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introductiomn

all guitarists. It is the aim of this Rhythm Guitar curriculum to give you the tools and
inspiration to study and play “rhythm” with knowledge and conviction.

Fundamentals are always important to technique and the reviewing of material is mandatory. This
curriculum starts simply and progresses to advanced topics, but it must be stressed that the learning of
the material has to go hand in hand with the “playing” of the material. This is achieved through
disciplined practice and creative application in performance.

You need to practice the material well enough so you can perform all examples and playing
techniques. Repetition in practice and performance makes solid rhythm guitar. Regardless of your level
of chord knowledge or experience in playing rhythm guitar, this book will serve as an “idea source” from
which you can invent your own sounds. Remembet that anything can go anywhere using the right
approach and your ears. )

We recommend that you also refer to other Musician’s Institute books, Single String Technique (by
Dan Gilbert and Beth Marlis) and Music Reading for Guitar (by David Oakes); which put forth and define
many of the fingerboard and rh“ythmic applications used in this book. It is also a good idea to seek the
advice of a local teacher that can check your progress and help you over any rough spots.

Finally, a word about practicing: Use a metronore and/or drum machine when learning examples
and practice all progressions at a variety of tempos. Also, be creative in the use of all your learning tools
(Tapes, books, videos, sequencer, CD’s). Try and build a repertoire of progressions and songs. Write
‘your own progressions and songs. The more creative you become in your approach to chords, the
easier the shapes will become.

T he art and craft of good rhythm guitar playing is not always taught or practiced correctly by
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Chapter One

Objectives

* To understand diagrams used in chord shapes.

* To learn proper fretting hand placement.

* To learn major and minor open position chords for the seven “roots” (A-B-C-D-E-F-G).
* To learn basic strumming technique and rhythmic control exercises.

* To play "basic moves”

The Diagram

nut —»

This vertical diagram is the most commonly used ciagram for
guitar. It is used to show the first four or five frets starting at the nut.
The frets are actually the metal wires. However, the “fret area” (the
space between the nut and fret, or from one fret to the next) is
generally referred to as the “fret” Frets are numbered from #1 as the S0
lowest, all the way up the neck to the highest. : , @® S

Sometimes a numeral will be used at the lowest fret in the .
diagram to indicate a different starting fret other than the first fret. This EREEE
way, you can use this diagram to show any four or five consecutive B
frets on the guitar.

The strings are also numbered. The highest-pitched string is #1 and the lowest-pitched string is #6.
The note pictured to the right is the “third string, fourth fret.” It is important to be able to find any location
on the neck described in this manner.

151

2nd

frets

Open Position Major Chords

The first seven chords we will learn are major triads, built from the seven natural notes: A-B—~C—-D—E-F-G.

These are termed natural because they have no shargs (¢) or flats (+) in combination with the letter
name. The letter is also called the root. The root gives the chord its name and is also the 1st note in the
major scale of the chord.

C E G A F B
X O O X X ® ® Q0 > O 0 X @ o) X X — x X
® | ] ] [ e X4
[ ® [X) [ [XX) B [
* @ ® [ ] ® ||
l [10)
! [ ]
32010 132 231 21 3 123 59211 2341

* Place the fingers of the fretting hand just behind the metal fret wires, so the finger is in the
front half of the fret area.

* Use the tops of the fingers (fingertips).

* Place thumb behind neck at the second fret.

* Practice all seven shapes and memorize them.

*' - Rool throughout this entire book.



“Basic Wioves””

“Basic moves” are short combinations of chords ‘two or three) that are typical movements of chord
shapes found inside longer chord brogressions and csongs. These are meant to be practiced on a daily
basis in order to make the transition from one chord lo another an automatic response. Repetition,
patience, and observation of the fretting hand are mar datory to make every move easy.

The repeat sign (:{] ) means to repeat the preceding section. Generally, a repeat sign indicates to
play that section a total of two times. However, a direction such as “play 4 times” can alter the number of
repeats to be played. For these exercises, play 4 tiines as a minimum, and eventually work up your
endurance to 8 times on each.

» Practice these progressions slowly and cleanly sefore speeding up.

+ Play with downstrokes of the pick on each beat, counting out loud, “one...two...three.. .four”
* Each “hash mark” represents one beat.
1 downstroke of the pick = ™
D A p/ay 4 times
™ ™ m ™ _f_"!_ H; - H = ™ ™ ™ ™ ™ ,f'L_ ﬂ___
=/ A~ 1 |1 1 1 A | I—1—F —/““JI
¢ Beals: 1 2 3 4 1 2 3 < 1 ) 3 4 1 2 3
Ex. 2
E A play 4 times
I B B
S S ] ' / /1 ‘ VA —/ e i i I
‘) . o : S ;
Ex.3
C G play 4 times
t‘ e y ———F——f = ‘I VA Sl e e R A A & r
- o . -
| )
G D play 4 times
e -
= VA S R ) S A S A IV R A S AV SR S S ||
d S , e
5 ;
C I play 4 times
= e i o ' e ———
0 ,in__lf_ N ey A 4 /[ / - ‘*/ ‘ /‘ e i —— I
6
. E B | 13 7 7 p/ay4in_es
== B sy N S A Y ARy R ey A

Also practice these “basic’ moves” with only four beats per chord (1 bar). Then, try two beats per
chord. Listen to the chords closely to obtain a clear tonz.



Open Position Minor Chords

Here are the seven “natural-note” minor triads:

Fig. 2: minor chords

Cm

Chapter ‘1

Dm Em Gm Am Fm Bm
X X X X (@ O] [s K¢ X X X @) e X X —
® J ® [XX] L[
[ [X) - N [Y) Cl\ [
@ ® sne ® [
" 13 || :
0 ~ NN e l
3421 231 23 3111 231 3111 13421
Viore “Basic VMioves”
Play the following "basic moves” for minor triads:
Em Am play 4 times
é o A A A A A A A A e e
Ex. 8 Am Dim play 4 times
h o L I -
£ — y B R S S SNBSS il S— ” 7 y y >
@Er_f_/ — /A —T—7 7
Ex. B Dm Gm play 4 times
*@7 T 1 |77
L Cm Gm play 4 times
. — ) - — B S ——
é —F A—— g ,],:/, / / / / ) A" —— 4 v ——
S - | a— .
Now let's combine both major and minor chords
Ex. 11 D Em play 4 times
é{: =7 [ |1 I —— o —F—F—
Ex. 12 Am play 4 times
7 — e (T — S ——
Any4— ——f f::/“ *"/'“‘ ~———F—/f I e 5 = T



b1

/ /! 7
. )
Ex. 14
X. 1 Gm
_—;r\ ll l, I’ l’ f/ /‘:_,‘/. g
A\ V] . B
o
Ex. 15
X. 1 G
i r—F———7—7 71
AN T o
J
Remember:

* Repetition and relaxation.
* cventually, play eight times through each set of chords.

play 4 times
VAR R
< play 4 times
e e e e e e

['m

play 4 times

e

NN
|
N

Strumming and Rhythmic Control

Learning to strum relaxed and steady with the beat is your connection with the rhythm of a piece of
music. If you feel the least bit awkward in either hand (but especially the strumming hand), the music
won't groove. Always strive to keep your foot tapping and your strumming hand relaxed. Hear the time!

Use a metronome!

We will concentrate on playing quarter note ard eighth note rhythm patterns as shown in examples
16-20 below. Strum muted strings to start.

downstroke =M™

upstroke =V

Ex.16 ™ m - =  m

A ]I ] l JI -

kL ¥ s 7 1; e ———— ]l

oJ

EX.18 ™ V m Vv m Vv m v

P o e e Bl e e

e —d——F 7] = “

. — e
Ex. 20 ™ [
e )
e ==




Chapter 1

Now, try applying these rhythms to chords. dear the quarter note pulse and the eighth note

subdivision of the beat.

D A D A
Ex. 21 ™ ™ ™ ™ *sim.
e = e = =
b1 711 L7
o *Abhrewation tor “simile " which means "continue the pattern.”
Ex.22 Em D
MMM mm sm
e e e e e e
- _#'ﬁ##*“ _‘*—_ﬁ: ___‘Z::"‘::;—’_]—I—'/““l’ l’ 1 v ll 7 ll y 1’ v II
Ex. 23 Am D
mvVmAmym™mVvV sm
SR s s s o e S e e s s S ) e e e 5 e e B
‘6\}_‘7‘_/_/—/#‘/’" A A o i e’ e ey i i’ i i’ i e i A iy e
J - - ——
Ex.24 E A
™ myvVvmYV sim
j a1 111011 117
Gil 17 l I
G A
Ex. 25 ™ mVmmVm sim
n | ] ] ) S B )
ot F—7 77 T }HI
ANV —— . —
J
Progressions
Progressions are combinations of chords repeated in a pattern. They usually contain a key center
that defines their sound. It is invaluable to be able to play common progressions and recognize their “key
centers” by ear while playing.
The following progressions each have a certain key center. Can you name the | chord? (Answers
given on page 10.)
* Practice until the chords flow and the rhythm js flawless.
« Strum all combinations of strums mentioned <o far with each progression.
» Vary the tempo of each progression (slow-fast).
« Stay on the tips of the fingers in the front half of the fret area.
Ex.
26 A
[ - S . ) ) e ]
ﬁ(%—zlf/i—_—v-- —7 1 |71 1T ey
G A
A—A—A—"F [ —ll A —a ._-/;,::_]: A—A—1—F ————1




Em

N
~,
~

":‘"’__l f =A==

Cm D
/|7

28 G
J

It
i

=

G

T
NN
NN
NN
NN
N~
N~
~N
]
||
N

29

o L ]

/

é 2__-/,;-[:_7 e .J /

147

/o

4
e

H l = —?/—*_‘I‘:

e A U N W Y N PR W = =

ot s

Am
Bl ==

/1

(3
|/

h L L B
=t 1 |1 =t [

+ Regular reveiw is a must.
« Make up your own progressions.

Key centers: Ex. 26, D-Ex. 27, G-Ex. 28, E-Ex. 29, C-Ex. 30, D-Ex. 31, Am.




Chapter Two

Objectives

* To learn dominant 7th open position chords for the seven roots (A-B-C-D-E-F-QG).
“+ To be able to play “basic moves.”
* To learn bass note with chord strum technique.

» To play rhythmic control exercises at indicated tempos.

Open Position Chords

The next chord type to work with is the dominant 7th. These chords are extremely important in
defining “key centers” and, along with the major and minor chords you already learned, they make up
the twenty-one open chords that are the backbone of guitar. You will see all of these shapes reappearing
further up the neck in the higher positions. Therefore, it is best to become very familiar with these
twenty-one shapes in open position so you have a solid foundation in the continuing study of the guitar
neck and its intricacies.

Dominant 7th chords

» First, study the seven shapes and get a feel for each.

* Then observe the relationship between the major triad and the dominant 7th chord with the same
letter name. Only one note is different! Which string is different?

« Dominant 7ths have four notes in them, one riore than major and minor triads. See if you can
sing (hear) the “extra” note.

Fig. 3: dominant 7th chords

C7 D7 7 (7 A7 F7 B7
X Q O X X ® ® 2 G R X® o o X X X o]
4 ® ° ® [] []
® J[o ° ° [‘» B ' 3K [ % l IID
I T (TT11] -oT'M__;___ @
| RN ®
| |
3241 213 2 1 32 1 2 3 3241 213 4

Ex.32 E7 A7 play 4 time:
i(&j{;—*_—:}‘};—i{;_/ A R A B bV e s e e e e |
Ex.33 D7 A7 play 4 times
—0 i ——— S

il Lt T NN e e e

11
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° C G7

-

=== PR A==

40
&% D7

Ex. 41
X E 137

=g F 4 ! |/ 1

/ /_,_,. l /:bf::’fi.

play 4 times

;o o111

play 4 times

play 4 times

play 4 times

play 4 times

T@—E'EEZ;&I{:‘”—LJ# T == —r—r—=|

play 4 times

Eﬁf e e/ e ar=="ra )

12

play 4 times




Chapter 2,

Root/Chord Strumming

The term roof refers to the note which gives Itz chord its name. For example, A is the root of A7,
and E is the root of Em.

You have learned three types of chords, built on each of the seven roots. That's our twenty-one
chords. Learn and memarnize where the ronl is located an each chord shape. Most of the time, the root
is the lowest nate (also known as the "bass note™). You should be able 1o clearly pluck the root first, and
then follow that with full strumming. The coardinatio should feel comfortable at many different tempos.
Remember to vary your lempos and your strums.

The root/chord type of strum is written like this:

Ex. 44 C { play 4 trne
(%",_}_/ A ‘J /77 | 77 —\’J 777
Ex. 45 A 1:7 play-4 tmg

bt L |

This looks easy, but the abllity to execute the bass note cleanly at a variety of tempos and with all
chords shapes will only come with repeated practice and a strong emphasis on time.

Ex. 46

Am ¢ G E play 4 times

s A VARV e e A S
1) ) j 7T

Add this type of strumming technique to your iepertoire and it will improve your overall sense of
time, bass motion, and harmony.

In each of the chords studied so far. the oot 15 the lowest note. Since the location of the rool is
different for each chord. here's a reference sheet of all the chords studied, with the rools. Study this
figure until all chord shapes and root localions are learned. Then write out all the shapes again from

memary.

Fig. 4: the twenty-one chords, with lowest root identified

C D] I () A I 3
x ] o X ¥ Ll 1 -;-é X XX . % N
[ 1 [ | e BEENE X ) | |
® ® | . _J;_ n ¢ ‘ l JEXX) [ 2N || [ =
(® KX L a ]| () 1
W
| ERE ||
ae 132 231 a2 4 234 3211 2341
Cm D 'm Gn A Fm Bm
x o X X e X N 3 X % ) ¥ =] ¥ ¥ Pt %
ANE | ® | L Y X3
BE LX) ! ‘] e L]
[ T .| e ro e 11T 3] i ®
® REENE L RN i oe
LX) mugngl LI AN Hi 111
421 2 | T adf 111 3421
'7 (7 1.7 i/ AT 77 37
X iy oK e - ¥ o= v ¥ o¥ x
o o ' I - | | | ® iy
SEANE NER Y & f*.-_é i arT‘ :
wle 4\ K A | %?‘]_1.‘
W -
ANRR RE ) ] [ H bl |
34 AR () 21 e} 1 2 = 4440 213 4

i3



Practice Tips

At this time, the strumming hand (the right hanc for most of us) should be discussed. It is very
important to work on exercises that develop the dexlenly i this hand and promaole a strong, confident
sense of time. These progressions are meant lo be practiced on a daily basis lo oblain the desired
ability. Here are some things to remember:

» Dynamics (loud and soft) should always be a part of your practice.
» Repetition is the only way to develop relaxed coordination.

» Tempo should be varied between progressions from very slow o as fast as possible! Don't stay
at the same tempo for the whole practice sessionl

« Rhythms from strumming and fingerpicking car. be staccato (short) or legato (long).

Fingerstyle vs. Flatpicking

Some guitarists always use a pick, and some use only their fingers. However, the best approach is
to be able to do both, When playing these progressiors, try both ways, maybe allernaling days in your
practice schedule. One day play all progressions with a pick. the nex! day with your fingers.

47 Euim B7 [im 137 play 4 limes
oY R / 7| / r / A
e | J
Jistesg - ) )7
=x. 48 A D A 1) play 4 tmes
e S—— e - ——=:
gfjw; == ==/ /- ] /. 1. /| |
= 49 C pfaydnmﬁs
e — R

In the following exercises, start with the metronome at 80 beats per minute and get it up to a
relaxed 160 beats per minute. First, strum quarter notes as indicaled. Then, on beats that follow the raot
note (represented by hash marks), you may substitute cne of the strum patterns learned on page 8.

?0’ E A ) 7pla v 4 fimes

ﬁga:‘/_;_—:vf R
= o

= 51[_? 0 fikay 4 (imes
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Ex, 52 P s I 'l & piay 4 hme
Fee—"— NI PEVERE SE==S S =
Ex. 53 ’ G7 Am

e R

play 4 tme

More Strums

Let's look at some strums that have a litlle syncopation within them. For these examples,
syncopation refers to the two upbests in a row, I we tie an upbeat eighth note over 1o the next eighth
note, we will end up with the same upbeal attack played twice in a row. The syncopation occurs on
beats 1&2 then on 3&4 then on beats 2&3 in the examples below. It becomes a two-beat rhythm figure
that can be played with. The trick is 1o not let the strumming hand stop going up and down constantly—
just miss the strings on the downstroke when you wunt ta have two ups ina row. This basic syncopalion
is found in every style of music and it mus! feel comiortable at all tempos. The second measure of each
example shows the same syncopated rhythm, rewritten with a quarter note 1o replace the tied eighths
{exceptin example 56, where the syncopalion spans the midpoint of the the measure.)

Ex. 54

H
—yon -
¥

Ex. 56 = - o - - -
"y B T
(:D,:/ YRS
1 So0A % B 9 7 8 3 & 4

new strums with chord pairs (basic moves, page 6) then try the progressions on the next page.
Remember to play cleanly in both hands, but don't let the beat slow down, or drag.
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Try these progressions at the tempos indicated, and experiment with different strum patterns.

57 |
Moderately Slow » =60
G Lm

f
ai

G C
!Y)_‘__:__ ———— o — —f
58
Moderately Slow J=T0
F7
Bi/ 7 7 e PR
-

t 71—+ T
) —
" 7 AT D7 G7

e =/

Notes:
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Chapter Tiwwree

Objectives
t Tolearn major and minor barre chord shapes with roots on the sixth and fifth strings.
» Toplay “basic moves.”
* To play progressions using major and minor barre chord shapes.

* Toreview all rhythm patterns and strums given in chapters one and two.

Barre Chovds

Barre chord shapes are movable to any fret cn the fingerboard because they contain no open
strings. Since we are looking al shapes from sixth ard fifth string roots with only major and minor chord
types, we need only learn & total of four shapes to play these from any of the twelve roots (A-B-B—C—-efc.)

In order to get a clean sound from the fretting hand, you should check each string carefully by
picking it alone and listerning to make sure it 1s clear aind nol "buzzing.” These shapes might take a while
to perfect, but they are the most common chords (after open position) played on the guitar, You must be
able to play them with ease and at any tempo, The positioning of the barre finger and the other noies will
take some time but you will eventually gel the feel of each chord shape, Don't be afraid to “wiggle" your
fingers into place to get a good sound. If your fingers aren't placed well on the fingerboard, no amount of
pressure will make the chord sound any better,

Barre Chords with Sixth String Roots

Here are the barre chord shapes with a sixth string root. They are built from open-position E major
and E miner chord shapes. Notice how these two open position shapes are simply moved up, with the
first finger forming the “"barre” across the fingermoard.

Fig. 5: major and minor barre chords, with root on the sixth string

E major IE minor
Ll J ¥ 0 GG
Open position chords: | [ [ @[ |
s (X
LT B
23t 23
Major Minor
Barre chords: ® lqrﬁ .|
=t=-4 [~ - —J‘\_—i—
— S IEE S
®| | [ X
| L]
13427 ( 134111

To play specific chords using these barve chord shapes, you'll need to know the names of the notes
on the sixth string. (The notes on the first sliing are exactly the same as on the sixth string.)

17



Fig 6: notes on the sixth string

I =
8] D ) )
3
EL—8— @ o —@ L J ﬁ-—‘———’——.——'——.JL.—
F Fi G G A Al 13 C i 13 D? E
Gk Ab 13 Db Eb
Play these “basic moves” using sixth-string-root barre chords only.
Ex 59 A (i play 4 imes

@27*‘77"/“"?/ VARV VARV S VA S A

Ex. 60 G (' play & imes
M7+ 717 1 |4 1 11 [
n_ = = 1

| play 4 times

5113‘9
ﬁﬂ//// VR 2 VA S B A IV S A A |

52 Am B3 ) pfay_ﬂl'meé
e = = SV M A
Ex. 63 Gm Cm 7 play 4 _'I"'ISS‘
o [ [T =t
5 A ==k
Ex. 64 F*m i p‘f?yd tmes
N |t o et

53 A #m 7 play Tes
if—j;zg:——__; e A A | ==

Am 1) piay 4 fimes

WYY Ry R A A A AR S d|




i L IR it - M
AW G TR La

Barre Chords with Fifth String Roots

Here are the barre chord shapes with a fifth slring rool. They are built from open-position A major
and A minor chords. Notice how these lwo open-posilion shapes are simply moved up, and the first
finger plays the root and lhe third finger forms the barre on the major shape. An alternate fingering is
also showrwith the first finger forming the barre and the other noles being played with single fingers.
Practice both ways to get the feel of each. The minor shape uses the barre with first finger all the way
acrass the fretboard.

Fig.7: major and minor barre chords, with root on the fifth string

A mijor A minor
L x & I X [ o
Open position: | I}
1e l . (X3
|
234 231
{Alternate ingermg)
. Major . Mayor
Barre chords: [ & ‘ Py l
4e0 >
1333 12341

Fig. 8: notes on the fifth string

i)
R ] e} 0
Al—e @ ® e o | o o e o o &
Al 4] ¢ - 13 [RE I - [ G i* A
136 B2 [l (b Ab
Play these "basic moves” using fifth-string-root barre chords only. ,
D € ey 4 b

R A A A A R A SR VA

C I play 4 im
= S A A A A A A A e e A AR A |
EX{; o E ‘ 13 play 4 fimse

o
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Foa play 4 limes

FFim play # tines

7 4 1 |11 ==z

' play 4 limes

@_2,);) ST b gl



“Basic Moves”

Next, let's combine fifth- and sixth-string-rool barre chords together. The root string (sixth or fifth) is
written below each chord symbol, under the staff.

Ex. 85

. G D . play 4 time
bt —/ L= T A | T —F——7—}
Vews®m N m :

Ex. 86 AT B play-d yme
R e e R W e e S e e =

By ® - G
E’; 87 B fpiay 4 times

b7 AH—1 / AT

TTe - ® o
Ex. 88 Fm C pley 4 time
_ZEJLJ_;;;[_ ARV VYRR VAR AV

SN - ®
EX,.] &9 Dm G ) play 4 tmg
1&!’_- el [ 1T [T T

S e ®

D play:4 times.
Lr 7 7 1 1T = =)
® |
Progressions

Play all chord progressions below and on the next page using only barre chord shapes. The root

string (sixth or fifth) is indicated below the staff.

* Practice until the chords flow and the rhythm is {lawless,

* Play all strums shown on page 20 with each srogression.

* Vary the tempo (siow-fast) of the different prcgressions.

Ex.91 1y A

ife Ee = e RN =

'jnunt—‘-‘@‘ - o (Bl o - 7 |
Bm G

&— L —T—F— /14 1 1 a7

T e G



@f;:_'{‘i_/_ Ay A

{3

1 ——f—
o ® G -

(.9 o
~ - A
l? )

Notes:
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Chapter Four

Objectives

To learn dominant 7th barre chord shapes with roots on the sixth and fifth strings.

¥

To play "basic moves.”
To learn and play new rhythm pafterns (strums).
To play progressions using major, minor, and dominant 7th barre chord shapes.

Dominant 7th Barre Chords wwith
Sixth String Roois

In Chapter 3 we learned major and minor shap:2s for the fifth and sixth strings. Let's continue by

adding dominant 7th barre chard shapes with rools or the lifth and sixth strings,
The sixth-string-root dominant 7th barre chord shape is bullt from the open position E7. Notice how
this open position shapes is simply moved up. with Ihe first hinger forming the “barre” across the

fingerboard

Fig. 9: dominant 7th shapes, with root on the sixth string

A7 AT
(X Jnernate fingering)
% X
- . ;_ St
® |
| J
‘ l
B -
L A I o240

NMoveabile Shapes

Not all chords that move up and down the neck iwolve the use of a barre.The alternate AT shown
above is the first one we have learned so far thal does nol. We will refer lo these chords as "moveabls
chords” You will eventually have many ways to play a1y chord, and seeing the common lones between

different chord shapes thal are the same chord is impcrtant.
Try to play the following “basic moves" with bolh of lhe dominant chord shapes shown above in
Figure 9 It may take a while lo gel them both to sound and feel comlortable, but it is well worth the

effort. Use sixth-string-rootl barre chords only.

Ex. 96 AT T
(17 piay 4 times

@—7:—_-;_/ VeI R Ve & e

Ex. 97
9 o 7 -

b4 —1—7—+1 |1 1 1| = =r—r
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o _—[_E.f7 (7 play 4 times
A S VA A B R A | r ==
9 D7 A7 play 4 limes
(BB S VI A A A A A A A VAR S A A
Ex. 100 A7 b7 play 4 mes
@__j WA SRS SNy AR Y BN D Y ARV RY e

Dominant 7th Barre Chords wvith
Fifth String Roots

Here is the fifth string root dominant 7th barre chord shapé. which is built fram the open position
A7. Natice how this open position shape is simply moved up, with the first finger torming the barre from
the fifth string across to the first string.

Fig. 10: dominant 7th shapes, with root on the fifth string

D7 D7
(Ahernie Nogenng)
¥ x Ty
GIEIE R e ] s
3 [YY
i
13141 13334

Note: When playing the alternate fingering for the dominant 7th, it is not necessary to barre the first
firiger; only the third finger should be barred.
Play these “basic moves” using the fifth-string-roct barre ¢hords only.

f 101 n7 7 play 4 times
o YA R VAR
J S o B S T s T
. 102 7 157 play 4 limes
T F | /C =
EX,‘ 103 E7 F*7 plsy 4 times
ST F -+ |1 I of A
| ) T o N
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SR ES R DTS

G7 D7 przys
GA Tt s s g T T ]
Ex. 105 o7 : Fr7 playan
—(% EvARY ANV ARV RNV VAR VN R ES S VS S S A

“Basic NMioves™

Next, let's combine fifth- and sixth-string dominant 7th barre chords together. The string root is
indicated by "6" or "5" below each chord,

Ex. 106 -A7 07 gizy 4 tire
(Q*ﬁ7 VARV VARV AR R VA IVES G o e S i
- Root -4\6:) il

Ex. 107 7 37 iy 4 nengs
?(_%'?',' iy A A A VR A AV A VAR & lin_‘Fji/_—_:_—'_‘Li'—;;/:'_;__‘{‘
. ® (g)

Ex. 108 G7 b7 play 4 t
A A A S VA S A VAR |
o NG 5} - S
Ex. 109 (7 7 play 4 fim
(2,?,/ A A A A D A VA
v 5 . : S -
Bx.170 AT 137 play o times
é?’, VA A VA A A B A A A A Ve
7@ 5 A

Strumming and Rhythmic Control

Let's now add two new rhythm patterns (strums) to the ones you learned in Chapters 1 and 2. Both
new rhythm patterns employ a tie from the upbeat of “2" to the downbeat of “3". Counting and feeling the
eighth notes in these rhythm patterns is essential! Pay close attention to the strumming indications.

25
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Strum muted strings only (no sounding chord) to starl.

1= VvV AV vom Ex. 113 ™ V. m \ -
Ly i1 b AR
i & 2 .8 3 & 4 al | &4 1 ¢ 3 A
A2 Rom R oA nom Ex. 114
e S 4=
' 1 & 2 A 3 £ 4 .

Next let's play these new rhythms with chord changes. Count and feel the eighth notes and pay

close altention to down/up pick indicalions.

5 A7 7
= VvV m V¥ Vo= play 4 times
P e e B o S o 2O
e S = N RS
:;ru St e T e e Doprs ot gl LIRS s Dar
x 116 L7 17
mmoR - oM play 4 umes
ISEEEEC O S = o =
x. 117 F7 |37
R o T HI play 4 times
a1 | 7 [ Ewe
zx. 118 (;7 - - ;7
! ‘ ] @y 4 times
T ,) o o
Wi 7 1 2 17 IR
Progressions

Play the chord progressions on the next page uging major, minor, and dominant 7th barre chord
shapes only. The stnng root indications have been left Llank excepl (or the starting chord, This time, you
decide which chord shape is closest fo the lasl one played, and write in the correct sliing root in each black
circle.

. Practice until the chords flow and the rhythm is flawless.
« Play the new rhythm patterns (strums) from pacje 26 with all progressions.

» Vary the tempo of the progressions (slow to tast).
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Chapter <«

Ex. 120 Dm A7 Bk Gm

e RN BB R R A e S e e
® o) O ’ O

Dm Gm C Dm
& s (s
EANC R a o : .

Ex 12l A G4 Ctm

@J:‘f:} IR A AN

@
O
O
O/

. G Am ( Gr
15,:—-7——/———7" AR A A RN A S = — |

Em A7 fim AT
ettt |1 4 1 7 |t L d 4L L
® & N O
A C 7 _ _D [im
ﬁ:ﬂj'_—/;;g VAN ARV S SRRy
O O » O




Chapter Five

Objectives

+ Tolearn a variety of arpeggiated rhythm patierns using all the chord shapes learned so far.
«  To learn to play "basic moves.”

» To learn to play chord progressions using arpeggiated pattermns.

Arpeggiated Chords

An arpeggiated pattern i3 one where the notes >f a chord are played one at a time, rather than
strurnmed together. There are many different combinatians of arpeggiated patterns ranging from simple to
complex. Ultimately, you want to be able o improv se an arpeggiated pattern for any given chord
progression. Arpeggiated chords can be played fingerslyle, with a flat pick, or with a combination of the
two; depending on the pattern and the style being played. Given the situation, you want to become
comforlable using any picking method you need. In the following exercises, experiment using fingerstyle,
flat pick, and a combination of the two (hybrid picking, with pick and lingers).

Arpeggiated Pattern 1

This pattern involves playing only the top four strings of any given chord in ascending direction. The
picking order of the strings is 4-3-2-1. When using a flal pick, follow the suggested picking. (NOTE:
There are two picking sequences using a flat pick.) Ma <e sure and play all notes legato (Jet ring).

Fig. 11: arpeggiated pattern 1

D
™
™

aa
|
a
a
|
3

S

:é : - — — — | — e —
U - - = = - - ———— S

_‘F__ q o o __3__,___

_ﬁ ) ‘,2__ = - - —= — .
B - S |

Play the following “basic moves" using arpeggialed pattern 1 in eighth notes. The specific chord
shapes to use are shown to the right of sach example.

! Em
Ex. 124 D Em play4 ines - ] -—
B A T | - »
_e—ft‘ —f ) — 74 jl —f—-1 - ./ / ]I

e

1
Ex. 125 B
A E play 4 times F— i “‘ .

—N=x — 0

I- ‘_’:J;—“—h—:_l £ y — _t___E / / / : l iR
-2 ‘ |




D AT play 4 imies PRt

=

Arpeggiated Pattern 2

Arpeggiated pattern 2 involves first playing the root note of any given chord (6n string 6, 5, or 4)
and then playing the top three strings in ascending arder. The picking sequence is: Root-string 3-string
2—string 1. When using a flat pick, follow each of the suggested picking directions.

Fig. 12: arpeggiate pattern 2

C
1M ™ ~ 5 ™ ™~ ™ V
2 M v ™ \ ™ V ™ v
e e e B B e e : E|
X 'J_' =" = ¥ B t_;—:'_, __ —
[ 4
keriing - =-=- - = e iessesmeiiin iiiiinios 4
U — -——= =
-F- 1 1 L ——
A 0 0 —_———
TB‘“T’_“*" S 8 T — - .-
Play the following "basic moves™ using arpeggiated Pattern 2.
E B7
Ex. 127 I R7 play 4 limes e | e | 1
777:_7’ . o . . . . o - o ”. I.JI[ l. 1
@fg:: Sy S A ‘ VAR A A | ql | H1
- o ) ST T
231 213 4
Ex. 128 . ) L . ET
| Al -7 wiay 4 times —r-l-m .‘—‘.(_
i/ Sl S , : (Y] o
:é:{‘:tb/__ /- 7/ /I /[ '_";_1—1 i:
A - = - e— n |
* L] LLEL L
221 2 14
=X 129 Crs Fri play 4 limes ,Lm _/__\Frn-
) _ . . | | [ean ® | %uu
A— ———— - — s = ————:{.‘ |
é £ y 4 /Ei /:. __:1___? . / / / - h — 1 'Y 2 T
P o I T T |
uN
1342 134001

Arpeggiated Pattern 3

Arpeggiated Pattern 3 involves playing the root of any given chord first (on string 6, 5, or 4), then
playing the top three strings in descending arder. The picking sequence is: Root-string 1-siring 2-string
3. When using flat pick, follow the suggested picking directions.

29



Fig. 13: arpeggiated pattern 2

()
" v ™ ! = v " \
, .. o
- N
NGRS R ) J ) L
let ying --=- . S 1
¥ e s LTy s —
A . - A N — A
LS S— 4 I R ——
Play the following "basic moves” with Arpeggiated Pattern 3.
I3m
_E_J; 130 Bm Fé pilery <) tines: A_ﬂi_‘ ® 0y
o . B K2
a1+ 1 1+ 1 o
] - 1 1_
14 1
-
Ex, 131 | A play 4 times 5 =
b . — ~ 1|
—— 1 D= L1anN
GA—r—+—7F—+ r—r 7 7 4
EFE]
Ex. 132 ti
G Am whay & Hmes —
£ R B ‘ IRREX R
7T ——r F 7 [ 1 /1. ;| } L
5 . ’ ° L o ,
v_di R

Arpeggiated Patterm 4

IR Y B

-

Arpeggiated Pattern 4 involves playing the root note of any given chord first (on string 6, 5, ar 4),
and then playing the top three sirings in mixed order. The picking sequence is: Root—string 1-string

3-string 2. When using a flat pick, follow the suggestad picking direction.

Fig. 14: arpeggiated pattern 4

A .
= v = V = vV ™ v
- | ) T
— K . N J pp———— — ——
:% - ‘i_ == ___T [ _;ﬂ
o s
lelring =-------<sostm oo cmmem oo oo - 13 rmm=n-- = smezzzooemmocEEET oIS R
e ——————ee 2 0 —_— - —
T ’ 2 do o
A . S S —
B —— 0 - - oo - -




CThapter 5

Play the lellowing "basic moves” with Arpeggizled Pattern 4.

Ex. 133 A .
ST Am I play 4 fimes TTlel CINEEX
se ®
%_ A A ] VAR S A _‘_J B
o N ’ - 1]
231 134en
Ex. 134 A !: P % A . Fim
/. ‘ K o lme‘h lblll ® lp’_-_TH
(f,_;; A A A A | 1]
- - i
234 X4 v :
Ex- 135 Dm (5 play 4 timas , /_‘\G
e o - R [® ® §fr @l e
4@-_@_ I— 1 111 e
' o e ] NE
‘ J__i_._i‘
13 21 1T3a 211
Progressions

Play the following chord progressions using the four arpeggiated patterns learned in this chapter.
You choose the exacl chord logations.

Ex. 136 A 4 m D

|
bhr—rr 1 e e T

A 1 L} A
S e - e . ——
‘@‘ -1/ ] VA 4 / / l_ [ ==-— / VA & i "_—ﬁ
Ex. 137 ¢y Al G Cm C7

Fm Um Ci Cm
J;j A A A A e A
=x. 138 ¢ Dm C G
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Chapter Six

Objectives

+  To learn "power chord” shapes.
« Toplay charts containing two rhythm guitar pa-ts.

Although very simple in concept, "power chords” can add depth and interest in many rhythm
guitar parts, especially when added to an already existing rhythm guitar part. Power chords offer a way
to have two rhythm parts playing, withoul having the parts get in the way of each other. Since power
chords contain only the root and 5th (no 3rd) they can be played over both major and minor chords. In
addition, they usually offer a lower limbre than full-voiced chords. Rhythmically, they are generally
interpreted differently than full voiced five or six string chords.

Power Chord Shapes

Figure 15 shows power chord shapes with roots cn the sixth, fifth and fourth strings.
The written symbol for power chords is A5, E5, Ch, el

Fig 15: power chord shapes

6th string root Sth string roul 4th string row
X x X X X X X ¥
e[
T
13 v

In the “basic moves” below, play all power chords with down strokes. Also play each example using
a muted and legato (let ring) approach.

Ex. 139 A3
= = ™ ™ ac

QT T T

Ex. 140 15 - 3
o

ol

e m——— = F

Power Chords with an Added Ninth

Figure 16 shows power chords with the added ninth scale degree. These chords can enhance both
maijor and minor chord types. The written symbol for power chords with the added ninth scale degree is:

A5(add9), ES(add9), C5{adda). elc.



Chapter 6

Fig. 16: power chords with added ninth

Gth ,\lring_ ral Alhstrmg root
X XX % ¥ X x
O ————————
Ll ] ‘ | 3 \
1
| -+
. ‘ L] el
T
cTel ] He b
t 34 134
Ex. 141 C5taddy) 13 Sgadled9)

b7 7 T R

Ex. 142 Dﬁl'ldd)) z‘ﬁ add9) CS(add9)

ég,{ P) / |)F)) _—

Chart Reading with Two Parts

The following charls contain two rhythm guitar parts. Use full-voiced barre chords for Gtr. 1 and
power chords for Gir. 2. Your goal here is to play both parts the first time through without mistakes. Make
sure 1o check the chart for repeal signs, multiple endings, coda signs, etc.

Chart #1
—%é' Jjj?jtJ l-——;;ﬁﬁ:i;iiﬂ
ST T T 7T\ T BT
éz;:;) | b,f\ / <77va .
6 ST T T 1D T

@Tm L T Bl ) g;lm

D5

& )))))7))}))));1))1;7 ;751;7 jjzy: #
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Chart #2

Ex. 143 \

@;f__7) /P 0_7) ) )
éﬁﬁf}ii&;i T T T T ¢)777W Y

¢@4F—4Lf'7 e e e =

E5(add9)

-é_)IgJﬂj) | /7717700 T T | NHFH;

|

&H‘HDAMDJHHM )

Notes:



Chapier Sevem

Objectives

»  To learn major and minor 7th chord shapes in open position.
« " Tolearn movable shapes ol major and minor 7+h chords.

»  To play "basic moves”

« To play rhythm charls using given chord types.

This chapter will focus on learning major and minor 7ths in open position as well as some movable
shapes with roofs on the fifth and sixth strings, since a true open position voicing of some of these
chords types is not possible. We will study more of moveable 7th shapes in later chaplers.

Open Position Major 7th Chords

Learn the major 7th chord shapes below and practice them in the “basic maves” that follow in
exercises 145-147,

Fig. 17: apen position major 7th chords

Cmn)7 Amaj7? Dmia)7 Fraj7 Gmay7 Emaj7
% o oo X W p. x K w X % =] 0 QO @ Qo
l |® | |_L. || [ | |ew
[ 4 L {Hn BE. ® ® ® | |
Ll B @ )] |
&N ) — jl‘ gaN
BER RN IR 3 21 32 1 123
Ex. 145 Cimaj7 Iim Fimay 7
—4 S S
é) /A N Y A VA S |
Ex. 146
X A Amaj7 Dmaj7
- i ) S — e )
(%, Yoo oo 1 11—
Ex. 147

Diiaj? Gmaj7 Cmuy7 AT

[ SVAANERINE S

|
!
|
e o
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Open Position NMinor 7th Chords

Learn the minar 7th chord shapes below and practice them in the following “basic moves.”

Fig. 18: open position minor 7th chords

Am7 o
iw OO KX ™ —

| TTT

2 1 2 11
Ex. 148 G Am7 D7
=/ ==/ | 1 1A |
Ex. 149 D Am7 I:m7
et | 1 Lo
Ex. 150 Em7 Am7 D

= | 1 4 LT

Movable Major 7th Chords

Learn these moveable major 7th chord shapes and use them to play the fallowing “basic moves” .

Fig. 19: moveable major 7th shapes, with sixth and fifth string roots

major 7th chord major Tth chord
(6th string root) (5th suing root)
X X X
Y ] - (®) WNOTE: Tap notes aplional.
L4 K l_
L] _ﬁ_f
1 342 13 24(1)
Ex. 151 Gmaj? Choay? Bm
A, . o -
ot ——A— 1 — 1 ‘ / _/ :/%—_/ ; _‘“
: ® 5) ®)
Ex. 152 : .
Dmaj? Cimay 7 AT
——n - ..., - =
A1 4 | 1A Al
J ® (&) ®
Ex. 153 Fraj? 7 Bkmaj7
w7 r—1 ¢+ | 1 1 1A Bt
@& (5 5, 0



Chapter 7

Movable iVlinor 7ith Chords

Learn these moveable minor 7th shapes and use them to play the “basic moves” below.

Fig. 20: moveable minor 7th shapes, with sixth znd fifth string roots

nunor 7th ¢hard minar 7th ehord minor 7th chord
(G1h string roof) (S1h s17ing roat) {Alternate Sth string roat)
: 3 P X X
GH:‘&T .E‘ |ie @[ e
T i :
ol l
2 333 13120 T 243
Ex. 154 Am7 PDm?7 Em7
R :L — —— = — r_ -
AT A E——T——
- fﬁ,l (5) B
Ex. 155
€ Dm7 b I
A 1 R st |
:@r—j, L1 1 7| =]
(B (5 B (&) '
Ex. 156 Cin?
A
(fp A 1 1 1 1
_Q. @|
Chart #1
Ex. 157
J =88
Ama)7 L Amaj7 7 T Coda ©)
- Lk L - :
D)7 7 N7

Cmaj7 Amigj7 Cimay 7 Fmaj7 E7
S ool ettty W ) R —Y/J“———'li—*‘
fer==t | =
) Coda
Dmaj? Din7 57 Ama)7
oy i N N R
S 7“] __17” __Il A TR
© = ==
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Chart #2

= A \ ooy
s bit/-101011]
s =80
Ebmaj7 Dm7 Erimaj7 Dm7
R TF=I " | p - p S S
Cm7 Abmaj? 'rlcmv F7
L e = oM e — = —
“'1 Bl’mﬂ:i'l' H:(__lll_/ - Dy 7
ot —f—F—1—1 1 1|1 1 11 | ==t
~ B - S
Dm? lma) 7 Dm7 -
\%"'_7"_'1" 7/ [ [ ’ /! l {_/ A =

Demaj? Cm7

g@—/—-f‘—/' V4 L_/ VAR S § l ) ;\ :

Drmay7 Dm7  EPmaj7

T

| T T - — o’
Dm7 Bbmaj7 Am7 7 Gimay?
P W A DI T
~n o/ /—7 ‘ - /. ’ i S “
o - i Sl ~—— o S

Votes:
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Chapter Eight

Objectives

+ Tolearn 6th and dominant 9th chord shapes and their application 1o blues progressions.
* Toplay "basic moves.”
« To play two-part rhylhm charts

This chapter explores 6th and dominant 9t1 chord shapes in relation to lheir use in blues
progressions. While these fwo chord sounds work in much more than blues, we will confine their use to
blues applications for this chapter. Over most blues progressions, these chord types will work well to
create your own part. The trick lies in playing the right chord woicing (the specific arrnagement of the
notes in the chord) and in understanding how these shapes can be applied over any given harmenic
structure.

6th Chords

A 6€th chord is a major chord in which the 7th 1as been replaced with a 6th. Learn the 6th chord
shapes below and use lhem in the “basic moves” that follow in exercises 159-161. For application, i is
not always necessary to play the low root note, so it is shown in parenthesis.

Fig.21: 6th chords, with sixth and fifth string roots

6th chord 6th chord
{6th string raat) (5th string root)
XX X X X R
o] |1 ] ||
i) 1l
® 5 lt'}_‘_?
3 o4

‘ 333
foplonat: 11 1

Play the following examples using only the upper thrse notes and omitting the low root.

Ex. 159 e
N
Ex. 160 A¢ Al G

IR
Ex. 161 phe Fo Eh
RS
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s
Dominant 9th Chords

Dominant 9th chords consist of a dominant 7th chord plus a 9th tone, Learn the movable shapes
below and use them to play the "basic moves” that foliaw. Again, the low root is oplional.

Fig. 22: dominant 9th chords, with sixth and fifth string roots

th churd Quh chordl
(61l string rout) i 31th string root)
*x X x_x A
NEIE (o) i%
RN
1324 1222
{opuonal- 1 3 1 3 (oporal 13 3 3) .
Ex.162 @9 (9
> '—_Z:f )5' ) | ) ;‘ | g
3 ..-‘U}“— == IF - — |
Ex. 163 pby AY AT
P4 e
Ex. 164 gy BY AY
61 o
3 . -

Blues Charits

The following blues charts should be played wilh both a straight eighth nole feel and a shuffle feel.

Chart #1 is a twelve-bar blues with Gtr. 2 holding up the bottom end while Gir. 1 plays 6th and
dominant 9th embellishments.

Chari #2 is an eight-bar blues with the same “ormat, While mosi of us know the twelve-bar blues
farm well, the eight-bar blues form should also be committed to memaory:

Finally, write your own twelve-bar blues using the 6th and dominant 9th sounds with your own
rhythms over another guitar part iike the one used in charfs 1 and 2.

Chart #1

“12-bar blues”
X. 165 Gi6 Gy G (4 6 G(_l‘)
. L::" i ) JJ ) / : B ( f /' V4

PR PR PPRPRIPPE S
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Chapter Nine

Objectives
» To learn more 6th and dominant 9th chord sheapes.

» To play "Basic Moves "
» To play rhythm progressions using given chord shapes.

In Chapter 8, we learned some selecl voicings of 6th and dominant 8th chords to use with blues
progressions. In this chapter, we will continue to learn and play more movable shapes of 6th and

dominant 9th chord sounds with roots ori the sixth, fiftn, and fourth strings.

When playing the 6th or dominant 9th voicings, remember the basic underlying chord type has not
changed. A C6 chord is still a major type chord and a C9 still contains a dominant 7th chord. The 6th and
9th (ar 2nd) scale degrees only enhance and add stylistic color to the basic chord type.

More 6th Chords

Here is another shape for the 6th chord. Use it in the “basic moves" below. (Play all chards with

movable shapes.)

Fig. 23: 6th chord, with sixth string root
Gth chord
X X

i

Ex. 167 l:n;: Ab
o . —

Ex. 168 (in s I

by P s /’”_‘—;4
. fil Bl (6

Ex. 169 Ao Cify I#m G

7
@) (5 G} ®



Here are Iwo more 6th chord shapes. with lhe root on the fifth string. Use these in the “basic
moves” below. (Play all other chords with movable shapes with roots on the fifth and sixth strings.)

Fig. 24; 6th chords, with fifth string roots

il ehord ol chord
¥ % %

[ ]e ;% l
BEX)
@ ]
4211 1 s 53 3
Ex. 170 Em7 AT 126
- ) E= ,
] = =
Ex. 171  Feo B¥inay7 Am7  Gm?
B l‘ —’T,) l ) )__7L -
i jg 7_.'4’ 1'_ . i |
Ex. 172 A 136 Pm7
S NS
b1t WSS

The next 6th chord shape is rooted on the faurth string. Use this movable shape in the “basic
moves” lhat follow.

Fig. 25: 6th chord, with fourth string root
6th chord

X X

a 247
Ex. 173 AD Ab Gily
o N ‘ | N
LA S | /s
Ex-174 o, '
IBEYN
h . R

?_‘“t o i.’ T :;_ _7 _ p—

Ex. 175 (it Lm7 iy

bio D N



Chapter 9

More Dominant 9th Chords

Learn the movable dominant 9th chord shape with roots on the sixth and first string, then practice it
in the “basic moves™ below. (Play all other chards with movable shapes.)

Fig. 26: 9th chord, with sixth/first string root
')!h chord

-

p |o]]
il ¥} ? j "@iaapinnal el an fop antbior batam)
r__|uJ
132 4
loptanal 2 1 & 1 4
Ex. 176 Dm7 G0 Cimaj7? Am7
P = e e
- - - 1 o ] o =
. o
Ex. 177 aAn 157
j}j ) )\ ) ) ) 12- /r‘ EE
L i _ B ————
Ex. 178 134 B'M") B9

ca
_z%g-DR%‘f /‘ /. S;E{—_/L 7

Here are two fingerings for the movable 9th chord shape with fifth string root. Use them in the
"basic moves” that follow. (Play all other chords with movable shapes.)

Fig. 27 8th chords, with fifth string roots

9[h Lhnrd 9th chord

T( f— U . ﬁj L]

o ee LY

BEED NREEE

2134 T aa 3
Ex. 179 aAm7 Ny Am7 Bm?

WA ) D) )

Ex. 180 (7 (o o 7 Bomaj7
YA A Y R
- e o N 0 e -
Ex. 181 (m7 BBrmay 7 b9

&1 S R S

a5



Here is the movable 9th chord shape with four h string root, Use it in the
(Play all other chords with movable shapes.)

Fig. 28: 9th chord, with fourth string root
Il «hard

“hasic moves” that follow.

XX
il
214 3
Ex. 181 Gv Fo o FFe GY
R UNTRVENREAN I
Ex. 183 LEm7 AY Dinag 7 GY9
e 4 A
Ex. 184 w7 FY Iy (Y G

breo ;s

Charits

The lollowing charts are (o be played using 11 indicated voicings. The dia
you remember the new shapes and algo o give specific voicings to be played. You should memarize
‘goed voice leading” Use these chords together in
other songs and progressions. Alter you can play these combinations, you should then make up some
other combinations by starting with the firat chord in a different position/voicing and then trying to find
the next chord by staying relatively close to the tirst chord. The mare combinations you learn, the greater

these combinations of voicings and see them a&

varisty and ease in playing will resull.
Finally, if should be stressed that these 6th and

their importance.

Chart #1
_Em7 Ab D7
TS T e
. .l
o] il _‘!;1 T lﬂ
] ERER 1234 'TE\_:;.“
. Fo B;bmaj'i EF9 ) Dy 7 B
T ) " C xuu T vy Tl 1 oy ATY
£3 |l'|i h T ‘n,l' ui!l'_q'F" .{ \.I $o 4
8 Z[o [ Lh
. aRENs \I.ﬂl | ]
2138 R 2144 (= R | L
Ex. 185
J=80 To Coda O
Em7 Em7 ‘

=

91h chords are among the most common of chords .
All shapes should be learned and played regularly. You wil averiually hear these voicings and recagnize

Cmuj7
¥
Y b | wn
TR
i
|
D6
x b
- l uy
L]
L& L
T
1
4231

Dinaj7

grams are there to help

bt ST TTTT
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Chapter ©

Crnay 7

j—i_) /)7 ST /17 )7£:/:'-'J—J:' ‘

[ 4 D.C.al C

é Bjilﬂ) “ 7v/, /‘ ) /[ ;) )__flgmﬁ';

{) Codu

Dinaj7 w7 .
é) /1)))] ==
Aiyet————— [
Chart #2
€9 By E"9 Ab6 Amaj7 JPmaj7
x % X - . n‘ rvf I x J‘l ‘ ' » . "_"\
T!—f'iﬁi n I lTTTI ’, Ik " T m]» | T L 1
N 1l | !"', K] ¢ w8
g _Jll Ll[|r 1 1 :f 44 i
y LI ‘ L
24 193 44 2 i 342 [ ETE
BbG ERg Em7? Bbman Eb9 Abmaj7
) 3 ¥ » (_-_\ “x % x % ¥
| th & Al '_'."__ é i {‘] | o [ S ® AT
LA o b4 [X) ICIR L] [X]
o) e [XIL] [ iREN \
BENE RENEN T ]J% 1 3
13 ZaA 1 3333 R R 234 342

Ex. 186
J =88
a9

b1 AT T TS

An .7 D) 7 13k by Emn7
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Chapter Ten

Objectives

« To learn the harmonized major scale in triads on the three sirings.
+ To play “basic moves” using tiiad shapes.
« Tolearn Roman Numeral use in harmonized major scales and chord progressions.

The process of building chords on the degrees ol the major scale, using only the pilches found within
the scale, is called harmonizing the scale. In this chapter, we will focus on learning chords from the
harmonized major scale in iriad shapes on the top thrae slrings only. Knowing three-string triad shapes on
the various string sels (1-2-3, 2-3-4, elc.) is essenlia 1o good fingerboard knowledge. These shapes are
also essential for making up your own part within a la-ger musical selling, when a chord containing five of
six notes might be inappropriate.

Harmonized Major Scale

Figure 29 shows the triads found in the harmonized Bs major scale. The Jowest note of each chord is

the root.
Fig. 29: triads in the key of Bb
Bb Cm Dm b I Gm A B
L% K % XX XK % s xxw R EX XK KEx
b | L R ®ip '—FJL At _! _[ _§NII ] I "l||||, i @ ®iin
. L] . ANNEE 11T l s | .
e R & T e [ lwe’ e, [ | e
] RN B N T 1T &
| 1 T l

Play the Bb harmonized major scale below Using the shapes Irom figure 29; ascending and
descending, in steady half notes. (The symbol “°" dencles a diminished chord.)

187 Bt Cm D [k I Cim A" B_*’
' J — ! —r—- J — J J
. —7 7 Y Rty ‘ y
D —— : =" ... . :
e
Bh A" Gm F |-k D
A R E—— I
i — 7 =i “ ‘ /4 /.
i | = S
Now play the Bb harmonized scale in dialonic 3rds, ascending and descending.
.. 188 Bb Dm Cim b Dmi ¥ 1k G
) L T N B e
}?—4 “ - I ——% - - \ : e \ —— : -
F A° Gm 130 137 G Ar P
p—’ — /; ! s il l R J | ] 2: i
£ o PR Sl s | I/ Ay / A |
i p/ T X H ‘ et Sl J

%\;

Gm [z I i [ ' [2m 13k




Chapter 10

“Basic WVMioves™

All of the triad shapes learned in figure 29 are movable, so you should play the harmonized scale in
all keys. Only in this way will you fully extend your knowledge. [n certain keys, chord sequences from the
scale may become too high on the fingerboard to play. Simply drop these chord shapes down one
octave on the fingerboard and finish playing the scale.

Play the following “basic moves” using the previous three-string triad octave shape [rom
- . e ) Stliatring to 3nd string:
shapes. Depending on the key you are iri, and wha" chord you are playing next, sl [
it is sometimes better 1o move down to the new chord. since it may be much ] H

closer to the present chord you are playing. Look at each example below and
decide what direction {(up or down) you will mave wken playing a new chord.

NOTE: Rermernber, all roots are on the third string. You can use the octave shape starting from the
fitth string root (shown above, right) to locate the third string root.

Ex. 189 Key of C Ex. 191 K]ey of F . 5
F [m - m
%&'ff‘if/‘ IR by
Ex. 190 KeyotD Ex. 192 Kcy ofE
. _ Bm C*m D
:_zg;?l:/:f_—j;z:‘]_ /117 ‘é—j P e e B e S S
. ’ : B J

Ex. 193 K@y ol A
" k

%4‘ INNENE e

Roman Numeral use in Harmonized
Scales and Progressions

We can apply the major scale harmanies we Fave learned to each scale degree, using the neces-
sary chord type found within the harmonized scale and Roman Numetals ta represent them.

Fig. 30: Roman Numerals in key of Bl

Key of Bl - o 7
Chord: B Bh Cm Dm Eh F Gm Af
Roman Numeral: | ] iii Y vV i vii®

Fill in the c:orrect F{omdn Numerals in the follc: wing chord p‘rogTessions be‘low and then p|ay them

is dumlmshed.

Ex. 194
KeyahC = Em T G

b e,

Homan
Numaral-
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“x. 195

yolE g Cm B A B E
fl—— L I

AT —7—71 7171 1 |1 1t S
l.i o
wmerar - _—

. 196

yolD Fim [Fm A

b == 1 |1

Roman

Mumeral o _

=X, 197

Heyof F Bb C Din C Be

é,_j/ A A A A A A A A N =

Raman
umeral:

Ex. 198

Key, oG G Em [31n D

C
K;f_—.l*—-l———l—_—]——l“"lz A e
Ameral;

Now write your own progressions by using Roman Numerals. Then play them in different keys!

AT [ F—r (. A |+ o=

Gl s g s e
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Chapter Eleven

Objectives

* To analyze and play Roman Numeral chord progressions.
» To play two-part rhythmic chord charts.

Analyzing Roman RMumeral Chord
Progressions

Write in the chord names for the following Roman Numeral chord progressions in the keys
indicated, play them using bath full fifth and sixth string root chords (i.e., barre and open position
chords). Finally, play each using the lhree-string trizd shapes learned in the last chapter. Use a steady
eighth nate rhythm.

Ex. 199
Keyofl G ..
K'@yofF - o I B
vi il \%
& 14—~ |1 1 1 & |1 4 A AT
Ex. 200
KeyolD . . .. - . ———
KeyolA - =
| v V Vi Y
ToA—A—T—1—-1 |1 1 I I [l =r—F——— 75
Ex. 201
KeyofG_—— S — —
Key of B _ S B
| V vi v i

Chord Charts

In the chord charts that follow, play part 1 using three-string triads only. Part 2 is a steady eighth
note feel using full fifth and sixth string root chords and/or power ¢chords. Play each chart and trade parts.

Chart #1

Ex. 202
J =38
G 1 O] E

(=R E e

" ﬂ ) .= ‘
i 2 1l vlronds) T CIm

TR T s

5




Chart #2
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Chapiter Twelve

Objectives

« To begin working with sixteenth note rhythms.

« To play chord “vamps” using sixteenth note patterns.

. To learn movable shapes for suspended (sus) 4th and dominant 7sus4 chords.
» To play “basic moves.”

Part of the focus of this chapler is 1o begin playing sixteenth note rhythm palterns, concentrating on
the strumming hand. The main idea is to achieve a relaxed, even strum, Practicing with a metronome or
drum machine is essential! As you play through each pattern, practice them at slower as well as faster
tempos. This will greatly imprave your sense of time and feel.

Sixteenth Rotes

Let's begin by playing the following sixteenth ncte rhythms while muting the strings with the fretting
hand. Play each example at the following lempos: , = 60 and J = B0. Pay ciose attention lo strumming
direction and concentrale on keeping a relaxed feel in your strumming hand as you play. NOTE: Never
fook directly at the sun while playing your guitar!

Ex,goz;r-.\.-.vr'.\"»H\*H\H\'H»
I
T

FeE==Sc===

N
\_I'l
N
\_J )

Now lel's use chordal attacks ancd cambine some of he thythms just practiced. Again, pay altention
to strumming directions. To develop your rhythmic ndependence, you should practice on counting the
guarter-note pulse out loud. while playing these sixieenth note patterns.

Ex. 207 Dm'i b7
SR = T ™ vim

& /‘777 F/"? el | JT710 7077710 77

Ex. 208 Bm7 (RO
™ ™

yom v gl m vV ™ s,
Ex. 209 Amaj7 , Fmaj7
[ A o O A o =V V sfm.

1

(

SEEEEES Ty e )7)‘7) e e e
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Later, in Chapter 13, we will combine both muled and chordal attacks alang with new combinations
of sixteenth note paiterns. So keep working on the patierns shown on the previous page using your own

chord sounds to master these rhythms well.

Suspended 4th Chords

Since suspended 4th chords do not contain & major or minor 3rd, they are generally symbalized
only as “sus4. A chord type (major or minor) is not Jiven. However, in theory a sus4 chard that resolves
to a major sound is thought of as a “major sus4” while a sus4 chord that resolves to a minor sound is

thought of as a “minor sus4.”

Fig.31: mavable sus4 chord shapes

susd s
(6th string root) (Sth strigy rout)
T X -
® (X e ]
§ER
LA Ll
| 1] EES
1238411 ek

Use susd chord in the “basic moves” below.

Susd
(4th string, root)
X X

T

&
-

AN |

%210 . A Ex. 211
(,%;j_-_&L:/;/:_I_/_—_L_I__J-__:“ (2\, 17
oot (® ® Y B
EX. 212 nosa D Asisd A
Y AV A A AV |
@) (B B 3

Dominant 7sus4

®

Although the dominant 7th suspended chord does not contain a majot or aunor 3rd, it Is symbolized
as “7sus4" since it does contain a lowered severith degree. Use these 7sus4 shapes in the “"basic

moves” below.

Fig. 32: movable 7sus4 chords

Txugd
(dth string root)
X %

Tsusd 75 184
(6th string root) (51h sring root)
———— X e
IR |
LIE) 1
131411 EEEE
%213 grue 7 Ex. 214 pygye
é}i — 717 77
Vi ® ® Y@
Ex. 215 G 7sus4 7
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Ex. 21

Chapter Thirteen

Objectives

*  To tearn new sixteenth note rhythms.

e

To combine sixteenth note rhythms to play single-measure funk patterns.
* To play charts using new patterns.

In the last chapter, we began learning some sixteenth nole rhythms which we combined into short

patterns. Let's continue this by adding three new sixteenth note rhyithms which we will use in one

measure patterns, Remember to always use a metronome or drum machine when practicing these

rhythms and play them at different tempos. Suggested tempos for example one are: J=60 and = 80.

Viore Sixteenth Noie Figures

Be sure to pay close attention to st_rum'ming directions on each rhythm. Use any chord.
Ex.216 ™V Ex.217 ™ V =V T

e ==k H-

q)‘ T d— s— f—
T EESS e e __.‘

Ex.218 m V VvV ®m Vv Vv =™V

Voo™ v
= FELFT3 P15 PP
R EEs S s

Both the eighth and dotted eighth rhythms in the figures above can be played as sixteenth note
“scratch” patterns as in lhe examples below. Play each example using both interpretations and notice

that the chordal attack of each rhythm is the same. Use any chord.

9

bH—t 111 [T L T

YA S T

S—

_/UU ) 27037 1 T T

Use the boxes below to write out several chord pairs to use in practicing the rhythms above.

s : LL ] | H.

r
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One Measure Patterns

Let's now take some of our sixteenth riote rhytkms and combine them to make patterns for use in
Ihe charts which follow.

Ex. 222 1y Ex. 223 1n7
moy -\ = ™\ ™V ™V

Tt | b B

7 77 i 7
. i N
J T

Ex. 224 49 v Ex. 225 C'm7

H VoM m VoV
b e /+/¢ i:—ﬂ éq__ S =recoo———

Chart #1
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I
|
l
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i
|
|
.
A
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Ebmaj7 B¥ma)7 AT
2 _I i {: . L_
< 7 7 y i "—;”’ - y j = Y
g y 7 i / = —\= —f—a—F—v—F 7 O m—
T = - > =
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Chapter 13

Chart #2

Suggested thythm
X I ;—1——'—1 __'_]r J )} —
8 A ) VA o —— 17—
'P q4 45414000
Ex. 227 )

Cm? 179 (ilti S 9 )
A A A T
Gm7 Ebo , Ein7 - A9 Em7 A9

G+ 77t
‘ l Bm7 -4 H _‘Dnn’ G7
== —2 | .L_f F ¢ } Lk I
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Cruj 7 F9 13maj7 (B Abmaj7 D9 Cm?
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Chapter Fourieen

Objectives

» To learn movable shapes of major and minor 9th chords with the root on the sixth and filth strings.
+ To play “basic moves."

« Toplay rhythm charts using given chords.

Major and Minor 9th Chords

In Chapters 8 and 9 we learned shapes for dominant ath chords. We will now. lgarn shapes for major
and minor 9th chords with the roots on the sixth and fifth strings. When adding a 9th (2nd) to any chord,
remember we are not changing the chord type. A major 9th chord is a major 7th chord with the 9th (2nd
scale degree) added. A minor ch chord is a minoi 7th cherd with the 9th (2nd scale degree) added. The
9th (2nd) scale degree anly adds “color” and enhances the existing chord type

Fig. 33: movable major Sth shapes

major 9th chord mulior 91h chord
(6th string rvo ) (51l string root)
X x

S

] | flelll
__!?_lL N L ]
-

ol

T 2514 21438

EX.228  Gn7 o9 Fmaj9 Ex. 229 7 Gy Craj9
fyﬁ'i—z——' EESSESEE S -ﬁ(?ﬂ‘_ P =
Y ® ® ® ® @ ®

=.x!.“ 230 A7 Cim7 Drgj7  Amajd Ex.231  pywio Gowy? A7  Bm7
(E=====SEa== ‘(g-z‘iiﬁ—ffa ====
Y e ® ® ® s  ®

Use the minor 8th shapes below in the “basic noves” that follow.

Fig. 34: movable minor 9th shapes

minor 9th cherd — minor 9th chord
(6lh string rout} {Sth string root)
X o= X %

o

IBEE E3K)
__; - :_‘_E‘,

2334 2144

b
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E>xt‘1232 Amt) N7 nnll? Cmn? Ex. 233 I'm® A7 Dmaj7  Grmaj?

A r 71|17 é =1 AT —

« sing ® ® & ® ® ® ®

EX. 234 (-maj-? Am7 D4 D', EX. 235 Bmo9 9 Am9 09

ﬁ 77 7 / I / / /7 [I ép) Va AT —
® (5 & 6 ® ® ®

Charts

The following charts use major and minor 9th chords, as well as dominant 9th chord. Choose a set of chord
shapes and write them in the diagrams below each chart.

Chart #1

Suggested rm'?hm

I IJ;J_'I

or SIIA A AT AT

Ex. 236
l=m
Dmajd Am7 Bbmaj7 EbO

f@EF: —r—=r =7 T 7T F 4

To Coda {

I.
Arma j7 Db I Crmnj9 F

I/ ETT e o st -
ﬁ}—] 4 y A/~ ._:/___j_ B jena 4 1 —f——F o ——F- —f —F 7 'h
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‘,_, - D.C. al Coda
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Chart #2

Suqgested thythm:
;})))[_—/_7)1;“ =
YNNI SENNESSSSSSES
Ix. 237 i — —
J=84
, Am9 i Ay 9
7 N , .,
d ottt 1 s 1 1 |1 s 2 1 |4 1 1 1
X o . S .
A AmY DY i) Cmaj7?
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Chapter Fifteemn

Objectives

= To learn shapes lor minor 7th llat live chords with rools on the sixdh and Jifth strings.

» “To play "basic moves."
» To play rhythmic charls using given chords.

Minor 75
The minor 7+5 chord type is an importan! ane because of its relationship to other chord types (i.e.,

dominant gth, minor 6th, “slash” chords). Depending on its function, it can be called several different
names. Although it funclions as a chord in the harmonized major scale, its most common usage Is found

as a ii chord in minor keys.

Fig. 35: movable minor 7:5 chords

m7+s m7bs Alternate®
(6L string rool ] (51h string raotl) (Sth string root)
X x % ¥ % X x
[ 8|6 [ | [
LAEY) IE3L) EJIEK]
_“}_‘_‘ L []
2N ‘
2 3241 1324 2 3«41

Use the m75 shapes shown above in the “basic moves” below.

EX. 239 7 Am7bS D7
7 . .
/R A A
o sfring i
raofs: (6) (8
Ex. 240 Dm7 Fm7es AT
e 15 1o | e a—
: ) ) ®
Ex. 241 Cinay 7/ hn7 Bri7ts
S - -
gp )l /I f T ' A e e
“ 5 @‘I ’gl
Bm7es E7
|2 11—
(&) (&)
o3 [9
| Sr=—r——1
{h} (5]
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Charis

The fellowing charts also employ m7:5 chords,

Chart #1

|
\
.
|
~
i

Fm7
Fi —_—————
5 i S— 7 7 I SR J _7__ i
Y v 4 Y — 7 P A— 4 FA—
!
G 7 Fi7 Bm?

Anaj7

ri7
R —7 i
7
?I _I[

e e e = =

Dinaj9

E7 AmajT
S

Frm7

Chart #2

Dimaj% G'm7s Ci7
y; ———
w1 - F
s E—
245
J=92
Aml , D7

Dm7
f .
ﬂ;; .l! I’ I’ I‘
B
a
Fimaj7 Bm7b5 B7

eSS e SR

A7

IVAVAVEVES A

‘ | ] ‘
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Ex. 246
Straight Eig‘htll Feol J =84
Em?"‘ﬁ D'11‘117

Joh

Chart #3

Cimag 7

o

)l

Chm7hks

Chapter 15

F*7 Bm?

| o i
i oo S

Do u‘l

7
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Objectives

« To learn shapes for minor 11th chords with rocts on the sixth and fifth strings.

« To learn shapes for dominant Sth sus4 chords with roots on the sixth and fifth strings.
+ To play "basic moves”

» Yo play rhythmic charts using given chords.

In this chapter, we continue to look at extended chords, learning the minor 11th and dominant
gsusd shapes. As we saw previously, the 9th is actually the 2nd scale step. Using this same principal,
the 11th is the same as lhe 4ih step of the scale.

11th and 29sus4 Chovrds

Since any chord containing a major 3rd or major 7th is considered to sound too harsh with the
addition of the natural 11th, we will look at only the minor 71th chord type along with the dominant
9sus4 chord type. Remember that the 4th (11th) is acceptable in the dominant 9sus4 because there is
no major 8rd. Since no major 3rd appears in the chard, we call it "sus 4" rather than 11th!

Nate: However, it is common to see a dominant 9sus4 chord called (incarrectly) a “dominant 11th.”
For instance, “A9sus4” may sometimes be seen as “A11." The dominant gsus4 is also commonly known
as a “stash” chord, (A9sus4 = G/A). Stay tuned tor more slash chords and their function in [ater chapters.
in this chapter we will label the chord only as a "9sus4”.

Fig. 36: minor 11th chords

ISR

mil 11l (ANernate)
{6th sioung rout) (5th 5Uing rool) {S1h string roat)
® x x X x
& ] .
® e ] e
HHH i
2 341 2 a4
The following “basic moves” use minor 11th ¢chords.
E""-‘ 247 G Fiaj? Bx- 249 pon A7 D7
. ) _ ) T )
e e e | &-, Yoy e
o sting . - S « i . S )
roars: (&) (8 {5) (&) )
Ex. 248 Crmill Bfmay7 Ex. 250 Aml | D7 Gmaj?
f 'y = T /A B — - .
b rrrrtrr s bt B s
| ® ® . ® is! ®
Ex. B51 Cml! Fanl | o7
g/ Sl T . )
:gp— ,fi’__j_fl____:[ e {_—/ ) /'___—f';f ) "l
) ® ls* ‘)
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Chapter 16

Fig. 37: dominant 9sus4 chords

Os11ad
Qsnsd Csusd (Alteraate
(6th string roal) 151l string roof) 5th wrmg root)
[ K Pedb e
- . { E T‘I I
3 = o a4t rerort
The following “basic moves™ include 9sus4 cho ds.
Ex 252 A9susd Dmaj7 Ex. 254 E9suzd DIsusd BI’ITIHJ7 A7
= e : | A , —
= 1= I_‘ e S B “ ﬁé’jli‘lzf—[——/—:f——/—‘{:’
oot (® ® ) ® ® ® ®
E",; 253 Ehosusd Ab EX.255 v Am? Brosusd  EbmayT
= :tdj_‘/_—“j_-:f "'/;—__'3“ (?j &: "-/ —— A e 1
o ) R ) . — T
® & ® ® ® &
Ex. 256 Bm7 Efsus A Dimay 7
‘__1_ - __L—’j__il_'_‘l —
el - —
(& GY) (8 5

Charts

The following charts incorporate m11 and 9sus4 chords. In Chart #1, notice the half-step metion in
ihe bass with different chord types. Observe where any COMMon tones appear in the chords.

Chart #1
Ex. 257
Slowly J =60
Craj7  Bmll Bbmaj7 Am!l ArmajT Cimay 7 Cmll Bbrmaj7 Bmli  E9
q”r . ‘L ’! 1| ‘_—)' P :‘__,[_‘_—_‘ —J. [ ‘l | 5 ;L ‘
?  j— — = f“‘_ o g - - I -‘I__[___L,J_’___J.____
f\mm'i FFm7 Comay7? Al 1927 Dby G5muj7 GG

== SRR s s

Bmil Bbmaj7 Amtl D7 Gm7 o Brmaj7 Gm?7  Amll Abmaj?  Guiaj7
N e e [ == e
w—o s 7 _r’_—f--’i}y;:'—_}ff l IR /r_ .'___| R "
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Chapter Seventeen

- . o
Objectives
¢« To learn major 7th and minor 7lh ehord shapes with roots on fhe fourth string.

« To play "hasic moves.”
+ To pla;f rhythm charts using given chords

Up to this point, we have learned and played mast chord shapes with the roots on the fifth and sixth
strings. Now we will begin learning some shapes w.th roots on the fourth string and combine them with
other chords learned previously. One advantage to using chords with root on the fourth string is it allows
us to have less movement between chord changes. In fact, you may stay in one position to play most
chord progressions if desired.

Viajor and Viinor 7ths with
Fourth String Root

Two shapes are shown for each major 7th and minor 7th chord. While the first shape given is mare
practical, (the second shape of the minor 7th is a stretch!) work on beth and apply them to chord
progressions you already know,

Fig. 38: major 7th shapes, with fourth string root

majar 7th major 7th
(4th string root) {4th string root)
b X %
: 7 Te
[ 1e
[
-
Tio
Ex. 260 I¥maj? Ik nmaj7
_ Y A A
é-,,} L= 11— 1
o snag o .
ool 15) (4]
Ex. 261 Inmay 7 g7 lenvag 7
A . N [ g ]
I R VA e |
\ R —
‘ (5) fa A
Ex. 262 Arag? Cimaj7 a7
SR e P ]
:?%— A—=—r=r- 1 | 1= -r—r—j
@ @ ®
Fig. 38: minor 7th shapes, with fourth string root
minor 7th niknor 7
(<Hh string root) {(Alternate 41k strnng rowl)
% x ® %
& ] ] ARERL.
T !
| L LA 4
i 14

1A 20 a4 2



Ex. 263

Bm7 a7
é Yo o1 o1 |7
'séroul; (5) .

Ex. 264 Ani? T iy 7
bhot-r 1 1 |
® @ (82

Ex. 265 G Drmni7? Am7
okt ot |
“ _ & 4

“Basic NMowves”

J /7 “
t4m7
RYARVEN
&
t:@:

These "basic moves” combine bath major and rrinor 7ths with fourth string roots.

EX; 266 Emaj? Amuj7 CFm7

%ﬁ y — 1’ _-_];_'" [_:— ‘—_'f_/:_ %[]

& sling o

oo, (B ® 7

Ex. 266 Finaj? Em? Bin7 Cpay 7

= E—— - —

AT =T = I = F—

Y e @ @

B 267 Bbra 7 Fb ) 7 N’rn;lj'i Gm7

A N o

fé‘l:—/——‘/:—/_ Lt

o - . . :

® &) @ @

Ex. 268 D7 Gm7 Finu 7

M;L A VAR A |
(53 (4. iq]

Ex. 269 Frwg 7 By Amid bm?

g/ iy — )

:é—:,_ﬁ_ _‘__—l: / ] /- VA :}JJ

e = o . . '
{8) (a1 t4] (5)

Charts

Chart #1 mixes fourth-string-root 7th chords together with fifth- and sixth-root 7ths

all voicings with the root on the fourth string.

. In chart #2, play

-



Chapier 17

Chart #1

Ex. 270
Moderately J =84 To Coda )
Gmaﬂ F* m7 Fmaj7 Em7 Bm7 Cmaj?
e — ,,% 1 A B N N O
S I R . j|
fé?,?é’ @ @ @ @ ®
Gn{aj? Fim7 Amai7 CiEm 7 CPm7 Fm? D.C al Codr
S e N S N D — f
Arm——1 4 — e ] F— ¥ — &
~¥ p— -- —= e - — —
* ® ® ®© (gl ® @
Q} Coda
Fraj7 Cmaj7
f . h; - J_____: Lo g
B (o — A — /[ ( < . ;_J]
i — -
5 ]
Chavrt #2
(“Dotty Said No”)
Ex. 271
Maderately Slow J=78 )
Bm7 Am7 Gmaj7 Em7 Fimaj7 L7 Ermay? Gm7 Gbrmﬂ Fm 'i Ebmaj7
A, o —— _—}____ - — S
i T
chL N -
mg?sO @ @
Am7  Gm7 Fmay?  Din? lim7 Amd A,Lm:uj? (S Gm7  AmT Frag7
S L Py Sl
fos—— y 4 .I__ - L i ol b/ / —% y/d
S " kT T e - E— =
o
Em7? Ftm7  Dm7 Em7  Grajt o Fim? Bm7 Ani?  Gmaj7  Emi
PSS I (S A N L N IS B
T e e e e
(op— - - = — P S Ay f— el S
= :
["'maj? Dm7 L7 F*m7  Gunai7 AmT Bm?
=] T T T
1%‘5?7“ —_— g . ) ';_';A_, —
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Notes:



Chapter Eighteen

Objectives

+ Tolearn dominant 7th and minor 75 chord shapes with rools on the 4th string.

« To play "basic moves.”
* To play charts using given chords.

Here we will continue with fourth string root chords by adding the dominant 7th and minor 7.5. By

knowing these four chord types, with the roots on the sixth, fifth, and fourth stringe, yo

u are well on your

way to playlng most chord progressions in one positlon. (In later chapters, we will explore this in detail.)

Dominant 7th and Minor 75 Chords

with Fourth String Roots

Fig. 40: dominant 7th and minor 755 chords, with fourth string root

Tth ks
il sering roan; Ath sty rood:
* # kR
TET NEIER
IR BRELY;
$ e
1324 1222
o 1333

The following “basic moves" use dominant 710 chords with fourth string roots,
chords with fourth stririg roots.

followed by m7.5

J(.QZTZ Bm7 G7 Fi7 Ex. 273 Am7 Din7 G7
S —— Y g e = e ———
o e e 7 ,EE:_H 4-;- i S Y B S e
o siri S [ ,
o (® @ @ @ ® @
Ex. 274 Amaj7 Fam7 BBm7 E7
VB Ay S S |
(43 15, 4
. 75 Em7 Fem7es B7 Ex. 276 I3y 7 Gim?7 Am7ks
e F——I—3 %2 P = == =
777777 _T ) g - — —
* @ @ ) * 4) @ @
Ex. 277 Bm? GoPmies Anay 7 5m7
bh 0 rr
) @ 4) ey ©)




Chapter 18
Charts

The following charts mix 7th and m75 chords with fourlh string roots.

Chart #1

Ex. 278 ,

Maderately Slow =76

_ Dm7 G7 Cmaj? Cm? 7 Bbynaj?

A L) ==, . Y | e N —
%:;:i—/——%“/ B R el e == = ——7—7r—
 w sfring

raots: (6) 10)] (@) @ ®& @

Em7 AT Dmaj7 Gim?7 -7 Frnay?
EI—— |1 1 [7=
® ® @ ® @

. Bm7 7 Amaj? Brm7 Eh7 Abriay7
&t L7t |ty | g
Y B @ ® ® = 6 ®
Am7 D7 Gmaj7 Frm? 37 Emaj7
n - ~
__ . I o —
AT 77— g5 —
Y@ ® @ @ ® @
Charl #2
Ex. 279
Moderately Slow J =80
FFm7b s B7 Em7 A Fi7 Bm7
st —F—F T —!—l——l— A /7 I—F——F
. ® @

® ® ) ®

L~ Bhn7bs T Abimaj? Fn7es B27 Epm7

F———F A T 7
@ ® @ i & @ ®

. Cm7b5 F7 Brm? Am7hs D7 Gm7

‘{PT-/ e A A A A VA A R Y A S

* (é‘ '(5)' o s B '\E;‘ : - o

Eni7ks AT D7 Bn7ea k7 AT\ajT
fé? 77717 7 |7 === =)

® ® @ ® ®
Notes:
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Chapter Nineteen

Objectives

= To learn the layout of the neck in the “five pattermns.”
» T learn five patterns for major and rminor chords.

* “To work on "basic moves.”

» To play progressions with rhythms.

The Five Patterns

The five “pafterns” on the guitar represent five a“eas on the frelboard that can be identified by the
locations of the roots. Scales are traditionally taught in this manner, but chords are often not, However, it
is very important 1o also view chords in this manne- because it helps set up a relationship between
chaords and scales. Of course there is already a coninection between chords and scales through the
study of harmony and theory but it is beslt 1o also see physical connection on the guitar. The easier it
becomes to see the roots related to a position, the easier il is to spot a chord as well as its arpeggio and
its scale, all al once. This is a method of practicing and viewing the neck that greatly improves one's
ability and combines three essential elements (cho-d, arpeggic, scale) into one routine that can be
maintained as you learn new things. It breaks down the barriers between lhese three elements that

sama thing.

Fig. 41: three ways of viewing A7

ghordy Arpeggio Scale {mode)
LD [ 4 (948 ]|
I DR ML IEX eew | B@c
EXN ! * [
e | | Teme s
TII# i

By practicing in this manner you will be able to access more cholces for chord veoicings and not be
Hmited 1o Just orie or two voicings for a common chord type like major 7th, minor 7th, dominant 7th, etc.
Then your choice of which voicing you play will be based more on a musical concept rdather than a
ourely physical reason.

Here are the five areas we call patierns, shown with C roots. These patterns are sectionad off by
the octave shapes comained within them. Each root is shared between two positions. It 1s in this way
they are connecied. '-

Fig. 42: patterns 1-5for C

Pattern 2 ) _ Pattern 4
(roots on Sth and 3rd) (roots on Gih, 4th and 1s1)
P e T - S e
@
1 ). - Fam
—_{_!/'I J{i\ 0 K‘j
0 Ny ) » =
L_.)' |
) f*.\, . — »
= -,
(.
e T = I
Pattern 1 Patlerr 3 Pattern 5

{roots on Bth and 2nd) {rovtson Gih, Jdand 151) (roets on 41 and 2nd)



Chhapiter «2

Once these patterns are linked up, they remair, connected in the same way regardless of what note
the root happens to be. As you look al different roots, the first patiern will change to ancther position
(fret) on the neck, but all other patterns will remain sonnected in the same reltationship. The best way 10
see this is ta do the “actave jump" exercise which follows.

“Octave Jump” Exercise

‘Play the roots of each pattern by “bouncing” back and forth between them in & rhythmic way (keep
a steady beat). After staying in one position for a little while and observing the pattern you are in, move
up or dowr to the next pattern. Continue unlil you have gone through all five positions for one root (C, for
example) then switch the root to a new note and go up or down for that root. Do this on at least three
roots everyday for three minutes for every practice session for one month. Change the three roots
everyday. It is best to always start the exercisé from the lowest pattern on the neck for the root you are
looking at (i.e., C's lowest pattern is paftern 1, F's lowest patiern is pattern 4).

Let's take a look at the five patterns ard the m#jor triads contained therein.

Fig. 43: D major chords and roots, in patterns 1-5

F;att‘ern 1

[IE AL
‘].’ Pattern 2
L
® = . Sir Pattern 3
J i i -t —.
(X X3 =
Pattern 4
B = e —————
(] [ann Pattern 5
J * X
GDY‘JC] T = '_WW‘_W_ 12 ¢
L s ®

(O]

1

Each diagram starts at the "shared” fret indicated by the equals (=) sign. Notice the shared root at
the fret indicated! These five patlerns show D majur. (C major involves open strings in pattern 1 so we
raised it to D major.)

Here are the five pallerns with their minor triads,

Fig. 44: D minor chords and roots, in patterns 1-5

Pattern 1
i 1[. I
* | Pattern 2
A | = m;] I‘_aSLr Pattern3
eu, = [[® []7k
L] ] ter
e H Pattern 4
) “H = @[[e93i0ir " pattern’

- ——t

EXa = (@ | 12
|

ERERR ol e




Progressions
As you play the following progressions, choose chord shapes near one another. Use different
palterns for each starting chord.

i A m G play & es
B R 2 ey TR L o N o - i -‘..
'@—” - p—i {L A1 7 l / / f__f J_—? 4
N e . — . R —
ix. 281
- Cim D E play 4 tines

@)‘ VA W, T | 7 LETr e

‘x. 282

N Bb Dm - 9!%__ ] F play 4 times
b F T F 4 | T %
4 - i £t S
W 203 |
’ 1! (T Al I3+ plav 4 time
/ , S S —
AR R R YA R EVERS SRS S
< _ A P = el o
As you play the following progressions, switch between two different voicings for each chiord.
X, 284 ,
A G !'_m_ o
bFE I —F A4+ | ST T
SE ot
2 A D G
o —_— R R -
b—F—FF—FFF—F 1 7
& - S S—
X. 265
F
’ Am ) B L
e e e Y MV I A AR N A R T A e e e =
3 ap— - I
0 G I
e T /e | 1 =T
EX;ZBG N
SEr—F—Fr 7 trF o -7
. - — =
o B - 13 . B ]
bt —F—F 11— T FF
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Ex"‘287 Em Am )

1?__1_, e A == o e B S = e
- (; ) 1K I“'m -

_(%-—_-—f::;—z__/ AR ES e e
8 Sl LA S

Cycle of Fourths Exercise

The exercise below uses all five pallerns with the chords rising through the cycle of fourths. The
cycle of fourths (and fifths) should be committed to memory because most songs use this cycle in their
chord progressions, and because it will take you throLgh all twelve keys (as does this exercise).

Play through the exercise with a quarter note on each chord. First use only major chord types; next,
use only minor chord types; then try a combination of both. The exercise starts on C in pattern 1 (open
position) and stops on G in pattern 1 (twelfth position), an octave higher.

Te‘mpc.':BO

Pattern: 1 4 2 5 3

starthere — C - F — Bb — Eb — Al (=)
Db Gb B (Ch) E A
D G C F Bb
b Al ) Gl B
E A D G C
F Bh Eb Al Db
Gb B E A D
G C F Bb Eb
Al Db G B E
A D G C F
B Eb Al Dk Gb
B E A D G
C

Notes:
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= -
Voricing

In this chapter we will continue to work on the five patterns of major and minor triads. By now you

may have noticed these chords sound somewhat different even lhough they are the same letter name

and type. This is because they are different voicings.
The voicing refers to the order af chord tones upward from the bass note.

¢ One voicing might be: 1,5, 1,3, 5, 1.
» Another might be: 3. 1. 5, 1.
» Apnother might be: 1,3, 5,1, 3.

So the order in which the chord tones occul has some effect on the sound, but it does not change
the basic sound quality. For example, all major chords will sound major, but different voicings will have a
somewhat different shade of sound.

Here are some variations of the five basic chord shapes for major and miner presented in the last
chapter, The smaller shapes extracted from the larger ones are very important because they have a
different density of sound and are more appropriate (or some situations. Part of having a good rhythm
guitar vocabulary is knowing which voicing Is zerrect for the style and instrumentation. Be sure (0
compare the variations to the original. Most of th2 time, they are a smaller version of the original shape.
Fingerings are left out so that you can focus or (he octave shapes. See the root! Experiment with all
possible fingerings!

Fig. 45: major shapes and alternate voicings
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Fig. 46: minor shapes and alternate voicings
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Chapter 21

These variations are often inversions of the chord. See which note is in the bass as you leamn each
shape. The trick to using these smaller shapes is to see them as part of the larger shapes. Put them into
some “basic moves” and progressions so you can heat them as a certain type of chord sound, Als@ see

where the root lies in every shape.

“Basic Moves”

Use the smaller shapes shown to the right of each exercise in the following "basic maoves,” These
are meant to not only give you physical practice, but also to give you prachce heariog these
combinations of chards as “unils” of sound. Praclice each move in every key.

Ex. 288 G ( 13 Jile A ey s . G - " © W al),—_
=3 e — = igme L oo _ IEX A Jis LLALEE
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- . N o b alah SR RN * h
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o ) [ | L
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Ex;x =0 D o o o ) t o phiy & ime Heme] TT%Tee
B e N A A A A VA A B B e e | I s
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Progressions

Improvise ditferent chord voicings as you play the following progressions, Alse, improvise strum
patterns for the *hash marks.”

Ex. 298 G D N

SEE =SS = VRN S S S
Anln | L3111 i )

=== | ) ) ) ey

SR — - — ===
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Chapter Twenty-One

Objectives

» To learn major 7th, minor 7th, and dominznt 7th chords built from major scale fingering patterns
1,2, and 4.

+  Toplay "basic moves,”

» To play rhythmic progressions.

» To review five positions of major and miner triads.

in Chapters 6 and 7, we learned and played major and minor triad shapes built from the five major
scale fingering patterns. Chapters 8 and 9 will concentrate on major 7th, minor 7th, and dominant 7th
chord types, also built from the five major scale fingering patterns. In this section, only patterns 1, 2, and
4 of these chord types are shown.

Formulas for 7th Chords

Seventh chords consist of four notes from tha major scale: roat, third, fifth, and seventh (1-3-5-7).
The breakdown far each chord type is:

« Major 7th: The major 7th chord consisls of a major triad with an added major 7th interval. The
formula is: root, majer 3rd, perfect 5th, mzjor 7th, or 1-3-5-7.

« Dominant 7th: The dominant 7th chord consists of a major triad with an added minar 7th interval.
The formula is: root, major 3rd, perfect 5th, minor 7th, or 1-3-5-7.

»  Minor 7th: The minar 7th chord consists of a minor triad with an added minor 7th interval, The
formula is; root, minor 3rd, perfect Gth, minor 7th, or 1-+3-5-47.

Major 7th Chord Sﬁlapes

Figure 47 below show the Cmaj7 chords for patterns 1, 2, and 4.

Fig. 47: Cmaj7 chords

Cmaj7 Uy 7 Criaj7
Pattein | Faven 2 Pattern <
£ R ¥ X %
e $ 1 ] * n
SEIEE :: HT . .‘ o | !
. e @
By
IRNAN
3z tgda 1 34Z
Ex. 300 , o
Crmiaj7 Ginnag 7 Pmag7 Dy 7
AD-4— I z i :k_*_}’, ,i___/* / } - /* /_*/: l l'»l 7——/—'
Play patiern: 1 4 2 2
Ex. 301 . . .
_k Emaj7 Amuj7 [ 7 Frnaj7
e T N i - 3 - -
é—zl;—' —'[———/_/—__ 7_/; 4-,_:l-ﬁ L’ — / “7 , . / . /, ./ 741 v 7],’_7_: Ane—
¥ - - | A
Piay pattern; 3 4 2 1 "
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Ex,'_302 Ebmaj7 Brmaj7 Fowaj 7 Cmaj7?
Y, _ . T — » - g - — -
SEEEE A R R AR RN 7—F—F—1—
- j o —
My pattern. 2 4 1 4
Ex’.’ 308 ez By 7 Cmay Emigj 2
7 |1 L 1| A T
.J Y o - T T
Play pallern: 4 4 1 2
Dominant 7th chord shapes
Figure 48 shows the C7 chords in patterns 1, 2, and 4, plus an alternate pattern 4 shape.
Fig. 48: C7 chords Cc7 ) Cc7 Cc7
Pattern | Pattern 2 Paltern 4 [Aligmate Pattern 4)
N ¥ 4 . X k3
‘__F"" IR IE BT o @ | ®WAl CIEIEIEE
N J [ 2 [ ]
®| e BEIEK] [
|
:lwlz-. 13140 EREIEEE i 243
Ex{'\ 304 ., F7 37 G7
-, — e VT, T = —
N ( A—F 7 1- J_/;_L AR A Y e Sy ' 4 ——
Play pattern: 1 4 2 4
Ex. 305 43 E7 F7 E7
{57 —‘/——l—‘—[:_:_—__j,:L—/_—_— e e e — s’ A i —f— —
‘an'f pattain: & 2 1 1
Ex. 308 ¢ BY 7 AP
P e e e A e e Y e e e 1
: i e i e
o _
Play pattae. 2 4 2 1
Ex. 307 _ . .
G7 7 =7 AT
é Sy SR Y A VA B AR S S e £ e
Plaf[pallern: 4 2 1 4
Minor 7th Chord Shapes
Figure 49 shows the Cm7 chards in patterns 1,2, and 4, plus an alternate pattern 2 fingering.
5 : - Cm7 Cm7 Cm7 Cm7
Fig: 49: Cm7 chiords Pattern | Pattern 2 {Alternate Patterm 2) Pattern 4
o~ % A # L3 ¥
:x 8 (1@ AR I G x‘ [IERIG *R8 | A0
| [ L4
EALYN INE2
u B

3ran AR | 243 2 333



Ex. 308 _ .

A Dm7 Brm7 Crad Gm7
- /T | e
Play pattem: 1 4 2 4
i 309 Am7 Din? L ? i
e I A VAN =
I’l&?parlem: 4 2 1 4
Ex. 310 Drn? Gl 7 47 Gbmi7
g% e A S S e
%ﬁpanem: 4 2 a 1
Ex. 311 Ebm7 Bm? Em7 D7
b+t 7 7 |1
lay pattern: 2 4 i 2

“Basic NMoves”

The "basic moves” below all use the major 7t1, dominant 7th, and minor 7th chord shapes learned
in this chapter. You decide which chord shapes to play, making sure to keep all roots within a six fret
range of each other.

ox. 812

Dnraj? BimJ Lm? AT play o simes
s I IR .
—@ — 4 v i o S f /7 l ! /A= 1 —A—F ! 7 &
Ex. 313 .
y Em7 Cmaj7 Bm7 Gmaj7 play # rimes
) _ == == . === = ey
% : £ 4 7 4 i [——— 1 | 77 i & ; f—
-} . - B - °
x. 314 .
B'ma 7 Dm? EPminj? 7 play 4 pimes
- g 2. P T, B —— f— -
b 7 Fr 1 A1
5 S [
cx, 315 , N .
f - w7 7 Elm7 Dnay7 Play 4 ties
o7+ I | =
o B o B -
X316 . ,
’ Am7 Bbmaj7 Gm7 7 play 4 rimes
- oo . —
77—t | —F—F 7
5 S
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Progressions

The following progressions use the major 7th, dominant 7th, and minor 7th chord shapes presented
in this chapter. As a general rule, remember to keep all chord shapes within a six fret range of each other.
Use the suggested rhylhm palierns (strums) given with each progression and pay close attention to the
repeats, multiple endings, and Codas.

Dm7 Bl’nnﬂ

A Et—F—7 |- AT

o

1 o ~ B :Tl ( 2 . i

| Dm7 Gm7 AT ‘ Bmaj7 AT Dm7

%?‘T—7_7L1 AN I e — e
G 7, LA

ILA cm I Cm7 Gm?7
b1 7111 |
o

Fm? Bb7 I mal?

/

g

Sugaestet oyl 2 j
™4
.

C‘m? Gm7 F7 To Coda
s A e
F‘"ma;’/' Dm? Gril7 D.C. al Cod:

e P T ERA e =

Fbmaj7 Dm7 G’
o . B R )
A S =
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Chapter Twenty-Two

Objectives
»  To learn major 7th, minor Zth, and dominant 711y chord shapes built from the major scale in
fingering patterns 3 and 5.
« To connect the five patterns of major 7(h. minor 7th. and dominant 7th chord shapes up and down
the fingerboard.
s To play “basic moves.”
« To play rhythmic progressions.
In Chapter 21 we learned the major 7th. miror 7th, and dominant 7th chord shapes in fingerin‘g‘;
patterns 1, 2, and 4. Let's now add the shapes of patterns 3 and 5 to complete the patterns for these

chord types,
It is impertant to learn as many shapes as possible. So far you have covered many voicings for

each chord type. This is good, but we mus! stay on top of them, so make sure you keep time in your
practice schedule for regular review. See haw many ways you can think of to play any chard type, then
lock in this book for the ones that escaped your mind. Put extra emphasis on chords you don't always
remember. Challenge your mind as well as your lingers.

Major 7th Chord Shapes

Figure 50 shows the Cmaj7 chord shapes in patterns 3 and 5.

Fig. 50: Cmaj7 chords Cmaj? Cmaj7?
v Mattern 3 Pattern 3

XX —

| 08 | S L2 ’_[ 0
[ [ [ XX
| — ——1— -

% 320 Gmaf7 Cmaj7 Brmaj7 Fruaj7
= e A R N SR e S e = S ——r |
w D ) o e
lay patterq: 5 ¢! 3 5
:x..' % Amaj? Fmuay7 3 a7 Emuy7
R e T A AN A B B A AR A =7
lay patlemn. 3 5 3 5
:—)}'322 Ermwg7 Amaj7 e Gimay7 Dinaj7
oo o T T T, [ ,__’_:"
A A VAR AV AN AN AR AV AR S
Play pallern: 3 5 5 3
Exf e Armuaj? D7 P 7 Eniay7
? e e = D 0 A S B B AR S ==
_Pla“y;ipznam: 5 3 3 5

84



Crbespywid s

Dominant 7th Chord Shapes

Figure 51 shows the C7 chord shapes in patterns 3 and &.

Fig. 51: C7 chords 7 C7
T Pattern 3 Pattern §
g @I o
L] »
|| LEE J
- RN ]
[ |
L I 4 1324
faltomate; 1)
Ex"\ et AT D7 G7 o]
—_ — s S e - ]
- izl;__/T_LdLTI - ’*i/_i L f 7 - ] Y A ) (i d— e A— —4 H
Pla; pallern 5 3 5 3
Bx. 325 Bb7 Eb7 G F1

sh A1 | S S 4 f A S S A

Pla; pattern: 3 5 5 5

Ex; 328 c7 AT 37 7

_Z?f_—g;j_:__ﬁ_—i A A A A A A S
Ph;yJ paliern: 5 5 3 5

EXA:"Z? 7 F7 13k E|=7
%QEE/E/ : I?/—T_,_/ Y A A Y 7_?_?: Va ’“/_;Elﬁ—_ﬁ—i;_){__j’:r}
Pla?,rjpanem: 3 5 8 5

Minor 7th Chord Shapes

Figure 52 shows the Cm7 chord shapes in palterns 3 and 5.

Fig. 52: Cm7 chords 7 CimT
Matlern 3 Patern 5
« ¥ » w
‘I]T] T FEARREE
BEEd [
T '“WT‘%
| )
EENS BREN
2314 &z

“Basic Mowves"”

The following “basic maves” all use the major 7th, minor 7th, and dominant 7th chord shapes
learned in this chapter. You decide which chord shapes to play, making sure to keep all roats within a six
fret range of each other.



332 Cmaf7? A7 D7 G7 play 4 times
é =7 | L A e
A ——F B 1 =
1.333 o . N .
Am7 Frn 7 [T Coayay 7 play 4 1iries
A 7 Lt 4 | 4 L T
=3
_)(‘;1 334 - Gm7 Abmaj7 Bl play 4 times
= S I T
(\ T ” l" l’ —lL 11"— T /— / ‘ /_ /‘ : l—_—f 1’ 1’— 1’ —=
g I : -
I:xr} 34 Fmaj7 Gm?7 7 Dm?7 play 4 times
(SR S A S A B A A L
; o i L -
L2
’('; 398 by i 7 [BRE AT phay 4 tunes
N e = S N A B A A VAV AV A S A S
o - S o

Connecting the Patiterns

The following exercises simply connect the pat-erns of major 7th, minar 7th, and dominant 7th chord
shapes. The three exercises below use C as [he rcot, but you should ultimalely be able to play these in

all keys.

Play the chords in half notes at a moderale te npo (J = 80), until the chord connections are smooth

up and down the fingerboard.

Patern |

Crmay 7: m e 3
d) __1:“‘_ l*.m:m__
Zﬁ' I _j»} L h l:g: |L}_1L 3
| ¥ el -T } "
ET ] 1T R
| HHe raees
142w ]1] ]| o | |®frv Patwern A
01 \_ 3 }; L ny
LI [ 0:1;]!
Y Baw
zx, 337 e
- Criaj7
y"‘ I " [ Jl _____J — 7]: - __|___,!___ J_ s
= | g = :
o) , o _ o L
“lay patiern, 1 2 3 4 5 4 3 bd a1
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Mittern 1
£l ¥

“ﬁ-ﬁ_nuhuu.—- Eieflincm

C7 EEEX Patteen 2
L ] X~
oY e[ panern 3
K ¥ —
RERE FRES f’i—!_ o
T2y ) ‘ ! ]1' 11;1”61'1.1 i
] ‘ ] ! : | GI_ * “—ID_ W ]’3“[!:”] 5
- ! —
13 ‘ [® i
Rl
o | 4
Y] T
1324
Ex. 338
- C7
[ ' [ |
bt | =l ) e - :
f, T—"i i — LA ¥ A . i < ?
L . =T =
Flay pattern: 1 2 3 4 5 4 3 2 !
Pattern |
Cim7: e[ Pattern 2
v
|o @] o | [T #®n putter
.
BE e
ERRE
IR IRl !I‘mt?m 5
¥
BEIRRRE
L
L
2 333
) ) 423
Ex.339 _ _ '
Cm7
e |
&) # v/ I —— - —— - s a — %
Play pattern: 1 2 3 4 5 4 3 2 1
. -
Progressicens

The following progressions use the major 7th, minor 7th, and dominant 7th chord shapes presented
in this chapter. As a general rule remember to keep al roots of chords within a six fret range. Use the
suggested rhythm patterns given with each progression and pay close altention to repeats, multiple

endings, and codas.

Begin with the voicings in this chapler, then incorporate all voicings learmned. Try ta eventually work
out a set of voicings for each progression—one you heve thought over and can repeaf exactly the same
way each time, Think of the highest note in each chord, how does it sound? Should that high note go up
for the next voicing or down? What direction is the malody note going to take? You should control the
sound of the chords fo the way you want to hear them. Experiment!

Finally there is space at the end of the chapter to write your own progressian. Da sol If you write,

you will learn.
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Chapter 22

Suggested hythm: é 2 :

Am7

Ex. 343

Bm7 Bhpaj7 D7

=7 |11 -} o=,

NN

12 Goa? G7 Ft7

Cmiay7

S e =

Az

b i

Bm? 13kunaj? Am7

-1 T |11 1 | T T 77
q A A1 S
BmT Bl 7 Am7 AbT Gmaj7
=7 | 71 1 1 | 1Ty e
4 - S : i —— =F
Now wirite your own progression (or progressions).
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e — N - e =
o - o I R ___:l
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WD — e . =
3 I ST o
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| Chapter Twenty-Three

Inversions

Triads are three-note chords constructed from the first, third, and fifth notes of the major scale. A
voicirig is the order in which the notes are arranged upward from the bass note.
An inversion refers to which note is in the base . However, with triads the most common inversions are

achieved by simply raising the lowest note up one oclave.

Fig. 53: inversion

Root position (root in bass) = 1 3 5
1st inversien (3rd in bass) = 3 5 1
2nd inversion (8th in bass) = 5 1 3
N C. roat position G, first Inversion C, second nversion
i — o — ————— % —
D % {F —_— e
3:5‘}* -
‘ehord ones

In this chapter, we will look at three-nole cho-d shapes and their inversions on the top three strings
(1, 2, 3) and the next lower set of sirings (2, 3, 4).

These string sets are the most practical for playing in a band situation. Because they cut through
the mix well and offer a different texture than barre chords or open posilion chords, they are used quite
often by the professional guitarist. They also furtrer help us connect the positions and fifth are located,
and help in the connection process of chords, arpzggios, and scales,

Viajor Triads

Fig. 54: C major triads on the top three strings

roat position [st inversion 2nd inversion
XXX L XN K
‘ % i “?.)’HI L I L e
| | | i .
] :Eﬁ[ { |
aai
ahotg lofies: 135 361 €13

Keep all chords on the same set of strings (1. 2, 3). Below, inversions are writtten as “slash chords,”
with the chord name followed by the bass note. Inverted chords may not always be written as slash
chords, but this does help identify the position on the neck. Practice Lhis set of inversions for all roots,
then use them in the following progressions.

E
Ex. 344 C GeB ot inv g A st une) G/B (Istinv,) plas 4 tnges
e e e e e e Y R I A R = ——
. o5 . -
Ex. 345 , : ,
AICT (15t inv,) GeD (2nel im) CiTe {dw dnv) D’ play 4 times
2? o ey e - ey A A s =

90 )



Fig. 55: C major triads on strings 2, 3, and 4

chord sones

2nd inversion
¥ L _!
Res | o

NN

513

roat position
LI L

_F | s
»

5t inversion
£

X

(

12t

a8

Chapter 23

First, practice this set of inversions for all roots, then use them in the progressions below. Be sure o
mute strings that are not supposed to sound!

EX. 346 D/F{ G ASE G P{m-d mex
h . N [
" - py= —_———— = : =
#l_l—_fﬂ __'I’ 1’__1_’_:_ / “““ — £ 71 71 11 1 Jr J’ .
w -
Ex. 347 o CrG DIFE play 4 tines
g7 7 e e
] ITE—— ey e
\ - -
Minor Triads
Fig. 56: C minor triads on the top three strings
root position ist inversion Znd inversion
A XX X K Ax X
| o i EX Rl [ e
L]
. (i
i F = =1
chopditomns; 133 5 351 5193

First, practice this set of inversions for all roots, than use them in the progressions below. NOTE:

Major and minor are combined in example 349.

Ex. 348 Am/C Do Fm D play 4 times
e A A A AR ES A
A -
=X 349"(]“!."['1[‘ (i DA G/ play o g
11— | 4= A=At | T T T T
J P
Fig. 57: C minor triads on strings 2, 3, and 4
2nd inversion roat position 18t mversion
l'l” X :M(J ,:‘x . x X “,}j‘“
_J | 1_'_ o fr »* T i ‘ EABE v
— -—:Gr ‘—]-éﬂr:-—’- i L& i
chard Whhgs & {03 1135 L<B- 0
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First, practice this set of inversions for all roots, then use them in the the progressions below.

J En/G Am BIF Em/G play 4 times
' : e liiesisvell Mm—— S , —
£ A Y i e gy A J:/_" Y — l— F————F—7—%
S = . _ -
X. 351 ] )
E ” C Am/C Din/A G/B play 4 times
-~ e e ) & /7 'I_"_/ R e e e e e’ dam— (R— i :'{I
P I - i -

Augmented Triads

Below are the shapes for augmented triads on the top three strings. Compare these to the major
shapes and natice the raised fifth.

Fig. 58: C augmented triads on the top three strings

raot position Ist inversion 2nd inversion
X XK XXX XK ox
| 90 | ey [ [ &
‘ X i (44 L J,%_
‘ ‘ |
L] i
chitstll inneeT ¥ 35 N L

First, practice this set of inversions lor all ronts, then use them in the progression below. A “+
symbol following the chord name indicates an acgmented chord. Use the diagrams provided 1o draw out
the shapes, if nesded.
Ex. 352 AICH AHCY D B0 pley 4 gimes

[ R o .
B e e e & A A S A
4 - -—"r k

Here are the shapes for C augrnented on sirings 2, 3, and 4. Compare these to the C major shapes
and see the raised fifth,

Fig. 59: C augmented triads on strings 2, 3, and 4

2Znd mversion root position st inversion
R X 5 E * %
BET IR EXIRE T em| i
T oe LA 5L} j'f
‘ | |
I | | )
cherd tanes: 151 3 1515 Gz

First, practice this set of inversions for all roots, then use them in the fallowing progression. Use the
diagrams provided to draw out the shapes, if needed.
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BovE* G Plas A times
/ / ] __][ ¥ 3 II - Ir —1

Diminished Triads

Below are the shapes for C diminished on the fop three strings. Compare these to minor and see
lhe lowered fifth

Fig. 60: C diminished triads on the top three strings

root posifion st invers on Znd inversion
XX XN ox XK X
$ 1 BEREIRL [IE XA
IKEIE :
[} g
£ T
[ I i | i
et tonas 15305 W3kg 5143

First, practice this set of inversions for all roots, then use them in the progression below. A "
symbol indicates a diminished chord.

=Ex. 35 lary 4 time.
D"; 354 . /D AmiC A°IC play ¥ sies
e e e e e e =

Here are the shapes for C diminished on strings 2, &, and 4. Compare these to C minor and see the
lowered fifth,

Fig. 61: C diminished triads on strings 2, 3, and 4

rant posilion Lt inversion 2nd inversion
R x ¥ X ¥ XN kS
4|7 | e Lite FLTT T e
| ® | \__._!;_1‘_‘,,_
HENEN EE3EY ‘_‘_r%‘_
K] ]
/RN Ll | )
chaordilones 13345 R 3 “5 190

First, praclice this set of inversions for all rools, then use them in the progression below:

Ex. 355 B I3 Cin Cta a4 times
Tt T T 7 77—
= __7__

o;g i u

EENN i

I |
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Points to Remember

Learning these shapes may take some time, but the rewards are well worth the eftect. These
shapes will unlock a lot of the mystery ol the guitar neck. They should be practiced daily and
reviewed ofier. Use the progressions pravided In this chapter, but write some of your own, {00.

Think of different ways to practice these shapes and incorporate them inlo your arpeggio and
scale studies. Memorize the location of each chord tone in every diagram 50 you know where the
root, third, and fifth of every chord is locate ol

The smaller triad shapes should also be seen as part of the larger shapes already learned.
Play all shapes as both single-note arpeggios and arpeggiated chords (by holding the shape and
letting the notes ring together).

Make sure you learn major and minor filst, then see augmented as a variation of major and
diminished as a variation of minor.

Play the chords cleanly and make sure 1o mute the strings not played. Be able lo play (oudly and
softly. Dynamics will help make chords sound more effective.

Combine the top set of three strings with the second set (strings 2. 3, 4) after each set is
mastered, Do this by using comman progressions already practiced in this book, Then write
some of your own!

Notes:
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Chapter Twenty-Four

More Triad Inversions

In this chapter, we will finish the triad inversions on the lower two string groups. The third set of
strings censists of strings 3, 4, and 5. The fourth set consists of strings 4, 5, and &.

The chords on these lower two sets are not as practical for playing in a band situation. However,
they are very necessary in order to complete your view of the neck and for seeing the relationships
between roots, arpeggios. chords, and scales. Also there are a couple of voicings on the lhird set that
do work in a band situation when used in combination with the second set.

It should also be stated that the purpose of knowing these shapes is to memorize the location of all
possible roots, thirds, and (ifths on the neck, regardless of what pasition you're in. Il may seem tedious
at fiest, bul the reward is that you will truly understand the neck and later, as you study more advanced
chords, you will more easily see where they come from. Remember; root, third, and fifth make up lhe
skeleton everything else "hangs” from!

NOTE: The augmented and diminished triads will not be shown for these lower siring sets but you
can figure them out because you krnow the theory bizhind them. See augmented in relation to major
(raise the fifth), and see diminished in relation to minor (lower the fifth).

Here are the shapes for C major and C minor on the lowest set (4th) set of strings. Observe the
thirds. This is the only difference between major and miior.

Fig. 62: C major triads on lowest three strings

1ot position I8t inveision 2nd inversion
XM N %X R . XX
| ®9) | ||k [ * 1 fr
s &
'3 T
i T
LI o i
ohot gt 354 ﬁ 13

Fig. 63: C minor triads on the lowest three strings

raot posiffon st invers.on 2nd inversian
LN XX * R X
EEIRERL de | || o | [ ] ot
IEXRAN s | B ‘
(L. J LY
.
1 |
chinl 1ongs | F3 5 Y351 513

Practice tips:

» Pick three rootfs a day, change to three different roots the next day.

« Practice in all keys—first major then minor.

* Compare major and minor chords of the same inversion, then move it up to the next inversion.
Do this using several different roots.
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Here are the shapes for C major and C miner on the third set of strings (3, 4, and 5). Observe ihe
thirds,

Fig. 64: C major triads on strings 3, 4, and 5§

TOOL pasition I'st inversion 2nd inversion
EEE x 'R % X4
| | EXINRL [ R
‘ s
. Ll SERER
\_’% ) B
cherd wnes: 1 35 LS| S13

Fig. 65: C minor triads on strings 3, 4, and 5

roal position ISt lnversion 2nd inversion
% X% x %A x x %
EXEE0 ®o S | | & B6
* L] |
o | |
L ANN [[ [
chord fgnes: 14 5 dE | 5153

Practice tips:
* Practice in all keys—first major, then mincr.

* Compare major and minor of the same inversion, then move up to the next inversion. Do this
using several different roots,

+ Combine the third and fourth sets.

“Across” the Neck

Now let's combine all four sets. By doing this you have played every passible root, third, and fifth on
the neck for the chord in question. This is a different “diraction” than moving up and down the faur string-
sets. This time, we are going acrass the four string-sets, and playing one inversion off each siring-set.
This create three groups. '

The first group starts with the root on the sixth string. Then as you go across the neck in string-sets,
playing each inversion, you arrive al the top stiing-set with the same voicing you started with (in this
case 1-3-5). However, it is one octave higher than where you started. The second group starts with the
third in the bass, then moves across. The third group starts with the fifth in the bass and moves across.

This method of moving across the neck gives you the same inversions as moving up the heck but
In a different direction. This peints cul he essenlial way the guitar works—up and down the strings
changing positions, andfor across the neck staying in one position. You have probably seen this with
scales already, but chords and arpeggios do tha same thing. This, once again helps form & connection
between chord, arpeggio, and scale shapes.

There are two things at work here with triads and their inversions—memorizing the shape and
memoarizing the Jocation of roots, thirds, and fifths. Look at both! This Is something that must be
practiced on a regular basis. Just look at three roots a day, but do it daily. If you hang in there and work
these shapes out, you will have great insight to how the guitar is set up and eventually be able to use
these shapes without much thought. But it takes a little hard work at first is to practice them daily and
see them regardless of where you start on the neck. Also play progressions, using ritythra and style, to
make it musical after you have seen and practiced the mechanical relaﬁén‘sh:ps.
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Points to Remember

* The top two sels work best in a band situation.
* The octave shapes discussed earlier show all the roots. Now you are faking on the thirds and fifths,
* Moving up and down each set of strings is girection #1.
. M‘O\iing across the strings is direction #2.
* Apply the chords to progfes»sfon-s and write your own as well.

*» Practice daily.

Fig. 66: C ma}o‘r,
“across the neck”

Fig. 67: C minor,
“across the neck”
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Chapter Twenty-Five

Rhythm and Interpretation

Much of what is called the "feel” of a song or sty‘'e is contained in the rhythm, as well as the types of
chords and the way you attack the strings. Rhythm starts with the basic pulse, but you have different ways
to interpret the pulse in lerms of its subdivision (that is, dilferent ways ol breaking up the beal).

Common Subdivisions:

1. Quarter note (walking)

2. Eighth note (straight)

3. Eighth note (shuffle/swing)

4. Eighth note triplet (3/8, 6/8, 9/B)
5. Sixteenth note (straight)

8. Sixteenth note (swing)

Below is a list of common stylas. Fill in the basic feel (subdivision) they most often use.

Rock Country . _ Funk Blues
Jazz Folk/Acoustic Pop
Hip hap Metal __ Fusion

It is through the combined effect of this subdivision—which to us should mean some type of
groove/strum—and the particular chord voicings, thzt we create a “sound" or “feel.” Try playing the same
progression or song but change the tempo, subdivision, and type of chords. Listen to how different it
sounds, You must inject the music with whatever “fe2l” there is. Learn the different ideas presented here
and apply them in your practicing.

Revieww

We have studied a lot of chord shapes in the last few chapters and now it's time for review and
application. The student should always be involved with application of newly learned material. In this
chapter theie are suggestions that can be applied ¢ your own situation. However, in the leng run it is the
dedicated and vigilant student who Is always looking and seeing ways 1o apply all the learned shapes
and theaoretical possibilities at hand,

So far...
Chapter 19: Five positions for majo~ and minor, octave jump exercise.
Chapter 20: Voicings (small shapes extracted from larger shapes), in five positions

with thelr variations.
Chagters 21 and 22: Five positions of 7th chords (maj7, m7, and dominant 7th).
Chapters 23 and 24; Three-string triads (4 sets), locations of all roots, thirds, and fifths
(including augmented and diminished triads).

Practice Tipé

Organize your practice to address each of these topics, if not everyday, then at least half one day
and the other half the next day. Rotate days with lhese subjects. Nothing works quite as well as
repetition! If you are truly getting better at these chords and chord systems then it -ahould take you less
time to cover these subjects as you continue. Just don't stop practicing because you think you know the
information. Find some way o find a new éxercis2 or progression and keep coming back to thg new
chords until they feel comfartable to you. Then you an begin to practice them)



Rhythmic interpretation

In these following progressions, think of the rhythmic possibilities (subdivision, anticipation, tempo,
groove/strum), as well as the harmonic possibilifies (voicings, texture/tone, density, strings, register).

When looking at basic charts that have hash marks you are free to interpret in a way that is
stylisticly Eorrect and rhythmically correct! Whal makes that happen? Talk about the feel for each of the
following progressions. What about the rhythm? What about the voicings? The subdivision? The tempo?
Dynamics? Accents? Style?

ExASSG C N Am F G prlev< e
i1 | -7 1 | | =T
Ex.357 G7 F7 A7 n7 play 4 times

ﬁi—/: =t |10 4| e Sl

Play steady, even eighth notes on distorted power chords. Use all downslrokes, slightly muted.

Ex. 358

Medium Rock 4 = 112

C5 Fy
_.0 3| ) , . yr = - === B}
e ST [ 7
- shgnt P M. thraughoot sten T )

_ 5 G5 AS

b1 | 1 -t 1 | ST ——F 7
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C5 (i3 I's

ey A A A A A T

Example 358 showed a very common groove with steady eighth notes. Now, let's create an
accompanying part to go with if. Try to draw out some accents. Use chord voicings other than the power
chords, and used a different tona. Will the strumming on the accompanying part be legato, staccato, or
both? Low register or high? When creating a part, explore different possibilities before seflling on one
way. P

Rehearse your two parts with a tape deck or with another student and perform/record it. Then, write
out your second part on the staff on the following page.
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Mow let's try some other rhythmic approaches. Play the following progression with the tes as
indicated.
B2, 355 Ca Bm im Am Dsusd L
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Now, change the placement of the ties and notice the subtle shift in the feel.
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Example 361 is a fast, upbeat, straight-eighth note "Ska" teel,
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Here is a slower, swing-eighth reggae.

362
J=12I=lM

Em C 7

T T,

‘ E— — —— — |
G S s e | S l.
- 1 1 8 . T —— - E—-—

I o B o S I S ) o v

hA 56— 6| 86 53 | 332 ] 333
A ———} - :

| =]




In example 363, experiment with tempo and straight or swing-eighths.

Ex. 363

N Em l—'l B ";C: - \m B
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Play the first attack af each bar short (staccato) and the second attack accent louder.
Ex. 364 G Brin C G G B C D
N N Y (P — E— - —
EEESS S S aaAy oy B T = — 7
= " e e - B =
Play the following progression along with a dru mmer or drum machine playing a half time rock feel.
That would put the backbeal once per measure, on eat 3.
Ex. 365
Moderate Rock
Hall-Time Feel
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Now play that same rhythmic figure, but this tme over walking 4/4 jazz swing feel (both slow and
fast lempos). Observe how the feel changed even though you used the same figure.

EX. 366 |,

N
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Next, slow it down and play the basic rhythmic figure with @ slow ballad feel. Keep it steady and
relaxed, in the slower eighth-note groove.
x. 367
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Progressions

Apply all the ideas presented to the following srogressions.

Ex. 368 D Fim Fm Asusd A
Py S, VA A B A A e
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Ex. 370 Dm9
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Ex. 371 Gsus4
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Chapter Tuwenty-Six

Objectives

¢ To learn the location of chord tanes within the scale {ones for patlern 4.
» To learn to play the harmonized scale.
« To play diatonic progressions utilizing Roman Numeral symbols.

In this chapter, we will learn the location of ccale tones in fingering pattern 4 and extract the chord
lones from the scale pattern. With these chord tones, we will then build major 7th, minor 7th, dominant
7th, and minor 745 chord “voicings” within this patiern.

If you know the formula for constructing a chord, you can then arrange those chord tones in almost
any order and obtain a particular volicing. The trick is lo know what the commion voicings are and be able
to hear the difference between two chords thet are of the same chord type but still sound slightly
different because the voicings are different.

Centain voicings will work better in certa n situations. Also, changing the voicing of just one
particular chord during a progression gives more vanety to the overall sound of the progression,

Here is flingering pattern 4 Learn the numbers and then build some voicings!

Fingering Pattern 4

Fig. 68: scale shape and tones in pattern 4, with roots on sixth, fourth, and first strings

shape scale tones
IC) . . Se
(7 103

1

o
@is @A IER,

Now, draw the chord shapes for these voiciigs.

major 71h dominuant 71l minoi 7th mimgr 745

X x £ X X X X X

N I EERR BRRER BREEE
seccicctd :

N 1] , |

! L | | !

J LT ERERE ‘ |

chord lones: | 7 3 & I 4733 Y 1 b7e315

The Harmonized Scale

The process of building triads and/or 7th zhords on the degrees of the major scale, using only the
pitches found within that scale, is called harmonizing the scale. By taking the 1, 7, 3, 5 chord vaicing
from pattern 4, we can apply it to each scale degree using the necessary chord type found within the
harmonized scale. Therefore we will have usec the same voicing for each chord.
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Chapier «o

Fig. 69: seventh chords of the harmonized majar scale

CHORD TYPE: . maj7 | m7 m? | ma7 | dom7 | m7 M7
I ! ‘
Scale degrees. | i i ! 1% ’ vV vi viie
I} 1 |
Play the F harmanized major scale,

Ex.372
) Fmaj7 Gin? A7 Bhmag7 7 Dm7 Em7b$S Frnaj7
A A —A—A—A— 1 _l —r - -1 A== —7— [ =7 q
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Ex. 373  Fmay7 Am7 Gm7 Brmaj7 Am7 C7
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The next few exercises use Roman Numerals cply to indicate the chords. They may be played in any
key using the same voicings you drew at the start of this chapter. In some keys, voicings that were higher
on the neck will eventually get too high for practical use, but they will reappear in the lower register.
Ex. 374 i
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Exercises

In the blank diagrams below,draw each of tte following voicings in pattern 4 with the root on the
sixth string. With the extra diagrams, create some of your own voicings.

1. Major 6th 1-6-3-5

2. Dom. 7th 1547347

3, Minor 7th 1-5-47-b3-5

4. Minor Sth 1-5-47-43-47-9

5. Major 6/9 1-3-6-9-5

6. Major Sth 3—-1-9-5-7 {1sf inversion)*

*ioot s on fourth string and third is on fifth string in Pattern #4

-

In the blank diagrams below, draw the fol.owing veicings in pattern 4 with the root on the faurth
string. Again, creale some of your own voicings 10o.

1. Major 7th 1-3-5-7
2, Dom. 7th 1—3-47-1
3. Minor 9th 143479
1
—l> ] ]
I
111 {
Notes:
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Chapter Twenty-Seven

Objectives

« Tolearn the location of chord tones within the gcale tones for pattern 2.
+ “To learn the harmonized scale using patiern 2 shapes.
« To play djatonic progressions utilizing Roman Numeral symbols,

In this chapter, we will learn the location of scale tones from fingering pattern 2 and then extract the
chord tones from the scale pattern. With these chord tones, we will then build major 7th, minor 7th,
dominant 7th, and minor 745 chord “voicings” within this pattern. .

Again, if you know the farmula for construcling a chord you can then arrange those chord tones in
almost any order and obtain a particular voicing. Certain voicings will work better in certain situations, Also
changing the voicing of & parlicular chord during the progression gives more variety to the overall sound of
the progression.

Fingering Pattern 2

Here is fingering pattern 2. Learn the numbers and then build some voicings!

Fig. 70: scale shape and tones in pattern 2, with roots on fifth and third strings

scale shape scale tones

(BYZ, 5/ @36)

@
Draw the chord shapes for these volcings in patiern 2.
it Tth doamunant 7 h minar 7th minor 753
).\‘__( L » X . o X X X X
o B HE
1 .
i B - l’} T
1 | ‘ \ | NAENE
chord e, 1 6507 IRV 1 5 hrin 1 bs b7 b3

The Harmonized Scale, with Pattern 2 Shapes

Next, we will harmonize the major scale using pattern 2 chord shapes.

Fig. 71: chards of the harmonized major scale

CHORD TYPE: | maj7 m7 m7 maj7 | dom.7 m7 | mBSs

iii v v Vi vii@

|
|
|

Scale degrees: 1 l i




Play the Bt harmonized scale, below, using 1he pattern 2 chord shapes.

Ex. 377 Bbmaj7 Cm? ‘Dm7 by 7 ¥7 Gm7 Am7bS Bbniaj7
f, : S : - R
i ——|-4==1- ¢t 1 | 1 -1 1T
— B -
And now, in thirds.
Ex. 378 Btmyj? Dm7 Cm7 Fbmia7 Dm7 F7
o — oo —— s eI
S I—F—==1 -~ . ¢ .t | 1 =T
Ebmaj? Gin7 7 Am7b3 Gm? Brmaj7
—f— - E—— B
B = Va / R — A Y — [— / Vs ll
] - Lt
The next few exercises use Roman Numerals only. They may be played in any key using the same
voicings you drew at the start of this chapter. Ir some keys, voicings that were higher on the neck will
eventually get too high for practical use, but will rzappear in the Jower register.
Ex. 379 :
A i 1] Y
e — i Py R : ]
-4 £ a v & + Il f A ffi‘ _lf / . / y v 4 i 4 .
J- R e
Ex. 380 .
A Vi v 11
it 7 I |\ A4 F 1 1T
- — - -
Ex. 381 . :
‘ i I v V vit? 1
it |11t 1 ===
o o -
Write three progressions of your own!
f ; o - . S
&y —F 7 ——F —f  d— __‘.,___ -I __7__——/—_/ — 7 7/ / i
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Exercise

Chapier <z

Draw out lhe following voicings in pattern 2, using the diagrams below. With the extra diagrams,

create some of your own voicings.

NONDGO SN

Ny

Major 7th
Major 7th
Major 6/9
Major 6th
Minor 6th
Minor 7th
Minor 9th
Dom. 7th
Minor 745

N S S I S

Notes:

1-7-3-5

1-5-1-3-7

1-3-6-9-5

1-5-6-3

1—6-+3-5

1-+7-43-5

1-43—+7-9(5) (optional fifth on top)
1-7-3-5

147-b3-45
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Chapter Twenty-Eight

Objectives

+ Tolearn the location of chord tones within the scale tones for patlern 5.
« To learn the harmonized scale, using pattern & chord shapes.
» To play diatonic progressions utilizing Rorman Numeral symbols.

In this chapter, we will learn the location of s:ale tones from fingering pattern 5 and then extract the
chord tones from that scale pattern. With these chord tones, we will then build major 7th, minor 7th,
dominant 7th, and minor 7b5 chord voicings withir this pattern.

Fingering Pattern 5

Here is fingering pattern 5, Learn the numbers and then build some voicings!

Fig. 72: scale shape and tones in pattern 5, with roots on the sixth, fourth, and second strings
scale shape scale tones

Draw the chaord tonas for these voicings.

major 7th dominant 7th minor 7th minor 7v5

X X X X A & XX

EEE T T N
l | _ || ‘ | )

| _| |

i b — ——t ! e
W ) . - | S - o= e | ! =
L : | L1 ' J EEEEN
chord\gnes {523 1 5% 3 i 5 T3 [ A

The Harmonized Scale,
with Pattern 5 Shapes

Now, let's harmorize the major scale using paltern 5 chord shapes. Again, the sequence of chord
types relative to the Roman Numerals is the same:

Fig. 73: chords of the harmonized major scale

CHORD TYPE: | maj7 m7 | m7 | ma | dom7 m7 M7+ ‘

Scale degrees; | il t iii A% v | vi vii@ J
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Chaplor 28

Play the EF harmonized scale, using pattern 5 chord shapes.

Ex. 382

Ebmay7 I'm? Gm?7 Ay 7 1307 7 Dm75§ Ermaj?
B ) . N R ,h
2%—)15;1_-_/:;/& / A A T N & 7
And in thirds...
Ex. 383 7
Ebmaj7 © o Gm7 Fm7 Armaj7 Gm7 B
s Y — —— A _J / fooo=—=l=——f v— ———(———
i Il SR -
Abmaj7 Cm?7 B3k7 DI Cm7 Ebmaj7

b e

NOTE: Voicing 1-5-7-3 from pattern 5, root o1 the fourth string, is the same as 1-5-7-3 from
pattern 2, root on the fifth string.

The next few exercises use Roman Numerals orly. They may be played in any key using the same
voicings you drew at the start of this chapter. In somie keys, voicings that were higher on the neck will
eventually get too high for practical use, but will reappear in the lower register.

Ex. 384 i
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Ex. 385 )
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Write three progressions of your own!
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Exercise

Finally, drae cut the tollowmig cicings in patlern 5 WAth the extra oiag-zr-s. create some of your

OWn voicings.
1. Major 61h 1-5-6-3
2. Minor 6th 1=-5-6—3
3. Dom. 9th 1-3-7-9
4, Dom. 7sus4  1-5-47-4
5. Minor =5-1-43
6. Major 7th 3-1-5-7*
7. Dom. 7th 3-1-5-47"
8. Major Sth 1-3-7-9
g. Major 3-1-5-1"
10. Major 7th 1-5-3-7 (3! (optional third on top)
«third Is on sixth string and roet on fourth string for these inversions
=
. N L
i
L
NEEE EEEN [
Notes:
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Chapter Twenty-Nine

Combined String-Sets
for Harmonized Scales

Bo far we have looked at three ways 1o play the chords in the harmonized scale:

+ Voicing 1-7-3-5, rool on sixth string.
« Voicing 1-5—-7-3, rool on fifth string.
* Voicing 1-5-7-3, root an fourth string.

This approach emphasizes moving up the neck, along one string, from each scale degree to the
next. This is a valid way o see the neck play chords. However it is only half of the picture. The other half
is the concept of staying in a position and playing “asross” the neck.

In this chapter. we will concentrate on the “position” concepl and combine the already learned
harmonized scales to creale an “in position” sel of chords for a key. If we think of the "I" chord and its
starting position, we will then have two sels of chorids: one starting with the root on the sixth string, and
the other starting with the root on the fifth string.

There are a variety a voicings possible in any ¢iven position. On the next few pages, we will use the
1-7-3-5 and 1-5-7-3 voicings. These should be thought of as a solid place to start, a kind of “skeleton”
of the key. The next step would be 1o find ofher veicings related to this “skeleton.” You have looked at
many voicings in the last couple of chapters, including extended chords. You should begin to add these
other voicings to your "skeleton” and create different colors by using different voicings. However, you can
always rely on the basic chords presented here 10 know a key and be able to think of the progression in
Roman Numerals. You must experiment and use your ear!

It should also be slated that using only triads {whether large five and six string voicings ar smaller
three string voicings) to play the harmonized scal is also very caommon. You should be able o play
through any key using triads only. Finally you should then combine triads, 7ths, and/or 6th chords. You
will only be able to recognize the sounds if you work hard at creating the sounds. Each voicing has its
own character and eventually can be recognized by ear.

Fig. 74: harmonized A major scale, with sixth string "I" chord

Amaj7 Bm7 o7 [yima 7 -7 #m7 GPm7*S Amay?
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Raman LA
Numerals, 1 i i 1% Vv i vii® |

13



Fig. 75: harmonized D major scale, with fifth stiing "I chord
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Beduw™ L ohord)
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Now practice these *in position” harmonized scale palterns in all keys. Once the shapes have been
learned, play and say the name of each chord m the key. Be sure to do this in all keys in order 10
familiarize yourself with all the keys. Do this exercise with both sets of chords, (the one that starts with
the “I" on the sixth string root, then the “I" chord starting on the 5th string root).

Then work out the harmonized scales using Iriad shapes for both the sixth and fifth string

starting points.

“I" chord

Progressions
Practice these progressions first in the indica.ed key, then inall keys using the Roman Numerals as
your guide,
Ex. 387 Amaj7  Ftm7 Diiaj7 E7
PR I e
(o R S— o \ B S - -‘il
'j e R - o R = —
| vi Y v
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Ex. 388
Cimaj7 Am7 Dm7 G7 Em7 Am?7 Dm7 Bm75
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; S —
L2
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% i =B A7
Ex. 389
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Ex. 390 BVmaj7 Cm7 Frmaj7 Dm?7
- f‘!:: ) __:'-}p T-T_) i - 0] D
@

- | = | '
_ e S e

[_ - S __J :
Exercise 391 uses triads only.
Ex. 391 A Bm Cim D D Ch Bm A A Bm Cim Bm
g7 4 T ) ) e e
_?'.'_//41_:;* Sl AN R S Vs I - j:}/ - {7 __-'|
X - " T— =
| noobiIv vV o | [ TR ji
A I ) _j____ ) l l J_ I | |
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- —- J pr-——f A 4 ’ = - ——]=r /- 11— :
o — - e -

Write out a few diatenic progressions of your own, below. Use different chord types (triad, 6th, 7th,
9th. etc.) but keep il diatonic. You may also write rhythm figures that go along with the chords. This

definitely helps the progression come alive!
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Chapter Thirty

Sixteenth Note Strumming

In this chapter, we are going to concentrate on the picking hand. The main objective here is 1o
achieve a relaxed, even stroke. Practicing wilh a metronome is essential. Usually each style can be
related to a certain groave; in this chapter we will use common sixteenth note seratch figures. All
exercises should be practiced first with straight sixleenihs as the subdivision, and then again with
"swing” sixteenths. Strive to find the “pockel” (thal r=laxed place!) in the rhythm.

Play these exercises while muting with the fretling hand. Focus on being relaxed and even.

E it 177 T

ST T

Ex.394 = v m= s

Ly 21T T T

One-Bar Patterns

These one-bar patterns are lo be practiced o1 a daily basis. The tempo should be changed from
day to day. Use a metronome or drum machine to play along with. Concentrate on your time and voicings
s0 you begin to play more relaxed in the hands and “he mind.

Ex. 3897 = . )

Y, D e B a

- - ,’ j |

:_éé A S o f f - ’I
Ex. 398 ™= -




Chapier 3w

Ex. 399 = A o
Ex. 400 |

b

= M

“Basic Mowves”™

These "basic moves” solve the problem of voicing so you can concentrate on mixing and matching
the one-bar rhythm patterns with each “basic moves" example. Play as many as you can within the time
you have allotted to practice, but don't rush through them. You can play a different set of one-bar
patterns and "basic moves” each day. Vary yout lempo between examples!

Ex. 405 a6 Do . Gb !m D“i)sus&lxu;
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Ex. 40¢ , D6/9 C6/9
%499 D6/9 Chis % ?‘ v TEET
— S I_ - - 7'£ 9 CHRE .
| PV
v - e
20134 21134
Ex. 410 FmY 13413
Fmd E : I
=47 S ————— o ) : Y T
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134 204
Ex. 411 . AS x F 7
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o e o
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Ex. 41 ES 5
2 & G5 i
o S— 7 R e Y__ R S ¢
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1 T3
Progressions
The following progressions are meant to be payed in a variety of ways:
« Using full five or six string voicings (root position)
» Using three or four siring voicings (inversions)
Ex. 413
Dmaj9 CUsusd
-1 — o . T=.
11— [ttt | 4ttt e
‘7 - ” =t - 77 gl
BFmaj? Gm7 DY Gm7 Am7
Ayl r I
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. B maj7 DimY GY Gm7 Bk C
7 = I o . R
———F F -4k [ f | [t L |
3 — .. h=i—— -
@ Coda 50 BhC Repeat and Fade
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Ex. 414
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Writing Rhythms

The best way to develop your sense of thythrie variety and phrasing is lo create your own rhythmic
patterns. In the last chapter, there were several one-bar rhythms you learned and practiced as
accompaniment patterns, Use them as a reference for crealing your own palterns. Don't forget to use
rests and rhythmic anticipation, 100. Also remembe r every recording you have is a gold mine of rhythms!
Listen and you will notice rhythrm is all around you.

Rhythm Exercise 1

Chapter Thirty-One

Write an eighth note rhythim pattern that is onc bar in length, for each of the following progressions.

AS

[

Rhythm Exercise 2

A3

Cs G3

- s

Write an eighth note rhythm pattern two bars In length, lor each of the following progression.

Gm7
= == —
o JE |
«
D A
f S
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Rhythm Exetcise 3

]
ol
:l\
i

wis

Write a sixteenth note rhythm pattern that is one bar in length, for the following progression.

Drogj9

4T —= =

Rhythm Exercise 4

(7

Dimag®

Write & combinatian of eighth and sixteenth nates in a orie- ar two-bar rhythmic pattern.

Bm7

Ll )

DY

Gy 7
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Rhythm Exercise 5

Finally, write a liftle arrangement for the rhythm section in this song/progression. Indicate the
rhythmic feel and write some ensemble “kicks” (rhythms to be accented by all rhythm section players).

Am D Am D

Altered chords
Altered chords are used to intensify the resolution from a “V" chord back to its intended "I chord
(whether major or minor). The two most common a lered chords are probably the 769 chord and the 725
chords (+7 may also be used to represent lhe raised 5th in a dominant chord). These chords can seem
rather tense and unstable by themselves, but, in combination with the chord that they resolve to (the |
chord), they work. Always think of the altered chord in relation to the resclution chord.
Here are some voicings that are common lor these two chord types.
Fig. 76: dominant and altered dominant chords
6ih String Root 5th String Root,
m' _\,-‘\
dominant Tth “shell” 79 745 {or +7) dominant 7th “shell” 9 7435 (or +7)
¥ * ¥ X x x % X X X *
® ] ®| % [ []
[ | T e [ % [ [} u"" OIK ]
[ M1 | L d
I . [ I —_ ::-:_ 1 I ‘ [
1 23 123 4 1 234 2113 2120 213 4
Now write a rhythm for exercise 6, below, and practice it using the altered dominant shapes you just
learned. :
Rhythm Exercise 6
) Dm7 AT D7 Em7°3 AT

C6 13755 [5m% A7




Progressions

Use this progression to learn the newer alterad chords. It is also a review of the 9ths, 11ths, and
13ths presented. Also, consider style, rhtyhms anc ensemble "kicks” that could be part of this chart. You
can write rhythm ideas directly above or below the staff. Chord boxes are located below for your use if
needed. Remember, voicings dre used only whet they feel familiar, when you have played them so
many times that your fingers fall into them without houghl.

it takes repetition and patience!

48
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Chapter Thirty-Two

Rhythm Control Exercises

Rhythm is ultimately the most important aspect of music. It is what reaches us first. When
something is “correct” rhythmically, then we can easily relate to the melodic and harmonic aspects of the
music. it isn’t correct then we have problems—as both a listener and player—relating to the music. We
feel uncomfortable and don’t hear as well. Having realized this, the non-drummer musician must set up
things in his or her practice that will help cure any rhythmic “ills.”

Here are some good exercises that should serve as daily practice 1o improve your feel for time.
Expand upon these with your own ideas, and also observe what is going an in the music you listen to.
Much practicing can be done simply by listening and imitating what you hear, then developing the ideas
into some small practice routine. It goes without saying a melronome is necessary. However, to absorb a
style and its way of emphasizing and working with rhythms, you must listen and Imitate the masters in
that style! Be consistent in your daily practice by always thinking rhythm in your playing and practicing.
Use it when doing scales, arpeggios, and chcrd progressions, and also do pure thythm studies to
develop accuracy and relaxation.

To develop a strong sense of rhythm and zonfidence in your time, you must drill on figures that
accent different parts (subdivisions) of the beal. A common technigue of rhythmic syncopation is to

l place accents on the basic subdivision that changes from downbeat lo up beal. Here it is at the eighth
note level. Try to memorize each example and look away from the page, hearing and feeling the rhythm,

|| exat6 _ y Ex. 417
?f_f! l—-[j{—“Lﬁ — "—jLF//ﬁ—ﬁ[ ; T
5:413 N _ E;.419 =3 = 3
%g;#ﬁF#—%:ﬁé%fu éﬁ;ggL, = —

Here are the same accents at the sixteenth note level (twice as fast). Notice the relationship of sets
of threes in the accents, 1o the sets of fours in the subdivision.

Ex. 420

@f# e —‘-Jﬂf7i)AJ///fJ§\ FE=

|

Ex. 421 - = =
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Chapter 22

Ex. 423 >
b=t b T e

Sugaested rhythm: é}g ) o .’I’Z_ -y /b_ - 4T _)' : -il
S Sty A S A £

Cm7 F9 Abmaj? Ebmaj7

:(% 11/ |11 1t | = =17

Abmaj7 Fbmaj7 /\"mzlj'J Gt7 D.C.al Fine

b1 s
al o I

More Altered Dominant Chords

The 749 is another common alteration. Learn it off of sixth and fifth string roots.

Fig. 77: 749 chord shapes

&th String Root 5th String Rool
et el

LA - X =
@ e @4 []
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N o BREEL.

T 23 4 131244 1234

Example 425 incorporates a syncopated sixteenth rhythm and a 79 chord.

=

Suggested rhythm N . l_ S
L1 T e T )

Ex. 425 o . ,
Dimaj9 5770 I=mll G/A
S L —— === —

A1 A= T T

Add9 Chords

Add9 chords are contructed of a triad plus the ninth (second degree of scale).

Fig. 78: add9 chord shapes

6th String Root 5th String Root 4th String Root
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+ *® h?’%n i
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Example 426 merges eighth note synccpations and add9 chords. Experiment with different

voicings.
» | I
Suagested thythm. A . I e ey e e e
o /} v/ Y e = =
A . S = =
Ex. 426
Aadd9 Gadd9

- = j

7 y 4 y 4

Fadd9 Ciaddy
f B [
;@?"—1—1—1 F—F—F= -1 |l f—+—711 |
Notes:
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Chapter Thirty-Three

Objectives

= Tolearn ii-V-l pragressions in major keys.

« To observe movement of individual voices and learn about basic voice leading principles.
« To play a fune based on ii-V-| progressions.

The ii-V-1 Progression

After the |-IV-V progression (the most basic), the ii-V-1 progression is the second most important
and most common. The ii-V-I progression sounds so familiar because is uses the cycle of fifths (or
fourths—moving down a fifth brings us to the same roie as moving up a faurth). The cycle of fifths is the
bass motion on which the entire diatonic system is based. The mosi basic movernent of down a fifth (ar
up a fourth) is achieved by the movement of [ to 1V {C to F) and by the movement of V back ta | (G7 to
C). In the ii-V-1 progression, this cycle movement happens twice in a row, from fi to V (Dm to G7) and
from V1o | (G7 to C).

Voice Leading

Voice leading implies we are looking at a note of a chord as being a seperate voice, which creales
its own melody as we move from one chord to the next. The voice leading principles most commion are:

* Common Tone and/or Closest Tone,
« Contrary Motion.
*  Chromatic Movemenl.

The examples that follow will illostrate these principles. but you must observe the movement of the
voices and try to create yaur own examples lo truly Lnderstand and hear these principles.

Common Tone and Closest Tone

Here the idea is to not make a note (voice) move if it 1s common to both chords. If a note Is not
common ta both chords, then it should maove to the neares! or closest chord tane of the next chord.
Observe where this occurs in each of the following examples.

Some of the examples may contain voicings not shown in the curriculum until now. Practice and
memorize any that are new to you. Inversions, extensions, and alterations are also used. Below gach
example is a blank staff. Write the notes of each chord voicing on the staff and observe the voice-
leading principles. Take your time in learning these examples in order to refain them. Practice them
frequently and be sure to play in all the keys that seem practical on the instrument given each particular
voicing.



Ex. 427 Key of _“C”

Ex. 428 Key of "G"
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Ex. 429 Key of “F" Ex. 430 Key of “Eb”
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Ex. 431 K_ey of “D" Ex. 432 Key of "G Ex. 433 Key of “p”
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Contrary Niotion

Contrary mation happens when the direclion ol the lowest and highest notes of the chord are
moving in opposite directions. This effect is aways a gooed one. It gives the sense of expanding and
contracting in the melody and bass line which gives the listener something interesting to track with the
ear, Observe the examples, noting the use of exlensions and allerations.

Ex. 434 Key of “F”"
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Ex. 435 Key of "Bb”
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Ex. 436 Key of “A" Ex. 437 Key of "C"
i v ) i v 1
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Chormatic NMovement

Chromatic movement involves the use of allerations in the dominant V chord. The tension created
by alteration is resolved when the chromatic tone moves by a half step to the | chord. This usually
involves extensions and their alterations, such as 8-11-13 as well as b9, §9, #11L5, and h135.

NOTE. This priniciple will be explored further in the next chapter.

Chart

The following song is an example of the use of ii-V-1. The progression is made up almost entirely of
this harmonic movement, but it modulates keys to keep things fresh. Try to use the above examples
and/or make up some moves of your own. Look for more tunes that employ the ii-V-| and use these
same moves. Use extensions and alterations al your discretion. If the chart says a 7th chord, try a 9th or
13th chord or alteration to hear if it works. There is no meledy, so experiment!

Laura’'s Sister

Ex. 438

Slow Ballad J =60
R Am7 D7 Gmaj7
AT——F—F =t - F—F F—F—¥F—
04 e e

Gm7 C7 Fmaj7
@_:/-‘5_@__—?/ A A R N e e
' Lh Fm7 _ Bk7 - . o _lji’nwj? .
ﬁ =7 | =F A | Tl )
N Am7bs D79 - " Bm7 E7
%;LJ___L:’__ r i e
B Fm7 Din7 G7 Crnj7? 09
{F’I—{—!_—L'/_/// ARV 2N A A BV AR AV A

A+7 Dm7 (i7 Cmaj? |
o e e o A R A A A S B B R A A e

129




Triplet Strumming

In previous chapters we worked on sixteenth nate rhythros, the objective being to achieve a relaxed,
even stroke, and steady time. In this chapter we will conlinue to work on strumming, using triplet
patterns. Remember to practice with a mefroncme or drum machine but don't rely on them. You must
develop your own sense of time and groove.

* Play these exercises while muting with the fretling hand (no sounding chord).
* Focus on being relaxed and even as you feel.and hear these triplet patterns.

« Notice the picking directions and optionzl picking palterns.

&JQ—J}H;H)HM i

-:é; S==SS= NS

One and Two Bar Patterns

Play these one- and two-bar figures on ariy one chord (i.e., E9, Dm7, or A13, etc.), and be able to
play tham from memory. Note: X on the slash indicates muted attack. Slash indicates sounding chord.

Ex. 443
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Chart

In the following chart, there are some new voicngs introduced. The C/D, Eb/F, and D/E chords are
all the same chord type, voiced exactly the same way. Another name for these slash chords is dominant
9sus4. Play the chart with a couple different triplet grooves. Work on a relaxed triplel feel and observe
and learn any new voicings.

Laura’s Other Sister
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Practice Tips:

Learn all ii-V-1 shapes. (Some may seem difficult at first).

Practice daily to maintain your flexibility. The more shapes your fingers must change to. the more
independent your fingers become. '

New chords need individual altention as well as part of the ii-V-1 move.
Pay altention to the melody line that is the top note of each chord. Sing it!
Put these moves directly into songs and commaon progressions,

Eventually play all these moves in all keys!
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Viore ii-V-Is

Again, play each ii-V-! progression and write ot | the voicings on the staff, noting the voice leading.

Ex. 448 Key of “G”
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Ex. 450 Key of “D”
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Ex. 452 Key of “G"
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Ex. 449 Key of “D"”
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Ex. 453 Key of "E"
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Minor ii-V-is

Minor ii-V-is have a m7b5 for the i, dominant 7th far the V, and of course a minor chord for the i.

Ex. 454 Key of “Dm”
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Ex. 456 Key of “Gm™
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Ex. 455 Key of “Dm”
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. Chapter Thirty-Five

Creating Parts

‘In the next tew chapters we will look at different ways the rhythm guitarist can create his/her own
“part" and interpret a given harmony. This is done primarily through the use of triads and 7th chords
along with double-stops (two noles at once) and single-note melodies. When you combine rhythm
patterns with ideas based on any of these concepts, you can help define certain styles and grooves with
your rhythm playing.

Doublie Stops in Thirds

First let's look at double stops: specifically thirds. (Any interval can be a double stop: thirds, sixths,
and lourths are the most common). Any cormbination of double stops is legitimate if it:

» Interprets the chord change (conveying the appropriate major or minor sound, etc.).
» Has a solid rhythmic foundation.
» Sounds good! (subjective, stylistic musical reasons).

Double stops create small harmonic textures that compliment the overall sound and are used in a
supportive role. You should praclice with a live rhylym section and/or tapes (bass lines, drum patterns.
gtc.) to explore this type of chordal texturing.

Play diatonic thirds as double stops on the top two strings in the harmonized C major scale below.
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Play diatonic Lhirds on the second and third striigs.

Ex. 317

Note: Eventually, you want to know these shapes (3rds) all over the neck, including the other string
sets (3 and 4,4 and 5, 5 and 6).
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In the following exercises, thirds are used with rhythms 1o outline the sound of each chord. Think

aboul different bass lines that might go with these parls. What about drums? Alternate chords?

Ex. 457 FRock
Amaj7 (or F¥m7)
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Ex.458 Funky
Dmaj9
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Ex. 459 Funk/Ballad

Cmaj9 FmY G7susd  G+7
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Ex. 460 Pop

) Emaj7 A9susd
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Ex. 461 LatinlJazz
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Ex. 464 Jazz ending on ballad
Dmaj9
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Chapier 35
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_Create a rhythm part using thirds for the follow'ng progression. Think of style.
Ex. 465
Gmaj7 /D ‘Gmaj7
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Ex. 466
Dmaj7 G/A

—— 7
Ex, 467 .
N i
D4 ———— —————
"




Chapter Thirty-Six

Vioere Double Stops

In this chapter, we will loak al double stops built on the intervals of fourths and sixths. Also we'll
observe the relationship between relative major and minor, These examples are meant to show a typical
use of these intervals but again the student should strive to adapt them to his or her style and also write
your own, based on some of these concepls. The first exercises are based on the pure interval shapes
that occur on the top two séts of strings. Repealed praclice in different keys is mandatory if you wanl to
be able o use these and create your own ideas for different progressions and songs. Examples are
shown in the key of “C" but make sure you transpose them. Fingerings for the sixths may change for
different examples so be sure you experiment with the fingering. Also work an muting the unwanted
(dead) strings. ‘

Double Stops in Fourths

Fourth intervals are also common double stops. The shape (s easily played with one finger. All of

the shapes that go through the harmonizec scale are perfect fourths, excep! one, which Is an
augmented fourth. Which two notes of the scale makeup the augmented fourth?

Ex. 316 ;
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In the example below, first observe how many different fourths are needed, then pul them into the
rhythm indicated. ‘
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Chapter 36

In example 471, first the melody "lick™ is in D major, then D minor (the parallel minor). In order to
retain the perfect fourth interval sound. we didn't just change the third (Ft) to a minor third (F natural),
but rather, moved the "lick™ up a minor third (one .and one-half steps) te what would appear to be an F
major lick, But it now works as a D minor idea. This uses the relative minor concept. Note: Ideas are
based in major usually wark also on their relative minor and vice versa.)

Ex. 471 Dmaj7 G113 im7 Gm7
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In the next example, the same lick is being used over the relative minor. First we have basically
fourths, in a pentatonic sound, played over the major |-V—IV. Then the same idea is used over the
relative minor key, I-V—IV. Hear how it sounds good over both!

Ex. 472 D A G 13n7 Ffm7 Em7
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Double Stops in Sixths

Sixth intervals can be played on adjacent strings or by skipping a string, which requires you mute
the string in between. Experiment with both ways. However, lhese exercises are all wrilten with the
slring skip shape in mind. Observe the pattern of major and minor sixths that is created. The following
examples can be used in C major (and the common mades: A Aeolian, D Dorian, and G Mixolydian).
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Here's a simple idea that works well on the chords indicated. What chord tones are involved with
each sixth interval, and how do they relate to the chiord?

Ex. 475 Dhl;]_]‘) B 13in7
e I S r P B

in the next example, the same lick is starting from a different place gach time. All are on a G7
chord, and the harmenization is Mixalydian. They could be used together (different guitars) or played
one after another.

Ex. 476
Jrdontop G7

e P b

*Key signature reflects G Mixalydian
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Play (his one with straighl eightl note power chords. Nolice the changed note (F) te adapt to the
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Exercises
Here are some simple harmonic movements (progressions) you can experiment with using fourths
and sixths, These are typical |-V or 1-V moves. Den't forget to make up your own chords as well. Alsa

aekl

change the time signature if you want.
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. Chapter Thirty-Seven

Single-Note Rhyithm Parts

Oftentimes, if a second guitar part is needed in the rhythm section, the guitarist is called on 1o play
some single-notes that serve a percusive funclion. Single-note rhythm parts are generally improvised.
They are a little touch added lo the overall scund and should be played with strong time and short,
catchy phrases! These single notes are being used in a rhythmic way, so few notes are needed—two,
three, or four notes are plenty. The trick is 10 s&t Up a motif, or repetitive type of idea.

The first step would be to slart with only one nole and improvise rhythmically. Then try just two
notes, then three notes, etc. The key is playing with shart, stabbing notes that will pop out in a mix. The
strumming hand should be relaxed and percussive in its attack! Muting unwanted strings with the fretboard
hand (left for most of us) also requires repetitior and practice as you experiment with different melodies.

The mast comman two note group in pop styles is the oot 1o the 7. Work with it in a variety of
rhythms and get used o muting with tha lefl hard and scralching with the right hand.

Try these phrases on Am ar A7.

Ex.478 . y
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Chapter 27

Applications

The nexl few examples show a =203y, ~= Du2 30222 chords. Notice the relationship between
the single-note lines and the chords (hey are played over.
Here the chords go down a major IHird bui the line goes up a fourth.

Ex. 484 Em9 ‘ g 7 B+7
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A "question/answer? type of phrase appears in axercise 485
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Here is a simple pentatonic melody over chords that change keys!

Ex. 486 : .
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Jn the chart below, figure out four one-measu’e phrases 1o fit each chord type and string them
together in this modal progression.

Ex, 487 Am®
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