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INTRODUCTION

The idea behind this book is to provide the progressive guitarist with a com-
prehensive overview of chordal structures on the guitar fingerboard. Starting
with triads, then working through 7t and 9t chords and further extensions,
chord substitution relationships and practical examples over standard chord
progressions, I've tried to present here a chordal concept based on logic
rather than just memorized shapes.

This book is not for beginners!

However, after many years of performing and teaching jazz guitar, I've
come to some conclusions about learning chords and hope that this book
will make it easier for today’s guitarist to understand the complex chordal
structures used in contemporary jazz.

Peter O’Mara



Chapter 1

TRIADS

Going back to our first days of playing guitar, we learned a few basic chords
to be able to play those songs we were hearing on the radio. Those chords
often used open strings, so we were stuck when a song was in the key of
“F"1 To overcome this problem, we learned a few “bar-chords.” Now we were
set! But then along came those more complex jazz chords and we forgot
about the basic triads we had learned at the beginning. Let's take a new
look at them.

a1 e

The “bar-chord” fingerings were:

major major major
X X X

& ) ® ®
00 (K

One problem with these chords is that they often double a note: two roots
or fifths. That's a good “fat” sound for pop guitar but we don’t necessarily
want to “waste” a note when playing contemporary music. The fingerings on
the following pages show various possibilities for triads without doubling
notes.



Triads

® Root Position
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Triads

® Root Positions & Inversions

Wide Form Inversions

C CJE C/G
©
’!? [§]) Q O
'S o o>
S\ — ©
¢ e =
VIl X 1l [ ]
' —_—
i \' IX
X | \'
- R
A Turnaround Exercises
1 C F/C G/B C F Bb/F CJE F Bb Eb/Bb F/A Bb
Vi Vil \'% VI VIH \"21] \' 3 Vil Vil \211 Vi YHI
b b
o | 4 . a . % 5 ;
o = be > 2
l o T = l . . |
S ¢ e = & T . | i ' |
2 G/B C D/A G/B CJE F G/D C/E F/A Bb C/G F/A
v v v v v v v A\ Vi vl \' \%]
A | | »
D e . s . LE e
B — ag . . 4 > =
D . 1 - f‘ r I ; | 1
3 F/C Bb/D C F/C Bb/F Eb/G F Bb/F Eb/Bb Ab/C Bb Eb/Bb
Vil Vil VI Yil vil Vil Vi Vil VIl IX Vill Vil
b
T e e -~
H=—t—o—= = = E—:’. 22 ! - .
¢ & & & | | f | 1

1




Triads

MINOR TRIADS

Close Position

® Root Position

Eb—

Bb—

Vi

Vi

Lbg

[ )

HY &

fal
7
7
™~ T o

Yo

NV by

® First Inversion

Bb—
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® Second Inversion
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A Turnaround Exercise [-IV-V-]
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Triads

® Root Positions & Inversions

Wwide Form Inversions

Cc- C-/Eb C-/G
©

A | O | —

Y DO PO 1
~o i o !
A\SV ~F [[)0 ~F 1

©

VI X |

11 \% Vil
X | v
A Turnaround Exercises
1 F/C G-Bb C- Fo Bb-/F C-/Eb  F- Bb— Eb—/Bb F—/Ab Bb—
v Vi v v \'% Vi H :,_ v \' A\ Vil \'] Vi
) e b
m ,{ J; b' L . P 1 M : E JQF
o F . f E e .

g < S - P | , : !

2 G-Bb C- D_/A  G-/Bb C/Eb  F- G-/D  C-/Eb F-/Ab  Bb- C-/G F-/Ab
v v 1 v VIIEn v 1 v vi vi v vi
A L | ! be . E bﬁ |i %

e e g e
1y s . = 2 e > .
¢ be . o P ’ - | I | i
3 Fxc B C- F/C B-F  EbyGhb F_ Bb—/F Eb-/Bb  Ab—Cb  Bb- Eb—/Bb
vi VI \" \"21] A" b Vil \'% \'2 vil IX v \'211
4
PSS ST S PSS - S-S S
' ble 2 —o E e
re—r 5= be > | e .
g ¢ V¢ 4 o F’ 1 | | | l




Triads

® Close Position

No study of triads would be complete without looking at altered forms: major aug-
mented (#5), major b5, diminished and minor #5. By now, we should be getting
familiar with triads, so that we can convert the shapes to get other sounds. Let's
start with major augmented (#5).

MAJOR AUGMENTED TRIADS (45)

An augmented triad is made up of two major third intervals. The chromatic
scale contains three major third intervals. Therefore, the inversions of the
augmented triad are always “mirror images” of each other. However, the gui-
tar fingerboard does offer us a number of fingerings.

C aug F aug Bbaug Eb aug
Vi i Vil il
A ¥e bg
Y ) D54 90 )
y m 10 Rl S 4
I /o WO . P 1<) PO
O—*%8 O
Py D24
® F[irst & Second Inversion
C aug C aug/E C aug/G{ Caug
Vi v v v
[a) 'Hfo
—_ 8] LS
y S 7O 7O o)
 {an WY P2 He H ey
ARV D S { 324 "
¢ 24
® Wide Form Inversions
F aug Bb aug Ebaug Vil
| i Vi I vl | v

b bt Y. S
= - . 2 4 2 . £
o 4 o i,ﬂj v i | |
A Connecting Exercise
G G aug C C aug F F aug Bb Bb aug Eb

D>

It 11 HI A4

; v

—
T

14
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Transpose this exercise to other string groups, too!



Triads

® Close Position

MAJOR 11 TRIADS (b5)

| THER

| THER

c@ F(11) Bh(411) Eb(11)
v v v \4
o) e d
7} kY DO
V.4 P I;')UO
O+t 8=
J "o
® First Inversion
G cim F@gIm Bb(411)
v v v v
n o b o
iJ o o
V.4 O Pay v
[ £an) O i [ a5
ANV M ﬂd)
¢ foe n
® Second Inversion
F(411) Bb(§11) Eb(}11) Ab1T)
Vil vil Vil vil
o) | bg
A t8 pe ©
H—8 o o
Y o e
® Wide Form Inversions
F1) Bb(§11) i Eb(411) vil
| m vil | 1l [ i
o) | | 4 | i }71‘ . | %
d [ | | 9]
E —r——r : —
Y i —J- [7# [ r 124 | i
A Connecting Exercise
G ci F@gn IX
1 v Ix mn v X n v
0 | | A 4 _£
s =

NS

i

Bk L)

)
R JEAIL
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Triads

DIMINISHED TRIADS

A diminished triad is made up of two minor third intervals. The chromatic
scale contains four minor third intervals. This symmetry will be of great use
to us later when we look at diminished seventh chords. Here are some

shapes:
® Close Position
BO EO AO Do
" i v v
A | be
v | | K ¢ &5
7 b o (9] ~
[ £anY V &S [§ ]
S 0 8
¢ 8
® First Inversion
BO EO AO Do
Vil il vill X
o
s | © <
g O P A O] ~7
e o ey [®]
N famY ~F V&S
A\SY ) ~F
e ©O
® Second Inversion
BO EC A D°
X XN[IT® X1 Xt
81}:1
[ 0 | 8 O
¥ | o> IS ) 7K ) 4
V4 &5 by |
rN - s 7O
ANSVAN )
@
® Wide Form Inversion
Fo BbO EbO Vil
I 1 vi 1 1T vi I v

N

-
N

ETF;
o)
o
SN
d_*__ﬁ__
N
il
[ B
_JFT“T‘D .
U
N
9]

G
© 3
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Triads

A Connecting Exercise

G- F§° G- F§© G- BO C- BO C- BO
il €7 ] v V] vii Vil ] 1 v vil
| | ¥ | | e
Y 2 b o o~ - ¢ o P F
4
F- EC F-
C- EO F— EO \7 \Zllseax 1X
Vil 1 1" ] v
o
=/ A S S-S =
(@ 2 T e —— ©
y g | | !

® Root Position

TRIADS WITH ADDED NINTH

Another common sound associated with triads is the “added ninth,” used in

country music, but also in pop, fusion, and contemporary jazz. Here, we can
add the ninth to the triad shapes we have just seen.

Major Add 9 Voicings

Cadd9 Fadd9 Bbadd 9
v Ve vi
oL rm
o
A o ©
7 | O &5
Y . ~ [§] hes
{rN > 4) i
A\SVJ 24 [®)
Y O
® 1-5-9-3 Voicing
Aadd9 Dadd9 Gadd?9
v 1 e v i [Ts] Vs il
or T i or T or
A £ g
)7} iy PIE® aid (@) 1
Y . L m 1
[ fan b (s O O 1
A\SVJ O |
Py hid O
o



Triads

® 3-1-9-5 Voicing

Fadd9/A (= A_7°13) Bbadd9D (= D-7713) Ebadd9/G (= G-7°13)
V ¢l \' [® v
n o | b o
7 | I [0 B © =d
” [§) |2 @ ]
[ fan Py s Py
A\SVJ [ § aud o -~
DS
® 5-9-3-1 Voicing
Fadd9/C (= Césus) Bbadd9/F (= Fésus) Ebadd9/Bb (= Bb6sus)
viLg Vil VIl (&3
; . .
w . b o
f—eo — L
y .1 [0 2= —r
[ fanY P Q] p
A\NVJ e O
©
® Other Forms
Gadd9 (= A9sus) Cadd9 (= E_7713) Fadd9 (= A_7"13) Cadd9
1" I mn ] Vv 993
{stretch!)
* X
O
[a} O Pave ) —
v J o> oy ~7 Q)
V.4 P24 [ © a5 [§) (0]
[ £an) [ @ = oy [ 9] o>
A\SV, 5 >
)
® 9-3-5 Forms (no root)
Cadd9 Fadd9 Bbadd 9 Ebadd 9
v v A\ Vi
[ ]
f o bn{}
o o4 ©
P . O o7
N (an) Py Par §)
N e €F
) o
Minor Add 9 Voicings
@® Root Position
C- add9 F— add9 Bb— add9
v v y Vi X
©
fa) O =
\J o> . [ Hhes
p 4 ~7 1 € LV e
r\ [ e 74 .
A\SVJ 2924 (9]
¢ o



Triads

® 1-5-9-3 Voicings

A-add9 D- add9 G- add9
v & v v »
|
1
A . beo
J [ @ Py
Y .4 Par 6] ~
1IN ~ O o>
ANV, O o ©
¢ o
@ 3-1-9-5 Voicings
Foaddo/Ab (= Aba'3) Bb_ add9/D ( = Dba'3) Ebadd9/G (= Gha'd)
v v v
A o bo
' i | P @
y .4 O 2T § ) | |
[ £an P Ml Iy |
A\, [ & = | i |
b 7o
O
@ 5-9-3-1 Voicings
F_add9C  (=Csus’!3) Bb- add9/F ( = Fsus’13) Eb- add9/Bb  ( =Bbsus’13)
Vi vi Vil
3
b bo
A o 1 o |7[IY
\J N by | D
Y . I vV T >
[ {anY DY p
A\SV, el O
©O
® Other Forms
G- add9 C_addd (= EhA!3) Foadd9 (= Ab!3)
11 @) |1} [ Hi 4
o) O P o)
Y 1 o Py i
PO - b8
ANV L es
) e
@ 9-3-5 Forms (no root)
C- add9 F— add9 Bb- add9 Eb— add9
v RHH \'% Vi Vi
A L o l)lZ"S‘
Y by &3 -~
y L O V7
[ fanY o> e P 8]
A\YVJ by ~F
.) 4 © =4
® 1-9-5-3 Forms (Bill Frisell!)
C- add9 F— add9 Bb- add9
v [ v v
b o
L) b hd o
7 | 7€) | ~
y [ &) |2FaT § )
[ fan) Py < i
ANV hed [0 254
) oo
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Triads

OTHER ADD 9 VOICINGS

® Add 9 #11 Voicings (1-5-9-#11) o Lydian or Mixolydian #11

Gaddo#!! Caddot!] Faddof!!
m 11 [ VTS V [TT3
or i i
Jx} ) ﬁﬁ 8
V.4 1O T [ ]
[ fan) T >
\Q)\} o -; O
[e)

® Add 9 Suspended Voicings(1-5-9-11/sus4)

Gadd9o'! Cadd9'! Faddo!!
11 11t \" v
or 3

T . bg
_ h24

”n [§] ~7 O

{rN (@] o>

ANV ~F [ )

) 0 o

O

® Triad Sus 9 Voicings (Root Position) ® No 3rd

Csus 9 Fsus9 Bbsus 9 Ebsus 9
Vv [ V [T v vi

| b

ol

‘9 . Ir) (3
y .4 O o0
SN o S P&
tH—o o°
PY) =S
@® Triad Sus 9 Voicings (1-5-8-9) » No 3rd
Gsus 9 Csus9 Fsus9

1 I [$1Te 11
[

0 o0
Py
y A oe O
N —ao o
W h2d O
Py o o
o

MINOR 5 TRIADS

We can think of a “minor #5 triad” as an inversion of a major triad a thirc
lower (example 1). This means, of course, that we don’t have to learn ¢
whole new set of fingerings, just reinterpret existing ones. This sort of

“overlapping” is one of the wonders of chordal harmony, as we can see ir
example 2.

N

g6 C E- —» CA F — » D-7
_n
_
7 > Py y [§)]
[ £an WPEN S — P p24 [$]
X8 b4 S ©
PS) < 4 T © g n O s
20



Triads

GEORGIA

APPLICATION OF TRIADS

Music: Hoagy Carmichael

Text: Stuart Gorrell
{arr. Peter O’Mara)

Try reducing the chords of a tune to triads, as in the following example
“Georgia.” These aren't necessarily the most advanced harmonic substitu-

tions but this sort of exercise helps us to get the various triad shapes into
our “everyday” repertoire. Triads can also create a purity, through their sim-
plicity, which can be an advantage when piaying without bass and drums —
great for introductions or duo accompaniment!

FA Eo A7 D-7 D-7/C Bo Bh-7
— 3 '\3\
4 = —— | ==
j@%—f % P - P ” | 1 o o
Y ]
F F/A G-/Bb AICE D- F/C BO Bb—/Db
A
)7 B |
g L fe
[ [an Y4 W] f
A\YVJ L {7
<
A-7 Ab° G-7 c7 FA D7 G-7 Cc7
fa) p— | \
[ 1 1 | N
--AQ_J I O -
[ T el 13 . P
| [ /! 1 [ [ 1./ v
PY) — [ 14
A-T7/C BO DO Bb/D CJE F F4o G- G°
A | & o £~ A
7. o 54 & P
[ (an WA 7] iy
A\SY j I i 1
S e & hj "
FA Eo A7 D-7 D-7/C Bg Bb-7
N ——— . | | r:‘ , J—
i 7] E— — ¥ i‘ —e Y — ! —
= =~ o ¢ st ——
Y 1
F/A Bh/F EC AJE D- F/C D-/F Db/F
A = 2 o s 1 ba
Y I e iy by
£ H 1 e V1
|4 i k1S
A\YVJ
9 @) i - ©
A7 Ab° G-7 c7 FA Bh7 FA
A ju—— | \
Y I | | I= I= — | } -
1 ——] C 7, e O
F/C
CJE FO Bh/F E© F BD DO
A be - a ,J 4 T
A t o |
I\ V Lol 2 O
A\\SVJ i i j
130 O

© 1930 by Peer International Corporation, New York.
© 1959 by Peer Musikverlag GmbH, Hamburg, fiir Deutschland, Polen und Tschechische Republik.

Used by Permission.
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Triads

STAIRWAY

Peter O'Mara

{as played by Peter O’Mara on “Stairway,”
ENJA CD 7077-2)

The versatility of triads will become apparent as we move on to more com-
plicated harmony. The next tune, “Stairway,” features a lot of “added 9th”
triads. The minor 745 chords are just inversions of major “added 9th” triads
with the third in the bass. In the “A” section the chords progress through all
seven steps in the B major scale.

v

-~
) . A | , A~ g ol
a ' B— o fo—w (o9 F F T -
w:#ij'_—ﬁ = Ty S | | | | | e
- 1] | L/ | 1”4 | I— | - 1
] i 4 | o ' —
Eadd9 Fiadd9 Eadd9/Gf Ffadd 9/A8 Badd9 C$-11(no 3)
PR ._/\._
i —
nq"l \—/
4 i N i N— i o g \
e " —To o e _o— o —» 1 i ?
A8V | L/ I Y v byl 1] | W | "4 | A
PY) | |4 I T 4 | 4 T f T
pg-7 (#5) Eadd9 Ffadd9 Eadd9/Gf Fiadd 9/At Badd9
o) | N N . A | N | N | u f\
J ] N | Y | ] | W ] .4 N
. . M I 7 - . * - ’
. u . " Y T A
4 ~ .
N | — - VI# ~— vilb ——
—
0 i N— u. 3 T
- Py . fe— T —9o @ @ g | >
& —fe Ho_d— ¢ e Bt " R ’
) ' v | 4 | f p——
C4-11(no3)
—~
4o 2 o
i
TT#"|
Fa) " [ A |
N | N | ) N
) | i P uﬂzi_' - y 2
g P ﬁﬂni;i-ﬁﬂ ud 1 e P
\Y I Wi | P v 1] I Wi | ) | A
Y | P ' 4 | r ' 4 |
Eadd9 Fhadd9 Eadd9/G§ Fhadd9/A4 Bsus
. A | N | N | N
| I\, | #l/) | - Y / E. 1T )
. 3&% : ¢
#I' : . .
§ ) - —— ~1" —
N ﬁ%v "Vig® —unu - V|# —

© by TUTU PUBLISHING/ENJA RECORDS Horst Weber GmbH. Used by Permission.
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Chapter 2

SEVENTH CHORDS

Our first “jazz chord” fingering was probably the major 7t (A). Let’s take a
new look at its possibilities on the guitar fingerboard:

® Root Position

CA F BbA
1% Vv T84 v
A b4
i | &% |
Y .4 y 2%~ 4 |
 fan PO 1
A\SV} |
LY

@ 1-5-7-3 Voicing

ca Fa Bba
Vil
vill vin
o
h © b4
Yy O (8] P =
¥ A O (9] hoO
N & s
A\SV .= [§)]
¢ ©
® Lower 4-String Group Inversions
FA FA/A FA/C FAE
! 1 vil X T3
A ra
i [§] Do
Y O [&]
N O [§) (8]
o g o o ©
6 'e'
® Middle 4-String Group Inversions
BbA BbA/D BbA/F BbA/A
Jrasan i Vi x
o} © I7_0_
o e o )34
VA hid b 17924 had
[ {an YK § ) Ll © x5d Udinid [§)]
A\SV.ENTK ¢ ) O
Y bo o
O Upper 4-String Group Inversions
EbA EbA/G EbA/B> EbA/D
[ v Vil Xl
> —_— - CeaH
bo g bbe
4O | | %y 8
7 To Deky L0 o
+8 = o
Te °



Seventh Chords

A 2-Chord Connections

MAJOR 7™ VOICING EXERCISES

CA FA/C CAJE FA CA/G FA/A CA/B FA/C
e
A o ) e & =y
“l |~ 4
{rN <4
\SVJ
Q) | =4
DA/A GA/B DA/CY GA/D DA GAJFg DA/FY GA
A ¥ ¥ 4 uf
\J ) " ) iy ]
y bk i Il bk il 4
[ (an WV oy 1 1 P
S it # t =
Y] 4 F &
A Random Connections
CA AbA/C EA/B AA/CE DA BbA/F GAF§ EbA/G
n " 4 e | b
i Py o jiy’) | 7
~ b it i b 5
A\SVJ ” m b e
Y i m
Dba/Ab AA FA/A DA/CH BA GA/B Eba/Bb
& 5 & 2 2 2 o
n B 44 4 4 ﬂ»# i Loy
\J by it ~ ] L ° ] [ 7€»
-~ b b b 1 il 5 5> o
E\YV 1
Y
A Major 7t Inversions Counterpoint
GA EbA/G CAG AbA/G DA BbA/D
g ; - 2 'h-
N /an WA 4 - ¥ B A
ANSV.A Iy |29
Y v ?
T KZ; T
GA/D EbA/D AA FA/A DA/A BhA/A
A4 | # te Te u# e b
i [ b o |
(~— P - :
A\SVJ
Y
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MAJOR 7411 SHAPES & INVERSIONS

A common extension to the major 7th chord is the 811, from the Lydian mode
(sometimes written as “major 7b5”"):

® Root Position

catll Fadll Bhaf!!
Iv[]e8 v v T
A ©
_d O P2 6] i
7 O Py by ey 1)
[ £an Y S [ @ 2= v I
\;)V %gﬁo [§] i

@ 1-5-7-3 Voicing

catll Fadll Bha# !
Vil £33 Vil VIl 3]
o
A © ©
i (8] O IO
fn—T7© o po
\;)U %g O

® Lower 4-String Group Inversions

Fabll Fadll/a Fadllp Fadl 1
I 1 Vil IX
FF — ' -
A O
7 " -
{x—o © [9) [0 54
L\S a—= PE o) (8] Py

® Middle 4-String Group Inversions

Bhad 1! oAl 1D Bbad11E Bba%11/A
I " vii IX
[l © 17 O
i o o e p= o]
'@ O 28 © 25d dzd O
v 1S o °

® Upper 4-String Group Inversions

Ehadl] ebat /G Ebad11/a Ebaf! D
| v vil X
—_— e ; —_—
o l’ hd
o) O | © | ¥ o =4
TU P2 I’)d) 2 Py
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MAJOR 745 SHAPES & INVERSIONS

Yet another possibility is the major 745, the third step of both the melodic
and harmonic minor scales. It is also the first step of the harmonic major

scale (b13).
® Root Position
cafd FakS Bba#S
v v v
) e
i Iy [ &
V. | b b U
[ fan V.| b1 Ld
%
¢ ©
® 1-5-7-3 Voicing
cals FakS BbA#S
Vil vin vin
o
o) © + 8
v [§] IS ) | o
7 41 O §IL S ) b &
[ fan Y. 24 b Ll
SY—w© O
J o
® Lower 4-String Group Inversions
Fa#5 Fa¥Sa FatS/ce Fa¥SE
| 1 X
Vit
—_— : » >
fH o
o JJ. O )
V. L O S )
[ fanY (9] hif [§] T
AV .:8 g) ﬁg P2y
ﬁa ©
® Middle 4-String Group Inversions
NS Bba#5/D BbAFS/Fs Bba¥5/A
: " vill X!
—_— > >
f to L34 4’
i S I TS o < 4
y .o © 5 S 58 —O
[ £an PG A = PV r O
ANS VA K ¢ ) 1 O
J bt O ft
® LUpper 4-String Group Inversions
Ebak> Eba®5/G Eba¥S/B EbA¥S/D
I v vin Xl
—_— > -
o lye
H__o | 2 | o 8
o PP 0] 7o Py
W 4 p24 ~ O ~
[ £ Y Bl O el
T e °
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We can see that by raising or lowering the fifth in these chord shapes, the whole
texture of them can be changed. The following exercise should encourage us to
think about the function of the fifth, rather than Just memorizing the chord shapes

alone.
MAJOR 7 CONVERSION EXERCISES
® Lower 4-String Group
GA Ga#S Gadll GA GA IXE cadll GA
{ e
1] I T 1n rh-— mn : 1] F : v ] \"% VQ ] \" -
| HH it & ]
- '
—/— i 2 1
AP 1L [Ty L g
L5 ; = e ¢ 2
> = $'g & > e o
GA Ga¥s Gadll GA GA GA?S Galll GA
T IX X1l [Jed X1l X1 XTIl
IX — [ ng IX L
r H H s M
H a FHH H
AW ) "
_ Y o o iy
- i g 2 =
&) . - £ 1
6 H # T 1
® Middle 4-String Group
cA cals call CcA ca ca¥s cafl! ca
{Ipx Hi 11 11 \'% v L \2 H EI A\ i
: i H : : it :
4 § 4
N # ) &
A\SY P ] 11
5 " }2 5 5 = 5
CA cals catll CA cA N catl CA
Ixﬁ iX 1x P I1X XN ':‘ X K XI X1
H HH H H H
7 73 =
4 § 4 —
.4 m v —1
I\ o I ~ =~ ~ ~ 1
NV i - i e 0
5 ; i
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® Upper 4-String Group

Fa Fald Fabll FA Fa FalkS Fabll FA
HI 1H 11 e 1 Vi Vi Vi Vi e
EENK [ 14
HHH HHH HHH T HHHH
A o 4 # 23 P
Y i
-~ #
A\SVJ
'y
Fa FalS Fabll FA FA Fa¥S Fafl FA
XLE X L IX T X[ Xitl ] Xt H X ] X1l _'
i - " HTH T
e e a 2 g 2 2
" 2 bg &= 2
u =4 u =4 =4
V4 1L
[ fan) n >
A\SYJ
'y
DIMINISHED 7 CHORDS
Here is a layout of diminished 7t shapes:
® Diminished 7t Chords
G° co Fo
1 [ 3 It ; I ;
p | ho
- — Q
O 18 o
By fo Te
o
® Wide Form Inversions
GO GO CO CO
1 [T4 | [ 1] E | H
b oy =
O3 5 — Lo
Y 5 bg o £
o

\ (pretty impractical!) //

Because of the symmetry of the diminished 7t chord, the voicings (and
fingerings) within a given string group are identical. This saves us a lot of
work memorizing chord shapes.
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® Root Position

DOMINANT 7™ SHAPES &
INVERSIONS

Here is a layout of dominant 7t shapes:

c7 F7 Bb7
i v v
Jﬁ | lr) b‘? il
y A = 1
N\ vV ) 7l
A\SVJ 1|
¢ ©
c7 F7 Bb7
Vil €3 Vil (418 vin
bg
A | © <
Y T O €Yy ~F
£ L [®) Pay
[ {an YLD 34 ©
A\\VJ b O
©
® Lower 4-String Group Inversions
F7 F7/A F7/C F7/Eb
I " Vil X [Te9
» » - ' o
A | O
)7 4 O ~F
y .4 [§] [§]
N 1 O [ [§] [ €
g bk 8 ho
° =S
O Middle 4-String Group Inversions
Bb7 Bb7/D Bb7/F Bb7/Ab
| " Vil X [T
% —> ] > ;
A o ho l’%
_d T~ M Py 24
T by 24 | ¥
AN PO PV ¥ ~F DO
EA\NVARSE 6 ) O
¢ ho o
® Upper 4-String Group Inversions
Eb7 Eb7/G Eb7/Bb Eb7/Db
I v v X1
—— » —_— —_—
bo be
o) o) | I?.O_ | ¥ b| 8
¥ Py 7 by Y [ D b o> |
£'8 = b o 2o f
\\ PEY © 1
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MINOR 7™ SHAPES & INVERSIONS

Here is a layout of minor 7t shapes:

® Root Position

Cc-7 F_7 Bb-7
" v v ?

fa | JE*“'
= b b
(s~ 1)

A\SY -

¢ T O

® 1-7-5-3 Voicing

Bb-7
c-7 F-7
Vil
Vil €9 VI [F]
bo
5 ho b’y
_ Y TP 7€) |l
-0 Li4 O
'Y ©
® Lower 4-String Group Inversions
F-7 F-7/Ab F-7/C F-7/Eb
| 4198 m Vi X [J¥%
> ' —_— >
il
o) | P
J 4 1 17O Ml
Wy . | O | | €)
A\ 1 DO | Yy [
AV b 8 b{"‘) [§)]) I’V‘ Py
° b o <
® Middle 4-String Group Inversions
Bh_7 BI7—7/D{7 B[?—7/F BI7~7/AL
| 5T T vi X
—_— % - -
1
N P | PO ! l’%
Y  H o [ bl o b1 &S
W . [ P xF b ™2 4 V1 xF
NN P O 2V Vx> P ]
A\SV, M S ) | O
Y Lo po
® Upper 4-String Group Inversions
Eb-7 Eb-7/Gb Eb-7/8b Eb-7/Db
I IV 19 Vi X1 (o389
— .
bo bo 17179
A I’)o | l)l e} l') L8
Y T hHh b [T Y MK S ) b o
g H7 & VT 12y O v r
NV T h o v o
A\SVJ h O v
D) v

32



Seventh Chords

MINOR 7™ b5 SHAPES &
INVERSIONS

Here is a layout of minor 7th b5 shapes:

® Root Position

Co Fo Bbe
f v 7 v
(propably unplayable
i t!
A with root!) N | LIWE'
Vi | [y Iy V1 ]
T e 7] V b ]
| (VYA 7 [ M
N Vi & 1
(O
® 1-7-5-3 Voicing
Bbo
Co Fo Vil
VIl §133 Vil [#78]
bo
H | Lbo Lb’g
i 7O D€y 2 =
G 8 =8 bo
A\SV L O
) ©
® Lower 4-String Group Inversions
Fo Fa/Ab Fo/Ch Fo /Eb
| $77% " Vi 1X
> > —_—
A . | O
Y ) | 7O P
y | 7O | XS]
] PO | P_€) 9JRGK ® )
obg e R o
o ©
® Middle 4-String Group Inversions
| o vi IX
—_— - —
A | Lo | Ee | ng
17 4 ' h ooy , [ P RF b1 bV . &y
y A LA I oy A 24 | 28
[ fanY 7€) PV, Or | ~F 7O
A\SV.A /7 AGEEN ¢ ) | 7 [§)
N o PO
® Upper 4-String Group Inversions
Ebe /Bl Eba /Db
Ebo Ebs /Gb _
il X
| 1V [TeT3 )
—_— i : =
EQ bﬂ
[ I?O L | o | € | |7(ﬁ
Y Hh Ty b 7 P s X ®] |2Y O
y .4 4 ~F VT -~r | -~
{N < by O O
A\SYJ b o | ©r
v 7
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MINOR MAJOR 7™ SHAPES &
INVERSIONS

Here is a layout of minor chord shapes with a major 7th:

® Root Position

c-A F-A Bb-A
v v e v
) 4
) J y . H &
V.4 | LV @
[ fan Y 9] 1 -
N h
¢ 'O
® 1-7-5-3 Voicing
Bh-4
c-A F-A Vil
viil vin
b g
N © g
Y DO (0] |
P O [0 ] b o
{£N h24 iid
A\SV ~ O
¢ o
® Lower 4-String Group Inversions
F-A F-A/Ab F-A/C F-AE
[ n vi X (188
- > EEE—
[a) O
g r O Ml
VA4 [ [§)] | [ €)
{(’N DO 74) 24>
A\ O P o) [§)]) ©
o
® Middle 4-String Group Inversions
Bb-A Bb-4/Db Bb-A/F Bb-A/A
I m Vi X
| o | © Ilyg
Y b o [ 7 ' b o 12024
4 e by b7 & Udiihd
I fam Y (8] M ¢ v__=7 [0]
AN VAR ¢ ] | [§)]
Y bo v o
® Upper 4-String Group Inversions
Eb-4/Bb Eb-&/D
Eb-A Eb-&/Gb
Vil X1
! v pes
> —_—» —_——
o o 0g:
Vo |70 | | Eh‘ b 8
1V B O D kY PT" € P2y
W .4 by &S | B b o =7
[ £an WA Wi b i
T »o
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MINOR 745 SHAPES

Minor 745 shapes can also be thought of as inversions of a “major add 9”
on the #5t. For example:

Fadd 9

[§]

[§

Here are some frequentlly-used shapes:

A-745 D745 G745
V 194 v @3 v
A o | v
-’ i [ 0.X © ud 1
" .. O 2P § ) I
I [an ey V7 >
A\ [ @ 2d O ~F |
Y s
745 A_745 A_745 D_745
mn 1] v
o l)

eliello

oliioleloe)
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ROOT POSITION EXERCISES

Here are some exercises using the chord shapes we have just seen:

A Major 7 Colours

FA N Fal3d Fafll BbA Bba#d Bba 13 Bhat 1!

<
<
<
<
<
<
<
<

fa) # 17 za a

i iy | ” 1

7 10 ly L b

 fanY b1 [l 4 P <
w

Py
A Minor Colours

G-A G-7 G-6 Go c-A c-7 C-6 Co
VIl ({88 vi v VI []Te8 vl vt v vi

<
A\
Q
O
L
~—
\\}

[a) “* b |
Yy T & - | 1 7 7
p .4 Iy |2y |
[ fan Y4 v
A\SVJ = =4
Py
A Dominant 7 Colours
G7 G745 G13 G775 c7 c745 Ci3 c7%5
A\ Vi A2 [ \'2 (1) \"2 Vi \' Vi
" .. . be 42 oo L2
|7 J . ~ %Y b
. P’ ] %4
[ £anY L
O—F & =
'Y
A Scale Step Skipping
DA pa¥s E-7 E-A Fi-7 Fg-A GA Gabll
fmaxis n 10 ; IV s v VI [[e® Vil [Tes VI
131
1]
HHH
A , n #
v J iy P .d iy 1L o 1
Y .4 10 1 o o T L T
| £an WV 11 Al ! g m
A\ A i f 5 5
a m bl
GA Gald A_7 AA B-7 B_A cA call
1l 1 1A mn |V 119 vV 111 Vi Vil Vil X,
"4 ) z # 4 4 7 p £
J o P. 4 1 hi o m o 37
V4 " - I i ’
[ fanY m I = <4
A\ d i I
'Y
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11-V-1 VOICING EXERCISES

A Lower 4-String Group Inversions

G-7 C7/G FA G-7/Bb C7/Bb FA/A
1 g% I t v v [ n 1
[}
7 -
y .- 7, O
{(r~—° O
\;)V 8 b & o
7 o P2 a < o
G-7/D c7 FA/C G-7/F C7/E FA/E
Vil Vil €3 Vil X1l [958 X 0] X 7%
A ras
- O I © ]
2z 5 Q ]
{7~ (0] 4 (o) |
1SV (o] © ]
© © =
A Middle 4-String Group Inversions
c-7 F7/C BbA C-7/Eb F7/Eb BbA/D
11 [T I [ v v m
A | o
 EY) S | o
y =" © 5 b o
{7 Q I P
X ) b
j G & bﬁ 4 O
C-7/G F7 BbA/F C-7/Bb F7/A BbA/A
vill Vil [ Vi XN X X
A |ba 4 © B e b%
=) o D 9
.. 58 5 ©
B /i PO P (%)
.\ — (8
v
A Upper 4-String Group Inversions
F-7 Bb7/F Eba F-7/Ab Bb7/Ab EbA/G
Il 1 [Jeed [ IV 1o VI Y
o
A |I79 = O [~ |7Q | I7Q
Y Ry, I o o X7 1P 2P0)
Lt ° 27 58 > 2 =
\;]\1 b o ©
F-7/C Bb7 EbA/BD F-7/Eb Bb7/D Eba/D
X IX Vil X1 (TS89 XI X
ENE BN ] 1T A4 »
i’? 2 o 2 l7 2 bbe
p b L oF b2 & 8
) £ P o ) Py i
y . 5 S 2 © if
1S P2 P—© i
L\ i
)
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® Major 7 Forms

DROP-THREE VOICINGS

Another voicing commonly used on the guitar is the “drop three”: the third
voice in a close four-note voicing (from the top, any inversion) is dropped one
octave to produce a full and resonant sound.

CA/G CA/B
GA GA/B GA/D GAJFY cA CAE i N
HI $TZ] v vin XII [T8%3 I [®TTT v
o g

N # # 1o, 4

i Pl o
‘ ™ ir |~ 4
[ fan YA =4 Y
\;)u 11} - .rTlT =

g c
® Dominant 7 Forms
C7/G C7/8b
G7 G7/B G7/D G7/F Cc7 C7/E Vi i

m v [T VIl e XIl [Tese i v

[a) s, |7 bgg

7 | | I
P .4 M Iy Iy
N =~ %4 %4
\;)\1 £z - > 5 =

- K,
® Minor 7 Forms
C-7/G C-7/Bb
G-7 G-7/Bb G-7/D G-7/F c-7 C-7/Eb vin , X1
v Vi 3 xi n vV [7%] 8

1l &1ee =
_n b | 4 be b2
a ; P > I
’(\'\ v : V= %4 L |74
Y b 4 © 4

7,
® Minor 7b5 Forms
Co/Gh Co/Bb
Go Go/Bb Go/Db Go/F Co Co/Eb i "
1 v Vil Xl He Iauan v 1
b
b b b 2
Ju\ + 2 T E !7|l’a lr) l7|

y . |29 by vV Iy [ h
[ £an Y i v T h V7
D b T - b pe

- 7]
A Cxercise: Major Colours
GA Ga'3 e Gadl! ca cald caks catll

i $TII® I & " [§suncy i [ i i T

Fa) " 1. = ¥ o #

\J = .4 0 T P
N5 i b = ;
S 1

e T — W — = 5

K7, K7, X, K7,
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“DROP-THREE" COLOURS

A Exercise: Dominant 7 Colours

G7 G13 G785 G7hM c7 ci3 c7%5 c74!
m I 1l €3 guss 1 » m m F N
ERTIN ! el
& | HH
[ , 7, & # o #
) # I I |1-r ]
y.4 ) 1 5 5 i
{r ' 1t P o P
SV ]
¢ —] — — > < <
k7, o v o f

A Exercise: Minor Colours

G-13 G-7 G_7"13 G-11 c-13 c-7 c_7"13 C-11
11 11 1€ > | 11 1K 3K ) 11 I
A | | & be | be
7} | 2 [ 17 2 -~ 1
y L by | 2 |
I’ V V 178 7 1
A\SYJ |
—1 — —L T o Za - &G
0 K”, K7 o

A Exercise: II-V-1 Combinations

A-7 D7 GA E7 A-7 D7 GA E7
v 1 1 I [T Vil VII [T%3 V (T3 v
A 1, # ¥
7 # #
© § § #
—t T‘_ ﬂ_ T
v 3 g - #U © © o 7
G-7 c7 FA D7 E-7 A7 DA B7
Vil 574 Vil Vi VIl [T983 Vil 3 VIl 0% Vi IX
o) g # 7, # 1
- # 4 4
4L ; :
(<7 5 )
& . . iy
By 4 © & = @ b= ie iﬁf
D-7 G7 CA A7 D-7 G7 CA A7
v W T m I VIl [T Vil v [[1e v
o) 17, 1) g 2
- I
. 1
¢ P & Fe i
c-7 F7 Bba G7 A-7 D7 GA E7
Vil S Vi vl ] IX ' vin Vil il 28
N P2 g > : g g 8
/P . : |
7S Y B #
&) 1 1 ae
t ft i
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REDUCED 7™ CHORD FORMS

The various extensions (9, 11, 13) used in jazz harmony make it necessary
to leave out notes that don’t add colour to the chord, for example the fifth:

® 1-3-7 Voicings

GA G7 G6 A-A A7 A-6
1] it 1] i 111 11
n
v
y 4 1
N U 1 P4 b Iy
A\SVJ % DI P2 -[b! Lo %O
¢ g 7 8 E 2 8
CA c7 Cé D-A D-7 D-6
1] 1] » I [1® 1] i 1
n
v | 1 iy |
. |2 il o] o>
[ £anY d [® ] i 1 ~
ANV, o> [®]
Py 24 O
FA F7 Fé G-A G-7 G-6
il 1] fl 4 L] 11 L 1§
n | 4 L
)7 4 p) Py | llf i ‘1 O
-~ O b’ e
A\SVJ [§) e . ~
Py
BbA Bh7 Bb6 c-A c-7 C-6
11 111 1 L v v v
AT be o | be | ©
\J | PN jp] 24
V.4 |9 2924 [®])
NV~ P
N
Py

A Major Scale Exercise

CA -6 D-7 -6 E-7 -b6 FA -6 G7 -6 A-7 -6 Bse -bh6 CaA -6
1 1 Hd \" \'21 iX X Xl XIv b

SR

Transpose this exercise to other keys and fingerings, too!

. P

=

TTee e
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® 1-7-3 Voicings

GA G7 Gé6 A-A A-7 A-6
n 11 1 T3 v v v

[a)

7 ] H
7.4 o m” ; e il
[ [an YD 1 ~F .4 |21 1

NSV n] Py ” L | 3O I}
o T2 I_t © i~ — -
k7, K, O < < ©
CA c7 Ccé D-A D-7 D-6
1 10 I v v v
A o
7 4 | [§] 1 ] ~F
.4 1y 1 s >
[ fan I [§ ] bl | ~F
A\SVJ
Rz, © © O
FA F7 Fé6 G-A G-7 G-6
Miscanw 1 1 VHH v v
e | & ° M bo L2 bo
\J 7 O ] i L i O

,” o ’ !

{rN O

A\SVJ O ~ ~ ~F

)

A Major Scale Exercise

GA -6 A-7 -6 B-7 -b6 CA -6 D7 6 E-7 -6 Flg -b6 GA -6
1 v Vil vin X X11 €799 X1V 6793 XV
- S _— s : T —
t j | t 1 - " P ol i |
| | =| e | | i I P |
=| [ J | Jﬁ 1 ! 1
% § ;} ) o i r [

Transpose this exercise to other keys and fingerings as well!
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THREE-NOTE COMPING USING
“STABLE"” NOTES

Let’s look at a more modally-oriented concept of reduced 7t chord comping.
Perhaps this vamp from Herbie Hancock’s “Cantaloupe Island” is familiar:

F7
A o . . - . . . Y
W i: y —
| | | ‘A l,l I |
Y ! | ! [— | ! [S—

It uses diatonic thirds with a “stable” upper voice to express the chordal
sound of F7 Mixolydian. If we decide on a strong “stable” voice (here the
root) we could experiment with this concept further:

')
N 4! “Q;/’_\o_-’/—ﬁo_; .
¢ a- g : e
<D
o (&) (&)
or ~
[a}
{4 0 0 0
y g -
[ fam 0 ¥ < yy 0
ANV 1 < T
[y (&) " " (&)
or ~
A W Y~ X e et —— ¥
“l Ia' . . . I”'
5
[y (&) (&)
or ~
[a
1 |
o an}
AN
[y (&) (&)

42

There are only a handful of possible combinations, although you can extend
them by using other intervals for your basic chord shapes, e.g., the fourth
(see chapter 5). The combinations also transfer to other chords within a dia-
tonic scale. For example:

A-7 or D7sus

[a) Q O —O

7 () S

X ¢ [8) Q )
[ [an WA O © <
0}

©

_Nn ﬂg Hg T3

Y T ()
y_ A L) T

[ fan WA O]

0}
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The “stable” voice can also be underneath:

CA#I ] or A-7, or D7sus
A 2 4
iy . # 7
" :
N
ANV
¢
or
f $2. 4
i o Pl
‘ ™ 0 ™
[ £an il
N\
or
) 4 4
A’ ] . M o
y ™ T+
[ fan
A\\Y}
The same concept applied to the melodic minor scale can produce interest-
ing results:
13
A-A or Ab7alt. or D9#T!
A $g: ¥ # ¥
i L1 ” bl o
‘ . L ™ 7 o
i {anY
A\SV
)
or
f #
7 by
‘ =4
48
)

We see here also the emergence of “cluster” voicings which will be discus-
sed in chapter 6. These should be transferred to other string groups.
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Chapter 3

EXTENDED 7™ CHORDS

Now that we’ve omitted the fifth, we have room for other colours, for exam-

ple, the ninth:
@ 1-3-7-9 Voicings
Ga? G9 Ge? A-A9 A-9 A6
I (3K 1] 1 11 n 111
A

7 |

Y 5L N >
A0 U [ O o 1= I

-3 g o 7 g jo

v 'y 7 g 2 g 8

ca? c9 ce? D-Ag D-9 D-6?
I I 1 11 L 1

A

7} i I o> Py 1 O

Y . | ~F 11 jn| >

[ [anY Vv [§ ) b1 | ¥

AV > [§)

) S o)

FA? F9 Fe’ G-49 G-9 G-67
1 1] I L 1] 11

A | O # b had

7 ] 0] P | A Lol [

y . ~F by ' PPN
AN ) | 17 = 4
ANV [§) <4 ©

)
® Dominant 7t Voicings with Altered 9t (1-3-7-9)

G749 G779 c749 c7b9 F749 F7P9
1} | 1] I I " i)

A " | | ﬂ F)
Y [ & by v Al
V. iy | Iy o v
[ £an YR/ 0 v
\;)V b

2 2
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MAJOR 7™ MATRIX

The next step in chord reduction is to omit the root. That leaves us with just
the third and seventh. Now we are free to experiment with the colours avail-
able to us around these notes. Let’s look at GA:
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After omitting the root and fifth, we are left with B and Fi. Let’s see where
we can place these two notes on the fingerboard, so that we can look for
the colours available to us around them.
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@ 31d + 7th + D-String Colours
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@ 7th + 3rd y G-String Colours
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Extended 7th Chords

A Some Interesting Combinations
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Extended 7th Chords

MINOR 7™ MATRIX

Now let’s do the same with minor 7t chords — for example D-7:
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Extended 7th Chords
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Extended 7th Chords

A Some Interesting Combinations
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Extended 7th Chords

DOMINANT 7™ MATRIX

Dominant 7t chords have a wider array of extension possibilities than any
other chord types we have seen so far — b9, 49, $11/b5, #5/b13, 13. “Tritone
substitution” makes it possible for us to use each dominant 7t chord shape
in two different situations. For example, if we take G7 and Db7 in their re-
duced forms, we have:
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As we can see, these two chords have the same third and (b) seventh, only
reversed. To be able to apply the “dominant 7th matrix,” we have to learn to
see each dominant 7t shape in two ways simultaneously. For example:
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Extended 7th Chords

A 5-String Forms P
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Extended 7th Chords
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® )7 + D-String +

3rd Colours
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Extended 7th Chords
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A Some Interesting Shapes
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® D-String + b7th + 371 Colours
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Extended 7th Chords

EXTENDED DIMINISHED 7™ CHORDS

So far, we haven't looked at extended diminished 7t chords. Let’s do it!
The scale that is commonly used with diminished chords is the “whole step-
half step” scale, or “symmetrical diminished” scale. It offers us the follow-
ing extensions on a diminished 7t chord:
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We can see that, as in all other scales, the “upper structures” form a chord
arpeggio — in this case another diminished 7% chord. This is again a result
of the symmetry of the diminished scale and means we can use any dimi-
nished 7th chord as a substitute for another, as long as it belongs to the
same scale (there are only three possibilities). This looks good on paper but
doesn’t always work in reality, because the “ear” needs to hear at least a
minor third for a chord shape to function as an extended diminished 7t:
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Keeping this in mind, I've tried to see how many shapes | could find.
Remember, these are not diminished 7t chords — they are “reduced” forms
with extensions then added. They are not symmetrical and therefore don’t
produce the same colours when moved up or down in minor thirds, as the
diminished 7th chords do. However, the changing textures, they offer us, are
always within the given scale:
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66

DIMINISHED 7™ — DOMINANT 7™
SUBSTITUTION RULE

Now that we've gone into quite a lot of detail with extended diminished 7t
chords, let’s look at another important use for them. I'm sure that most of
us have noticed the similarity between dominant 7t» + 9/411/13 shapes
(from the dominant 7t matrix) and the extended diminished 7t. They both
come from the same scale (symmetrical diminished) but starting on differ-
ent notes one half step apart. This means we can use a diminished 7t
shape (with or without extensions) also as a dominant 7t + 9/411/13 a half
step lower.

13

AC e Ab7PY poob13 o Ab7H9
h Lo o o ho
v A P XS] €« v ~¥
. [ &) [§] [§) O
[ £an) iy o> 1l o>
A\NV} 11 € e 11 € -~
') m___ _ m__ J—

(©) (po) (o) (bo)

Everything we just learned about diminished 7t chords can also be applied
to dominant 7t $11/13 chords with altered 9t. Don’t underestimate the
value of this rule! It provides us with an enormous array of chordal colours.
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BODY & SOUL

The rich colour of four-note voicings is well suited to ballads, like “Body &

: ; Soul.”
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IN YOUR OWN
SWEET WAY

Dave Brubeck
(arr. Peter O’Mara)
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Chapter 4

® A9: use —7 on the 37

EXTENDING 7 CHORDS USING
ASCENDING RELATIVE THIRDS

We've built up quite a chord vocabulary by now, but I’'m sure there’'s some
we've missed. By leaving out the root and fifth, we were able to extend our
7th chords with 9, (#)11, and 13 colours. Another way to extend 7t chords
is to use parallel thirds. That is, to get a 9t colour, we move up to the chord
on the third step of the scale, our original chord comes from. For example,
we want to find voicings for CA9: we move up to the third step of the C major
scale (where the CA9 comes from) and we find E-7.

ca? E-7

N

UALALAL

LAY

This means that we can use any E-7 voicing as CA9 as long as our voicing
is not too close to our bass note “C.” This substitution system works for
every type of 7th chord, so here are some more applications of the system
(white circles show the position of the original root):

® Dom 9: use —7b5

ca? E-7 G9 Bo
(lonian) 1 o (Mixolydian) v
{or any E-7 voicing (or any Ba voicing
higher up) higher up)

A © ©

i 5 -

y .4 T

[ {an) =~

CO—€ :

¢ ©
@ -9: use A7 ® —6,9: use Af11

D-9 FA D-67 Falll
(Dorian) Vv e (Dorian) 1
(or any FA voicing (and so on...)
higher up)

A ©

" 0] O

7~ © ©

A\SV (9] O

¢ ¢ o
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Extending 7th Chords Using Ascending Relative 3rds

® -7,11: use -5 on the 5t

® -A9: use A5 on the 37

D-11 A-7H#5 D-A9 FadS
(Dorian) L (Mel. Minor) v

[a} O o
B | ~F iy iy
V4 ) il by
{rX\ (@] i bl
A\SV4
) S .
® -7b5,9: use ~A7 on the 37

Dg9 F-A
(Locrian £2) VIS

[a

\J f

y ]| |

(N D 7

ANV

'Y

OTHER SUBSTITUTE POSSIBILITIES FOR 7™
CHORDS (INCLUDING 5™, b7™ AND b9TH)

® Dom §9,85: use A§11 on the 3rd

® Dom 9,13: use A811 on the b7th
69 '3 Fabl] F74549 Aak]
(Mixolydian) i (Altered — from v L4
F§ Mel. Minor)
A © L #aq , 1o
17 O O gt ot
y .4 O 1 &1 o°
s © 7t O
A\ O
o Q

® Dom $9,85: use A¥5 on the 3rd (no b7th!)

® Dom 85 (b13),b9: use ~7b5 on the b7t

F74549 AA¥S G7P9h13 Fo
(Altered) v (Altered — from ll ::é:
Ab Mel. Minor) H
AL ¢ f o0 | |
Yot e O PO
Z il T O R =
{r~—t r— O 7P 10X ® 54
\;)u o] O
O

® Dom 7,s5us9: use.—7 on the 5th

® Dom 7,5us9,13: use A7 on the b7t

G7sus” D-7 13 FA
Mixolydi ! v 799
(Mixolydian) G7su59
(Mixolydian)
[a
7
y .4
 fan
\\SV,
') Lo} O Lo X
£e) O




Extending 7th Chords Using Ascending Relative 3rds

® Dom 7,sush9: use Ab11 on the b9

G7sus}79 AEAM !
e

yse A on the b9t

B7sus vu%

O
£y
[ O =l
[®]

oS
gl cg:-i, c

® Dom 7,5ush9,13: use ~A on the b7t

@ Dom 7,5ush9,13: use A5 on the b9tk

L3 Bh-A L3 cald
C7sus 9 v 3 B7sus ? VIl T
MEKY
[ 4 < i o3 ¥

Y15 1t i —
" —
Sy —
—U © O

® Dom 7,5ush9: use ~7b5 on the 5t

C7susb9 Go

A\

N1
N

Y
|

e
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Extending 7th Chords Using Ascending Relative 3rds

PRACTICAL APPLICATIONS:

11-vV-1 COMBINATIONS

I've always found it helpful to integrate new chord shapes into II-V-l progressions,
as these appear often in jazz standards in all keys. Here are a few examples,
but don’t forget to transpose them to other keys!

I 3 1
T/ o 3
- 13
D-9 Ggol3 ca’ D-9 6779 ca?
v v " v e v m
A .
\J vy | ~
y - |
(@) : z
o) 5
Do G7PhI3 ca? p-11 74913 ce’
viil Vil (& Vil [&® vill Vil 518 Vil [958
Fa} | bﬁ* o) | 179‘ o)
’i(l 9] ﬁ 7 P
N ~ il O
NG © ©
Y
e
A9 p7"? Ga? A-9 p77949 Gakl! Yl
v v 1% v Vi Vi ’
Fa) # 4o [ b 4o
7 ] o~ P B 7 ™ a7 R
. L L ey ! ™ )
(&) ; o 4 "o
A_9 D745411 o941l A o749013 G913
I ! " v oTee v "
" ! o .Y °
A b 0 e [9)
 fan P e Y iz
\\QU > % % O M~ % TI_I.[()
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Extending 7th Chords Using Ascending Relative 3rds

13 13
A_9 D7la9 GAd Agl] D7b9ﬁn Gad4
Vil vil e \' \41] I \'21] v
n_% |4 £ 4 | # T - 4
v PR ] o 2 [l I ¥
A i i3 P @ )
o
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G-67

G-A9

o7 4§9b13
n749411
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Ag

G-4913

G-89

D7 49913

p7 913

v

AQ9]]
b
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Extending 7th Chords Using Ascending Relative 3rds
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Extending 7th Chords Using Ascending Relative 3rds

EXOTIC EXAMPLES (EXTENDED SHAPES

FOR -7)5)
Agll p7P9411 G-A9 Aol p7Pok11 G_A9!3
1l | 1 Vi \211 Yl
A L4 ©
P .1 o i B
L&) 150 —+8 L 4 <5
= g o P ¥ #
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Extending 7th Chords Using Ascending Relative 3rds

UPPER STRUCTURE 7 CHORD
SUBSTITUTES (NO 3RD)

Because of the compiexity of some jazz chords, we often find that we don’t have
enough strings to cover all the notes required. In some cases it is possible to
do away with the third and still “approximately” cover the chordal extensions
required. For example:

® A9 B11: use A7 on the 5t ® Dom 9.811: use —A on the 5t
cadtll GA cotll G-A
1 n
[ ¥ ¥ # 4
J— &8 8 & ']
fr—€ —& P b
A\SVJ ~ S 3
PY) © O
® -7b5: use M85 on the b5th ® A9811,13: use -7 on the 7t
Dgo!! Aba#S our F§-7
1 GA ¢ v
fa) 0 0 ©
v i i €
(~—> b ot P
ANV 1 T O
D N "8 "

® Dom 9,411,13: use A5 on the b7t

13 FAdS

G9n” H
A o
7 — RS )
. — I S)
'\Su - o
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Extending 7th Chords Using Ascending Relative 3rds

SOME EXAMPLES OVER
STANDARD
CHORD PROGRESSIONS

Here are a few practical examples of the shapes we have learned so far:

A Comping A Jazz Blues Using Extended 7t Chords

1 pol3 Bh9 Fo!3 co9 F7P9h13
J\1 O © P - =
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Extending 7th Chords Using Ascending Relative 3rds

Comping A Standard Using Ascending 3¢
Relationships & Extended 7t Chords
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Extending 7th Chords Using Ascending Relative 3rds

Comping “RHYTHM CHANGES"” Using
Extended 7t Chords
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Chapter 5

4th CHORDS (QUARTAL HARMONY)

A popular chordal sound in progressive jazz and fusion is the 4, Here are
some applications of this concept on the fingerboard:

® Digtonic 4t Chords in C Major

o &
A G e e 5 b
Y n
y 4 i i
[ {40 i i 1
ANV 1
v ¢
® Major Shapes 3
ce’ ce’ ca®
Vil n X1l il Il [9¥3 X1
or or or
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A_O O hid
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y . 7 ~ O
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A\SV} P
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13 13
Fad!] F6? Fafll Fabl] F6? Fa?
Vil m Xl il n IX I v T vii 1 [
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©
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A © O O
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Y O Py [§] O
I fan Pay haed Py
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® Dominant Mixolydian Shapes
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4th Chords (Quartatl Harmony)

SOME OTHER POSSIBLE 4™
CONFIGURATIONS

Our examples again are C lonian. Inversions and combinations yield 5th

voicings and cluster sounds also (see next chapter).

A a 2 4
0 =
y .4
[ £an il
A\NVJ ~
A 5 73 e -
O 5
VA
[ fanY i
ANV} ind
Y
stretch !
o o 73 2
Nt o e 2
b
‘ -4
[ fanY -
A\SV. o4
Y
EXAMPLES OF MODAL USAGE OF 4TH
CHORDS
Try these progressions with other modes (Phrygian, Aeolian, Locrian, etc.).
The lonian mode doesn’t work too well because of the dissonance between
third and eleventh (b9).
G7 Mixolydian ("Milestones”)
N =
)’ §
y G L) i
[ fan WA W]
ANV 5
)
: 5 O [§]
A V)
D-7  Dorian (“Impressions”)
N o
7 |
‘ - g =4
[ fanY el
\\u -4 =4
'y
e — —o
FA#] ] Lydian
2
- 2 5 5
G o
‘ =4
[ £anY el
A\SVJ =4
/ ) - o
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4th Chords (Quartat Harmony)

COMPING A MINOR BLUES USING

4™ CHORDS
c-11 c-11"3 c-6° 7413 (cran
H—| ba | & . S— | e bo
Y T T O 2 "N
A b by . bt ] =
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4th Chords (Quartal Harmony)

F7 {Mixolydian)

“MILES” 4™ CHORDS

In the music of Miles Davis from the 1980s we can see an interesting use
of 4t chords. A “modal” vamp, let's say F7 Mixolydian, would be comped
with chromatic 4th chords, with an additional top note remaining fixed on a
significant chordal tone. For example:
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This device can also be applied to minor 7th vamps:
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Chapter 6

CLUSTERS

Clusters are voicings in which at least one 2nd interval is present. The ten-
sion arising through this 2nd interval creates a special chordal character.

We’ve already seen a number of voicings that can be classified as clusters,
for example:

CAJE g7
fa) O
1’ Py
X0 1T
[ £an Wi ner
L\SV AP O

Let’s look at a specific three-note cluster, consisting of a 2 and a 3" inter-
val and how it moves through the C major scale:

La
v P [#]
7 o (#] 174 =)
[ fanY - [#] Y p=) [v.d hd
ANV ] o =) [ ~
= 2 &

An interesting effect is that any cluster with an “F” in it could be a D minor
chord of some sort, because “F” is the minor third. I've made up a list of
possible applications for these 2 and 3rd clusters which can represent a
vast array of chordal colours in many keys.

13
9
13 FA 3 B_7
411
13
G9
13 13 : 13 Gadd9 Fio 11
a
Eba® Bba# 11 Boll EbadS BbAY 3 #
1
Bbadd9 A7sus Bbaf ] p_11'3 D7sus FafT FA 3
G7sus E-7 FA FA9T] Fadd9 E7sus poll
D-7 Cadd9 D-9 G7 A-7 cal3 cA
A
N’ A - [#)
.4 ) (o) 2 =]
s - (7] “n ] [ el
7 2 o~ sl (o d e
¢ & o ”

Clusters are a way of creating interesting chord colours without using a lot
of notes. The tension created by the 2nd intervals, as well as the modal
unity when moving a cluster through a scale, can be very useful in comping.
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Clusters

We can also build clusters with other intervals, but a 2" must always be

present:

@ 2nd 4 4th

Pav @ )
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Clusters

@ 314 4 4th 4 2nd

[a) ~ v o =d
o Pay P § ] [ @ >
V. P o C ~> O (0] &>
A O e Pay (9] 34 [ ) ~F
\;3! 8 8 )‘5 (8] ~F
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MAJOR, MINOR & DOMINANT
CLUSTER SOUNDS
The foliowing pages feature a number of cluster sounds that can be applied
to major (Lydian), minor and dominant harmonies. In four-note clusters top
and bottom notes may be omitted, whereas in three-note clusters notes may
be added on top or underneath.
A lot of these voicings do not feature a 7th or even a 3rd which makes them
very ambiguous and applicable to other modes.
C MAJOR 7™ SOUNDS (LYDIAN)
Csus 9#” Csus 9 Csus 9]3 CAsus 9
A ¥ o o hd ©
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Clusters
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Clusters
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G DOMINANT 7™ SOUNDS (CTD.)
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Don'’t forget to transpose these voicings to other keys and check them for more

modal applications.




Clusters

COMPING A STANDARD USING
3-NOTE CLUSTERS
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T‘H ‘E G I 'FT This tune combines a lot of the concepts we have discussed so far: clusters,
quartal harmony, extended 7t chords.

Peter O’Mara
As played on: Peter O'Mara "Symmetry,”
Edition Collage 484-2, distributed by Sunny
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© 1994 GLM - Georg Loffler Musikverlag, Minchen.
Used by Permission.
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Clusters

AL.L. ‘BL.U'ES The “tune of the chapter” is by Miles Davis, of course. The quiet floating
= character of this tune lends itself very much to modal cluster comping.

Miles Davis
(arr. Peter O'Mara)
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Chapter 7

INTERVALISTIC COMPING

If we look at contemporary jazz guitarists and their comping styles, we see
a strong tendency towards note reduction - let’s call it “intervalistic comp-
ing.” It’s not only easier to comp with fewer notes, it also helps create
“space” in the music. The old saying “too many cooks spoil the broth” could
be interpreted musically as “too many notes kill the soloist.” It’s often bet-
ter to comp with chords using three notes (or less!) than to fill everything up
with thick voicings. You may not need to comp at all!

The space that a soloist has to develop melodic ideas is very much de-
pendent on the comping. A lot of soloists even prefer playing without chords
behind them all the time.

Guitarists like Bill Frisell or John Scofield often use intervals to express
a chordal sound. This sort of comping is also popular in rock and country
music. For example, to get a “major” sound we can use various intervals:

C major add 9
N O
J O Pay ey Pay Pay
V. O (@) ~7 [ @ ad b ~
[ fan) O O O Pay Py
B — 8 © © S © o S
© ©
To get a major 7t sound with extensions we can also try these:
13
cA A? $ ARFTT p%41T A
o) o o o
g O Py Py -
y . O O O O P §) 4 ~F O el L
[ [anY ~¥ 24 ~ b bt ~F Py ~F O
A\SV4 © ~F JIL @ oo O O
Y ©
Experiment by changing the order of the intervals used:
ca cadl ca%41
o hod o
i to ° S g
V. 5 ) O Pay Py O ~ Ui
I /o WA hd I © ¥
A\NVJ LO e )
’j bl il

C Lydian (A9, $11, 13)

Here is an example combining some of these ideas:

’
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T e
T ¢ _
[ Y.
e == =
T R
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Intervalistic Comping

Here are some other chordal sounds:

D MINOR SOUNDS
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We can see that there are unlimited possibilities for this kind of comping as
long as we know what the “important” notes in a given chord are. To gain
this sort of knowledge, it’s important to practice arpeggios, as well as inter-
valistic sequences based on scales. For example, playing the C major scale
in thirds gives us that sweet “country” sound:
o)
v ] O (@]
. Py ) o4 [§)
[ fanY O ) a4 ~F
A\SV PN [§] &> [0 ~
J O O e
A similar effect can be achieved by 6t intervals:
[} o O ©
R | O O ~F
Wy . O O ~r O O
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A\SV O O F
¢ © O -
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@ 37ds:

Applying the same intervals to the dominant-diminished scale produces a
completely different sound. For example, E7:
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Here’s the same principle applied to the melodic minor scale. Using F melo-
dic minor, we can get sounds that are useful as F-A (1), Bb7,9,811,13 (IV)
and E7 altered (VII) just to name a few of the possible uses.
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Intervalistic Comping

Here’s an example of a standard chord progression using intervalistic comp-

ing:
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Intervalistic Comping

OTHER POSSIBILITIES FOR
CHORD CONSTRUCTION

Note that there is no third in the first row of voicings!
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Intervalistic Comping

“SCALE SKIPPING”

A lot of us are familiar with the voicings within the major scale and the
sounds that they can produce in a “modal” setting (Ex. 1). The idea is to fol-
low a particular voicing through the scale (in this case a “root position” voic-
ing) while keeping a steady or “pedal point” bass line.

® Example 1: *Milestones” Vamp

C7sus
I 7 E: oy, 2
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C— P i <€
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It is important to emphasize that any voicing can be taken through all the
degrees of the scale to produce a unity of sound-texture which a random
change of chord voicing cannot simulate. The advantage of this sort of
comping is that the voicings lead to each other, rather than jumping around
melodically:

® Example 2: Quartal Voicing (Dorian)

A-7
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e

elojele
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® Example 3: Cluster Voicing (Lydian)

CA#”

]

é;’:>
X
.

We have looked at many possible voicing combinations in the previous chap-
ters, from “four-note 4t chords” to “four-note clusters.” Let’s see what hap-
pens, when we change the source scale from the typical major scale to
something like the melodic minor scale:

® Example 4: Root Position {Melodic Minor)

A—A
0 § 4 b7
S P
ANSY.0 =g
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Intervalistic Comping

This sort of “scale skipping” is a good option to have, especially when we
want to connect chords melodically with each other:

G7alt C-7 (Dorian)

s b b8 b2 g b

73
9—;

P |

3T
o
[]e

E7alt A-AD  (Melodic Minor)
N
O

e

It can also be reduced to intervals which is a concept we explored in chap-
ter 6:

® Example 7: “Alice in Wonderland”
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HARMONIC MINOR SCALE VOICINGS

Often we tend to forget that there are also other interesting scales in jazz
that can be voiced a number of ways. Here are some examples from A har-
monic minor, which includes A-Ab13, E7b9,b13 and FA#9,#11 as modal

colours:
©
o o o
H o fo © « o Hoy g
y—© t o 0 S b 0 ©
A o (9 24 L O © © O
48 O © o O ©
SV A O O # O
o O © ft
L) o o < 18 8 8.\
7 | [§] 24 KO ) ~> T [ ] ¥
o~ 1 € D Py 1O ~ Py O
[ [an YR . P2 [§] ~F o O ~
A\SVAN haod P O P B
o O © "
o o © —
[a) 'H!() © O 'H!‘D‘ < &g
¥ ] T O [®] b4 I ® ] ~F b1
W .t [§] 24 [§ ) el Py O
N [® )] ~F [ . P O ~F
N Pay O - Bl
e O © #
® Fourths
©
o o
N o fo hid o o hid o
y— O e O © TS (8 ©
2O © © Q) © P O
[ {an WO P O =g S (9) ©
A\SVAr R4 Py O e
. O o f
® Cluster
0 o to L 18 8 ﬁn D
) i 24 T ~ T ok [ © o= b1 Bed
P . T Py P ¢ [ ® =
[ fan YR P2V Q] [ © 2 Dl
A\YVJ ?"

102

Try these over different bass notes, e.g., A, Eor F.
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MELODIC MINOR SCALE VOICINGS

Here are some examples within the F melodic minor scale, which includes
colours like F=A:; AbAES (Lydian augmented); Bb9,$11,13 (Mixolydian $11);

D@9, 11 (Locrian 52) and E75b9,49,$11,45 (altered):
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Try these over different bass notes, e.g., F, Bb, D, Eb and Ab.

vicings ( qlsd works for G7, BW,D )
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Intervalistic Comping

SECRET LOVE

Sammy Fain/Paul F. Webster
{as played by John Scofield)

This is a John Scofield arrangement of “Secret Love.” Note the use of inter-
vals in the “A” section and three-note voicings in the “B” section.
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Intervalistic Comping

V'E'RY EAR L|Y Bill Frisell’s comping of the Bill Evans tune “Very Early” is even more

= ~  reduced and has a strong contrapuntal element. Note the frequent use of

(BilllEv:I:lsBillPés " higher extensions at the cost of even omitting the third (if implied in the
as piaye #4134

payea melody), creating a rather “abstract” atmosphere.

[al . , ! |

i | ; I 1 I P

.4 | I | b | [ 11

{N = | I Ll = | I a 9o

ANV} ~ =I I | ~ P | I |

[y, ' ' be he he

CA Bb7 EbA Ab779 Dba

>

5

AN
IREL)
N2l
L
ANy
i
| 10Nk

G7 ca Bh741! DA A7

ANy

T

T
Anr
i
Ph__
===
?

G S
y
QL
QL
Q1
N\ HE
oLl
ol
TR

0 f { T —N T N
7~ 4 T I 7 z T R { £ i
A\SVJ | | | P R s | | (o) AY
) l - o < be | o’

F4-7 B7"9 E-11 Ab7 Dba G7

A # N 61 ,

7 | ] N [ | 1 N f
p .4 r y 2rP) | | [#] | y 2 |5
rN Py " lq=| 1 i Py ? ‘1
A\SVJ A d T 77 A3

11@) I |

) . , | ]

v | | } I | | ) |
W . | | | | 29" | | 1 |

-~ i | 2di Sl - I I na 22
ANV 7 =I ‘I- i 7 s | | |

¢ be b be

caA Bb7 EbA Ab7P9 Dba

[a | , .

\J 2 N | | | | 1
p .4 | y 2 [ | 1 | | )|
[ fan) | Y pa o B A |
A\SYJ I A i L 7

17@)
Fa) . |
v J | | 1 I
| | | | I ) [#)
L&) & o= 4 - ' E ]
Qj h G — J‘ _‘ [
G7 ca Bh7411 DA A—7

A bbea
A — =  — — —of — 2
[ fan) & | Py Py [ | Py
A\SV, hY | A A ! ! <

2e) [

© FOLKWAYS MUSIC PUB. CO. INC.
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Intervalistic Comping

Dba

Ab7

E-T1

)
Y
7 A
fan
ANV

I_3.—’

27

Bb13

be-

DbA

Ab13

b
"}

BA

iy
wUc2:
Qurre

\_.*3_1

Y
L\
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B % |
r | INE
~
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[ AN IH?;
™
L YRR IN
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23
| TR
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N &re
P N i,

QL
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o)) .
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[ _HEE
| V.
™l -
[
QL | i
(NN ]
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11 ~""
K QO]
1 o
o i
1
<
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NG s
=t
e

CA

G7

FA

A\SV)
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Intervatistic Comping

STELLA BY
STARLIGHT

Victor Young
(as played by John Abercrombie)

This example is taken from the play-along CD and book “! Hear A Rhapsody”
(Advance Music 14507CD) and shows how John Abercrombie comps a bass
solo on “Stella By Starlight.” The frequent use of essential chord tones, like
the 3 and the 7th, creates a solid foundation for the soloist to play over.

BbA A-6 G-7 F_7 Eg A7 Do
A A A A
A A A A A
0 D R \ PO | SN S
b 2 tevast g —vhe ey
23@) [7;1 m v
G-7 A Co F7 BbA Bb6
A N | [ - N N
g 3 11_ — MLD ) P ] & F [ ] < - - I= ?- LH I. 1 I)\l‘
ANV ~ ;’ L 1] e ﬁ L i\ b\ ! R P. H Vﬁ " =I . AY
280 4 1 V V v A _* -
,\a
Esll A7 c-7 F7sus F7 F_7
A | N | N | | | =
\J | 1) | Y p= JAEEN [l N 17 33— ; _;: |9 . ]. iI=
A\SVJ v v v ~ 1] ) 1] ‘3 ) H . i ~ p
ne 4 4 4 2 " 1% %
N
A7
Bb7 EbA Ab7 BbA Ee A
fa) | Py . A | — . | p— = N N
7 | - 1y 1 [ | | ) 1N [T 1 [ | L I | = 1 N N - - i LN 1
| | | | by ] T | N | | | | y 2 y 20 f v e o Tl
s T T e e R~ R — . S —
@) | i V [

Ab7811 G-7 A-6 G—/Bb Fo7 E_7013 A749
A N N N N b g =
\\SV S b s — NP \\ I : g 1 . :lr g 1 - F 1 E : 1 %—E:
53') 14 T IJ; T j\_/j m b_.L Dv V
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Chapter 8

SLASH CHORDS

“Slash chords” are named after their notation: a triad and a single root divid-
ed by a slash (“/”). They are a convenient way to express polychord-like
sounds on the guitar.

Polychords are, literally speaking, two chords superimposed on each other.
However, the limited number of notes available for guitar voicings make it
necessary for us to be economical. This sort of voice economy is useful in
producing new “sounds,” for example:

Polychord: G/C
ca?

» G/C

[a)

\J r O
y 4 1 4
s G p Q
A\SV = = ©
Py o | v ©

Although we’ve left out the third (E), the result is still a “C major 7, 9 (CA9)”
sound, because our ear fills in the gap between the root and the fifth. That
means we can use any G major triad to create a CA9:

Vil 1 vilt i X

[a O 8 O §
Y py S O p=y
y .1 Q Q © Q O
[ fan © Q ©
(&) O
Py o o © o

Here, our knowledge of triad shapes (see chapter 1) comes to fruition! Also,
slash chords provide the guitarist with very resonant and “modern” sounds

and voicings for the majority of modes, as will be shown on the following
pages.
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Slash Chords

MAJOR TRIADS AS “UPPER
STRUCTURE” SLASH CHORDS

One way to learn to understand polychords is to take a triad, let’s say “C
major” and try every possible bass note under it. We can then analyze the

chordal colours produced and establish the suitable scales for them.

MAJOR TRIAD WITH THE b2NP (,97H) IN THE

BASS
cpb = Dha¥R%N o
(no 5th) F Harmonic Minor VI Ab Harmonic Major IV
h (o) [a}
Uy —q [0 . Y : T
7 O O = N y .4 { ;
(@RS g o Ao E——
o VO O 1Y
=  DhoA
Db Diminished
[a) [
Y i T
y .4 O y .4
6 RS e
Y poH
MAJOR TRIAD WITH THE 2ND (9TH) IN THE
BASS
co = poll
(no 5th) D Mixolydian
[a) )
A—8 8 . ®
N o p= O {rs iy - & L d
\;)u b4 b4 7 \;)u P — d
- 11
= D9 (no5th 5 Do
no 3rd) orian
4 8 £
2 O y P [ ]
[ fanY K ¢ 1Y s P [ ] b
A\SY 7 A\SV P [ ] o
') o g @ -
MAJOR TRIAD WITH b3RD (#9'”“) IN THE
BASS
13
ot = B2 (no7th,
o nos5th) Eb Dominant Diminished Ab Harmonic Major V
[a I [a) | |
{7 S0 ) O o 1/ T e - T
y .4 O 258 y .4 P-@ : ; i
TS 58 bt
9
= C7# (no root, ) o
no 7th) C Dominant Diminished
O o T Q T
y.f I bo y .8 b
[ fan P sd s ; T X iy i
A\SY 8 A\SV ! W
) o e o 7
= calk?
(no root, L
no 7th) E Harmonic Minor C Hexatonic
/ o ) .
Z - I o y . P t Py
1{rs S ©- [ fan iy o PS—Y ] hd
A\SV Q \S ) P ®
J el © L 3 Py H' hd
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Slash Chords

MAJOR TRIAD WITH THE 3RP IN THE BASS

Here we have a “first inversion” triad, that is, the third is underneath. There
are many possible chord-scales, depending on the harmonic context.

C/E E-b6  (no 5th) C lonian (major) CA C Lydian CA#] ! C Mixolydian Cc7
[a) [a)
Y Y T
y . O O o) y Py P Lo
[ [an WP P = [ fan L d ® i
S—8 8 A\SV ‘._'_l_'_' p ﬁl Ld ‘__._!_'_'
Y Y - -
Clydianto  CaEE1T  CMisolydianbé C7713 € Mixolydian 411 7411
[a)
v Pa— T
y . - — L e
@ DPeve Iy ave
g11
C Mixolydian b2 b6 C7l’9l’]3 C Dominant Diminished C7}’9ﬁ9
fa)
v ; T T
% b Ce
W — ; # —
- o V
C Harmonic Major CAI’]3 C Hexatonic
[a)
Y N .
(~ ! ® p—T —
A\SV s—o % — ®
e o ©® ° - J*;H .
F Harmonic Minor V F Harmonic Major V Ab Harmonic Major 1ll
[a)
7 P— T P—
2 —ta Ce . —Tbe
@:F — iToI.J — JTF*‘-VI bet
- oV oV
MAJOR TRIAD WITH THE 4™ IN THE BASS
9
C/F FA . )
(no 3rd) F lonian {major) F Lydian F Harmonic Major
[ 0 [ a | _
1 M €3 iy ] P to—!_’_t‘j tp_b'_.—bo—ﬂ
2 © O — N
1S— o [
A SV § 4 O ’
Y Yy}
_Ag
{no 3rd) F Melodic Minor F Harmonic Minor C Harmonic Major IV
[a Q [ a |
Y o] 7 P— P— .
7 . [ o I 2 ! i !
[ fan O
A\SV [ & - ?
Y

m



Slash Chords

MAJOR TRIAD WITH THE b5™ (#117H) IN THE

BASS
CIFE Fy7?9%11
{no 3rd) F# Dominant Diminished F§ Altered
Fa 0 0 o) "
. S 0 ] [0 1 4 i
y . © 9] y .4
rS—& s (o) i ul_'_cﬁl—l—'—:
A\SVAIT 0 ) 1 1
e T " ”*
CA#] 1
} (no 7th) C Lydian E Harmonic Minor VI
| A o A .y
.. i—" = A 5 ]
[ fan} o O [ fan i bt iy i
A\SY 34 A\SV ° ;H,-—'—" "
o © ¢ @ v
MAJOR TRIAD WITH THE 57 IN THE BASS
Here, just as with “C/E” we have an inversion of the triad, this time the
second inversion with the fifth underneath. The possible chord-scales are
the same as with “C/E.”
C/G = Gé6sus
(no 3rd)
[a)
i/ Q o)
V. [§) [®] { O\
‘  famY P~y Py O}
| A\SV © ©
j )
} MAJOR TRIAD WITH THE b6 (#57*“) IN THE
BASS
5 Ab Lydian Augmented Ab Major §5
C/Ab = AbA (F Melodic Minor IIl) (F Harmonic Minor Il1)
: “ W M
7 E— ] . i — T . T
7 . ¢ i |
~—o 9) D
SP—©
J s B
Ab Harmonic Major Ab Hexatonic
O T | l - - N r ]
'y}
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Slash Chords

MAJOR TRIAD WITH THE 6™ IN THE BASS

C/A A-7 A Dorian A Aeolian A Phrygian
[a) . o) _
\J (0] 7 § 1 |
= M —_— e
A\SV.E. IT
J S 5y
E Harmonic Minor IV G Melodic Minor i
(Dorian $4) (Dorian b2)
o) " g! .
# [
L T
11
1Y)
MAJOR TRIAD WITH THE b7™ IN THE BASS
13
cBb = Bhokll c7
(no 3rd,
o) no 5th)
b J [§] [9] |
Py (@] =Y
N O © 4
A\NVJ s ~ €y =
l?U — O S
This chord is not as easy to define, because it has no 3 or 7. Therefore,
it could be a major 7th (A), minor-major 7t (-4), dominant 7t (7) or a minor
7th (<7) chord. Naturally, there are common uses, like saying it’s just an
inversion of “C7 Mixolydian” and therefore making it a “BbA Lydian” sound
~ both share the same signature: one flat (F major). But a close look at the
scale possibilities reveals a lot more:
Bb Lydian Bb Lydian Augmented Bb Mixolydian #4
)
\J Y
ANV f '
DT be ® be *
13
Bb—7 of11 F Harmonic Minor IV
o) o)
7 ) f [§] v | s
.1 1 [§) V. 1
[ fan YY) O [ fawY f
1 © A\SV s { ’__‘_l—'_"p“
o L8 J L o 7
13
Bh_A 9#] 1 F Harmonic Major IV
) o)
\v (o] 7 |
. [@] 7
[ fanY y O [ FamY ' Py Y ]
A\SV.A | st A\NVJ 1 -
hr8 Jhe o T
13
Bbo 9#] 1 Ab Harmonic Major I
o) )
¥ | f [®] if ’
7 M| (@] V. ) |
[ fan WY ] O S W
ANV I el A\SV.ANN
o 7Y e * 7

13



Slash Chords

MAJOR TRIAD WITH THE 7™ IN THE BASS

C/B CA B Locrian B Phrygian
) h
A4—8 S . i
(GRS © e e
O © a 2 * kK 2 L 4
C Hexatonic C Harmonic Major VII
La
7.4 ' i
[ fanY o X ] -—'_Q_.
A\NVJ i Py v o
J 5 e * s o * 7
This polychord type can also be seen as a “dominant 7th sus (11), b9, b13":
b13
B7179 t (no Sth, E Harmonic Minor V
A no 7th) A
v O 7.
| famY O  HeYy [ {an) i
\\S5) 8 o) N3V u'_E“F*'—'
o O v J ¥ * ¢
Some of these scales we have just seen may seem strange to the ear. Just
remember: “Rome wasn't built in a day.” What we “hear” is a result of what we
have “heard,” so let’'s keep our ears open!
MAJOR AUGMENTED TRIADS AS
“UPPER STRUCTURE"
SLASH CHORDS
MAJOR AUGMENTED TRIAD WITH THE
b2ND (L,9TH) IN THE BASS
Caug/Db Db-A Db Melodic Minor Db Harmonic Minor F Harmonic Minor VI
A fo A
7 J T¢ T 7 | | y N | | 1
y © 1 7 o - I r_._l_._lv_l‘b‘l
[ £anY ) [.3¥ ) | | 4
A\NVJ [ ] ]
e VO i D 4
Ab Harmonic Major IV Db Hexatonic
0
y .4 ! i )
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Slash Chords

MAJOR AUGMENTED TRIAD WITH THE 2ND

(9™) IN THE BASS
1
CaugD = Do (no 3rd, D Mixolydian 411
A O o no 5th) A
1 (8] 7
y .4 (o] O y .4 " o [
1rs RS & B fan K o
) 1K ) A\SV ‘_,_FI—B"—‘
(o] o1 ) '
= De?9 D Locrian §2 A Harmonic Minor IV C Harmonic Major 1
A (no 3rd) "
Y 6] 1) Po— .
Z <3 y A ] ‘_._‘_E’_‘_l—o—' i j
[ fan po
€D O )
| s — , w ;
MAJOR AUGMENTED TRIAD WITH THE
b3RD (#9TH) IN THE BASS
Caug/D} = EA#S C Melodic Minor Il Ct Harmonic Minor Il

D
NS
=
g

Q,’.é;":>
==
¢
- 5=
e == o
vole)
&
=
=
E = =
|

E Harmonic Major VIi E Hexatonic

o)
i/
2,

1

4

b,

MAJOR AUGMENTED TRIAD WITH THE 3RD
IN THE BASS

Because of the symmetry of the major augmented triad, the third or the §5th
in the bass only represent inversions of the same triad. The same follows
for all other remaining bass notes:

Caug/ Caug/ Caug/

0H ﬁo # o o

7 b ) T b )

y S— — - (o] - be o) — o

\;)u Ip‘ > ) #' L
b2 4 6 B2 #1117 b7 o 5 k7
[ L - [

identical! identical! identical!
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Slash Chords

MINOR TRIADS AS “UPPER-
STRUCTURE” SLASH CHORDS

We have tried ali the possible bass notes under major triads — now let’s do
the same for minor triads.

MINOR TRIAD WITH THE h2ND (b9TH) IN THE
BASS
= 9811
D-/Eb EbA d (no 3rd, Eb Lydian Eb Lydian Augmented
A @ no 5th) A
¥ 8 8 m T . o
N fanY 1 © I (V&) T
SV |y s —O— %—O—F‘b'_. T— ,._‘___I_._-
7 =d T U
Although the most common use of this polychord is as a Lydian (or Lydian
augmented) sound, it does also have a use as an extended diminished
chord:
= 0%
EboA (no 3rd, Eb Diminished
A no éth) A
v 4 )4 v | n Py
s rotha) P51 v T ——
S pothe fEeess ==
MINOR TRIAD WITH THE 2ND (9TH) [N THE
BASS
- b9
bk = E-7 (no 3rd, E Phrygian E Locrian
A no 5th) A
y.. 8 8——— e ® ; Ld
[ fan Y O (8] O @3_’_.—’—. -_‘_r‘b'—!
N © = .
)
D Melodic Minor Il D Harmonic Minor Il
)
g 0 - | I -
As a “dominant 7t sus (11) b9” chord there are more possibilities:
11
Y ad
(no 5th) A Harmonic Minor V A Harmonic Major V
o) Py N
A O— — ® — # -
(e o (9 [ fan — '_B_‘_l_‘_ﬁ'l
d - LI - T
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Slash Chords

MINOR TRIAD WITH THE b3RP IN THE BASS

Because this triad is a “first inversion” triad, we could theoretically use any
scale that fits to a D minor triad. Again, the musical context will usually
determine which scale is correct, but here are a few to try:

D-/F = F6 F lonian (major) F Lydian F Mixolydian
(no 5th)
A fa} |
I o o 7 T T
. . hd (] M ._._E'_-_'J
CO—O ¢
)
F Lydian Augmented D Harmonic Minor Ill A Harmonic Minor Vi
[a)
e e e e
'y i
A Harmonic Major VI C Melodic Minor V D Hexatonic lll
A |
Mw ¢ -_‘_!——o—r‘_[u bel®®
MINOR TRIAD WITH THE §3R0 IN THE BASS
D-/Gh = GhAb13 Gb Harmonic Minor Gb Hexatonic
2 : § —8 2 —H ! i‘;e 7 — I ' —2
&5e b e ra e " he—a—veH%
'y, [y
= Gbhob13 Gb Diminished
[ o h
17 8 Y
s =0 {7 #
A\ P i
'Y
= D7a9 D Dominant Diminished
(no 7th)
[ o [a)
i/ © " :
y . } o) m
s N8 ) ‘ s T
A\, 1¢3 €
Py To "
MINOR TRIAD WITH THE 4™ IN THE BASS
b6 = GY (o 3rd) G Mixolydian G Mixolydian 11 C Melodic Minor
fa fa o ® -
e - u w -
s [§) [9) M P !_“H’r_‘_- —a %
A\NY, 8 3 ® ®
o~ s (O) D)
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Slash Chords

MINOR TRIAD WITH THE b5™ (§117H) IN THE

BASS
= (o]
D—/Ab AYb9 (no b3rd) A Harmonic Minor VI A Harmonic Major VIl
fa) 0
v © I A
&) 8 ai 3 &) .o * " ———
s be (O) d#;.v' ﬁ;zvﬂ‘
1 #13
— 9411
AY7 (no 3rd, Ab Dominant Diminished
A no 7th) A
A . 7. ]
D ii (I;; © ) L&) Ib. r be
D e © v ls he * ¢
MINOR TRIAD WITH THE 5™ IN THE BASS
This is another inverted triad, so we can use any scale that contains a D
minor triad.
D-/A
) o
A o
© o
MINOR TRIAD WITH THE bé™ IN THE BASS
Here we can use any scale that fits a “BbA” chord (see "Major Triad With
The 3 In The Bass”).
D-/Bb = BbA
H
o ©
L&) —8 .
bo b8
MINOR TRIAD WITH THE 6™ IN THE BASS
D-/8 - Bo B Locrian B Locrian §2
) )
)7 © \J
~— (s i
SU—0O A\SV ’__._1—‘—. " '_.__l—'—:
¢ o : J 5 o s fe

18
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Slash Chords

MINOR TRIAD WITH THE b7™ IN THE BASS

This is an inversion of D-7. Therefore, our scale possibilities are any scale
that contains a minor 7th chord (see “Major Triad With The 6t In The Bass”).

D-/C = D-7
h
7 J ey
‘ -y
[ £anY )
A\SVJ [® )
Py © >

MINOR TRIAD WITH THE §7™ IN THE BASS

= A
D-/C4 D- D Melodic Minor D Harmonic Minor D Hexatonic
s h
 — : A+ ! Cod =
[ £an [®] m [ fanY ¥ P&
J fo s w ——— fe ——
(no 7th) Ct Altered A Harmonic Major Il
5 _ f
s 9] te—) (=~ 1 # il
S e A\SV ST P l—‘—- .. P .—%0-" —*
D fo Y fe te
DIMINISHED TRIADS AS “UPPER
STRUCTURE” SLASH CHORDS
DIMINISHED TRIAD WITH THE b2ND (,9TH)
IN THE BASS
We might be wondering about the musical value of chords like this!
H
D/Eb Eboa?
Eb Diminished
) bﬁ bﬁ L)
1’ J 5 p24 v J ¢ S
y . bt ~ PRI § ) -
G5o o8| G, e e e
11
=  ghA?
ﬁ\r:)o;:;, Eb Harmonic Minor
9 g T 17 " T I Py
& g ¢ ] *
A\NVJ O T VR
M) ©
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Slash Chords

Here's one example of their usage:

DO/Eb FO/Eb  Eb-9

PRI S

i £an YW WA
ANV ];,‘

N
T

O
A4

DIMINISHED TRIAD WITH THE 2ND (9TH) IN

THE BASS
poE = 779 R A Harmonic Minor V. i
l, (no 5th) E Dominant Diminished armonic Minor A Harmonic Major V
g § 8 2 oo ° #
6, g0 o efeir ot o we® =T
d - LU = 4 L - LLS - LA
DIMINISHED TRIAD WITH THE b3RP IN THE
BASS
This is, as we know, identical to a first inversion triad.
DIMINISHED TRIAD WITH THE 4™ IN THE
BASS
o = b9
; /G T: (no 5th) G Dominant Diminished C Harmonic Minor V C Harmonic Major V
6o o3 W = o == i
®
or 11
b9
T;7 G Phrygian
f g f " T | o
y 2o wb‘__r—‘_u
\\SV ©
)

120

DIMINISHED TRIAD WITH THE b5™ IN THE
BASS

Another “clear case”: a second inversion triad.



Slash Chords

DIMINISHED TRIAD WITH THE 5™ IN THE

BASS
b13
o _ 1
DY/A AA A Harmonic Major b2 A Harmonic Major
[a ‘& o '& o [
17 s 1o ; ‘ #] P — ® ﬂ
— © ©
I /an Y Ty (8] !
U 1
0 'y
b13
A—A] 1
A Harmonic Minor
A o A
v 1S 1/
—f ©
Y fan O
A8V
D)
b13
AOA] 1
A Diminished
A # 0 n |
7 o 7
y .4 © "
| fanY [ § ]
A\NVJ
Y By
DO/Bb = Bb7
[a
A © i
I fan ¥ 919 )
SV, (o) ;
Y o b

This is really no big deal, but let’s just file this knowledge away for the sake of itl.

DIMINISHED TRIAD WITH THE 6™ IN THE

BASS
DO/B = BO7
n
an) Pre) b
. \NV [ ® ]
o L83

See chapters 2, 3, and 4 for a discussion of diminished 7t chords.
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Slash Chords

DIMINISHED TRIAD WITH THE b7™ IN THE

BASS
o -
Do/C - F-6 F Melodic Minor V C Harmonic Minor
h o [a)
77— RPN v " I ;
y A I 0 o y { Py i Py
[ fan WX O] 17X 8 ) [ fanY '_'__1—‘_12. Ve M @
\\SY < A\SY
© & L 4
C Aeoclian C Harmonic Major
fa
7 . T .
Z { Lo 1
{7s T P& -1 S—a—
N
;S E g L L g
0ol
co9 C Diminished
fa o fa)
i/ b3 4 1/
Z O y .4 I { p
s DO, [ fam I ®
A\SV A\NV
o ¢ o
DIMINISHED TRIAD WITH THE #7'"" IN THE
BASS
Dot = ci7"? Ct Dominant Diminished 4 H ic Minor V F# H ic Major V
(no 7th) ominant Diminishe armonic Minor armonic Major
A - A
i/ Q o 7
y .4 © O o >y . Py P —
S DO 909 O ® pr—1 ® P—"Y b
ANV L &) A\NV. ’ " ¢ ! .
PY) ﬁ © # © Fo ﬁo Fo
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Slash Chords

COMBINATION EXERCISES

Combining several slash chords can produce interesting results:

GIC  (=ca%) pic (=ce?¥ FIC  (=Césus) EC (= cald)
[} 4o 8 ta
4 3 18 o "8
A0S 2% [§)] e
\SY .
¢ © © © ©
F/D (=D-7) EWD ( =D-Phrygian ) Db/D ( =D-Ab5) BhD( = D-745) cp (=D-9'
A 9 | Q o
17 ] ~¥ I 12€» 24 | PN (@]
6o o o 3 8
A\NYJ 1 [ O] ~F
d O O l:|0 O O
13
FIG (=G9'h Dhic  (=G7"9H1T G (=c7489713) EG (=67"9)
fa) | |
17 J N l‘-,\c [ 74 [®)
<8 Dy P e
7 <€) [ § ) ~¥ ﬂ"’
') - — —_— —
o o o qu
G/C F/C E/C Db/C
A O o Lo
g Py ~ [§] l-l,\5
s—© 8 e o
SV, 7o
¢ © =Y Py
13
GIC (=cCA%) FY/A (=A7"%) FID (=D-7) DhiG ( =774 ) GIC  (=CA?)
N H# | 174 O
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Slash Chords

Here are some examples of slash chord usage on a standard chord pro-
gression. The original progression is notated underneath the system, the
slash chords are written above. Try some variations starting from different
positions on the guitar!
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Slash Chords

Here’s one of my own tunes for you to have more fun with slash chords.
Again, the “scale-chords” behind the slash chords are written underneath.
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Slash Chords

times.

A lot of Pat Metheny’s tunes use slash chord harmony. Here's one for you
to try. Note how the eight-bar melody is totally redefined harmonically three
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Slash Chords
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Slash Chords

More Metheny — in a similar vein!
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Slash Chords
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Appendix

APPENDIX

The two tunes that conclude this book feature a lot of the chordal concepts
we have discussed as they appear in “real life.” They are just here for you

~ to enjoy and to get a feel for the sounds introduced in the previous chapters
in a musical context.
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IN CLOSING

Now that we've reached the “end,” I've realized that there is still so much
which has not been covered in this book. Basically, | wanted to present an
analysis of how chords are structured on the guitar fingerboard. Their uses
are limited only by your imagination. Listen to all sorts of music to develop
your ideas, and when you learn a new chord shape, try to integrate it into
tunes you already know. Better stiil, try to compose a tune around the chor-
dal type you've been working on. That way, it will stick in your memory.

And most important; be patient!

The guitar is a versatile but difficult instrument that deserves your de-
dication.

Peter O'Mara
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