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Introduction

The guitar is a complete musical instrument capable of a full range of human expression. In some
players' hands, it can be a solo voice; in others, un orchestra: in still others, it can provide endearing and
sensitive accompaniment. The guitar can play rock, swing, funk, blues, or classical music.

This book studies and discusses in detail a single side of the guitar’s multifaceted
personality—rhythm guitar, as played m the strict “[our-beats-to-the-bar” style
associated with the big band cra ol American music. '

Before we begin, it is important to understand (hat even the term “rhythm guitar” cun be used to
deseribe a fairly wide range of musical accompaniments. The tight and funky sixteenth-note patterns on
a James Brown record, the sweet upbeat “chinks™ used n reggae, or the distorted erunch chords of heavy
metal are just a few modern-day examples of rhythm guitar. In blues, country, or folk music, rhythm gui-
tar is a primary source of accompaniment for a smgle voice or for groups of singers or instrumentalists.
The key word here is accompanimeni—in any style, the purpose or goal of rhythm guitar playing is to
provide musical support and strength, In each of these cases, the gutar 1s used in a simple, repetitive, and
supportive role.

Interestingly. the term “rhythm guntar™ actually originated in the jazz of the lale 1920s. It was during
that time period that the guitar started 1o gain popularity as a rhythm instrument, taking over from the
tenor banjo, However, rthvthm guitar really came into its own during the big band era of the 1930s. Tn
bunds led by Count Basie, Duke Ellington, Artie Shaw, Glenn Miller, and others, the four-to~the-bar style
became an important piece of musical foundation [or the entire ensemble.

“Big band” rhythm guitar as o1 was played from the early 1930s through the 19505 was based on two
simple but important principles:

1. Play simple three- or [vur-note chord voicings on each beat of the bar.
2. Swing as hard as possible.

While the basis lor good rhythm guitar plaving ts simplicity and precision, the exceution of these
principles in an actual playing situation is not easy. A certam amount of endurance must be developed
along with a good sense of time. And a team player’s attitude 15 a must.

This book is dedicated to providing you with the knowledge and endurance necessary to play 4/4
rhythm guitar, The book 15 divided into seven main sections:

Part 1: Overview—If you plan on playing some hig band charts soon that call for swing-style chythm
guitar, start here, 1 have atempted to break down thytlun guitar into its simplest and most basic parts. A
person could go through this section alone and have a fairly good understanding ol what is meant by the
term rhythm guitar, both stylistically and functionally,

Part 2: Fundamentals of Rhythm Guitar—To truly gain a deep understanding of 4/4 rhythm guitar, it
is important to have a firm grasp of basic musicianship. This section offers a detailed discussion of the
fundamental aspects of plaving rhythm  i.e., technique, equipment, musical roles in a group, etc,

Part 3: Chord Reference Library—This section goes into much greater detail studying chord voicings.
In all, we'll cover three different voicing tvpes: drop three, rhyvthm, and drop rwo

Part 4: Chord Inversion Exercises —Tn this section, we'll systematically apply the drop three voicings
to chords in all keys, becoming more larmliar with their component notes as well as with the full range
of the frethoard. This will prepare us for working with the rinthm voicings in the following sections of
the book.



Part 5: Patterns and Progressions—In this section (which uses rhyvthm voicings only) we'll look at con-
cepts of scale and key, and common chord patterns that can be derived from them. Learing these patterns
and progressions will not only help solidily our knowledpe ol individual chord shapes but also prepare us
for learning larger tunes. We'll also cever concepts of chord substitution.

Part 6: Practice Tunes—These exercises show common chord progressions in action.

Part 7: Reduction and Expansion—In this scetion, we'll revisit the ideas of chord reduction and exparn-
sion, reducing and expanding some sample tunes to further equip vou for reading and playing rhythm gui-
tar in the real world.

In addition (o the above sections, two appendices are included at the back of the boolk. For anyone who
might not be clear on some of the music theory related 1deas and terms presented in this book, Appendix
[ contains some basic chord construction theory as well as a discussion of intervals and the fretboard. For
those curious about tie origin and evolution of rhythm guitar playing, Appendix Il offers a concise histo-
ry of the subject, along with a list of exemplary rhythm players and oulstanding recordings.

While this book 15 mainly concerned with thythm guitar, 1 would like o stress the umportance of study-
ing all or as many aspects of the guitar and of music as possible. There is no reason to impose limits on
vour playing or musicianship any more than there is to impose linuts on vour view of the warld,

However, from time to time in your study ol the guitar, it will become necessary W lemporarily con-
centrate on one item, subject, or aspect of plaving to the exclusion of nthers. Practice and a little patience
should enable a guitarist using this book 1o cover rhythm guilar playing i a vancly of musical settings—
be it big band. duo, trio, etc. Furthermare, the exercises in this book encompass a twelve-fret range so that
a preater knowledge of the frethoard ean be achieved, Even if you do not plan to camn a living playing
rhythm guitar, by taking the time and effort. vou can benefit [rom its study and apply what you have
learned to broaden your guitar playing overall.

It is my sincere hope that through the study of this book, the student or wterested reader will not only
develop the necessary skills to play this style of the guitar, but will also come to fully appreciate the impor-
tance and tradition of rhythm guitar i jazz music,

Charlton Jlson

I'he chord diagrams in this book follow a standard format:

» The strings run vertically and the frets run horizontally. Numbers helow each
string represent lell hand lingers: [=index, 2=maddle, 3=ring, 4=pmkiec. Fecl
free to experiment with different fingerings.

« Strings with Xs ndicated above the fretboard arc not to be plaved and should be
muted by the left hand.
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Part 1;: Overview

WHAT IS FOUR-TO-THE-BAR RHYTHM GUITAR?

Four-to-the-bar rhythm guitar relies on simple three-note chord voicings as the main source of
accompaniment, These three-string chords are plaved most often on the low E, D, and G strings.
Oceasionally, lour-string chords are alse used; this adds either the A or B strings to the basic three-string
group. The high E string is never used. Likewise, open strings are not used.

Every chord uses the low E string, and as such, the guitarist has to be aware al all times of what chord
tone is being plaved on this string—i.e., root, third, fifth, etc. Don't expect to play only chord roots on
the low E string!

Rhythunically speaking, the chords are strummed four to the bar (in quarter notes) with a slight
cmphasis on beats 2 and—in other words, you should strum a little harder on these beuts. We don 't want
to sound mechanical and have heats |, 2, 3. and 4 all sound the same, like the ticking of a metronome.
The idea is to have good, solid time and, most importantly, lo swing,

Even though the chord voicings typically use three or four strings, they should be strummed so that
they sound like one big string. This means using downstrokes and strumming in a tight, cnisp manner.
The left hand controls the sustain of the chords; very little sustain 1s necessary because the guitar is func-
tioning more in a percussive sense, almost like a snare drum. There is just a little bit of silence between
strums, and this is accomplished by a controlled release of cach chord by the left hand.

TIME AND GROOVE

The effective rhythm guitarist has to be concerned aboul maintaining a consistent lempo or pulse. The
fact that 99 percent of the time the rhythm puitar part calls for quarter notes means that if the part is
played solidly and consistently, a good, enjoyable groove can be established. No one knows the value of
a quarter note better than a good rhythm guitarist. The spaces in berween the guarler notes are almost as
important as the quarter notes themsclves,

Generally speaking, simple and repetitive thythms can have an almost hvpnotic effect on the listen-
er. They can make listeners tap their feet or clap their hands n time (o the beat or groove. This is what
you want—rhythm guirar is not mystical or cerebral; it just “feels good.” On the other hand, if the rhythm
part is played disjointedly or without consistenicy, then the listener can’t tap his or her foot and conse-
quently will not feel any involvement with the music. Think ol the difference between a long, pleasant,
soothing train ride that wouldnt upset you if it lasted longer than planned and one that malkes a stop every
minute or less and makes you irrtable—you can’t get wait to pet off of that second train!

Incidentally, please don’t think I am makug moral judgments about music or that 1 feel all music
should be played a certain way. This is nol at all how [ feel. Different criteria apply to different musics
and siluations. T am talking here about a particular style ol guitar playing, which serves a particular role
and function.




RHYTHM CHORDS AND THE EXTRACTION CONCEPT

Rhythm chords can be formed out of many basic four-note chord [vrns you alrcady know, The trick
simply to leave out the B string. Naturally, before you start removing notes from a chord, it’s a good
ea 1o know the full chord and what notes arc being lell out! In the chart below, observe the connection
stween cach rhythm chord and its [bur-note counterpart.
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Because rhyvthm chords can be created from four-note voicings, [ call this concept chord extraction.
[t is important Lo be aware of the four-nole voicing from which a rhythm chord is derived.

We will now take a look at what 1 consider Lo be the 23 most basic 4/4 rhythm guitar chords. These
voieings can cover perhaps 90 to 95 percent of the thythm guitar parts that you may be required to play.
Again, these voicings are not all there is to know about chords, but they are a good foundation upon
which to build, and with study they will help you learn other voicings easily, Larer sections of this hook
will use variations and inversions of these basic chords,

Please play all the voicings, and analyze them to the best of your ability. They are all shown with
roots of C, so yon will want to transpose them. Here 15 what you should do:

* Play cach chord in the position given, naming each note and its function, i.¢., voot, third, [ifth,
etc. The function of each note is indicuted un the second row of numbers (e.g. 1, 5. #3) below
the fingerings,

« Move each chord up the lretboard one [ret at a time (chromatically), and again, name each note
and its function,

« Pay particular attention (o the note in cach voicing thal falls on the low E siring. Notice its rela-
tionship to the rest of the chord—is it the root, third. filth, or seventh? (Later sections of this
book will make reference to specific voicings by relerring to the chord tone on the low E string. )

» Each chord diagram in this scetion has the omitted B-string note indicated with a circle (0), for
reference purposes. Become familiar with each four-note chord first. then play the three-note
rhythm chord. Once you have studied the four-note chord, do mor play this note.



23 BASIC AND ESSENTIAL RHYTHM CHORDS
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«— With diminished chords, any note can be the

rool,

C+7 o 8fr «— Similarly, with augmented triads, any note can
| & be the root. However, the augmented
dominant seventh has only one possible roat.
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+«— This fingering generates two chords a tritone

away from each other—Ff is a tritone (three
whole steps) away from C, and vice versa.

Now let’s apply these essential voicings to some tunes. For the following exervises, please keep a few

points in mind:

« Emphasize beats 2 and 4 while keeping a steady lempo.
+ There should be just a wee bit of space or silence between strums. In other words, a chord
should not still be ringing when the next strum is mude, This is controlled by the left hand.
= Again, become familiar with each four-note chord before moving on to the rhythm chord.




Simple Blues in F
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Yes, those are full four-note chords in the last bar!
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Tune in G
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READING CHARTS AND CHORD REDUCTION

Most of the written or pnnted guitar parts you encounter will have chords with extended harmonies,
L.e.. 139 chords, #11 chords, maj9 chords, ete. This is particularly true of published big band arrange-
ments.

However, contrary to popular belief, simply playing the chords as wnitten on the chart will not yield
the desired results. If the style i1s intended to be old-fashioned 4/4 rhythm guitar ¢ la Freddie Green,
Bucky Pizzarelli, vic., then what the guitanst must do is reduce each chord to its fundamental triad, sixth
chord, or seventh chord. | call this cherd reduction because it involves selectively playing only three or
four notes of a written chord that might actually contain five or six notes,

For example, the notes in a Cmajl3 chord from the bottom to top are C—E-G-B-D-A. If this chord
were written on a chord chart. the chythm guianst could play C, Cma;7, or C6. Playing anything more

would be unnecessary. -
| If you see | Play either | “
this chord: this chord: |  Or this chord: | Or this chord:
| .Y | |
| Fmaf F Fimai7
F6/9 |t S E—
[ Gmnn  Gm | G
B Ambs b ] &m'}'wb_‘_ ' AmTne 5th) | - f
' | Bh13¢11 | Bh - B T - |
| De7b9 D7fno bty D47 _Ds i
a2 R R s R
‘_L‘?sﬁ#ﬂ_ B Clina Sl | €755 ____1 ]
L Cke 1 c A 2%

The reason for the seeming discrepancy between what is written and what is played is that arrangers
write chord changes indicative of the overall harmony played by o/f the instruments in the arrangement.
For example, if you see the chord Fmajl3¥11 written on a chart, you can be sure that some of the other
instriments in the orchestra are playing the notes in that chord, particularly the upper extensions—I, G,
B, and D (the seventh, minth, sharp cleventh, and thirteenth, respectively). Ironically, when you ses
Fmajl3*11 on the guitar part, it is natural to feel obligated o play Fmaj13#11, but if the chart asks for
rhythm guitar, playing the tull chord would be wrong! Instead of playing Fmajl3#11, you should play
Fmaj7 or Fé.

Remember, they don’t call this style “harmonic puitar”™ or “chordal guitar™—it is rhyehm guitar, first
and foremost. As a rhythm guitarist, it is more important to establish a solid rhythmic foundation or
groove than it is 1o contribute 1o the extended harmome attributes ol the song or chart, In other words,
leave the ninths, elevenths, thirteenths, ete. to other instruments while you concentrate on the groove of
the song. Rhythm guitar is only concerned about tads, sixth chords, and seventh chords.



Chord Reduction Exercise

The first twelve measures below are what you might see on a chart. The second twelve are what you
eht actually play; this is essentially the same chord progression but reduced. Make a measure-by-mea-
re comparison between both progressions,
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READING CHARTS AND CHORD EXPANSION

Sometimes, a given chart may have overly simple chord changes. It may have, for example, eight bars
ol C major with no sevenths, ninths, elevenths, etc. Believe me, eight bars of C major would be not only
boring to play but boring to listen to as well! In such a case, it may be necessary to expand the harmony
by adding sixths or sevenths. This is called chord expansion and requires a good amount of taste and
experience. An understanding of music theory helps too.

Chord Expansion Exercise

Again, the first twelve measures below are what you might see on a chart, while the second twelve
are what you might actually play, In this case, the chord changes in the first progression are overly sim-
ple and a bil boring; Lhe second progression expands on these chord changes without changing the over-
all character of the original progression. Make a measure-by-measure comparison between both pro-

gressions.
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MORE ABOUT CHORD REDUCTION AND EXPANSION

With most big band arrangements that call for rhythm guitar, it is up to the guitarist to look at the
chart and, by using his or her knowledge and experience, actually create the part. If the guitarist were to
play the chart exactly as written—with chords like minths, elevenths, thirteenths, etc—this would nor
generate the sound of raditional 4/4 rhythm guitar. Rhythm guitar is only concerned abowt triads, sixth
chords, and seventh chords.

The thythm guitarist has to know chord construction and exercise good musical taste and judgment.
This is where the concepts of chord reduction and expansion come into play. With actual writlen or print-
ed chord charts for big band music, the guitanst typically has to make expansions and reductions
throughout a single chart. With a litlle practice and experience, you will learn to reduce and expand chord
progressions on sight with little effort; it isn’t difficult, and there is room for variation and creativity.

A related skill that any rhythm goitarist needs to have under his or her belt is the ability to invert the
chord voicings being used. Inverting means 1o rearrange or reorder the notes in a given chord. The notes
in a C major triad, for example, can be arranged C—E-G, E-G-C, or G C-E. We could go even further
and shilt these individual notes up or down an octave to muake the chords sound bigger and fuller.

Inverting chords allows a guitarist to connect the voicings and effect a smooth transition from one
chord to the next. Remember, there is more to rhythm guitar than simply memorizing a bunch of chord
shapes on the [retboard. A good rhythm guitanst knows the function ol cach note in each voicing, ic.,
root, third, fifth, etc.
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Part 2: Fundamentals
of Rhythm Guitar

The key to good musicianship is the mastery of fundamentals. These [undamentals can be grouped
inlo two general areas: guitar and music, While these arcas can’t be separated totally, it is a good idea
evaluate voursell periodically and concentrate on the areas that need the most improvement.

With rhythm guitar, it is especially important to understand the musical role being played. There is a
“big picture™ that includes the musicians you are playing with and the audience that is listening (hope-
fully). Just as an actor must understand the character that he or she 15 playing, a rhythm guitarist must
understand the meaning of rhythm guitar.

THE ROLE OF THE RHYTHM GUITAR IN A BIG BAND

A typical big band consists of three instrumental sections:

Brass—four trumpets, four trombones
Reeds—five saxophones with doubles
Rhythm section—piano, bass, drums, and guitar

Because of the size of the ensemble and the harmonic/melodic structure of the musical arrangements,
the guitar is not generally required or even nceded to function in a harmonic or melodie capacity, What
the ensemble really needs is an anchor or support [or the entire ensemble to float around. With all the
musical activity of sixteen other musicians playing at the same time, the feeling of time or groove can
drift. This is where the rhythm guitar comes in. By limiting the guitar's role to simple chords played on
the downbeats, the groove and time of the entire ensemble can “lock in." The effectiveness of the the
rhvthm guitar lies in its simplicity. Every other instrument is busy—the homns altermate between melody
lines, sustaing, and rests while the drums are keeping lime, playing and setting up figures with the brass
and reeds, while the bass may be either reading or improvising a walking bass linc and the piano comps
sparscly around what the homns are playing, ¢tc, Through all this activity, the constant pulse ol the rhythm
guitar becomes the musical cement that holds everything together.

Of course, the role of the entire rhythm section is to supply the foundation for the band, but it is the
singular simplicity of the 4/4 rhythm guitar part that increases the odds of the entire ensemble playing
steadily, consistently, and hopefully swingingly. It is far more likely that, given the same tempo, one per-
son playing quarter notes will groove and be more consistent than another person playing broken and var-
ied rhythms.

It is important to remember that big band music began as dance music, and, as such, its eflectiveness
depends on groove and tempo. The 4/4 rhythm guitar part must not be too loud or too soft, or it will lose
its effectiveness. The musicians you are playing with must also be appreciative and sympathetic to the
role of the 4/4 rhythm guitar stvle, In fact, the rhythm guitarist’s relationship with the bass, drums, and
piano is critical. As a section, you should discuss and make decisions about the music to ensure that you
are all working together rather than against each other. Let’s bricfly discuss how 4/4 rhythm guitar inter-
acts with the other instruments in the rhythm section,

The Drums

For big-band, swing-cra style playing, drummers typically play quarter notes on the bass drum and
hi-hat eymbals on the second and fourth beats (2 and 4) of each measure. This is something the 4/4
rhythm guitarist listens for because quarter notes account for 98 percent of what he or she plays. To “lock
in” with the drummer, try to match or blend vour guarter-note chords with the bass drum. Also, slightly
emphasize beats 2 and 4 (along with the hi-hat) by striking the strings a little harder on these beats. Again,
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The Bass

The bass player's primary job is to play walking lines through the chord changes of the song. Again,
quarter notes are the basis of these lines, It is your job as the rhythm guitarist to place your quarter notes
in sync with the bass player’s lines in order to sound like a single, larger instrument. This cannot happen
if you are out of syne with each other. Being able to hear each other is crucial.

Alsa listen to how long the bass player plays his or her quarter notes. Some players play short thump-
ing quarter notes with a lot of attack, while others play longer notes with little space between the notes.
As you play together, experiment with your own note lengths, and try to match the bass plaver’s notes or
find a happy medium that works. For instance, il your bassist prefers ]nn%nnmﬂ. you might not want to
hold your chords as long. Depending on the tempo of the song, i’ vou hold cach chord too long, the
emphasis hecomes more harmonic and less rhythmic—as a rhythm guitarist, you must strive to provide
a strong rhythmic base.

The Piano

The most important thing (o be aware ol when playing rhythm guitar with a piano plaver is where his
or her chord voicings fall both rhythmically and pitch- or register-wise. The piano has a great range, and

the player should strive (o use this range tastefully and effectively, The piano player has to be aware ol

what you are playing, which usually means playing less than what he or she might play without a rhythm
uitarisl,

It is generally better if the piano voices chords in a higher register than the rhythm guitar, so that the
result is like adding a layer to a cake. If the piano plays in the same register as the rhythm guitar, the
chords will be muddy and unnccessarily heavy. The piano player should also play his or her chords
sparsely so that the overall effect will be to help the music breathe and hopefully swing harder.

Keeping the Rhythm Section Together

At times, you may notice you arc out of sync with the other members of the section. Being out of

sync means that someone is either dragging or rushing in relation (o the given tempo. Whenever this
oceurs, it's a good idea to discuss and analyze in detail what is happening in the song. For example, does
the music rush or drag only when the drummer has a ligure to play with the horns? Are you dragging
because you can’t finger the chords fast enough? (Do your homework—practice!) Can each member of
the section hear what the others are playing? Il you cannot hear each other, playing together will be dil-
ficult if not impossible.

Eye contact among section members is also important. This is where setup comes in. Sefup means the
physical location of each section member in relation (v the others. Generally speaking, it is desirable for
everyone to be as close to cach other as possihle. This will require some experimentation because your
playing situation will vary from place to place. Try (o be consistent with your setups; don’t set up dif-
ferently cach time you play or rehearse. Always use your eves and ears, and make sure that you can tell
what everyone is doing.

Whenever you want to seriously analyze what is happening with the music that you are playing,
record your rhythm section, and listen critically to yourself and the other players. Get some feedback on
what you are playing, and make it your goal to have the best rhylhm section possible.
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TYPES OF GUITARS AND THEIR SETUP

Belore we go any firther into the musical role of the rhythm guiturist, let’s look at the instrumental
paletie available, 1.¢., guitars and their vanous characleristics. It is very important to have a concept of
how vour guitar should sound; in order o get that sound, the guitar itsell must be set up properly.

Acoustic Guitars

Although almost any guitar can be used as a thythm instrument, steel-string acoustic guitars are the
best, and the noncutaway, f-hole or archtop guitar is the most suirable mamly because this 15 the instru-
ment that was first used lor rhythm guitar, and consequently 11 has the sound most associated with the
style. Flat-top or dreadnought guitars are less desirable because their sound s diflerent, The f-hole has
a dilferent frequency emphasis and decay than a roundhole acoustic guitar, and f-hole guitars are Lypi-
cally louder (acoustically speaking) than roundhole guitars,

Electric Guitars

An electric guitar can be an cffective rhythm instrument if it i3 set up and used properly, The most
desirable electric guitars would again be archtop hollowbodies for basically the same reasons as their
purely acoustic counterparts. Because these guitars are both aconstic and clectric, they can be used con-
veniently for both soloing and thythm-—provided of course thal the guitarist has a strong conceplion of
each role.

Choosing a Guitar

Along with reputable music dealers in your aréa, there are pawn shops, garage sales, classified ads,
etc. that can sometimes surprise you with good deals on used instruments. However, when choosing a
guitar, keep in mind that simply because a guitar is old or vintage doesn’t mean that it is desivable or even
worth the selling price, Ask yourself questions like, *What kind of shape is the neck/body/bridge/tail-
picee in?" Above all, play the guitar on at least two different occasions il possible. Get a second opinion
from a knowledgeable guitanst. This goes for any guitar thut you are considering for purchase.

Setting Up the Instrument

To get the best possible acoustic rhythm sound from your mstrument, consider these rwo factors:
Strings—If possible. your strings should be gauged either of the lollowing two ways:

E/012 B/.016 G/.022 D032 A/042 E/.052
E/013 BLOIT7 G026 1Y 036 A/ 046 E/.056

The heavier the string pauges drg, the more sound your mstrument will produce; bigger
strings canse the guitar body to move more air. The strings should also be roundwound as
opposed to flatwound, halfwound, ete. Roundwound strings huve a brighter sound, which
gives them more volume and cutting power, For sinng alloy choices, | recommend sets
that ate cither phosphor bronze, 85/15 bronze, or 80/20 bronze, depending on your par-
ticular guitar,

Action—The term action refers to the distance between the strings and the fretboard. The

higher the action is, the more volume you can get from the instrument—within reasonable

limits, Freddie Green, Count Basie's longtime guitarist had the highest action of any gui-

tarist that | know ol. You could actually put your [inger between the strings and the fret- 1¢
board!



Unless you have had the training or experience, setups should only be done by a qualified repairman,
There are practical limits on the amount of action adjustment (raising or lowering the strings) that can be
done on a given guitar. Changing the action can alfect (he intonation and may require adjusting the pick-
ups and bridge on an electric guitar, Changing to a heavier guage string might also n:qurre a truss rod
adjustment, to compensate for the increased tension on the neck.

THE USE OF AMPLIFICATION
How Much?

Ideally, you should use as lirtle amplification us possible because this style of guitar playing was orig-
inally done before amplification even existed. However, musical situatjons today usually require some
form of amplification, for one or more of the following reasons:

» Some or all of the other instruments in your ensemble may be amplified.

» A small monitor or amplifier will allow you Lo hear yourself better, especially if you are sitting
in close proximity o the drums or other loud instruments.

» The guitar you are using may not have cnough acouslic volume or cufting power on its
own,

Types of Transducers

Today, there are three basic ways to convert the sound ol'a guitar into an electrical signal for ampli-
fication:

Magnetic pickups—These arc probably the most commeon piclups on the market. They
work by sensing the motion of a vibrating meral string within a magnetic field. Magnetic
- pickups can be further grouped into two categories: single coil or double ¢oil (or “hum-
bucker"). Characterized by a warm, full sound, magnetic pickups have become standard
issue on today’s solidbody guitars (i.e., Gibson Les Pauls, Fender Stratocasters, etc.) as
well as on most archtop hollowbody guitars.

Piezoelectric pickups—These arc considered by many guitarists to be the most
“acoustic” or nalural-sounding pickups. They use tiny (piezoelectric) crystals that sense
vibrations of the guitar’s bridge or body and converl the vibrational energy into an elec-
tric signal. These pickups are often standard equipment on many flat-lop acoustic guitars
manufactured today. In order to accurarely reproduce the sound generated by the pickups,
a high-fidelity (tweeter and wooler) speaker system is required because a conventional
(single wooler) guitar amplifier does not have a wide enough frequency response.

Microphones—A good quality condenser microphone in the form ol a clip-on or stand-
alone placed in proximity to the soundhole (or f-hole) is the best way to capture the nat-
ural sound of a guitar. Proper microphone placement is important, and although feedback
can be a problem, a little experimentation, paticnce, and common sense will generally
yield good results. Like the piczo, a high fidelity speaker system is required. There are
several companies that make tiny clip-on condenser microphones [or musical instruments.
These can work quite well when playing live gigs.

Mauny guitarists today use a combination of the above technologies in an attempt to utilize the advan-
tages of each. Also, expect o see new technologies in the future.



Amplifiers for Acoustic Guitars

Electric guitar amplifiers generally do not work well with acoustic guitars, Better results can be got-
ten from specially designed acoustic guitar amplifiers, keyboard amplifiers, and sound systems because
they are typically designed with a greater frequency range in mind. Specifically, to caprure the sound of
an acoustic guitar, a greater high-frequency response is called for than what conventional electric guitar
amplifiers can provide.

The ideal system should have standurd microphone XLR input jacks as well as regular guitar input
jacks. This way, a puitarist can use both a pickup and a microphone on his or her instrument and control,
equalize, and blend the sound of each. Buili-in equalization offers a preat deal of tonal flexibilily and can
be set to reduce feedback 1o a minimum.

The most significant difference between ¢lectric guitar amps and acoustic guitar amps is the speaker
conliguration. As stated above, acouslic guitars require speakers with a greater high-frequency response
than what electric puitars need. To achieve tus greater frequency response, most acoustic guitar ampli-
fiers use small diameter, high-output speakers. and some systems even use tweeters. These amps are
essentially PA (public address) systems disguiscd as guitar combo amps.

RHYTHM GUITAR TECHNIQUE

The vast majority of playing problems can be traced back o inadequacies in basic and fundamental
techniques such as posture, fingerings, picking and strumming, etc. A serious musician must constantly
evaluate his or her performances in these terms. By construetively working on any problem areas, a musi-
cian can not only improve and even master those problem areas, but can also gain valuable insight into
his or her strengths.

The Right Hand

The right hand controls the volume, tone, dynamics, and attack of the instrument’s sound.

Volume—Volume has (o0 do not only with how loud or soft the guitar is played but also
with how consistently the strings arc attacked. The right-hand strum motion must be con-
sistent and efficient. The goul here is to be able to strum the strings of a fingered chord so
that they sound like one string. Tn order to avoid wasted arm motion, strum primarily from
the wrnisl.

Tone—DilTerences in tone can be achicved by selectively striking the strings at various
distances from the bridge. The closer to the bridge a guitar is strummed, the brighter and
thinner the tone. Conversely, the farther away from the bridge (or closer to the fretboard)
a guilar is strummed, the darker and fuller the tone. A good spot lor playing rhythin on
many guitars is the point where the frethoard ends and the body of the guitar begins.

Dynamics—Music should be thought of as a living entity, and, as such, it has to display
a wide range ol emotions. This can be accomplished through the effective use of dynam-
ics. By listening to the musicians that you are playing with and learning where the music
naturally rises and falls, (he music will begin to come 1o life.

The Pick —The importance of your choice of picks should not be underestimated.
Generally, a pick that is LOmm or thicker will provide the most control and vet have
cnough weight to get the most sound out of the guitar, Thinner picks tend to have a
“clicky™ sound undesirable for this style of guitar playing.



The left hand controls what chord voicings are played by both fingering the desired notes of a chord
and simultaneously muting the unuscd strings. The majority of rhythm voicings use three or [our notes,
and it is very important nol to have the unused strings nnging,

The left hand also controls how long the notes in a chord will ring. This, in combination with the
right-hand strums, allows (he guitarist to articulate the chords. In other words, the groove can be adjust-
ed by mixing long notes with short notes in cach 4/4 measure.

The basic articulation for a single measure of 4/4 rhythm is as follows: beat 1-long, beat 2-short and
slightly accented, beat 3-long, beat 4 -short and slightly accented. If this is done consistently, a certain
groove or “feel” can be established.
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Please remember that this is a very subtle ¢fTect—not nearly as dramatic as it might look on paper. 1
have used staccato markings on beats 2 and 4, but in actualily the chords are not played as short as a nor-
mal staccato note. Likewise, beats | and 3 arc played just a little bit longer than 2 and 4. Beats 2 & 4 are
accented slightly.

While we're on Lhe subject, there are two other basic articulation patterns common to 4/4 rhythm gui-
tar. In the first below, constant staccalo markings are used to indicate that each chord is played as short
as possible. Think snar¢ drum!
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A tight and rigid leeling is desired here. This type of thythm articulation dates back to the marches ol the
late nineteenth century (John Phillip Sousa, et. al.). The shortness of the notes is controlled totally by the
left hand releasing cach chord after it is strummed.

The last articulation is most often used when plaving ballads. The lell hand must release cach chord
s0 that it does not cover up or ring into the space (quarter rest) between each chord:
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Again, as with the right hand, efficiency and economy of motion are required for good left hand tech-
nigue, The left hand fingers must work logether as a team or unit, and each finger must carry its weight
in the task of proper fingering, Strive for the following in pursuit of good fingering:

» [dentify your weakest linger(s), and develop exercises for strength and endurance.

* Always observe and monitor vour hand motion while moving from chord to chord, and
minimize any motion not needed.

* When any particular chord is played that does not utilize all four fingers, make sure the unused
fingers hover closely above the strings and do not extend themselves a great distance, The
unused fingers must remain in readiness at all times, and the smaller the distance they have to
rravel, the quicker and more accurate they become. Use the tips of the [ingers unless a single
[inger has to play more than one string,

= The thumb plays a supportive role in fingering, and, as such, it must be centered in back of the
puitar neck so that all four fingers can benefit from its support.



PRACTICE: FOOD FOR THOUGHT
Get Serious

You already know that it will take practice to reach your full potential as a musician. Don't waste
time! Get serious! Of course, there will be times when you don’t feel like it. You will say that you don't
have time, and you will be discouraged. Just remember that if you quit, or if you take a lazy, haphazard
approach to playing music, you will never reach vour full potential.

Music Means Listening

One of the best habils a musician can develop is recording him or herscll, both during rehearsals and
performances. Record yourself when practicing alone or with others. Record yousell in as many situa-
tions as possible, Think about it—the only way that you can hear yourself the way others hear you is with
a tape recorder. I'm not suggesting you rent studio time or invest in professional recording equipment. A
simple battery-powered casscile recorder will work just fine, How many hours have you spent listening
to your favorite recording artists? How [ammliar are you with the way your favorite gnitarists sound?
Well, now I am suggesting that you listen to yourself and get familiar with your own sound, from the per-
spective of tape recording. Do it at least enough so that you don’t feel self-conscious with the tape rolling,
This will also help you develop the habit of applying yourself and always making your best effort. Don't
try to pick and choose when you will fry to play your best—always try to play to the best of vour abili-
ty at that particular moment!

After recording yoursell, be sure to listen to the tape. Be honest and critical. Ask yourself questions
like the following:

= What would have made me play this betrer?

* Whal are my weaknesses?

» Am | in tune?

* Do 1 sound comfortable with the material?

* Do | have a good sense of time?

* Do 1 have a good tone and sound?

» Am [ listening and being sensitive (o the other musicians”

* Is there emotion, fecling, or expression coming across on this recording?
» Am 1 making music?

Imagine recording and listening to voursell every day for six months, a year, or more. Believe me,
your playing would improve a lot!

The Metronome

The metronome is a useful practice tool, but there are a few things to think about if you are going to
use one. First of all, practice with the clicks on beats 2 and 4, instead of on |, 2, 3, and 4. This comes
closer to the way the music feels when plaving with other musicians, This means you'll actally be play-
ing at twice the tempo of your metronome setting. If, for instance, your metronome is set {or quarter notes
at 88 bpm, your actual playing lempo is 2 x 88 = 176 bpm. The metronome is clicking once every two
beats at 88 bpm and once every beat at 176 bpm. Tap vour foot on every beat if you want, but always
have the metronome on 2 and 4 only.

Secondly, use a variety of tempos. Don’t get into the habit of using the same tempo settings all the
time. Your goal should be to develop consistency at any tempo.

Practice Goals

It is extremely imporiant lo set goals when practicing. As a serious musician dedicated to improving
your musical skills, it becomes necessary o always challenge yvoursell by spending the most practice time
on the things that are most difTicult for you. If you can’t find anything that is diflicull for you to play,
you are in big trouble! There is always sometlung clse to learn. There is always room for improvement.
Be honest with yourself. Identify and work on vour weaknesses. Adopt a problem-solving attitude.



Part 3: Chord Reterence
Library

We arc now going to take a look at some peneral chord voicing concepts, which should shed some
light on the how and why of rhythm chord construction.

DROP AND RAISE CHORD VOICINGS

Let's take a look ul an E major triad and its inversions, These chords are in elosed position, mean-
ing that no other chord tone can be fit in between the chord tones.

Rool position First inversion Second inversion
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Closed position vorcimgs are OK, but they're not very pl"-:l{..tlf.ﬂl on the guitar. They're also not very
full-sounding. However, any closcd voicing can be opened up by using a system known as drop and raise
chord voicing. This works by [irst numbering the notes in a closed position chord, from top to bottom—
1,2, 3, 4, ete,.—then simply moving the desired voice down or up an octave. Applying this to the E major
triad and s inversions genersles the useful rhythm chords that we have already seen. The following are
all drop rwo voicings of an E major triad—the second note from the top of cach closed voicing has been
moved down [0 the bass:

Closed position

E major triads
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Fmaj7 chord
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Drop and raise voicings can also be formed by dropping or raising combinations of chord tones. For
instance, there can be drop 2 and 3, raisc 2 and 4, etc. However. because we are only concerned about

4/4 rhythm chords, drop twe and drop three voicings on the low E through high B strings will be the
only voicings we study. We won't be using raise voicings at all. | encourage you to further explare the
concepls of drop and raise voicings on your own though and figure out other voicings for yoursell.



THE CHORD REFERENCE LIBRARY

The following Chord Relerence Library is for your general information and reference. It contains all

the chord voicings required in the subsequent excrcises contained in this book, Each chord is illustrated
in the following way:
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These voicings arc grouped into chord familics as follows:

Major group mads, major seventh, and major sixth chords

Minor group—iriads, minor sixth, minor seventh, and minor 75 chords
Dominant group—dominanl scventh chords

Altered dominant group—augmented triads and dominant sevenths, dominant 725 chords
Diminished group—liminished seventh chords

Please play each of the voicings, and analyze and examine them thoroughly. They are all shown with
roots of C, so you will want to be able 1o transpose them to any root. Here is what you should do:

* Play each chord in the position given, naming each note and its function, 1.e., root, third,
fifth, ete.

» Pay particular attention to the lowest note in each chord, because the exercises that follow will
use this lowesl note as a reference.,

* Move each chord up the fretboard one frer at a time (chromatically), and repeat the process.

E



Reference Chords—Major Group
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Reference Chords—Minor Group
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Cm7-5
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Notice there is a relationship between the major sixth chord and the minor seventh chord. In ‘
fact, they use the same notes! For example, A minor is the relative minor of C major. Therefore, |

C6 und Am7 use the same notes, s @
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Likewise, the minor sixth chord is related to the minor 755. Cmb and Am725 use the same
notes. ® K
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What this all meuns is that the same fingerings can be used for both sixth chords and minor
seventh chords. This is also true for minor sixth chords and minor 723 chords. Practically
speaking, this reduces the total number of fingerings you must memorize.




Reference Chords—Dominant Group
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Reference Chords—Altered Dominant Group

Technically, C+ is a triad and not a dominant seventh chord, but it is a useful and versatile substitu-

tion for C47.
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C+7 (cont’d)
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Technically, Cb3 is a tnad and nol a dominant seventh chord, bul it can be a substitution for C7» 5
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Reference Chords—Diminished Group

With diminished seventh chords, the symmetrical nature of the intervals (all minor thirds) means thal
any note in the chord can be considered the root, So, in actuality, any note can be any chord lone!

Relow, we are only looking at four fingerings total, but all [our fingerings apply to four differen
roots, for a total of sixteen possible chords.
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WHICH VOICINGS SHOULD | USE?

['m glad you brought this up! As you refer to the chords in the Chord Relerence Library, it can be
seen that we are basically studying three chord voicing types:

Drop Three

These typically employ strings 2-4 and 6 only (B, G, D, and low E). The inversion exercises in Part
4 use drop three voicings for seventh chords—the purpose of the exercises is 10 prepare you for the
rhythm voicings.

Rhythm

These can typically be derived from the drop three voicings by leaving out the B string, which is the
highest note, The patterns and progressions, practice tunes, and reduction/expansion exercises in Parts
5-7 all use rhythm voicings only. These arc the most practical for 4/4 rhythm guitar.

Drop Two

These typically employ strings 3-6 only (G, D, A, and E). The major and minor triads will always be
drop two in this book. After all, that's the only choice in the library for triads. However, as far as sev-
enth chords go, the drop twoe voicings are primarily for your own exploration. T recommend studying
them by taking them through the inversion cxcreises, but only after you've learned the drop three voic-
ings. Some of them are not appropriate for 4/4 rhythm while others can be used to fatten up some ol the
rivthim voicings. They will also increase your knowledge of the fretboard.

In the real world, vour ears, musical taste, and judgment will guide you in choosing voicings, Always
keep the following points in mind:

» Generally speaking, the size of the group or enscmble you are playing with should affect the
number of notes that you use in your voicings. A simple rule of thumb is this: More musi-
cians, fewer notes; fewer musicians, more notes.

Duo or trio—Use three- or four-note chords. Dropr two und drop three voicings are
good. Because of the small number of struments, the guitar has to take on more of
a harmonic role,

Big band—Three-note rhvthm voicings are all that you really need. Check out some
Count Basic Orchestra recordings with guitarist Freddic Green. With Freddie, some-
times you only hear one note of the chord—bul whal a note! By using primarily lhree-
note voicings, one left hand linger is always free, which allows a guitarist to play lit-
tle melodies. This can be heard on small group recordings with Freddie Green.

Symphony orchestra—DBelieve it or not, two-note voicings can sound great,

In all situations—A mixture of voicings offers the most flexibility, Don’t use only
one voicing lype throughout an entire song.

* Always think aboult the “next chord,” the one that will follow the current chord that you're play-
ing. Choose an inversion that seems like the most natural transition (musically and fingering-
wise) to the following chord.

* Try to listen and develop an awareness ol each note in each chord as it leads into the next note
of the next chord.

* Just because you use four notes in a given chord doesn’t mean that the next chord can’t have
three notes.



Part 4: Chord Inversion
Exercises

In this section, we will begin inverting tnads and drop three seventh chords. The drop three voicings
are a great aid in rhythm playing because they act as a reference [or the actual rhyvthm voicings, which
we will drill in subsequent chapters. The better you know these drop three voicings, the better you will
know the rhythm voicings.

HOW THE EXERCISES WORK

In the following exercises, you will sce chord symbols with numbers beneath them. The numbers 1,
3, 5, ete. refer to the chord tone at the bottom of the chord. This is how you will determine which voic-
ing/inversion is being asked for in the excreise, For example, if you see the symbol “B*maj7™ with a *1”
under it, this means you are to play the drop three voicing of BPmaj7 that has the root (BY) on the low E
siring.
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The numbers used throughout the exercises, and their corresponding chord tones, are shown in the
chart below:

| Fihlrn bor Chord Tone |
1 root |
3 thiired
b3 flatred thivd
b fifth
b5 flatted filth
5 rased fifth
6 sixth -
+7 flatted se'-;;.-:'lu:

o 7 sevierith

Remember that the articulation for each bar should be as follows: beat 1-long, beat 2—short and
slightly accented, beat 3-1ong, beat 4—short and slightly accented. This is subtle, but if it is done consis-
tently, a certain groove or “feel” can be established.



Beginning Exercises—Major Group

On the enclosed CD, Exercises 8-32 were recorded with an acoustic guitar and an acoustic piano, The
chord inversions were played on the guitar and the roots of the chords were played on the piano.
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Major Chords Short

s o o 086 050 @

ﬁ!?'—f—? 7 —F—F—+ 7 7 f—/——/—l_—/ﬂ;r—/—'

Ab D> Go B
® (5) @ (5 ® ® OREORORO
aér:f— 77 —F 7 7 T F tF—7 7T 75—

E D

©e66 O B 0 6 60 60

7 —F—F—+ 7 7 tF~F—+—+F& 7 7 F 7

* repeats opnonal
Major Chords Pattern
@ Bb F C b Eb Bb
(1) ® (1) ® ® (D) ;
;@LL 77—+ 7 7 FifFE—o—o 7 (7 777
.
Gh [2h | o) F
s @ @ ® ® @ © B
%;—_Cf F——Vf 7 7 FNt—F [ T |7 F7F 7/
L]
D A E C G D
® @ & D (3 ®
Kg F——F 7 F—F—F il 7 7 ¥
ol ——
F C G Eb Bb F
® ©® ) ® © ® )
& }.{ f , ‘_I .r, Jr.n" ;T‘!!: ,} Ir .f' I’ ‘_1 !—}pﬁ-—"-ﬁ
L1
Db Ab Eb B Fi Ct
.\ @D 3 ® ! ® ® B
#— _-_ fr ,I ’r ’l , / ’! — ’I ’I ,}'_ }r ’! !! ’! 7}
& £ :
A C B G D A
(1) ® (L (3 (5 @
- = + fle 7 - . g o ”




Major Seventh Chords
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Major Sixth Chords
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Beginning Exercises—Minor Group
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minor sevenin Chords
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Beginning Exercise—Dominant Group
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Beginning Exercises—Altered Dominant Group

The augmented triad 1s more versatile than the augmented seventh chord and is preferred even
when the music asks for an augmented seventh.
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Augmented Chords
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Dominant 7*5 Chords
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Beginning Exercise—Diminished Group
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Part 5: Patterns and
Progressions

From this point on, we will be using only the rhypthm chord voicings Irom the Chord Reference
Library. In a smaller ensemble, more notes may be needed to bring out the harmony, but, in a big band
situarion, using only three-note chords allows the guitarist to give strong rhythmic support without affect-
ing the complex harmonies that the other instruments are playing. This makes them well-suited to big
band work.

A rhythm chord can be extracted [rom a drop three voicing by leaving out the B string. A strong
knowledge of drop three voicings is therefore invaluahle because some of the rhvihm chord voicings
don't have a root, fifth, ete., and one could easily get lost or confused about the actual chord being played.
Make sure thal you have played all the exercises in Part 4 before you begin this section.

Personally, 1 like using réyvthm voicings for big band work not only for their sound bul because they
arc casy (o use. For playing with small groups, [ tend to use more drop three voicings. Of course, I'm not
saying that anyone should actually attempt to use only riyvthm or only drop three voicings in an aclual
playing situation. It 15 usually best to mix the voicings—<c.g., some rhythm and some drop three voic-
ings—in the course of a given tune. But, even while using a mixture of voicings, most players tend to
primarily nse mostly one type of voicing. Again, ideally the guitanst should adjust his or her playing to
the situation al hand.

INTRODUCTION TO THE CHORD PATTERN EXERCISES

Many ol the chord progressions (o popular jazz tunes use stock chord parterns. An entire tune might
be built on one chord pattern, for instance, or it might use several patterns consisting of two, lour, or eight
or more bars in length. Practicing some of the more common chord patterns in all kevs will therefore
make learning jazz tunes easier.

The most commaon chord patterns are derived from harmonized scales, For example. a C major scale
looks like this:
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Stacking thirds on top of each note will generate the seventh chords contained in the scale:
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The next most common chord pattern uses the first, sixth, second, and fifth chords from the harmo-
nized scale. In the key of C, this pattern is Cmaj7- Am7-Dm7-G7. Refemng to the chords by their place
in the scale gives us Imaj7 vi7 ii7-V7, or “one-six-two-five.”

Cmaj7 Am7 Dm7 G7
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Just as harmonizing the major scale generates common progressions like 117-V7-Imaj7 and
Imaj7—vi7-117-V7. harmonizing minor scales gencrates similar common progressions bul with a minor
sonority.
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Again, these exercises are intended to drll you on a few of the basic chord patterns used in many jazz
standards. These patterns can be thought of as the building blocks of jazz tunes — understanding them wall
help you understand the songs that use them. Most of the exercises go through all twelve keys so that you
can explore the fretboard with these voicings. As stated above, we are now concentrating on rhythm
chord voicings, but feel free to play through any ol the excrcises by first using drop three or drop two
voicings— this will help you visualize the chords needed.

As with previous exercises, start al u comlortable tempo, and work your way up. Al all lempos, be
consistent. If vou use a metronome, put the clicks on beats 2 and 4, and (ry to really groove with the exer-
cises. T want you to groove so hard that anyone listening will automatically start to tap their feet to the
beat!



Harmonized Major Scales

Use rhythm chord voicings! Fach four-bar group 1s in a different key. Thas is indicated with double
bar lines.
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Two—Five-One: ii7-V7-Imaj7
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One-Six-Two-Five: Imaj7-vi7=i7-V7
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Minor Two—Five-One: 1i7:5-V7-i7
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Minor One-Six-Two—-Five: i—iviZt5-ii7:5-V7
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DIMINISHED CONNECTING CHORDS

In jazz, the diminished chord is most often used as a connection or bridge between two chord
changes. For example, the following progression works, but it sure iy dull:

Fmaj7/ Gm/ & 4

b ! 3 X w b E3
Ji i _
-y i e |
I 347 2 333 3 24|

The same progression with a connecting diminished chord added is musically more interesting
and gives the listener a greater sense of movement toward the rarget chord:
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Most oflen. the target chord (the chord that the progression is moving toward) can he
approached in two ways, either from a half step above or from a hall step below. In the example
above, we used a Gb ™7, which is a half step below the turget chord of Gm7, The example below

uses Ab' 7, a hall step above Gm7.
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The [ollowing exercises demonstrate how the diminished chord is used mosrt ofien in jazz.



Diminished Connecting Chord Exercises
Scale Degree—2 of the Key
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Scale Degree—3 of the Key
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TRITONE SUBSTITUTION

The harmonized major scale shows us thal a dominant seventh chord typically functions as V7 in a
aiven key, Our own ears tell us that most dominant seventh chords want 1o resolve to the tonic or | chord
of the key. In the key of C, for example, G7 has a tendency to resolve to C. Fven if a ii7 chord (Dm7) is
placed in [ront of the G7, it still wants to resolve to C,

Going one step further. if G7 wants to resolve to C, then G7P5 wants to resolve even more, The [Tat-
ted fifih is DP, which is just one half step above the tonic, C.
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Now notice the similarity between G755 and Db76S. Actually, these two chords are more
Lthan jusl similar— both chords contan exactly the same notes!
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This means that the two chords are interchangeahle; either can substtute [or the other in 2
given chord progression. Both chords resolve to C very well.
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1 his means that in a given chord progression where V7 is followed by 1, instead of playing V7, you
can play PI17 instead. This is a “tritone substitution™ because *117 is three whole steps, a tritone, away
from V7.

In the key of C major, for instance, DPT can be played in place of G7. Either chord, G7 or DeT wall
resolve to C nicely. In the key of G*, the V7 chord is DP7. This means that (7 can substitute for the V7
and still resolve to the G* tonic.

In an ¢ven broader sense, the V7 chord can be any kind of dominant seventb—e, g., G7. GI3#11,
(37k9(=5), etc. All V7 chords are related to their corresponding 117 chords. The third and flat seventh of
the V7 chord will always be the flat seventh and third of the *117 chord. As an exercise lor vourself, fig-
ure out what G7F9 becomes when you put DF in the bass,

Tritone Substitution Exercise

In this exereise, the correspondimg ii7 chord is inserted in front of each tritone substitution.
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Part 6: Practice Tunes

One of the best things that any musician can do is learn as many mnes or songs as possible. This is
not only important for rhythm guitar but for overall musicianship, The exercises in this seebon demon-
strate some lypical chord progressions common o juzz tunes or standards. Agam, use rhvthm vorcings in
this seetion.

On the €D, Exercises 40-63 are played twice. The first time is with rhythm guitar, melody guitar(s),
and a rthythm section with upright bass and drums. The second ime is without the rhythm guitar, so that
vou can play along with the rhythm section by yourscll. Feel free to experiment with your own inver-
sions after youve played mine.
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Hopefully, you found these cxercises challenging, bul [ am still going Lo suggest Mat You praciys
thythm guitar by playing as many slandards as possible. Remember, rhythm guitar is a groove-orientes
style vou gotta swing! Listen to recordings, but above all, play with real human beings. Rhythm guita
is a “hands-on" experience. Only after many hours of playing with people - preferably older, more expe
rienced musicians—will you mruly learn o master rhythm guitar.

Here 1s a list of jazz standards you'd be wise to learn. Become a collector of jazz fake hooks and jaz
recordings. Even if you already know some or all of these runes, make sure you can play them in all keys
(This goes for the previous excreises as well ) ‘The artists listed here are suggestions only, as there an
many recordings of these standards.

General swing tunes

Satin Doll

Take the A Train

Perdido

There Is No Greater Love
Just Friends

Stompin' al the Savay

Shiny Stockings

April in Paris

The Days of Wine and Roses
Love for Sale

Lullabye of Birdland

What Is This Thing Called Love
Lover Come Back tc Me

On Green Dalphin Street
Groovin' High

All the Things You Are

A Night in Tunisia

I'll Remember April
Aftermoon in Paris
Embraceable You

Stella by Starlight

Oul of Nowhere

Sweet Georgia Brown

Have You Mel Miss Jones
There Will Never Be Another You
Ina Mellow Tone

Speak Low

As recorded by:

Duke Ellington Orchestra

Duke Ellington Orchestra

Duke Ellington Orchestra

Oscar Peterson

Sarah Vaughan w/Counl Basie Orcheslra
Benny Goodman

Count Basie Orchestra

Count Basie Orchestra

Duke Ellingten Orchestra
Cannonrball Adderhy

George Shearing Quartet

Clifford Brown/Max Roach

Dizzy Gillespie

Miles Davis Sextet

Charlie Parker

Tal Farlow

Charlie Parker and Dizzy Gillespie
Clifford Brown and Max Roach
The Modern Jazz Quartet

Charlie Parker

Joe Pass/Oscar Peterson

Charlie Parker

Bud Powell

doe Pass/Neils—Henning Oersted Pederson
Nat “King~ Cole

Duke Ellington Orchestra

Carmen McCrae




Part 7: Reduction and
Expansion

CHORD REDUCTION

As we saw n Part |, chord reduction involves simplifying a wrilten chord change—converting an
extended chord into a more basic chord, i.e., une with lewer notes. This is possible because extended
chords are built from simple structures. For example, Cmaj9 contains C and Cmaj7. When reading
rhythm guitar charts, the guitarist must be able to determine reduced or simplfied chords rom the writ-
ten extended chords on the chart,

The figure below illustrates how simple chords are contained within extended chords. Notice that for
every thirteenth chord, there is one seventh chord and one sixth chord 10 choose from; either can be
played, OF course, this figure does not contain every possible exiended chord, The idea is to think of
chords in terms of bailding blocks. The rhythm guitarist’s job s to play the foundation upon which all
the other blocks lay. Study the examples below carefully.
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CHORD EXPANSION

Cherd expansion entails adding notes 10 a written chord change, because the given changes lack
color or imterest, (On some charts, the armanger leaves out harmony for different reasons.) Chord expan-
sion 1s harder than chord reduction becausc the guitarist can't expand the chords without first hearing
what everyone else in the band is playing; a guitarist must not add notes to the chords that might conflict
or clash with notes that other musicians in the band are playing.

The two basic rules for chord expansion are as follows:

Triad—Look for ways to mux in sixth and seventh chords with triads.
Seventh chord- Look for ways 1o mix in sixth chords with seventh chords,

Along with mixing different chords, the guitarist has the option of adding color to a progression by
inverting chords and connecting them with scalcwise movement—a guitarist has 1o be ready to pull owt
the necessary tools at any given time.

REDUCTION AND EXPANSION—SUMMARY

In the real world, you will most often need to both expand and reduce chords within the same chart.
When performng these expansions and reductions, remember the following points:

»  Don’t [eel pressure to play the exact changes you see on a chart. The written changes are what
the arranger used to shape the harmony for all the instruments in the arrangement. Just be-
cause your part says “guitar” docs not mean the arranger actually gave much thought to what
the guitarist should play specifically, Instead, you arc expected to create a rhythm part based
on the chord changes written. In my expericence, few arrangers have shown me that they are
interested in exactly how rhythm guitar chords arc voiced. They just know the nght sound and
leel when they hear it

* Reduction is not the same as reharmonization. Playing, for example, Fmaj7 when the written
chart reads Fma9#11 does not comstitute reharmonization. Fmaj7 is contained within
Fmaj7#11; therefore, nothing has beco added. Reduction simply means playing the foundation
or lowest form of the written chord and letting the other instruments play the extended har-
monies

*  Reharmonization occurs when new chord lones have been added to the chord changes. This
might mcan that the other musicians need to change what they are playing in order to fit the
alternon. Don't reharmonize a song without first discussing it with the musicians that you are
playing with, If you change the function of a written chord or add a chord change that was not
written, the bassist and the piano player need to be told. You must also be sure that what you
change will not affect the melody of the song, or other parts being played.

«  Expansion may get into some slight reharmonization, because noles are being added 1o the
written chord changes. Tf, for example, the wntten chord change is C, and you play Cmaj7,
the added note, B, could clash with some of the other instruments. Pay amention to what your
fellow musicians are playing. If another musician’s part clashes with what you have added,
then either expand less or discuss what you've added with the other musicians 1o see if it is
an improvement over what is written. Idcally, an expansion should not require any of the other
musicians to change what they are playing.

*  Use your ears, taste, expenence, and knowledge of music theory to determine how o expand
and reduce chord changes. Again, it 1s up to you to create the chythm guitar part, Most ar-
rangers wouldn’t know how to write one because they don't know how 4/4 rhythim guitar
chords are voiced. They assume the guitanist will know whal to play from looking at the chan
and being familiar with the style.




Reading vs. Playing—Reduction

The upper stall of cach system +m this exercise is an example of the kinds ol chord symbols you might
see on a guitar part of an actual big band arrangement. In the lower staff, the chords have been n,dumd
1o what you might actually play to get an authentic 4/4 rhythm guitar sound.
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Reduction of “Mr. Bones Lives Alone”

Now it's time for you to do a reduction. Imagine that you are playing a gig that asks for thythm gui-
tar, and this is the chart they give you to play. Play through this, and see if you can make a rhythm gui-

tar part oul ol 11
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My Reduction of “Mr. Bones Lives Alone”
This is an example of what I might play, given the previous chord changes.
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Reading vs. Pluying—Expunsion

I'he upper staff of cach system in this excreise is an example of the kinds of chord symbols you might
see in fake books or in an actual big band arrangement In the Tower staff, the chords have been expund-
ed to make the harmonically sumple chord progression more interesting. Just because you're playing
rhythm guitar doesn’t mean the music has to be boring!
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Your Expansion of “Full of It”

Now it's time for vou to do an expansion, Play through this, and sce how vou can make it sound
better
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My Expansion of “Full of It!”

This 18 how | might expand the same chord changes.
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FOR THE EXTRA-INQUISITIVE

There is a trifone relationship between %5 chords and seventh augmentéd fifth chords, which can
he used to add color to a chord progression.
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Looking at the notes B*973, for example, we can see that within this chord there 15 an E47, Notice
that E is a tritone away from BF, [['we then move E+ up or down in whole steps, it will alternate with D+
in 4 symmetrical pattern. (In other words, slarting with F+, moving up or down the whole tone scale wall
generate inversions ol E+ altemating with inversions of D+.) This means that whenever B#9%5 appears
on a chart, E+ can be played and moved up or down in whole steps to create mavemenl and interest.

The example below (llustrates the use of augmenied triads to add color (o an otherwise monotonous
two bars of B*93. This is especially effective with a bass player walking through the changes.
(Incidentally, this does not work if the chord 1s a 13¢11. Can you figure oul why? Start by looking al the
notes in a 13#11 chord, and sce if the whole tone scale works with this chord. )

It's a 95 Thang
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Appendix |: Intervals and
Chords

INTERVALS

Intervals are the building blocks of chords. A pood understanding of them 1s essential for any rhythm
guitarist. Let's begin with two defimtions:

Half step—A half step 15 the shortesi distance between two noles. For example, the dis-
tances between the notes E F, C-C¥, and G-Ab arv all half steps. On the puitar, each lret
is one half step above or below the next consecutive frel. In other words, there is no note
that can go between notes that are a half step apart (not counting bent strings).

Whole step—Two consccutive hall steps equal one whole step, For example, the dis-
tances betwuen the notes E-Ff, C-D, und G-A are all whole steps. On the guitar, every
two consecutive frets equals one whole step. Two notes that are a whole step apart there-
fore have one note between them.

Simply stated, an interval is the distance in whole or hall sicps between two notes. In other words,
we can combine half steps and whole steps 1o form any interval, [Towever, intervals are named accord-
ing to their scalar or diatonic distance rather than by therr ball- and whole- step distances. The chart
below illustrates both,

]
J Interval Major Scale Hall-Step Whaole-Step | Example |
Name Position Distance | Distance | {from C) |
i . 1 B 1 ]
| Second 2 2 | CioD
Thire 3 l_ i | e | CinE |
| Feurth | 4 0 21/2 ' Ciol |
s . S S i
Fifth A 7 | 31/2 | CmG
| Steth 6 | o 11/2 CioA
Seventh 7 1 | 5172 | CtaBs |
Noth 9 14 3 CioD

Of eourse, thiy list’is by no means all-nclusive. Intervals exist between all notes; there are [latted
fifths, sharp ninths, thirteenths, etc. The table above lists only the most common diatonic inlervals.



CHORDS

(Chords are formed by stacking intervals on top of each other, Let's start with three-note chords, or

rriads. A major triad can be formed by stacking two intervals, a major third and a minor third, one on top
of the other.

C

major triad

There are busically four types of tnads: major, minor, mtgmem‘sd and diminished. These
can all be formed from various puirs of intervals,

Cn C+ C
@:,g_: Mg e 35‘:—"”‘;— i P —:1
minor triad augmented triad diminished triad

If we continue o stack intervals, thirds in particular, we get larger chords—seventh chords,
ninth chords, eleventh chords, thirteenth chords, etc.

Cmaj7 Cmaj9 Cmajl 1 Cmajl3
— — 1  — === =
seventh chord ninth chaord eleventh chord thirteenth chord

Chords can be built from any of the notes of the chord—e.g.. root, third, fifth, eic, II' we
change the order or arrangement ol the notes. different inversions of the chords are creared,

=
é_ — - e —— = —— T
—— 2 — e
rool position firsl inversion second inversion

Notice that the chords above are all built in ascending fushion. Their notes are all contained
within an octave, und there are no additional possible chord tones that could fit berween the noles
in the chord. These voicings are therefore said to be in closed position. 1f we take, on the other
hand, the note E in the root position C major chord and raise it an octave, we produce an open
position voicing:

C
s =
4‘1— Ay EE—
LY

o
open position

An open position voicing is one in which the notes are spread oul in such a way that udditional
chord tones could be added belween the notes of the voicing, Open position voicings generally
sound larger and [uller than closed voicings because they cover a wider range.,



| cHORD TYPE FORMULA " FoRMULA SYMBOL ]
‘ {from notes in major scale) i (from C major scale) | WITH “C" ROOT | |
Maijor triad root. 3. 5 - CEG [ C
- Majoran T root, 3,5, 6 | CEG A Cé |
| Major 7th rool, 3, 5. 7 ' C.EGHB [_Cmnj'? '
Major 9th | easTy |—(‘F E, G, B, D "o
[_ Minar triad root, r-er Sth C.Eb, G _[ Cm
T Mmrsh | mm 3.5 | ce.ca Cmb
Minor 7th root, »3. 5, 47 €. Ep, G, Bl cm7
~ Minor on | oo, 13,567, 9 —_l_Fls GBsD w9
| E.nﬂr_ﬁam Tth | moat, 3, i;. b7 - L E 'L'- B _I_ c7 ) |
Dominant 9th root, 3, 5.47. 9 ] CEG BhD __]
Domivant 13%11 root, 3, 5,07, 9411, 13 C.F.G.Bb, D, F:,A | Cl311l
 Dominamt13th | ot 3,507,913 | GEGB.DA | CI3
Duminant 7th with roat, 4, B, »7 C, F, G Be | C7susd
| R1:L-[H£IEE‘LF 4th - o o s s =
Dominan| 7th 65 rool, 3, 55, b7 | C. E, Gb. Bb C7s5
 Dominant 7th #5 roat, ¥, 25, 37 C.E, G&, Bb C7 -
Dixninant Tth b '?3— root, 3,56, 47, b4 | C LEGBbL D o C7hg -
Dimmiminsl ved oriad a root, #3, +5 fqi:n _'_ (:-'—
| Diminished 7th J rool, b3,55. 467 | €, Ev, Gh. Bss 7

INTERVAL SHAPES ON THE FRETBOARD

It's not enough to simply study intervals by looking at them on paper. The complete guitarist must
be uble 1o identify and play intervals on the guitar almost without thinking about it Interval knowledge
15 invaluable lor things like transposing or for adding notes to chords. If ever you need to add the ninth
lo a chord, for example, knowing the intervals makes it very easy.

There is a geomelry Lo intervals that can be seen on the fretboard, with careful study. | encourage you
to practice diflerent intervals and notice their shapes, so that for uny note played on the fingerboard, you
can play any interval above or below that note instantly.




Appendix lI: A Brief

History of Four-to-the-Bar
Rhythm Guitar

EARLY JAZZ AND THE BANJO

In the carly days of jazz, betore what came 10 be known as the *Swing Era,” particularly (he early 19205, most
of the popular groups of the day typically included a ténor bango rather than a guitar as pan of the rhythm section
e temor hunfo was a four-stringed instrument tuned i fifths—C, G, 3, A, Tow to high—hat actually had tes to
another popular instrument of the day: the mandolin.

The banjo was appealing because of its bright sound and formidable cutting power, which was important
because the amplifier had not yet been invented. It alyo blended wll with the 1wha (or brass bass), whose usage
currespondingly preceded the siring bass in many of the early jazz bands. Groups such as King Oliver's Creole
Jazz Band, lelly Roll Morton's Red Hot Peppers, Fleteher 1lenderson's Orchestra, Bix Beiderbecke's group, and
[ouis Amstrong's Hot Five and Hot Seven all included the tenor banyo as the dhythm mstrument of choice. The
tenor bunjo was quite popular from around 1918 up to aroun the tme of the stock market crash of 1929,

THE BEGINNINGS OF RHYTHM GUITAR

As music cvalved, it became more refined and sophisticated. The banyo sound began o seerm a bit haesh, iF not
inappropriate, for some songs. This 1s where the guitar came in. In time, there was a prowing preflcrence for the
sound ol the guitar over the bao. But before the banjo was 1o become obsolete, there was an interim period when
many musicians brought both instruments, banjo and guitar, o their jobs. Basicallv, they played banjo on the songs
that were upbeat, and puitar on the slower, mellower tunes.

I'he transition from banjo to guitar was facilitated fyr some musicians by the introduction ol an interim instru-
ment— ke tenor guilar, which because of its uning (C, G, D, A—the same as the tenor banjo) enabled tenor banjo
players lo double on guitar alnost immodiately, This “new™ sound caught on pradually, and eventually it became
the standard.

But this does not mean that all thythm guitarisis of the day played tenor guitar, On the contrary, many actual
ly started on the six-string guitar, particularly those who were influenced by BEddie Lang and Lonmie Johnson, twa
premiere guitar soloisls of the day. Fven bandleader Benny Goodman saw the increased harmonic and tonal advan-
tages of the six-strmg guitar over the banjo and wnor guitar upon hesring Lang Some musiciuns hke Carl Kress,
who started on banjo, tuned their sic-string guitars close to a hanyo tuning, 1.e.. B*, F, C, G, D, A (low to high)
Notice that the top four stnngs are exactly like a tenor banjo,

EARLY RECORDING TECHNOLOGY

Arnother factor that influerced the mumph of the gwitar over the banjo was the delivate nature of early record-
ing equipment. The early recorders used n warm, spinning, wax cylinder and a curting peedle. As the music was
played, the cylinder revolved, and a groove was erched inwo the cylinder by the needle, much hke a record
turntable. 1F the music gt ton loud, even for an instant, the needle would jump out of the groove, and they”d have
1o start the reconding over, Dungo players hud 10 stand at the optimum distance from the recording horn (no michro-
phones vet) and be carcful to keep their stumming @t an even volume, for fear of making the needle jurp, Simply
stated, the guitar was much casier to record than the banjo.



MAKING THE GUIIAR LOUDEKR

As wonderful as the guitar sounded, bands were beginning to get larger and larger. This 1s when the so-called
“Big Rand Lra” began. In some cases, 1t was nol surprismg to sec twenty or more musicians on stage. More musi-
cians meant that the guitar sound was getting drowned out, This led to the next important step on the evolutionary
ladder for guitansts: in the lale 19208, guiar makers began (o rethmk previous designs in an aliempt to make the
puitar louder than ever before. They experimented with different mternal bracing patierns, body sizes, and mate-
rials,

One concept that way considered a big deparmure from previous designs was the resonator guitar. This guitar
had metal resvnntors mounted m the body that vibrated and scted like litle mepaphones, Of course, electrical
amplification was destined to become the most popular vehicle for making the guitar louder, but this was still a
few vears off. The resonators offered an atractive i ned complete solution for some guitarists, Count Basie-
arranger, lrombonist, and guitar soloist Eddie Durham experimented with homemade resonators on his guitars,
Nurham later hrought the electric guitar to the attention of Charlie Christian, whe hecame known as an electric
guitar pioneer, Charlie playved sume mean rhythm puitar, when he wasn’t solomg!

Even though the primary job most guitansts were hired for was o supply rhythm, many were fine soloists as
well, It hail 1o be frustrating for many of them. Although they had wonderful ideas to play, the guitar simply could
not compete [ rom a volume standpoint) with horns and drums, until the amplifier came around in the 1930s,

THE SPECIALISTS

There were many guitanists that were very happy plaving rhythm puitar exclusively. These guitarists did not
care 1o play solos and did not mind that the guitar was not as pronunent as some of the other instruments in a band
They simply lelt that their contribution to the music, although simple and unobtrusive, was nonetheless a valid and
important one, and s such were quite content playing four-to-the-bar rhythm guitar throughout their entire careers.
Soloing held limle or no interest for them. These guitarists today would be known as specialists—musicians that
choose 10 play one style exclusively.

It also has to be poimed out that many musicians did not like the sound ol the zlectnically amplified guitar, To
them, it was betler not to hear the guitar rather than 1o amplily i They opted inscad to use large-bodied nstru
munis with high setion and heavy-ganuged strings in order to get more volume, Their credo was: “ The guitar should
be fell rather than heard ™ But even Froddie Gireen, stellar guntarist with the Count Basie Orchestra for almost fifly
years, expenimented with umphfiers at one lime. But it was the 19305 and amplification was still # new and devel-
nping technolopy. It seems that for Freddie, electmcal amplification didn't work out because afler trying it for a
short tme, he never went back to it

RHYTHM GUITAR AND CHANGING TIMES

Thraughout the 19305, the music environment enabled many guitarists to eam a decent living plaving rhythm
guitar exclusively, But as big hands began 1o fade in popularity (in the 1940s), so did the jobs for rhythm guitarists
This forced sume specialists 1o leave the music busmess altogether, while only a precious few were able 1o con-
tinue working and carning a living

Even the instruments, strings, and accessories that rhvthm guitanisis used were not readily available as time
passed on. 1t became a simple matter of the music suppliers yielding to the demand of the majonity. Unfortunately,
this was o majority that didn 't include rhythm puitansts, The age of the electric guitar had begun, snd this changed
things forever.

Sadly, even today, as popalar an instrument as the clectric guitar is, it still doesn™ have total acceptiance in the
world ol manstream jazz. But that’s not siopping anyone from playing!

CONCLUSION

Of counse, the entire history of rhythm guitar can’t be contained m o few paragraphs of text. Please understand
that I have given you just a small taste of the rthythm guitar's background. It is important to realize that the guitar
has a nieh heritage in jazz. When playing the rhythm guitar part to a song or chan with other musicians, you are n
luet linking voursell to a long chain of omther guitarists that came before you who played and identfied with what
vou wre doing. Enjov il Appreciate it!
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