


FOREU/ORD My objective in writing this collection of
studies is to outline some chordal techniques that
have practical application in contemporary styles
of guitar playing, value in fingerboard exploration
and the development of a sense of musical coher-
ence.

I have chosen to do this through example
rather than a discussion of harmonic theory with a
view that a lot is to be learned simply by producing
the sounds under our fingers and in our ears.

Many guitarists accumulate a large repertoire
of "guitar chords" which, in themselves, are
pleasant sounding and, perhaps, well suited to
rhythm playing and various accompaniments. But a
repertoire of "isolated" chords may remain in the
players mind as disconnected chunks of harmony,
not easily applied to chord melody playing. The
main academic point of this book is the resolution
of this problem.

One improves his musical and instrumental
techniques by accepting the challenge of more and
more difficult material. Therefore, the examples in
this book have been developed, not for their
simplicity, but for their direct usefulness in con-
temporary music thereby representing some of the
facets of advanced gtritar playing. ln view of this, I
believe the reader is embarking on an adventure
both musically and personally rewarding.

My thanks to Mike Anthony for his contr ibu-
t ion of Example 38.
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FINGERINGS While it is true that the same chord voicings
can often be played on two or three dift'erent sets
of str ings, i t  is seldom possible to do so without
some change of the fingering. ln evaluating the
feasibility of a change, first consider musical
qual i ty and mechanical  ef f ic iency :

a.  As a rule. the musical  qual i ty can be
etrhance d by choosrng a f ingering or a sct
of str ings in which the greater str ing
lcrrgth is nraintained, thus permit t ing the
str ings to "sing" and sustain longer.

b, Mecl ianical  c-f f ic iency is pr imari ly a mat-
ter of '  er,oic l ing unnecessary or awkward
harrd or f ingr.r  movements. However,  in
developinu a sense of mechanical  ef f i_
clcncy. t lo not also develop a tear of
radical jurltr-rs or large intcrvals on the
f ingerboard. for these techniques are
frequcnt l l  rcquired. For example, radi-
cal  intcrval  jLrrrps may supply a nice
coutrast to srnooth scalc-wise l ine move_
ment .

Str ing numbe rs inci icete the lower note of the
chord and are in circ lcs under the staff .  Fingering
numbers are placed to thc lcf t  of  the notes. The
thumb is frequently usccl throughout the studies
and is indicated (T).



CHORD MELODY DEVICES

Examples I through 9 demonstrate some structural devices basic to contemporary styles of chord melody
playing. As you become acquainted with these devices you will observe their practical application through the
studies forming the main body of this book. Take plenty of time working through these studies as the techniques
are highly concentrated. In order to better retain what you learn here, you should make a direct effort to put
these'devices' to pract ical  use on a dai ly basis.

l l  \R] ION\ ' :  \  ER' l ' l ( ,  - \ | . -HOI i IZONl ' \ t ,

Basically there are two concepts of harmony:

(1) Its vertical structure which is nothing more than the stacking of notes into chords. Naturally, these are
played simultaneously.

(2) Its horizontal movement which involves the way one chord progresses to another.

VERTICAL structures are usually expressed in one of two basic voicings:

Example 1, Close Block Voicings in which the notes are packed closely together.

Ex. I

These voicings can also be played on the inside strings (5th, 4th, 3rd and second strings).



Example 2. Open Voicings in which the notes are spread apart.

E x . 2
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Closed voiced chords can be opened up as far as your reach will permit, simply by movilg one or morechordal tones up or down an octave.

Example 3' PARALLEL MorIoN, a chord progression in which each tone is moving the same numberof scale steps and in the same direction.

Ex. 3

m
ffifl
ffi eo Pu ,c't

HORIZONTAL movement. The melody lines formed by each of the chordal tones is the most importantsingle factor linking one chord to another. In four part harmony, for example, one is really dealing with fourseparate melody lines' It naturally follows that there would be as many Inkage possibilities as melodies: astudy of this question in its entire scope comes under the headings of voice leading, harmony and linearcounterpoint (see Shaping Forces o.f Music, Ernest Toch). The following example demonstrates some of theprimary melodic aspects of chord connections.

at3D'? w't crg



Example 4. CONTRARY MOTION
moving in opposite directions. Example 4

is, as the word implies, a situation
shows the upper and lower lines in

in which the chordal
contrary motion.

tones are

Ex. 4

bffl

A counter line may
as in Example 5, or
melodic intervals can
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main melody, or placed somewhere inside the chord
be treated as a counter line. Further, any choice of

Through experimentation with parallel and contrary motion one can invent some passages of considerable
interest to both player and listener. Such passages are often quite useful as fingering exercises and for arrivine
at a better understanding of the fingerboard in general.

Example 5. COUNTER LINES are usually treated as a melodic accompaniment to the main body of a
tune. They are also used as connecting lines from one chord to another and, on guitar, are frequently found
in the second voice from the top. When the main melody has little motion, the counter line can be more
active. Example 5 shows the counter line (with stems up) on the 3rd string.

Ex. 5
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be higher or lower in pitch than the
the bass line itself may sometimes
be used to develop a counter line.



Example 6. A COMMON
played in succession. Example

TONE is a note that is related to,
6 shows the common tone on too.

and sustained through, a sequence of chords

f f i f f i
ffioh"'r ffiE/bs *^a"

Example 7. BLOCK CHORDS. Here is a rudimentary, yct ef t 'ect ive way of producing melody and
harmotry simultaneously.  This is done by placing a ful l  chord underneath each melody note. The chords can
be ei ther close or open voicings. You rnight experiment with picking techniques here: For example, al l  dowl
strokes, or al ternatc down and up strokes, or plucking al l  str ings simultaneously with f ingers. Note: The Gm7
in bar 3 is being used as a substitute for Eb mai 9.
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The block chord eff'ect is best achieved when thc chordal tones are made to move when the rnelocl-v 1ro\'! '\.
atrd preferably in the same direction as the melody. Often tlie melody can be fingered casily without hlripg
to change the chord form, but this tends to destroy the block chord effect; therefore it is more clesirrrlrlc tir
change the voicing or inversion with each new melody note. in order to create the eff-ect of  al l  l i r res nro\ lng
at once.

Example B. SUSTAINED CHORD BACKGROUND is a modif icat ion of the block chord stylc.  in rh. i r
one chord is sustained throueh two or more melodv notes.

Ex. 8

??w

NOTE

Whett a chord is sustained throughout a long seqLrcnce of melody notes. t ingr ' r ing rcquircnrcnt:  t r . ' t1. ,-
makc  i t  necessary  to  d rop  one or  more  o f  thc  chorda l  toncs  in  o rder  to  rnan ipu l l te  thc  n rc ioc i r .  I i , , .
especial ly t rue in improvising with the alorernent ioned common guitar voicings when thc voiec l t l t l  i i r r  :
not beett  ful ly worked ott t .  Howevcr.  i f  each chordal tone is sustaincd for as long as possi i r le.  t l tc l i \ r . .n. .r '  ,
r"rstral ly remember those lrotes that havc been drol tped.

gII'
m-n
t a t l f  l
ffi

l.+1++lnrrn|'..{'...+
l | | l l

6hrn1

It[rrrn
ffiTF
|#
i t  l ? t l

, l  ,  |  |  |

ffrrnrnrn
ngq

g

ffi
$ffi
ffi
bvb

E-r
|.T55n
ffi

f+++ilmx
ffnn

?h"fc

v
@



Exarnple 9. SHORT CHORD PUNCTUATIONS. Becausc
of harmony. it is possible to outline tlic llow of harmony by
without sacr i l ic i rrg harmonic cont inui ty,  whcn they are playcd
the bar. This cor-rtinuity can be lurther rcinfbrced by choosrrrg

Ex. 9
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of thc l istcncr 's abi l i ty to reme mber the sorrnt
short  chorci  pr-rr-rctuat ions. Thesc can be uscc

with atr thor i ty ancl  lppropriately placecl wit l t i r
mclocl ies rvhich ernphasize chordal tones.
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CHORD N{ELODY STUDIES

Exanlples l0 through l2 dcal with var iot ts appl icat ions o1- the devices or-r t l i led i1 Examples I  t l rotrgS .)
The fol lowing studic 's are uot to be considered as Llnaccolnpanied solos, but rather as eramples of t6c *,r
otre night pcr lorm iu a combo. For cxantple, the bass l ines arc of le n incomplete in that most cor l t tos hrrr . '
bass players f i l l ing this f iutct ion. l reeing the guitar playcr to work with rnelodies, ancl  to clc 'u,c6'  r5-,
harmonic color resident in the l lpper extensions of the chords. E,xamples l0 thropgh l2 prescl t  a fer.v o1 r l r . ,
rnal1y ways to treat thc root progressior-r (ll, V or Il. V, I) common to so many standarcl tuncs.
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Examplc 13 i l lustrates closc
nsccl as tcxturc contrast to the
dominant chord (Eb + 7b9).

E x .  1 3

voicings. very effect ive brrt  uot too
big sor. tnd of open voicings. Notc:

guitar.  These can bc
is l i rnct ioning as u

often used, on the
Thc G6 in  bar  3
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In Examplc 14. cach l ine is deccndir tg i t r  cc 'rnsccrrt ive n holr- ' -stc1-r.  I i l l f -step seql leuces (symrnetr ical
diminishcd scales).  One l inc ntoving whole-step. hal t ' -stcp. rvhi lc lnothcr i inc is nrgvi lg lal t --step. whole-step.
producing the chord changes as the symbols incl ic l te.
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Example 15. This is a simple harmonization
The Eo and Dbo chords are both functioning as
from the monotony of diatonic lines. It is good

various diatonic melodies.
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of the C (diatonic) scale with some
1^7b9, and are being used to provide

ear training to improvise this sort of

isolated chromatic isnr.
some chromr t ie  rc l i c l
th ing  in  a l l  keys .  u i th
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Ex.  15
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Example 16 i l lustrates (1) exaggerated chromatic ism and (2) the gradual addit ion of notes ( in eonrrurr
motion) to expand the voicings without opening them. Note: the spel l ing of the chord symbols in Errnrf l :
l6 is less important than the voice leading which creates them. Accordingly,  symbol ident i f icat ion of the.r
chords (more properly "sounds") is awkward and unnecessary, Their  funct ional or Roman NLrnrcr.- i l
ident i f icat ion ( i .e.  l l1,  Vl .  etc.)  depends upon analysis of thc ent ire phrase in which the chords occgr.

Ex. 16
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Example 17. A fingering exercise in short chord punctuations using a Cycle of 5ths with #9 chords.

Ex. 17

e*q

dfi*q

F?*1 '--:\

Ab?*q



to
chords across the strings. Make a special effort

Ex.  18

Example 19 is a fingering exercise for running augmented triads across the strings. Play this in r \3rier!
of  keys up and down the f ingerboard. Sustain each chordal tone for as long as possible. In generl l .  r6i .
means to keep your fingers in place until it 's absolutely necessary to move them. This will contribur...
measurably to the continuity of your chord melodl, style.

Ex.  19

Example 18. A
sustain each chord

fingering exercise for running diminished
for its full time value.

X.
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Example
passage can be
end.

Ex. 20

20' Short  Chord pttnct l tat iotrs with chords clcscencl i rrg paralkl  iu nt inor thirds. This typc t ,
very effect ivc whct l  playccl  f 'ast.  Notc thc use o1' thc r ight hancl in ai lc l ing thc buss 1o1e ut t l t .

Ot*q eilq

Exan tp l c  21 .  A  s t re t ch i r l g  exe rc i se  w i t l i  s t a t i c  i n t c r i o l  r o i t f  i l n r l  ( ) r , l t . r  vo i ccs  i n  con t l l r v  rno t i on .
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notc voic i r . rg coul lo l t  to  cc l ta in s ty les of rh -v thnr  p lay ing .  Th is  ' tL r . . i , ,t \
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Example 22. A type of threc
based on 1 2 bar blues.
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Example 23. The use of two notes
unexplored in guitar playing. particularly
contribution to the versatility of one's stylc..

to create the overall effect
in inrprovisat ion, and could,

Example 23 ut i l izes this device

ot 'harmony has  been re la t i vc l , .
w i th  p rac t ice .  make a  va luab l ,
in the basic l  2 bar blues.
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24. "Ful l"  block voicingsin a big band style.  as might  be  app l ied  to  an  end ing .
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Example 25 offers exercises in

8 x . 2 5

4 4

Example 26 is a study in parallel motion
could also be played over a G minor chord.

three areas: Contrary motion, paral lel  motion and expanded voicinss.
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with the melody doubled on the bottom. This ent ire phrase

Ex.26
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Example 27. Another version of the band type block chord style.

Ex .27 f f i f f i f f i
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Example 28. Very close (tight) voicings in parallel motion. Note: the 9th of the chord voiced on tht
bottom next to the 3rd. This voicing can also be played nicely on the inside strings.

Ex. 28
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Example 29.
first note of each

Counter l ine accompaniment,
bar as long as possible.
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ffi-ffi
#
l i l t i l

F?bq

2

same melody as E,xample 7 ancl
Fourths ascending chrontat ical l r , .

The chords occl l r  af t  ' r  the ini t ia l  melody note. Slrstain the

Ex .29
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Example 30 has the
chord via chords voiccd in
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Ex. 30
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The fol lowing three pieces, Examples 31, 32 and 33, are structural ly and harmonical ly fair ly s intplc i .ut

dentonstrate some ways to gcnerate color and variety without destroying the basic simpl ic i ty of th. ' t t rnr

Look for short  chord punctuat ions, open and closed voicings.
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E x . 3 l  ( c o n t ' d l
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Ex. 33 (cont'd)
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Examples 34 and 35 have, in contrast to Examples 31,32 and 33, relatively rich harmonies. This i: d1.'
to the addit ion of extensions. i .e.  +5, +9, etc.  You wi l l  a lso observe that notes other than the roor rr :
frequently used to form the bass line. These help to produce harmonic textures present in some of the mor:
recent jazz forms. In this example, make a special effort to sustain as many of the chordal tones as possib,le.

Ex. 34
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Ex. 34 (cont 'd)

fRTT
t-t-l+lt
Fffrfi

%ffi

ffi
[ffi
ffi

RTM
H{$+l
t+..|+.1
IJJ+#f) ,
f f iFfJ A
\  O ( s t -

trFFF
|.#

t+{Jll
HH

* ,o4D
Ir r,-,.-,

@



Example 35 shows the primary progression
being connected by the passing chords G#m7+5,

Ex. 35
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FFFFFT
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ffi
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same chord progression being
the chord symbols as indicated

consist ing of G6, Am7, Bm7, Cmaj 7 (one chorcl  l . rcr l . . , r r
Am7+5.  e tc .

Af",*S bJ+s et"1Vr

-w'
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ffi
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ffffh
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connected by passing tones (forming .r  i r . r l1
Gmaj7, 4*(maj 7),  etc.

4

Example 36 is the
counter  l ine)  and a l te r ing
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Ex. 36

Gna1 At'f Ar(t^E bn',? g., (mrz)
Qne')

Example 37 shows further development of a counter l ine result ing from the extensign ol  r f tc 1.. i . .1. . .
tones into a more melodic pattern.
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Ex. 37

ob A^1

J I

$.'z Cnfi



E,xample 38 is a chord melody
vert ical  textures, contrary motion.
and short  chord punctuat ions.

Ex. 38

fffr"rrrrH
F+<l-+-H
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solo embodying the structural
paral lel  motion, connter l incs,

devices out l ined up to this point.  Look f 'or
block chords, sustained chord backgrounds
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Ex. 38 (cont'd)
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Ex. 38 (cont'd)
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With few exceptiorrs, it is possible to find a

common. garden variety chord voicing for the
guitar (of the type found in many chord eucyclo-
pedias) that can be fingered to include all pos-

sible notes that may appear in the melody. I t  is

obvious that i f  the melody note is placed too low

ou thc staff, you will not have enough strings left

to form a satisfactory chord beneath it. There-
fore. you will often find it both helpful and

r-leccssilry to transpose the melody up an octave
(this is cal lcd " jumping octaves") several  t imes

throughout the course of a solo. With experic 'nce

and f inesse. this car l  be done without losir ,g

nrelocl ie cont inlr i ty.  l t  is possiblc however to play

a lon rcgister scale or melody (as low as the 4th

str ing blr t  no lower) with some fragment of the

chorcl  btncath.
Erarnples 39, 40 and 41 show a rnelody l ine

u'r i t tcn high enough to play ful l  chord voicings

bencath. and br ief ly explore the problem of

fincling chord fingerings that will accommodate

various melodic possibi l i t ies. These examples
shou, a 'G'  diatonic scale harmonized with the I I ,
V lnd I chords, the three basic chord types
fotrnd in diatonic harmony. Note: the addit ion of
t i r c  c \ t ! ' n s i o n s  M a j . J t h , 6 t h , 9 t h ,  e t c . ,  o n l y

affcct the color and texture of the chord and do
not charrge its scale ftrnction or its role in the
prOgrr-SSlol l .

3 6



ff i f f i
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f f i f f i
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Ex. 40

--s- --E-.
ililil l-uJl
filfl ftililul+u u++t]
[flt $tt

, .8 . ,  - * -
H+#f u++N
ffffft ffifn

FFF++I

H++N l-H+u
ffffn

3

Ex. 41
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Example 42.
Refer to Examples

8 x . 4 2

Using the indicated chord, find a suitable fingering with which to harmonize the melodr
3 9 ,  4 0  a n d  4 1 .

Example 43. Now, as in Example 42 above. harmonize

making the necessary transposition to the key of 'A' in bar l
the melody to f i t  the chord symbols indicated.
br.r t  do not change the melody.

Ex. 43

gr{ n n
Hfn

Dq

Any chromatic note within f inger nlnge eln l l rvays be harmonized with a given chord
mav occasionallv be dissonant.

Example 44.
form, although it

Ex .44
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Example 45.
chromatic tones.

Experiment finding chord voicings of Gm7 that can be

Ex. 45

Ex.46
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E,xample 46 offers one possible solut ion to Example 45.
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Examples 47, 48 and 49 consist of the same

chromatically. ln each case the melody and the

other. Note the interestine extensions that occur

melody with major,  dominant and minor chords descenci in;

harmony have their own force and are independent of cu.l,

as a result  of  this independence. See A maj.  7 in bar 3. ct .

F.x.47

Ex. 48

F;x.49

Dmn? Sme? Qnn't Brea gh,fi Amna hb^e'l G^e1 Gbne't
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Example 50 consists
voicings of ntajor 7 chords

of the same melody as in
ascending chormatically.

Examples 47, 48 and 49 and demonstrates one set of

Ex. 50
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Exantple 51 shows al ternat ive voicings and consists of the same melody as Example 50 above.
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Examples 52,53,54, 55, 56,57 and 58 are short  f ragments constructed to simulate standard pop tunes.
Here the examples are presented in lead sheet form showing only the melody and chord symbols. Using the
devices previously explored in this book, develop chord melody solos for each of these examples, keeping
them as simple as possible. Concentrate mainly on finding chord voicings that sound good to you and stil l
permit the melody to be played. You may then compare your choice of voicings to those found, respectively,
i n  E x a m p l e s  5 9 ,  6 0 ,  6 7 , 6 2 , 6 3 , 6 4  a n d  6 5 .  S e e  P a g e  4 6 .

E x . 5 2

flbq 6^'1 evq €na1 ht D1

D"7a D;tbs Gbr$1

Ex.  53
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Ex. 54
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Ex. 56
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Ex. 57
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Ex. 58
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Examples  59 ,  60 ,  61 ,62 ,63 ,64  and 65  o f fe r  some o f  the  poss ib i l i t i es  fo r  harmon iz i lg  Examples  52
througli 58, respectively. See Page 42.

Ex. 59
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Ex. 64 (cont'd)

Ex. 65
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Ex. 65 (cont 'd)
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Example 66 is a chord melody solo based on a standard cl iord progression and includes the structural
devices presented throughout this book. Cont inne to explore other possibi l i t ies of the mater ial  presented
here, in appl icat ion to other tunes. The more of this you do, the more prof ic ient you wi l l  become and you
will then begin to acquire an instinct for finding the right chord voicings. jr.rmping octaves, etc.. thus bringing
you within reach of extemporaneous improvising in a chord melody style of your own.
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Ex. 66 (cont'd)
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Ex. 66 (cont'd)
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Ex. 66 (c
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Ex. 66 (cont'd)
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