe reducea and “avoid notes” could be accepted
more oftern.

The following will examine fourth voicings by diatonically moving them through specific scates and determning
their modal and applicable diatonic use:.

MAJOR SCALE
Modally. all seven of the fourth voicings produced here will be availabie to any one of the seven major scale modes.

Fourth voicings in € major scale, (or any of 1ts seven relative modes j:

o £
7ol = O < 3 ¥ -
1”4 (] e o [ 8] il Pt [ ] ]
£ Py (%] B o £F _;_"1 P TI:
i £ = [ o hT
.L_Ll'_. €3 :) € = == 13 = :I
L% © :

Note ot five basic fi -type voicings origi / >d a ntained in the major scale.
Note that four of the five basic fourth-type voicings originally presented are contained in th | 1
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A unique and contemporary chord symbol notation depicting the different modes has recently evolved and appears
quite different from traditionai chord symbol notation since many of the characteristic modal tensions are “avoid
notes” in traditional harmony. The following modal chord symbols are not uncommon in today’s music.

lonian, maj(add4)

Dorian; minl3 or min7(13)

Phrygian:  min(h9) or sus4(b9) or min(11/h9)
Lydian; maj7(f11)

Mixolvdian; dom7(addl1) or dom7(add4)
Aeolian: min(add b 13)

Locrian; min7h 5(b9)

Descriptive modal chord symbols have also become quite common:

C (lydian) = Cmaj7(4 11) and possibie tensions 9 and 13(6)

C (dorian) = C-7(13) and possible tensions $ and 11

C (phrygian) = Cno3rd(11/h9) or Cmin(h9) and possible tensions 11 and b 13
C (aeolian) = Cmin(add b 13) and possibie tensions 9 and 11

These symbols which are most common in modal music have also found there way into diatonic tunes, modifying
many of the basic harmonic functions by the use of traditional avoid notes. Contemporary diatonic tunes often
contain modal approaches to some or all of their harmonies. It is not uncommon to find a II-7¢13). V7(addl1). or
11-755(b9) chord in today’s diatonic progressions. Although these chords can involve many different types of
voicings. fourth voicings still play a major role in supporting their “modal™ sounds.

Its worth noting at this time that the dorian mode is the relative minor of the lydian mode, allowing pastmaj7($11)
and maj6(4 11) voicings (with or without available tensions 9 and 13) to function as dorian voicings. As an example,
Cmaj7(§11) [157411] = A-7(13/9) [b357 9 13].

The following will examine one of the fourth voicings established in “C major™ and apply some of the relative modes
and consequent chord notations.

Fourth voicing: S Dy I T
1) DedOfia.«...o.osseossissssssinesy Dhcsss: DTecines B 3uinis, 13 et DT(13/9]
2)E phrygian....cooeeversseneenees b3 P13 b9 5 s Em(b 13/69)
BB IR - ccvivinctisianinss Gicremsy Bravwvny Vrwve  RA L BAR LTS
4) G mixolyaian........covivernrise P 1 I Dl S s G7laddll)
5) A 2€0HaN. ..o | Tt 83, BB o A-7¢513/9)
S e b v e e e B s B-7Th3(k 13/p0

Additional dominant possibilities of above voicing:

G7(add11) - G mixelydian» 9/p 13 (C harmonic minor}
B7(b9/alt5) E7(p 15/alt9)

Liatonic applications of fourth voicings usually invoives finding one or more “'safe” voieings, (no avoid notes and
clear harmonic function). to begin and end with while the other voicings containing avoid notes and mncompleie
structures are used in between. It is also common to find “chromatic approach™ voicings and/or “svmmetrica!
constant structure” voicings in between or linking these “safe” voicings. The following examples wili present some
of these diatonic ideas with fourth voicings over typical Il - V - I chord cadences
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This first example uses only diatonic fourth voicings in the key of “C ", ending on C lydian.

Dy pied & SESERE oo o Tt G ;

B - | Cmaj7
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’J ) B AR S s Rt l_ Cmaj7
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9 M _: % g .3 < 2 [T - st ] 2
& ) = 1 &P = o ”'Br =3 1 ;
{_ﬂ.“ = — = 7o v et = & =
e r | : pre) £
; I

The following examples will examine symmetrical constant structure fourth voicings in different I V 1 situations.
Some of these examples will present a major7th note on a dom7 chord: a very unique and contemporary sound,

#1) Whole-steps;

) D e Ginsr o i) b) D-7_ _ .. __ Gl - ——- !
. Cmaj7 - l | Cmaj7
'y 2 = ! | . iy s = rt*f LDz :
. = ==t € ; Zz— iz T e 2 1
D 'BF i = — = = =L C 0 j
e/ D& h—d. - '_j | l e Te
YRR Gl L7 dydian) oo - - -t
£ - ! | ©

p = =4 Dz | 2 it #- v

| J— e = 1 1) sy e Pt ==
(5—= pe = — - —

S = 73 Iy - »

e | i 1.|

!
#2) Symmetrical diminished, (whole-half-whole-half):
A e e S s o TN Sy e umaj
' ; o
—f o z oo 8 ke % S
= = ' g - r— n
f—= 7 i = - S— i = Tl

St = E < = IS

e [ |“' |

b = ‘-;-_ e — e e = e

R Gl e Cmaj”’
% b AL £ D .
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ﬁ.‘ = - :-v_. & iR, ¥ \-" i
L83, Le L2 -z 2 - 71iE - .E. Ti
'J . | ' ! | >
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#32) Minor thirds; Be — s | D ‘Amaj7
Z |
A B :,Jg- 1 1 A
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The major scale modes also have some altered dominant possibilities that can be examined. There are four major

o | | 4w = A = = ” i
scales; Ep, Ab, Dp, and Gb, which produce altered dominant tensions on a G7 chord. The following will
enharmonically realize the notes of each major scale in relation to the G7 chord.

Eb major scale (G phrygian)..G Ab Blﬂ (3 D Eb B
STy PRSI | 1 b9 9 4 5 b1z b7
Ab major scale (G locrian).....G Ar B C Dy Eb F
BT EHON esssonsonsanessissmszavnsss 1 ho 49 4 b5 85 b7
Db major scale.......ocoeemeunenee. Gh A» Bb C Db Eb F
Gl T 1 R 7 b 9 - 4 bS &5 b7
Gh major scale.....ievrvernnnes Gb A» Bb Cb Db EBb F
6T SHoRd s 7 o  #9 3 b5 B3 b7

Note the potentiai probiems with Ap and Dp major scales. The 11th and b5th in the same
volcing strongly suggest a min753 chord. and the 11tn and natural 7th produce dominant
guide-tones a half-step above the original guide-tones.

1 he foliowing lists those rourth voicings that are in common with more than one of the above major scales. Of special
note is the Bp7susd or F-7(11) voicinz which 1s in common with afl four scales.

Db and G) major scales share the voicing; Ab7sus4 [Eb, Ab, Db, Gb]

Eb and Ab major scales share the voicing; C7sus4 [G, C,F. Bb]

Ab, Db, and Gb major scales share the voicing: Eb7sus4 [Bb, Eb, Ab, Db]
Eb. Ab. and Db major scales snare the voicing; F7sus4 [C, F. Bb., Ebl

Eb, Ab, Db, and G major scales share the voicing: Bb7sus4 [F. Bb, Eb. Ab?

The following IT V I examples will examine all four altered dominant sounds presented.
11 E» major (G phrygianj;

(Note the following D-7 voicings are the same as those voicings under G7 transposed upn a minor third

~ GT{Hp majorseale)l . o .
l}—T e (=P i Er P Y
= R T L GT7(513/b5,  S8usd GT(p13/alty L
r,j == I _— : —_— 0w P | e (8] =
_'b__{z_‘ = :f E e ‘{: & Ja? £ = L
=X = - = il == e = Ir Frnw i
CI = < i L4
2} Ap major (G locrian}:
Bl g = x < G7 Ay majorsale) - - = - - - Cmai?
G+7alt9  @7(,9/a1t5 (Chrom App.)
e — & T —— = O e O z
é_c:__.____ Ser S Sesme i = amae o e e
=) o _'_ P e A T St 1 o et o s e Y 2 = 1|
) (=] 7 ve = ——




Trisesa SRRt B G7(Db majorscale)  _ _ _ _ _ _ _ _ Cmaj7
_ —
G+7(alt9) GT(o/alts/majn) O™ APP)
(s} J o P D -lu__. J
= : = i 2 o 2
e) Za » lrz {;JI‘ pe— ;
| |

Note the chromatic motion of each voice in the above approach chord: three voices descend
while the 4th-string voice ascends in approaching Cmaj7.

4) Gv major: GT(Ge misjorscatey. . o o oo

D-7 G+7(alt9) G7>5(maj7)
"""""""" ' G7(:9/alts/maj7) G+7(|*«T9} C
- | e | . _
,5 z > 5——*—*5«{:‘*“% Tiran Lo = ’
N— e ! s i ST - T (8]

Although the major scale offers the most diverse uses of fourth voicings in a modal or diatonic situation, other scales
can be examined for their potential use in quartal harmony. The remaining seven-tone diatonic scales, (without
consecutive half-steps ), are the melodic minor, harmonic minor, and harmonic major. Primary interest will be placed
on the examination of the melodic minor and its modes. as well as the third mode of the harmonic major. The
harmonic minor will be omitted due to 1ts iimited modal uses and problematic “avoid notes.” The useful fifik mode
of the harmonic minor (Mixolydianb 9/b 13) can be substituted by the third mode of the harmonic major which, unlike
the harmonic minor, has no avoid notes. Both modes are dominant modes and commonly functionon a V7 of a minor
chord.

The following modes are related to a G7 chord:

C Harmonic minor (from its fifth moage: G An B C B Ep F &
G ROt i e 1 by 3 4 5 pla T i
Eb Harmonic major (from its third mode); G Abp B Ch D Eb F G
2l NS TR .' b 49 3 3 b13 b7 I

Students are encouraged to examine and experiment with the additional harmonic major and minor modes.

Unlike the major scale. the melodic miner and harmonic major cannot maintain fourth intervals on each degree of
neir scales. When attempting to construct fourin voicings on each degree, a major third interval is produced on those
voicings containing the » 3rd and natural 7th in the melodic minor, and the major 3rd andb 6th in the harmonic major.
In addition. both of these scales contain two tritones each while. by comparison. the major scale contains onlv one.
Although admittedly weaker than the major scale, there is some guartal value to these scales since the majority of
their voicings will contain fourth intervals. In their favor is the lack of avoid notes. mazing more voicings available
to their different modal and diatonic runcuons.
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MELODIC MINOR SCALE

Examination of this scale and its modes will include the same intervals ascending and descending, commonly
referred to as the “jazz” or “real” melodic minor scale. With the exception of the fifth mode, there are no avoid notes
in the melodic minor modes, allowing use of any one of the fourth voicings produced. The 4th degree of the fifth
mode is the only avoid note.

Diatonic use of the second mode will be omitied due to its “unstable” nature. This mode has limited harmonic use
with the possible exception of a modal II-7 chord in an established melodic minor key. or as a modal I minor chord;
(Dorian p 9). This mode does contain a valuable “melodic™ relation to its parallel dominant chord;

D dorian b9....ccevee.... D Eb F G A B C D
D7 chiortl, s vusssssrsdssssnns 1 bo 49 4 5 13 b7 8

Unfortunately, the dorian b 9th mode appears rather unstable “harmonically” in supporting its parallel dominant
sound.

C Melodic minor scale harmonized in fourths;

o XY
G lu 8] O L8 |” g 'D‘C v ra GD
7z (8] < o a ) & —
| o o p= [ ] = 5 (2% L
LIV [ 8] —r gy (%] L=
v © L2 S

*Note the major third interval in the above voicings containing Eb and B.
The following will examine each above fourth voicing, from left to right, in relation to the available modes.

First mode (C melodic minor);
C-maj7(11) C-(11/9) C-6(9) C-maj7(11/6) C-maj7(11) C-6(9) C-maj7(9/6)
* Note the 9th is in the bass, (L.LL. violation), on the second voicing.

Third mode (Eb Lydian augmented):
Eb+(9/6) Ebmaj7(9/6) Ebmaj7h5 5 Ep+($11/9) Eb+(9/6) Ebmaj7b5(6) Ebmaj7(alt5)

Fourth mode (F Lydian b 7): __ .

F7(§11) F6(9) F7(13/9) F7b5 F(§11/9) F6(9) F1h5(13)

Fxfth mode (G Mixolydian b13);

G7(b13/add4) G7susé G9(b13) G9(b13) G7(addd) GY9susd G9(b13)

Sixth mode (A Locrian-natural 9):
A-7b5(b13/9) A-TE5(11: A-Tb5(11) A-755(b13/9) A-785(9) A-7(11) A-7b5(11/9)
* Note the 9th is in the bass, (L.LL. violation), on the last voicing.

Seventh mode (B altered): .
B7b5(b9) B7(altd/als3, j;S(g B7b5 B7(b9/alts) BT(alty/s5) BT(£9)
* Note the #9m 15 in the bass, (L.I.L. vio‘auon) on the second voicing.
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The fourth and seventh modes offer the best and most common use of these voicings in a diatonic situation;
Lydian b 7 is common on dominant Sub V chords.
Altered is common on dominant V7 chords.

The first and sixth modes also offer some common diatonic uses;
Melodic minor is common on I and IV minor chords.
Locrian-natural 9 is common on min7b 5 chords,

The third and fifth modes are not quite as common as the above modes, but offer some interesting uses nonetheless;
Lydian augmented is useful on a Imaj7¢5 chord.
Mixolydian b 13 is useful on a V7 chord, (commonly V7 of II-7).

The following examples will examine the four most common melodic minor modes in their related diatonic
functions.

£

- ! - re = T
f=_ = £ = = is = & & = =
(& _r,—s vli’ P___a’r't_gﬁ'—'—“ﬂ— e &
| | .' l l
32)
F7 (Cmelmin)_ _ _ _ _ _ _ E7Fmelmin)_ _ _ _ _ _ _ _ _ _ A-maj7 (A mel min)
| b
%:;“ .
il ] fey
- e 1 v | i =
43)
C6(2)(C major) _ _ _ Bb7(F mel min)_ _ Ab7(Eb mel min)_ _ G7(alt) (Ab mel min)_ C(lydian)
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|
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#4)
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HARMONIC MAJOR SCALE

C Harmonic major scale harmonized in fourths;

]
=9 |
A o o pe = o re
0 9] =6 > oy S o
[ o ok o g5 2y P %] i
A (6] :_; o [9] =
¢ ©

*Note the major third interval in those voicings containing E and Ab.

Only the third mode will be examined in this chapter. The following will relate each above voicing, from left to right,
1o this dominant mode:

E7(b13/69)  E7(b13/alt9) E7(}9) E(b9) E7(b13/alt9) E7(b13/§9) E7

The mostcommon function of this mode is on the V7 chord of a minor chord, although it could also resolve to a major
chord. Both resolutions are displayed in the following example.

F&-7b5(F4 locrian) B7(G harmonic major)_ _ Em(E dorian) _ _ _ _ _ E7 (C harmonic major)
f 1o, s = .2 5 41 - e pe e .
7] =+ - i ' e - -
= 1 > = ™
R O DA | i "
| . | |
A-7 . D7(B5 harmonic major) _ _ _ _ Gmaj?
|
4] i o he - e | <
¥ = e 7= A = [ TP _ kY Il
‘(E'ﬁ € = I == e = —2 -
= & HE = 2

The following summarizes the modes and related fourth voicings available to a single dominant chord;

G7 Chord;
Major scale dominant modes;
G Mixolydian (C major); E % 3 11 5 1 k7
G Phrygian (Eb major): 1obe #9011 5 b13 b7
G Locrian (Ab major); 1 b9 89 11 b5 #5 b7
G Altered/natural7 (Dp major;, 7 o k9 11 bS5 5 b7
G Altered/natural7 (Gb major); 7 b9 '#9 g 85 £5 b7
Melodic minor dominant modes;
G Miixolydian b 13 (C melodic minor}); 1 9 3 H 5 kg b7
G Lydian b7 (D melodic minor); 1 9 3 f11 5 13 b7
G Altered (Ab melodic minor); 1 b9 #9 3 b5 #5 b7

Harmonic major dominant mode; :
G Mixolydian b 13/alt9 (Eb harmonic major); 1 b%

e
D
L5}
Ln
b
fs
L
-
~1
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Out of the five different fourth type voicings originally introduced, only one: D13(#9)/Ab13(49), has not appeared
in the scales presented. This voicing will be included in the following example of a “‘standard” tune harmonized with
fourth voicings. Both of its dominant functions will be used; D13(#9]IAB 13(#9) and B?(ﬁ 11/b 9)/[37(# 11/h9).

Originally presented in the Constant Structure Harmonic Motion chapter, note the multiple functions of the
F7sus4 and Cmaj?bi fourth voicings presented in the beginning of this chapter. and their subsequent varied use in
the following standard tune. Given their many functions, it would be possible to harmonize an entire song with these
two voicings. Voice-leading and variety could be enhanced by introducing additional inversions of each voicing.
even though the quartal sound might be compromised some.

In the following *standard™ tune. all different approach chords, chord patterns, and modal sections will be labeled.
Be sure to realize, with the exception of certain approach chords what chord tones and tensions each fourth voicing
produces on the original chords. Also note the “B™ section has single chords sustaining for two measures. allowing
them to be approached as temporary modal modulations with a specific scale for each chord voiced in fourths.

E-75 (Dia. App.) A7 (Chrom App.) C-7 (Dia. App.) F7 (Chrom App.)
A | |
[ ! r!____ r‘ | = ! T for) B —
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D= = = T s = £ "r |
|
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E-7b5 A7(alt) D-7b5 G7

Bb Melodic minor_ _ _ (Dia. App.) (Chl'mr— App.)
= |
n = = ‘ﬁg E Ve | b g be
7] - [ o I = €T Bl iy
2 st e b E7 2 h (Bl B )
[ Fan ] ol o L] B LN ] e Vi ¥ 7= P e
RS | | i P Tt |5 et
o | ! ! e ve
C-7 (Dia./Chrom App.) F7(alt) (Dia/ChromApp.) Bbmaj7
Symmetrical pattern (with common leadtone) - _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _
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e 2 e b =
o (9] s
¢ = ! Fine

PENTATONIC SCALE

Although seven-tone scales probably offer the most useful applications of four-note quartal voicings, the traditional
pentatonic scale; (1 2 3 5 6). has some quartal qualities worth examining. Unlike seven-tone scales, this pentatonic
scale contains no half-steps. Since the half-step is often the source of “avoid” or weak notes in diatonic harmonies,
the pentatonic scale might offer some voicing alternatives 1o seven-tone scale voicings.

While fourth voicings are constructed by skipping every two notes in a seven-tone scaie;
(1)-2-3-(4)-3-6-(7)-8-5-(10)-11-12-(13). etc., pentatonic fourth voicings are produced by
skipping every other note;  (1)-2-(3)-5-(6)-8-(9)-10-(12)-13-(15), etc.

The following voicings are constructed off each degree of the pentatonic scale. Notice that two of these structures
are complete fourth voicings while the remaining three structures contain two fourth intervals and one major third.

C Pentatonic fourth voicings;

C6(9) C(add9) C6(9) C6 C6(9)
H () £ T
y—o o) © B ©
"ﬁ [ ] EE [8] E—: L% ]
AL Fai i Ferg L=
Y < 2 i}

Although the major third interval does compromise the quartal sound to some degree. the majority of fourth intervals
produce an overall satisfactory quartal sound. What 1s equally, if not more important to their quartal value 1s the
strong and descriptive “pentaronic sound” these structures contain when at least two, and preferably more, are used
as chordal substitutions. Further more, this pentatonic scale can often reflect the different music styleq itiscommonly
used in such as “country,” “rock,” and “blues.” These styles can be “heard” or implied by using several of the

voicings produced by the pentatonic scale as substitute voicings.

The following relates Db major pentatonic te Bb minor, (Dbh’s “relative” minor), and G Altered:
= .] p A

Db Pentatonic......... Db Eb © Ap  Bb (possible Db “country” sound)
By IOHIOE conemmovense 3 - S 7 i (possible Bb “rock’ or “blues” sound)
G Altered....ccciicions bs &5 b7 b9 §9

When two or more of the five possible Db pentatonlc voicings are used as G7(alt) voicings, a “duality” of sound is
produced. Db major or Bb minorare clearly “heard” while Ga]tcrca isalso “heard.” it might also be possible to “hear”
two styles at the same time; Db “country” or Bb “rock” against the dark “jazzy” G altered.

The following will list the possible pentatonic scales, (and subsequent voicings), that can be used as substitutes for
the four “basic™ chord groups.




Major7th or Major6th:

1) C pentatonic............
60 v - {107 G O

2) G pentatonicC...........
CmaffiC06.. . .vusenesnss

3) D pentatonic...........
05 1 177 (0 TR

Minor7th;

2) Bp pentatonic.........
S e A

3) F pentatonic............
CTv oo
{C-6 or C-maj7)........

Minor7h5;

1) Ab pentatonic.........

CThS s main

2) Db pentatonic........
RETDE,  rbenns s

3) Gb pentatonic.........
iy
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Db
b9

A
6
E
3
B
7
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Bb
b7

Eb
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(I pentatonic of C)
(V pentatonic of C)

(I pentatonic of C)

(bIM pentatonic of C minor)
(b VII pentatonic of C minor)

(IV pentatonic of C minor)

(5 V1 pentatonic of C-755)
(I;»H' pentatonic of C-7b5)

(bV pentatonic of C-7b5)

Note that tension b9 is traditionally considered an “avoid” note on a min7h5 chord, yet it is not uncommon to appear
as an available tension in today’s music. Keep in mind, placement of a voicing that contains this tension on the weak
narmonic rhythm of a measure or phrase would produce the least dissonance. The most “characteristic’ b Sth tone

is contained in only one pentatonic which also incluaes the »9th.

Dominant 7th:

The following pentatonics will be organized into three groups depicting their differences and possible a;  cations.

Group I;

2) Gp pentatoniCc....
(G R

Group II:

1) F pentatonic.......
st e

2) Bb pentatonic......
TR s tsteni

3) Dy pentatonic......
ETISEISEL. ot ibivssans

-—-r]

L~
tn _q}.

TR
th o tﬁ

G I i

ul

s
=

LTS R

v

&

Sl
o e
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(1 pentatonic of C7;

(»'V pentatonic of C7)

(IV pentatonic of C7sus4)
(b VII pentatonic of C7sus4)

(p1I pentatonic of C7sus4)




Group III;

1) E pentatonic..... B Ef G B C§  (III pentatonic of C7)
CYESs e 3 S i b9

2) B pentatonic........... B Ch Df F§ G§ (V11 pentatonic of C7)
St o A P s EE s 5

The first group includes the two most commonly used pentatonics in 2 dominant capacity; C pentatonic - “natural”
tensions. and Gb pentatonic - “altered” tensions.

The second group includes those pentatonics most commonly used on dom7sus4 chords:

B pentatonic - C9sus4, F pentatonic - C9sus4(13). and Db pentatonic - C7sus4(b 13/alt9). In an appropriate situation
and with care, it might be possible to use these pentatonics against a dom7 chord without the suspended 4th. The
Db pentatonic, which contains altered tensions. is probably the best choice for this application.

The third group includes two different pentatonics that contain altered tensions and a major 7th. The B pentatonic
appears most characteristically altered of the two, supporting the major 7th with all the altered tensions; (ES, # 5,b9,
£9). Again, this is a “progressive” sound that should be used in an appropriate context.

Note those pentatonics that contain dual functions;
(C pent. - Cmaj7 or C7), (B pent. - C?sus4 or C-7), (F pent. - C7sus4 or C-6),
(Db pent. - C7susd or C-7b3). and (Gb pent. - C7 or C-7b35).

The following examples will present the pentatonic voicings discovered in various Zonic, Sub-dominant, and
= z =

Dominant capacities. Be sure to realize the tensions imposed on the basic 7th chords by these pentatonic voicings.
In more musical applications, these voicings would most likely appear within isolated phrases over an entire song

form.

These first two examples present pentatonic voicings over major and minor II V I cadences. Note in both
examples the dominant chords use the typical “altered” sound by selecting pentatonic voicings a tritone

away.
1) Minor II-V-I cadence;
L 3 e g et St Ak ST vy (R M e
(F pent) {G pent) B gent) v - com oo = (C pent) (G pent)
i | - e =
o ..\l ' = 2] 5& = = = i /)
T £ = 7 o TSz e e = = =
e z == 5z e e 2 e g i
——— - — 3 e t5
Py & = E : e
z | !
2) Major II-V-I cadence:
BaE S o=z ANl e e e e G A NI
(D pent) (A pent! (Bopent)_ _ _ _ _ _ _ __ (Basht) .. . .. L.
1 - |
gl e e g SiE o aml
e o = 3
=y = b Y E— = e e — T O - A L i =1
¢ ¢ ! - ! z i e

The next examples present the four different pentatonics that produce altered tensions on dominant chords:
C7(alt): Gb pent. (bV), Db pent. (pII), B pent.(VIl), and E pent.(I)

‘Note the chromatically ascending pentatonics over these first four I1 V I examples. The first two examples use the
» Vth pentatonic on the dominant chords while the last two use the VIIth.
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1) D-7(C pent) G7(C# pent) Cmaj7(D pent)  2) F-7(Eb pent) B)7(E pent) Ebmaj7(F pent)

| H | ' 5
o) | = 5 B4 il = A - $o fo T ¥
¥ o] T P A LY ] i e L I L s Lol -
e == | QI BT Sl et — . i [] TR T et
4-| re i ] [ e LT [ IP2N P ]
' b | L T R B L ] - e [+ oY - e -l gt
o C i T R |“’ | e = i T | |
|

3) D-7(F pent) G7(F# pent) Cmaj7(G pent! 4) B-7(D pent) E7(Eb pent) Am=zj7(E pent)

B, oo fo ) = L 0z To
o = et o — & E—H L Er——rwh H
&5 eoigp = 2 o —+ 5o
0 = i i | |
| |
This next example uses the b1l pentatonic on the dominant chord.
D-7(F pent) G7(Ab pent) Cmaj7 (D pent)
4{} g i o =3 ag_ : ﬁ' _—EEE' H
e — = 2 = =7 - —
!) [ | gl AT ‘L'
|
This next example uses the III pentatonic on the dominant chord.
G-7(Bb pent) C7(E pent) F6(9) (F pent)
=
A b Lo # o O
M RiE [T e o
fDE = i< T3
k;j.l'_ _ — b2 =z (%) 5
| i
This next cxample uses the by pentatonic on both the I chord and the V chord.
F4-7b5 (C pent) B7(F pent; E-7(11)
= z 2 £ 8
‘&: 23 ?—._ 7 __g (8]
LA ¥ — et 15 [+~
e = (=4 i T

This next example mixes pentatonic voicings with other voicings over a dominant chord. Note the natural tensions
on the first three voicings and the altered tensions on the next three voicings. This natural to altered progression of
tensions on a dominant cherd is quite common.

e s o s e e o L F6(9)
SO e e L Ghpent _ _ _ _ __ __ _ - -
| [ ' | D2 o

fa) [ hoe [ TE
4z Z 5 = = 2 a |
fas 7% =, 7 Ay e e 8]
‘.‘_‘]?7 — i = s =
e/ & = T’ | | |
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This next example will notate the lead voice only. The complete voicings can be derived from the pentatonics listed.

Geoagjy . o -0 D G-7T_ _ _ _ By A e P
Dpent - _ o oo s Bb pent Gv pent CpeRE o i
1} '
== —— ! : i - : i Z >
e ! ' i ' : ' Z
i e e <l S Ermall e AThs_ _ __ < i e
Ab pent Cb pent Br pent F pent E» pent Gb pent
O o ¥ bs = = = 2 o = e o
# n}a = — = 3 = &
B : = =
e
T T Gl S Sy S it g e o G o PR s ey e i Gmaj7
1§75 51775 e By SO S Vs s N, sl i Eb pent F pent
fH = o 5 7 = -
= i 2 z o - = E
=R g i JI = : oy
!) ]

This last example mixes pentatonic voicings and fowrth voicings in a “II-V Blues” form. Since the “effect” of
pentatonics requires two or more voicings from one pentatenic scale, it will be lost in many of these II-V patierns,
although the voicings used are in common with pentatonic voicings. Note the ascending whole-step fourth voicing
pattern produced in measures eight and nine, while the same pattern descends in measures eleven and twelve.

Fmaj7___ E-7b5 A7 D-7 G7 C7 F7 Bb7___ Bb-7 Eb7
C pent _ _ _ Bb pent _ _ _
s
e s = bg‘ 2 L0 o ihe =} 4 L |
o % ' = e e 2 2 =z e— %
P e o] " = ¥ T ] T L 1§ I ] no. o |
’ = z z = ) —— > e —a . —
| ! ' ' | | | B |
A% DY AT D7 G _._._ ©1___ F D7 G7 C7 Fmaj7
! ' = 0Lz = .

ol ‘ #4 D@ | D e D& 42 ] b"g‘ b ho -{¢]

I_l [’ + LF = | B Ly 3 N o TN o et =k ; I 0. ] [ I b iy ]
y = 24 Bl | i A P == 7] Y N A= i
AN — = BN — == = = e Za s e i

L] = = Ea= =4

ef

Measures eleven and twelve would maintain the descending whole-step fourth voicing pattern on the 1op three
strings if “‘guide-tones” piaced in the lower voics were desired to ciarify tne harmony;

¥

=
G F hg 'lr} ] ’; '[ n(‘ 1
F— i i P Foa—r E
| |~
S e — o e A =
.J i el UF W"
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Chapter Twenty-Six.
Chromatic Guide-Lines

Sustaining voices. (common tones), and chromatic motion are the two strongest techniques used in voice-leading.
While common tones are most effective over chord changes, chromatic guide-lines can enhance a single chord as
well as a series of chord changes. Up to now, emphasis has been placed on voice-leading the rop note or 2nd string
of every chord voicing. This chapter will examine the chromatic voice-leading or chromatic guide-line possibilities
of every voice or string in a given chord or series of chords. One. two, three. and four chromatic guide-lines over
chord changes will be presented while just one and two chromatic lines over a single chord will be examined. All
possibie voice or string combinations of two, three, and four chromatic guide-lines ascending and descending,
(including parallel and contrary motion). will be explored.

As more chromatic voices are added, they become more difficult to continue over a series of different voicings.
Contrary motion only complicates this situation while parallel motion and an obliging chord progression might
continue further, For this reason, the three and four contrary chromatic guide-lines presented later in this chapter
will be limited to two adjacent voicings. Some isolated examples will explore three and four contrary chromatic lines
over three adjacent chords.

The following string combinations will be used for the various chromatic lines;
(strings will be notated as bold numbers in parenthesis).

chromatic voice: (four combinations); [(2)] [(3)] [(4)] [(5;]

One
Two chromatic veoices: (six combinations);

[(23)] [2@)] [2)®] [B@] [B)S)] [HG)]

Three chromatic voices: (four combinations);

[2)H@] [BDE] [2A)E)]  [(2W)(5)]

Four chromatic voices: (one combination); [(2)(3)(4)(5)]

All possible voice or string combinations of ascending and descending chromatic lines, (including contrary and
parallel motion), will be examined. The following model will be used to portray the chromatic motion of each string
CT voice;

(a) will refer to an ascending chromatic voice while (d) refers e a gescending chromauc voice,
No reference will imply no motion or “common tones.” Strings will again be depicted as bold
numbers in parenthesis.

Example; (2a)(3d)(4d)(5a). would depict the 2nd and 5Sth strings ascending chromatically while the 3rd and
4th strings descend chromatically.

The following model dictates the chromatic motion over the three diffcrent voicings in the accompanying musical

example: (2d) (3a) (4a) (5)
e — He = ]
: f‘:‘ T - _:=..I" == -IJIIEJ ]I
:éiH 5 o 1
O NS - S

The following wili examine all possibie combinations of chromatic motion in a four-note structure:
1) One chromatic voice;

Two different directions: ascending and descending. for each string gives eight different possible chromatic imes.




2) Two chromatic voices;

Four different direction combinations for each of the six two-string combinations gives a total of twenty-four
different possible chromatic lines.

Parallel:

[2a)(3a)]  [(2a)(da)]  [(2a)(5a)]  [(3a)da)] [(3a)5a)]  [(4a)(5a)]
[QDAED)]  [Qd)4d)]  [Qd)NS5d)]  [BdHEd)]  [Bd)Sd)]  [(4d)(5d)]

Contrary;

[(22)(3d)]  [(2a)dd)]  [(2a)(3d)]  [Ga)dd)]  [(Ba)5d)]  [(4a)(5d)]
[2d)3a)]  [2d)da)] [Qd)Ga)] [(d)Ea)]  [Bd)Sa)]  [(4d)(5a)]

3) Three chromatic voices;

Eight different direction combinations for each of the four three-string combinations gives a total of thirtv-two
different possible chromatic lines.

Parallel:

[(2a)(3a)(4a)] [(3a)(4a)(5a)] [(2a)(3a)(5a)] [(2a)(da)(5a)]
[(2d)(3d)(4d)] [(3d)(4d)(5d)] [(2d)(3d)(5d)] [(2d)(4d)(5d)]

Contrary, (Two parallel/one contrary);

[(2a)(3d)(4d)] [(3a)(4d)(5d)] [(2a)(3d)(5d)] [(2a)(4d)(5d)]
[(2d)(3a)(4a)] [(3d)(4a)(5a)] [(2d)(3a)(5a)] [(2d)(4a)(5a)]

[(2d)(3d)(4a)] [(3d)(4d)(5a)] [(2d)(3d)(5a)] [(2d)(4d)(5a)]
[(2a)(3a)(4d)] [(3a)(4a)(5d)] [(2a)(3a)(5d)] [(2a)(4a)(5d)]

[(2d)(3a)(4d)] [(Bd}(4a)(5d)] [(2d)(3a)(5d)] [(2d)(4a)(5d)]
[(2a)(3d)(4a)] [(3a)(4d)(5a)] [(2a)(3d)(3a)] [(2a)(dd)(5a)]

4) Four coromartic voices:

A total of sixteen different direction combinations and chromatic lines are possible.

Parallel:

[(2a)(3a)(4a)(5a)] [(2d)3d)(4d)(5d))
Contrary, (Three parallel/one contrary):
[(2a)(3d)(4d)(5d)] [(2d)(3a)(4d)(5d}]
[(2d)(3a)(4a)(5a)] [(2a)(3d)(4a)(5a)]
[(2d)(3d)(4a)(5d)] [(2d)(3d)(4d)(5a)]
[(2a)(3a)(4d)(5a)] (2a)(3a)(4a)(5d)]

Contrary. (Two paraliel ascending/two parallel descending);

[(2d)3d)(4a)5a)] [(2d)(3a)4a)5d)] [(2d)(3a)(dd)(5a)]
[(2a)(3a)(4d)(5d)]  [(2a)(3d)(4d)(5a)] [(2a)}3d)(4a)(5d)]

*Remember the 5th string has the additional problem of L.LL.. omitting some of the line possibilities
available to the other strings. ¥
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While observing the chromatic guide-line possibilities on or through different chord types, it becomes obvious that
dominant chords contain the most chromatic possibilities. This will be most evident in the examples showing
chromatic lines over a single chord. A chord progression containing many dominant chords will also vield more
chromatic line possibilities than one with less dominant chord types.

In the following examples, before preparing an entire exercise. begin first by isolating and playing just the chromatic
voices. This will allow you to better “hear” the quality and motion the lines have to offer. It might also be beneficial
to record the chromatic guide-lines and play them back while performing the entire exercise.

This chapter will begin with the examination of one and two chromatic voices on a single chord voicing. But for a
few isolated examples, (some of which will be presented at the end of these single chord examples), three and four
chromatic guide-lines over a $ingle chord will not be included. This many chromatic voices on a single four-note
chord can begin to lose or compromise the function of that chcrd.

In the following examples, an occasional non-functional voicing might appear. When this occurs. it can simply be
considered a “chromatic approach” to the next functional voicing. The following exampie will demonstrate;

(T — = e (A)
E785(89) Ab7 E745(09)
(Chrom App.) A6(9;
| I
—9—1@ s & R 5 ]
O e T —+—
=3 B——= |

One chromatic guide-line on a single chord

The following rhythms are arbitrary and it might be most effective to attack the full voicing with each chromatic
note. “Chromatic approach’™ voicings are put in parenthesis.

1) 2nd string ascending; Bb9(5) Bblg Bb 7#5‘(#9} B5>13(#9) Ebmaj7(9)
|
e =
(5 T =8
‘} F e I =

2) 2nd string descending; a) G13(49)G13(9)G725(,9) G785 Cmaj7(411/9)
iy e e
174 1 T

A

gt

1
T =

res
ASLY

o]

1]

ol

¢ | |
by D-Tp8(11}(D755) D-7p5 D-755(¢ G7:5 G755(13) G7(altd) GT7(211) C-6
| 5 | ! ot :

ﬁ_-. l)!__ :J' & a8 F 3 T & He T Tl
ﬂ'ﬁ, nf o (Z = . |
o i 7 hed

) P‘ = e ves =

I |




3) 3rd string descending; Bb13 Bb7(b13) Bb7 BHTb5  Ebmaj7

 ba ] | bo
i g =
©

: : Bb7b5(9) , .
4) 3rd string ascending; a) Bb7#5Bb745(59) Bb7b5(9) Ebmaj9

= | &
' " |L.'u .Jl' u.! 1 gli#i—*—ﬁ f
~5 . i c— e 18
- e e
(D-maj7(11)) : 1
b) D-7(11) G7(b9)G7#5(b9) Cmaj7(6)
o=l b= =
— 1 (< ke o
AL o
i .J 7
{

5) 4th string ascending; a) B7 B7(b9)B9(alt5)B7(#9/alt5) Emaj7(9/6)
P> |

5 fg—
P e 68
| fan 1] ! B
A vl ] P
i ¥ I e

:n b) C-7(11)(C-7b5)

\ -7 C-T¢5 F745 (Eb9) F7(alts) F7(b13) Bb(add9)
Dy =i [ | Ll | —
| = T — 2 ve——Ee— —o- ro0
§ EaeEes = ? oF o
6) 4th string descending; E9(13)E9(b13) E9 E9(5)  Amaj7
ink E% n:H_ j1 1 |J.'|‘l#D
| A3 1 o i | 1 ’__‘_Q
= | ‘J = T I l !_ «»
= i |
’ 7) 4th string ascending and descending;
1
i C-(11/9/b86) .
C-7(11/9) C-6(11/9) C-(11/9) F745(b9) F7#5(9) F745(4#9) F745 Bb (add9)
- ——g i = i O+ ; i i o
- R rer—= eyl — ot g~ ——wg e
l s = o
8) 5th string ascending; A13(9) A13(b5) A13 Dmaj9
— | Al3sus4(9)

-Irl—
AR
ﬁg,:
l

f {
%f '
Wcﬁ
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9) 5th string descending;

A-(add9) A-maj7(9) A-7(9) A-6(9) G(add9) Gmaj7(9) G7(9) G6(9)
H—e— 2
15 2 te £ &
v | | =i Y i I

The following example will demonstrate ascending and descending on one string and one chord;

D-7  (9) (D7) G7 (b13) (5)  Cmaj9 (C9)  C6(9)
e |
%L__U_ (% ] o Ll o 1 |
The following examples will demonstrate different string or voice combinations of one chromatic guide-line; — '
a) Co(#11) C9 CT7i5(b9) C745(9) C7#5(#9) (7)) C7b5(#9) Fmaj9

| f

L o | | $0 | | 4 0
b e — Het — o] e —r 8 & |
= —— ’

!

3
b) D-9 (b5)(11) G13(b13) Cmaj9 A7#5  (b5) D-9(11)(D7) GT7#5(59) C6(9) ' t
J \;J | (67) (6) (4) (#11) -~
4 Xl | o ] | Q K
: j'L*f'L‘ e — oo =
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Two chromatic guide-lines on a single chord

After playing each of the following twelve examples, prepare their chromatic guide-lines in the reverse direction
ror all twenty-four possible line combinations for iwo chromatic voices in a four-note structure, A new target or
ending chord might be needed when lines are reversed. Before examining the following twelve examples. two
examples of reversed guide-lines and new target chords are given;

Parallel chromatic motion, [(2a)(3a)];

CT»5(69) C9 C7:5(49; Fmaj7hs
A ne o te =
|7 & - ey I L (5]
f;'hjb LS '”'V‘i%_ ?EI?—?' B
e < € — L)
=5}

The above example in reverse direction, [{Zd)(3d}] . with new ending chord;

C745(#9) C9 C755(69) F6(9)
Q‘“I'Fj:@ ﬂj.g : Ijﬂj = £ T
At 55 8 e
3 =——— Pt o i B 1

Contrary chromatic motion, [(2d)(3a)] ;

C725 CT9) C9(511) F6(5!
_-{;--‘ -j-g_ = -__E_f- [ ﬂ L ‘ ? }
—fpon = 5 |
A1 O— e o [ 8] ]
d ~F
The above example in reverse direction, [(2a)(3d)] , with new ending chord;
Co(311) C7(9) G745 F(add9)
H =e L@ fe ba
/=g e = = |
e s — = —H i
!j = = _r

Tne following twelve examples display two chromatic guide-iines on a single chord;

1) Parallel. [{2d)(3d)]: 2y Contrary, [(2a)(3d)1:
E13(48) E8(r13Y E7(z9 s A4211/G; Fic BTG 13585 Be A(addo
= l— _ = : = Ty | '—p T ﬁs T & =T

a 7 - . g iy |y | & =y 1]

St O 50 o Ee } e © & ‘.:5 — —

e © %) O T 7= o (3] 83 e
3) Parallel, [(3d)(4d)); 4) Conmrary. [(3d)(2a)l;

. E13 E7(b13/49) ES E7-5(09) A(£11/9) E7(13/9 E7(b13/49) E7 Aladd9)
s~ i 83 T =i g e - e & T Wy g e )
7 e e e o e ——— A =0 : —1
S S B 5 < 2= =
5) Parallel, [(4d)(5d)]: o) Contrary, [(4a)(5d)}:

GTb5 (B°) G9alts) G7(£11/b9) C(E11) Ga(b5) (E°)  GT7(alts! C(add9!
_E" | £ |'0 [ ) [ & e 1 Quﬁ L £y L €3 (@]
e e e e e I |
) & - T E €r : =) & P 56 2=
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7) Parallel, [(2d)(4d)] ; 8) Contrary, [(2a)(4d)];

F7(513/49) p
ATb5(29) ATv5(13/9)ATh5(:13/59) DmajT F7(13i9) F7 Brmaj$
£ L 2 & CR 4 ELs ¥ s
4 Il LJ" ] _J_ %_[-L'l: 8 Ii _@ __u_k ‘_,{}
o e e 9-© — ’ = e = =
9) Parallel, [(3a)(5a)]; 10) Contrary, [(3a)(5d)]:
E7(alt5) (E6) E745 Amaj9 GE{addQ,) (A7) E7(13/9)  A8(9)
A B s o
1 el o T [8]
fot———ait £ - i =& 5 O
L= A= o - LS -i'y -I',.,b L I _IID
J - e 4 e D) ” » e
11) Parallel. [(2d)(5d)] : 12) Contrary, [(22)(5d)] ;
E745(#9) (A7)  E7#5(:9) A6(9) 07]:’13’ b9) (E-6) C’?i5(b9} Fmaj7(£11)
_9_1._ J+‘ Hm | -‘- 1 h-l il = -D-
o a—— 20 o £ e — b
\;}’ LD"4 he _."_'; I;!Iz:-{é- !j " I

The following example uses different combinations of strings or voices and parallel or contrary motion with two
chromatic guide-lines;

D-7(11/9) (F-7) D-7 go G73509) g3 C6(9) (C9%5) Cmaj7(9/6)
3‘ & g e 58 o~ o =S o
'M oy wr
\éj} [ 8] [ %] [ %] [ %] (%] [ 8] G s G G

GT7sus4(b9)
AT745 Al3  AT(alth) D-9 D-725 (D7add4) G7b5(b9) G7(:9/alt5) C6(°
- - (8]

= - = o) o o)
e i et - iy F=
H = | = . —€ =
‘5 b = o i ———H :ﬁ
: - >® o O o ' T €
%/ 1)

The following example combines ascending and descending chromatic motion on any one of two strings over »
single chord;

D-7(11) D-7(11} G13(£11) G13(#11) G7(#9/alts) C6(9) C(#11/9) Col9)
(D7b5) (D9) (D6(9)) (Db6(9)) (F-6) (F-6)
_9—“_:1. € be = u) (5. = TE— - 3 =
| & I 3 e e P —£) .':‘v' > 9— —1—{.— 11
:@——-0—31 e & —— g ——— & i — Lo B e 00 §-in] ;
W U © o ©w o e ® o do - & & Fo e g

The following presents three and four paraiiel chromatic guide-iines on a singie chord. Contrary motion w:
many chromatic voices is much more difficult to exiend over three or more different voicings on a single chc

The following example presents four parallel chromatic voices on a single chord, and requires a chord that when

transposed up or down a whole-step, will still function on the original chord. The chords in between function as
chromatic approach chords.

ET755 (Eb7>5) E9(25) (Db7b5) E9(alth) AB(9)
(E7b5)_ - - (EaWedl- - (D755)_ _ _ _ (DbTbd)_ _ _ _ (CT7b5)
fi Lo Ta) £ HE— i
f? s 6 = : " ey L:KE-: _2
RaRR .S 78 £ 8 %8 o |
2 PR 1O 7o = ﬂ"'.e.
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The following is an example of three parallel chromatic voices;

El9($¢5} (Db7) E7(alth) Amaj7(¢11/9)
At - -
&S zo =8 =28 =8
s ¥ e < f7=3

CHROMATIC SUIDE-LINES OVER CHORD CHANGES

In this half of the chapter chromatic voices will be examined over chord changes, beginning with IT V I chord

cadences and followed by more extended musical examples.

Three and four chromatic voices present some unique problems. Contrary motion with this many voices is difficult
to extend over three or more chord voicings. For this reason, the contrary motion examples for three and four
chromatic voices will be combined into a single I V 1 example; Il(three voices) - V(four voices) - I. Some isolated
examples of three or four contrary chromatic voices over the entire 11 V I cadence will appear later in this chapter.

Parallel motion for three or four chromatic voices will be attempted over a complete 1T V 1 cadence.

Three and four chromatic guide-lines will share seme voicing cadences with a few of those previousiv introduced
in the Chromatic Approach Voicings chapter. The primary difference between “chromanc guide-lines” and

“chromatic approach voicings™ over chord changes is the guide-line must be aware of chord function while the

approach voicings need not. If a functional chord with three or four chromatic guide-lines cannot be found, a

chromatic approach chord with no function could be used to continue a desired chromatic motion.

One chromatic guide-line in a chord progression

The following II V I examples present the

Descending chromatic line;

same chromatic |

ine on each string or voice;
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The following example presents an extended descending chromatic guide-line on the 4th siring;

C6é(9) A|13{b9) D-7(11/9) G7(»13/b9) E-Tb5(11) AT:5 D-7:5  GT(alts) Cmaj7(#11)
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Using the same chromatic line in the above example on various strings or voices establishes an interesting way to
“pull-together” chords that are not voice-leading to each other. This chromatic guide-line acts like a thread holding

these leaping voicings together:

Cmaj9  Af7(alth) D-9 G7(b13/+9) E-Tb5(11) A7T(89) D-755(11) G7(+9) Cmaj7(13/411)
A s . e be- % £ 28 s
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D — 58 : . i : I - =
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The following is an example of octavely displacing every other note of the above chromatic guide-line. Note the
interesting line pattern produced on the top voice.

Cmaj9  A9(18) D-7(11) G9(#5)  E-7b5 A7 D-7b5 GTE5 C(#11)
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The following examples present a chromatic guide-line that ascends and descends on one string or voice, and finally

on three strings or voices;

1) 4th string chromatic guide-line;
Bbmaj9 G7:5(09)  C-7 F7#5 D-Tv5  G78569)  C9  F7(:13/b9) Bpbmaj9
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2) 3rd string chromatic guide-line;

Cm(11) F725(69) D-765(11) G7(b13/b9) C-¢ F7(b13) B»r{z11/9)

Bb6(9) G7(b9)
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3) Single chromatic guide-line continued through the 2nd. 3rd, and 4th strings;

Brmaj9 G72509) Cm(11) F7£5(9) D-7b5(11) G7(alts)  C-9 F7(alt5) Bbmaj9
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Two chromatic guide-lines in a chord progression

The following examples will present all twenty-four possible combinations of two chromatic guide-lines over a
I V I chord cadence. Many of these examples will also contain additional chromatic voices, some of which might
reappear in the sections containing three or four chromatic voices. Some exercises might also contain more than one
example of two chromatic voices. The following example will display three different two-chromatic guide-line
combinations, [(4a)(5d)] [(2d)(4a)] [(2d)(5d)];

GYsus4d C7(»9/alt5) Fmaj7(9/6)
M = o be - Bs)
P= L
e Rias 8]

In two of the following contrary motion examples, [(3a)(4d)] and [(2d)(4a)]. a progressive new approach to
dominant resolution is introduced. In these examples. the chords that are substituting the original V7 chords,
{Fmaj785 for F7 and Emaj7 for C7), contain the major 7th of those original V7 chords. The Emaj7 chord could be
considered a “chromatic approach voicing™ or an altered C7 chord with natural 7; (345 7#9), while the Fmaj7§5
chord is a direct parallel substitute for F7; (Vmaﬂ#S).

The “reason” natural 7 appears to function in a V7 capacity is its chromatic resolution tendency to the natural 5th
oftheIchord: The natural 7, (B). of C7 resolves to the natural 5th, (C), of F. This chromatic resolution is characteristic
of “altered” V7 chords, and is probably why the natural 7 functions best with zltered tensions; (b9 ﬁ9 b5 #5), if
tensions are desired.

Notice how above and below chromatic approach notes to a major triad include the guide-tones, altered tensions,
and major7th of that triads V7 chord; (E, GE) (G# ; BL) (B. Dp) are half-steps above and below an F major triad
(F) (A) (C). Realize these notes on a C7 chord, (F's V7 chord);

(e I 3(E)........ b3(Gh) ...... $5(GE) ... b7(Bb)......  7(B)....... bo(Db)

*Natural 7 on dominant chords should be used in an appropriate context where this contemporary sound is desired.

Two chromatic voices ascending in parallel motion:

1y C-7(11) F745b9)  Bbmaj7(8) 9y 0 7(a1) F7b5(9)  Bbh(13/411/9)
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Two chromatic voices descending in parallel motion;

1} C-9 F7(b13/59) B56(9)
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Two chromatic voices in contrary motion, {upper voice ascends/lower voice descends):

Brmaj7(9/6)

1y C-7(11/9) F7(513/b9)
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PITRAE i03 0o
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2) Cm(11/9} F7(b13/b9) Bh(#11/9)
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s %8 &
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Two chromatic voices in contrary motion, (upper voice descends/lower voice ascends);

; : ' ) FmajS : sk o 5
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Applying two chromatic guide-lines over an extended chord progression introduces problems the single chromatic
line did not offer. This is especially true of two contrary chromatic lines over an extended progression.

The following example uses two paralle] chromatic guide-lines over an extended progression:

Cmaj7 AT50GS) D7 G7b5(b9) Cmaj7 AS(13) D-7p5(p13) G8(13) G7(»13/b9) C(add9)
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The following two exampies Use CONIIary motion Serween (we cnromatic voices OVer an exlended progression. T
lines must change strings or voices to continue tneir cnromatic motion. Berore displaying tnese exampies, 1t snould
be noted that there are only two possible contrary chromatic lines over extended chord progressions;

) ASCERE, uuseivannene 5 e g e R s R
Descendi. .zivenn, B Bh A Kb © s OF E E- D
Interval.....ccoovevee... i g 3 b3 25 7 & < 10 51

2y Aseend. v € g B P2 E F Eg & Gi
Descend............. B b oy Ay G Gr I = Ep
[ 1ieiins:| Pm—— b2 b3 3 6 7 e b10 (&

Note the doubling or octave (8) in the first example and the p9th interval in the second example. If either hne 1s t
continue chromatically. it must include these intervals. The following example containing the b9 mrerval is
supported by a hybrid chord.




1) (Asterisk denotes octave doubling)

Gmaj9 E7:5(9) A13(b5) D‘l?(alt5) B7(alts) *B7 AT7(alts) D7(#11) G#11/9)
h s Loy & e (a) ; = ‘o he
- Lo B dt\—-' & EEﬂ { [ E
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2) (Asterisk denotes b9th interval)
Cmaj7 A7(b9) Dm(11) G785(b9) Cmaj7 AT(:9) F/Go *B/F C(add9)
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The following example uses both parallel and contrary motion while also ascending and descending in one chromatic
voice;

G(add9) F#9(13) Fmaj9 B:S E-9 E7(29) A6(5) D7£5(39} G6
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Three and four chromatic guide-lines in a chord progression

Three and four chromatic guide-lines have a total of fortv-eight different string and motion combinations. Three
chromatic lines have eight parallel and twentyv-four contrary combinations while four chromatic lines have (wo
parallel and fourteen contrary combinations.

As mentioned earlier. applying only one of the thirty-eight possible contrary combinations over more than two
chords can be extremelv difficult and in some cases impractical. For this reason, a three and a four contrary chromatic
line combination will be combined into one II V I chord cadence; II - (three chromatic lines) - V - (four chromatic
iines) - L or II - (four chromatic lines) - V - (three chromatic lines) - I. Some exampies will contain four chromatic
lines between all three cadence chords. Of course. each four-chromatic iine example contains at least one three-
chromatic line example within it. Applying a variery of the thirty-eight possible conirary chromatic combinations
would be possible over an extended chora progression. and some examples will be presented later 1n this section

The eight parallel examples for tiiree chromuiic voices will be examined over the enure T V I cadence. The
descending parallel example for four chromatic voices will be included in the contrary motion examples. The
ascending parallel example for four chromatic voices will not be included. but can easily be examined by linding
one chord that when meved chromaticaliv runcuons for each chord of the I 'V [ cadence;

I 21
Ii ¥ I il V I
D7susd En»7suss E7sne4d C6(9) D56(9) D6(%
[D-7(11)] [G7(alt9/altd)] [Cmaj7(9/6)] [D-9] [G7(g9/altd)] [Cn'l;{f?{# 11/9);

Some of these examples will produce physically awkward fingerings, and should be relocated Lo the top rour strings
if physically more available there




Descending parallel chromatic motion in three voices on a four-note structure;
2) Gm(11/9) C7(b9/alts) F(#11/9)

1) B-9 E7(b9/alt5) AB(9)
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Ascending parallel chromatic motion in three voices on a four-note structure;
o]
Y pra1 oms@lts)  Cmaj7(9/6) 2 B7(11)  AT(49/ait5) Dmaj9
# P #ﬂ = A - = e =
= Tt s ! e g i |
A\ Rt 3 = ] XO—— 2 b
o ' ST e i
4)
D-7(11) G7(b9/alts) Cmaj7(9/6) C-7(11)  F7(b9/alt5) B56(9)
. e - P ¥8 3
= ol = - &

The following is an example of parallel “indirect” chromatic motion using three voices. (Note the doubling);

D-7(11) (E-7(11p G?%*S(#Q) G7(b9/alth) C6(9)
%——E N = ®

Contrarv chromatic motion in three and four voices

L3R

The following examples will include three and four chromatic guide-lines, but will be organized in accordance with
three chromatic iines, since thev contain twenty-four different combinations while four chromatic lines contain oniv
fourteen combinations. Reference to inarvidual four-iine conibinations will be organized and presented immediately

foliowing these exampies.




TWO CHROMATIC LINES DESCEND WHILE ONE ASCENDS, (TWELVE COMBINATIONS)

1) 2nd, 3rd, and 4th strings;
a) I1 - (2d)(3d)(4a) - V - (2a)(3d)(4d)(5a) - I

b) I - (2a)(3d)(4d) - V - (2d)(3d)(4a)(5a) - I

D-9 G7(b9/alts) C(13/#11/9) D-9 G7(£9/85) C(13/£11/9)
H_© = aza Ao e e
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2) 3rd, 4th, and 5Sth strings:
a) I - (3d)(4d)(5a) - V - (2d)(3a)(4d)(5a) -1

b) II - (2d)(3a)(4d)(5d) - V - (3a)(4d)(5d) -1

E-7 AT#5(09) D(#11) D-9 Db7 Cmaj7(311)
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3) 2nd, 3rd, and 5th strings;
a) II - (2d)(3d){3a) - V -(2d)(3a)(da)(5d) - I
G-9 C7(b9/alts) F(13/%11/9)
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4) 2nd, 4th, and Sth strings;
a) IT - (2d)(4d)(5a)- V - (3d)(4d)(5d) - I
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c) 11 -[(2d)(4a)(5d)](3d) - V - (2a)(3d)(4a}(52)- ]
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b) II - (22)(3d)(5d) - V - (2d)(3d)(4d)(5a) - ]

G-7 C7(+13/b9)  F(add9)
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b) Il - (2a)(4d)(5d) - V - (2a)(da)(5a) - 1
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TWO CHROMATIC LINES ASCEND WHILE ONE DESCENDS, (TWELVE COMBINATIONS)

1) 2nd. 3rd. and 4th strings;

3) 2nd, 3rd, and 5th strings;
a) I1 - (2a)(3a)(5d) - V - (2d)}(3a)(da)(5a) - I

G-7 C745(28: Fmaj7(311/9)
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4) 2Znd, 4th, and 5th strings:

a) I - (2a)(3d)(d4a) - V - (Za)(3d)(4d)(5d) - by I - (2&)(33)(43} -V - (2d)(3d)(4d)(5d) - ©
D-7(11/9) GT(bQ;aItE)_} C6(9) D-7 G7kY%alts:  G(adag)
’ R I[)IJ. [ 5] = 1 n_ o 12 ‘t‘s; D 1
(83 I R o —— = 7 e e !
s 0 N | %-« (9] 3 = ]
c) 11 - (2a)(3a)(dd) - V - (2a)(3d)<4a)(5q) - I
D-& G7(39) Cmaj7(£11:
f e Te 2
s S 5, < — ,:
= 8 e |
3
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b) II - (2d)(3a)(5a) - V - (2a)(3a)(4a)(5d) - I
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The following will organize the four chromatic guide-line examples already presented for easy individual reference.
Each of the fourteen four-line combinations will be listed along with the three-line combination it can be found under.

1) Four descending chromatic lines; (2d)(3d)(4d)(5d) refer to (2d)(3a)(4a)

2) Contrary; three descending chromatic lines while one ascends;
(2a)(3d)(4d)(5d) refer to (2a)(3d)(4a)
(2d)(3a)(4d)(5d) refer to (3a)(4d)(5d)
(2d)(3d)(4a)5d) reter to (2d)(3a)(4d)
(2d)(3d)(4d)(5a) refer to (2a)(3d)(5d)

3) Contrary; three ascending chromatic lines while one descends;
(2d)(3a)(4a)(5a) refer to (2a){3a)(5d;
(Za)(3d)(4a)(5a) refer to (2d)(4a)(5d)
(2a)(3a)(4d)(5a) refer to (3a)(4a)(5d)
(2a)(3a)(4a)(5d) reter to (2d)(32){5a)

4) Contrary; two ascending and rwo descending chromatic lines;
(2d)(3d)(4a)(5a) refer to (2a)(3d)(4d)
(2a)(3a)(4d)(5d) refer to (Za)(4d)(5a)
(2d)(3a)(4a)(5d) refer to (2d}(3d)(5a)

2a)(3d4d)(5a) refer to (3a)(4d)(5a)
(2d)(3a)(4d)(5a) refer 1o (3d)(4d)(5a)
(22)(3d)(4a)(5d) reter to (2a)(3a)(4d)

The following three and four contrary chromatic line combinations extend over the gntire I V I cadence. Additional
string and motion combinations are possible, but in many cases require “doublings” or seventh-width sized voicings.

Some of the following examples will include such voicings.

1) (2a)(3d)(4a); 2) (2a)(3d)(4d); 3)(2d)(3a)(4d);
F74#5(alt9) D7(59/alt5)
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i - ﬂ_E' o !’-«' P ., 2l s i S
E. 2 < S—— iy .C 1)
g oo W ] 1 St 8 P i}
\é. - :“_‘ 2

10) (2a)(3d)(4d)(5a); 11)(2d)(3a)(4a)(5d):

D-9 G7{p9/alt5) C(#11} Gm(11/9)C7(alt) Fmai7(9/6)
m “- pe-
Q = 3 =g 7O fi T e
s O (8] Z O LEof e
I@:U r)‘_u & (m} PaY =Y =
Ve e S =
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The following example uses three chromatic guide-lines with a single common tone over an extended chord
progression;

Fmaj9 D7b5(59) Gm(11/9) C745(#9) Fmaj7(411) D7(b9/alt5) Gm(11/9) C7(h9/altd) F6(9)

Ao | #o © b 20 o he- be Te)
= 007 g o bt
._Ji T3 TIJ.'JI'n < e 7 © P& 3 =]

The following example uses three and four chromatic guide-lines over an extended progression;

Bomaj9 G755(9) C7(:9) F7:5(b9) D7b5 G785 CT(alts) F7b5  Bb(add9)

o bo , bo

2 B LI 0 P iass oy LT lh’a
oE ] jeNET 3 RS ey
fes— o : T ——— O RS s
A3V < e 7o (3] 7 8] (9]

The remaining examples are II V I cadences that contain a variety of chromatic guide-line combinations.

1) Top two voices descend chromatically while 2) 11 - (2d)(3d)(4d) - V - (2d)(3a)(4a)(5a) - [ ;
bottom two voices have indirect chromatic motion;
D-7 GY(alt) Cmaj7 D-7 G7(b9/alts) C(add®)
|
f b= 10'9' [u] [ a} = O
He—iha L —— . o S —S —"Tt =
vmm—e] e s e—n— =
3)II- (3a)(4d) - V - (3a)(4a)(5d) - I ; 4)1I - (3d)(4a) - V - Bd)(da)(5d) -1 ;
D-7(11) G7b5(b9) C6(9) Dm(11/9) G745(9) Cmaj9
A o [u] o A © i) (8]
y iy T Rt LEEe 5 =4
tO—8H o 3 s D—8 =1 e
o o= Py, =
5) 11 - (2d)(3d)(4d) - V ; ) 6) II - (Za)(3a)(da) - V - (2a)(3a)(4d)(5a) -1 ;
D-7 G13(b9) Cmaj9 G-7(11/9) CTb5(b9) F6(9)
(E7) (D-7) (GeT)
H o o o bo fs]
= 28 78 b 8 ==
N o O . . O s =
7) (2d)(3d)(4a)(5d); 8) I - 3d)(5d) - V - (2a)(5d) -1 ;
GOsus4 C7(b9/alts) 9(13) G-7 C9(alt5) Fmaj7(6)
! ' y
IQ g = :r}g !J“}:—: T j? Dlg ?ﬂq ;‘ Ir!
o—e 6 0 o—e i 8] i
e e
9V - (3a)(4a)(5a)-1;
D-745(11) GT(811/69) C-6(9)
Bb6(9)
Q £ (3] _© Q
=2 VRN 83 BT
AL y ey
!} [8] [8] W=
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Although the following exercise contains some three and four chromatic guide-line examples, the most interesting
element is the contrary motion produced by the top voice and the chord roots. Since some of the drop 2 type voicings
contain no root, sing or record-and-playback the roots while playing the exercise.

E-7 Eb7susd D-9 Db9(13) Cmaj7
[u] #n hid te o

A
=1
£
1
AN

)

]
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Chapter Twenty-Seven.
Triad over Bass Voicings

This chapter will explore all inversions of major and minor triads on the 2nd, 3rd. and 4th strings while non-triadic
notes are placed on the 5th string. Omitting the three notes of the triad being used leaves nine possible bass notes
underneath the triad. The following will organize these bass notes intervallically in relation to one major or minor
triad;

ba 2 b3or3 4 g4 b6 6 bz 7
Above in relation to C major and C mino- friads:
C/D> C/D  C/Eb C/F  CIF§ C/IAb  C/A C/Bb C/B
Cn/Dh Cm/D Cm/E Co/F  CnV/Fj CnvAb CnvA Cn/Bb Cnv/B
Thne following will organize major and minor triads inrervailicaliy in relation 1o gne bass note;
ke g b3 3 L b6 or 6 b7 7
Above 1n relation 1o a C bass note:
Db/C D/IC  Eb/C E/Z  FEIC GIC  AIC Bb/C B/C
Dom/C Dm/C Ebm/C  Em/C Fgm/C Gnv/C  Aba/C Bbm/C Bm/C

The above chords consist of both Aybrid chords and 7th chord inversions. The five chords containing the bass notes;
b2, 2, b3 or3, 4,and %4 of the given triad are hybrid chords while the remaining four chords containing the bass
notes; b6, 6, b7, and 7 of the given triad are specific inversions, (root and third inversions), of 7th chords. The
foliowing lists the 7th chord inversions;

C/Ab = Abmaj7§5 C/A=A-7 C/Bb = C7 C/B = Cmaj7
Cm/Ab = Abmaj7  Cmv/A = A-7b5 Cm/Bb =C-7 Cm/B = C-maj7

With the exception of those containing h9th intervals, all of these structures, (hybrid chords and 7th chord
inversions ). have been previously introduced as specific inversions of different chords. The foliowing will show the
rirst chord that introduced each hvbrid structure, (minus those structures containing b9th intervals):

C/Dbh = A7(49) C/D=E-745 C/F = G13(sus4)
Cm/Ds = A755(89: CnvE=FE7(13/811/h%  Cm/F=Eb6(9)[i 369]

in past cnapters, those voicings containingh9thintervais were avoided. Because of the unique sound of hvbrid chords
and upper-structure iriads , the b9th interval will be made available to them in this chapter. Since these structures
often: imply rwo different sounds or chords within cne voicing. the b9th interval produces lzss dissonarce than it
usualiy does on a “singular” harmonic structure. The following hybrid chords and 7th chord inversions contain b 9th
intervals: .

C/Eb C/F3 C/B Cm/D Cm/F¥ Cm/B

1t 15 interesting 1o note that of the eighreen major and minor structures presented:

Six are 7th chord inversions. (minus »9th intervals): {
C/Ab C/A C/Bh Cm/Ab Cm/A Crm/Bb

Six are hybrid chords, (minus p9th intervals);
C/Db C/D CIF Cm/Db C/E Cn/F

Six are structures contain:ng b 9th intervais:
C/Ep C/Fg C/B Cm/D CmJ'F# Cm/B




Again, because of the unique sound these structures contain, and the limit of available voicings within this text’s
framework, the outside voicing width of a major 7th will be included. This might pose some voice-leading problems
when integrated with drop 2 voicing widths, but the “sound” and “style” will often circumvent a temporary lack of
voice-leading. The width of ab7th will still be avoided.

There are six different structures that contain a major 7th width on one of their inversions;

C/Db C/F C/A>(Abmaj745) Cm/D» Cm/E Cm/Ab (AbmajT7)
h ) | | 0
 — — : o =
L P = [ @ sl The "84 *
e JOP LA S =4 “a =2

*Cm/Db will be omitted due to the awkward fingering produced on the middle four strings of the guitar. This voicing
is quite comfortable on the top four strings.

The following views the remaining five structures containing a major 7th width from a common bass note;

E/F C/F A/F(Fmaj745) Cim/F  Am/F(Fmaj7)
£
=t 3 % —# o !
= Z 2 e ' h
3] .

Four structures; C/A, Cm/A, Cm/Ab, and Cm/Bb, will be omitted from the eighteen major and minor structures

presented due to their limited use in a hybrid or upper-structure environment. These structures lack the ““dual” quality
the remaining structures contain, and seem to demand their “singular” identity;

C/A=A-7 Cm/A=A-7b5 Cm/Ab=Abmaj7  Cm/Bbh=C-7 or Eb6

They may reappear as triad-over-bass structures when these specific inversions are desired. Triad-over-bass notation

may also be more appropriate when the surrounding chords are notated that way as well. The following is an example
of the triad-over-bass notation being most appropriate:

C/F B/E - GE F4/E F/D E/D Em/C
(E-7) (D-7) (Cmaj7)
We now have a total of fourteen structures that will be examined in this chapter;
C/Db C/D C/Eb C/F C/F§ C/Ab C/Bb C/B
Cm/Dp Cm/D Cm/E Cm/F Cm/Ft Cn/B

The following inversions for each structure will be used;

C/Ds C/D C/Es C/F C/F: ClA & C/Bb C/B
A . o . g
"3 ] = o T Ty e ———) S = a1 ] = ]
e e e e e S e e
\.J oo g 58 E= e 8] BT 8 = i g s ]
! o o %3 T
Cm/Db Cm/D Cm/E Cm/F Cm/Ft Cm/B

Q Y el i3 ri ) R4 8] 8 oTe) r
& B ] [§] [ 9] [ @] | S % | [ @] (8] [ ] T
@T: 53 8 o = iy 55 —§ —T

v . o T
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This section will begin by examining each structure as a root inversion chord. This will produce a few rather
incomplete chords as well as some structures that are best used in a “modal” context.

Major;
C/Db = Db°maj7 C/D = D9(sus4) C/Eb = Eb13(b9)
C/F = Fmaj7(9) or F-maj7(9) CIF# = Fg?ES(bQ) or F£-7b5(b9) .
C/Ab = Abmaj7§5 C/Bb=Bh(13/411/9) C/B = Bsus4(b13/b9) or B phrygian
Minor;
Cm/Db = Dbmaj7h5(9) Cn/D = D7sus4(b9) Co/E = E°maj7(b13) or E-maj7(bh13)
CnvVF = F9 or F-9 Cm/Ft =FH#(13/811/,9)  Cm/B = B(b13/b9)

Although considering the bass note as the root produces some interesting chords, the most useful chords are often
found on different roots other than the bass note. This concept introduces the “dual’” quality these structures offer
and begins examination of true upper-structure triads; triads over 7th chords. When a different root other than the
bass note and triad is chosen, a chord is implied underneath the triad and the bass note now becomes a chord tone
or tension on this lower chord structure and is subject to that structures Low Interval Limits. Since the chosen root
is not part of the voicing, it should be recorded-and-played-back or sung while plaving the voicing in order to hear
the function of the voicing in relation to the root.

The following hybrid chord is examined for iis upper-structure possibilities;

CIE it F C E G
| | (Singular-structure) (Upper-structure)

|

B Sniel™ SR I b3 b7 9 11  D-7(11/9) C over D-7
Gt b7 4 13 1 G13sus4 C over G7sus4
Bhale i 5 9 §11 13 Bh(13/§11/9) C over Bbmaj7 or Bb7
E / b9 5 1 E9 E7(alt9/#5) C over E7(b9)

A biz 490 55 7 A?(‘pla/gsv) C over A7(b13)

Again, itis important to know what the bass note is in relation to each new root. The above structures range, (F located
on the 5th string), will satisfy L.I.L. for all of the new roots listed. If this structure were placed lower, for example
F/Bb, L.IL. would allow only the new root that produced the 5th in the bass; Eb(13/ # 11/9), and of course the root
inversion Bbmaj7(9).

The following will examine all the new root possibilities, (minus those structures containing b9th intervals), each
sttucture, will afford. Only the root inversion, which has aiready been presented. will be used on structures containing
a pOth interval.

The following structures, minus the C/F structure already presented, will be examined;

C/Ab C/Bb C/D C/Dp Cm/D» Cm/E Cm/F
The root inversions, which have also been examined, will be included in the following models as well.

IR Sidsi: A £ E 6

(Assumed root) I i | | (Singular-structure) (Upper-structure)

Al il 1 3 5 7 Abmaj7$5 C over Ab

B e b3 5 7 9 F-maj7(9) C over F-maj7

D 5 7 3 11 D-7b5(11/9) C over D-7b5

E. . 3 £5 I $9 E7(89/¢5) C over E7

B s cniriit ) ZH. §11 15 Bb7(13/411/9) C over Bb7

G b9 4 13 ] G13sus4(b9) C over G7sus4( h9)

2 b1z i 3 5 C7(b13) C overp13
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(Singular-structure)
D9sus4

E-7§5

A-7(11)

C(add9)

G13sus4 or G-6(11)
Bb(13/£11/9)
Fmaj7(9/6)
F#7(h9/alt5)
Abmaj7(alts)

{Singular-structure)
Db °(maj7)

AT($9)

Eb13(b9)

C7(h9)

Gh7($ 11/b9)

(Singular-structure)
Bb(13/411/9)
A7(alt9)
Abmaj785(9)
G-6(11)
Gb7($11/b9)
F-maj7(11/9)
E-7b5(h13)
E°(b13)
E7(#9/alt5)
Eb13(h9)
D-7b5(b13/11/9)
Db *maj7

C7

{Singular-structure
Dbmaj7b3(9)
A7b5(£9)

Ebi13

Bp-6(11/9)
G-7b5(b13/11)
C7(alt9)
Gp7(13/211/59)
F9(p13)
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(Upper-structure)

C over Dsus4

C over E-7h5

C over A-11

C over 9

C over G7sus4 or Gm _
C over Bbmaj7 or Bb7

C over F6 or F-6

C over F§ 7b5

C over Apmaj7h3

(Upper-structure) :
C over Db © iy
C over A7
C over Eb7
C over b9
C over Gb7

(Upper-structure)
C over Bbmaj7 or Bb7 '
C over A7(b9)

C over Abmaj9

C over Gm

C over Gp7

Cover Fm(11)

C over E-7b5

CoverE®

C over E7b5

C over Ep7

C over D-7b5(b13)

C over Dj °7 =
Coverb7 n

(Upper-struciure)
Cm over Dbmaj?
Cm over A7

Cm over Eb7

Cm over Bpbm
Cm over G-7h5
Cm over b9

Cm over Gb7

Cm over F7(b13)




Cm/F............... F C Eb G

(Assumed root) | | | | (Singular-structure) (Upper-siructure)
W b sasassensas 1 5 b7 9 F9 or F-9 Cm over F7 or F-7
21 N 9 6 1 3 Eb6(9) Cm over Eb(add9)
C... 11 1 b3 5 Cm(11) Cm over 11

Ab.. 6 3 7 Abmaj7(6) Cm over Ab6

Db 3 7 9 $11  Dbmaj7(§11/9) Cm over Dbmaj7
Bh 5 9 4 13 Bb7sus4(13/9) Cm over Bb7sus4d
BN o 5 9 11 6 Bb-6(11/9) Cm over Bbm

& o DL b7 11 b1z 1 G-7b5(b13/11) Cm over G-7h5
A b1z bz b5 b7 A-Tb5(b1%) Cm over A-745
L S ﬁs Eg b3 b7 AT(89/alt5) Cm over A74#5
B, 5 9 3 89 B7(hb%alts5) Cm over B7p5
C/E i E C Eb G

(Assumed root) i i i t (Singular-structure) (Upper-structure)
Bararmit 1 b13 7 b2 E°maj7(h13) Cm over E°
Blssinssrucssn ] b13 7 b3 E-maj7(h13) Cm over Em
A - 5 8o [E 11 7 AT(211/49) Cm over A7

B venescessasiins 2 ! 89 3 C7(9) Cm over Cmajor
= ol DL b9 13 . 1 3 Eb13(h9) Cm over Eb7
Ff.. b7 #1113 b9 FR7(13/11/h9) Cm over F§7

We have now completed isolating any one hybrid structure or 7th chord inversion and examining all the enharmonic
chordal functions it contains. Another approach, (and perhaps more useful), would start with a basic 7th chord and
determine all the upper-structure triads and consequent hybrid voicings and 7th chord inversions it would contain.
After establishing a desired upper-structure triad over a basic 7th chord, construction of different hybrid chords and
7th chord inversions is possible by using the chord tones and tensions of the basic 7th chord below the established
upper-structure triad.

The following wiil examine the different hybrid chords and 7th chord inversions produced from the most common
upper-structure triads over the most basic 7th chords. II - V - I chord cadence examples will display each hybrid
and 7th chord inversion discovered. All examples will use a common “C” root for the basic 7th chords. If this key
produces L.ILL. problems, (tenston 2 in the bass for exampie), that exercise will be transposed to sausfy L.LL.
Although listed, the “obvious” 7th chord inversions will not receive II - V - I examples. Also listed will be all the
structures that contain a b9th interval, while only their root inversions will receive a Il - V - [ example. Additional
inversions containing the b9th interval will be examined under the dominant chord examples. Since dominant chords
generally contain dissonance by their nature, the b9th interval is more readily accepted on these chords. The bOth
interval might be easier to accept on tonic or sub-dominant functions if the surrounding chords contain similar triad-
over-bass voicings.

*Some of the following examples will have already been presented in part or whole under previous chapters.

The available upper-structure triads to any single 7th chord type will be notated in Roman Numerals. Immediately
following the triads numeral, in parenthesis, will be the tensions or chord tones that upper-structure triad forms on
the original 7th chord. For example; Vm (5 b7 9)..... is 2 Gm upper-structure triad over a C7 chord and it contains
the 5th(G), b7th(Bb), and 9th(D) of C7.
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MAJOR 7th CHORD

Available Upper-Structure Triads: II (9 ﬁ 11 13) V(579) VIIm (7 9 # 11)
1) I over Imaj7; D over Cmaj7
Chord tones in bass; D/C (D7) D/E D/G D/B (B-7)
Tensions cannot appear in bass because they are already contained in upper-structure triad.
a) D-9 G7(#9/alt5) D/C b) D-7(11) G+7(69) D/E
C6(311/9) C6(£11/9)
A | A & | .
¥ £y 1 IR oy 17 4 bz ] - 4'."5‘?
r— 2o 24 G o 78 —
g © b8 < v © e
c) D-9(11) G+7(#9) D/G d) G-7(11) F27 G/E
C/F Eb/F C6(#11/9) F#/E Fmaj7(13/$11/9)
4 o | O e O o e [s)
— o . r— Zin g
sl (8] [} e A (P2 Py
L% e (8] -

2) V over Imaj7; G over Cmaj7

Chord tones in bass: G/C G/E (E-7 or Cmaj9)
Tensions in bass; G/A G/F% (b9th interval)
; : b) D-711)  G7(alt9) G/A
n [§] E]n r=Y - n 'g; ﬁg’ @.
T = 8 =2 28 =5
e © PO ¥ (3]

* Note the maj7th on the above V7 chord. This will be further examined under the dom7 chords in this chapter.

3) Vilm over Imaj7: Bm over Cmaj7

Chord tones in bass; Bm/C Bm/E Bm/G (Gmaj7)
Tensions in bass: Bm/A (B-7
D-¢ G7(49/alt5) Bm/C by D-9 G+7 Bm/E
Cmaj9(411) Cmaj9($11)
H ! o o L L0y oy
fe—t e =5 =" 78 28
T8 78 5 & - =
c D-& G7sus4(b9) Bm/G(Cmaj%fil) d) D-7(11) G7susd(b9) Bm/A
7570, i A Gmaj7 Cmaj7(13/411/9)
H © = pa A g = Aras
>0 s =8 — P g =g =
. 18] = 1|
G = — & —e—— ge—— &
e e
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MINOR 7th CHORD
Available Upper-Structure Triads; IV (1113 1) {dorian} Iim (9 11 13) {dorian} bVII(b7911) Vm(5b79)

1) IV overI-7; F over C-7

Chord tones in bass; F/Eb (F7) F/G F/Bb
Tension 9 in the bass will be avoided due to the potential p9th interval.

This complete structure; F major triad over C-7, produces a specific modal dorian chord. When isolating the three
possible triad-over-bass voicings, oniy the one containing theb 7th in the bass (F/Bb ) dictares a modal dorian voicing.

2) D-7(11) G13(b9) F/Eb b) D-7b5 G13(:9) /G
E/D C-6(11) E/F C-6(11)
—5 S Ty F—© L (8]
e o 38 e Ly o =
e O (& o e
¢) A-Th5(b18) DTb5(b9) C/F
Cm/F Ab/Gb G-7(13/11)

A O | e L€y

—l 3 S 7
15— e e '

d 1

2) bVIl over I-7: Bb over C-7

Chord tones in bass; Bb/C Bb/Eb Bb/G (G-7)
Tensions in bass: Bb/A {dorian} (contains b9th interval)
a) D-9 G+7(49) Bb/C b) D-9(11) G7(>9/alts) Bb/Eb
C-9(11) C/D A>m/ Db C-9(11)
fa) i A
£=F S 8 n =
LAV (%] (8] [ %] L% P ot = 0]
g O 5 oS e O 7o o
¢) D-Tb5 G7(b9) Bb/G(C-9(11))
s = + EY
e g e {
_I",M JEY JEY F=y 1
ASLF 1
ry;
3) Ilmover i-7; Dm over C-7
Chord tones in bass: Dm/C (D-7) Dnv/Eb Dm/G Dn/B5 (Bbmaj7)
Tensions are not availabie in bass.
a) Fz-Tv5(11)  B+7(:9) Fzm/E b) D-755(11) GT7(£11/b9) Dm/Eb
Em(13/11/9) Cm(13/11/3;
a - . b_ﬂ uﬁc G (8] o ;:' T
e = o8 =5
@ e O == ) (8] (8] e
¢) D-7b5 GT7(alt9) Dm/G d) A-7b5(b13) D+7(49) Am/F
Bb7 Cm(13/11/9) F9 Bb/Gb G-7(13/11/9)
H lO-B- b‘% b‘@‘ A | b |
e R g = i
iy TTES — i Fris £y Yy
L3 7 S . s 3 b % 5 DO, P

e
&
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4) VmoverI-7;, Gm over C-7

Gm/Eb (Ebmaj7 or C-9)

Chord tones in bass; Gm/C
Tensions in bass; Gm/F (G-7) Gm/A {dorian} (contains b9th interval)
a) D-9(11) G7(alt5) Gm/C b)  D-9 G+7(b9) Gm/F
C/D Eb+7 C-9 C-9(11)
'IQ [8] !nn = {} (8] ‘!Jllﬂ.g 1l 2
Py [8) 7o = e/
MINOR 755 CHORD

Tension b9 on a min7h 5 chord will be introduced for the first time. It must be used in an appropriate context.
Tensions b9, natural 9, and 11 will be avoided in the bass. Tensions 9 and 11 produce potential h9th intervals

when placed in the bass.

Available Upper-Structure Triads;

bVII (b7 9 11)

bVI(h13 1 b3)

IVm (11 b13 1)

(contain b9th interval): bII (b9 11 bh13) bV (b5 b7 b9) bVIim (b7 b9 11)
1) bVIIover1-7b5; Bb over C-7b5
Chord tones in bass; Bb/C Bb/Eb Bb/Gb (most characteristic)
Tensions in bass; BL/AL Bb7)
a) Bb/C F13(9)  Bbm(11) b) Bb/Eb F7(b9/alt5) Bb-6(11/9)
. Cc-7b5(11/9) D/C Db6(9) ﬁC-?bS(llf 9) B/D» Cm/Db
| | i
758 =6 5o e — o 8
AT 3 1y & ] 2 hAS N T= ] -1 8 —©
¢ © e v o 7T e vo
c) Bb/Gh F+(b9) Bb-9(11) d) Bh/AD F+7(b9) Bb-9
C-755(11/9)  Gb-mai? F-7 C-7b5(518/11/9)
p 0o - | e g 0= e , pe
1”4 = % =4 J i3 | =4 y ek ¥ =
¢ R =1 | fe=—ty = e
\;j‘ L . (8] == I NS it (9]
e
2) bVIoverI-7b3; Ab over C-7h7
Chord tones in bass; AbIGH (Gb7) Ab/Bb
Tensions not available in bass
a) Ab/Gb F+7(:S; B5-9(11 by Eb/F C+7(29) F-maj¢
C-755(>13) G-755(b13)
Al be e e £ e | D e
! [ 8] I} e | [JEF 1 &S Hyr
[ = = G = s B
: : . T XS

e
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3) IVm over I-7h5; Fm over C-7b5

) Chord tones in bass; Fnv/Eb (F-7) Fm/Gb FnvBb
Tensions not available in bass
a) Fm/Eb F755(h9) Bb-maj9 b) Fm/Gbh F13(9) Bb-6(9)
= C-7b5(b13/11) B7 F/Db C-7p5(b13/11) D/Eb
. o Zo 50 f Bg ho o
foriB b B s =S T
e e ARV P L R
d—\r < e 1183 !} e = 17 S ]
¢) Cm/F C+7(£9) F-6
G-765(b13/11) Ab/E
A | | DS 2E¥
¥ 4 DH bt ] == r‘._"}
@ (8] == £
g T
4) bII over 1-7b5; Db over C-7b5
Chord tones in bass:  Db/C Db/ED Db/Gh Db/Bb (Bb-7)
2) GhIF B»7(49)  Eb-maj7 b) Db/Eb F7b5(:9) BL-6(9)
F-755(013/11/59) Bom/D C-765(513/11/69) B(#11)
A }')n R ¢y (& [ = =
e s 8 5 is; ey
2 G 2 =5 tos %8 ie
e qo L = o ro
¢) Db/Gh F(b9) Bb-6 d) Gb/E> Bb+7(49) Eb-6
C-7b5(b13/11/69) F/Gb F-7b5(b13/11/69) Gh/D
O bﬂ h'g ! 0.% —f) o ho ho
e s o 7528 28 5k i
AL Cabrd [l PO AT = T I
) ® 0 7O s
5) bV over I-7b5; Gb over C-7b5
Chord tones in bass; - GbIC Gbh/Eb (Eb-7)
Tensions in bass: Gb/Ab _
a) Gb/C F13(b9) Bbrm(11} b) Gh/EL F7b5 Br-mail
C-Tp5(:9) IVE C-Tp5(b9) ¥/ Do
A ! i Ja) lbﬂ © o
I':l L-I;Q 1 r=8 I-zi'ﬂ “ juz A Ip =4 L LY r:(_! “
B 11 © g ————— m— (. e - i
AT - et == ~ PO— s
c) Gb/Ab F7(b9) Bb-7(11)
< C-7b5(513/b9)
h .J?b-g bg ‘I_| ID@'
\J‘ e i —;
6) bVIImover I-7b5; Bbm over C-7b5
Chord tones in bass: Bom/C  Bom/E» Bbm/Gb (Gbmaj7)
Tensions in bass; Bom/Ab (Bb-7)
a) Bpm/C  F7(alt5) Bb-7 b) Bbm/Eb F+7 B»-9(11)
C-7b5(11/59) C#+7 C-7b5(11/b9) Ab/ Do
0 e s s 58 Sy
L e ——im = {52 O TS, =
v © pe o o 7° He s
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¢) Bbm/Gh F13(b9) Bb-6 d) Gm/F D7(:9/alt5) G-6(9)

C-7b5(11/b9) D/F A-Tb5(b13/11/69)
b He 10 o 2o =
= Ty Cams Ao & G e
I 3 LA [ -1 9] j~L 9 ] ALY [0] i B ] g e
d i T ]
MINOR 6 and MINOR (maj7) CHORDS
Available Upper-Structure Triads; V(5 7 9) IV (11 6{13} 1) IIm (9 11 13{6})
* Tension 9 in bass will be avoided.
1) Vover I-6; G over C-6
Chord tones in bass; G/C G/Eb (Ebmaj7§5) G/A
Tensions in bass; G/F (G7).....As was done in the Tensions 9 & I1 chapter, this structure will be
avoided as a C-maj7(11/9) chord due to its “ambiguous” function.
a) D-Tb5 G7(alt5) G/C b) D-765(8) G7(:9alts) G/Eb
Eb+7 C-maj9 E+7 Aom/Db C-maj9
[a) s ! A |
2 —1r3 e ge ! —— nr Tt FREr
e i . S i B (e e =&
¢ © 1AS] o e U 7o 7

c) B-7b5(11) E+7(alt9) E/F§

C/F A-maj7(9/6)
n © Q o
i (8] (8] ey ]
r.d o (8] =Y i
ALY (%] (8] i 8] i
) &

2) IV overI-maj7: F over C-maj7

Cheord tones in bass: F/Ep and F/G exampies can be found under “MINOR 7th CHORD ™ in tiuis chapter.
F/B contains ab9th interval and will not be examined for its C minor function. It is examined for 1ts min7s 3
and dom7 functions under those chord headings.

3) limover I-maj7: Dm over C-maj7

Chord tones in bass: Dm/C. DnvEs. and Dm/G examples can be found under “MINOR 7th CHORD”™
in this chapter. Dmv/B (B-755 will be presented. burwill be transposed to Am/F%. Like the previous structure
G/F. which was being usea as a C-maj7{11/9) chord. Am/Fg produces an amiguous function when usea as
a G-maj7(13/11/9) chord, torming G minor s complete V9 chord: (D9).

A-7b5 D+7(29)  Am/F2(G-maj7(13/11/9))
A I3F DO <
AT TS — .
. 322 = !
_Q-sl) bl W ] W]
l’.
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DOMINANT 7th CHORD

Available Major Upper-Structure Triads;

I bIII 111 bv bVI VI *VII

Available Minor Upper-Structure Triads:

bIm bIIm bVm Vm VIm Vim
*These triads contain the major 7th of the original dom 7 chord and will be supported by altered tensions.

Tensions #9 and 13 will be avoided in the bass while tension 9 will appear in the bass.
Tension 9 in the bass should be used cautiously.

As mentioned earlier, different inversions containing the h9th interval will be examined on dominant chords with
a V7 function. The following is a list of those structures containing the b 9th interval and functioning as a “C7” chord;

Major; Eb/Gh E/G E/B) F§/C Ab/G A/C B/B)
Minor; Dbm/C Dbm/G Gbm/C Gm/F} Abm/G Abm/Bb
Note that only three major and three minor structures are used:

1) Major triad over b3rd; Eb/G E/G A/C

2) Major triad over b5th; E/Bb F§/C

3) Major triad over 7th; Ab/G B/Bb

1) Minor triad over 7th; Dbm/C Gm/F} Abm/G

2) Minor triad over b5th; Dbm/G Gbm/C

3) Minor triad over Sth: Abm/Bb

1) Ioverl7; DoverC7 (Tensions not available in bass)
Chord tones in bass; - D/C (D7) D/E DIG D/B) (Bbmaj75)

Tensions 9, # 11, and 13 appear most commonly on Srzh V chords in a dominant capacity. The following examples
will use these tenstons on V7 chords, producing an interesting if not unexpected V7 sound

a) A/D F§/E B/E by G-7(11) D/E C/F

B-9(11) E7(13/411/9) Amaj7(13/311/9) C7(13/811Y/2, Fmajs

T Y _ e e

e e | P £ T .
R LS e : r— o e 1
¢ © = i v O = -
c; D/IG B/E A/'D dy D-9 A/F C(add?9)

E-9(11) A7(13/211/g; DmajS G7(13/411/9)

Ty =8 % ] = 2 7
— hu - b 3 (8] 1198 ] ol 8§ 2 L
H—e = 2 O s =
) = TG = =
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2) bIllover17; Eb over C7

Chord tones in bass; Eb/C (C-7)
Tensions in bass: Eb/Db (Eb7)
a) C-9 Ab/F Bbmaj7
F7(49)
Ao I re
Z=8 =t 8
l_;i; = [ &) [§]
[ %]
c) C-9 Ab/Gh Bbmaj9
F7(alt9)
fl bo ) | ke
o U~y 7 £% —
i - 18% | 8 nad
tH—e e o)
e
e) F/G Eb/Gb C/F
G-9(11) C7($11/49) Fmaj9
A e BT LD
o R “ f’
- = o !
3) Illoverl7; E over C7
Chord tones in bass; E/C (Cmaj745)
Tensions in bass; E/Db (Db-7)
y CIF B/G D/G
D-9(11) Gmaj745 C(13/411/9)
B o B b b L
»—-33 = 7O ]
£ = F= . :
c) C/F B/F Ciadd®
D-9(11) G+7(maj7)
f 0 o [e)
o = =8 e
ASLT [ %] ﬂlﬂ P
e) G-9 E/F3 C/F
C7altd(maj7: Fmajd
5.8 ig
=T o 5
A\ = e
= :

Eb/E
Eb/Ab Eb/G) (contains b9th interval)
b) F/Bb Eb/E C/F
G-9(11 C7(59) Fmaj9
e e B b
S - ST
v o =
d D/IG C/F E/Fi
E-9(11 A7(b13/49) D(13/411/9)
A o o s
A —5O ) e _
_"‘;@ c""l‘ -i® "ﬁ; i
.J I "
E/G E/Bb
b) G-9 E/G C/F
C7(»13/maj7) Fmaj9
40y ko
5 f
NS o> A= (9] %
e
a C-9(11) A/F: F/C
, F+7(»9/maj7) Bomaj9(6)
p e %4
i =485 i o1 ‘
&—0r jﬁ.u T i
.




4) bV overl7; Gb over C7
Chord tones in bass; Gh/C Gb/E (Gb-7) F§/G
Tensions in bass; F§/GY
a) Bb/Eb B/F C/F b) G-7(11) F}/E F6(9)
C-9(11) F7b5(b9) Bb(13/211/9) C765(>9)
9 1 ﬁ Fgg 8 I G e TR ‘:3 g
/WA 5O = t fes—e" 45 L)
U s *T %) (8] H A3 P nTeY
d " o = 1] !} [®] b
¢)G-7(11) c7<(¢,+;1L{be o F6(9) & F/G F§/G} G/A
1 i o G-9(11) C7(:9/alt5) F(13/£11/9)
g L2a b5 by A8 sftg ras
i’ (8] P—e e < ¥ i' 1 =
{H—e ke = tH—e 1.5 i
o )
5) bVIoverI7;  Ab over C7
Chord tones in bass; Ab/E (Emaj745) Ab/G Ab/Bb
Tensions in bass; Ab/MDb Ab/Gh (AbT)
a) F/D Ab/E C/F b) BY/G AbIG C/F
G-9(11)  C+7(39) Fmaj9 G-7 C7(:13/89)  Fmaj9
5 o L "’8 0 0% i T8
= = = —o - .
¢ © e o
¢) C/F Eb/F G/E d C/F Eb/Ab D/G
D-9(11)  G+7(%9) Cmaj% D-9(11) G+7(alt9) C(13/£#11/9)
Lo & . f) o) 42 e
o = 0 e =
e il e
e) F/G Ab/GbH C/F
G-9(11) C7(29/alt5) Fmajo
[a) ‘8 | e Lﬂlﬂ
& o o
Cp—o 7o (8]
Y,
6) Vlioverl7; A over C7
Chord tones in bass; A/C AJG (A7) A/Bb
Tensions in bass: A/FE (FE-7)
a) Bb/C A/C Fiisjo/c b) Bcff? C?gf - F?r/;ag
G-7(11)  C13(6:9) | ) & J
A H 0 B o
|7 — T [ 8] H " b 2 T %] [ %]
s =8 = | o S i
ey (& ] = [ B s 1 LB ol T £y
v - e Ge @
¢y C/Ab B/F /B d) G-7(11) A/F: Fmajo(6)
D-755(11/9) G13(:9)  C-maj® Coradaind)
i 8 20 5 p°2 = =8
= e = =
& ) i '

(3™
n




7) VI over 17, B over C7
Chord tones in bass: B/C . B/E B/G B/B)
Tensions in bass; B/C% B/GY (G§-7)
a) Bb/C B/C C/F b) G-9 B/E Fmaj9
G-7(11) C°maj7 Fmaj9 Cmaj7($11/#9)
f N = = O
27— LHE 8 ] sy ss = =A% {
o 5 5 ' i 6O e e ‘
s % ° r
) G/E Ab/E D69) d) D-7(11)  FY/F G/E
E-7 Amaj7(£11/#9) G7b5(#9/maj7) Cmaj9
=D | be : re A O & o
> R =L Ty + s -
Te=s—© e &0 — ey =
%3 o - b 8] L7 [ AT HYY o
™ A= h [y, ' e b
€) Eb/F E/F} F/G f) G/E Ab/F A/F%
C-7(11) F7b5(alt9/ maj7) Bbmajd(6) E-7 Amaj7(#9/alt5) Dmaj9
419 (£ LE . Ao be- . be
2 S ! g Sie——= ¢ 1
& 3 S —5& : RE— 83 —ar ]
e 5 el
8) bllmoverl7; Dbm over C7
Chord tones in bass; Dbm/C Dbm/G Dbm/Bb (Bb-7h5)
Tensions in bass; Dbm/Gb
HBY/C  Dhm/C  Fmaj7(6) o TR S
G-7(11) C+7(+9) C6(9) el
5 i = 9 g g .8
=8 R 28 = — L
e - - & rY) 1
) C+7 Ggm/F B+ O F/G Dbm/Gh Fmajo(6)
D-7b5(p13/9) G+7(69) C-maj7(6) G-9(11) C7(r9/ alt5)
Gy R i i fo5—o- e ==
J - 5 .
9) bIlIm over I7; Ebm over C7
Chord tones in bass: E'bm"CI(C-?.L:SJ E;me Ebmv/G
Tensions in bass; Ebm/Db (Eb-7) Ebm/A»p
a) Be/C Ean/(. maj? b) Ebv7 Bt ,ET(#.Q.’\ .
G-7(11) CTh5(49) G-7b5(,13) C725(9;  F-maj9(6)
4} | ‘ A O 1y a0y
¥ | LR E j=i 0] 15 [ 9 M 8 ] THFS. 1
(=2 %8 Ty, '. {os 7 —© e i
. 1 AN S % - hﬁ 1

e
)

-

&

2
cn




¢) F/D Bbm/D G/E d) C-9 Abm/G) Bomaj7
D-7 G7(211/39) Cmaj9 F?:v5(alt9)
L o & L ; 3 Lhe kfe’
—f———% = | =T 78 |
:JJ O Pre o ne : :35;—_"{ 5 iAs T3 .
e) Am/D BynvE> Bm/E
D-9 G7(£9/alts) Cmaj9(211)
£ = =
25 EPE g
G - =
e O e T
10)  bVm over I7: Gpym over C7 (Tensions not available in bass)
Chord tones in bass;  Gbm/C Fem/E (F4-7) Ftm/G Ghm/Bb
a) Bb/C Fim/C Bl b) G-7(11 Fim/E F-6(9}
G-7(11) C755(13/59) F6 C7(13/411/b9)
r - £%
0 = 7 € S o
_f;“' s |-:E\f I ‘_.‘__" == _—":i s ?: = T o
e [ :2 S P [P 1 = -
e s = -
S Dmie FAm/G F(add9) d) C/F Dbm/F C(add9)
G-9 07(1':‘.3/1311; b9) D-9(11} GT7(13/411/b9)
o < L8 s o f_o e Sa o
#— o u T = =t ol 8
@ = < T 0 7L u] PN
e/ e) '

*Note the contrary chromatic motion in the above example “b)"; (24)(3a)(4d), and above example “c)”: (3a)(4d).

11y Vm overI7; Gm over C7
Chord tones in bass: Gm/C Gm/E (E-T53 or CO
; . — il ~ |
Tensions 1n bass; Gm/Fz Gn/A b
, = . . B o T i B ~
a) Bo/Ey wm/E boma] Ll Sl b
0-9(11) Fa G-7 Co(z11) F(13/211/9
A <
__'lﬁ o :Jg ...ﬁ...._ ] _JQ_ L‘gg_ ~ : e E___—
_;’ii}_qé EJ; "Il. o | _E-f:._ —Hee = = .._.!;‘-‘_..,, T T R
- S eemeen peEes s T s i3 =
¢y G6(9) Em/F B/Fz
Em{11) Adb1s;  DILs/E11/9)
Bloai®r o b sy o ey
S e g e e
Te—& & :
_\ I b n _(_'-
&

)

)
fock




12) bVImoverI7; Abm over C7

Chord tones in bass: Abm/C Abm/E (Emaj7) Abm/G Abm/Bb
Tensions in bass; Abm/Dp Abm/Gh (Ab-7)
) Gm/C  Abm/C Am/D By 162 cig;?fﬁ(gg} Fg’;ﬁg
G-7(11) Cmaj745(49) Fmaj7(6) |
h 1 h 9 !9'9' [ &
= Ty [T W3 174 = S ] L]
4= o8 8 A 4 fes—5 = =
\;JU ; q_e, I o 1 \‘_J’ [§] qs [$]
¢) Gm(add9) Abm/G C/F d) D-7(11) Epm/F  C6(9)
Cmaj7(b13/49) Fmaj9 G+7(29/ maj7)
i © | | L0 b o _ha -Tel
|7 A= [1 1 6] Lasy j*d o o TRl & ] [P
{8 ra — s —— 7-© o
\ijr bl - (8] \é-j} 3 [ 5] = _,:I_O
©)Gm(1/9) AbmDh  C/D W
C+7(alt9/maj7) Fmaj9(s) magd
£ | Fa = | e , e
e =N TS -1 %] 1 \F = IIJ_ [9] =T} (3 |
e it = r=
¢ © Do L8] ' ) (%) T
13) VimoverI7; Am over C7
Chord tones in bass; Am/G (A-7 or C6) Am/Bb
Tensions in bass; Am/Db Am/F§ (F§-7b5)
b) Gm/Ab Em/F Dm/Eb
a) G-7(11) Am/G C/F. A
| C6 Fmaj9 Ii 7b5(»13/11) G13 Cm(13/11/9)
— & 8 o8 8 o
= g : T i
)] e i
o) C-7(11) Dm/Gb C/F d G-7(11) Am/Fi /F
F13(b9, Bb(13/£11/9) | Co(bbd) Fmaj9
po 2 T p 2 =a o
v N oK § ] 7 X [ (9] .
fs——= e = f—2 = = —
\\_llj — MR (8] A e ot ] “E%] 18]
e e.
DOM 7susd CHORD
Available Upper-Structure Triads:
b1l (59 11 $13) IV {11 13 1) pVII (p7 9 11} Im (9 1} 13, bVIim (p7 »9 11,

1) bIl over [7sus4: Db over C7sus4

(Tensions not available in bass)

Chord tones in bass: Db/C (Dpmaj7: Db/B5 (Bb-7) Db/G (contains b 9th intervai)

it L CA) Voo Tk

G-7(11) C7sus4(b13/b9) Fmaj7(6) ) Tk
H—— s — — eis o .
o 22 5 2 ¥— e i
LW [8] [ %] o ALY (%] [§] - 1
!/ll & - .8 e A=
¢) Dm/G Db/G C/F

G-9 CTsusd(»13/59) Fmajd *Note parallel chromatic motion
- ;-ng o : in above example “b.” (2d)(3d).
¢ o—— =5 55 : g
v
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2y IV over 17sus4;

F over Cisusd

Chord tones in bass: F/G F/B>
Tensions in bass: E/D (D-7)  F/Db (Dbmaj7§5)
a) Bo/G F/G C/F
G-7 C13sus4 Fmaj2 b) Am/D C/F ﬁGfF;-
L D-9 G13sus4 Cmaid
(o s by s : [&) 2] o =
W =4 T (3 B3 1 [ B [ %] =y 4
£ e (6] [ W] ] & r [ ] > i
[ . F= =Y il N .3 (W] s ]
AASES < = 151 3 T Y P ]
[ e s -
¢) Cm(11) Bb/G F/C y
F9sus4(13)  Byrmaio(6) d) CIF CiAb DG
| S D-9(11) Gl3susd(bd) Ci(13/£11/9)
— Yo :
) P = 8= 0 Ty i
7 A o T ‘; = (& 3 =L —
F—e < ] B T e :
€. 2/
2, bVIioverI7sus4: Bb over CTsusd
Cheord tones in bass: Bp/iC Bb/G (G-T7)
Tensions in bass; Bb/As (Bp7)
8 o C/D D/G 5 gfg’(all' Cgi,tigi F:r?g‘?iiﬁ F?:;E‘g
A-9(11) D9sus4 Gmaj9 ' L Jle J
74 =y [ %] .4 i i” 3 et = 1% &) : 8
;‘é 2 r-;; E 'I'A 3‘?'.[! helsad b i i} 1}
o A= e NS} - 8 (5
¢ © = e
¢) D/IG G/F A/Fg
B-9(11) AYsus4(513) Dmgic
— Q =
229 © bR B i
[ £ Rl ad i
'\._‘LI" S ol %] VT 18,3 1B
e’
4;  IIm over I7sus4, Dm over C7susd  (Tensions not available in bass)
Cnord tones mn bass: vm/ -7 Um/ Dnvoo (bemai?
; . o
a) Bo/C Dm/C Ceo) " g?—f(-g-! i }}_r,‘.ﬁ(:r B U/f_-
G-7(111  C9%us4(153) Fmaj%s) (11 Cosasd(13 fma;
£ - e — & <
fes—2¢ Ty —— i oot — = —
LS S 8 8] ) ij . £ 551
¢J - * +
¢} Gisusd Am/i G/E
D-7(11 G9sus4(13) Cmaj?
A
i s o
&< — :_:
Y]

[§%]
Youd
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5) bVIIm over I7sus4;  Bpm over C7susd

Chord tones in bass: Bbm/C Bbm/G (G-7bh5)
Tensions in bass: Bbmv/Ab (Bh-7 or D6)
b) G-7(11) Bbm/G Fmaj7
a) D/E Dmfﬁ AEI:;;C% C7sus4(b9)
B-7(11) KE7sus4(b9) aj
9 $§ b'ﬁ nJ f % -'njﬁl ﬁ.
e S I e e
¢) G(add9) Gm/F C#7sus4
E-7(11) AT7sus4(>13/b9) Dmaj7(:11/6)
ol ¥ Q _ZO
— 28 FRol
IR, 2 ot [a] b T ]
!J ]
TRIADS over TENSIONS

An additional approach to the use of triad-over-bass structures as “upper-structure triads” would be 1o consider the
triad to be the root or original chord with tensions placed in the bass. This approach will be applied to dominant type
chords only since it has very limited use on other chord types.

The following structures will receive II-V-I examples. They are presented here as substitute structures for a C7
chord;

(Major); C/Db=C7(b9) CD=C9 C/EH=C7(}9) C/FE=C7(411) C/Ab=C7(b13){Abmaj7§5)
(Minor); Cm/Db = C7(alt9) Cm/E =C7(#9) Cm/Fi=C7(§11/49) Cm/Ab = C7(b13/49) {Abmaj7}

*Tension 49 will be temporarily ailowed on the 5th string for the C/E} structure.

1) Major triad over »9; 2) Maior triad over 9; 3) Major triad over #9:
- : ' gy o ' /AL Bom/G
By/G F/Gh C/F E»/F F/G Disusd Bo/Go = F/A» LI
C-911) ¥7(,9) Bb6(211/9) Cc-7(11) F9 Brmajo6) C-755(11/9) Fy(s9; B? -9
p 0 < Te) A e )3 = e pe- 00
= = = a == = —
Lt = e (%] h ALY [ %] © l; -@—9‘6—1“‘—'-9——;
o e e
4) Major triad over $11; 5) Major triad over »13; 6) Minor triad over b9:
Dm/G C/Gb G/F G/Z AF  Cim/F: Eo/F Fm/Gy F/G
G-9 C7(¢11) F(13/411/9) E-7 A7(>13) Dmaj9(¢11) C-7(11) F7(alt9) Bomajd(6)
o e e e e pil-—8 =
o o = H fis— Oy o 5 fis -5 B e i
xp—=0 CASS fud I 0 15 8 | -y g —— A€ i
e e IS
7) Minor triad over major 3rd: 8) Minor triad over £11: Q) Minor triad over p15:
G-7(11) Cm/E C/F G-7(11) Cm/Fi C/F G6(9) Am/F A/Fz
C7(¢9) Fmaj9 C7(£11/£2) Fraj9 E-7(11) A7(+13/29)Dmaj@
5‘ o 7e 1 8 i ‘_-{j“'—fl 75 =& =1 Q -g f’h L.? =]
e s Ljf&— H f=—% % o ]
37 ey 1 i 74 Ty ] 3 1 AN e (4 by 5 ) i}
SRS D
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TRIADS over BASS ARPEGGIOS

The following exercises can help establish the “dual” harmonic sound inherent in upper-structure triads over basic
7th chords, which can be hard to establish with just one four-note structure. By assigning different chord tones of
abasic 7th chord under a single upper-structure triad, the complete 7th chord can be “heard” along with the complete
upper-structure triad. Moreover, by alternating between the bass and triad while ascending through the different
structures in tempo, the basic 7th chord can be heard independently of the upper-structure triad.

Those structures that can form consecutive fhirds or fourths in the bass, which in turn forces inversions on the upper-
structure triad, work best in these exercises.

The following structures have been transposed to more comfortably “fit” on the middle four strings.

1) C over Bomaj7; C/A 2) Bm over Cmaj7;
/B oD | CF | B% BwC | BwE | BwG ol
——" e e e e —
#\ z & 3 § = i 2 & & S g = <
O} br — 7 | ' @_ﬁ i 0
3) Bb over C-7; | . A 4) DIT)'ﬂ OVgF C-’:"}:}me . 20 mf J
1 1 m/ b
;;1 f = | H;%f s 5=
e = 7| i
| l i
5) Dm over C-maj7; Dm/B 6) Bb over C-7b 5; =
Dm/C | DBy | DR/G 7 Bb/C Bi/E, | BY/G ]
e e
L= e = : m—
_9_ L4
7) Db over C- 7b;, Db/Bb | | 8) GP over C-755, (Gb )(Ab bE
L Db/C | Db/Es | DB/GhL TPy bb# GiC | G/E | @A 54
t-u r 3 LJ: p 1-;;;‘2 ‘ P—F ™= | x:sl-s 7 3 ;',"“ " !Ené ; g‘ b:} £
ey e e = L s —n— v
¢ 5 i |" i : 5 T oE
". |
9) Bbm over C-7b5:
Bbm/C | Boem/En» Bom/G»
f | | | ) .D'-'
@“ .i 'Esi : ;}.b! . En —
S Bl..’.—‘ S ]

DOMINANT CHORDS

D c: 2) Eb over C7, (Eb over C+);
overCTi  pyp | oe Q’&L Eb/C Eb/E | Eb/Ab |
. | B
ﬁ:ﬁ;; = . é?, : '?L’g : ; =t £

= = i
e |
1

-
125
|

L 5 3 | J & i< :
r | | |
3) D over Bb7, (D over E(65)); 4) F# over C7;
D/Bo D/E D/As ‘ Fi/C F4/E Fi/G !
- L g b g PR T i Sl S
= - —==————
’ P | |
i

ij-f = - eJq-iﬁ"h f
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5) F over A7 (©9), (F over C#°7):

F/C#  F/E {F:’G | % |

>

Fil
o

7) Epm over C7; _

Ebm/C | Em/E J Ebm/G b'l
== L.Hl’zl g1 W
¢ = - q["f = :‘[,[:

9) Gm over C7, (Gm over C+);

Gm/C Gn/E J Gm/Ab ‘A

» 8]

6) A over Bb7;

AB,  AD AT A’;A:ﬁé
A \ ? =

T . | z [y ry -&5 i [ ]

o >

et e e
8) Fm over B7: Fo/A |
Fm/B  Fm/Eb Fm!F#% .
2 B i T W

= Eéma

P < !

P | i

10) Fm over A7(59), (Fm over C&°7);
Fm/C: Fm/E | Fm/ Fm/B»

A | ol b
ek =

o
- L ]

J f= ©

(A
i
£
B
Qb
]
LB G

The following exercise uses the triad as the root or original chord while tensions are used in the bass. Note the tensions
form their own lower-structure triad.

The following structures are functioning as “C’* dominant voicings; (Cm over Dbm) = C7(h 13/alt9)
Cm/Db CwE | |
) | f | s r*
2 ﬂg s T —
e T = . =
& uf 3 i

SYMMETRICAL MOTION

Hybrid chords and upper-structure triads present a unique “marriage” between diatonic and symmerrical harmonic
approaches. These structures can produce various symmetrical harmonies and line-patterns that have littie regard
for diatonic functions and rules, or-they can enhance a functional chord progression without compromising its
diatonic integrity. The following examples will present some different ideas that will incorporate one or both of these
approaches through the use of triad-over-bass structures,

PEDALS

While either the bass or the triad sustains. iae otner can move svmmetrically or diatonically. The foliowing examples
will present symmetrical triadic motion while the bass sustains.

1) Triads move in minor thirds;

B>/Fz2  @/F:

3 ] + G/F% i /P2 & B a it
CE/F% Bb/Fz G/Fi E/'F C_fh’}.-. - EfF.r. Cg/Ft

AL L2 o R: o) LE0 Bz Pt o4 Redn) .

—ofy L= e Rl ] nres R 4 s ity S 1 q
& bR B ] nr = T = [P o 5 Y ] L b = i g I AL W] 1]
[ o oo A= A By L 7 e pLosee YL i [T [ TR T b | A= L
\.;_JVIH:'J. [ § annd 'JI:!.I‘ ':Illln :H.(_) 'JI;_I-() '!:.(} e ] AT |4?']}fr"’ Li

2) Triads move in whole-sieps:
E/E D/Eb C/Eb  BbEb  E/Eb D/Eb GE . Bl

{78 ﬁ;‘; T3 ek o183 =5y 'u’ﬂ e
el T zeg ¥ 69 1 . e [ &) by s
s _ T T LY LM TR [l -2 2 T % ] 1 | T
AcU e e |55 I ] bt = e hos =
L, Py r 7 E = 4 = 14 =F ™ [Tl = [
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3)Triads move in major thirds;

Cb/E Bb/Ab  Gb/Ab D/Ab
Bb/C Gb/C D/C B»/E D/E |
[} ' = |l]ﬂ o+ D‘% 'l'lb'g_ H’h’ﬁ'
- P8 5O 58 598 s S A= R
(e 3;_; 758 45 = e 8] 183 1183 P LN
dJ o s =S Tt i =
4) Triads move chromatically;
Av/E G/E Fi/E F/E
A IDE Q e b
7 Ty o e &
i (8] o5 Tl &% =T W]
LY b i b 8 ) =L %]
56 = O S
o
5) Triads move in “cycle-four™;
|
F/E Bb/E E»/E E Db/E Gh/E B/E
SR & Lo ' b o e S
¥4 izl =4 1 J&s T Y iy Vo e
i [8] iy N [ 8] [ =4 L=
[ (9] W ¥ F Ly iz B
=" = G = e s &
L 7 | |

The following examples present symmetrical bass motion while the triad sustains. Although the triad remains the
same, different inversions will be used for harmonic variety and motion.

1) Bass moves in minor thirds; C/B C/D CO/F C/Ab
=
f o T
¥ (6] [ ] [6]
. [ @] [ @] [ ] I
[ fan) P e Fes
weLd F‘:' 5 (8]
J o
i a8 es 1 't o- gt P ! !
2) Bass moves in whole stepu.. C/F C/Eb C/Db C/B C/A
A o (8]
"3 [ ] B ] (8] [%] ]
£ (%] %] [6] [%] [ ] 1]
b — L — = 4
= Be T == T
= i {53 re
3) Bass moves in major [l‘lll‘dS; AL /B Ab/D AbSGb AL /Bh
| |
A f | Her |
174 ] T &y T &7 1
= T LY AR 5 LB D !
[ Fou/ I 8] U noy i I
LA Ta P = [ |
e '/91;3' 52
4) Bass moves chromatically;
E/C E/Cz E/D E/Dz E/Dz E/D E/CH E/C
Q Ty Fg (] 1#8 i% L] |
-4 o e P o = o = Lo i
&2 =< 56 . 56 =5 =0 j
U e e = r o i iR ie =2
(i . |

]
a]

(O8]




5) Bass moves in “eycle-four”; C/F C/B» C/E» C/A> C/Db C/G> C/B

=
A -Ta) Ty
¥ ] L3 «[ § ] (%] gy [ %)
& [8] (8] %] ] [ %] 1 &) =
[ { oo TS o Y 1] Fay EP=" i
AL g I}é Vl-,ﬁ IDS Ty
o
IATONIC MOTION

The following examples will present diatonic trindic motion while the bass sustains. If a diatonic bass note is chosen,
it will usually reappear in one of these basic progression’s triads, producing a doubled note or an octave. For this
reason, at least two examples for each progression will be presented; one containing a diatonic bass note and one
containing a non-diaronic bass note.

1) Triadic progression; I-1V -V -1
D/D G/D A/D D/D D/E> G/E> A/Eb D/E» D/G G/G A/G D/G D/F G/F A/F E/F:

H da fa) ‘o e 0 ey e O aer 46 6 O fo
e P ey L. i L. = [Tl 2 Lo Codha = [P ] = T — LiE i % ] Il
£ i bl b A 5] = o a LS e kI =4 A 8] o o & oy ] o 12}
£ [8] oy BN 8] [§] T & ] — [ & P A o (=Y = | &) e T3 S I}
. 7 ney EP= 9y — - e == |l-I B3 (4] [§] 1 W] L
!) [%] (8] [} [ 4] oy = T wr T T

2) Triadic progression; I-1II-III-IV

Em/D> C/F Dm/F Em/F F/F A%:nﬂAb C/A
C/C Dm/C Em/C F/C C/Db Dm/Db  F/Db C/ ©
A S > 5. o n e 8§ I
# (] o—4u o5 8 5o LA o ) o P [0 t = i -t
= [ ] }‘5 (8] : - . {g ' b’ [ .1 Fo g ;'; o ¥ [t 18] LY j#f % ]
T B = = = poP— PO 7O O

3) Triadic progression; IV -1

Bbm/G F/G Bom/Go F/G» Bom/F Am/F

i 4 1 k)
Bom/D F/D Bro/Ebv F/EF Bom/F F . X i

ﬂ_ e o Iy P (e ¥ et Ipﬁ _‘ﬁ- i R ﬁ &

W | b el 1 o e T & i [ " Ih & hed [ o (8] 1|
£ h7 o == % = TS24 [ &) (BTS & (8] L [ 8] Jubt=a s t £F | [ 8] 1
D o T 8] JovEs Lt} LT b = = 1 H EveY i
L By L e 5 e % T T o L [

e O e 7S pe

The following examples present diatonic bass motion while the triad sustains.

1) Bass progression; 1-1IV -V

A/C A/F AG AF /C D/F D/GC DIF Ab/C As/F AL/G Ay/F  C(add9)
: = 3 - 4= = (e
: e fod8 4o bo M8 = o
= — < = TFE b I r T ! ¥ o !
(=85 il i K8 T 8] [8) = ) 78] : = = e
s e 1 83 Tty & et 8] 8] © 8] =% il
QJ b‘é =S ¥ I = —

2) Bass progTession; I-VI-II-V D>/D D»/B Db/E }I)D /A C/D C/B C/E C{J";A
h i [ ] D‘Q [ v
— B ee 58 5 & Ly - ¢ t 3
_\—f;‘rj—rf—w r 3 T o ; ;G ;_: [ 4] ~ i.
© 7O hU e (3] = = =4

i




CONTRARY MGTION
Different symmetrical and diatonic patterns can be introduced to both the upper-structure triads and bass at the same
time. Obviously this can produce many different combinations of which some will be presented here. Some of the
most successtul patterns will produce confrary motion between the bass and the triads.

The following examples will combine different symmetricaj patterns.

Contrary chromatic motorn; A»/D> A/C BL/B B/Bb C/A

&
¥ iR e = P [ &3
S S & S e BT =
& B (83 B SRONE 2 s
T o s o 1
S, =t 4 e
: g ey =

21 Contrary whole-step motion:

In example “'a.” the roots of the triads ascend while the actual voicings (different inversions) descend. Use of
different inversions are required to phvsically stay on the middle four strings. inexample “b.” the t1ads ascend using
the same Inversion while the pass descends requiring the use of the 6th siring on the last two voicings.

&gy G/R D/E» BLEE Fi#/B by C/E D/E: E/Ct Fi&/B
¥ &3 I'g o "‘{; I F '8 E = o Ty 8|
So—y PN =< 1 ] | NS e b . 1|
o e e} ) e o

2) Contrary minor-third motion: Ab/Bb F/Db D/E B/G

ﬂ Fan in +'4:\ Lol o)
L= g
{l-‘[ (B3 5 i Ekt ._..-’""%‘:—-
FE T Ly iy T s e
\\._‘ ? — — p b :g_’ T+ = ]
¥ o
Y po !

4) Centrary fifth motion; {wriads move in cycle-four witle bass moves in eycle-tive)

1

el T = e T
; jies sl P el i B

¥

£ o (9 %) ]

L? — L JCE .0 oA ]
& = 0oy (W] sl B ]
= F LS T EF T ey
g Eo Z oo
. PEag

5) Triads move 1 cycle-iour while bass ascends cnromatically; (this example combpines rwo of g previou:
svmmetrical examples)

i ' B y i T 5 Y F, 4 e
G/C CiDn F/D B> /Ex Er/E Ab/F

o Le s | £ | e

T = b S T Tis T3 =i
s = (@] = Z = L5 [l iy C ===
[ b = [ 5] TS o
ARt = T [P [ 4] =<
'y = T L8] e RS

The following examples will combine different diatonic patterns.

1) Bass moves i-1V -V -1 while triads move V-1-1V-V

e . - ;
Bb/Ey Eb/F F/Bo
Pt | € T oo
T T [I& i
% = P S
,, e e :




2) Triads move I-IV -V -1 while the bass uses three different progressions in three different keys;
a) I-MI-MI-IV in“C”, b) I-VI-II-V in“Ab”, and ¢) I-pVII-bVI-V in“F".

ay G/C C/D D/E G/F b) G/Ab» C/F D/Bb G/Eb c) G/F C/E» D/Db G/C

o) o o np 8 o s = o [a) fl o |
17 4 =" (8] - = H o = (0] L1 = = I &) o =
s i FNet (8] “h ey ? Fad ) P b=
v 11 o e TEL e e il = . E¥ =
= ] ] ANV S N h e SUTTY ey b 8] o
J © o i ’ 0, i Oy, PRTERAIO =3

3) The following examples mix symmetrical and diatonic patterns. In example “a.” the bass moves chromatically
while the triads move I-IV -V - [. Inexar ple “b,” the bass moves in minor thirds while the triads move I-V -
IV - V-1 Inexample “c.” the bass moves diatonically (V -IV - I - II - I ) while the triads move in minor thirds.

a) C/F F/E G/Eb C/D C/D F/E» G/E C/F

f [ & =3 s ok ] A = 2 T3

b g 8 E 5 s 8 i

L e — ey p ey e b =S ey L & i

3] =4 7o (33 O Fas Chsas
by C/IA G/F:z F/Eb G/C C/A c) B/A  A/G F/F: D/E B/D

LT o = A2 pe g G

7 —t s o = == s T < A = 1
= -4 03 € . S it I v =& ]
Ao ooy e & T4 = e i3 8] oo T i
!J b Fa =2 = ey t;' 7 “I‘ TEC

4) The following example uses no particular patterns, but concentrates instead on contrary motion between triad
roots and bass;

C/F D/Eb F#/D G/C A/B Bb/A G/C F/D E/F C/A»  D/G

o Ts

h -y | P -
E [ %] Lo = 4 Py 1L = s B BEE B ] i -
(8] LI Lk b= [ 8] =% =4 -y - ¥ T 1 i
o) F=. L&Y T s Sl 5 Al B ] Juf el 4 I 4% L et 7] P ]
% ] @ acnd 2=y ‘_lu'l'lr St o o @ ] b <[ 8] PR
e 50 re o = oY= O

“UNAVAILABLE” HALF-STEPS

As has been stated and in many cases presented. established harmonic rules, (i.e.b9th intervals and L.IL.), can often
be relaxed when using triad-over-bass structures. This is especially evident in dominant functions where any note
can be “justified.” In fact. all but four (p9 - ©. 9-39, 5 -4, and 25 - 6 ) of the twelve possible hali-steps have been
used in a dominant function. The following examples will attempt 10 use these remaining four half-steps in a
dominant capacity. Verbal justification will be given to each half-step. but the contrary chromatic motion used tc
resolve each one is perhaps the best justification.

1) b9 and natural & might be availabie together because they are the 3th and b 13th respectively on their Sub V chord.

A/Fz Bm/F Ev/E E/D
Dmaj9 E9addb9) AT7(£11/b9) D(13/£11/9)
n © S L -5
s =8 e e
_[ﬂ;.?' —r P - -
WS35 B ) = ;(3 e
e g 2
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2) Natural 9 with 9 might be available because of the “Blues” sound they possess together

A/Ft C/Ft B/G E/F#
Dmaj9o EO(49/25) A7(13/811/9) D(13/411/9)
p_= 0 e jote)
s =t B H o
SUE (8] ) = 11'?(_3
L2

3) &5 with 6(13) might be available because they are 9 and £9 respectively on their Sub V chord.

F/D A/Dz Ab/E C/F
D-7  G+7(13/#11/9) C+7(#9) Fmaj9

_Q' =) 1 'sl

b T 8] LITES [
7o [ 8] lal® [~ R ] (%]
[ ) [ TEY T LAY =
AP LL ey [ 8 a=d
QJ [ 9] %U i

4) The 3rd and 4th are available together because the 4th is simply tension 11 on a dom7 chord. They are also b7
and natural 7 respectively on their Sub V chord; (natural 7 on adommam chord was mtroduced earlier). The 3rd with
the 4th on a dom7 chord is not an uncommen sound in today’s “jazz” or “pop” idioms.

G-7(11) Db/E C/F
C7(b 13? p9/add4) Fmajd
7 —© 58 T3
f."ﬂ DU‘-{, $IV_'._‘— Py
G S e
g © i
DOUBLINGS

In some situations the doubling of a note an octave higher might be necessary to continue the desired chordal or voice-
leading ideas. Chromatic motion and “pedals™ can often produce the need for doublings.

1) The following example contains doublings in order to continue the desired chordal ideas over a bass pedal.

Gmaj7/D Db/D C/D B/D Bm/D BL/D C/D Bb/D A/D
Gmaj7 E13(>9, A-7(11) Didz¢) Gmar. E7:5(bS) A-T(11); D+7(39) G6(211/G.

Q Ze P S Ty PPy ey e 3 =4 T 83 I
e e [u] = e =5 [8) 79 4 g B ] i
fm—s S5 ) = o o A e FO— i3 I
—o o yORE S 1% 8 T3 © L

=0 o O O E'S) O '8} 8] (8]

2) The following example contains doublings in order 1o continue the chord pattern,;

D/E Be/E Cg/D AlCE C/B Ab/C /B Gm/C Fim/D
B-7(11) E(Df){'bgi E13(59; AT A-7(11y D765(k9) Gmajo CS Dimai7?
Oz | ~1H ey 'un ) Ty = e — T
=== - =
e = e je (8] == T o © o

3) In the following I - V -1 example, the contrary chromatic motion

dictates the need for a doubling on the V chord: A/B Bbm A6(9)
B- 9(11, E765(13/59)
| ey Lk I
T 8 e r
\_ﬂ\? “v TS V. [ I:q- [ JI
ZBS s =
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REHARMONIZATION

Some of the most interesting and uscful applications of upper-structure triads and hybrid chords is in reharmonizing
or substituting a basic chord progression with them. It is equally interesting and chailenging to analyze a piece of

music which contains many triad-over-bass structures and determine if there is a more basic harmonic progression
hidden beneath.

1) The following triad-over-bass progression is a reharmonization or substitution for the basic chord progression

immediately foliowing it. Could you have realized the basic progression if presented with the triad-over-bass
progression only 7

D/G Db/E C/D B/C D/B Bt/B G/C B/D
__,QH 2 Zs s & < Z= -
fos— . | i
ST J ] i ! r

C/¥ C4/D D/E G/E» E7susé E/F E-7¢5 Bb/F3 /G
S e —ETE
(e = = | =
D)

Basic (hidden) progression of above example;

|l Gmej7 E7 1 47 D7 | B2 EB7T 1 A7 D7 |
| D7 o7 | ¢mj7 F7 | B9 EZ | &7 D7 | Gmiz |

*The above basic progression is the “A” section in “Rhythm Changes.”

2) The following example is another triad-over-bass reharmonization of “Rhytnm Changes™ in the key of “D.”
This example takes more liberties by introducing the natural 7th on two dominant chords. Also note the
“‘constant-structure” motion in the numarour.’

A/D Bb/F# D/G Es>/E E/D G/E» D/E Bem/ Eo
_& 77 bo— == = T fe ﬁla 3e s ]
y 1 T
e :
e
D9(13; Bm/D: G'E Fa7(gS: H/F: F/G G/ A Ab/Bo A/B
£ | P o b= s = 2 = e
o g = I I &
(—= ' % — = |
@) [~ 1 ==

3) The following example is a minor ! - VI - I - V cadence in the key of “E minor.”

BETE e B CHT. s b . B2 .. Em
Eb7(£9) FE-745(9)
Am/F: GE Bm/DiB/D Em/Ci Em/F A/F  Am/F: D/Eb B/D  E-6(9)
H = @ o LB z = = Ho iy
—— ! i — e F ', = 5 =t 1
I'{v;‘-: 1 hg ....E I’ I'! ;- Pt i
5 = P T
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4) The following is an example of “constant-structure” motion through the use of triad-over-bass structures.

A/B C/D E/Fz D/E A/D C/F B/E
(B-7) (E7) (Amaj7) (Fi7) (B-7) (E7) (Amaj7)
b ru] Zo s© T3 20 A,
_{Q bl 8]
e

Continued interest in hvbrid chords and upper-structure triads should include, and almost demands. examination of
additional string sets and widths as well as augmented and diminished triads over various bass notes. Even the middle
four strings lend themselves to further examination of triads plus an unrelated note. This chapter has dealt only with
triads over an unrelated note. The unrelated note could be located on the 2nd string (lead note over triad). or on the
3rd or 4th strings (open triads with an unrelated note in the middle).

The following “standard™ tune has been harmonized with triad-over-bass structures. Inciuded are examples of a
diminished and an augmented triad over a bass note. The original chords appear above the triad-over-bass structures
in bold type.

5 L (T e e o S Fipme il mlk o

D/Bb _ F2/G F4/E Bb/Eb D/Eb

fH c W - s = o T e b S e o

P S — — = —° e — # = — 1
RO - e —— e — i ;
A0 I o N Tk o e Bpmai7_ _ .. AW ___

Eb/F Gb/D Bb/E> Eb/F B>/G» (N.C.)
L o P he = e = o) 2. -

-
L
[ )
BEE\
e |

2 E-7b5_ _ _ A7 _ _ _ i i Bb-7__ Eb7_ __
F/Bb Am/Bo F4/G Em/F C/D Ab>/Db  F/Db
L .! ,.' — e f ?‘_—
o ili-a = i t = ﬁ': - hr.} = g o L &
S — :
5 e BAbS - AT AR | 1 e ——
C/F , F/D> G/Eb G#/E A/F Bb/Go
—— =
o R S N 00 N B e o R
/ G9E Bb/C Bb/E> Lm/C
e R =
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N S el A A i
B>/G A5 /Gb Fm/D Eom/C  Boma;7 C/D C/F F/G
p = pe” e Z . = =
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Am/Bb D/B> Fz2/G E>/E Lo+/D By/C /B Db/Eo
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Ab/Gb B5/Go B/A Ca/A__ D/Bb
2 ¥ : = I T
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Chapter Twenty-Eight.
Song Examples

By exploring different songs. a variety of chord progressions are made available to the many voicings introduced
in this text. Different songs will also afford various applications of the voicing techniques introduced including
modal harmonies, rriad-over-bass structures, appreach chord voicings, and constant-structure motion. Each song
will afford a variety of tempos with individual skills dictating what is “comfortable.” Those songs containing many

different approach voicings might demand quicker tempos aliowing for a smoother and faster resolution of their
chordal dissonance.

The following song exarnpies will include “standard” jazz and pop tunes, “modern™ jazz compositions, modal tunes,
biues. “rhythm changes,” and originals. Some of the examples can be played with the melodies of those songs and
will be noted as such. Some examples also contain various rhythms to enhance the voicings. Addituonal rhythm
applications and suggestions that could be applied to these songs are contained in the following chapter appropriately
entitled Rhythm. Each song example will state the original basic chord progression in bold symbols over the top
of each stave. A harmonized voice-lead rendition of these original chords will appear immediately below.

Song Example - #1 :

{A majority of these voicings will work with the melody)
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Song Example - #2

(A majority of these voicings will work with the melody)
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Song Example - #3

The following examplie is a “minor blues.” The nature of this “stagnant” or sustaining harmony lends itself well to
modal voicings and various approach techniques. Note the constant fourth structure being moved chromatically in
the rirst five measures.
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Song Example - #4

The following example makes liberal use of dominant approach techniques in reharmonizing the basic progression.

This allows for a “colorful”

dominant cycle-five approach to each chord, enhancing the “predictable’ diatonic

progression. It is not uncommon in “jazz” to make the II-7 or 11-7b 5 chord a dominant chord: II7 or (V7 of V).

Note the b 9th interval in the tenth measure of section “A,” (EE!F# ), which resolves in contrary motion to the next
chord, (D/G). Also note the use of “constant structure harmonic motion” in the first three measures of the “B” section,
and the first four measures of the “C” section.
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Song Example - #5

This next examplé.i-s an original composition. The original chords and melody will be given first, followed by a
harmonized rendition that can be performed with the original melody or chords.

The basic chord progression on this piece is much more progressive and “modern” sounding than the basic chord

progressions in the previous pieces. Care must be taken to not over-harmonize such pieces for fear of losing rather
than “embellishing” their original sound.

“SOMEONE WHO LISTENS” © 1974 Bret Willmott
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The following example is a harmonized rendition of the above original composition;
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Song Example - #6

This next example is a popular jazz form referred to as “rhythm changes.” Note the chromatically descending major
triads in the first two measures. Also note the chromatically descending bottom voices under a sustaining lead voice
in measures 7 through 12 in the “A" section. The top two voices in measures 1 and 2 of the “B” section move in
contrary chromatic motion while measures 3 and 4 move in opposite contrary chromatic motion. Note the use of
chromatic dppdeCh chords in measures 5 and 6 of the “B” section. Finally, note the top voice in the first two measures
of section “C” spells a Db maj7 chord, while in measures 3 and 4 the top voice spells a Cmaﬁr chord, and finally a
D-7h 5 chord in measures 5 and 6.
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Song Example - #7

The following is another “standard” tune. Note the top two voices moving in contrary chromatic motion in measures
6 and 7 of section “A.” In the “D” section the min7h 5 voicings are repeated a minor third up for the dominant chords.
Also note in this section the lead voice ascends while the chord roots descend. Note the tonic diminished substitutes
for the ending Bbmaj7 chord. Finally, note the top voice over the last two bars forms a Bb Blues scale.
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Song Example - #8

This last example is another original composition. The melody can also be piayed with the following harmonized
rendition.

(Latin) “THIRD ANNIVERSARY"” © 1974 Bret Willmott
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The following is a harmonized rendition of the above composition. Note the use of “constant structure harmonic
motion” in the second half of this piece.
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Chapter Twenty-Nine.
Rhythm

All the voicings and harmonic knowledge presented in this text would be wasted without the same attention given
to rhythm. I think most musicians would prefer few and/or simple voicings with a thythmic “groove” accompanying
a soloist or melody than manv complicated voicings with no rhythmic sense. Although this text will not undertake
the many rhythmic styles, tempos, time-signatures, and concepts needed to use with these voicings, I still feel the
need te stress their importance and deserving attention. Most of the voicings in this text were displayed with little
or no rhythm. A few simple rhythmic ideas or suggestions will be presented here that could enhance those existing
eXEercises or songs.

By the addition of quarter or eighth note anticipations and deiays, an exercise or song becomes more rhythmically
active. The following are just some of the possible anticipation and delay combinations over two measures of half
notes in 4/4.
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A couple of concepts unique to the guitar could also be used to enhance the voicings presented in this text. The first
involves sliding into or away from a voicing chromatically. This 1s usually accomplished rhythmically with as little
as a grace note and olten with eighth or quarter netes. This concept enhances both the “sound” of the voicing as well
as emphasizing its rhythmic placement. The second concept is a percussive technique achieved by muting the strings
and strumming different rhythms after a voicing 1s sounded. These techniques are more or isss appiicable cepending
on the specific styles of music.
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Another very important concept for comping in today’s jazz or pop idioms is silence. What you don’t play is often
the best thing to play. An interesting and valuable exercise would be to omit certain voicings in the exercises and
songs presented in this book. Inthose exercises or songs harmonizing the half-note in 4/4, try first omitting the second
chord in each measure; (beats 3 and 4). This retains the szrongest chord sound of the measure. Next try omitting the
firstchord of each measure: (beats 1 and 2). This retains the weakesr chord sound of the measure. Finally try different
chord omission combinations; like alternating berween two half-note voicings and two half-note rests, or two half-
note voicings and one half-note rest, etc. Also remember to add different rhythms to these chord omission exercises.
Omitting voicings actually increases the different rhythmic possibilities and allows for more rhythmic creativity.
Also note how voice-leading is broken by the omission of different chords. At first this might appear to be a problem.
but the missing Iines can often be “heard” through the silence. As many jazz artists are aware, it’s what you hear while
vour not playing that is important. The following examples will display and suggest various chord omissions to
existing exercises.

The foliowing is another example of the half-note being harmonized. Note the use of symmetrical and modal chord
patterns as well as chromatic and/or dominant approach voicings.
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By removing various voicings and applying different rhyvthms to the above example, an interesting “comping”™
rendition of this chord progression can be produced.

In the following example, the first four measures of the above example have the second voicing in each bar removed.
The next four measures have removed the first voicing in each bar. The next sixbars remove every thizd voicing whifs
the final three bars remain the same with only some rhythmic variation.
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Note that several chromatic approach voicings have been added to the above example.

As mentioned earlier, different voicing omissions and rhythmic interpretations should be developed and applied to
each exercise and musical exampie presented in this text. In the following example, try superimposing the dlsnlaved
four-bar chord omission pattern over the first Il - V blues example introduced at the end of the Tension 9 chapter.

Four-bar chord omission paitern;
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Now try using the following rhythmic interpretation of the above omission pattern over the II-V blues exampiz.
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Different string combinations and voicing sizes which are discussed in the following Conclusion chapter will only
enhance these rhythmic concepts.

In most comping situations it is common to affack all four notes at the same time. The foliowing exercises will
explore attacking different string combinations at different times. This produces some interesting sounds as well as
isolating different voice-leading situations between various string sets. It will enhance awareness of individual
guide-lines as well as two and three note voicings. These different combinations also produce many unigue and
beneficial ways of physically preparing chord changes.

Any one of the following combinations could be used to alternate between nwo different string sets. Additional
combinations are possible. Strings will again be notated as bold numbers in parenthesis.

1) Alternating between one voice and three voices;

2)and(3) (3and(2) @and(2) (5)and(2)
“) “ 3 )
() ) ) )

2) Alternating between different two-note voicings;

(2) and (4) (2) and (3) (2) and (3)
@ 6 @ & G @

3) Alternating between four-note voicings and one voice:

(2)and (2} (2)and (3) (2)and (4}  (2) and (5)

(3) 3 (3) 3)
(4) ) (4) 4)
&) (5) (5) (5)

Afterestablishing atwo-bar rhythm pattern, chose one of the above combinations and alternate its string sets on every
other attack of the rhythm pattern. The following rhythm pattern will use the above alternating string combination
of (5) and (2) (3) (4);

(5) (2) (5) (2) (5) (2) (5) (2)
(3) (3) 3) 3)
_n 4 (4) 4) (4) ;
{?FC y IlJr - o 7 i y o [ i 7 i y o= 5 _ll = 1|
e — y . 4 rJr

Now apply the above rhythm pattern—string combination to any of the previous examples or songs in this text. Some
of the combinations might be easier with fingers in place of, (or with), a single pick.

The following chord progression will be usea to demonstrate some of these concepts:
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Addition of the above rhythm pattern—string combination to this progression:
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| Also try mixing twofg} more of the combinations as well as reversing some of the given ones. The following example

will use the (2) and (3)(4)(5) combination on the first two bars while reversing the combination {(3)(4)(5) and (2)}
on the last two bars;
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The following uses the (2)(3) and (4)(5) combination on the first two bars while using the reverse combination (4)(5)
and (2)(3) on the last two bars;
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Chapter Thirty.
Conclusion

As stated in the Introduction, the intent of this text was to establish a simple and direct approach or system to chord
construction, voice-leading, enharmonic realization, and supportive theory that would enable students to exercise
and expand their knowledge and begin a process for future discoveries. The initial introduction of drop 2 type
voicings with tension additions is a simple formula for many complicated voicings. By limiting those voicings to
the middle four strings, more information on voice-leading, enharmonic substitutions, fingering possibilities, and
theory could be presented. The enharmonic realization process was established as a means to the eventual discovery
of new voicings which could ultimately be perceived as groups of specific intervals with twelve potential roots.
These concepts can also be applied to various string sets and voicing sizes. The following comments will suggest
some approaches to the various string sets and voicing types on the guitar.

Continuation of four-note voicing research on the middle four strings should include a thorough examination of
seventh-width voicings and applicable voicings containing an “octave-doubling.” Equally important are the three-
note voicings available to the middle four strings, as well as later examination of additional three-string
combinations. Perhaps the nvo three-string combinations that contain the same width as the four-string voicings
presented; [(2)(3)(5)] and [(2)(4)(5)], would be a logical starting point since they voice-lead well when mixed with
the four-note voicings used in this text. Certainly one advantage that many three-note structures have over four-note
voicings is their physical ease in fingerings. This might be an important consideration when music containing many
chords is played at a fast tempo. Often just those four-note structures that produce difficult fingerings can be
substituted by three-note voicings. The following example will illustrate this.

1) Passage using four-note drop 2 type voicings;

E-7(9) ATh5 F47(49) B9 E-7(9)  A7(5) D6(9)
n_£2 |e ke g Eo ks '
_‘B_ﬂ.{j : A0y = hod = R (8]
oo, —HE—— = ES -5
o = fo 50 = ‘8

2) Above passage with some single voices removed (o produce easier fingered three-note voicings;

Oy (W] 1 LLﬂ_E e i Tt (8]
i w W= o P ;H. (8] h=4 o &e
w © hd = h 1 b b1y @]
el 3 $ o =3 1O

Note two of the above three-note structures are missing “guide-tones” while the other two omit a root or a fifth.
Three-note voicings often produce “incomplete” structures, but as mentioned earlier in this text, certain tensions and
predictable chord progressions can dictate the missing guide-tones. Also mentioned earlier, some of the best
“sounding” voicings are in fact incomplete. Moreover, if two or more voicings are used on one chord, the guide-
tones might be stated in one voicing while the other voicings remain incomplete.

The “ambiguous” nature of many three-note structures increases the amount of enharmonic chordal uses available
to any one structure. The following will attempt to illustrate this;

(NOLES ). cvieisiniiin ¥ A E
(minor modes)
Fral s ] 3 7
G by 9 13 (G dorian)
Db 7(§9/45)........ 3 #s  #9
AT(h13)cicn, b13 ] S (A aeolian)
Bb maj7(§ 11)....... 5 7 f11
B-7b 5(11)........... bs b7 I
Dm(add9).......oe.. b3 5 9
Esus4(b9)........... bo 4 1 (E phrygian) -
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= An interesting exercise might be to take a nicely voice-lead four-note voicing example and remove various single
strings to produce different three-nete voicings. The following will serve as the four-note voicing example;

D-7(9) G7(:9/85) C6(9) Eb7(9) D9sus4  Db9(no3) Cmaj7(9)
A © | be— o o | y
e [8] 7 @] o DE-_’( 83 : r}u: ;: JI
r—" =4 o) = o P 8 - & |
L [ & ] (2] = s oy i 2 |
e = e [8] PLE} =

Using above example:

1) Play top three voices only.

2) Play bottom three voices only.

3) Play top two voices and bottom voice only.

4) Play bottom two voices and top voice only.

5) Alternating different three-note structures. As an example, alternate the following string sets on the above
example; [(2)(3)(5)] and [(2)(4)(3)];
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Additional three-string combinations using the high and low “E” strings, (1) and (6), should also be examined,
keeping in mind their limited use 1n a “comping” or band situation.

The above four-note voicing example can also be used te illustrate an “octave doubling™ within a four-note structure.
Prepare the above example by doubling the lead note down an octave on the 4th string;

D-7(8; GT7(»9/¢5) Ciaddg) E»8 DS D-9 Cmaj7(9)
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INOVY prepare e same exampie = LlOLibliIlg LT Tass NULE U all OCldyve On s g SITETLE

D-7 G7(b9) C6 Es(add9) DY9susd Db(sus9) Cisus9)
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182 of §vb doubiing on the first three chords and dva doubling on the las

Phy

three choras with

sical consideration might dictate the
the EbY chord containing no doubling since it is difficult with either one:

D-7(9) G7(,9/£5) Cladde: ERS D8susz<  Dbisusy) Cisusd
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The next phase of harmonic study on the guitar should undertake the various string combinations available to this
instrument. While three and four string combinations are tiie most common in a majority of comping situations. two
and five string combinations are also worth examination. While five and six string voicings are probably most
common to “solo™ guitar. these structures might also be available over a “ballad™ in a band situation.
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Perhaps the first logical step in exploring different string combinations would be to transpose the voicings examined
on the middle four strings to the top four strings. In fact, a majority of the drop 2 type voicings are physically more
accessible on the top four strings while some of the non-drop 2 type voicings might prove more difficult. Keep in
mind, the higher register of these voicings on the top four strings might at times produce conflicts with a melody
or soloist competing for the upper range. On the other hand, the top four strings are excellent for “chord soloing”

and “chord melody™ applications.

The following exampie will alternate between the middle (M) and top (T) four string voicings;

D-7 G7 E-7 A7 D-7 G7 c C7
(M) (T) (M) (T) (M) (T) (M) (T)
e & o S 3 - 5 5 3=
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Note the physical advantages in alternaring string sets as opposed to placing all voicings on the middle four strings.
Also of interest is the melodic “pattern” over the entire exercise.

This last example will mix middle and top four string voicings with three note voicings. (1) will denote the top voice
being placed on the 1st string while (2) denotes the 2nd string as the top voice;

D-7b5 G7 C-6 F7 Ab7 G7 C-6
(@) @ (1) e @ @ (1)
N = Mazs o b‘& l ’lﬂ' D_E 1 ;79' !Te!'
= I 8 ) S ] S ] = Z O yE )
::‘.I = Y —© e (%1

Note the physical “shapes” are the same on the last two voicings.
Colorful and sensitive comping is troauced by the use Of different SUring Sets and Various VOICIng S1Zes along With
a variety of rhythms and space (rests). Have fun on your next comping trip!
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