PART ONE: HARMONY : s

Intelligent improvising depends on a working understanding of the relationship between chords and

melodic lines. The purpose of this section is to provide the necessary harmonic foundation for the
solos in Part Two.

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

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

CHORD CONSTRUCTION

The C Major Minor Scale
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MAJOR CHORI3S: add chord NAME to basic triad
major 1 3 5 (basic triad) C C E G
major Gth i 3 5and 6 Cé C E G A
- -~ = = - major Tth I3 5 and ma? Cma7 C E G B
added 9th - 1 3 5 and 9 Cadd® C E G D
major 9th 1 3 5 and ma7 and 9 Cma9 C EG B D
oot 61h,/Sth 1 3 5 and 6 and 9 C6/9 C E G A D
SEVENTH CHORDS: add chord name to a 7th (or 9th) chord ]
7th 1 3 5 7 c? C E G Bb
Sth 1 3 5 7 and 9 c9 C E G Bp D
11th * 1 3 5 7 (9) and 11 Cl11 C E G B({(ID)F
13th *+ 1 3 5 7 (9) and 13 Ci3 C E G B (D) A

% in most guitar inversiens, the 3rd is omitted from 11th chords. The 9th is often omitted from both
T 11th and 13th chords. .
** in theory, a 13th chord also contains the 11th, but that tonc is normally omitted in guitar finger-
_ings.

MINOR CHORDS: udd chord name to basic triad

minor { mi3 5 (basic triad) Cm C Eb G

minor 6th 1 mi3 5 and 6 Cmb C Eb G A

minor {ma7Tth} 1 mi3 +5 and mu? . Cm+7? C Eb G B
MINOR SEVENTH CHORDS: add chord name to 3 m7th chord

rminor Tth ] mid 5 7 : Cm? C Eb G Bb

minor 9th 1 m3 5 7 and 9 Cm9 C Eb G B D

minor lith I mil 5 7 and 11 Cmtl C Er G By F
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DIMINISHED SEVENTH chords are built by flatting all but the root of a 7th cherd,

CZ 1 3 5 7 C E G B
*C I b3 b5 & (b7 C Ex G A (Bab)

* may be wr_itten: Cdim, Cdim?7, C7dim, €=, c°7, ¢

The \:'(:rd "AUGMENTED™ in a chord name normally applics to the sharped (swugmented) Sth chord
tone. ’

C+t, Caug 1 3 =5 C E G:
CH7, C74+, CTaug 1 3 5 7 C E Gi& B3

** EXCEPTION: the AUGMENTED ELEVENTH chord ks a reputar 11th chord, but the |1th is
sharped.

C+I1 13 (5 7 ) =11 C E (G) Bs (D) Fi

ALTERED CHORDS (sharp or flat Sth or Gthi: just do as instructed.

C7T45-9 I3 25 7 9 C E G By Db
Cl3—59 I 3 5 7 -9 13 C E Gpr Ba D A

"SHORTCUT” CHORD SYMBOIL.S

Cma7 Ca7
Cma9 <o
Cm7 C--7
Cm7-5 Ca

CHORD EMBELLISHMENT

MAJOR CHORIIS: add 6. ma7, ¢ und_ (i blues) 7. To C major chord udd the notes A, B, D or (blucs)
Be. For O major, play: :

Cmal o Cma® C6/g cT

[

SEVENTH CHORDS: udd 9. 13 or use 11 insets: 11w 7,01t 9, 1] to 13 To €7 add the notes D,
AL or F. For C7. play:

ca 13 L0 B o cll C9 il Cl3
f

G . :

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

]
.

Cmi Cmi+? CmiT Cmis Cmid Cmill Cmit
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ALTERED CHORIIS: the Sth may be sharped ar flatted in any chord,
the 9th may be shurped or flatted in 7th chords,

ﬁ_ c? Fmi7 Bkt Eb7 Ab
~ 1 L
. . pr . )
This sequence: ¢ on I i i i {‘ R i fl-’,’ e i i _E
.LJ i

p C745.9 | Fmi7-5 Bbali-g Eb7+§ Eb7-9 AbmaT(~5) ApmaT
1
may be pluyed: W—W _? P i i~ i iy SR i I i 1;
e/

Reduce all chords o theit basic form:

Cma?, Ch, Cma9. C6:9 " oreduce to O MAJOR
Co. CI1, CI3 9. (9 5 reduce 1o C SEVENTI
Cm7, Cm9, Cmll, {m7 8 reduce to C MINOR

CHORD SUBSTITUTION

MAJOR CHORDS: Substitute RELATIVE MINOR or SECOINDARY RELATIVE MINOR
chords. For C use Am or Em

. c F Gv c AY Pmi G7
Optional:
P © Ami{T) Bmil?) G 7 Emil7) AT Dmi7IGT
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MINOR CHORDS: Substitote RELATIVE MAJOR. For Am use C

This: ¢ Ami Pmi  G7 c
becomes: s € F G7 C
. 1 .
o)

SEVENTH C!-iORT)S: Substitute DOMINANT MINOR. For €7 use Gm

This: E7 A7 D1 G
becones: Bmi7 EB9 Emill Ami AmitT A miv Dmi9 Gli-g

W—M—f—ﬁ%"—wf—ﬁé—vf—,f—”lm

This rule may sometimes be reversed. as shown brlow:

This: C C7 . F Fmi C
becomes: o Cma? ' Gmi7 Cq-0 Fmat e Fm:l_ R‘sﬂ Cmai
Ty T S
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ALL CHORDS: Substitute any chord which Das ax its root the FLAT FH-TH of the original chord.

For ¢ use G,
desired harmoeny,

The tvpe of chord used {oagor,
A few cxawmples:

minor, seveith) depends wpon the

- 7 CraediT L ' T n I+ [ TR
.%; } | 1 ; T | H
& 31 " — o 2 ra = 1] - 7 - oun—
5 go—ig =l e ———Fe- - fi
v 3 ! b3
Bmi7 BL7T Amild AbT-5 Ebma? Abma?-s
_){n 8 ! ! N I booood o
— G S "” <
5 - i 6 he — - o~

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

Cmat AmiT D mig Gl13
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SUBSTITUTE PATTERNS

The following patierns substitute for C major. There are many possible v

ek B M e e e b el D MMt CTCREk e e
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‘aftations, so experiment.

- " Cma? Dyl Emi? Dinis
Cma? DmiT Emi7 Fmas clre : 77 Dinidth) - Cmat
,l — o
- . _L I — 4 -1 s 1 3_—
= e =y
Sy * F | 8 SR v & = e
variation: Db 7+9(ll) Cmag
If Cis moving toward G7, use this, or variations on i
+4
Cma? Dmi7 Emi7 Ebmili Dn]: G740
CHORD CONNECTION
SEVENTHS conncet domtinants, ws shown below:
E P D Gmi < F‘

Optional:

| K A7 Dind D miy Gomit L
%—552?7_!—/— H;i%;f/—bff??%

o

ALUGMENTLD chords ulso connect domimanis:

Ci+

DINENISIHED chords connect subdominants, Use the diminished chord with the SAME NA‘ME as

(1} the chard being entered o (23 the chord being [eft:

C
o Go
Cma? ce

G7
GT
GB

DIMINISHED chords also connect chromatically:

C . [k it
i a4 D7 ¥ E m:?
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MINOR chords connect the subdominant chord 10 the tanic chord:
C i

.S wm o F Fmi E» _

< e e

ALL chords may be connected by moving into the chard from a half-step fone fret} above or below:

C AT D7y

C Lhy AT El 7 [
@\T
)

Here is a blues to illustrate the half-step (one fret) connection priaciple.
using this one fingering:

G13 G9
N .

- h* 4 r N o § ) |
4 b |
pEn e
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The whole thing can be played

Use other fingerings #f you like, Try Am7 or A7+5+=9 in the Sth measure.

These are more than just one-fret “sturs”. The “pickup” chord is D74 5¢ 9, moving down to G123 and
(9 in the Ist measure. The final chord in that measure is G7° 59 or D13/Dn9. Analyze these

chords: . Ces .
Bmill.s Brit-§ DhT+e Db7-9 Dmi™ /% Dmié
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BACK.CYCLING

Another way to add harmonic interest to a chord pattern is to “back-cycle”™ through the order of
dominunts feycle of fifths). This should itlustrate:

a © . c7 F
Sp—— — — ;
Y T T
variationsg:

I < _ Gmi €7 F
@‘_—_/ / = it Sl i
n € Ami D7 Gmi7 €7 " | Fma?
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Cma? ET AmiT Dg Gmil €9 F5/9

Hyyfzf——fﬁﬁx—— e

cfg BmiT-3 ET7+9 AmiT D7-9 Gmis C€13-9 Fmal
- e e e e e s it i

Cmas  c%yo BiiT-5 Bh1-5 Amill Ab7-5 Gmill Gp1-5 Fmal
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NQOTE: The principles of chord embellishment, substitution and connection arc THEORETICALLY
applicable to any given chord pattern, Youll Tind that some of them work nearly all the time,
and some others less frequently. Try o use them in songs, and LISTEN! Your car will tell
you when it's right.

SYMMETRIC (CHROMATIC) CHORDS

Most chords cian be moved up or down the fingerboard in almost any interval (half-steps. whole-steps,
major or minor thirds) PROVIDEY that the final chord in the symmetric sequence resolves properly
into the following chonl.

This study uses a single fingering throughout:
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Analyze the chords below. The top four tones in each are identival. Depending upon the bass-tine
used, the study above could be played against C7, G, Go7 or Lm chords.

C9  Gmi6 Emif5 Gh7.0

f—d———a _d_ hd
D= = S
Ty Ty

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

moving bass pedad “CT

Fa e e e
o P T ——— f,,l P D e
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For the same chord (C7—5) the Gh bass note could move up with the chords. or be sustatned asy o
pedal tone in the rhythm section:
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SDIMINISHED"” CHORDS

You kno;v that a Diminished 7th chord moves up or down the fingerboard in minor third intervals.
The same is true of ANY chord which has a “diminished”™ character (7- 9, 7--5, 13-9, 715-9,

etc.)
C7-5-9 up and down in minor thirds:

-0 -5 -5
CT-9 Ep? GbT AT (C7-9 AT GhE? Eb7 C7-9
: 1,J b |
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The “C7" chord in the study above could tesolve into an F chord at any of the “C77 points, or from
gither of the “G»7" points. The “E»7” and “A7” chords would not resoive well into F,
You needu't limit the symmetric motion to miner thirds. In the next study, F7 9 moves auite a lot

before resolving into B»7—9:
Br7-9 Eb7-9 Ap7-9 Db7-9

F7.9
—— T T e b e
— ale D ® a
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- The next study is basically B7 (0 E7 to A7 to DT

-5 -3 -3 -5
B7-9 BY E7-0 AT AT-9 [k} D7.9
r

e
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In symmetric harmony, the chords move from one “good” peint to another. What takes place belween
those poinls is up to your ear.

F13 up in minor thirds:
F13 F13 Abi3 B13 DI3 Fi3

- . w u ) o fedsd 4
oL

Try the same thing with FI13—-9:

o —

)
F7+5+% or B!3 down in minor thirds. Resolve F7 into Bb, B13 into E:

3 _ &é—ﬁ_i jd.ad

B

F= —F -

—_—F —

Dm7 o G7 to C:
DmiT-5 GT+5+9 Cmad

Dn.m- ~
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This fits Fmb 10 Ahmb to Eb»ma7 Reduce: Fm/A->m to Ej
Fmé to Bell—9 to Ehma? Fm/8» to Eb
Dm7-5 to G7+5+9 to Cm9 Dm/G?7 to Cm
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Fm?/B57 to Bb or Dm7,G7 to Cm:
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AbT to Db 6
APIS AP T RIN DP9 b AbT+54S  Dbmag
(-9}
ZP Y Iy BN
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This study uses an Ebm trind moving symmetrically down in minor thirds. It could fit E.bm, C7, GhT,
Cm or AbT chords.

C7-5-% down in minor thirds:

b
, EBefeie.

. e 7 P
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variation:

— =

These are just a few ideas, to help illustrate the point. The guitar is built 2 certain way, and lends itself
to this kind of chordal thinking. Experiment until you get the feel of it. Your ear will tell you when
it's right.
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PART TW(O: MELODY

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

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

Every study should be transposed to all keys, and played in ail possible fingerings and positions en
the fingerboard. Studies which cover a range of one octave should be extended to two-octave or
threc-octave figurations, ete. Work them into your own music, improvise only after learning the
patterns. Think in lerms of SOUNDS always.

CHORD SCALES

Scale of G major:

Altered to fit G7 chord:

Chord scales are formed by altering the root scale to conform to the SIGNIFICANT chord tones.
When playing against a G7 chord, the G major scale is altered to include the 7tk {F), rather than
the ma7th (Fi). The chord scale of G7-5 would be altered 1o include the flat 5th ({Db).

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

Cma? , Dmi% E iy . Fma7 -
% :;_ } P i et o s’

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

First measure fits C, C6, Cma?, Cma9, C 6/9

Second measure fits Dm, Dm7, Dm6, Dm9, Dm!i. These sounds apply to any "Dm”™ chord
going to G7 and C.

Third measure {its Em7 when used as Secondury Relative Minor substitute for C. If the chord
were Em6 or Em$© the scale would include F# and C# (D major scale.)

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

Fifth measure fits G7, G9, GI1, G13. Al the wnaltered “G7" chords going into C major.

Sixth measure fits A, Am7. Am9 when used as substitutes for €. For Am6 the scale would
include F2 (G major scale).

Seventh measure fits Bm7- 5 going jote E7(*5-9) and Am. Tor this chord, use {a) the Am
natural miner scale same as C nudor scaled o b the Am balinoinie masied s,

n
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Am harmonic minor scale fits these chords:

HTT‘.E?-;‘J
- 3 S

e s

O e

Combining the minor scales produces results like this:

Bmit-5

Cm  harmonic minor scale ‘ £ major seale

The reverse of that is often (but not always) true. Dm9 and GI13, for example, each contain the
MAIOR 3rd of €. While those chords may be resolved into o Cm chord, the line will imply a
stroitger minoe sound 1if they include the MINOR 3ed (Ea), That is, G745 to Cm ois a more minor-
sounding resolution than GI13 to Cm.

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

C major (Am natural miner) scale

C AmiT - D mi7? ar
b { st T

{u - “'.7"%—'—'—"—:;' T jﬂl—{# /HM
.La’.,_ JRa— T T I 1. n

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

Ami7 D mi7 Gmi7 cv I
- —
- i S { o—
v * f HMW%“-%,‘H

Ami7 . . DT o
Q ?1 n:?-" yo 1' I T T
T — T M | A L S SR - P " I - o "'I_“_H
ﬁ‘_‘j—a:.—].—% —— i i i i — 4 - T |
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Am harmonic minar scale

Brmi?-5 E '?+5 A m1{+7
nf”\ }

% b '*"—_”ﬂ

Gm harmonic minor scale

Ami7-5 DF+h Gmi{+7)
-9

Pt 7 7]

Gm patural minor (B2 major) scule

AmiT-5 D7+5 Grni(7)
) 1 " - +8 - T ]

(Ascending} Cm meladic minor scale (Cm6 ° Am7 - 3)
Ami%.5 Dl3-g Gma?

g:m‘—ihn s _}_—l——:f—:/—z%’—i e

The F3 in this Lust example could b played as Fz. to sound like the mujor 3rd of D7 and the major
Tth of G.

. --
This study Hlustrates the implicd chord-sounds in the C major scale, The scale. pluyed from *C” to
“CV,oseunds like € Cma?, Co. Played Trom *D™ 10 *D7 it sounds like Dm, Dm6, Dm?7, etc.

AmiT
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Below is a standard chord progression, showing the proper chord scales.

Ab major scale -- Db major scale cymeman=

.~ C major scale

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

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

G major scale Em harmonic miner

D major scale C major scale

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

The practical value of these equivalents Is that while you may be THINKING of G7, for example,
your left hand works in the familiar habit patterns of the C major scale,

L A e e ————



ALTERED SCALLES

In the same way that chords can be alwred (45, -5, 0, - ¢ cte)} the chord scales may also be

altered 1o include those sounds. The following studies move from a “pure” G7 scaie to some more

maocdern sounds,

G7 without Jeaving the chord

e ey

. e
e G e

I

f 1 ey m—— i L A —

e e e
5%_'?3 4 i--_;;—:r L RS

This uses both Fz and Fi to heighten the “seventh™ feeling:

G7 . ar

Y]

Here the sharp Sth (D2) is added:

G745} GT{+5)
= s -.)- e : T o 1)

G7 with passing tones {5, =%, ma7)

GTER+Y
(-5-9)

15
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G7 (*5, *9)
G549 GTH5{+9)
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Whole tones for G7+5, G7—5

Combination: whole tones and v -9 Gﬂ‘;*“*g; : ’
-5 - .

G7+5t9
G7 =5 =9
G T+5(+9)
| cobe bate e

=Nk

Keep vour thinking simple on these, Fach study lus # cortain sound of its own, but they are all
basically G7 sounds. Think G7.
If some of these ‘iound a little strange, go ahead to the Ear Training studies, came bhack ‘and try
these later.

EAR TRAINING

Most scale studies tend to 1ake the ear away from the baste chord sound. Tn the following example,
only the C major scale is used, but it SOUNDS as if the chords were moving from C to Dm7, Em7,
F, etc.

" C Dmi7 Fmi'i’ F G7
T e e e e

That same scale pattern may bt, played this way:

__._-_—L__._'_"""‘ | |

- . — - il *

» 3 =g

i f 1’ | r

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

- maat
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D4
Lise Bo in that lust measure and play C9. Then play up to Eb and ptay C7+9, and so on.

A variation on the some idea:
o] [of] c1T Cma?

S e SEsEmgEEs—t

- Minor scales may be praciiced in the same way, but there are three kinds of minor scales. Their
differences involve the &th and 7th scale tones:

[

NATURAL minor scale {Cm)

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

Cmis

R

B R I o T e T T T e T
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Euch line shows a chord, #ts scale and arpeputo. Recommended  practice sequence: chord, scale,
a4 e T - : : : .

R B A T sl

MAJOR CHORDS:

SCALE CHORD ARPEGGIO

use D4°
for C7 9

e e eI AT e e -



L

There are many variations possible in altered 7th chord scales. A few examples are shown below.
~_ Don't spend too much time on these until you've finished (he more basic-chord scales and arpeggios.

This sounds more modern than the “pure” C7—35 scale ahove. This includes (he sharp and flat 5th

and 9th:
CT+548

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

----- PhE T 8 ey P —
o F s
C9-3
CO-5(-9
C7+5

e T ST S ST ey e [ e e L
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MINOR CHORDS:

Nuotes preceded by a “"natural” sign in parenthesis (=) may be played 2s v or 5 Try ali combinations.

SCALE CHORD "ARPEGGIO

. R Y
r':‘E‘—_':_I T Sl g
3 o ; i et B

Cm7 5 normally progresses to F7 and By or Bam. Use the natural minor scale (same as D ma-
jor) or the harmonic minor scale. Experiment with the oprional scale tones marked below:

A
(o

Coi7-3

20
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RERE

S - j‘_?jﬂg
_ -9}
e, b
) :" T m—
- I -

o i e i et me i

< in aliered minor scaies, think of where the chords are progress-
m7—5 chord scale {(note key signaturesy:

t¢ F7 to Bbm

to F7 and Bom

to F7 and Bir{major)

i scale. Line 2 uses the natural minor scale (same as Ds major).
{7 chord might be played as F7+5-9. : :

., but G is flatted 10 conform to the chord sound. The F7 chord

108 Bo natural minor scale, moving into F7+529 and Bbm.

played as D» (Bb harmonic minor scale) or as D4, going into F7




WHOLE TONE SCALES

Whole tone scales may be played over any #5 or b5 chord. Analyze the “C” whole tonc scale below:

<85 C7.5 CT+5

B{ b 2 1

S

That scale fits CT+5, C7-5, C+ or C9=5 chords. When the $9 and b9 are used in combinations
with whole tone passages, they fit AL the “C?" chords; C7+5-9, Ci3—5 9, C7T15+9, etc.

chord tone: 1 7 #5 .5 3 3 1

LARY - ¥ =

b

C7+5+9

I o |
* S ——— 74 -___—_—-—_a"Il L -'I‘!l-;;.‘ »
5 . --—_!_—_.-
—_
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Whole tones move chromatically through dominant passages:

WHOLE TONE BLUES

~ I
* - T T T [ ™V I - IS e [l
P—— e e e Lol B ) T W S L W

by ] : p : . e =

filt in

CT

Cc7 Fe)

——

Ml ol S W
‘a'v‘_m-- e i
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CHORD RESOLUTIONS

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

L

e s e e e ——

“LEAD-IN" NOTES

In the transition from one chord scale 1o another, there is a “lead-in” nole which signals the point
of departure from the preccding chord, and implics the sound of the chord to follow,

In ¢uch of these examples, the "lead-in” is the first note in the second measure:

Fmi? Bbk7 ES

G to Eb

G7 to Ab

G7 to Ab

A GT i Abmi7 Db T Gl

G7 to Gb ﬁ S e e

24



Sec what you can do by changing one or (wo notes:

Abmif DT Gb
G7 to Gb ST bl —
| T

G7 to D

G7 to BY/

Fiat B, E and A in the first measure {above) for Fm7 to Bb»7

Fmit Bb7T

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

G7 Fmit Bb7 Fmi? Bb7.9
e —— i
-+ 1

G7 to Bb7 (Try using Bb, Eb, Ab in the first measure for Fm7 to Bb7)

GT. Fmi7 Br7

-oi’?bfz
e o E—

23
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G7(—-9) to Cm

Cmi D7-9 GT ’ Croi

mf% . e e
. ey = b : t -

b7 to G Amil D7 G
-
e s
o
o
G to E7
o E7

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

G7 E7.0 B ET ET7+ BE7
Fa) - = = " , ” -5 _
o T e I IP r." Ivi'l F-F- '_"_I" '=, ﬁ it }
i i e — ! sl t i .’4
} #‘L_,..-'—“ : W'b‘, N E——

ete.

6



ele.

::27 c1 F17 Bb7 Eb?

.

e £

T = » -

o f bf- .i"x,’{'!m b'lmi;”—f'r‘-' -
e P e e

AN I 1 I ate,
) ] S —v)

G7 to C or Cm

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

P
3




DIMINISHED SURSTITUTES

Notice the similarity between G7-9 and Ab". Every 7 9 chord is (with root omitied) cquivalent
to a diminished chord one half-siep higher. That is, diminished-sounding scales may be applicd ta
79 chords, and vice-versa.

|
7

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

Gma? E7-945 AmiT D?-5(+'3) G ma7?
{-5) W o -9
‘@&P&Wﬂrﬂ@ﬁ&? P e
e o e e e | R p..'z__mb.: i o
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Three more variations on the same pattern (G to GF° o Am7 to D7) Note the use of ATI'9 for

AmT.

D7+549

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

G o° A mi
mi?
0§
B " = - = 1 & 2 Y — s i
&t ¥

f;‘
L
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In this study, E7 becomes Bm7—5/E7--9. This gets pretty far away from the original “dirinished”
sound, but may be used with discretion:

" G G#° Ami? ki
F ] 1 T ) | |
— T T
e 1 N IS 1 _1|
5 _ .
G Bmi7f-5 E7-9{+5} A miTi-5) Di3-.9

AmiT-3 DT+5.9

CHORD AL THINKING

s

R4

The chord shown above is Cm7--5. It is also Ebmé or A»9 wilh oot omitted.

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

or in BEbm:

Depending upon where the chord is progressing, you can THINK in terms of what is most fumiliar
to you. Resolve Cm7- 5 o F7-9/8sm. Resolve AsQ to Dh, and Ebmé to Ab7/Db.

30




Here is a line “translated™ from thinking in G to thinking in 13+ In this particular example, thinking
in I1 results in fewer accidentals, but that should not he your ONLY consideration, Think in terms
of LOGICAL chord sequences: G7 5 to C, D75 to Gin '

G7-5 -9 +3 -3 il +5 -9 13 -0

o be 1‘ JP h'-t——:':‘-""‘-—
@‘;V!_,—

Some G7 lines. These fit G7+, G7 5. G7+5- 9, cle. “Transtate” each from G to Db,

to this:

Two more examples. Try to play a chord with the metody, (0 help your ear, and resolve into an
appropriate chord: G to C, D> to Gh.
GT+5-9

\ Db 9{-5}
—— P 1 Y L3 L
1 [ - . Ly
B Bl — b r .3 i S -
[ w ﬁ. 'D} d —= .
GT+u+9 b # D13
( @)
1
| = R
| | Nl
] T1I .

3l




IMPFROVISING

One way to develop improvisational skills is to take any common chord pattern and isolate it for stady,
Each of the following studies shows a chord pattern in the top line. Below it are some improvisations
which fit the pattern.

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

a Ami? D7 ) GmiT
; T T T —
\:j! 1 1 1
cT P -
-9—. T T 1]
g_:? T i e i o i i =T it _i_ Tt _ﬁ
L)
Ami DT Gmi {+1)
o
T T T T -
b I T

Gumi7 Cc7-9 Fmal
_'}_t_._._}'__._._}-::}_.._up T o ——— m.
4 4 1
F—P—i—‘i_i 5 r

Gmi7-5 ' c7 ¥6

#FHFF#"’F‘. £ e

e e
n .J_._t_h 1__-} i
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" A7 DY ’ a7
+ T — 4
T e e S S A et e et St e |
L 3 J
it
o 7 __F . 5
# :

i
{18
-4
-

L
dJ:h

H
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The next study fits the pattern: G to Em to Am o D7 (one bar each). No chord svmbols appear
because you are to make your own analysis,

34



BLUES

‘These solos are in straight &th-notes. By climinating rhythmic variety, you force the car into building
better melodies. Sth-note studies also wnd 10 avoid the practice of playing memorized licks,

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

- S\
I YL

c? 9 13 Fé D7-9 Gmi%? ce Gmid CT-5 C7-5-8

35
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CT.5 <7 Fo5 F1 c1 Cl3 5 499

Ami D1t Abmi Db? ICmaQ AT+5+9  Dmid GT+5.8 ‘

Gt CT GmiT cT F Cmig CmiT F9

AT+
{-m)
Lo The e,

S oV ” n
:i""*‘“ﬂr:imﬁ:-‘-“‘i’h#w-— :

Dmi AT-5 Dmi +7 Dmi?




ek omiet

MINOR BLUES

Chord symbols are for analysis, nol accompaniment:

Fmi Dmi?-5 {-5-9} . Crmi

--_.
A e o ) s A




Bt

Dmit.5 G7+ Cmi

. - 'H -
e LS +F—H~— Q—@
5,——,—,{-@—— ----- S i 3

- Hﬂ"
G?+5

Fmi{+7) Dini?-5 -9 Cmi

£ f—p—— —hr‘“r‘f.—"f—b‘ i T— bf. .4 — } g
: - =S5 sy = J——4—g—1¥ BT o o e s e S 3
e LS e e e e
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MOBRERN BLIES

The chords shown below reprosent one version of blues changes,

Hasic; ’ F Emi? AT Dmi? G7 Cmi¥ F17

A

Optional:
B

Optional: Emig Ald E55-5 Dmid G13 Dbo-§ Cmill IF12 R4.5

C

e

A I o o i el
i

Bb BimiT
1

g —-—ar — |-~ - e -
A - allinbe il /" e LA,

Bb ma? Bb mi? Eb49

——
. i i

Bbma8 Bbmi? Ebl3 AmiT D7-%

A S AR A R A S A AN
- o - a7 !

G mi? <7 F Dmi? Gmir €7

e e e DR e S T

+5 +5
G mid Ci3 Fima¥ D7+3 Gmid C7+9

+5
G7+y cl3

Gl b 945
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There are many possible variations. The chord symbols in Lhe studies are to help your analysis of
the melodic lines, but they'lt give an approximation of the proper accompaniment,

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

F mat Emill AT ¥5 49 DPmis  GI3 Cmit F13 (5}

AT+ L .
B rmaf (-0} Dimi GT Cmii F
£ prom——— . o £ f‘ kol SR & PSR N S
s, sy H T oy Sl {" 1__1_:,1_, e P ‘-’-’“'F._j
P MR Sy ptbdiy i
Eb & Abmat Abrmid Db1

3 .
Final Emit-5  A%T-9 B mi? Db mi? C i ¥(+5)

BEmiT E»7 madf




Fmat Emi7 AT INmiy G Cnid J)

F EmiY A7 Dmid  GY
Pindin o 7 T il

Lo
[tpemmm— i

BbmaT BbE Bb miT

Gmi7 {GT) Ci+
2
s Pa P
T } = J—
e e T P |
] Iu ¥ ey | T H

Gimni? CT(+3)  FG6 {D mi) Gmi? cl3
e b o — e le
imyii___t = }i—._]: ] 1{ {- = 1% :{ _E_ — - i —— #:H
ALY J;. T ] L9 ot ai 1 1 > (o ]
l iy :
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F Emi7?.5 A3 D mi% s G{13) Cmi7 7

F Emi? AT Dmi7¥ G Cmi? FT+3

Bb e Bb& Bomit (), D Fb17(13)

.

e
. U ET

(=2}

AbmiT  Abmig Gmi? 7.8 I P79 Gmi? €F




ATHY
(-8 {+5

5} Diraid G17 +5 13

£ tebpf

i

AN

Nty

i
il
!

Bb ma?

o | e LT Y L~ A TR -
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Improvise tn the blank measures:

GmiT c1 ¥ {Ch

e e B e i b

Maodern blues are also played against this chord pattern, Use chord embeliishment, substitution, ete.

Gb Gmi7 <1 F AT DT Gbi7)

L _:E__;{'::v'_?w:“ _7_—7.::_:'_'_'% — /}jz T ;—}3" "_'/._"__‘T',..?;.'..'__ .
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RHYTHM CHANGLS

Rhythim clienges are normally played at very fast tempos. so the chord patterns vary, depending on
the plaver. The chart shows two BASIC “rhivthm™ pulterns:

(GTHa+9) {(ATH049)
{-3-9)
Bb B Cini? cfoseg L B G7 C7 F7
b Gomid Cmiv o (Bb) D7 G7 Cmit Fq

1
D7 G7 ok F7
{Bb) Inni7  G7 Cmi7 Py

Fmit HbT Eb Ebmi
Bb BLT Eb Lo

B B e S

Bp Eb Bb | AmiT 1y Dmi? G7
Bh 7 Eb Dy G
% é;??_.i forr= ;hz’zf;’"i} s e — —;_f;-:—f—:lj
GmiT C17 Cmi¥ )
T M 7
fi | . . e e ey
%&f—‘!’ﬁ——i‘}f—!—ﬁ/yi? '_Hu repest firsl eight bars

As ustal, the chord symbols in cach chorus represent the harmonic THINKING {o the melody Tine.

e e . C e TR e T R TR e TR T T T T - A R, rrs e e



Natice the bridge (stavting at bar 17) consists of a single two-bar phrase, repeated through the chords:

Bb g Bk13-9 Ebg AT D7T.5

Gmiy [od] CTisew X (-h.9)

13k riad
(i) (€3]
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Bhy . Eboray Ll Hirmad D7 GV O anit B

iy Cronget

: - Al I3 g
G C i T+at
(-9

Bbanah (Dmiy) G744y Cmiv FT+5 Lir

(-9
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Bb GT-9 GmiT7 Ghmi?
{D i}

oy e g TR
t:m:r.':* fed®
R i n 7

Cmit 13 i Gnig Cnu? 13

7 (13 (=AY {tn} (-rJI:L'.'} (] b1 [ JORY3

Cni7 S Pngld T CuiT "7

Eaar

] S -

B il e PP I



The chords in the unmarked measures are just standard “rhythm™ changes. ‘Lhe phrase which begins
in bar 8 is re-stated during the nest fow bars, Dan't over-analyze (his: just play it and LISTEN.

F7 Dmit G748 Cmi7 F7
e £ pri

,,;_m{.:"-f 1_" --1‘_‘5; e }_"_

{Dmi7T)Bb ma}(

4
s

Bb
1= ReM—————{ |
D i By |
L

D+7
- . P Her W
Q b _1:-?—-‘?—!:‘—[-—,»—“..5: ._;‘;_/:1_;.-:__“.1_ '._.ﬁ_iz.'_._;
@ I \.,rl-‘_:,_.-l_z_p_ﬁ_]. S
C+7 F+7
. 1 - T
A ‘1..? T Fd ri r }- Fi r ) p v {‘__ i S T i i r r 4 F _1§
:@;}}1 G{ P A 4 i S 7. F 7 2z ,_..:‘L__."_:_ =¥ 7 7 rd |
L

Finish the chorus with something of your own, Below are two examples of two-bar phrases which
can be repeatcd through a line of dominant 7th chords. Try them on the bridge, above.

Dy G7T

Ot —""‘*q:‘l—___.,.;;isw-"—_ = ___"'*-‘—_*__—_ M— —— _,______
8 i ey == ~T— s — .__3-..._% etc.
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3/4 BLUES

This s another sef of hlyes changes, in 3/4 time.

G ) Fimi?.5 RT-9) Emi? AT
: ! T F | ' " —
4 o . s = e i |
? L e e A T | |

Dmi? G7 C Cmi? F7
%f;f—}":——t?f!:?— B S o e e e e e e
[

Bb mi7 Eb7? Ab

Bb
e e e s e
% _ == ===

L

Bmi7 b T{-5} Eib mat Abi{-5}
" Ami? B1 G L7 AmiT Dy
L

The selos are designed 1o he plaved vorsceutively, sothe last bar o each chorus may contain the
“pickups" 10 the ensuing chorus,

INTRO:

H1ni7 HE13 . Filr tna® DXTHLE D)

a0



Aty o g e e = 4 - e s e e r T i g e 0T e e e T

e e ST
; — =

L= =

Bmi7 E7+5(+9) Ebmi8 Amit.s mn

) (-5)-9

Amis —y— MU B

ba : rm
___b. fo— - pp U _'_h"_- | A S S— o T T - |
ﬁ%ﬁk;—:é ._::-:a.}_fg___l_ri...{T i L-ﬂ-l-}’t = A_LJI_QIIE‘{.@%
D7+5.9

el2 be e
T et
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B mi? EbT-9)  Abma7

h s bfe. . he My

- — n i [B " N =y i

- By S [ et b o g 'y -"“1"‘”"'1—“9'_: 7 Y o v o |
%-%”n% d I '_it. = : o b_!?i} 1 ""':—:i__f i i} F +__: 'L: i’

Fimi?.G ‘B7

G
« LolEpE ol FAL Gop oy
[ e =

i

LE= P L= == Te T wd | T_F_J

Emi% : AT Drni? G1
I_J i

3
G (Bmi7) Bb13 Ebmar Abma? D70
-9

[ Y '
At e e e £
hli 1.2 ; et A ._.u.._r‘l — — _A_ﬁ__r__._h:t__.t_;l..i.,,___ -
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s T as Recorded by Jou Pass on Puacific Jazz PI-85 album “For Djungo™.

This chart shows some of the basie chardal thinking used in the solo, With chiord erabellishment and
substitution. variutions wre almost limitless, No chord synrhels are tndicated throughout the solo, so
you must do your own unalysis,

F E7 Eb7 D7 G7
F C+ F {EbT} o G7

P T :  ————————" o — e _ -
== -?“W__PJ?{:&*-}#LT_#%’(—?‘E_‘# __',t"'-?""‘ P il b '—2’3 ";vf—~ﬂ-f'—m—-—1

c? PF Gmi? CcT ‘1 [2 F Bmji7-5 E?(:g) l
| 3 J— T —

_\3 .WJ"?'L—IF "%ﬁ%"’_ﬁ%)“:—}f é,A{J_’A_{._‘:fﬂML_i_"_ﬁimﬂf__Af:;:ﬁ

“ 7(*5\] DY Gi3
f Ami Bmi?-5 ET- 9 Ami ’ Dmi7? G7
b, ST 1 i e n 1
@ﬁ"jﬁ““fvww%‘t'ﬁﬁh’gﬂ
¢ :
) +5
CmaT ATH9 D13 Gl3 GmiT 7 Gmi? Cl3
'y C AT Dmi G7 (o) cT
" ] 1 i 1 /Eﬂ
{i f%%%ﬁ%ﬁw—ﬁ 4
(1
F ma7 ET7+9 ) ERk13 B3
o F c+ F D7
)~ S T I T ]
D) )
-5 . -5
Gl3 Dbos co Fma? D749 G13 CT+9
G CT F . Gmit cT

fl - T I i
A o S L T A i 4 = 1 r.d o = =1 e Ao O

]
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Born Joseph Anthony Passalaqua fone of § ehildien} in New Brunswick. New Jersey, Joe
grew up in g steel mill town, He began playing the guitar wl the age of 9. To help sippart
his family, he started playing professionally at 14, He practiced 6 hours a day. Being an
avid fan of Django Reinhardy, it was nutural (hat e first plazed in *Hot Club of France”
type of groups. Listening to unga probubly hefped form Dis car training for the beawtiful
melodic lines he creates. Me ploys no “trick”™ licks —— every note meuns something. Because
of this, Joe is one of the few guitsrivts who is admired by all insirumentalists. 1iis work was
later influenced by Chartie Parker, Dizzy Gillespie. Coleman Hawkins, and othees. Tn 1963,
his fame grew as leader of “Sovnds of Synunon Tour™ and he won Pown Baat's New Star
Award, Joe was virtually discovered by Leonard Fenther {author of ENCYCLOPEIDIA
OF JAZZ) and recorded many fine albums —— CATCH ML, 12-STRING GUITAR. FOR
DIANGO, SIMPLICITY, SIGN OF THE TIMES. STONLE JAZZ. e was featured on
BRASSAMBA, FFOLK "N FLUTE fwith Bud Shank), MOMENT OF TRUTH. POR-
TRAITS, ON STAGLE (with Gerald Wilson), and SOMETIHN SPLCIAL, ON TIME,
OUT FRONT, JAZZ AS 1 FEEL IT (with Les McCann), He has also been a sideman
with George Shearing, Louie Bollson, Groove Holmes, Carmet Jones, Frank Sinatra, Julie
London, Delly Reese. Johnny hathis, Leslie Uggams and many others. Joc has appeared
regularty on such TV shows as: JAZZ SCENE USA, TIHE STEVE ALLEN SHOW,
THE WOODY WOODBURY SHOW, THE JOHNNY CARSON SHOW, THE GEORGE
SHEARING SHOW, us well as his own personal appearances.

Bill Thrasher, who lives in Sania Barbara, spert much tedions time writing and correlating
this book with Joo, He is a successful teacher, guiiarist, illuserator and an o all-around
inteflectual artist. ‘These two have been good friends for a lung time and pot together to
write (his book which will be of invaiuable help to all musicians, Bill's work proves him to
be an extremely talented “gen™,

Joe currenily is doing studio work, petsonal concerts, and tweaching, He is happily married
to the former Alison Ditwiler, has one son, Joey, age 2 wears and resides in Van Nuys,
California. Joe's music reflects horest beauty and rock-solid wuthority which comes from
yeurs of practicing and professional expericnee, not to meation that special ingredient:
MUSICAL GENIUS. In these pages you will find much evidence of onc of the world's
greatl guitarists,
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