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Reading Fretboard Diagrams

this diagram......

!

represents this view
of the frethoard

b

The vertical lines represent strings. The horizontal spaces are frets (numbered alongside the diagrams). The
actual metal fret is indicated by the horizontal line at the bottom of each space on the diagram.

vertical lines are strings
(numbered above diagram)

6 54321

horizontal spaces are frets
(numbered alongside the diagram)

A W N -

© 2001 Jim Gleason. All Rights Reserved.
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Dots

Dots in these diagrams indicate fingered notes. Chord tones are fingered simultaneously. Scale or arpeggio tones
(chords played one note at a time) are fingered individually.

0 0
¢ & ® T ®
LAL L LA
Fa 8 W o™
unmarked strings a circle above a string “T” indicates a
are not sounded indicates it is played note fretted with
open (not fretted) the left thumb.

The Barré

The barré is a group of notes all on the same fret of two or more strings. It is fingered with a straight portion of one
finger. It uses the classical wrist position, with the base of the fingers parallel to the fretboard. Fret the barré with
the harder edge of your finger when you can. Avoid the creases opposite your knuckles, since they can mute notes.

In the “F” chord shown below with finger numbers, it is left up to the reader to interpret that the first finger is
placed across all six strings (as shown by the diagram to it’s right).

F | F |
barre —p{ [11 barre—»E:q::l.
2 ®
3 4 L dhd
Bb | Bb |
1 ®
barre ——p 333 barre ——p ———

Guitarists Playing Left-Handed Guitars

Guitarists playing left-handed guitars should interpret references to the right hand as left and vice-versa. For the
left-handed guitarist, all diagrams should be imagined in “mirror image”.

as shown mirror image
® ®
o0 00

© 2001 Jim Gleason. All Rights Reserved.
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RomAN NumERALS AND CHORD NAMES

Roman Numerals
A roman numeral above the top right of the diagram indicates the number of the top fret on the diagram.

A plain letter name, such as “D” indicates a major chord. A small “m” after a letter name indicates a minor
chord. “D” means “D major”, while “Dm” means “D minor”. A few more common chord symbol abbreviations

are shown a couple of pages later.

=== ==

Roots and Tone Centers

A chord root is the note after which a chord is named (“D” is the root of a D major chord). A tone center is the
note after which a scale is named (“C” is the tone center of a C Lydian scale).

D maj. chord I C Lydian scale VII

! ! @ ¢
2OKX)
C

N
D C C

© 2001 Jim Gleason. All Rights Reserved.
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Movable Diagrams

Movable diagrams have no roman numeral on their upper right and therefore have no specified top fret number.
They may be placed anywhere on the fretboard according to their chord root(s) or tone center(s). If notes on a
diagram are indicated by dots, a circled or enlarged dot indicates the chord root or tone center.

movable movable

o 81
a5l
ror AN

named afier named afier

The numbers 1, 2, 3 and 4 within diagrams indicate left hand fingers. The finger number on the chord root or tone

center may be circled.

11

When numbers higher than 4 are used in a diagram, all of the numbers indicate scale, chord or arpeggio tones.

I OROI T OROITEEED

5 5 (1)4 2 5(14 5
b3 bYb3 b3 b7b3

¢ 2
chord tones Arpegglo tones scale tones

Procedure Of Reading Chord Diagrams

You read the previous pages and are anxious to play songs. How complicated can it be? True, chord diagrams are
a simple graphic representation of fingers on the fretboard, but be careful not to make an error in reading them.
It is quite common that someone new to reading chord diagrams “thinks” they have read a diagram correctly, and
doesn’t find out until much later (if at all) that they have made an error.

© 2001 Jim Gleason. All Rights Reserved.
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TAKE YOUR TiIME AND ReaD CHORD DIAGRAMS RIGHT THE FIRsT TIME.

1. Read the header (Gm III) with the chord name and roman numeral for position.

2. Read across the frets one string at a time from the sixth (largest) string to the first string. Allow three to
five seconds for each string. The strings are numbered from sixth to first as you scan across the diagram
from left to right.

3. Afew things to be careful to recognize:

¢ whether notes are on the same fret or different frets

* when there is an “empty” fret.

* when notes are on adjacent strings

* when a string is skipped.

T#S =

765 =

HO =

6/9 =

A7 =

A9 =

/9 =

m7b5 =

m(ma?7) =

nS =

CHoRD ABBREVIATIONS & SYMBOLS

seventh chord (dominant)

seventh sharp five chord (dominant)
flat five chord (dominant)

seventh sharp nine chord (dominant)
C major chord

sixth chord (major sixth chord)
sixth add nine chord

major seventh chord

major ninth chord

major add nine chord

minor seventh flat five chord

minor, major seventh

no third

no fifth

© 2001 Jim Gleason.

9 =

o#5 =

95 =

07 =

Cm =

mo6 =

mo6/9 =

m7 =

m9 =

sus. 4 =

sus. 2 =

ninth chord

ninth sharp five chord (dominant)
ninth flat five chord (dominant)
diminished seventh chord

C minor chord

minor sixth chord

minor sixth add nine chord
minor seventh chord

minor ninth chord

minor add nine chord
suspended fourth chord

suspended second chord

All Rights Reserved.
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Reading Tablature

This system of notation is a graph of the guitar strings from the perspective of looking down on the guitar as you’re
playing it. The tablature indicates where each note is fretted. Numbers on the strings indicate frets and are written
from left to right in the sequence they are to be played. In this book, tablature is written below all music notation.

Trepreaents this view’l‘
of the fretboard

THIS ——— A

Symbols For Fingers

The symbols that indicate the fingers of each hand are shown below. They are typically placed below the standard
music notation, between the music notation and the tablature.

fretting hand plucking hand

© 2001 Jim Gleason. All Rights Reserved.
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Symbols Above The Tablature

Symbols above each tablature number indicate the suggested fretting finger. Right hand symbols are shown above
or below notes in the standard music notation. The right hand finger symbols are “p” (pulgar = thumb in Spanish),
“1” (indice = index finger in Spanish), “m” (medio = middle finger in Spanish) and “a” (anular = ring finger in
Spanish). In reading the tablature, remember that the top string on the tablature is the smallest, first string.

this row of numbers represents the fretting fingers

y

!
I
o

N

il

— —
—>w e

-+
«—w el

1
\J

— —
Sw

— —

o

~

“h

T
;
=3

5

(e

7

R

fret humbers

this bottom line represents the sixth string (largest)

this top line represents the first string (smallest)

Supplementary Grid Diagrams

this row of arrows
shows the downward

and upward picking strokes

these are the symbols
used to represent
the fretting fingers

123
4

The grid diagrams shown above the music notation in the diagram below are aids in reading the tablature. Instruc-
tion on reading these grid diagrams is on the following pages. The gird diagrams are used in this course where
the fretting hand mainly retains a particular chord fingering. You still should read the guitar part in the tablature,

since it shows the exact sequence of notes.

plucking fingers
HN [ | ami
2 23
3 4| |
J i—?ﬂ_'_J —]
1 — il ) f ﬂ
1 & 1l & 1
g — 1 =
g . =
_—
P ; p i p m p ; i p m p i-<@— thisrowofarrows
T 3 - 1 - shows plucking fingers
A N \Y - ~ \Y Z - ~ Z
i e — - 2 "

© 2001 Jim Gleason.
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Fretboard Note Names & Staff Locations

. 6 5 4 3 2 1
=Cring: E A D G B E
UPEN'965432!:= T T T T
STRINGS Hfy i A% D#  GH
. = = IF
” - - F 1 | | C F
st freti:é P T ii Bb Eb Ab
¢ = [abo | #T7
2 il L T Fit C#  FH
2nd fret iy s —— 1 i B E A o oh
Yusks| ©
Fal o
3rd fret g5 ¥ovo q
" = | | o be ¢ ¢ r@ D G
ath fret s = o ] Bb
Ibﬁ' — =.& g“ 1l §
Fal a-b— b
sth fret o i | G#  Ch T . D# - GH
| 1l §
¥ < = . fo bo Ab Db  Gb Eb  Ab
6th fret o
S
8 gobol = A p c@c E A
7th fret iy = i
[ -
Fa | £~
= T L, ] I*ES 2 Il |
8th fret iy — o ¥ ] A¥ DE GH CH A#
!J = b& L] L] 1 1 F I
. W, bolle = Bb Eb Ab Db Bb
9th fret fy—— 1 = 1
o i |
¢ ga " =
" -5 = F#
A = Ty ey gt
o= be
s . l#o ba febo =£ =
11th W * i
fret — — | ¢ E A.# 1{# G ¢
A = Bb Eb
12th F£ = = 1
fret B3 i
!}i ﬂo I?G = =
13th % I L EE C# F# B.E G# #
fret Sy—= b ﬂ-ﬂ-l’*’“ Db Gb Ab Db
a o |Reio | Reve
14th BE T= |
fret t%ﬁﬁnb' i |
~ w lo| = = D G C F A D
15th ¢ = * 1
fret %—G i
[ ,8va higher than written —_ —
=5 MY 2 Dé  GH CH F# A# D#
loth Fa o i | . ' ' ' ) \
fret = i Eb Ab Db Gb Bb Eb
[ HE e had
L[ . Bva higher than written——
17th £ e ]
fret Sf— = : : . 4 E A@p c@B E
-
Al—ﬁva higher thanlwrlttenm
18th 2 e 1
fret !nglm'ﬁ“b ) H : AI# DI# GI# . i
hl—lﬁva hllgher tlhan wrlluttel{l’—nl Bb Eb Ab
19th i i i o 1
fret 12% ; == ; 1|
- F# C#  F#
8va higher than written— 5 | ' B E A ' '
A | [ [y t 1 o | = Gb Db Gb
fmt" s ! Hsbo N1 ! i
re T r » S—. T T T i |
[
I_Bva higher than writtenm G C F@s D G
215t = - fobelf— —
fret %u—ga—'b i
-
8va higher than written—— _— Gk CH F# D#  G#
o ; . : B ‘
22nd i:éi — — 1 Ab Db Gb Eb Ab
fret i
!) F
* Guitar sounds one octave lower than written. A b c@c E A

© 2001 Jim Gleason. All Rights Reserved.
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FirsT PosiTioN NATURAL NOTES

Play the notes below and speak the letter names. Notice that “E” to “F” and “B” to “C” are one fret apart. The

other alphabetical pairs of notes (AB, CD, DE, FG and GA) are two frets apart. Remember, the musical alphabet
starts over after “G”.

@ oL

&l

o

il

v}
o ™
i

ui

D
=

D

(98}

D

98}

D

TT7e

o

[§8}

0 B>

[8§}

D

9%}
o}

Q@;5<>

Y

L

= 4l

S N

0 B>

D

(88}

D

FirsT PosiTioN NATURAL NOTES
WitH DupLicATIONS AT THE FiFTH (AND FOURTH) FRETS

The example below shows the locations of fretted notes which are the same pitch and note names as the next

smaller string open. Except for the third string, this occurs at the fifth fret. The third string, fourth fret, is the
same pitch as the second string, open.

o

A4

D4

| YREE

| TNEE

D)

.

.

Q

Q

TTe

os}

L)

o]

™

<D

D

Un

o >t
INTN]

D

D

'S

P

U

U

© 2001 Jim Gleason.
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Note NAmEs ON THE STAFF

The Staff

The staff is a group of five horizontal lines on which music is written. The plural is usually “staves”, but may
be “staffs”. Bar lines (above) are vertical lines written across the staff to divide it into groups of beats. Each
group of beats is called a bar. Time signatures indicate the number of beats in the bars that follow it, as well as
the relative beat value of each note.

the staff the time signature bar line bar line

' ' ' '

T I—one measure—l

bar line

bR N

Ledger lines are short lines placed above or below the staff to add to its range.

Note Parts

The parts of notes are the head, stem, flag, beam and dot. The head of a note is an oval. It is centered vertically
on or between the lines of the staff. The whole note’s only part is its head.

beam
stem
flag
dot
O J ﬁ .
multiple multiple
head head head flags beams

© 2001 Jim Gleason. All Rights Reserved.
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The stem of a note is a vertical line connected to the head. It connects to the left if it goes down from the head
and to the right if it goes up. Stems on note heads above the middle of the staff are usually written down. Stems
on heads below the middle of the staff are usually written up. Stems on the center line of the staff can be written
up or down.

al

=
|
I

A flag or a beam halves the time value of a note. Each additional flag or beam cuts the value in half again. A dot
multiplies the value of a note by one and a half. Two dots multiply the value of a note by one and three quarters.

Up And Down Stems

When two voices (two instruments or voice parts) are written on the same staff, the upper part is usually written
with all stems up and the lower part with all stems down:

| |

-

% i'
3, ]

e —
T | e—

Treble And Bass Clefs

A clef is a sign placed on the staff at the beginning of a piece of music to indicate the placement of the letters.
The letters used in music include “A, B, C, D, E, F, and G.”

The treble clef or “G” clef assigns the letter “G” to the second line from the bottom of the staff. Guitar music is
written on the treble clef. Notes on the treble clef are completely above those on the bass clef in pitch.

i
i

The bass clef or “F” clef assigns the letter “F” to the second line from the top of the staff. Notes on the bass clef
are completely below those on the treble clef in pitch.

r
o T
- P %
Fa N

h

© 2001 Jim Gleason. All Rights Reserved.
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Middle C

Middle C is the C nearest the middle of the piano keyboard. It is the “dividing line” between the treble and bass
clefs. It is on the first ledger line below a staff using the treble clef and the first ledger line above a staff using

the bass clef.

The treble and bass clefs were originally part of the great staff, which had eleven lines. The top five lines were
extracted to make the treble clef, and the bottom five lines were extracted to make the bass clef. The center line

of the great staff was middle C.

THE GREAT STAFF

i
TREEBLE %
CLEF a1

[ = ra 1 |||ut|;t

*_middle C— = —
& Ay

BASS =
CLEF -

The notes on the staves are in alphabetical order:

[[¢ m

b | 5
| =
N M

@M

|[¢ @

ey I
>0
me
oA
=

Guitar Transposes One Octave

Guitar is usually written on the treble clef, transposed down one octave.

NOTES WRITTEN FOR GUITAR HERE ACTUALLY SOUND HERE

A hea = A

iE;ﬂw—~B a— Eg% r——

®C DE FGAB C

il
=X
m g
o
o (@
> P
m
!
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Memorizing Note Names

The letter names on the treble clef are easy to memorize with the use of a few associations. From bottom to top,
the notes on the lines of the staff are the first letters of the words in this sentence: Every Good Boy Does Fine.
From bottom to top, the notes on the spaces of the staff spell the word “FACE.”

ﬁ e s = % - [ i
© . -

E?Erg Good Boy Does Fine F A C E

The notes on the lines (including ledger lines) are in an alternate alphabetical pattern: A, C, E, G, B, D, F A, C,
etc. Likewise, the notes on the spaces are in the same alternate alphabetical pattern: A, C, E, G, B, D, F, A, C,
etc. Memorize the alternate alphabetical cycle shown at the right below:

C F
B
5 pFL= cE B2 p—a
g nn
%-&:EB % "nn B C
= =
:EEEE BDFA e

Note Names In Reverse Order (GFEDCBA or “gee-fed-cee-bah”)

Most of us were not taught to think the alphabet backward, as well as forward. In music, whenever notes descend
(go down) a seven tone scale such as the major scale, you will need to think the letters backward. As a memory
device, think of the reverse series of letters as a middle eastern-sounding word, pronounced: ‘“gee-fed-cee-bah”.
Of course, the notes continue down the scale after “A”, forming the cycle “GFEDCBAGFED, etc.”

A G
G B A F
)
s = F c B E
NV
D) C E D C D
G F E D C B A G F E D C B A Clockwise, this Clockwise, this
shows note names shows note names
ascending a scale descending a scale

© 2001 Jim Gleason. All Rights Reserved.
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theo 1.0472

MEemoRIzING FIRsT PosiTioN NoTe NAMES

theo 1.0472

Memorizing First Position Note Names On The Staff

The notes go up from line to space in alphabetical order.

“E”, “F” and “G” each occur in three places in the range of notes shown below.

“A”, “B”, “C” and “D” each occur in two places in the range of notes shown below.

The lowest of each of the natural notes in first position is below the staff.

The middle of each of the sets three notes with the same name (E, F and G) is near the bottom of

the staff.
2 — o ®
D b 6 ° | | N
Q) - T T X 2 @ L4 . '
e A — the center line is
@A B CD w A B CD @ “B” for “bulls-eye”
lowest middle highest

Spaces (notes between lines) are FACE, from bottom to top. Going up on lines beginning with the third
ledger line below the staff is also FACE.

Lines from bottom to top are represented by the first letter of each word in the sentence: Every Good
Boy Does Fine. Going up on spaces beginning with the note below the third ledger line below the

staff is also EGBDF.

“B” 1s on the center line of the staff. Think of it as the “bulls-eye” (see the arrow at the right above).
FACE and EGBDF overlap in the every-other-letter cycle FACEGBD shown at the right below.

f)
A —e
% I & ® 4 J & ¢
e * - ®
F A C E E G B D F F A C E E G B D F
F
The every-other note letter ) A
cycle includes “FACE” and EGBDF
Every Good Boy Does Fine).
( Y Y ) B C
G E

© 2001 Jim Gleason.
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Memorizing First Position Note Names On The Guitar

The open strings, from sixth to first string are Eat A Darn Good Breakfast
Early EAD GBE).

EADGBE
E to F is one fret. B to C is one fret.

* AB, CD, DE, FG and GA are each two frets apart.
B E A e There are three each of the notes E, F and G.
L 1 * The note name at any fret on the sixth string is the same at that fret on the

~ v first string.

G C F D G * Octaves “skip” one or two strings, depending on their angle. Octaves are
notes which have the same name, but are eight letter names apart (counting the
starting and ending notes). See the diagrams at the left below.

* Octaves of A, B, D, E and G each include an open string.

* The fingering pattern on strings 1, 2 and 6 is open, 1, 3.

* The fingering pattern on strings 5 and 4 is open, 2, 3.

C\ skip 1 string  The fingering pattern on string 3 is open, 2.

O e  Memorize the locations of the notes after which each chord is named below

skip 2 strings

The top fret on all of the diagrams below is the first fret. The tiny circles above the chord diagrams indicate open
strings (not fretted). Notes enclosed in the large circles below have letter names after which the chord is named.
In each diagram, the notes enclosed in the large circles are octaves (eight letter names apart)™. Letter names for
notes above the diagrams indicate open strings.

E E G A B D
| K ¥ C
E A B

F G G | C D
(_1% | F | G Il A | B7 ml C | Dm [

O O\/ 3 O 7
AEEIAEOINARIORE hdll [1[T1] | [( HE
2(3 2 1 2(3)4 2) 3| 4 2 1] 2
HOINEROINREIO, ©)] )]
Em | Am [ Dm |
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What Is An Octave?

When notes are arranged in ascending or descending alphabetical order, every eighth note repeats. This range
between the first and eighth notes in this alphabetical order is called an octave.

C major scale, range one octave

h

Mo

6,

C one octave

<D

<D

(=]
op

o0 >t
INTN

P

G major scale, range one octave

f 4
& I I
7L
N J; =
Y 3
)
G A B C D E F# G one octave
T = N N 0 2 3 3
A % 0 ~ U 1 ) I 0 I
B 4

Whatls A Scale?

A scale is a collection of between five and twelve notes (inclusive) that spans an octave. When playing the notes
of a scale in ascending or descending order, they repeat at the octave.

C major Scale, seven notes per octave

C major scale VI o
J o} X | o *
1111 A — J_JI—P—F I ——— —

D hat—— ——
1&r names: {
33
44(4)] 4 C D E F G A B C D E F G A B C
HEER . —
< 24 [§) 3 10

A = / 9

n 24 / 9 10

D ol / S 10

S U
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C minor 7/11 pentatonic scale, five notes per octave

cm7/11 VI A P be e
@QUiti) g he—e —
bt | | I
[ [ I
3(3)3 letter names:
4 4 4 C Eb F G Bb C Eb F G Bb C
| I | T 8 Tt °
A = g 10 3 10
B4 s " 8 10
C whole tone scale, six notes per octave
! ©O
* whole tone VII A | - bo #1‘ 17]11 hsd
A4 N i f i e @ @ I —. i 1
wey V¥ | | | | I
%‘tﬁiﬁ e ——
letter names:
C D E F# G# Bb C D E F# G# Bb C
T be)
I 24 9 1T
A el 9 1T
n 24 S 10 12
b fo 8 10 i 9 1T
C chromatic scale, twelve notes per octave
C chromatic VII A x
I 11 A4 X . i i i % % % 1 o .
' 04— +——- 1 j !
OIE! J e ke ¢ H0 ! w
222 letter names:
33(3) C C# D D# E F F G G# A A# B C
4 4 | -
! —
4
n 24 [§]) S 9 10
D fol / 3 9 10 1T

o
\g
—t
[w:
—
—

What Is A Chord?

A chord is a collection of two or more notes which, when sounded at once, create a sound that can be used in a
piece of music. Any chord tone may be doubled. A chord with three different, notes may have four notes, where
one note occurs twice. Two note chords are typically referred to as intervals.

Two Note Chords
perfect fifth minor sixth minor sixth major sixth
Kh V;
(e o I
ANV o
D) P g [Z @

=BT
JUN
I——

i
U
“op
~ (Y
oo [
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Three Note Chords
C 1] F Vv Am \"/ G 1] A5 |
G c|a CEA [pG A
F B
C E | I
E A
G- .
0 2 = 4
= 2 |
NV
e
T o 3 ) B) 3 B) I
- s 4 2 Q 2 2 3
JANE—1 5 8 5 4
Iy Z4
R4
Three Note Chords With Note Doubling
A5 |
A
C | F | Am |
G E A e Gopg | | |
[ | c [ CF [ | c | E A
E A E A B
C | CF | | | HREXS
E A
n 6) G- . 6: 79:
A3 . . & I
| M an Y/ p= D .
5 = )
¢ g o
T 1 2
s 4 2 A 2 =
A 5 2 % - 5
—B—* g 3 g § & I

© 2001 Jim Gleason. All Rights Reserved.



Octave ShapQ

 The Full Fretboard Octave Pattern
e Breaking It Down To What You Can Reach



page 28  Chapter 2: Octave Shapes

The Full Fretboard Octave Pattern

THE “DiAMOND AND “Z"” PATTERN

Each note on the guitar fretboard repeats in the same pattern. The pattern could be
described as a “diamond and Z”. The diamond part of the pattern was drawn onto the
fretboard diagram of “F” notes below. The “diamond and Z” was drawn onto the other
diagrams. The heavy lines show one occurrence of the pattern. The diamond and Z
could also be likened to a kite.

G A
F 4
7Y R
&) G G
\ 7i ®

G A A /f
F
X QRG]
G < 4
B ®)
/'7
A1\ G A
E ) \ A
\u A A

©) @A @ \
@ CIT ®

F G | |

The diamond and Z pattern occurs on every note. It moves up the fretboard (toward the
guitar’s bridge) in the same alphabetical order as notes progress up each string.

WHAT’s So SIGNIFICANT
ABouTt THE RePeTiTiION OF EACH NOTE?

In working toward mastering the fretboard for whatever styles you’re into, you need
to learn to finger scales, chords, arpeggios and melodies in two ways:

* playing in one key all over the fretboard

* playing all keys in one area of the fretboard

© 2001 Jim Gleason.

6 5 4 3 2 1
E A D G B E
A¥ DE GH ‘ ‘
Fool | € F
Bb Eb  Ab
F# C#  FH
B E A
Gb Db Gb
A#
¢ ¢ r@: Dp G
Bb
G#  CH  F# D#  G#
' B
Ab Db Gb Eb  Ab

A#  D# GH  CH A#
' F
Bb Eb Ab Db Bb
F#
B E A@D ! B
Gb
A#  D#
c F ' G c
Bb  Eb
C#  F# G#  CH#
L] B . E 1
Db Gb Ab Db
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Octaves

The repetitions of each note that are closest to each other are eight notes apart in a major scale, so they are called
octaves. Each of the smaller diagrams below shows an eight note range of a major scale fingering, which spans
an octave. You should play the major scale each of the small diagrams. Play the notes in numerical order, from
“1” to “1”. The circled notes on each of the smaller diagrams are one octave apart.

A major scale Il A major scale |
5 30D 0N
| 4
36 | | ) L] 2] 7
1)4 5(1
7
A major scale AV < ) A major scale \Y)
36 2| 7
[

) 0
7 — \. 3

2 5(1 1) 4 6

A major scale Vi Ve
(1 4 6 A major scale IX
p S

25 ] Q)
O 36

- o
a
p—
N

A major scale Xl L~
3 6
(D47
23

If you can play a major scale in any particular octave area, you can modify the major scale to make any other scale
or chord, arpeggio or melodic phrase. All scales, chords, arpeggios and melodic phrases can be represented with
the numbers and altered numbers of the major scale.

© 2001 Jim Gleason. All Rights Reserved.
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Playing In One Key All Over The Fretboard

If you were to play all of the diagrams above on the fretboard relative to the large diagram, with the top fret on
the large diagram assigned to a specific fret, you would be playing major scale fingerings in one key all over the
fretboard. The key would be named after the note on which the “1’s” occurred (which would all be the same note).

When playing a scale, arpeggio or melodic phrase at any particular location on the fretboard, you need to orient you
current octave shape to the sequence of them, having memorized other fingerings categorized by their octave shape.

Playing In All Keys In One Area Of The Fretboard

By playing all of the diagrams below with the top fret located at same place on the fretboard, each one will
produce a different major scale, in all twelve keys (shown in fifth position below). Each vertical pair of diagrams
shows scale tone numbers on the top diagram and fretting finger numbers on the bottom diagram.

major scales in all keys, fifth position

A major V. BbmajorV. Cmajor V D major V Eb majorV F major V G major V
scale tones scale tones scale tones scale tones scale tones scale tones scale tones
1)4 s() [362]7 25(1)36 (D4 ] [56 25 7 (1)4 6
73 1 5(1 4 [ |7 (14 | [ |1 [ 11
2 5(1)4 6 73 3627 2 5(1) [ |7 36 257
LI ] 2s5Q)4s (iZI*_L_SlﬁP || 2 5(1 ()4 HO)
ol [T i X 11 ] T
fingers fingers fingers fingers fingers fingers fingers
1)1 1 TERIE O (D1 | [11 111 (D11
2 2 OHEEE [ [ ]2 [ |2 (2] [ |G [ ]
33()333 [[33] 333 |3 3 3(3) [ 3 33 233
LITT] 4a(@aa D | T4 [] 4 4(4) (4)4 [ 1
444 44 [+ 1] 44 [ 1] [ ] 4| |

the keys shown below are in fifth position, but involve
the index finger reaching to the fourth fret

Ab major IV B major IV Db major IV E major IV Gb major IV
scale tones scale tones scale tones scale tones scale tones
24()] 6 (D4 ] 25 | (1)4 6
HEER |7 RO) []]
362 |7 2 5(2) 36 2 57
1)4 s5(3 [ | O RI©)
73 36 [ |7 31
fingers fingers fingers fingers
1 1()] 1 ()1 | 11| (D11
HEEN L[ [ () [ ]
222 |2 2 2(2) 2 2 2 22
SHIEOREE )3 | B[O)
[ 44 || 4 4 [ |4 4 ||
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Breaking It Down To What You Can Reach

We can comfortably reach a span of four or five frets, so the full fretboard pattern of octaves needs to be conceived
in sections. Sections of three or four frets can be related to octaves.

| the order of shapes:

"EDCAGE"

N

D form
A notes VII D
A @I

le ]
o) [(@)]
A) C form
/ Anotes X C G |
@ | [(c
E
@ | ©]
A form A |
A notes XII (a)
A A | L]
— 0
(A [[]
QG form
A notes XIV G D@BI
= <—

&) D,

E form E

A notes XVII E

DO

I
W[ ] I

© 2001 Jim Gleason.

Five CHORD RoOT SHAPES

The notes after which the open string
chords E, D, C, A and G are named
form the octave shapes shown at the
left. In each of the five different chord
diagrams, the circled notes are the notes
after which the chord is named.

In the small “E form” diagram, “A”
notes are shown in the shape that
originated with the circled “E’s” in an
open position “E” chord. Likewise with
the “D”, “C”, “A” and “G” forms, the
“A” notes are in the shape of an open
string chord after the form is named.

EDCAGE

The circled notes are the chord roots.
The roots of each chord represent a
unique octave form. The octave forms
occur in the order E, D, C, A, G, then
repeat. To signify that the order repeats,
I refer to the order as ED CAGE.

All Rights Reserved.
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THE SEVEN OcTAVE FINGERINGS

The diagrams below can be played in any position (at any fret). Numbers within the diagrams indicate fretting

fingers.

Primary Octave Fingerings
These are "two string, two fret" octaves.

1 1

Secondary Octave Fingering
The only un-compensated "three string,-
three fret" octave (compensated versions
are shown at the right).

<@—— These are "two string, two fret" octaves with
compensation for tuning on the smallest two strings.

@ Notes on the smallest two strings must
relatively be moved up one fret (higher in pitch),
when combined with the larger four strings..

<@— These are "three string, three fret" octaves with

compensation for tuning on the smallest two strings.

1 <@— Notes on the smallest two strings must relatively

be moved up one fret (higher in pitch), when

combined with the larger four strings.

THE Five OcCTAVE SHAPES

By combining two pairs of the seven octaves and using the other three octaves unchanged, five octave shapes are

produced.

© 2001 Jim Gleason.
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Here are the five octave shapes. Notice how each one occurs as the roots of an open string chord:

G ©)

B(E) A | F# E E(A)C# B

©] [© C © .

Each Octave Shape Is Also An Octave Form

The five octave shapes are named after either the strings on which they occur (641 shape) or the open string chord
to which they are related (E form).

641 shape 42 shape 52 shape 53 shape 631 shape
E form D form C form A form G form

1 1 1 1 1 1

The Octave Forms For Every Note

Now that we have dissected the Diamond and Z pattern of octaves in the the individual octave forms, let’s put
them back together and look at them for all keys.

Every note occurs in the same series of octave forms. Compare the diagrams below. In regard to pitch, “G” is a
whole step (two frets) above “F”, “A” is a whole step above “G” and “B” is a whole step above “A”. Remember,
“up in pitch” is toward the bridge, which would be physically down on these diagrams.

As you progress up alphabetically through the keys, the diamond and Z pattern “grows” onto the fretboard from
the head of the guitar. Likewise, as you progress down alphabetically through the keys, it “dissappers” off of the
fretboard. Be able to visualize the “diamond and Z” pattern up or down the fretboard.

© 2001 Jim Gleason. All Rights Reserved.
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A B
et \ I fret BD fret 1 | /
A AN B)
(® X
) \ o v =
=@ O \ Y
\UZ% s @ B) PHF ‘ N
A AoV \ At (B (s
4 ® Byl [ AF—
\ ‘5 i ‘(B E n:::s“ X
IA C form \ | 4]
| // Anotes X Bl) Co \
fret12 A fret 12 =" Bbnotes XI fropiz B o
\d——\A form B A”/ B notes XII
}’A\ A notes XII \%[——\A fom B\ ~
/ ( ) Bl’ Bb notes \t——\A o
' notes
[ ‘l\*\ G form / \“ 0 'LB B notes XIV
fret17 (A A) A notes XIV fret 17 / \ \ . frop 17 / \_. T
\ y @l’ @b Bb notes XV /, ‘\ \ P
\ [ (B (B B notes XVI

7N

form 6£ k \ A
\ A notes XVII \ o (B

q : Bb notes XVIII \E
notes
A ( | form

B notes XIX
d
D
fret1 C) fret 1 I fret1
o \
c) '(D
\‘ DE G f
fret 5 C fret 5 \\ Db notes VI fret5 [(D G
\ wl] - X Sy
/ \ IcE o~ | - D /'
c O _PHH ) N o Egi
N o o, > ») 4 \ Does X
C C "0‘:::‘ X \ A Ds D D d C
vy Db Db :’(‘7::@ X1 \ = —
fret12 \ 1 fret 12 L Fret 12 D E‘ o
C , \ |
C o1
3" Caeaxil 5 c \
C O Dbfs::ncs XIV D C.
/ form
\ﬁ.—_ Atorm DL ot D notes XV
fret 17 'IC) C notes XV fret 17 \n'—-—\A form fret17 | (D
notes XVI
/ \‘e Q 'Q)D I \ I B T
D notes XVII
/ \ G form / \ -y 0] ,ID) :
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fret 1 (EL’)
B A form
frons Eb notes VI
B el i)
G
\\ Eb :1‘::[‘:: vill
2 /'
gy
. \ E form
@B @7 (Eb notes )é|
fret 12 \ t/
El’ D form
Eb notes X1l
[~
N
El, C form
fret17 2" Eb notes XVI
—
A \ A fm
(El’ Eb notes XVIII
()]
E form
fret 1 | | F# notes Il
©) G
y .
N e
D form
F# F# notes IV
fret 5 P
C
y, F# F# fnoort"e]s Vil
F# A
\\‘\ Pt s IX
i
()]
fret 12 —— G torm
p \ F# notes Xl
N LA
@ \ E form
F# notes XIV
fret 17
F
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E form
Enotes |
@) O
E E
fret 1 \\ | /:_ .
E P 1
\
fret 5
:(E,/,Sm v
E
\\ énm:vu
E
N 0)
4 \ \G form
E notes IX
fret 12 (E (E
N
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(E \ E form
E notes XII
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fret 17 E
E
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L 5
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/ N
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G notes XV
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W G
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* Numbering The Major Scale Tones

* Recognizing The Half Steps In the Major Scale
* Play A Major Scale On One String
 Memorize Seven Major Scale Fingerings
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What Is An Interval?

An interval is a measurement of the difference in pitch between two notes. Intervals are compared to distances
between notes in the major scale. Before discussing the major scale, you’ll need to know about the units used to
measure the distances between its notes. The whole step is a standard unit of measurement that indicates (on the
guitar) a distance of two frets. The half step indicates a distance of one fret.

Fingering Whole Steps

Whole Steps On A Single String

These can be fretted in any position (anywhere up and down each string). Notice that this fingering is the same
for each pair of strings. Of course, the notes could be fretted with any combination of fingers.

1 1 1 1 1 1

Whole Steps With One Note On An Open String

This fingering is the same for each pair of strings. The fretted notes could be fretted with any finger.

Whole Steps Fretted On Each Of Two Adjacent Strings

This fingering is the same for each pair of strings except the third and second string, where it is fretted with one
“empty” fret between the fingers, instead of two. The notes could be fretted with any practical combination of
fingers.
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Fingering Half Steps

Half Steps On A Single String

These can be fretted in any position (anywhere up and down each string). Notice that this fingering is the same
for each pair of strings. Of course, the notes could be fretted with any combination of fingers.

1 1 1 1 1 1
2 2 2 2 2

Half Steps With One Note On An Open String

This fingering is the same for each pair of strings. The fretted notes could be fretted with any finger.

Half Steps Fretted On Each Of Two Adjacent Strings

This fingering is the same for each pair of strings except the third and second string, where it is fretted with two
“empty” frets between the fingers, instead of three. The notes could be fretted with any practical combination of

fingers.

© 2001 Jim Gleason. All Rights Reserved.
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Three Ways To Finger Half And Whole Steps

There are three ways to finger half steps and three ways to finger whole steps (not involving open strings):

a half step on one string 1 whole step
'2 may be on any string, may be on any string,
at any position, 3 at any position,
with any fingers with any fingers
1 a half step on two strings 1 whole step on two strings
may be on adjacent pair of strings may be on adjacent pair of strings
except NOT the second and third strings, except NOT the second and third strings,
at any position, with any fingers at any position, with any fingers
(as long as you can reach!) 4 (as long as you can reach!)
4
1 | a half step on two strings 1 | whole step on two strings
the unique fingering the unique fingering
on the second and third strings, 3 on the second and third strings,
at any position, with any fingers at any position,
i‘ with any fingers

Numbering The Major Scale Tones

In the solfeggio system, the intervals of the major scale are labeled with the syllables “do, re, me, fa, sol, la, ti”.

Here is a C major scale, played in the first position (with the first finger at the first fret) and labeled both with the
solfeggio syllables and the numbers 1 through 7:

. | | .
. —— ——1 il / \ il i —t—T—
e T s -
letter
names: | 2 3 4 5 6 7 1 1 7 6 5 4 3 2 1
solfeggioodo re| me fa sol la t do do t la sol fa me re do
T \ i \ 4 | o
B 4 o ‘\ A 2 Il 4 2 ‘\ — ~ II ~ = 2 . A ~ “
_B_4 3 ——= —F A e = = = 3
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Recognizing The Location Of The
Half Steps In The Major Scale

In making up major scale fingerings, you should think of the notes by number, one through seven. Be aware
that the half steps (one fret intervals) occur between numbered major scale tones 3 and 4 and between 7 and 1
(ascending in pitch). These scale steps are circled in the example above. The remaining steps of the major scale
are whole steps apart, which include the intervals between the following pairs of numbered scale tones: “1 to 27,
“2 1037, “4 t05”, “5 to6” and “6to 7.

The intervals between the numbered tones of the major scale were illustrated earlier in the section on Major Scale
Intervals, using the “string diagrams” shown below.

major C major major G major
scale intervals scale scale intervals scale

2——re ——A

—B
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Play A Major Scale On One String

This is an E major scale, named after “E”, the note on which it begins and ends. A traditional set of names for
the notes of a major scale is “do, re, me, fa, sol, la, ti, do.” The eighth note has the same name as the first one
and is referred to as being an octave higher than the first note. Speak their names of the notes below as you play
them.

o

T~ 1 1 % % % % 1 1

R e e
— #; #?’ o # # o #7— #;; —
@ @
do re me fa sol la ti do do la ti sol fa me re do

T 7

A4

B a] A I~ o Q 11 12 19 11 Q o I~ A a] 0O
U = J 7 7 I T T 7 7 J = \VJ

The tones of the major scale can also be labeled with the numbers “1, 2, 3,4, 5, 6, 7, 1. Again, the eighth note
has the same name as the first one and is called an octave. Speak the numbers as you play the notes.

Notice that the distance between the tones are whole steps, except half steps between “3” and “4” and between “7”

and “1” (where “1” begins the next octave).

o)
)’ A A 4
@_z T I ] % % ] I T \
I | 0 & / \ I / \
) o T #;: o o fe iid #i e o #?: - 3
4 #“ #‘ ®
1 2 3 4 5 6 7 1 1 7 6 5 4 3 2 1
T I U I | I 1
L | | | ! / 1
Ay \ \ it ] \ ] |
n 4 \ \ / \ / |
b = Y 2y A ) 9 11 12 12 11/ 9 ~ 5 al 2y 0 | |
U = T T J U

Memorize Seven Major Scale Fingerings

By memorizing these fingerings, you’ll be prepared to relate a major scale to any chord, anywhere on the
fretboard. Pay close attention to the numbers between the tablature and the music notation for each note. These
numbers indicate the steps of the major scale on which each note occurs. In each fingering, notice the half steps
between “3” and “4” and between “7” and “1”,

In the numbering system shown at the left of each staff below (fingering 1, fingering 2, etc.), each fingering is
numbered after the lowest reachable tone (by pitch) on the sixth string. This is emphasized by the circled numbers
on the diagrams.

Numbers shown in parenthesis on the diagrams are optional third string fingerings for the same scale tone (by
number) on the second string.

99 [13

The text beneath the title of each fingering diagram (“reach with index finger”, “no reaches!”, etc.) describes
which (if any) fingers should have to reach out of the range of four consecutive frets. These references do not
necessarily include the optional notes on the third string.
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fingering 1

reach with Ql I/ - T f % w }0 ;
e b 3 R P N & .
index finger @—4 ] ‘I % | 1 ‘ I
1 )4 51 9 o
ll 1 2 3 4 5 6 7 1 2 3 4 5 6 7 1 2 3
251462 a
—3 5
E 4 2 3—5 35
B 4 - 23 5
362073 g4 e Pa—
fingering 2 A ‘ x . e
eachvitn [T e e e T o S e B
index finger QY% ] J é o ® I | % % | I P
2 1462 | ® e !
2 3 45 6 7 1 2 3 4 5 6 7 1 2 3 4
362573 .
3—5 6
4 14 T % N 3 56
e — 5—s =2
736 B = n 3 5 7
356
@
fingering 3 #” % : — ee o ° S
no reaches! 4 f % ‘I T R - i — — &=
YD —4 I o © — | — i )
) P _— | I
3 4 5 6 7 1 2 3 4 5 6 17 1 2 3 4 5
T . —— 5 © 8
A 4 57— —
i 7 — 5 7 8
D = N N 7 8
5—6 38
fingering 4 o 2
- ’ —— o 2
reach with #—L—& : : % % I I ja_lp_r | | l ‘ ﬁ -
index finger @—4 i i f | ] | .
D) o ® v { —
4 5 6 7 1 2 3 4 5 6 7 1 2 3 4 5 6
T ” o . 0 8 16
- Zq = PPN s 10
A . - o PPN A A LY
6 25 36 B 4 = 16 7§ 10
6810
. . o
fingering 5 A o . e o o 2 r —
reach with #_L_é ‘ 1 i % [ P F IF % i % F—
index finger 4 I I | P i [ I I I I P

OREEE ===

625136

[\®)
(%)
N
()]
(@)
g
p—
[\
(98
N
W
(@)
3

1] (T4 i T s
7360 74B—4 3 10

[e.3)
<D
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. . - r 2
fingering 6 e o &
reach with - T T % - o f. 11' | _
little finger P | | ] w —] — I r =
 — — i Al
(©) S —o——* T
6 7 1 2 3 4 5 6 7 1 2 3 4 5 6 7 1
T y » 1012 3
« A —10 t+—13
A 7 PR L 101
o 4 i .o TUTT 4
b il 6 15 .o 10 t2—13
t0—12—13
g
fingering 7 o o
no reaches! 9 — i }' f R — —
= A R r=
| | | i .3

[\

D
L
o =

1
1D

11 1 1
1T 15 10

251462

T .
[ — ) P—
A » 15 14 PUSIR 1=
P —. - PPURS ¥/ G 2 B

b - A 1 P I 510

In order that you can refer to all seven fingerings on the same page, they are shown in diagram form below:

fingering 1~ fingering2  fingering 3  fingering 4  fingering5  fingering 6  fingering 7

reach with reach with no reach with reach with reach with no
index finger index finger reaches! index finger index finger little finger reaches!
Il @xirae2@ezs7s@I[[1ra@®raf2s5()2s136(@362]7
73 s e e ] [I[7]] LLffea] raffst
251462 362573 [756[] srafaseasise 7362[7 [[73]]
||||||4]||1451i|'25'||]?|]||]|4]14||51251462
3620073 (1730 | [[Tol]l e2s5m3e 73607 [ |70 LILL1[]]
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Strict Vertical Position

(primarily for single note playing)

Position is numbered after the fret at which your index finger is placed. In that position, the other three fingers
are assigned one of the next three frets in-a-row toward the body of the guitar. In other words, each of the four
fingers are assigned to one of four consecutive frets.

The examples below show the first string. The position numbers would be the same, regardless of which string
the fingers were placed upon.

fifth
position
fifth
1 e
2
3
4

You can also reach one fret out-of-position with the index and little fingers:

sixfh
position

fifth
position
v fourth
our
1 fret
1
2
3
4
4

position

VI

alplewlplala

QUIZ: In what position are each of the examples below?

Example 1
X

tenth
fret

Example 2

< second
fret

seventh
position
VI "
seven
1 ¢ fret
2
3
4
seventh
position
Vi b
six
1< fret
1I
2
3
4
4
Example 3
]
1 < second

fret

answers: -uonisod pary) YO puodas :¢ oidwexyg -uonisod payy :z ojdwexyg -uonisod yyuaaoe :] ojdwexyg
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Beginning A Major Scale Fingering
From The Little Finger On the Six String

Be careful not to change position. Position was defined above. Let’s start in fifth position. Play the note at the
sixth string, eighth fret and think of it as scale tone one:

\'

fifth
fret

scale tone 1

RV,
|

The interval from scale tone one to scale tone two should be a whole step. According to the fingering for a whole
step shown in the previous section, a whole step above step one would be here:

\')

fifth
/ 1 ¢ fret

scale tone 2

The interval from scale tone two to scale tone three should be a whole step. According to the fingering for a whole
step shown in the previous section, a whole step above step two would be here:

\ .
fifth
fret

scale tone 3
\3
So far, you should have played this:
o)
e ﬂ
10N
NV
) -
fingers: 4 1 3
scale tones: 1 2 3
-+
: ]
B 5 5 7
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The interval from scale tone three to scale tone four should be a half step. According to the fingering for a half
step shown in the previous section, a half step above step three would be here:

\'

scale tone 4 \4

The interval from scale tone four to scale tone five should be a whole step. That would be here:

Vv

fifth
1 <+
scale tone 5 /’+ fret

The interval from scale tone five to scale tone six should be a whole step. That would be here:

fifth
fret

-+

scale tone 6 —_| —

W

The interval from scale tone six to scale tone seven should be a whole step. According to the fingering for a half
step shown in the previous section, that presents two options:

\' v

< fifth
fret

scale tone 7

scale tone 7 \.*4

The interval from scale tone seven up to scale tone one should be a half step. If you chose the first finger option
in fingering scale tone seven, don’t fret scale tone one with the second finger (that would change position).

fifth

scale tone 1 1 <
fret
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You should have come up with one of the fingerings below. The first version uses the little finger for scale tone
seven, while the second version uses the little finger for both scale tones seven and one.

n | n , |
y ; T f —T T ~ F ﬂ y ; T f —1 i
0N % 1 1 1 I | i I | £ an T 1 1 1 I & i I
fingers: 4 1 3 4 1 3 4 1 fingers: 4 1 3 4 1 3 1 1
scale tones: 1 2 3 4 5 6 7 1 scale tones: | 2 3 4 5 6 7 1
- 5 “ 4 = Z H
—— s . z 3 z - . 5 5 =
If you continue the fingering through the next octave higher, you should get the following:
scale tone 1 scale tone 2 scaletone 3 scaletone4 scaletone5 scaletone 6 scaletone7 scale tone 1
. \' \'} Vv \'} \'} \'} Vv
- ¢ fifth y | 3
fret )
3 3
4 4
[} . £ ot
1 1 I { ﬂ
1 I 1 || T
AN VA 1 1 1 L) 1
D) T )
fingers: 1 3 1 2 4 1 3 4
scale tones: 1 2 3 4 5 6 7 1
T = = = 5 5 T 7 S H
———
Here is the entire two-octave fingering you have made:
&
A o o P [
* 2/ - & Y
(N p- P
ANV P~ ¢
0y -
fretting: 4 1 3 4 1 3 4 1 301 2 4 1 3 4
scaletones: 1 2 3 4 8 6 7 1 2 3 4 8 6 7 1
A " S 5 F 8
A % 5 7 4 5 7 J \YJ O
B 4 L5 7 8
O

© 2001 Jim Gleason. All Rights Reserved.



page 50  Chapter 4: Constructing Major Scales

Now begin the fingering again at the sixth string, eighth fret, scale tone “1” and descend as far as the position
permits:

begin at down a half step to down a half step to
scale tone 1 scale tone 7 scale tone 6
\') \') \')
fifth fifth fifth
fret ¢ fret 1 ¢ fret
3
1

Major Scale Fingering Numbers

I number major scale fingerings according to the number of lowest note fingered with the index finger on the sixth
string. The fingering you have just made, is called major scale in-position fingering 6. Other fingerings called
three-note-per-string major scale fingerings use slightly different rules regarding playing in position. The seven
in-position fingerings are shown below. Scale tones are numbered. The scale tone numbers shown in parenthesis
are options, where the same note can be fingered on the second string.

In-Position Fingerings

fingering 1 ~ fingering 2  fingering 3  fingering 4  fingering 5  fingering6  tingering /

reach with reach with no

reach with reach with reach with no
index finger index finger reaches! index finger index finger little finger reaches!
u [[51Cs 1462062573 @[ [[1aGa]25(C0)25136()362][7
73 4 14 | 736 7 4] 14 51
251462 362573 [736 51425 625136 73627 7 3
4 14 51425 7 4| 14 51 251462
3620073 730 || [[Tol]l e25m3e6 73607 [[70 ]| LLL1[]]

The in-position fingerings lend themselves to playing chord and arpeggio structures within the scale. Melody
is largely an ornamentation of chord tones, so these fingerings work well to improvise. Three-note-per-string
fingerings are better suited to playing scale runs, since picking can be the same for every string and the finger
patterns are more repetitious and easier to recall. Here are the three-note-per-string major scale fingerings:
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Three Note-Per-String Fingerings

fingering 1/2 fingering 2/3 fingering 3/4 fingering 4/5 fingering 5/6 fingering 6/7 fingering 7/1

14 || 251 4 3625 | 4] ]] 514 | 6251 | 7362 ||

L [73 HER 4 |14 [736 HEE L[ la] taf]sn

251462 362573 [736|] s14]2s5 625136 73627 |[|73]]

[T s soales [T I a5 25ias62

362573 736 || 7] 625136 73627 73 || [ ]

[TTT% [T1T=s [ 36 ‘illlll51 [[o2 73
7

Three-note-per-string major scale fingerings shown above combine in-position fingerings, and are numbered
accordingly. Fingering 1/2 combines in-position fingerings 1 and 2; fingering 2/3 combines in-position fingerings
2 and 3; and so on.

Let’s get back to constructing in-position fingerings....

Beginning A Major Scale Fingering
From The Index Finger On the Six String

Be careful not to change position. Position was defined at the beginning of this chapter. Let’s start in fifth
position. Play the note at the sixth string, fifth fret and think of it as scale tone one:

Vv

fifth
fret

scale tone 1

The interval from scale tone one to scale tone two should be a whole step. You may use the second or third fingers.
If you use the second finger, you are in sixth position. If you use the third finger you are in fifth position.

\'} ) \'} _
< fifth < fifth
fret fret

scale tone 2 ~a scale tone 2 ~a
2 3
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Using either the second or third fingers for scale tone “2”, you could use the fourth finger for scale tone “3”. This
is shown in options 1 and 2, below:

scale tone 1

cale tone 1

fingering scale tones “1”, “2“ and “3” with OPTION 1

\')

/1

B

fifth
fret

Vv

scale tone 2 \
2

fingering scale tones “1”, “2“ and “3” with OPTION 2

\'

-

/1

fifth
fret

Vv

scale tone 2 ~a
2

If you used the third finger for scale tone “2”, there is another option for scale tone three:

scale tone 1

fingering scale tones “1”, “2‘ and “3” with OPTION 3

\'

/1

<+

fifth
fret

Vv

scale tone 2 ~a

\')
scale tone 3
~a 4

v
fourth —p»-[ 4
fret
scale tone 3

v

fourth —p»

1

fret

scale tone 3

The interval from scale tone three to scale tone four should be a half step. Regardless of which option you used
in fingering scale tones “1”, “2” and “3” (see above), scale tone “4” would be fingered the same:

Using option 3 for scale tones “17, “2” and “3” presentsa pro

scale tone 4

Vv

fifth
fret

same finger, which can make it difficult to play through the scale quickly:

scale tone 1

© 2001 Jim Gleason.

scale tone 2

fifth

fret

scale tone 3

) v
fifth
fret

fifth
fret

<+—

scale tone 4

fifth
fret

lem in fingering two consecutive notes with the
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Using option 2 for scale tones “17, “2” and “3” presents another problem in reaching scale tone “3” with the
little finger, which can also make it difficult to play through the scale quickly:

scale tone 1 scale tone 2 scale tone 3 scale tone 4

\'} \'} \'} '}

; < fifth <_fifth : fifth ; <_fifth

fret fret fret fret

Using option 1 for scale tones “17, “2” and “3” is best to play through the scale quickly. Remember, this choice
has established your fingering as being in sixth position, with the index finger reaching out-of-position to the fifth
fret and with the little finger reaching out-of-position to the ninth fret.

scale tone 1 scale tone 2 scale tone 3 scale tone 4

\'} \'} \'} \'}

1 : fifth ¢ fifth | fifth i ¢ fifth

fret fret fret fret
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Continuing to construct the scale in sixth position would produce the fingering shown below.

scale tone 1 scale tone 2  scale tone 3

\') Vv \')

scale tone 4

\'}

scale tone 5

\'}

scale tone 6

\'}

scale tone 7

\'}

scale tone 1

\'}

scale tone 2  scale tone 3  scale tone 4

Vv \' \'

scale tone 5

\'}

scale tone 6

\'}

scale tone 7

\'}

scale tone 1

\'}

scale tone 2 scale tone 3

\' \')

[ T4

1

[ use
Feither
| one | |

Since the lowest pitch fingered on the sixth string with the index finger is scale tone “1”, this is called major scale
in-position fingering 1. You should now try to construct all seven of the major scale in-position fingerings, which

were shown in the previous chapter.

© 2001 Jim Gleason.

All Rights Reserved.



Chord
Construcu(ﬁ
Prep

The Intervals Necessary To Construct A Major Chord
Perfect Fifth Fingerings

Major Third Fingerings

Perfect Fourth Fingerings



page 56  Chapter 5: Chord Construction Prep

The Intervals Necessary To Construct A Major Chord

A major chord contains tones 1, 3 and 5 of a major scale on its chord root. You will need to know how to finger the
intervals from the root (“1”) to the each of the other chord tones. Play each of the major scale fingerings below.
Next, isolate scale tones 1, 3 and 5 and play them in ascending and descending order. When you play major scale
tones 1, 3 and 5, you are playing a major chord arpeggio named after the note on “1”.

Notice that the “1” after which each major chord arpeggio is named occurs in one of five octave shapes. The
octave shapes are shown by the circled notes below. Review Chapter 4: Octave Shapes.

fingering 1 fingering2  fingering 3  fingering4  fingering 5  fingering 6  fingering 7

Gy iiiger pavgy [0l faley e e
HEERR I 4 o 136l 7 ol 1a s
251462 362573 | 735 s14[25 625136 73627 7 3
| 4 4 514|253 7 | | 4 4 51 251 46 2
162073 [130 [l ] ¢23m3¢ 13607 170 I
E form D form C form A form A Form G form E form
QLW [5G ANERE | sQ 5 HOH g ERREE
3 || [©) 3 (1) 5
sC 2 3 513 3 5(1) 5 s(1)3 3 3
| W] 3 | @) HOREO)
3 3 3 | 33 3
the shape of the shape of the shape of the shape of the shape of the shape of the shape of
the ""s above the ""s above the ""s above the ""s above the ""s above the ""s above the ""s above
matches the matches the matches the matches the matches the matches the matches the
shape of the shape of the shape of the shape of the shape of the shape of the shape of the
circled"E"s circled"D"s circled"C's circled"A"s circled"A"s circled"G"s circled "E"s
below biow biow bllow bllow below below

Il A | ¢ | E |

A
@H © Q- @l © D o®
] 1

® @

@ ©)

Perfect Fifth Fingerings

Perfect fifth intervals are equal to the distance between major scale tones “1” and “5”. If you locate the lower-
pitched note of any perfect fifth fingering below as the number “1” in a major scale fingering, you should be able
to locate “5” as the higher-pitched note in the fingering.
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Primary Perfect Fifth Fingerings This primary perfect fifth fingering

(compensated versions are shown at the right). is compensated for tuning on the smallest two strings.
Notes on the smallest two strings must relatively

be moved up one fret (higher in pitch),

when combined with the larger four strings..

i I i i |

1

1 1 1

Secondary Perfect Fifth Fingerings  These secondary perfect fifth fingerings
(compensated versions are shown at the right) are compensated for the tuning on the smallest two strings
Notes on the smallest two strings must relatively

be moved up one fret (higher in pitch),
when combined with the larger four strings.

1 1

4 4 | I
1 1

L] ° L] L]
Major Third Fingerings
Major third intervals are equal to the distance between major scale tones “1” and “3”. If you locate the lower-

pitched note of any major third fingering below as the number “1” in a major scale fingering, you should be able
to locate “3” as the higher-pitched note in the fingering.

A Major Third Is Fingered The Same On Each String

Major Third Fretted On Adjacent Strings (note the unique fingering on the second and third
string)

[ 1 [ 1 [ 1 11 [ 1
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Perfect Fourth Fingerings

In constructing a major chord, you’ll often need to know a perfect fourth fingering to locate the fifth of the chord
below the root. Perfect fourth intervals are equal to the distance between major scale tones “1” and “4”. If you
locate the lower-pitched note of any major third fingering below as the number “1” in a major scale fingering,
you should be able to locate “4” as the higher-pitched note in the fingering. Perfect four intervals also occur in
major scale fingerings between scale tone “5” and the next higher-pitched scale tone “1”, where they demonstrate
the relationship between the fifth (“5”") and the root (“1”) of a chord.

Perfect Fourths Fretted On Adjacent Strings

11 11 11 1

Perfect Fourth Fingerings On Adjacent Open Strings

(o)) (o) o) (o) o) (o) o]
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What Are Chord Roots And Formulas?

WHAT Is A CHorD RooTt?

A chord root is the note after which a chord is named. It is the letter which begins the chord name and any sharp
or flat that may immediately follow it. “B” is the root of a Bm7b5 chord. “Bb” (B flat) is the root of a Bbm7b5
chord. “F” is the root of a Fma7b5 chord. “F#” is the root of an F#ma7b5 chord.

Aurally (in terms of sound), a chord root can also be thought of as the lowest note a listener can imagine during
the playing of a chord. If the listener is experienced in recognizing chord inversions (where notes other than the
root may be the lowest pitch), they should imagine in terms of root position, where the root is in the bass.

WHAT Is A CHORD FORMULA?

A chord formula expresses the notes of a chord in relation to a major scale based on its chord root. It may indicate
altered tones of the major scale. A flat symbol ( b ) placed before any number in a chord formula indicates a note
one half step lower than that numbered tone. A sharp symbol ( # ) placed before any number in a chord formula
indicates a note one half step higher than that numbered tone. “ b3 ” (flat three) would indicate a note one half

step lower than scale tone “3”.

Memorizing chord formulas may not be so difficult as it may seem. The chords in each group, organized by type

follows a pattern.

Chord Formulas By Family

Chord Name Formula

major

MNAJOT c.vvteeeniieeeireeeieeenreeeireeeareeseneees | R 3 5

AT (Major SEVenth) ....vvvvvevevevevereereereeeeneenns 1. 3, S5 7

ATb5 (major seventh flat five) .......evvvevvvennns 1. 3, b5 ....... 7

AT#5 (major seventh sharp five) ......vvveeene..... ) 3 #5 ....... 7

A9 (major ninth) .........ccoocoovvreveerereeeceeeeeereeenane. | R 3 S5 T oo, 9(=2)

A9#11 (major ninth sharp eleven)...................... ..., 3 S5 T 9 (=2)...... #11 #4)
A13#11 (major thirteenth sharp eleven) ............ 1., 3 5 T, 9 (=2)...... #11 (#4)...13
A9bS5 (major ninth flat five) «e..eevveernrernenne | R 3 b5 ....... T 9 (=2

AO#5 (major ninth sharp five) ......ccvvvveeennnnnn. ..., 3 #5 ... T 9 (=2
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dominant

7 (dominant seventh).........cocueerveerueeneennnee | RPN 3 S b7
9 (dominant ninth).......ccecveereereeenneennennee. | RO 3 S b7
11 (dominant eleventh).......cccueeerueernueeennne. | R 3 S b7
13 (dominant thirteenth) .........ceveerveereennnee. | RO 3 S b7
9/6 (dominant ninth, add $iX) ..cecovveerrureennneen. | RO 3 S b7
13 n11 (dominant thirteenth, no eleven) ......... | R 3 S b7
7b5 (seventh flat five) ..eeevverveeruveerueeneennneen | RPN 3 b5 ....... b7
TH#5 (seventh sharp five) ......cceeeeveuvvveeeeennnn. 1., 3 #5 ....... b7
79 (seventh flat NINE) ...o.vveereereeercrreeeeeeeennaee. | R 3 S b7
THO (seventh sharp nine)........cceeveeeeeeeeeene... 1. 3 5 e b7
ObS5 (ninth flat five) .ecveereverreeerreeerreenreeeeen | RO 3 b5 ....... b7
O#5 (ninth sharp five) ..uveeeeeeeeeeeeeerreeeeeeennn. ..., 3. #5 ....... b7
7b5b9 (seventh flat five, flat nine)................. | RPN 3 b5 ....... b7
Tb5#9 (seventh flat five, sharp nine) .............. 1. 3. b5 ....... b7
7#5b9 (seventh sharp five, flat nine)............... ..., 3. #5 ....... b7
TH#5#9 (seventh sharp five, sharp nine) ........... 1. 3, #5 ... b7
7 sus.4 (seventh suspended fourth) ............... 1., 4. b S b7
9 sus.4 (ninth suspended fourth) .................. 1........ 4., 5. b7
11 n3 (11th, no third)...cvveeeevreereereenieeennne | RO 4. S b7
minor

11000 110 SO | R b3 ....... 5

M7 (MINOT 7th) +eeeveenveeeereeieeeireeieeseeeeeees | PR b3 ...... S b7
MY (MINOr 9th).ee.eveeereenereeieenieereeeeeeeen | R b3 ....... S b7
m11 (minoreleventh) .c....eevvuveeriuveenueeennne. | R b3 ... S b7
m13 (minor thirteenth) .....c.c.eerveerueeneennnen. | PR b3 ...... S b7
m9/6 (minor ninth, add $iX) «.veerrvveerrureennnen. | R b3 ....... S b7
m13 nll (minor thirteenth, no eleven) .......... | R b3 ... S b7
m7b5 (@, @7 or half diminished) ................. | S b3 ...... b5 ....... b7
m (ma7) (minor major seventh) .................. | R b3 ....... S 7
m (ma7)b5 (minor major seventh, flat five)....1 ......... b3 ....... b5 ....... 7
m9b5 (minor ninth flat five)........eevveerevennnen. | PR b3 ...... b5 ....... b7
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diminished

diminished..........ccocceeeviiiiiieniieeee, | R b3 ....... b5

7 (diminished seventh).........ccecuveervueeenuneen. | R b3 ... bS ...... bb7 (=6)

°7/9 (diminished seventh, add nine)................ 1., b3 ....... b5 ....... bb7 (=6)...9(=2)
augmented

AUZ. (Augmented).....eeruveeeruveerrureersureeniueens ) TR b3 ....... b5

AT (major seventh augmented) ................... | T 3. #5 ... 7

A9 (major ninth augmented) ...........c.o........ | T 3, #5 ... A 9 (=2)
77 (seventh augmented)......veveevereeeereeeeeenn. | 3, #5 o b7

97 (ninth augmented) .......oevevevereeeveeeuennnns | 3. #5 ... b7 ...... 9 (=2)
add tone

/9 (add NNE) .evveenereeiieeiieeieeee e | RO 3 S 9 (=2

mM/9 (minor add NiNe) ..eeuvveervveerureerueeennne | R b3 ... S 9 (=2

6 (sixth or MAJOr SIXth) vevvvereeeerierirvrreeeeeeeen ) R 3 5 e, 6

MO (MINOT SIXth)e.eveeeveeereeieerieeieesieeeen | RPN b3 ....... S 6

6/9 oo | R 3. 5. 6........ 9(=2)
MO/ oo | R b3 ....... 5. (- 9 =2
7/6 (dominant seventh, add $iX) «...ccoveernvennnee. | RPN 3 S b7 ....... 6

9/6 (dominant ninth, add $iX) ..cecovveerrureennneen. | R 3 S b7 ....... 9 (=2
m7/6 (minor seventh, add $ix) «..eeerveerueennnen. | RO b3 ...... S b7 ....... 6
mY9/6 (minor ninth, add $ix) «..eervveerreervennnee. | RPN b3 ....... S b7 ....... 9 (=2
/11 (add eleven or major add eleven) .............. 1., 3 4. 5

m/11 (minor add eleven)........cccveeruveennneen. | R b3 ... 4. 5

m7/11 (minor seventh, add eleven) ............... | RO b3 ....... 4. S b7
7/11 (dominant seventh, add eleven).............. | R 3 4 S b7
suspended

sus. 4 (suspended fourth) .....cceeeeeeeeeeeeeeennnn. 1. 4., 5

Sus. 2 (suspended Second) .....eeeeeeeeeereeeeennnn. 1. 2 5

7 sus.4 (seventh suspended fourth) ............... 1., 4. S5 b7

9 sus.4 (ninth suspended fourth) .................. 1........ 4. S b7 ....... 9(=2)
A7 sus. 4 (major seventh, suspended fourth) ... 1 ......... 4 ... 5. 7
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Common Major Chords By Octave Shape

Numbers on the diagrams below indicate fingers, except on the large diagram at the right, where they indicate
chord tones. Numbers below the diagrams below indicate scale tones.

The diagrams below illustrate most common major chord fingerings. Look at one of the diagrams and try to
justify the numbered intervals you see, based on the interval fingerings you learned earlier. Here are some things
to look for:

e The interval from “1” up to “3” (to “3”, higher in pitch) should be a major third.
e The interval from “1” up to “5” should be a perfect fifth.

e The interval from “5” up to “1” should be a perfect fourth.

641 root 42 root 52 root 53 root 631 root major
E I | D 1 |c 1] a 1| G I 5'(0'3
Q0| e Q@
[ 11 [ ] [ 1) [ 1] [
2(3) 1] 2 2 2(3)4 1 3
[T @] | [ [T | QOO D[ 50)
151351 1513| 13511 1513 135131 4
1 [ 1(a 1 1] 1 1(1)1 // 3
2 2 5(1
3(4) I E 3 3(3)3 l/ )
] oflo T |@ HNNE
151351 1513] 1351 1513 1513 3 //5 3
[ 1(a 1]1 1 /' (1)
2 l 3I 2 [ (| 3
(1) 3 2(3)4 1
| LGN ol [T | o @ [ Ls
1351 3orsd 13513 5135 135151 /
L0 | @ o 10) 7500
2 2
3(4) 2 3 3 3(3)3 3
[ LI () I [ 1 [ []4 3
5135 35151 35135 513 3515 (1) 01
1(1)1
3
5(1
] 10)
5 131
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Reference Roots and Octaves

Rererence RooTs

In some cases, you have no knowledge of the interval relationship to the root and will need to generate a
“reference” root an octave below or above the one used in the chord. In the example below, a reference root was
added below the lowest root in the chord, to be able to calculate the third (“3”) on the sixth string.

reference root )

5(1 51

3 note in question =—ge- 3 5 3 5

[T 1@

In the next example, a reference root was added in the octave above the chord root, to be able to calculate the third
(“3”) on the first string.

513 513

i T | i‘—reference root

» note in question

ReFeRENCE OCTAVES

Another way to calculate a major chord tone for which you have no knowledge of the interval relationship to the
root is to generate an octave in close proximity to a chord root. In the example below, the note in question was
generated just above one of the chord roots (“17), so it could be recognized as a major third (“3”).

[ T 3<4@4— reference octave
5(1 5(1

the note in question =——{g@- 3 5 3 5

O] OO
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In the next example, the note in question was generated just above the chord root (“17), so it could be recognized
as a major third (“37).

| 3<% reference octave

513 5 |3

1A D]

the note in question

Constructing Major Chords From The Root

In each example below, you are given a note which will be a chords root. Then I'll go through the thought process
of constructing the rest of a major chord, one note at a time. In addition to the root (“1”), each chord will need
a third (“3”) and a fifth (“5). Roots are circled. For the four examples below, numbers within the diagrams
indicate the root, third and fifth.

Root ON THE FOURTH STRING

Read the diagrams from left to right to see the chord accumulate. The root (“1””) appears on the fourth string.
In the second diagram, the third appears on the third string, expressing the major third interval fingering shown
earlier. In the third diagram, the interval from scale tone “5” up to scale tone “1” is a perfect fourth and the
fingering for those two numbered tones matches what you where shown earlier in fingerings for a perfect fifth.

|3 E

(1| (1 5| (1

Root On The Third String

Read the diagrams from left to right. The root (“1”) appears on the third string. In the second diagram, the third
appears on the second string, using the unique major third fingering for adjacent strings found on the second and
third strings. In the last diagram, the interval from scale tone “5” up to scale tone “1” is a perfect fourth, which
justifies the placement of the “5” in the last diagram.

(1 (1)3 5(1)3
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Root On The Fourth String
Read the six diagrams from left to right.

Diagram 1: the root (“17) appears on the fourth string.
Diagram 2: the third (“3”) appears on the third string, using the major third fingering for adjacent
strings.
Diagram 3: a perfect fifth fingering locates the chords fifth (“5”) on the second string.
Diagram 4: for another fifth (“5”), a note is fingered a perfect fourth below the root on the (“5”) on the
fifth string
Diagram 5: for another root (“17), a note is fingered an octave above the root on the first string.
Diagram 6: for another root (“17), a note is fingered an octave above the (fourth string) root on the sixth
string
I IE | 5 EHORONREIC
3 3 3 3 3

(i) (i) s(1) 5(1) 5 P
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Welcome To The Root ID System

The root identification system becomes necessary when you begin to learn fingerings in-between the five octave
shapes on in-between the seven major scale fingerings.

Abbreviations used in this chapter:

“Root identification” will be abbreviated: “root ID”. “Strict vertical position” will be abbreviated: “SVP”

What Is Strict Vertical Position?

In short, SVP defines where your fretting hand is located by specifying the fret at which your first finger is
hovering or fretting. It applies to single note playing, not chording. It may change as often as once per note.
Here are more specific rules about SVP:

* Four consecutive frets are strictly fretted with the index through little fingers, one each fret.

* The index finger may reach one fret to a lower-pitched note (toward the head of the guitar).

* The little finger may reach one fret to a higher-pitched note (toward the bridge of the guitar).

The root ID system identifies each of twelve unique SVPs in which to play any scale or other sequence of notes.
The root ID system allows you to use the same fingering pattern in a new key. When changing a note sequence
to another key, the SVP that occurred for each part of the sequence can be located in a new SVP, using the root
ID as a reference.

What Are Chord Roots, Tone Centers.
Keys and Chord Progression?

What Is A Chord Root?

A chord root is the lowest note you can imagine in the sound of a chord. It is the letter after which a chord
is named. The letter name of a chord may be followed by a sharp or flat, such as G# or Gb. The sharp symbol
indicates a note is played a half step (one fret) higher and a flat indicates it is played a half step lower.

Usually, the notes of a chord can be transposed by octaves to be arranged in consecutive thirds. When a chord is
arranged entirely in thirds, the lowest note is usually the root. The first chord below has a “C” note in the bass.
When the notes are arranged in thirds, which would be all notes on lines or all on spaces, “F” is the root.

© 2001 Jim Gleason. All Rights Reserved.
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Fma7 Fma7
A A-©O
Y ) OF E
y CO ™~ C
[ Y, w A
Y A QO E
e ©C
I~ rAY
> {
A e D 7
e — -

In some cases, the root is not the lowest note in a series of thirds. Sixth chords have their root as the second-to-
lowest tone in a series of thirds. With sixth chords, the lowest root you can imagine may indicate a different root.
In the example below, the lowest imaginable root for the D6 chord could be heard as “B”, making the chord a
Bm?7.

Bm7 D6
(/s 7 B - A B
ANV — F#
) D
T4 !
A l.i 4 Pl
—B—% . 3
What Is A Tone Center?

A tone center is the root of the chord you would expect a piece to end on. You would expect a chord progression
to end on a chord which gives a feeling of resolution. That chord would be the tonic chord, or main chord in the
progression. If the tonic chord is Cm7, the tone center is “C.” If the tonic chord is “Ebm”, the tone center is
GéEb.ﬂ’

The tonic chord (or “main chord”) is the chord you would expect the piece of music to end on. It is the chord
which sounds most resolved in a piece of music. A tonic chord is used to give the most final sound at the end
of a piece.

I said “you would expect” the piece of music to end on the tonic chord in the previous paragraph, because
although the listener expects a song to end on the tonic chord, it doesn’t have to. A song can end with a deceptive
cadence (chord sequence) where the final chord is not the tonic chord. This type a ending is intended to “trick”
the listener. Although a deceptive cadence does not produce as strong a feeling of resolution, it still can be
stimulating. Likewise, songs often begin on the tonic chord, but they don’t have to.
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Many recorded pieces of music have a “fade- out” ending. No distinct ending chord is played with a fade-out.
I have always hated fade-out endings. I much prefer hearing the ending the band or artist would play in a live
performance. The only exception would be where there is some point to fading out, such as the main character in
the lyric is walking off into the woods or something of that nature.

The tonic chord can be established by a number of elements in the chord progression, including:

* Long duration or frequent occurrence of the intended tonic chord.
* A progression of chord roots up or down a scale to the root of the intended tonic chord.

e Chord root movement to the intended tonic chord from a scale step above or below, from a perfect fourth
below, or from a perfect fifth above.

* Preceding the intended tonic chord by one or more dissonant, tension producing chords.

* Use of the root of the intended tonic chord as a repeating note through a series of chords. This is called a
pedal tone and usually occurs in the bass.

* Progressions are typically built with groups of two or four bars. Ending with the desired tonic chord
establishes stronger tonality than beginning with it, especially where the tonic chord begins the third or
fifth bar.

* Use a tonic chord built on the first step of a historically established scale. The scales which are tradition-
ally used more often produce a stronger tonality, because they are familiar to the listener.

a. The main chord usually has a strong tonality (is easy to establish as the main chord) in major,
Dorian, Mixolydian or Aeolian mode (when major, Dorian, Mixolydian or Aeolian scales are used), in
harmonic minor, or in Phrygian major mode (Phrygian scale with a major third).

b. The main chord has a passive tonality (somewhat difficult to establish as a main chord) in Phrygian or
Lydian mode (when Phrygian or Lydian scales are used).

c. The main chord has a weak tonality (quite difficult to establish as the main chord) in Locrian mode
(when Locrian scale is used).

* Use the root of the main chord in a low range of pitch.

Key

A song is said to be in a key named after the tone center. If the tone center is “A”, the song is said to be in the
key of “A”. The key may be further qualified by the scale or mode type, such as “A” major, “A” minor or “A”
Mixolydian.

The term “minor” is often used loosely in key names where the song may be in any mode which has a minor
chord built on the tone center (e.g., Aeolian or harmonic minor). Likewise, the term major is sometimes used in
reference to any mode which has a major chord built on the tone center (e.g., Mixolydian or Phrygian major).

In the example below, the Am chord sounds resolved at the end. The piece is in the key of A minor.
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J— Am

o) . »
T |
ﬁ Y — |
I T 1
[Y) -~ :
T — = = =~ P— © 50 |
i ~ \Y% I J T J ~ J \% J * .
JAY 3 |
= 1
B |

Elsewhere, in the same piece of music, the section below appears. It has a sense of temporarily being in the key
of E major (the specific scale it uses is E Mixolydian flat six, but the tonic chord is E, and the primary sound of
the scale is E major). The E major chord sounds somewhat resolved at the end of the example, but you might
get the sense that the melody is going back to the key of A minor afterward (play the example below, then the

example above).

E
pat I 1 ! I -
frs—1ir & g Cal |
o & :
i A— | - -
T | 10 — Y Y Y s 0
= = : :
B 1

Chord Progression

A chord progression is any sequence of chords. Typically, a chord progression is repeated during a piece of music.
Each section of the piece of music (verse, chorus, etc.) may use a different chord progression. There may be

different versions of each chord progression.
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Whatls A Root ID?

The root ID specifies the string and finger which are involved in the fretting the chord root or tone center in its
lowest octave for the current strict vertical position (SVP). The root ID consists of a number representing the
string, followed by a hyphen and a number representing the finger. Sometimes, an “L” is added at the end to
represent the index finger reaching one fret “low” (toward the head of the guitar).

6-1L 6-1 6-2 6-3 6-4
octaves Q) 1 | | 1 |
from the 1 1 1

. , 2 2 2
sixth string 3 3 3
4 ) 4
4 | 4 | |

5-1L 5-1 5-2 5-3 5-4
octaves 1 ] 1 |
from the 1 1
fifth string : ! : - :

i 0)
4 4 | 4 |

4-1L 4-1
octaves 1 |
from the (@)
fourth string 3

4
4 l

Root IDs are named after the lowest pitch in each octave shown above as follows:
6-1L has the lowest pitch fingered on the 6th string, with the 1st finger reaching one fret Low in pitch.

6-1  has the lowest pitch fingered on the 6th string, with the 1st finger.

6-2  has the lowest pitch fingered on the 6th string, with the 2nd finger.

6-3  has the lowest pitch fingered on the 6th string, with the 3rd finger.

6-4  has the lowest pitch fingered on the 6th string, with the 4th finger.

5-1L has the lowest pitch fingered on the 5th string, with the 1st finger reaching one fret Low in pitch.
5-1  has the lowest pitch fingered on the 5th string, with the 1st finger.

5-2  has the lowest pitch fingered on the Sth string, with the 2nd finger.
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5-3  has the lowest pitch fingered on the Sth string, with the 3rd finger.
5-4  has the lowest pitch fingered on the 5th string, with the 4th finger.
4-1L  has the lowest pitch fingered on the 4th string, with the 1st finger reaching one fret Low in pitch.

4-1  has the lowest pitch fingered on the 4th string, with the 1st finger.

Playing In A Single Root ID in Strict Vertical Position

By choosing a root ID for a scale or arpeggio and playing it in strict vertical position (SVP), you isolate one of
the twelve possible fingerings.

A root ID played in a strict vertical position will be abbreviated “root ID/SVP”.

After studying each of the twelve root ID/SVPs you can begin combining them in ways described below.

Playing One Tone Center Or Chord Root In All Twelve Root ID/SVPs

It is beneficial to explore each scale and arpeggio (an arpeggio is a chord played one note at a time) in all twelve
SVPs (strict vertical positions), each defined by a root ID.

Study each root ID/SVP thoroughly, not combining it with adjacent positions. You’ll find each root ID/SVP has
certain advantages and disadvantages. The same notes can be slurred (slurs include hammer, pull-off, slide and
bend) in one root ID/SVP and not in another. Shapes of some note sequences are easy to play in certain root
ID’s.

By studying all twelve root ID fingerings for scales and arpeggios, it enables you to play one key in all twelve
positions or all keys in one position. Freedom! Each root ID/SVP has advantages where certain notes can be
more easily slurred, fretted or picked.

When an arpeggio involves one note on each string and proceeds across the strings in such a way that a lower-
numbered fretting finger is used on each lower-numbered string, it is easy to coordinate the picking and fretting.
When an arpeggio or scale involves the same fingering pattern on two or more consecutive strings, the brain has
to do a lot less work.

In playing on quick chord changes, you may not have time to change position, and may have to improvise in a
single position or at least a small area of the fretboard.
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Combining Root ID’s

Once you are familiar with a few consecutive root ID/SVPs for a particular arpeggio or scale, start combining
them. The most useful combination is probably the major scale fingerings. Diagrams are shown below for major
scale fingerings in all twelve root ID/SVPs, followed by “three note-per-string” versions which combine them.
The three note-per-string fingerings are easy to pick with economy picking, where you pick in the direction of
each new string you move to, causing the picking to be identical for each string.

Major Scale Fingerings in All Twelve Root ID/SVP’s

Notice that for five of the seven major scale fingerings, there are two alternate root ID versions. The top row of
diagrams show the notes by major scale tone number. The bottom two rows of diagrams show the fretting hand
fingers by number.

fingering 1  fingering 2  fingering 3  fingering 4  fingering 5 fingering 6  fingering 7
Qs[5 1250re2 36257 4[[[14 s(Da[25 625136 73627

73 s [TTva [736] [TT71] [LLLa] @a]]5s0
251462 362573 | 736 s()4[25 625136 73627 | ]73]]
T « [T s s 25 7 [TTT+] @451 251 462
36273 [73]]] 7] 62536 736 7 173 LLLI]]

[ 36

root ID: 6-1  root ID: 4-1 rootID: 5-4 rootID:5-2 oot ID: 5-1 rootID:6-4  root ID: 6-2
1)1 BRI EEEEEE RO e EEEEE TN
REEER T ool [T I o1l
333333333333 (333 ] ] 20222333333 3333[3 [ [33]]
[ | |4||44444 44|||3|||||4|44 44 44 4 44 4
444 (44 [aa]]] (1] 444244 444 [ 4 < 1] [T
root ID: 6-1L root ID: 4-1L root ID: 5-3 root ID: 5-1L root ID: 6-3
OINIEEREONEREEERE (O EENETEEE

o 0 O NARER 1

222222 222222 (222 || 222222 2222 |2

EEENA RN EE RO EE EEAERJOINEE
444 |44 |aa]|]] 4| | 444 [ [a [Ta4a]]

[ 4 4

Combining The In-Position Major Scale Fingerings To Make Three Note-Per-String Fin-
gerings
Compare the fingerings below with the in-position fingerings above, by root ID. The top row of diagrams show

the notes by major scale tone number. The bottom two rows of diagrams show the fretting hand fingers by
number.
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fingering 1/2 fingering 2/3 fingering 3/4 fingering 4/5 fingering 5/6 fingering 6/7 fingering 7/1
root ID: 6-1L root ID: 4-1L root ID: 5-4  root ID: 5-2  root ID: 5-1L root ID: 6-3  root ID: 6-2
and 4-1 and 5-4 and 5-3 and 5-1 and 6-4 and 6-2 and 6-1

s ] 2 5(1)4 3625 || 4] s(1)4 | 6251 || 7362]]

Llzs D) LLPPl] o f e fzaef | [LL7]] [Jfe]Q@asffst

251462 362573 (736 | s()al2s5 625136 7362[7 [[73]]

[ «[ 14 sCa]2s 7 [[ ][4 @+][s51 251462

362573 | 736 || 7] 625136 73627 73 || [ ]

O s ] O O =
7

fingering 1/2 fingering 2/3 fingering 3/4 fingering 4/5 fingering 5/6 fingering 6/7 fingering 7/1
root ID: 6-1L. root ID: 4-1L root ID: 5-4  root ID: 5-2 root ID: 5-1L root ID: 6-3  root ID: 6-2
and 4-1 and 5-4 and 5-3 and 5-1 and 6-4 and 6-2 and 6-1

(M1 | ] 1 1(1)1 BEEREEEER ()1 | 1111 | BEEEE

HEE HEE AHIEENEEE HEE LI @2t

222211 222211 [ 333 | 22211 222211 33331 [[33]]

(L] s ]]22 4Cap |33 3 [[]]2] G@a][]22 444433

444433 [444]] s [ ] 444433 4444]3 44 | | [ ]

LI[f44 [[]]44 [ 4 4 T|||||44 [ ][44 4 4
4

Why Can’t | Just Use The Octave Shapes
Instead Of The Root ID?

You should use the octave shapes first. Once you learn arpeggios and scales in each of five octave shapes, you
should explore the remaining possibilities. That’s what the root ID system is all about.
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General Rules

*  When one rule conflicts with another, weigh the advantages and disadvantages of each.

* Practice difficult fingerings such as:
reaching out of position with the fourth finger,
rapid use of the fourth finger,
spans leaving a fret between the second (middle) and third (ring) fingers,
consecutive use of the same finger on different strings
wide skips in position.

* Avoid difficult fingerings when speed or clarity is needed. Use smooth, easy fingerings for speed and
clarity. This often involves avoiding use of the little finger.

* Avoid using the second and third fingers spanned apart to leave an empty fret between them Exception:
Allan Holdsworth’s style incorporates this commonly avoided span.

* Avoid using the same finger for two different notes on the same string, unless to slide, change position, or
reach out of position.

* Avoid using the same finger on different frets of two adjacent strings:

Changing Position.

Avoid changing position until you have to when improvising diagonally across the fretboard. Continue using a
convenient fingering area until it presents a difficulty. This simplifies your position changes.

SHIFTING AND SLIDING

Changing position by playing two consecutive notes on the same string with the same finger.. When this is done
without applying pressure, it is a shift. When it is done with sustained pressure, it is a slide. This is usually done
with the first or fourth fingers, sometimes with the third finger.

When performing a shift, glide along the strings with some of your fingers to retain your orientation. Don’t use
enough pressure to create a sound.

SKIPPING

Skipping from one position to another wastes time in movement, but can save time by using familiar fingering
patterns which require little thought.

COMPRESSING

Compressing is changing position where two non-consecutive fingerings fret notes over fewer frets than the span
of fingers involved.

© 2001 Jim Gleason. All Rights Reserved.



Chapter 9: Principles Of Fingering page 81

Out-Of- Position Notes

Reach out of position with the outside fingers. Out-of-position notes can usually be reached with the first finger
or with the little finger.

Guidelines for fingering out-of-position notes:

 First finger out-of-position reaches are better than those with the fourth finger, because of the wider span
between the first and second fingers.

*  When playing intervals involving five fret spans on two or more strings, choose a fingering option with a
whole step between the first and second finger. Otherwise, the whole step will probably occur between
the third and fourth fingers.

* Identical fingering patterns on adjacent strings are desirable for ease of memorization and to conserve
motion in the fretting hand.

e Hammers and pull-offs sometimes determine which out of position version of a note will be used.
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Overview

To be adept at constructing chords and improvising with arpeggio tones, you need an awareness of all arpeggio tones
for a chord in each area of the fretboard where you intend to work. Here is an overview of effective procedure:

* Memorize major arpeggios in each of five octave shapes, for reference.

* Choose an area of the fretboard, which will determine a strict vertical position (SVP).

* Construct a major scale for the complete range of the SVP.
* Access the chord formula.

* Identify the location of all chords tones in the SVP.

* Construct arpeggios in all twelve positions.

* Derive all other arpeggios from major arpeggios.

Memorize Reference Arpeggios

MEemoRize F MAaJor CHORDS IN FIVvE OCTAVE SHAPES

Fret each of the open string chords below (C, G, D, A and E) with the fingers shown. The numbers within the
diagrams indicate fretting hand fingers. By not using the index finger, it can be reserved for barred versions of
the same chords. Each of the “F” chords shown below is in the “form” of the chord above it. The “F” chord in

first position is in “E” form. The “F chord in III position is in “D” form, and so on.

Using The Index Finger As A Capo

By “saving” the first finger for barreing the chords in the bottom row below, you are effectively using the index

finger as a capo.

Notice The “Empty” Fret
The first fret is “empty”, or not fretted on the D, A and G chords. The barred versions of those chords should also

have an “empty” fret above (toward the guitar body) the index finger.

E [

D

A1 2N

3 4

]\l_,/

F |

1 \[11
2

\3 4
[T

N
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G

D

All Rights Reserved.



Chapter 10: Constructing Arpeggios page 85

MEemorize F MAaJor ARPEGGIOS IN FIVE OcCTAVE SHAPES

Each of the arpeggios shown at the right below involves one or two notes added to the chord fingering (shown in
the chord diagram to the left of each arpeggio diagram). The numbers in the diagrams are fretting fingers. Play the
arpeggios in order of pitch. If you are not sure how to do this, refer to the sequence of diagrams on the next page.

Add Tones To The E Form F Chord

The numbers in the diagrams are fretting fingers. Add the notes
fretted with the little fingering to those of the F chord in first position
(shown in the oval). Also, fret the note on the fourth string with the

Add Tones To The D Form F Chord

The numbers in the diagrams are fretting fingers. Add the notes
shown in the oval to those of the “F” chord in third position. Also,
notice the change of fingering on the first two strings.

Add Tones To The C Form F Chord

Add the little-finger notes shown in the ovals on the sixth and first
strings.

Add Tones To The C Form F Chord
Add the little-finger note shown in the ovas on the fifth string.

Add Tones To The G Form F Chord

Add the little-finger note shown in the ovas on the second string.

© 2001 Jim Gleason.

F chord I F arpeggio I
1 [ 11 1 [ 11
2 2
33

CTI

F chord Il F arpeggio |1l
11 11

2 | 3 Qz\\z 2
[ 4] N3
N 4

bt W

—t

F chord V F arpeggio V
1 HE 1 1|1
2 2

S bl

F chord Vil F arpeggio VIl
11 1 11 1

prt (9

/N

(\4./)

F chord X F arpeggio X
111 111

2 31U
3 | 4 4| 44
N
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Play Each Arpeggio In Order Of Pitch

Here is the F major arpeggio in first position, shown in order of ascending pitch. By playing the diagrams from
left to right below, you are playing the arpeggio tones in order from lowest to highest.

Play The Five F Major Arpeggios In Order

F | F ]| F \' F VI F X
1 [ 11 11 1 1] 1 11 1 111
2 2
33 2 2 | 2 3 333 3
3 44| 4 4 4 4
4 4 4 4

MEemorize C MaJor CHoRrDs IN FivE OCTAVE SHAPES

As was done earlier for F chords, these C chords are compared to the open string chords after which they are
formed.

E | D | C [ A | G [

JaRN '
34 (2]3 /| 3 (333 <2
\ 4 SHB L N 3] ;

C VIl C X C Xl C 1] C \'}
1 [ 1[11 11 1 1 [1 11 1 111
2 A ,//—2 //-\\
\3 4 (2 |3 /| 3 (333 2
T NE 4 [ Q I 4>
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MEemoRrize C MAJor ARPEGGIOS IN FIVE OCTAVE SHAPES
Notice C major in III position could also be played in XV position.
C Vil C X C Xl C ]} C \'}
1 [ 11 11 1 1|1 11 1 111
2 2
33 2 2 | 2 3 333 3
3 44| 4 4 4 4
4 4 a || 4
A SummARY OF THE ARPEGGIOS IN F AND C MAJOR
. | F major arpeggio C major arpeggio
DINEEORENG! 5(1 1
S5Uu . 3 3
ARRRE 5(1 F o o 5@ 5
- 3 5 HOR e
\' 1
T 3 5(3 Y : 5(1)3 SH—
T (1) -
s@] ONEE
3 c v 3
F__ Vil 5 1) 5 DINNEC 1 1
5(1 5 e 3
5(1)3 > >
5(1)3 SEOH ANNNE 5(1) c v
o -~
3 3 513 EENO)
(1 (1 C Xl 1 3]
5 3 5[
3 L — 3
5(1 g 5(1) 5
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Choose A Fretboard Area

DeTermINE THE CHORD RooTt

If you are constructing arpeggios for a particular chord
progression, you can determine each root from the beginning of
its chord name.

If you don’t know the name of a chord for which you want
to form and arpeggio, be careful about making assumptions.
The lowest tone of the chord is not necessarily the chord root.
You should be certain which note of the chord is the root
before proceeding. The root is the note after which the chord is
named, as defined in Chapter 6. You will learn how to identify
an unknown chord root in Chapter 15.

CHoosE A LocatioN For THE Roort

Once you determine the name of the chord root, choose a
location for it on the guitar fretboard. The best locations are on
the sixth, fifth or fourth strings where the root is in its lowest
octave. Choose the note “C” on the sixth string, for example.

Consider Which Finger Will Fret The Root

You may need to complete a few different arpeggios before
finding the most practical one. Most arpeggios contain the notes
of a major or minor chord (1, 3, 5 or 1, b3, 5). If you already
know a major or minor arpeggio that occurs on the root you
have determined, use the same finger. Here are three options
for the sixth string, eighth fret ”C” note.

fingering options for C note

6-4 6-2 6-1
\'"/ Vil Vil
1 1 1
2 2 2
3 3 3
4 4 4

© 2001 Jim Gleason.

first fret

fifth fret

6 5 4 3 2 1
E A D G B E
Ar D Gr
F | | | c F
Bh Eb  Ab
F# c#  F
] B E iy ] |
Gh Db Gh
At
¢ ¢ F§, D G
Bh
Gt Cf Ft D¥ G
L] 1 1 B 1 1
Ab Db Gh Eb  Ah
A D cic E A
At D GE  C# A
] ] ] ] F |
Bh Eb Ab Db Bh
Ft
B E A¢D . B
Gh
-
At D#
c |F G C
Eb  Eb
C#  F# Gt Ct
. . B . E , .
Dh  Gh Ab  Dh
D G C F A D
¥ Gt C¥ B Ar D¢
Eb Ab Db Gh Bh Eb
E app c@B E
A¥  D#
F | | | C F
Bh Eb Ab
| | |
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DeriNE THE RooT ID

Review Root ID

Review the root ID system in Chapter 8 to see the locations of the twelve root locations.

Guitar is pattern-based, more than note-based. It is important to memorize note names on the guitar. You will
gain quicker access to the patterns of note names used in guitar parts by studying fretboard theory. Arpeggio
fingerings can be categorized according to the string and finger used to fret the root in its lowest octave. The root
ID provides these categories. Here are a number of arpeggios which share the same root ID:

(left to right)
each arpeggio lowers a tone by one fret

Fma7 VI F7 VI Fm7 VI Fm7b5VIl Fdim.7VII

3 3 | b3 [(]) b3 [(]) b3 [(])

1 1)| b7 6

7 (D] 1 (D] 1 (1

5 5 b5 b5

3D 1D 1D

Consider The Root ID Options

Here are three root ID options for the sixth string, “C” chord root:"

root ID root ID root ID
6-4 6-2 6-1
\'/ Vil VIII
| 1
2
4
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DEerINE THE SVP (STricT VERTICAL POSITION)

Each of the options for sixth string, “C” chor root define a different strict vertical position.

V position Vil position Vil position

\" Vi Vi

1 @

(2 2
3 3
4

1

2

3
@)

Construct A Major Scale

If you don’t remember how to construct your own major scale, review Chapter 4. The major scale should be
constructed with the same finger on the chord root as in the major scale.

Begin Constructing Arpeggios Based On Seven In-Position Major Scale Fingerings
Here are the seven in-position major scale fingerings for C major:

fingering 1 fingering2  fingering3  fingering4  fingering5  fingering 6 fingering 7
Vil X Xl lorXll lllorXV \' Vi

i[5 25()i62 562573 4 Y SN [33 623(0)36 73677
i | 4 (D4 [1356 7 | @] [0

L[ 73 |

2 5(1)4 6 62573 736 5(1)4 25(1)36 7362 (7 7 3
|
3

2 3 25 6 7
| a0 s@r|2s 7] | 2| 4 [ [50) 256 2
o7 [ael]| ITol] exsdae seoly [0

Consider Major Scale Fingering Options Which Include “C” On The Sixth String

N
()]

fingering 1 fingering 6 fingering 7
Vil \'} Vil
M T30 6 2 5(1)3 6 73627
73] | 4 1)4 5(1

2 5(1)4 6 2 3627 73

7
(D4 | | 5(0) 25(1)46 2
362873 70
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Access The Chord Formula

Review

If you don’t remember the formula for a chord, look it up in Chapter 6. You may want to review Chapter 6, in
any case.

Formulas For Examples Using Sixth String, Eighth Fret“C”

Here are examples for five chord types: major, minor, major seventh, dominant seventh and minor seventh. The
formulas are shown below.

chord type chord name in C formula (tones relative to a C major scale)
major C 1 3 5

minor Cm 1 b3 5

major seventh Cma7 1 3 5 7

dominant seventh C7 1 3 5 b7

minor seventh Cm7 I b3 5 b7

Identify All Chord Tones

After conceiving a major scale fingering which has its tone center on the note intended for the chord root, use the
chord formula to find every chord tone in relation to the major scale. It is usually best to go through the scale in
ascending order of pitch. Choose the scale tones or altered scale tones (3, $4, etc.).

Fretting Altered Tones On Adjacent Strings

If an altered tone is our of reach on a particular string, it can probably be reached on an adjacent string. This
requires knowledge of fingering half steps, which was covered in Chapter 3.

ahalf step
C major scale V Cm \'} Vv
1

Scale tone "2" in the C major scale (second string)
was lowered to "b3" for the Cm chord,
fingering a half step lower on the third string.
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Building The Arpeggio Full-Range

To have a complete awareness of the possibilites of chord tones in a particular fingering area, you need to inculde
the full range of the chord tones. If there are chord tones below the root in pitch, include them. Once you learn

where the chord tones are, you may want to exclude some of the notes to play the arpeggio from root to root.

Examples are shown below for C, Cm, Cma7, C7 and Cm7 arpeggios with the root ID’s 6-1, 6-2 and 6-4. In each
of the examples, the arpeggios were constructed full-range. Each arpeggio was based on the major scale fingering
shown at the far left of the row. Fingerings are shown for the major scale and arpeggios with scale tone numbers
and with finger numbers. For each scale or chord, the scale tone numbers are shown in a diagram above and the

finger numbers are shown in a diagram below.

Examples Using Root ID 6-1

fingering 1

C major scale VIl

QIO

Scale Tone Numbers

major

VI

minor major 7 dominant 7 minor 7

cm VI Cma7 VI c7 VI Cm7 VIII

HO,

T B 5(1) DI EONOICAE¢ DIEERO)

5

6

3

i 13 |

5(1 5 5(1 5(1

|
2
|
3

C major scale VIl

4 44@)4 4
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620 7

B B b7 B b7 183

I |3 733 3 | [ ]

Finger Numbers
Cm VII Cma7 VI c7 VI Cm7 VI

©) 1 1(1 Dl | | 1 Dl 1] 1( D 11 1(1)
22 | 2 |
3(3 3(3 3(3 3(3
4 4 4 4 4 4
| | 4 44 4 [+ | [ |
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Examples Using Root ID 6-2
Scale Tone Numbers
fingering 6 major minor major 7 dominant 7 minor 7
C major scale V C \'} Cm \') Cma7 V C7 \') Cm7 V
6 2 5(1)3 6 5(1)3 [ sC1 5(1)3 [T350)3] HEOIR
4 1B W7 W7 ¥ 8B W7
73627 3 73 7 |3 | { |
D+ | [s@ QL@ s @[]0 @fw|s0 (ilbﬂﬁslgi)
LI7o] ]| | [ ] HEEER Lz Ll
Finger Numbers
C major scale V C \'} Cm \') Cma7 V C7 \') Cm7 V
BEIOE 1(1)1 [ 1(1 1(1)1 [ [ 1)1 ] [T ]
2 2 2 2 22 2
3333[3 3 33 3 |3 | ] |
4 )4 4(a @ HOBNOIIERIONNO) @ @l [+@ @94444
Il | [ ] HEEER L« CLLLL

Examples Using Root ID 6-4

Notice that the fingerings for the C, Cm and Cm?7 arpeggios altered the position used for the major scale for ease of

fingering.
Scale Tone Numbers
fingering 7 major minor major 7 dominant 7 minor 7
C major scale VI C Vi Cm VI Cma7 VII cz Vi cm7z VI
73621 [3 [ | 3 73 |7 ] AT b7
1)4 5(1 1 5(1 1 5(1 |3 | | |
73 3 1 18 5(1 73 DI E¢ DI R
2 5(1)46 2 5(1) HO) |3 |
| | s() | HOl HO)
Finger Numbers
fingering 7 major minor major 7 dominant 7 minor 7
C major scale VI c Vi cm VI Cma7 VII cz Vi Cm7 VI
|1 | | 1 11 [ 1 1| 1 11 1
2 1(1 2 202 | 1 l l l
2 3 1 1(1 3 2 2(2 3 2 2(2
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Major Arpeggios In All Twelve Positions

Now we’ll eapand your capabilities of constructing arpeggios through knowledge of in-position fingerings in all

twelve positions.

RerFerReNCE MAJOR ScALE FINGERINGS

All Twelve In-Position C Major Scale Fingerings

Here are all twelve in-position major scale fingerings for C major:

scale tones

Vil

scale tones

© 2001 Jim Gleason.

IV position VI position
reaching to reaching to
the third fret the fifth fret
il T Vv Vv Vii
scale tones scale tones scale tones scale tones scale tones
5(1)4 5 62 5(1)36 62 4(1)] 6
1 [z HERE
62 5(1)36 73627 71362 |7
4 (1)a | %} 1)4 s(1
73627 7 | | 73 | |
fingers fingers fingers fingers
1(1)1 1 11 1(1)1 1 11 1(1)f 1 11111
T rrﬁ)a-] BENOEEE
22 2(2)2 2 33333 22222 33
13 ] @] f@ OHEEORRTOIY
4 44 4|4 4 4 4
IX position Xl position Xl position
reaching to reaching to reaching to
the eighth fret the tenth fret the twelfth fret
Vil X X Xl Xl
scale tones scale tones scale tones scale tones scale tones
1)4 HOREEOIRE 25(D462 362573
73 4 4
25(1)4 6 2 362573 362573 736
1 | 10 e OB
362 | 73 73] ]] 73 —I—l
fingers fingers fingers fingers fingers
1)1 1(1 11!1!111 11()ri 1 111111 11 11| 1
11 | | | | —I 2 2 1 1)1
22(22 22 333333 222222 333 22 2
[ [ ] | a || |@)4 3| [ [(B)3  4(a)s | 44 3 3
444 |44 [4 4| |] [44[T] |||—|_] 4:|
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ExTRACTING MAJOR ARPEGGIOS FROM MAJOR ScALE FINGERINGS

By playing only tones “1, 3 and 5 of each major scale fingering, you create all possible major arpeggios. You
can then learn to add to and modify those arpeggios to create arpeggios for all other chords.

All Twelve In-Position C Major Arpeggio Fingerings

All twelve in-position major arpeggio fingerings for C major are shown below. Notice that in many cases, there
are optional ways to finger the same note. All twelve in-position major scale fingerings were shown earlier.

v position 11 position
reaching to reaching to
the third fret the fifth fret
| I 1T \' Vv Vi
scale tones scale tones scale tones scale tones scale tones scale tones
[T3]7] 5(1) 5 5(1) 5 5(1)3 4 IE []
5(1 25 Q) 5(1)
[ 5(1)3 5(1)3 3 3 3
s(D3 I OIIREOMNE s Q)
[ ] 3 3 I L1 [LLls[] [
fingers fingers fingers fingers fingers fingers
[Ti1]] i 1 1w | | [ |
22 2 Q) 2(2)
3(3)3 2(2)2 3 2 3
4044 | 4 HOME 3Q) 4
L[] 4 4 4 |
(X position Xl position X1 position
reaching to reaching to reaching to
the eighth fret the tenth fret the twelfth fret
VI Vil X X Xl Xl
scale tones scale tones scale tones scale tones scale tones scale tones
W] [ ] sC 1 [ s(1 5(1 5(1 3 s |3 3 5 | 3
3 3 1 (1)
5(1 5(1 3 513 3 513 3 3
i i s(1) 5 s(1) 5
; ; ; 1T 1] [T I
fingers fingers fingers fingers fingers fingers
1 [ 1(D) I [ 1Cy 1(1 1(1 1| 1 e
2 1 2 (1)
3(3 2(2 3 3] 3 2 2 | 2 3 2
4 3 @ 4 3@ 3
4 s e [l A7) OO0 O
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CoNcEIVING FuLL-FReTBoARD MAJOR AND MiNOR CHORD TONES

All major chord tones can be represented with three arpeggios.

Major Chord Tones In Three Arpeggios

5(1)3
|3
=1 =
150 DIP AT
//3 //3
5(1 /51
3 3 5 3 5 | 3
1 )
HE (K.
pal s(D)| 4T3 s 5
5(1)3 5(13
3 3
1 1 5(1
3
5(1
3 51 3
1

PRrAcCTICE MAJOR ScALE AND MAJOR ARPEGGIO EXERCISES
In ApPENDIX |

These exercises summarize the most practical major arpeggios when they are combined in melodic phrases with
major scale fingerings in the same key (C major arpeggio with C major scale , for example).
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Deriving All Arpeggios From Major

MobDIFYING AND SUPPLEMENTING MAJOR ARPEGGIOS

By modifying or adding to major arpeggio fingerings you can create arpeggio fingerings for all other chords.
From those arpeggios, you can create all chord fingerings.

The diagram below represents a single string. The vertical lines represent frets. The interval from the root up in
pitch to the third of a major chord is two whole steps (four frets). From the third up to the fifth is one and a half
steps (three frets). From the fifth up to the root(in the next octave) is two and one half steps. Any note you may
need for a chord is within a whole step (two frets) of a major chord tone.

root third fifth root
“ hole step whole step J I— whole step
<@——down in pitch up in pitch ——py

Using Major Chord Tones As Reference Notes On The Same String

If a chord requires a note which is reachable on the same string where the reference major chord tone occured,
calculating its location is straightforward. I have provided some examples below where each of the desired chord
tones were accessible on the same string as the major chord tone they were referenced to. A major chord contains
the numbered tones “1, 3, and 5” of the major scale on its root. Each of these examples involves flatting the third,
changing it to “b3”, where the flatted third is easily reachable on the same string.

reference "3" lowered reference "3" lowered reference  "3"lowered
tones to "b3" tones to "b3" tones to "p3"
A major V A minor V D major V. D minor V Fmajor V. F minor IV
1 [51 1] [b351 1 5 1 [ 5 5|3 [ [b3
3 b3 1 5
51 51 513 51 3 b3 | 1
b3 b3 b3 1 5
3 3 3 1 5

Using Major Chord Tones As Reference Notes On Adjacent Strings

In these next examples (below), the thirds are flatted, making minor arpeggios (as was done above). Some of these
thirds are more easily reached on an adjacent string. Fretting four frets higher on the next larger string descends
a half step, except notes on the second string descend a half step by fretting three frets higher on the next larger
string.
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reference  "3"lowered "3"lowered
tones to "bd" to "p3"

A major |l A minor | A minor |l

513 [ | b3 [ 51
51 b3

3 b3

1 51 b35 1

1 31

reference  "3"lowered "3"lowered
tones to "bS" to "b3"
D major IV Dminorlll D minor V
[ 3 | b3 1 [ 5
1 5 b3
1 5 51
513 b3 b3
31

BRIDGING THE OCTAVE SHAPES

Once you learn one full-range major and minor arpeggio in each of the five octave shapes (shown near the
beginning of this chapter). you should begin conceiving pairs of adjacent octave shape areas. An effective way to
do this is by summarizing the available chord tones in the adjoined area with a few chord fingerings.

Major Chords Summarizing The E Form and D Form Areas

et 1O i

VII
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major

5(1

3
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Minor Chords Summarizing The E Form and D Form Areas

minor
5(1
B3
Am Vv
1 111 1 B 5(1
3 4
5(1 Am VI Am VI
A Vil ; -
o B 3 P L
| 11 2 2
2 5 3 3
| 58] 1 | 4 | 4
5(1 5

Summary Chord Fingerings

To conceive a chord fingering you should first review a full-range arpeggio for it in the fretboard area where you
want the chord. That will bring to mind every possible chord tone for the area. It is most effective to also bring
some chord fingerings to mind that summarize the arpeggio tones.

Major Chord Fingerings That Summarize Full-Fretboard Major Chord Tones
A V A VI A ViII A VII A VII A X A IX

1 |11 ||1 11 1 ] 1 1'|'1 i|

2 2 3 2
3 4] [ ] 3 213 23 3 3
| | [ 4 4| 4] ]
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Minor Chord Fingerings That Summarize Full-Fretboard Major Chord Tones

Am V Am V Am VI Am VI Am VI Am VIl Am VI

1 111 i [T i | []1 [ [ 11 |
2 2 2 2 2
3 4 3 4 | 3 3 314 314
[ & [ 4 [ ] [ ]
Am IX Am IX Am X Am Xl Am I Am I Am 1
[ 1] [ 1 1 1 [ 1 [ 1 1 [ 1
2 |3 2 2 2 2
34 3 4 |
4 4 4 444 4

Arpeggios And Summary Chord Fingerings For Other Chords

A thorough preparation for chord construction includes a knowledge of many four-note chords in (1) arpeggios
in all twelve strict vertical positions and (2) summary chord fingerings for those arpeggios. The four note chords
should include: major 7, 7 (dominant seventh), m7, m7b5, diminished 7 (m6b5), 6 and m6.

Appendix B includes summary chords for five seventh chord types

© 2001 Jim Gleason. All Rights Reserved.
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“Spelling” Major Scales Defined

“Spelling” major scales is naming the letter names of the notes in the scale. Here are a few examples:

major scale spelling

C CcC D E F G A B

F F G A B C D F
G G A B C D E F#

Preparing To Determine Chord Roots

To be able to determine chord roots in the next chapter, you’ll need to be able to name the notes in any major scale. The fifteen
major scales are shown below.

FirTEEN MAJOR SCALES

(three of the keys have two versions)

C major G major D major A major

C G A B C D E F G D EFMG A BCtHD A B C# D E F# G# A

E major B major F$ major C# major

[ Hg U@ #® T
D@ #T T T 1 e [
I —

TR B
T T . "-l( V4

E F# G# A B C# D# E B C# D# E F# G# A# B F# G# A# B C# D# E# F# C# D# E# F# G# A# B# C#

F major Bb major b Eb major Ab major
1

F G A Bb C D E F Bb C D Eb F G Ab Eb Eb F G Ab Bb C D Eb Ab Bb C Db Eb F G Ab

[ o W
“_'-l','-

DbEb F Gb Ab Bb C Db Gb Ab Bb Cb Db Eb F Gb Cb Db Eb Fb Gb Ab Bb Cb

ENHARMONIC KEYS

Enharmonic notes have different names for the same pitch. Cb and B are the same note. F# and Gb are the same note. Notice
that major scales in three of the keys above have dual names.

Enharmonic keys have notes with the same pitches, but different note names. There are twelve different major scales, but three
of them have two possible names:

1. F# and Gb major both have the same pitches, with different names.
2. Cb and B major scales both have the same pitches, with different names

3. C# and Db major scales both have the same pitches, with different names
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Key Signatures

KeYy SIGNATURES SIMPLIFY Music NOTATION

When a piece of music uses predominantly one major scale, it is simpler to indicate any sharped or flatted notes
at the beginning of each section, rather than before every altered note. This system is called key signatures.
All fifteen major scales are shown again below, with key signatures. There are patterns to the system of key
signatures, which you will learn in the next few pages.

C major G major D major A major
[} ! ') — p— .
(" A/ — T I TT o T I | o | I I
| . 3 — T I I >y P I I I I Il =1 I I T
[ £ . Y/ I I I 11 & I I 1 1 I I
[NV 3 I I é I I 1T v I I  — - 11 I cl 1 1T T J T— 11
03] P 4 [— L4 - -
c D E F G A B C G A B C D E F# G D EFf G A B C# D A B Ct D E F#¥ G# A

E major B major F# major C# major

L 18

o I — o®°® =
E F# G# A B C# D# E B C#D# E F# G# A# B F# G# A#B C# D# E# F# C# D# E# F# G# A# B# CH#
F major Bb major Eb major Ab major
o o ®

F G A Bb C D E F BbC D Eb F G Ab Eb Eb F G Ab Bb C D Eb Ab Bb C Db Eb F G Ab

Db Eb F Gb Ab Bb C Db Gb Ab Bb Cb Db Eb F Gb Cb Db Eb Fb Gb Ab Bb Cb

TweLve RuLes FOR Key SIGNATURES:
1. Each key signature indicates the notes of one particular major scale.

2. Akey signature applies throughout a piece of music or until another key signature is shown, at which point
the new key signature applies (until another key signature may be shown).

3. Every major scale uses the same seven letters: AB C D E F G. These seven letters form an alphabetical

cycle (below). Each major scale starts on the letter after which it is named and follows the alphabetical
cycle around to the same letter

G B
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4. Each major scale has one or more notes sharped or flatted except C major, which has no sharps or flats.

5. Each key uses each letter once only (F and F#, B and Bb are never used in the same major scale). Major
scales never combine sharps and flats: they always use one or the other.

6. F major’s key signature has one flat: Bb.

7. There is a series of “sharp” keys which have one or more sharps in their key signature:

* If a key has one sharp (#), the sharp is ........cccceeuveennen. F¥.

* If the key has two sharps, the sharps are ...................... F# Ch.

* If the key has three sharps, the sharps are .................... F# C# Gh.

* If the key has four sharps, the sharps are...................... F# C# G# D#.

* If the key has five sharps, the sharps are ...................... F# Ct G# D# Af.

* If the key has six sharps, the sharps are..........c............ F# Ct G# D# A# E#.

* If the key has seven sharps, the sharps are ................... F# C# G# D# A# Ef B

If sharp keys are placed in order with one through seven sharps, they are in order of perfect fifths:
F C# GE D8 A3 Ef BE. So, sharps accumulate in the order F C G D A E B:

Fat Cats Get Down At Ed’s Barbeque

8. There is a series of six flat keys which have two or more flats in their key signatures:

« If a key has two flats, the flats are.................... Bb Eb.

» If a key has three flats, the flats are.................. Bb Eb Ab.

* If a key has four flats, the flats are................... Bb Eb Ab Db.

* If a key has five flats, the flats are.................... Bb Eb Ab Db Gb.

» If a key has six flats, the flats are...................... Bb E> Ab Db Gb Cb.

« If a key has seven flats, the flats are................. Bb B> Ab Db Gb Cb F.

If flat keys are placed in order with 1 through 7 flats in their key signature, they are in order of perfect
fourths: Bb Eb Ab Db Gb Cb Fb. So, flats accumulate in the order BEA D G C F:

Bug Eyes Are Darn Good Cat Fish

or

use a BEAD to G o Catch Fish

9. When reading the sharps as they appear in the key signature from left to right, raise the last sharp (on the
right) in a key signature a half step to produce the name of the key. If the last sharp in the key signature
is F#, raising it a half step would produce “G”, so the key is G.
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10. When reading the flats as they appear in the key signature from left to right, look at the next-to-last flat. It
is the literal name of the key. If the flats in the key signature are Bb Eb Ab Db, the name of the key is Ab
major. If the flats in the key signature are Bb Eb Ab Db Gb, the name of the key is Db major.

11. All key signatures with flats in their key signature have a flat in their name (such as Bb), except F major.

12. B, E. A, D and G major have no sharps in their name, but have sharps in their key signature.

A SHORTER LisT OF KEY SIGNATURE RULES:
1. C major has no sharps nor flats.
2. F major has one flat: Bb.

3. In key signatures, sharps are written in the order FCGDAEB, flats in the reverse order: BEADGCEF. If a
key has one sharp, the sharp is Ff. If it has two sharps, they are Ff and C#. If a key has one flat, the flat is
Bb. If it has two flats, they are Bb and Bb.

4. When reading the sharps as they appear in the key signature from left to right, raise the last sharp (on the
right) in a key signature a half step to produce the name of the key.

5. When reading the flats as they appear in the key signature from left to right, look at the next-to-last flat.
It is the literal name of the key.
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The Cycle Of Fifths

This cycle shows the keys in order of increasing sharps (decreasing flats) clockwise and increasing flats (decreasing
sharps) counter-clockwise.

C major

F major E G major

Bb major

Cycle of

Eb major I:'i F I h 6 A major
perfect fifths clockwise,
perfect fourths counter-clockwise ,
Ab major E major

F§ major %

Gb major

Q & A On Key signatures

questions (Q) and answers (A)

What is the key signature for C major? A: no sharps nor flats
What is the key signature for F major? A: Bb

What is the order of sharps? A: FCGDAEB

What is the order of flats? A: BEADGCF

R QR

Q: If you had two sharps in a key signature, what would they be? A: F# and C#
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If you had two flats in a key signature, what would they be? A: Bb and Eb

If you had three sharps in a key signature, what would they be? A: F#, C# and G#

If you had three flats in a key signature, what would they be? A: Bb, Eb and Ab

If you had four sharps in a key signature, what would they be? A: F#, C#, G# and D#

If you had four flats in a key signature, what would they be? A: Bb, Eb, Ab, Db

If you had five sharps in a key signature, what would they be? A: F#, C#, G#, D#, A#

If you had five flats in a key signature, what would they be? A: Bb, Eb, Ab, Db, Gb

If you had six sharps in a key signature, what would they be? A: F#, C#, G#, D#, A#, E#

If you had six flats in a key signature, what would they be? A: Bb, Eb, Ab, Db, Gb, Cb

If you had seven sharps in a key signature, what would they be? A: F#, C#, G#, D#, A#, E#, B#
If you had seven flats in a key signature, what would they be? A: Bb, Eb, Ab, Db, Gb, Cb, Fb
What is a natural letter name? A: One that has no flat or sharp

If a key has a sharp letter name, does it have sharps or flats it its key signature? A: Sharps.

If a key has a flat letter name, does it have sharps or flats it its key signature? A: Flats.

CRRLRLOROROORLRLRRRLLRWL

If a key signature uses flats, is its name a letter with a flat, sharp or natural? A: With a flat or it is the
key of F major (which has Bb in its key signature).

2

If a key signature uses sharps, is its name a letter with a flat, sharp or natural? A: With a natural,
except F# major (FCGDAE sharped), C# major (FCGDAEB sharped).

Q: How do you name a key which has sharps in its key signature. A: Raise the last sharp a halfstep and
make sure the letter has increased by one alphabetically as well.

Q: How do you name a key which has flats in its key signature. A: It is the literal name of the next-to-
last flat.

Using Key Signatures To Spell Major Scales

Memorize C Major and F major

You must memorize the key signatures for C major and F major. The key signature for C major has no sharps nor
flats, so the C major scale is C, D, E, F, G, A, B, C. F major has one flat: Bb. When you recite the F major scale

by alphabetically recalling the musical alphabet from “F” to “F”, flat the B: F, G, A, Bb,C,D,E, F

Using Key Signatures to Recall Flat Keys

If a key has a flat in its name, you must visualize the key signature that would have the name of the key as the next
to last flat. Bb major would require the flats Bb, Bb. B> major would require Bb, Eb, Ab.

Recite the Bb major scale by alphabetically recalling the musical alphabet from “Bb” to “Bb”, and flatting the B
and E as you go: Bb, C, D, Eb, F G A Bb.
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Chords Are Usually Constructed In Thirds

TENsSION VERSUS RELAXATION

Music involves an interplay between tension and relaxation. Chords provide various degrees of relaxation or
release of tension. Melodies weave around the tones of the current chord, generally emphasizing the chord
tones and de-emphasizing non-chordal tones. Emphasis can be accomplished by frequent occurrence, sustain,
placement on noticeable parts of the measure, or anything else that draws attention to a note.

Harmony is based on the series of every other note in the major scale system. By playing every other note in the
major scale, you create a series of tones which create very little tension and are conducive to producing a state of
agreement, concord and harmony.

THE TerTIAN CYCLE

The every-other-note series of tones in the major scale can be called the tertian cycle. Tertian is a Greek word
implying made of threes. From each number in the cycle, counting the number on which you begin, it is three
numbers to the next. Think of it as an every-other-number pattern, where after “7”” you skip “1” and continue
from “2”. After “6” you skip “7” and begin again at “1*.

tertian
cycle of
letters

tertian
cycle of
numbers

In letters, this cycle represents the pattern of note names on “all lines” or “all spaces” in music notation:
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A “C” major chord consists of the notes “C, E, G”, which are three consecutive letters in the tertian cycle,
beginning with “C”. Numerically, the “C” major chord uses tones “1, 3, 5” of a “C” major scale.

Thirds Are Pairs Of Notes In The Tertian Cycle

Play the C major scale on the fifth string, as shown in the first two measures below. Notice that in the third and
fourth measures, the C major scale is repeated on the fifth string, but accompanied by notes on the fourth string.

Each tone on the fourth string is a major scale tone third higher than the note it harmonizes on the fifth string, and
is one tone higher in the tertian cycle.

0 | , | |
)" A /) | T T I I | T I I T I
bt === -
B S A S— \ \ \ \ \
E F G A B C D E
C D E F G A B C c D E F G A B C
T , | | |
b/ | | | |
A 5 | A - o A 44 | |
o 24 a . o B A | 4 2 ) & <A 13y 14 13 | |
D * J J 7 ) 1U 1 14 15 | | 3 J ke 10 14 15 | |
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Triads Are Three Note Groups From The Tertian Cycle

In measures one and two below, the notes on the third string are each a major scale tone third above the cor-
responding tone on the fourth string. These three note chords are called tertian triads.

[ | | | | | | E g
)’ A | | | [ —
I
64 5 ¢ & & £ 2 F Iy 5 3 gng =
‘ ‘ | I ‘ | I
G A B c D E F G B c D E F G A B
E F G A B c D E G A B c D E F G
C D E F G A B C E F G A B C D E
c D E F G A B c
T | : 3 " 5 5 > ]
S 5 p P 5 PP | B X 3 2 g 8 5 P4 |
A9 2 4 B) 4 P N | R | B 2 ; B) 4 2 9 P |
N 3 B) i ¥ S | S /R ] 4 3 B} i P 7 7 |
B 3 5 7 3 10 I % 15 I3 5 7 3 10 I % 5 1

Quadrads (Scale Tone Sevenths) Are Four Note Groups From The Tertian Cycle

In measures three and four above, the notes on the second string are each a major scale tone third above the cor-
responding tone on the third string. While these four note chords are technically fertian quadrads, they are more
commonly called scale tone seventh chords, which can be confusing.

The Term Seventh Chord Is Used Ambiguously And Must Be Defined From The Context
In Which It Is Used.

All of the four note chords which share “1, 3, 5, and 7” in their formulas are in the “family” of seventh chords,

including major seventh (1, 3, 5, 7), dominant seventh (1, 3, 5, b7), minor seventh (1, b3, 5, b7), diminished
seventh (1, b3, b5, bb7).

Scale tone seventh chords are each constructed with four consecutive tones from the tertian cycle. Here is a list
of the qualities that occur from the major scale:

numbered tones letters in C chord quality chord name in C
1357 CEGB major seventh Cma7

2461 DFAC minor seventh Dm7

3572 EGBD minor seventh Em7

4613 FACE major seventh Fma7

5724 GBDF dominant seventh G7

6135 ACEG major seventh Am7

7246 BDFA minor seventh flat five Bm7b5

Dominant seventh chords are often abbreviated with the term seventh chords. A dominant seventh chord has the
specific formula “1, 3, 5, b7”.
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Chord Types

All chord names and formulas are modeled after the types covered in this section.

TERTIAN THIRTEENTH CHORDS

Tertian thirteenth chords are constructed entirely in thirds. They use the series of odd numbers from one to
thirteen: 1, 3,5,7,9, 11, 13. There are three types: major, minor and dominant.

Major Thirteenth

A complete major thirteenth chord would have the formula 1, 3, 5, 7, 9, 11, 13. It occurs on the first step of any
major scale, by using every other note. However, the complete major thirteenth chord is virtually never used.
The combination of the eleventh and third tones is dissonant and contrary to the nature of the rest of the chord.
Therefore, parts of the major thirteenth chord are usually voiced without the eleventh. However, I personally
think the major seventh suspended fourth chord is beautifully exotic and has many useful voicings.

Cmal3 VI
]
23
4 4
Cmal3 arpeggio C major scale Cmal3 1 7362
O
0 | o P o o ® g o
) 4 n I o © | i P— — o ® © i =
7 n I I o 2 | I | E—— — I P i —— — i —8 ﬂ
— I — i il
D] I ' o o T o O o
C E G B D F A 1 2 3 4 5 6 7 1 2 3 4 5 : .
this chord cannot be this partial Cmal3
played in its entirety chord contains the
on the guitar essential chord tones
5 10
T 6 6—3 - 9
4 = = =
A il 5 =~ I 4
n 7 ] Q
B 8 8 L 8
.
Minor 13th

A complete major thirteenth chord would have the formula 1, b3, 5,57, 9, 11, 13. It occurs on the second step
of any major scale, by using every other note. Using the second step of a major scale as a tone center is called
Dorian mode.

A Dm13 chord is constructed on the second step of a C major scale with C major scale tones 2, 4, 6, 1, 3, 5, 7,
using the letter names D, F, A, C, E, G, B. If you compared theses notes to the D major scale (D, E, F, G, A, B,
C#), you would need to flat the third and seventh tones of the D major scale to match D Dorian (C major scale).
Therefore, the formula for Dorian mode is 1, 2, b3, 4, 5, 6, b7.

A minor thirteenth chord can be constructed on the second step of any major scale. In each case, a major scale on
its root would have to be altered by flatting the third and seventh to match the notes produced by using the second
step of the parent major scale as a tone center (C major is the parent major scale for D Dorian).
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Dm13 arpeggio

C major scale from D to D (two octaves) D major scale

=D Dorian mode

this chord cannot be

D FA CEGB

23456 7123456712 12 3456712345671 this partial Dm13

played in its entirety chord contains the

on the guitar essential chord tones

Dominant 13th

A complete dominant thirteenth chord would have the formula 1, 3, 5, b7, 9, 11, 13. It occurs on the fifth
step of any major scale, by using every other note. Using the fifth step of a major scale as a tone center is
called Mixolydian mode. A dominant thirteenth chord is typically named with the ambiguous term “thirteenth
chord”, which could also refer to one of the chords in the group: major thirteenth, minor thirteenth and dominant
thirteenth.

A G13 chord is constructed on the fifth step of a C major scale with C major scale tones 5, 7, 2, 4, 6, 1, 3, using
the letter names G, B, D, F, A, C, E. If you compared theses notes to the G major scale (G, A, B, C, D, E, F#),
you would need to flat the seventh tone of the G major scale to match G Mixolydian (C major scale). Therefore,
the formula for Mixolydian mode is 1, 2, 3, 4, 5, 6, b7.

A dominant thirteenth chord can be constructed on the fifth step of any major scale. A major scale on its root
would require a flatted seventh to match the notes produced by using the fifth step of the parent major scale (C
major is the parent major scale for G Mixolydian).

G131
1]z ]
2
44
G13 arpeggio C major scale from G to G (two octaves) G major scale Gl13 ] I
= G Mixolydian mode 1 b73 62
-
B ]
o
< p—
o O
G B D FACE 567 123456712345 123456 712345671 X . .
this chord cannot be this partial G13

played in its entirety
on the guitar

chord contains the
essential chord tones

o B>t
¢

bo | o
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Diminished Triads

AUGMENTED AND DimiNISHED CHORDS

A diminished triad is like a minor chord with a flatted fifth. Compared to a major scale on its chord root, it has

the formula “1, b3, b5”.

G dim.

G diminished G major scale G diminished arpeggio
N ‘ |
o T \
i g V@ 1 S i |
\ | e 1 i |
D)) \ \
scale tones: 1 2 3 5 7 1 1 b3 b5
™ 5 2 23 5
- % N 4 B A
A R 4 3
n J J 5 I
b

Diminished Seventh Chord
Diminished seventh chords should be called “minor sixth, flat five”. The formula for a diminished seventh chord

is “1, b3, b5, 6”.

Within the diminished seventh chord, each tone to the next closest chord tone up or down is a minor third. This
is very significant. If you move any diminished seventh chord fingering up or down three frets (not counting the
fret on which you begin), all tones are still in the chord and you have another fingering for it.

o)
7

G diminished seventh

G major scale

N

824

G dim. 7 arpeggio

Gdim.7 |

D)

1

2

PN

o9 B

Half Diminished Seventh Chord
Compared to a major scale on its chord root, it has the formula “1,3,5,57”. Itis like a diminished seventh chord
with a “b7” instead of a ‘7" (double-flat seven, or six). It is a minor seventh chord with a flatted fifth.

G major scale

Gm7b5 arpeggio

|9, ¥ )

“n

o B>
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Augmented Triad

An augmented triad is like a major chord with a sharped fifth. Compared to a major scale on its chord root, it has
the formula “1, 3, #5”.

Gaug. VI
[ 1

G augmented arpeggio

l G major scale
I
I

scale tones: 1 2 3 4 5 6 7 1 1 b3 b5
T Y
X Q ~ ray I 6 Q
A ] - a 4N 7 7 a 8]
i 9 7 9 10 9
D 10 10U 10U

Seventh Augmented

When chords of four or more different notes include the tones of a major chord and the fifth is sharped, the chord
is an augmented type. The most common of these is the dominant seventh chord with a sharped fifth. Seventh
sharp five (745) can also be called “seventh augmented” (7 aug.).

The formula for a dominant seventh chord (such as G7) is “1, 3, 5, b7, meaning it uses those tones of a major
scale. A seventh augmented chord has the formula “1, 3, 5,.b7”. Ttis a fairly dissonant and tension-producing
chord, and is used in the more sophisticated and colorful styles like jazz.

G7#5 VI G seventh augmented
T | =G7#5

3 G major scale GT#5 arpeggio

1 2 3 4 5 6 7 1 1 3 #5 b7
T ~ Q
- Q ~ o / 2] o 9
A 8 ~ o 1n / 7 P
iy A . 7 910 9
B 10 10 10
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ApD ToNE CHORDS

Add tone chords contain a series of thirds, then one or more added tones which do not continue the series of thirds.
The added tones may be a second, fourth or sixth in relation to the chord root. Added seconds are called ninths, to
imply that they are in the upper range (in pitch) of the chord. Added fourths are called elevenths, again to imply
that they are in the upper range.

Sixth Chords

Both major and minor chords can have an added sixth. Major sixth would have the formula “1, 3, 5, 6” in relation
to a major scale on the chord root. Minor sixth would have the formula “1, b3, 5, 6”.

6 (sixth or major Sixth) ....eoevevninennnns | TR 3, 5. 6
mb6 (minor Sixth)....eveeeieiiiniiinennnnn. ) b3 ....... 5., 6
G6 ]

G sixth arpeggio

l G major scale

scale tones: 1 2 3 4 5 6 7 1 1 3 5 6
T Y . Q A Y
- 2 - - 7 8 3
A 3 . a 1A / b4 i
Py J PN 7 9 10 D
B 10

Add Six Chords

Seventh and ninth chords can have an added sixth. Adding a sixth to a seventh chord implies a thirteenth chord
with no ninth nor eleventh. Adding a sixth to a ninth chord implies a thirteenth chord with no eleventh.

In the chord name, a forward slash followed by a “6” is used to indicate the added sixth. Here are the formulas
for a few seventh and ninth chords with added sixths:

7/6 (dominant seventh, add six) ........ | T 3, 5, b7 ....... 6

9/6 (dominant ninth, add six) ........... 1. 3 S5, b7 ....... 9(=2)
m7/6 (minor seventh, add six) ......... | T b3 ....... 5. b7 ....... 6
m9/6 (minor ninth, add Six) ............ | TR b3 ....... 5, b7 ....... 9 (=2
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G7/6

G7/6 arpeggio

G major scale

O

b7

1Y

Add Nine Chords

Triads and sixth chords can have an added ninth.

.9 =2

/9 (add nine or major add nine) .........

.9 =2

b3 ...

mM/9 (minor add nine) ...........ueee.....

A/9

A/9 arpeggio

A major scale

il

\
i
1o #®

I
|
i

E

5 209

3

o

2 3

1

scale tones:

Am/9

Am/9 arpeggio

A major scale
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6/9 (sixth, add nine) ........cceevveeeennns | R 3 I S 6. 9 (=2)
m6/9 (minor sixth, add nine) ........... ) b3 ....... 5. 6. 9 (=2
A6/9 I
L] ]
1|11
A major scale A6/9 arpeggio
3
719 f \ 1
‘ e e T |
1 1 3 5 6 2(9)
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A 4 - 4 6 7 N 1
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Add Eleven Chords
Triads and seventh chords can have an added eleventh.
m/11 (minor seventh, add eleven) ..... | T b3 ....... 4. 5
Amil IX
[ 1] ]
2 |34
l I I A major scale .
Amll arpeggio
o
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A -3 - a Y / o / | |
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m7/11 (minor seventh, add eleven) ... | R b3 ....... 4

Amll V
111111
A major scale Am7/11 arpeggio
H o | | by te i |
b i [9) Tl - T I I T iy 4@ 1] I Tl ! I o
Y © i ; T 1 I I ] I I i ; I I @
I I - I ' - I I P I ﬂ
: I i } I I - 1 #\ P b I
- i
1 2 3 4 5 6 7 1 2 3 4 5 6 7 1 1 b3 5 b7 11(4)
T PR |
T 19 - J 7 b4 ~ | |
A 8 5 g 9 ! < U [ |
n A o O 7 b - 5 1
b v s A o 9 L4 < Q ! | |
J 7 9 J [

SusPENDED CHORDS

Suspended chords contain one or more notes than replace the third. A suspended fourth chord has a fourth
instead of a third. A suspended second chord has a second instead of a third. All chord types except diminished,

augmented and eleventh chords can have a suspended fourth. All chord types except diminished, augmented and
ninth chords can have a suspended second.

sus. 4 (suspended fourth)...1

sus. 2 (suspended second).. 1

Csus. 4 |
1
34 C major scale C suspended fourth arpeggio
o) ‘ ‘
" J i T I T I
y S (0] T T I I ! I I :ﬂ
I | P |
I [ bt I
o A I
scale tones: 1 2 4 5 7 1 1 4 5 1
T 1 0 1 1
T A n U T n T
A y O 2 Y 2 Y
b ’i 2 Y B 2 I
D J J J
Csus.2 |
1
3 C major scale C suspended second arpeggio
o) ‘ ‘
)’ 0] i T 1 I |
G o H
o
scale tones: | 2 4 5 7 1 1 2 5 1
O
T oo 0t i
O O
A3 0 3 = 0o
h 2 2
b 2 2 R
o)
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7 sus.4 (seventh suspended fourth) ... 1 ......... 4. S5 b7
9 sus.4 (ninth suspended fourth) ...... ) 4. 5. b7 ....... 9 (=2
C7 sus. 4 VI
1
2
34
C major scale C7 sus.4 arpeggio
f k‘g ‘ | ‘
)’ A e IT | I 1 | I I | [ Il |
V4% O T I | | [ i P I ] | | | he Il |
[ fanY I I I I [ & [ I [ I [ & Ll Il |
ANV 1 | & r ] % | | T r b | ] |
D) s 4 hd I I A I
scale tones: 1 2 3 4 5 6 7 1 1 4 5 b7
T Q
I KN
A 1Y = o J
A 10 - - 5 7 9 - 5
B - 5 7 8 - 7
8 5 8
C9 sus. 4 X
111 |1
2
l C major scale C9 sus. 4 arpeggio
f L& ‘ | o ® - £ ﬁ ‘
/oS g ] R T
‘H)—H—'—'—'—'—’ﬂﬁ—'—P [ | | | [ 1 | P L e | Il |
ANV e 1 | & [ J | i | | [ | ! | 1 [ J b | | ] |
Y] o o T I f A I '
scale tones: 1 2 3 4 5 6 7 1 2 3 4 5 6 7 1 1 4 5 b7 9(2)
T 0 — 5
T 1 —5 7 9 — I
A Y ~ N O 7 7
Py Y] 6 7 9 - 5
B Y] 5 7—9 - 7
5—7 9 5 8
I/} 14
No” CHoRDs

To indicate one or more tones to be omitted from a chord, the appendage “no root”, “no third”, “no fifth”, etc. can
appear at the end of the chord name. Abbreviations can be used:

NO IOO0L....cuvviiiiiinnnns nr
no third..........ccoceene. n3
no fifth.........ccceceee n5
no ninth ..................... n9
no eleventh ................ nll
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conr VI Cno3 VI C7n3 VII C13 ns,n9, 11 VIl
T3] { ] ]2 ]
3] 4 2|3 3
C major scale ] | 3 3 | I | 4
[} R ., 0 ® 1& o o
iy R o — B I B R To \ | rTO 1
I I T [ [ T bhey IS b by |
o+ T+ 1 g o ® 1+ 1—H A o RAsd A4 i
A\, g & 1 ® — I — \ o o o \ i
D) o ® [ o R3S o
1 2 3 4 5 6 7 1 2 3 4 5 6 7 1
T - 738 n -
1 6 8§ (10 8 T
A 2 o 1n r2 & in Q 4
n = g n 71U 9 1Y 9 S
D Q 1o ! O 1Y / 1§ & Q
810 8 3 8

These “no chord” appendages present some ambiguity with chord synonyms:

“Major seventh, suspended second” has the same notes as “major ninth, no third”.

ma7 sus. 2 ..o, 1. 2, R 7

maon3 ..o, ) I T oo, 9 (=2)
“Thirteenth, no eleven” has the same notes as “ninth add six”.

13nll ., ) R 3 S5, b7 ....... 9=2....13

96 e, ) R 3 S5, b7 ....... 9=2....13
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The chord root is the note after which a chord is named. It is the letter name at the beginning of the chord name.
It may include a sharp or flat in its name, which would be written and spoken immediately after the letter name. If
you want to check the validity of a chord name, or don’t know what it is, you will need a method of determining
the root. In this chapter, you will learn effective methods to determine a chord root.

Cma7 or Am9nr C6 or Am7 A sus. 4 or D sus. 2
A o o o
A—8 8 o0 1
(S Py ro O
A\SV; © o i
D)
T Q 2 2
T 2 2 »
A 2 2 4
il 5 5 7
D

The Root Is Usually The Lowest Note
In A Series Of Thirds

tertian tertian
cycle of cycle of

numbers letters

Generally, the lowest-pitched note in a series of thirds is a chord root. You may need to review Chapter 12 on
tertian harmony. When the tones of a chord can be arranged to produce an ever-other-note sequence of tones for
a major scale, the lowest pitch in the series is usually the chord root. There are often problems with identifying
the root in this manner. Chords are not always complete. Sixth chords, add nine chords and suspended chords
(among others) do not have the lowest of a series of thirds as their root.

First, see if the letters representing the notes of the chord are unique. No letter should be used twice. Arrange the
letter names in thirds (see the tertian cycle of letters above). The first letter in the series of thirds is usually the
root of the chord. In the tertian cycle of letters, this would be the letter that begins a clockwise series of letters.

In the Cma7 chord below, the letters can be arranged in the order of thirds: CEGB. C is the chord root of the
Cma7 chord. The letters of the Am7 can be arranged in thirds: ACEG. A is the root of the Am7 chord.

The letters of the E7#9 chord do not form a series of thirds. It is an incomplete chord, missing a “B” note.
Additionally, the “G” note would need to be spelled F double sharp (F*). The complete E7#9 chord would be
spelled “E, G, B, D, F¥”.
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Cma7

]| Am7

IX E7#9 VI

| o#]

[ e |
Gc| G E|D

E

G

I

Each “series of thirds” referred to below should be conceived by arranging the notes in thirds as described

above.

Recognizing Scale Tone Chords

You should memorize the major scale tone triad pairs below. Some pairs are unique and others occur on multiple
steps of the scale. In either case, it will be very useful to know the possibilities. Major scale tone pairs are a great
resource in identifying major scale tone chords with missing tones. You may not realize the usefulness of major
scale tone triads until you begin harmonic analysis.

Major Scale Tone Triad Pairs

root movement
stepwise

thirds

perfect fourths

Triad pairs for other seven tone scales are shown in the Appendix D.

chord types
Major to minor

Major to Major
minor to minor
minor to Major
dimin. to Major

Major to minor
Major to dimin.

minor to Major

dimin. to minor

Major to Major

minor to Major
minor to minor

dimin. to minor

© 2001 Jim Gleason.

chord pair

1 IIm
V VIim
v Vv

IIm IIm
IIIm IV
VIIdim I

I IIIm
IV VIm

V  VIldim
IIm IV
IIIm V
Vim I
VIIdim IIm

1 v
\'% 1
IIm V
IIm VIm
Vim IIm
VIIdim [IIm

between roots

1 step (2 frets)
1 step

1 step

1/2 step (1 fret)
1/2 step

1/2 step

2 steps (4 frets)

2 steps

2 steps

1 1/2 steps (3 frets)
1 1/2 steps

1 172 steps

1 1/2 steps

2 172 steps (5 frets)
2 1/2 steps
2 1/2 steps
2 172 steps
2 1/2 steps
2 1/2 steps

Key of C

C Dm
G Am
FG
Dm Em
Em F
Bdim C

C Em

F Am

G Bdim
Dm F
Em G
Am C
Bdim Dm

C F

G C
Dm G
Em Am
Am Dm
Bdim Em

Key of A

A Bm
E F#m
DE
Bm C#m
C#m D
G#dim A

A C#m

D F#m
E G#dim
Bm D
C#m E
F#m A
G#dim Bm

A D

E A
Bm E
C#m F#m
F#m Bm
G#dim C#m

All Rights Reserved.



page 126 Chapter 13: Identifying The Chord Root

UsaBLE MAJOR ScALE-ToONE CHORDS

The chart below lists all the practically usable chords that can be constructed on each step of the major
scale. Major scale steps are numbered in Roman numerals across the top of the chart. The specific chord that
would occur on any particular major scale step using only tones of the major scale is listed below the roman
numeral and the chord type is indicated at the far left. The chord names in the left column (such as “triad”
and “seventh”) indicate a general type of chord. The specific chord type that occurs on each scale step is
shown beneath the respective roman numeral.

Usable Major Scale Tone Chords

type I 11 111 IV \% VI VI
triad . ........ major ....minor....... minor ..... major ....... major . ...... minor ......... diminished
seventh ...... ma7 ..... m7 ......... m7........ ma7 ......... T oo m7............ m7b5
ninth ........ 9 ... mo......... — ma9 ......... 9 L mo............ —
eleventh . ... .. — .. mll ........ — maS#11 ...... ) ) mll........... —
thirteenth . . . .. — .. ml3........ — mal3#11 ..... 13 ......... — —
I1no3 ...... — .. 11n3 ....... — — 11n3 ....... IIn3 .......... —
13no 1l ..... 13n11 ...ml13nll ..... —_— 13nll ....... 13nll ...... — —

sixth ........ 6 ....... mé6......... — 6 .. 6th......... — —
add9 ........ 9 . m/9 ........ — 9. 9. m/9 ........... —

6/9 (pentatonic) . 6/9 ... mé6/9 ....... —_— 6/9.......... 6/9 ......... I —

sus.d ........ sus.4 ....sus4d ....... sus.4d ...... — sus.4d ....... sus.d ... —

sus.2 ........ sus.2 ....sus.2 ....... — sus.2 ........ sus.2 ....... SUS.2 ... —
Tsusd ....... Tsus.4 ...7sus4 ...... Tsus4d ... .. — Tsus4d ...... Tsusd ... .. —

7/11 (pentatonic) .7/11 ... .. m7/11 ...... m7/11 ..... THIL ... .. 7L m7/11 ......... m7/11b5
13sus. ....... — .. 13sus4 ..... — 13#11sus2 ...13sus4 ..... — e —
13sus. ....... — .. 13sus4 ..... — 13#11sus2 13sus4 ..... — e —

Usuable chords for other seven tone scales are shown in Appendix D.

Incomplete Chords

When a chord is voiced without certain tones, its name can indicate the missing tones. If such an indication was
not included in the chord name or if you weren’t given the chord name, you will need to determine which tone
or tones is (are) missing.

SymsoLs For MissiNG CHORD TONES

symbol meaning symbol meaning

nr no root n9 no ninth

nS no fifth nll no eleventh
n7 no seventh

© 2001 Jim Gleason. All Rights Reserved.
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““No Root” CHorDS DETERMINED BY STYLE AND CONTEXT

When you are not given a chord name, you may often need to consider the possibility that the chord has a missing
root. The missing root would usually be a third below the lowest tone in a series of thirds. Only consider the
missing root when the larger chord it defines would be appropriate to the style of music in which it is involved.
The missing root may be played by the bass on another instrument.

Tertian Chords Without a Root

When the tones of a chord can be arranged into a series of thirds, also consider a “missing” chord root a major
third or a minor third below the lowest tone in the series. The resultant chord may be more typical of the style in
which it is used and/or may establish a more logical chord root progression.

Dm7nr | Dm7 | Dm9nr | Dm9 | A9nr IX Ag IX
[1 [+ [1 B CmaZ7nr | Cma7 | E B
2 2 2 2 | [ 2 2
3 3 3 3 2 2 3 3
| 3 |
4 4 4 4
o}
i I I g n
A \ — -~ i i |
[ fan) | | 1 Il |
¥ \ 2 \ \ i
>3
 — ¥ 9 7 7
1 1 1 1 43 43 8
A 2 2 Z Z i i 9 ;
iy 3 3 3 3 2 1 i
D J J J

No root chords constructed in thirds are usually compete chords without the root under a different name. Dm7
no root is F major. Dm9 no root is F major seventh.

The Dm7 chord in the example above uses every other tone of a C major scale from “D” to “F” (D, F, A, C).
Without the “D” note, it could be an F major chord or a Dm7 no root chord. The Dm9 chord in the example above
uses every other tone of a C major scale from “D” to “E” (D, F, A, C, E). Without the “D” note, it could be an
F major seventh chord or a Dm9 no root chord. In a chord progression where the Dm7 or Dm9 chord would be
more typical, such as “Dm7(9) G7 Cma7”, you might suspect the “Dm7 no root” or “Dm9 no root” chord.

To be able to recognize no root chords constructed in thirds, you should memorize the following:
* the definition of fertian chords, which are chords constructed strictly in thirds, following the numbered
scale tone cycle 1,3,5,7,2,4,6, 1, etc.

* the seven major scale tone tertian triads: I major, II minor, III minor, IV major, V major, VI minor, VII
diminished

* the tertian cycle of triads: I major, III minor, V major, VII diminished, II minor, IV major, VI minor, I
major, etc.

 the seven major scale tone tertian seventh chords: Ima7, IIm7, [Ilm7, [Vma7, V7, VIm7, VIIm7b5
* the tertian cycle of seventh chords: Ima7, [llm7, V7, VIIm7bS5, IlIm7, [Vma7, VIm7, Ima7, etc.
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Suspended Chords Without a Root

“No root” chords with a suspended fourth or suspended second could not have their tones arranged in a
continuous series of thirds. In place of thirds, suspended second and suspended fourth chords cause major second,
perfect fourth and/or consecutive perfect fifth intervals. Two consecutive perfect fifths, would be an interval of a
perfect fifth occurring above the upper tone in a perfect fifth, such as (C up to G, up to D).

Asus.4nr Asus. 4 A A7 sus. 4 nr A7sus. 4 A7 Asus.2 nr Asus.2 A A7sus.2 nr A7sus.2 A7
Q I i I 1
3

(s # # Z # #
KV p=| = p=|

D))

T 2 2 5 3 3 3 o n 5 3 3 ]
- ) ] A ) P 2 Y Y A 3 p 2 | |
A A P4 % / A 9] % P4 i 9] | |
n 7 7 7 [ |
b | |

MissiNg ToNeEs WITHIN A SERIEs OF THIRDS

Two notes a fifth apart can constitute a triad without a third. With an awareness of scale tone triad pairs covered
earlier, the surrounding chords can suggest the quality of the completed triad. It can be useful to know what the
completed chords would be for the purposes of improvisation and arranging. In improvising, you would typically
emphasize the notes of the completed chord in your melody. In arranging, you may want to use a more complete
chord in another instrument part.

No Third Chords

Power Chords. Perfect fifths are often used in modern hard rock. They are typically referred to as “power
chords”. Though you may not need to complete the chord in the accompaniment part (it may in fact be inap-
propriate for the style), it would be useful to know what the completed triad.

In the example below, the G major scale tone chords are complete triads. Compare the chords in the power chord
example to their counter parts in the G major scale-tone chords to find that each chord is missing its highest note.
These G major scale tone chords are voiced with their roots as the lowest pitch, their fifths as the middle pitch,
and their thirds as the highest pitch.

power chord example G major scale-tone chords
G Am Bm C D Em F#dim G
h 4 | o I J . @
dFa o NN lo o o ﬁ .
o221y o = = - .

o B -

_o 3 2 i |
A 17— 0w
= % PP | - % 3 i 9 10 12
B2 159 s .
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Ninth, No Third. The example below shows a major ninth chord without a third. It could also be named as a
major triad on the fifth, with its fourth in the bass (A major triad with D bass).

Dma9 n3 'V A/D \'}
HEE 4 ||

7 3
5 | L

5

No Fifth

Chords with four or more different notes often have no fifth. Like the root, it can be suggested in the context of
the progression (imagined by the listener) or may be played by another instrument. In the example below, the
first three chords are missing their fifths. In the last three chords, each chord has the same notes as the version to
its left with the same name with the fifth included. The fingerings had to be changed radically to allow fingering
the notes.

pD7#9 IV G133 WMl cma9 |l D7#9 IX Gi13 WMl Ccma9 VI

|3! 1b7I [ 3] ] |3||| 1b7! [3]2]
1| b7 3 1 2 1 |b74#95 3 1 5

HEES L] LIf7 ] LLTT] sel L7 1]

“No Seventh” Is Not Commonly Used

Chords without a seventh are given add-tone names that exclude the seventh. This is done because the seventh is
so important in the basic character of a seventh, ninth, eleventh or thirteenth chord (notice the odd number series).
When the seventh is omitted, the chord is named regarding all of the notes below the seventh with an additional
reference to the notes above the seventh. For example, “1, 3, 5, b7, 9” without the seventh is called “major (1,
3, 5) add nine”.

When the thirteenth is added without the seventh, the thirteenth is referred to as a sixth. For example, “1, 3, 5, 9,
13” would be called major sixth, add nine (rather than thirteenth, no seven, no eleven).

Cl - | C6/9 |

(98]
(o))

—_

l—1 ©

S YA —
—_

||
95
| ]
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No Ninth

A missing ninth in a thirteenth chord is designated with “no ninth”. When an eleventh chord is missing its ninth,
it is referred to as “seventh, add eleven”, usually written “7/11). There are various types of seven add eleven
chords, including “7/117, “m7/11” and “7/#11”.

Amlln9 V  Am7/11 'V Al13n9nll V

1116713 5 1116763 5 HEd
3
s | |13

No Eleventh

A missing eleventh in a thirteenth chord is designated with “no eleventh”. No eleventh chords may also be
referred to as seventh or ninth chords with an added sixth (the sixth is the same tone as the thirteenth).

Al13n5,n11 V A6V
Al13n9,n11 V A76  V 1 1

1| o7 | 1| o7 | b7 | b7 |
3 3 3 3
s || s || [ 139 [ 130

Add-Tone And Suspended Chords

AbpbD ToNE CHORDS

Sixth Chords

When the bass part or chord name indicates that the next-to-lowest tone in a series of thirds is the chord root, it is
a sixth chord. The series of thirds would be conceived by arranging the chord tones in thirds. Sixth chords can
also be names after the lowest tone in the series of thirds, which would make it some type of seventh chord.

C6 IX Am7 IX cm6 VI Am7b5 IX
HER HER b3 b3
516 b7b3 | 1
[ []] [ []] 51]6 b7b3 | 1

C6 IX Am7 IX cmo VI Am7b5 IX
[ 1E | HER Eb Eb
Gc | a Gc | a
[ 1]] [1]] GeCc|a GeC | a

thirds: ACEG thirds: A CEb G
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Add Nine Chords

Ninths can be added to triads and to sixth chords. “/9” designates “add nine”.

A dim.7/9 IV
A9 V. Aam9 V 1 A dim.7/9 IV

[ s b3 5 o [ [] []6]bs
3 s o[ [ws
I

1

Multiple Added Tones

Usually, when you indicate multiple added tones in a chord name, the alternate name would be complicated also.
The alternate name usually would have to specify missing tones.

E7/6/#11 1X  E13#11 n9 IX E13#11 n9 IX
1 1

6 6 1

3 | s 3 [ [#n 223
[o7] ] [o7] | [4]]

fingers

SusPENDED CHORDS

When you are unable to arrange the tones of a chord in thirds but instead have a series of three notes that are
second and a fourth apart, suspect a suspended chord.

Suspended Fourth Chords

A suspended fourth triad has tones a perfect fourth and a perfect fifth above the root. A seventh suspended fourth
chord has tones a fourth, fifth and seventh above the root.

A sixth suspended fourth chord is better named with its fourth as a root, where it would be a major add nine
chord.

Suspended Second Chords

A suspended second chord has tones a major second and a perfect fifth above the root. The notes of a suspended
fourth chord may often be arranged so that the first two intervals above the lowest tone are a second and a fourth,
where the chord might be a suspended second type. A fourth tone must usually qualify as a seventh, but can be
a sixth.

A sixth suspended second chord is better named with its second as a root, where it would be a seventh suspended
fourth.
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Synthetic Suspended Chords

Suspended Sharp Four. A suspended chord can include a sharp four, instead of a fourth. The sharp four would
resolve to the major third.

Major Seventh Suspended Chords. A major seventh chord can have its third suspended by replacing it with a
fourth or second.

Minor Major Seventh Suspended Chords. A minor major seventh chord is a minor chord with a major seventh
(1b3,5 7). Like the major seventh, it can have its third suspended by replacing it with a fourth or second.

Diminished Seventh Suspended Chords. A diminished seventh chord can have its third suspended by replacing
it with a fourth. However, this produces a two synonyms which may be better names: m6 on the b3 of the dim.
7 sus. 4 or m7b5 on the b5 of the dim. 7 sus. 4.

ComsINED ADD ToNE AND SusPENDED CHORDS

These are usually better named with another chord tone as the root.

Sixth Suspended Fourth

These types were mentioned earlier. A sixth suspended fourth chord is better named with its fourth as a root,
where it would be a major add nine chord. A sixth suspended second chord is better named with its second as a
root, where it would be a seventh suspended fourth.

Add Nine Suspended Fourth

These could also be named suspended 2/4.

Seventh Or Ninth Add Tone With Suspended Fourth

Seven add 6 suspended fourth becomes a minor ninth no fifth with its fourth in the bass.

Ninth add 6 suspended fourth becomes a minor ninth with its fourth in the bass.
Synonyms

INTERVAL NAME VERSUs TRIAD, No FiFTH

A major triad without a fifth is a major third. A minor triad without a fifth is a minor third. A suspended fourth
chord without a fifth is a perfect fourth.
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RELATIVE SIXTH AND SEVENTH

Relative Major Sixth and Minor Seventh

A major sixth chord changes to a minor seventh by assigning the sixth as the root. Conversely, a minor seventh
chord changes to a major sixth by assigning its third as the root.

Relative Minor Sixth And Minor Seventh Flat Five

A minor sixth chord changes to a minor seventh flat five by assigning the sixth as the root. Conversely, a minor
seventh flat five chord changes to a minor sixth by assigning its third as the root.

RePEATING INTERVAL CHORDS

Augmented Triad

Each tone in an augmented triad is a major third above and below the next. It is a “stack” of major thirds.
Fingerings may be inverted by moving up and down the fretboard in intervals of a major third (four frets, not
counting the one you begin on).

Diminished Seventh

Each tone in an diminished triad is a minor third above and below the next. It is a “stack” of minor thirds.
Fingerings may be inverted by moving up and down the fretboard in intervals of a minor third (three frets, not

counting the one you begin on).

Seventh Flat Five

Each tone in 7b5 chord is a diminished fifth (“»5”") above and below the next. Fingerings major be inverted
by moving up and down the fretboard in intervals of a diminished fifth (six frets, not counting the one you
begin on).

Ninth Flat Five, Sharp Five

Each tone in an 955 chord is a diminished fifth (“ 5”°) above and below the next. It is a “stack” of major seconds.
Fingerings shouldn’t be, but can be inverted by moving up and down the fretboard in intervals of a major second

(every other fret). Inversions with the b7 and 9 in the bass should be avoided.

FLAT FIVE SUBSTITUTES

Many chords with altered fifths and/or altered ninths which include a flatted fifth can also be named with the note
on their flatted fifth as a root. The 7b5 and 9b5#5 chords mentioned above are flat five substitutes.
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INcoMPLETE VERSUS SUSPENDED CHORDS

Ninth No Third Versus Seventh Suspended Second

If the second resolves to the third, use the suspended second name. Otherwise use ninth no third if the chord
sounds resolved in context or use the seventh suspended second name if it sounds unresolved in context.

Eleventh No Third Versus Ninth Suspended Fourth

If the second resolves to the third, use the suspended second name. Otherwise use eleventh no third if the chord
sounds resolved in context or use the ninth suspended second name if it sounds unresolved in context.

Thirteenth No Eleven Versus Ninth Add Six

You should usually use the thirteenth no eleven version of the name, since it is more common. However, the ninth
add six name is more precise.

Thirteenth No Nine, No Eleven Versus Seventh Add Six

As with the chord above, usually use the thirteenth no nine, no eleven name, since it is more common, though the
seventh add six name is more precise.

CHorD NAME DEecisions MADE AccorpING To STYLE AND FAMILIARITY

Sixth chords are typical of swing music (early to mid twentieth century jazz dance music). In an ambiguous
situation, where it is difficult to decide whether to name a chord as a minor seventh or as a major sixth, use the
sixth version if the music has elements of swing.

Steely Dan music uses a lot a major ninth no third chords. They could be called major seventh, suspended second,
but in context, they sound resolved, so they should use the major ninth no third version of the chord name.

If the music reader will be able to voice chords well, use specific versions of names like “7/6”, instead of the
synonym 13 n9nl1 (thirteenth, no nine no eleven).
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THE THIRD, THE SEVENTH & WHAT’S IN THE NAME

To summarize which tones need to be included in a chord, this phrase works: “The third, the seventh, and any
note referred to in the chord name”.

OmiITTED TONES

The Imagination Fills In For Omitted Tones

Except for an omitted root, there are usually options for what the omitted tone could have been. An omitted third
could be a major third or a minor third. An omitted fifth could have been a perfect fifth, an augmented fifth or
a diminished fifth. When the chord from which a note was omitted is part of a group of chords which derived
from a seven tone scale (such as the major scale), the omitted tones tend to suggest the version implied by the
harmonized seven tone scale. A thorough knowledge of the usable chords constructed from the major scale is
very useful in determining the likely quality of an incomplete chord. See Chapter 13, Usable major Scale Tone
Chords and Appendix G: Scale Tone Chords.

The Root And Fifth Can Be Omitted

The root and fifth of a chord are so obvious that they can often be omitted. The listener will imagine them within
the context of the music. This is more true for chords of four or more different notes. Triads sound better with
all three notes included.

Twelve Bar Blues In C Example. In the rhythm guitar part of Twelve Bar Blues In C example below, no “C”
note is ever played, yet most listeners can easily tell that the piece is in the key of “C”. Not only is the root of the
C9 chord omitted, every occurrence of the “C” note was omitted. Each chord is played for one bar.

C9nr VI FOn5 VIIL C9nr VI C9nr VIIL F9n5 VI Fons VI
12 | [1]] t]2 | t]2 | [1]] [1]]
3|4 2 |34 3|4 3|4 2 |34 2 |34

[ | [ | [ |

HEERE [ ] HEERE I

COnr VI C9nr VI G7/605VIl F9n5s VIIL C9nr VII G7/6n5VII COnr VII

1 [2] 1|2 ] 1 ][]z [1]] 1|2 ] [1] 1 [2]
l

0 OO0 OO0 OO OO e O

Two Five One In C Example. In the rhythm guitar part of Two Five One In C example below, the fifth of each
chord is omitted, yet the chords sound relatively complete. Each chord is played for two beats.

Dm7n5 V G7n5 IV Cma7n5ll Am7n5V  Dm7n5 V G7n5 IV Cma7nsll

2 |2 ] [ 1 1] ] 1 1 2 |2 ] [ 1 1] ]
4 2 4 2 2

I [ ][4 | 4 l [ ][4 | 4
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THE EssenTIAL THIRD

In chords with a perfect fifth (which most chords do), the third determines whether the chord is basically major or
minor. A chord with a perfect fifth and a major third (83) gives the chord a bright mood and make the chord major.
A chord with a perfect fifth and a minor third (>3) gives the chord a dark mood and makes the chord minor.

When the third is missing (yet the chord has a perfect fifth), the missing note may be present in neighboring
chords, which would suggest that the chords quality, but not as distinctly.

THE ESSENTIAL SEVENTH

The seventh determines the upper coloring of the chord. A major seventh (§7) chord tone creates a dissonance in
being a half step below its root, and usually has a lower scale-tone neighbor is down a whole step (sometimes one
and one half steps). A minor seventh (v7) chord tone often has a lower scale-tone neighbor down a half step, with
creates tension and suggests a downward resolution.

Two Perfect Fifth Intervals Within Major Seventh and Minor Seventh Chords

A major seventh chord has a major seventh (i7), perfect and major third above the root. This constitutes two
perfect fifths: from the root to the fifth and from the major third to the major seventh. Likewise, a minor seventh
chord has two perfect fifths: from the root to the fifth and from the minor third (»3) to the minor seventh (+7).

A Dominant Seventh Chord’s Tritone Between Its Third And Seventh

A tritone is a diminished fifth interval, so called because it is three whole tones. A dominant seventh chord (1,
3, 5,b7) has a tritone between its third and seventh, which creates dual tensions. The third in a dominant seventh
chord usually leads up a half step to a tone in the chord that follows it. The minor seventh (>7) in a dominant
seventh chord usually leads down a half step to a tone in the next chord.

The Sub-Triad Defined By The Seventh

A sub-triad is a group of notes which can be extracted from a larger chord and which, by themselves, form a
complete triad. The addition of a seventh to a triad defines the quality of a sub-triad created by the third, fifth and
seventh of the chord. Here are the sub-triads created by common seventh chord types:

seventh chord type formula sub-triad on root sub-triad on third
major seventh 1,3,5,7 major minor

dominant seventh 1,3,5,b7 major diminished

minor seventh 1,b3,5,b7 minor major

minor seventh flat five 1,b3,b5,b7  diminished minor

diminished seventh 1,b3,b5,h7  diminished diminished
dominant seventh flat five 1,3,b5,b7 major b5 1,2,b5

dominant seventh sharp five 1, 3, 45,b7 augmented major b5

minor (major seventh) 1,b3,5,b7 minor augmented

© 2001 Jim Gleason. All Rights Reserved.



page 138 Chapter 14: Essential Chord Tones

NumBeReD ToNEs INDICATED IN THE CHORD NAME

Odd-Numbers Or“6” Immediately After The Letter Name

The letter name part of a chord name may be followed by a flat or sharp, such as “Bb” or “C§’. When one of the
odd numbers seven, nine, eleven or thirteen appears immediately after the letter name, they imply that the chord
contains all odd numbers up through that number. A seventh chord contains a root (1), third (3), fifth (5) and
seventh (7). “9” implies 1, 3,5,7,9. “11” implies 1, 3,5, 7,9 and 11. “13” implies 1, 3,5, 7,9, 11 and 13.

Major Seventh Type Chords. If “ma”, “maj”, “major” or “A” appears between the letter name and the odd
number, the chord has a major seventh (77, as opposed to ‘“47”). This constitutes a major seventh type chord,
since it includes the numbered tones for a major seventh: 1, 3, 5 and 7. Examples: Cma7, Cma9, Bbmaj7,
Bbma9#11.

Dominant Seventh Type Chords. If nothing appears between the letter name and the odd number, the chord has
a flatted seventh (v7) and a major third (#3). This constitutes a dominant seventh type chord, since it includes the
numbered tones 1, 3, 5 and b7. Examples: C7, C9, Bb7, Bbo#11.

Minor Seventh Type and Half Diminished Chords. If “m” appears between the letter name and the odd
number, the chord is minor and has a flatted seventh. This constitutes a minor seventh type chord, with 1, b3, 5
and b7. If the chord also has a flatted fifth (containing 1, b3, b5,b7), it is a minor seventh flat five, sometimes called
a half diminished chord (“full” diminished would be 1 b3, b5bb7 or 13, b5, 6). The symbol “?” is used to indicate
half diminished. Examples: Cm7, Cm9, Bbm7, Bbm7b5, Bb%7.

Minor, Major Seventh Type Chords. If “m(ma7)”, “m(maj7)”, “m(major 7)”, “m(#7)”, “m(nat7) or “m(natural
7) appears immediately after the letter name, the chord is a “minor, major seventh” type with 1, b3, 5 and 47.
Examples: Cm(ma7), Cm(i7), Cm(maj7).

Likewise, if “m9(ma7)”’, “m9(maj7)”’, “m9(major 7)”, “m9(ﬁ7)”, “m9(nat7) or “m9(natural 7) appears
immediately after the letter name, the chord is a “minor ninth, major seventh” type with 1, b3, 5, &7 and 9.
Examples: Cm9(ma7), Cm9(7), Cm9(maj7).

Sixth Type Chords. If “6” appears immediately after the letter name, the chord is a sixth type with 1, 3, 5 and
6. Examples: C6, Db6. If “m6” appears immediately after the letter name, the chord is a minor sixth type with
1, 3,5 and 6. Examples: Cm6, Fm6.

Altered Tones

Altered tones are shown at the end of a chord name. They are usually altered fifths or ninths, but can also be
sharped elevenths.

In the rare cases where a chord is altered and suspended, the altered tones are next-to-last in the chord name,
followed by the indication of suspended fourth or suspended second. For example, 759 sus.4 (seventh flat nine,
suspended fourth) includes the altered tone ‘49 which is shown just before the “sus. 4” indication at the end.

Added Tones

The most typical added tones are sixths and ninths, but can also be elevenths or (rarely) flatted sixths.
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Suspended Tones

In a suspended chord the third is replaced with a second or fourth (most commonly the fourth). The third it
replaces could be a major third (“43”) or a minor third (“»3”). Suspended chords imply, but do not demand
resolution to (being followed by) the same chord with the third instead of the second or fourth.

Suspended Fourth Type. When “sus4” or “sus” is shown in a chord name, it indicates that the third of the
chord has been replaced with the fourth. The “default” version of a suspended chord is the suspended fourth,
although suspended second chords are becoming fairly common. “Csus4” would include “C”, “F” and “G” notes,
expressing the chord formula “1, 4, 5.” “Cma7sus4” would include “C”, “F”, “G” and “B” notes (1, 4, 5, 7).

Theoretically, a suspended chord could replace the third with an augmented fourth (#). This would be called
“suskd”. “C7susbd” would include “C”, “F#”, “G” and “B>” notes, expressing the chord formula “1, $4,5,b77.

Suspended Second Type. When “sus2” is shown in a chord name, it indicates that the third (major or minor)
of the chord has been replaced with the second. “Csus2” would include “C”, “D” and “G” notes (1, 2, 5).
“Cma7sus2” would include “C”, “D”, “G” and “B” notes (1, 2, 5, 7).

Combinations

Chords can have combinations of altered, added and suspended tones. Here are some examples:

chord name chord formula letter names in C
C7b9sus4 1,4,5,b7,b9 C,F G, Bb, Db
C6/9sus4 1,4,5,6,9 C,EGA,D
C7/6#5 1,3,45,6,b7 C.E.Gh A. B

Implied Chord Tones

A chord name can imply tones in the triad part of the chord. This includes “augmented”, “diminished” and
“suspended” as part of a chord name.

AUGMENTED

Augmented chords imply a sharped fifth (#5) and a major third (3). An augmented triad may be indicated with
either “aug” or “+” after the letter name of the chord,. C augmented (C, E, G#) could be written “Caug” or “C+".
Seventh, ninth, eleventh and thirteenth chords can use the “aug” or “+” symbols (C13aug or C13+), but it is better
to use “#5” after the chord name (C13#5).

DIMINISHED

Diminished Triads. Diminished chords imply a flatted fifth (b5) and a minor third (»3). A diminished triad may
be indicated with “dim” after the letter name of the chord,. C diminished (C, Eb, Gb) should be written “Cdim”.

Diminished Seventh Chords. The formula for a diminished seventh chord is “1, b3, b5, »7”. Diminished seventh
chords should be referred to verbally as “diminished seventh”, not “diminished”. A “Cdim7” chord would contain
the notes “C”, B»”, “G»” and “BW” (= A).
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You may be wondering why the “B%” note in the “Cdim7” chord is not called “A”. Me, too. A simpler name for
the diminished seventh chord would be “m6>5” (minor sixth, flat five). The diminished seventh name was coined
at a time in the evolution of music that four note chords (four different notes) were all to be some kind of seventh
chords, since there were few fourth note chords in use.

Diminished seventh chords are diminished triads with an added double-flat seventh (%7), which is the interval of
a diminished seventh above the chord root. A “diminished seventh” interval is a half step smaller that a minor
seventh interval.

Half Diminished Seventh Chords. The formula for a half diminished seventh chord is “1,b3,b5,b7”. They can
be written “m7b5” or “@7” (Cm7b5 or CA7, for example). I prefer the name “m7b5. It is more explanatory. A
“Cm7b5” chord would contain the notes “C”, B>, “Gb” and “Bb”.

Half diminished seventh chords have a diminished triad as their basis, but have a flatted seventh (b7) instead of a
double flat seventh. So, the tone added to the diminished triad is a minor seventh interval above the root, instead
of a diminished seventh.

SUSPENDED

If a chord name uses the word suspended or the abbreviation “sus.” without a number following it (such as sus. 4),
you should assume that it is a suspended fourth. See “Numbered Tones Indicated In The Chord Name/Suspended
Tones” above.

Essential Chord Tone Charts

On the following pages, each set of essential tones is shown with a filled circle (black dot). The options for tones
added to those essential tones are shown with empty circles (white dots). Each diagram can generate many chord
fingerings, sometimes over twenty!
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1. Dominant 7th Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.
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2. Minor 7th Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.
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3. Major 7th (A7)Type Chords

Blackened dots are essential chord tones, circles are optional chord tones.
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4. Add 9 (/9), Minor Add 9 (M/9), 6, M6 6/9 & M6/9 Chords.
Blackened dots are essential chord tones, circles are optional chord tones.
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5. Suspended Type Chords

Blackened dots are essential chord tones, circles are optional chord tones.
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6. Whole Tone Chords: 7#5, 7b5, 945, 9bS5.
Blackened dots are essential chord tones, circles are optional chord tones.
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7. Other Altered Dominant Chords
Blackened dots are essential chord tones, circles are optional chord tones.
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8. Diminished Type Chords
Blackened dots are essential chord tones, circles are optional chord tones.
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9. Minor Major Seventh (Minor Natural Seventh) Chords
Blackened dots are essential chord tones, circles are optional chord tfones.
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What Is Inversion?

HArRMmONY IN THIRDS

Before going into the specifics of chord inversion, you need to know the fundamentals of chord construction in a
harmonic sense. The fundamental unit of harmony is the third. Chords are typically constructed with consecutive
notes from a cycle of thirds. The cycle of thirds is shown below in numbers and in letters. If this is not familiar
to you, review Chapter 12: Structural Chord Types.

tertian
cycle of

tertian
cycle of

numbers letters

CHANGING THE ORDER OF PiTCH

The most notable tones of a chord are the usually the lowest and highest pitches. Most commonly, the lowest
pitch in a chord is the note after which it is named and is called the chord root.

Root Position

If the root of the chord is the lowest pitch, the chord is said to be in root position. When the root is not the lowest
pitch, the chord is inverted. See the diagrams below.

First Inversion

If the third of the chord is the lowest pitch, the chord is said to be in first inversion. If the chord is a suspended
fourth, with the fourth as the lowest pitch, the chord is in first inversion. If the chord is a suspended second, the
second as the lowest pitch would make it in first inversion. See the diagrams below.

Second Inversion

If the fifth of the chord is the lowest pitch, the chord is said to be in second inversion. See the diagrams below.

© 2001 Jim Gleason. All Rights Reserved.
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C \'} C Xl C VI C 1]
1 1 | 1 1
root position 2
3 3 3 | 34
4| 4| 135 135
135 1 35
C X C \") C Xl C VIl
11 11 1| [ 11
first inversion 2 2
3 3 3] I
351 351 351 351
C | C IX C \'} C Xl
[ ]1 [ ]1 111 1|2
second inversion 23 23 3
[ [ | I
513 513 513 513

Third Inversion

SEVENTH AND SixTH CHORDS

If the seventh or sixth of a chord is the lowest pitch, the chord is said to be in third inversion. The other inversions
are numbered the same.

root position first inversion second inversion third inversion
C7 ]} C7 | C7 \' c7 VI
T3 T3 RN 171
2 2 2
3| 4 3| 4
T ]

1 5b73 3b71 5 51 3b7 b73 5 1
root position first inversion second inversion third inversion
Co6 | (6} | (6} \'} (6} \'}

BE T3 111 1T

1 23 23

4 4

l 3

3[4 | I
1563 3615 5136 6351
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SusPENDED 2/4 CHORDS

Chords with a suspended second and fourth are not universally accepted. It is standard that the fifth in the bass
makes a chord second inversion, but the suspended 2/4 chord presents a problem. It is debatable how they should
be treated in regards to inversion. Should the second in the bass make it first inversion, or should the fourth.
Probably the second, but if so, would the fourth in the bass make it second inversion or third inversion?
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f grid search ]

8 pos root

(1) (g .[SEﬂrch by name][culumn][ pagij

_ m pnsmnn ; 0 B-1
@)@  C major EE—
X X X (3) (A root chordtype (o) (et o
X (1) (BY) types -@. serial no. 151351
(majurH m|nurH dimn. ]_(maj;hEH L H 5'-1_54]
X X (&) ma7 m7 m7b5 7 7h5 7#  J={ 7susd
mad m3_—_ mobs 3 945 9# - 9susd
(mad# D=(_m11_J=(_m11b5 J=(_11n3 J={_5#11 ) 13susd
(9) (mat3# DH_m13 J—a— 13 }-(13#11](?h9#11][?b95us41
(_6_J=(_mé )=(_dim7 ) 6#11) (7#9#11 ) (13b9susd
6/9 m6/9 }— dim7/3
(mad/6 )={_m3/6_J—_13b9 J=_9/6 Hﬂﬁ,@w
L L) (B8 _mB ) (763 ) (78 ) (7bsh3) (7#b9) (_7n3 )
fculumn][ page

ma7#l 1 m?f11Hm?!11b§)-( 711 ) (7b5#9 ) (7#549) (_9n3 )

eEECEECREEE @@E@

C major VIl ma7 /6 = m7/6 7/6b3 7/6 7/6b5 = 7/6##11 M7 /Bsus
] 5 1 [ma?bE] [m;ma?ﬂ[m;ma?;b$ [EbEbQ#ﬂ][EﬁbQ ][ma?niﬂ
(madb5) (mI(ma7))(m3(ma7}b5)i7bIHI)
3 [ma?!ﬁbg[m;ma?yﬁl
5 1 [mar#5 )(m3(ma7 )/6
ma3#s I [ mar G6#11
(1305b3)( 1365#3]
s 1.3 51 ©2001 Jim Gleason. All Rights Reserved.

Search By Chord Name

Click the “search by name” button. It is on the top center of the search view.

Click a button for the chord root in the vertical column of letter buttons (Ab, A, A#, Bb, B, BE, C, etc.).
Optionally, you can enter the chord’s letter name in the “root” field (no spaces, slashes or periods).

Click a button for the chord type from the larger block of buttons (the top horizontal row begins “major”,
“minor”, “dim.”) . Optionally, you can enter the chord type in text.

Option: type in a position (Arabic number). The position field is immediately to the right of the grid
search button.

Click on the “column” or “page” view button to the right of the “search by name” button. Do not click
the “find” button, since it does not include some of the discrete criteria that the “search by name” button
provides. Clicking the find button will usually give you more results than you want.

The chord fingerings will be shown.

© 2001 Jim Gleason. All Rights Reserved.
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Search By Chord Grid

e Click the “grid search” button. It is on the upper left of the search view.

e Type in a position number (Arabic). In this case, the position is not necessarily the same as the “strict
vertical position” referred to in Chapter 8. This position number represents the lowest-numbered fret
being fingered.

e Click the notes on grid. Only click one note per string. At least one note must be on the top fret.
e Click on the “column” or “page” view button between the grids. I prefer the page view.

e The chord fingerings will be shown. If you are using the page view, there may be more than one page of
results. If so, click the lower book page icon on the top left of the screen to advance to the next page or
click the upper book page icon to revert to the previous page.

Navigation And Keyboard Shortcuts

The Vertical Control Area — e popup menu to change views
Clicking on the show/hide button on the lower left of all
screens (shown below) hides or shows the vertical control <€ book page icon to change pages
area on the left. =
1
Records:
E P <@— total records
Faund :
sog <@— found records

The viewing mode is shown just to the right of the show/hide
icon. The view modes are “browse”, “find”, and “preview”. Sorted @& sorted/or unsorted condition
During a search, the view mode button will say “find”. When
you have clicked “column”, it will say “browse”. When
you have clicked “page”, it will say “preview”. When the
vertical control area is in view, the following is possible:

* In the page view there may be more than one page of
results. If so, click the lower book page icon on the top
left of the screen to advance to the next page or click the
upper book page icon to revert to the previous page.

100 ]| «@—— show/hide control area button

click here to enlarge view magpnification
click here to reduce view magnification

view magnification

© 2001 Jim Gleason. All Rights Reserved.
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SEARCH <@— popup menu to change views

<@—book page icon to change pages

1

Records:

e <@— total records

g;";'d : <@— found records

Sorted <@—sorted/or unsorted condition

100 ]| <@—— show/hide control area button

click here to enlarge view magnification

click here to reduce view magnification

view maghnification

Keyboard Shortcuts
action Mac OS shortcut Windows shortcut
show search view command+1 control+1
show column view command+2 control+2
show page view command+2 control+2
browse (column view) command+B control+B
find (advanced user) command+F control+F
preview (change column to page) command+U control+U
print command+P control+P

© 2001 Jim Gleason.
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Advanced Searches

Grid Search By Subset
* Click the “subset” button. It is below the grid search button.

* Follow the second through last steps in “Search By Chord Grid” at the beginning of this chapter.

What Is A Guitar Chord Serial Number?

A guitar chord serial number identifies the chord with a formula number for each string, in order from sixth string
to first string. If a string has no note on it, the number “0” is used for that string. No spaces are used between the
formula numbers for each string. Here are a few examples.

serial number: serial number: serial number:
151351 030b2b5b7 Ob73610
c Vi C7b5b9nr VI C13 I
1 [ 1(1 [T1]1 1| [(2
2 2 3 34
3@ )
l
1

15 351 3 b2b5b7 b7 3 6 1

In a guitar chord serial number, each tone of the chord is expressed with a formula number. If you don’t know
what a chord formula is, please review Chapter 6. The formula numbers are expressed with one digit numbers.
An eleventh would be indicated as a fourth. A thirteenth would be indicated as a sixth. Remember, any string
that is not to be played must be represented with a zero (0). No spaces are entered between characters.

In the C major chord (VIII position) above, the serial number is straightforward. Each number represents a string
in order from sixth to first string: 151351. In the C7b5b9nr chord (“nr”” means “no root”), a zero must be entered
for the sixth and fourth strings, so the serial number is 030b2b5b7. The C13 chord must be represented with zeros
for the sixth and first strings, so the serial number is Ob73610.

Specify A Position

When conducting a search by grid, chord name or subset, you can specify a position by typing in the position field
just to the right of the grid search button. Or, enter the position by clicking on any button in the column of Arabic
numbers (1, 2, 3,4, 5, etc.). You can specify a range of positions by entering one number, two periods (*..””), then
another number. If you do a search for a single position by clicking the “find” button on the vertical control area
(visible only in “search” view), you should enter the number, click the “=" button (explained below), then click
the “find” button. Using the find button is generally not recommended, since any entry fields usually need to be
specified with the “=" button after entry. Use the grid search, text search or subset buttons instead.

How To Search For A Chord By Serial Number

Click on the “search by name” button or select “find” in the “mode” menu (command+F for Mac, control+F for
Windows). Enter the desired serial number in the serial number box, located on the upper right of the search
screen. Click a page button, column button, or type return.

© 2001 Jim Gleason. All Rights Reserved.
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The Goal Is To Not Need The CD Rom

Who needs over 64,000 chords? Most guitarists can do fine with two or three hundred chord fingerings memorized
for quick recall. However, in particular arrangements you may need any of the 64,000 to accommodate a chord
melody or harmonization with some other instrument part. The important thing is to be able to figure out all of
the options for any chord.

The Procedure

The steps below will give you an awareness of the possible chords for any given area of the fretboard.

* To be prepared to construct any chord, you must have a thorough knowledge of the material covered in
this book, including octave shapes, chord formulas, memorization of common fingerings (especially sum-
mary chords in appendix B), and essential chord tones.

* Choose the area on the fretboard in which you want to fret the chord. Usually, this is determined by a
combination of the range of pitch, the tone produced by the guitar in that area of the fretboard and practi-
cality of fingering.

* Determine the octave shape for the chord root in the area of the fretboard you have chosen.
* Chose a minimal set of essential chord tones.

» Consider options of notes that can be included with the essential chord tones, including those omitted in
determining the essential tones and doubling any of the essential tones. First consider the options on the
smallest two or three strings. You may have anywhere from one to around ten possibilities so far.

* Consider the possibilities derived so far as being a set of chords. Then consider that set with the additional
of any notes and combinations of notes that can be added on the largest three strings. There may be any
where from one to around ten possibilities for notes on the largest three strings. In many cases, this will
provide well over twenty possibilities.

* Tend to use larger intervals in the low range of pitch (on the larger strings) and smaller intervals on the
smaller strings.

* Avoid voicing the seventh in the low range. Ninths, elevenths and thirteenths should almost never be
voiced in the low range. Exceptions would include playing in ensembles where much lower instruments,
such as bass violin are playing in a much lower range of pitch, making your lower range relatively not so
low.
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First Chord Reference Charts

FirRsT 19 CHORDS

A I cC Il D Il E Il F Il G | |
[ ] [ 1 HEREEE [t []
23 4 2 1|2 23 2 1
3 3 3 2 4 2 3 4
I I I I | | [ |
Am | Dm | Em |
[ [1 [T1 []]
23 2 23
3
I
A7 | B7 1 C7 Il D7 | E7 I
[1] [t ][] []1 ] [
2 13 2 (3|4 2 2 |3 2
3 14
[ ]

The chords below are movable.

Each chord is named after its circled note.

F | Fm I Bm I B Il
1 [11 (1 111 1 [1 (1
2 2
34 34 34 333
L L L L]
G M Gm WM ¢cm WM C 1]l
1 [11 (1 111 1 [ 1 (1
2 2
34 34 34 333
L L L L1

A V Am V Dm V D Vv

—
—

w
—

w
J— )
—
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FirRsT 35 CHORDS

A I A7 | A7 | Am | Am7 I
[ ] [ ] [ ] HE [ [1
234 2 3 111 23 2
3
|
B I B7 Il B7 I B9 Il Bm I Bm7 1
1 1|1 [t ]| [ [2]]] |1 [1 [1[1]1
2 3 4 2 333 2 2
333 3 14 3 4 3
[ 1 [ ] [ | I
C |l 7 |
| [1 | [1
2 2
3 3 14
I HE
D Il D I D7 | D/F# Il Dm | Dm7 |
[ [] HE [t] L[] [ 1 [ 11
1 2 2 2 3 2 3 2
3 3 4 3
I 4 | I I
E | E7 | E7 |l Em I Em7 | Em7 |
HE HE HE | | | | I
23 23 2 23 23 2
4 4
I I
F Il F |l F7 Il Fm Il  Fm7 |
1 [ 11 [11 1 [1]11 1 111 1 [1111
2 2
34 3 3 34 3
[ I I [ I
G Il G | G7 Il GB Il G9nr |l
I I I o 1|2 ]
1 1 2 1 3 4
2 4 2 343 4
I | | [ ] I
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FirRsT 53 CHORDS

A ] A I A7 I A7 I ] Am Il amCc I Am7 I Am7 |
[ 1] 111 []] [ 1] []1 [11 []1 []1
234 2 (3 111 23 2 2 23

3 4
4 | 4 |
B I B7 I B7 I B9 I Bm I Bm7 I Bm7 |l
1 1]1 [ Lol ) [l L] [fa]a
2(3]4 [2]333 2(3]4
333 34 34 3
L[] L[] [ I

C 1| c7 I Cm7 I Cdim7 Nl
[T1 [T1 1 [T1
2 2 2

3 3|4 2 |3 3 (4

[ [ 1] [[]4 [ 1]
either chord tone
can be the root
D I|D I D7 I D/F# | | Dm | | Dm I Dm/F | Dm7 |
L] 11 (] [ [ ]1 [[1 ][] [11
12 2 2|3 2 3 2 2 2
3 4 3 3|4 4
I 4| I I L[] I
E || E7 | E7 I | Em I | Em7 I Em7 I Em7 I Edim7 Il
[ |1 [ |1 [ |1 [ [ I L] 1]2 |
23 23 2 23 23 2 23 34
4 4 4
[ [ [ _
either chord tone
can be the root

F I F 1| F7 | Fm | Fm I Fm7 | Fm7 |

1 [11 [11 1 J1J11 1 111 111 1J1111 1111

34 3 3 34 3 3

[ I I [ I I
G 1] G I G7 I GB I Gm/Bb | Gdim7 Il G9nr Il Gm M Gmman Ml Gm7 C9 no roodll
[ [ [ 1 [] 1 [[1]1 1[2] 111 [111 1111 1] ][]

1 1 2 1 2 3 3|4 2 333

2 412 34 3 4 4 3

I [l L] | [ [ [

either chord tone

© 2001 Jim Gleason.
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FirRsT 78 CHORDS

A 1| A n a N oac: 1| A7 1] A7 I Ama7 | Ama7 || Am L Amc 11| Am7 1| Am7 |
@ @ @ @ @ @ @ @
[ 1] 11 11 1(1 1 [ 11 [ 1] [ B! [1Q [ 11 B!
3)d 2 2(])3 1 2(3 1 2 2(3
3 3 4
@ OQL T[4 | 4 4 |
B Ij 87 '} B7 1| B7 I B I B7#9 |] Bma7 Il | Bm Il | Bm7 ﬁl Bm7 Il | Bm7b5 Il Bm7b5 |
1 IENEERRIC [ l] 1] I I [[IT] HE [2 ] [[I]t
2)|3 [ 4 2)[333 [(2)]3 2 2 34 2 3|4 @[3
33 3 333 4 3(D4 3(4) 3 4
[ [1 [ 1 [ 114 I [ 11 [ I I
C 1| c7 Il | Cma7 | Cm7 I Cm7 I Cm7 I Ccm9 I Cayg | Cdim7 Il
[ ]G [ TG [ 1 1 [ 1 [ 1 [1(1 []1
2 2 2 2 2
3) 3)]4 (3) )] 3 )] 3 304 [@)]333 [3) 3[4
| [ 1 [ [ [T [ 1 [T O] O |CDI
either chord tone either chord tone
can be the root can be the root
D I p | pma7 MN| D7 I| D/F# || Dma7 | | Dm I | Dm I Dm/F || Dm7 I | Dm7b5 |
o - Q o © © a) Q
[T] 1]1 111 IEHRR [ [T]1 [T1 [T1 1 | [11 111
1|2 2 2 [3]2 3 111 2 2 2 2
® 3 3 @ ® 3 @ (O]
L] (@] 4 | | | [ 1 |
E 1| E7 1| E7 I | E7 Il Ema7 | Em || Em7 1| Em7 I| Em7 I Em7b5 W | Edim7 Nl
@) Q9@ o0 © ©
[]1 BE []1 O[] 1 [ ] [ I DINN DINERNOIER
2(3 2(3 2 2 3 2(3 2 23 333 3[4
4 3[4 333 4 4
I [(D] [CD] I W W LW
either chord tone
can be the root
F I} F I F7 Il 7 I ] Fma7 | | Fma7 || Fm I | Fm I| Fm7 1] Fm7 I Faug |
1 [ 1G] KO OIEREO ©IFNEO] OINEE [1(D)a 11(1 IO OIEEEO OIEEEIC [ ]
2 2 2 2 34 23
3(a 3 3 3 () 3(4 3 3 (1)
[ ] ] I [[]4 I [ | I I
either chord tone
can be the root
G 1| G 1| GB | G7 1| G7 I G7 I Gma7 |l Gm/Bb | Gm7Bb I Gm7Bb | Gdim7 Il G9nr 1}
© Q © Q@ ) ©
I I I I ] [ [1 [1 1 1[T] 1[1 1]2]
1 1 1 2 2 1 2 2| @] T3 34
() [ (©) 30 1D@3 (3) 1DJ3 14 3 4DQ]3 T4 3
I [1 [] []]1 I [[ LLIT @] I [ 1 [
either chord tone
can be the root
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FirRsT 93 CHORDS

A 1| A TN N ace | A7 1| A7 I'| Ama7 |  Ama7 || Am 1| Amc 11 | Am7 1| Am7 I | Asus4 | A7sus4 |
Q Q @ Q@ Q@ Q n Q Q@ Q@ o
[ 11 [ [ 11 [11] [1] [ 11 [] | [ [11] [1] [ 1]
4 | 2 | ] | HO)| |
| 3 3 4 4 3
[]1@ @QLIT4 | 4 4 | [ |
151311 513 15131 3515 156735 1513b7, 15735 15137 151b35] B351°5 15b7b35 | 151b3b7| 15145 15145
B 1| B7 1| B7 | B7 I B9 I B7#9 I { Bma7 Il | Bm Il | Bm7 ml Bm7 I | Bm7b5 I Bm7b5 | Bsus4 Il B7sus4 Il
[T] [EEE A EEEEN T Pl I [1] [T] [T [ [ra 1] (111 [] I
[1] [ 2 4 L1 2 LNO]EN [ 2] [HER] JOIEIR] A NEEE 4 3 [ |
3(3)3 3(Da | 3(3)3 4 3(D4 3(4) | 3 [ 4 33 3
[]] [11 | [T+ I [11 [] | I I [ [ [4 [ [4
15b73 15b735 13b715 1513b7 13b725 1367635 15735 151135 1b3b71 5 15b7b3 5 1b5b7b3 1 b7b3b5S 151 4 1567 4
C 1| c7 I | Cma7 I Cm7 I Cm7 I Cm7 I Ccm9 I Csus4 | C7susd |
[] [1] [ [1] [1] [ TP [T]
{2 1 2] 12 11 111 T I [ 111
® 4 [©) @[3 (D] 4 314 [@333 (34 (2)34
[ | I [ 114 [11 [T OO [T]
13513 13b713| 13573  1b3b7b3 1b3b7 b3 1b3b7b35  1b3b725 145 1 14b71
D I p Nl pma7 1| D7 I'| o/E# || Dma7 | | Dm | | Dm I DmF || Dm7 || Dm7b5 | Dsus4 | D7sus4 |
@ @ Q @ @ Q@
[1] [1] | ] LT [ 1] [] 11 [] [ [ 1] [ 1]
|2 G | 2 | | [2] | Il |
Q| [ 3 €) CIINEN) €) OF 3
[ D O] [ [ [T1 [ [] |
1513 13513 13573 1567335151 1573 15103 b3 51 b3 B35 1 51 15 b7b3 1 b5 b7b3 1514 15074
E 1| E7 I | E7 1| E7 I Ema7 Il | Em I| Em7 I| Em7 I| Em7 I Em765 I Esus4 | E7sus4 | E7sus4 |
@ Q @ ©) @ Q
[] []1] | [O1NE [T [11] [ [ 1] [T T [11 [11]
2 | 2 [2] [ 1] HOIN 2 I 3[4 QK HOKN
4 3[4 333 4 4 | [ 4
| [D] [D] [ N | I [
151351|1513b71|15b73 51 15b73 1573 151b351 15 1b3b71| 1 5b7b35 1 15b7b Ibb7b 151451 15b7451 15b74b71
3 503
F Ij F 1| F7 1| F7 I| Fma7 1| Fma7 || Fm 1| Fm I| Fm7 1| Fm7 I Fsus4 | F7susd |
[] [1] [ (@] ] | [ [] | [ 1 [ OO 1]
[ ] | | | 34 | [ | | [ [ 1
O] Q 3 0] 6) o) Q Qs i
[ | | [114 [ | [ | | [ [ 11
151351 13511567351 156736711 735 135701510351 1635 1|1 5b7b35 1 b7b3 5 1 1451 1567451
G 1| G 1| G/B 1| 67 1| G7 I G7 I Gma7 I Gm/Bb | Gm7/Bb | Gm7b5/Bbl Gonr Il Gsus4 | G7susé4 |
Q) Q) Q) Q@ Q @ Q Q)
[ EEAEENINEAEEERE HEAAENEEAE [] [ [T] [T1 [2]] | | |
1 Y [ L1 |12 J2 0 f ][] | | [ ] | 4D 1 Il
(2 [©©) 3(9) 4D ©) NOICIERR! 3 4 3[4 3 @ [OXE)
[ [ [] [T [ [ CELT 0l [ [ 1 | [ |
135131135131 3513 [13513b713515b713b715 1357 13515 b3b71 5 b3b7 1 b5 3b725 1 5141 1 51 4b7
dim7 dim7 dim?7 augmented augmented
L[] [2] [[1] [ ]
2 1| | 23 % I'
3| 4 4 3
[[] I
cither chord tone | either chord tone either chord tone either chord tone either chord tone
can be the root can be the root can be the root can be the root can be the root
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CommonN CHoRrps By OCTAVE SHAPE

same octave shape down each column; same type across each row

641 root 42 root 52 root 53 root 631 root
. E Il | D 1| c [ N 1 |G | DF¢ | G |
major g 5| _@ o) © @ ©
BEEA hdll LI YLLI [ LT l
2(3) 1]2 2 2(3)4 ! 2|13 1
[T 1) | [ RARR(O] ©) LTTT® @I T3®
151351 1513 351 1513 135131 3 0151 135151
1 [1(3 1 1] 1 (D1 1(1 1(1)
2 2
3(4) 2|3 3 3(3)3 2 3 3
[ @] |1W] [TT] |@ HERC [ ][4
151351 1513 1351 1513 1 513 35151 3515
. Em | Dm | Cm | Am | Gm | Dm/F I
minor
ol 6 Q__© T
L1 [ |1 1] [ 11 ! 3
2(3) 2 2(3) (O]
] [©) 3| (L] : Ll
15106351 151b3 351 5 15 1b35 3515
42 root
1 1 1(1 1 | [1] 1 [ 1 1(1 [1G
2 2 [(3) 2 2
3@ 3 3(4) 3
15 1b35 1 [(4) 4 [] 4 [(4
15163 b35 15 15 1b35 b351 5 351 5 1
A7 DINRE 1 111 1 1 1(1)1 [1
) 34 2
Tth —t
major 7t 0l 733 3 s 3 3
r735 [l | [@1 1] D M
1573 13573 15735 5137 1357
D[1]1d IR [ ]G D[i]1 ()1 | [ [ ]G [©)
7 2 2 2 2 1 2
dominant 7th 3(D] 34|34 3(4 2(3 3[4 |2
150735 1 (DI L [ 1] [ 114 [[TD[314
1 5b73 1 3b71 15b735 51 3b7 51 3 b7 3b715 3b715
D[ 11101 DINE 11Q DIENE 1 2)[ 333 LD
m7 23 2 2
3 4 P 4 @] 3
1 5b7b35 1 [ 1b3b7 1 | 3[4 1 b7b35 [1T14
1 5b7b3 1 5b7b3 5 b3b71 5 1 b3b7 b3
[ |1 D] L] [D]3] [ D llll)
2 333 2 3| 4 2 )| 34
m7b5 © ; ;
[ T4 [ 4] ] ¢
b5 1 b3b5 1 b5b7b3 b3b7 1 b5 1 b5b7 b3 b3b7 1 b5 1 b7b3b5
augmented dim. 7
any note any note any note te anv note any note
can be root  can be root can be root any no Y y
can be root can be root  can be root
[11 [11 [ T1
) ) K LIl [Ti i[2]
2113 2 3[4
3 3] 41| 11
i [314 1]
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Three Note Chords

INTRODUCTION TO THREE NoTE MAJOR CHORDS

Three Note Close-Voiced Major Triads

C \'} C X1 C VIl C 1]
1 1 | 1 1
root position 2
3 3 3 | 34
4 | 4| 135 135
135 1 35
C X C \') C Xl C VIl
11 11 1| [ 11
first inversion 2 2
3 3 3] I
351 351 351 351
C I C IX C \' C Xl
[ |1 [ ]1 111 1|2
second inversion 23 23 3
L [ | I
513 513 513 513
Three Note Open-Voiced Major Triads
C VIl C ]| C X
1 ] 1 1
root position 2
311 314 3[4
15 3 15 3 15 3
C X C \") C |
1 1 | 1
first inversion 2
3114 3 [ [[4
315 | 4 3015
3 15
C I C IX C Vv
[ ]1 [ ]1 1]2
second inversion 2 2
4 4
5 31 4 5 31
5 31

© 2001 Jim Gleason. All Rights Reserved.



Appendix A: First Chords page 173

THREE NoTE CLose-Voicep TRIADS

Three Note Close-Voiced Major

root pOSI'IJIOn 1 1 [ 1 1
2
3 3 3) (34
: @] | ]
1 35 1 35 1 35 135
A VII A | BN IX A \")
third in bass e 10 1] [1(i
b) 2
3 3 3
I I I
351 351 351 351
fifth in bass A Xl A VI A | N IX
[T1 [T1 (D1 12
203 203 3
D
513 513 513 513

Three Note Close-Voiced Minor

Am I Am IX Am V Am Xl

root position [1 [1 11 [1
2 2 2
€) (3
@ @ I I
1 b35 1b35 1035 1b3 5
- Am VI Am NI Am IX Am V
third in bass G [iG (1] 1131
2 2 2 (3
b3 51 b3 51 b3 5 1 b3 5 1
1 1 [ [ 1 [ |1
2(3 2
2(3) 34) ©)
L | | I
51 b3 51 b3 51 b3 5 1b3
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THREE NoTE OPEN-VOICED TRIADS

major, root position minor, root position diminished, root position
I [ 1 1 1 3 I [ i | @] ]w» D] || I |
3 3 B |5 05| B3 3
s || s |3 5|3 5 s | ] s | ] 5
513 513 5 5 5 5
1 1 b5 b5 b5
1 1 1 03 1 03 )
3 | b3
1
b3 | |3 OIID 1 HEE:
5 5 o
1 1
major, first inversion minor, first inversion diminished, first inversion
1 1 [ TG 1 [ G w [{ )| [ G [
3 3 b3 3 b5 b3 b5
3 5 3 5 5 5 b5
LI LI]s | I 5 I
3 5 3 | 3 | ® [ b3 13
5 5 5
5 5
1 1 1
1 1 1
1 1 ] )
03 w | |
3 3
major, second inversion minor, second inversion diminished, first inversion
[ |3 [ ]3 513 13 3 [ [® [ [ s ][C [ [w]C
5 5 5 5 5
5 5
[©) 1
O) O] O
O)
] 1 I 1 B (1
3 3
5 5 5
I I I
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Essential Blues Chords

641 root 42 root 52 root 53 root 631 root additional fingerings
7'I'I11 DINERIEEN DIEEE (D1 ] [ O] [T]G
[ [2]([][2] [ 11 | RN
13507 | [3 3[4 ([G)]4 3(D4 2(3) 304 [2
dominant 7th I | I | I I I | ” | | |3 3
1 5673 5 1 15b73 | 13071 15b735 513b7] 51 3b7 3b715 3b715
9 1D III:I:qZIII [ 11 [1D [OINE @] ] |
e T e | [ | [T E NER
3(;:7:]%; 3 4 @ 333 1|2 3 2 | 3
| [TTT] [314 | [TT«D [ 34
b73 52 13b725( 4 3p725 4 523b7 3 25b7 1 b723
13b72 35b72 5 35b72
13|@ I} (){ [1®) CI)II )
34 |33
S n oI )
dominant 13th I 3 4 4
1 1736 [ 4 | |
b73 5 6 b73 6 1 13b72 6 b71 36
6 [1] [] | [TIOD [T1T] BIO)
2] HERINEE 2 |IEREROINRE] |
1356 [OIE] 3[4]|(® 2(3)[ 4 4 4
ajor 6t [ 1] [ U 3(D4 [ 1] [ |
1361 1563 | 1361 1563 5136| 5136 1 635 3615
6th 9n3n5 6th 9n3n5 6th 9nrn5 16 IV9 andV9
O [0 QI [T QG [P SRR
| | | | | | Hd HY
4 4 4 4 4 2 1 2 333
’ ' I t] M LT
36 1 36 1 36 1 3b72 TS e
25 b7 25 b7
[ [2] [ [1] | I
| 4 | 2 I I
2 2 1 16 IV9 andV9
Q)[4 DIE] 2)[ 3 D TTT1
136 b72 5 136 b72 5 136 2 HEN
[ 2(3)] 4 [ 333
2307 [T1] [TTT]
| [ | []1 | | 5136 130725
| [ 2 | | | |
3 1 1 19 IV9 andV9
©] : ' < ¢ H0)
3] ] o LI HPH HHP
613 5072 613 613 34 T2 O)EEE
b72 3
(OIEEE [T
1 [HE 1 []1 [ 3b725 13b725
19 IV9 andV9
23 23 23 1 1D
I I I 3 W 1]
361 2517 361 25067 361 3b72 R 112
[ [] [] [ HERENOIENE
L] 2 L 2 [ | 13b725 3b725
11 11 11
D] D] DIN C
136 b72 5 136 b72 5 136 17 Iv9 V7
4
23 b7 DINN [JI I%OI
T M [ | R BE
1 I I ! N O NN
(31);7 (?)73' QPTT 12 15 b73 52307 30715
136 b72 5 136 b72 5 136 3]
1 I [ | ] | (O [1]]
[ @[3
3 4
3 3 3 3 O ) 3¢
61 3 5b72 613 5 b7 2 6 13 4 523b7 1 b723
b7 2 3 13b72
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Appendix A: First Chords page 177

practice in succession
| ORIGIN major maj 7 7 (dom 7)
135 1357 = 13507
(.E c Vi Cma7 VI c7 Vi
dBEEh 1 [ 1(1 D] ]2 DIERE
2(3 2 34
34)
[

151351 151351 1 735 1 b73 5
Dn | C X Cma7 X C7 X
hdER 1 1 V)| |

1 ]2 2
G 2 |3 333 314
| | (O] [@] (O]
1513 1513 1573 1 5b73
C | C Xl Cma7 Xl c7 Xl
[ [ 1| 11 [ |G
2 2 2
3 3 3 @[ 4
I @] @] [ [
1351 1351 1357 1 3b71
P ' c M| cma7 M c7
hdBE 1 DIN DIERE
2(3 )4 2
33)3 3(P4 3(H
[ [] [ [ [ [
1 513 1513 1573 1 3b73°5
G | C \' Cma7 V C7 \'}
hd 1(1)1 1(1)1 (D)1 |
2
3 3
! 4 Q)
5131 5131 5137 51 3b7
. c X c7 VNI
additional - ST
fingerings 2
3 3
()
1 51 1 5b73 51
© 2001 Jim Gleason.

6
1356
ce Vil Caug. VI
JHESE 1
2 3
4 2
I 43
1 635 [ ]
I #5345
C6 X Caug. X
BIE [11
2
314
[@] 4
1563 1 3453
ce Xl C aug. XIII
[ |G [ 1(1
23 2
@) @)
I I
1361 13451
Cé6 Il Caug.
JHE 1
2
2)3
34 4 [
156 3 1451 3
C6 \' Caug. IV
1(1)1 1 [ ]1
(2)3
4
I
5136 #51 3 #5

All Rights Reserved.



page 178 Appendix A: First Chords

practice in succession

minor m(ma7) m7 mo6 °7 (dim 7)* m7b5
1b35 1b357 1 b3 5b7 1b356 1b3b56 1 b3 b5 b7
Cm VI Cm(ma7) VIII cm7 VI cmé6 VI C dim7VII Cm7b5 VII
1 1 1(1 V| [ 110 D11 10 (1] ]] []1]1 [ 1] ]1
2 3 3(3 2 3 2)| 3 4
34) 3 3
| | I I
1 S1b351 I 5706351 1 5b7b3 51 1 6 b3 51 1 6 b3 bS 1 b7 b3 bS
Cm X Cm(ma7) X Cm7 X Cm6 X Cdim7 X Cm7b5 X
DINN DINN DINN DIEW DIEN DINN
2 2 23 2 3 |4 333
3 43 4 3
[€)) (@) I I
15 1b3 15 7b3 1 5b7b3 15 6b3 1 b5 6 b3 1 b5b7b3
Cm Xl Cm(ma7)XII Cm7 | Cm6 | Cdim7 | Cm7b5 |
[1] [11 1 (1 1 (1 1 [(2)] 1 [(1)]
2 (3 2 2 3[4 2
OIE @) 3
[ [ I I
b3 5 1 b3 5 7 1 b3b7 1 1 b3 6 1 b3 6 1Db5 b3 b7 1 b5
cm 1l Cm(ma7) lll cm7 cm6 Cdim7 Cm7bs5 1l
1 [ 1 )l | ] )1 ] JHE JEE 2|
2 23 2 2 ) 3[4
3) 4 3 3 3 14
[ | I I 4(D] (@)

151035 15 703 1 5b7b3 5 15 6b3 1 b5 6 b3 1 b5 b7 b3
Cm \') Cm(ma7) V Cm7 IV Cm6 IV C dim7 IV Cm7b5 IV
1 1 [ ]1 [ 1] 1|2 | 1|1

2(3 2(3)] 4 3)| 4 2
2 4 3
140 340D
5b3 5 1 5b35 7
5 1 b3b7 5 1b36 5 1b36 b5 1 b3 b7
cm VI Cm(ma7) VI cm7 VI Cmé6 VII= Cdim7 VII Cdim7 VII
1 1(1 [ 11(1 11 1(1 1| | ] 1|2 | [ 2]
2 3303 3 |(4 13 |(4
©)
I
1 b3 51 7b35 1 b7b3 5 1 6b35 1 6 b3 b5 1 b7b3 b5 1
*any note of a diminished 7 chord can be the root

© 2001 Jim Gleason.
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Appendix A: First Chords page 179

9 (dom 9) 13 7b5 THS 719 T#9 m9 (minor 9)
1235b7  (MH@3G)6b7T  1345b7  13#5b7 1b235b7 (D#3GPT 12H35b7
Conr VII c13 VII | c7bs VI c7#5 VI c7v9 VI c7#9 VII CmonrVIII
12 | D[ 2 | 1731 | OETID L 2D 111
3 4 3 (2) 3 ( ) 34 3 4 2
(D] 4 4 Q) 3(]) 3
| [ | 44 |
36725 1 1736 I b73b5 I b734#5 73502 | s 307 b7b3 5 2
C9 IX C13nr IX c7bs X crs X c7b9  IX c7#9  IX Cmonr X
1] 11 D | V| | JERE L] [ 1
2 3 22 2 2 11 2
4 2 3 3 4 2 3
I 4D 4
[ 4 1 b5b7 3 1 #5b7 3 4 [

1 3b72 1 3 b7b2 35 b7b3 b3 5 b7 2
co  XIV c13 Xl c7bs Xl cs L | cmwo 1| co cmo Xl
1t ][] L@ 11 1| 1(1) LD 1] 1
2)[333 34 2 1|1 @)] 3

OIERE! 4 @)[333
3 [ ]] D] [ ]]
13b725 b7 3 6 1 @] b7 3 #5 1 1 3b7 b2 5 13 b7b3 1b3b72 5
1 3 b5b7
Conr I c3 M cms c7as M | cmwo | C#Onr [ cmone NI
111 ERE DIE O] | [T ] i1
)33 2 3 | @ 2
: )3 4 3 3
4 | | ) 4]
4 1 3b726 1b5b7 3 1 b73#5 1 3b7 b2 4 b35b72 5
3 5b72 5 1 3 b7b3
Conr  V C13 V| cms V c7#s V| C7b9nr V c9  V Cm9nr V
11| 31 1 (D1 ] 112 | I |

[ ]2 2 3 3[4 1 2

3 2 2 3 1 3

I DIRIRIOOIENN @333 [ 4

52 3b7 1 b7 2 3 6 3b7 1 b5 #5 1 3 b7 5 b2 3 b7 1 3b735 b3 2 5 b7
Conr VIII

1 | 1 The essential chord tones are the third, the seventh (if involved) and any note mentioned in the chord

2 name.

3 augmented = "+" = aug. =major #5=13#5 A7= maj.or 7=maj 7= M7 =1357
i °7 = diminished seventh = 1 b3 b5 6 (bb7) "-7"=minor 7=m7 =min7 =1 b3 5 b7
V73 5 2 @7 = m7b5 = half diminished = 1 b3 b5 b7 "alt" = combinations of #5, b5, #9, b9 that sound well

min(ma7) = m(ma7) = m ( ¥7) = minor, major seventh=1b3 5 7

© 2001 Jim Gleason.
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Exercises

* Major Scale And Arpeggio Exercises
e 30 Most Important Seventh Chords Exercise



page 182 Appendix B: Exercises

MAJOR ScALE AND MAJOR ARPEGGIO EXERCISES
These exercises summarize the most practical major arpeggios when they are combined in melodic phrases with

major scale fingerings in the same key (C major arpeggio with C major scale , for example).
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2

ingering

F

— y — —
Q| —— W —_> D Q|| —_— ® o —_
e e s e e ——
M ole M oo ofe oo 7 00
~§ - N \ 7 N o n — o N
= —< £ 3h —¢ b e Ep ® »fTTe —
_ k=) B - £5 B - o i =
on ”H g\\‘ & ”H < “H [ | < ¢
M\ —< || 3" * ™ — || B - k=) Nﬂd —_
Y ne | LY ae |0 (1 * — o - —<
L 1N —-— ¢ L 1N -— & L1 = his L =
.l ve sl en I ve |||k &r e
(1N —_ o — | - | il N
Ll <+— | L Ll <+— | L f\ﬁ o — x (YAl e
(Y e | P 'W o S LV —— | LV\ h —
ol - | o - Y Y oo o ¢ o=
(Y e | T (YA e || ® (N 4« |p LI <<
- || o+ —_ || (18 —« L YHRRN o — g
s ||| o/ v || |n o N < Y.
o~ o | | " i [ YRR +« YN <+
— o \Mgo — N LN - q [ YHEEA £ ——
ﬁ - k= \7 - = (1 a— |0 (Y N
q
|11 <+— i I <+ i va‘: - i e -
L «+ ,
\k on N ™ e N H o A fﬂd né
—_— e H —_ e T —_— e | | | ——
<= r \ 7 N <+ * - € \ -
on— N 3h e ™ N — N «N né
©
. | —— e T —_ e Bl | —_— +- W ——
olo ole ole Lk ole hdid oo
[ ) ] [
g oot LSy g oot N
DY@ a2 < @ IR DY@ <A DY@

All Rights Reserved.

10—

15 10
o
4

I

1 14
1514

14
4

13

15

13

14
4

10

10

1Y)

Nle.

/W 1D

n 4 1

© 2001 Jim Gleason.



page 184 Appendix B: Exercises
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5

ingering
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ingering
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7

ingering
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Five Basic Major And Minor Arpeggios Exercise

Procedures For The Exercise

Using the Five Basic Major And Minor Arpeggios page (the next page), memorize the five major barré
chords and note their adjoining structure on the full fretboard major arpeggio diagram at the top right.

Notice that each barré chord was made up by fingering an open-position major chord without the index
finger, then using the index finger to barré. Four of the five fingerings use a six string barré (the D form
chord in the column below the first position D chord does not).

It is very important to memorize the relative location of the circled chord roots, which make up an octave
shape in each chord and arpeggio. These five octave shapes make up a system that puts each scale, arpeg-
gio, chord and melodic phrase in one of five categories in regard to the location of the chord root or tone
center after which it is named.

Each arpeggio is diagrammed twice. In the row labeled “major arpeggio”, each arpeggio is shown with
formula numbers, comparing the notes in the arpeggio to a major scale on its root. Directly below each
major arpeggio fingering (in the row labeled “finger numbers”) the finger numbers for your fretting hand
are shown.

After playing all five barré chords, play the arpeggio for each.

To see the logic in the numbered chord tones in the arpeggio, play the major scale fingering for each,
which is shown directly below in the row labeled “major scale”.

Each major scale fingering is diagrammed twice. In the “major scale” row, each scale fingering is shown
with numbered major scale tones. Directly below each major scale fingering (in the row labeled “finger
numbers”) the finger numbers for your fretting hand are shown.

Using What You Learned To Construct Major and Minor Arpeggios

Identify the octave shape for the chord roots
Play the barréd version of the major chord on the chord roots.

Using a reference page with the seven “in-position” major scale fingerings, find the major scale fingering
which has “1” in the same octave shape as your chord roots.

Play the major scale and think the numbered scale tones.

Play the complete major arpeggio, which is all the “1, 3, 5’s”. You will be adding one or two notes to the
barréd chord fingering you played earlier.

If you want a minor arpeggio, flat the thirds.

© 2001 Jim Gleason. All Rights Reserved.
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Five Basic MaJor AND MINOR ARPEGGIOS

E | D I cC I A I G |
L. 1 1 5(1 3 5 3 51 5 5(D3 . .
open position [] d) :]a [ 3| H 1 I(l)l3 L major arpegglo
. 5 5 5(1
major chord 777 @ [ [T O 1 1
641, E form 42, D form 52, C form 53, A form 631, G form 3 E
OCtaVCS Of F "F" notes | "F" notes lll "F" notes VI "F" notes VIl "F" notes X 5(1)
("1" represents F the first @ @ 1 I ) @ 1
note of the F major scale) | I l I D
LD ] @ [T
©) @ [€)) 3 513
F 1 F i F V F Vil F X 1)
major DIREEORIEC B EREC 5 s(D3 3 C
chord 5@7 5|3 l l 5(1)3 3 5 1) 5
[ 1 [@] [W] [TT] QI ® A
majgr 1 151 501 3 %5%3 s(i 5 5(03 5(1)3
arpegeio 1 3 3 3 (1)3 3 ]
PeEElo 1 W] O [ OOE G
3 s s ] O K 3
[TTI®
finger QO [G oL @I [5G (1 5(1)
2 [ ]G 3
numbers 3i 3 |2 TQZI Us 3(3)3 ( )3| o E
3)]| 44 4 4 4(4
anaacpyuennn funnanji cvans 51
4

major Da[[3) 2562 362573 5(Da|25 62536 minor arpeggio
73 4 4 7 4

scale 25(1)d462 362573 736 625(1)36 7362 ] 7 1 b3 1
4 1)4 5(1)4 | 25 4 1)4 5(1
62 |7 |

3 3 [73 [T1] 73617 [[71] E
fi 11111 IERIOME 5<1)
D1 [1) 11111 (1] 11
nger 11 2 [©F 2 2 b3 b3D
numbers :2G)zz: 222222 [533 333(3)33 3333
Dﬁ%*]] :FD:H@ 4@a a4 RONEEIO) 5
44444 44 444 Ja [TalT]
b3|(1)
Fm | Fm M Fm IV FEm VIl Fm X C
minor QI [»a HOINN [TTvs s[5 [[sG
chord [sa 5 .l blss} 5(1)h3 bI3 S 1) >
| 0) T O b3 | A
| [ [
. 5(1)
minor Q[ [ms® [5G | 3]s s[5 [[5G =
Arpeosio b3 b3 5) b3 hls b3 G
3
peege blss%l bls brTQi) (_)b T 1;]351 @[ [v3s()
HO 5
HENIO) | [p35(1)
fingerl 110 [1G | 1T T1 1G [1 [[1G E
2 1 [ ] 2 2
numbers [GG 2 2 |G 3G | 5(1)
T [ : OIRETIO)
L [T[] 4 4[]
| (@)
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30 Most Important Seventh Chords Exercise

Use the proceedure described below to test your self on the formulas of the thirty seventh chords shown below.

Cover up the formula numbers below one row of diagrams on the next page.

Memorize the root location for one of the major seventh chords at the far left. The root is the circlued
note.

Using your knowledge of intervals, identify the formula numbers for the other tones in the chord. Peek at
the numbers below the major seventh chord to confirm the formula numbers.

Cover the formula numbers again.

Finger the major seventh chord (ma7). Flat the seventh of the major seventh chord to produce the domi-
nant seventh chord (7).

Flat the third of the dominant seventh chord to produce the minor seventh chord (m7).
Flat the fifth of the minor sevenh chord to produce the minor seventh flat five chord (m7b5)

Flat the seventh again (making a double flat) to produce the diminished seventh chord (dim.7).

Repeat this proceedure for each row.
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Thirty Most Important Seventh Chords

Fma7 VIII F7 VIl Fm7 VIl  Fm7b5 VIl Fdim7 VI
@] | @W[1 @W[1 @] 2 | [1
2 2 3|4 2
3[4 3[4 3 3|4
[ ] L] I [ 1]
1573 1507 3 1 5 b7 b3 1 b5 b7 b3 1b5 6 b3
Cma7 IX 7 IX Cm7 VI cm7b5 VI Cdim7 VIII
| |1 | [1 1 [ [1 [ [1
2(3 2(3 2 2
4 2(3) € @) 4
4 I [[ 14 [ [4 [ 1]
5137 51 307 5 1 b3 b7 b5 1 b3 b7 b5 1 b3 6
Cma7 VIl c7 VIl cm7 VI Cm7b5VIL  Cdim7 VI
WIT12] @l2]3]®W[333] [[]]1 1[1
34 4 D34 | @] ]3
1 735 1 735 1 b7b35 1 b7b3b5 1 6 b3b5
Gma7 VIl G7 VIl Gm7 VI Gm7b5 VIl Gdim7 VI
| 1(1 1 |G 1]G 1) 1)
2 2 2 3
3 3 4 3 4 4
1[4 HER HER I
5 371 5 3b71 5 b3b71 b5 b3b71 b5 b3 6 1
Fma7 WMl F7 M Fm7 WM Fm7b5 Wl FEdim7 I
1 @] | O[] Lol [] LH®]2]
2 23 333 3[4
333 3|4 4
[ 1] [ ] I
19573 15b7 3 15 b7b3 1 b5 b7 b3 1b9 6 b3
Cma7 V C7 V Cm7 IV Cm7b5 IV Cdim7 IV
1)1 11 | [ [1 11 12 ]
2 2(3 2 3)| 4
3 4 4
| I I
5137 51307 5 1 b3b7 b5 1 b3 b7 b9 103 6
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MaJorR SUMMARY CHORDS
AV A VI A VII A VI A VI A IX A IX

i B i i 171 T

MiNoR SUMMARY CHORDS
Am V Am V Am VI Am VI Am VI Am VHI Am VI

1 111 1 [T 1 | []1 [[1 1 [
2 2 2 2 2
34 34 | 3 3 3| 4 3| 4

[ B [T [T

Am IX Am IX Am X Am Xl Am I Am I Am 1

[ 1] [ 1 1 ! B EEE ! | 1
2 | 3 2 2 2 2

4 4 4 4 4 4 4

MAJOR SEVENTH SUMMARY CHORDS

Ama7 V  Ama7 V  Ama7 VI  Ama7 VIIL Ama7 VI Ama7 IX Ama7 X Ama7 X

t ][5t 1] |]s [ ]3 1 1 513 [ |1 [ |1

73 73 51 1 3 3

5 573 3 57 7 1 5
L 1] [

I 7 I

Ama7 X Ama7 Xl Ama7 XI Ama7 Xl Ama7 Xl Ama7 NI Ama7 IV
[T1 [ 3 | []3 L[] ]s [ 513 [ 3 [
3 1 5 51 7 1 5
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DoMINANT SEVENTH SUMMARY CHORDS

A7 V A7 VI A7 VI A7 VI A7 IX A7 X A7 X A7 X

HE T [0 OG0 OO0 O [
3 51 b7 b7 b7 1 3
5 b7 S ERINE L] s ] b7] s
l I [ L

A7 Xl A7 XI A7 Xl A7 Xl A7 |

1 [v7]5 [1 [[513
b7

A7 N A7 I A7 A"

3
b7 [b7 ] 5

et O

bt —

MINOR SEVENTH SUMMARY CHORDS

Am7 V. Am7 V Am7 VI Am7 VI Am7 VIl Am7 X Am7 X Am7 X

1 [b7635 1 b3 v [ ]| [ |03 b3 [ 1 b3 b3 | 1
b7b3 b3 b7 5
5 51 5 5 b7 [ |1 1| b7 1| b7 5] w7
I [ [ b7 l l HEN [[] [[Tes] LLT]
Am X Aam7 X Aam7 X Am7 XII  Am7 I Am7 I Am7 Il Am7 |l
b3 [ 1 b3 b3 1 [bv7] 5 [ b3 [ b3 [ |1 b3
b3 51 51 b3
b7 5 [ 1 [w7[5 51 [w7 5 b7 b7 1 [bo7] s
[ iy thdd l | 7[5 LLIT]

MiNOR SEVENTH FLAT FIvE SUMMARY CHORDS
Am7b5 V' Am7b5 V. Am7b5VII  Am7b5VII  Am7b5 VI

Am7b5 X Am7b5 X
rJeres] 1 [ ]ws L (L] MERIEE b3 | 1|
bS bs b5b7b3 b3 | | b5 b7 b bs
1 b7 | ] 1 1| w7 1| w7
b7 [ [er HER 1] [ ]]

Am7 XIIL Am7 Xl Am7 | Am7 | Am7 I Am7 Wl Am7 IV  Am7 IV
1| w7 ] b5 | b3 bs | b3 HE b3 [ ] [ ][] ]vs [ [os |

b5 | b3 b5 | b3 1 b5 1 | b7 b3 b7 b3 | 1

1 b3
b7 b7 b5

b7 | | v ] | L]
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Adim.7V  Adim. 7VIl Adim.7 VI

DimiNISHED SEVENTH SUMMARY CHORDS

ol [0 1] [01e
bS bS [ b3 b3 | | b5
I
L]

Adim.7Xl Adim.7 |  Adim.7 |
bs | | 6| bs [ [os [b3] [ b5 [ b3
1 1|16 6 1

bS | b3
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Adim. 7Vl A dim. 7X A dim.7X

b3 | | b5 |63 31| [[e3]1
p 6 | b5 bS 6
b3 | 1
[ ]

Adim. 71l Adim 71V Adim. 71V
6 [T1 s 6 [bs| [ ]6]bs
b3 p3 [ 11 b3

6 | bs

I
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Major Scale-Tone Fifths

Think of the lower-pitched note in each fifth as being the “chord root”. Inverted perfect fifths (PS) become perfect
fourths (P4). Inverted augmented fourths (aug. 4) become diminished fifths (dim. 5) .

G major scale P5 P5 P5 P5 PS5 p5 dim.5 ps
o) | | |
)" A I 4 I I 1T I T
y " ; 1 \ \ \ T I I !:ﬁazzﬂ
N4 I I I I T I Iy
)4 \ \ \ & it P b #‘ b
2 ;t i - & hd
scale tones: 1 2 3 4 5 6 7 1 scale tones: 5 6 7 1 2 3 4 5
scale tones: 1 2 3 4 5 6 7 1
T |
-z
A 5 I
n 24 - o in 15 P 1c 1o
b = N ~ Q in P P 1c B L P4 1Y 174 15 17 1L
3 J 7 [ 10U I 14 1o ) J 7 [} 10U I 14 15
C major scale P5 P5 P5 P5 P5 P5 dim. 5 ps
4 - ——— — | | ——
{es \ i i = [ J e { i h‘jEE:EE ‘ i
\ \ o 14 ‘ \
scale tones: ] 2 3 4 5 6 7 1 scale tones: 5 6 7 1 2 3 4 5
scale tones: | 2 3 4 5 6 7 1
T |
T
A ~ o in 15 P . 1o
n N - Q in 15 P B L P4 19 174 13 17 1L
D J J 7 ) 10U T 14 15 J J 7 [e) 10U 1 14 15
E major scale P5 P5 P5 P5 P5 P5 dim. 5 P5
o) ‘ | ‘ | 4 te o
)’ A I I I I I Iy gg ﬁ
ANV P @ L. D I I I I 11 1@ w7 I I I } II
Y] L g i ‘ i # i ‘ ‘ i
scale tones: | 2 3 4 5 6 7 1 scale tones: § 6 7 1 2 3 4 5
scale tones: | 2 3 4 5 6 7 1
T
X 4 Q ra¥ 11 19 14 1
A 5 4 - 4 1a 44 3 Q 2 2 i 19 14 19 I
n 4 [8) / g 1T 15 14 =4 0 / I 1T 15 14
b
PS5 PS5 PS5 P5 PS5 PS5 dim. 5 P5
A major scale o el
l . l
et e ##F—%H'—M—ﬂ
© L T LA : ‘ !
d I ' ‘ I
scale tones: | 2 3 4 5 6 7 1  scale tones5 6 7 1 2 3 4 5
scale tones:] 2 3 4 5 6 7 1
T ~ 4 1A 44 4 4
- 5 4 - 4q 1a a4 B 4 2 8y 1¢ 194 13 1 I
A 4 0 / g 1T 15 14 4 0 / J 1T 15 14
B
P5 P5 P5 P5 P5 #P5 dig’l. 5 P5
D major scale o o ; o E
0 e o 2= e Bt £ . s £ £ te
. — — i ] H 1 1 1 f i ] ] 1 1 i
[ I | I I Il I I I Il |
ANV } ! I 1 I I Il |
D)
scale tones: | 2 3 4 5 6 7 1 scale tones5 6 7 1 2 3 4 5
scale tones] 2 3 4 5 6 7 1
T 2 - o o > ” 3 1 2 19 ¥4 1% 13 1y
J J 7 [ 10U T 14 1D ) J / ) 10 T 14 15
A
el
D
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P4

aug. 4

P4

P4

Two-Note Chords page 199

P4

P4

: ot

Appendix D

P4

P4
P
p

Major Scale-Tone Fourths

C major scale

N &

o~ <t

i

o~

12
15
P4

15

aug. 4

P4

1A
J4V)

P4

P4

10

14

19

1A
v

dd

F major scale

Think of the upper-pitched note in each fourth as being the “chord root”. Inverted perfect fourths (P4) become

perfect fifths (P5). Inverted augmented fourths (aug. 4) become diminished fifths (dim. 5).

o~ <t

i

o~

12
15

15

15

1A
v

P4

i

P4

P4

)

14

15

10
1Y

A major scale

o~ <

O N

Uale\l

o~

aNO

14

1T

e

P4

P4

14

15

te

D major scale

o~ <

Uale\l

o~

NO

1
&

13

1T

1N

P4 P4 P4
o
o

P4

15

14

1Y)

G major scale

o~ <

Lol

o~

O

12
15

4
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m3 m3 M3 M3
I

M3

: Two-Note Chords
Major Scale-Tone Thirds

G major scale

O <+

To% <

e e

Think of the lower-pitched note in each third as being the “chord root”. Inverted major thirds (M3) become minor

sixths (m6). Inverted minor thirds (m3) become major sixths (M6) .

page 200 Appendix D

15
M3
M3
14
14

# M3
| )

3
m3

J||'m3
m3
14
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m3
m3
1T
9
m3
£ ¢

14V)
J4V)

M3

M3
is
TU

M3

)
J|IIM3

M3

m3
m3

m3
m3
s
m3

M3
M3
M3

i
T

| )
1D
[ 2
14
14
15

| 1)
12
14

bt

15
15
Tt

‘e
15!

10

C major scale
E major scale
A major scale
D major scale
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Major Scale-Tone Sixths

Think of the upper-pitched note in each sixth as being the “chord root”. Inverted major sixths (M6) become minor
thirds (m3). Inverted minor sixths (m6) become major thirds (M3) .

E major scale mé M6 M6 mé mé6 M6 M6 mé6
o) | | u | | u
: | . be e
b 7 J ® 1 i i i iy ; 44—’_‘ Il ;
%:#i 4o H } ! \ = § fe et \ﬁ e 1
3 -
scale tones: | 2 3 4 5 6 7 1 scale tones: 1 2 3 4 5 6 7 1
scale tones: 3 4 5 6 7 1 2 3
T [ |
x l‘ l
A 5 5 4 - o 11 12 14 5 4 - o 11 12 4 | |
gy | 4 6 7 9 i 13 = 4 6 7 9 i 13 % 1
b n 5 7 9 H—12 416 i
A major scale mé6 M6 M6 mé mé M6 M6 mé6
o) | te i | |
Y P T
&6 - - = - - - e = A7 | |
Py \ \ e Tt ‘ \
scale tones: 1 2 3 4 5 6 7 1 scale tones: | 2 3 4 5 6 7 1
scale tones: 3 4 5 6 7 1 2 3
T [ |
X 5 4 = N 11 12 T4 5 4 = o 11 1a T4 | |
A 4 6 7 9 it 13 % 4 6 7 9 Tt 13 1% 1
B 4 5 7—9 H—12— 16—
D major scale m6 M6 M6  m6 m6 M6 M6 m6
fe £ e e 2
0 de o - £ Yo . o
e A H e B L s =
&G—F——+——+—————+ i — £i |
) i m ‘ 1
scale tones: | 2 3 4 5 6 7 1 scale tones: | 2 3 4 5 6 7 1
scale tones: 3 4 5 6 7 1 2 3
T A = o 10 15 14 a = o 10 15 14 4 [ |
T 3 5 7 8 10 1 = 15 3 5 7 8 0 1 = 15 1
A 4 = N 11 15 14 4 | |
n 4 5 7 9 Tt 1 4 16 1
D | |
F major scale M6 M6 m6
Jor $ l7 o o m6 M6 M6 l7m6 m6 o o
f . . > e e £ E - . - . = % -
A = 1 1 1 H 1 = e \
&——— | f—r— H ‘ |
D) \ ‘
scale tones: | 2 3 4 5 6 7 1 scale tones: | 2 3 4 5 7 1
scale tones: 3 4 5 6 7 1 2 3
T 1 3 5 6 8 10 12 13 | 3 5 6 8 10 12 13 |
L
A 2 3 7 o124 i
n | |
D | |
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e Usuable Scale-Tone Chords

* Scale Tone Triad Pairs

e Scale Tone 9th, 11th and 13th Chords
e Scale Tone Altered Dominant Chords
* Scale Tone Add Tone Chords
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Usuable Scale-Tone Chords

Each of the charts below lists all the practically usable chords that can be constructed on each step
of a seven tone scale. Sscale steps are numbered in Roman numerals across the top of the chart. The specific
chord that would occur on any particular scale step using only tones of the scale is listed below the roman
numeral and the chord type is indicated at the far left. The chord names in the left column (such as “triad”
and “seventh”) indicate a general type of chord. The specific chord type that occurs on each scale step is
shown beneath the respective roman numeral.

Usuable Major Scale-Tone Chords

type I II

triad . ........ major .minor . . .....
seventh ...... ma7 ..... m7 .........
ninth ........ mag ..... m9.........
eleventh . ..... — ... mll ........
thirteenth . . . .. — mil3........
11no3 ...... — 1Mn3 .......
13no 1l ..... 13n11 .m13nll .....
sixth ........ 6 ....... mé.........
add9 ........ 9 ... m/9 ........
6/9 (pentatonic) . .6/9 . ... .. mé6/9 .......
sus.4 ........ sus.4 sus.d .......
sus.2 ........ sus.2 sus.2 .......
Tsusd ....... 7sus.4 Tsus4 ......
7/11 (pentatonic) .7/11 ... .. m7/11 ......
13sus. ....... — 13sus.4 .. ...
13sus. ....... — 13sus.4 .. ...

111 IV

minor ..... major .......
m7........ ma7 .........
— mad .........
— e ma9#1l ......
— mal3#11 .....
—_— 13nll .......
—_— 6 ...
—_— 9. o
—_— 6/9..........
sus.d ...... —
—_— sus.2 ........
Tsus4 ... .. —
m7/11 ..... THIT ... ...
— e 13#11sus2

— e 13#11sus2

Usuable Harmonic Minor Scale-Tone Chords

type I

triad .......... minor . . ...
seventh ........ min.(ma7) .
ninth.......... m9(ma7) ..
eleventh ....... —_— ..
thirteenth ...... —_— ..
sixth .......... —_— ..
add9 ......... m/9 ......
6/9 (pentatonic) .— .......
sus.d . ... sus.d .....
Sus.2 .......... sus.2 .....
Tsusd ......... ATsus.4
7/11 (pentatonic) m(ma7)/11 .
13sus. ......... —

© 2001 Jim Gleason.
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diminished . ..
m7b5 or dim.7

m7/11b5
13sus.4

bit v

augmented ...minor .........
ma7#5 ...... m7,°7 .........
ma9#5 ...... m7 ...........
— mbé ...........
—_— m9 ..........
—_— m6/9 .........
— sus.2 .........
—_— m7/#11 .......
— mal3#l1sus.2 ..

\% VI
major . ...... minor .........
T oo m7............
9 ... mo............
11 ... ... mll...........
13 ... .. —_—
1In3 ....... 1In3 ..........
13n1l1 ...... —_—
6th ......... —_—
9 . ... m9 ...........
6/9 ......... —_—
sus.d ....... sus.d ..........
sus.2 ....... SUS.2 ..........
Tsus.d ...... Tsus.d .........
TN m7/11 .........
13sus4 ..... —_—
13sus4 ..... —_—
\Y bVI
maj. or aug. ... major ...........
TI#HS ... ma7 or dim.7 .....
Tb9,7T#5b9 . ... —
11b9(rare) .... — .............
—_— 6.
sus.4 ........ —
Tsus.4d ....... —
T ATHIL ...
13sus4 ...... —
A

VII
diminished

m7b5

m7/11b5

VIl

dim. or aug.
dim. 7
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Usuable Melodic Minor Scale-Tone Chords

type

triad .......... minor ........ minor
seventh ........ min.(ma7) .m7 ..
ninth.......... m9(ma7) ...... — ..
eleventh ....... — — ..
thirteenth ...... — —
sixth .......... moé ......... mo . .
add9 ......... m9......... — ..
6/9 (pentatonic) .. m6/9 ........ — ..
sus.4 ......... sus.d ........ sus.4
sus.2 ......... sus.2 ........ — ..
Tsus. 4 ........ ma7sus.4 7sus.4

7/11 (pentatonic) . m(ma7)/11 ...

b1

IV \Y%

A% 1

aug.or maj.b5 ..... maj., majbs . ... maj, or aug. ..... dim. ............. dim. or aug.
ma7#5, ma7b5 ....7o0r7b5 ...... TorT#5 ........ m7b5 ... ... Tb5,7#5
mad9#5, madb5 ....99b5 ........ 99#5 ... mob5 ... 7+5+9
ma9#1l ........ — e 1L11#5 ...... — i —
mal3#11n5 ..... — . — — —

— e 6 ... — e — e —
OnS. ... 9 ool 9 oo — e —
6/9n5 .......... 6/9 ......... — e — e —

— — . sus.d . ... — —

— sus.2 ....... sus.2 ......... — —

— — . Tsus4 ........ 7sus.4n5 ....... —

— e TH#IT ... /20 R m7/11b5 ........ —

Usuable Harmonic Minor Scale-Tone Chords

type I

b1

IV

\Y%

bv1

VII

triad .......... minor . . ... diminished ... augmented ...minor ......... maj. or aug. ... Mmajor ........... dim. or aug.
seventh ........ min.(ma7) .m7b5 or dim.7 ma7#5 ...... m7,°7 ......... TI#5 ... ... ma7 ordim.7 ..... dim. 7
ninth.......... m9(ma7) ..— .......... maS#5 ...... m7 ........... 7b9,7#5b9 e —
eleventh ....... —_— . —_— —_— — e 11b9(rare) .... — ............. —
thirteenth ...... —_— .. —_— —_— — —_— — —
sixth .......... —_— .. —_— —_— mo ........... —_— 6 —
add9 ......... m9 ...... — — m9 .......... — — —
6/9 (pentatonic) .— ....... — — mé6/9 ......... — e —
sus.d . ... .. sus.d ..... —_— —_— — sus.d ........ — —
Sus.2 ... .. sus.2 ..... —_— —_— sus.2 ......... —_— — —
Tsusd ......... ATsus.4 —_— —_— — Tsus.d ....... — —
7/11 (pentatonic) m(ma7)/11 .m7/11b5 .. ... —_— m7/#11 ....... T ATHIL ..o ... —
13sus. ......... —_— .. 13sus.4 ...... — mal3#11sus.2 ..13sus4 ...... — —

© 2001 Jim Gleason.
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Major Scale-Tone Triad Pairs

root movement
stepwise

thirds

perfect fourths

Scale-Tone Chord Pairs

chord types
Major to minor

Major to Major
minor to minor
minor to Major
dimin. to Major

Major to minor
Major to dimin.

minor to Major

dimin. to minor

Major to Major

minor to Major
minor to minor

dimin. to minor

chord pair

1 IIm
V VIim
v Vv

IIm IIIm
IIIm IV
VIIdim I

I IIIm
IV VIm

V  VIldim
IIm IV
IIIm V
Vim I
VIIdim IIm

1 v
A% I
IIm V
IIIm VIm
Vim IIm
VIIdim [Im

Harmonic Minor Scale Tone Chord Pairs

root movement
stepwise

thirds

perfect fourths

chord types

Major to Major
dim.7 to minor
minor to Major

Major to minor
minor to Major
dim.7 to dim.7

m7b5to 7
7 to minor
minor to minor

aug. to Major

© 2001 Jim Gleason.

chord pair
V bVl
VII°7 Im
IVm V

bVI Im

IVm bVI

II°7 to IV°7

or IV°7 to bVI®7
or bVI°7 to VII°7
or VII°7 to II°7

IIm7b5 V7
V7 Im
Im IVm

bIll+ bVI

between roots

1 step (2 frets)
1 step

1 step

1/2 step (1fret)
1/2 step

1/2 step

2 steps (4 frets)

2 steps

2 steps

1 172 steps (3 frets)
1 1/2 steps

1 172 steps

1 1/2 steps

2 172 steps (5 frets)
2 1/2 steps
2 172 steps
2 172 steps
2 172 steps
2 172 steps

between roots

1/2 step
1/2 step
1 step

2 steps

1 1/2 steps
1 1/2 steps
1 172 steps
1 1/2 steps
1 1/2 steps

2 172 steps
2 172 steps
2 172 steps

2 1/2 steps

Key of C Key of A
C Dm A Bm

G Am E F#m
F G DE

Dm Em Bm C#m
Em F C#m D
Bdim C G#dim A
C Em A C#m

F Am D F#m
G Bdim E G#dim
Dm F Bm D
Em G C#m E
Am C F#m A
Bdim Dm G#dim Bm
C F A D
G C E A
Dm G Bm E
Em Am C#m F#m
Am Dm F#m Bm
Bdim Em G#dim C#m
Key of C Key of A
G Ab E F
B°7 Cm G#°7 Am
Fm G Dm E
Ab Cm F Am
Fm Ab Dm F
D°7 F°7 B°7 D°7
F°7 Ab°7 D°7 F°7
Ab°7 B°7 F°7 G#°7
B°7 D°7 G#°7 D°7
Dm7b5 G7 Bm7b5 E7
G7 Cm E7 Am
Cm Fm Am Dm
Eb+ Ab C+ F
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Scale-Tone 9th, 11th and 13th Chords

The graph on the left of the chart below shows the scales in which the chords are contained.

same octave shape down each column; same type across each row

e
g : £ .
3 2 3 & 2
AT AT T 7 m7 m7 m7
246 2#46 246 246 246 2#46 2416 641 root 42 root 52 root 53 root 631 root
[HEIO jREEEE [ 111 0] [OINE: (D1 |
0 2 3 2 [ ]2
3 4 2) 333 3 1|2 3 3
= 7b5 T - + 3 rt
(nr=m7os) | EEEE OIENE! OIEN
b7 3 52 13b725 4 3b72 5 4 52307
1 3b72 35b725 3 5b72
@2 ] [O]E! QN L] (11
13 3 34 @[3 33
[OIE! 2 ) |
I 3[]C [OIE! 4 11C
I 736 [ 4 | [
b73 2 6 b73 6 1 13b726 b71 3 6
Dl ] [11 I [HEN pENEN !
7#9 2 2 1 2 2333 2
3 Q)3 3
m | 44 4 [TT]4 3
superimposed L
over 7 1 5b73 b7#2 [ 13 b7#2 4 1 3b7#25 |4
35 b7 35 b 3b7 142
OJIEELO ROINE [ [D [ 11 (D1
A9 23 1 |
(nr=m7) dl2 |34 1] ]3 3 3|4
[} I HERIO gREE] OLT T
1 73523 1572] 1372 4 5237
35725
| 1 1(D] 11 i [{O)
AT#11 @ 0 2 Q) ]
(nr=m/9) 23 3 4 Gl : 2] ]34
4(DI DI 3CDa | (OLLLICD
1573# 357 # [T1 351 7#
351447 573 #4
| 1 O 1 [ [(D] 1
A9#11 & D 3 L
; % 23 3 4 DIRE 2 [333
nr=m
[OIIE [ [ 4] QLD
1 73 #42 137 2#4 352#47
3 1#472
[333 (DI T1 1 (Dl111 [ 1
m9 2 €
(nr = maj7) [OIRE 3 2)[333 3( 2 3
| N0 EREERRREN 3 4
1 b7b35 2 | 163672 5] B35b72 5 [ 1D
b3 5 b72 5 2 b3b7 1b3b7 2
@M[11 11 1 111
|
m13 44 2 ([ 333 3
(nr = A9#11) ]I 34 I 1 I
1 b7b36 2 ] 41 3 v126
b7b35 6 2| 1b3b72 6

A7 A7 7111 7/11 m7 m7 m7
246 2#46 246 246 246 2#46 24Db6
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Scale-Tone Altered Dominant Chords

The graph on the left of the chart below shows the scales in which the chords are contained.

> 5% § z
g cE 2 g, g E
2 22 3 23 ) 2
2 £E 2 f: % 32
E 55 @ EF 3 B
mmV PM mmVII Dhw  WT mmIV
2 47 b6 hzz.hs T tgl;n 0 2 #74 6 641 root 42 root 52 root 53 root 631 root
7b9 [0) 1] Q) [ HE))
4 1 |[@]3 2 2
(nr="7) [ 1] (D4
[ 11 [
b73 5 b2 52567 3| 13b7b2 25673 | b7 5623
(CIENNIO] JEREREY [ RREDI IERERR RN [TID [T
T#5b9 3| U2 PO @B | i 3D
sbonmbviimbs | 1C]) 3 4 314 4 2 G [4
1 [ 11 [OINRVIE 3004 [
Vimepey L b73#502 (D] | 734502 13 b7 b2 T4 [ [ b7 #5b2 3
#51 3 b7 b2 3b7b2#5 #51 3b7b2
2 10| O | L [] [ ] 2 | [[M
TH#5 L NE I 3 [ |
D 4 4 | 3
[ D [ D [ [4
I b734#5 #51 b73 | b7 #513 1 b7 345 #51 3b7 b73 #5 1 307 1#5
7b5JII [1] [i] 1o (D O]
DIEN | | [T11 I [
(=bV7b5) 4 3 3 2 3 [©) 4
| | 3 [ ERE [ T4 [
1 b73b5 165673 | [@] 1b5b73 3 b7 1b5 b5 1 3 b7 307 1b5
1.3 b5 b7
9b5 [ 1 [ D] [T [1CD] [
1] [ | [T I
(=bV7b5/#5) [N 34 2 111
[T4] [ R OIEAN! 3
b5 13 b72 3b7 2 b5 4 ] 3b72 b5 [ T4
b5 2 3 b7 b7 3b5 2
0#5 [] i [
2
(9#5nr 3 4 2
=1117b5
= bVIIbS) | 3 | 3 3
b73 #5 2 4 b73 #5 2 4]
3#5b7 2 345672 367 245
[1] | [1]] T[]
7/6b5 JEE OIEEE
(7/6bSmr 4 |
=bV7#9n5) | 3 (D] 4 3
Ib5b73 6 [ 4 | 4
b73b56  |b5b73 61 fbs 13b726 b5b71 3 6
[1]]D IENEY BN L] ]
7b5b9 3 2 7] | |
(7b5b9 3|4 |(M]4
=bV7/1 [11 |
=bVI#ID b5b73 b2 13b7b2b5 b5b23 b7 | 1 3 b7b2b5
b5 1 3 b7b2
13b5b9 [1T]D [ TID [1] ()]
3 3 (2) 2
(13b5b9nrn1 1
o ; 0 a
b5b73 6 b2 bSb73 6 b2 |b51 3 b7b26 4]
b5b7b2 3 6
7b549 Mg HHE
(7b5#9 34
=bV7/6b3) N 3
b5 1 3 b7b3 (D] 13 b7#2b5
1 3 b5b7b3
7#5#9 1 HERN 11 [ 1] [
(DI @ |
(549 2 4 2 14 1
=bV9/6nrn5) 1 3 I | I 22
I b73#5b3 @] 1 3 b7#5 b3 [1T4
#5  3b7b3| 1 34#5b7b3 3 b7b3#5
mmV PM mmVII Dhw WT mmIV L L ) .
711 711 74549 13 945 7811 13 b9 #9 #11 = half/whole diminished scale **¢ melodic minor IV = 13#11 **» melodic minor V = 11b13

2b6  b2b6 +9#11 26
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Scale-Tone Add-Tone and Suspended Chords

Appendix E

The graph on the left of the chart below shows the scales in which the chords are contained.
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Two Note Chords

major third...........ccoooiiiiiie 214
minor third ... 214
perfect fifth.........cooiiis 214
Triads

TNAJOT +eniteeiieeenitee et e eeiteeesireessieeeebeeesbeeenane 215
ININOT .t 219
diminished........cccccoooiiiiiniiiie 223
AUEMENTEd ....eooeiiiiiiiiiieeeeeeceeeee e 226
majhor flat five ..o 229
suspended fourth ...........ccoooeeniiiniiinnenne. 233
suspended second..........cooeveeriiiiniiiiniieennee. 234
Major Type Chords

major SeVenth .......coceeeviiiiiiiiiiiiiiccieee 235
major seventh no third ... 239
major seventh add SiX.......cccccevviiiniiiinieennne 240
major seventh add sharp eleven................... 241
major seventh add six add sharp eleven........ 242
major seventh add six flat five ...................... 242
major seventh suspended fourth.................... 243
major seventh suspended second .................. 245
major seventh flat five...........ccoocnini, 248
major seventh sharp five ........ccccceviiniien. 251
Major NINtH .....cooiiiiiiiiiiiciiececceeee 252
major ninth no third ..............ccooceniinninn. 253
major ninth add SIX.........cccovveiriiiiiniiiinnieens 256
major ninth sharp eleven.............cccceeenieennn. 257
major ninth flat five..........cocccoiini, 258
major ninth sharp five .........cc.cccocceninienen. 259
major thirteenth sharp eleven........................ 260

© 2001 Jim Gleason.

SIXTN e 261
sixth add nine..........ccoceeviiiiiiniiiiiiicee 263
sixth add nine add sharp eleven..................... 267
sixth add nine flat five........ccccceeveviencirennnn. 269
add nine (major add nine) ..........ccceevveeuennne. 270
Dominant Seventh Type Chords

(no altered fifths)

dominant seventh ..........ccccceevviiiieeniiieeeennee, 271
dominant seventh no third..............cc...c........ 275
doninant seventh add SiX.........ccccerverniiennnne 276
dominant seventh add six suspended fourth..... 278
dominant seventh add six flat nine................ 280

dominant seventh add sharp eleven .............. 282
dominant seventh suspended fourth.............. 284
dominant seventh suspended second ............ 286
dominant seventh flat nine ..........cc.cccoceeneee. 290

dominant seventh flat nine suspended fourth... 292

dominant seventh flat nine sharp nine........... 293
dominant seventh flat nine sharp eleven....... 295
dominant seventh sharp nine............ccc.c....... 296

dominant seventh sharp nine sharp eleven.... 297

Dominant Type Chords With Flat Five
(includes those with 5 and #5)

dominant seventh flat five...........ccoccceeeenie. 299
dominant seventh add six flat five................. 301
dominant seventh add six flat five flat nine... 302
dominant seventh flat five sharp five ............ 303
domiant seventh flat five flat nine.................. 304
dominant seventh flat five flat nine sharp nine... 306
dominant seventh flat five sharp nine............ 307

dominant seventh flat five sharp five flat nine.... 308

dominant seventh flat five sharp five sharp nine .. 308
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Minor Seventh Type Chords

Dominant Type Chords With Sharp Five (nob5
ominantType Chords With Sharp Five (no®5) (includes m9, m11, m13 types)

dominant seventh sharp five.........ccc.ccceeueenee. 309 .

MIiNOr SeVeNnth...........cevvvveveviiiiiiiiiiieieieeeeeeeeees 336
dominant seventh sharp five flat nine............ 310 ) )

minor seventh add SiX .........cccccevvvvvvvviviiveeennns 340
dominant seventh sharp five flat nine sharp nine . 310 .

minor seventh add eleven.............cccccvvvvvnnnns 342
dominant seventh sharp five sharp nine........ 311 . .

MINOr NINth........oovviiiiiiiiiiiiiieeeeeeeeeeeeee 346
Dominant Ninth Type Chords (no altered 5ths) minor ninth add SiX .......ccccooioeriniericiren. 349
dominant ninth ...........ccooevvviviiiiiiiiiiiieeee. 313 minor eleventh .........cccccevvvviiiiiiiiiiiiiiiiiiieeenns 350
dominant ninth no third................ccceeeuvnnnee.. 315 minor thirteenth............ccccevvvveeeieeeveieieeeeeeeenns 356
dominant ninth suspended fourth.................. 319 . .

P Minor Sixth Type Chords

dominant ninth add SiX.......cccccceveviviieinnnennnn.. 320

MINOT SIXth ..evvviiiiiiiiiiieeeeeeeeeeeeeeee 359
dominant ninth add six suspended fourth ..... 321 ) ) )

minor sixth add nine...........cccccevvvvvviveveeveeennns 361

dominant ninth add six add sharp eleven...... 321

dominant ninth add sharp eleven................... 322 Minor (major seventh) Type Chords
(includes m9(major 7) types)

Dominant Ninth Type Chords With

. minor (major seventh)...........ccoeceeevnieennneenns 362
Altered Fifths , _ ,
minor (major seventh) add SiX ..........cccceeenee 363
dominant ninth flat five .........ccceeviieeneenen. 323 ) ) )
minor ninth (major seventh)..............c...c...... 365
dominant ninth sharp five.......cc..cccceniienene 324 ) ) ) )
minor ninth (major seventh) add six............. 366
dominant ninth flat five sharp five ................ 324
dominant ninth add six flat five..................... 325 Minor Seventh Flat Five Type Chords
(includes m9b5 and m11b5 types)
Dominant Eleventh & Thirteenth Chords minor seventh flat five..................ooocil 367
dominant eleventh no third ........................... 325 minor add eleven flat five................._ 369
dominant thirteenth...............ccccoeeeiieeennnnn. 326 minor ninth flat five..............______ 371
dominant thirteenth suspended fourth............ 329 minor eleventh flat five ....................cooiiil 373
dominant thirteenth sharp eleven.................. 331
dominant thirteenth flat nine......................... 332 Minor (major seventh) Flat Five Type Chords
dominant thirteenth flat five flat nine............. 333 minor (major seventh) flat five...................... 376
dominant thirteenth flat five sharp nine ........ 333 minor ninth (major seventh) flat five ........... 377
dominant thirteenth flat nine suspended fourth.. 334 Diminished Seventh Type Chords
. . diminished seventh................c.ccoi 378
Minor Add Nine................................... 335
diminished seventh add nine........................ 379
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C mi3 |

C5 I

L1 &

15

C5 Vv

C5 X

3
I

15

© 2001 Jim Gleason.

major third
C mi3 v C mi3 VI C mi3 VI
|1 1
2
izt
1 b3 1 b3 1
minor third
C mi3 v C mi3 VI C mi3 VI
|1 1
2)
P
1 b3 1 b3 1
perfect fifth
C5 1l C5 1l C5 Vv
1 1 1(1
3 ®
I
15 1 5 51
C5 Vv C5 VIl C5 VIl
1 1
3 ©,
@ITTTD
1 5 15 1
C5 XIl C5 Xl
1 1
2)
QINEE i
1 515 1 5

C mi3 Xl

C mi3 Xl

C5 \"

[€))

5151
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major
C major I C major I C major I C major | C maijor Il
| |4 ! i | |( JENEN
2 2 2 2 4
3 4 2 3
5 3 1 3 15 4 3 1 13 5
31 5
C major Il C major Il C major Il C major Il C major Il
T BE i BE [
2 2(3 2 2 2)
©) G @ OF
31 5 513 l | 5 31 13 3
5 313
C major Il C major Il C major 1l C maijor Il C maijor I
1 | [T1 1(1 1 1 1 i(1
2 2(3
3(3 3(3)3 3(3)3
(3)4 @)
3135 5131 515135 1 5135 51513
C major Il C major I C major I C major Il C major I
1 1 1(1 1 1 1
3(1)3 3 3(3)3 3(3)3 3(3)3
15 35 51 3 1513 5 513 5135
C major 1] C major ] C maijor ] C maijor I C maijor I
1 1 1 1 1 1
3)4 3(| )4 3 )
1 35 15 3 3 5 1 35 4
[T N
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C major 1]
1 1
3
1 1 35
C major V
1(1
3
351
C major \
1 1
®
5 31
C major \Y
1(1
3
O)
1 351
C major Vil
1
2(3
4
3 351

© 2001 Jim Gleason.

C major \Y
1(1)1

[TTT®

35131

C major VIl
1 | 1(1
2

3(4

151351

C major V
1(1)1
O)
5131
C major V
1 1
@
1 5 3
C maijor \Y
1)1
4)
1 31
C major Vi
1
2
@)
31 5
C major VIl
[ 1(1
2
34
51351

C maijor

\

1(1)1

C maijor

Vil

C major \Y
1(1)
3
QLI 4D
3515
C maijor \
11N
3
l
3513
C maijor \
1(
®)
4]
53 1
C major Vii
[1
2 )
@)
1 31
C major VI
[1(1)
2
3
1 351
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C major VIl
[ 1

5135

C major VIl

[ 1

2

C major VIl
| 1(1
2

3
L@

3 151
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C major

Vil

1

151

C major

Vil

C major

Vil

| 1

2

(3

C major

35

X

X

C major

Vil

1

15

C major

Vil

)

C major

whkh

Vil

T

|11

2

C major VIl
[ [
2
3
5 3 1
C major VIl
1
2(])
4
15 3
C major IX
BE
2(3
513
C major X
1(1
3
351
C major X
11
4
51 3

C major VIl
| 1(1
2

351

C major VIl
1 2

5 31
C maijor X
1
3] 4
15 3
C major X
1(1
3 4
3515
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C major X
1
2 3 4
3 15 3
C major Xl
1 2
3)
513
C major Xl
1
2)
3
4D
5 351
C major Xll

3135

© 2001 Jim Gleason.

1

C major X
1
2 3
[ (4
5 513
C major Xl
1
3
@]
135
C major Xl
1
2)
3
| 4
3515
C major Xl
1 1|
2
3
3 351
C major Xl
1
2
3@
5135

C major X
1U

313513

C major Xl

p—
(S} N—

C major Xl

351

C maijor Xl
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minor
C minor I C minor [ C minor I C minor I C minor I
1 3 1 1 2 1 1
4 2 4 2 2
1b3 1 @_) 5 b3 1 @_) @_)
1b3 1 P31 5 5 b3 1
C minor I C minor [ C minor I C minor I C minor I
1 1 1 1[(2 1
2 3(4 2 4 4 2(3
3
@_) 5 1b3 1 b3 5 b3 15 (4_)
5 b3 1 b3 5 1631
C minor Ml C minor 1] C minor 1] C minor Il C minor Ml
1 | 1 1 | | 1 1 | | 1
2 2 2 2 2
3(4 3(4 34 3 3
1 51b35 1 5103 51b35 15 b3 1b35
C minor Ml C minor 1] C minor 1] C minor Il C minor Il
1 1(1 | 1 1 | 1 1(1 | 1(1 |
2 2 2 2
3 3(4 3 3(4
4
b3 1 5 515 1035 15 b3 5 51 b3 515 1b3
C minor Ml C minor I C minor \YJ C minor v C minor v
DT OIEE B BE BE
2 2 2(3 2(3) 2
3 3(4 4
1 135 5 5 10b3 51 b3 b3 5 1 b3 @

1 5 b3
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C minor

vV

[ |1

2

C minor

1

11

b3 5 1

C minor

Vi

@)

b3 1 5

C minor

Vil

1 11

1 51b35

C minor

Vil

1

5 b3

© 2001 Jim Gleason.

1

C minor \Y

C minor VI
1 1(1

[F°)

1b35 1

C minor VI
1 1(1

b3 5 1

C minor \Y

| 1)

2

( O,

b35 15

C minor \Y
1)1

O

1 b3 5b3

C minor VI

S«
N ot 9

—

C minor VI

5 1b35

C minor VI
11

[F)

1b3 5

C minor \/
| [

2

[T

b3 1

C minor V
1(1

@

1 B35 1

C minor VI
1 11(1

151Db351

C minor VI
1 1

1 5103

C minor VI

5 1b3

C minor \Y
1
2
@
1 b35
C minor \Y
1

OIRE

1 5 b3
C minor VI
11(1
3(4
51 b35 1
C minor VI
1 1
3
15 b3
C minor VI

4

(3

b3 1 5
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C minor VI C minor VI C minor VI C minor VIl C minor VI
1 1 11 11(1 1 11
C 1 &) : &)
4 4 4 || |
1 5 b3 15 b3 b3 1 b3 5 5 b3 51 1 1 b3 5
C minor VI C minor VI C minor VI C minor X C minor X
i [ 110 1 1 | ELC

20 0) ; EHE
il O) ©)

b3 5 1 b3 1 b3 5 1 1 5103 B35 15 1
)
5 b3 1
C minor X C minor X C minor X C minor X C minor X
H€ 1 1 | 1 1(1
2 2 2
3 2 3 3
@ 3 @) |@
B3 15 1 50351 5 5103 15 b3 b3 5 1
C minor X C minor X C minor X C minor X C minor Xl
1 1 [T(d [ 11 [ |1
2 2 2 3 2
4 4 4 3 |(4
3 @) | |
5b3 1 b3 15 b3 515 b3 15 b3 b3 51 b3
C minor Xl C minor Xl C minor Xl C minor Xl C minor Xl
i [T1 1 [ T2 1 [ [ 1
2 3 2 2
€)) {
G) 4 5163 b3 5 103 4 4)
b3 1 5 B3 1 5 I 5 b3
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C minor Xl C minor Xl
[1 ] (1]
2 |(3) 2 |(3
@)
b3 5 1 1b351
C minor Xl C minor Xl
1 1
2
3@ G)
51Db35 4
1 5 b3

© 2001 Jim Gleason.

C minor

Xl

[ 1
2

C minor

Xl

C minor Xl
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[ ] [ ] [ ]
diminished
C dim I C dim I C dim I C dim | C dim |
1 1 |(2 | 1 ]2 1 1
2 3 3 2 2
3
b51 b3 b3 1 b5 5 b3 1 @_) @_)
b5 b3 1 b3 1 b5
C dim I C dim Il C dim Il C dim Il C dim Il
1 1 1 l 1 1
2 2
3 3 2 3 3 213
©) ) @) @
(4_) 1 b3 b5 b51 b3 b5 1 1b3b5 b5 b5 1 b3
b5 1 b3 1
C dim Ml C dim lll C dim v C dim v C dim v
D[] D[] 1]3 1] 1
2 [3 2 |3 3) (2
4 3 2
4
1 b5 1 b3 1b5 b3 b5 1 b3 b3b5 1 b5 @) Q)
1 b3 b5
C dim v C dim v C dim v C dim v C dim V
1] T 1[1 1 [ ()
2 2 ) 2
3 3 4
3
b3 b5 1 @) b3 5 1 b3 OINE b3 1 b5
1 b3b5 1 | b5b3
C dim VI C dim VI C dim VI C dim Vi C dim VI
i i ][I 1
2 2 2 |(3 T 2 2
3 4 3
@) @)
@) 3 b3b51 b3b5 1 1 b5 b7b3b5 1 b3 b5
b3 1 b5
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C dim Vil C dim Vil C dim Vil C dim Vi C dim Vi
| 1 | L IHREE HHEESN 1
2 13 2 DINE DINERIE @)
3
) ) @) 3)
1b3 b5 1 b5 1 b3 b5 1 1b3bs 1 b3 b5 1 4
1 b5b3
C dim VIl C dim VIl C dim VIl C dim VIl C dim VI
1 (1 | 1 1 | 1 | 1 1 | 1
) 2 2 2 2
3 @_) 3
411
b5 b3 1 b5 1 b3 1 b5 b3 b3 b5 1 b3 1 b5 1 b3
C dim IX C dim IX C dim IX C dim IX C dim X
1 L 1 1 1 1 | |
2 2 2 |3
3 3 |(4 3 4 2 13
I l @)
b3 b5 1 b3 bS5 1 b3 b5 1 b5 @) 1 b51 b3
b5 b5 1 b3
C dim X C dim X C dim X C dim X C dim Xl
1 1 | 1 [ | 1 | 1|1
2 |3 2 3 2 3 2 3 |4
3 (4
)
1 bS b3 b3 1b5 b3 1 b51 b3 1 b5 b3 b3b51 b3
C dim Xl C dim Xl C dim Xl C dim Xl C dim Xl
1 1 1 1 1 2 |3
2 2 |G 30 ] (
[ [ 14 3
Ql) @_) b3 bS1 bS @) b3 b5 1 b3
1 b3 b5 1 b3b51 b5 1 b3 b5
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C dim Xl C dim Xl C dim Xl C dim Xl
1 1 1 1 2 1
() o) i
4a 1111 4 [
b5 b3b51 b5 b5 1 b3 b5 1b3 6)
4
1 b5 b3
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C aug 1]

#5 1 34#5

C aug \Y

[OX
2

3

@ C

1 3#513
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C aug I
[ 1
2
(3
4
#5 1 3 #5
C aug I
N6
2
(3
4
#51 3 1
C aug 1]
(1
C
4
1# 3
C aug v
TTTTT3
(2 3
4
#5 #51 3 #5
C aug \Y
(D1
2
3
Q ¢
3#51 3 1

augmented

#51 3 #51

C aug

1 3 #5

@ C

1 3#51#5

C aug

)

#5 1 13

C aug

QO @

#5131

#5 3 #51

C aug I

3
@ C

1 3# 3
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C aug VI
[ 1
2
©) C
1 3#5
C aug Vi
1
Q @)
3
C
3 #51
C aug VIl
@ [
23
“

1 1 3#5 1
C aug IX
EE

(2
3
4
#51 3 #5 3
C aug Xl
1
2
3(4)
3#5 #51

© 2001 Jim Gleason.

13

C aug

Vil

C aug

1 3#5 1

Vil

@

1#51 3

C aug

ES!

1 34#5

C aug Vi
1 |
Q@ @)

34
3 3#5 1
C aug Vi
@D
23
4
1 1 3#5
C aug IX
J11
2
3
#5 1 3 #5
C aug IX
EE
(2
‘.‘
1 3#53
C aug Xl
1
2(3)
4 1]
#3#5 1

C aug

Vi

23
@I |

3134#5

C aug

Vil

Xl

(3

# 3 1

C aug VI
1
) )
3
(4
31 #5
C aug VIl
@@
34
1 3#51
C aug IX
EE
(2
3
4
3#5 1 3 #5
C aug X
(€@
2
3
C
3#5 1
C aug Xl
1 |
2
(3
#5 1 3
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C aug Xl C aug Xl C aug Xl C aug Xl C aug Xl
| |1 1] 1]z T||[[]1 ]|
3) 2(3) 3(4) 2(3) 2(
4 4 4 3
C C C C 4
3#51 3 3 3#5 1 3 #51 3 3 3#51 3 31 3#5
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[
major flat five
C majb5 C majb5 I C majb5 I C majb5 | C majb5 Il
D] L Q)] HERIC G 1]
2 2 3 3 2 p) 3
3 4
l | _ @)
3 1b5 3 3 1b5 bS 3 1 b5 3 7 1 [ ]
bS 3 13
C majb5 Il C majb5 Il C majb5 Il C majb5 Il C majb5 Il
1|1 1 1 1|1 | 1 1 1
) )
@) ®4 @) (€)] @
bS 31 31 305 bS 1 3 1 1 1305 31 bS5
C majb5 Il C majb5 Il C majb5 Il C majb5 I C majb5 Il
|2 1 ] 1 1| 1 1
3 2 2
3 2 2
[([a 4 [(3 [(3)4
13 bS 1b5 3 b5 bs 1 3 bS b5 13 bS 1 3 b5
C majb5 Il C majb5 Il C majb5 Il C majb5 Il C majb5 Il
1 1 ]2 ] 1 T 1 11
3 (1) 1 2
23 2 3
W D i D
1 3 b5 bS 1 3 1b5 7 3 b5 1 7 3b5 bS 13 7
C majb5 1] C majb5 1] C majb5 I C majb5s I C majb5 \Y
1 D] | )] 1]
2 2 2 2 2
Y 3)3 3 3)3
1b5 3 1 b51 3 4 4 D @
1b5 3 7 1b51 37 bS 31
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C majb5 \Y

3 b5 1

C majb5s \Y

2 |3
@]

b51 3 b5

C majb5s Vil

@]

1 3Db5

C majb5s Vil
11

3

4
1 3b57

© 2001 Jim Gleason.

C majb5 \Y

N i

b51 3

C majb5s V

3 1 b5

C majb5s Vi

b5 3 b51

C majb5s Vil

C majb5s Vi

34

D]

7 3b51

C majbs

v

(%)

[T S—

b5

C majb5

1 31

Vv

3 4

D

3

C majbs

1 b57

Vi

11

1

3b57

C majb5 v
1]
2
4
3b51
C majb5s \'
1
2 3
C
4
371 b5
C majb5s Vii
| 1
2 3
4
|
1 3 b5 1
C majb5s Vii
[ 1
@)
3
@)
1 130b5
C majb5s Vii
| 11
T
3 4
1 73b57

C majb5 v

()

1 7305

C majb5s VIl

3

@

3 1 3b57
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C majb5s VIl
D]
2
)
4
1 b5 3
C majb5s Vil
@[T
2 3
4
1b5 37
C majb5s IX
1|2
3
4
b51 3 7
C majb5s X
]
2
4
1b5 3
C majb5 Xl
| 1
2
@)
4] ]
3 3b51
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C majb5s Vil

HEEIC

2 |3

b5 3 1

C majbs

Dl ||

222

Vil

1b57 3

C majb5s IX

1|1
2

44
bS 13 73

C majb5s X

C majb5s VI

Dl ||

2 |3

C majb5s IX

111

3b513

44
b5 1b57 3

C majb5s X

L |
2

34

I

1 6573

C majb5 Xl

C majb5s

Vil

1

[ 44
1 b5 7 3

C majbs

1|2

b51 3

2)

3b51 b5

IX

X

Xl

C majb5 Xl

C majbs

Vil

OIT1TD

4 4

1b5

C majbs

373

IX

3 b5 1 3

C majbs

4 3

b5 3b5 1

X

Xl
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C majb5s Xl C majb5 Xl C majb5 Xl C majb5 Xl
1| | 1 1 1 |E
2)2 2
3 3
4 4 ) |
b513 7 31 b5 31 b5 4
b5 713
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suspended fourth

C sus4 | C sus4 | C sus4 Ml C sus4 I C sus4 1]
i 1 1)1 1(1)1 1(1)1 1
2(3 3((3 3 3 3
4 4 4 .
5145 1514 514 1 51414 514145
C sus4 [ C sus4 I C sus4 ] C sus4 V C sus4 \Y
Wif]1 O ©) 1 1(1)] 1]
2 2
3) 3) 3)
| 4 | 4 Q) @) Q) )
14145 4145 1 145 51 41 514
C sus4 \Y C sus4 Vil C sus4 VI C sus4 VI C sus4 VI
1(1 1 1 1(1 1 1(1
2
2(3)4 2(3)4 2(3)4 2(3)4
OF )

45 1 4 5145 1 51 4 51451 151451
C sus4 IX C sus4 X C sus4 X C sus4 X C sus4 Xl
Q) {O) @) 1()1 1(1) 1]

)
3)4 3 3
O ) [(a)4 O
1 4 51 1514 51 4 S 15 14 1 45 1
C sus4 Xl
1] |
3)3

514
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suspended second

C sus?2 il C sus?2 il C sus2 Ml C sus2 1] C sus2 1]
1 2 OINEE! D] ]1 1D N11
4 3(4) 2 3(4 2 3(4 2 3(4)
15 2 5125 2512 5251 25125
C sus?2 \Y C sus2 \Y C sus2 VI C sus2 VI C sus2 VII
i10) 111 1 ] 1]
@) Q) 2(D Q) 33)
3
) 44 ) ) 4 3(4 )
5251 25 1 15 2 5125 25
C sus2 VIII C sus2 VIII C sus2 X C sus2 X C sus2 X
1) 1(]) 1) (1) D 1 1(]) 1(1)] |1
2(3 4 2(3)4 23 33 3
4 4 | 4
52512 525125 2512 5251 51512
C sus2 X C sus2 X C sus2 Xl C sus2 Xl C sus?2 Xl
DIHE! 1(PD] | 1 11 | 11 11
€ 2 2)
3 3
IO [©)] D) 4 ) ©)
1 512 5 512 2515 251 1251
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C ma7 I

C ma7 nr Il

C ma7 1l

C ma7 il

C ma7 v

(4 D

1357

© 2001 Jim Gleason.

major seventh

C ma7 I C ma7 I C ma7 Il C ma7 nr Il
i [ [U BE U]
> 2 2(3 2
3 3 4 3
1 4 | .
5 3 7. 1 1371 5137 3735
C ma7 nr Il C ma7 nr Il C ma7 nr Il C ma7 nr Il
1 11 1 | 1
2 2 2 2 3
3 4 4
3 7 5 573 5 37 5 37 5
C ma7 l C ma7 lll C ma7 Il C ma7 1]
OINEE DINEE D[] ]
2 2 2 2
3(])4 4 3 3(])4
15735 1 735 1 7 3 515 73
C ma7 ] C ma7 1l C ma7 nr 1] C ma7 nr 1]
1(1 1 [ 1 1 [ ]2
2 3
3(3)3 3(3)3 3 )%
4 4 735 5 7 35
515137 15137
C ma7 nr v C ma7 nr v C ma7 nr v C ma7 nr v
[ 1] [ [1 [ 1] | L
2 3 2 2 3 2
3 4
4 4
573 5735 3573 357
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C ma7 \Y C ma7 \Y C ma7 \Y C ma7 V C ma7 \Y
(1 1 1)1 1 10
3 2 3 2 2
4 € C 3 4
5137 3157 | |4 4| |
1 713 371 5 1 5137
C ma7 nr \Y C ma7 nr \Y C ma7 nr \Y C ma7 VI C ma7 VI
1 1 1(])2 [ 1 i [1i
2 2 4 4 3 3
) 0, 4 @
4 35 7 5 37 1 357 31357
53 7
C ma7 VI C ma7 VI C ma7 VI C ma7 nr VI C ma7 nr VI
1 | 1 | | 1 1t | 1 1
2 3 T 2 2 C) ZQD ¢ @),
4 34 3 3 3
4 4
1 357 1 7 3 57 137 357 5 3 7
C ma7 nr VI C ma7 nr VI C ma7 VI C ma7 VI C ma7 VI
1 [1 1 [1 SINRE [ T10 [ @
) 2 2 ) 3 4 2 3 2
3 3 3
37 57 3 357 1 735 7 351 4
5 371
C ma7 VIl C ma7 VIl C ma7 VI C ma7 VI C ma7 VI
1 D[] V| | | D1 1 i
34 2 3 23 23
4 4 4
| |
4 4 4 1 7 3 1573 157 35 157351
1 5 7 3
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C ma7 VIl

©) O,

15 37

C ma7 nr IX

C ma7 X
1(1

35157

C ma7 Xl
111

4
13573

© 2001 Jim Gleason.

C ma7 VIl

) D

4 4
15 373

C ma7 nr IX
1

357

C ma7 X
1)

C ma7 nr X

1

111

1 573

C ma7 VI

C ma7 nr

11

Q11O

IX

C ma7 nr

X

OIE
23

4

C

5735

C ma7

Xl

C ma7 IX
BE
2(3
4
5137
C ma7 nr IX
11
2
4
3573
C ma7 X
1
2 333
3 1573
C ma7 nr X
1
333
5 573
C ma7 Xl
1 11
3
“)
31357

C ma7 IX

1573

C ma7 X
1(1

51573

C ma7 Xl
11

[N

C ma7 Xl

2
3@)]

513573

All Rights Reserved.



page 238 Appendix F: Chords By Type

C ma7 Xl C ma7 Xl C ma7 nr Xl
J§ T1 T11
€ €

3

©) ;
4 I 4 3573
1 713 5 713
C ma7 nr Xl C ma7 nr Xl C ma7 nr Xl
1 1 11

3 3 3
4 4 4
5 3 7 3 75 3575

C ma7 nr Xl
1

(8]
w

v B
<
W
n
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C ma7 nr Xl
1 1

D

C ma7 nr Xl
1 111

C ma7 nr Xl
11

C ma7 nr Xl
1 11

w

w
(O8]
(9]
-
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C ma7n3 I
1
3
4
715
C ma7n3 \Y

]

C ma7n3 X
1(1
4
51 7

© 2001 Jim Gleason.

major seventh no third

C ma7n3 I
1
2
3
157
C ma7n3 V
1(1
(_\ 4
51 7

C ma7n3 nr Xll
11

w

w
(9}
N

C ma7n3 1]
OINEE
3
1 7 5
C ma7n3 \Y
1)1
3 4
1 575

C ma7n3

12

C ma7n3

Vil

D] |

3

C ma7n3 il
1

15

C ma7n3 X
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major seventh add six

C ma7/6 VIl
1

[ ]
33

4

1 736
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C ma7#11 Il

©)]

3(])4

1 573#

C ma7/6#11 VIl

11 (11

63

1 363# 7

C ma7/6#11 IX

1] |

2

3 T#4 6

C ma7/6#11 Xll

11
2
3
4
5 # 6 7 3
© 2001 Jim Gleason.

C ma7#11 nr |l
1

D

C mav7/6#11 VIl
1

C ma7#11 X

D]

2

3 1#4 7

C ma7/6#11  Xll

11

3

4
1# 6 7 3

C ma7/6#11 IV

1

3 7#4 6

C mav7/6#11 VIl

1 11

6 3 #47

C ma7#11 X

1(1)|
2

351#4 7

C ma7/6#11 Xl

11

3

4
1L# 6 7 3

major seventh add sharp eleven

C ma7#11 \Y
1)

2 34

Q)]

351 7#4

C ma7/6#11 VIl

L 1|11
2

3
1 6 3 #4 7

C ma7#11 nr Xll
11

C ma7/6#11 Xll

1

36 7#4

C ma7#11 VI
l 1
T

23

4
157 3 #

C ma7/6#11 IX

C ma7/6#11 Xll

11

# 6 7 3

All Rights Reserved.



page 242 Appendix F: Chords By Type

major seventh add six add sharp eleven

C ma7/6#11 IV
1]

3 7 #4 6

C ma7/6#11 IX

C ma7/6#11  Xll
11

3

4
1# 6 7 3

C ma7/6b5 IV
1

3 7b56

C ma7/6b5 IX
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C ma7/6#11 VIl
11 11

@

1 363#47

C ma7/6#11 IX

1]
2
3
4
l3 7#4 6

C ma7/6#11 Xll
1

36 7#

major seventh add six flat five

C ma7/6bs VIl
11 11

@)

1 363Db57

C ma7/6b5 IX

C ma7/6#11 VIl
1

3

4
37 #4 6

C ma7/6#11 Xll
11

#4 6 7 3

C mav/6b5 VIl
1

3

4
3 7Db56

C ma7/6bs  Xll

11

b5 6 7 3

C ma7/6#11 VI

1 11

6 3 #47

C ma7/6#11 X