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PART ONE: HARMONY 

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

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

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

CHORD CONSTRUCTION 

The C Major/Minor Scale 

(1) (2) (3) (4) (5) (6) 
2 mi3 3 4 5 6 7 ma7 8 9 10 11 12 13 

¥ • .. 
~ . Jtf=-=. II! • -54 

~- ~· • • • ... , 

MAJOR CHORDS: add chord NAME to basic triad 

majo·r 3 5 (basic triad) c c E G 
major 6th 3 5 and 6 C6 c E G A 

- ··--- ., .. _ ·· major 7th 3 5 and ma7 Cma7 c E G B 
added 9th 3 5 and 9 Cadd9 c E G D 
major 9th 3 5 and ma7 and 9 Cma9 c E G B D 
6th/9th 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 3 5 7 C7 c E G Bb 
9th 3 5 7 and 9 C9 c E G Bb D 
11th. 3 5 7 (9) and 11 C11 c E G Bb (D) F 
13th u 3 5 7 (9) and 13 C13 c E G Bb (D) A 

• in most guitar inversions, the 3rd is omitted from II th chords. The 9th is often omitted from both 
-·-·-- ---- '11th and 13th chords. 

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

------- _j!_!gs.____ .. - - -·· --···· 

.MINOR CHORDS: add chord name to basic triad 

minor mi3 5 (basic triad) Cm c Eb G 

minor 6th mi3 5 and 6 Cm6 c Eb G A 

minor (ma7th) mi3 • 5 and ma7 Cm+7 c Eb G B 

MINOR SEVENTH CHORDS: add chord name to a m7th chord 

minor 7th mi3 5 7 Cm7 c Eb G Bb 

minor 9th mi3 5 7 and 9 Cm9 c Eb G Bb D 

minor 11th mi3 5 7 and 11 Cmll c Eb G Bb F 
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DIMINISHED SEVENTH chords are built by flatting all but the root of a 7th chord. 

C7 1 3 5 7 C E G B:? 
• co b3 b5 6 (b7) C E? Gb A (Br,?) 

• may be written: Cdim, Cdim7, C7dim, C 0 , C 0 7, C7° 

The word "AUGMENTED" in a chord name normally applies to the sharped (augmented) 5th chord 
tone. •• · 

C+, Caug 3 ~5 c E G:: 
C+7, C7+, C7aug 3 #5 7 c E G:: Bb 

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

C+ll 3 (5) 7 (9) 1;11 c E (G) Bb (D) H 

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

3 ~5 7 b9 C E G:i B~ Db C7+5-9 
C13--5-9 3 b5 7 b9 13 C E Gb Bb Do A 

"SHORTCUT" CHORD SYMBOLS 

Cma7 c::.7 
Cma9 C9-
Cm7 C-7 
Cm7-5 Ccp 

CHORD EMBELLISHMENT 

I lth is 

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

Cma7 C6 Cma9 CG/9 C7 

z 7 ZZZ I., .,~f£1 

SEVENTH CHORDS: add 9. I J or usc II in sets: II to 7, II to 9, II to I J. To C7 add the notes D, 
A, or F. For C7, play: 

C9 Cl3 Cll C7 Cll C9 

I ? =-z ? 7 :z~ £ 

en Cl3 

I z~., 7 II r ~z;z 

MINOR CHORDS: <!dd 6, 7, ma7, 9 or II. To Cm add the notes A, B~. B. D or F. For Cm, play: 

Cmi Cmi+7 Cmi7 Cmi6 Cmi9 C'mill Cmi7 
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ALTERED CHORDS: the 5th may be sharped or flatted in any chord. 
the 9th may be sharped or flatted in 7th chords. 

C7 Fmi7 BD 7 ED7 AD 

This sequence: iz2 z 2 z""7 Z
2 Zz2 .Z zz 22 Z227 z 7 Zz' z 2 

Fmi7-5 Bbl3-9 Eb 7+9 Eb 7-9 AD ma7(-5) Ab ma7 
I 2 2 , may be played: 2 , , z 7 72' z 2 

[ z 7 /Z r§d 

Reduce a.ll chords to their basic form: 

Cma7, C6, Cma9, C6/9 
C9, Cll, Cl3 9. C9 5 
Cm7, Cm9, Cm I I. Cm7 5 

reduce to C MAJOR 
reduce to C SEVENTH 
reduce to C MINOR 

CHORD SUBSTITUTION 

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

Optional: 

? z z z 

F G7 
Dmi(7)G7 

I z z 2 7 

C A7 
Emi(7) A 7 

MINOR CHORDS: Substitute RELATIVE MAJOR. For Am use C 

This: c Ami Dmi G7 
becomes: 

w~/ 
F G7 

z z I ;,t 7 2 
;z z z z z z 

SEVENTH CHORDS: Substitute DOMINANT MINOR. For C7 use Gm 

This: E7 A7 D7 

z 

Dmi G7 
Dmi(7)GT 

c 
c 

2 
2 

G7 

c 
c 

becomes: 

' 
Bmi7 E9 Emill A9 Ami Ami+7 Ami7 D9 Dmi9 Gl3-9 

.... 7 z ? z z 
2' 

z z 7 ~ z 2 7 z 7 I 

This rule may sometimes be reversed, as shown below: 

This: 
becomes: 

;z 7 z 
2 
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ALL CHORDS: Substitute any chord which h;Is as its root tilL' FLAT FIFTH of the original chord. 
For C use Ci:'. The type of chord us::d (major. minor. seventh) depends upon the 
desired haruwny. A fe\v examples: 

G:n::.7 2n·.i7 .1.\_\ <; D ~· 
c ;;,:,7 r;: ,, : ~ . ) ;, ·.1 ...... ,~~ ... J 

*tl ~ ~ f ~ It ~I ' i l;;~-~ :t-~ 
Bmi7 Bt>7 A mill At> 7-5 G6/9 Bt>l3 Et>ma7 At> ma7-5 

~5 ~a ~ ~~ ll ~ ijx4 ~f H 
b~ 

In places where the melody indicates no STRONG preference for chord type (as in the last two 
"turnaround" measures of a song where no melody exists), seventh chords may replace minors. Each 

of the following examples could be played in place of C Am Dm G7: 

Cma7 Ami7 Omi9 Gl3 

H i ~ ~ 
Cma7 A 7+5 Omi9 G7+5 

IJ -9 

I~ qi· ~ § ti! 
E7+9{+5) A7+9 A!>7+5+9 G7+5+9 

~~ ~1) 1 . (-9)~ (-9) 

~ ~f l;dfi 
All Al3 A 7+ 013(-9) Gl3 G9+5 

~iE~f ~r ·~· ~~ b~-! ~~~ 
E7+9 Al3 DH9 

u I ;; ·, 
I 

4 

Gl3 

Cma7 A 7+ Omi9 G7+ 

1 

~~ ~ i @! I -~ 
Cma7 A7+5 013 Gl3 

wt#J 
+9 

~ ~~ l 

Cma9 Al3-9 07+9 Gl3-9 

~ lil ~ 
E 7+9(+5)A 7+5 013 Gl3 

b -9 

~~ 
I 

f 
! 



SUBSTITUTE PATTERNS 

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

Fma9 

variation: Db 7+9(ll) C ma9 

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

+5 
Cma7 Dmi7 

Fdft~~ 
CHORD CONNECTION 

SEVENTHS connect dominants, as shown below: 

Optional: 
E A Dm.i Gmi C F 

A A 7 Dmi Dmi7 Gm~'L c~ ~;' 
1~ ... 7 7! z 7 7 , 1 ..,_z z __ , 1 _7 zz zzzz r z 

AUGMENTED chords also connect dominants: 

D G C'7 F 

Dli\IINISHED chords connect suhdominants. u~e the diminished chord with the SAl\-tE NAME as 
(I) the chord being entered or (2) the chord being left: 

c 
c 
Cma7 C7 

F 
F C0 

F' ma7 F 0 

7i z 7 2?::::2: z.,. 1 7 z 7~ 2 z z ? 

Dil\111\:JSHED chords abo connect chromatically: 

(' Dmi7 
,., c Dmi7 E!>o 

E mi 7 
E mi7 

~~~~~~F?~z~~fE 

G7 
G7 
G9 

I 
5 f 
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MINOR chords connect the subdominant clwrd to the tonic chord: 
C F C 

· C (C'7) F Fmi C 

~2.-z_>:::z=l ~:Ck-==: 
ALL chords may be connected by moving into the chord from a half-step (o.ne fret) above or below: 

C A 7 D7 t C ll"' A 7 El> 7 07 . 

~-=z-~4$ZZ;z¥iJL_ 

Here is a blues to illustrate the half-step (one fret) connection principle. The whole thing can be played 
using this one fingering: Gl3 G 9 

Use other fingerings if you like. Try Am7 or A7+5±9 in the 9th measure.' 

C7 

¥4 ~~ ~'f F-~! ~~i clP F :~ 

These are more than just one-fret "slurs". The "pickup" chord is D7 ·~ 5 + 9, moving down to G 13 and 
G9 in the 1st measure. The final chord in that measure is G7'-5±9 or Dbl3/D~9. Analyze these 
chords: 
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BACK-CYCLING 

Another way to add harmonic interest to a chord pattern is to "back-cycle" through the order of 
dominants (cycle of fifths). This should illustrate: 

11 
c C7 F 

u 
variations: 

,..., c Grni C7 F 

u 

tl 
c Ami D7 Grni7 C7 Fma7 

u 

(\ 
Crna7 E7 Arni7 D9 Grni7 C9 F

6
/9 

u 

(\ 
c 6 /9 Brni7-5 E 7+9 Arni7 D7-9 Grni9 Cl3-9 Frna9 

u 

(\ 
Crna9 c6

t9 Brni7-5 Bb7-5 Arnill Ab7-5 Grni 11 Gb 7-5 Frna7 

t) 

NOTE: The principles of chord embellishment, substitution and connection are THEORETICALLY 
applicable to any given chord pattern. You'll find that some of them \vork nearly all the time, 
and some others less frequently. Try to use them in songs, and LISTEN! Your ear will tell 
you V.:hen it's right. 

SYI\11\lETRIC (C'IIROi\1ATIC) CHORDS 

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

into the following chord. 

This study uses a single fingering throughout: 
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Analyze the chords below. The top flmr tor.es in each arc identical. Depending upon the hass-line 
used. the study above could be played against C7. Gm, G'7 or Em chords. 

C9 
1·:} 

Gmi6 Erni7-5 Gb7-9 

··~ ~~ ~-r 
If that study were played against a C7 chord, the bass-line could move svmmctricallv v.ith the chords. 
or just pedal a- "C" note: - -

moving bass pedal "C" 

: 

• • 

For the same chord (C7- 5) the G~ bass note could move up with the chord~- ~Jr he sustained 
pedal tone in the rhythm section: 

~~ ~- I'• J I&J J ~?J 
~---

I 
~ ' I 

"DIMINISHED" CHORDS 

II 

You know that a Diminished 7th chord moves up or down the fingerboard in minor third intervals. 
The same is true of ANY chord which has a "diminished" character (7-9, 7·-5, 13.:.._9, 7+5-9, 
etc.) 

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

-5 
C7-9 Eb7 Gb7 A7 · A7 Gb7 Eb7 

-5 
C7-9 

The "C7" chord in the study above could resolve into an F chord at any of the "C7" points, or from 
either of the "Gb7" points. The "Eb?'" and "A 7" chords would not resolve well into F. 

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

before resolving into Bb7 -9: 
BD 7-9 Eb 7-9 Ab 7-9 Db 7-9 

e 
Add appropriate bas!>-notes to hear the true chord sound. 
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·The next study is basically B7 to E7 to A 7 to D7: 

In symmetric harmony, the chords move from one "good" point to another. What takes place between 
those points is up to your ear. 

F13 up in minor thirds: 

F13 F13 Ab13 B13 D13 Fl3 

&~~;~ft ~: ~ lv:~ 
Try the same thing with F13-9: 

F7+5+9 or B13 down in minor thirds. Resolve F7 into Bb, Bl3 into E: 

Dm7 to G7 to C: 

This fits Fm6 to Abm6 to Ebma7 Reduce: Fm/ Abm to Eb 
Fm6 to Bbll-9 to Ebma7 .. Fm/Bb to Eb 
Dm?-5 to G7+5±9 to Cm9 Dm/G7 to Cm 
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Fm7 /Bb7 to Eb or Dm7 jG7 to Cm: 

Dm7/G7 to C: 

D7 toG: 

D 13 D 7 +5 +9 · G 
6

/9 
(-9) 

$ ~~ J ~ 1'J I 9ijd 
Ab7 to Db: 

Ab 13 Ab 7+5+9 Db ma9 

b;J . (-9) 

hv~s .~~~w w~i 
This study uses an Ebm triad moving symmetrically down in minor thirds. It could fit Ebm, C7, Gb7, 
Cm or Ab7 chords. 

C7-5 - 9 down in minor thirds: 

re-phrased: 

variation: 

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

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

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

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

CHORD SCALES 

Scale of G major: 

Altered to fit G7 chord: 

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 7tl1 (F), rather than 
the ma7th _(F#). The chord scale of G7- 5 would be altered to include the flat 5th (Db). 

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

Cma7 . ~ Drni7 Erni7 · . Fma7 v 

~ fJ n n £-, J a n tc£1' nn C£ff 1 tfi5 au 
I 

G7 .-- Ami7 ______ Brni7-5 .. \., .._ C tt£rJ t£ U I CLEf C££f I t:tfJ Ci CJ I~ 
Analyze each m~asure carefully. It will become apparent that the scale of C major does not ALWAYS 
apply to every chord shown in the example. A breakdown follows: 

First measure fits C, C6, Cma7, Cma9, C 6/9 

Second measure fits Dm, Dn~7. Dm6, Dm9, Dm1l. These sounds apply to any "Dm" chord 
going to G7 and C. 

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

Fourth measure fits any F chord (F6, Fma7) used as a substitute for Dm. For a true "F major" 
sound, the scale would include 8 11 (F major scale). 

Fifth measure fits G7, G9, G 11, G 13. All the unaltered "GT' chords going into C major. 

Sixth measure fits Am, Am7, Am9 when used as substitutes for C. For Am6 the scale would 
include H (G major scale). 

Seventh measurt' fits Bm7 --5 going into E7( ·•· 5- 9) and Am. For this chord. use (a) the Am 
natural minor scale (same as C maj~>r scald or ~b) the Am h.amonic m!rll.l,. : • ..:,•le. 

11 



Am h;Hmonic minor scale fits these chords: 

Combining the minor scales produces results like this: 

Bmi7-5 

Minor chord scales may resolve into major chords: 

II 
Cm harmonic minor scale .c major scale 

The reverse of that is often (but not always) true. Drn9 and G 13, for example, each contain the 
MAJOR 3rd of C. While those chords may be resolved into a Cm chord. the line will imply a 
stronger minor sound if they include the MINOR 3rd (E~ ). That is, G7 + 5 to Cm is a more minor­
sounding resolution than G 13 to Cm. 

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

C major (Am natural minor) scale 

Dmi7 G7 

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

Dmi7 Gmi7 C7 F 

Zz7 77 ,z_,z 

G major scale 

D7 G 

z z,z II 
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Am harmonic minor scale 

Bmi7-5 

Gm harmonic minor scale 

Gm natural minor (Bb major) scale 

E7+5 
-9 

Ami7-5 D7+5 

Ami(+7) 

I U Gr' ErJ::EP 

Gmi(7) 

~~> E!JJc~>t r G! I .,}bzz z7 1 

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

Ami9-5 Dl3-9 Gma7 

The Fq in this last example could be played as F::, to sound like the major 3rJ of 07 and the major 
7th of G. 

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

Dmi7 Gl3 

$1 -3;~.-~~~~ 
.... -,;, 

13 



Below is a stan~ard chord progression, showing the proper chord scales. 

Fmi7 B!> mi7 E!> 7 · . At> ma7 A!> 7 

.f/1'~>" Jj1J D1f I tfit i!J~ ltJtP CE!J I J!JJ •~·"~> ~ I 
Ab major scale -------------------------------------------- Db major scale --:------· 

------------------------y- C major scale ------------------.:-----~ 

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

Another example. In this study, the A 7 chord in the 6th measure could be played using the Dm 
harmonic minor scale. That sounds more like A 7 +5-9: 

+5 
'Gma7 G6 F#mi7-5 D7-9 

~· oa:r .o:n 1 nn c:uJ ~~;\Ef rr o:u 1 n a a i3 01'l-l 

G major scale _________________ ..; ________ Em harmonic minor ---------------------------

D major scale ---------------------------- C major scale ---.:..---------------~---------

NOTE: Thinking in terms of "equivalent" scales is fine for study purposes, while your ear is learn­
ing to "hear" chord scale s~unds. When improvising, you should be aware of the chords as separate 
entities because (as later studies will 'sho.w) 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. 
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ALTERED SCALES 

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

G7 without leaving the chord 

~G7 • '> t£fJ" ~ tfU I£ J3 h ZJ I ;g ~~ :fZJO I 

This uses both H and Fq to heighten the "seventh" feeling: 

G7 G7 

JfoE£&1ca; 1 nrp:waamr r:ra 1 w~JqJJ j ~ 11 

Here the sharp 5th (0~) is added: 

II 

G7 with pa~sing tones (:ct 5, ±9, ma7) 

GH5+9 
(-5-9) . 

~r:'rtr lfllJ 3pJqJ Jf4'2JJ~AJJpi~JJ ~ft~ ~~HI 

. . ~· . t ~~~ ~~~~ ~:£9 »prf~ ~ 55± ~ ~ r: ug I FF'§TL El - _.__,tT~• ~ . 

I G7 I~ 
~1i'7£-~~11'::~~;::~1Jc;==~ 
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\ 
l \ 
! 

I ; 
I 
I 

I 
'I 

I 

G7-5 

tH g·rnJJ gs I r 
G7 (±5, ±9) 

G7-5+9 G7+5(+9) 

~ ;J (;i u't!t IE F rk~t t 11;~~·3 3&Jd~JI~@&~a ~ I 
+5 

Whole tones for G7+5, G7-5 
G7-5 . WJ ;;t&S ~n n 1 @j"a ~ * 11 

Combination: Jhole tones and +9, -9 G 7+5( +9) 
(-5 -9) . . • ~ 

t !flP~£l5f212@EPt!f C1 Ell 
+5 

G7+5+9 ti G7+9 G7+5 

t± tf.!tJ D;Q nJJ I fi3 II~ II 
G7-5 

G7 ±5 ±9 

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

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

EAR TRAINING 

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

That same scale pattern may be played this way: 

6 r; f .t f' f J If 11 f ~f .. f" I 1 J p 31 J ;a I~ J ~ J 
It isn't necessary to play the notes exactly as they appear above. Just try to keep hearing the chord 
root, C. 
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Another good study for car training (and developing chord scaies) is this one: 

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

A variation on the same idea: 

i C C6 C7 Cma7 · 

ij:jjJJjHJI]JJ J4j1Jjj IVJH W}HJJJIJfJ]W~ 
Minor scales may be practiced in the same way, but there are three kinds of minor scales. Their 
differences involve the 6th and 7th scale tones: 

NATURAL minor scale (Cm) 

HARMONIC minor scale (Cm) 

MELODIC minor scale (Cm) 

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

'*P?J PP tpppti;?J tp§£fLetc. 
Cmi Cmi6 Cmi7 , Cmi+7 , 

·$thnaH i 1;zam; 'Dhii§J•Ja I;#Jlihd&=J 
etc. 

Cmi Cmi6 Cmi7 Cmi+7 
~'., ~- ~- !·~·~~ -:.·~ · ::~ ~:~·~~:"'?1. ':':!_;''\ ': -;~ ;:5~; e!''f.'~:~~-- :•:·:·. :~.'~f:Y.i'."'>-o,:UH.~N~I;J'J'~::~}.!~;t~.\~::'~'.1 >:( ":'·' ';~:w:t¥~~-·r.-=~:-~~-(~f>1Yl¥l:~:'Ji<:,Hi.'':'t't!l>?~~~'{:~'(l{~V~WY,·I\'.I.~i~U.I~,~~~-~'{'·:~~~~v:·:··.x:·~·~·:·:·:" ::~~--:-::=:-= 
~~-j"-#JSi•·iJ-J1J:J?rl.-1t;?'li_J_~-rJ;-~-p·r.o•J:·nr&~-lrJifTJ) ____ _ 

etc. 
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Each line shows a chord. its scale and arpeggio. Recommended practice sequence: chord, scale, 
.·~·;·.. i~.' ~.:~:(·lf·J. ·1~r:1.~1~. 1 :..·~ .. ' j,, .:~! k-.'>"'· ~in:.:~.·~-~1 1 •• ~:"' • 1 ·,,j ('•.·r··!l~'.h~-·. 

MAJOR CHORDS: 

SCALE 

SEVENTH CHORDS: 

18 

use Dbo 
for C7-9 

CHORD ARPEGGIO 

i 

1~: if]fh 

g 

C7-9 

::n•! J~r 



C7+9 

$iJ n t .. p-JJ r 
C7+9 

<-9> . I , . '13 n n.n ectr I •ti ld I prPI'ctc& ~w ~ ~ ~ ~ 

There are many variations possible in altered 7th chord scales. A few examples are shown below. 
____ pon't. spend too much time_ on these until you've finished the more basic ·chord scales and arpeggios. 

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

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

· C7-5 -9 +9 

C7 (±5, ±9) 

C9-5 

C9-5(-9) 

C7+5 
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l\1INOR CHORDS: 

Not~s preceded by a "natural" sign in parenthesis (q) may be played as b or q_ Try all combinations. 

SCALE CHORD ·ARPEGGIO 

Cmi 

~.t: 
Cmi+7 

tgg~F 
f) .... 

g 

Cm7 ~ 5 normally progresses to F7 and B'? or Brym. Usc the natural minor scale (same as Db ma­
jor) or the harmonic minor scale. Experiment with the optional scale tones marked below: 

20 



.n 

\ •. 

Ct*t 

in altered minor scales, think of where the chords are progress­
m7- 5 chord scale (note key signatures): 

r r r r 

to F7 and Born 

to F7 and Bb(major) 

c~.>Jr scale. Line 2. uses the natural minor scale (same as Do major). 
1'7 chord might be played_ a? F7 +5-9. 

but G is flatted to confotm to the chord sound. The F7 chord 

• ~1 J:iCS B:J natural minor scale, moving into F7 + 5:::!::9 and Bbm. 

, played as D? (Bb harmonic .minor scale) or as Dq, going into F7 

different notes or beats for variety. Here are five variations on the 

J.,.. 
F7 

~fkftr I Etctf"U::O I~:OJP 1; 

J. 

~ ctno~izM J 1 ~Jtn 
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WHOLE TONE SCALES 

Whole tone scales may be played ove~ any #5 or b5 chord. Analyze the "C" whole tone scale below: 

C9-5 C7-5 C7+5 

chord tone: 

~:. 
7 #5 -5 3 2 

II ~ ~ ~i ~~ ~a !z 11 ~a e 0 e 

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

C7+5+9 

~ ~J J ~J ~3 1ijJu J P I ec ~>ry ~df 4J II 

~ . 

~ t!Ug HMlp I •\ f II 

Combinations: C7±5±9 c 7+5+9 
(-5-9) 

'Jd~JJpJ~J~jpJ ii'C:tfF!JI>~ etc. 

t}tFtr~>ct r LJJI P$ ~~pJ'F •••. 
The next four examples fit G+, G7+5, G?-5 or basically any."G7" chord: 
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Whole tones move chromatically through dominant passages: 

G+ C+ F+ B!l+ 

'JJ pjlt? I~~ . ft C1 . etc. 

G+ C+ ~ F+ ~ Bb+ 

' tJ !rJ &E£D=I q- ~P 
etc. 

G+ C+ F+ Bb+ Eb+ 

i: M • p~ ~~~ 
~ a v h4ttr 'di±!O cw r± etc. 

WHOLE TONE BLUES 

fill in 
C7 

2 z z z' 

,z z' zZ 

II 

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

Here are four studies showing the resolution of G7 into C (or C7). Line 4 can f0 to Cm if the last 
note is changed to Eb. Lines 1 and 3 could also stay in G7. Try to play the chor.,:S \Vith the melody, 
to help your ear. 

;-a 

~ C:E 0 FJ J j I £J J j ~J 

G7 to Cm7/F7 

"LEAD-IN" NOTES 

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

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

G Fmi7 Bb7 Eb 

G to Eb tfna ntJJ 1 PETU ~>PJ;o 1 

G7 Bbmi7 Eb7 Ab 

G7 to Ab ~ A ilJ tf u 1~> dH r ~ft:t& I 
Bbmi7 Eb7 Ab 

G7 to Ab 

G7 to Gb 
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·""" ___ _ 
See what you can do by changing one or two notes: 

G7 to Gb 

G7 to Db 

G7 El:> mi7 Al:>7 Dl:> 

'fiJi@ tr e I dZITQ 11 ~ 

G7 to Bb7 G7-

~ 'J J 

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

Fmi7 Bl:>7 

~'ii!JgG I arJ:f II 

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

G7 Fmi7 Bl:>7 Fmi7 Bl:>7-9 

' JJ n err r 1 1'ltttJ r r ~r 
G7 to Bb7 (Try using Bb, Eb, Ab in the first measure for Fm7 to Bb7) 

G7 Fmi7 Bl:>7 

~~~rrUr~e 
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t i 
i 
l ,; 

··, 
.. :,~-e§&lri &''¢ ;'ettrit;·. ''a 

G7(-9) to Cm 

This same phrase appears in the 3rd and 4th measures, below: 

Cmi D7-9 G7 Cmi 

~~~ f?J) jP? I CQf ftdiJ I CUJ;u:e-1 c&f ifg! ~ 
D7 toG 

Ami7 D7 G 

G to E7 
G E7 

~ n n c r rJ 1 c r •u r 

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

G7 . E7-9 ~ E7 E7 E7+ E7 t a cr r F 1 E!:ijh §tlitrt:Httrlct¥ r I' lL cr I 

The same (or similar) phrase may be repeated through the chord changes: 

G7 C7 F7 Bb7 Eb7 

4#] J J J 3 =d I fJ J tJ J]P1iltF .... 
G7 C7 F7 Bb7 . Eb7 Ab7 Db7 

etc. 
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G7 C7 F7 Bb 7 ED 7 

$Ef [f f:U; I E~Eff ~(JJJ I~ J etc. 

G7 C7 F7 BD7 ED7 

&Etretcrr 1oo tiD~~~ etc. 

G7 to C or Cm 

G7 ~ C Cmi 

~ i Jj A HI ~n 10 S lfiJ1 clrO I~CfCU' I ~ri'T' I 
DIMINISHED CHORDS 

Here are five practice patterns, ascending and descending. The first two use only the tones of the 
d!minished seventh chord. The last three involve "slurs" into those tones from a half-step away: 

II~ OO'gtf4 II 
.__J :;_..J ....-3--' L--3 . 
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DIMINISHEI> SUBSTITUTES 

Al:l0 G7-9 G7-9 

i ., ., lliz~ i f b 
Notice the similarity between G7- 9 and A!J o. Every 7-9 chord is (with root omitted) equivalent 
to a diminished chord one half-step higher. That is, diminished-sounding scales may be applied to 
7 -- 9 chords, and vice-versa. 

Below is a comm~n chord pattern, using 7 9 substitutes for the diminished chord. Note usc of ~5 
in those chords. 

Ami7 D7 G 

I I 
(+5) 

~rlr:E! ~-~lr;.tuNit 
E7+5+9 Ami9 D7+9 G6 

Gma7 E7-9+5 Ami7 Dl3-9 Gma9 

~ (-5) d bd!·~'"~ I 

~J JW metifd o p.a.w:tFAJ¥tUit.t(r I Jl 

2S I 



Three more variations on the same pattern (G to G~o to Am? to D7). Note the use of A7+9 for 
Am?: · 

G E 7+5+9 A 7+5+9 D 7+5+9 
(-9) ~ (-9) (-9) 

~# tieJ II f#:J J 9d 11Ei:!6rd d I Ofttpr @?Qnq~ H 

r "rJ 11 .r:r:o w qu 11Ciij(} j cURot:rN cr H&nPM 
h II .ra:tg,; ~ril 1 tt@r11J~1'f c!fi''MlapDJ. 

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

Arni7 

z 

~ FfH fr rE EID JJ JJ I ffrr u u JJ•H qh3JJ 1J 

~5t6Qt nn ;m , ~ a:aneqg rne,rr 
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I 

In this study, E7 becomes Bm?-5/E?--9. This gets pretty far away from the original "diminished" 
sound, but may be used with discretion: 

G Ami7 D7 

G Bmi7-5 E 7-9(+5) Ami7(-5) Dl3-9 

~~au~r1rbr~ri~Cfutfrr 1 L#rf 0 rtrcrlms:@- 1 .J) 
Ami7 Ami7-5 07+5-9 

*' f!tr J?n I q!J :n U rJ I f1tr !?JJI,£WDttdJI 

CHORDAL THINKING 

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

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

Cmi7-5 . -5 7 

Wwn.n 33 msrt 11 

or think in Ab: (note kev signature) 

II 

or in Ebm: 

Ebmi6 6 

P ;s:n f11iJ 1 an II 

Depending upon where the chord is progressing, you can THINK in terms of what is most familiar 
to you. Resolve Cm?--5 to. F?-9/Bbm. Resolve Ab9 to Db, and Ebm6 to Ab7/Db. 
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Here is a line "translated" from thinking in G to thinking in D>1. In this particular exampfe. thinking 
in D? results in fewer accidcntals, but that should not be your ONLY consideration. Think in terms 
of LOGICAL chord sequences: G7 5 to C, D~7~~5 to Gb. 

G7-5 -9 +5 -5 +:J +9 -9 +5 -9 

~-4-:&~~JW ~ .. ~ 1 ~~ 

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

§7-5 
II tFt 

Extend this chord scale: 

to this: 

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

tC~J;rm 
Dbl3 

1--
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IMPROVISING 

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

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

Ami7 D7 Gmi7 ., z z· z .... z 2 
2 

;z 7 2 7 7 2 ;;, 7 z I 7 z z 7 7 z z 

C7 F ,, 
? z z --, z 2 ~ 7 z z ;z 2 ? II 2 z z z ;z z ;z z z z z 

Ami D7 Gmi (+7) 

Vdr CJ Et0 I 1J fiJ~J~J«r [ f F I ¥f t F £JfiJ)I 
Gmi7 C7-9 Fma9 

f} ~ q J £J c ~[ f f I J J J 3 J t) I J $ I 
Ami7-5 D7(+5-9} Gmi7-5 

ft~ e~ 1 difd:® ~( 1'fE r 1 u •rT~ 
D"9 C+ ~ F 

$~ lite 5t'51pg 1 1d J 1 qbl II 
Gmi7 

Ami7-5 Dl3-9 . Gmi9 G7-5(+9) 

8va •••••••••••• - ................... _ ••.•••••••••••••••••••• ,.....:;> ····································································---1 

~ p ' I !)~Jtj Sr; I .J16 f3 fJJ;JI 
~:~! ~_t_,. QfR- ;___ . f±-_u 

$¥Fee c r 'c:B::r I LP F f Ek&Cf If 0: ~ 
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D7 07 

?'" ~2 .. ? 

C7 F $' 22 2?1! , z' I £,., ...... .,, .,., zz z z ..,, II 

Al3 . Ami6 07 07+9 L 

WE (J fietU I iEJtf EIJJ l•dl£1 ktl[; 
C7 · F 

·~ E r r y FJ J J d 1 .. II 

Emi Emi7 A7 Ami . Omi9 °7 

&F'E rsrt E ~OEJJ I !J J cd1J t:fl1 IGQr oijE~I 

&~ E'(ter 'ttl §tg; IF Ei tlt qft It E ftc r r 

0 E mi Ami 0 7 ·0 · 

,. I 2 2 2 2 I 2~ .... 2 I .... ? z 7' I .... Z? z II 2 "'2 2 2
2

7
2 

: z- z-z-z- : JlrJCZ- z- : ~ z z ~ : z z , c :: 

Oma7 Emi9 Ami7 Ami9 013 Gma7(6) 

... ~ CfiCCn ICOQfyJfJipf firtqF Ef ilJlv I 
v3 
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The next study fits the pattern: G to Em to Am to D7 (one bar each). No chord svmbols appear 
because you are to make your own analysis. 

34 

G Emi Ami 07 

~~ t, s gp, pro 1e: J;tfH ti 1, p Y?8EEJ 1Hu r Rn 
a etc. "-~ 3....., 3 .... , 3....., 

~- E£ tr tQj j 'j'¢3 I UJi H f K1tij ~ ' 1 

$* '·Jf' ~~; ~§i-r-:Qi~F ~ ~ ~- Qd 

~~ S£# ~ ~cltll f ' I ' U - •r F i"j tj I 

$*a rtf -~ff~r t~ Q;g diDO fttfED 
~~ooa~ IE:•rr~•& ~it-ftfifl 
*~qN l# f) r e:st.:Ed It fl fp ~E r 1r t£ 11 

~~J! mr-ltf£UiJau fTftJ 

~~~41§ PTI~O!l' t II 
'- 3-' 



BLUES 

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

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

C7 +5 F7 C9 Gmi9 C7 

F7 C7 +5-5 A 7-9 

'4J2 M@ I ~E Etf ~ tE!cif I ~c:!EuDEtEff 
Dmi9 Gl3 
~ It~ A7 Dmi7 Gl3 G7+ I 

tma lifll cr: u Eitf 1w n n p a1 J11¥P r etJWI 
l2c7P +5 F7 +9 c 0 c 

iE fr3f Ed~·IFO ga 

C7 9 13 F9 D7-9 Gmi7 C9 Gmi9 C7-5 C7-.5-9 -.nm E E f r IE fEr ~~ ld£Dt OQJ l•tJLF~~ 
F7 Gmi7 C7 Gmi7-5 C7-9 
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C7-5 C7 F9-5 F7 C7 Cl3 -5 +9-9 

~VJ)piEgrPG §f'fflj 1 1@•~1'C!tt!fi 

This one is in 16th-notes. It g~ves you more to play on each chord: 

Gmi7 C7 C1 F Cmi9 Cmi7 F9 
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MINOR BLUES 

Chord symbols are for analysis, not accompaniment: 

Cmi G'l -9 +9 Cmi C7 -9 +S 

pre r·~~~;;l;pfi"~ 
Fmi G7+9 Cmi 

~~tt~ iJ J EtJD;; J I ;1=#¥tlt~qJfj=Jl 
A~9 13 -5 G7+9 Cmi D7 9 

(9) . . - • 

f>MD D~tf!rttr=ffrl:Qj I fic:f§7t1 

Cmi Dmi7 G7-9 Cmi C7-9 

~~~~I;JJJ 13JgiJJ ;t]if!P I DJJ Jj j Jl:rtrnEMfd 
. . ~ . 

mi F 
.
9 

G 7+9 C . .. 
F m1 (-9) . m1 f;. 

f)'~ tJpJ JID lctrJ C ff!IFr r~ref'r+ 1f:oo fBo 1 
Dmi7-5 07-9 G7-9 Cmi G7+ 

~~% J 3 1J t: r; r E I~ C!i:f¥ffJ]J I CEDf &lJ I J ]J ~ ~ 
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Cmi Omi7-5 G7-9 Cmi 07-9 G.7+ 

,.~,·i[fB GttJ I ErgHJn IPJpjj1Jifif1?1qrc ~[r I 
Fmi C7-9 Fmi G7+5 Cmi G7-9 Cmi. 

,.~~ilJ) 1 pi?PitfiJrftglt£11Br[JitQJ ct Ef I 
07-9 G7 G7-9 . Cmi Omi7-5 G7+5 

~,~t>fidffqMcf I dlJ;JgWnr f f F E£UIUr [;!-=II 

Cmi Omi7-5 G7+ Cmi C7-5 . 

$!~!> ~ r C!rzC:t&!H=t a lttrF !Ba 1 1 J .,n B w J 1 
G7+5 

Fmi(+7) Omi7-5 - 9 Cmi 

f©· J 1] J J ~ ~Jf~Ef§ I ~&df ffip I , .. I 
D7-9 G7+ Cmi . Dmi7-gr7-9 

#HP 3 "J E££F4tfffaAl£g~ I g L;E:frEtt 
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MODERN BLUES 

The chords ~hown below represent one version of blues changes. 

Basic: 
II 

F Emi7 A 7 Dmi7 G7 

A 7K 
"'<, 

It) -·- ,__. 

+5 
Optional: 

(\ 
Fma7 Emi9 A7+9 Dmi'l Gl3 

---
B [7 T~· 

~ ·--

Optional: 
II 

Fma7 F
6

/9 Emi9 Al3 Eb 9-" Dmi9 Gl3 
- -- - --c ~'!" 

e) 

II 
Bb Bbmi7 Ami7 

v 

Bbma7 Bbmi7 Eb9 Ami7 
II 

-~~- :;;7 :;;;vz~_z-..;.,r __ 

v --f.--

Bbma9 Bbmi7 
(\ 

Eb 13 Ami? 

~-:z::.: 7"' 
7 7 

-v- -~-

Gmi7 C7 F Dmi? 

+5 
Cl3 D'7+9 

C "7 F7 IUl 

--

+5 
Cmi7 F7+9 

- ---

---

Db 9-~ Cmill F'l3 13 9-5 

7 

i)7 
--

_/-~~,#?~ 

D7+9 

-5 
D7-9 

Gmi7 

Gmi9 

+5 
G7+9 

··-

C7 

Ji.. 

+5 
C7+9 

Cl3 
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There are many possible vanat10ns. The chord symbols in the studies are to help your analysis of 
the melodic lines, but they'll give an approximation of the proper accompaniment. 

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

Bbma7 

Bbma7 

Gmi7 C7 

Fma7 

Gmi7 

40 

Bbmi7 

Bbmi7 Eb9 

C7+G C7 

+:J 
E mi7-5 A 7-9 

Gb '7(-5) 

Ami7 (F) Abmi7 

Abma7 Aomi7 

F Gmi7 C7 . F 

Dmi7 Db mi7 Cmi7 

D'l+9 
(-9) 

Gmi7 

Db7 

Db7 

F7(+5) 

C'/( +5) 



Frna7 E rni7 A '7-8 Dmi7 G7 C mi7 Fl3 

F Emi'/ A'l Dmi9 G'l Cmi7 Fl3 

Ami7 · D7' At>mi7 D!17 Gmi'l 

,.r;o-~ 
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Gmi (+7) (7) C7(-9) F D7+9 Gmi7 C7 
. (-9) 

~~*~~ 
F Emi7 A7 Dmi'7 G7 Cmi7 F7+9 . L- . . (-9) 

~--=F¥Jl_W~ 

G7 

Bb6 

At> mi7 Ab mi9 C7-9 F D 7.-9 G mi7 C7 
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Abmi6 Gnli.7 Cl3 Gmi 11(9) C7 

· Gmill Cl3 F Bt> F 

$f ttQ ,J ~ atf;gCr ' J 
fine 
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Improvise in the blank measures: 

F A 7-9 Dmi G7-5 (+5) 

~~~f§!~~~; ==b~,bEtt:frb~~iJ;;~t ~H[j~·~ 
Cmi F9 BP Cmi7 F7-9 

Ami7 D7 (AP 7) 

ZL// 

Gmi7 C7 F (C7) 

~~~f-7#fL-~=L 

Modern blues are also played against thi~ chord pattern. Use chord embellishment, substitution, etc. 

F Emi7 A 7 Dmi7 G7 Cmi7 F7 

~fg~~~3~~~~~J=z~~ 
Bp Bbmi7 Ep7 AD Abmi7 Db7 

i;rid=~:s?'~f~~=~=z~~~?< ?=z=--z~~=~ v - - ------- - -------------

Gil Gmi7 C7 F A!1(7) Db(7) Gb(7) 

¥~~~~.;-~~-=_:_l?z=2=z--=z=_~~+--~~ ----41 
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RHYTH7>1 CHANGES 

Rhythm changes arc normally played at very fast tempos, so the chord patterns vary, depending on 
the player. The chart shows two I3ASJC ''rhythm" patterns: 

Bl> 
Bb 

(G7+5+9) 

(-5-9) 

Gmi7 
Cmi7 
Cmi7 

(A 7+5-!9) 

D7 G7 
(Bt>) Dmi7 G7 

C7 
Cmi7 

1
2 Bb El> Bl> I Ami7 D'l Dmi7 

BD F7 Bl> D7 G7 

~~~@777 

Gmi7 C7 
C7 

Cmi7 F7 
F7 

C7 
Cmi7 

F7 
F7 

z 

G7 

F7 
F7 

¥*-Lzz repeat first eight bars 

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

F 7+5+9 

Bb7 Eb7 Eo Bf) Gmi7 C9 (-9) Bb 

~gr.r;J:;l~~~~~=r~~:IJ~f~~~~ 
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Bl' Cmi'i A7 Dmi7 

Bb rna7 CmiG F9 D7 

G 719 C mi7 

G7 Cmi7 

F7+ 

F 7+5+9 
(-9) 

47 



Bb (Gmi7) 'Cmi7 Fl3 Dmi7 G7 Cmi7 F7 

~~J=E~~~E£§--rJ=:-Ef=l':fi~'* .. ~~~ 
'-J-j 

Bb Bb7 Ebma7 El>mi (1': 0 ) Bl>tna7 

=-~ ~ J~ ~ tP- !'· 

~~tt@¥~~~d\i1-'J~~"="-=~='t2A 
v.'l 



The chords in the unmarked measures are just standard "rhythm" changes. The phrase which begins 
in bar 8 is re-stated during the next few bars. Don't over-analyze this: just play it and LISTEN. 

BPma7 Cmi7 F7 Dmi7 G7+9 Cmi7 F7 

7 Eb 

D~ G~ 

fi!§Si§§;~~rf~-7§~ ~~---~U~~ 
C+7 F+7 

-~ I 
J 

I I I I 11 

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

D7 

. etc. 

etc. 
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3/4 BLlJES 

This is another set of biiJes changes, in 3/4 time. 

G Fllmi7-5 

~~-·' ;;> · z ]7z-?±4 z .,.. 7 
~-·~J~- .,: z .· 7 7 

G7 C 

j ~:» z tt=t=;z 7 7 ::zz 

Bb Bbmi7 

~77 4JZz2 7 7 

B7(-9) . Emi7 A7 

rL-~ z, ;;> 
E"--L~ 2 7 2 I 7

775?fj 

Cmi7 F7 

l-zL#¢4:z= .. zgjj 

Eb7 Ab 

Eb ma7 Ab 7(-5) 
Ami7 D7 

~ tz7;?z2 Jl 

The sc1los arc designed to be played consecutively, so the last bar in each chorus may contain the 
"pickups" to the ensuing chorus. 

INTRO: 

Bmi7 Bbl3 Ebma7 D7+5(+9) 
(-5){-9) 

~JI~;J~t"~~i~!tl-4~~~¥~ ~ , __ t;;;,;J L-·3-: ...,J 

Gma9 FU mi7-5 B7-9 

r----r~~=tc~j";::';~~-TI¥1 
E mi7 A 7-5 Al3 Dmi7 Gl3-9 • 

~1J ~~~c~~-g-~~PJdU=iJid 



Bbma7 Eb7 

Abma7 Ami7(6) Dl3 
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El1ma7 A117-5 
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(}~ . Af, Ami7 Dl3 

\y~~-f~Y¥Af¥t5 P ~itf QY FJtj 

~~~ 
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Sofl..o as Recorded by Joe Pass on Pacific Jazz PJ-85 album "For Django,. 

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

F E7 Ev7 D7 G7 
F C+ F (Eb7) D7 G7 

~~~~-~-~-. -:.--.. ---.: 

+5 
Cma7 A7+9 ¥:=.. ZA: r 

Fma7 

~: 2 z z 

Gl3 Db 9-·5 

~,?"27£ 7 2 2 I 

Dl3 
Dmi 

E7+9 
C+ 

C9 
C7 

z z 7 

Gl3 
G7 

:z:: z 

£ z z z 
7 

D9 Gl3 
Ami Dmi7 G7 

2.7 z'' 2 z 7 JE2 z:r:;;? ;,ozgq 
Gmi7 
C7 

Eb-13 
F 

lz 
Fma7 
F 

z z 2 

C7 

-5 
D7+9 

z 
7 2 

Gmi7 Cl3 
C7 

I 2' 2 $2$1 7 z z 

Dl3 
D7 

4¢442$/ 
Gl3 
Gmi7 

z 
7 ? z2 z 

-5 
C7+9 
C7 

z ... z?fj) 
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Born Joseph Anthony Passalaqua (one of 5 children) in New Brunswick, New Jersey, Joe 
grew up in a steel mill town. He began playing the guitar at the age of 9. To help support 
his family, he started playing professionally at 14. He practiced 6 hours a day. Being an 
avid fan of Django Reinhardt, it was natural that he first played in "Hot Club of France" 
type of groups. Listening to Django probably helped form his car training for the beautiful 
melodic lines he creates. He plnys no "trick" licks-- every note means something. Because 
of this, Joe is one of the few guitarists who is admired by all instrumentalists. His work was 
later influenced by Charlie Parker, Dizzy Gilkspic, Coleman Hawkins, and others. In 1963, 
his fame grew as leader of "Sounds of Synanon Tour" and he won Down Beat's New Star 
Award. Joe was virtually discovered by Leonard Feather (author of ENCYCLOPEDIA 
OF JAZZ) and recorded many fine albums -CATCH ME, 12-STRING GUITAR, FOR 
D.TANGO, SIMPLICITY, SIGN OF THE TU\1ES, STONE J;\ZZ. He was featured on 
BRASSAMBA, FOLK 'N FLUTE (with Bud Shank), MO,\H~NT OF TRUTH, POR­
TRAITS, ON STAGE (with Gerald \Vilson), and SOMET1JJN' SPECIAL, ON TIME, 
OUT FRONT, JAZZ AS I FEEL IT (with Les McCann). He has also been a sideman 
with George Shearing, Louie Bellson, Groove Holmes, Carmel Jones, Frank Sinatra, Julie 
London, Della Reese, Johnny Mathis, Leslie Uggams and many others. Joe has appeared 
regularly on such TV shows as: JAZZ SCENE USA, THE STEVE ALLEN SHOW, 
THE WOODY WOODBURY SHOW, THE JOHNNY CARSON SHOW, THE GEORGE 
SHEARING SHOW, as well as his own personal appearances. 

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

Joe currently is doing studio work, personal concerts, and teaching. He is happily married 
to the former Alison Ditwiler, has one son, Joey, age 2 years and resides in Van Nuys, 
California. Joe's music reflects honest beauty and rock-solid authority which comes from 
years of practicing and professional experience, nbt to mention that special ingredient: 
MUSICAL GENIUS. In these pages you will find much evidence of one of the world's 
great guitarists. 

BILL THRASHER JOE PASS 




