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INTRODUCTION

The purpose of this book is to provide the student
with an easy, direct, and practical approach to the
study of chords and progressions and their
application to song accompaniment.

Chords

Although there are literally hundreds and hundreds
of chord forms that one can play, the truth is that
most of these chord forms are simply embellished
variations of a few more basic chord forms. In other
words, it is not really necessary to learn all of the
chord forms that are shown in so many chord
books. With the chords shown in this book you
should be able to play most any song. When you
feel comfortable with what you learn in this book,
you can add to these basic chords any of the
hundreds of embellished chords to dress up your
progressions.

Progressions

Chords, by themselves, have about as much value as
the words in a dictionary. Words take on more
meaning when they are used in sentences, and
chords take on more meaning when they are used in
progressions. Just as a story is made up of sentences,
the harmony to a song is made up of progressions.
In this book you will learn how to make up, and
dress up, some of the more frequently used
progressions heard in folk, blues, pop, and jazz.



CHORDS OF REST

Chords of rest are chords that offer a feeling of
finality, a sense of having “arrived.” These chords
are used at the end of a song, but they also may
begin a song—and they may be heard in the middle
of a song as a sort of rest stop. Playing through the
chords of a song is like taking a round-trip from
home. You begin your trip from home, you may
make several comforting rest stops along the way,
and then you return home.

Let’s begin by looking at the most basic rest chord
there is, the major chord. Using a common musical
shorthand, this chord is referred to as the I chord
since it 15 built from the first note of any major
scale. The diagrams below show two ways of
fingering a major chord. One fingering shows the
root (the letter-name) of the chord played on the 6th .
string and the other fingering shows the root of the

chord played on the 5th string. These chord-forms

are called bar chords, the “bar™ being the first finger

laid over two or more strings. These forms are most

often used by rock and folk guitarists.

F Bb ~
T LaEsy ‘
F 521 1 12341

O ;
DO

s QO QRO

These are moveable chord forms and should be
played up the fingerboard. The diagram below
shows the letter-name of each fret along the 6th and
5th strings. Memorize the name of each chord at
each fret.

ret | T 11 I IV V VI VII VIII IX X XI XII

Sthsiring|Bb B C C8 D Eo E F Ff2 G Ab A
othstring| F F4 G A> A Bh B C C¢2 D Eb E




CHORDS OF MOVEMENT

Chords of movement are chords that generate a
feeling of motion—they want to move forward, they
create tension that demands resolution.

Below are two kinds of movement chords. The
dominant 7 chord is built from the fifth note of the
major scale and is referred to as the V chord. The
minor 7 chord is built from the second note of the
major scale and is referred to as the Il chord. Play
these chords up the fingerboard and memorize their
letter-name at each fret.

F1_ _ Bb7 Fm7 _ Bbm?
K ) [ 2K B K] o
3y 2T 1 3141 [ o Rt P A | i ol (e |
8 . 8
'8 H O 8 H O
PeY o

Op [P

Another very valuable form for the dominant 7
chord (V chord) is shown below. Notice that this
chord form has two roots, one on the 2nd string and
one of the 5th string.

free | T I I IV V VI VII VII IX X XI XII

2ndstringe| C C8 D Eb E F F¢ G A» A Bb B
Sthstring| — — C C¢ D E- E F F&2 G Ab A




THE V- PROGRESSION

Now put some of the chords you’ve learned into use
as we play some very simple but important
progressions. The V-I progression is a perfect
example of a chord of movement moving to a chord
of rest. Below are two examples of how to play the
same progression but on different parts of the
fingerboard.

F B> F7 B»
| t L
j‘?‘. VIl
I
[ g 2 341 34 | 134211

> ﬁ,';

i
11}

Here are two more examples of how to play the V-1
progression in another key.

€ . _F C7 _F

W e E e
I |

3241 13421 1 131211 12341

8§
T EE”

E=SE==iSsS =




THE IV PROGRESSION

The most often used progression in all music from
pop to rock to jazz is the 11-V progression. Placing
the I in front of the V increases the tension, the
feeling of movement. Sometimes the V is followed
by the I and sometimes you might play a whole
series of II-V chords before finally resolving to L.
Below are two examples of how to play the same 1I-
V progression.

. €m7 E7 Cm7 . F7

3@ %‘U’III ﬁt -

I
e W | 1 £ 14 131 11 ] 3241

J )
SEEL

) >
LR
NGRS

235

Here again are two ways to play the 1I-V
progression in another key.

Gm7 Gm7 C7
:“ x x :': | :.: | 1
= = X j:'.ﬂwn
+ |
131111 324 131271 1

6% J;;HM

.
Hirrt b
SSEEE IS




THE 1FV-| PROGRESSION

Almost any time you see a II-V chord sequence, it
will be followed by the I chord. The II-V chords set
up the tension, and the I chord releases the tension.
Below is an example of 1I-V-1 in the key of Bb. It
should be practiced in all keys.

% Cm7 F7 B»

T f@ [z ammn
L3 K3 (113
13121 | 51 21! | 2341

:

SR

5 fESS

Here 1s the II-V-I progression in the key of F.

134211

‘e
*e
e




THE V-V BLUES PROGRESSION

A very common progression in blues, rock, and jazz
is the [-IV-V progression in the form known as the
twelve-bar blues. Below are the chords to be used
for this standard blues progression in the key of G.
Notice that the IV chord is the chord built on the
fourth note of the major scale and that it’s another
major chord like the I chord.

G B D7

T (mamu T |
I
| 34211 | 234 ] 1241
9 33
P
Qj [8] p=y 8_
O
I IV V

i
R
(90 =2¢, 3%

The blues is a twelve-measure form. Below you can
see how the I, IV, and V chords are placed within
the twelve measures. Each slash mark (/) represents
one beat. Play the chord once for each slash mark.

) I [V 1
A H, & G
“ =
o LIS TIPS
¢ v I

I



VARIATIONS ON THE BLUES PROGRESSION

The blues progression offers many possibilities for
variations. Here is one example.

* Play all I and IV chords as dominant 7 chords.
These chords give a “bluesy” or funky effect.

* Use II chords to create a II-V-I sequence.

Here are the chord forms we will use in this
variation.

G7 C7 D7 Dm7 Am7

}L X X X X
¢ :&; { NN SE 3K VX S 111
3 K

3 EZEL | F3.49 324 | ].%-I?I I_LIIIJ
A #& O 54 ©
é " g EPT O N 4 18 -8
e -5 #:8 O g

O ©

Here is the variation on the blues progression.

4 G7 C7 G7  Dm7G7

[ AT/ AT/
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THE |VHIV PROGRESSION

This progression is heard over and over again in
those “oldies but goodies” tunes. The VI chord is
another minor 7 chord built on the sixth note of the
major scale.

Here is the I-VI-II-V progression in the key of F.

F__ Dm7 Gm1 , CT,
? g 3ad
j: v
1542 11 3 131111 324 ]
11 \Y

Here is the I-VI-II-V progression in the key of C.

e Am7 Dm7 G7

9660 (& v 1
3

1234 | F31 111 i B L3t Ed ]

%—ii#g

3
’ g §
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SOME JazziER CHORDS

[f you want to sound a bit hipper or more
sophisticated, then these are the chords for you.
Notice that another form of the I chord is the major
6. Learn these chords up the fingerboard.

| Chords

root on the 6th string root on the Sth string
E-_nlﬂ . G6 Lmaj7 —  C6
B e ;
& i

342 2 143 1324 2314

8-
8]

c 1960

=
S Pz 8
e © O

SEHE==

V Chords I Chords

root on root Oon roor on root on
6th string Sth string 6th string  Sth string
G7 (. Gm7 Cm7
X XX e X X = X

;T:'__x iy
ji?I g3 3071 T 5
HHET

' 243 B 2 333 e O

O O

==0 =

e — ey ©
O

|

I}-_

W Lo

Uhtxn

il
¢ g 6%
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PLAYING THE ||V PROGRESSION WITH
Jazz CHORDS

Here is the 1I-V progression played with our new
jazz chords plus one old form of the dominant 7.
Notice how playing the same chords in a different
position on the fingerboard gives a new flavor to the
same basic progression.

Gm7,, CT _Gm7, . CT
Er :’—EF i xt vl
2 T 3241 B o 1 243

ESEEFIE= 2

Here is another example of the II-V progression in
another key played in two different positions on the
fingerboard.




V- wit Jazz CHoros

Here is the ever-popular II-V-I progression using our
new jazz chords. Notice that the major 6 chord is
another form of the I chord and that its use is
optional.

® @ o @
=:ss5s82252

Here 1s another way to play the II-V-I progression in
a new key.

Dm?7 G7 Cmaj7  C6

4

. —i—r###f
SEEESEEE

The above progressions should be played all over
the fingerboard in all keys.



THE VIV PROGRESSION WITH
Jazz CHORDS

This progression, played earlier with bar chords, is
used in so many different ways that you should try
to play it in all keys all over the fingerboard.

Fmaj7
X X

Dbm7 -};{Gm?x -
e Tad Sl s T
| 342 IT-IE 2 333 3241
A - # é L
GEREE
r J
T - VI Il V
SRTTTREEY
P— 33

Here is another example of this progression.

Cmaj7 _&H‘IT . Dm7 JG7 .

K3 5 S e |V §
L

1324 P LT L T 1312 | 243

SEEEEE
|

[ VI |

£

bl - @iﬁ}:

U | Uhinlh
th | Uinln
LSO
(800 80 e
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THe Cyce

In the progression you just played, Cmaj7-Am7-

Dm7-G7, notice that the roots of the Am7-Dm7-G7

move down a perfect fifth with each new chord: A

down to D down to G. This movement of the roots 3
of chords down a perfect fifth is referred to as the

cycle.

Each of the following letters represent the roots of
possible chords. They may be all major 7s, all minor
7s, all dominant 7s, or any combination of these
qualities.

CFBEbAbDb G- BEADGC
(C#)(F#)

The most common example of the cycle is the II-V-I
progression. Below is another example of cycle
movement. The progression is taken from the great
standard “All the Things You Are” by Jerome Kern.
It 1s a VI-II-V-I progression.

Am7 Dm7
X X

& v
i i

2 333 1312
j L < m— ﬁ
4 @& @ @

G7 LCmaj7,

ey Iﬁ

4

brttiii

o o @

¢ o0

¥y @ @
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EXTENDING AND ALTERING THE
| CHORD

All chords may be extended or altered in order to
create more interesting tonal colors. Since the I
chord is a chord of resolution, it does not take too
well to alterations that add tension. Below are
examples of extended I major chords.

G§ | Cmaj9, C§
LR 3ﬁ£

2143 113

b—5 8=
8 8

O
&
© g

A
=
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EXTENDING AND ALTERING THE
V CHorp

Since the V chords create tension, a feeling of

movement, they can take altered notes as well as

extensions. Here are some examples.

&@ca
51660 g

:
A
__B

W | b
W | Gadnln

Here are more examples of altered chords,
continuing with our extended and altered V
dominant chords.

C9 C7-9 C7%9

O

.28 IR i[04 2134

oD It
[ S e
Lot Sadbd
GNXaR

20
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EXTENDING AND ALTERING THE
| MINOR CHORDS

The minor chords don’t lend themselves to many
extensions or alterations but the following examples

are rather common.

Gm7b3, Cm9
= W
¢ LTS

2 341 21304

)

r=i===u
O

e
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DRessING UP YOUR PROGRESSIONS

When you extend or alter a basic chord you are
dressing it up—or, in musical terminology,
embellishing it. Embellished chords create more
interesting and colorful progressions. Here is the
familiar II-V-I progression in C with embellishments
added to all three chords. Notice how these
embellishments create a smooth, chromatic melody.

Dm9 | G+ . xCS .
;‘ i o
2134 | 234 113
A J ] L
5 :
ﬁd 3 |
¥ @

In this next example of an embellished II-V-1
progression notice the new form for the Cé chord.
This is another moveable form and should be
practiced up the fingerboard.

_Dm9 G+ G5, C6
aBars
s 5
:?“."_

%g

v

SE=

i

-
LA

| |
2134 1 234 2340 4231

ﬂ%}
e
e

o 0ee !

W | B
UNDNI—




Here is another example, continuing with our
embellished II-V-I progressions.

_EI_L D789 D769 Gmaj7
— ") I!----‘[ '_
g e
2 333 2134 2131 1 342

4

W

Q. un_

s=s

Lkl

oD >

==

S5

:

Here is another embellished II-V-1 progression with
an altered II chord (IIm7>5).

D9 Gmap,
ar 18

2134 1 342

=
&
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CHORD SuBSTITUTION
The Tritone Substitution

Another way to dress up a bland progression is
through the use of chord substitutes. Any dominant
7 may be replaced with another dominant 7 whose
root is three whole-tones above the root of the
original chord. This is called a tritone subsitution.

original progression

Am7 D7 Gmaj7 G6
7 .
Il Vv I .
with tritone substitution ’
Am7 HA!’!L{ g_maj?x Kfﬁ'r-x
SSElS aruE R ¥
ixceall .
2 333 B e LR T
4 * i | |
** q
e o) & o
o B .
o * 0 o o 9 @

1 bI1 I

A EE===

5S—S5 44—

W Nl

3

Notice how the tritone substitution creates a
descending chromatic bassline. It’s easy to remember
the tritone substitution for a V chord because it will
always be the dominant 7 chord that is one half-step
above the I chord. You can think of it as the bII7
chord.

24



Changing Chord Quality

Another type of substitution results when you
change the quality of a chord—major, minor,
dominant, etc.—while the root remains the same.

original progression

Cmaj7  Am7 Dm7 G7
i i R A
I VI I A%

with chord-quality substitution

(;maj'fx o L
® & |V ' 3K 3K 2R
] 342 | 243
. . ﬁ -
* * . o
[ V17
or | V of
!

I — — —
B 8 8 5 5
. D7 . G7 i

e
® 19|V L_O_._E
1314 ° 243

Iy
V of

=i =

By changing the minor 7 chords to dominant 7
chords we increase the level of tension making the
resolution to the I more satisfying. The second line
of Roman numerals shows a different way to
analyze this progression: Think of the A7 as the V
of D7, and the D7 as the V of G7.

>

L
-

w

T e
W | h {{:m
€ hes

23



Substituting the Ill Chord for the | Chora

In the key of C, the III chord is Em7 and the notes
are E G B D. The I chord is Cmaj7 and the notes are
C E G B. Since three of the notes in Em7 are the

same as three notes of the Cmaj7, we can substitute
the III chord for the L

original progression

Cmaj7  Am7 Dm7 G7
e
[ VI I1 vV

with IlI-for-I and chord-quality substitution
Em7 Al

X X M x

l_‘: VI W

1312 I 2473

o ﬁ '
o i . L
@ P
11 VI7
.
¢
B 5 5
. Dm7 ST
X3 v L 3
it B

0D >

UnEro
LNIChC
W Whip
W bl

By substituting III for I and changing the quality of
the VI to a dominant 7, we have set up a series of 1I-

V chords.

20



Combining Substitufions

By combining some of the substitutions—III chord
tor the I, tritone, and changing chord quality—we
arrive at the following new progression.

original progression

Cma)7 Am7 Dm7 G7
%g/////7/7
11 \%
substitute progression
. Em7 Eb7

xfi X
38 sty

? 314
%Zj ==
— T

111 b1117

===

 Dm7 . Db7

£3Eaal J&E"’
SESTE
1 3

[1 o117

et § |

Using these substitutions, you create a descending
chromatic bassline. This is much more interesting
and colortul than the original I-VI-II-V progression.

27



CHORDS WITH THE STH IN THE BASS

Up until now all the chords have been played with
the roots in the bass (lowest note). Now let’s see
how some of these chords may be played with the

Sth in the bass.

Cmaj7/G Co/G R Cm7/G,

o gy o O

3 241 4 231 324 s & N

8 42
©- hid © 2
(o] (o] (o]

efle

L

op >+
W | N
W | NN
W | N

e el

28




CHORDS WITH THE b5 IN THE BASS

Here are two commonly used chords with the »5 in
the bass.

C705/Gh Cm755/Gb
jumak 2 F?
2 3d) 2] &
A
:é 2 >
O ©
3 2 =
DO DO

00 [
I Dt
el | Joecuut

[+ ]
b
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MOVING LINES IN THE BAsS

By using combinations of unaltered chords and
altered chords you can create some more interesting
and colorful progressions with some nice moving
lines. Listen carefully to the following progressions
and play them all over the fingerboard. Hear the
moving line in the bass in this progression.

Gm7 C7>5/Gb Fmaj7
SRI12 E]; ‘_
: 133 2 341 342

5
k™
@l aeel

D D> 4
G | GG
G | Gl
M | NG
_T ¢u4r

In this next progression, listen to the moving lines in
both the bass and the top line.

Dm7/A Dm7b5/Ab  G7h5 C6/G
X X X X A X X X
g = L3
S e R 3K 3 ¢
I-I ] 2 ? 2 4 231

A

61

sanl

l|~’1]
a®
3

.1.|4I
1
b =)

o neal

D >
h | Gty
5 | Ut

SEE

Lot



MoVING LINES IN THE Top VoIcE

Moving lines on the top of the chord tend to stand
out more clearly than moving lines on the inside of

the chords.

[;J'tmghﬁi L7+ 2 G7b5 g KCJ"' G
£ tlﬂ: AL 2 L1

e |

2 134 1 234 2 341 4 23|

O lnee

AA ]

i#

%JJ :
¢ @

o

p >+
Un | ot
Gnh
W | Wk
W | R
NN

U
oY)

Here is another example of a moving line played on
the top of the chords.

Am7  Am7b5 D7%9/A D7b9/A Gmaj7
. T . — X X e e——

s v e &
s pipet ’

7S 1 2| 2. 341 2 134 2 [3T d

ZES

=

|

i

£

i pe—
-

oLh

!

b | B Ol nee -

B | B
b

n
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THE HARMONIZED MAJOR SCALE

When you harmonize each step of a major scale, the
resulting chords are referred to as diatonic chords.
The following scale is based on chords whose roots
are on the 6th string.

2 i |
=
=,
|
G
=
=]

Am7  Bbmaj7
X X

il
eoee Tl

2 333 1 23582

688 8
s o o
| [

E K113

L B

el
=
]
bl
-
o
)
|
e
=

O
O
[11 IV

;=

U | (lh
S

Q_#ﬁ:
il

< 0000
ool
olfocle
effoeks

0P [ —
GG
UG,
NEENER
5o 90

For a more in-depth study of harmonized scales see
Chords and Progressions for Jazz and Pop Guitar
by Arnie Berle.
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IMPROVING A WEAK PROGRESSION
Fillin Chords

Fill-in chords are used to add interest or motion to a
weak or static progression. These fill-in chords are
usually taken from the harmonized scale. When a I
chord is held for a long period of time you can use
combinations of the II and III chords to strengthen
the progression. Below are two examples of how
this might be done.

original progression

m G
* g
%_j_/# i i A <
e I
till-in no. 1
Qmay 7, I

gt

1
| 342
!J
[ J

I 1

S
‘:JJi
| ]

o
¢
Y

Fﬁi VIl I:#:Ff_'

2 333 333 | 142
r J

Il II

ol BE_L .18

fill-in no. 2

33



Chromatic Passing Chords

A chromatic passing chord is a chord that is not in
the harmonized scale but may be used to connect
any two chords of the scale that are a whole step
apart.

original progression

Gmay7 D7
jé% et
I \Y

with chromatic passing chords

Eémaj?x Bm7  Bom7

e el IR

1 342 LSS P B g

I T= S

¢

— o

11 bIII

3

===
z

7 -6

D755h9/Ab
Am7 W?}x

Eaed Tt

r e, L | 243

:

Nl
e o080
¢ o0

&
11 V(bIIT)

Em=e

Notice that the II chord is placed in front of the V
chord. I may always be placed in front of a V
chord. Notice also that the altered D7 chord

D75955/Ab, produces an Ab7 chord which is the
tritone substitution (bII7) for the V chord.
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The Diminished 7 Chord

The diminished 7 chord is formed by lowering the
3rd, Sth, and 7th of any dominant 7 chord by one
half-step. It is used as a linking chord or a passing
chord between two chords a whole step apart.
Below are two fingerings for the diminished 7

chord.

F3°7 BT
oA 2314
LS
8
o 8
- O
)

wollie S
el e
55 PR

Because each of the notes that make up the
diminished 7 chord is equally distant from its
neighbors, any of the notes in the chord may be
considered the root of the chord.

The diminished 7 may be used as a passing chord
connecting the I chord to the II chord.

?maj?x F$°7 Gm7 ~ C7 |

. A
[G=SSREEEES
fl—#ff v
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When a I chord is held for two measures, the
diminished 7 may be used as a passing or connecting
chord between the Il and the III chords. (Remember

that the I1I chord serves as a substitute for the I
chord.)

Fmaj7, ~ Gm7 G#7 ~ Am7
AL 11 1N mE
iaess
| 342 2 FRA 2 131 v L
s . S5 . £
[GeE=e=="==5
~ oo '
e o ¢ @ #T [
I Il 211°7 [1I
A4 4 33 3333
B —t—3—3 4—4—5—75

Here’s how to play the same progression in C from
the Sth string.

Cmaj7, Dm7 D#°7 Em?7

X X X X > X

L K 3K 3mj) K) vi
?_._F 33: ]:r VI ii]:

,J.lr fiilds
ERes s
E=EESSESSs
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When a I chord is held for a prolonged period of
time (three or four measures), the diminished 7
chord may be used in the following manner. Since
the III chord is a substitution for the I chord we can
move scalewise up the harmonized scale by using
the diminished 7 chord as a passing chord until we
reach the III chord.

Cmaj7, L CE°T
K. @
Ii_:_f Ell 4
A
61 =re
o & e &
| £1°7
1
D7 D2°7 EmT

:Eff]: Vi

11
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THE HALF-STeP-APPROACH CHORD

Any chord may be approached by another chord
which is a half step higher or lower. The approach

chord is generally, but not always, the same quality
and form as the chord that follows. See below how

this is applied to the I-VI-II-V progression.

original progression

Fmaj7  Dm?7 Gm7 C7

jégaﬂﬁ//// FFFF
| VI

D 11 \'

played with approach chords

gmaj? E>m7 Dm7 Aom7
X XX X X X
v

SaaCIMRaET TS
| 342 1312 T2 2333
| ?; A
.
=S s
= =
T half-step VI half-step
approach approach
 — e —
B : | 4
Gm7  D»7 o CF Gomaj7
i _%T S T -
E m
1 333 33J;| 3241 | 342
| | |
]
o s
& L J
n half-step halt-step
approach approach
T
SEE=E=
3 2
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In order to add some interest and color to our I-VI-
II-V progression let’s add some extensions and
altered notes to change the quality of some of the

chords.

Fmaj7_  Eb729/B> D729/A  Ab13
X X x X X X

2r78d frnas)

v

1 342 2 134 2 134 1 234

® 4 He

S
L
— @/ |00 |

half-step Vi half-step
approach approach
T
—_— e
2 1 6 5 4

GI3 ~ D»789  C7489 ~ Gomaj7]
ci‘? I‘]_[
N < - 2134 2134 1 342

. i | |
Jé%ﬂ‘ﬁ 18— ]
) —~ s =
[ J [ J
half-step half-step
approach approach

SS==

2

Laddladie
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MODULATIONS

Moving from one key to another key is called
modulation. The simplest and most direct way to
modulate is to play the II-V chords of the new key.

Cmaj7/ Eomaj7

}%}{VIII H xiL x"-."l

| I V I
of new RE}

I 2 &

In moving from the key of C to the key of D you
can “walk” up to the Em7 (Il of D) by going from
Cmaj7 to Dm7 to Em7 to A7 to Dmaj7.

Cmaj7 Dmaj7

"
ﬁ FF 777777

Cma7  Dm7_ _Em7 A7 Dmaj7
K K 23u{2K 3k 3K 3 v K :r
o i
! |
1324 1312 1312 | 243 1324
ﬁi E=secs
»
#
. I
[ [ I1 I
(11 V)
R:
SEEEE=EEE
5
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INTRODUCTIONS

Introductions are used to set the mood, the tempo,
and most importantly, the feeling of key. The
important thing to remember is that the first chord
of the tune must be prepared by its [I-V chords. For
example, if the first chord of the tune is a I chord,
then you must prepare it by playing the II-V of that
[ chord. However, you might want to start your
introduction further back. In that case you can play
our old friend the I-VI-II-V progression leading to
the I of the song.

son
be glgn S

Gmaj7  Em7 Am7 D7 Gmaj7
X J{ X X X X

v fots
¢ & VI $ & v
o e T

I
| 3412 |3 Ly 2 3D Fid

EEe S

Another technique is to backcycle; that is, go as far
back on the cycle as you want and play a series of
[1-V chords until you resolve to the I chord of the

tune.

S0n
beg%nﬁ
Bm7 E739
X X X X
Il
F T 300 ..
FookR 2134

11 V |

(11 V [)
temporary
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When the first chord of the song is a Il chord—as in
“Satin Doll” by Duke Ellington—the principle still
works. Think of the II chord as a temporary I and
precede it with a II-V. To stretch it out, you can
think of the new II chord again as a temporary I and
play the II-V of the temporary I.

Fim7 B13 Em7 Al3
X X X x X k4 X X
3K am L B YK 3 VI V
L (B
| ’
312 | 234 | 312 R e ¥

E ﬁ i i
L4 o @
(11 V [)
temporary (11 V
temporary
song begins
, bm7 G e
K 3K amj siels
1 I I 2 | 243
: # a i
L J [ J
1 Vv
D

By using the bII substitution (tritone substitution) for
the V chords, we come up with the following.

Again, listen to the moving line in the top voice of
the chords, as well as in the bass.

JFAm7 - F789  Em7  Eb789

3‘::":.: X il :f_i__[ Vi v
¥ T

1312 2134 1312 213

r;ﬁﬁf?;

(11 oIl7 I)
temporary (Il o[17
temporary
. bm7 LS
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TAG ENDINGS

A tag ending is an extension of a song or a delaying
of the final ending of the song. The most common
method of delaying the ending is by replacing the
final I chord with a substitute chord, usually the III
chord and then moving through the cycle until you
arrive at the final I chord.

song ends
_x_G? g o AR . .
L2 j_“j_’:w L B v
1 ELE s i i 113

=

¢ e

<9/ 990
CHECL Y Y
L1

I11
(I

i Dm7 xG? 3 Cmaj'a",.t
1_!_.:V L 3 K]
y
1.3 2 1 243 1324
===
===
— — o
rJ [ J
I1 V |

Notice how the III chord replaces the original I
chord and then moves through the cycle finally
coming to an end on the I chord.
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Here 1s a variation on the tag ending you just
played. Notice that the Eb9 is a tritone substitution
for the A7 chord and the Abm7-Db7h9 is a tritone
substitution for the Dm7-G7 that normally precedes

the I chord.

song ends
JOT , Em7 EII:'QIBEK
j—f.: ¢ o @ | fi W
R O 1313 T iR
——5— 4
5 —
o @ 4
V I11
(bV1 \Y
-
ESSEES=E
a! 3 3 6 —6
Abm7 Dla?f‘:ﬁ%'hﬂ}{:! C6/G )
==
2 333 303 4 33

iy
MR
“ e
¢ e 00
-4 [0

FEEY
FYFYEN
B i
B | coped
D | Nowo
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Another effective ending is to play a series of chords
that keep the root of the I chord in the top voice.

Note the new chord forms.

ey

-

9980

i)

5 23

Cada s

I

!
A
B 3
song ends
Ab13  Gm7  Gbmaj7 Fmaj7
1l
A, €3 H sz liresa
2 334 | 234 | ]1:|1 4321 1+ 2311
, L_d o
@ ]
O & be - =
L4 ©
E=S==t=Etc
B S5 4 3 1

Notice that the Am7+ is a III chord which is the

substitution for the Fmaj

7 which is the I chord. And

then we descend chromatically to the I chord.
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In this last example, we use the Bb13 as a tritone
substitution for the III chord (which is another
substitution for the I chord). Then we proceed
through the cycle with each chord containing the
root of the I chord as a common tone. We finally
descend a half step to the I chord.

original progression
KG I 3._}{ Hcma‘]?x

ECH e
-
$
&

L
FEENEEEEE

¢ o8

olloole

| B

tag ending
Bp13  Ev6  Ab13 Dbmaj]  Cmaj7
B et HRg el |
Wl
T el
I 2344 4231 1 2344 1324 1324
D
O
: 8
’Jr h e =
===
1 6 4
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THE TURNAROUND

A turnaround is a one- or two-measure progression
that comes at the end of a section of music and
sends you back to the top. Turnarounds are
commonly found in the last two measures of a blues
progression. Here is a basic turnaround.

Fmaj7 C7
I N

To add harmonic interest to this basic progression
we can put the Il chord in front of the V.

Fmaj7 Gm7 C7
777 777
I 11 V7

To add still further harmonic interest we can put the
VI chord in front of the II chord.

Fmaj7 Dm7 Gm7  C7
¢ I VI n V7

Notice that we arrive back at the I-VI-II-V
progression. To this progression we can now add
extensions, alterations, and substitutions to create
more interest.

maj7, D729 m7  , C759

WL R

P
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BACK TO THE BLUES

The blues form gives us an excellent opportunity to
make use of all the things we’ve learned so far, Let’s

start with a basic blues progression as used by jazz
plavers.




e % X % X X X
Z* L2 v & ‘:i.:{
Iﬁ: | :_T:f El:ﬁ: 1 234
f J L
=S LSS Sioc
| ¥ @ d @ ‘
turnaround

Bebop Blues Variation

Here is another variation on the blues. This was
used by the bebop players of the 1940s. Notice the
extended series of II-V sequences leading to the IV
chord in measure S.

LCmaj7, Bm7 o e
| Vil
1324 1312 2134

Am7 D9 Gm7 7,
is: o R
T e a8
* S B 2134 2 333 | 314
g
FEnESiSET
Fmaj7 Fm7  Bb7
T '3 :E'_‘i—
1 3412 2 333 1314
| | £ £ | i ! |
o6—o o g & H‘
o o o ¢ -
Cmaj7, Bo7 A7  Ebm9
j 9 w,::(.:.:v I*Z[Ew
lﬁz Iﬁz | 2473 2134
wa— .L#
e W-@;
¢ ¢ o ¢ |y 3 & @
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bd 3

L' g

Em9 Er9 I_Dm!? . D9 <

stssly Y S iee <

s 3 5 iJ =
[ >F F 53,33 — _
turnaround :

Another Blues Variation

Here is one more example of a blues progression :
variation. This one uses several of the chord
sequences and substitutions you have learned so far.

F6/C f?.r’(i: . B B°7 q
R
KX — ¢

L] Vil @ ._. VIl w‘_ili

F
:

Vil

4 231 3 241 2

g

¢ e e e 4 dbs

F6/C ~ Am7 Cm7, E7b5/Cy

Et f_t’ Wil '
VIl - =

U G -?

& ~
Py o & 4 4 & o pe @
xBHS . bi? ; Qn?th KBET . ;
&_'["-"I I
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mayj7 Gm7 Am7 [3‘?#91’% D75/Ap
B el EE
1 342 2 333 I:33_"- 2 134 1 243
biggss 585 8
ZES E
G s i P -
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Gm7 ~ Bb6 c7 . C13
Py L Vil
Peee fj_*‘_[ VI E:C’I Vil i‘t
2 333 2143 1”243 I 234
o —6
b it
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¥ @
Fo6/C Br6 BT 4

¢ Vil ‘__i_+__': VI ?_I*I b
4 23 | 3 143 2 131
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| turnaround
F6/C  Dp9Y/Ab  C7 C9/G
L 1 Vil Jﬁff[ iﬁ
4 231 2 1 'li 3 3241 2 133
|
6 Se=r=—=c
0y @ E ’f 3
|

turnaround

J]



CHORD SUSPENSIONS

Suspensions are often used to delay resolution to the
I chord. The suspended note is usually the fourth
note of the scale which replaces the third of the
chord. Below are two examples.

Gm7 CTsusd/G CT7/G ~ Fmaj7
=g mmme 3l t:: ameca) :
(JLII X [T A

i B3 2 341 3 241 | 342

&#ﬁ:
il
ol aee

=
¢ @ =

;

!
——————
- P 3 3 3 3 1
, Dm7 G7susd  G7_,Cmaj7,

1
]
|,--1
=
™
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I 1314] ) B | 34
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PLAYING THE MINOR {1V

The following II-V-1 sequence is useful for songs
written in a minor key.

Am7n5 D7 Gm
X x x X M
I: 34 324 | 3411

B H
h | Lhthds
th | Lhink
Gy
R
Lol P B s

It could also be played like this.

xﬂm?h‘iﬁ F7 ma
T 5
1324 | 243 1342
I I
R e =
o = % %% o
d o

Op >
IV FITS
W
wt | e
oo | ap\ete
INBRE
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Minor V-l Variations

Use the following chord forms for a minor II-V-I to
create a stronger feeling of the minor key.

Am7b5 D759 Gm(maj7)
L o N orm— 4 3
ST o5 R 34
2 341 . B a1

&@)
')
LY e

=

3

o 580

%

00 >
Uinds
U

nbink

Lkl s

U

Here is still another way to play a minor II-V-I
progression.

Dm7b5, G7 Cm(maj7)
£ 2 2\ 3K 3K ) 191
1213 I 243 | 423
o) | |
FEESSSS S8
5y == o
v @
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W | Rl
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Ginbul
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THE Il (MaAs7)-M7-IMO

This sequence is found in such tunes as “My Funny
Valentine,” “Michelle,” “More,” and “What Are
You Doing the Rest of Your Life?” Notice how the

following chord forms suggest an interesting moving
line played on the 4th string.

Gm ' GT{majz) Pm? ) Pmﬁ )
J_I" o

!

I |1 I 3 1] 2 333 2 133

GEiasss =

W | LW
W | PG

Here is another way to play this progression, this
time with the moving line on the 2nd string.

Cm Cm(maj7) Cm7 Cm6
X .'H'.- x

x

J{F X X #F«
]ﬁ-( L3 1’_4.3: K '+
| a
1342 1423 1413 24173
NRTITTIITEY
% e T e e o
Im Im(maj7) Im7 Im6

=SSSSESSSS
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IM-AM(MAIZ -7 IME AS A
SusTTuTE EOR |-V

The Im-Im(maj7)-Im7-Imé chords may also be used

as a substitution for the II-V chords in a major key.

original progression
Gm7 C7 Fmaj7

Y SIS SIS ST

with substitution

Gm Gm(maj7) Gm7 Gm6  Fmaj7
X X kil i S X

o -L_I-i:"*‘;'Tﬁ;:BI

! 3333 2 133 1 342
%7 I|:|1.||s|_.| |‘Jﬂ[
RS S LR e e
o0 99 99 I o
[Im [Im(maj7) IIm7 ITm6 Imay7
SRS EEEISEREIL
3 3 I —3F3 3331
original progression
A Cm7 F7 Bbmaj7
GBSt s S SSISS
3

with substitution
Cm Cm(maj7) Cm7 Cm6 Bhmaj7
X XX X X

X

3

HH Rl
MRS
fasssusE st

I

[Im [Im(maj7) IIm7 IIm6
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THRee-NOTE CHORDS

Three-note chords are almost always played on the
6th, 4th, and 3rd strings. The notes that give the
chord its quality are always played. These notes are
the 3rd and 7th of the chord. The 5th or, in some
cases, the root may be omitted from the chord. Here
are some of the most frequently played three-string
chords.

XXX X X X il XX

ol ' 2 a8 T

| 34 2 Ijl | 24 2 33

L S O 74—

© A2 —

O O O O
A4 3 4 E
3 3 3 3

Notice that the following chords all have the Sth in
the bass. You can also put the root in the bass by
substituting the optional note for the lowest note in
each chord.

O = optional bass note

Cmaj7/G 6/G C7/G m7/
x| "X b X x| xx X XX

* ]

2(2)1 4 21 2(2)1 3 3314

[
b—g
S S
O O
A
—

®
4|6

i
S
—t
b |
—t
5"
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PLAYING THE [I-V-| PROGRESSION
WiTH THReE-NOTE CHORDS

Listen to the interesting moving line you can get in
the top notes of these chords.

D}-.mwa . G7 . Cgmj?{G Co/G

: ‘

£ !
5
pESSSSSiSSS

¢ 4 J TP d AT

[1 vV |
A3 % 4§ 3 4 %3 3%

a3 a0 —3—3

Here is a II-V-I progression with a different set of

chords.

Am7 D7/A Gmaj7 G6
X X xX ¥ ﬁ B2 X X X

»

2 [ 1)
it
2 33 2 13 1 34 2 14
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W [ NB
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IV CHoros IN Cycle MOVEMENT

Note that all the V chords in this backcycling
progression are played with the root on the 5th
string. Listen for the descending line played on the

4th string.
sz X X, G?I X Fn]z X =, F?x =
e o0 | X @1 e® VI ‘]"‘b Vil
7 33 >3 A 7 213
o o &
ﬂéoﬁh ' s 5 -
'y ¢ | 1 e & |
11 V |
I V
s FEEEE=EE
1010 88
B>m7 Eb7 Abmaj7  Abb
X X = X X J_. XX
K ]
' T AW ¢ VI ¢
| ?
33 213 M ¥ | 4
A I | | |
gt T
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LA 4 o o o o
|
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The following series of II-V chords resolve to the |
chord and have a descending line in the top voice.

F#m7/C% B7 Em7/B A7
X x X X x

L 1 Vil  J L B v
t X I. - ? Vil 1.

Dm7/A G7 Cl;’l&j_?i? Cﬁfo 4
T T R
¢ !
h £ Ild 1 q 2 14 (|
Rty
v @ 9 9 % o @ %
I1 V I
|
.
A3 2 4 3 13 433
5 3 3 3 3

3—3

Notice that all II chords may be played with the
root on the 5th string if you prefer.
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THRee-NoOTE CHORD FORMS FOR
-1 (MAS7 |- M7 I

When the Im-Im(maj7)-Im7-Imé chords appear in a
tune it is a good idea to bring out the moving line
that is suggested by the chord symbols. The
following series of three-note chord forms allows
the moving line to be heard in the lowest voice.

Am Am(maj7) Am7  Am6 Am6/F3
A . O X X
FH 0
T t )
3 14 2 14 2 14 . = 2 N
O O O O
© © © ol
© #U hn ©
Im Im(maj7) Im7 Im6
[
\
0
B 5

In this next series of chord forms the moving line is
placed in the top voice.

Cm7/G Cm(maj7)/G Cm7/G Cm6/G

mx sumilnL 2w
® i'_&
?
2. 14 2 14 2 13 3 |2
|/
e
ro—peo—po—po—1
O O O O
J
A3 i  E—
3 3 3 =
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THE IMIM+-IMO6 CHORD SEQUENCE

The minor-minor augmented—minor 6 chord
sequence has a number of uses. Here is a practical
series of chord forms.

Am Am+ Amb6

X X X X X X

n

oD It

NN
U | Gth
"""'"‘T'

The above chord sequence may be used any time a
minor chord appears. The example below shows the
sequence in a 1I-V situation.

original progression
Am7 D7 Gmaj7

L

with substitution
Am Am+ Amb6 Am+ G6H

it XX XM M XXX Xt
i % [ )
' ol !
3 14 3 14 3 14 3 14 3 14
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©
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Gn
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mIm+Iim6 as a Substitute for a
Dominant /

For a V-I progression you may play the minor-
minor augmented—minor 6 sequence in place of the
V chord. Just start on the minor chord whose root is
the Sth of the V chord. For example, to substitute
for an F7, start on Cm.

original progression

Bb

Fi
%:} Y 77T

with substitution

Cm Cm+ Cmb6 Cm+ Bh6
X X X X X X X X X X x X * X X
¢ +
? Vil @ TR VI @ Vil & VIl @ vl
I
314 114 Sl 3 14 1 14

, .

S
Ho—* ¢ o

o
- — — — — 1 1
8 S s Vi

Finally, the same sequence may be used to add
interest and movement when a major chord is held
for two or more measures. Start the sequence on the
minor chord whose root is a major 3rd up from the
root of the major chord.

original progression

#ﬁ T 77

with substitution

7 Gmaj7
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Reference Books

Here are other great titles in this series
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Understanding
Chord Progressions

for Guitar

Chords, by themselves, have about as much value as
words in a dictionary. Words take on more
meaning when they are used in sentences, and chords
take on more meaning when they are used in
progressions. Just as a story 1s made up of sentences,
the harmony to a song is made up of
progressions. In this book you will learn some of the
more frequently used progressions in folk,
blues, pop, and jazz.

Also available in this series, which 1s specially
designed to fit into your instrument case:

The Original Guitar Case Chord Book
by Peter Pickow
Clear diagrams, no page turning. Grouping of chords
ensures that they are easy to look up and learn.
Order No. AM 35841

The Advanced Guitar Case Chord Book
by Askold Buk
A concise thesaurus of essential and practical
advanced guitar chord forms for study and practice.
Valuable tips on chord and music theory plus at least
one musical example for each type of chord.
Order No. AM 80227

The Original Guitar Case Scale Book
by Peter Pickow
Gives guitarists a concise thesaurus of essential and
practical scale forms for study and practice.
Order No. AM 76217

The Advanced Guitar Case Scale Book
by Darryl Winston
Over 100 essential scales, fully fingered in standard
notation and tablature. Valuable tips on scale theory
and application.
Order No. AM 91462
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