


INTRODUCTION

This book is my approach to the basic blues pattern. It includes Half
Step and II minor 7 V Dominant 7 movements, Diminished and V chord
substitutions, and varied ways of comping. It also includes some extensions
on the chords, which will improve your overall sound and approach to play-
ing blues changes.

This book will be one of a series of books introducing the many com-
mon chord patterns that exist in most standard pieces of music. Accom-
panying this will be a series of melodies and improvised lines to these
patterns so you can see how melodic lines are built and fit the various chord
patterns.

I chose the blues to begin with because it is a very basic pattern that we
all know, so it will be easy to see the substitutions as they appear. Once you
get the idea of how the patterns and substitutions work, you can then use
these ideas in other songs. With the tape you can hear how the progressions
fit together. I hope to simplify and explain how harmonies and chord forms
work on the guitar. This should help you understand substitutions and how
they work. '

You should take each substitution and practice it in every key until it
becomes automatic in your fingering and thought process. Then go to the
next substitution. It is important to be able to play and move these chord
forms and their ideas freely in every key.

Because of certain chord fingerings, there are unwanted notes that will *

sound if you use a pick. I play all examples in this book finger style. This
enables you to play only the notes you want. If you use a pick you may have
to refinger some chords.

I would like to thank my good friend and fellow guitarist Denny Hard-
wick for spending many hours formulating the material in this book. His
help is deeply appreciated and I’m looking forward to working with him on
our next project. 8348
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DOMINANT 7th CHORD FORMS

3w s, i ¢ key of F, consists of three chord changes. They are F, Bb7, and C7. The blues
ox falliry =rey Eflerect patterns. We are, in this book, working from the familiar 12 bar blues
=mo=. SAsv e the tasic dominant 7th chord forms that are used in the first example of the Basic
£2 s i, soes oa the pext page.

T £7, 357, 2ad C7 chord forms are derived from the F scale. That is; Fis the I chord, Bb is the
¥ =uoxe?, 22 Cis the V chord. See the diagram directly below.
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g 3 éﬁ : g F' is referred to as the I chord.
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:; a ] A # be Bb 7is referred to as the IV chord. '
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C7 is referred to as the V chord.
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Note: X = Muted String; O = Open String. | -
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F1 Bb7 F1 F1
y 4 y 4 y 4 y 4 y 4 y A y A y A y 4 y A y A y A y 4 y & y 4 y 4
y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y A y A W A
11 2 1y 31 4 1
" Bb7 Bb7 F1 F1
é %1 y 4 y 4 y A y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A
v y A y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4
)] 51V 6 IV 71 8 I
(Bb7)
Cc7 Cc1 F7 C1
y 4 y A y 4 y 4 y 4 y 4 y A y 4 y A y A y A y A y 4 y A y 4 y A =
o) v y A y 4 y 4 y 4 y 4 y 4 y 4 y A y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 ;
g Hy 10y I 2 vy

EXTENSIONS

By adding extensions to these basic 7th chords, you can immediately change the color of your
playing. Some extensions, including 9th’s, raised 9th’s (7#9), 13th’s and suspensions, are illustrated on
the opposite page. Below is an example of the 12 bar blues using these chords.

F13 ' Bb9 F13 F13 .
E y 4 y 4 y 4 y 4 y A y 4 y 4 y A y 4 y 4 y 4 y 4 y A y 4 y 4

y 4 y A y 4 y 4 y 4 y 4 W 4 y 4 y A y 4 y 4 y A y 4 y 4 y 4 y 4
)] 1 I 2 IV 301 4 1
N ‘Bb9 i Bb9 F13 F13
# y 4 y A ; y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4
\‘_VV y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 X y 4 y 4 y 4 y 4 y 4
‘Q) 51V 6 IV 7 1 8

(Bb9) -~
N cd9 CT#9 F13 c7#9
- y 4 y 4 y 4 y 4 I” y 4 y 4 y A y A y 4 y 4 y 4 y 4 y 4 y A y 4 :

e v y 4 y A y 4 y 4 y 4 y 4 y A y 4 y 4 Y 4 y 4 y 4 y 4 y 4 y 4 y 4 ;
g 9 vy 10 vy TR 2y
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NDED 7th CHORDS (BLUES IN F)
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'THE TURN AROUND

The last two measures of the blues is considered the turn around. The basic turn around as seen in

the preceding two examples is:
(F13) (C849)
] F1 C1
A
a k y A y 4 y 4 y A y 4 y 4 y A
[ v y 4 y 4 y 4 v 4 y 4 y 4 y 4 y 4
O BT 2oy

To add harmonic interest to this basw turn around, G’ preceeds C. (To play G, simply move the

F’ chord form up two frets).
N F1 G7 C1
7~ —7F——7
1n I 2 11 vV

THE STANDARD I VIII V TURN AROUND

To add more harmonic interest, D’ would preceed G'. (To play D’, sunply move the C’ chord
form up two frets).

n F1 D7 G7
'\v# v Z- y it l l y y Z y
R § B "'VI““ _ 12 I A4

()

Now working from the standard 1, VI; I, V Turn .Around, extensions iof these chords are used
for color. A new form for G” seen at the top of the opposite page, is used in this turn around.

AT R R R R

T (Csus)
a F13 D749 G17 Csuspended
% b—7 7 7 7 7 7 y 7
Ll y 4 y 4 y 4 y 4 y 4 y A y 4
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\

L T

\
A
A

\\‘

\



e

TURN AROUND CHORDS (IN F) '
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DOMINANT SUBSTITUTION
THE STANDARD, VI, I, VCHORD PROGRESSION

Now we have seen how the standard I, VI, II, V chords can be substituted in the I, V turn around.
The same principle is used in the preceding F” and C” chords.

Below is the 12 bar blues — the upper line is the basic chord pattern. The lower line illustrates
substitutions and extensions. The substitutions in bars 7 thru 10 use the same principle as is used in
bars 11 and 12. See opposite page.

~ BASIC PATTERN .
F17 Bb17 F7 / F1
’I ’I ’l ’l l’ 'I II ’l 1’ 'l ’I 'I I’ 'I ll 'I
I 2 IV 31 4 I
NEW PATTERN
F13 Bb9 F13 F13
I’ l’ l’ IL I’ Ir l’ Ir l’ l’ I’ l’ II l' l’ l’
11 2 IV 301 4
BASIC PATTERN
n Bb7 Bb7 F1 F1

NEW PATTERN
n Bb9 Bb9 F13 - D789
y l’ Il l' ll l’ 1’ 1’ 1’ l’ 1’ 1’ 1’ q F‘E
¥ 51V ] 6 IV 7 1 : 8 VI
BASIC PATTERN )
N CT C1 F7 CT
? y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
y 4 y 4 W 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4
'V 0V 1m I 12V
NEW PATTERN
A G7 CT74#9 F13  D¥9 G1  C9
i
o I T T T T T T T T T FF T 777




On the preceding page is what is considered to be the ‘‘Standard Changes’’ a Jazz player would
ez 0 the bloes. This is the ‘““New Pattern)’ The ‘“Basic Pattern’’ would be used in Rock, Folk, or
otter s pler forms of music.

The ““New Pattern’ will now be referred to as ‘‘Standard Changes;’ and will be used as a basis
for 211 substitutions to come.

In measures 7 to 10, the Basic chords are 8 beats apiece, using the I, and V chords.

TUULE0C0B0BBLLLY

BASIC
N F1 F1 C7 C17
y AT 4 y S 4 77 y 4 y 4 y 4 y 4 77 y 4 y 4 y 4 y 4
=9 y AR 4 y AN 4 y A 4 y 4 y 4 y 4 Z Z y 4 y 4 y 4 y 4 y 4
) 71 8 I 9 vV 10 A4

¢

v

\

The Standard Changes are 4 beats apiece, when used as substitution chords for the I, and \A

chords.
STANDARD
F7 D7 G7 C1
_I_’_H y 4 y 4 y 4 y 4 y 4 y A 4 y 4
y 4 y A y A y 4 y 4 y A y 4 y 4
71 8 VI 1 | 0y

The exact principle is used in the turn around chords. The number of beats per chord is cut in
half; F7 for 4 beats, and C” for 4 beats.

-
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The half step substitution preceeds each new measure by starting %2 step above or beloy the
chord in the new measure. When proceeding from the ¥z step substitution to the next chord it is best

.- HALF STEP SUBSTITUTION

to keep the same voicing, or chord form, in your movement.

The following is an extreme example of half step substitution. Let your ears guide you as to the

proper time and place for this substitution. New chords are illustrated below.

0L -

F13 B9 Bb9 F#13 F13 E13 F13
7 F 7 Y
11 2 IV 31 4 I
Bb9 B9 Bb9 F#13 F13 D#789 D789 G#7
M 77— y
s IV 6 IV 7 1 8 VI
GT CH#789 cré9 F$13 ri13 CH#749 c1do F$13 .
i§ h 1 1 , ; l’ l’ l’ l_%
911 10 vy 11
X
1 ]
20 21333
3
4
5
A ) P
4
() Lo}
0XO0 0

gt
\

)

A
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R R

)
Al
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<
i
i
o
1
="
=
=22
o=
v
=2
C=2
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WALKING BASS LINE TURN AROUND .

Here is a good three note chord voicing as used in the turn around, taking advantage of the new
half step substitution. Notice the ¢‘walking bass line’’ this substitution provides.

PRRRRRRRY

A F7 D:7 D7 G37 GT C#7 (o) Fi§7
L5 —F——F y y 4 7 F——F y
1Y) n I VI 2 I vV

Use this form, or voicing for F7, F#7, G7, and G#.

= X X X
12 [ 3
2 4
= 3
a4
— L)
>
O
g3
—= # | )
~Y P
) —
_ -©-
- Use this form, or voicing for C’, C#’, D7, and D#".
X X X
gt
ﬂ' i
; 2 . 1 . d
3 AZ' ;
= 4q
= S
g—r
— P ol . A
~ i 8
P
==) Now, by adding extensions, you can change the color of the ‘‘walking bass line’’ turn around.
= A F13 Eb7#9  Dide.  AbI3 G13 Db789 c7he  F#13
y A
§ i E e = A s =
P =) .
I Vi 12 11 ’ A" o

==Y 8348




DIMINISHED SUBSTITUTION . =

v

The B° (B diminished) chord (as shown below), connects the IV chord (Bb ) with the I chord (F).

The B°is used either on the last, or next to last beat of the IV chord before it goes to the I chord. .
- G
F13 - Bb1 B° F13 F13 -1
77— 41— 11— G—#
1 I 2 1V 3 4 &
&
p  BHO Bb9 B° F13 D749 —K
T g
#‘9_4,__' F ‘ 4 —+—4—yq y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A -
y A y 4 y 4 y 4 y A V 4 y A y 4
NV =
g 51v 6 IV 71 8 VI
. GI3 C#9 F13 D7#9 G1 Csus
y 4 y A y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4
&) v y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
'J 9 II 10y 11 I VI 12 I Vv

\

.3

ALLLLLLLLLLL LR L LSS s s




gL

REVIEW -

So far there have been five ways to change the Basic I, IV, V, blues pattern.

1. Adding Extensions
a. 9th’s
b. Raised 9th’s (7#°)
c. 13th’s
d. Suspended chords

2. Altering the turn around _
a. F7/Cto0F /G’ C 10 F' D’ /G C7
b. Adding extensions to the altered turn around
3. Dominant Substitution
a. F/F/C/Ct0F /D' /G /C’
4. Half Step Substitution
a. Substituting Y2 step above or below the chord of each new measure

5. Diminished Substitution

a. Replacing the last 1 or 2 beats of the IV chord (Bl:) with B° as a
connecting chord before returning to the I chord (F).

Practice each of the above substitutions in all keys until you feel comfortable with it. Then inter- .
mix all of the substitutions, taking advantage of every extension possible. Let your ears decide which -
are acceptable.

Below is an example of inter-mixing of substitutions, as played by Joe. Some chords in this
example have not yet been covered.

F§13  F13

F13 B13 Bb13 B13 Bb13 B° F/C  Bb7#5
# 5— y 4 y 4 y 4 y 4 y 4 y 4 y A S 4 — y 4 y 4
y 4 y 4 y 4 y 4 y 4 y 4 77— y A 4 77— y 4

A7%5 DT#9 GH13 GT  C#13  C13 cH9 C9 F¥13 F13 CHm7b5 Dm7b5 AbT
7 y 4 y S J y 4 y 4 y A— 4 y 4 y 4 y 4 y 4
y 4 W 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4
10 11
G7 D9#s5Ch9 GTb5 FH13 C13 B9 C°
y 4 y Al y & y 4 y 4 y 4 y A y 4 y 4 y 4
y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
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going to use the key of C. This is so you can get an idea of how substitutions are used in other keys.

REVIEW CONTINUED

Below are some examples of adding different substitutions. We now leave the key of F, and are

Again, these examples contain some chords not yet illustrated.

c9 F#13 F1 Fi° c9 G785 Gm1l- F#7b5

=4
y 4 y 4 y 4 y 4 y A y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4
y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 ‘I y 4 y 4 y 4 y 4 2B
) 1 2 3 4 :

=
< B3 Fhis F71 B13b9  CT Bbsus  Am7  Eb13
é {‘ y 4 y 4 y A & y 4 y & y 4 y 4 y 4 y 4 y 4 y A y A y 4 y 4 y A
v y A y 4 y A y 4 y 4 y 4 y A y A y 4 y 4 y A y 4 y 4 y 4 y 4 y 4
J

*»
o
TN
™)

[

. Dsus  AbT  Gsus 0B cep ATESho Eb13 D7 Ab13 G13 phy
# y 4 y 4 y 4 y 4 y A y A y 4 y 4 y 4 y A gy & y A y 4 y A y A
%V y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y A y 4 y 4 i A W 4 y 4

9 10 11 12

s

c7io B9 C7d9 FiT FT FH° Cc6/G  Gil1 Gm1l F#7b5

y 4 y A y A y A y 4 y A y A A y AN 4 y Ay A V 4 y 4 y A
y A y 4 y 4 y A y 4 y A y AR 4 V4 y 4 y AW 4 y 4 y 4 y A y 4
<1 2 3 - 4

a F1 F§13 F9 B13b9 C13 F13 ET749 A7#589
# L y A y A y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y A y 4
%) v y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4

0]

D9  Ab13 Gi3susDb7#9 C7#9 F7  F°  G11 Db§#11 Cmajo

i U b e

|
y SRV SRS SV 4 y A A S 4 7 7 7 y——r—7 y 4 12_-_
y AR A A 4 y A A A 4 77— y Ay A 4 y 4 y A




Y CHORD SUBSTITUTION

o

=2 yoo bave 2 | chord, or a IV chord for 1 or 2 measures, you can substitute the V chord of
e artxsd s chocd for 1 or 2 beats.

250 13 23 example of substituting the V of the I chord for 2 beats.

. <13 Bb9 F13 C9 F13 F17

of
%\ > II 11 II II II II ll ’l ll II H ll II II ’1
v ' 2 IV 31 VvV 41

The next example shows the V of the IV chord for 1 beat. This also uses an extension of the
schstitution chord. Again, try to extend your chords whenever possible.

WWWWWWWWUUUUWQNN@&QQb&&“b&uu&&&&%\vl‘?

o Bb9 ' F78549 Bb9
%&1 > y i 7 y 7 —- y y y i
g sy I 6 IV

(F725%9) X

22

u & W N~

-
X

S

¢ |opd B

el
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11 MINOR’, V DOMINANT’ SUBSTITUTION -

The II Minor’ V Dominant’ progression is usually referred to as a II V progression. The II min’
and V’ chords are derived from scale degrees of a given major scale. That s, C’ is the V chord and
Gmin’ is the II chord in the F scale.

A IIm7 \'Al ) N
b — do— © — —

F G A Bb C D E F

I 11 I IV \V2 \Ta Vil I

, You may substitute the II chord along with the V chord. Here is an earlier example, using the V
" chord substitution, then adding the IImin’ chord just before the V chord. Then the V chord resolves
back to the I chord.

This II V is in the key of F. Notice the C? s just an extension of the sz c};ford.

A FI3 Bb9 F13 /Gm7C9 F13
#\JV' l’ 1’ 1’ 1’ 1’ f Il ll 1' l’ I ’ II ” l’ l'
IO 2 v 31 II v *1
X X
1
2
21333
4
5
-0
1= =8
=
O
c9 X X
’ 1
2 111
‘ 31 233
. a
5 )

S
G
)| 0P

3385583888
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Y
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No= coasider the IV chord (Bb). Here is the Bb scale. Notice the I and V chords.

e IIm7 V7 .
P AR A IH
ﬁ? = o —y —© 3.2 -
X eR o3 O O N
3% C D Eb F G A Bb
11 11 I IV V V1 VII I

Now (32 V chord is F7, and the II chord is Cmin’. As before, the IImin’ chord is placed just
Sefoez e ¥ chord. Then the Vresolves to the 1.

TEMPORARY I

F(sus)

W W W W WYY YWY Y YWY YYD Y Y YYD YYD YYY N WY VYYDV YEYD

X
1 1
2
31213
4 4
-5
_A | R
t——>0
o) b
J e s
X X
SN
2
3 K
4 4
5
A I
50
D b
o e
©

L Key of Bb—

P =13 Bb9 F13 Cm7 Fsus F7 Bbh9

P A

% r>— II II—II a 1’ 1’ 1[ y 4 ll 1’ ll # , 1’ 1’ IL II
v g 2 1y I 8 | vV 5 1V

To understand the use of this substitution, you must realize the I chord TEMPORARILY
becomes BS . This is called a key center. The chords preceding the temporary I chord are labeled in
re2%ion to that I chord, rather than to the original key.

This substitution should be handled with care. Again, let your ears be the final judge as to
= bether the substitution is proper.
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II MINOR’ V DOMINANT’ PROGRESSIONS.
WITH NEW RESOLUTIONS .

Sometimes, when a new key center seems to be established, the II V progression in the new key
does not resolve to the temporary I chord. In the example below, the chords preceding the Bb ? in bar
2 seem to be establishing the temporary key of E. (F#min’, B?is in the key of E). But instead of resolv-

ing to E, Bmoves a ¥ step to Bb 2.

F13 Ffm7 B9 Bb9 F13 Ffm7 B9 Bb9

AR

A
1
T+ 77777 F—FF+7F77F
L J fF £ L 7 7 7 L J 4 F
J 1 n v

2 1V 3 I 41 \% 5 1V
LKey of E- '—Key of E—

The II V progression may resolve directly into another II V, as in the example below.

This is a very popular blues progression. Study it and transpose it into every key. This will help
you understand how II V progressions work.

MR

n F13 - BbY Bb13 F13 F13
M y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4

y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
) 1 » 2 1y 31 $ 1.
. . Bbo Bb9 . Am7 D9
o AT T I F I F 7 FF I F FFrrr
g sy 6 v - T 5 v

'——Key of G -

R Gm7 C9- Am7 D9 Gm7 C9

AL LA L LA ALY

MR

)

{

\

\

)



I MINOR’ 5 V DOMINANT’ ** PROGRESSION

L 4
In some cases a 11 V that progresses to another II V, can be made into a IImin’ bS and V7 b9, then
resolve to the next chord. These chords may be used in the turn around.

~ A Am7bs D7b9 Gm7 C9
- ¥y —F |
- w y & F——F y y 7 7
2 ¢ TR % 12 qy v
Key of G ———— L Key of F——

wu b ON -

b

N

e
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T x77 . :
USE OF IImin’ V' FOR HARMONIC INTEREST
L 4
Consider the first 6 bars of the blues.
6. F13 Bb9 F13
% D y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4
v y 4 y 4 y 4 y 4 y 4 W 4 W 4 y 4 y 4 y A y 4 y 4
¢ Ly 1y 301
" F13 Bb9 Bb9
K rh y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
v y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4
AN/
D ‘1 51V 6 1V
The first logical place for a IImin’ V? is in bar 4 as it progresses to Bb .
N F13 - Bb9 F13
# i‘! y A y A y A y A y A y A y 4 y 4 y A y A y 4 y 4
LG v y A y A y 4 y 4 y A y 4 y 4 y 4 y 4 y A y 4 y 4
) 1 2 IV 3 I
N Cm7 F13 Bb9 Bb9
I
é 121 l ' { I I' II ’I II 'l ll ’I lI
J 4 I . v s IV 6 IV
L——Key of Bb——— '
The next logical place for a II V would preceed the II V in bar 4.
TEMPORARY I chord for IImin’ V7 (Dmin’ G") is Cmin’.
S F13. ... _..Bb9 1 Dm?7 G13
1
% . 1’ l’ 1’ l' II I' l' l, I J J F
Y, 1y vt v 2 IV 3 Key of C———
a Cm17 F13 Bb9 Bb9
# i‘l y 4 y A& V4 y 4 y A y 4 y 4 y 4 y 4 y A y 4 y 4
L y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
AN Y4
v ‘I v s IV 6 IV

L—Key of Bb——

Remember; to find the II V progression, you have to make the chord you are going to resolve to
the TEMPORARY I chord. In the last example Cmin’(bar 4), and Bb ? (bar 5) are the temporary I

19999994

e aa
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= 1 MINOR’ "* V DOMINANT’ > AND VOICINGS

For different color, a I1 V preceding bar 3 will use a IImin’ bs y7 b9 progression. These are gbod
voadngs, but when placed next to the Dmin’ they don’t sound proper. See the next page for voicings.
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VOICING EXAMPLES

. -
The voicings on this page have the top note on the first string, in a descending manner. The
previous page had the top note jumping from the first string to the second string, therefore the
voicings did not sound right. ‘
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Toe oext 11 V would come in bar 6. This would connect the first and last 6 bars of the blues
sog=zher. [2 (555 case, rather than resolving to a temporary I, the I V progression resolves down a %
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The complete 12 bar blues now sounds like ihis, using II V substitutions.
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II VAND HALF STEP ( b 5) SUBSTITUTION

o
¢

Consider the first 2 bars.
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*Now adding the half step substitution, E ¥ 5 resolves down %2 step‘to Dmin®. Thisis alsoa bS
substitution. (Eb is the b5 of A)
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The complete 12 bar blues using the II V and half step (b 5) substitution now sounds like this.

.
F13 Em7b5 A7b9 Eb9b5S Dm9 G785b9 DbOb5 Cm9 F785b9 BObH5
AN Y4 y 4 y 4
[)) 1 2 3 4
R Bb9 Bbm7 Eb9 Am7 D7%#9
#L y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4
G v y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4
) s 6 7 8
. GmT cé9 F13 Ab13 G13 F§13 .
%1 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y A y 4 y A =
y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 |
AN |
) 9 10 11 12

Notice the Half step turn around.

The addition of one more II V used as a half step substitution, should make you aware of most of
the uses of II V substitutions, as used in the blues. Notice the II V’s in bars 6 thru 9 resolve down in
half steps.

Be sure to change keys, and practice all extensions of chords, while being conscious of connecting
the top note as closely as possible for good voice movement.
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REVIEW
- Since page 11, we have added five new ways to alter the blues. Also included are tips on good
voicings.
1. V Chord Substitution
a. Substitution the V chord for one or two beats.
2. II Minor’ V Dominant’ Substitution
a. Using the Il Minor’ and V Dominant’ and resolving to the temporary I chord.
3. 1 V’s and New Resolutions
a. Using the I1 V and resolving down a ¥; step
b. Using the I1 V and resolving to another 11 V.
4. 11 Minor” b5 V7% 9 Sybstitution
a. Replacing a I V with I Minor” >5 V7 b9 a5 in the turn around.
5. 11V and Half Step ( b5) Substitution
a. Using a II Min” 5 V79 and for the last beat of V7?9 use a b5 substitution.
After reviewing all substitutions, take the examples below and study them in the original key.
Then change keys using the same alterations.
H;:re are two of Joe’s versions of the blues.
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THE ONE GRIP BLUES

Compare the fingerings of F’#%and B3, °
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-2 The only difference is in the bass note. The rest of the chord remains the same. As in the follow-
2 =3 example, the blues may be played using the half step substitution and these ‘“One Grip’’ chord
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COMPING — WITH A PIANO AND BASS'

Comping is a word used to describe accompanying, or playing chords while another in?,trument
or voice has the melody.

When first confronted with accompanying a pianist, whether he is playing the melody, or soloing,
much care must be taken to not get in his way. You may be playing too much rhythmically or

harmonically.

The piano player won’t mind if you layout (not blay) right at first. This will give you time to
listen, and take in the following considerations.

1. LISTEN to the harmonic structure the pianist uses. Below are some possibilities to
consider. ’ .

a. Does he use raised 9th (7#°) sounds?

. Does he use a lot of half step movement?

Does he use 13th sounds?

Does he use augmented (7#°) sounds?

Does he use dominant cycles (D7 / G /C7 etc.)?
Does he use II V substitutions?

mo a0 g

2. Consider the fact that he has 88 keys and 10 fingers. After you know, more or less,
what his harmonic design is, then build your chord voicings on top of his, using the
top 3 or 4 strings. You can also play 2 and 3 note chords on the inside strings. Full
chords, with the bass note on the 6th string, often sound muddy. This is why, when
comping with a piano and bass, the top strings and voicings are best.

3. Rhythm should be your next consideration. Most pianists are used to being the
dominant player, and would prefer that you play a simple rhythmic figure or play
sparingly. This is a. good practice; you have more time to listen to what everyone
else is doing. Then if you need to come on strong, you have the room.

4. Dynamics (how loud you play), are ALWAYS a concern. This can either make or
break the soloist. If you start out nice and easy, and build as the momentum builds,
you can help, and actually be part of the climax of his solo.

In review, the most important thing to do is LISTEN! Take the time to do so. The music will

dictate what harmonies and rhythms you should play.
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TWO AND THREE NOTE CHORDS -~ -

When comping, it is often a good idea to use fewer notes in' your chords. It is even possible to
comp with one note. But to get the sound of the changing chords, you need two notes, the 3rd, and 7th
of each chord. Notice that in the two and three note chord examples below, you need only move 2
step to change chords. The 3, and 7 above each diagram indicate which are the 3rd and 7th. '
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EASY TO GRAB 4 NOTE CHORDS

It is always important when comping, to play easy to grab chord forms. Should you hit a note
that clashes in your chord, it will be easy to change. !

Here are some easy to grab 4 note chord forms. Incorporate these chords into your playing right
away. They are good comping, as well as good melody chords.

Y

¢

X X
5
6
7 1 |
8 333
i 9
£ i}
'J 4
X X
(Bb'iB(cadd?) 5
6 ]
7 2|
8 44
9
; E
\‘J -
X X
6
. 7
8 ] y
9 3
10 4
|

ﬁ:&




A WORD ON TRADITIONAL RHYTHM

Before electric guitars were available, the guitarist in big bands had to have as much volume as
possible. Therefore, it was necessary for the guitar to use the bottom strings in their chord voicings so
that thar instrument could be heard over the horns, strings, and the rest of the rhythm section.

Their comping style was ‘‘four to the bar,” or one strum to each beat. This is how the traditional
stvle of comping was developed. For good exposure to this style, listen to Django Reinhart, Charlie

Chnstian, and Freddie Green.
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THE CHARLESTON BEAT (LAYED BACK)
= The Charleston beat is useful in helping develop a sense of rhythm. It is also good for settling
P—9 down the rhythm section, if there is a tendency for people to rush, or if the beat becomes unsteady.
— This beat will 9 out of 10 times get things into a groove. .
= Try to feel this grooVe. The first beat is longer than an eighth note, but not quite a quarter note.
+ Thesecond beat is not played exactly on the up-beat; it is layed back, or delayed.
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GROOVING ON THE BLUES

Once you have ‘‘the groove)’ play the blues lising this beat. At first use the most basic chords, or
ones you can grab easily, because your only concern at this point should be to find the rhythmic
groove. Remember, by using extensions you may change the color of your playing.

Note: Simile means continue the same rhythm.
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It is beyond the scope of this book to cover all the possibilities in rhythmic patterns. The follow-
ing page has some examples made from basic ‘‘grooves.’”’ You should learn them and use them as a
point of departure, or as a basis for rhythmic improvisation.

If you get only one pattern-that you can feel and groove on, stay with it. Finding the groove
depends primarily on how much you are listening. Remember, Listen!
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VARIATIONS ON THE CHARLESTON BEAT -

Below are some examples of variations on the Charleston beat. Study the rhythms. Then pickgust
on¢ bar that you like, and practice it through the blues until you have it. Then pick another and

eventeally add them together. ;
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FINAL REVIEW

Here is a summary of the various ways to change the basic I, IV, V blues pattern.

Page #2; Adding extensions.

Page #4; Altering the turn around.

Page #6; Dominant cycle substitution.

Page #8; Half step substitution.

Page #10; Diminished substitution.

Page #13; V chord substitution.

Page #14; 11 minor’ V dominant’ substitution.

Page #17; IIminor’ *5 V dominant’ 9 substitution.

. Page #22; IIminor’ *5 V dominant’ * and half step ( b 5) substitution.

N N s

Here is a summary of things to consider when comping. (Pages 26 thru 31).

Listen!

Find the harmonic design.

Voice your chords on top of the piano.

Always be aware of dynamics.

Use easy to grab 2, 3, and 4 note chord voicings.

Use rhythmic figures, such as the Traditional, or the Charleston beats.

N p W

CONCLUSION

~ Take the above ways to alter the blues, and let your ears guide you as to which of the substitutions
and rhythms. to use. Sometimes it is best to use the most basic approach. This depends on the
situation, the atmosphere, and the players.

Experience is undoubtedly the best teacher you will find. Bear in mind that all good players had
to work hard to get where they are.

I hope this book helps you understand some of the concepts and harmonic approaches to playing
the guitar. - 8348
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Glossary

Tze izrs in this glossary are in the order in which they appear in the text.

Xey — A pitch in which a composition is written or played. The first note of a series of
toass forming any given major or minor scale. Page I

. Ciord Changes or Pattern — Refers to a series of chords in a particular order. Page I

Csord Form or VYoicing — The way in which the notes or voices are arranged and
distributed in a chord. Page 1

I Chord — Being the first chord of a major scale. Page I
IV Chord — Being the fourth chord of a major scale. Page 1
¥V Chord — Being the fifth chord of a major scale. Page 1

Extensions — Adding higher scale degrees to a basic chord. Example: making a 7th
chord into a 9th, 11th or 13th chord. Page 2

Color — The sound of a chord or chord pattern. Page 2

Tern Around — The last two bars (11 and 12 of the blues) before returning to the begin-
ning of the pattern. Page 4

Harmonic Interest — That which makes the chords more pleasing or interesting. Page 4
Standard Changes — The common way to play a particular chord pattern. Page 6
Walking Bass Line — Movement of the bass note of a chord. Page 9

I1 Minor 7 V Dominant 7 — Being the second and fifth chords of a major scale. Page 14
Temporary I — Temporarily making any chord a I chord. Page 15

Key Center — When a chord progression temporarily changes keys. Page 15

Transpose — To change keys. Page 16 .

11 Minor 7 ®5V Dominant 7?9 — Being the altered second and fifth chords of a major
scale. Page 17

Flattened Fifth ( 55) — The fifth degree of a major scale being lowered % step in a
chord; thus, the chord becomes ‘altered’ Page 22

Comping — Accompanying or playing chords while another instrument or voice has the
melody. Page 26 and 29

Harmonic Design — The use of particular chords in a particular order. Page 26
Rbythmic Figure — A rhythmic pattern or motif. Page 26

Dynamics — Varying and contrasting degrees of intensity or loudness. Page 26
Groove — A feel for a rhythmic pattern. Page 29
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