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INTRODUCTION

Welcome to All The Shapes You Are. This book is part of THE HERB ELLIS JAZZ GUITAR
METHOD, a three book series designed to provide you with the skill to “comp” (accompany’
and improvise over any standard progression.

The emphasis of this entire series is on fundamental chord progressions common to all jazz
standards. Mastery of the material contained in these books will translate into command of any
jazz tune, thereby allowing you to expand your repertoire in significantly less time.

All The Shapes You Are focuses on a chord progression based on the Jerome Kern tune “All
The Things You Are. This progression provides an excellent blueprint for numerous standara
compositions. ‘

Technical and musical analysis of this pivotal progression is provided in uncomplicated fashion
to unlock the door to jazz accompaniment and improvisation.

In addition to All The Shapes You Are, | would suggest you refer to my books Rhythm Shapes
and Swing Blues to expand on this concept.



FOREWORD

HERB ELLIS is a consummate musician whose stellar career has spanned over sixty years.
He’s played with all the jazz greats, from the pivotal Oscar Peterson Trio (piano, bass and gui-
tar) to Ella Fitzgerald.

On the included recording, Herb plays just as he does on the gig. Nothing is held back.
Everything is explained thoroughly, providing you with the variety of concepts and options
that will bring you the most success.

Great care was taken transcribing the examples to provide not only the notation and tablature
but the left hand fingerings as well. We've gone the extra mile for players who know how o
benefit from Herb’s smooth fingering logic which has been carefully refined from well over a half’
century of playing experience. '

Your dedication and patience to this method will be immeasurably rewarded.




UNIT ONE:
ANALYSIS OF THE CHORD PROGRESSION

THEORY AT A GLANCE

f you do not understand basic major and minor scales and their harmonies then it would be a wise investment
0 carefully study this first chapter. Any time spent learning and memorizing the basics can save you a great
deal of time in the future.

Chords are constructed of three or more notes. To build a C major triad (a three note chord), take the first
root), third and fifth note of the C major scale ([CD E F G A B C] and you will have C (root), E (third) and G
fifth). If you flat the third to an Eb, you will have a Cm (minor) chord.

Example 1:
Clmajor)=CDEFGABC=CEG

C major scale C major triad
i o [§]
| .Y o (8] B P
A1V P= [% ] ot b4
e © e S
R 2 3 4 5 6 7 R =

Clmajor) with a b3rd = Cm (C Eb G)
o)

/..
A\ V4

P
0

8

'he Harmonized Major Scale: Seven different chords can be built from each note of the major scale by
stacking 3rds above each scale tone. Jazz players usually harmonize each chord to include the seventh.
"he following example harmonizes the C major scale to include the seventh.

=xample 2:

CDEFGABC = CEGB = Cmaj7
DEFGABCD = DFAF = Dm7
EFGABCDE = EGBD = Em7
FGABCDEF = FACE = Fmaj7
GABCDEFG = GBDF = G7
ABCDEFGA = ACEG = Am7
BCDEFGAB = BDFA = Bm7(b5)*

Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7(b5)* Cmaj7

A ) ) E e}

Y © U -

'Also known as a half-diminished chord.
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The chord gualites are maj/, m7, 7 (dominant) and m7({55) (half-diminished). and they

arrangement of major and minor 3rds:

maj7/ = major 3rd, minor 3rd, major 3rd

m7 = minor 3rd, major 3rd, minor 3rd

7 = major 3rd, minor 3rd, minor 3rd

m7(b5) = minor 3rd, minor 3rd, major 3rd

Cmaj7 Cm7 G Cm7(b5)
A maj3 min3 min3 maj3
\\ \\ 1 \\ 1 \\ 1

[ .Y F 1 \‘i'-lfl’l 1 \{t" 9 \‘ELII;" 9
ANV :5} = _‘k = :‘_,k ‘.:Vlvvs :l"k
J maj3-"~ " min3 min3/L = maj3 maj3/L © ' min3 min3-"  © min3

For the sake of transposition and analysis, progressions are described using Roman numerals. The Roman
numerals indicate the scale tone from which the chord was built.

Example 3: Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7(b5)
Imaj7 WIm7 Wm7 IVmaj7 V7 VIm7 Vim7(b5)

Sometimes people use small Roman numerals to indicate minor:

Example 4: Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7(b5)
Imaj7  ii7  ii7 Nmaj7 V7 vi7  vi7(b5)

= is very important that you thoroughly memorize the relationship of the chord qualities to the Roman numerals
=nd apply them to all keys. If, at this time, you do not have the harmonization of all keys memorized use the
following chart for reference.

Imaj7 lIm7 im7 Vmaj7 V7 Vim7 VIm7(b5)
Cmaj7 Dm7 Em7 Frmaj7 G7 Am7 Bm7(b5)

Gmaj7 Am7 Bm7 Cmaj7 D7 Em7 FEm7(b5)
Dmaj7/ Em7 F¢m7 Gmaj7 A7 Bm7 C#m7(b5)
Amaj7 Bm7 Cgm7 Dmaj7 E7 F¢m7 Ggm7(b5)
Emaj7 Fgm7 G#m7 Amaj7 B7 C#m7 D¢m7(b5)
Bmaj7 C#m7 Dgm7 Emaj7 F$7 Gfm7 Atm7(b5)
Fémaj7 G#m7 Afm7 Bmaj7 C$7 Dgm7 E¢m7(b5)
Gbmaj7 Abm7 Bbm7 Cbmaj7 Db7 Ebm7 Fm7(b5)
Dbmaj7 Ebm7 Fm7 Gbmaj7  Ab7 Bbm7 Cm7(b5)
Abmaj7 Bbm7 Cm7 Dbmaj7  Eb7 Fm7 Gm7(b5)
Ebmaj7 Fm7 Gm7 Abmaj7 Bb7 Cm7 Dm7(b5)
Bbmaj7 Cm7 Dm7 Ebmaj7 F7 Gm7 Am7(b5)

Frmaj7 Gm7 Am7 Bbmaj7 C7 Dm7 Em7(b5)

THE 11 V | PROGRESSION

A reoccurring progression that shows up throughout All the Shapes You Are, as well as numerous other
standards, is the Il - V - | progression. This is an abbreviation of either lIm7 - V7 - Imaj7 in major or
Im7(b5) - V7(alt) - Im7 in minor. In the key of C major, these chords are Dm7 G7 and Cmaj7. In the key of
C minor, these chords are Dm7(b5) G7[alt) and Cm7.
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SOLOING OVER A 1l V1 SEQUENCE

There are different approaches to soloing over a Il - V - | sequence which will be demonstrated throughout the
examples in this book. One common approach is to treat all three chords as one tonality using only the notes
of the key. When a major scale is played over the lim7 chord it is often described as Dorian. The same scales
played over the V and | chords are Mixolydian and lonian respectively.

Another approach is to give each chord its own tonality by focusing more on the chord tones of each chord.
Example 5 uses chord tones only.

Example 5:

Dm7 G7 Cmaj7
e’ 1 .
| +
e ™,
'.
v n 4 .| a
- —— —— 2— 5
| =]
- 4 2 1 3 2 3 1 3 2 1 4 3

Example B continues to use chord tones but they are embellished by additional scale tones and chromatic
neighbor tones. Notice how you can still hear the progression within the single line even without the chord

accompaniment.

Example 6:

Dm?7 G7 Cmaj7 3
— SR
—— ———
ST 1
~—
T o
L] 2 5 4 ” 4 o s 4
1 s 3 5 - 5 ¥, | 2 5 2 L 1 4 i el i 4 o 2 ID)\
D e 4
_— 4 1 2 4 1 3 2 1 3 2 1 31 3 1 3 2 -3 3 2 3 1 1

Example 7 starts with chromatic neighbor tones leading to the minor 3rd of Dm7 followed by scale tones
leading to the major 3rd of the G7 chord. The G7 starts with a G7 arpeggio and then utilizes the altered
tones b9 and #9 for dissonance which effectively lead to the 3rd of the Cmaj/ chord.

Example 7:

Dm7 G7 — Cmaj7
Pt @ e b.'b’l’ e o=
l j 2 = I |'—+-1 -
T g \-/v
Y
3—3 3—5 34643
F & 653 &5 6—15 3
A 5 14 4 4—5
o 5—3—2—1+2)
=
- 1 1 4 1 3 4 3 1 3 2 1 4 1 2 4 21 4 3 2 1 2 3 3 1 1

Since the V7 chord is dissonant, you can use more exotic altered scales such as the altered dominant,
diminished, whole tone and diminished-whole tone scales as long as you resolve well on a chord tone for the

| chord. Remember, the shape system is based on simple, convenient chord shapes, not mastery of all of

e ommlam e Aanmat 0 bemag Fhaeo eralee bt Aant aat hiina 1in nracticina them for the reet of vour life.




UNIT TWO: ALL THE SHAPES YOU ARE

Do not jump ahead to the following chapters until you have thoroughly analyzed this progression and can play &
smoothly. Avoid the common mistake that many inexperienced guitarists make of underestimating the value of

the accompaniment as an effective source for building solos. Until you have a strong understanding and feel for
the chord progression, you will needlessly struggle to come up with strong solos for it.

It is important to point out that accompanying other soloists properly is a valuable skill that will expand your
performance and work opportunities. What player doesn't like to be associated with musicians that compliment
his or her own playing? If you are a great soloist but lack the ability to comp effectively, you are not going to
impress or motivate many players to call you again.

All The Shapes You Are is a 36 bar chord progression in the key of Ab. Notice the abundance of Il - V - |
seqguences which have been indicated underneath the measures. Some of the Il - V progressions fit into one
measure, two beats apiece, while others have a full bar each chord. For this reason, you should consciously
learn and build Il - V licks for either duration.

\emorze the soructure of this chord progression, before you start playing the chord progression.

ALL THE SHAPES YOU ARE

A Fm7 Bbm7 Eb9 Abmaj7 Dbmaj7 Dm  GI3
- F i ¥ 4 f y 4 y A 7 y A y 4 y 4 v A v 4 r 4 y 4 y 4 y A y A y 4 y 4 y 4 y 4 y A y 4 y 4
£ v 9 J A Fd F 4 £z ¥ 4 y A y A y 4 y A y 4 y 4 y 4 4 y 4 y 4 y A y 4 y A y 4 y A y A y 4 y 4 y 4 y 4
o —ii i A
(Ab)
A Cmaj9 Cm?7 Fm7 Bb7 Ebmaj9
% 2 < 7~ 77— S — — 7 —F— 7
B "
—1 il I
© (Eb)
A | , Abmaj7 Am7  D7b9 Gmaj7 Am7 D7b9
#b y 4 y 4 y A y 4 y A 7 y 4 y 4 v 4 y 4 & y 4 y A y A y 4 y A y 4 7 y 4 y 4 y 4 y 4 y 4 F i
&S ¥ y A y 4 r 4 y A 4 A y 4 y 4 y 4 y 4 y 4 y A y 4 y A y 4 y 4 y A y A y A y 4 y 4 4
D i v I i v
G
A | , Omaj7 G6 Ffm7 B7 Emaj9 Caug7
# L - 1 I'V‘ y A 7 y A y 4 A F A y A y A y A y A y A y A y A 7 y 4 y A y A y A y 4 y 4 y 4 y 4 y A F
i) V_1F y 4 w4 V4 y 4 T 4 y A y A y 4 y 4 y A y A y A y A y 4 y 4 y A y A y 4 y 4 y 4 y 4 ¥ A F i
Y g i v I
(G) (E)
A 1, Fm7 Bbm7 Eb9 Abmaj7 Db maj7 Dbm7 Gb9
% L - | t" y 4 7 y A y A y 4 y A y 4 y A ¥ y 4 y 4 y A y A y 4 y 4 y 4 y 4 y A y A y A y A y 4 y .4
v 17 y 4 y A y A y 4 y 4 W & y 4 y A 4 r 4 4 y 4 X y y 4 F 4 y 4 y A y y A y A y A y 4
o i v I a - i v
(Ab) (Ch)
A Cm7 Bb13 Bbm7 Eb7b9 Abmaj7 Gm7b5 C7b9

r 4 r 4 & r 4 V4 7 7 r A y A 7 y A & V4 V4 V4 V4 V4 V4 V4 V4 ¥ 4 VA y 4 g 1
/] V4 V4 4 & V4 4 r 4 4 y A VA VA VA & & V4 & V4 y 4 V4 & V4 ¥ 4 ¥ A F |

D) Fii Vv 1 1-1i Vv




UNIT THREE:
HOW TO PLAY THE BACK UP

SUGGESTED FINGERING:

The fingerings above the staff were used on the recording. While these fingerings are all you need to play the
progression you should feel free to use other fingerings according to your comfort and chord vocabulary.

Example 8:

ALL THE SHAPES YOU ARE

3 X

X X

x b X
TS Tosf u[:ﬁ: 6fr ﬁ 6fr & Sfr 4fr
::*: u NN I o u o
111 11171 | H ] ||
1312 2 333 2134 1 342 I 342
A | , Fm7 Bbm7 Eb9 Amaj7 Abmaj7
W 7 Y R LAY/ y 4 [ R LA/ y A R A7 &) y A 4 O R LAY/
y 4 A 7 7 7 T —F Y. 4 R
f L= f f f f g 6 | 1] f =]
e | Y Yy | | ¥ [ Yy
x x X e 3% x X < s ] X X b3
1T o T®TT]3fr 15 } 3fr T 4fr [] 5fc T]3fc
1 4fr :+:] n
] EENEE T 1T [Tt
1324 2134 1 234 2143 2143 2134 2134 2134 2134
B Dbmaj7 Dm Gl13 C#maj9 Cmaj9 Dm Ebm Em Dm
o a4 ] Y AR/ y 40 y AR &0 y 4 y A Frg v o y &3 Y iy
ZAy - 4 7 7 y 4 y A— 4 y A y 4 y A 4 Z. y 4 y -/
BNV f T f {— 7 f — {] f {1
o [ v ] | | ¥ | | r |
x x x > x x x X o % Xsn s %
:ﬁ b3 8 & Thr IE]% 6 El " e & S5fr
]| 1 l & 11 I 11
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% Cm7 Fm7 B7 Bb7 Emaj9 Ebmaj9 Amaj7
T - S —
ﬁ R A 4 [ R LA/ y 4 R LS AT 7 y 4 [V B A A0 y i y 4 5 77 y A
7 & 7 y | R A 4 A y 4 7 & 7 .4 BT R y.A
{ 1 — - ) 1 I - 1] i 1 ]
e [ v | Y | ¥ I Y |4 | V |
X x X X X x X X X X x x X X X X
lE 4fr 1ﬁ ! 5fr 'E 3fr ‘_ 4fr I? 41r lE 3fr 5fr l[:ﬁ: T
1 111 1 LT 111 11
[ 342 2 333 2 131 13 I 342 342 2 333 2 333
A |, Abmaj7 Am7 Db7b9 D7b9  G#maj7 Gmaj7 Am7 Bm7
5 — —— ==
TR A 4 &7 y & V & y 4 y 4D y 4 y i 7 y i y 4 ~F= T
fs>17 7 i 7. v 4 y A y 4 y A y 4 y 7 y A 7 7,
N3V { | f = 1 17 1 ) f ) f 1]
Y} I y 1 4 | Y [ | 4 | 4
X x b x b X X P x X
6fr
[ 3 6fr 5fr & 3fr 4fr L 1 3fr
T T e =
T 11 1 TTT
2134 7 333 2 333 2 131 2 131 I 342
o E749 Bbm7 Am7 Db7b9 D7b9 Gmaj7
10 by = = — -
N LAY y ASEAY 4D y 4 7 YR AR & y 4 y 4 [ R AT/ 77 & y A
WA ] y 4 7—7 y A y 4 T (R yA A A/ 77— T &
AN3Y) f T ) f T | { - f f f
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2 143 13121 1 23 243 2143 2143
A . G6 F#m?7 €7 "Bi Fmaj9 Emaj
7 = -
# A Y I Y EER T 7 YRR AT & y 4 y 4 2 ==
&=—7 7 i 7 y 4 Tt = 7 e ET e S
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If you don't know how to read the rhythm figures, try listening to the recording of the previous example while
following it in the book and counting out loud with them:

[
# 7 y A4

7 y A/ -
&Y — 0 -
e | Y |

1 & 2 & 3 & 4 &
[4)

# 7 y A &

y 4 —7 y A
O i {]
e | Yy |1 Y

1 & 2 & 3 & 4 &

The primary rhythm figure is sometimes called the “Charleston” rhythm after the song and dance of the same
name. While obvious variations are thrown in to avoid monaotony, the “Charleston” rhythm provides a strong
rhythmic theme.




Apply this rhythm figure to the following 12-bar blues progression with a relaxed, easy medium tempo.

Example 9:

A Co C#9 (€9 F#9
%j;t 7 y AT/ y 4 &7 y AT 4 7 7 [, y A4 7 7] y AT 4 7
y 4 7 7 Y NEFRET A y A 7 ) T /4 7 VR 4 Z
f 9 f 53 {} 1 I —1 f (i | 0
e [ ¥ | | Y | | Yy | i Y | ¥
A Fo C#9 (9 G#9
% 7 Y] y AT/ 7 & y A 4 7 7 &7 77 y 4 v} y LY 4 7
y 4 7 y 4 & y 4 y 4 R S 7 { T AR £ y.
f o f A ] f A f 1 FE
o | ¥ [ 4 | Y 1 1 v | 4
A G9 F9 c#9 C9 G9
y 4 a7 p AR/ y 4 &7 y A 4 7 y 4 7] =z y 4 [} y ST 4 7
o= T A/ e
e | ¥ 1 ] v 1 4 | Y | ¥ | 4

In addition to the “Charleston” rhythm, you can also play these progressions with a traditional swing feel. You
can accomplish this by playing down-strokes, right on the beat, staccato (disconnected) and accenting the
second and fourth beat. A common mistake is to chop off the chord too soon. To avoid this, turn your amp
volume down and let the chord ring for at least half a beat.

Make a tape of yourself playing several choruses of the progression, at slow, medium and fast tempos. You will
use this as a back-up tape to help you apply all of the soloing examples in the following chapters.

SUBSTITUTIONS

Measures 7 and B of the progression are actually two bars of Cmaj7 embellished with substitute chords. In
the key of C, the Cmaj7, Dm7 and Em7 are the Imaj7, llm7 and lim7, respectively. If you compare the notes
of a Cmaj7 chord (C, E, G, B) with Em7 (E, G, B, D) you will notice that three out of four of the notes are the
same. This actually makes the Em7 the true substitute while the Dm7 and the Ebm?7 act as "passing” chords
that lead effectively to the Em7. The following Dm7 leads to the Cm7.

In summary, as a formula, substitutes for the Imaj7 can be derived from the harmonized major scale with both
the llm7 and the VIm7 standing out as being the most similar. This type of substitution is referred as diatonic

substitution.

Notice the similar substitutions in measures 15 and 16. This time you have two bars of Gmaj7 (Imaj/)
followed by the Am7 (llm7) which leads to the diatonic substitute Bm7/ (im7). The last chord, the E7([#9).
functions as a leading chord (or secondary dominant) to Am7. A secondary dominant is any dominant chord
which resolves to a diatonic harmony other than the | chord. Memorize the following progression using the
recording. Your goal is to play this progression as close to note for note as possible.




UNIT FOUR:
ALL THE SHAPES HERB USED

me “Shape Systam’ relates melodic ideas to basic chord shapes instead of relating them to endless scale
patmerns, modes and arpeggios. This convenient and simple approach saves the player from the drudgery of
oracooing scales in all positions, including all of the unnecessary, awkward and impractical fingerings. In
addition to being an efficient use of practice time, this system allows the player to sound more natural and

musical instead of sounding like somebody playing scales.

All the shapes are “movable” which means that they can be played in any key by changing their position on the
fret board. The keys and positions that were used in the following diagrams were chosen to relate to some of
the musical examples in the book.

Shape 1 (Major) Major scale

; === DAODDA

| L@
Shape 2 (Major) Dominant scale
DO
(X @R | OO
[ J 3
& DODDBEG
I L[| @]

Shape 3 (Major) Dominant scale

Shape 4 (Dominant) Dominant Scale Shape 5 Dominant scale

* = D@ ] D
000 5D I 1 [®L
NN e o D | G

Shape 6 (Minor)

ENEEE

e OO @
[ ]

© SIAIOIOIO]E) (X )

| @] | o® [ |




UNIT FIVE: VAMPS

The next 30 examples result from taking each chord from All the Shapes You Are and turning them into single
chord vamps. This is a great way to build a vocabulary of licks before putting them together in the song.

Notice that many of the examples are not restricted to notes in the chords or scales, but include notes that
are sometimes called chromatics, approach (leading) tones or targeting notes. Targeting is accomplished by
approaching a chord tone from one fret below or above, whether those notes are in key or not.

You do not have to dwell on these examples for too long. Play each one a few times and move on. When you
have played them all a few times, proceed to the next chapter containing Herb's solo. Your goal is to master
the solo note for note before you take the examples to that level. When you return to the examples, analyze

them and compare them to the solo.

Example 10: Fm7 — position Vil

.'. =
- £ r o e
- 2 FE * T 7 = &
Db g — . ferfriorer
nEm—— ; — =
) 3
2 2 . L 2 i/—\
T 2 0 44 e O il 0 b = 0 (=] O 2 Q 0 414
| | o - L I ~ 4 =4 Lo ~ pod A ~ LI
10 10 16—

A ®
| =]

- 303 1 2 4 1 2 1 2 4 1 2 3 1213 1 2 4

e o - -

—’ = ﬁhi— Fee pr—— s — £
P Esn === = — = =
£ WA e he i,_‘__i_‘L |
ANV |
D)

8—11—10—8 8 8
T 11—9—8—9 9 8—9 H—8—
10—9 10
A ™ 4n o _1n 8 —16
B S 1110 |8 104
- 1 4 3 1 4 2 12 "1 233 2343 13 413 3.2 31 2 1 4 1
o 2
o bf— — & - & [

_—y > ~ . 4 - — P = ~
Db e i ——— T—eta e
A3V I - -

o 3
-8 42 138 8— 8
T 9 8 8 9— 9 9
10 10 A 0 1!!
-A‘ 13 LA* " 10’" o

J
v+
[+
w
-
W
[
o]
P
et
(¥S]
S
—
o]
W
—
[+
)
%]
[



Bbm7 — position VI

Example 11

o

ol

1

— -

o

o

O
~

—

1

3431

1

\'

: Eb9 — posi

Example 12

|
W 7 b

I A

4

1

3 4 3

X

4

L1

1

|
W | 7

a»

vV

L




——

P71\
F

e

s |

> f o

-

o p 2 o

-

v

A> — pos

L7

ANV

Example 13

o

i

7Y
A\l

A3V




Db — position Vi

Example 14

ol

3

-

J

1‘—~

1

3 4 3

A\ V)

{5Y

[

ANV




G7 — position V

Example 15

o e £ Lo

2

([

- 1)

3

1

2 4 2

N- 52}
©w ™
'y L -
-] <+
9 - o
sl gl
LY > el
L) 4 +
%
| in 4 -
P
w o
w —
k N o
TN
| | 1] SN
ﬁ\ PR —
A n —_
u..f
T [ I
n —
u.[
L1 &
| ] o
P!
Jn.#m\ s (




=
—

F—-*-'

v

(o]

v

Cmaj7 — pos

Example 16

—

Ll r1lelle]

-1

o

o

 Jan




18

44
= B e

10

L]

L1
LT
L1
L1
L1
L 11
Q]
L 1ER
.u.r.
|.v..,
L

W N

=]

-m u..t

‘m

o |

g o

_

M~

£

(&)

~

™ ™

(']

m .*

m -

x 7

N i

] I

=]

/_‘N.‘
|
e e e |

C Tl

4N

40

@D
[- -]
¥
T
[- -]
[ -]
[«+]
Y
- -]
(. +]
|
i
a
I
-
(|4
o
i
it
oW
[=-]
&
i
@
-

Ll

)13

L=

14
1]

= f\




Viil

Icion

Fm7 — pos

Example 18

-
T
Vi

"

4an
v

4n
LA

C¥al
LA

1041 1082
W TTr 1o 0O

44
L

419
T~

49
=

4N

4

1

3 43

o

40 4
O 19

2

L Y|

1

o

2 3 4

2

1

4

1!

2 3 2

4N
3

..

o

40

40

40

"

L

LA

S

X

]

44

40
o

40
o

/_\
o 4n o

LL" 2. *J

40
A

10

44

L FaY

4N
o

4N

LL ]

.

416

4N

4

0

4n

4n

4n

FLLAY




-~

Vi

Bb7 — pos

Example 19

kL

o
a

4

—

I A
L~ 3

¥

oU

.

g

-

A

™~

4'.‘

e .

o b

3

'\

2

3111

1

1

3 4 3

INT

.




ion VIII

-

Eb — posit

Example 20

[+ -
Ed
o - VY
P
@ on -] [~
Jv —
[+ -] — L] @ — © —
e -l ot
il N 5 @
il _ -4 o
[+ 1] o~ |¥
o — w —

9
7
~ N
1+
4
i
—
3
e,
V!
a4
i
'S
-\
2 7
)
1 g
1 |
40 41 13
4 3
J
s 38

T

> £
—
44
4
|
10— 8
2
|
1
- e
.—
8
1

410
o
3

o—°
—

10 8

3 1
1 1

[ ———

8-
1

|

3

31

==
+ © [ Y Dl |-
® — ] v WD k; TP
( . L1 mna S Pl o +
| & — 8- 7 - i Pl | 1‘4 i i
. | . &l [ Y @ ~
-3 o g i <+
+ o * - dH | N\
] & — ~MUTTT oy © .~1|.
11 o® - T ) s 4 " (\
T hl Lvhl @ o B ¥ 0 i I i
L YHR T « ? -
E ®]]- o @ o o = i eli]e
o ]~ il
. LY =
'_ [+ -] — [+ -] — o
Rl
(=] — A‘._
oL T - o - . @ e
1 Al o - o]«
Wl it " nifie L ]+ B .
" @l 'y @ i + %
| HT ol
i h I_u.ny -
it Kt N2 - fm L
\ 1 ( a,?b IH AB\ % e = ( anw e Tnnl__\




ol

4
| 1

L1

1

L3

o

o
ol
—
S
=
2 4
Y
(=B
!
0
e
p
2 1
o
(=
& |
Bl <
PN w \

44
LI

44

44
T

44
¥

40

4n

10.

1N

4

10
LA"

44

7

9119

e 2 B ELLS

[ ]
N=
[+1]
'Y
£33 AW
[ Yon
(7% C
'y it
m o
@
(=)
o
L} @

4

2 4 2 1

4

N2 ¥

40
o

4n
v

410
A\

44
L]

Fal
40 44
LA" A N

8_

44
|

4
T

®
i
T
o®
@
@
&
T
Al ®
by
e "
= @
@
u.r.
o+
T
L 18 @
b
@
e i
-]
o
| p
3
IMV




| 188

o
4

h P
&
@
o
e
T
[+ #]
P
-
T
®
N=
o~
T
*
e
-
T
%
-
™
o
@
@
-
T
_.!_A

— )

Vil

G — position

Example 22

ﬂl

8—140

16

40
LAY

*32

= f

w
o]
-4
- -]
N
=]
M=
TR™ k| P
N
-]
-4
J o
-4
HI(
b5l 4%
- L\
= 2]
- -]
£t
N
Hr
@©
M-
=2
N
!“3 -1
o "~
@D
-
=3
-
IR

/]

L
T

5
0
~

)
ralr.y
Y

C Tl
LA 4

Tl
hindd

40
W

- f

A\I 7.4

2

3 2




-—"

Vil

Am7 and D7 — pos

Example 23

a 4n n

W o1

ey

10
LA

{140}

1G3)
oF

LA L

10

4

1 3 4 3 1

3

1

2 4 2

A 4

N
-]
i
=]
-
D
+
=]
N
(=2}
&
b4
-]
N
-]
L
=]
b4
N
(=1]
00

10

o—J

O 100
=

40 0O
v

10—

o
- T




s @

40

a0
40

o

10 410
o

3

“-n
L4

Ll

L

4N

4n

10

{40%
\hdd

A3V

-/n ,H.A-"

ol

=
& —&

40

17

Wi

an

Vi

G — pos

Example 24

—y e £ o £

™"
—

FET:\Y
A"
1] o

Uiy o

DY~
Al

L Fal




R\
m 3
' &
bt
{ 18
q
¢
i
“lI
ot
U
)
S g
c
9 oy
i)
o
o
| QJ
~ |
R
p
Y]
90
.
]
2
8 @

=21 1}

10—9

10
o

4n
o

410
T

L

I
i

. ATALLP ]

= 4 4
e

~

ﬁn &u.#*

A7)
)

40

ANV

10
"4

o
\\etd

i
1

/?\
10
oy




—p s =

L dTRir-]
u

LI T4

44
T

L ¥al
v

44
T

N\

=<

onen

4

Vi
_ri

E — pos

L. JTRLLE ]
&4

Example 26

='f 4 4

—H

TS
ANV

. AT . J
#+

L8 N
D
m N
J
| 1 [-+]
il |
* g
| N
o
L] P
| | 2]
M-

e

0y

r 3

L. TAUF. )

N4

IE3




IX

ion

C7(aug5) — posit

Example 27

10

¢/

ol

40

L]

49

47
L]

419

.ﬁ_ ]

_..I

P

49
o

44
T

12
LE")

414
L]

49
4

44
T

49
=

44
T

A3V
D)

= A\

44

4n
A4

10
A%

———

z

T 0 IR Y
T

41

40
A"}

419
[3

49
L4

49
L4

47
3

419
L

ion VIII

Fm7 — pos
eizt

Example 28

LY

LY

L 1
Y

1

- 2 P Y

= p

A\IV
D]

44
T

44
T

TN,
89—

40

3 2 3 1

3

312 4 1

3

ion VI

: Bbm7 — pos

Example 29

. W -
Q] -
[ P <+
U..I
b ™
L o <
® —
SLV -
p-* i
® -
Q — ® —
iy A
® -
m | | -] o
) 18 © —_
iidlIB
i |||
[+ ] [aa}
q -
[+ 4] o
g%,- L] w
i w -
n evH <+
q e
4.«. =
LY I =
q o
L1 -
LT ™
0 T
N
K.\
3
—
BN
SNEP |am
i (




2

-
FTe1Y
7

3

2 3 2

o—®

1

3

1)

I

1

1

o e

{E)
7

v

1

o £ o £

.____

4 3 4
Eb9 — pos

bl

3

Example 30

oV

AN30)

)

o

¢

Wi

FIY

o

L\




30

Example 31: Ab — position IV

i)

— y & & y
@ @
; - s e m TP
] 1 | |
)
4 4—8 . 4
T 4 4 - 4— 4 —4 ————4——4—6
o J C°d - £ A°J
A 6 5
[ =]
= 1 1 1 2 3 1 2 1 4 1 1 2 1 301 2 1 3 1 3 1
-/h L £ - Pilq?_' el . | e s
[ | PN | & b AW
- ——— ko IF = 7 Y 5 &
Y] =]
2 -3 A A
- hd hd Id =3 A = = I A a A A A A
o o 4 o e ] b 4 ¥ b e b
45 5—6—7 7 7 45 4
y =3 3 & -
-n- o ’V A"J o L)
D o
= 4 3 1 31 2 3 1 1 121 23 4 1 41 1 4 3 } 2 3 3 3 1
T 2 9 !h_ 2 o -
i &
#ﬁhﬁf— 1 J o s i
& ! i —® 0
Y]
6’_4_H~ b -
b o & A e A & & 4 3 4 A A
¥ = 2 e i o o 1°} o - s
A S - 5 6
™ Cd L°J
B
= 2 1 2 1 3 1 3 3 1 4 3 4 1 1 1 1 2 1 2 3
Example 32: Db — position VI
=y ., T - ® # b ® be ® l — _—
e { £ - 1 :
P i ]
B —— Y — _i—M—t
) 3 L |
\
8—9 & Z W
- a - - a - Py
' - [ 5 = T -~ L] A" a s
1 o O - i ~ )
E B— 6869
g
— 3 4 4 1 2 ¥ 4 2 4 2 1 3 1 4 3 1 1 3 4 1




P e

(1

I/
At

L 18

=

<

Vil

: DbmB — pos

Example 33

o

—H

10

44

47 o4

44

410

44
T

44
L]

44
¥

44

44
¥

=n
hd

A3 V)

44

L1

i

44
L]

44
1 ]

44
T




(s8]

e s

o 2

e

=

[]

Vi

ion

X

A> — posit

*

=
x

1

Example 34

-\

44

44

44

CFal
o

44
T

LE
L

i

44
L]

i0
o

44

[0y
\>J

N il

[
7

“C

Vil

im — posicion

Bd
he £ br 1

Example 35:

A |

~

¥ I A
L= 3

124

40

40

4N
1"

40
A"

he

£

s o r

A\ 7.4
)

40
U

o be ehe e

be

1]

}
[=:)
3
z
o]
@
(=]
M=
=]
[=+]
:
M=
f+1]
Il
%
(<]
[
)]
M=
=]
N
-]
©
=]
[=-]
@
[=2]
N
LR




iy
iy

Vi

1on

Bbm7 — positi

Example 36

1

R
]

Y
1

o

——

®

y

ko

p— A
"4
v .4

*. ]
u‘.
atd]
1] Y
| ©
. o
Y &
=)
L q
Ul ®
oAl (
9
9]
LY
o
o] .
]
L1
¢ ®
> ,
= &
2
®
‘®
(=] Ea ©
(=1
Y b
(1] 4
N
(11} <]
w.l. @ ®
™ h
2
(s 8
E
.m N kg
1

4 3

3

o]
h D
I u
4.!_ ®
h
d
T- X
lu ®
y
Gl
™
qj}
Ll ®
9
L 18 ®
Y
= A ¥
- / | &
%J'_ e
@ u
q ®
il !
by ]
3
i
3 Ko __. (]

3

4 3 1

3




v

: Ab — pos

Example 38

e

 iu

¢

X

r-3
o

A
L 3

)
U

2 3 2 3

1

I 3 2

3 2

2

Vil

icion

: C7(b9) — pos

Example 39

¢
L1

1

o

|
1)

4n
W

L L]
L]

40
o

44

4an

44

1213

2

o

4

o
L

o

=

X

 ix
L1
ol

i

1b,r'

|
7 h

= f\
>
[ .. W)

44
LI}

14
T

44

44
T

40

L Val
1"

=

410

40

10—8




(¥

UNIT SIX: HERB’S SOLO

Now we get to the heart of what this series is all about—playing solos out of chord shapes. As you learn
the solo you will see the logic, simplicity and beauty of these smooth lines, and how they relate to the chord
shapes.

Notice how effectively the shapes weave together. At first it will be a challenge to look at a chord progression,
decide which position you want to start, and what positions you want to follow. The shapes will be invaluable
while you organize these positions. Make sure you learn the solo note for note, using the correct fingering
while visualizing the proper shape. Take your time and analyze each phrase as you learn it.

The chord diagrams above the staff are only there to remind you of the shapes you need to visualize during
those sections of the examples. Do not confuse these with accompaniment. They are only a convenience for
a

you to use until you are able to instantly visualize these shapes yourself.

ALL THE SHAPES YOU ARE

Shape 7 Shape 6 Shape 2 Shape 1
8fr 6fr 4fr 6fr
X
! Fm7 bbm7 s a® m Eb9 Abmaj7
5 ] U (I oo O .. S -
#’ J = F _)T -l'- [ 4 N N b—P_
; o k- 3 & Y] | & z ] 1
0 | J A [ 1 a | r r
LI L= 3 2 | 1|
v
TN
—9—4+—89816
T PP 9 g 864 44 =
A LAt _6 "l' 5
n |
=] ]
_— 3 2 3 4 4 3 4 3 1 4 3 1 1 3 1 2 1 1 4 2
Shape 5 Shape 1 : Shape 6
5fr 5fr 3
Dbmaj7 Dm G13 Cmaj9 s Dm Em Dm

$
i)
5
\

a4 = ) &1} I ¥ 3 7]
"ﬁi\wJ o {'_P I i  — I 3 ) i
T — E.
O] P S
5
r-3 s 8 bt 5 2 84: JT;
1= o b A

J‘m /
=

L]

-

3]




-

1

o J
2.3 2
Am7

1

B —— E—

Gmaj7

D7b9

e o p e he e

Hr

Am7

Shape 3

4n

Abmaj7

4fr

Cm7

Shape 2

4n

Ebmaj9

40

T

! /ﬂs-%'g ettbrp_

b
OB

40

Tir

1

Shape 3

410

4 2 4 2

7ir

E¥al

Shape 1

Gmaj7

h:f he Lo

D759
oie

a0

Am7

Y

E749

Bm7

L Val

10

40

=\

10

410

he brﬁ he o he

B7

'_

e %

4N

F#m7
ke

4N
1172

1 7




8

Shape 7

L 188

™~
£«
ey
)
Y
o
|
o
ZRRY
a9
Y
J
Y
@l
on X%
Y
@]
,
B
R,
g o
Mm o
O
K
1.0
\

44
T

44
L]

49

49

(an)

3 4 31

34

Shape 4

Shape 1

Shape 2

Shape 4

8ir

Gfr

4fr

5fr

Gb9

Dbm?7

Dbmaj7

Abmaj7

-7

LY

&
L4

11fr

Shape 2
o 2

Bbm7

8fr
£ o £ o

Shape 5
]
Bb13

8fr

Shape 6
Cm7

49

44

L, ]
L]

i0

CFal

44
T

44
L

4N

Shape 2

Shape 3

81r

8fr

C7b9

Gm7b5

Abmaj7

Eb7b9

o

40

in

L Fal
LA"J

10
o

0
11°4




(]
)

T8

Shape.

Bbm7

Fm7

10
o

Shape 6

Shape 2

Shape 3

Shape 2

b8 ir

Bir

T

b0 fr

Dm

Em

Cmaj9 Dm

G13

Dm

Dbmaj7

19

10

40

10

Shape 2

Shape 7

6fr

8fr

L.

- E}IL ' :!!: [1'! & 4

o
1

Bb7

P*F_'_Tl e

=+

>

Fm7
1

Cm7

10
o

40
wr

b 71

Am7
&
o sy

o ;#{I;].\'_‘

Gmaj7
g he

18

D7b9
e o

[
P
o+
M=
- -]
3]
<P v
Dy
Ll
M.__m
[=-]
-
-
g
om
o
- +]
=]
=4
- +]
=)
-+
[y o)
[==)
-
v -
-]
1]
w
H
o
w
w
M=
®
1]
[--]
TlB

) ~ Fl
& g uﬂy-
& <
T
Ly
& =
I &
el
o
@ <
& a
.z 9
<
2 HH E
o .y
2 - = Len
T L
o
BN
=i




Gmaj

D759

Am7

E749

Bm7

-

oo 2 2 o

s)

o ol
,)A. ¥ m.i w
24} [
-4 <+
N —
)] [3g}
M- —
[+ 1] [v2}
D | =+
Ne 4
+ o
[ -
(- -] (o]
’l .]j/.,/,.
i
® i |
/i

P
A

=

Shape 2

Hr

B7

LL

40

kr 4
T

o 4N O
OO

b 4
T

4

1 3 2 343 1

2

1

2 4 21

1

p6ir

Shape 6

&8

1N

o

o

Bbm7
rl

8fr

Shape 7

Fm?7

o— 2

Caug

Y

=

44
L]

410
o

N
L4

4n

44
T

Shape 4

Shape 2

Shape 3

8fr

Gb9

9fr

Dbm?7

&fr

Abmaj7

ol
o

I

<A.

44
T

44
L)

44
L3

40
L4

49
.

10
o

44
¥




ape 1

Sh:

8fr

8fr

Shape 6

Bbm?7
£ |):-_

Cm7

44

10

10

44

44
T

4n

4n
wr

Shape 6

Shape 7

Shape 2

Shape 3

6fr

8f

8fr

&
LY
Ll
LY
n-rr
E q
= 9
L ]
7
E ¢

=

1

Ll

o4l

=

&

o

Gm7b5

Abmaj7

0O 441 O [ +]
T

~

4

2 4 2 1

1

Shape 1

Shape 5

Shape 2

Shape 3

Sfr

2k,
)
LY
R
g
AL
[
&
=~
[+
&
a
N
= e~
YN
=,
&
= ¢
b
LY
s L YN
oLl
(=)
=
( da
K
19
N

10

414

Shape 6

8fr

ol
d
ol
K1
Y
7
=
O
il
8 'y
U.JJ
ot
g
H &
[ )
=
()
N
<]
£
@]
N

4n




Ebmaj9

p7fr

Shape 3

4

1

Shape 2
2 e

2: 3 2

d

+"hff1'

Am?7
ko #‘F

el

E749

Bm?7

Am7

he.

Gmaj7

Pheie

D7b9
he o

Am7

3

r 3

M

Gmaj7

Shape 3

ot

M-
N
s
[y
®
-
e
[} o]
®
D
&
©
=)
2
M=
@
£
=<l ]

®

Tfr

Shape 1
D7b9

10
1"

10
o

1n

410

LA

b7 i

Shape 2

—4@

44

10

2l
<
E
5a)
~
[=a]
[
q
X
J
\
—.rmrb
¥

ANV




T 8fr 8f
—‘ll
Caug Fm7 Bbm7 = Eb9
2 o @2 PP o 2
- o o o o LPLfLE £ PoatoefrPe
y A < —%& == !
{&y 2 1 C S—
)
—8—9—t—9— H—8—
T 2 99 9 2 = e g
A ~
[ =)
— 2 2 1 2 2 2 2 1 2 4 2 1 4 3 4 4 1 4 1
Shape 3 Shape 2 Shape 6
8fr pOfr
9fr
Abmaj7 Dbmaj7 Dbm?7 Gb9
® o e ie o
=N | a § . @ I » !}"‘ G I [ [ R o h:'t
—— Y 2 1 ? '_F_H!
o ————+—* =
.) #——
T .Y a 44 8 44 0 q 41 H 8 22—+ S —
L] o = o L} L 4 1a P = =
A ¥ e [+] 4an 44
v LA A i )
=]
Y 2 1 2 4 1 4 2 3 1 3 3 1 1 4 3 1 4 3 1 1
Shape 3
8fr
Cm7 Bb13 Bbm7
= he #h{fb{ﬁ ja T P e 4 .
-y P e . Lo T F LELP oie
o v e o —— '
W%ﬂl J— {
A\3V 1 3
e
’_———-.‘\ l/-\
b 4 O 40N 0 = 44 FLE L O 44 O o
L e wr ~ 0 LI} ‘II’ ~ LIl 7 A"
T — +#—9 8 9 5 11— 16—
A 16—8 — +—10- 16
5. LA
B
- 4 2 1 3 1 3 1 4 3 1 3 4 3 1 3 4 -4 2 4 2 1 4 3 4
Shape 3 Shape 2 Shape 7
8ir 8fr Bir
Eb7b9 N Abmaj7 Gm7b5 C7b9 Fm7
Peprles e ffPe
O—b & - - s 2 — —
o= i =t ] 1
14 I_—| 1 N -
il
411 [+] O 414 O 2 [«] 2 0O 44 O o
T LI ] "] ~ LI ~ U @ o o PP L) ~ LI ~ L") 44 o
] — P 8 9 o T LI o
LA
-]
=]
4 1 2 4 2 1 2 3 1 2 1 4 1 2 1 3 1 2 1 4 1 2 4 2 1 4 2

Try to resist from doing your own solos until you have mastered these solos and the examples note for note.
The idea is to build a foundation of strong jazz lines as quickly as possible without being sidetracked.



Special thanks to Harry Hess for his contribution to this book.



THE HERB ELLIS JAZZ
GUITAR METHOD is designed to take
the mystery out of playing jazz guitar. Each book in the
serles Rhythm Shapes, All Shapes You Are and Swing
Blues is based on one of three plvotal chord progressions
in the jazz guitarist’s repertoire. Herb teaches single-note
improvisation through a system of simple guitaristic
“shapes” that are derived from chord fingerings you

already know.

THE HERB ELLIS JAZZ GUITAR METHOD:
Rhythm Shapes (EL9530CD)

All The Shapes You Are (EL9531CD)
Swing Blues (EL9532CD)
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