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INTRODUCTION 
• This text is a combinarion harmony/theory/voicing text with emphasis placed on "voice-leading." Harmonic motion 

and understanding are key elements for "comping" in today's jazz and pop idioms. Through knowledge and 
listening, students will discover and compose new voicings and sounds. 

• Many guitarists have a unique physical/visual approach to harmony, due to the nature of this complicated instrument 
and the lack of traditional music training. The material in this book will be common musical knowledge that can be 
shared by all musicians. It will not be another guitaristic approach to harmony for guitar players only. It is hoped 
that this text will give an approach and begin a process that will continue far beyond its pages. 

This text' s primary focus will be that of presenting and examining four-note voicings on the middle four strings 
(2, 3,4, 5) of the guitar. By eliminating the ropand bottom strings (1 and 6). the voicings produced are in a relatively 
"safe" range for cornping, conflicting less with bass lines and melodies (or solos). The initial approach to voicing 
construction will use what is referred to as "drop 2" type voicings, and will inc] ude tension additions and enharmonic 
chordal substitutions. The top note of each drop 2 type voicing will be notated and consequently always appear on 
lhe 2nd string, eliminating the need for position markings / Students will become aware of the top note of each chord 
voicing, whether it be a chord tone or a tension, and the different linear or vojce-leading possibilities the 2nd string 
produces over various chord changes. This indirectly helps in a student' s eventual involvement with chord melodies 
and chord soloing as well. In later sections, the remaining strings will receive the same voice-leading considerations 
as the top string. Students will learn ro recognize each note's relation to the chord ~vertical) as well as each note· s 
linear motion to the next chord (horizontal). 

Students are encouraged to transpose all applicable information presented on the middle four strings to the top four 
strings and, to a lesser extent, the bottom four strings. Consider further that each four-note voicing has four three
note voicings within it: 

Using a C7 chord: 

~ 
I) 2) 3) 4) 

~E II ~~ II II ~ II ~: II u:t' 
'--" 

_.,. 

__/ 

__, 

_, 

Note that the last two voicings comain the same ·'width" (or two outside notes) as the originalfour-nOle voicing. ___. 

Most guitar students will find three- and four-note voicings to be the most appropriate in jazz/pop '·comping" 
situations. 

The "width" of any voicing is determined by physical or fingering limitations. By assuming five frets as our physical 
limitation, the following interval widths are made available between the 2nd and 5th strings: 

(b7 ) (7) (8) (~ 9) (9 ) (b 10) (10) ( 11) (~11) 

I 

~: ~ 

~ 
b.o. bp_ 

~ h:: q:: : D: II I 1 '1 I I 

6 

J 

'-"' 

.J' 

_, 

-./ 



-
....... 

......... 

....... 

'-" 

...._, 

'-' 

"-

'-"" 

I .... 

The octave (8) and b9th intervals can be temporarily removed since voicings containing these imervals will be 
initially avoided. They will reappear in later chapters where their unique sound is more appropriate. This leaves 
somewhat of a leap in width from the 7th intervals to the remaining intervals. producing potential voice-leading 
oroblems. For this reason. and again with some isolated exceptions, voicing containing the outside width of a 7th 
;me;val will generally be avoided. Conveniently. drop 2 type voicings utilize the remaining interval widths; (9). 
(b 1 0), ( 1 0), ( 11 ), C#ll ). This text will also explore some substitute chords that are not drop 2 type voicings. but 
continue to utilize these widths, allowin~ foem to voice-lead smoothly with the traditional dron 2 tvne voicings. In 
an anempt to be thorough and include ~10St every conceivable voicing within this establish;d fra~ework, some 
physically difficult and/or "strange sounding" voicings will occasionally appear. More desirable substitute voicings 
can be used in these cases and most cenainly should if it is felt certain isolated voicings ·'ruin·· an otherwise pleasant 
sounding exercise or song. 

Anerations and tension additions on the basic four-part chords (7th and 6th chords) sometimes produce upper
structure triads or h-x:brid chords. When this occurs, they will be listed as suci1. Upper-structure triads and hvbrid 
ci1ords will be more specifically dealt with in the later chapter entitled Triad over Bass Voicings . 

. -\" tensions are added to the basic iour-part chords. the enharmonic chordal substitution possibilities increase 
cr::tmatically. The enharmonic substitution possibilities of each chord \vill be listed as they are exposed by tension 
additions. Students will hecome proficient at enharmonica!ly realizing a group of notes < a chord voicing J in more 
ways than one. Example: 

C6 = A-7 = Fmaj9 I no root ) = D<:Jsus4wo roon = B~;>maj7 (131#11/9) \DO root)= etc. 

The majority of voicing examples presented in this text will contain very little rhythmic variation and it is highly 
recommended that some of those ideas suggested in the Rhythm chapter toward the end of this book be applied 
toward musical examples contained in each chapter. The Conclusion chapter contains additional information on 
different string combinations and voicing sizes that can also be applied to existing musicai examples througnour the 
book. Coordinating information between these two chapters and the rest of this book will ultimately enhance its 
content. 
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Chapter 1. 
Drop 2 Type Voicings 

By dropping the second note from the top of a four-way close voicing down an octave, a larger sounding voicing -
(referred to as "drop 2") is produced. These drop 2 voicings in turn produce a chord physically more accessible on .._/ 
the guitar than some of we original four-way close voicings . 

This book will explore all four inversions of the drop 2 type voicings and their placement on the middle four srrings _ 
of the guitar (2, 3, 4 , 5 ). 

Cmaj7 = C E G B 
R 3 5 7 

1\ ~-.,:H- () 
...-<>-

Four-way close - --
I t) l 

tt l _n._ 
() 

I 
Drop2 II 

t) ~ 

-&~ ~-u 

Drop 2 type voicings 
arranged by inversions: .a. -& 

' 8 ll f 112 Il l! II 
-a-
3 5 7 R 
7 R 3 5 
5 7 R 3 
R 3 5 7 

The following maj7th chord forms are produced by the above voicings on the middle four strings of the guitar: 
(strings vertical/frets horizontal) 

R Inv. lstinv. 2nd Inv. 3rd lnv. 

4 3 2 

Drop 2 

R 5 7 3 

5 R 3 7 7 3 5 R 

3 7 R 5 

*The above forms can be transposed or moved to different keys. 

We now have four inversions of a Cmaj7 chord on the middle four strTngs of the guitar. 
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At this point, it should be mentioned that ab9th interval is generally considered an avoid interval in traditional "Jazz 
-Pop" harmony. This book will initially continue that approach, with the dom 7 (~ 9) chord being the only exception. 
Thus, the b9th interval contained in the 3rd inversion of the Crnaj7 chord (between B and C) will negate use of that 
inversion as a maj7 type chord. Similarly, the 3rd inversions of Crnaj7b5, Cmaj7#5, and C-rnaj7 will be avoided. 
Voicings containing ~9th intervals will be presented later, especially in those chapters explori 11g triad-over-bass 
structures where the 3rd inversion of Cmaj7 will be available as a C triad over a B bass; C/B. 

'-" Assignment: Construct all four inversions for each four-part chord listed. All of these chords can be 
perceived as "altered" maj7th chords. 

C maj7 (1 3 57) C-6 (1 b3 56) C7sus4 (145b7) 

Cmaj7\,S (1 3 ~57) C6 ( 1 3 56) c o.7 (lb3b5bb7) 

Cmaj7#5 ( 1 3 #57) C7 (1 3 5 b7) C 0 maj7* o b3 bs 7) 

C -7 (1 b 3 5 b 7) C7#S (13 ~5b7) C-maj 7 ( 1 b3 57) 

C-7~5 (lb3b5b7) C7~5 (13b5b7) 

C-7#5 (lb3i5b7) 

Follow these three approaches in preparing the inversions of the four-pan chords: 

1) Prepare all 15 listed chords on the root inversion only in the key of D. Next, prepare chords on the 
lst inversion only in the key of C. Next, prepare chords on the 2nd inversion in the key of Bb. Finally, 
prepare chords on the 3rd inversion in the key of G. Include inv~.rsions containing the ~9th interval for 
purposes of this exercise. 

2) In the key ofF, prepare all four inversions on one chord type, then move to the next chord type. 
Continue until all 15 types are completed. 

3) With an established tempo, prepare the following symmetrical chord progression using one chord type 
for all four chords and inversions. Continue through the entire list of the 15 chord types, following the 
given chordal/inversion pattern. Note that this exercise i<; ·'voice-led." 

1st Inv. ::nct lnv. 

Cmaj7 Amaj7 

3rd Inv. 

Gbmaj7 

R Inv. 

Eb maj7 

Mixing different chord types while going through the different inversions and chords might make an 
interesting additional exercise. 

*C0 (maj7) ( 1 b3 ~57 ) and its available tensions will be examined more thoroughly in the Tension 
Additions on Diminished C hords chapter. 
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In contemporary music, upper-structure triads and fourth voicings play a major role. The following chordal 
inversions contain such voicings and should be noted: 

1) Fourths: The root inversion of the maj7~5 and the 2nd inversion of the dom7sus4 are the most corrunon fourth 
voicings used. 

2) Upper-structure triads: 
Root Inv. Cmaj7#5 = E/C 
3rd Inv. C-7#5 = A~IB~ 
Root Inv. C''maj7 = BIC 

Additional upper-structure triads will be revealed in later chapters. 

The examples using drop 2 type voicings throughout this text will indicate such voicings by notating only the top 
note or voice on the 2nd string. eliminating the need for position markings. This lead note will directly indicate the 
inversion of the drop 2 voicing introduced: 

Third of chord notated (top voice) = root inversion 

Fifth of chord notated = first inversion 

Seventh/Sixth of chord notated = second inversion 

Root of chord notated = third inversion 

Example: C7 (3rd) (5th) 

' II 
II 

D 

Root Inv. 1st lnv. 

(7th) (Root) 
~.n. -& 

II II II 
2nd Inv. 3rd Inv. 

The following chord progression examples consist of only 7th and 6th drop 2 type chords. These drop 2 chord 
progressions are actually substituti0ns for more basic chord progressions listed directly below each voicing in 
parentheses. 

After prep::rring each exampie, students should record and play back the roots of the basic chord progression in 
parentheses while again playing the example. This will allow students to "hear" the example in relation to the basic 
chord progression. Students should also write or realize the tensions produced on the basic chord progression by the 
original 7th and 6th chords. 

Example: A7sus4 G-ns Fmaj7 Bmaj7~5 E7sus4 

4 
Q b.n. -&- ~ be 

II 
(basic chord progression) -----? (C) (A7) (D-7) (G7) (C) 

~ ~ t t ~ 
(tensions) C6(9) A7#5(b9) D-7(9) G7#5(#9) Cmaj7(6/9) 

10 
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--------------------c=-~--. --~;~~,-A~ . .-~-·~ 

..s:-- ......._. 
....., #1 ) 'The following example makes use of only four different 7th chords: .!Th:1j7~5, maj7#5. min7~5,_aod dom7sus4 . 
....... ~---These chord types will prove quite useful due to their versatile enharmonic substitutiL.h possibilities throughout 

this text. 

'-" .: D7sus4 Bbmaj7#5 

19-

1 

(D7~ 
·~ · b : :. 
~' .. ' 
..-' ""J'A. 

Ebmaj7b5 Gbmaj7\15 

' 

0 

. bf 
(Eb) -·· -r~ (Ebm) -;;~ ...___..., 

- .. --· ~ 

- - :> . ...; J ... -

Abmaj7b5 Bmaj7b5 

1
e br 

C7sus4 Dbmaj7#5 G7sus4 Dmaj7b5 

I~ r If #r 
-

(C-7) (F7)- (Bb) (Bb7) -· 
.. < ;, 

Gbmajn5 Amaj7#5 D7sus4 

~f- ~ 
I . 

~ 

I 
(C-7b5):. · (F7) .. ::; - - (Bb) 

#2) The following two examples are minor chord progressions. 

).;.J~ll 7', 

a) " Dmaj7 F-6 Cmaj7b5 E7il5 _:.. Fmaj7b5 Bb7 Cmaj7 Dbmaj7b 5 

# -9- b.a ¥ ~ 

,~ !r 1r r I . j I f r 
(B-7) ~ (E7 )"'~\_'rB\ (Am)"::: <F#?r ·_\3 (B-7b5) 11 

(E7)* (Am~ (A7) .'l/ 
\ -.z; 

I 
, .....: ,... (:;.;, 4 ~J 

\u -· ) -.. ii ',.,... . ~ -

F maj7 Eb+7 {; ~ ) A7sus4 B7b5 D-maj7 E +7 Cmaj7#5 __,. 

'r ._; ~ It ~ lr f I" I ' 

(D-7) l (G7)u5(<r/] cc:(l (~ (F7)\l.:. (B-7b5)"~ (E7)~ (Am)rr.~ :. ! 
...... # [:; 

.._, 

.._, 11 

II 

J 

II 

r 



~ 

~ 

_, 

~ 

...../ 

...../ 

' b) E+7 Cmaj7b5 Fmaj7b5 Abmaj7b5 Ab+7 Cmaj7b5 D-6 

~ #r 
12 

jf r lbL I v If r 
(Am) {_.- t .... ·. (B-7b5) · (E7) (Am)..,-;:. ' - ~ (B-7b5) ,.,frl"L . 

... ;._~ 

__, 

__, 

..J 

Bb7b5 Do7 A~maj7b5 F-mai7 Cmaj7b5 Fmaj7b5 A~maj7b 5 Bb7 Cmaj7b5 

~ [: jL t( .a. 19- ,r r I : I r II 
0 

(E7)- - (E7) :.·· ·- (Am) '~ (B-7b5) I' (E7) ·""' - (Am) -.. -. - - r ~ 

._/ 

II 
'-' 

"" 
-' 

#3) This next example uses the min 7(~5) chord in sr>ver:.l1 diff· . .-ent funct~uns and ends with a constant ..-,tructure -
-......example . 

E-7 Fn D-7 E 7 B-7~5 Eb7 E-7ns Db+7 

~ r 
# 

1 ~r r I 'T 1 ~r r : ( 
(C)~ (A7) ~ (D-7) (G7) ~ (E-7) \\ (A7)~~ (D-7) ~. (G7)"<~. 

'o\ \,"' c.;-

" 
-· I 

_, 

-' 

D-7#5 F#+7 C6 F-maj7 E -7#5 Go7 A-7#5 G-7#5 F#-7#5 
ba -

~ E IE I ~ ~ I~ I~ ~ Ilia I II --
(G-7) (C7)-=-,, (F ) . (Bb7'L (C)' (A7)· .. CD-7) :j (G7):: : (C) :' ......... 

·: ) __.. 

#4) The following example uses the dom7f.5 chord in several different functions. Also, note the two different -
dominant func tions of the maj7 # 5 chord. ._, 

Gmaj7 Eb+7 Ab+7 Ebmaj7P5 B-7#5 F#-7b5 Bbmaj7b5 F~o7 
'--' 

-
_, 

........, ~ r 
I qr ~ r 19- ~ 

''F tlr II I ' I 
(Em) (C#-7b5) (F~-7b5 l (B7) (Em) (D7) (C7) (B7) 

_... 

_., 

--' 

D-6 F-6 Cmaj7b5 Fmaj7#5 Bbmaj7b5 Ebmaj7#5 C#-7b5 Eb+7 
._/ 

II --
~~ f ,r r ,r r I~ r I 

(B-7b5) (E7) (Am) (G7) (F~7 J (B7) (Em) -
"-' 

12 -
-"' 

......,. 
-...-
....... 



...... ·. 

_, 

....... 

....... 

......... 

"-' 

......... 

...... 

....... 

........ 

._, 

....... 

._... 

....... 
._... 

....... 

'-' 

~ 

......, 

---
_,., 

r-

#5) In the following progression, the min7#5 and dom7sus4 chords again receive multiple functions. The dom7 
chords at tbe end of this example receive four different dominant functions in symmetrical minor thirds. 

D-7#5 A-7#5 A-7~5 D7sus4 G!7rnaj7b5 Eb-7 Gbmaj7#5 C-7b5 

' r ~ 
-6- ? b.a. 

b~ I 

I ! I liT 11~ 

(Bb) · .. . " ::., ; -· (Bb) (Ab7) (Ab7) \~-

G7sus4 D7sus4 Db7P5 E b7b5 G-7#5 G-7~5 Do7 G+': 

' r 
~ '6 

a 

'6 
a 

1.5 
Cf 

i 
j (EO )•·• f.;.('.,). ::- (A7) ·-: (At?maj7) (G7) 

""'"' -
G-7~5 Ebmaj7 G+7 C-maj7 D7 F7 Ab7 B7 D7sus4 
b.a. I qp.. -& 

& r ' D-6--

I IG rze Is ~ l I ll II I 

~ CC-7) (C-maj7) (F7) (F7i .-· - (Bb ) ·-
The foliowing two exercises complete the examination of various 7th and 6th chords and their multiple funcrion:-.. 
iv1ost of these chords wi U reappear under their relative rension chapters. As an example: 

Cm~j7b5 = A-6 (9l = A~ 7(#91~5) = D7(l3/9) = F~-7~ 5(1 1') 

In each appropriate chapter they will receive a chord progression example utilizing their new functions. A lisi 
of all the substitutions for any one 7th or 6th chord can be found in the Enharmonic Chordal Substitutions 
chapter. 

#6a) Dmaj7 D-7b5 E-7 F#7 Dmaj7 B7sus4 Cmaj7 Eb-6 

'r tr iF :tr ~~ Z:2 lg ''F I 
(DmaJ7) (F-6) (E-7) CF#7) (Bm ) (A-7) (D7) 

E7su s4 E-7 G-7b5 Go7 B-7 D6 Dmaj7b5 Abmaj7!7 5 

:f-Ir 
~ l#f 

~ ~- ~ 

~ lf9 I 
(G l (A7 ; (D) (E?) 

Gmaj7 E7sus4 E~+7 D~7~5 F~-7~5 EtJmaj7l=5 E+7 A7 A6 

& f ~ It ~ r I ttr ~ 
-& 

1r II 
ll 

I 

~ 
(E-7) (A7) (D) CB7) CE7) (A7) (D) 

b) F7sus4 Eb-6 D-7 F-7b5 E~maj7 Gb-6 G7sus-; Ab7 

l j,r br I ~· 
~ f2 ba ~ 

D-6--

I : i 

(C-7) (F7) (Bb) (G7 ) (C-7) (F7) (B b) (D7 1 

Bbmaj7 C-7?5 Abmaj7~5 F-7t-5 G:~maj7P5 Amaj7D5 D7sus4 

4¥ b~ ~ D.t2. :11-G- ~ :: a .. ,--

I I i : I II 
~ (G-7) (A97 i <D-7b5) (G?; CC-7b5l (F7) (Bb ) 
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Chapter 2 . ... / \ 

Voice-Leading 
Voice-leading is a simple concept intended to make chords move smoothly from one to another. By allowing the 
top note (2nd string) of different chords to move step-wise through those chords, a smooth sound is achieved over -/ 
the entire chord progression. 

There are three basic choices when voice-leading from one chord to the next: 

1) move up a step 
2) move down a step 
3) stay on same note 

If there is a leap of a third or more, try to resolve the leap by using one of the notes that was skipped over in the --' 
following chord: __, 

A7 
0 

D-7 
0 

An exception to this rule is when two or more voicings appear on the same chord (often different inversions). In this 
case, leaping is acceptable and sometimes desirable, since the harmony is stagnant. In contrast, voice-leading is mo"· 
desirable when chords change. 

The above example could also be viewed as indirect voice-leading, (often melodically referred to as "ina1. 
resolution"), since the "E" note does resolve step-wise to the "F' note with the "G" note temporarily delaying th'
resolution. Indirect voice-leading could be extended by two or more voices, but does begin to compromise smomh 
voice-leading over chord changes. In the following example, the "E" note still resolves step-wise to the "F" note 
although delayed by two voices: 

'c;:aj7 A7 D-7 G7 
0 e e 

II 

By altering chord tones or adding tensions, many different line patrems can be produced while voice-leading through 
a single chord progression. The following chord progression receives a variety of voice-leading ideas ranging from 
more traditional concepts (step-wise, chromatic. and common tones) to several line patterns that actually break basic 
voice-leading concepts while still offering an acceptable comping idea through '·predictable" patterns. 

Prepare the following lines using any voicing that will accommodate the lead note. In some cases. drop 2 type 
voicings are not appropriare and a more convenuonai voicing placing the root in the bass might be more desirable. 
Be sure to realize what tension the iead nme produces on the original chord. While all lines are intended fo:
prepararion on the 2nd string only, the example "Leaps" can be prepared on both the 1st and 2nd strings, allowing 
for less physical jumping. This broken line example serves as a good indication of when differer..t string sets are 
probably more appropriate. After preparing these lines. students should compose their own lines to the given chord 
progression. 
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Chromatic lines and sustained notes (common tones) are considered the strongest approaches to voice-leading. 
Although the majority of examples given in this text will be voice-led throughout the entire example, a more realistic 
approach would be to voice-lead by phrases (two bars, four bars. or eight bars), sometimes breaking voice-leading 
at the end of each phrase tO start a new phrase or, as suggested in the Rhythm chapter. omitting chords or resting 
between phrases. Through this process students will begin to hear a group of voicings (or phrase) as one sound, much 
like one voicing or chord is heard. In fact. voicings that are "weak'' sounding, incomplete. or contain "wrong" notes 
(voicings that will appear in later chapters) might be found within a strong voice-led phrase and function as an 
integral part of that phrase. While many of these weak voicings could only be used in a voice-led passage and would 
not stand well on their own. there are "strong" and "beautiful" sounding voicings that can be used with little regard 
for voice-leading. A combination of this vertical (single voicing) and horizontal (phrase) approach to harmony will 
enable students to create many different sounds and ultimately reproduce what they "hear." 

The following example voices-leads in two and four bar phrases. A descending chromatic line is established in the 
first two-bar phrase while a common leading tone is used in the second rwo-bar phrase. and the example finishes 
with an ascending chromatic line in the last four bars. Note the descending triads (top three voices) in the first two 
bars; F E E~ D (with 5th string added); FIG ElF E~!F DIE~ 

( G7) 

(F- 7) (Btt7) 

IJ 

I I 

(C -7 ) 

E l ·~ PmaJt 

EbO( maj7) 

bp 
liT 

(F7) 

B?maj7 

lqr 

(D -7) 

Bmaj7"5 

#fr 
I 

(G7) 

I[ 0 

(G7) (C - 7) CF7) 

II II 
(C -7) (F7) 

The omission of selected chords will only enhance the identity of individual phrases produced by the remaining 
chords. The following displays the above example with certain chords removed, bel ping to better define the remaining 
phrases. Rhythmic variety in the form cf eight-note anticipations or delays has been added to enhance the exercise. 
A bass line stating the original progression (above in parenthesis) should accompany this exercise as well. 

*' 
~F-7 
. p 
~I : 

A-7~ 5 

( 
c 

I 

' ( 

Fo(maj7) G-7*5 E~otm .. "'.i7' 

10 I I 
r 

< r 
I' 

I 

I ( 

Ebmaj7 A013 
c I 

G75 lS4 

pTf - - -: >'. 

I 

-· 

\Vith the addition of space and rhythm1c activity. this example probably better represents what occurs in u ··rear' 
performance situarion. A s1milar aporoach ro each of tile notated exampies throughout this text is strong!~· 

recommended and the followw g three-step procedure could he applied: 

1) Prepare examples (slowly) as written. proceeding smoothly while mtempting to perform in a 
"legato" fashion. 

2) Add rhythmic variety (predominantly eight-note anticipmions and deia~':- ) while performing all 
voicings. A mix of long and short rhythmic anacks shouid be attempted. 

3) Introduce space by omitting selecr.ed chord voicings while continuing to be rhythmically actiYL. 

Students should continue the process established in this chapter and compose a variety of lines over different chord 
progressions and songs. As we progress further, these origino/lines can be h<u"monized by the new voicings introduced. 
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Chapter 3. 
Voicing Considerations 

There are various considerations involved in determining a voicing's strength or weakness in a given situation. 
Obviously, a "good sound" is a primary consideration, and several factors can be isolated that contribute to this. 

'- Substitution possibilities and voice-leading are very important considerations in a voicing's worth and will be 
.., discussed further in later chapters. 

We have already discussed the avoidance ofb 9th intervals and will continue to avoid use of voicings containing this 
._ inrerval. Whenever a chord contains two notes a half-steo from each other, one of the inversions will form a ~9th 

interval. There are eight different available half-steps with the potential of producing an inversion containing a ~9th 
'-' 

interval: 

(R- ~9) 
(9- ~3) 
(#9- 3 ) 
(11 - ~5) 
<# 11 - 5) 
(5 - b 13) 
(13- b7) 
(7 - R) 

dom7(b9) 
min7(9) 
dom7(#9) 
min7~5(11) 
maj7(~ 11) I dom7(# 11) 
dom7(b 13) 
dom7(13) 
maj7 I maj7b5 lmaj7~5 I min. maj7 I etc. 

There remain two important considerations while constructing different voicings: 

1) low interval limits (LIL). 

2) physical difficulty in fingerings. 

Low interval limits refers to the lowest possible placement of a chord tone or tension in a voicing. Below this limit, 
the original chord sound begins to deteriorate and lose its primary function. LIL will apply to chord tones and tensions 
on the 5th string. A "bright" tone and/or a light gauge string will accommodate lower placement of tensions and chord 
tones. while a "dark" tone ancflor heavy gauge string will not accept lower placements quite as well. 

The following chart will determine generally how low a tension or chord tone can appear on the 5th string. 

R 
b9 
9 

~~ 
3 
4 [ 11] 
bs r# 111 
5 
#5 [~13] 
6 [13] 
b7 
7 

unlimited 
Eb 
F (avoid tension 9 on 5th string) 
A VOID: produces b9th interval with major 3rd 
c 
c 
D 
c 
unlimited 
c 
D 
c 
E 
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These limits are slightly lower than those determined by the Berklee College of Music Arranging Department. It is 
the student's responsibility to know what chord tone or tension is in the bass (5th string) on each voicing and how 
low that voicing can be safely used. In the Approach Voicings chapter later in this text, concepts will be introduced 
that allow violation of Low Interval Limits on the weak harmonic rhythm of a given chord or measure. 

The physical difficulties involved in fingering different voicings is perhaps the largest and mosr diverse consider
ation in chord choice for most guitarists. There a:·e basically four factors in determining the difficulty of fingering 
any chord or chords: 

l ) range 
2) fingerings before and after a given chord 
3l tempo 
4) individual abilities 

1) Range: Some voicings that are difficult on the lower, wider frets become easier as they are moved up the 
fretboard to the higher, thinner frets. 

2) Fingerings: Fingerings of chords immediately before and after a given chord will affect the difficulty of fingering -....... 

3) Tempo: 

that chord. A difficult fingering can lead to a similar fingered chord, requiring li ttle finger change and 
consequent physical ease of the passage. Some chords have several different ways of fingering them, 
while others have only one possible fingering. Use the fingering that best prepares the next chord 
fingering. Example: 

G7 Cmaj7 

ii if II 

Tempo is perhaps the single most important consideration in chord choice. A ballad might 
accommodate the time to prepare difficult fingerings of chords that could not be attempted at a quicker 
tempo. 

4) Individual: Each student' s personal technical abilities will determine what is considered a "difficult fingering." 
Students are reminded that diffi~ult-fingered voicings might become easier when applied to the top 
fou! strings ( 1 2 3 4) or when a non-essential note is removed to produce a 3-note voicing and 
subsequently easier fingering. 

As we move into the tension addition sections, we see some voicings becoming physically easier as tensions are 
added. 
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Chapter 4. 
Chord Symbol Notation 

Before examining tension additions to the basic four-part structures, I would like to discuss some of the approaches 
and difficulties involved in chord symbol notation. I must start by first stating that it is not my intent to re-organize 
or establish a new system of chord symbol notation. To the contrary, I would rather have avoided the need for this 
section altogether, but my attempt to complete a comprehensive volume of voicings and substitutions, and feedback 
I received from many of my colleagues, suggested I should address this topic at some level. Please keep in mind that 
the primary focus of this text is not that of chord symbol notation but that of discovering various four-note voicings 
and their enharmonic uses as different chords and substitutions, while examining different voice-leading possibili
ties between those voicings. 

The initial approach to the discovery of new voicings in this text is based on the addition of different tension 
combinations to the basic four-part structures (7th and 6th chords). This is also where I received the most diverse 
and controversial responses from my colleagues. Opinions ranged from those favoring little or no tension addition 
to the basic structure (allowing more freedom of interpretation) to those who felt that tensions should dictate specific 
scales as well as describe their vertical placement in a voicinff. The most notable and surprising differences appeared 
to center around the enharmonic interpreta[ions of tensions H 11 and b 13 and their melodic or harmonic implications. 
A majority of responses supported the assumption that tensions b13 and/or#ll would include or imply a natural 5th 
in the same dominant type voicing. Although the natural 5th could accompany one or the other tension. both tensions 
with a natural 5th would produce consecutive half-steps: 

#11 5 bl3 
L 112 _j L 112 _j 

While this is a melodic possibility, it has limited. if not problematic, harmonic value. When posed with a dom7(~ 131 
~ 1 i ) chord, responses were confusing at best. My reaction and recommendation is to avoid this particular tension 
combination on a dominant chord. Ifthe same notes are desired with no natural 5th, the following symbols would 
suffice: 

dom7#5C# 11) I dom7b5(b13) I dom7(!i51b5 ) I dorn7(alt5)1 dom7#5(~5) /dom7~5(#5 J I etc. 

If the natural 5th is desired in the voicing. dom7(~131# 11) would suffice for those who responded that ti 11 and~! 3 
imply naturalS (do you guys really want this chord?) . For those who would not assume the natural 5th ~as implied, 
it would have to be included in the chord symbol: dom7(b131# 11) add 5. Yikes! At this point, I personally would 
prefer that the desired voicing be notated on a staff. Even ifl could not read music. I'd probably produce the voicing 
quicker off the staff than from the abo,·e chord symbol. 

~ This segues well to another issue and personal recommendation I have .! think that tension additions are appropriate 
when used as suggestions to desired "colors" or sounds on basic structures or to describe melodic effects on different 
vcicings. On the other hand, I believe that symbols that are made more complicated or confusing by attempting to 
communicate vertical placement of tensions or by their dictation of specific scales should be avoided. At this point, 
the voicing would be served better by notation on a staff. 
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Although this book will possess many complicated symbols. they are used as descriptions of specific staff notated 
voicings and are not implying or endorsing their use as "standard" chord symbol notation. To the contrary, most 
voicin2:s introduced in this text are to be used as various available "colors" or sounds (including available tensions -
and ch~rd tones) over a more basic chord symbol. A collection of many different voicings will be made available 
to one basic chord type. Your choice of specific voicings to use is your '·interpretation" of that basic chord. 

Example: 

Gm(addllJ C+(#ll ) Fmaj7(9/ 6) 

4~€ jg i II 

The above voicings could be used to "color" or substitute the basic II-V-I cadence in the key of"F'' (G-7, C7, Fmaj7). 
Gm(add ll ), C+(# 11), and Fmaj7(9/6) are chord symbol descriptions of the above voicings in the key of "F.'' 

The attempt will be made to use the "least" offensive chord symbols when notaring these complicated. and in many 
cases incomplete, voicings. I have tried to reach a '·compromise" in my chord symbol selections that would satisfy 
most. knowing that some (hopefully nor most) will certainly find fau lt. 

At this point, I should summarize some of the basic assumptions that have been presented and will he used in this 
text. The following suggestions specifically deal with the~ lllb 13 controversy introduced earlier: 

I. Tension~ 13 might imply or include a natural 5th when used in a chord symbol. Ifthe~Sthis notated in the symboi, 
naturalS is not a choice. If~ 13 is desired without naturalS (or ~ 5), enharm~"nic #S instead ofb 13 can be used. A 
more complicated symbol choice could be ~ 13(no5). 

II. Tension# 11 might impiy or include a natural 5th when used in a chord symbol. If the# 5th is notated in the symbol, 
natural 5 is not a choice. If# 11 is desired without narurai 5 (or #5), enharmonic ~5 instead of# 11 can be used. 
A more complicated symbol choice could be# II (noS). 

The~e suggestions make clear the need for caution when using b 13 or# 11 in a chord symboL They contain inherent 
controversy harmonically and melodically. vfy personal inclination is to avoid their use as much a<; possible. I prefer 
the enharmonic b5 and ~5 spelling of the same notes. bs and #S produce exact harmonic interpretation and retain 
freedom of interpreration melodically. 

C. .' 131# ll1 might impiy nawral 5 harmonicaliy and ··,.vi10 knows what .. meiodJcally. 
C7(b 13/~5) to some implies the "altered·· scale. 
C7(# 111#5) to some implies the .. whole tone·· scale. 

C7(~5'~5), C7(alt5) , C7~ 5 ( #5) . C+ 7(b5 ): precise harmonic description and freedom of melodic or scale inrerpre
tation. 

*Note the C7(alt5) svmbol could be confused 'v\'ith the C 71 alt) <>vmbol which implies anv combinatiun of~ 5 . 
.li - I l ;+ • • . • . 
f.) , P9. !t9. 

For organizational purposes. the first introduction of these rwo notes together in the same voicing occurs unde- the 
Tension 11 chapter as a C+7(~l l) chord. They appear again under the Tensions 9 and 13 chapter as C9b5Cb 1.3). 
C7b 5(b 13/b9), and C7b5(~ 131#9) chords. In this chapter,~ 5 and #5 will be noted a!' the preferr~d symbol choices: 

C9(j5/b5), C+ 7(9/b 5). or C7~5(91#5) 
C7(,9/alt5 ). C+7 (~9/~5 ) . or C7~5(b9/~5) 
C7C#91alt5), C+7(#91~ 5 ) . or C7b5(#91F5J 
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- Chapter 5. 
Tensions 

'-' As tensions are added to the basic four-part chords (7th and 6th chords), different basic four-part chords often 
'--' reappear on different roots (i.e., Bb9 = D-7b 5 I F-6), beginning the enharmonic chordal substitution process that will 

continue throughout this book. These substitute chords might sound clearer or more obvious than the original chord 
..._., receiving tensions. D-7~ 5 or F-6 is more defined or complete than the original B b 9 chord, which is missing its root. 
'--- For this reason, it is recommended that a bass line containing the original chord roots be recorded and played back 
'--' while playing chords containing tensions. 

~ ln each tension chapter the majority of voicings produced by tension additions will most likely have been introduced 
....._ enharmonically in earlier chapters, many originating as basic four-part 7th or 6th ~hord voicings. When this occurs, 

the original chords introducing those vokings for the first time will be listed. For example: 

*Under the Tension 9 chapter. the miu7(9) {b3 5 b7 9} voicings were originally introduced as maj7 (1 3 
5 7) voicings , A-7(9) = Cmaj7. 

*Under the Tensions 9 & 13 chapter. the dom7sus4(1 3/9) { 4 b 7 9 13 } voicings were originally introduced 
as maj7 {1 3 5 7} voicings, D7sus4(13/9) = Cmaj7. 

*Under the Tensions 9 & 11 chapter, the maj7(~ 1119) { 5 7 9 # 1 l } voicings were originally introduced as 
maj7 { 1 3 5 7} voicings. Fmaj7(# ll/9) = Cmaj7. 

A list of all the possible substitutions for any one voicing can be found in the Enharmonic Chordal Substitutions 
and Additional Chordal Substitutions chapters following the tension chapters. In these chapters, the previous 
examples would combine their substitutions in order of their appearancJ in this text: 

Cmaj7 = A-9 = D7sus4(13/9) = Fmaj7(# 11/9) 

A .minimal understanding of harmony and theory is required to make the appropriate tension selections for different 
chords. Some basic harmonic assumptions will be presented to allow for a choice of tensions that will sound 
appropriate in a common pop or jazz idiom. While tensions are usually d.ictated by chord function and/or key of the 
moment, a strong voice-led guide-line often can make use of tensions that might appear inappropriate or non
diatonic to the key of the moment. This is especially true of dominant chords, which can accept many different 
tension combinations (both diatonic and non-diatonic), whiie mber chord types are more demanding of fewer and 
more: specific tensions. Tensions ondiminished 7 chords will be examined separately in the Tension Additions on 
Diminished Chords chapter later in this book. 

- In the following examples, the guide-line in example #2 is not as diatonic as the# 1 example (E-9 and G7(b 13) are 
- noi diatonic to the key of C), yet example #2 sounds better due to the strong chromatic guide-line produced by these 

...... 

....-' 

'--

'-' 

........ 

......... 

......... 

'-' 

...._, 

"-" 

../ 

'-" 

tensions . 

:::] Cmaj7 E-7 A+7 D-9 G13 Cmaj9 

ti 
0 0 ') t \ 0 

11 

"? r. - Cmaj7 E -9 A+7 D-9 G7(b 13) Cmaj9 ., 0 :::o so ') !,,., 
A 

II 
tJ 

\Vben a··srrong'· or effective guide-line is not present, a more conservative or diatonic approach to tension additions 
migh t be in order. 
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There are only seven different tensions available in the more common pop or jazz idioms: 

~9 
11 
~13 

9 
#11 
13 

Note the enharmonic functions some tensions might possess: 

11 
~11 
~13 

= 
= 
= 

sus4 
~5 
#S 

The following will examine each tension's characteristics in these more common idioms. Of course, different styles 
a:nd concepts could condition or change these basic assumptions. For example, "modal music" often requires use 
of rensions that are not desirable in a more diatonic situation. 

1) Natural 9 can appear on any chord type and can be accompanied by any other tension except ~ 9 or # 9. 

2) ~ 9 and# 9 can accompany each other and any other tension except natural 9. ~ 9 and #9 can only appear on dom 7 
type chords. 

3) Naturalll can appear on any chord typeexceptmaj7 rypechords. Natural 11 can accompany any tension except 
~9 and #,11 . Naturalll often funcbons enharmonically as a suspended 4th on dom7 and maj6 chords. The use 
of natural 1 1 with the major third i,s a more contemporary sound which will be examined later. 

4) # 11 can appear only on major type chords tmaj7 I maj6 I dom7). ~ 11 can accompany any tension except natura! 
11. 

5) Natural 13 can appear on any chord type except min7~5. Naturall3 can accompany any tension except~ 13. 

6) b 13 can appear on any chord type except minor chords containing a natural 5th.~ 13 can accompany any tension 
except natural 13. 

The following tension chart attempts to clarify and classify available tensions and chord tones on the most common 
chord types (excluding dim7 chords). 

r 
CHORD TENSION CHART ""' 

CHORD FREELY CAREFUL \VEAK 
·- 6, Cl ti l1, ~5 1 1 1 maJ , 

maj6 9 7 ,b7:' #11 
I 

11 
rnin7 9, 11 13 bl3 
min6 9 7,b7, 11 

. 7(1 - , . 1 b l" 9 ~9 mm p); I. . 5 

min maj7 9 6, 11 
I 

bl3 
dom7sus4 9, 13 3, b 13 #9 

i ~9 . 13 I I 
I I dom7 I 9. 13 ll 

, 
I 

9, b 13 9,rl 
9, 11 , 13 
9, 11,b l3 
b9, 19, 13 

! 

r~'fF p ' ' 1 I 
~9, :9, I 11, 13 

I b9, 9, j 11, b 13 
_) 

22 

' I-



-
Again, some of the tensions listed under the "weak" or "careful" column might in fact be strong or characteristic 
notes in a modal setting, or appear in a common diatonic progression were a melody or strong voice-leading could 
make use of an otherwise "weak"' tension. 

In the followin£ common chord cadence. theb9 tension is not normallv avail able to a min7b5 chord. but sounds and 
voice-leads qutte well in this particular example. Note the A-7b 5(~9) ~hord forms a complete C-7 chord over an "A" 
bass note; ( C-7/A ). 

A-7b5(b9) D 7(!?9) G-6 

~ Q.O. 
. -e-

:i i! ~ II II~ 

cv . 
Note that some of the above tension combinations under the dom7 chord dicrare specific chord scales: 

9.~11.13 
9. ~11.~13 
~9, #9, ~ ll, 13 
b9, #9, #1 1, b 13 

i..ydian b 7 
whoie tone 
dominant diminished 
altered 

\v.itb the exception of dom7 type chords. the tension chan accurmely describes available tensions on these chord 
types in the majority of harmonic simations in vvhich they would appear. The dom 7 type chord needs some harmonic 
clarification in order to chose the appropriate tensions in relation to irs function: keep in mind that the nature of a 
dom 7 chord can acceptmost any tensiOn combination. regardless of its function . The following describes the tension 
tendencies of a dom7 chord in a given function. 

1) V7 of major 

Common 1) natural tensions (9, 13) 
2) ahered tens ions (~9, #9, bs, #S) 
3) tension combinations: b9113, 9/b 13, etc. 
4) natural to altered (before resolving) 

Not Common l ) (9, #11, 13) sub V sound 
2) altered to natural (before resolving) 

2 ) \'7 of minor 

Common 1) b9, #,9. ~ 13 and naturalS orb5 
'? . h' . I c ; ·" (''' 1" _) Ienswc com .manon:- : ~ :1. ~-~· . ' ' i' , -~ - e~.:. 

N01 Cornrnon 1 J natural 
2) natural to altered 
3 l aitere.d to natural 
4)(9,#11, 13) subV sound 

? ) Sub V and/or non-diatonic dom 7th. as well as IV7 and Il7: 

(Lydian ~: ~ 9.!11. !3 

Upon e<;tablishing some basis fo r tension possibilities on a given chord. ius now important to discuss the placement 
of tensions in a four-note voicjng, commonly referred to as '"tension substitution."' 
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When a tension is introduced to a four-note voicing, one of the basic chord tones is removed. The least needed chord 
tone is usually chosen. The root and fifth (unless altered) are the least needed. while the guide-tones (third and· 
seventh or sixth) are more important to the sound and function of the chord. Due tO enharrnonics, some tensions are 
already built into the basic four-part chords: 

Cmaj7~5 = Cmaj7(#11); C7~5 = C7(#11); C7(#5) = C7(b13). 

These tensions could be considered as substituting for the fifth of the chord. 

Tension substitution on drop 2 type voicings follows this basic formula: any tension substitutes a chord tone next 
to that tension. This allows the substitution to take place on the same string. 

9 substitutes the root or third 
11 [4) substitutes the third or fifth 
13 [6) substitutes the fifth or seventh 

Since the guide-tones are needed, we are left with the following tension substitution formula for drop 2 type voicings: 

9 substitutes the root { 3 5 7 9} 
11 [ 4] substitutes the fifth { 1 3 7 I l } 
13 [6) substitutes the fifth {I 3 7 13} 

An exception to this formula which must be addressed is when the fifth is altered (b5 or #5). An altered fifth ;san 
important part of the chord sound that should be included. In this case, 11th and 13th type chords would have to 
substitute guide-tones instead of the fifth: 11 fo r 3/13 for 7. If the original chord sound and function are not lost, these 
substitutions are possible. An example would be amin7~5(1 1) chord with tension ll substitming the 3rd. A rnin7b 5 
chord is the only type of chord that will accommodate a b 5th and an 11th. By deduction, the minor 3rd of the chord 
is "heard" even though it is not played. If the chord sound is lost by removing a guide-tone on one of these altered 
fifth voicings, an alternative voicing to the drop 2 type voicing is required: 

11th chord 
13th chord 

3 5 7 11 
3 5 7 13 

The fifth and the guide-tones are accommodated in these voicings and will be used when appropriate. 

In the following tension sections, with some isolated exceptions, the attempt will be made to retain the guide-tones 
in every voicing. When this is nm possible. the 7th will be retained in favor of the 3rd. This will present some new 
voicings that are not drop 2 type. vcicings but share the same width as drop 2. allowing compatible voice leading. 
More "incomplete" type voicings with various tension additions will be examined in the later Enharmonic Chordal 
Substitution chapters. 

The following tension substitution formulas will be i.ISed in their appropriate sections: 

Tension 9 9 for 1 {3 5 7 9 } (drop 2) 
9 for 5 {1 3 7 9 } 
9 for 3 { 1 5 7 9} 

Tension 11 11 for 3 { l 5 7 li} (drop 2) 
11 for 5 { 1 " -; 

I 
1 : I 

' I <drop 2 J 
11 for 1 {3 .., 7 j 1 j 

*Tension 13 13 for 5 { 1 3 7 13} (drop 2) 
13 for 1 {3 5 7 13 } 

("'With the exception of a dom13b5 chord, ( 1 57 I 3} proves too ambiguous or limited to examine.) 
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Tension 9 & 13 9 for 1 I 13 for 5 {3 7 9 13 } (drop 2) 
9 for 1 I 13 for 3 {5 7 9 13} 

Tension 9 & 11 9 for 1 I 11 for 5 {37911} (drop 2) 
9 for 1 I 11 for 3 {57 9 '11} (drop 2) 

Tension 11 & 13 11 for 5 I 13 for 1 { 3 7 11 13 } 
11 for 3 I 13 for 1 { 5 7 11 13 } 

As more tensions are added to a four-note voicing, one or both of the guide-tones will eventually be removed, 
resulting in what is commonly referred to as an "incomplete" voicing. Some of these voicings can sound ambiguous 
or begin to lose their original chord sound, while others can define their original chord sound by use of unique 
tensions or a predictable chord progression. These latter chords often sound better and more "colorful" than the 
original "obvious" chord sound. 

Here are some examples of incomplete voicings being defined by their tensions: 

1) ~9 or #9 must accommodate a dom7 type chord 
2) 11th with ~ 5th must accommodate a min7~ 5 or dim7 chords 
3) 11th with 7th must accommodate min maj7 or dim7 type chords 

Here is an example of an incomplete voicing being defined by a predictable chord progression: 

(II) 
G-7 

l 
~~fi 

The A~7#5 is an incomplete C7(alt5) chord: 

A~7#5 1 3 #S 

1 ~ ~ 
A~ c E 

i 1' -1' 
I 

C7(alt5) #S 1 3 

~7 

~ 

(V) 
C7 
t 

(A~7#5) 

~ 

G~ 

t 
~5 

(I) 
Fmaj7 

l 
~ 

II 

The A~ 7#5 chord standing alone has no particular C7 sound. When placed in the above chord progression in 
substitute of the normal C7 (and perhaps accompanied by a C bass note), it no longer sounds like and A~7#5 chord. 

By examining each tension, we can see which tensions dictate guide-tones and which do not: 

1) ~ 9 can appear only on dominant type chords, dictating their guide-tones when missing from a voicing. 

2) Natural 9 can appear on any type of chord, thus cannot dictate the guide-tones of any pa..rticular chord type. 

3) #9 can appear only on dominant type chords. It can dictate the~ 7th but requires the 3rd to accompany it. Without 
the 3rd, #9 might sound enharmonically like the third of a minor chord, #9 = ~3 . 

4) Natural 11 can appear on any chord type except the maj7 type chord. With the exception of an 11 with natural 
7 dictating a min. maj7 ( 11) chord, 11 usually dictates a ~ 7th guide-tone. Natural 11 cannot dictate a major or 
minor third, although it often can take the place of the third by enharmonically functioning as a suspended 4th 
guide-tone. 
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5) # 11 can appear only on major chord types, dictating the major 3rd when missing, but not the 7th. 

6) b 13 can appear on any chord type except minor chords containing the natural 5th. It can dictate the b 7th, with the 
maj7(#5) chord being enharmonically an exception. It cannot dictate the 3rd. 

7) 13 can appear on any chord type except the min7b5 chord. It cannot dictate guide-tones. 

As more tensions and chordal substitutions are presented, the use of incomplete voicings will become more common. 

The maj7#5 and min7#5 chords have been omitted from the following tension chapters. due to their unique sound 
being compromised by tension additions. The min7#5 chord will reappear in theAdditionalEnharmonic Chordal 
Substitutions chapter with tension additions. Although tensions will not be added to the maj7 # 5 and min7 # 5 chords, 
their four-part structures will reappear as enharmonic su.bstitutions in various tension chapters . As an example, in 
the Tension 11 chapter, G-7#5 will appear as C-7( 11) (b3 5 b 7 11). 

26 

/ 



..__. 

._.. 

'-

'--

._ 

'-" 

'--' 

......,. 

"-" 

Chapter 6. 
Dominant Sub V Chords 

Every dominant type chord, with the exception of those containing a suspended fourth, can be substituted by another 
dominant chord a tritone away. This chord is commonly referred tO as a "Sub V'' chord (D~ 7 is the Sub V chord of 
G7, and vice-versa). Any tensions added to a dominant chord will appear as chord tones or di fferent tensions on the 
Sub V chord. 

The following is a s imple tension conversion model for Sub V chords that should be memorized: 

i 
#1 1 
cbs) 

1 
5 13 

The above model in relation to C7 and its Sub V chord: 

C7 R b9 9 #9 
./1 t t t t I 

(Sub V) c Db D D# 
")1 ~ ~ t t 

F#7 #11 5 b13 13 

There are four dominant chords that "mirror" themselves on their Sub V chords: 

C7b5 
C7(b9) 
C9(#5) 
C13(~9) 

= 
= 
= 
= 

Fti7b5 

Fl7(~9) 
F 9(#5) 
F 13(#9) 

Remember the tensior. substituuons [9 for R] and [ 13 for 5] for the above examples, leaving three of the chords 
rootless. 

All the dowjnant chords that will be introduced in the forthcoming tension chapters will also examine their Sub V 
chords. The only exceptions will be dominant chords that contain both a b 13 and natural S. These notes produce b9 
and natural9 on the Sub V chord, which is not an acceptable tension combination, producing consecutive half-steps 
rR - b 2 - 2) . These chord types will be omitted from the tension chapters but will reappear for examination in the 
Additional Enharmonic Chordal Substitutions chapter. 

Remember to be aware of Low Interval Lii'T'j ts and b9th imervais when piacing dominant ten5ions on the 5th string. 
Tensions #9 and 13 will not be allowed on the 5th string . Both tensions are Sub V substitutes for each other and both 
produceb9thintervals (tension#9 over the 3rd aEd tension 13 over the ~7th). Tensions 9 and p 13 [#5] are also Suo 
V substitutes for each other, but only the 9th (with some exceptions) will be omitted from the 5th string due to low 
interval limits . 
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Before beginning the tension chapters. a brief discussion of the "altered" dominants should be given. Altered (or alt) 
on a dom7 chord refers to the 9th and 5th being flatted and raised (~9, #9) and ( bs, #5) or enharmonically ( ~9, #9, 
i,ll , ~ 13). Any combination ofthese tensions will satisfy an "altered sound," but tensions ~ 9 and~ 13 [# 5] arc most 
characteristic because they are also tensions on the Sub V chord : (#9 = 13) and (~1 3 = 9). Example: 

C7(#91#5) 
(altered) 

= F#7(13/9) 
(natural) 

An additional observation of interest shows the~ 9 and# 5 of a V7 chord to be the "blue" notes~ 7 and b .3 ofrhe related 
I chord; 

(V7) C7(#91#5) .. ................... #9 #S 
E~ A~ 

( I ) F ............ .. ............ .......... ~ 7 ~3 

More information on altered dominants is presented in the Altered Dominant chapter later in this text. 
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Chapter 7. 
Tension 9 

By substituting 9 for the root on all ofthe previous four-part drop 2 inversions, we see many of those original four
part 7th and 6th chords reappearing on different roots. The following list contains all possible tension 9 additions 
to the original four-part chords and the consequent four-part enharmonic substitute chords produced: 

E-7b5 I G-6 Cmaj7(9) = E-7 I G6 C7(9) = 
Cmaj7b5(9) = refer below C7(b9) = C# 0 7 , E 0 7. G 0 7, Bb 0 7 
C-maj7(9) = Ebmaj7#5 C7(#9) = refer below 
C-7(9) = Ebmaj7 C7b5(9) = F~+7 (Sub V ) 
C-7b5(9) = Eb-maj7 C7b5(b9) = F 7 (Sub V ) 
C6(9) A7sus4 C7b5(#9) = refer below = 
C-6(9) = Ebmaj7b5 C+7(9) = E7b5!Bb7b5 

C+7(b9) :::; Bb-7b51Db-6 
C+7(#9) = Emaj7b5 
C7sus4(9) = G-7/Bb6 
C7sus4(b9) = G-7b51Bb-6 

Cmaj7b5(9) , C7(#9). and C7b5(#9) do not produce basic four-part 7th or 6th enharmonic substitute chords. but do 
produce their own interesting substitute chords: 

C7b5C#9) = 
C7(#9) = 
Cmaj7b5(9) = 

Gb7(13) (Sub V) 
Gb7(b9113) (Sub V) [1st inv. of C7(#9) = D#IE).] 
D6(9) { 1 3 6 9}, which is not a drop 2 voicing. This maj6(9) voicing will be discussed 
later in this chapter. 

C7sus4(#9) has been omitted, since it has become a C-7(11) chord. As mentioned earlier, Cmaj7#5 and C-7#5 will 
not be included in the tension chapters, but will appear later in this book with tension additions. C 0 7 will receive 
tensions in the Tension Additions on Dimin 7 Chords chapter. 

Realize the enharrnonics involved in the above ninth chords with an altered 5th : 

Cmaj7b 5(9) 
C7b5(9 lb9 I #9) 
C7#5(91b91#9) 

= 
= 
= 

Cmaj7(91i 11) 
· C7(ij 1119) (~ Illb9) C# 111#9) 

C7(~1319) (b l31b9) (bl31D9) 

If not already listed, realize the Sub V chord for each dorninam chord: 

C7(9) = F 7(~51b9) 
C7(b9) = F 7( 9) 
C7#5(9) = F ·+7(9) 
C+7(b9) = F 7(9) 
C+7(#9) = F 7(1319) 

Look at the previous enharmonic substitutions from a common four-pan chord root: 

Cmaj7 = A-9 
r '7b- = A-6(9) I Ab7(#51#9) I D7(9113) ' ;maJ ) 
Cmaj7#5 = A-maj7(9) 
C-maj7 = A-9b5 
C-6 = F91 D7sus4(b9) I B7(#51b9) 
C6 = Fmaj9 I D7sus4(9) 
C-7 = Abmaj91 F7sus4(9) 
C-7b5 = Ab91 F7sus4(b9) I D7(#51b9) 
C7 = Gb7(b51b9~ 
C7b5 = Gb 7b51 A 9+1 D9+ 
C7~5 = Gb9(b5) ,, 
C 0 7 = B7(b9) I D7(~9) I F7(b9) I Ab 7(b9) 
C7sus4 = Eb6(9) 29 



Tensions ~9 and #9 can combine to form available dom7 tensions (i.e. C7(alt9) I C7~5(alt9) I C+ 7(alt9)). These 
chords will be examined later in the Altered 9 Tensions on Dom7th Chords chapter. 

With the exception of the b9 tension on a dom7 chord. this text will avoid using tension 9 on the 5th string. Some 
isolated exceptions to this rule might appear in later chapters. 

The following is a convenient model which will be used to display different chord voicings and inversions: 

maj7(9) {3 5 7 9}: 3 5 7 9 ~ 2nd string 

1 7 9 3 5 ~ 3rd string 

5 7 9 3 ~ 4th string 

9 3 5 7 ~ 5th string 

Note that the previous seventh chords that avoided their 3rd inversions due to the b9th imerval they contained 
(Cmaj7, Cmaj7~5, and C-maj7) are now available as 9th chords (Cmaj9, Cmaj9b5, C-maj9), since tension 9 has 
removed the~9th interval that was produced between the 7th and root. Although these inversions are now available, 
they do run the risk of violating "Low Interval Limits" since the 7th is in the bass. To avoid this problem, non-drop 
2 type voicings. which contain the same basic ·'width'' as drop '2 type voicings, can be used to substitute these third 
inversion drop 2 ninth chords: 

By removing the fifth degree from a root-inversion close position ninth chord. a four-note voicing comainmg lensior. 
9 in the top voice is produced: 

Cmaj7(9) no 5 j'E~~~~~~ C6(9) no 5 i'~~~~~~~ 

These voicings can effectively substitute the third inversion drop 2 ninth chords while retaining the desired tension 
9 in the lead: 

9 
7(6) 
3 
I 

can substitute 9 
5 
3 
7(6) 

If the 5th degree is needed in these substitute ninth chords, the third can be removed: 

Cmaj9(no3) 9 
7(6) 
5 
1 
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When Ln... is not an issue, voice leading, sound, and fmgering will detennine which voicing is best. Examine the 
1.....- previous list of 9th chords using the new omitted 5th or omitted 3rd ninth chords discussed: 

Cmaj7(9) = 1 3 7 9 C7(9) = 1 3 ~7 9 
Cmaj7b5(9) = 1 bs · 1 9 C7(b9) = 1 3 b7 b9 
C-maj7(9) = 1 ~3 7 9 C7(#9) = 1 3 ~7 #9 
C-7(9) = 1 b3 b7 9 C7b5(9) = 1 bs b7 9 
C-7b5(9) = 1 bs b 7 9 C7~5(b9) = I b5~7b9 * 
C6(9) = 1 3 6 9 C7b5(#9) = 1b5b7#9 * 
C-6(9) = 1 b3 6 9 C+7(9) = 1 r b7 9 C+7(b9) = 1 5 b 7 b9 * 

C+7(#9) = 1 5 ~7 #9 * 
C7sus4(9) = 1 4 b7 9 
C7sus4(b9) = 1 4 b7 b9 * 

*These voicings will be omitted from this chapter, due to the b 9th intervals or the ambiguous sounds produced. Most 
will reappear later in more appropriate chapters. 

Note: Four of the above voicings have produced previously introduced drop 2 type voicings: 

Cmaj7~5(9) ...... ..... .... .... ... ... { 1 bs 7 9} = 
C-7b5(9) and C7b5(9) ......... { 1 b5 b7 9} = 
C9sus4 ......... .. .. ... ...... ........... {1 4 b7 9) = 

Ab 7b 5(#9) I D13 
D+7/ Ap9~5 
0 -7# 5 

Since the drop 2 inversions are known, they can be applied to these ninth chords: 

Cmaj7b5(9); 9 bs 7 1 
7 1 9 bs 

/ 

bs 7 1 9 
1 9 b5 7 

C-7b5(9) or C7b5(9); 9 ~5 b7 1 
b7 I 9 bs 
b5 b7 1 0 

./ 

1 9 bs b7 

C9sus4; 9 4 ~7 1 
b7 

. 
I 9 4 

4 ~7 1 9 
9 -+ b7 

*Common notation for the root inversion of C9sus4 is B~/C. 

Two additional ninth (omit 5) chord voicings whose inversions will be examined are m~j6(9) and dom7(9): 

maj6(9) 9 

6 

3 

1 

... 
:.· 

1 

6 

9 

6 

9 

1 

3 

3 

9 

6 

dom7(9) 9 3 

3 

b7 

9 

1 

3 

3 

9 

b7 

*The 1st inversion ofthemaj9 f 1 3 7 9} and 3rd inversion ofthe dom7b9 { 1 3 b9 ~ 7} will be examined in later 
chapters. 
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Note the C+ 7(9) no 3 voicing { 1 #5 ~7 9} is equivalent to the Bb 7(9) no 5 voicing { 1 3 b 7 9}. 

C+7(9); 1 #S b7 9 

t t t t 
c G# B b D 

t i i i I 

Bh7(9J; 9 ~7 1 3 

Since t-he dom7(9) inversions will be used. they can be realized on the dom7#5(9): 

9 #5 b7 

b7 9 #S 
#5 ~7 9 

9 #5 b7 

At thi s point. we should summarize the substitution possibilities presented for each chord, including Sub V chords 
of the non-drop 2 dominant ninth chords with omitted 3rcl or 5th: 

C-7ti5 = Bb 9sus4 { l 4 b 7 9} .. 
C+7 = G~9b5 = Bb9b51 B~-9~5 {I ~ 5 ~ 7 9} = E(alt5) { 1 3 bS #5 } [Sub V of Bb9b5] 

C7(9) = Gb7(#51b9) = E-7b5 = G-6 = A7sus4(~ 9) 

C7(9) = D+7(9) { 1 #5 ~7 9} = F#7(alt5) {3 b5 #5 ~7} [SubVofC9] = Ab9(alt5) {1 bs #59} 
{13~79} [Sub V of D+ 7(9)] 

Cmaj7(9) = E-7 = G6 = A9sus4 

C7b5 = G~ 7b5= Ab+7(9) = 0 +7(9) 

Cmaj7b5 = A-6(9) = Ab7(#51#9) = 07(9/13) 

Cmaj9b5 = D6(9) { 1 3 6 9} 

Cmaj7 = A-9 

C-maj7 = A-7b5(9) 

Cmaj7(~5 1 = A-maj0 

C6(9) = A7sus4 

C7(~9) = (C~o I Eo I G 0 I Bb 0
) (C7(b9)1F#7(b9)/A 7(b9)/Eb 7(b9)) 

C7(#9 l = F~ 13(b9) 

C7 = F#7(b5tb9) 

C7b 5(#9) = Gb7(13) = Emai9b5 { I ~5 7 9} 

C7 ( ~9 l = Fit13b5 {3 b5 ~7 !3 } [Sub V ofC7] 
{ I 3 h 7 #9} 

I 

TheSubVchordoftheC7(~9) {l 3 b7b9 } chordis F~7(#ll ) {3 5 h7#11 }. ThisSubVchordwillnotbeava!lable 
to the rom inversion C7(~ 9) chord because of the b9th interval between the 5th and# 11th of the F#7C# 11 ) chord. 
In the next chapter, F# 7 ( # 11 ) will reappear on the third inversion of the C7(b 9) chord. These ninth (omit 3rd or 5th) 
chord voicings, as well as the d::op 2 type voic ings, will have some very interesting additional substitution 
possibilities in later chapters. 
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Each 9th chord and applicable inversions previously examined will be presented in the following II-V-I chord 
cadence examples. As mentioned earlier, when a single voice is notated on the staff, it will be considered the top 
note of a drop 2 type voicing. If a non-drop 2 type voicing is used, all four voices will be notated. This approach will 
be used throughout this text. 

I maj7(9) I drop 2 type voicings: 

Imaj7(9) 
Cmaj7(9) 

= 
= 

III-7 = 
E-7 = 

V6 
G6 

= 
= 

VI9sus4 
A9sus4 

Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions with the addition of one ninth (omit 
5) voicing: 

5 7 9 Sl 
9 3 c: 7 _, 

7 9 3 3 
3 5 7 1 

D-7 G7 Cmaj7(9) D-7 G7 Cmaj9 A-7 D7 Gmaj9 

' 
0 0 & ..a. .D.. & & ~ 0 

li li II I 

[maj7b5(9) j 

This is a unique chord in that the drop 2 type voicings produce ninth (omit 5) enharmonic substitute voicings and 
the ninth (omit 3) chord produces a drop 2 type enharmonic substitute chord. 

< Imaj7~5(9) (drop2) = II6(9)no 5 > 
Cmaj7~5(9) (drop 2) = D6(9)no 5 

<Imaj7~5(<))no 3 = ~ Vl7(~51#9) (drop 2) I II13 (drop 2) > 
Cmaj7~5(9)no 3 - A~7~5(#9) (drop 2) I Dl3 (drop 2) 

A voiding tension 9 on the :'ith strin cr leaves three applicable drop 2 inversions with the addition of one ninth (omit 
~) . . a 

~ :> votcmg. 

bs 7 9 9 
·9 3 b5 7 
7 9 3 bs 
..., 
-~ bs 7 1 

D-7 G7 Cmaj7b5(9\ D-7 G7 Cmaj9b5 A-7 D7 Gmaj9b5 ,, 0 -e- .fl. n 
~ 

~ 0 )0 

II II '-' 

& & 

II 
'-' 

-" 

......, 

'--"' 

... 
..J' 
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I min. maj7(9)l drop 2 type voicings: 

I-maj7(9) = 
C-maj7(9) = 

~IIImaj7#5 
E~maj7#5 

Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord. Due to the physically awkward 
fingering produced by the 2nd inversion, its register might be limited. --'" 

D-7b5 G7 

~ 
-& - .0.. 

I min7(9) [ 

5 7 9 9 
9 ~3 5 7 
7 9 ~3 ~3 
~3 5 7 

C-maj7(9) D-7b5 G7 
.0.. 0 

I! 0 

drop 2 type voicings: 

I-7(9) 
C-7(9) 

= 
= 

~ IIImaj7 
E~maj7 

C-maj9 A-7~5 
-& 0 

11 

Three applicable drop 2 inversions with the addition of one ninth (omit 5) chord. 

5 ~7 9 9 
9 ~3 5 ~7 
b7 9 ~3 b3 
~3 5 b7 1 

D-7(9) Do7 Cmaj9 A-9 D7115 Gmaj9 A-9 
!}-& #o -& .0.. 

4 
-& 0 0 

II II 

34 
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I min7b5(9) I 
< l -7b,5(9) (drop 2) 

C-7~5(9) (drop 2) 
I-7~ 5(9)no 3 < C-7b5(9)no 3 

= 
= 
= 
= 

~ Ili-maj7 (drop 2) > 
Eb-maj7 (drop 2) 
II+7 (drop 2) lb VI9b5 (drop 2) > 
D+7 (drop 2) I Ab9b5 (drop 2) 

'-
Three applicable drop 2 inversions with the addition of three good ninth (omit 5) chord inversions. Due to the 

'- physically awkward fingerings produced by the 2nd and 3rd drop 2 inversions, their registers might be iimited. 

'- drop 2: bs bl 9 ninth (omit 3); 9 ~7 J 
9 b3 bs ·b7. 9 bs 
b 7 9 b3 Js 1 9 
b3 bs b 7 1 bs b 7 

D-7b5(9) G+7 C-maj9 C-7b5(9) F7#5 Bb6 

' 
~ 0 0 

. b.n. b.o.. -& 0 

il l\~ or~~ jj 
1' V 

-
A-7b5(9) Ao? Gmaj7b5 A-7b5(9) A 0 7 G-maj9 

.n. 

''! 
-& .n. 

ll"i 
-& -& 

' 
lzg or II 

... Those rnin7b5(9) voicings containing no third will be examined later in this chapter for their dominant quality as 
.... well: dom7b5(9). 

'-

.... 

-" 

'--" 

.../ 

~ 

'-

"-

....... 

...._ 

\....-

......... 

'-" 

'--' 

J maj6(9) I 
< 16(9) (drop 2) 

C6(9) (drop 2) 
.:::::' I6(9)no 5 

- C6(9)no 5 

= 
= 
= 
= 

v17sus4 (drop 2) > 
A7sus4 (droo 2) 

b VIImaj9b5 ·(drop 2) > 
B~ma,i9b 5 (drop 2 ) 

Three applicable drop 2 inversions and rbre:::: applicable ninth (no 5) chord inversions: 

drop 2; 5 6 9 ninth lnO 5): 9 6 
9 3 5 6 9 

., _, 
6 9 .J 3 1 9 
3 5 6 

Drop 2; 
I 3 6 

D-9 Abo? C6(9; D -1 G7 C6{9) A-! 

4 
-& ~ 0 

!! 0 

0 -& 0 

li 

Ninth (no 5) Chord; 

D-7 Bo7 C6(9) A-9 D7~5 G6(9) F7sus4 

;., ~0 -& Q '.!o -& b.u. --. e 

II 
·' 8 211 ~- ~z 
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I min6(9) I drop 2 type voicings: 

I-6(9) 
C-6(9) 

= 
= 

~ IIImaj7b 5 = 
E~ma/7~5 = 

VII7(#51#9) I IV7(9113) 
B7(#51#9) I F7(9113) 

Three applicable drop 2 inversions with the addition of one ninth (no 5) chord voicing. Due to the physicaUy awkward 
fingerings produced by the drop 2 (2nd inversion), its register might be limited. 

D-7115 

~ 
~ 

I dom7(9) I 

5 
9 
6 
~3 

6 
~3 
9 
5 

9 
5 
~3 
6 

9 
6 
b3 
I 

G7b5 C-6(9) D-7b5 Abo7 C-6(9) 

0 ~ 

II 
0 ~ 0 

DOMINANT 9TH CHORDS 

drop2 { 3 5 b 7 9} 

C9 {3 5 b 7 9} = 
C9 {I 3 b 7 9 ) = 

Ninth no 5 { 1 3 b 7 9} 

E-7b5 I G-6 I F#7(b91#5) 
F#7(alt5) 

A-ns D+7 G-6(9) 

0 
b.o. ~ 

II II 

Avoiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 5) chord 
inversions: 

drop 2: 5 b7 9 ninth {no 5); 9 b7 
q 3 5 b7 9 

.., 
_; 

p/ 9 3 '") 

;) I 9 
3 5 r;7 ..., 

.) b7 

Drop 2: D-9 G9 Cmaj9 E-7 A9 Dmaj7 A-7 D9 Gmaj9 

tr ~ 0 0 0 ~ -& -e- ~ 

II II @ 

I 
I 

t J, ~ 
Ab-9 D~ 7(,91j:i5) Gtnnaj9 B~-9 E~ 7(b91#5) Ab6 E!J-9 Au7(~9/f,5) Db6(9) 

~ 
b.o. ~ ~ 0 ~ b.o. ~ ~ 

SUBV II 
0 

II II 
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-

I dom7(b9J ! 
! 

ninthtno 5Jci1ord ! !3 97 ~9 ~ 

C7(b9) 13 5 b7 ~91 = DD. E, G. and/or Bbdim7 (Eb7(~9). F~7(b9) , anci/or .-\/(p9 l) 

Four applicable drop 2 inversions plus one additional ninth (no 5) chord inversion. The drop 2 Sub V chords need 
not be presented. since transposing these exercises by a tritone (and minor thirds) will produce the same examples. 
The Sub V will be avoided on the ninth (no 5) chord voicing due to the ~9th inrerval produced by 5 over# 1!. The 
~9th interval produced by b9 over the root is available on dominant chords. 

A-7 D7b9 Gmaj9 A-7 D7~9 Gmaj9 

l 
0 l -& -& -ET : e s;e 

I! II Drop 2; 

D;7 G7b9 Cmaj7 D-9 G7b9 Cm~j9 

~ 
e e -e- ·:r& 

If :=:r: 
:::::JJ 

Ninth 1 no 5 ;; 

D7su s4 G7,9 C6(9 , 

~ 
0 1 r::-e-

:; II 
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drop2 {3 5 ~7 #9 } 

C7(#9) {3 5 b7 #9 i = 
C7(#9) {1 3 b7 #9J = 

ninth (no 5) chord { 1 3 b 7 #9 } 

F# l3(b9) 
F~ 13(b5) 

Avoiding tension #9 on the 5th string leaves three applicable drop 2 inversions plus one ninth (no 5) chord inversion. 
Due to the difficult fingerings produced by the second and third inversions of the drop 2 voicings. their registers 
m ight be limited. 

drop 2; 

3 

G-9 C7(#9) F maj9 

~ 
-a-

1 
0 

II I 

\" 

F H 3(b9) 
C#-9 B6(9) 

F-7 
I 
()-& 

#9 
5 

ninth (no 5): '~ 

~7 

Bb7(#9) 
Ebmaj7(b5) D-9 

b.& b-e- -& 

I 
I 
~' 

II 

G7(#9) 

3 
1 

Cmaj7(b5) D-9 

II 

G7(#9) Cmaj7 

~~ 

~· 

B-9 E13(~9) A6 DH 3(b 9) Db 13(b5) 
Ab-9 Gl,maj9 Ab-9 Gt~maj9 

II 

~ ~ L - b:A. b.o. b.o. L · b.o. b.o. L 

~~~~o~~o~#o ~-e-~~~~~~~~~~~ 
SUBV ~ II II II ll 

(Eb /E) 

l dom7~5(9) I drop2 {3 b5 ~7 9 J 

C9(b5) {3 bs b7 9J = 
C9(b5) {lb5b79} = 

ninth (no 3) chord {I bs b7 9 } 

F#+7 
D-r7 / Ab9(b5J 

A voiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 3 1 chord 
invers ions: 

drop 2; bs b7 9 ninth (no 3}: 9 b7 1 
9 3 bs b7 9 bs 
b7 9 3 ~ 5 1 9 
3 bs ~7 bs b7 
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Drop 2; G-9 C9(~5) Fmaj9 G-7 C9~5 Fmaj7 D7sus4 G9~5 Cmaj9 
b.o. I 

~ 
-& 

·r 
0 

D.D. -& 0 -& 0 

II 
1 

II I II 
I 

~ J 
C#-9 F#+7 Bmaj9 C#-9 F#+7 Bmaj7 A~-7 D~+7 G~maj7(~ 5) 

lte ~ 
I 

. 
~ #o Ia ~a 

.D. [)-& ~ 
O.D. 

II II II SUBV 

Ninth (no 3); 

D-7~5 G9~5 Cmaj7~5 D7sus4 G9b5 C6(9) G7sus4 C9!J5 Fmaj7 

~ 
-& 

-& .D. -& b.o. 0 

~-·1· ') 
0 -& 

II II II ~ · r CD 1'1) :L .... L J: ' 

~ l 
A~-7 DP7(alt5) Gbmaj7 A~ -7 D!J(al t5) Gbmaj9 C#-7 F#(alt5) B6 b-e-

~ b.o. I b-e-
I 

~ 
~0 t; n .D. D.D. #o 

SUB V II li II 

l dom7~5(~9) I drop2 {3 ~5 ~7 ~9} 

C7~5(~ 9) {3 b5 b7 b9} = F#7 

The ninth (no 3) voicing will be omitted, due to the b9th interval produced. This voicing will reappear in a later 
chapter as a hybrid chord. 

Four applicable inversions: 3 ~5 
b7 ' ~ 9 
bs ' ~7 
b9 3 

B-7 
E7(~ 9/b5) 

Amaj7 B-9 

~ 
-& #? ·#a II i:o 

J 

SUBV 

F7sus4 Bb7 E~maj7 
I F-9 

~on Pe- 0 0 

'I I 

~~ 
3 
b9 
bs 

"' ..) 

b7 

E7(~9/b5) D7(~ 9/~56. 
A6(9) A-9 maj9 

~a 0 

#I 
-& 

I I 
I! 

1 E' .
9 
E~7sus Ab7 DPmaj9 

Bb7 ?ffi8J (}-& b-e-
e ~ 0 

II 
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Bb7(b9/b5) 
F7sus4 Ebmaj7 

b.o. ~ 0 

II II 
I 
* B-7 E7 Amaj7 

~ 1c· ;!iO 

II ~ 





I dom7~5(~9) I drop2 {3 #5 b7 b9} 

C7(b91#5) = Db-6 I Bb-7b5 I F~9 

'-- The ninth (no 3) chord voicing will be omitted, due to the awkward fingering and the b9th interval produced. The 
drop 2 Sub V chord produced is a dom9 chord, and although all four inversions are available to the dom7#5(b9) 
chord, the inversion producing tension 9 on the 5th string on the dom9 Sub V chord will be omitted. There are four 

'- applicable inversions: 

-
'-

.._.. 

"-

'-" 

'-' 

....... 

'-' 

....,. 

.._, 

-.../ 

SUBV 

C+7(b9) 
G-9 Fmaj9 

'<> ~ 
0 

1 
C~-9 F~9 Bmaj9 

" ~0 .... ... o 

b7 
3 
b9 
#S 

Bb7(b9/#5)E, 
6 F-7 , 

~ ire. IJ.a. 

II i 

II 

l 
Sub V not applicable 

(v on 5th srring) 

!dom7#S(#9)1 drop2 {3 #5 b7 #9} 

C7(#91#5) = Emaj7b5 

F7#5(b9) 
C-9 Bb6(9) 

E7(b9/~5) 
B-9 Amaj9 

o bo, 
I! ± 

0 -& # ~0 
II q+ II 

I I 
-¥ w 

F#-9 B9 Emaj9 F-7 Bb9 Ebmaj7 
' k-#o Do& 0 

II II 
;a 

II 

The ninth (no 3) voicing will be omitted. due to its incomplete nature. It forms a complete min7#5 chord, which will 
be examined later for its dominant qualities. · 

Avoiding tension #9 on the 5th string leaves three applicable drop 2 voicings: 

' 
SUBV 

' 

~
-J 

9 
[17 

3 

b7 

E-7 A+7(#9) Dmaj7b5 

r ~ 0 

I 

~ 
Sub V not applicable 

(9 on 5th string) 

G-9 

!I 
g-e-

C#-9 
ito r 

C7(#91~5) F6(9) D-9 
~ 0 -& 

II 

'l' 

F~7(1319) B6(9) G#-7 
i±o ... .. o ~~ ~= 
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G7(#9/#5) Cmaj7~5 
ie- .0. 

I 
-;.. 

2M 

C~7( 1319) F#rnaj9 
lf& ito 

II 



J dom7sus4(9) I drop2 { 4 5 b 7 9} ninth (no 5) { 1 4 b7 9 } 

C9sus4 { 4 5 b 7 9 } = G-7 I Bb 6 
C9sus4 {1 4 b7 9 } = D-7#5 

A voiding tension 9 on the 5th string leaves three applicable drop 2 inversions and three applicable ninth (no 5) chord 
inversions: 

drop 2; 5 b7 9 ninth (no 5); 9 b7 1 
9 4 5 b7 9 4 
b7 9 4 4 I 9 
4 5 b7 I 4 b7 

Drop 2; 

G-7 C9(sus4) Fmaj9 F-9 B~9sus4 E~maj9 D-9 G9(sus4) Cmaj9 

~ 
I 

' 
0 0 0 

D..O. .e. -e- a 0 

!; - II _.-4 
u (G-7) (F-7) CD-7) 

Ninth( noS): 

D7sus4 G9sus4 Cmaj7 G7sus4 C9sus4 Fmaj7 D7sus4 G9sus4 C6(9) 
-e- ..0.. -& b..o.. -e-

~ 
0 

II II 
0 0 0 

II 
(A-7#5) (D-7#5) (A-7#5) 
(FIG) 

I dom7sus4(~9) I drop2 {4 5 b7 b9) 

C7sus,1 9) = G-7b 5 I BP-6 

The ninth (no 5) chord voicing will be omitted due to the b9th interval. It will reappear later as a hybrid chord. There 
arc four applicable drop 2 invers ions: 

F7sus4 
I 

f'; D.O. 

=@ 

G-7 

& e 

.v 

4 5 ~7 
b7 b9 4 
5 b7 b9 
b9 4 .:; 

.J 

Bb7sus4(b9) E i1 maj7 

0 

(F-7b5) 

C7sus4(b9J F maj9 

0 0 

(G-7b5) 

b9 
5 
4 
h7 

D-7 G7sus4(b9J Cmaj9 

-&- p.e. 0 

i' l 
CD-7~5) 

C-i F7sus(b 9 l B~maj9 

0 b..o.. -& 

il II 
CC-7b5) 
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TENSION ADDITION BY STRING 

In the following chord progression, voice tension 9 on the 2nd string only. Use drop 2 type voicings first, then repeat 
using the ninth (no 5) chord voicings only. This is a good example of the ninth (no 5) voicings being more appropriate 
since the drop 2 voicings, having the 7th in the bass, travel below the recommended Low Interval Limits. 

G7(9) Fmaj7(9) E7(~9) D-7(9) 

Now voice tension 9 on the 3rd string only in the ab~ve chord progression. 

Finally, voice tension 9 on the 4th string only in the below chord progression. 

C7(9) B7(~9) B~maj7(9) A7(~9) G-7(9) 

Tension 9 on the 5th string will be avoided. 

Cmaj7(9) 

G~7(9) Fmaj7(9) 

In the following chord progression, tension 9 alternates between the 2nd, 3rd. and 4th strings. After preparing this 
progression, the student should compose his or her own line on the same progression using a 9th tension on 
each chord. 

Cmaj9 A7(~9) D-9 G9 E-7~5(9) A7(~5/~9) D-9 F-6(9) C6(9) 

' 
r l#f ~ 

~ 

~ 
0 

r r 1r I I !! !i I 

The following examples will use various ninth chords over a typical "J~z" or "TI- V" blues form. Remember to try 
both drop 2 and ninth with omitted 3rd or 5th voicings when tension 9 is in the lead. Inversions of the ninth (no 3) 
or ninth (no 5) chord voicings beyond th~ root inversion with 9 in the lead will be completely notated. 

-.. . 

Fmaj9 

B~9 

G-9 

~ 
tJ 

r 

f 

G9sus4 

r 

E-7~5(9) 

bf I 

E~9 

b,a. 
I 

C7b5(#9) C7#5(b9) 

1#r #r 

D-9 

A-9 

¥ ! 

G7(~9) 

~ 
I 

D7b5(~9) 

tr 

F6(9) D7#5(#9) G-9 

~ bf ~ 
1 ~r E 

1

, 
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C-9 

I ' 

C9#5 

~ 

II 

F+7(#9) 

#r 

Db7i;5(9) 

F9 

0 

II 



This next example makes use of several different ninth chord inversions with the omitted third or the omitted fifth. 
Note the chromatic voice-leading in bars two, three, and four into bar five. Also note the voice-led scale pattern in 
the last three bars before the end. The same "II-V" blues form used above has been transposed to the key of ''B ~" 
for this example. 

/),' 
'<~Bbmaj9 

E~9 

C-9 

& 'f 

Bb6(9) A-7b5(9) D7(~5/b9) 

&1 
I ~ or I''; 
I 

E~7b5(#9J E~-9 A~9 

~ 
I 
Df2- bp. 
I 

F7~5(b9) B~9 
F~ sus4(b 9 ) b 

E I'm f '& 

G-6(9) C7(~5/ #9) 

~ ~ 

I ! 

D-9 G9#5 

-6- r I 

G7::5(b9) C9 

~ 
I l p 

F9sus4 

1 w'm 
I 

Db-9 

b? 
I 

F7sus4(b9) 
I 

D-12 

Bb9#5 
I 
no 

I 

G~7#5(#9) 

§~~ 

Bb9 
h.n 

li 6<{; 

The following dominant "turnaround" example uses all four of the inversions of the dorn9(no 5) chord. 

Bb9 G9 Gb9 F9 Bb9 
I ,; lz~E~! 

b.o.. 

2¥~ ~§,i II h'« II § 

11 

Tension 9 on the 5th string for the above F9 chord has been included for demonstrative purposes. It is above theL.I.L. 
for tension 9. 
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Chapter 8. 
Tension 11 

There are three basic substitution approaches to adding tension 1 l to basic four-part 7th & 6th chords: 

11 for 5 { 1 3 7 11 } 
11 for 3 { 1 5 7 11 } 
11 for R { 3 5 7 11 } 

1 I for 3 or 5 is the tractitional drop 2 substitutional approach, while ll for the root can often produce a new drop 2 
'-' or ninth chord with omitted 3rd or 5th. 11 for the root or 5th, subsequently retaining the guide tones, is in most cases 

preferabie. If the 5th is needed, the root would be the preferred note ro omit with the 3rd being the last choice. 

'-' The addition of tension 11 to some of the basic four-part chords can produce both physical and harmonic difficulties 
v:ithin certain inversions . This in itself might dictate wh ich note the L 1 th should substitute. As these problems arise 
they will be addressed and appropriate recommendations will follow. Some of these difficult inversions will become 
quite useful as additional tensions are added. 

.... 

.._.,. 

-

By use of enharmonics. the previous four-part 7th & 6th chords and 9th chords produce some of the most useful J l th 
chord structures: 

Cmaj7(#11) [ll for5] = Cmaj7b5 
C6(#11) l l1 for 5] = C6~5 I A-6 I F #-7 b5 
C-7(11) [ 11 for 5] = F7sus4 

[ 11 for 3] = C7sus4 " 
[1 1 forR] = G~7#5 

C-7bS(ll) [11 for3] = Gbmaj7b5 
C 7(#11) [ 11 for 5] = C7b5 

C +7(#11) I C7(alt5)/ C7(bSib 13) 
G~9(no 5) [ 11 for R] = 

f I 1 for 3] = Ab9(no 5) 

\"ot~ the unique substitutions arising from the [11 for 3] C+7(~ II) chord. Since this voicing is the same a~ Ab9 
{ l 3 ~ 7 9), the past Ab9 substitmions can be added to C+ 7(# tt } and its Sub V chord Gb9~5 { 1 3 b5 9). When this 
i ~ done. a dominant type chord appears on each note of a whole tone scale: 

c Gb ca Bb 
C +7(# 11J 1 I - Hs b7 v::> 
D7Calt5) b7 ' b5 r~ ..J 

E9\alt5) ~ ; 9 ... _, p ) 

Ft9(b5) 1 (l .... (F~maj9b5 J "' .J 

A 9 3 b7 9 
Bb9(~5) 9 Hs ,, 

i ..., 
I? I 

*C-6(1 l ) I l l for 5] = F7 
[ llfor3] = A-7# 5 
r I ! for R) - F9(no 5) 

*C-maj7(11 ) [ 11 for R] = G+7 

~- The inversions containing the lltil in the bass are weakest. 

'-' The tritone produced by the notes B and r (on the C -maj7( II) chord) fo rms an ambiguous or weak sound, since ir 
'-' is the guide tones of G7. C minor's V7 chord . The two invers ions p lacing the tritone in the bottom of the voicing 

are weakest. 
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Seven new voicings will be introduced in this chapter: 

Cmaj7(~11) 

C6(# 11) 

C-7b5(11) 
C7(#11) 

C -maj7(11) 

[11 for 3] 
[11 for R] 
[11 for3] 
[11 for R] 
[11 for R] 
[11 for 3] 
[11 for R] 
[11 for3] 
[ 11 for 5] 

{157#11} 
{357#11} 
{156#11} 
{356nll l 
fb 3 b 5 ~ 7 11 } 
{1 5 b7 #11} 
{3 5 b7 ~11} 
{1 57 11 } 
{lb3711 } 

Note the above voicings that function for two different chords: 

Cmaj7(#11) [11 for R] ~3 5 7 # 11 
E G B F# 
b3 ~5 b7 11 ~ C#-7b5(1 1) [11 for R] 

C7(~11) [11 for3J ~ 1 5 b7 # 11 
c G Bb F# 
11 b3 7 ~G-maj7(11) [11 for 5] 

Many of these new voicings create physical and harmonic problems within certain inversions. Consideration should 
be given to the desired sound and the appropriate context when using these inversions. The tritone can produce a 
unique, if not weak, sound when placed in the middle of the following voicings: 

7 
#11 ~ 1 

C maj7(# 11) [11for3] 

5 

b7 
i 1 J ~ " 1 

C7(#11) [ ll ~or 3] 

5 

0 

C6(#11) [11 for3] #. 11 l ·' l 
5 

b3 
C -maj7(11) [ 11 fo~ 5] 7 I 

l1 __j 

1 
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.._, 

~ 

\../ 

'--

'-

'-J 

...... 

'-' 

..-' 

'-

._; 

._/ 

._; 

I maj7(#11) I 
11 for 5 {137#11 } 

There are three applicable voicings 

G-7 C7(#5/ #9) Fmaj7b5 

' 
0 #o -& 

11 for 3 {1 57 #11 } 

= maj7b5 

3 b5 
7 1 
bs 7 
1 3 

A7sus4 
-& 

II 

There are two applicable voicings: # 11 
7 

7 
#11 
1 5 

1 5 

7 

1 
b5 

A7b5 
e. 

Dmaj7b5 
!,e. 

G-9 C7b5 Fmaj7(#11) B-9 E7(#9) 
b..o.. 

' 
-& ~ ll#o 0 

11 for 1 {357#11 } Cmaj7(# 11) = C#-7b5(11) 

There are three applicable voicings: #I I 5 7 
7 #11 #11 
5 7 3 
" _} ' -' 5 

B-9 E+7 P..maj7(#11) E-9 A+7 Dmaj7(~ 11) 

' 
-& -!:to #~~ lljo c 

'H 
,, 
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G7sus4 G7b5 Cmaj7b5 
-& .{)_ ..0.. 

II II 

Amaj7(#11) 

#o 
II 

E-9 E~7(b5/#9) Dmaj7(#11) 
..0.. -& 

l&i! II II 



I maj6(~ 11) I 

11 for 5 {136 # 11} = maj6(~5) 

There are four applicable voicings: 3 bs 6 
6 1 3 
bs 6 1 
1 3 bs 

G-7 C7(#5/1> 9 ) F6b5 E-9 A7(#5/~9) D6b5 
b-e-:ito .. 0 

11 for 3 {1 5 6 # Il} 

There are two applicable voicings: 6 
li I I 5 
·' #11 1 
s 6 

11 for 1 {356#11} 

There are two applicable voicings: 6 5 

C6(~ 5) = A-6 I F#-7b5 

1 
b5 
3 
6 

G7(#5/ l> 9) 
D7sus4 C6b5 

II 

B-7 E7(ff9) A6(#11) 

t -e- ~Q ;#I 

E7(b9/#5) 
B-7 A6(#11) 

B-9 E +7 A6b5 
-& ito -& 

" II 

B-9 Bb7 A6(~11 ) 

-e-
i 
t.>.n. -& 

II ':: ~ 

Db7(b5/ #9) 
D-9 C6(# 11) #11 #11 

3 6 
5 3 

~ <> #of#~ II -& 
0 #? II 

lmin7(11) I 
11 for 5 { 1 b3 b7 11} C-7(11) = F7sus4 

All four inversjons are applicable: b3 J I b7 1 
b7 1 b3 11 
11 h7 1 b3 
J b3 11 b7 

C-7(11J B9 Bb6(9) E-/(11) A7D5 Dmaj7 C-7(11) F7(b9) Bbm aj 9 
I 

G-7(11) C7b9 F 6(9) 

' 
~a -& -e- -e- D.O. -e- -& 0 0 0 rz 1 1 se 

!I !! II II 

11 for 3 ' I 5 ~7 i! iC-7(11! = C/sus-l 

Al l four inversions are applicable: I 1 5 b7 
b7 ' 11 5 J 

5 h7 1 11 
1 I 1 5 b7 

C-7(11) F7b9 B 'maj9 C-7{11) F+7(b9 ) B:1maj9 A-7(11) Ab7 Gmaj9 A-7(11 ) Ab7 Gmaj9 

~ 6o o bo o +t, .. o -e-
:(; 0 a II ~ 0 il 

-& b-e- b.e-

li II 
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11 for 1 {~3 5 ~7 11 }C-7(11) = G-7(~5) 
All four inversions are applicable: 

\,._., 
11 
~7 
5 
~3 

5 
~3 
~7 
11 

~7 
11 
~3 
5 

C-7(11) B7 B~6(9) 

~a 

C-7(11) B7(#9) B~6(9) 
A~7 Gmaj9 

A-7(11) 
A-7(1l)D7(#51#9) 

-e- b.n G!9) 

::: ~ !.§ ~0 
! .iJ, I 

II ~~~ :tO ~0 
~ ~- ~ 

II '§ II o:; 
ftJ ~ 

(E~/F) 

I min7~5(11)] 11 for 5 not applicable 

llfor3 {! ~ 5 ~71l } C-7~5(JJI = Gbmaj7b 5 

There are three applicable inversions: 

C-7P5(11) B7 

#a 
B~-6(9) 

~a 

11 
~7 
~5 
1 

C-7~5(11) 

b.n 

II 

b7 1 
11 ~5 
1 11 
bs b7 

F7~9 B~-maj9 

-e- -e-

11 for 1 {~3 ~5 h7 ll}C-7~5(11) = Bmaj7(~11) 

There are three applicable inversions: 

D-7b5(11) Db 7 
I o-e-

C-6 

0 

11 
~ 7 
bs 
b3 

C-7b5(11J 
1 b.o_ 

!I j!t! 

~5 
11 
I~ 
P I 

b3 

F7~5 
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b7 
11 
b3 
bs 

Bb-6 
b.n 

G-7~5(11) G~7 

II 
0 bo 

D-7~5(11) G7(~5/#9 ) 

II 
bffi ~n 

F-6 

e 

C-6(9y 

II 

II 

II 



lmin6(11) I 
Tension 11 on a min6 chord produces a very strong IV chord sound in relation to the Irnin6 chord: 

C-6(11); 11 for 5 
11 for 3 
11 for 1 

= 
= 
= 

F7 
F(add9) (A-7#5) 
F9 

Those voicings containing the characteristic~ 3rd of the min6 chord might sound a little more complete than the 11 
for 3 voicing { 1 5 6 11 } . 

11 for 5 {1~ 3 611} 

There are four applicable inversions: ~ 3 11 6 1 
6 1 ~3 11 
11 / 

0 1 ~3 
I ~ 3 11 6 

F~-7b5 B7b5 E-6(11) D-7P5 G'i C-6(11) D-7D5 G7(#9/ #5 ) C-6(11) A-7 'D 5 D7(b9) G-6(11 ) 

-e- -& frET -e- b.o. -a-

' 
0 

ol 
c e I' !! 

0 ~e 0 

IJ h 
4V (A7) (F? l (F7 ! (C? l 

11 for 3 { 1 5 611} 

There are four applicable inversions: 11 5 6 I 
6 l 11 5 
5 6 l 11 

11 5 6 

F~-7b5 F 7 E-6(11) E-7i?5(11) E ,7 
b.o. 

D-6(11) B-7b5 E7(#9) A-6(11) A-7?5 D7(~9/#5) G-6(11) 

-e- -e- ;; :t! 0 _.;. 

'Z § I! 1: 
... e 

!1 

11 for 1 { ~3 5 6 11 ) 

There are four applicable inversions: 11 "" 6 ~ 3 _; 

b k- 11 5 
.... 6 ~ ~ jl 
-' [:) ~ - l 

~3 11 5 6 

G-7b5 Gb9 F; 6(11) D-7,5 G+7 

' 
0 :~ 

b..o. 
0 

b'ft I! 0 

u 
(Bh9) 

C-6(11) C-7~5 F7(b9) B~ -6(11) F#-7~5 B7(b9) E-6~ 11) 

hg b.o. -& 

Dlttf! 4e e !! IJ ;to II 
(F9) (Eb9) (A9) 

,_. 
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I minor maj7(11) I 
The tritone produced by the 11 and 7 of a minor maj7 type chord is also the guide-tones (3 and b 7) of its V7 chord, 
producing a potentially ambiguous sound. The notes B and Fare both 11 and 7 of C-maj7(11) and 3 and ~ 7 of G7. 
The root and/or~ 3rd of the min maj7 chord are basic chord tones that are not common to its V7 chord and best support 
the 7 and 11 of lhe rnin.maj7 chord. This implies the { 1 ~ 3 7 11 } voicing and is perhaps the strongest of the three 
different voicings introduced here. Of all the voicings used, those inversions placing the tritone ( 11 and 7) in the 
bottom are the weakest. 

11 for 5 {1 b3 7 11} 

-........ There are two applicable inversions: 

C-maj7(11) = F7(# 11) 

7 
I J 
1 

7 
~3 
1 
11 

G-7b5 C7(#5/~9) F-maj7(1l ) D-7b5(11) G7(#9) 

~ 
0 ~0 

11 for 3 {15711} 

There are three applicable inversions: 

D-7b 5 Db7 C-maj7(11 ) 

wr e 8 
-& 

11 for 1 {b35711} 

There are four appiicable inversions: 

I 
• Q-e· 

q~g 

11 
7 
5 
1 

E-7P5 
b..u 

I! 

-& 

11:! 'I 

5 
1 
7 
11 

A7b5 

-& 

7 
11 
1 
5 

D-maj7(11) 

-& 

~·~ 

C-maj7(1l) = G+ 7 

I I 5 
,.., b3 I 

7 b3 11 5 
5 7 b3 1 1 
' 1 >1- 11 :) 7 

C-maj7(11) 
1.0. 

!I! ~ I! 

B-7~5 E7(#9 ! A-maj7(11) 

-& 

:; 
it 

II ·§ 

D-maj7(11) C-maj7(11) A-maj7(11) G-maj7(11 ) 
E-7b5 A7b9 D-7b5 G7(b9) B~7b5 E7(#9) A-7b5 D~9) b.n. 

;& a a a 
11 

e ~ a 
11 

~ a #a li a 

(A+7) (G+7) (E+7) CD+7) 
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I dom7 (~ 11) I 11 for 5 { 1 3 ~7 #11} = dom7~5 

There are four applicable inversions: 
.., 

~5 ~7 1 _, 
~7 1 3 ~5 
~5 ~7 1 3 
1 3 h5 ~ 7 

G-7 C7~5 Fmaj7 G-9 C7!?5 Fmaj9 G-9 C7b5 Fmaj7 D-7 G7b5 Cmaj9 b.o. -e- -e-

C#-9 

I 

1 
F#7b5 Bmaj7 C~-7 F~7~5 Bmaj9 

'¥ 'It 
Cf-7 Gb7~5 Bmaj7 A~-9 Db7b5 Gbmaj9 

SUBV ~'~Z~o~~"~~jo~~~~~,~~ ~~~-~~~~-~~~~~~~~~~~~~~ 
.0. bn b.o. bo bo be-

II II 
I 

II 

11 for 3 {I 5 ~7 #II} C7(# 11\ = G-maj7(11) 

There are two applicable inversions: ~ ~ 1 

5 
1 

B~-7 E~7(#11) Abmaj9 
!,e. b.o. 

:w 
E7sus4 A7b5(b9) D6(9) 

SUBV t"' 

~7 
#11 
1 
5 

F-7b5(9) Bb7(#11) 

~ 

j 
B7sus4 E7b5(b9) 

-e- ~0 

II 

Eb-6 
b.o. 

Amaj7(#11) 

~~ 
llforl {3 5 ~7 #Il} C7(#11 ) = G~7(~9) {1 3 ~7 ~9 } 

There is one applicable voicing: ~ ~ 1 

3 

II 

This is the same voicing as the 1st inversion of the ninth (no 5) voicing for a dom7(b9): 1 

SUB V 

B7sus4 E7(#11) Amaj9 

'¥ 

F-7(11) Bh7(b9) 

~ 
b..u 
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.0. 

Eh6 
bn 

11 

3 

~9 
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I dom7#5(#11) I dom7(alt5) I [11 for 5 not applicable] 

A unique chord in that 11 for 3 and 11 for 1 produce the same inversions found in the dom7(9) { l 3 ~ 7 9} chord: 

C7(alt5): 11 for 3 
11 for 5 

11 for 3 !1 f5 ~7 #II } 

There are four applicable inversions: 

E7sus4 E7(alt5)A6(9) 

I. 

(C9 J 
' 

= 
= 

f. l : ~~ 1 -
~-

p I 

~7 1 D • I 1 -

~5 ~7 
I• 

1 
1 ti J 1 ~ 5 

" 

,, -p 
~~ l 

.A-9 D7talt5) Gmaj9 E-9 A7(alt5) D6(9) 
I 

~ D..Q. 

I 
'y 

,, 
t 

-e-

(F 9) 

\ 

D-9 G7(alt5) Cmaj9 

-e-

II 7 
0 

J 
(Eb9 ) . 

'!' 

F7sus4 Bb9b5 Eb6 
[:1..0.. 

E~-7(11)Ab9:~5 D~6(9 l Bb -7 E~9b5 A' " DO Ab7sus D b9(b5) Gb6(9j 

SUB V 
~ bo ~A 

!; 
n !/'€'- ~ 0 ~ 

!! 
(Tension 9 on 5th string) 

11 for 1 {3 #5 ~ 7 #11} 

There are four applicable inversions: #S b7 3 
3 ~ 1! t5 
b 7 -' ~ li 
#lJ ~ 5 ~7 

II 

t 

A7(aJt5 ) 
A-7 D7(alt5 ) Grriaj9 G-9 C7(ait5) Fmaj9 E-7(11) D6(9) D-9 G7(a lt5) Cmaj7b5 

SUBV 

:::n: .. 
'()-& 
Q : i 

;)-J- . 
. ) l 

,j Dbmaj7(#11 ) " 
Eb-7(11) Ab9 C~7sus F::t: 

-&~;~ b& G§ 
-:o 

(11 for 3 I 11 for 1 combinations): 

0 

Bmaj -;-
:te-

jl 

lj-

BP-fl Eb9 Ab6 Ao-S 
Ire- 0 Q-e- b..o. 

!I il 
(Tension 9 on 5th str1r.g) 

G7sus4 C7(alt5 ) Fmaj7 

~ 

D-9 G7Calt5 ) Cmaj9 

1 ~ sb~ ~; II 

53 

' A =iDe' . ' 
CEb9) CDb9) 

c. 

Db9 Gt1 majl 
:tO. D.n. 

ll 

! ~ 

---------------------------------------------------------------------------'-' 



The following examples will use various eleventh chords over a typical "Jazz" or "IT-V" blues form. Some unique 
non-drop 2 type voicings have been introduced in this section. They will be fully notated when used. 

Drop 2 type voicings also give the option of substituting tension 11 for the 3rd or 5th of the chord. If the 5th is altered 
or voiced in the lead, tension 11 will substitute the 3rd. When either option is available, voice-leading and L.I.L. will 
determine which is best and will be fully notated when only one option is desired. 

An additional voicing for the dom7~5(~ 11) or dom7(alt5) chord which was not presented earlier will be introduced 
here. This voicing has the# 11th (or~ 5th) substituting the~ 7th; (1 3 ~5 #5), andenharmonicallyproduces adom7#5 
chord: C7(alt5) (1 3 ~5 #5) = A~+7. This voicing will appear several times in the following example. 

Fmaj7(#11) E-7b5(11) A7~5 D-7(11) G7#5(#11) C-7(11) F7(alt5) 

4 
.12 r ,r ~ I ~ 

I e ; I'm l I 

I 

(A-7~5) (E b9) CB9) 

B\17 Bb7b5 Bb-7(11) E9+7(#11) A-7(11) D+7(#11) AP-7(11) Db7(alt5) 

4 r r ,r ~ It ~ 11 • I 
(Eb7sus4) (B+7) (D7sus4) (Bb+7) (G9) 

G-7(11) G-7 C7(alt5) C9(b5) F6(9) D7(~ 11) G-9 C7b5 Fmaj7(~11) 

t± ~ b.a ' a 
~ili I !~ l@ 

~ 110.. 

~ ~~ I I ~~ I! :; il 
I 

! I I 
I 

(A'H7) (Gb+7) 
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......., 

The following example transposes the " II-V" blues form to the key of "D." Note the contrary chromatk voice
leading of three voices from the 07(alt5) chord to the G9 chord and the two voices from the G9~5 chord to the 
G-9 chord. Also note the parallel chromatic voice-leading of two voices from the C7~5 chord to the F#-7( 11) chord, 
the B~+7 chord to the E-7(11) chord, and the D6(9) chord to the B7(alt5) chord. Three voices move in parallel 
chromatic motion from the E-9 chord to the A 7(alt5) chord. 

D6(9) Dmaj7(#11) c~-7bn< ll) F#7(alt5) B-7(11) E7(alt5) , r 
'f 1ri 

l l e~ j~ ~~ I 
,. 

(D+7) (F#-7#5) (C9) 

A-7(11) D7(alt5) 

'1 AF 
CE-7#5) (B~+7) 

G9 G9!,5 G-~ C7b5 F#-7(11) B7b5 F-7(11) Bb+7 

!l.t$ G 

-6-

(C-7#5) 
~ 

-6-

& tf=?= 
J.\5 

I #~ 7 ~ 
? 

I 
[} I 

(Db+7) I 

·' 

E-7(11) E-9 A7(alt5 ) D6(9) B7(alt5) E-7(11) A+7 D9~5 

! 
I 

*r '&'fk if ,r I if ? ~ 

' 
I II II 

I 
I 

CB-7±t5) CE~9 l (F9) (G9) (B-7~5) 
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Chapter 9. 
Tension 13 

13 for 5 or 1 { 1 3 7 13} or { 3 57 13} will be the tension substitution formula used il) this chapter. The only exception 
willincludeone ofthe two new voicingsintroduce.dhere. Thedom7~5(13)will introduce 13 for 3 { 1 b5b7 13 }. These 
notes dictate a major 3rd even though it has been removed. The other new voicing introduced is the dom7sus4( 13) 
{ 1 4 ~ 7 13 }. Note the 3rd inversion forms an upper-structure triad: F l3(sus4) = B~!Eb. 

This chapter will refer to tension 13 as a 6th when used on chords containing a maj7th. The 6th can be placed above 
or below the maj7th, while the 13th (which accompanies the b 7th) can only be placed above or next to the b 7th. 

As mentioned earlier, this chapter will avoid dominant chords containing both a natural 5th and~ 13th. These notes 
produce a weak Sub V chord containing b9 and natural9. This applies to the dom7(b 13) chord. b 13 must substitute 
the 5th enharmonically, producing a dom7#5 chord. This chord has already appeared under the Tension 9 chapter 
as the Sub V of the dom9b5 chords, C7#5 = Gb9b5. Its related II-V-I situation can be observed there. Dominant 
chords with a natural 5th and tension b 13 will be examined in the Additional Enharmonic Chordal Substitutions 
chapter. Dom7b5(b 13) has already been introduced in the Tension 11 chapter as a dom7#5C# 11) or dom7(alt5) 
chord. 

This chapter also will avoid using the b 13th on a dom7sus4. This produces a very ambiguous sound: 

C7sus4(b13) {14 b7 bl3 } = Ab6(9) or F-7(1 1) 
C7sus4(b 13) { 4 5 b7 ~ 13 } = Abmaj7(6/9) or Fm(l l /9) 

j maj7(6)j 

6 for 5 { 1 3 6 7} 
Cmaj7(6) = Fmaj7(# 11) = F#-7b5(11) 

There are three applicable inversions: " j 7 1 
7 3 7 
6 1 3 
1 6 6 

G-7 C9(~5 ) Fmaj7(6) F7su s4 B7 B~maj7(6) 

bn I b.n. 

' 
D.O.. -e- -& -& 

II 
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-
-

..__. 

'-

'-' 

"""' 

.,_. 

6 for 1 { 5 3 6 7} 
Cmaj7(6) = Fmaj9(b5) = G6(9){ 1 3 6 9 } 

There are four applicable inversions: " .) 
.:;: 6 7 

6 7 3 5 
5 6 7 "' .J 

7 3 5 6 

A-9 D7(#5/#9) Groaj7(6) F-9 Bb 7(b5/b9) Et~maj7(6) 
.n_ bn b.o. & b.o. bn 

J&j ' I ;: II "§ II 
~ 

C-9 F7(!:5/#9) B~maj7(6) A-7(11) D7sus4(b 9) Gmaj7(6) 

' 
~a 

I -e- # 0 

~§ a 
]I f l 

I maj7b5(6) l (6 for 5 not applicable) 

6 for 1 {3 bs 6 7} Cmaj7b5(6) = B7sus4 

There are four applicable inversions: 3 
6 
bs 
7 

bs 
7 
6 
3 

D-9 G7(~5/~9) Cmaj7b5(6) 

;;.. -& ;:J..C.. €-

' ~ (B7sus) 

A-7 D7C~5/~9) Gmai7o5(6 ) 

& 
-e- ~ . ..0. 

tJ (F~7sus) 

II 

II 

6 
3 
7 
bs 

F-9 

0 

C-9 
b.u 
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7 
bs 
3 
6 

Bb7(b9} Ebmaj7b5(6) 
! 

o-e- l:t& 

ll 
(D7sus) 

F7(#5/~9) Bomaj7\,5(6) 

-e- -e-

jj 
(A7sus) 

""' 



I min maj7(6) I 
6for 1 {b 3 5 6 7} C-maj7(6) = B+ 7 

b3 5 6 7 
6 7 b3 5 

There are four applicable inversions: 

5 6 7 b3 
7 b3 5 6 

D-7b5(11) G7(#5/#9) C-maj7(6) D-7~5 G7(~9) C-maj7(6) 

il 
0 - 0 0 

II 
b..o.. 

(B+7) CB+7) 

B-7il5(9) E7(#5/#9) A-maj7(6) A-7b5 D7b9 G-maj7(6) 

-e- -e- b..o.. 

II 11 

0 

<F#+ 7) 

6 for 5 {lb367} C-maj7(6) = F7(#11 ) = B7(b9) { 1 3 b7 b9) 

There is one applicable voicing: 

lmin7b5(\, 13) I min7(alt5) l 

7 
b3 
1 
6 

C-7~5(11) 

~ bn 
" F7(#9) Bb-maj7(6) 

#a 
II 

b 13 for~ 5 is not usually an appropriate substitution. since the b5th is an important ch;u·acteristic chord tone. But in 
fact. theh 13th tension on a minor chord does dictate an accompanying b5th chord tone. The only other possible chord 
sound would be a very incomplete dom7(~5/~9) chord. For this reason. the b 13th for bSth substitution , { I k~ b 7 
b 13( ~5 ) I = rnin7 ~ 5. will be examined as a mildly incomplete min7b5(b l3l chord. 

C-7(#5) = F-7( 11 ) {b 3 5 b7 Il l = B~9sus-~ {I 4 ~7 9 } 

There arc four applicable inversions: I b3 #5 b7 
t5 ~7 I b:> 1 
j -

~ :' b-: I v _. 

b7 1 b3 ti s 
h 

A-7#5 D7(#5/#9) G-6(9) C-7(~5) B7 Bb-6(9) E-ns A7Cb9) D-6(9) A-7~5 D7(alt5 ) G-6(9) 

~ ~ bn II "' 
bo 

(FIG) 

-e- b..o.. -e- ~ -e-

!1 II 
0 

~;5 ~~ 11 
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b13forl{b3 bs b7 bl3} or {b3 bs iS b7} 

C-7b5(b13) = Gb6(9) { 1 3 6 9 } = Emaj9b5 = Bmaj7(6) 

There are four applicable inversions: b3 bs ~5 

'; ~~ t~ 
b7 ~ 3 b5 

C-7b5(b13) F7(b9) Bb-6(9) E-7(alt5) A7(#5/b9) D-6(9) 

' 
,b.& ho 17.0. b.o. ~ 

~ts 
e 

II ': II 

G-7b5(b 13) C7(#5/#9) F-6(9) A-7(alt5) D7(#5/f.9) G-6(9) 

&1;i1 ~ 0 bn ~ 

(Cm/F) 

I dom7(13) I 
13 for 5 {1 3 b7 13} C7(13) = Gb7(b51#9) = Bbmaj9(b5) { 1 b5 7 9} 

There are two applicable inversions: 3 1 
b7 13 
13 3 
l b 7 

C-9 F13 Bb6 D-7 G13 Cmaj9 
I I 

' 
on -& o.n.. 

J 0 

II 
e 

I 
v ~ 

F#-7 B7Cb5/ #9> E6(9) A~-7 Db7(b5/ #9) Gbmaj9 

' 
-& -& ..0. bo qo b.& 

SUBV II 

13 for 1 {3 5 b7 13J Cl3 = G-6(9){1 ~3 6 9} 

There is one applicable inversion: 13 
3 
b7 
5 

G-9 C13 

~ 

Fmaj9 
0 

C#-9 F #7(alt9) Bmaj7 

II 

41 

II 

SUB V ~~~ .. ~0 ~~-e-~~jt~~~~~ 
@) 
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I dom7b5(13) I (13 for 5 not applicable) 

13 for 1 {3 ~ 5 b7 13 } C13b5 = G~7(#9) { 1 3 b7 #9} 

There is one applicable inversion: 13 
3 G-9 C13~5 Fmaj9 
b7 Ia 

-& -& 0 

&~s II 
-" 

~ 5 
~ 

j 
_, 

..../ 

C#-9 F#7(#9) Bmaj7 

~ 
-& ~ 

II SUBV ~ 

_, 

13 for 3 {1 bs ~7 13 } 
._., 

There. are two applicable inversions: bs 
13 b7 
bs 13 
b7 

D-9 G13~5 Cmaj9 F7sus4 F13~5 B~6(9) 

' 
-& b.n. ~ -& 

#Q 
0 

II 'tt:: ! II 

j I 
v 

Ab-7 Db7(b5/~9) Gbmaj7 F~7sus4 B7(b5/#9) E-6 

, ~ 
I 

0 
on ..a_ .0. .0. 

SUB V II II 

I dom7sus4(13) I 
13 for 5 { 1 4 b7 13 ) 

There are two applicable inversions: 4 1 
b7 13 
E . 

'-, _ 
p . 

F 13sus4 F+7 Bb6(9) F13sus4 F+7 B~maj9 

'~n -& 0 

II 
e e e 

II 
(Bb / Eb) 
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13 for 1 {4 5 b7 13} Cl3sus4 = G-9 { 1 b3 b7 9} 

There are two applicable voicings: 13 13 
4 5 
b~b7 
5 4 

C13sus4 C7(alt5) Fmaj9 C13sus4 C9b5 Fmaj7#5 

,~ 
~ 

~3 II Ji 
b..o. -& 

&&8 II 

The following exampies will use various thineenth chords in a "Jazz'· or "II-V" blues form. Note that the 
dom7#5C# 11) or dom7(alt5) chords that were introduced in the past chapter appear again in this chapter as 
dom7~5(~ 13). 

Fmaj7(6) E-7(b13) A7b5(b13) D-9 G7(,13) C-9 F7(b13) 

' ~ ll tr 
I r liT 

? r ~~ ; 

(E-7#5) (Eb9) (G+7) (F+7) 

Bb13 Bb7b5(b 13) Bb-7(11) Eb7(b 13) A-9 D13f15 Ab-9 Db+7 
I 

§I' ~~~,, · ~ l~f ''t r It f @ 
I 

(Eb+7) (E9) (A; 7(#9)) 

G-9 G-7(11) C7(b5/b 13) C7(b 13) Fmaj7(6) D7(alt5) G-9 C7{b9/b13) Fmaj9 

~~~ ~+E 1:~ 
b.p. ft 

~{~ 
fr ~ II i If I~~ II 

! 
CG#+7) (C+7) CC6(9)) (Ab9) 
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In the next example, note the multiple functions of the dom7 # 5 and min7 # 5 chords. Also note the different functions 
of the rnaj6(9) chord on the first three voicings. Finally, note the common lead tone on the last four bars. This "II-
V" blues is in the key of "C." 

Cmaj7(6) B-7b5(b 13) E7(#9) A -maj7(6) D9b5 G-9 C7(b5/b 13) 

'1 
-9 

'F 
~i 1:m !~ ,, t' ; 

j I I I 
(G6(9)) (G6(9)) (F6(9)) (Ab+7) (Ab+7) (Gb9) 

F9 F13 F-7(11) Bh13h5 E-9 A 7( j,5/b13) Eb-9 Ab13P5 

' "F 
I 

~·i I iF ~~~ 
b~ 

' 
r l 9,~ 1f I 

-6- t 
I 

(C-7"5) CE7(~9)) (Eb9) 

D-7(11) G+7 G7(!,5/b 13) E-?(b 13) A7(b5/', 13) G 13sus4 G7(b5f:, 13) Cadd9 

' f ~ It ll~ '1 f~ !~ #1,~ I! ·£ il 
(A-7#5) (A-7#5) (Eb+7) (E-7#5) (Eb9) (D-7-(9/ 11)) (Eb9) (E-7#5) 
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Chapter Ten. 
Two Tensions 

This chapter will examine the three different two-tension combinations produced by tensions 9, 11, and 13: (9 & 
13), (9 & 11), and (11 & 13). The preferred four-note voicings will include two tensions and the guide-tones, thus 
omitting the root and 5th. When a ~5th or #5th is needed, the least needed guide-tone (usually the 3rd) will be 
removed. 

Some of the most effective voicings place the guide-tones on the lower two strings (4th and 5th strings) and the 
tensions on the upper two strings (2nd anc 3rd strings). The first and third inversions of drop 2 type voicings arrange 
their intervals in this matter, producing some of the most useful voicings in this chapter. 

Since 9 and 13 are perhaps the most common tensions found together, this chapter will begin by examining them 
first, followed by (9 & 11) and ( 11 & 13). 

Tensions 9 and 13 

Those chords containing a~ 5th and naturall3 tension will be examined enharmonically under the Three Tensions 
chapter as# 11 and 13: ~ · 

{9 #Il 13} {~9#11 13} {#9 #11 13 } 

Those dominant chords that contain both ~5 and tension~ 13 will examine two different voicing formulas: 

{3 ~5 9 ~13} and {b5 b7 9 b13} 

*The {b5 b 7 9 b 13} formula will also be used as the rnin7b5(b 1319) voicing formula in this section. 
This voicing will serve both subdorninant and dominant functions in their following relative II-V-I examples. 

Note the ninth (no 5) enharmonic substitution chords produced by the { 3 b 5 9 b 13} formula: 

C7b5(~ 1319) = E9 { 1 3 b7 9} 
C7~5(b 131~9) = E6(9) { 1 3 6 9} 
C7b5(~ 131#9) = Emaj7(9) { 1 3 7 9 1 

Addiiiona1 enharmonic chord symbui. notmion could also be used w aescrioe the aoo\'e chords: 

C7b5(~ 1319): C+ 7(# 1119) I C+ 7(91~5) I C9(# 111it5) I C9(#51b5) I C9(alt5) I C9(~ 131~5) I etc. 
C7b5(b 131~9): C+7(# lllb9) I C+7(b91b5) I C7~5(b91#5) I C7(b91alt5) I C7(b91#51b.5) I etc. 
C7~5(b 131#9): C+ 7(# 111#9) I C+7(#91b 5) I C7b5( ~91~ 5) I C7(#91alt5) I C7(#91#51~5) I etc. 

As discussed in the Chord Symbol Notation chapter, # 11 and b 13 will be avoided in chord symbol notation. 
Consequently, I recommend avoiding the following symbol descriptions of the above chords: 

C7~5 (~ 1319): avoid C7(b 131# 1119) or C9r~ 131# 11) 
C7b5(~ 13lb9): avoid C7(~ 131# lllb9) 
C7~5(~131#9): avoidC7(bl31~111#9) 

Due to the incomplete nature and Jimited voicings, the natural 5th produces, { 5 7 9 13} voicings will be avoided 
in this section. They will be examined later in the Additional Enharmonic Chordal Substitutions chapter. 

With the exception of a dom7(1319) chord. all of the voicings used in this section have been previously introd~ced 
as basic four-part (7th and 6th chord!>) or 9th chords. As was the case in the Tension 13 chapter. a dom7sus4(~ 13 ! 
chord with 9 or b9 will be avoided. 
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The following dom7 chords have already been introduced enharmonically in the Tension 9 chapter. Their relative 
II-V-I examples can be observed there: 

C7(b 13/9): 
C7(b 13/b9): 
C7(b 131#9): 

C+7(9) 
C+7(b9) 
C+7(~9) 

The fo llowing dom7 chords were introduced by their Sub V chords in the Tension 9 chapter: 

C?(l 3/9) 
C7(13/b9) 

= 
= 

I maj7(6/9) I {3 7 6 9} 

Gb+7(#9) 
Gb 7(#9) 

Cmaj7(6/9) = E7sus4 

A voiding tension 9 on the 5th string leaves three applicable voicings: 

6 
9 
7 
3 

7 
3 
9 
6 

9 
6 

7 

D-9 G7(~5/~9) Cmaj7(6/ 9) C-7(11) F7sus4(b 9) BPmaj7(6/ 9 ) A-7 D7(~5/b9) Gmaj7(6/ 9) 
I bn ~ ~ bn ~ on ~ 

II 
(E7sus4) (D7sus4) 

I min maj7(6/9) I {b3 7 6 9} C-maj7(6/9) = B7#9 { l 3 b 7 #9} 

There is one applicable inversion: 9 A-7~5(11) D7(#5/#9) 

bn 
G-maj7(6/9 ) 

6 
·b3 

7 t& 0 

CFn(~9 ) ' 

I min7b scb 13/9) I {bs b7 9 b13} C-7h5(9/bl3) = Bb+7 

Avoiding tension 9 on the 5th string leaves three applicable voicings: 

bl3 1 '7 
;I I 9 

9 b5 bB 
b7 9 bS 
bs I • ~ 

9 ! : b7 

C-7b5(b13/9) B9 Bb-6(9) A-7~5(hl3/9) D9(b5) G-maj9 F#-7b 5(b 13/9) B+ 7(#9) 

,~ bo e 0 ~0 ~ iio ~0 

II II" 
tJ (BP+7) (G+7) (G~+7 ) CE+7) 
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I dom7(#9113) I {3 b7 #9 13} There are two applicable voicings: 13 

~~ 
3 

Only one example is needed, since the Sub V mirrors the original chord: 

C13(#9) = Gb 13(#9) 

13 ............. A ............... #9 
#9 .. ........... E~ ............ . l3 

b7 ............. Bb ............... 3 

3 ............ E ........... ... b7 

j dom7b5(b 13/9) I 
{bS b7 9 bl3} 

C#-9 4#o 

[dom9(#51b5)] or ldom9(alt5)] 

C7b5(b 13/9) = Bb+7 

F#13(#9) Bmaj7 
-& te-

I 
C13(#9) Fmaj9 

0 

#9 
13 
3 
b7 

~ 

II 

Those voicings producing tension 9 on the 5th string will be avoided. However, the Sub V's of these voicings will 
be examined since b 13(#5) now appears in the bass. 

Four applicable inversions: 9 
b13 
b5 
b7 

C7P5(b 13/ 9) 
G-9 . Fmaj9 ' .. ~ 

@.) \)/ 

0 

(Bb+7) 

b5 
b7 
b13 
9 

b7 
b5 
9 
bl3 

A7b5(b l3/9) 
E7sus4 D6(9) 

-& 

7 
-& 

II 
\jl 

(G+7) 

I 
I 

v 

II 

G9(#5/i;.5) E9(alt5) 
D-9 C(add9) b.n. -& -& 

·z I II (DL) ~· 
(F+7) 

I 

I 
I 

I 
\ 'f 

(Sub V n ot applicable) Al;.-9 Dl;.(9/#5) Gb6(9) F7sus4 Bb+(9) 
b.n. -& Ire. b.n. b.n. 

ji I' II 
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{ 3 hs 9 ht3} C7h5Ch 13/9) = E9 { 1 3 ~7 9} 

Four applicable inversions: hs bl3 9 3 
9 

,.., bs bl3 _., 

h13 9 
,.., 
.) hs 

3 bs ht3 9 

C7b5(b 13/9) C7b5(bl3/9) A9(~5/!;.5) Gb9(alt5) 
G-7(11) F 6(9'l p-7 Fmaj7 E -9 Dmaj7(9/6) 

b..o. to ~i 
D.O. :!±o -& ..f2 .0.. ..0. 

0 

II I! li II 
'll ~· v ,.. 

(E9) (E9) CC#9) CBb9) 

j j 
I 
I 

1 ,, 
C#-9 F#9(#5) Bmaj9 C#-9 F#9(#5) Bmaj9 (Sub V not applicable) G-9 C9(#5) Fmaj7(#11j 

-& b..o. ttn. 
~ ic ie ~a 

.Q. ~0 ;;e. 

II II IF -,-...====tl 
----====n SUBYJ 

jdom7h5(b13/h9) I [dom7(h9/alt5)] 

Those inversions containing tension h 13 on the 5th string will omit their--Sub V chords, which would subsequently 
contain tension 9 on the 5th string. 

Note the fourth intervals produced by these tensions and the h5 th: 

C7~5(b 13/b9):b5 

h9 

bl3 

{ b5 ~ 7 h9 ~13} 

Four applicable inversions: 

~ 
-& ~ 

1 ~ 
(Bb -7~5 ) 

1 

! 
y 

0 

h9 
h1 3 
bs 
b7 

C~-7(11) F~(9) Bmaj? 

#o :±-e-

II 

Gb 
>4th 

Db 

>4th 
Ab 

-& 

7 
\ • 

ca-ns> 
1 

-& 

II 
' · v 

(F-n5) (EP-7#5) 

I 

. 1 . 
(Sub V not applicable) A.:>-7(11) DP(9) Gt~6(9) F , 7sus4 B(9 ) 

i'~ ~ ~ 
..0. ..0. 

il II 
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{3 bs b9 bt3} C7b5(b 13/b9) = E6(9) {1 

Four applicable inversions : ~5 
b9 
bl3 
3 

C7b5(b 13/\,9) 
G-7(11) F6(9) 

;& 0 

Cf,-9 

ito 
I 

(E6(9)) 

~ 

0 

Bmaj9 

bu l q ~ p - -' 

3 b5 b13 
~9 3 ~5 
~:' I l ~ ;;> _., ~9 

C7;, 5(~ 13/P9) 
,G-7 Fmaj7 
bn · -& 

li ~7 

C~-7 
..Q. 

I dom7b5(b131#9) I [dom7(#91alt5)] 

3 6 9} 

I' I 

A7(~ 9/alt5) 
E-9 b Dmaj9 
n n. -e-

(C#6(9)) 

G7 (~ 9/ alt5 J 

D-7 Cmaj7 
-& .fr .ll 

II f 

J A~-9 
CB6(9)) 

~ 
DP9 

Gb& 
!)_Q_ (Sub V not applicable) b.o. ~ 

ll 

The voicing formula containing the b 7th will be avoided due to the ambiguous sound produced. Without the third, 
the { b5 b7 #9 b13} voicingfunctionsbetterasamin7b5(b13) { b3 bs b7 bB} chord. 

{3 b5 #9 b.l3} C7b5( ~ 131#9) = Emaj9 { 1 3 7 9 l 

Two applicable inversions: bs b 13 

~i3 #9 
3. ~5 

G -, sus4 C?b 5(b 13/ #8) F6(9) 

·~· 
(Emaj9 ) 

I 
·-v 

C~-7( ll j F;7(13/9) 

SUB -J & 

0 

B6(9) 
jc 

ll 
,F-7 
D-e-

B-9 
-e-
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laom7sus4(9/13) I {4~7913} C7sus4(9/13) = B~maj7 
A voiding tension 9 on the 5th string leaves two applicable inversions: 13 9 

9 13 
b7 4 
4 ~7 

C7sus4(9/ 13) C7(~5/~9) Fmaj9 A7sus4(9/ 13) E~9 D6(9) 

~ 

'(B:aj7) 
..(}_ b..o. 

0 -e-

II II 
(Gmaj7) 

ldom7sus4(j,9/13) j 14 b7 b9 13 ) C7sus4(b9!13) = Bb-maj7 

13 b9 
b9 J3 

A voiding tension 9 on the 5th string leaves rwo applicable inversions: 

b7 4 
' b7 --+ 

C13sus4(b9) C7(~5/#9) Fmaj9 A13su s4(!1 9) Eb9 D6(9) 

~ 

II 
~ 

'(B~maj7) 
b..o.. b..()._ / 

I! 
0 

(G-maj7) 

The following examples will use various chords containing tensions 9 and I 3 in a IT-V blues form. Chords introduced 
in past chapters will be included to enhance voice-leading. In this first example. note the same dominant voicings 
used on bears three and four m measures five and six. 

Fmaj7(6/9) Fmaj7 E-7b5(b 13} A13(b9) D-9 G7(~9/b 13) C-9 F13(~9 ) 

' 
E 

~ ? b.a. -9 #r #r l&i 
0 

I 

I ! 
CBb6(9)) 

B~9 Bb9f 13) Bt~9(~13J B~-8 E,+7(~9) E~+7(9J A-9 D13(~9 ; Ab-7(11) Db,13(b5) 
~ ~ -£7 bL ~ .a. .a. ,r o.a. 

' 
~ ! l:f! I ~ I iz ~ 

~ 

(G7 

G-9 Db9 C7(9/ 13i C7(,9i!,13) F7(9/13) D7(b9/ Pl3) G9 C13(~9) Fmaj7(6t9) 

t1 ~ ,r D'? 

i % 
D.a. -9 -!';- 0 : ; i II II 
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In this next example, note the descending chromatic voices against a common lead voice in the last two measures . 
........ 

........ 
Cmaj7(6/9) C9~5 B-7l>5(9/ ~ 13) E7(~9/l>13) A-9 D7(~9) G-7(11) C7(l>13/b9) 

~ E J.l. 

I #~ ~ j~ ~~, 
~ ..._,. 

~~ IF 
\....... 

tJ I 
(B:(9)) ~ (A+7) 

v 
F7(9/13) F7b5 F-7(11) B!, 13(b9) E-9 Al3(#9) Ab13sus4 .A...b 7(9/13) 

........... b.a.. ' ~ 

IT 
b.a.. -6- ~ .a.. 

........ 

' 
r l "h~ II r 

'-' I 
.._, (C-7#5) (Eb-7(9/11)) 

"'-" D-9 D-7 Gl 3sus4(b9) G7(b9) C9 Al3 D7(~9) G7(9/13) Cl3(#9) - 19- -9 ~ £>-9 ;9- -61- p- -& 

~ 
a 

! I I I I! II !I 
(F-maj7) 

........ This last example utilizes some of the dominant type chords that contain~ 5 and ~ 13 { ~ 5 9 ~ 13}, ( ~ 5 ~ 9 b 13 } , 
{ bs ft9 b 13 } . In this example,~ 13 will be enharmonically substituted by #5, producing chord symbols containing 
{ b 5 #5} or (alt5). These versatile and interesting voicings present some unique chromatic and constant structure 
voice-leading possibilities. Additional examples of these dominant chord types can be found at the end of the Three 
Tensions chapter. 

C9 C7(13/ 9/ B-7b5(~ 13) E7(~9/ alt5) A-6(9) D7(b9/ alt5) G-9 C9(ij5/b5) 

I . b J.l.b,.a. 

~ li i :& 
-6-

I ~ :i ...... l*·e 4d - D~ 
tJ .,... 

(F6(9)) (Ahmaj9) CF~6(9)) (Bb+7) 

- F9 C9(~ 5/~5) F-9 Bb7(:>9/alt5,1 E-7(11) A7(b9/alt5) Eb-7(11) Ab9 

=& ": ~~ 1£§ ~ 
? 

~1~ 
~ Df 

li ~~~b~ 
tJ I I 

I I i 
I 

CE9) (G~-7#5 ) (B-7#5) rG-7::5 ) (Bb -7~5) 

D-9 D-7(11' G7(:t9/ j5) G7(b9/alt5) C(add9) A7{b9/alt5) D9(no3) Db? Cmaj7(U1J 
p- -9 

4 I * I 

Jv D-G- I 

' ~ r -tr IT ·:~ 1 ! 
p J.l. 

11?8 I! 
-& 

CF-7#5) CE-7~5) (D~6(9)) CC6(9J) 

69 



Tensions 9 and 11 

The two types of voicings used in this section follow the traditional drop 2 substitution formula: 9 for 1 { 3 7 9 11 } 
and 11 for3 or 5 {57 9 11}. \Vith the exception ofthedom7(#91# 11) chord, all of these voicingshave been introduced 
in previous chapters. 

Those dom7 chords containing a #5 have already been introduced enharmonicaliy under the Tensions 9 and 13 
section: 

C+ 7(91# 11) = C7b5(~ 13/9) 
C+7(b91#11 ) = C7b 5(b13/b9) 
C+7(#91#11 ) = C7b 5(bl31#9) 

The following chords that have 9 for 1 and 11 for 5 { 3 7 9 11 } tension substitutions have been previously introduced 
enharmonically under the Tension 9 chapter. Their reiative II-V -1 examples and Sub V chords can be found in that 
chapter. 

Cmaj7(91#11 J = Cm~j7b 5(9) 
C7(91# 11) = C7b5(9) 
C7(b91# 11) = C7b S(b9) 
C7(#91# 11) = C7b 5(#9) 

Note the unique character of the maj6 and min6 chords with the addition of tensions 9 and 11. 6, 9. and ll form :1 

complete triad a whole step above the root of the original chord: 

C6(91# 11) forms a D major triad. 
C-6(9/11) forms aD minor triad. 

I maj7(91#11) I {5 7 9 #11} Cmaj7(91# 11) = Gmaj7 

A voiding tension 9 on the 5th string leaves rwo applicable voicings: 7 9 
#11 5 
9 #II 
5 7 

B-9 Bbl3 Amaj7(9/ Ul) A-7(11) D7t~5(b9) Gmaj9(~1 }, 

~ io h~ 
~0 

1

1 'Z 
#o -& 

IJ ' ' (Emaj7) (Dmaj7) 

lmaj6(91#11) I {3 6 9 #11} C6(91# l1) IC6b5(9)) = F#-7#5 

A voiding tension 9 on the 5th string ieayes mree applicable voi:.:mgs: ~ l l 6 9 
9 3 #11 
6 9 3 .., #11 6 J 

D-9 G+7 C6(9/#ll) B-9 E9(#5) A6(9/#ll) 
B-9 E7(#5/b9) A6(9/#11) ... b.& 

~ 
-& 0 #! ll #o :lie ~0 

~ .D.. 

II 
(DIE) 
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{56 9 ~11} C6(91#11) = A13sus4 {1 4 b7 13} 

There are tv10 applicable inversions: 9 
5 
# 11 
6 

6 
#11 
9 
5 

Bb9sus4 E~7b5(b9) Ab.6(9/~ll) 

,~ t:l-e- 0..0. 

~ (F-7) (A7) (F13sus4) 

j min.maj7(11/9) j 

F13su s4 

II 
0 

(Bb/E t> ) 

B13 Bb6(9/~11) 

'I~ 
~0 

II 
(C/ F )and(G 13sus4) 

As discussed in the Tension 11 chapter under the min.maj7( 11) chord, 11 and 7 produce the guide-tones (3 and b 7) 
of its V7 chord, producing a potentially ambiguous sound. Tension 9 further complicates this by being a chord tone 
(the 5th) of its V7 chord. The weakest possible voicing { 5 7 9 11} includes all of the basic chord tones { I 3 5 
~ 7} of its V7 chord. This produces an extremely ambiguous sound and therefore will not be included in this section. 

{~ 3 7 9 11 } C-maj7(11/9; = Fl3b5 

~ There are two applicable voicings: 11 7 
9 ~3 
7 9 
b3 11 

D-7b5 C-maj7(11/9) D-7~5 
G7(#9) 

~ 
G7b5 C-maj7(11/9) 

-& it& ' .0. 

~ 
0 

~! II ~~z: II 

1 min6(11/9) 1 {b3 6 9 it} C-6(11/9) = B7b5(#9) I F l 3 

There are two applicable inversions: f l' 
b3 9 
9 6 
11 b3 

D-7b5 G7 C-6(11/9) E-9b5 A+7 D-6(11/9) 
' b..c. ,- .. I }a- -& g !45:: ,, 

2J1 
(F13) (G13)and(Em/F) 

-
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{56 9 11} C-6(11/9) = F6(9) {1 3 6 9} 

A voiding tension 9 on the 5th string leaves three applicable inversions: 5 
9 
6 
11 

6 
11 
9 
5 

9 
5 
11 
6 

E-7b5 E~7 D-6(11/9) C-7b5 B7 Bb-6(11/ 9) B-7b5 E7(~5/h9) A-6(11/9) 

& 
0 b..o. -e-

~8 II 
t) 

lmin7(9/11) I {~3 b7 9 11} 

There are two applicable inversions: ~ 7 
b3 
9 
1 1 

J.O. -e- ;,Q -e-

II 
(Cm/F ) 

C-7(9/1 l) = F13sus4 = Ab6(91#11) 

11 

C-9(11) 
I 

F7(~5/b9) BDmaj7(6) C-9(11) F7(#5/ b9) BPmaj7(6/9) 
-e-

i II 
0 io 'Un 

(Bh/Eb) 

{5 b7 9 11} C-7(9111 ) = G-7 

A voiding tension 9 on the 5th string leaves three applicable inversions: 

C-9(11J F7(#5/b9) Bb6(9) Bb-9(11) A? 

~ c 
?0 ~ ::;e. 

0 I 

!I 
(G-7) CF-7) 

jmin7b 5(9/11) I 
{b5 b7 9 11} 

[11 for 5 not appiicable] 

C-7b5(9/ll : = G~maj7 ; 5 

There are two applicable inversions: ~ 7 
I l 
9 
bs 

9 
I -p.) 

l l 
~7 

Ab6(9) 
I)£.. 

0 

II 
·' 

9 b7 5 
5 11 9 
11 9 b7 
b7 5 11 

G-9(11) C7(~5/b9) 
I 

-€;-- l)1b-

II 
(D-7) 

C-7b5(9/11) F+7 Bb-6 A-7b5(9/ll ) D7(#5/#9) G-6(9) 

' ~n <> 

(Gom aj7#5) 

I 

D.O. .0. b..o. 

!I II 
CEbmajns> 
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I dom7(91#11) I {5 ~7 9 #11} C7(91#11) = G-maj7 

There are three applicable voicings: ~ 11 ~7 9 
~~ #11 5 
5 9 f~ 1 9 5 

Note that tension 9 is not available on the 5th su·ing but becomes available on its Sub V chord as the #5th. 

F9C#ll) F -9 B~9(~11 ) E~6(9) E -7 A9(#11) D(add9) 

~ 
.0. 

II i,bg 
~ b.o. 

0 .0. -& 

! j I! ;: t 1): 

(C-maj7) (F-maj7) (E-maj7) 

'f "' ._;, 

F #7sus4 B(#5/b9) E6 E7sus4 E(~S/~9) A6{9) Bb-7(11) Eb(~5/b9) Ab6(9) 
.0. .0. .0. 

I lui I ~ b.o. 

& 
-e- !)-& I (J-& 

SUBV II I ! ~''%: hH 
~ (F~7sus4) 

I dom7(~91#11) I {5 ~ 7 ~9 #11} C7(~91# 11) = E~ 7(#9) 

There are three applicable inversions: f ~ 1 

5 
b9 

b7 ~ 9 
~11 s 
~9 ~ 11 
5 ~ 7 

F7(b9/ U1) B;,maj9 

ID 
F-9 B'~ 7(b 9/H1 ) Eb6(9/#ll) D-7(11) G7(~ 9/~ 11) Ctadd9) 

t 
(Ab7(#9)J 

I 
I 

I 

~ 
F#7sus4 B(b9) Emaj7 

0 ;g -& 

II 7 \ 
I 

7 \ 
\ 

J~ .... 
(Db7(#9) and E/F) (FI G) 

\ I 
/ 

' I 

\~ 
B-9 E(~9) Amaj7 

II ::o #o ~0 
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~· 

(Bb7(#9)) 

I 
I 

I 
I 
II/ 

Ab-7(11) Db(b9) Gbmaj9 

II "~ 
I I 

()-& p.e. 

--

II 

II 

II 
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ldom7(#91#11) I {5 ~7 #9 #11} 

Only two voicings are physically available. and one of these cannot be used due to the #9th tension being located 
on the 5th string. These voicings will reappear in the Three Tensions chapter, where both will be available. 

b7 
Ul 

Bb7C~9/#11 J = c;m!F #9 
5 

F-9(11) 
b.u 

~ (Eb/ Abl 

B-7(11) 

Bo7(~9/#11) 

' ()-& 

(Dt~m/F) 

I 
~ 

E13(b9) 

Eb6(9/ #11) 

~ 

I! 
(FIG) 

Amaj7(#11) 

-*a i~~ II SUB V ~~~;~~: ~~~~~~ 
The following examples will use various chords containing tensions 9 and 11. Additional churds from past chapte:· 
are used ro enhance voice-leading. This fi rst example is a II-V blues in the key of "F." 

Fmaj7 F6(#11/ 9) E7(#5/#9) A13(#9) D-9 G7CUllb9) C-9 F9(#11) 

~ 
? 

~ ,r f ,r !,#~ IF I·~ f 

I -9-

CG/A) (C~/D) (C-maj7) 

Bb9 Bb9(#11) Bb-7(11; Eb9(~11 ) A-7(11) D7(#11/b9) Ab-7(11) Db7(a1t5) 

kr b,s. ? .fr b~ 

= ~ 
G 

~ 
I· ~ "% I 

l"'"t j 
I I 

(F-maj7) (F-7#5) (G# /A) (Ab7sus4; (A9) 

G-7(11' C13(tfll) C9(#11) F9 D7(#9/~11 ) G-7 C7(#111~9) Fmaj7C:llt9) 

~~ 
I op. ,,, ~f- lh~ 

~Q l?f bbD~ !f ! I !! tl 

CD-7,5) (Gb7(ij9)) (Evrn!G) (Em/A) 

This next example is an eight-bar chord progression startino in "A·· minor and ending in the relative "C" major. In 
an attempt to use two different maj7~5 inversions as min7b5(9/ll ) chords. tension 9 appears on the 5th string in 
the first measure. Although above L.l.L. for tension 9. care should be taken to avoid a potential p9th interval if the 
minor 3rd of the chord is voiced or played by another instrument. 
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I 
I 
I~ . 

! __, 

I....., 
1 .,__ 

1..__ 
l 
I '-' 
I . 
i---

......., 

' i .,__ 
I 

I ~ 
I 

. ......... 

I '-... 

I"--"' 
I 
I 

' '-' 
t 

. ...._, 

•'-' 

I '-' 

I<...... 

;'-

I 
t<....... 

;I...... 

. '--

''-

A-6 F~-7b 5(9/ 11) B-7b5(9/ 11) E7(~5/ff 9) A-6(9) A-maj7(6) G-9 C7(ff ll/b 9) 

~ f 
.a.. 

i~ I' f ~~r :~ ~ #' 
(Cmaj7#5) (Fmaj7~5 ) (G#+7) CF#/G) 

F6(~11/9) Fmaj9 F-maj7(11/ 9) Bb 9(~11) Cmaj7(6/ 9)A7(alt5) D-7(9/ 11) G7sus4(b9) Cmaj7(9/#11) 

f 1~, 1 .~~,.o. 

II *! II 
(G/A) (F-maj7) (Eb9) (Gmaj7) 

Tensions 11 and 13 

We are left with very few chords in this section, since most have been previously introduced enharmonically. 

Only one dom7 voicing will be examined in this section: C7(# 11/13) { 5 b 7 # 11 13}. The remaining dom7 chords 
were introduced earlier. 

C7(#11/13) { 1 b7 #11 13} and {3 b7 #11 13} are examinedasC7b5(13)chordsintheTensionl3 chapter. 

As discussed in the Chord Symbol Notation chapter,# 11 and b 13 should be avoided in the same chord symbol. If 
these notes are desired, dom7(# 111#5) voicings under the Tensions ll chapter will suffice. 

The traditional drop 2 tension substitution formula [ 13 for 5) and [ 11 for 3] produces a very incomplete { 1. 7 11 
13} voicing which will be omitted from this section. Instead, the more complete { 3 7 11 13} and { 5 7 11 13} 
voicings will be examined. 

Only one ~ew voicing is introduced in this section: b 7 
bs 
11 
b13 

rnin7b5(lllb I 3) 

This voicing is an inversion of the previously introduced rnaj7(9) { 1 3 7 9) voicing: 

3 ....... ...... b7 
1.. ........... bs 
7 ....... ...... 11 
9 .... ....... .. b 13 

The min7b5(11/b 13) chord presents unique voicing possibilities, since any combination oft he bas ic chord tones can 
accompany tensions 11 and b 13: 

C-7b5(l l/~ 13): lb3 Ilbl3 = Ab6/ F-7 
1 bs 11 b 13 = Ab 13 
1 b7 11 bl3 = Ab6(9) { I 3 6 9} 
b3 b5 11 b t3 = 86(# II ) { 3 5 6 # 11 ) 
bJ b7 II b l3 = Bb 7(sus4) 
bs b7 11 b l3 = Gbmaj9 {l 3 7 9} 

Those vo icings not containing theb 7th could be examined as dim? chords with tensions I 1 and b 13. This makes the 
b 7th a rather characteristic note in this chord. Thus, the single most cha1~cteristic voicing would contain both the 
b 5th and b 7th {b 5 b 7 11 b 13}. This voicing, as well as the voicing containing the guide-tones {b 3 b 7 11 b 13} will 
be examined in this section. Students are encouraged to explore the remaining vo icing types. 
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lmaj7(6/ffll) I 
{3 7 # 11 6} was previously introduced in the Tension 13 chapter as a maj7~5(6) chord. 

{57 #11 6} Cmaj7(61#11 ) = Gmaj9 (1 3 7 9} 

There are two applicable inversions: 6 7 
# 11 5 
7 # 11 
5 6 

C-9(11) D13 Bbrnaj7(6/#11) A-7(11) 

I min maj7(11/6) I 

Ab7 

~ 
Grnaj7(6/#11) 

As discussed in the Tension 11 chapter under the m in maj7(11) chord, 11 and 7 produce the guide-tones (3 and 7) 
of its V7 chord, forming a potentially ambiguous sound. Also mentioned was the support the root and/or~3rd have 
on these ambiguous voicings. Of the two voicings displayed here, {~3 7 11 6} appears to be the stronger, while 
{ 5 7 11 6} is quite ambiguous. 

{~3 7 11 6} C-maj7(6/11 ) = F7~5 I B7~5 
Note: since F7~5 = B7b5, Cmin.maj7(6/ll) = G~min.maj7(6/ll). 

There are four applicable inversions: ~3 I I 6 7 
6 7 ~3 11 
ll 6 7 ~3 
7 b3 11 6 

D-7b5 G7b5 C-maj7(6/ll) D-7b5(9) G7(#5/#~) C-maj7(6/11) 

~h. 0 ~ b.o. q.o. 
e 

II ~ 
(F7b5) (F7b5) 

D-7b5 G7(«9) C-maj7(6/11) A-7b5 D7(alt5) G-maj7(6/11) 
-a- b.o. -a- #b.o. b.o. 

4 
- 0 

§B II I,H ~ 
(F7b5) (C7b5) 

{5 7 11 6} C-maj7(6/ll) = G9 { 1 3 b 7 9} 

There _are four applicable inversions: I I 5 6 7 
6 7 11 5 
5 6 7 11 
7 11 5 6 
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A-7,5(11) D7(::5/~9) G-maj7(6/ ll) B-7!1 5(11/9) Bb7 A-maj7(6/ 11) 

& 0 ~ ~: r ~ bn t 3 
~ 

D-7t'alt5 

,., 0..0.. 

D~9 C-maj7(6/11 1 D-7o5(11 ) G7(b9 1 C-maj7(6/11) 

'Jj 

I dorn7(~ 11/13) I {5 b7 ~11 13} 
" 

There is one applicable voicing: 

I min7~5(11/b 13) I {~ 5 ~ 7 11 ~13} 

There are two applicable inversions: ~ 13 ~ 7 
u ~ 5 
~ - I; 
b:' ol3 

{~ 3 ~ 7 !1 b 13} 

C7(#11 /13! = G-maj9 ll ~3 7 9 l 

F-7(1l l B~ 7(Ul/13 '! Et>maj9 

0 

;-I 

E (alt9; Amaj7(6) 

C-7b~O l ib !!) = G~ma.i 9 11 3 7 9 } 

G6(9, 
r:;-e 

2J 

.~ \'llit:mg :·~c oorenti:.d .,S•th tnten J.l th:.u coulu rcs uir hy oiacmg lensJOn l l on tiJC 5th string tea':~::. tilr:::t.: :t!:?iic~lbl~ 
tn ':c r :-. tons. 

1 l I -
D I 

~ ' ! D . ' 
!3 

.., ,, ' -' 
:1 3 i) l :' 

l , 
0 _.., 

oU 
j l 
~~ 

~ ~ 

(G7sus4 l 

-: o 
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The following eight-measure example will use various chords containing tensions 11 and 13. Additional chords from 
past chapters are also used to enhance voice-leading. 

The C7 (f 111~ 13) chord is yet another way to notate this voicing, which was originally introduced as a C+ 7 C# 11) 
or C7(alt5) chord and later as a C7~5(~ 13) chord. As mentioned earlier, this notation(~ 131# 11) in the same symbol 
has various and confusing implications. While still recommending its avoidance, it is included here for demonstra
tive purposes. 

Also note the additional chordal substitution for a dom9(no 5) chord { ~ 3 ~ 7 9} at the end of this exercise: 
C(# 1119) = D9. 

A-6(9j A-maj7(6) B-7b5(b 13/11) E7b5 A-maj7(11/6) A-6(9) G-7(11) C7(~ 13/#11) 
! 

bP- -; -& l I ~ 
D.p. 

' ' 
() I 

I 
I j I] ~\ 

4!) I " I 
<:" .. 

(G#+7) (Fmaj9) (D7~5 ) (Gb9) 

Fmaj7 Fmaj9 F-7(11) Bb 13(~11 ) C6(9) A 13(~9) D-7~ 5(~ 13/ 11) G13(~11) C(#ll/9) 
I f: 

I 

~ 
~ 

.~ 
D-6'-

;,§ ~ ~ ~t ~! 
.. 

I 
I 'I f~ 1~ 

! : I I I 1,1 I 
II l 

I I 

I I l 

(F-maj9) (Bb 13) (D9) 

This next II-V blues example uses various chords from the past tension chapters. Also included are a couple of new 
functionsinthesecondmeasure:G-maj9 {1 ~ 3 7 9 } = E-7~5(11/9) and G-9 [1 ~3 ~7 9} = A7(~9/~13) . 

This example incorporm.es chromatic voice-leading to a greater degr~e than previous examples. Note the voice
leading motif in measures five and six is repeated in measures nine and ten and inverted in measures seven and eight. 
Also note the contrary chromatic voices in the last two measures. 

F6(9 l Fmaj9 E-7b5(1 1!9) A7(b 13/b9) D-9 G+7 C-7(11/9) F7(b9/~5) 
(G-ma.iH) (G-9 J 

=& ~ 
~..,.:;;. 

~~ 
~ C2 ±:[ ~ l;:r rr: -

t) 
I 

BPr7(13/9) B~9(#11 ) B?-7(11 ·. Eb9(#11 l A-9 D9(b 13) A~-7 Db9( ~ 13) 
(C+7) 

I I 

. ~ 
I 

b,s-

& 
D.a. ,. Ire .a. ,').Q. ~ C2 bg I'}~; ~ :.t-

~ 

~ 

G "' -I D~7(13/9) C9(9 13) Cl3(b9) F(add9) D7(alt5) GO'-v DD C9(b 13) F9 
i (A-7~5 ) (Ab9) 

' 
C2 

D.p. ~ Clfr 

~ ~~§ 
fr . f>19-

lllzfl i 
. 

! I~~ %~ ~ 
u I 

I I ' I I 
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Chapter Eleven. 
Voice-Leading Chord Scales 

Upon completion of sin£le tension additions to the basic four-part chords, it is possible to voice-lead any note from 
any chord scale. 

2 
(9) 

.., 

.) 4 
(11 ) 

5 6 
(13) 

7 

The addition of two tensions often eases the physical difficulty (fingering) that some of the single tension voicings 
produce. Examples: 

maj7(6) - - --to---- maj7(9/6) 
6 6 
1 9 
7 7 
3 3 

dom7(#9)---- ro---- dom7(#91#S) 
#9 #9 
5 #5 (~13) 
3 3 
b7 /~7 

The following are examples of harmonized chord scales. The "avoid notes" can be harmonized by standard 
dominant, chromatic, or diatonic approach techniques. These avoid notes are based on traditional jazz harmonic 
concepts and might be available in today ' s more contemporary music where an increased dissonance level is more 
accepted. These notes are in fact the more desired notes in modal music. 

(Ionian) _ _ _ _ _ _ _ _ _ 5 

·o '7) G ·o ( maj _ _ _ _ _ _ _ _ m aJv 

(Lydian) ___ _ _ ___ _ 5 

(Gmaj7) _ _ _ _ ____ Gmaj9 

lmin7 1 

(Dorian or Aeolian} _ _ _ _ 5 
(1 3 and b 13 are avoid notes) 
(G-7) _ _ _ _ _ _ _ _ _ _ G-9 

6 7 

Gm aj 7(9/ 6) Gmaj -;-

' ' #o 

6 M 1 I 

G6 Gmaj7b5 G6b5 

I ~ i:o 0 

b7 1 

G-7 G-7 

e 0 

79 

1 9 

GS Gm ajS 
0 -& 

9 3 

3 (l l is an avoid note) 

1...1-m aj ': 
..0. 

II 

#11 
Gm aj7(9/6) Gmaj7b5 Gmaj9b5 

-& ..0.. tf-e-

li 

9 b3 11 

G-9 G-7(11) G-7(11/ 9) 

-e- b.o. -e-

II 



lmin7bsl 

(Locrian) _ _ _ _ _ _ _ _ b5 b 13 97 1 b3 11 
(b9 is an avoid note) 
(Locrian with natual 9) _ _ 1;15 P 13 b7 1 9 b3 11 
(A-7b5) _ _ _ _ _ _ _ _ A-7~5 A-7b5( , 13) A-7::. 5(11) A-7b5 A-7b5(9) A-7b5 A-7b5(11) 

~ (Ill 

0 
..0.. -& ..0.. 

IJ 

~'With the exception of the voicing containing the 9th. these voicings work in a pure Locrian situation as well. 

ldom71 

(Mixolydian) __ __ _ _ 5 13 b7 
(G7) _____ ____ _ G9 G7(13/9) G9 

' ~ 
0 I 1 0 

(Lydian b7) _ _ ____ _ _ 5 13 1:>7 
(G7) __ ___ ___ _ _ G9 G9(13) G9~5 

0 '' 0 

(Mix. P9/ I, 13) (with addition of# 9) 
-- - - - - -- -- - - - 5 b 13 b7 
(G7) _ _ _ _ _ _ _ _ _ G7(b9) G7(#9/#5) G7(b9) 

I 
j)ll 0 

(altered) _ _ _ ____ __ b5 #5 b7 

(G7) _ _ _ _ _ _ _ _ _ G7b5(~9) G7#5(~9 ) G+7 

(whole-tone) __ __ __ C15(#11) 
(G7) _ __ _____ __ G9b5 

p 00 

jfo 

~5(b 13) 

G9#5 

(domina:1t-diminished ) ___ 5 13 b7 

0 

b7 
G+7 

0 

1 
G13 

0 

1 
G7#5 

0 

1 
G+7 

0 

1 
G13 

0 

9 
G9(13) 

-& 

9 
G9 
-& 

3 
G7b6 

..0.. 

3 (1 1 is an avoid note) 
G7 
..0.. 

#11 
G9b5 

~ 

II 

II 

b9 # 9 3 
(11 is an avoid note) 

G7(b9) G7(~9/#5) G7(b9) 

~ i& ..0.. 

II 
b9 #9 3 

G7b5(b9) G7#5(~9) 0+7 

~ :;,e. .0.. 

II 

1 9 3 
G+7 G9#5 G7b5 

0 -& ..0.. 

tl 

b9 ~9 3 
(G7) ___ _______ G7(~9) G13(~9) G7(b9) 

1 
G13 G7(b9) G13(#9) G7b5 

Ul 
G7b5(#9) 

~ 
I 5 0 0 be. ;.e. .!l 

II 
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Chapter Twelve. 
Three Tensions (9/11/13) 

The past tension· substitution formulas become inappropriate when dealing with three tensions on a four-note 
voicing. The approach used here wili involve determining the most appropriate guide-tone or chord mne to 
accompany the three tensions. All of the three tension combinations presented in this chapter form complete triads: 

9 111 13 major triad 
9 11 13 minor triad 
9 11 ~13 diminished triad 
b9 ~11 13 minor triad 
#9 11 13 diminished triad 

I 

When these triads occur on the top three voices, they produce upper-structure triads over the basic or original chord. 

As discussed earlier, # 11 and b 13 will be avoided in the same chord symbol. The following three-tension 
combinations (which do not produce basic triads) are enharmonically examined in the Tensions 9. and 13 chapter: 

dom7(b 13/111/9) = 
dom7(bl3/ 11/b9) = 
dom7(b 13/ .111#9) = 

dom7b5(b 13/9) 
dom7b5(b 13/!,9) 
dom7b5(b 131#9) 

With the exception of the dom7(13/P,lllb9) { 1 b9 # 11 13} and lhe dom7(131# 111#9) { b 7 #9 # 11 13} chords, 
all voicings have been previously introduced. 

C7(131# 11/b9) { 1 b9 # 11 13 } = Eb7(131#111#9) { b7 #9 #11 13} 

I maj7(91#11113) I 

The only characteristic voicing would have to contain the 7th {7 9 # 11 13} . The { 3 9 # 11 13} and { 5 9 #,11 13 } 
voicings have been previously introduced as maj6(91# 11) chord voicings under the Tensions 9 and 11 chapter. The 
remaining { 1 9 # 11 13 } voicin·g, though incomplete, will be examinee. Keep in mind that this voicing. lacking a 
7th, could function as an incomplete dom7(91# 11113) chord as well. 

Note the major triad rormed by tensions 9, # 11 , and 13; Cmaj7(9/~ 11/13) - [ensions form aD major triad 

{7 9 #1113} Cmaj7(91#11113) = B-7/ D6 

A voiding tension 9 on the 5th string leaves three applicable inversions: 9 E 7 
13 9 #11 
#II I 9 
7 ~11 13 .. 

D-9(11) 
Cmaj7(9/ :;11/13 ) 

G7(b9/:f5J C-7 B7 B?maj7(9/ ff 11/ 13) A-9 AJ,7 Gmaj7(9/~1111S) 

4 
0 

I! 
(B-7 1 

I 
!)..Q. -& 
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{1 9 #11 13} C(91# 11113) = D7 

A voiding tension 9 on the 5th string leaves three applicable inversions: 9 13 1 
13 9 #II 
#11 1 9 
1 #I l 13 

D-9(11) G7(~5/b 9) C(13/~11/9) C-7 B7 Bb(l3/~ 11/9'l A-7(11) Ab7 G03/#11/9) 

' 
~0 -& D.fi -& D.fi 

It 'Z 
0 

1! 
(D7) (C7) 

~ be-
II 

(A7> 

*These voicings will reappear in a dominant functbn under dom7(91# 11113). 

I min.maj7(9/ll/13) I 
The most characteristic voicing contains the 7th { 7 9 11 13}, yet it produces one of the more ambiguous sounds 
because these notes a lso fo rm the V9 chord of the orig.inal minor c.:hord. This dual (tonic/dominant) function can be 
a very confusing sound and should be used with care. 

The f~ 3 9 II 13 } voicing (perhaps the best voicing using these three tensions} has been previously introduced as 
amin6(9/ll )chord undertheTensions9and 11 chapter. The {59 11 13} voicing was also introduced in that chapter 
as a min6(9111) chord. 

Note the minor triad formed by tensions 9. 11, and 13: C-maj7(9/l l/13) - tensions form a D minor triad 

Also note that those voicings not containing the 7th could have a~ 7th (modal dorian sound). 

{7 9 11 13} C-m aj7(9/ J lll3) = B-7~ 5/ G9 

A voiding tension 9 on the 5th string leaves three applicable inversions: 9 
13 
ll 
7 

13 
9 
7 
11 

7 
11 
9 
13 

D7(!:> 13/~9) G-maj7(13/ ll/ 9) D-7b5 G7(~5/b9 ) C-maj7(13/ 11/ 9) 
I 

l7.n. b-e- l3e-

(F::-7b5l CB-7b5) 

C-705 F7(z;9 J B !:> -maj7(13/ 11/9J 

(A-7b5 J 
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{1 9 11 13} C-maj7(9/ ll/13) = D-7 

*Note that this voicing also could function as a dom7sus4(9113) chord. 

A voiding tension 9 on the 5th string leaves three applicable inversions: 0 
/ 

G-7b5 C7(~ 13/b9) Fm(l3/ll/9J 

~ 

~ 
0 0 

(G-7) 

C-7~ 5(~ 13) B7 

l min7b5(9/11/~13) I 

13 
11 

D-7b5 G7(#5/#9) 
-e. 

I! 
D..O. 

B?m(l3/ll/9) 
D.fi 

(C-Tl 

13 1 
9 11 
] 9 
1i 13 

Cm(l3/11/9) 

-& 

~ 
(D-7) 

The only characteristic voicing would contain the~5th {~5 9 11 ~ 13 }. The remaining voicings will be examined, 
although less complete and producing some very ambiguous, if not weak, sounds. The tritone produced by tension 
9 and ~ 13 is partly responsible for this ambiguous sound. 

Note that tensions 9. 1 Land~ 13 produce a diminished triad~ C-7~5(9/ll/b 13 i - censions form a Do triad 

The two inversions contr.ining 9 or 11 on the 5th string will be avoided. 

{b5 9 11 b13} C-7h 5(9/111~ 13J = A~13(b 5) 

C-7b5(9/ 11/b 13) F7(~9 ,1 A-7;,5(b 13/11/9) D7{#5/~9 ) G-6(9} 
I 

Q? 9..0.. I an. b..o. 
.. . . 
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{b7 9 11 ~13} C-7b5(9/ll/b 13) = Bb7 

There are two applicable inversions: 9 b 7 
b 13 11 
11 9 
b7 bl3 

G-7b5(b13/ 11/9) C7(~9 ) F-6(9) B-7b5(b 13/ ll/9) Bb7 

b.u -e- I 

' (:) -e. P.fi 

II 
(A7 ) 

{b3 9 11 b13} C-7b5(9/ll/b l3) =Ab6 (#1 1) (I 5 6 ~II) 

D-7b5(9/ 11/b 13) G7(::5/~9) 
There is one applicable inversion: II 

9 
b13 

b3 

{1 9 11 b13} C-7b5(91lllbl3) = D-7b5/F-6 

There are two applicable inversions: 9 1 
b 13 11 
11 9 

bl3 

A6(9) 

b.n. 
~ '8 it ,, 

C-6(9) 

0 

E-T,5(j, l3/ ll/9) Eb7 D-6(9 • A-7?5(~ 13/ 11/9) D7(~5/t~9) G-6 
.fi 

-e- :!±-e-
ll 

0 

tJ CA-6> (D-6 , 

J dom7(9/~ 11/13) I 

II 

II 

There is one characteristic voicing { b 7 9 ; 1 J 13 }. Incomplete { 3 9 ~ 11 13} and { 5 9 # 11 13} voicings have 
been rreviously imroduced as maj6(91# 1 l) chcrds but wi ll be examined here for their dominant !unctions. Aiso. the 
( 1 9 H 11 13 } voicing introduced as::! maj7(9/~ ll/13) chord \Vi!! be examined for its dominant functic:1. 

The inversion containing rension 13 on the 5th srring wili be avoicied. The inversion containing tensio!l 9 on the 5th 
string will be avoided when the dom7 chord is functioning as a V7 chord. When the dom7 chorci is functiomng as 
a Sub V chord. the 9 on ~he 5th string will be allowed. since it is really functioning as a #5th on the V7 chor,i: (th~ 
9th of G7 is the ~5 of D~ 7) ,, 

*Keep in mind that tensions 9, # 11. and 13 on a dominant chord are most characteristic in a Sub V function. 

-ote the major triad form:!d by tensions 9 .!: l Land 13: C7( 9/~ Ill! 3: - tensions form aD major triad. 
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{~ 7 9 ~ 11 13} C7(9/~ 11/13) = B~maj7#5 

There are three applicable inversions: #11 9 13 
~ 7 13 9 
13 ~ll b7 
9 ~7 ~1 1 

G-7(11) C7(9/ Ul/13) F6(9) 

(} bn -e- 0 _, D-9 G'7(9/?.11/ 13) C(add9 , E7( 13/~ 11/8, 

II 

(Bt~maj7#5 l (Fmaj7~5) (Dmaj7~5) 
... 

C~-9 F#(~5/~9) Bmaj7 

SUBY 

{3 9 #11 13} 091#11/13) = F#-7#51C6(91#11) 

There are three applicable inversions: 3 # 11 13 
13 9 3 
#ll 13 9 
9 3 # 11 

G7sus4 CC13/Hl/9 ) :Fmaj9 G-i C\13/:; 11/ 9) F 6(9 l F(l3/ H l /9 l 

:& 0 =-!! ~2 
(!) 

(F~-7#5 > 

b.o. 

li !' 
CF~-7~5l CB-7!15 > 

1\ 
i 

I 
C~-9( 11 ) F~7(~5/~9 l B6(9 J Cf;-8 F~7( ::5/ ~9) Bmaj9 Ft:-9 B7(!:5/~9 l £6(9 \ 

SUB\' 
=:Uo ±to ~c 
it; 

_lta_ -e :t-e-
I ne -e- _Q_ 

I I 
I , I 

--1 ± ::.;: I 

(DIE) 

..._... 

'-' -....... 85 
....... 

'-" 

.._, 

'-' 



{5 9 #11 13} C(91# 11/13) = A13(sus4) I C6(91# 11) 

There is one applicable inversion: 13 E-7 A(l3/ Ul/9) 

#~ ~ 
0 

3~, 
Bo-7 Eb(aft9/#5) 

~h. (SUB V) 
do 

(B/E) 

{1 9 #11 13} C(91#1 1/1 3) = D7 

There are three applicable inversions: 

D-9(11) G(13/#11/9) C(add9) 

(A7) 

1 
Ab-9 Db(alt5/#9) G[lmaj9 

SUBV ,~~: ¥> .; 

I dom7(~91#11113) I 

9 #11 
13 I 
# 11 13 

9 

13 
9 
1 
# 1 1 

G-9 C(13/#11/9) Frnaj7 

II .; 
(D7) 

1 
C#-9 F#(alt5/#9) Bmaj"7 

*:o -& ~ 

11 1' 

li 

D6(9) 
-a. 

Abmaj9 
0 

E(l3/#11/9) 
ft.e. 

(F#7J 

t 

II 

ll 

F7sus4 B[l(alt5/#9) Ebmaj9 
b..u b..u b..u 

II II 

The b9th dictates a dominant type chord aiiowing it to be the most charactenstic nore. This means the guide-tones 
will not be missed in voicings not containing them. Again , tension 13 will be avoided on the 5th string. 

Note the minor triad produced by tensions b9, # 11. and 13: C7(~9/~ 11/13) - tensions form an F~ minor triad. 

{~ 7 b9 #11 13} 

There are two applicable inversions: b9 
13 
gil 

D- 9 

Ao-7(11) 
I 

& 
t}O 

SUB V 
v 

t 

i -
0 

D:~(#9) 

~ 

(C~rn!F) 

, ..., 
j_) 

b9 
b7 
~l l 

G!,maj7 
I 
D.fi 

G- 7(11) C7(b9/~ll/ 13) F6(9) 
D.O. , -& a 

!: 
- •8£§ II 

I 
~ 

C#-9 F#(~9) Bmaj7 

:to -& !fa-
If II 
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{3 ~9 #11 13} C7(~9/~11/13) = F#-7 

Note that the Sub V chord forms a cornolete min 7 chord. and when used in its related V7 situation, it has the 
ambiguous function of an incomplete V7(#9) or V-7 chord. 

There are three applicable inversions: .... 
.) 

13 
;u 
~ 9 

13 
3 

13 
3 
b9 
# 11 

F7(13/Ul/b9) 
C-7 Bbmaf 

~ b .. 
D7(13/Ullb9) C7(13/Ullb9) 

A7sus4 Gmaj7(6/ 9) G-7(11) Fmaj7 
~ bn ~ ~ 

1: 

0 

II 
CB-7) (G#-7) (F~-7) 

t J l 
F#- 9 B7(~9) Emaj7 

#o 
E b-9(11) A~7(~9) Db6(9) C~-9 

l±o 

F~7(#9 ) Bmaj7 

SUB V t:~ I. 
~ ~ 

li I 

{5 b9 #11 13} C7(~91#11113) = Al3/E~7~5(#9f 

There is one applicable inversion: Bb(13/~11/b9) E~maj7 

: 0 

II 
(G13) 

B-9 E(alt9) Amaj9 

(SUB V) ~t~- ~~~o~~~~~o~~~~F~o~~~~] 
11. (Em!F J 

{1 b9 #11 13} C(b91# 11/13) = Eb 7(#91# 11113) {b 7 #9 # 11 13} 

There are two applicable inversions: # 1 ! 
1 
13 
bq 

13 
b9 
1 
~I! 
I 

F7sus4 F (13/ :::ll!P9) B?6(9) 
I ~ 'PA ::.U -o! §! 

v 
F~7sus4 B(:::ll/~9) Emaj7(9 J 

G-9 
-e-

II 

C$- 9 

ft,o 
II. 
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C(13/U l/~9) F6 

' B- -& 

'itO 
'if 

F~(~ 11/±:9) Bmaj7 
-& z..e. 

II 

II 

II 

II 



ldom7(#91#1lf13) j 

The { 1 # 9 # 11 13} voicing will be omitted due to the rather ambiguous sound produced by the complete dim7 chord 
formed: {1 #9 #II 13 } = {1 ~3 bs H7} . 

Those voicings that contain tension 13 or #9 on the 5th string will be omitted. 

Note the diminished triad produced by tensions #9, # 11, and 13: C7(#91# 11/13) - tensions form an E~o triad. 

{b 7 #9 #11 13} C7(#91#11113) = A7(b91#11113) {1 ~9 #Il 13} 

There are two applicable inversions: #9 13 
13 #9 

(SUB V) 

~ 11 ~ 7 
~7 # 11 

G-7(11) C7(# 9/# 11/13) Fmaj9 & bu & 0 

~ ~:s 
F #(13/#9) B6(9) 

~ .,.o 

D- 9 G7(13/~1V#9) Cmaj9 
-e. ~ ..0. 

II ~ ! ! 
A~-9(11) 

~.0. 

11& 1~ 

I 

'" D~(13/#9) Gbmaj7 
~.0. b.o. 

{3 #9 #11 13} C7(#91# 11113) = A6(# 11) { 1 5 6 # 11} 

There are two applicable inversions: ~ ~ 1 

13 
3 

13 
3 
#9 
#11 

A-7(11) D(13/~ll/~9 ) Gmaj7(9/ 6) G-7 C(l3/UV#9) Fmaj7(6) 
~.0. 

[' 

E, -9(11) A? 13(#9) Dhmaj9 Ci!-9 F~13(#9) Bmaj7(6) 

(SUBV) ~~~~~~~~~~~~~~~~~~~~~~~~j~~~~~ 
{5 i9 ~11 13} C7(#91~ 11113J = Al3b5 

There is one applicable inversion: 13 

~~! 
E-7 

~ 0 

Bh-9 

88 

A(13/#11/#9) 

==; 
! 

Eb(13/alt9) 
.... .. e 

Dmaj9 
-& 

Abmaj7(6) 

~Q 

II 

II 

II 

II 



~, 

~I 

....._, 
I 

....... 
I 

The following examples will use various chords containing tensions 9, II, and 13. Addi tional chords from past 
chapters are also used to enhance voice-leading. Hybrid chords will be listed as they occur. 

This fi rst ''II-V" blues example in the key of "F" contains some interesting chromatic voice-leading. In measure 
three, the top three voices contain contrary - chromatic motion while the bottom voice sustains. Measure four into 
measure five [F7(~9/alt5)- B~ 7(9/13)) contains a good example of contrary chron1atic motion in all four voices; 
the top three voices ascend while the bottom voice descends. In measure eight to measure nine [D~ 7(91# 11/13) 
Gm(acld9)], the top three voices descend chromatically while the bottom vo ice sustains. In measure nine to measure 
ten, those same three voices again descend chromatically. Finally, note the chromatic constant structures produced 
by the last six chords. 

*Note that the E-7~ 5(9/ll/b 13) voicing contains a major 7th width. 

F6(9) 

Bb7 
(9/13) . 

~ 
Gm 

(add9) 

E -7b5 
(9/11/b 13) 

A7 
(~ 9/b l3) 

bf 
D-9 

Bb7(9/#llll3) B!? -7(11) Eb7(9/Ul/13) A-9 
(Abmaj7#5) (Db/E[,) (Dbmaj7#5) 

4 ~~~ 4 ,, 

G7(b9/alt5) 
CF-7~ 5) 

, 
D7(b9/alt5) 

(Ebm/ Ab ) 

b~~ 

C-7(11) 
(G-7#5) 

I b.a. 

'1 
Ab - 7 
(11) 

,I 

F7(b9/alt5) 
(A6(9)) 

-
Db7 

(9/#11/13) 

"' 
D'o7 

(9/13) 
C7 C7(#9/alt5) Fmaj9 D7(#9/ alt5) G-7(9/ 11) C7(!?9/ alt5) F(9/ rtll/ 13) 

(9/ 13) (Emaj9) .... (Fmaj9) .. (F#maj9) (F/G) .... (F# IG# ).... (G/ A) 

bf i~ II 
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This next example also contains some interesting chromatic voice-leading as well as another chord voicing 
containing a major 7th width (F-9). In measure four to measure five [E~ 7(~9/altS)- A~ 6(9)], three voices descend 
chro~tically while one middle voice ascends. In measure seven, again, three voices descend chromatically wh ile 
one middle voice ascends. In measure seven to measure eight the top three voices contain minor triads which descend 
chromatically. Finally, note the same structures a whole step apart on the last two chords. 

Cm A-7b5 D-7b5 G7 C-maj7 F7 
(9/11/13) (9/11/b 13) (9/ll/b t3) Cb9/alt5) (9) (~9/alt5) 

(F13) (G7) (E"/Ab) (F-7~ 5) (G/E~) CDb7) 

~~~ b ,i; Ff &~ ~ ~I} f I &~ I 

Bb -7(11) Eb7(b 9/ alt5) Ab6(9) Abmaj7 Ab-7(9/11) Db nsc13) 
(Db6(9)) (Aadd9) (9/~11/13) (Gb/ Ab ) (G7(~9)) 

rr·~, b ~, I~"~ b 

~·i lbf ~ If 
(G-7) 

Eb(9/ # 11/13) C7(b9/alt5) F-9 Bb7(b9/#11/13) E b maj9(#11) 
(FI G) (E6(9)) (Abmaj7) (G13) (F13) 

~ ; ~~~ liz"~ ~9~ II~~ II 
(Dbm/Gb) (Crn!Ab) (Em/F) (Drn!Eb) 
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Chapter Thirtee11c. 
Altered 9th Tensions (~9 and #9) on Dom7 Chords 

These dominant chords contain both tensions ~9 and #9 in their voicings. Since rensionb9 dictates the dom7 chord, 
voicings with and without the guide-tones will be examined. Some of the Sub V chords will produce very incomplete 
structures and should be used with care. 

With the exception of the dom7(alt9/13) {3 b9 #9 13 f chord. all of the voicings in this chapter have been previously 
introduced enharmonically. Those inversions placing tension #9 on the 5th string will be avoided. Those chords 
using tension 13 will avoid this tension on the 5th string as well. 

I dom7(alt9) I 
The most characteristic voicing would include the guide-tones {3 b7 b9 #9}. 

{3 b7 ~9 #9} C7(alt9) = Db -6(9) { l b3 6 9} 

There is one applicable inversion: F7(alt9) 

#r 
(Ft -6(9)) 

1 
F#-9 B13 

B~maj7 
-& 

E6(9) 

IJ 

csubv) ~'~#o~~~#o~@gig ~~~~ 

{1 b7 ~9 #9} C7(alt9) = Gb 6(# 11) {3 5 6 #11} 

There are two applicable inversions: #9 b9 
1 1 

t~ ~~ 

C-9 F7(alt9) B, maj7(6J E-9 A7(alt9) Dmaj7(#11) 
b.o. I 

~ 
..0. Deo. 

' 
j,f! t; II g II 

J ~ 
F#-7 B6(#11) E6(9) B~7sus4 Eb6(#11) Abmaj9 

~ ~ b.o.. I 

~ 
-e- ~0 .n. 

~ij¢;23 (Sub V ) rDw 

{5 b7 ~9 #9} C7(alt9) = Eb7 

There are three applicable inversions: ~~ b7 b9 

~~ 5 
5 ~9 
b9 5 ~7 

91 



C-9(11) F7(alt9) B~maj7(6) G-7(11) C7(alt9) 
b-e- b..a. b.o. 4 ~~ q~ II l 
(A~7) (E~7) 

Fmaj7 

-& 

II 

D-9 G7(alt9) Cmaj9 

~ 

t 
0 

II 
(Bb7) 

F #-7 B13(~9) Emaj9 C~-7 F~,13(b9) B
1
maj9 A'u-7 Db13(,9) G~maj9 

(Sub V) ~4~-e-~~~~o~~#~. o~~~~~ ~..a.~~v~.n.~~D..O.~~~~~~~~~~~~~~~~§§~II 

{3 5 ~9 #9} C7(alt9) = E~7(~9) {i 3 ~7b9} 

There is one applicable inversion: ~9 D-7(11) G7(alt9) Cmaj7(6/9) 
5 b..a. 

' tl 
-e-

3 
~~, !j§ II b9 

Ab-9 Db 13(b9) Gb6(9) :t bn 
b.u I~ 

(Sub V) ~~ ~ u & 

{1 3 b9 #9} C7(alt9) = Db-maj9 { 1 b3 7 9} 

There is one applicable inversion: #9 
C- 9(11) F7(alt9) B~maj7(6) 

I 

1 

'~~ = qfi II 3 
~9 J 

F~-9 B13(~11) Emaj9 

4 ~g "' ~:: 
t!'o 

ii (Sub V) 
~ 

{1 5 ~9 #9} C7(alt9) = E~ 13 {l 3 b7 13} I A7b5(#9) 

Note that this voicing comains a srrong modal phrygian sound: {1 b3 5 b9 }. 

There is one applicable inversion: #9 C-9(11) F7(alt9) B~maj7(6) 1 I 
.:: tEO ~ 

§ - j II b4 
~ (A~ 13) 

.;, 
F~-7 B(l3/Ullb9) Emaj9 

4 
-& ito j#! (Sub V) ll 

<BIE) 
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I dom7(alt9/fi11) I 
{~7 ~9 #9 #11} C7(alt91#1 1) = E~-7/G~6 

There are three applicable inversions: 

C-7 F7b5(alt9) Bbmaj7 G-7 C7~5(alt9) F6 

' ~-<> 
b.o. 1 b.o. 

H' 
-e -& 

li ~~~ 

~ 
F#-9 B6 Emaj7 F #7sus4 F#6 Bmaj7 

~ ~i :!to ~0 .0.. ife- ~ 
" 

I! (Sub V) 
,;~ 

(tl 

{3 ~9 #9 #11} C7(alt91#11) = A6(#11) {3 5 6 ,.#11} 

There are two applicable inversions: !11 
;9 
9 

G-7(11) C(# 11/ alt9) 

' ~:· . ~! #*r 
I 

F9 F7sus4 F(b5!alt9) 
I 

~Q 
17..0. 

t~ II 
(C/F ·· 

\ 

C~-9 Fn3 B(add9) F#7sus4 Bl3 

' 
ito ... 

~e 
(Sub V ) 

{1 ~9 #9 #11} C7(alt91# l l ; 

There is one 8.pplicable inversion: ~9 
" 1 
~ l; 
b9 

(Sub V) 

#~F' 
..()_ e-

II 
'i':' 

= Gb6(#1 J) { l 5 6 # 111 
I I 

C7sus4 F(alt9/b5) 

~ 
D.O. 

11 
~ ,!, 

Ff -7 B6(#11) 

& 
e. ,, 

'Ito 

E;) 

93 

E -9 A7b5(alt9) D6(9) 
.0.. 

I lv.o. -e-

II ·r II 
Bb-7 Eb6 Ab6(9) 

b.& ~.0. b.a. 

II "8 II 

Bb6(9) 
I 

I D.O. 

\g I! 

E6(9J 
..0. 

ll 

Bbm aj7(6) 

1 
E6(9) 

..0. 

II 



{5 b9 #9 #11} C7(alt91#Il ) = Eb7(#9) { 1 3 b7 #9} 

This voicing cannot be used, since the single available inversion has tension #9 on the 5th string. 

[dom7#S(alt9)] I dom7(alt9/j, 13) I 
{3 b9 #9 bl3} C+7(alt9) = Amaj7(#11) {3 5 7 ~ll} 

There are three applicable jnversions: ~; 3 

~~ e9 
3 ~~ b9 3 

G- 7(11) C+<alt9) Fmaj9 

! 
F7sus4 F+(alt9) Bb6 

0..0. 

~~:rr 
b.o. 

I! ; . 

\ 
(C/F) . 1 

C~-9 F~7(13/9) B<add9) F:!7sus4 B7(13/9) E6(9 ) 

C-9 F+(alt9) Bbmaj7 

II 
0 

II 

F4 -7(11) B7(13/ 9) E6(9 ) 

~i~n~#~o~~~~ ~~n~~~~n~~~~f.o~~eo~ csub v) :@ #;e · II II ~ II 

C+ 7(alt9) = Eb 7sus4 

There are three applicable inversions: 

E-7(lli A+7(alt9) D6(9) C-8 F+7(aJt9} Bb6(9) F-7(11) Bb+7(alt9) E :>maj7(6 J 

i 
0 

;)..0.. ~ ?..0. ~ 0 ' L).fi 1)-9- D.O. 

.:, I' f 

II 
1
\ II .!, "o II i I 

(C7;:;us4) (Ab7sus4) (Db7sus4) 
v I 

B~-7(11) E' 6(9} APmajS ~~ 
F:t-7 B6(9 ' Emaj9 (Sub V not aoolicable) b.n. 

:n ~ :lin ;o 
(Sub V ) ~ ! !! 7l . 

I 
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{1 ~9 #9 ~ 13} C7(alt9/b 13) = Eb 13sus4 

There is one applicable inversion: #9 
C-9(11) F+(alt9) B~(13/#ll/9) 1 

b13 

l(B~Eb) 
~ 0 

b9 
.!. 

(D~/G~ ) (C/F) 
II 

J 
F#-9(11) B(l3/ #.11/9) Emaj9 

..0.. #o #o (SubV) 

t(E/Al (C#/F#) (B/E) 
II 

The { 5 ~ 9 #9 b 13} voicing will be omitted, as was done in eariier chapters, due to the naturalS and b 13 it contains. 

I dom7(alt9/13) I 
{3 b9 #9 13 } 

There is one applicable invers ion: #9 
13 
3 
b9 

(SubV) 

{b7 b9 ; 9 13} C7(alt9/l.J; 

There is one applicable inversion: ~ 9 
13 
!,9 
b7 

(Sub V ) 

C-9 
0 

-
F13(alt9) 

li 
B13(#9) 

~0 

= E~7(~ il) {I 5 ~7 ~ll J 

E-9 A13(alt9) 
,~.;b..o.. 

t 
..0.. ·r 

y 

B~-7(11 ) Eb(13/#9) 

~&:f; 
~..0. 
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Bbmaj7 
-& 

Emaj7b5 
#o 

D6(9) 

-& 

II 

Ab6(9) 
b..a. 

II 

II 

22J 



{1 b9 #9 13} Cl3(alt9) = E~13cbs) { 1 bs b7 13} 

There is one applicable inversion: ~9 C-9 F13(alt9) B~6(9) 
1 b.o. 

~ 
13 

' b9 
~ 

b.o. 

6§ 

~ 
F#-7 B(13/ff ll/~9) E6(9) 

~ 
-e- #o 

(Sub V) 

.0. 

{5 ~9 #9 13} Cl3(alt9) = A7(b5) I Eb7Cb5) 

There are two applicable invers10ns: # 9 13 
13 i9 
5 ~9 
b9 5 

C-9 F13(alt9) Bbmaj7(6) G-7 C13(alt9) Fmaj9 

:;it ~A ~ : ~A -& ' 

2 i l B II i 8 
(D7b5) (A7b5) 

II 

l !. 
F#-7 B13(alt9) Emaj9 C#-9 FU3(alt9) Bmaj7(6) 

(Sub V ) 
'=· -e- ~0 ~~8 .0. -e- ~~ ~ . == il !I F::;g- I! 

II 

II 

The following dom7 chords have four tens10ns and no chOrd tones. These unique voicmgs imply specific chord 
scales and have several enharmonic spellings. 

I. dom7(alt91alt5) 

{bs ;s b9 #9} 

I dom7b5(alt91b 13) I dom7~5(alt91# 11) I dom7(b91#91# 11/b 13) 

{b5 b9 R9 bl 3 } {~ 5 b9 ~ 9 #Il} 

These tensions imply the "altered" scale: 

b::! ~ 2 
(b9) (~9) 

b:'> #5 ~ 7 
<lllJ <b 13) 

II. dom7(alt91# 11/13) [b9 #9 # 11 13] I dom13b5(alt9) {b5 b9 #9 13} 

These tensions imply the symmetrical "do;ninanl diminished'' scale: 

b2 ti 2 3 
(b9) (#9) 

#4 5 
( ~ 11 ) 

0 b7 
( 13) 
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I dom7(alt9/alt5) I C7(alt9/alt5) {b9 #9 bs #5} = Ab7sus4 

There are three applicable inversions: 

B~7(alt9/alt5) 
F7sus4 Eb maj7(9/6) 

b.o. \.....,. & 

T II ~ 

F7(alt9/alt5) Bt~maj7 
ji & 

"7 

C7(alt9/ alt5) 
G7sus4 Fmaj7(6) C-9 

(G#7sus4) 

l 
(F~7sus4) (G7sus4) (C~7sus4) 

l 
F~-7 B6(9) Emaj7 Ct-9 

'Oe ~0 iio .n. .. 
II (Sub V) 

F~6(9) B(add9) 

;:· ll (Sub V not appiicable) 

I dom7(alt91#11113) I C13(b5/alt9) {b9 #9 # 11 13} = Eb-7(b5) 
" 

Avoiding inversions containing tensions #9 or 13 on the 5th string leaves two applicable inversions: 

~"' 

F13(alt9/,5) B,maj7 
:ito & 

(G:::-7D5) 
I 

I! 

G-7 
b.o. 

C13b5(alt9) 

& 

1 
(Eb -7~5) 

1 
F#-6 

& 

Fmaj9 

Q I! 
(C/F'J 

Bmaj7 
:li-e-

] 

II 

The following exarnpies will use various dominant chords containing altered 9th tensions. Additional chords I.~om 
past chapters also will be used to enhance voice-leading. 

T his first "II-V blues" example in the key of"D" contains some interesting constantsrructures and chromatic morion. 
The first rwo chord structures are repeated a whole step lower in the second measure. The E7 ( altJ structure in measure 
three is repeated a whole step higher in the following measure. The three chords starting m measure five contain one 
common tone while the top three voices descend chromatically. The B 13(alt9) chord in measure seven has two 
common tones while the remaining vojces move in contrary chromatic mmion lO the next chord. Measure eight' s 
two chords share one common tone while the top three voices descend chromaticaliy. Measure ten 's A 7(alt) chord 
has two voices ascending and iwo voices descending to the next chord. Finally, note the last three chords use the 
same structure descending chromatically. 
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Dmaj7(6) D6(9) C~-7b5(b 13) Fn7Cb 13/ alt9) B-9 E7(alt) A-7(11) D7(b 13/#9) 
(A6(9)) (B7su s4) (G6(9)) (A7sus4) (C7sus4) (D7sus4) 

~ .~ -{T if ~ 
,1.1 

:&;8 
-19- !J..a. 

·f !'F 11 #·r 9 
l I 

G7(13/9) G7(b 13/alt9J G-9 C7(#11/alt9) F~-7(11 ) B13(alt9) F-7 Bb 13(~9) 
(Bb7sus4) (F6(9)) (Eb-7) CD7b5) (G7) 

I 
~ ~ fr> ~ I~ ~:~ r-

~ q ! I 
I l 

I 

E-7 E-7(11/9) A7(alt9) A7(alt ) D6C9) B7b5(alt9) E-9 A7(b9/ alt5) D9 
(DI E ) (C7J (F7sus4) (Bm/E) (Bbm/E~) (Am/D ) 

4 r '! 1 ~6 
,b.a. 1" 

2i 1::! ott! II~ I 11 n I 

I I I 
0 

i 

ll 

This next example in the key of "C" also contains some interesting voice-leading ideas. In the first measure, the top 
two voices sustain while the bottom two move in contrary chromatic motion. Note that only one voice moves 
(chromatically) in measures two and three on the C7(alt9) to A~maj9 chords and A~maj9 to G7(alt5/~9) chords. 
Measure three' s G7(alt51#9) chord sustains the lead tone while the remaining voices produce contrary chromatic 
motion to the C6(9) chord. Measure four's C7(alt) chord contains contrary chromatic motion between the top two 
voices ascending while the bottom two descend to the Fmaj7 chord. Finally, note the contrary motion between the 
top voice and bottom voices on the last two chords. _, 

Cmaj9 B+7(alt9) B' 13(b9) A7(alt9) A~maj9 G7(~9/ alt5} C6(9) C7(alt i 
(G7) CC7) (Eb7) (Ab7sus4) 

I 

~ i ~ I ~ '1 ~~~ +i if- • IH9-

?'W: -----:9 
I I I 

Fmaj7 F- 6(11) E7(~9) A7(alt9) D7(alt9) G7t~5(alt9) Cmaj7 _.; 

(Bb7) (BP-6(9)) (F7) (Db6) ..__ 

-6- bu.. 

&! 
-5- -5'- o.a. ~ 

4 ~ ,r .;$ ! :,til bh~ I g I IJV: 

I 

,J 

il 
._, 

......, 

-../ 

.._ 

-..1' 
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Chapter Fourteen. 

Enharmonic Chordal Substitutions ......, 

'- The following chords (highlighted within boxes) appear in the order they were introduced in this text. Enharmonic 
_, substitutions for each one of these chords appear in the order they were introduced as well. Chords include the basic 

"-' 
four-part chords and all the chords introduced in the tension chapters. To the left of each chord is the tension chapter 
where that chord can be found. Additional enharmonic substitutions of the same voicings that have not been ......, 
introduced to this point will be examined in the Additional Enharmonic Chordal Substitutions chapter. 

This chapter will include the Substitute Vth chord for eacr dom7 chord introduced as well as the most common 
........ relative major and minor situations. Some of the more incomplete voicings will receive additional notation for the 
........ same root to the right of that chord in parenthesis. A more in-depth a.qd organized approach to relative major and 

minor chords can be found in the Relative Major- Minor chapter. .._., 
I 

Tension I major7 j ........ 

Chapter c E G B ....... 

Cmaj7 1 3 5 7 
(9) A-9 b3 5 ~7 9 '-

(9 & 13) D7sus4(13/9) ~7 9 4 13 
(9 & 11) Fmaj7(# 11/9) 5 7 9 ! ] 1 ,. 

I major7bsj ' 

c E G~ B 

Cmaj7b5 1 3 bs 7 
(9) A-6(9) b3 5 6 9 
(9) Sub V~Ab7#5(#9) 3 #S b7 #9 

(9 & 13) 07(13/9) b7 9 3 13 
.....,. (11) F#-7b5(11) b5 b7 1 11 

J major7#S I 
c G# B .......... E 

Cmaj7(#5) 1 3 #S 7 - (9) A-maj7(9) ~ 3 5 7 9 
(9 & 11) F#-7b5(11/9) bs b7 9 11 
(9 -1 1-13) SubV ~ 07(13/" ll/9) p 9 #ll 13 

Ab7(#91#5) 3 #S 1 #9 

~ 

........ 

"-

'--

....... 

"-

'-" .,..,. 
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~ ......--
_, 

_, 
I minor71 

E b Bb 
~ c G 

C-7 1 b3 5 b7 
E~6 6 1 3 5 

(9) Abmaj9 
~ 5 7 9 .) 

(9) F9sus4 5 ~7 9 4 
(9 -11 ) F-7(9/il ) 5 ~7 9 11 
(9-1 1-13) Dbmaj7(9/~ ll/13) 7 9 #11 13 
(9-1 1-13) Bb-rnaj7(13/ll/9) 9 11 13 [Bb 7sus4(1 3/9)] 
(9-11 -13) Sub V ~ F#7(13/~ ll/~9) #11 13 b9 ... 

.) _,., 
C7f9 (C-7) 1 

~~ 5 ~7 1 

(dom/alt9) Sub V ~A 7 5(alt9) #9 ~7 ~9 
'-' 

Eb 13 (Eb6) 13 3 5 
,./ 

l minor7bs l -' 

c Eb c ' Bb 7D 

C-7b5 b3 bs b7 
Eb-6 6 I b3 5 

(9l SubV~Ab9 " 5 b-; 9 :-
(9 ) D7(b 91#.5J b7 b9 

.... ~~ :· :r-
(9) F7sus4(p9) 5 ~7 b9 4 

( 11) G~6(# ll ) n 11 6 1 3 
(9 -11-13) D~-maj7(911 1/ 13) 7 9 11 13 
(9- 11-13) B~-7bscb 1311119) 9 11 bl3 1 
(dom/alt9) Sub V~Al3b5(a1t9) #9 ~5 13 b9 

Eb13(#9) (Eb-6) 13 #9 5 

I m inor7#S I 
c E~ Gu Bb Tf 

C-7( #5) 1 b3 ~; b7 
(9) Bb9sus4 9 4 I 

( ll l ReJ ~ F-7(l l l 5 b7 b3 I l 
Ap (add9 ) 3 5 I 9 

(1 1) Eb-6(11) 6 1 I i 5 (Eb 13sus4) 
(9 -13) Sub v~ D7b5(b 13/b9) b7 b9 bs bl3 (D7(b9/alt5) 

.... <: I 9 Ab9 ,) -
(9-11 ) Gb6(H ll/9) ~ 11 6 9 3 

(9 - 11 - 13) SubV ~ Gb 13(~ ll/9j ~ ll 13 9 3 
_, 

.. 
C7(~9/f5 \ J 119 ~5 b7 :t 

I minor6 ! refer to minor7b5 

I major6 l refer to minor7 

._; 
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\,._, 

'-" 

'-' 
jdom7 1 

c E G Bb 
........ 

Sub V C7 1 3 5 b7 \..., (9) ~F~7(b91~ 5) bs ~7 b9 3 
'- (11) G-6(11) 11 6 1 b3 
'-' 

(9-11-13) Sub V~B~7(1~1#1119) 9 #11 13 1 
E7#5C# 111#9) #5 1 #9 # 11 [E-7b5(~ 13)] ......., (9- 11-13) Bbmaj7(13J# 11/9) 9" # 11 13 1 [B~6b5(9)] 

"-' (9-11-13) D-7~5(b 13/9/11) b7 9 11 b13 
(dornlalt9) Sub V~A?(alt9) #9 5 ~7 ~9 ....... 

Eb 13(~9) 13 ~9 .... 
5 _, .._.. 

......., 

'-' 
I dom7#SI 

G# B~ c E 
'-' 

SubV~C+7 1 3 #5 ~7 
(9) Fr~5(9) b5 b7 9 3 

........ (9) Sub V ~B 9(b5) 0 ~5 ~7 1 [Bb-7b5(9)] / 

(9- 11- 13) E7(alt5) #5 1 ~ bS ....... _, 
(11 ) F-maj7(11) 5 7 ~3 11 
(11) D~-maj7(6) 7 b3 5 6 - (9-13) D-7~5(b 13/9) ~7 9 bs ~13 

(9- 13) Sub V ~ D?~S(b 13/9) b7 9 bS b13 [D9(#51b 5)] 
Ab9(#5) 3 #S / 1 9 

I dom7~SI 
Gb Bb c E 

SubV~C7~5 I .... b5 b7 j - FrbS bs b7 1 3 
(9) Sub V~A 9(#5) 3 #5 1 7 9 p , 

(9) D9(#5) b7 9 3 ~~ (11 -13) G-maj7( 11/6) 11 6 7 
........ (ll-13) D~-m~j7(1116 ' 7 b: I J 6 

(dornlalt9) Sub V ~ Al3{alt9) #9 5 u p<;J 

(domJalt9) Eb 13(alt9) 13 ~9 #9 5 

ldom7sus4l 
c F G Bb 

._, C7SUSL l ~ 
-t 5 b7 

(9) Rei ED6(9 ' 6 0 ,.. 
5 ~ 

~ C-7(11) 
/ 

(11 ) 1 11 5 b7 ..._ 
(11) Rei ~G-7(11) 11 b? b3 

Bb6(9) 9 5 6 1 
.......... (13) D~maj7b 5(6) 7 3 bs 6 

(9- I 3) Rel ~Abmaj7(9/6) 3 6 7 9 .._ 
F-7(1119) 5 1 9 11 [F9sus4] 

(1 1-13) D-7b5(~ 13/11 ) b7 b3 1 : b13 
(dornlalt9) Sub V~A+7(alt9) #9 ~5 b7 b9 

Eb 13(9) 13 9 3 5 
'-' SubV ~ E7(alt9/alt5) u- b9 #9 bs ,, ) 

'- Bb9(13) 9 5 • 13 1 
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I dimin.7 l 
c E~ Gb Bbb 

C 0 7 1 ~3 ~5 b~7 
E~ 07 ~b7 1 ~3 ~5 
A 0 7 ~3 ~5 ~~7 I 
G~ 07 ~5 ~b7 1 b3 ......... 

(9) D7~9) ~7 ~9 3 5 
(9) F7( 9) 5 ~7 b9 3 
(9) A~ 7(b9) 3 5 b7 b9 

._... 

(9) B7(~9) b9 3 5 ~7 _, 

"-" 

,_, 

I minor (maj7) I 
c Eb G B 

C-maj7 l b3 5 7 
(9) A-7b5(9) b3 ~5 ~ 7 9 

(9-13) D7sus4(131b9) b7 b9 4 13 
(9-l l) Sub V~F7(# 1119) 5 b7 9 #11 

B7(#51b9) b9 _') #5 1 

I major7(9) I 9 for 1 I drop 2 {3 5 7 9} ... refer to mi •. 

c E B D 

(9) Rei ~Cmaj9 1 3 7 9 
A-(1119) b3 5 9 11 

(9-13) Sub V~Ab 7b5(b 131#9) 
,., 

b13 #9 b5 [Ab 7(#91alt5)] :; 

D7(1319) ~ 7 9 13 1 
(11-13) Fmaj7(131# 11) 5 7 #11 13 
(1 1-13) F#-7b5(b 13111) bs b7 11 ~13 

lmajor7b5(9) I 9 for I I drop 2 { 3 b 5 7 9} refer to major6(9) _,_, 

Ninth(no3) {I b5 7 9} refer to dom7~ 5(#9; ....., 

j minor maj7(9) I 9 for 1 I drop 2 {b3 5 7 9} refer to major7#S 
_, 

c E~ B D 

(9) C-mai9 1 ~3 I 9 
(1 1-13) Sub V~F7(13t#ll ) 5 b7 # 11 13 
(dom/alt9) B7(alt91 b9 3 #9 

I minor7(9) I 9 for 1 I drop 2 {b 3 5 b 7 9} refer to major7 

c E~ Bb D -
(9) Rel ~c-9 1 b3 b7 9 

~Ebmaj7(6) 6 l 5 ~7 

(13) Fl3sus4 5 b7 4 13 
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........ 

'-" 

........ 

....... I minor7b5(9) I 9 for 1 I drop 2 fb3 ~5 ~7 9} refer to min. maj7 
Ninth(no3) { 1 bs ~7 9 } refer to dom7#S 

...... 

"- I major6(9) I 9 for 1 I drop 2 { 3 5 6 9} refer to dom7(sus4) 
....... c E A D 
v 

(9) Rei C6(9) 1 " 6 9 .) 
......... 

(9) ~ Bbmaj7b5(9) 9 bs 7 " _, - Am(11 ) b3 5 1 11 
._, (13) Rei ~Fmaj7(6) 5 7 3 6 

D-9 b7 9 5 1 (D9) 
(13) Ft-7~5(b 13) I - b7 b3 bl3 £') 

(9-13) Sub V ~A 7b5(~ 131b9) .... bl3 b9 bs .) 

D9 ~7 9 5 l 
(9-ll ) G-6(1119) J 1 "' 0 9 5 (G7sus4(1319)) 

I minor6(9} I 9 for l/ drop 2 {b3 5 6 9} refer to major7b5 

c Eb A D 

(9) C-6(9) I b3 ..6 9 
(13) SubV~F13 5 ~7 3 13 

(dornlalt9) B7(alt9) b9 3 b7 #9 

laom7(9)l 9 for 1/ drop 2 { 3 5 b 7 9) refer to minor7b5 

c E Bb D 

(9) SubV S C9 ! 3 b7 9 
(11) CF#+7C# 11)) F~7(alt5) bs b7 3 #S 
(9) , .Sub'[ ~D7ti.5(91 ~7 9 Its J 

(9-13 ) I (A~ 7~ 5(j, l3/9))Ab9! alt5 1 3 ~5 L' p ·\ 7 _, 

(11} Sub V ~E+7(~ 11) #S 1 # 1 J b7 {E-7b5(~ 13)} , 
I Bb9b5 9 bs 1 ... {B~maj9b5} .) 

(11) G-6(1 ! ·1 11 6 b3 5 
(11- 13) r-maj7(, 116 ) : ll f: 

I dom7(b9)! 9 for 1 I drop 2 {3 5 b 7 b9 } refer to dimin.7 
--' c E Bb D~ 
....... 

Sub V~C7Cb9) .., 
~7 

I 

(9) l .J ~9 
(11) F~7(#JI ) #I J b7 1 5 ........ (13) Cn-rnai7(6J 7 93 6 

I• "' 

b9 ( dorn!alt9) Sub V ~A 7(alt91 ~9 5 .., 
'-" .) 

!3 ! Q 5 ~7 Eb13(b9i P ~ 

,_, 

\..... 

'--

..... 
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(9) 
(9-1 3) 
(9- 11) 

(9) 
(13) 

(9-13) 
(dom/alt9) 

(9) 
(1 3) 
(9) 

(9-11 ) 
(ll -13) 
(9- 11 -13) 

ldom7(#9) I 9 forll drop2 {3 5 ~7 #9} 

E G B~ D# 
Sub V~C7(#9) 3 5 b7 #9 

F# 1 3(b9~ b7 b9 3 13 
SubV~A7(#111 9) 5 b7 ~9 #11 

Eb(p9) b9 3 5 1 

9th(no 5) voicing ....... C E Bb D# 
Sub V~C7(#9) 1 3 b7 #9 FD 13(b5) ~5 b7 3 13 

D!J-maj7(619) 7 I ..., 6 9 p .) 

Sub V~A7(#1llalt9) #9 5 b9 #11 
Eb 13(b9) 13 b9 5 1 

I dom7p5(9) I 9 for 1 I drop 2 {3 ~5 b7 9} refer to dom7#5 
Ninth(no3) { 1 bs b 7 9 } refer to dom7#5 

I dom7~S(b9) I 9 for 1 / drop 2 {3 bs b7 b9} referto dom7 

9th (no3) chord voicing not available unfil triad over bass chapter: 
C7(b91b5) { 1 bs b7 ~ 9} = GbiC 

I dom7bS(#9) I - 9forlldrop2 {3 b5 b7 #9} 

E Gb Bb D# 
Sub V~C7(#91b5) ... I - b7 #9 ..) p) 

F#13 . b7 1 3 13 
Rei ~Emaj9b5 1 9 bs 7 

Ci -6(11/0 ' I " 1' 0 r:· r.: .. 

B~ -7b5 (~ 13/11) 115 bl 3 I 11 
Sub V~A7(131# l llb9) 5 13 b9 # 11 

·Eb 7(alt9) ~9 #9 5 1 

ldom7#5(9) I 9 for 1 I drop 2 { 3 #5 b 7 9} refer to dom7b5 
Nimh wirlz omwed 3rd chord voicin~ { 1 #5 b 7 9} refer to dom7(9) 

j dom7~5(b9)1 9for l/cirop 2 (3 #5 b7 b9} referro minor7b5 
Ninth with omitted 3rd chord voicing not available. 

j dom7~5(#9l I 9 for 1 I drop 2 {3 #5 b7 #9} refer to major7b5 
Ninth with omitted Srd chord voicing not applicable: { l #5 b 7 #9} forms an 
incomplete dominant sound. This voicing will appear later in a dominant capacity. 

104 

._,; 



-

-
(11) 

'- (1 1) 
(13) 

(dornlalt9) 

(11) 
(9-11-13) - (9-11-13) 

~ 

<dom/alt9) -
'-

'---

...... 

(11 ) 

- (11-13) 
(dom/alt9) 

- (domlalt9) 

'-' 

'-' 

-

I dom7sus4(9) I 

j dom7sus4(~9) I 

I major7(#11) I 

9 for 1 I drop 2 {4 5 ~7 9} refer to minor7 
Ninth(no5) voicing { l 4 ~7 9} refer to minor7#5 

9 for I I drop 2 {4 5 b7 b9 } refer to minor7b5 

11 for 5 { 1 3 7 # 11 } referro rnajor7b5 

11 for 3 { 1 5 7 # 11 } ; no enharmonic substitutions through the tension chapters. The 
relative minor forms a model dorian voicing: 

Re1 

Cmaj7# ll 
A-7(1 319) 

11 for 1 { 3 57# 11} 

Cmaj7(#11) 
C#-7b5(11) 

~Gmaj7(6) 
Em(9) 

Sub V~Eb+7(alt9) 
A7(13/9) 

Jmajor6(# 11) I 

c 
1 
b3 

E 

3 
b3 
6 
1 
b9 
5 

G 

5 
b7 

G 

5 
~5 
1 
b3 
3 
b7 

B 

7 
9 

B 

7 
~ 7 
3 
5 
#S 
9 

11 for 5 { 1 3 6 ~ 11} refer to minor7b5 

11 for 3 { 1 5 6 # 11 } c G A 

C6(# 11) J 5 6 
E-7 ~5(b 13/ 11/9 i b13 ~ 3 11 

Sub V~EP(l3/~ I1/~9) 13 -. # ll .J 

A7(131#9) '-i] ~7 l 
Sub V~F~7(~ 1 J/a1t9) b9 #O. 

C13(#1 1) 1 5 13 

11 for 1 { 3 5 6 # 11 } E G A 

C6(# II ) 3 5 6 
C~-7b5( b 13111 ) b3 I - bl 3 p) 

Sub V~Eb. 7b5 (alt9) b9 3 bs 
A l 3 5 ~ 7 1 

Sub V ~ F#7(a1t9) b7 b9 #9 
C13(# 11 ) 3 5 13 
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F~ 

# J 1 
13 

F# 
#11 
11 
7 
9 
#9 
13 

F; 
~11 
9 
#9 
13 
1 , 
~ 1 1 j! l 

pi! 
ff 

#11 
11 
#9 
' " l .J 

I 
# 11 

(A-7(13)) 



(11) 

(11 ) 
(dorn!alt9) 

I rninor7(11) I 
11 for 5 { 1 b3 b7 11} refer to dom7sus4 
11 for 3 { 1 5 ~ 7 11} refer to dom7sus4 
11 for 1 {b3 5 b 7 11} refer [ 0 minor7#5 

j minor6(11) I 
11 for 5 { 1 b 3 6 11 ) refer tO dom 7 
11 for 1 {b3 5 6 11} refer 10 dom9 

j minor maj7(11) j 

11for5 {1 b3 7 l1}refertodom7(#11) {1 5 b7#11} 
11 for 3 { 1 5 7 1 J } unique ... no :;ubscitutes 
11 for 1 {b3 5 7 11} refer to dom7#S 

I dom7(#11) J 

11 for 5 { 1 3 ~ 7 i ll } referto dom 7b5 

11 for 3 { 1 5 b 7 # 11 } C G B~ 

Sub V~C7(#11 ) 1 5 b7 
F#7(b9/b5) bs b9 3 
G-maj7(1 1) 11 1 b3 

Sub V~Al3(alt9) #9 b7 b9 
E~ 1 3(~9) 13 3 5 

·' 

11 for 1 { 3 5 b 7 # 11} refer to dom7(b9) 

I dom7~5(t 11 )! 

11 for 3 { 1 # 5 b 7 # l J } refer to dom9 
11 for 1 {3 #5 b 7 ~ 11) refer to dom9 

lmajor7(6)! 

6 for 5 { L 3 6 7 i refer to major7(#1ll 
6 for 1 {3 5 6 7} reier tO major6(9j 

I major7~5(6) I 
6 for 1 i 3 h 5 6 7} refer to domisus4 

I minor maj7(6) I 
6 for 5 { l b3 6 7} refer tO dom7(#11) 
6 for 1 {b3 5 6 7 } refer lO dom7~5 
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....... 

'-' 

'-' 

'-' I minor7~ 5(~ 13) I 
'-" 13 for 5 { 1 ~3 ~ 7 b 13} refer to minor7#5 
._ 13 for 1 {~ 3 ~ 5 ~ 7 ~ 13} referto maj6(9) 

........ 

......... 
jdom7(13) I 

"-' 
......... 13 for 5 { 1 3 b 7 13} refer to dom7~5(#9) 

13 for 1 {3 5 ~ 7 13} refer ro min6(9) 
'-' 

......... 

........ I dom7b5(13) I 
13 for 1 {3 bs b 7 13} refer to dom7(#9) 

13 for 3 { 1 b5 ~7 13 } c Gb Bb A 

(13) Sub V C13b5 1 ~5 b7 13 ~ F#7(#91~5) bs 1 .... #9 .) 

(9-11) G-maj7( 11/9) 11 7 j ..., C) p .1 ' . 
b5 - (9-11-13) E-7!75(h 13/11/9) b13 9 1 J 

(9-11-13) Sub V~Eb7(131#111#9) 13 #9 5 #11 
(dom/alt9) A13(alt9) #9 . 13 b9 1 

.._/ 

ldom7sus4(13) I 
13 for 1 { 4 5 ~ 7 13} refer to minor7(9) 

13 for 5 { 1 4 b7 13} c F Bb A 

(13) (13sus4 I 4 b7 13 
(9-11) Rei ~G-7(11/9) 11 b7 b3 9 

Bbmaj9 9 5 7 
(9-ll ; Et)6(~ 1 1/9' l 0 : 

~~'1' ... 

~I i (9-11 - 13 ) Sub V ~Eb 7(13!~ 11/9) 1 ... 9 5 .t.> 
(dom/alt9) A+ 7(alt9) #9 #S b9 1 

I major7(9/6) I - { 3 7 9 6} refer ro dom7sus4 

! minor maj7(9/6) I 
{b3 6 7 9} refer t.odom7(#9) 

lminor7b5(b 13/9) I 
{b5 b7 9 bl3} refertodom7#5 
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(9-!3) 
(9- 13) 

I dom7(13/9) I 
{3 b 7 9 13} refer io maj7~ 5 

I dom7(13/b 9) I 
{ 3 b 7 b9 13} refer to dom7(~9) 

I dom7(131#9) I 
{3 ~7 #9 13} E Bb D# 

Sub V~C13(#9) 3 b7 #9 
F# 13(#9) b7 3 13 

ldom7(b 13) with 9, ~ 9,or #91 
refer to dom7~5 with 9. b9 . or ti9 

• l• 

ldom7b5(13) with 9, ~9, or #91 

refer to three tensions as dom7 with: 
(91#11113), (b91#11113), or (#91#11113) 

I dom7b 5(~ 13/9) I 

A 

13 
#9 

{3 ~ 5 9 bl3} refer todom7(9) {l 3 ~7 9} 
{b5 b7 9 bl3} refer todom7(#5) 

I dom7~5(b13/b9) I 
{ 3 b 5 b 9 b 13 } refer to maj6(9) { 1 3 6 9 } 
{b 5 ~7 b9 ol3} referto rnin7(#5) 

1 dom7b5(~ 131#9) I 
{3 p5 #9 bL1} refer to maj7(9) {I 3 ? 9} 

I dom7sus4(13/9) I 
{ 4 b 7 9 13 J refer ro major7 

I dom7sus4C13/b 9) I 
{ 4 b 7 b9 13} refer to minor m aj7 
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-..__ 

v 

'-"' 

'--" I major7(#1119) I 
'-' { 3 7 9 ~ 11} refer to major7~5(9) 

{ 5 7 9 11 } refer to major7 

'-

"-' I major6(# 1119) I 
"-" -...._, 

{ 3 6 9 It 11} refer to minor7#S 
{ 5 6 9 i 11} refer to dom7sus4(13) 

'-

....... I minor maj7(1119) I 

._, 
{b3 7 9 11} refer to dom7b5(13) 

........ 

......... I minor6(11/9) I 
{ ~ 3 6 9 II} refer to dom7~5(#9) 
{ 5 6 9 11 } refer to maj6(9) 

I minor7(11/9) I 
{b3 b7 9 11 } refer to dom7sus4(13) 
{ 5 ~ 7 9 11 } refer to minor7 

I minor7b5(11/9) I 
: {b s b7 9 11} refer to major7#S 

I dom7(#1119) I 
{ 3 b 7 9 ~ 11 } refer to dom7b5(9) 
f 5 I, 7 9 : 11 } reff:r to minor maj7 

I dom7(~ liJb 9) I 
'-"' D b 7 ~9 i 11} referto dom7b5(b9) 
~ 

{ 5 b 7 b9 ,1 1} refer to dom7(#9) 

'-

......... 

........ 

"-' 

""" 
'-

'-' 
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( 9-l 1 ) 

(9- l 1-1 3 l 

I dom7(# Ill#9) I 
{ 3 ~ 7 #9 # 11 } refer to dom7~5(#9) 

{5 ~7 #9 #11} G B~ D# 
Sub V~C7(#111#9) 5 ~7 #9 

F# 13(~9) . b9 3 13 
Sub V~A7(131#11/b9) ~7 b9 # 11 

Eb(#9) " 5 1 .) 

I major7(#1116) I 
{ 3 7 # 11 61 refer to major7~5(6) 
{5 7 nll 6} refer to major7(9) { 1 3 7 9} 

I minor maj7 ( 11/6) I 
{b3 7 11 6) rerer lo dom7b5 
{ 5 7 11 6 J refer to dom7(9) { 1 3 ~ 7 9} 

I dom7(131# 11) I 
{ 3 ~ 7 # 11 13} refer to dom7b5(13) 
{ 5 b 7 ~ 11 1 3) refer to minor maj7(9) 

I minor7b5(b 13/11) [ 

{b3 b7 II b l ~} re[er to dom7sus4 
{~ 5 ~; l l b ! 3 i refer to ma,ior7(9 ' 

lmajor7Cl3J: 11/9) I 
{ 7 9 ~ II 1:, 1 refer l0 minor7 
{ l 9 1.1 1 U I refer to dom7 
{ 3 9 ~· 11 13} refer to ma1or6(!i 11/9) 
i :" 9 # ll 131 refer 10 m~jor6Ct 11/9) 

!minor maj7 (13/1119) I 
{7 9 1! l3freferto minor7b 5 
{ I 9 1 I 13 } refer lo minor? 
(b3 9 ll 13} referto minor6(11/9) 
{ 5 9 11 1:~ I refer to minor6(ll/9) 

llO 

F# 

#11 
1 
13 
#9 



-

-

(9-11-13) 

(9- 11 -13) 

I minor7~ 5(~ 13/11/9) I 
{1 9 11 ~ 13} refer to minor 7~5 
{~3 9 11 ~ 1 3} referto major6(#11) 
{~5 9 11 ~ 13} refer to dom13(~5) 
I~ 7 9 11 ~ 13 } refer to dom7 

I dom7(131#1119) I 
{ 1 9 #II 13} refer to dom7 
{ 3 9 #11 13} refer to minor7#5 
{ 5 9 #11 13} refer to dom7sus4(13) 
{b 7 9 #11 13 } referto major7#5 

j dom7(131#111~9) I 
{3 b9 #11 13} refer ro minor7 
{ 5 b9 #J t 13} refer to dom7~5(#9) 
{~ 7 b9 #11 13} reter to dom7(#1II#9) { 5 b 7 #9 #Ill 

{ 1 b 9 #11 13} C D~ F# A 

Sub V~C7(131#11/~9) 
'-F#(#111#9) 

Sub V~E~7(131# 111#9) 
'-A13(#9) 

j dom7(13/i ll!#9) I 

1 ~9 
#11 5 
13 b7 
#9 3 

·'{! #9 # 11 13} not applicable 
{3 #9 #11 13} referto major6(#11) 
f 5 !9 ~ J t J 3 f refer to doml3(~ 5 ) 
{b7 #9 #11 13} rererto dom7(131#111~9) 

I dom7talt9) I 
{3 b7 ~ 9 #9} refer to minor6(9) {I b3 6 9} 
{1 b7 b9 #9) refer ro major6(#11) {3 5 6 #I J} 
{ 5 b 7 b9 G9} refer to dom7 
{3 5 ~ 9 #9} referto dom7(#11) {3 5 ~7 #Il l 
{1 3 ~9 #9Jreferto minormaj7(9) {l b3 7 9} 
{ ~ 5 ~ 9 #9} refer to ciom7~ 5(# 9) 

! dom7(Ul/alt9J I 
{~ 7 b9 ,9 ~ 11} refer to minor7 
{3 b9 #9 #11 } refertomajor6(#11) {3 56 #11 } 
{l b9 #9 #.11 } refer tomajor6(#11) {1 56 #11} 
{5 b9 #9 ~11} referto dom7(#9) {~ 3 b7 #9} 
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(dom/alt9) 

I dom7(b 13/alt9) I 
{ 3 b 9 #9 b 13} referro major7(# 11) 
{b7 ~9 #9 bi 3} refertodom7sus4 
{ 1 b9 ~9 b 13} refer to dom13sus4 
{ 5 b9 #9 b 13} not applicable 

1 dom7(13/alt9) I 
{ 1 b9 #9 13} refer to dom13(b5) 
{ 5 b9 #9 13} refer to dom7b5 
{b7 b9 #9 13 } referto dom7(#11) { I 5 b7 #11} 

{ 3 b9 #9 13 } E Db D# A 

Sub V~Cl3(al t9) 3 b9 #9 13 
""- F# 13(#9) b 7 5 13 #9 (F#-13) 

I dom7(alt9/alt5) I 
{b9 #9 b5 #5} refer to dom7sus4 

l dom7(131# ll/alt9) I 
{b9 #9 # 11 13} referto minor7b5 
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Chapter Fifteeno 
Additional Enharmonic Chordal Substitutions 

Up to this point. our enharmonic chordal substitutions have been produced by tension addirions. dorninant Sub V 
chords, and relative major and minor chords. By relaxing some of the rules established through the tension addition 
chapters, additional chordal substitution possibilities can be added to our previously established voicings. Though 
some of these substitmions will produce .. incomplete:" voicings. they might prove moreeffectivein certain situations 
than a more complete chord voicing. 

Aiong with t.hese iPcomplete voicings. rwo additionai voicing types that were previously omitted will be examined ; 
dominant 7th chords with a natural 5th and tension~ 13. though its Sub V will not be examined, and tensions 9 & 
11 on a min7~5 chord. 

At the end of this chapter the "incomplete" Sub V chords that were produced by their Sub V relation to the dominant 
cnords presented in the rension addition chaprers wili be displayed. 

I major 7b5 ! 

Cmaj7h5 
E9(b 131 
B sus4(b9) 

I major 7#5 j 

Cm~j7 (# 5) 
E7([, 13) 
B 1 3sus4(b9) 

I minor 71 

C-7 
G-7#5(11 ) 
B~ 75us4(13/9 i 

~ - 7 #- I 
!UOITI :-:; 

C7#5 
Eb 13su:;...;., [,'-; J 

c [ 

.., _., 

bl? 
~9 4 

c E 
.... 
~ 

b13 1 
b9 4 

~ 

L 

I b3 
11 #5 
(' 

/ • .., 

-..--
;:_ 

3 
l.--; ~~ 
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G~ B 

~) 7 
9 5 
5 1 

G# B 

#5 7 
3 5 
13 1 

r ,. 
u .1..> ~· 

5 b7 
1 b3 
l? I {B~ -r.laj7(13111!9)) 

G); 
~ B~ 

~5 b7 
4 5 



I dom7bs l 
c E G~ B~ 

C7b5 1 
..., bs b7 .) 

Bb9(alt5) 9 bs #S 1 (Bb-7b5(b 13/9)) 
_./ 

E9(alt5) #5 1 9 bs (E-7bscb 13/9)) 

j major7(9) I 
c """ B D ...,; 

Cmaj9 1 3 I 9 I 

E7(b 13) b13 5 b7 

...., I minor maj7(9) I 
c Eb B D 

C-maj9 J b3 7 9 
Sub V~Dl3(b9) ~7 ~9 1:3 1 

A~ 7(# ll/~ 9 l ~ 5 ~ 9 a II -
b3 bs 

.. 
A-7b5 9 11 

J minor7(9) I 
Eb Bb c D 

C-9 1 b3 b7 9 
Sub V~D7(b91#5) b7 b9 , #S 1 

Ab9(# 11) 3 5 9 #11 (AbC# 11/9)) 

I major6(9) I 
c E A D 

C6(9) 1 
..., 
_1 6 9 

E-7~5(11) #5 I ! b7 

I minor6(9) I 
E~ c A D 

C-6(9) I .., 
6 9 ~ -' 

Sub V ~ D7(b9) i-7 I I' 
p ;l ' i 

Ab 7(# lllb9) 3 5 b9 ~ 11 
A-7b5(ll ) ; ..., ' - 1 11 P.' 0~ 

Ebmaj7b5(6) / 

i bs 7 0 

I dom7(b9) I 
c E B:, Db 

C7(b9) 1 
..., b7 b9 ,:. 

Bb-7b5(9) 9 I - b3 p) 
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'-" 
.,_ I dom7(#9) I 

c E Bb D# '--" 

C7(#9) 1 
.., 

~7 #9 ;) 

A~7(h 13/9) 3 ~1 3 9 5 
Bb-7b5(11/9) 9 bs 11 

........ 
I dom7b5(#9) I 

E Gb B~ D# 
C7(#9Jb5) 3 bs ~7 #9 

.......... Ab9(~ 13) b13 b7 9 5 

I major 7(# 11) I 
c G B F~ 

Cmai7(~ II ) 1 7 # 11 L -- B7(:,~13i~9) ~9 b13 5 
~ G B F~ .c i'r 

Cmaj7(#11) 3 5 7 #11 
F#7sus4(b9) b7 b9 4 1 

I major 6(# 11) I 
c G A F# 

C6(# 11) 1 5 6 #11 
G-mai7(11/9) 11 ! 9 7 
B7(~ i3/~9) . b9 bi3 bl 5 

E G A F'' ~ 
Ct·;; ~ 1 i 3 = 6 t ; l -

Relative ~ Enlll/9) b3 
,, 

(E-7b 5(11/9)) l l 9 
Gmaj7(9/6) 6 I 9 7 (G-maj7(9/6)) 

I minor maj7(11) I 
c G B F 

C-maj7(l1) l : . ! 1' • 1 
'-' 

E7!b 13/all9) ~13 llg b9 J 

A-7~5(9) b3 ~7 q #5 - Sub V ~ B7(p9/alt5) b9 !5 1 1:>5 
' ""'-. F9( ~ 11) 

,, 
5 C) lt ! l (FC¥ 1!19)} I -

....... 
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I dom7(#11) I 
c G B b Ff. 

-" 

C7(# 11) 1 5 b7 #11 
E-7b 5(b 13/9) bl3 b3 bs 9 

.-/ 

E G B b F# 
C7(# l ll " 5 b7 #II .) 

E-7b.5(9) b3 b5 9 '-' 

__, 

'-" 

I dom7~5(13) I 
c Gb Bb A 

._, 

C l3(b5) 1 b5 b7 13 
D7(b 13) b7 

,., 
bl 3 

-...1' _, 5 

I dom7!'us4 (13) I 
c F B~ A 

Cl3sus4 1 4 b7 13 
D7Cb 131#9) b7 #9 b13 5 

@om7(13f#9) I 
E Bb D# A 

Sub V ~Cl3(#9J { b7 #9 13 _, 

Ff 13( #9) b7 3 13 ~ i 1 Sub V ~ E 7(~ 111b9) ' o 5 1 ll/ 

A 7(#,111b9) '· ~ 9 ~ 11 1 

acm7(1 .3/t ll/~ 9) ' 
c Db F~ A 

C7(131# 111b9) b9 :! ! I 13 
F7(b I 3/b 9l .;: ~ 1 3 ~ (: -> - -

I dom7(l3/alt9) I 
E D~ D~ A 

Cl3(alt9) 
.... 

b9 ~ 9 13 _"'I 

E-maj7( ! 1/6) l ~ 7 1 1 
D~-7~5(9) b3 1 <) ~5 

Sub V ~ E~ 7(b,9/b5) D9 1 - I b) r · 
A7(~11 ) 5 3 ~I I I (A(#ll) \ ,, ,, 
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Incomplete Sub V Chords 

This is a list of the dominant Substitute V chords that were introduced in the tension chapters by only their Sub V 
relation and not by tension additions. Some of these voicings appear quite incomplete and might not prove very 
useful in dominant situations. The list will be in order of the Sub v· s appearance through the tension chapters and 
will include the original dominant chords that produced the Sub V chords and the original chords that introduced 
the voicings. 

Sub V Chord 

1 C7(alt5) { 1 3 ~5 #5} 

2 C7~5(b9) {1 3 ~5 b9} : 

3 c7~5(9) { 1 3 b5 9} 

4 C7b5(#9) {1 3 b5 #9} 

5 C9(#5) { 1 3 #5 9} 

6 C9(#5) {1#5 \,7 9} 

7 C9 { 1 3 5 9} 

8 C9 {1 5 b7 9} 

9 C7(13/9) {1 b7 9 13} i 
10 C+7(b9) {1 3 IS b9} 

I 
I 

11 C7(b9) {1 3 5 ~9} 

12 C13(~9) { 1 3 b9 13} 

13 C7(#51#9) {1 3 #5 #9} 

14 C7(#SI#9) { 1 b7 #5 #9} 

15 C7(#91alt5) { 1 ~5 #5 #9} 
I 

16 C7(#9) { 1 5 b7 #9} 

17 C7(#111#9) {1 5 #9#11} 

18 C7(#9) { 1 3 5 #9} 

19 C13(#9) { 1 3 #9 13} ' 

20 C13(#9) { 1 ~7 ~9 13~ 
I 

21 Cl3(b9) {3 5 b9 13} 

22 C13(#11) {3 5 #J I 13} 

23 C13(~9) {5 ~7 b9 13) ; 

24 C13 {1 3 5 13} 

25 Cl3{15b713} 

26 Cl3(#11) {1 5 #11 13} 

27 C13(~9) { 1 5 ~9 13} 

28 C7(13/9) {5b7 913} 

29 C7(13/9) {3 59 13} 

30 C7(131#9) { 3 5 #9 13} 

31 C7(131#9) { 5 b 7 #9 13} 

32 C7(13/9) { 1 5 9 13} 

33 C7(131#9) { 1 5 #9 13} 

Original Dom Chord 

F#9(b5) {1 ~ 5 b7 9) 

F#7(#11) {1 5 ~7#11} 

F#+7(#11) {1#5 b7#11} 

F#13(b5) {1 b5 b7 13} 

F#7~ 5(~ 13/9) {~ 5 b 7 9 ~ 13} 

F#7b5(bl3/9){3 b5 9 b13} 

F#7~5(b 13/b9) {b5 b7 b9 b 13} 

F#7bscbBib9){3 b5 ~9 b13} 

F#7b5Cb 131#9) {3 b5 #9 b 13} 

F#7(91# 11) { 5 ~ 7 9 # 11 } 

F#7(b91# 11){ 5 b 7 b9 # 11 } 

F#7C#91# 11) {5 b7 #9 # 11} 

F#7 (91# 11/13) {b 7 9 # 11 13} 

F#7(91# 11/1_3) { 3 9 # 11 13} 

F#7(91#11113) {1 9#1113 } 

F#7Cb91#11113) {3 b9 #1113} 

F#7(~91# 11/13) { 1 b9 # 11 13} 

F#7Cb91#11113) {h7 h9#1113} 

F#7C#91# 11113) {~ 7 #9 # 11 13} 

F~7(#91# 11/1 3) { 3 #9 ~ 11 13} 

F#7(alt9) { 5 b 7 ~9 #9} 

F#7(alt9) { 1 ~7 ~9 #9} 

F#7(alt9) 13 5 b9tt9f 1'! " ~ } I J 

~ 
., 

F~7(alt91#11) (~t b9;9 #II} 

F#7(alt91#11) {3 b9#9 #11} 

F~7(alt91# ll) { l b9 #9 # 11 } 

F#7(alt9/ff11) {5 b9#9 #11} 

F#7(alt9/b 13) { 3 b9 ~9 b 13 } 

F#7(alt9/~ 13) ·{b7 !,9 #9 J:, 13) 

F# 13(alt9) {b 7 b9 #9 13} 

F# l3(alt9) {3 b9 #9 13} 

F#7(alt9/alt5) {b5 #5 b9#9J 

F#l3(alt91#11) {~9#9 #1113} 

I 
I 

j 

Original Chord 

A~+7 

F~7(#11) 

D9 { 1 3 b7 9} 

F# 13(b5) 

E+7 

B~9 {13 b7 9} 
~ E-7(1f5) 

B\,6(9) {13 6 9} 

Bbmaj9 {1 3 7 9} 

Db-maj7 

A7(#9) {3 5 b7#9) 

F#7(#91#11) 

Emaj7#5 

C-7(#5) 

Ab7 

C-7 

F#7(b91# 11/13) 

A7(# 111#9) { 5 b 7 #9 # 11 } 

E~7(b91#11113) {lh9#1113 } 

Eh6(~ 11) {1 5 6~11} 

A7 

C6(#11) {3 5 6#11} 

Eb7(#11) \3 5 ~7#111 

A-7 I C6 

Eb6(#11) {3 5 6#,11} 

C6(# 11) { 1 5 6 ~ 11 } 

A7(#9) { 1 3 ~ 7 #9} 

E~maj7(#11) {3 5 7~11 } 

A7sus4 

A7(#11 ) {l 5 b7#11} 

F~ 13(alt9) ,, 
D7sus4 

A-7b5 

All of these Sub V chords can be found in a II-V- I simm:ion placei:l-under the original dominants. 
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Chapter Sixteen. 
Relative Major-Minor 

In this chapter both the relative major to minor (and vice-versa) and the relative minor to minor 7 ~ 5 (and vice-versa) 
will be examined: 

C major to A minor (A minor to C major) 
C minor to A minor7~5 (A minor 7~5 to C minor) 

The following chord types with tension additions will be explored: 

1) major 7/major 7~5 and major 6/major 6b5 relative to minor: 
Cmaj7/Cmaj7b5 and C6/C6~5 relative to A minor. 

The relative minor of major chords containing natural 5th and #11 form a "dorian" minor (b 7 & I 3) which 
will be examined in a later section. 

2) minor 7 relative to major: C-7 relative to E~ major. 

3) minor 6 relative to both major and minor 7~5: C-6 relative to E bmajor and A-7~5 . 

4) minor 7~5 relative tO minor: C-7 h 5 relative to Eb minor. 

5) minor maj7 relative to minor 7b 5: C-maj7 relative to A-7~5 . 

With the exception of the drop 2 C-maj7(9), which is relative to E bmaj7#5, the rninor(maj7) chords' relation to 
major chords will be avoided, since the majority of these chords would produce tensions on a major 7#5 chord. 

Those relative chords that were not displayed in the tension chapters will receive asterisks and an example of a II
V-I situation at the end of this chapter. Chords are 1isted as they were introduced in this text. Some of the relative 
voicings are so incomplete that they can have more than one function in relation to the root of the chord. When this 
happens, the additional function will be iisted in parentheses. 

Four-part 7th & 6th Chords (Drop 2): 

Cmaj7 ... ....... .... relative to .. ..... A-7(9) 

Cmaj7~5 ... .. ..... ..... .... ..... ..... .... A-6(9; 

Cmaj7#5 ................ ... .... .... ...... A-maj7(9) 

C6 ...... .. .. ....... ............ .. .... ..... .. .t\-7 

C-7 ........ ... ......... ............ .... ..... Eb6 

C-6 .............. ..... .... .... ... ........... Eb6b5 or E~6(# 11 land A-7~5 

C-maj? ................ ............... ..... A-7 ~5(9) 

C-7b5 ... .. .... .... .......... ... ..... ...... Eb -6 
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Original 
Voicing 

E-7 I G6 

06(9) { 1 3 6 9} 
Ab7b5(#9) 

(A7sus4) 
B~m~j9bs 

Ebmaj7 

Ebmaj7b5 

Ebmaj7#S 

E~-maj7 
0+7 

I Tension 91 
Cmaj9; 

Cmaj9b5; 

C6(9); 

C-7(9); 

C-6(9); 

C-maj7(9); 

C -7b5(9); 

drop2{3 57 9 }relativetoA-7(ll/9){5 b7 9 ll}(A9sus4) 
{ 1 3 7 9} re.lative to Am(ll/9) { b 3 5 9 ll } * 

drop2{3 ~57 9}relative toA-6(1119){5 6 9 ll }(A7sus4(9/13)) 
{1 bs 7 9} relativetoA-6(11/9) {b3 6 9 11} 

drop2 {3 56 9} relativeto A-7(11) {1 5 b7 11} (A7sus4) 
{1 3 6 9} relmive toAm(ll) {1 b3 511} * 

drol' 2 {b3 5 b7 9} relative-to Ebmaj7 { 1 3 5 7} 
{1 p3 b7 9} relative toEbmaj7(6) {I 56 7} * 

drop 2 {b3 5 6 9} relative to E!7maj7~5 { 1 3 bs 7} 
relativetoA-7b5(1I) {l bs ~7 11} 

{ 1 b3 6 9} relarive to Ebmaj7b5(6) { 1 bs 6 7} * 
relativeto A-7b5(ll) {I ~3 b5 Ill* 

drop 2 {~3 5 7 9} relative to E~maj7#5 
relacivetoA-7b50119){b 5 ~7 9 11} 

:1 ~3 7 9} relarivetoA-7b5(ll!9) {~3 b5 9 11 ~ <· 

drop2 {b3 ~5 b7 9} relariw~toEb-maj7 {1 b3 5 7 i 
{ 1 p5 b7 9 i relative toEb-maj7(6) {b3 5 6 71 
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Original 
Voicing 

C7sus4 
F7sus4 
G -7(#5) 

A-7(#5) 

F9{ 1 3 b 7 9 } 

F7 

G+7 
F7(# 11 ) 
{ 1 s· ~ 7 ~ 11 } 

G~rnaj7~5 
Brnaj7(~ 11 I 

I Tension 11 I 

Cmaj7(# 11); 

C6(#11); 

C-7(11); 

C-6(11): 

C-maj7(11); 

c -ns(ll); 

11 for 5 = Cmaj7~5 under Four-part 7th & 6th Chords 
# 11 and 5 not applicable 

11 for 5 = C6~5 
C6b5 relative to A-6 
# 11 and 5 not applicable 

{ 1 5 b7 11} relative to Eb6(9) {3 5 6 9 } 
{1 b3 b7 11} relarivetoB~6(9) {1 .56 9] * 
{ ~ 3 5 ~ 7 11} relative to E~ (add9) {1 3 5 9} * 

{1 5 6 11} relative to E~6CW# 11) { 3 ~5 6 9} 
relative to A-7(#5) { 1 ~3 #S ~7} 

{~ 3 5 6 11} relative to E~(9/~5) { 1 3 ~5 9 } * 
relativetoA-7~5(b13) { 1 bs b13 ~7} * 

{1 ~3 6 11} relative toEb (91#11113) {1 ~56 9} 
relative to A-7b5(b.13) { 1 b3 ~ 5 b13 } * 

{ 1 5 7 1l} relative to A-7#5(9) {b3 ~ 5 b7 9} * 
!~3 5 7 ! 1} relative to A-ib5(bl3/9) {p5 #S b7 9} (A9(alt5)J 
[i ~:I >} r~ia~rvewA-7p5(o!3/9Jib3 ~ :~5 9' 

{ 1 ~:., b! I!} relarive w E~-6(9) {b3 5 6 9} 
{~3 bsb7 l! j reiarivetoEbm(9) {1 b3 5 9} ~' 
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Original 
Voicing 

Fmaj7(~ 11 ) 
G6(9) { 1 3 6 9} 

B7sus4 

F7(~ 11) 
B-.7 

C-7(#5) 
G~6(SJ) {1 3 69} 

E7sus4 

BH#9) 
11 3 b 7 #9 } 

I Tension 13 ! 

Cmaj7(6) 

Cmaj7b5(6) 

C-maj7(6) 

C-7b5(~ 13) 

{1 3 6 7}relatlveLoA-(add9) {1 ~3 59}* 
{ 3 5 6 7 i relarive to A-9 ! 1 5 ~ 7 9 1 (A 9) '~ 

{ 3 ~ 5 6 7} relative to A-6(9) { 1 5 6 9} * refer to maj6(9) { 1 5 6 9} 

{ 1 b3 6 7 } relative ro A-7 ~ 5 (9) 1 b3 ~5 9} ''' 
{ b35 6 7)relmive ro A-7 ~ 5(9)l ~ 5 b7 9 } 

{ 1 b3 #5 ~ 7} relative to E~.-6( 11) {I 5 6 11 } (Eb 13sus.1' 
{63 bS#S ~7} relacive toE~m(ll ) {1 ~ 3 5 11} * 

I Tension 9 &13 I 

Cmaj7(13/9) 

{3 7 9 6} relative to A-7(] l/9) { l S 9 11) tA9susd. 't "' 

Cmaj7~5(13/9) 

rerer to C:mr..j7(13/;11/9) Lmder 1enswns 9. :1. C.. E 

C-maj7(6/9 

{b3 7 9 6} relative to A-7 65(1119) ! l bs 9 11) 

C-7b5(b 13/9) 

[ ~5 ~ ~ 9 ~13} relariveroS~ -maj7( 1 ! ' ! i- 3 ::1 7 111 
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Original 
Voicing 

F1 3sus4 
BP6 I G-7 

B7b5(#9) 

F6(9) { 1 3 6 9} 

F1 3~5 

G~maj7# 5 

F7b5 
G9 { 1 3 h7 9 } 

Gh rn~j9 {I 3 7 9} 
.B b7sus4 

I Tension 9 &11 I 

Cmaj7(#1119) 

c6ca nt9) 
I 

C-7(1119) 

C-6(1119) 

C-maj7(11/9) 

C-7b5(11/9) 

I Tension 11&13 j 

C-maj7(11/6) 

C-7b5613/11J 

~ 11 for 5 = Cmaj9b 5 under Tension 9 
# 11 with 5 not applicable 

C#Il for 5 = C6b5(9)) 

{3 hs 6 9} relative to A-6(11) { 1 5 6 11} CA13sus4) 
{ 1 b5 6 9} under Tensions 9, 11, & 13 

{b3 h7 9 11} relative to E~maj9 { 1 5 7 9} * 
{5 b7 9 11} relarivetoEbmaj9 [3 57 9} 

{ 1 6 9 11} refer to C-maj7(13/1119) 
{b3 6 9 11} relative to E~maj9b5 { 1 bs 7 9} 

relative to A-7bS(b131il ) { 1 b5 #5 11} * 
{5 6 9 11} relative to Ebmaj9b5 {3 hs 7 9} 

relative to A-7#501 ) { 1 #S b7 11} * 

{b3 7 9 11} relativecoA-7b S(h1 311119) {b5 9 11 bD } 

{bS ~ ~ 9 11 } relative to Eb-maj9 {b3 5 7 9} 

{h3 7 6 11} relative to A-nS(b 13/9) {I b5 #5 9} * 
{5 7 6 11 } relaTive to A-7#5(9){ 1 #5 b7 9} * 

{b5 b7 11 bl3 } relative toEhm(ll/9) {b3 59 11} * 
{b3 b7 11 h13}relazive to E~m(lll9){l 5 9 11} (Ebsus4(9)) "' 
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'-' 

'-
......... 

-./ 

......., 

......., 

...__.. 

-....... 

"--' 

_/ 

"--' 

Original 
Voicing j Tensions 9. 11, &13j 

Cmaj7(13/;11/9) 

B-7 
D7 

C-maj7 (13/1119) 

B-7 ~5/D-6 
D-7 

C-7b5(~ 13/11/9'1 

{ 5 9 ~ 11 13 } is not applicable 
{7 9 t 11 131 relarive to A-6(11/9) { 1 6 9 11 J 

(1 9 ;11 13 l relazive to A-6(11) { 1 ~3 6 11} 
{3 9 !t 11 i3 1 under Tension 9 & 11 as C6(~ 11/9) 

•. , t . 

{7 9 11 13} relative to A-7#5( il/9) { 1 #5 (b 13) 9 Ill 
{ l 9 11 13 1 relm~ve to A-7#.50 1) {1 b3 f 5 ll} ~, 

relcaivetoE~nwj7(131#1119) {7 9 #1 113 ) 

{b S 9 l l b13 } relarive toE~ -ma_j7<l i/9) { b3 7 9 U! 

The new relative chords that have been discovered, (and receiv ed asterisks), will now be displayed in various II V 
1 examples. These chords will be grouped into three different categories: major, minor, and mi nor7b 5. The relari ve 
chord or chords will be listed as well as the original chord to first introduce that voicing. 

The following is an organized list of the relative chords that will be examined. showing the order in which they will 
appear and any multiple funcnons they might have. 

:MAJOR 

major (add9 ) I I 3 
'} majorb5 (add9) { 1 

,., 
.) 

~ n:aj7 (0\ _, ! 1 ::: 

4 maj6(9) { J s 
5 maj7(6) { 1 s 
6 maj7b5(6) i j I -

;J) 

7 maj7(6/9) 11 6 

MINOR 

1 m inon add91 j } t~3 

2 minor(addll ) { l ~ 3 
.., 

mmor(9/ ll ) _; {!? :.; 5 

4 minc:(9111 ,l { i 5 

5 minorf9/l n { l I .., 
!i .. :~ 

6 minor 7(9) { l 5 

7 m in.maj7(9111J il 7 

8 min.maj7(6/l l1 l J 6 

s o · ./ J 

bs 9) 
7 c 

6 9) 
6 7} 

r: 7 : ·-· 
7 s~ 1 

5 () i 

.:; 11 } 

9 1 ! } 

9 j 1 } 
C) J; l 

b7 9~ 

(! l l J ./ 

'7 1 1 l • J 
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Functions 

dom7(9i, maj7(9' 

dom7~5(9) I maj7~5(9) 

maj6(9 J I min6(9) 

maj7(6) I min. maj7(6) 

maj7~5(6 1 on]~.: 

maj7(6/9) i min. m<~j 7(6/9i 

Functions 

min7(9) I m in. m8j7(9) I min6(9J 

min7(11 )/min. map(! ! )/min6( 11 ) 

min7(911 l)/min.maj7(9/ll )Jmin6(91 1 ! 1 

same as above plu& ciom9st:s 

min7(9/l l Jimjn.maj7(9/l i l:min6(9/1 1 1 

min7(9) I dom7(9) 

nun.maj7(9/l.l )Only 

min.maj7(6/ll )only 



MINOR 7~5 Functions 

min7~ 5(9) {1~3~59} min7~5(9) only 

2 min7b5(11) {1 ~ 3 bs 111 min7b5(11) only 

"" ;) min7 ~ 5(9/ll ) {1~5911 } min7b5(9/ll ) only 

4 min7b5(9/l I) {b3 bs 9 111 min7b5(9/11) only 

5 min7~5 (~ 13) {1 ~ 5 b7 b13} min7b5(b 13)/dom7(alt5) 

6 min7 b5C b 13) {l ~3 bs bl3} min7b5(b13) I dom7(i9/alt5) 

7 min7b5(~ 13/9) {b3 b? 9 bl3 } min7bscb 13/9)only 

8 min7b5(b 13/9) {~ 3 b5 9 b13} min7b 5(b 13/9)only 

9 min7b S(b 13/9) {l b5 9 bi 3} rnin?bscb 13/9)/ dom9(alt5) 

10 rnin7b5(~ 13/9) {l b79bl3} min7b5(~ 13/9)/ dom9+ 

11 min7bscb 13/9) { l b3 9 b 13} min7bscb 13/9)on1y 

12 min7~5(b 13/11) {I b5 11 ~ 13} min7 bscb l3/1l)only 

13 min7b5(~ 13/11) { I ~7 11 ~1 3} min7 b5(~ 13/ll)only 

14 min7bscb 13/11) {1 b3 11 b13} min7b5 ( ~ 13/l l)only 

I major(add9) j {1 3 59} 

C(add9) relative to A-7(11) (b3 5 b 7 11 } 
original chord E-7# 5 

A voiding tension 9 on the 5th string leaves three applicable inversions: 

9 
5 
.... 
' 

G-7(11) C7(b9/a1t5) F(add9J C-9 

I, 
0 

I major bS(add9) I 1 1 3 bs 91 

C(9/b5) relative tO A-6(1 i ) (b3 5 6 ll j 
original chord D9 { 1 3 b7 9 } 

1 5 
3 9 
0 .; 1 
5 3 

F7b9 B~ (add9 ) 

~ D.O.. 

''ci 

A voiding tension 9 on the 5th string leaves three applicable inversions: 

~5 9 
9 ~5 3 
I 3 9 
~ bs 
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C-7(11 ) F 7(b9/alt5) B~(add9 l 

-
-' 

/ 

.J 

._, 

-' 

II 



D-7(1119) D~ (9/~5) C(add9) A-7(11) D7(b13) 

-e- -e-

II ·z #~~ 

I maj7(9) I {1 57 9} 

Cmaj7(9)relarivetoA-7(11/9) {~3 ~7 9 11 } 
original chord D 13sus4 { 1 4 ~ 7 13} 

G(9/~5) 

-& 

§&§ 

Avoiding tension 9 on 5th string leaves only one applicable inversion: 

E-7(11) A7(~5/#9) Dmaj9 

' 
df 98 ~u II 
u ~ 

lmaj6(9) I { 1 5 6 9} (min6(9)) 

B-7(11) 
fl. 

If;: 

9 
7 
5 
1 

B~ (9/b5) 
~fl. 

'Z 

C6(9) relative to A-7(11) { 1 b3 b7 11} ; C-6(9) relative to Ebmaj7b5(6) {3 bs 6 7} 
original chord D7sus4 

A voiding tension 9 on the 5th string leaves three applicable inversions: 

6 
9 
1 
5 

D-9 G7(#5/b9) C6(9) B-9 
-e-

II 

lmaj7(6) j { 1 56 7} 

Cmaj7(6) relative to A-9 { 1 b3 ~ 7 9} 
original chord A-9 

Tilere is one applicabie inversion: 1 

5 
1 
6 

5 
9 
6 

E7(#5/b9.' 

11f ,, 

C-7(11) 

& Q~g 
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9 
6 
5 
1 

A6(9) A-7(9/11) Ab7 
-e-

t2 li i ":r-

F7(alt9) B?maj7(6) 

lzt~ ;I 

-
A(add9) 

-& 

#a:; I! 

G6(9) 
-a-

0::: II 

II 



I maj7~5(6) I {1~567} 

Cmaj7b5(6) relative to A-6(9) { 1 b3 6 9} 
original chord A-6(9) 

There is one applicable inversion: 7 
b5 
1 
6 

C-9 F7(alt9) Bbmaj7b5(6) 

I maj7(6/9) I {J 6 7 9} 

Cmaj7(6/9) relative to A-(11/9) { 1 b 3 9 11} 
original chord F6(~ 11) { 3 5 6 ~ 11 ) 

There are rwo applicable inversions: 9 1 
7 7 
6 9 

6 

1>:~ 

F#-7(11) B7(b9/alt5) Emaj7(6/9) E9sus4 E7(alt9/b5) Amaj7(6/9) 

II ~ ~+1 #i;: 
"'Note: The above E9sus4 voicing is introduced in the New Voicings chapter. 

I minor(add9) I {lb359} 

Cm(add9) relative to A-7~5(11) {b3 ~5 b7 11} and E~maj7(6) fl 3 6 71 
original chord A~ma.i7(t! }i1 :? - 7 h 1: 

There arc three applicable inversions: ! .... 
p..J 9 5 
9 5 9 
5 b~ 
1 b'= · ' 

G-7b5 C7(13/nllb9) Fm{add9) A-71>5(11} D7(~11/ b9) Gm(add9) E-7~5 

' 
P.O.. -& 

~g; 
c ,~ 

-& b.o.. 
~;!! ll ~§ II ;,;; 

" I 

(F#-7) 
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A7(alt5) 

.e. 

f·!! 
(F+7) 

II 

II 

Dm(add9J 

-e-

~x: !I 



-

I minor(addll) I { 1~3511 } 

Cm(addll)relativetoEb6(9) il .3 6 9} andA-7~5(bl3) {b3 b5 b7 b13 } 
original chord Eb6(9) 

There are four applicable inversions: 1 ~ ' · ~3 -
~3 5 11 

~ 11 b3 · ' 
' ~. 1 j t~ : 1 ) 

F#-7(#5) B13(119 ~ Em{11) D-7b5(11J G7b9 Cm(ll.) 

4" ill~ 
13--

II ,,S 
~ 

"2 8 Hm 
(G#7) 

A-7b5(b 13) D7b9 Gm(llJ B-7L?5(11l3 j E13(~9 ) Am(ll i 

¥£ hQ 
-e- on 

!! § ,:g; -6-

«'£ t;!: 
t) 

(C#7 J 

I minor(ll/9) I {b3 5 9 11} 

Cm(ll/9)relative toEbmaj9 {1 3 7 9} andA-7b5(bl3/ll) {b5 b7 ll b13) 
original chord E bmaj9 

There are rwo applicable inversior:s: 11 5 
9 b3 
5 9 
b:. 11 

F#-7b5(11) B7(13/~ 11/b9 ) Em,( ll/9 ) D-7C,5 G7(1:19/alt5 ) Crn(ll/9) 

Ire 

I! 

j minor(ll/9) I 
Cm(ll/9lrelativero Ebma_i7(6/9) 13 6 7 9 i ;mdA-7b5(bl3!11) {b3 b7 11 b13} 
origi1?a/ cnord G7su,~ 

A voiding tension 9 on the 5th stnng leaves three appiicable inversions: 

9 5 
ll 5 9 
9 I, 

5 l 11 

!' ;I 

Am(9/ 11) D7(b9J G6(9 i Gm(9/11) C7(~Sialt5l Fma.i9 r.-7(11/9) F7(a1~9) B~ma.~7(6/9 ' 

~- i -e-
''lt ~n ~e h!a !! ''2 II ~~ 
(Ab7) ... (Ab7) 
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I minor(ll/9) I { 1 ~3 9 11} 

Cm( ll/9) relative to E~maj7(6/9) { 1 6 7 9} 
or iginal chord A~6(# 11) {3 5 6 # 11 } 

There are two applicable inversions: 11 b3 
9 9 
1 I I 
~3 1 

Dm(ll/9) G7(alt5) CCadd9) -re &"<t! ij,f 
Em(ll/9) 

~~ II ~ 

A7(alt5 ) 

~a 

*Nore: The above A 7(alt5) and D(add9) voicings are introduced in the New Voicings chapter. 

I min7(9) j { l 5 ~7 9} 

C-9relarivetoE~maj7(6) {3 56 7} 
original chord B b 6(9) { 1 3 6 9} 

A voiding tension 9 on the 5th string leaves three applicable inversions:' 

1 9 b7 
5 ~7 9 
9 5 1 
b7 1 5 

A-9 Ab7 G6(9) F-9 E9 Ebmaj7 . 
· ~ 

-& I De-

8 \ M § li "9 # ! 
0 

I min. maj7(9/ll) I {179 11} 

C-maj7(9/ll'lrelarivetoA-7b51b l3/ ll/9) { ~ 3 9 ! I bl3l 
original chord F6(# 11) { 1 5 6 ~ 111 

C-9 
!7.0. 

li ':0 

A voiding tension 9 on the 5th string ieaves only one applicable inversion: 9 
7 
11 

G-7b5(9) C7(~9/~5 ) F -maj7(9/ 11) 

~&ii 
,D-e-
#'g 
~ 

~~g II 
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B7 Bt~maj7 

-& -& 

II 

II 



I min. maj7(6/11) I { 1 6 7 11} 

C-maj7(6/11) relative to A-7b5(~13/9) { 1 b3· 9 b13 } 
original chord Ab13(alt9) { 3 b9 #9 13} 

There is only one applicable inversion: 7 
11 
1 
6 

B-7~5(P 13/ 11) E 7(al t9) A-maj7(6/ 11) 

1 min7bs c9) 1 { 1 b3 bs 9} 

C-7~ 5 (9) relative to E~-maj7(6) { 1 b3 6 7 J 
originalchordAb?(#ll) {3 5 b7 #11 } 

There is only one applicable inversion: 9 

I min7b5(11) I {I b3 hs 11 } 

bs 
b3 

C-7b5(1 1) relativetoEb-6(9) {1b3 69} 
original chord Eb -6(9) 

G-7b5(9) 

(F-6(9)) 

C7(#5/b9) 
!,e. 

Fm(add9) 

There is only one applic2ble inversion: i 1 F#-7~ 5(11) B7(13/U l/b9) Em(ll/9) 

r~ ~ ·t q#:~ !f 

1 min7~scn/9) 1 {IbS9ll } 

C-7~ 5(11/9)relativeroEb-maj7(6(9) {~3 6 7 9} 
original chord D7(#9) { 1 3 b 7 #9} 

There is onJv one available inversion, and unfonunatelv this one has tension 9 on the 5th strin!!: . . ~ 

l min7~scu/9) 1 {J,3 ~5 9 ll } 

11 
1 
bs 
9 

C-7b5(11/9) relative to E~-maj9 { 1 ~3 7 9 } 
originai chord Eb -maj9 

E-7~5( 11/9) There is only one applicable inversion: 11 
9 
I -p) 

~3 
;ttl 
t) 
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A7(#5/b9) D-6(9) 
-9-

~s ' ~~ 

II 

II 

II 



I min7bS(b 13) I {1 bs b7 b13) 

C-7b5(~13)relativeto Eb-6(11) {b3 56 11} 
original chord Ab9 { 1 3 ~ 7 9} 

There are four applicable inversions: ~ 7 1 bs b 13 
bs bl 3 b7 1 
1 b5 ~ 13 ~7 
bl3 b7 1 b5 

A-7b5(b 13) D7(alt5/~9) G-6(9) 

-r~ ;J ~ 
~~8 

E-7b5(~ 13) A7(alt5/alt9) D6(9) ,b .. I 

D.O. '-e-

h :! ~g ~~ ; 

I min7bS(b l3) I 11 b3 bs bi3 l 

C-7b5(b 13) relative to Eb-6( 11) 
original chord Ab 7 

There are four applicable inversions: 

A-7b5(b 13) 

~ .~ 
D-7b5(b 13) 
~ 

~ i~ 

Ab7 

I o-e-

\2 

G7b5 
0 

{ 1 b3 6 

~ 13 
b3 
I 
bs 

G-6 
o.n. 

1f2 

C-6(111 

CF7) 

E-7(alt5) 

It!& 
D-7b5(b 13) 

b.n. 

li bUS 

11} 

I bs 
bs I 
b3 b13 
b 1"' . -"' ~3 

B-7b5(b13) 
.0. 

II! 

E -7b5(b 13) 

,1 36 

I min7~5(b 13/9) l {b3b7 9 ~l3f lmin 7# 5C9)) 

C-7b5(bl3/9) relativr to E b-maj7(ll ){ l 5 7 l l} 
original chord Eu-n . . 1 7(11 l 

There are three applicable inversion:: : 0 I ~ 
[) 

b13 b3 
b3 y 
I -II I bD 
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I '.., b L' 

9 
II 
ll · 

~3 

A7(#5/#9) 

·s #~ 
G7(#5/#9) 

I I o.a. 
's8 

b3 
b13 
bs 
1 

E 7(#5/119J 
-e-

A13(b9) 

,, i: ~ ltf§ 
(F~7 ) 

D-6 

e 

II 

Cmaj7(6) 

' -e-
~8 J2] 

A-6(9) 
.Q_ 

] 

Dm(ll) 

qfl II 
CF6(9) ) 



-
'-

A -7#5(9) D7(!!5/~9 .l G-6(9) B-9~5 E 7(#5/b9'1 A-9 
.0. b.o. & g 

-e-
JI ;:, :e 

j min7~5(~13/9) I 
C-7b5( ~ 1 3/9> relmivero E :J -mai7(11 ) :1 b3 7 11 ; 
original chord Ab 7(# 11 ) ~ 1 5 l7 # 11 } 

There are two applicable inversions: b::: 
9 
' ' -j) ' -A -

b? 

9 
I -p.) 
~.3 
bl3 

D-7#5(9)G7(~5/b9) C-maj9 
I 

ire-

E-7b 5(~ 13/9 J 

l!t:bA 
A+7 D<9/b5) A-7,5( ~ 13/ 9) D7(#5/#9 l G-6(9) 

_/ g ~~ 
:fi 

11!1 f! ; 

I min7 J, 5(~ 13/9) I 
C-7b 5(b l3/9) relative to E p-maj7(6/ll ) {b3 7 6 11} 
original chord Ab 7b5 I D7b5 

' 0..0. ' -e-:g I 0~ II 7'8 'l 

!\'me: Since the original chord mirrors the same chord a tritone away, it applies to any substitution chords of the 
original chord: 

A b7~ 5 
E~-maj7(6111 ) 
C-7b 5(b 13/9) 

= 
= 
= 

D7b5 
A-maj7(6/ll ) 
F# -7 b 5 ( ~ 13/9) 

,-woidmg tens ion Sl on tt1e 5th smng leaves mr~e applicabic: mvcrsions: 

bl3 9 
bs 0 ~ ! 3 
( , l ~ 5 " 
b! i bs 

A-7, 5(, 13/9) D? G-6(9 

-e
r:: ~ 

G-f -~-7D5 ~ L. l3/8, D 7\D5 j Graai7bf. 

::o 
J 'g 

I min7~S(b 13/9) I t1 ~7 9 bl3) !min9#5 1 

C-7b5(b13/9)relativeto .C: b-maj7( i l/6 ) {5 7 6 11) 
origir.alchordB b9 {l 3 b7 9 ! 

0 
..Q. ..:3- £.. 

=41 llii 

.~\vo iding ten!'ion 9 or. the 5th s~rin; leaves mrcc appiic2ble invers ions: 

l 9 [, 7 
~ 1 3 b7 9 
q bl3 I 

J 
l ..., 
V I b i -. 
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A-7#5(9) D7(alt5/~9) G-6(9) E -7#5(9) A 7(alt5/~9) Dmaj9 

~~ ~ II ~ b;~ ~8 
(Gbmaj9) 

1 min7~s<b 13/9) 1 {1 b3 9 b13} (min7~5(9)) 

C-7b5(b 13/9) relative to Eb -maj7(1116) { l 6 7 II} 
originalchordB13(alt9) {3 b9 f.9 13} 

There is only one applicable inversion: 9 
bl3 
b3 
I 

j min7bS(b13/11 ) I {lb5llb13} 

F~-7~5(9) F9 

C-7b5(bi3/ll)relativetoEb-6(ll!9) {b3 6 9 11} 
original chord D7b5(#9) I Ah 13 

There are two applicable inversions: b 13 1 
11 ~5 
1 11 
bs b13 

A-7b5(b 13/11) 

D-7#5(9) G7(~9) Cm aj9 
-& 

IIWO 
q.o. ..0.. 

E6(9 ) 

*#i II 

B-7b 5(hl3/ 11 ) 
E (o 9 ) A-6 

-e-
D7(~5/~9) G-maj 7 

I 

lg Qg 
I v..o.. D.O. 

I min7 bS(b13/11) I 

~ ! 
~ 

{ I b 7 11 ~ 13 } (min7#5(11 )) 

C-7 b 5 ( h13/ll; relariveto E~-6(l li9) (5 6 9 l!; 
original chord Ab6(9) { 1 3 6 9} 

A voiding tension 11 on the 5th string leaves three applicable inversions: 

b7 i l j 

11 bl3 b7 
I 11 b3 
j,l 3 b: 

A-7~5(11) D7(~11/b9) G-6(9 ) G-7:;5(11) C7(~ 13/#9) F-6(9 l 

' ~ ~ ll'l =ii! 
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E-7#5(11) A7(alt5/ b9l D6(9 ) 
-& 1±-e- ..0. 

II 'Z ~;;z sz: 

........ .._..-

~ 

...__. 

'-" 

~ 

........ 

II 



"-' 

...._ 

"-

"-' 

.._/ 

~ 

'-' 

'-

'-' 
...._, 

........ 

......, 

"-

__. 

'-" 

.._, 

'--

....... 

....., 

-
'-

'--

"-

"-....-

'--

........ 

'-" 

'--' 

-" 

...J 

I min7~5(b 13/11) I {1 b3 11 b13} (min7#5(1 1)) 

C-7b5613/ll)relmivetoEb-maj7(13/ll/9) {1 9 11 13} orEb-6(11/9) {1 6 9 11 } 
original chord F-7 

Avoiding rension 11 on the 5th string !.eaves three applicable inversions: 

A-7~5( 11) D7(b9) G6(9) 

-e-

8 

1 - ~ ;1 ~ 11 
11 b""' L '> j 

~ 3 l l bl3 
bl"' _, b3 

G-7~5{11) Gb7 
I I 

t Dfl. D.O.. 

ru 
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Fmaj7 

-e-

E-7~5(11) El7 D, 

b..u 
D-6(9) 

I! 



Chapter Seventeen. 
Additional Substitutions in II-V-I Examples 

After removing all of the chords that were examined in the Relative Major -Minor chapter, only domi nant type 
chords remain in the Additional Enharmonic Chordal Substitutions chapter. These can be organized into three 
different groups: 

J) Dominant chords with b 13 and natural 5 tno Sub V' s). 
2) Dominant sus4 chords with b9 (no Sub V's) . 
3) Rem~ining cominant chords (including Sub V's) . 

The dom7sus4(1.3/9) { 1 4 9 13} voicing (original chordmin7 / maj6) will be omitted, due to the ambiguity produced 
by forming a complete !6 chord in relation to the V7sus4(13/9) chord: C7sus4(13/9) = F6. 

I dom7(b 13) I 
{13S b13} C7(b l 3) = Abmaj7#5 

" .) .) 

bl" l A _1 

There are three applicable inversions: 

5 bl 3 
5 
... 
.) 

1 ... 
.) bl3 

Gm(ll) C7(b13) F(9/b5) 

~ i~ ~lg ~ ~~i 

F-7(11) Bb7(b13) 
I ~.0. b..a. 

II ~~ , ;:: ~! 

{l 5 b7 ~ 13} C7Cb 13) = Abmaj9 { l 3 7 9} 

There are two applicable inversions: ~ 7 l 
5 bl 3 

I 
I) I 

E~maj9 
b..o. 

&! 
D-7 G7(b13) 

~ I ..a. 
1!0::: II ''U 

E-9 A7(b13 ) D6(9) F7(9/ 13 l F7(bl3 Bt>(add9) 

~ sz bg 
-e 

~8 

{3 5 b7 b13} C7(b L)) = Bb t3(b5) { i b5 j, 7 13 ) 

There are two appiicable inversions: ~ ~ 
5 
.) 

bD 

E-9(1lj A7(b l3j 

-
.) 

bl3 
5 
b7 

D6(9} 
-e-

ft* 

D-9 
-e-

1! ~! 
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..Q. 

b~: 
Cmaj9 

..a. :a:; 

I! 

II 

Cmaj9 

' 
..0. 
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-

I dom7(~ 13/9) I 
{1 5 9 ~13} C9(~ 13) = A~maj7(~5) 

There are two applicable inversions: 9 1 
~13 5 
5 9 
1 ~ 13 

D-7(11) G9(b13) C6(9) F-7(11) 

-e-
~0::: 

,bn 
II" ! ! 

{3 5 9 ~13} C9(~13) = E7(#9) {l 3 ~7 #9} 

There is one applicable inversion: 5 
9 

A-7 D9(b13) 

l 1,.., it 
-e- -& 

~ .) 

~ ··~8 3 
.; ;f 

{5 b7 9 b13} C9(b 13) = E7b5C#9) I Bb 13 

There are two applicable inversions: b 7 
5 

9 
b13 

9 5 
b13 b7 

B~9(b 13) 
b.o. 
~g 

G6(9) 
-e-

§s 

•' 

E-9(11) A9(P 13) D6(F, ll/9) C-9(11) F9(b13) 

1 1 1~1 i .£ 
j dom7(b 13/~9) I 

{1 5 ~9 b 13} C7(b 13/~ 9) = DDrn~7(# 11 ) {1 5 7 # 11} 

There are two applicable inversions: 5 1 
5 

• 1 ~ p, .) b9 
[,q hl~ 

Eb6(9) 
b.o. 

S!i 

II 

Bb(add9) 

E-7(11) A7(? 13/~9) D6(9) B-9(!1) E7(b 13/b9) A6(9) 

' 
-a- tr -e -e- ..Q. -a-

! ~g :·§g II ~'i b~! ··S f. 
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{5 b7 b9 bl3} C7(b13/b9) = Db6(#11) {1 56 #11 } 

There are two applicable inversions: b 7 b9 
5 ~13 
b9 5 
b 13 b7 

E-7(11) A7(b13/b9) D6(9) Dm(11/9) G7(b 13/~9) C(add9) 

I! ·! ~>% 

{3 5 b9 b13} C7(bl3tb9) = G7(131#lllb9) {1 b9 #11 13} 

There are two applicable inversions: 3 b9 
bl3 5 
5 3 
b9 bl3 

E-9 A7(b13/b9) Dmaj9 F7sus4 F7(bl3/; 9) Bbmaj9 

4 
t:l. 
! 

I dom7(b 131#9) I 
{5 b 7 #9 bt3} 

b.n. 

~b!! 
I 

I 
~ I D.O. -e-

.l±:! I! !I ! ! f''O ; 

C7(b131#9) = B b13sus4 {l 4 b7 13} 

There are two applicable inversions: b 7 i9 
5 b13 
~9 5 
bl _j b7 

-e-
"\( ~ ~ 

F-9(11) Bb7(b13/#9) Eb6(9) E,maj9 C-9(11) F 7Cb 13/#9) Bbmaj7(6) 
I 

4 hD,,ft ~m :§ er, 
== ~ ~ ~e w! 

L_ t ~ 
(Constant structure)--

lit! 
I ()-& 

~s 5t'! 
(F6(9)) 

I dom7(b 13/alt9) I 
{5 b9 ~9 bl3} C7(b l3/ait9) = Ab -maj7( l l ) {1 5 7 11.} 

There are two applicable inversions: ~0 ~9 
- ~ 13 5 

5 ti9 
b9 ~ 13 

E-9 A7(~ 13/alt9) Dmaj9 
o.n. 

9 ! ! 9 

C-9 

' b..o. 
I I !'~ 
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I dom7 sus4(~ 9) I 
{1 4 5 b9} C7sus4(~9) = D~maj7(~5) 

There are three applicable inversions: 4 
1 
5 
b9 

5 
b9 
1 
4 

1 
4 
~9 
5 

C-7(11) Fsus4(b9) B~maj7(6/9) 

b.o. 
A-7(11) Dsus4(~9) Gmaj7(6/ 9) E-7(11) Asus4(~9) Dmaj7(6) 

~~,a dl & IE! 
-e-

- II§ 

{1 4 b7 b9} C7sus4(~9) = Gbmaj?(# 11) {3 5 7 # 11} 

There are three applicable inversions: 1 4 ~9 
4 ! 1 
~ 9 ~7 4 
~7 b9 ~7 

II 

D-7(11) G7sus4(b9) C6 C-9 F7sus4(b9) B~maj7(6) Dm(add9) G7sus4(~ 9) Cmaj7(~11) 

* u ,,§ 

I dom13sus4(~ 9) I 
{1 4 b9 13} 

' ' ' I l).fi D.O. 

§I qg llj)r<; h~ IIW ~ 

C13sus4(~9) = Dbmaj7#5 

Avoiding tension 13 on the 5th string leaves two applicable inversions: 4 

C-9(11) F 13sus4(v9) Bllmaj7(6j Am(ll) Dl3sus4(b9) Gmaj7(6} 

~ b~ ~ ~~ 
-& 

II 'i _ 

{4 5 ~9 13} C13sus4( ~9) = A+~· 

] 

13 
~9 

II 

lWOiding tension 13 on the 5th string leaves three applicable inversions: 4 
13 
5 

~ ::s 
(Constant structure) 

13 
b9 
1 
4 

5 
b9 
13 
4 

13 
4 
b9 
5 

C-7 F13sus4(~9) B~maj9 

b.n. 
A-7(11) Dl3sus4(b9) Gmaj7(6/9) E-7 Al3sus4(b9) Dmaj9 

i 

~ l l).fi 
' I~ 

u 

-e. 

"i 
I -6-

I W! ·' -

i* I! ;~ II 00 
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I dom9(alt5) I 
{1 bs #S 9} 

Sub V C9(alt5) 

~F#9(alt5) 
{ 1 ~5 #59}= D7b5 /Ab7b5 

-t-1--tt 
{ b5 1 9 #5} 

Remember to avoid tension 9 on the 5th string leaving two applicable inversions: 

~ 5~ 9 
9 ~# 5 
1 ~ ~5 
bs~ 1 

Not:::: This voicing also was used in the Relative Major-Minor chapter as a min7b5( b 13/9) chord { 1 b5 9 b 13}. 

G-9 C9(alt5) Fmaj9 E-7(11) A9(alt5 ) D6(9) 

~-i & ~ :g 
~ -& -& 

!! ! :! :8 ~ 

Sub V I ~ 
B6 

avoid Sub V ... 
has tension 9 on 5th string I C#-7(11) F#9(alt5) 

L ~,~~~~~o~~i~:i~~~ ~~~~~ ~ 
' doml3(b9) I dom7(# 11/~ 9) I 
{1~7 b 913} /{3 5 # 9 #11} ! 

Sub V 
~ 

" 

C i 3(b9) 

F~7( # 111#9 l 

There is one applicable inversion: 

r ' 1 l ~7 b9 13 } 

I i 1 1 
~ -~- '¥ 

{# 11 3 5 #9 ~ 

D-7(11) 

& ~ 1 ~~11 

n~#9 

b9~ 5 

b7 ~ 3 

SubV ! 
[ A~-9 

!_ -&,:~n 
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= Bb -rnaj9 {l b379} 

G13(~9; C6(9) 

bg ~~ 

~ 
D~7(#9/#11) G~6(9) 

bo tb.e-
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. '-

-

dom7(b91#5) I dom9(#11) 
{1#5 b7 b9} I {3 5 9 #11} 

Sub V C7(b91#5) 

~F#9(# I I ) 
There is one applicable inversion: 

{ 1 # 5 ~ 7 b 9 } = B b -9 { 1 ~ 3 b 7 9} 

J- ttt 
f~ 11 9 3 5} 

D-7(11) G7(b 9/#5) C6(9) 

,-' fi jtrn ~~ 
I 

I 
II 

Sub V >). 

Ab-9 Db9(#11) Gb(add9) 

£1:~: Ia ~ II 

._. Norc: The dom9(#11) voicing could have a lydian function since no 7th is present: 

{ 3 5 9 # 11} CC # 1119) = Cmaj9( # 11). The following II-V-I example displays the Lydian function: 

D-9 G7(b9/#5) . C(#ll/9) 

' ~ :~g 11 II 

dom7(b9) I dom7(#11fb9) 
{1 5 b7 b9} /{35 ~9 #11} 

Sub V C7(~9L .. .... ... { 1 5 b7 b9} = Bb-6(9) { 1 b3 6 9} 

~F~71~ 11M • {t7I:9: ;; 
There is one applicable inversion: D-7(11) 

-, l& 5 
! ~ 
l 
I 

Sub VI 
Ab-7(11 ) 

I __ 
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G7(b9) 

;,§ 

I 
~I 

D~7(~ 11/~9) 

bo 

C6(9) 

9~ 

Ghp.aj7(6/9 ) 

h~ 

I! 

i 
H 



dom7(b91alt5) I dom9(~11) 
{1 bS #S b9} I {1 5 9 #.11} 

Sub V C7(b91a1t5) 

~#9(#11) 
{ 1 b5#Sb9} = D~-maj7(ll ) {1 57 11} 

t ttt 
{~ 1 11 95} 

There are three applicable inversion: bs -7 J 
1 -7#11 
~5 -79 
~9 -75 

C-7(11) F7(alt51~9) Bb6(9) G-9 C7(j,91alt5) F6/9(#11) E-7(11) A7Calt51~9) D6(9) 

~n =tO_ b..o. -e- ~ 

§~ 
-e- ~ ~ 

bb! &g II ~ttttn': 11 =8 ~tg #g - .. ~ 
' 

Sub V I 
I 1 l avoid Sub V ... 

I F~-7(11) B9(#11) E6(9) C~-7(11) F#9C#ll) B6(9) has tension 9 on 5th string 

:-~1 
.0. .It ..a. 

II#~ 
i±o 

jii~ ~~g il 
Note: The dom9(# 11) voicing could have a lydian function since no 7th is present: 
{ l 5 9 # 11} C(# 1119) = Cmaj9(# 11). The following II-V-1 example displays the Iydian function. 

A voiding tension 9 on the 5th string leaves two appropriate inversions. 

CJ',.., 
-:r- I 

dom7(itlllb9 ) 
{I 5 b~i~ ll }! 

F#7(alt51~9) 

#~ 
~! 

There is one applicable inversiOn: 

ff!l -71 
~ -7~1 i 
~ -7 'J 

b9 -7 5 

B(~lll9) A9-7(11J G7 
..0. 

I I'··~ 1~§ ;~!! 

C-7(11) F7(~11/b9) 

1\ 1 b..o. '1 .-~/!! ~ 

I I I 

Sub \' J 
~· 

I F~-7(11) B7(~ 11/b9J 

I ..c. & #ll 
..0. 

~ 
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Gb(~ll/9) 

!>& 
!g$= J 

Bb6(9) 

0..0. 

[ II 

E (Ul) 

fi,a. 

;8 ffi 

._/ 

~ .._/ 

~ 

_, 



-

dom7(~9/b5) I dom7(#11) 
{1~5 ~7 b9}/{13 5#11} 

Sub V C7(b91b5) 

~#?(~!!) 
{1 bs b7 b9} = Al3(ait9) {3 b9 #9 13} Thereisoneapplicableinversion: 

llll 1 --7 #11 
b5-71 

{# 11 1 3 5 } b9 --7 5 
b7 -7 3 

E-7(11) A7(b9/b5) D6(9) 

4 
-e- ,-e-

§#i § Ws II 

l 
Sub V 

Bb-7(11) Eb (~11) Ab (add9) 
' I 4 &i•f€! 

~ I 0..0. 
~~. u 

ll II 

Note: The dom7(#11) voicing could haYe a lydian function, since no 7th is present: 
{1 3 5 #11} C(#11) =Cmaj7(jll) 
TheE(# 11) chord under dom7(# 11lb9) presents this function. 
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Chapter Eighteen. 
New Voicings 

By examining all of the possible interval combinations that are physically available within the established 
framework (9,b I 0, 10. 11, and~ 11) on the middle four strings of the guitar, (excluding doublings and ~ 9th intervals) , 
v,:e see that the vast majority of these voicings already have been introduced in the tension chapters. 

W ith the exception of one voicing. the few remaining interval combinations physically available within this 
framework appear to be inversions of the ninth (no 3) or ninth tno 5) chord voicings introduced in the Tension 9 
chap[er or drop 3 type voicings. both of which produce some physically difficult fingerings and potential voice
leading problems wher. integrated with drop 2 voicings. 

L O\\ . lmerval Limits allowing. these voicings offer all of the enharmonic possibilities previously applied to their 
chord tOnes and tensions under the Enharmonic Chordal Substitution chapters . 

~inth (no 5) Chord Inversions : 

dom7(9) dom 7(#9J # 9--------- ~ 7 
b7------#9 

3 ---------- 1 l -------3 

The following ninth (no 3) or ninth (no 5) chord voicings can be produced by using the same invers ion formula: 

dom7(9) 

min7(9) 

9 

..., 
_.., 

b7 

9 9 

z><; _1 .) 

I 7 

dom7(#9) 

3 
b7 

dom7sus4(9) {) 

' -
j7 : 

maj6(9) 9 
] 

6 

dom7D5(9) 9 
1 
k 
b7 

I ns followmg drop 3 type voicings arc physica!iy available on the middle four slrings: 

dom7 3 dom7 b5 
,.., 
.) min7~5 ~ 3 
I I 

5 b ~ . ' b5 
b7 b7 b7 
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dom7#5 I 
~7 
3 
#5 

dom7sus4 ~7 
5 
I 
4 

Obvious enharmonic substitutions: 

~3 - 1 
1 - 6 
~5- ~ 3 
~7 - 5 

1 - 3 
~ 7 - 9 
~ 3 - 5 
#S - 1 

min7#5 I 
~7 
~3 
#5 

min.maj7(11) 7 
5 
1 
11 

7 - #11 
5 - 9 
1 - 5 
11 - 1 

The final voicing introduced in this chapter is unique in that its chordal structure has not yet been introduced. This 
voicing also affords only one "legitimate" chord. although a couple of ··progressive·· enharmonic chordal 
substitutions will be offered. 

A~ 7(~ 131#9) 

Additional possible enharmonic chordal substitutes: 
Cmaj7(#9) {l 3 7 #9 } A-9(#11) {~3 59 Hll} 

This voicing also might imply an incomplete polychord. The bottom two notes form a major 3rd intervaL suggesting 
me root and third of an incompl~te major triad, while the top two notes also form a major 3rd interval, suggesting 
a major triad a half-step below or major 7th abo\'e the bottOm structure : 

ne 
B 
E 
c 

implies a B major triad over a C maior triad . 
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Chapter Nineteeno 
Enharmonic Substitutions of Ninth Chords 

with omitted third or fifth 
The ninth (no 3) and ninth (no 5) chord voicings introduced in the Tension 9 chapter produce some of the most 
interesting and useful enharmonic chordal substitutions. Some of these chords have so many substitutions that it is 
possible to find one voicing that will satisfy all three basic harmonic functions: 

Cmaj9 = 
I 1 3 7 9} 

Tonic 
Am(l l/9) 
(Crnaj9) 

Am(ll/9) I 
{b35911} 

F#-7b5(~ 1 3111 ) 
{b5b7 llbl3} 

Sub-Dominant 
B-7bscb 1311 1) 
(Fmaj9) 

I Ab 7(alt51#9) 
{3b5~5 #9} 

Dominant 
E7(alt51#9) 
(A~maj9) 

h is conunonly referred to as "constant structure harmonic motion" when moving one voicing around to satisfy 
different chords. This concept will be examined in more detail in the later chapter appropriately titled Constant 
Structure Harmonic lVIot ion. 

The following list will include all of the ninth chords with omitted 3rd or 5th and their enharmonic substitutions. 

Cmaj9 Am(1119) I Fmaj7(131# 11) I F#-7b 5(b 13111) I Ab 7(alt5/.#9) I D9(1 3) I E7(b 13) 
{ 1 3 7 9 } 

Cmaj9(b5) Ab 7 b5(#9) I Dl3 I A-6(1119) I F#-7 b5(b J3/ll) I F 13(# 1llb9) I B7(alt9)/E9( b 13) 
{l b579} 

C-maj9 Fl3(#1l ) I B7(alt9) 1Dl3(b9) 1 Ab 7C#lll#9) / A-7 b5(1 119) 
{1 63 79} 

C -9 Ebmaj7(6) I F13sus4 I D7(b9!#5) I A69(# 11) 
{1 b3 b7 9) 

C-9b51 C965 D7 #5 I A b9(b5) IF#7(alt5) I G-maj7(1 1'l IEp -maj7(6) IE-76 5( ~ 1319VE9(alt5) IB ~ 9+/F b sus4( b;: l 
{1~5~79) 

C6(9) 
{l 3 G 9 } 

C-6(9) 
{ 1~ 3 69 } 

Am(l l) I B ~ maJ9( b5.i / Fma,i7(6) I D-9 tF# -7,alr5) I G-6(1119) I A~ 7(alt51~9) I D9 I E-7 ~ 5(11 ) 

F i3 I B7(alt9) .' D7(b9' I A~7i~ll/b91! A-11~5 I E~ maj7(6/b5) . . 

C9 G, 7(alt5) ID9+ I A b9(alt5 l /E7(ah5) IB \191 ~ 5 l /G-6(11) /F-maj7(ll 16) IB ~ (91~ 5) /E-7falt5VD-7 ~5!9 J 

{ 1 3 b7 9 \ 

C7(~9) Gb 7( ~ ll ) I Db-maj7( 6) I Eb l 3(~q) i A 7( alt9) I B b-7b 5(9) 
11 3 b7 b9} 

C7(#~) G~ 13(b 5) I d,-maj7<619 1 I . .:.. 7(alt0.'~ l! J IE~ 13(b9) I Ab9(b 13) I Bb-7b5(1119) 
{ I 3 D 7 #9} 

C9(~ 5 ) refer to C -9(b5) aboYe 

C9( ~5) refer to C9 above (C9 = D9#5) 
{ l ~5 b 79 } 

C9sus4 D-7 #5 I G-7(11 ) IB~! add9 ) I F-6(1 1) I Ab6(91# ll) I Ab 13(#1 119) I D7(#91#5) I E7(alt51b9 l IB f1 9 
{ 1 4 b7 9) 
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........ 
...._. The following "blues" progression will use ninth (no 3) or ninth (no 5) chord voicings to substitute each chord. The 

original chord changes are above the stave while the ninth chord substitute~ are below in parentheses . 
..._, 

"--' F6(9) Fmaj7(6) E-7~5(b 13) A7(~9) Dm(ll) G7(alt5/b9) Cm(ll/9) F7(#9) 

r -19-
? !,#~ ~ ~ If ~i IF :ip ~~~ '-' 

I I I I '-

'-' (F6(9)) (C6(9)) (Bb6(9)) (G-6(9)) (F6(9)) (Eb9sus4) (Ebmaj9) (F7#9) -
'-' 

Bb13 Bb7(alt5) Bb-7(11) Eb9 Am(ll/9) D7(alt9) Ab-9 Db13(#11) 
....... 

I !) 1~, ~~~ ' l·r :~ I J,t~ 
I 

&&~ 
._,. 

~&~ 
I I 

(F-6(9)) (E9) (Eb9sus4) (Db6(9)) (Cmaj9) (Eb-maj9) (Gb6(9)) (Ab-maj9) 

Gm(ll/9) G-9 C7(alt5) C7(alt5/~9) F6(9) D7(alt9) G13(b5) C7(alt9) Fmaj7(6) 

~ 
$ 

' !ttl #;; I ~ ,&~ 
1 

!(~ ~~ I &~ II i II 
I I I I I 

(B~maj9 ) (G-9) (Gb9) (Emaj9) (F6(9)) (Eb-6(9)) (Db7(#9)) (Db-6(9)) (C6(9)) 
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Chapter Twentyo 
Tension Additions on Diminished 7th Chords 

Ir must be noted that when tensions are added to a dim7 chord. the symmetrical quality of the chord is destroyed and 
the resulting voicing is often heard as something different than a diminished chord. To further compound this 
problem. most dim7 chords already function as dom7b9 chords. even before any tensions are added. Therefore, 
exploring tension additions on dim7 chords might prove of limited value and is presented with this in mind. 

All \'Oicings produced by the addition of tensions on dim7 chords have been previously introduced enharmonically 
as dominant chords with various combinations oftensions~9, #9, ~ 11, and 13. Further examination of these tensions 
will be performed under the Symmetrical Dominant Substitutions chapter. 

There are basically two approaches to the addition of tensions on diminished 7th chords. The first is the symmetric 
approach. in which a whole srep above any dim7 chord tone is an available tension. The second is the diaton' 
approach. in which the tensions are chosen from the key or function of the moment. In either case, the tensions must 
be realized on the true function of the dim7 chord. If the dim7 chord is functioning as a dominant chord , the tensions 
added to the dim7 chord must be realized on that dominant chord: 

C0 7(9) is functioning as F13(~9) ... 
the 9th of C0 7 is the 13th of F7(~9) . 

In comrast. if tbe dim7 chord has no domjnant fu nction. and instead is functioning as a "tonic-diminished" or 
chromaticallv descendim! diminisned. the tensions should be realized on that dim 7 chord. Uoon further examination 
of the symmetrical appro~ch to tension addition on dim7 chords, we see tensions 7, 9, 11, a~d b13 appearing a whole 
step above the chord tones. Combining chord tones and tensions produces the traditional symmetrical diminished 
scale; 

2 b3 4 #5(~13) 6(bb 7) 7 8 

L 1 _j L 112 _j L 1 _j L 112 _j L 1 _j ...__-112 __j '------ 1 _j L 112 J 

Tension ~13 will be used instead of its eni1armonic # 5 spelling, which might apoear confusmg withm a di.rrJr.ished 
context ( au!!mented 5th on a diminished chord ). although itS doe:. . in fact. describe this tone· s relarion to the scale 
more accuratelY. since the nmur:.:i 5m 01! £ht t~::- tmoiied b~· .. - : :.. Witn!n this ch~mer. b 13 \\ ii1 nm imoi \' nmurcl 5 . ._. . - . ... . 

?'-lore that the major 7th appears as a tension above t heb~7 chord tone. When the major 7th is added to a dim7 chord, 
it is commoniy referred ro as a "dim.ma_iT' .. or ··ronic diminished" chord. 

Since d1m? chords duphcate thei11se lves tnrOL:gi': minor .);-d wvers10ns. b.e aware of rension additior.s on ~E four 
relative dim7 chords: 

no ~ens ion~ C0 7 = E~ c7 = F# b] = A c; 
oncrenslOnC;maj7 = E~ 07(bl3 ) =.F~07()1~ = A0 7(9) 
rwolensionsC"maj7(9; = Eb ~maj7([,1?. = F#..;7(o l3!liJ = N '7(1 1/9) 
two l:en::ionsCcmaj7(l}l = E~07lbl3/9 ) = F~ 0mai7( lll = A07(~!3/Q1 
three tensionsC.:.maj7(1l/9) = Eb·maj/(~13/~n = Ff comaj7(~!3/l ); = A"7(~13!1119) 

Note that if all four tens tOns (7. 9, 11. anci b 13) arc used in a four nme voicing. a complete dim . .,.rei is rormed a 
whole step above the original dim7 chore:. 

C'maj7(b 13/11/9.: = Dc7 
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Since a dim7 chord commonly functions as a dom7(~9) chord a half-step below any dim7 chord tone, tensions added 
to the dim7 chord should be realized on all four relative dom7(~9) chords: 

no c o? :;: E~07 = F#0 7 :;: A0 7 
diminished 
tensions B7(~9) = D7(~9) = F7(~9) :;: A~7(~9) 

one C0 maj7 :;: Eb07( ~13) :;: F#0 7(11) == A0 7(9) 
diminished 
tension B(b9) = DI3(~9) = F7(#111b9) = A~7(#9) 

two C0 maj7(9) :;: Eb0 maj7(b 13) = F# 0 7(b 13/11) = A 0 7(1119) 
diminished 
tensions B(#9) = Dl3(b9) = Fl3(# l llb9) = Ab7(#llt#9) 

tWO C0 maj7(1 1) = Eb 07(~ 13/9) = F# 0 maj7(ll) :;: A07(~ I 3/9) 
diminished 
tensions BC# tllb9) = D13(t9) = FC# lllb9) = Ab 13(#91 

three C0 maj7(11/9) :;: Eb 0 maj7(b 13/9) = F#0 maj7(b 13/11) = A 0 7(b 13/11/9) 
diminished 
tensions B(# 111#9) = D(l31#9) = F(13t#lltb9) :;: Ab 7(131# 111#9) 

l ote the dominant tensions (b9, #9, # 11, 13) formed by the symmetrical diminished scale. By combining these 
dominant tensions and chord tones, the symmetrical dominant diminished scale is produced: 

~2 #2 3 #4 5 6 b7 8 

L]/2 _jL_1 _j _l l/2_j;_l_J:_ l/2.JL 1 _jLl!2_jL 1-; 

This scale and subsequent chords wili oe examined further in the S)"mmetrical Dominant Substitutions chapter. 

All substitute chords produced by the addition ofrensions 7, 9 . 11 and b 13 on a dim7 chord are either dominant and/ 
or hvbrid chords and have been oreviouslv introduced as dominant chords with various combinations uf tensiom, 
!>9, £9. ~11, 13: • -

147 



One tension; c cmaj7 = Eb 0 7(b 13) = F#0 7(1 1) = A 0 7(9) , 
First introduced as a dom7 (#9) (A~ 7(#9)) chord . One inversion forms the hybrid chord BIC. 

Two tensions : c =maj7(9 ! = E~ .:maj7(b 13; = F~07(b 13/11 ) = A0 7(1 1/9) 
First introd uced as a dom7(~ 111#9) (A ~ 7( # 111#9)) chord. Two inversions form two different hybrid chords, BID 
and Bm/D~. 

I I 
Twotensions:C'maj7(ll t = Eb0 7(bl319J = F~ .,maj7(ll ) = A 0 7(b 13/9) 

First introduced as a dom13( #9) (A b 13(#9) I D l 3( #9)) chord. 

Three tensions: c cmaj7 (1 1/9) = E bcmaj7(b l3/9"\ = F~0maj7(b l 31 11 ) = N'7(b l3/l l /9) 
First introduced as a d om 7(~ 91 # 11/13) (F( 13, # 11 I~ 9) ! I b9 # ll 13}) chord. One inversion forms the hybrid chord 
B~. ~ 

The diatonic approach ro tension addition on a dim7 chord can form different tensions depending on the key or 
function of the dim7 chord. In the key of C. c r '7 (#I0 7) WOL1ld have tensions 7 (C), b9 (D) . ~ I 1 (F) . and b 13 (A ), 
which are derived from the key of~. Since nro7 usually funclions as a dominant V7~9/II chord (A 7( ~ 9)) . the Cp 0 7 
te nsions should be realizea on A 7(b9): ;9 (0 . 11 (D ) ,~ 13 (F). root (A ). 

The fo llowing chart might be helpfu l in determin ing the '·function .. of a ci im7 chord. A diminished chord wi ll either 
haYe a domjnant func tion or its own diminished function. If there is no clear domi nant function. the v . ., 
assume its own func tion of tonic di minished (1"7 l or descendir.g cnromatic dimini!)hed (b III0 7 I~\ 

Keep in mind, since one dim? chord egm;ls tnree other dim7 chords. there are on ly three different dim/ L • • 

possible: 

1) C0 7 = Eh0 7 = F# 0 7 = A 0 7 
2) C# 0 7 = E 0 7 = G0 7 = B b0 7 
3) D 0 7 = F0 7 = A ~o7 = B 0 7 

The following chart is relative to the key of the moment: 

I l VIT0 7 = li0 7 = TV0 7 = J: y c7 

dominant tunctions~ V7(,Yl - of· Vl. or V7(~9 l 

2) ~ VII0 7 = t l 0 7 = lll0 7 = V0 7 
dominant Amctions: \ '7f?t) J - o f - ~!. o;· V 7(bq, - ( f - T\' 

3 ) VI0 7 = ! 0 7 = ~ III0 7 = b \ ".,7 
(# Il0 7 J ( ~TV07 J 

dominant functions: V7( , 9J - of- III . or V7( ~ 9 J - of- V 
I Tonic Diminished (!:-/ J 

I Chromatic descending diminished ( P IIF7 I~ V"7 J 

bthe ke\' of C: 

] I B 0 7 = D"7 = f07 = G t 0 7 
dominant functi ons: £7( ,9 J/ G7 ! ~t) ; 

2 J B , c7 = c ; ::7 = E"/ = Gc7 
dominant function<, : A 7( , C) 1 I C7( ,t; ) 

: > x:-7 = c ·£ = £p0 7 = u~ -~ 
(D.:- :::7 J (F ~ -:.7 J 

'! ' 

dominant functions: B7(f>9 ) I 07( ~9 1 
I Tonic Diminished (C0 7) (C'-maj7 J 

i Chromatic descending t.ltminished 1 E:> <-7 I Gb"71 
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Chapter Twenty-One. 
Constant Structure Harmonic Motion 

The Enharmonic Chordal Substitution chapters present many different chord types and functions within a single 
chord. It is subsequently poss ible to harmonize a progression of different chord types and functions with a single 
chord type. If only one inversion of this single chord is used while harmonizing a progression, it would be referred 
to as "constant structure harmonic motion." 

The following example uses a maj6(9) (1 3 6 9) chord to harmonize the original chord progression (written in 
parenthesis). 

G6(9) Db 6(9) 
(Cmaj7) .(A 7) ........ \ . 

C6(9) 
(D-7) 

B6(9) 
;G7) 

Bb 6(9) 
(E-7h5) 

Db6(9) 
(A7) 

F6(9) 
(D-7) 

Db6(9) 
(G7) 

C6(9) 
(C) 

Although this approach can go "outside" of the original harmonic functions, often by symmetrical motion of one 
voicing, the approach here will be to satisfy the original functions through the use of their enharmonic substitutional 
possibilities. Dominant chords offer some symmetrical constant structure possibilities that will be examined in the 
following chapter. Obviously, this concept will often compromise voice-leading, but this can be accepted when the 
harmonic structure never varies. Voice-leading is at its best between varied structures. 

Those chords found to have the most Sllbstitutions and varied functions perform best in a cons tant structure approach. 
The following chords will be examined for their most common substitutions and functions, and each will be placed 
in a number of II-V-I situations to display their different functions. Those chords that can satisfy all three basic 
functions have rhe best constant structure possibilities . 

Major7~ 5 

Cmaj7b5 = A-6(9) = F# -7b 5(1 l)= D7(13/9) = Ab7(#9#5) 

Tonic Function 

Sub-Dominant Function 

Dominant Function 

l) D-7 G7 Cmaj7b5 (Lydian) 
2) B-7b5 E7 Cmaj7b5 (A-6(9)} (Minor) 
3) G7 A7 Cmaj7~ 5 (07( !3/9) ) (Blues) 

1) Cmaj7b5 tFD-7b5( 11 )) B7 Em 

I) A-7 

2) Eb-7 

Cmaj7b5 { 07(13/9) ) 

Cmaj7b5 { Ab 7(#9#5) l 

Gmaj7 

Db rnaj7 

Multi-Function (Constant Structure) 

1) Cmaj7 b5 
{F#-7 b5( 11 ) ) 
2) Fmaj7b5 
{ G7( 13/9)} 
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Gmaj7~5 
{ E-6(9)) 
Cmaj7b5 
{07(13/9)} 



Minor7~5 

C-7~5 = Eb-6 = Gb6(b5) = Ab9 = 07(~9#5) 

Tonic Function 

S~~-Dominant Function 

Dominant Function 

l)Ab-7 
2)F-7b5 
3) Db7 

l) C-7~5 

l) A-7 
2)Eb-7 

Multi-Function (Constant Structure) 

Minor7ff5 

1) C-7~5 

2) F-7b5 
{Db9} 

Db7 C-7b5 {Gb6(b5)} (Lydian) 
Bb7 C-7b5 {Eb-6} (Minor) 
Eb7 C-7b5 {Ab9} (Blues) 

F7 B~m 

C-7b5 {D7(b9H5)} Gmaj7 
c~ b5 { Ab9) D~m~7 

Eb-7b5 G-7b5 
{F7(b9 #5) J {Bb-6) 
D~-7b5 C-7b5 
{Eb7(b9#5)} {Ab9} 

C-7#5 = Ab(add9) = F-7( ll) = Dbm~7(6/9) = Bb9sus4 or Bb-7(1119) = D7(b9/alt5) = C7(#91#5)no3 

Tonic Function 1) Bb-7 Eb7 C-?;s (A~(add9)] 
2)Eb-7 Ab7 C-7 5 {Dbmaj7(6/9) } 
3) G-7b5 C7 C-7 5 {F-7(11)} 

Sub-Dominant FunctiQn I) C-7r (F-7(11)] Bb7 E~maj7 
2) C-7 5 F7 Bbm 
3) C-7 5 { B ~ -7 (1119) } Eb7 Ab6 

Dominant FunctiQn 1) A-7 C-7r ( D7(\,91alt5) I G6 
2) G-7 C-7 5 { C7(#91#5)} F6 
3) F-7 C-7 ,5 {Bb9sus4} Eb6 .:~;.:·>: 

. 
Multi-Function (Constant Structure) 

1) C-7#5 Ab -7#5 G-7#5 
{F-7(1 1)} {Bb7(b9/alt5)} {E~(add9)} 
2) C-7#5 Eb-7#5 F-7#5 
{C-7~ 5(bl3)} {F7(~ 9/alt5) } {B~-7( 11 )} 
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Dom7#S 

C7#5 = Db-maj7(6) = F-maj7(ll) = B~-7b5(9) or Bb 7~5(9) = D7(9/alt5) = E7(alt5) = Ab 7~5(9) = Ob 7b5(9) 

Tonic Function 1) Eb-7b5 Ab7 C7#5 {Db -maj7(6)} 
2) 0-7b5 C7 C7ff5{F-maj7(11)} 

Sub-Dominant Function 1) C7~5{B~-7~5(9)} E~7 Abm 

Dominant Function 1) B-7 
2) A-7 
3) F-7 
4) E~-7 
5) C#-7 

C7 5{E7(alt5)} 
C7 5{D7(9/alt5) } 
C7 5 {B~7b5(9)} 
C7 5{Ab7#5(9)} 
C7 5{ F#7~5(9)} 

Amaj7 
06 
E~6 
Db6 
B6 

Multi-Function (Constant Structure) 

1) C7H5 B7 ff 5 
{Bb-7'b5(9)} {Eb7(alt5)} 

E~ 7# 5 ......... or .......... 0 7#5 
{Ab -maj7( 11 )} {Ab-maj7(6)} 

Dom7sus4 

C7 sus4=B b 6(9)=0-7 (11 )=E~ 6(9)=C-7 (11 )=Ab maj7 (9/6)=F-7 (ll/9) or F9sus4=A 7 # 5 ( alt9)=E7 ( all9/alt5) 

Tonic Function 1) C-7 F7 C7sus4{Bb6(9)) 
2) F-7 B~7 C7sus4{Eb6(9) } 
3) Bb-7 Eb7 C7sus4{Ab maj7(9/6)) 
4) A-7b5 D7 C7sus4{0-7(11)} 

Sub-Dominant Function l ) C7sus4{0-7(11)} 
2) C7sus4{C-7(11) } 
3) C7sus4{ F-7( 1119)} 

C7 F6 
F7 Bb6 
Bb7 Eb6 

Major7(9) [I 3 7 9] 

Cmaj7(9) = A-(1119) = F#-7b5(b 1311 1) = D7(13/9) = Ab 7(ff9/alt5) 

Tonic Function 

Sub-Dominant Function 

07 Cmaj7(9) 1) D-7 
2)B-7b5 
3) 07 

E7 Cmaj7(9){A-(l l/9)) 
A 7 Cmaj7(9) ( D7( 13/9) l (Blues) 

1) Cmaj7(9){A-( 11 /9)} 
2) Cmaj7(9)(Fff-7b5(b 13/11 )} 

D7 06 
87 Em 
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Dominant Function I) A-7 
2) Eb-7 

Cmaj7 (9) { D7 ( 13/9)} 
Cmaj7(9) { Ab 7(ff9/alt5)} 

06 .. 
Db6 

Multi-Function (Constant Structure) 

Major6(9) [1 3 6 9] 

I ) Cm<~7(9) 
{A-( 11/9)} 
2) Cmaj7(9) 
r F# -7bscb 13111) J 
3) Fmaj7(9) 
{07(13/9)} 

F# maj7(9) Omaj7(9) 
{ D7(#91alt5) } 
Eb maj7(9) Omaj7(9) 
{B7(#91alt5)} (E-(11/9) } 
Dbmaj7(9) Cmaj7(9) 
(A7(#91alt5)} {07(13/9)} 

C6(9) = Am(ll) = Fmaj7(6) = Bbmaj7b5(9) = D-9 or D9 = F#-7b5(b 13) = Ab7(~9/alt5) 

Tonic Function 

Sub-Dominant Function 

Dominant Function 

l ) D-7 07 C6(9) 
2) B-7b5 E7 C6(9) { Am(ll)) 
3) 0-7 C7 C6(9)(Fmaj7(6)} 
4) E-7~5 A7 C6(9){D-9} 
5) C-7 F7 C6(9) {Bbmaj7b5(9)} 

1) C6(9) { Am(l1) l D7 06 
2) C6(9){F#-7b5( I3)) B7 Em 
3) C6(9){D-9} 

I) A-7 
2) Eb-7 

07 C6 

C6(9) { 09} 06 
C6(9){ Ab 7(b9/alt5)} D~6 

Multi-Function (Constant Structure) 

Dom7(9) [I 3 b 7 9] 

1) C6(9) 
{Am(11)} 
2) C6(9) 
{F#-7b5(b 13) l 

F#6(9) D?(9) 
{D7(b9/alt5)} {Omaj7(6)} 
E~6(9) 06(9) 
{B7(b9/a1t5)} {Em(ll)} 

C7(9) = 0 -6( 1I) = B b(9/b5) = E-7b5(b 13) or E7(alt5) = F#7(alt5) = D7# 5(9) = A~ 7(9/altS) 

Tonic Function 

Sub-Dominant Function 

Dominant Function 

1) A-7b5 D7 C9{0-6(ll)} 
2) C-7 F7 C9{Bb(9/b5)} 

1) C9{E-7b5(b 13)} A 7 Dm 

I) B-7 
2) C# -7 
3) A-7 
4) Eb -7 

C9 { E7(alt5)} 
C9{F#7(alt5)} 
C9{D7#5(9)} 
C9 { Ab 7(9/altS)} 

A6 
B6 
G6 
Db6 

Multi-Function (Constant Structure) 

l) C9 Eb9 09 ....... or .... .... E9 
{E-7b5(bl3)} {A7(alt5)} {D-6(1l)L {D(9/b5)} 
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When only one inversion is used in the multi-function examples, it is considered a "constant structure" approach 
to the progression. If different inversions of the same chord are used, the constant structure sound is lost, but voice
leading improves and the "sound" of using one chord type remains. This might half-jokingly be referred to as 
' 'constant chord type structures." 

The following is an example of the two approaches discussed on the Dom7(9) chord"s multi-function progression: 

C9 [E-7~5(~ 13)] E~9 [A 7(alt5)] G9 [D-6(11)] 

I) (Constant Structure) 2) (Constant Chord Type {different inversions}) 

C9 Eb9 G9 C9 E~9 G9 
~ I 

I"- qc@ "i II ?l 
At this point, special attention should be given to the minor IJ-V-I cadences that appeared in the multi-function 
examples. It might have been noted, (as in the above example), that a certain interval pattern was evolving between 
the II, V, and I chords. By establishing one chord voicing that wjli satisfy all three functions, it can be moved a minor 
third from the II to the V and a major third from the V to the I: 

E I - ' . h' d G 71 - • • h' "\ B 71 --7p~ ..... ~mmor t .1r ).... ... - p:: ....... (ma;or t Ira, ....... - p~ 

II-7b5 {E-7~5} V7 lA7(~91#5)J Im {D-6} 

Any chord that will satisfy the II-7~5 chord, with or without available tensions, can be moved through this interval 
pattern to produce a complete minor II-V-I cadence. 

The following is a list of some of the most obvious chords that could function as min 7 b 5 chords; 

F#-7~5(9) = A-maj7 .... .. . Ab7#5 
F#-7b5(11) = Cmaj7b5 .... A-6(9) [l ~3 6 9]. ... Fmaj7(#11) [3 57 #11] 
F#-7b5(~13) = D7 .... D9 [1 3 b7 9] ...... C6(9) [1 3 6 9] 
F# -7b5(11/9) = Cma,j7#5 .... . A-maj7(9) [1 ~3 7 9] .. .. .. A-maj7(9) [b3 57 9] 

F# -7b5(b13/9) = E7#5 
F#-7b5(b 13/11) = Cmaj7(9) [1 3 7 9]. .. ... D 13 & Ab 7(#91b5) .... ... E7sus4 ....... F6(# 11) [3 5 6 ~ 11] 

Each one of these chords will satisfy all three minor cadence chords (II -7 b 5. V7, and I-) and each one can be moved 
through the interval pattern to establish a cons rant structure minor II V I cadence. In relation to their present roots, 
rhev will function as F~ -7 b5, Ab 7, and A minor chords. . ,. 

Appiicatron of these concepts would make n possible to harmonize an en tire song with just two or three chord rypes. 
The following is an example of a typical "two-five blues" harmonized with just three chords; dom 7sus4, maj6(9) 
[1 3 6 9], and dom7(9) [1 3 b7 9]. Their inversions will aid iu some hannonic. variety and voice-leading, whiie 
integrated with constant structure phrases. 

......... 
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F6(9) 
(F6/9) 

' r 
Bb6(9) 

(G7sus4) 

! 

4 i 
G-7(11) 
(Bb6/9) 

t' 
F(9/b5) 
(G9) 

Fmaj7(6) 
(C6/9) 

~ 
*Bb9 
(Bb9) 

I 
i ~rr jl 

-6-

G-7(11) 
(C7sus4) 

b.a. 

F 

4 .; II 

E-7~5(~13) A7(~9/alt5) D-9 G7(~9/ alt5) 
(B~6/9) (Dt-.6/9) (C6/9) (Cb6/9) 

!&' ~~ 
I I I 

I! "(;[! 
I 

Bb-7(11) Eb9 A-7(11) D7(~9/alt5) 
(Db6/9) (Db6/9) (A7sus4) (Gb6/9) 

I I 
I 

~t! li Q{i 1\~ 
l I I 

C7(#9/alt5) *C7(alt) Fmaj7(9/ 6) D7(#9/ alt5) 
(Gb6/9) (Ab7sus4) (A7sus4) (Ab6/9) 

~ I .t; ~ II 1,~%;9 
I .g 

I 

* L.I.L. violations on weak half of measure. 

C-9 F7(alt5) 
- (Bb619) CB9) 

I~ 
! 

~!¥ 
•' 

Ab-9 Db7(alt5) 
(Gb6/9) CA9) 

•bb1 b~ 
·~. ~ t 0 I'' "' .. 

I 

G-7(11) C7(b9/alt5) 
(Bb6/9) (E6/9) 

IF€ ~~~ I! 
I I 

Here are some additional minor II-V-I cadences with two different chord types moving through the "minor third
major third" interval pattern; 

n CA-71>5) -- --- -- -- --- (D7)-- ---- -- ---- - <Gm)-- -- ---- -
C-6(9) Eb6(9) Eb-6(9' Gb6(91 G-6(9 1 B~6(9' 

~ 
€-

I il"& f)b i 9b~ ms lf)s ;j 7~ 

2) (A-7b5) __ _ _ ____ ___ ____ (D7/ ___ __ __ ___ _____ _ (Gm'' __ _ 
E~maj7b5 E~maj9 Gomaj7b5 G~maj9 G-maj9 

i:_ b.o. ~ JJ.€t-

!! &I ~~ 1i2 i.~ 1o·s 

3) (A-7b5) ___ _ ______ ____ __ (D7J __ _____ _ __ ____ __ (Gm)_ __ 
Eb6(9) F6(9) Gb6(9) Ab6(9) B~6(9) 

i 0..0. -e-

:ta 3 
ID-e-

I be lgt8 ~ts 4 
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4) (E-~ 5) ______ _____ _ _ (A7) _ ____ ____ __ ___ (Dm) __ _____ _____ _ _ 
Bt~maj7:>5 E -7b5 Dt:>maj7~>5 G-7o5 Fmaj7b5 B-7b5 

=fJ J~§ 
-9- n 

~§ !.§ ! g g 
0 

~ ) CE-7!,5 ) ______ _____ _ _ _ (AI ' __ ___ __ _ ______ (Dm) _ _ _ _ ___ __ _ __ _ _ 

B~:~ maj7~5 E-7~5 Domaj7;:5 G-7:.;) Fmaj7~5 B-7~5 

~1r8 ! o2 _ ~tB 
-9- ~ 

g I~B g 
0 !1'-u 

··rviajor'' cadences: 

1 l ni-7- Y7 -!); 2i n-VIi- II-7- V7- [J : 

G-7(11/9) C7e>5<13/b9) Fma.i9 D6(8 B7±!5Calt8i E-701 A7~5(alt9 l Dmai7(9/G 
(D-7 1 ( F~-7 tA-7• \B7su.s-! (DI::;u.s·~, (A7sus4J (C/sus-: , {F;;7sus4 • 

c g ii 



Chapter Twenty-Two. 
Symmetrical Dominant Substitutions 

Every dominant chord has at least one symmetrical substitution a tritone away which has been presented as the "Sub 
V" chord. Specific tension combinations derived from the whole-tone or diminished scales can be placed on a 
dominant chord which can then be moved symmetrically ("constant structure harmonic motion'') in accordance with 
those tensions chosen: diminished (minor third intervals), and 1vhole-tone (whole-step intervals). 

Any combination of tensions 9, #I l(b5), and b 13(#5). which are in common with the whole-tone scale. can have 
whole-step substitutions. Seven different dominant chord structures can be produced from the various tension 
combinations; 

C7f5 C7b5 C9(no5) [I 3 ~7 9] C9(~5) C9(b5) C7(alt5) C9(alt5) 

l\ote that it is perhaps more appropriate to refer to# 11 and b 13 as b 5 and# 5. since# 1 l and b 13 could imply a natural 
5th. 

Three different voicing possibilities exist for each of the last four chords: 

C9(#5) .... .... .... [3 #S b7 9]. [l #5 b7 9j. and [1 3 #5 9j 
C9(b 5) ............ [3 ~5 b7 9}. [I b5 b7 9] . and [13 ~ 59] 
C7(alt5) ...... .... [3 ~5 ;5 b7]. ll bs h5 ~ 7). and [l 3 hs #SJ 

C9(alt5) .......... [3 bs #59], [1>5 ~5 i> 7 9), and [1 ~ 5 #S 9] 

When examining the whole-step substitutions for each chord, we find only three different interval combinations exist 
for four-note voicings within the whole-tone scale; ·' 

1) C7b5 D9(#5) E9(alt5) F#7h5 Ab9(#5) Bb9(alt5) 

[1 3b5b7] [3 #5 b 7 9) [lh5#5 9] r I 3 bs b 7J [3 #5 h 7 9] ld5#59J 

2) c7;s D9(alt5 ) E7(alt5) F~9( bs ) A~9(#5 ; Bb9Cb5) 
I 

fl3:l - I T [b5 f 5 b7 9] [13b5#5J [3b5b79] [13 f 59J r 1 bs b 7 9J ri)" J " 

3) C9 D9(#5) E7(alt5 ) F~7(a1t5J Ab9(alt5) B b9(b 5) 

[ 1 3 b 7 9] [ 1 ~5 b 7 9] 
I · 

Ll bs #5 b71 t3bsHsbiJ 
I I 

f3p5~59J [l3b59] 

Note the symmetrical Sub V chords in the first example; 

·,..7- ~-F~7 1 ' '-' "'-J- (l .. , 
I 

E9(alt5)=B b 9(alt5) 

Also note rhose voicings missing a third could function as min 7b 5 chords. and the B b9Cb 5 ): [I 3b 59]. could function 
a~ a Bbmaj7b5(9) chord. 

Any combination of tensions b9, ~9. ~ 1 l, a:1d !3. \.Vhi.::h are in common with the symmetrical domilumr diminished 
scale ( 1 b 2 ~2 3 #4 56 b 7 8). can ha,·c mi nor thi rd substiruuom. Fifteen different dominanr chord structures can be 
produced from the various lension combinmions : 
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Single Tension; 

Two Tensions; 

I ) C7 ( # 11) or C7 ~ 5 

5) C7(# 111~9) 
9) C7(131#9) 

Three Tensions; 

2) C7(~9) 

6) C7(#1 11#9) 
10) C7(alt9) 

3) C7(#9) 

7) C7( 131# 11) 

4) C7(13) 

8) C7(13/~9) 

11) C7(# 11/alt9) 12) C7(13/alt9) 13) C7(131#11/~9) 14) C7(131#111#9) 

Four Tensions; 

15) C7(131#1llalt9) 

Note that all those chords containing a# 11th tension could be accompanied by a natural 5th, or function 
en harmonically as a ~ 5th. Also note the dom7~ 5 is the only chord that can function in the whole-tone system 
and the diminished system. 

Unlike the whole-tone scale, the diminished scale offers many different dominant chord types wilh very few 
reappearing under a new chord type. The following will att~mpt to organize the various dominant tension 
combinations and their related symmetrical substitutions over four-note structures. 

Single tension combinations; 

1) C7b5; 

[1 3 b5 b7] = E b 13(alt9) [5 b9 #9 13] = F#7~ 5 [1 3 b5 ~7] = A13(alt9) [5 ~9 #9 13] 

C7(#11); 

[3 5 b7111] = E b7(alt9) [3 5 ~9 #9] = F#7(b9) [1 3 b7 ~9] = Al3(~9) [5 ~7 b9 13] 
[1 5 ~ 7 11) refer toE~ ?C# 11) under C13(alt9) [ ~ 7 ~9 #9 13] 
[1 3 ~ 7 11] refer to C7b5 
[1 3 5 # 11] refer to A(# 11) under C13(alt9) [3 ~ 9 #9 13] 

2) C7(~9); 

[3 5 b7 b9] = E~7(b9) = F#7(b9) = A7(~ 9) 
[1 3 b7 b9] refer to F~7(~9) under C7(#11) 
[1 5 ~ 7 ~ 9] refer to Eb 7(~9) under C7(alt9) 
[1 3 5 b9) refer to E~(~9) under C7(#9) 

3) C7(~9); 

[3 5 ~ 719] = Eb (~9)[ l 3 5 ~91 = F~ 13(b9)[3 b 7 ~9 13) = A7(# 111~9)[5 b 7 b9 # ll] 
[1 3 ~7 9] refer to F FC#9J under Cl3Ci ll) 
[15 ~7 9] referto EP7(~9) underC7(#1llalt9) [ ~ 7 b9 # 9 # 11] 
[13 5 #9] refer to F #C#9) under C13(# 11fb9) [b7 b9 ~1113] 

4) C13; 

[1 3 b7 13] = E~ 13(# 11/b9) [5 b9 # 11 13] = F~7(~9/b5) [3 bs b 7 #91 = A7(alt9) [1 5 b9 #9] 
[3 5 b713) refer to F~13 under C7(alt9) 
[15 b7 13] refer to F~ 13 under C7(#111alt9) [3 b9 #9 #11] 
[1 3 5 13] refer to F# 13 under C7(#1llalt9) [b7 b9 #9 #11] 
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Two tension combinations; 

5) C7(# 11/b9); 

[3 h7 h9 #11] = Eb7(alt9) [5 b7 b9 ~9] = F#7 [1 3 5 b 7] = A13(b9) [3 5 b9 13] 
[1 b 7 b 9 ·#11] refer to Eb 7(# 1llb9) under C13(alt9) [3 b9 #9 13] 
[5 b 7 b9 # 11] refer to A 7(# 11/h9) under C7(#9) 
[13 b9 #Ill refer to A7(# 111b9) under C13(alt9) [b7 b9 #913] 
(15 b9 #11] refer to Eb7(#1llb9) or A7(#11Jb9) under C13(#9) 
[3 5 b9 #111 refer to A7(~ i llb9) under C7(alt9) 

6) C7(#I11#9); 

[3 5 #9 #11] = Eb 7(alt9) [1 3 b9 #9] = F# 13(b9) [I b 7 h9 13] = ABC# 11) [5 b 7 # 11 13] 
[3 h7 #9 #111 refer to F#7(#91b5) under Cl3 
[1 b7 #9 #11] refer to Eb7(# 111#9) under C13(#1llalt9) 
[5 b7 #9 #'11] refer to Eh7(#,111#9) under C13(#1llb9) [b7 b9 #1113] 
[13 #9 #Ill refer tO A7(# 111#9) under C13(alt9) (1 b9 ~~ 13] 
[15 #9 #11] refer to F#7( # 111#9) under Cl3(#1llh9) [1 p9 #1113] 

7) C13(#11); 

[3 ~ 7 #1113] = Eb 7(# ll/alt9) [5 b9 #9 ~ 11 ] = F#7(#9) [I 3 b 7 #9] = Al3(b9) [1 5 b9 13) 
[1 b7 #1113] refer to Eb 13(# 11) under C13(alt9) [1 b9 #9 13] 
[13 #1113] refer to ABC# 11) under C13(#1llalt9) 
[1 5 ·#1113] refer to F# 13(# 11) under C7(#111alt9) [1 b9 #9 #1l] 
[3 5 #1113] refer to A13(# 11) under C7(#111alt9) [3 b9 #9 #11] 
[5 b 7 # 1113] refer to A 13(# 11) under C7(# 111# 9) 

8) C13(b9); 

[3 b7 b9 13] refer to F# 13(b9) under C7(#9) 
[1 b7 b913] refer to F# 13(b9) under C7(#111#9) 
[5 b7 b913] refer to A13(b9) under C7(#11) 
[1.3 b913] refer to A13(b9) under C13(#1llb9) [h7 b9 #1113] 
[1 5 b9 13] refer to Al3(b9) .under C13(#11) 
[3 5 b9 13] refer to Al 3(b 9) under C7(#11Jb9) 

9J C13(#9J; 

[3 b 7 #9 13] = Eb 7(# 11/b9) [ 1 5 b9 # ll] = F# 13(#9) [3 b 7 #9 13] = A 7(# lllb 9) ll 5 b9 # 11] 
[1 b 7 ~913] refer to Eb 13(#9J under C7(~11/alt9) [1 b9 #9 #111 
[5 b7 #9 13) refer to F# 13(#9) under C13(alt9) [3 ~9 ~9 13] 
[13 ~913] refer to Al3(#9) under C13(~ 11/b9) [1 b9 ~11 13] 
[1 5 #9 13] refer to Fi 13(#9) under C13(#1llalt9) 
[3 5 #9 13) refer to F~·13(#9) under C13(alt9) fb7 b9 #9 13} 

10) C7(alt9); 

[3 b7 b9#9] = Eb7(b9) [15b7b9] =F#I3 [3 5b7 13] = A7(#111b9) [3 5h9#11] 
f1 b7 b9 #9] refer r.o Eb7(alt9) under C7(.#, 11/alt9)[3 b9 #9 #'11] · 
(5 b 7 b 9 #9] refer to Eb 7(alt9) under C7(# 1llb9) 
[1 3 b9 #9] refer to Eb7(alt9) under C7(#l11#9) 
[IS b9 #9] refer to A7(alt9) under C13 
[3 5 b9 #91 refer tO Eb7(alt9) under C7(#11) 

158 

_ ..... 

...., 

I 

I 
I 

I 
I 

I 



- Three tension combinations; 

11) C7(#1lfalt9); 

[~ 7 ~9 #9 #11] = E~7(#9) [1 5 ~7 #9] {E~-7} = F~13 [1 3 5 13] {F#6J = A13(#1llb9)[3 b9 #1113] 
[3 b9~.9~ 11] = E~ 7(alt9) [1 ~ 7 b9 #9] = F# 13 [I 5 b 7 13] = A13(# 11) [3 5 # 11 13] { A6(# 11)} 
[ 1 ~ 9 9 11] = E b 13 ( # 9) [ 1 ~ 7 # 9 13] = F# 13 ( # 11 ) [ I 5 # 11 13] { F# 6( # 11) } = A 13 ( # 11/ # 9) [ 3 # 9 # 11 13] 
[5 b9 9 11] refer to E b7(# ll/alt9) under C13(#11) 

12) C13(alt9); 

[3 b9 #9 13] = Eb 7(# 11/b9) [ 1 b 7 ~9 # 11] = F# 13(#9) [5 b 7 #9 13] =A(# 11) [1 3 5 # 11] 
[b 7 b9 #9 13) = Eb 7(# 11) [ 1 5 b 7 # ll] = F# 13(F,9~ [3 5 #9 13) = A 7(# lllb9) [ 1 3 b9 # 11] 
[l b9 #913) = Eb13(#11) [1 ~7#1113] =F#l3(#111#9) [5~9 #1 1 13] = A7(#111#9) [13#9# 11 ] 
[5 b9 #9 13] refer to Eb 13(alt9) under C7b5 

13) C13(#111~9); 

[1 b9 #1113] = Eb 13(# 11 /~9) [b7 #9 # II 13) = F#7C# 111#9) [1 5 #9 # 11] = A13,C#9) [1 3 #9 13] 
[b7 b9 #1113] = Eb7C# 111~9) [5 P7 #9 # 11] = F#C~9) [I 3 5 #9] = A13(b9) [1 3 ~9 13] 
[5 b9 #11 13] refer to Eb 13(# 11~b9) under C13 
[3 b9 #11 13] referro A13(# 11/b9) under C7(~ 11/alt9) [b7 b9 ~9 # 11] 

14) C 13(# 11J#9); 

[3 #9 #11 13] refer to A13(# 111#9) under C7(#1llalt9) [1 b9 #9 #11) 
[5 i9 #1113] refer to F# 13(# 111#9) under C13(alt9) [1 b9 #9 13] 
[~7 #9 #1113] refer to Eb 13(#1 11#9) under C13(#111~9) [1 ~9 #1113] 
(1 #9 #1113] is enharmonically the same as C07; 1 b3(#9) b5(# 11) b b7(13), therefore C13(# 111#9) = 
Eb 13(# 111#9) = F# 13(# 111#9) = Al3(# 111#9). 

Four tension combinations; 

15) C13(#11Jalt9); 

[b9 #9 #11 131 = Eb7C# 11/~9) [1 b 7 #9 # 11) {E~-7b 5 } = F# 13(#9) [1 5 #9 13] {F#-6 } = 
A13(# 11) [1 3 #11 1 3~ {A615} 

Note, with the exclusion of the dom7 b9 and the dom 13( ~ 111#9), the symmetrical Sub V chords in the dom7b 5 and 
doml3( ~9) chords; 

" 
C7~5 = F#7b5 .... .................... .. .... Eb 13(alt9J, = A13(alt9) 
C13(#9) =F#13(#9) ...................... Eb7(# 1IIP9) = A7(#I I /~9) 

Also note those incomplete voicings rhat comain dual functions: 

Under C7(#Ilfalt9); 

E~7(#9) [1 5 ~7 #9) = Eb-7 
F# 13 (1 3 5 13] = F~6 
A13(# 11)[35 #111 3] =A6(# ll ) 
E~ 1 3(#9) [1 ~7 ~9 13J = E~-7(13) {Modal Dorian} 
F#I3(~11) [15#1 113] =F#6(#1I ) 

Under C 13(alt9); 

F~ 13( #9) [5 b 7 ~9 13] = F.#-7( 1.3) {Modal Dorian} 
A(# II ) [13 5 ~11] = A7(~1 1J or Amaj7(~1I) 

Under C13(# 111#9); [I #9 #II 13] = C0 7 

Under C13(# ll/ait9); E~ 7(# 111# 9) = E~-7~5 
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The following IT-V - I examples will present a single voicing in all of its relative symmetrical dominant functions. 

1) Whole-tone (dom7b 5): 

D-7 Gns 
-9- ..0. 

' 
b~ 

Ab -7(11) Db7b5 

Cmaj7 
..0. 

Gbmaj7 
b.o.. 

:::) Diminished {doml3(b9)}; 

E-7(9) A9(#5) 
..n .0. 

I! b! 

Bb-7(9) Eb9(#5) 
-& .0.. 

II b! 

F6(~11/9 ! 
E-9 A13(b9) Dmaj9 G-9 C7(Ullb9i 
.0.. -& 

D6(9) F#-7(11) 
-& ..n 

II 

Abmaj7(9) C" - I 

b..n b.o. 

II 

B9(alt5) 
..0. 

b! 

F9(alt5) 

b.o. 
b'! 

E6(9) 
..0. 

Bb6 
b.o.. 

Br-9 
A'maj7(9/ 6) 

E>7(~9) F~7sus4 F PCb9) B6(9~ 
-& 0.0.. .a. ,IJ-.0.. 

' 
~iJ ll&l #II ~ II #m II #II 52 

Db7(f.l llb9) E13(~9) G7(Ul/b9) 
F-9 BH3(~9) Ebmaj7b5Ab-7b5 Gb-6 B-7b5(b 13) A-maj7(6) D-7(11) C-6(9) 

l 

II 

11 

II 

~ ',#~ 
0 

I! 
bo 

#~~ 
120 

II 5 .,#~ ':~ I! 0 !, ~~ 
0 

23 
The following II- V- I examples w:ll move one voicing symmetrically, ·'constant structure harmonic motion." over 
a :,ingle dominant chord. 

1) Whole-tone (dom7#5); 

D-7(11) D-9 G9(~5 ' G9(b5 J G9(alt5 \ G7~5 C6(9) 
(B7~5} (C~'7:.5 ' (F7~5 · <Gn5 l 

0 
I I 

g~ : :ti;_ ~ t .~! I 
0 

ti! Q I 

c;; ~-G- ,.::. .... I 

2) Diminished { dom l3(~ 9) }; 

A7sus4 A-9 Gmaj7 

.0.. 
I I 

I! 
··4 [ I 
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Chapter Twenty-Three. 
Altered Dominant ... 

As was presented earlier in the Dominant Substitute V Chord chapter, altered or "alt" on a dominant chord refers 
to the fifth and ninth being flatted and raised; ( ~ 5, # 5) and ( ~ 9, # 9). Adding the root and guide tones to these altered 
notes produces an ''altered" scale or seventh mode of the "real" or "jazz" melodic minor scale; 

~2 #2 3 
(~9) C# 9) 

~5 #5 1,7 
(~11) (~13) 

8 

Observing the altered dominant scale fror- its Sub V shows a "natural" dominant scale, (or "Mixolydian" mode), 
with# 11. This scale is often referred to as the "Lydian~ 7" scale or fourth mode of the "Jazz" melodic minor scale; 

C Melodic Minor.. .. ............... C D E b F G A B c 
F Lydian~? ........ .................... 5 6 ~ 7 I 2 3 #4 5 
B Altered ... ...... ....................... ~2 #2 3 bs #5 b7 l b2 

Tension# 9( # 2) and#. 5 (sometimes referred to as b 13) appear to be the most "characteristic" altered chord tones or 
tensions since they are alc;o tensions 9(2l and 13(6) on their relative Sub V chord. 

The following lists the different dominant chords and tension combinations that have been presented and could be 
used as "altered" chords; 

1) Basic 7th chords; dom7#5 dom7~5 

2) Single tension chapters; 

Tension 9; dom7#5(~9) dom7~5(b9) 
Tension 11; dom7#5C# 11) or dom7(alt5) 

3) Two tension chapters; 

Tensions 9 & 13; dom7b5(b l3/b9) or (~9/alt5) 

4) Altered 9th Tensions on Dom7th Chords; 

dom7(alt9/no5) dom7b5(alt9) dom7#5(alt9) 

dom7~5(#9) 

dom7b5(~ 131# 9) or C# 9/alt5) 

dom7(alt9/alt5) 

The altered dominant contains a unique and characteristic property in the placement of parallel voicings a whole
step apart on the b5th and# 5th of the original altered chord. By placing either major triads. dom7ths, or dom9th 
chords on these notes, an altered ·'upper-structure .. sound is produced; 

G7(alt); (b 5th) - Db , Db 7, or D b9 C# 5th) - Eb, Eb7, or Eb9 

Realize each chords relation to the original altered chord; 

Db .......... . 
G7(alt) .... . 

1 
bs 

3 
b7 

5 
b9 

9 
#5 

Eb ...... . . 
G7(alt) .. 

1 
#5 

3 
1 

5 
#9 

9 
b7 

·ote the sixteen different dom9th voicings produced by using all four "drop 2" [3 5 b7 9] and all four "ninth (no 
5)" [1 3 b7 9] chord inversions on both Db9 and E~9. 

Two additional structures, major(add9) and dom9(no3), can be placed on the ~5th and# 5th of an altered chord as 
well. These structures could be viewed from perhaps a more fa..."!liiiar enharmonic root; 

Db(add9) = F-7#5 E~(add9) = G-7#5 D~9(no3) = B6(9) [1 3 6 9] Eb9(no3) = D~6(9) [1 3 6 9] 

Root relationtoG altered; bVII-7#5 I-7#5 III6(9) ~V6(9) 
""'" 
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Notice three of the above voicings have three alrered tensions while G-7# 5 has two. Also note G-7# 5 and Db6(9) 
contain the "characteristic"~ 5 and# 9 altered tensions. while F-7 # 5 and B6(9) h<~ve the same three tensions; (~5, 
~ 5. and ~9) . 

G-7 #5; G 
G7(alt) .. .... ......... . 

F-7# 5: 
G7(alt) ............ . . 

F D~6(9): 
b7 ....................... ......... . 

Ef, B6(9); 
II-r,::> ...... ....... .•....... ... •. ....... 

B 
3 

F 
~ 7 

G# 
~9 

Additional non-svmmerrical structures built off the ~5 th and# 5th oft he do:ninant altered could include the triad plus 
any remaining altered notes: 

(G altl : 0~(#11) [1 35 #11] 0~6 [ l 3 56] E~(add4) (1 3 4 5] E~ (~ 13) [1 3 5 ~ 13] 

These triads could pbce their additi onal notes in the bottom voice producing some interesting hybrid structures that 
could be used as G altered voicings: 

Db/G Db/B~ CB b-7) 

* Bonom voice should not Yiolare L.I.L. for G altered. 

f\otice the B note i~ the only non-triadic note for both D~ and £1, triads. This note might function as an interesting 
pedal under these two triads: Db/B - Eb/B . 

The following examples combine the altered upper-structure concepts introduced here with past alte red voicings; 

1 l (D-7)- - - - - - - - - - - - - CG7altered )- -· - - -- - - - - -- - - - - (C l 
D9sus4 F6(9) D:~9 B~7sus4 E, 9 B6(9) C\add9) 

JJ s 
D-19- o.a. 

<i ·f-~ ill~~ ai1g b ~ I 
t) 

:?. ) (G7altered)- - - - - - - - - -- - - - - - - - - - - - - - - - - - (C; 
E,g D::>6{9) Do9 B6(9) Cmaj7(9) 

I 

~~~ ~~~ 1 9~ ;2 ' 
I ~ ..; &' ... 

:=Jjl ~ 
-e-

(G7altcred l- - - - - - - - - - - - - - - - - - - - - - - - - - (C ) 
D, 7 n:,6(9 1 F-n6 Bi17sus4 Cmaj7(9 l 

4) (G7alt l - - - - <G7al t ) - - - - -
D-9 E::> 9 D:~ 9 Cmaj7 

Is !1 

162 

D-9 Db9 Eb9 Cmaj7 
.0. 

IU 

J 

il 

!I 

.... -~ ' . I 

I 

I 

I 

I 
I 

I 
I 

I 
I 

I 
I 

I 

I 

I 
I 

I 
I 

I 
I 

I 



The following altered voicings include some "constant structure motion" ideas; 

I ) 

2) 

3) 

(D-9) 
C6(9) 

*~ 
(D-7(11/9J) 

E-7t!5 

~ 
(C-7(11) I 
G-7j:5 

(G7alt)- -- - (Cmaj7(~11/9)) 
B6(9) D:76(9J D6(9) 
I I 

I 

I @! lh"[~ 
; 
I 

CG7a1t) - - - - (CC13/~11/9) 
G-7~5 F-ns F#-7~5 

I~ I'! 

(F7aJtL - -- - CB~ (add9)) 
F-7~5 E;, -7~5 D-7~5 
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Chapter Twenty-Four. 
Approach Voicings 

Three basic approach techniques, referred to as "diaronic," "chromatic,'' and "dominant," can be applied to voicings 
that are used to introduce established chords. 

Diatonic approach voicings are relative to the key or mode of the moment, and usually resolve to the chord being 
approached by diatonic step. These voicings can ofren be viewed as diaronic extensions of the previous voicing, 
(displayed in the following example). 

(C-7)- - - - -- - - - ·- - - (F7) 
C-7(11) D-7(11) F7(13/9) 

vi 
I 

~ II 

Dominanr approach uses voicings that have a dominant rel ation to the chord being approached; 

(C-71 - - - - - -- - - - - - (F7 ) 
C-7(9) C7(b9) F13(~9 } 

II 

Chrornatic approach uses voicings that. are the same as the chord being approached, a half-step above or belO\\' that 
chord. This could be considered chromatic "constant structure" motion. 

(C-7) - - -- - - - - - - -- (F7) 
C-7(11) E13 or Gb 13 F13 

I 

~·~f ' 9; 
I 

! ~! ~;:~ 

Note tne aboYe G~ 13 cnora could aJ~o be conswercd a dommam a?proach vo1cing. Cnromauc approacn voiCmg:-
have addilional possibilities that will be examined later in this chapter. 

As noted above, approach voicings can often have two and. in rare cases. three approach functions in one ,·oicing: 

"Chromatic'· and "dominant"' approach functions in one voicing; 

(Q7)- - - - - - - - - - - - rc) 
G?(~~i G7;;5(alt9J C6(9) 

ll 

Note the above approach voicing could also have an additional "diatonic·' function; (diatonic lOG altered .scale). 
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'-" "Dominant" and "diatonic" approach functions in one voicing; 

'-' (F7) - - - - - - - - - - - - (B~ ) 

-

F9 F7(13/9) B~6(9) 

~ br &~ 
I 
I 

! i II 

"Diatonic" and "chromatic" approach functions in one voicing; 

(C-7)-- --- - - - - - (F7) -- - -- -- -
C-7(11) D-7(11) F7#5(alt9) F7(~9) 

' &l·i ~ ~~~r ~·~r 1 
The usual and perhaps most effective placement of an approach voicing is on the weak area of the harmonic rhythm 
where traditional rules such as "Low Interval Limits" can more easily be violated. In the previous examples, the 
approach voicing was placed on the weak half of the measure; beats 3 & 4. 

Some of the most effective uses of approach voicings are found in "stagnant" harmonic situations. Here, the 
harmonic color and variety these approach techniques offer can enhance an existing ''basic' ' progression or vamp. 

In the following chord progression, which was taken from a common "standard" tune, each chord receives the 
duration of eight beats, producing a somewhat stagnant harmonic situation. By the addition of approach voicings, 
the progression receives more hannonic variety and motion. The original chords are in parenthesis. 

-
(G7#5)- - - - - - - - - - - - - - - - - - - - - - (C-7) - - - - - - - - - - - - - - - - - - -
G7(#9) Ab13 G7#5 D~-7(9) C-7(9) D~(ll ) C-7(11) G9 ,, ~ 

I Jti·· ~ ~ ~~ j,h~ l ,~i 4A 
I I 4 ~ . ' 

(Ab7) -- - - - - - -- ---- -- - - - - (B~maj7) --- - --- - - - -- - - - - - (E-7b5) 
A~9 D7(±:0 · Ab7(U~ 1 F7(~t; ; btlmaj 7 E t7maj7 Bb6(9) Df.-7b 5 E -7b5 

~&t! i{ 11·&~ b!~ j&f ,&!= I ~ 
I I 

The following is an example of using only chromatic approach voicings on the beginning of the same ' ·standard·· 
tune. 

(E-7b5)----- - - - - - (A7) - -- ---- --- (C-7)-- -- ---- - -(F7) - - - - -- -
E-7b5 B~ 7(#9/#5J A7U:l9/;i5) C#-7Cll} C-7(11) E13 F 13 E-7(9) 

~! 'J ! 
#IF~ ! ~~~ tt~. 

I I 
W'~ 

I #t; 
CF-7)- - -- - -- - - -- -- (B~ 7 ) - - - - - - - - - - - -

F-7(9) B7(13/9) Bb7(13/9) E6(9) 

v i i!'. 
i I 

:~ ~a '1·1·~ ~i r !""""' 
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Many different voicings could chromatically approach a single chord when the various combinations of above and 
below half-step resolutions to that chord are considered. In fac t, considering all possible chromatic resolutions to 
a four-note structure produces fourteen different available approach voicings to that structure, although some will 
be omitted due to b9th intervals. doublings, and awkward f~ngerings. 

In examining these fourteen approach voicings, we see there are four possible combinations of three half-steps 
ascending and one descending, six combinations of two half-steps ascending and nvo half-steps descending, and four 
combinations of one half-step ascending and three descending. 

The following examples display nine different chromatic approach voicings to the "drop 2" root inversion Cmaj7 
chord. The remaining five approach voicings were omitted due to ~ 9th intervals, doublings, or awkward fingerings. 

1) Three half-steps ascending and one descending; 

Bmaj7(~11) Cmaj7 Bmaj7(6) Cmaj7 D~-7 Cmaj7 

&;la 8 II~Ja, ~8 II ~t;!8 8 II 
<t! 'u -& u -& 'ty& ~ 

2) Two half-steps ascending and two descending; 

E~7sus4 Cmaj7 Gb6(Ul) Cmaj7 Gbmaj7 Cmaj7 

§~··t~ ~"8 lt ~;g ~8 ll &ti k~s 11 
-& -& -e-

3) One half-step ascending and three descending; 

Ab/Db Cmaj7 Gbmaj7(U1) Cmaj7 Db6 Cmaj7 

§!,~~ ~8 II vi ~8 ""tb ~~ II 
-& -e- ~ 

The following exercises harmonize the chromatic scale. (ascending and descending), with a Cmaj7 type chord. while 
the non-diatonic notes receive chromatic approach voicings. 

1 l Ascending chromatic lm?: 
Ab-6(9) C6(9 ) 

Ab 13 Cmaj7(6) Cmaj7(#11) 'i b.. b.o_ .i!-a i :_ ~8 ~~ :;s '9g ,; II 

c DH3 C6(9) Gb6 Cmaj7 F~7#5 C(#ll) C6(9J 

~ i ~9§ i§ ~! ~~au ~ ~s~ 
trrr :So -& 

2) Descending chromatic line; 

Cmaj7(9/6) Ab7sus4 
..0. b.o. 

' i b\J! 

C6(9) 

i ij 

Cmaj7(~11) Gbmaj7:-5 Cmaj7(6' Eb7sus4 C6(9i C(~ll) 

!f 
0.0. -& .~ 

qij§ ~s &3 §~s ~rr ~ 
~ 

Cmaj7 07(#9/#5) Cmaj7(9) B6(9) c 
I 

#'I;; l ~m 
I §9i 

u 
II ij~s 
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Chromatic approach voicings could also involve one common tone while the remaining three tones resolve in various 
chromatic combinations. Thirty-two potential approach voicings can be produced from these combinations! While 
one note remains common; four different chromatic approach voicings are produced by three ascending half-steps, 
four more voicings produced by three descending half-steps, twelve more voicings proC:uced by two ascending, and 
one descending half-steps, and twelve more by two descending and one ascending half-steps. Of course b9th 
intervals, doublings, and awkward fingerings will omit quite a few voicings, (although some doublings will be 
occasionally used). 

The following examples display twenty-four of these chromatic approach voicings, (with some doublings), to the 
drop 2, root inversion, Cmaj7 chord. Common rones will be darkened for reference. 

1) Three half-steps ascending; 

B-maj7(1.1) Cn1aj? B Cmaj7 

'~~; 8 l l =i~ 3 ~ 
~ u ~ 

2) Three half-steps descending; 

Db-maj7 Cmaj7 Db7 Cmaj7 

4;~2 8 1!\? 2 
-e- e-

3) Two half-steps descending and one ascending; 

Db-6 Cmaj7 Gb7(#11) Cmaj7 

,~.~i::a II ~ia §s §B 
-e- -e-

G-7b5 Cmaj7 Eb13 Cmaj7 

*t! 
I 

q~ §s 11 [2 
-& 0 -e-

41 Two half-steos ascendin!! and one descendin£: . - ~ 

F#7 Crnaj7 B(~llJ Cmaj7 

'~;B ; I I i~ ~ 

Bmaj7#5 

II #(:it 
u 

Dbmaj7b5 

II vf 

Db9(no3)" 
I 

llh§&? 

Ab6(9J 

ll h~dJ .. 
Dl! "' l-1 -f' - l,.,v 

II }~ 
Cmaj7 F;maj7b5 Cmaj7 C-7#5 

11;:n 8--;;;;;d I ~ ;;' ~ ;o 
-9· ' . -cJ'-
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Cmaj7 C-7b5 Cmaj7 

~ 
I 

II ~Cs :~ §:.. II 
-e- ~ -e. 

Cmaj7 Fm Cmaj7 

~ li ~zu s t1 
-a- • -<>-

Cmaj7 Gb-maj7(11) Cmaj7 

q~ ll~~i ijg II 
-e- -e-

Cmaj7 A'P/ C Cmaj7 
I I 

~ ~8 II ~>1!11 ~8 ... .. .. 
Crnaj? G~m/B Cmaj7 

~ Il l~ k~ li 
V& u ~ 

Cmaj7 cc Cmaj7 

ll Q~ l l ~!:f 8 g· 
-c. t-o:- <> 



Two or three common tones in chromatic approach voicings are possible, but begin to destroy the "approach" quality 
of these voicings. Some of these voicings will be explored along with additional concepts in the Chromatic Guide
lines chapter. 

The following example uses the three chromatic-one common tone approach voicings on the beginning of a 
''standard" chord progression; 

CE-7b5)_ ___ _ _ 

E-7b5 B~9(~5) 

(A7) _ _ -· _ _ _ _ 
A7(#9/~5) C~7(i!9 ) 

~ &~ t~ I~ ~ 
' ~ 

(F-7) __ _ __ _ _ 

F -7(9) Eb7(~9) 

(Bb 7) _ _ _ _ _ _ 
Bb13 Gb/Ab 

':.~·p ~~ 

(C-7)_ _ _ _ _ __ _ (F7L ____ _ _ 
C-7( 11) Dmaj7 F13 A6(#11) 

i&j,i ~ 
(E~maj7)_ __ _ 

E b6(9 l A7#5 

b.a. 

~ ~ 

(Al> 7 ) _ _ ___ _ 

Ab 13 E? -7(9) 

if &= 

(BPmaj7) 
B b6(9 ) 

I 

~~ 

J 

The following is an example of a backward cycle-five chord progression that could be considered a chain of 
chromatic and dominant approach chords with one lead common tone; 

A13 D7(#9) G7(13/9) C13(#9 J B9 E9(#5) A7(13/9J 

' 
v ~ '1!Y -e--

----,-S~ -=: !'c i j 
-----' 

li 
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The following "F Blues" uses a variety of chromatic approach chords with the emphasis again on a lead common 
tone. Voicings not fully notated are drop 2 type voicings; 

F13 Bb7(#9) F13 B9 Bb9(13) B9(#5) C9 E9(13) 

~ f f f #r !t r r ~r 

F13 E9(13) F9(13) B9 Bb9 A9(#5) Ab9(13) A9(~5) 

~ r 
~ 

--r r #.s~ jf : 
F7 E7sus4 Eb7(#11) Eb7(~9) D7(#9) D~7b5 ... 

I ~~~ 
C7(#9/#5) B13(#9) F13 

Db7(#9) C7(#91#5) 

'#r #r #r #r 1 ~r 

F13 

~ i II 

Eb9 

tr 
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r r 

D7(#9/#5) 
bL 

r . ~ 
~ .. ;:; 

"ltl 
I 

D7(#9) Ab-6 

I t; f 

F13 Bb7(~9) Eb9(13) Bb7(#9) 

I ~f r r f 

s,g B9 Bb9(13) F~9 

17 tir e 

i~ 
G-7(11) 
b.a b£ I 

I b,a. !}.t.!. 

I f 
.. # § ~];·2 q~J ;i j 

G-7 Db7 C7sus4 Gb13 

If f r lti II 



Chapter Twenty-Five. 
Fourth Voicings 

There are five basic fourth-type voicings available to the middle four strings of the guitar. The following will list 
each voicing as well as the initial chord type to first introduced it. Additional enharmonic chordal uses for each 
voicing can be found in the appropriate Enharmonic Chordal Substitution chapter containing these chords. 

1) C .. . 4th .... . F ... ... .. 4th .... . Bb ..... 4th ... .. E~ (perfect fourths) {F7sus4 } 

2) C.. # 4th .. ... Fft ... . . 4th .... . B.. .. ... 4th ..... E (one tritone) { Cmaj7 ~ 5} 

3) C ... 4th ..... F.... #4th ..... B ....... 4th ..... E (one tritone) {Fmaj7(ft 11 )} 

4) C ... 4th .. .. . F .. ... ... 4th .. .. . B~ . .. ~ 4th ... .. E (one tritone) {F-m aj7( 11)} 

5) C .. ~4th ... .. Fff .. .. ... .4th ... .. B. ..... #4th ... .. E# (two tritones) {D l3(#9) or A~l3(#9)} 

Of course different inversions of the above chords are available. but do not contain 
all fourth intervals as do the specific inversions listed. 

When aH or most of the voicings used in a camping situation are fourth voicings, a contemporary and sometimes 
··modar· sound is produced. It is a lso common to find a good deal of chromatic and diatonic approach chords using 
fourth type voicings in this comem9orary environment. Occasional fourth voicings can and do appear in many 
different styles. bur a contemporary ··quanal" sound can only be produced by using many fourth voicmgs. Fourth 
voicings can be found in "modal" or '·diatonic" situations, and each requires a different approach. 

Modal music, where m any fourth voicings are commonly found, does not contain the traditional "avoid" or weak 
notes that are commonly found in diatonic harmonies. In fact, many of the avoid notes in diatonic harmonies are the 
desired "characteristic" notes in m odal m usic. The incomple te or ambiguous nature of fourth voicings seem to 
enhance this modal sound. It is certainly easier to play many different fou rth voicings in a modal situation. where 
~voicing is available, than it is in a diatonic situation where voicings that contain avoid nmes should be omitted 
or placed on weak harmonic rhythms. Of course in many diatonic situations there are places where the harmony can 
be stagnant. allowing for a temporary modal approach to those harmonies. 

When trying ro make the majority of voicings i!l a Diatonic situation fourth-type voicings. a difficult irony is 
produced by the need for !lli:!f!Y voicings tc clarify harmonic function. (often two or more incompierc rounh voicing'> 
are needed to clarify one chords function';, and a consequent reduction in voicings due to diatonic avoid notes. Often 
a compromise between these two prob!ems 1:-: needed 10 harmomze. ··changes .. with lourth type voicmg~. Perhao. 
the .. need·· for harmonic cwrification m diatonic progress10m could De reducea and .. avoid notes· could oe accepred 
more often. 

The following will examine fourth voicings oy diaronicall~· moving them through specific scales nnd deternuning 
their modal and applicable diatonic use:.. . 

MAJOR SCALE 

Modallv, all seven of the fourth voicings produced here will be available to any one of the seven major scale modes . 

Fourth vo1cmgs inC major scale. (or any of ns seven relative rr.odes ;; 

..0. -& .£l. 

¥1 § 
-e-

R €-

i g g g II 

Note that four of rhe five basic fourth-lype voicings originally preseQted are contained in the major scale. 
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A unique and contemporary chord symbol notation depicting the different modes has recently evolved and appears 
quite different from traditional chord symbol notation since many of the characteristic modal tensions are "avoid 
nares·' in traditional harmony. The following modal chord symbols are not uncommon in today' s music. 

Ionian; 
Dorian; 
Phrygian: 
Lydian; 
Mixolvdian; 
Aeolian: 
Locrian: 

maj (add4) 
min13 or min7(13) 
min(~ 9) or sus4(~ 9) or rnin(lll~ 9) 
maj7(~ll ) 
dom7(add II) or dom7(add4) 
min(add ~ 13) 
min7~5(~9 l 

Descriptive modal chord symbols haYe also become quite common: 

C (Iydian) = Cmaj7(# ll) and possibie lensio!ls 9 and 13(6) 
C (doriao) = C-7(13) and possible tensions 9 and ll 
C (phrygian) = Cno3rd( 111~ 9) or Cmin(b 9) and possible tensions 11 and~ 13 
C (aeolian) = Cmin(add b 13) and possible tensions') and II 

These symbols which are most corrunon in modal music have also found there way into diatonic runes, modifying 
many of the basic harmonic func rions by rhe use of traditional avoid notes. Contemporary diamnic runes ofrcn 
contain modal approaches to some or all of their harmonies. his nor uncommon to lind a il-7( i 3). V7(add I 1 l. or 
F-'7b 5(b9) chord in roday 's diatonic nrogressions. Although these chords can involve many different types Ol. 

\"Oicmgs. fourth voicings still play a major role in supporting their "modal'" sound!-.. 

lts worth noting at this rime that the dorian mode is the relarive minor of the lydian mode, allowing past maj7(~ 11; 
and maj6( # 11) voicings (with or without available tensions 9 and 13) to function as dorian voicings. As an example, 
Cmaj7(# 11) [1 57 # 11] = A-7(13/9) [b 3 ~ 7 9 13]. 

The following will examine one of the fourth voicings established in "C major·' and apply some of the relative modes 
and consequent chord notations. 

Fourth vmcing: G ..... C ..... F ...... B 

b 7... ... b 3...... 13 ..... . D-7 (13/9, 
' 1-. 10 - "'"' ( 'bl3/ 9' [) • .J . . . . . ~ ,; . . . . . . . .::J • • • • • • em , 

I) D dorian. .. .. . . .. . . . . . . . . .. . . . . . . . . . ll.. .. . 
21 E phrygian ..... ....... ..... ....... [; 3 .... . 

5 ........ 1. .... tll ..... F(~ll/91 I ,, 
11.... .. ~ 7.. . . . . . 3 . . . . . . . G 7 1 add 11 j 
!, 3..... b 13 ..... .. 9 ........ A-7(b 13/9) 

3JF lydian ... ..... ......... ....... ..... I:J .•.• •• .. 
4) G mixolydian .......... ... ....... ! ..... . 
Sl A aeolian ................ .... .. .. .. ~: .. .. .. 
6) u wcri2.1: ........ ............. ....... ~ : ~ .. .. ;; ': .. . b: ..... ... l.. .. .. . B-7k\r ~ 13/b Q 

Additional dominant possibiinies of aoo':e vo!cin~: 

G7( add 1 i ) - G mixolvdianb 9/1> U (C harmonic IT'inor! 
B7(b9/alt5 , . E7(b 1:1/alt9J 

:...:~,u nnic applications of fourth voicings usuuliy involves finding one or more "safe"' vo[cings, (no avoid noms and 
C.:Jear harmonic function). to begin and end with white the mhcr voicings containing avoid no<es and mcomoJerc 
~trucrures are used in between. It is ajso common to find "chromatic approach"' voicings and/0r ··sv!llmetrical 
constant structure·· \'Oicmgs in llC(ween or lir!.r\.mg tnesc ··saf:·· voicings. The followmg ex1mples \\'ilr !:'rcs::-m som;:
of these diatonic ideas with fo:..~rth voicinf'S over typical II - \ · - 1 chord cadences 
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This first example uses onlv diatonic fourth voicings in the key of "C ",ending on C Iydian. 
D-7 _ __ _ ____ _ _ _ _ _ _ ___ G7 _ _ _ _ _ __ __ _ _ __ _ 

I 

a 
Cmaj7 

This next example introduces chromatic approach voicings to the diatonic fourth voicings. 

D-7 _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 

4 ~ s m 
G7 _ _ ___ _ __ __ ___ _ 

I 
I~ 
i) ~e 

Cmaj7 

II 

II 

The following examples will examine symmetrical constant structure fourth voicings in different II VI situations. 
Some of these examples will present a major7th nOte on a dom7 chord: a very unique and contemporary sound. 

#I 1 Whole-steps; 
G7 __ __ _ 

ib~ ·~ 
a) D-7 __ _ _ _ _ 

Cmaj7 
b) D-7 _ _ ·- _ _ 

Cmaj7 G7_- -- -
I I 
~ I . i&i ~t!~ 

c) D-7 _ _ _ _ _ _ _ 
.a_ 

G7 _____ _ _ Cmaj7 (Lydian)_ __ _ __ __ __ _ __ _ 

4 F f 
b.a. I I 1)-5'-

1 ~ "~g 
~ ip. -& 

IE #5 E z 
I I I 

#2) Symmetrical diminished, lwhole-half-whole-half): 

ai D-7 ___ _ ___ _ _ Gl __ __ ____ ___ _ _ _ _ _ _ _ 

tfL 
oJ ~ ~ "i ~~ a~ 

bl D--:- __ ___ __ _ _ _ G? - - - - - - - - - - - - - - - - ·- - Cmaj7 

#3 ) Minor thirds; B-7 _ _ _ _ _ _ __ _ E7 ____ _ _ _ _ _ Amaj7 
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The major scaie modes also have some aitered dominant possibilities that can be examined. There are four major 
scales; E b, Ab, D~ , and Gb, which produce altered dominant tensions on a G7 chord. The following will. 
enharmonically realize the notes of each major scale in relation to the G7 chord. 

Eb major scale (G phrygian) .. G A~ Bb c D Eb F 
G7 chord .. ... .... ..... ... ... ..... ........ l ~ 9 #9 4 ' bl3 b7 -· 
Ab major scale (G locrian) .. ... G A~ Bb c D~ Eb F 
G7 chord .... ... .... ..... ... ..... .. .. .... . I j,o #9 ;1 I - ns ' p) ',.., ..,. p I 

Db I Ab B~ Db Eb m~jor scale .......... ..... ....... .. Gb c F 
G7 chord ..... ... ..... .................... 7 b9 #9 4 ~ 5 # - ~7 tt) 

Gb major scale .. ................... ... Gb A~ B ~ Cb Db E~ F 
G7 chord ... .... .. .... .. ........ ...... .... 7 b9 #9 ..., bS #5 I 

.) ,, 7 

Note the potential problems with Al7 and D~ maj or ::;cales. The 11th and b5th in the same 
voicing strongl y suggest a min7~5 chord. and the llth and natural 7th produce dominant 
guide-tones a half-step above the original gujde- tones . 

1 he fo lwwing lists those fourth voicings rhar are in common with more than one of tbe above major scales. Of special 
note is the B ~7sus4 or F-7(11 ) voicing which is in common with all four scales. 

Db and Gb major scales share the voicing: Ab7sus4 [Eb, Ab, D~, G~] 
Eb and A~ major scales share the voicing: C7sus4 [G, C,F, Bb] 
A~ . D~, and G~ major scales share the voicing; E~ 7sus4 [Bb, E~ , Ak D~] 
Eb , A~. and Db maj or scales share the voicing; F7sus4 [C, F. B~, E~ ] 
E~ , Ab , Db, and G~ major scales share the voicing; B b7sus4 [F. B~ , Eb. Ab] 

The following II V I examples \Vill examine all four altered dominant sounds presented. 

i l E:1 m:1jor (G phrygian j: 

(N me the following D-7 voicinf!s are the same as [hose vc)icings under G/ rransposed un a minor third 

D-7 _ _ -· _ ___ _ __ __ _ 

i 
: 

2 ) AI) major (G J ocrian~ : 

D-7 ___ _ _ _ __ _ ___ _ 

~ ~ 
-€;.. 

~ 
~ 

G7CS~ n;_a::or sea~~. _ _ _ _ _ __ _ 

i: ·t~ 
G7sus4 G7(b l3/a lt9 • 

I ;)4-

: , ;J ~· 

G7(.A.,., maior scale. _ _ _ ____ _ 

G+7talt9. G7( ~?91altS ,(Chrom A pp . > 
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3) Db major; 
D- 7 ___ __ __ _____ _ G7 (Db major scale) _ _ __ _ _ ___ Cmaj7 

G+7(alt9) G7(~9/alt5/maj7)(Chl rom App. ) 

1 ~ I 

I ·~f ~~~ b~a I! 

Note the chronatic motion of each voice in the above approach chord:. three voices descend 
while the 4th-string voice ascends in approaching Cmaj7. 

-+) G~ major; G7 (G ~ major scale.)_ ___ _ ____ _ 
G+7talt9 ) G7~5(maj7) 

G7(b 9/ alt5/ maj7) . G+7(~9) 

! b~ !.i~; ~ ~~ 
c D-7 _ _ _ __ __ __ _ _ _ _ 

liji 

Although the major scale offers the most diverse uses of fourth voicings in a modal or diatonic situation, other scales 
can be examined for their potential use in quartal harmony. The remaining seven-tone diatonic scales, (without 
consecuri ve half-steps), are the melodic minor, harmonic minor, and harmonic major. Primary interest will be placed 
on the examination of the melodic minor and its modes. as well as the third mode of the harmonic major. The 
harmonic minor will be omitted due ro its limited modal uses and problematic "avoid notes." The usefui/(flh mode 
of the harmonic minor (Mixolydian ~ 9/b 13) can be substituted by the third mode of the harmonic major which. unlike 
the harmonic minor, has no avoid notes . Both modes are dominant modes and commonly function on a V7 of a minor 
chord . 

The foll owing modes are related to a G7 chord; 

C Harmo!lic rrnnor t rrom its fir'tn mooc, G ., I G 
,... n E~ F r-

r.~ \.. ~- ~· 

G 7 chord ....... ... ... ... ............ ...... .... ..... ....... I bY _, 4 5 I J -
p • ·' b: 

Eb Harmonic maJQr (from its third mode l; G A~ B~ c~ D Eb F G 
G7 chord ...... ........ .. .. ... .. ... ..... .......... ....... .. bl ~q 

., 
.5 b ' ~ b7 l .1 ).) 

Students are encouraged to examine and experiment with the addi tional harmonic major and mmor modes. 

l! nlike the maior sca\e. the meJod1c minor and han:1onic maior cannot maimai n fourth intervals on each de e-ree of . ; . ._ 

me1r scale:.. W hen arten!pring w construct fourtn voicings on each degree, a major third interval is produced on those 
\'Oicings comaining the~ 3rd and natural 7Ti~ in ti1c melodic minor, and the ma_ior 3rd and b 6th in the harmonic majo:-. 
In addition . both of these scales contain two trirones each while. by comparison. the major scale contains only one. 
Al though admittedly weaKer than the ma_1 or scak. there is some quartal value to these scales since the majority of 
the1 r voicings will contain fourth imerYals. In their favor is the lack of avoid notes. m<L<mg mor2 voicinf!S availablt. 
tO their different modal and diatOnic runcuom.. 
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MELODIC MINOR SCALE 

Examination of this scale and its modes will include the same intervals ascending and descending, commonly 
referred to as the "jazz" or "real" melodic minor scale. With the exception of the fifth mode, there are no avoid notes 
in the melodic minor modes, allowing use of any one of the fourth voicings produced. The 4th degree of the fifth 
mode is the only avoid note. 

Diatonic use of the second mode will be omitted due to its "unstable" nature. This mode has limited harmonic use 
with ~he possibl~ exception of a mo~lll-7 chord ,~nan es~ablishe? melo.dic minor key, or as a modal I minor chord; 
(Donan p 9). This mode does contam a valuable ·melodic" relatiOn to 1ts parallel dominant chord; 

D dorian b9 ............... .. D F G 

D7 chord ................... .. 4 

A 

5 

B 

13 

c 
~7 

D 

8 

Unfortunately, the dorian b9th mode appears rather unstable "harmonically" in supporting irs parallel dominant 
sound. 

C Melodic minor scale harmonized in fourths; 

..0. -e- ..0. 

.g bg ~~ bi R 
, -e-

* 
8 ug 

-& 

*Note the major third interval in the above voicings containing E~ and B. 

The following will examine each above fourth voicing, from left to right, in relation to the avaiiable modes. 

First mode (C melodic minor); 
C-maj7( 11) C-(11/9) C-6(9) C-maj7(11/6) C-maj7(11) C-6(9) C-maj7(9/6) 
*Note the 9th is in the bass, (L.l.L. violation), on the second voicing. 

Third mode (E~ Lydian augmented); 
Eb +(9/6) Eb maj7(9/6) Eb maj7~ 5 E~ +(# 11/9) Eb +(9/6) Eb ma.i7 b 5(6) Eb maj7(alt5) 

Fourth mode (F Lvdian b 7): 
F7(~ll) F6(9) F7(13/9; F7b~ F(#l119) F6(9) F7b5(l3) 

Fifth mode (G Mixolydian b 13); 
G7(b 13/add4) G7sus4 G9(b 13! G9(b 13) G7(add4) G9sus4 G9(b 13) 

Sixth mode (A Locrian-namral 9}; 
A-7b5(b13/9) A-7#5(11 ~ A-7b5(11 ) A-7!,5(b13/9) A-7#5(9) A-7(11) A-7~5(1119} 
* Note the 9th is in the bass, (L.I.L. violation), on the last voicing. 

Seventh mode (B altered); 
B7b5(~9) B7(alt9/alL5: B7~5(#9) B7b 5 B7(b9/alt5) B7(alt9/f.5'l B7(f,9) 
*Note the #9th is in the bass, (L.I.L. violation). on the second voicing. 
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The fourth and seventh modes offer the best and most common use of these voicings in a diatonic situation; 
Lydian b 7 is common on dominant Sub V chords. 
Altered is common on dominant V7 chords. 

The firsz and sixth modes also offer some common diatonic uses ; 
Melodic minor is common on I and IV minor chords. 
Locrian-natural9 is common on min7~5 chords. 

The third and fifth modes are not quite as common as the above modes, but offer some interesting uses nonetheless; 
Lydian augmented is useful on a Imaj7#5 chord. 
Mixolydian b 13 is useful on a V7 chord, (commonly V7 ofii-7). 

Tbe following examples will examine the four most common melodic minor modes in their related diatonic.; 
functions. 

f 1) 

#2) 

~3) 

D- 7b 5 (F melodic minor) G7(alt) (A~ mel min) C-maj7 (C mel min) __ __ _ _ __ _ _ _ 
' 

*' 
~ ,, I~ £!. j/1- ..0.. 

h.; u~ kf ~ w 
1-6-

~: ll!g ~ 
I ' ' I I 

I 

F7 ( C mel min)_ _ __ __ _ E7 (F mel min) __ _ _ __ _ _ _ _ A-maj7 (A mel min) 

4sf ~~ ~ m. t§ ~r 
'j,f = r =' 

~~ . j=;g -

C6(9)(C major) ___ Bb7(F mel min) _ _ Ab7(Eb mel min) _ _ G7(a1t)(Ab mel minL C(lydian) 

II 

1L I ~ b.a. b. I I Fi f f j ,.~ . S "F isg :.~~ )5 It~ •i 1d 1;1 d 

#4) 
C6(9) (C major) ___ Gb7(D, mel minL _ F7 (C mel mini_ _ Bb7(F mel min ; __ C6(9 l 

.L 

~ ~·] ~I)~ ~s 
.a.. 

111. j ~ 

' 5 
.... 1-lS" bs I:,; !I 5 e 9; :11~ 5 ~ ~: 

t) I I I I 
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HARMONIC MAJOR SCALE 

C Harmonic major scale harmonized in fourths; 

~ .fi -e- b{; 

i iti g g :;! g II 

*Note the major third interval in those voicings containing E and A~. 

Only the third mode will be examined in this chapter. The following will relate each above voicing, from left to right, 
w this dominant mode: 

E7(b 13/b9) E7(~ 13/alt9) E7(#9) E(~9) E7(b 13/alt9) E7(p 131#9) E7 

The most common function of this mode is on the V7 chord of a minor chord, although it could also resolve to a major 
chord. Both resolutions are displayed in L.~e following example. 

F#-7b 5 (F# locrian) B7(G harmonic major) _ _ Em (E dorian) _ _ ___ E7 (C harmonic major) 

~ ··~ ~ I 
a~ ~~~ ; l+.,si 

i 

A-7 

te #~ 
16-

~.a. & 5 g 1~ E 5 
Iii I I I '' i I 

I 

D7 (Bo harmonic major) _ _ _ _ Gmaj7 

t'f*' 
I lit'[ 
~~ 

-e-

1 ~fi 

Ins. 
I ~ ;5 

" 
I I 

The followin£ summarizes the modes and related foun:h voicings available to a single dominant chord: 
..... "-' -

G7 Chord; 

MajoJ scale dominant modes; 
b7 G Mixolydian (C major): 9 

~ 

11 5 13 .1 

G Phrygian (Eb major); bo ft9 11 5 ~13 b7 
G Locrian (Ab major); 1 b9 ·~9 11 bs Iff b7 
G A~rered/natural7 (D~ majorj, 7 bO #9 11 ~5 b7 
G Altered/natural/ (G~ major); 7 !,<) '#9 3 ~5 #- ~7 ) 

Melodic minor dominant modes; 
G Mixolvdian b 13 (C melodic minor); 
G Lydia; b 7 (D melodic rrJ.nor) ; , 
G Altered (A~ melodic minor); 

9 3 11 ~ b13 ~7 ..) 

1 9 ~ #11 5 13 ~7 4 -' 

b9 # 9 "' bs ~5 ~ 7 .::; 

" 
Harmonic maior dominant mode: 

G Mi~olydian b 13/alt9 (E~ harmonic major); 1 ~~ ~9 
ff 3 5 bl3 ~7 
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Out of the five different fourth type voicings originally introduced, only one: D13(#9)/A~ 13(#9), has not appeared 
in the scales presented. This voicing will be included in the following exa~ple of a "standard" tune harmonized with 
fourth voicings. Both of its dominant functions will be used; Dl3(#9)/A~ 13(#9) and B7(# 111~9)1F7(# 11/~9) . 

Originally presented in the Constant Structure Harmonic Motion chapter, note the multiple functions of the 
F7sus4 and Cmaj7~5 fourrh voicings presented in the beginning of this chaprer. and their subsequent varied use in 
the following standard tune. Given their many functions, it would be possible to harmonize an entire song with these 
two voicings. Voice-leading and variety could be enhanced by introducing additional inversions of each voicing, 
even though the quartal sound might be compromised some. 

In the following "standard" tune. all different approach chords, chord patterns, and modal secuons will be labeled. 
Be sure to realize, with the exception of certain approach chords what chord tones and tensions each fourth voicing 
produces on the ori£inal chords. Also note the "B., sec[ion has single chords sustaining for two measures. allowing 
them to be approached as temporary modal modulations with a specific scale for each chord voiced in fourths. 

~ 
E-7~5 (Dia. App. ) A7 (Chrom App.) C-7 (Dia. App. ) F7 (Chrom App. ) 

I I I I I 

' 
) 9~ 

I 

if 
, fr 

. ~ &g »~ !£:g ~ i,g 
!W" ~ ~~ 1!. -G- -.9-

·b ., 
' I 

F-7 B~7 E~maj7 A~7 
(Dia./ChromApp. i (Chrom App.} \;\,-'hole-tone pattern _ _ _ _ _____ _ _ ____ 

, ~.1 . "! ~ 
,b.a. -t9- ' ' 
IP&t if 

D-+2 

II'' l<f ~ ~~~ ~ II 
I I 

B~maj7 E-7~ 5 A7 D-7 B~-7 E~7 
(Dia. App. ) Constant Structures _ __ _ (Dia./ Chrom App.) 

~ ~ i"~ ' ~~ 
fr 

~ 
~ ~ .~ jj I ~ I . ,~~ 

tJ 5 li:-6'-
, 

:7~ I 

Fmaj7 (Dia. App. ) E-7~ 5 A7 A-7~5 (Dia. App.l D7 (Chrom App. ) 
Lydian ______ 

!~ ~~~ w -6- }.Q. 

~ ~~ 
· v- ~ g I F ~ ~~ ~~g +3 

I I I 
~ I I I 

G7(alt) C-7 
A l\f 1 d. . ffiJ 

1 

t1 ~ 1e o lC mmor ___ _ _ 
1 

_ -· _ _ _ ._

1 

__ _ .. 

i: l ~ · ~ 1 

.lj"~F ~~ It~ ;] 
C dorian _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __ 

•v b.a. . ~ 

19 ~ ~ , * 1 e ~!j ~ 
. I 

A~ 7(13'# 1119) Bpmaj7 
Eb Melodic min or __ __ ______ __ _ _ _ B~ lydian _ _ _ ____ __ ___ _ _ ___ _ _ 

~ 
-:5- o.a 

' ~ ~ ~~ ; II I 
I .. I 

178 

~ 

..... 



-

-
-" 

'-... 

E-7b5 A7(alt) D-7b5 .G7 
B~ Melodic minor ___ (Dia. App.) (Chrom App.) 

-9 .(2.. ~ 

' tl I I 

~ 
11"7 -\9-

l ~. &r 
I D-!9-

l l~f pi~~ r ~~ "b~ 
I I 

C-7 (Dia./ChromApp.) F7(alt) (Dia/ChromApp.) B~maj7 
Symmetrical pattern (with common lead tone) __ _ __ _ _ _ __ _ _ __ ___ __ _ _ _ 

, ~ l~t~ II 
Fine 

PENTATONIC SCALE 

Although seven-tone scales probably offer the most useful applications offour-note quartal voicings, the traditional 
pentatonic scale; ( 1 2 3 5 6). has some quartal qualities worth examining. Unlike seven-tone scales, this pentatonic 
scale contains no half-steps. Since the half-step is often the source of"avoid" or weak notes in diatonic harmonies, 
the pentatonic scaie might offer some voicing alternatives to seven-tone scale voicings. 

While fourth voicings are constructed by skipping every two notes in a seven-tone scale; 
(1)-2-3-(4)-5-6-(7)-8-9-(10)-11-12-(13). etc., pentatonic fourth voicings are produced by 
skipping every other note; (1)-2-(3)-5-(6)-8-(9)-10-(12)-13-(15), etc. 

The following voicings are constructed off each degree of the pentatonic scale. Notice that two of these structures 
are complete fourth voicings while the remaining three structures contain two fourth intervals and one major third. 

C Pentatonic fourth voicings; 
C6(9) C(add9) C6(9) C6 C6(9) 

-& 
-& 

~ i g ~ § i II 

Although the major third interval does compromise the quartal sound to some degree. the majority of fourth intervals 
produce an overall satisfactory quartal sound. What is equally, if not more Important to their quartal value is the 
strong and descriptive "pentatonic sound" these structures contain when at least two, and preferably more, are used 
as chordal substitutions. Further more, this pentatonic scale can often reflect the different music styles it is commonly 
used in such as "country," "rock," and "blues." These styles can be "heard" or imnlied by using several of the 
voicings produced by the pentatonic scale as substitute voicings. 

The following relates D~ major pentatonic to B~ minor, (D~ ' s "relative" minor), and G Altered; 

D~ Pentatonic .. .. .... . D~ r· l F A~ B~ 
I 

c~ (possible D~ '·country" sound) 
B~ minor. ...... .... .. .... b3 I' 5 ! - (possible B ~ "rock" or "blues,. sound) '"t D I 

G Altered ... .. ... ... ..... b5 #S ~7 b9 #9 

When two or more of the five possible D~ pentatonic voicings are used as G7(alt) voicings, a "duality" of sound is 
produced. D!, major orB~ minor are clearly "heard" while G altered is also "heard." lt might also be possible to "hear" 
two styles at the same time; Db "country" or Bb "rock'' against the dark "jazzy" G altered. 

The following will1ist the possible pentatonic scales, (and subsequent voicings), that can be used as substitutes for 
the four "basic" chord groups. 
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Major7tb or l\1ajor6th; 

1) C pentatonic .. ....... .. . c D E G A (I pentatonic of C) 
Cmaj7/C6 ... .. .......... 1 2 3 5 6 

2) G pentatonic .... ........ 
,.... 
\J A B D E (V pentatonic of C) 

Cmaj7/C6 .... ........... 5 6 7 9 3 

3) D pentatOnic ...... ... .. D E F~ A B (II pentatonic of C) 
Cmaj7/C6 ... .... .... ... 9 " # i' 1 6 7 ~ 

l\i[inor7th ; 

l) E~ pentatonic .. .... ... E~ F G Bb c ( ~ III pentatonic of C minor) 
C-7 .. ... .... ..... ........ .. ~ 3 1] 5 ~7 1 

2) B b pentatonic ....... .. B~ c D F G (b VII pentatonic of C minor) 
C-7 ... ... ....... ............ b7 9 11 5 

3) F pentatonic ........... . F G A 
,... 
\.- D (IV pentatonic of C minor) 

C-7 .... .. ...... ..... .. ... ... l ! 5 13 9 
(C-6 or C-maj7) .... .... 11 5 6 9 

Minor7~ 5 ; 

1) A b pentatonic ... ..... . Ab Bb c E~ F (b Vf pemaronic of C-7b 5) 
C-7b5 ........ .... ........ b 13 b7 1 b3 11 

2) Db pentatonic ...... .. D b E b F Ab Bb (biipentatonic of C-7b5) 
C-7 b5 .. .. .. ....... .... ... b9 b"' 11 bl3 b7 :t 

3) Gb pentatonic .... .... . Gb Ab B~ D b Eb (b V pentatonic of C-7b5) 
C-7b5 .. .. ..... ........ ... b5 b13 b7 b9 b3 

Note that tension b9 is traditionally considered an '·avoid" note on a rnin7 ~5 chord, yet it is not uncommon to appear 
as an ava1lable tension in today' s music. Keep in mind, placement of a voicing that contains this tension on. the weak 
harmonic rhythm of a measure or phrase would produce the ieast dissonance. The most "characteristic"~ 5th rone 
is contained in only one pentatonic which also incluaes the b9th. 

Dominant 7th: 

The following pentatonics will be organized into three groups depicung their differences and possible ar :..:ations. 

Group I; 

I ) C pentaronic ... .. ~ L 
,... 

G t L pentatonic o f C7 J \... r:. r . 

C7 ...... ... ... ..... ...... .. 9 3 5 1"' .) 

2\ Gb pentatonic .. .. G~ A ~, n l D~ E:- (b V pentatonic of C7) D •' 
C7 ...... .. .. .......... .. .. .. !, .-:; ~5 b7 b9 #9 v-

Group II: 

i) F pentatonic ....... F G A c D (IV pentatonic of C7 sus4) 
C7sus4 .. .... .. ........... . ' 5 13 l l) ~ 

2) B b pentatonic .... .. B~ c D F G (b VII pentatonic of C7sus4) 
C7sus4 .. .... .. .. ....... .... b7 9 4 5 

3) D~ pentatonic .... .. D~ Eb h Ar B ~ (b ii pentatonic of C7sus4) . 
C7sus4 ........ ...... .. ... .. b9 #9 4 bl3 b7 IT 
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Group III; 

1) E pentatonic ..... E [f G# B c~ (III pentatonic of C7) 
C7 ........................ 

,., #S .... ~9 :J I 

2) B pentatonic ........... B C# D~ .F~ Gfi (VII pentatonic of C7) 
C7 ........................ 7 ~9 #9 b5 gs 

The fi rst group includes the two most commonly used pentatonics in a dominant capacity; C pentatonic- '·natural'' 
tensions. and Gb pentatonic - "altered" tensions. 

The second group includes those pentatonics most commonly used on dom7sus4 chords; 
B~ pentatonic - C9sus4, F pentatonic- C9sus4( 13). and D~ pentatonic- C7sus4(b 13/alt9). In an appropriate situation 
and with care, it might be possible to use these pentatonics against a dom7 chord without the suspended 4th. The 
D~ pentatonic, which contains altered tensions. is probably the best choice for this application. 

The third group includes two different pentatonics that contain altered tensions and a major 7th. The B J?Cntatonic 
appears most characteristically altered of the two, supporting the major 7th with all the altered tensions; (b5, #5, b9, 
#9). Again, this is a "progressive" sound that should be used in an appropriate context. 

Note those pentatonics that contain dual functions; 
(C .Pent.- Cmaj7 or C7), (Bb pent. - C7sus4 or C-7). (F pent. - C7sus4 or C-6), 
(D~ pent. - C7sus4 or C-7~5). and (Gb pent.- C7 or C-ns). 

The followmg examples wiil present the pentatonic voicings discovered in various Tonic, Sub-dominant, and 
Dominant capacities. Be sure to realize the tensions imposed on the basic 7th chords by these pentatonic voicings. 
In more musical applications, these voicings would most likely appear within isolated phrases over an entire song 
form. 

These first two examples present pentatonic voicings over major and minor II V I cadences. Note in both 
examples the dominant chords use the typical "altered" sound by selecting pentaronic voicings a tritone 
away. 

l ) Minor II-V-I cadence; 
B-7~ 5 _______ ___ _ E7 _ _ _ __ _______ A~------- -- -- -
(F pent) (G pent) CB~ pent)_ _ _ _ _ _ _ _ _ (C pent) (G pent) 

I i 

~ =M --1 
I ba v ~ ~ 

I i oi i ~ ~ ::J f 4::::: 

2) Major II-V-I cadence: 
B-7 ____ __ __ __ _ E7 ______ _____ .. Amaj7 __ _ ___ ____ _ -
CD pent) (A pent 1 CBo pent) ________ _ (E pent) ____ _ _ ____ _ 

~~ 
-9- ,,u. -G- ')£-_ ,,12.. 

:;§ 
1 $2J?.e ~~~ g ? 5 :t= ~:~ 1;2 ;~; ] ~~~ ~ i I 0 

~ -G- I 

The next examples present .the fou r different pentatonics that produce altered tensions on dominant chords: 
C7(altJ; G!J pent.(~ V). D~ pent. (bll), B pent.(VII), and E peot. (III) 

Note the chromaticaliy ascending pentatonics over these first four I1 VI examples. The first two examples use the 
b Vth pentatonic on the dominant chords while the last two use the Vllth. 
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I ) D -7 (C pent) G7 (C~ pent) C m aj7(D pent) 

~ I ~ . I 
II 

2) F-7 (E~ pent) Bb7CE pent) E bmaj7(F pent) 
I -6-

:&±6~ ~ 1 1:~ ~~ I~ h 
u -&- ~ ' I I 

I I 
I 

3) D -7(F pent) G7(F# pent) Cmaj7(G pent) 4 ) B-7(D pent) E7 (E b pent) Amaj7(E pent ) 
I 

jf-4! "i 
This next example uses the bn pentatonic on the dominant chord. 

D-7(F pent) G7(Ab pent) Cmaj7 CD pent) 

~ 
I 

~ 
' D-6- v.a. -f¥-

~~ ~ ffig b~ ~~~ 
I I I 

I 

This next example uses the m pentatonic on the dominant chord. 

G-7 (Bb pent) 

~! 
C7 (E pent) F6(9) (F pent) 

'1 ~ ~~ ~~; I ~ 
I i 

This next example uses the b V pematonic on both the II chord and the V chord. 

F# ~7b 5 (C pent ) .. B7 (F pent. E-7(11) 

ll 

II 

tt= ~ I ~ f I! jj 
I 

This next example mixes pentatonic voicings with other voicings over a dominant chord. Note the natural tensions 
on the first three voicings and the altered tensions on the nexi three voicings. This natural to alrered progression of 
tensions on a dominant chorci is qui'le common. 

C7 _ _ _ _ _ _ _ _ _ __ __ __ __ _ __ _ _ _ __ __ _ __ __ _ F6(9) 
C9 _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 

II 
: I 
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This next example will notate the lead voice orJy. The complete voicings can be derived from the pentatonics listed. 

G maj7 _ _ _ _ _ _____ _ 
D pent __ _ _______ _ 

G-7 __ _ _ 

B~ pent 
I oa. 
I: r 

C7 _ __ _ 
G11 pent 

Fmaj7 - _ - - -- -- - --
C pent _ _ __ _ __ _ 

I qr l= I L i 
F -7 _ _ ___ _ B~7 ___ ___ E~maj7 _____ _ __ ___ _ A-7b5 _ _ _ _ _ D7 ___ _ - _ 
A~ pent Cb pent B~ pent F pent 

bo bv- bp. ~ lc I: 0 

' 

Gm~7 _ __ _ _________ __ _ C-7 ____ __ _ 
D ~nt _ __ __ _ ____ __ _ _ _ _ Eb pent 

'f IF I'T 

Ell pent Gb pent 
b..a ~ 

I 
p 

F7 _ ____ _ _ Gmaj7 
F pent 

-e-

li~* II 

This last example mixes pentatonic voicings and fourth voicings in a "II-V Blues" form. Since the "effect" of 
pentaronics requires two or more voicing:s from one pematcnic sc-ale, it 'Nill oe lost in many of these IJ-V pattern~. 
although the voicings used are in common with pentatonic voicings. !'~ote the ascending whole-step founh voicing 
pattern produced in measures eight and nine, while the same pattern descends in measures eleven and tweive. 

Fmaj7 _ __ E -7b5 A7 D-7 G7 C-7 F7 Bb-7 Eb7 
C pent __ _ Bb pent __ _ 

i 
'{9-

bi 
"ffi i~f ' ; 

j& I ~ I·J; 
I I I I 

A -7 D 7 A b-7 D b7 £'1 _'7 .C7 _ __ _ v 
u '- - - - .L' 

~ 
I 

I 

I I -{9- I D.C2. I ,s-

=' #! l i~i 
I ~ 'J.a. t ~. Di ~i It '&~_cg I'}F # i 

~ t:..l 

I 

D7 G7 C7 Fmaj7 

bi 1 ~>~ :(~ lh!l§ A 

Measures eleven and twelve would maintain the descending whole-step fourth voicing pattern on the top three 
strings if "guide-tOnes" piaced in the 10\':er voic-e were desired to ciarify me harmony: 

4~ ~ l b-6- I 

I~ (j ~ 19 i>'~ ;~·· J if r #; I _. 

.I I 
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Chapter Twenty-Six. 
Chromatic Guide-Lines 

Sustaining voices, (common tones), and chromatic motion are the two strongest techniques used in voice-leading. 
While common tones are most effective over chord changes, chromatic guide-lines can enhance a single chord as 
well as a series of chord changes. Up to now, emphasis has been placed on voice-leading the top note or 2nd string 
of every chord voicing. This chaprer will examine the chromatic voice-leading or chromatic guide-line possibilities 
of every voice or string in a given chord or series of chords. One. two, three. and four chromatic guide-lines over 
chord changes will be presented while just one and two chromatic lines over a single chord will be examined. All 
possible voice or string combinations of two, three, and four chromatic guide-lines ascending and descending, 
(including parallel and contrary motion), will be explored. 

As more chromatic voices are added, they become more difficult to continue over a series of different voicings. 
Contrary motion only complicates this situation while parallel motion and an obliging chord progression might 
continue further. For this reason, the three and four comrary chromatic guide-lines presented later in this chapter 
will be limited to two adjacent voicings. Some isolated examples will explore three and four contrary chromatic lines 
over three adjacent chords. 

The following string combinations will be used for the various chromatic Jines; 
(strings will be notated as hold numbers in parenthesis;. 

One chromatic voice: (four combinations); ((2)) [(3)] [(4)] [(5)] 

Two chromatic voices: (six combinations); 
[(2)(3)] ((2)(4)] [(2)(5)] [(3)(4)] [(3)(5)] [(4)(5)] 

Three chromatic voices: (four combinations); 
[(2)(1)(4)] [(3)(4)(5)) [(2)(3)(5)] [(2)(4)(5)) 

Four chromatic voices: (one combination); [(2)(3)(4)(5)] 

All possible voice or string combinations of ascending and descendrng chromatic iines, (including contrary and 
parallel motion), will be examined. The following model will be used to portray the chromatic motion of each string 
or vmce: 

(a) will refer to an ascending chromatic voice while (d) refers to a descending chromanc voice. 
No reference will imply no motion or ''common tones." Strings will a~ain be depicted as bold 
numbers in paremhesi::,. 

Example: (2a)(3d)(4d)(5a). would depict the 2nd and 5th strings ascending chromatically while the 3rd and 
4th strings de~cend chromatically. 

The following !nOdel dicrares the chromatic motion over the three difi:=rem voicings in the accompanyir.g musical 
example; (2d) (3a) (4a) (5) 

II 
.3 

The following will examine all possibJc combinations of chromatic motion in a four-note structure: 
1) One chromatic voice; 

Two different directions: ascending and descending. for each string gives eiQht different possible chromatic lines. 
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2) Two chromatic voices; 

Four different direction combinations for each of the six two-string combinations gives a total of twenty-four 
different possible chromatic lines. 

Parallel :. 

[(2a)(3a)] 
[(2d)(3d)] 

Contrary; 

[(2a)(3d)] 
[(2d)(3a)] 

[(2a)(4a)] 
[(2d)(4d)] 

[(2a)(4d)] 
[(2d)(4a)] 

3) Three chromatic voices; 

[(2a)(Sa)] 
[(2d)(5d)] 

[(2a)(Sd)] 
[(2d)(5a)J 

[(3a)(4a)] 
[(3d)(4d)] 

[(3a)(4d)] 
[(3d)(4a)] 

[(3a)(5a)] 
[(3d)(5d)] 

[(3a)(5d)] 
[(3d)(5a)] 

[(4a)(5a)] 
[(4d)(Sd)] 

[(4a)(Sd)] 
[(4d)(Sa)] 

Eight different direction combinations for each of the four three-string combinations gives a iota! of thirtv-two 
different possible chromatic lines. 

Parallel; 

[(2a)(3a)(4a)] [(3a)(4a)(5a)] [(2a)(3a)(Sa)] [(2a)(4a)(Sa)) 
[(2d){3d)(4d)] [(3d)(4d)C5d)) [(2d)(3d)(Sd)] [(2d)(4d)(Sd)] 

Contrary, (Two parallel/one contrary); 

[(2a)(3d)(4d)] [(3a)(4d)(Sd)] [(2a)(3d)(5d)] [(2a)(4d)(Sd)] 
[(2d)(3a)(4a)] [(3d)(4a)(5a)] [(2d)(3a)(Sa)] [(2d)(4a)(Sa)] 

[(2d)(3d)(4a)] [(3d)(4d)(5a)] [(2d)(3d)(5a)] [(2d)(4d)(5a)) 
[(2a)(3a){4d)] [(3a)(4a)(Sd)] [(2a)(3a)(Sd)] [(2a)(4a)(Sd)] 

[(2d){3a)(4d)] [(3d)(4a)(5d)] [(2d)(3a)(5d)] [(2d)(4a)(5d)] 
[(2a)(3d)(4a)] [(3a)(4~)(5a)] [(2a)(3d)(.5a)] [(2a)(4d)(5a)J 

4) Four cnromanc voices: 

A total of sixteen different direction combinations and chromatic lines are possible. 

Parallel: 

[(2a)(3a)(4a)(5a)] r (2d)(3d)( 4ct)(Sd) ~ 

Contrarv, (Three parallelione contrary); 

[(2a)(3d)(4d)(5d)] 
[(2d)(3a)(4a)(5a)] 

[(2d)(3d)( 4a)(5d)] 
[(2a)(3a)(4d)(5a)] 

[ (2d)(3a)( 4d)( 5d)) 
[ (2a)(3d)( 4a)(Sa)] 

[ (2d)(3d)( 4d)(Sa)] 
[ (2a)(3a)(4a)(Sd)] 

Comrarv. (Two paraliel ascending/two parallel descending); 

[(2d)(3d)(4a)(5a)] 
[(2a)(3a)( 4d)(Sd)] 

[(2d)(3a)(4a )(5d)J [(2d)(3a)(4d)(5a)] 
[ (2a)(3d )( 4d)(5a )] ((2a)(3d)( 4a)(Sd)] 

*Remember the 5th stdng has the addi tional problem of L.I.L.. omitLing some of the line possibilities 
available to the other strings. ~ 
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While observing the chromatic guide-line possibilities on or through different chord types, it becomes obvious that 
dominant chords contain the most chromatic possibilities. This will be most evident in the examples showing 
chromatic lines over a single chord. A chord progression containing many dominant chords will also yield more 
chromatic line possibilities than one with less dominant chord types. 

In the following examples, before preparing an entire exercise. begin first by isolating and playing,ll!g the chromatic 
voices. This will allow you to better "hear" the quahry and motion the lines have to offer. It might also be beneficial 
to record the chromatic guide-lines and play them back while performing the entire exercise. 

This chapter will begin with the examination of one and two chromatic voices on a~ chord voicing. But for a 
fev·i isolated examples, (some of which will be presented at the end of these single chord examples), three and four 
chromatic guide-lines over a Single chord will not be included. This many chromatic voices on a single four-nore 
chord can begin to lose or compromise the function of that chcrd. 

In the following examples. an occasional non-functional voicing might appear. \Vben this occms. it can simply be 
considered a "chromatic approach" to the next functional voicing. The following example will demonstrate; 

(E7) _ __ _ _ _ __ _ _ _ __ _ _ _ 

E7t5(~9 > Ab7 E7~5(b9) 
(Chrom App. ) 

~ 0~~ 1i 

(A) 

A6(9) 

One chromatic guide-line on a sin&le chord 

241 

The following rhythms are arbitrary and it might be most effective to attack the full voicing with each chromatic 
note. "Chromatic approach" voicings are put in parenthesis. 

1) 2nd string a>;cending; Bb9(b5 ) Bb9 Bb 7~5(#9) BH3(#9) E bm aj7(9) 

~ 1.~ . ~I ~}~ J I~= il 
i 

2) 2nd string descending; a) G13(~9 ) Gl3(9)G7~5(.,9) G7~5 Cmaj7(H1/9) 

2J] 

b) D-7i1 5(ll)(D7,5) G7~5 G7~5Cl3) G7(alt5) G7(~11 ~ C-6 

~ ~ bJ h • 
!! 
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I 
'--'I 

I 

~I 
'-I 
~~ 
.,_I 
Ll 
'-'I 

'-"I 

'--I 
I 

'--'! 
I 

'--'I 
'-l 
'-I 

I 

'-I 
. 

'--'' 

3) 3rd string descending; 

4) 3rd string ascending; 

5) 4th string ascending; 

b) C-7(11) (C-7b5) C-7 

~i~'F j~J ~lzw 
i 

6) 4th string descending; 

Bb13 Bb7(b13) Bb7 Bb7b5 

;4ft bi f J 
Ebmaj7 
b..o. 

r-b~ 

B~7b5(9) 
a) Bb 7~5 Bb7~5(b 9) Bb7b5(#9) Ebmaj9 

~J §J "~ nJ I &I 

(D-maj7(11)) 
b) D-7(11) G7(b9) G7~5(b9) Cmaj7(6) *f #J f ,J 

a) B7 

*' 
B7(b9) B9(alt5)B7(«91alt5) Emaj7(9/6) 

qJ n~ IJ I#~~ 

C-7#5 F7"5 (Eb9) F7(alt5) F7(b 13) 

@J ltf &J ~~ J= 

E9(13) E9(b 13) E9 E9(b5) Amaj7 

~ " ~~rr! ~r F bf I#~ 

7) 4th string ascending and descending; 

C-(11/9/b6) 
F7~5(b9) F7«5(9) F7#5("9) F7~5 C-7(1119) C-6(11/9) C-(11/9) 

lt! j d :l I~~~; gJ ij:J J 

8) 5th string ascending; A13(9) A13(b5) A13 t Al3sus4(9) ~ 

~ . <~ i 

Dmaj9 

r 1 . 
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9) 5th string descending; 

A-(add9) A-maj7(9) A-7(9) A-6(9) G(add9) Gmaj7(9) G7(9) G6(9) 

~ 
.0. -& 

p ~ II #f sr #r #r qr r I _/ 

The following example will demonstrate ascending and descending on one string and one chord; 

D-7 (9) (D7) G7 (b 13) (b5) Cmaj9 (C9) C6(9) 

~ ~ J j jj fiJ hJ I ., bj 
1& J J bj ~ ~ 

T he following examples will demonstrate different string or voice combinations of one chromatic guide-line; ---' 

a) C9(" 11) C9 C7H5Cb 9) C7#5(9) C7"5(~9) (7) C7b5(#9) Fmaj9 

~~ 
J ~&·~ §J ~e~ ~~ 12 II 

II 
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..__ 

'--' 

Two chromatic guide-lines on a sin~le chord 

After playing each of the following twelve examples, prepare their chromatic guide-lines in the reverse direction 
ror ali tvventv-four possible line combinations for two chromatic voices in a four-note structure. A new target or 
ending chord might be needed when lines are reversed. Before examining rhe following twelve examples, two 
examples of reversed guide-lines and new target chords are given; 

Parallel chromatic motion, [(2a)(3a)]; 

c~' -c a lo·tJ Ov ' C9 C7~5(~9) Fmaj7b5 
I 

~ 
-e-

&~~i Jii l9g- II 
@) -- --e 

The above example in reverse d irection, [(2d)(3d)] _with new ending chord: 

C7#5(#9 ) C9 Cn5(b9) F6(9) 

~i !i ~~~ S) 1~) vgs 

Contrary chrom:uic motion, ((2d)(3a )J , 

C7~5 C7(~9) C9(Hll F6(9) 

~-
~-- ,ji 

H ~~o: I ~ :~ ~ 

The above example in reverse direction, [(2a)(3d)] , with new ending chord; 

C9(~11 J C7(b9) cn5 F(add9) 
-!± I.. 

& &fl &~i TeE 1 ~a '' 
~ ~ 

Tne following twelve examples display Two ch:omacic guide-iin~s on a single chord ; 

I) ParalleL [(2d)(3d)]: 

E13(~9 ) E9(b 13\ E7(,g E '7 . ;-
'- u 

~i *_Ji 
3) Parallel , [(3d)(4d)] ; 

"' 
E13 E7(b 13/~9 ) E9 

' t±li s_q~ ~-

5) Parallel, [(4d)(5d)]: 

(E0
) G9(alt5} G7(tll/b9) C(~ll \ 

~ [! ·~t~ I #b=JJ 

189 

2) Contrary, ((2a)(3d)J: 

El.: 

4) Conrrary_ [(3d)(4a)]; 

E7C13/9) E7<b 13/#9) E7 
r. 

~ ~i i-
6) Conrrary, [(4a)(5d)] : 

G9(b5) (E'"' l G7(alt5 \ 

' ~; 1&; t! 

A(a.dd9 

il 

Ala<ld9 J 
! ( ...... ~, 
j fCC h 

C(add9 ' 

(! ii : ~: 

------------------------------------------·------



7) Parallel, [(2d)(4d)J ; 8) Contrary, [(2a)(4d)]; 
F7(~ 13/#9) 

B~rnaj9 A 7~5(#9) A 7~5(13/9 )A7b5(b 13/~9) Dmaj7 F7(13/9) F7 

t~~~ §!a ~~t1 ~ ~~ f4 f,~ 
r• -e-

II [7~ I 'i; II 

9) Parallel, [(3a)(5a)] ; 1 0) Contrary, [(3a)(5d)]; 

E7Calt5) (E6) E7~5 Arnaj9 E(add9) (.Ah7) E7(13/9) A6(9) 

-&::&~ 1! ::§ I ~8 II ~ ~§ i~i ~~ ZlJ#g II 
u • ~-& ~ ·-e-

11 ) Parallel , [(2d)(5d)] ; 12) Contrary, [(2a)(5d)]; 

E7~5(#9 ) (Ab7) E7~5(b9) A6(9) 
C7(b 13/b9) (E-6) 

bL 
C7b5(b9) Frnaj7(#11) 

~ -o-

4ii eli Ji &~:g: tz 
..a. 

,g II ~a;; I ! ! II I 
~··.er ~ 

The following example uses different combina£ions of strings or voices and parallel or contrary motion '.vith two 
chromatic guide-lines; 

D-7(11/9) (F-7) D-7 G9 G7#5(~9) Gl3 C6(9) (C9#5) Cmaj7(9/ 6) 

' ~ 
!,#~ • ... !,. 

! 1$ i! 
... 

'ij I~ 'S 
= 

A7#5 A13 A7(alt5) D-9 D-7b5 (D7add4) G7b 5(b9) 
G7sus4(b9) 

G7Ch 9/alt5) C6(f 

~ itu 
~ 

f~8 f,~ ' l l'~ ~~ !·i~ J qi. ~ r§ 18 a ~ 

The following example combines ascending and descending chromatic motion on any one of two strin?S over :' 
singie chord ; 

D-7(11 ) D-7(1J ) Gl3(~11) G13(#11) G7(#9/alt5 l C6(9) C(#ll/9) C6~9) 
(D7b5) (D9) (D6(9)) (Db6(9)) (F-6) (F-6) 

~ ~ t~ ~ t~ 
The following presents three and four paraiiei chromatic guide-iines on a sin2:ie chord. Contrary motion w. 
many chromatic voices is much more difficuJt to extend over three or more different voicings on a single ch(, 

The following example presents four parallel chromatic voices on a singie chord, and requires a chord that when 
transposed up or down a whole-step, will still function on the original chord. The chords in between function as 
chromatic approach chords. 

E7b 5 (Eb7-5) E9(~5 \ (Db7b5) E9(alt5) A6(9) 
(E7b5)_ - - (Eb7b5 l _ _ _ (D7b5; _ __ _ (D!17b 5l __ __ CC7b5) 

,~~ ·ti 
.. 

~~~ ~~ ~cs i ,. g II 
-& #1+-a-
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The following is an example of three parallel chromatic voices; 

E9(#5) (Db7) E7(alt5) Amaj7(#111 9) 

'~§ ,~s ,~; ll§ II .... ~ 

CHROMATIC ':;UIDE-LINES OVER CHORD CHANGES 

ln this half of the chapter chromatic voices will be examined over chord changes, beginning with II V I chord 
cadences and followed by more extended musical examples. 

Three and four chromatic voices present some unique problems. Contrary motion with this many voices is difficult 
to extend over three or more chord voicings. For this reason, the contrary motion examples for three and four 
chromatic voices wi!J be combined into a single II VI example; Il(three voices) - V(four voices) - I. Some isolated 
examples of three or four contrary chromatic voices over the entire II VI cadence will appear later in thjs chapter. 
Parallel motion for three or four chromatic voices will be attempted over a complete II V 1 cadence. 

Three and four chromatic guide-lines will share some voicing cadences with a few of those previously introduced 
in the Chromatic Approach Voicings chapter. The primary difference between "chromatic guide-hoes· · and 
.. chromatic approach voicings·· over chord changes is the guide-line must be aware of chord function while the 
approach voicings need not. If a functional chord with three or four chromatic guide-lines cannot be found, a 
chromatic approach chord with no function could be used to continue a desired chromatic motion. 

One chromatic guide-line in a chord progression 

The following II V I examples present the same chromatic line on each string or voice; 

Descending chromatic line; 

I ) 
C-9 F7(b 9) B7maj9 

2) C-7 F7(',9) 

~~ 
-& !-& 

t&JJ58 ~ II ~ hffi 
tJ ~-e-

j) 4 \ C-7 F7(b9) 
C-7 F7(b9) B',maj7 -t A hu ! -& 

t~o a l _ _F B 
? -~- O..o:: ~ I :- ~ -v-. .I 

v -& -& trcr '-' 

Ascending chromatic line; 

]I 
C-7(11J 

l 98 
-& 

F7i,9 · B, maj7(9/6 ; : ; C-7C11 J F7(b9 i 
1-& bD;! 

3) 
C-7(11J 

¥! 2J 

4> C-7(11) 

~fi ~ - 2 
F7(b9) 

1-& 
110 
')-*-

19] 

B bmaj9 
-e-

~ 

B!lmaj7 

-& 

b! 

B~maj7(9/6 · 
. -e-

lf 

Bb6(9) 
bn 

~~ 

II 

II 

II 

II 



The following example presents an extended descending chromatic guide-line on the 4th string; 

C6(9) A13(b9) D-7(11/9) G7(b13/b9) E-7b5(11) A7#5 D-7~5 G7(alt5) Cmaj7(#11) 
-a- b.a. ~ 

-~ R ~= ~a ''§E js [,9! ~te i±§ II .. 
! " -& 

Using the same chromatic line in the above example on various strings or voices establishes an interesting way to 
"pull-together" chords that are not voice-leading to each other. This chromatic guide-line acts like a thread holding 
these leaping voicings together: 

Cmaj9 A7(alt5) D-9 G7(~ 13/!;.9) E-n5(11) A7(#9) D-7h5(11) G7(b9) Cmaj7(13/#11) 
I~ ~ ;: I 

~-e-

~ i tl qq~ 
"* 

~~! j,q~ l ~: II 
1 

The following is an example of octavely displacing every other note of the above chromatic gmde-line. Note the 
interesting line pattern produced on the iop voice. 

Cmaj9 A9(13) D-7(11) G9(#5) E-7~5 A7 D-7~5 G7#5 C(#ll) 
.J/1.. 

~l b.J/1.. ~ 

~ 
.a. -a-

#~ #i l! w: '! ija:; q(~ #! II 

The following examples present a chromatic guide-line that ascends and descends. on one string or voice, and finally 
on three strings or voices; 

1) 4th string chromatic guide-line; 

Bbmaj9 G7;t5(b9J C-7 F7#5 D-71;5 G7#5(b9) C-9 F7(~ 13/~9) Bbmaj9 

I? 
-& ~~ ,~.a. 

!~ 
~ I~ I b.a. tl~ -e-

-:; !1* !I~ b! Ill~ l'ti ~-u II 
;,t 

~ 

2) 3rd string chromatic guide-line; 

Bb6(9) G7(b9) Cm(ll) F7;5(b9) D-7b5(11) G7(b 13/ ~9) C-9 F7(b 13) Bb C~ll/9) 

~ i ;,? ~i :/~ ~~~~ ti b,t~ 
I 

,j,s !:~ II ~ · ~ : 

3) Single chromatic guide-line continued through the 2nd, 3rd, and 4th strings; 

Bbmaj9 G7~5(b9) Cm(ll) F7#5Cb 9) D-7~5(11 ; G7(alt5) C-9 F7(alt5) Bbmaj9 

¥i 
I~ 

~~ 1$ bb5 
I I 

II* :a ~§§ ~a 8 II 
-a- ' liU 
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Two chromatic guide-lines in a chord progression 

The following examples will present all twentv-four possible combinations of two chromatic guide-lines over a 
II V I chord cadence. Many of these examples will also contain additional chromatic voices, some of which might 
reappear in the sections containing three orfour chromatic voices. Some exercises might also contain more than one 
example of two chromatic voices. The following example will display three different two-chromatic guide-line 
combinations, [(4a)(5d)] [(2d)(4a)] [(2d)(Sd)]; 

G9sus4 C7(~9/alt5) Fmaj7(9/6) 

~ ! 
~ qog 
#~2 tl 

In two of the following contrary motion examples, [(3a)(4d)) and [(2d)(4a)), a progressive ne\'>' approach to 
dominant resolution is introduced. In these examples. the chords that are substituting the original V7 chords, 
(Fmaj7# 5 for F7 and Emaj7 for C7) , contain the major 7th of those original V7 chords. The Emaj7 chord could be 
considered a "chromatic approach voicing" or an altered C7 chord with natural?; (3 # 5 7 # 9) , while the Fmaj7# 5 
chord is a direct parallel substitute for F7; (Vmaj7#5). 

The .. reason" naiUral 7 appears to function in a V7 capacity is its chromatic resolution tendency to the natural 5th 
ofthelchord: Thenatural7, (B). ofC7 resolves to the natural 5th, (C), ofF. This chromaticresolmion is characteristic 
of "altered" V7 chords, and is probably why the narural 7 functions best with altered tensions; (b9 #9 b5 #5), if 
tensions are desired. 

Notice how above and below chromatic approach notes to a major triad include the guide-tones, altered tensions, 
and major7th of that triads V7 chord; (E, Gb) (G#, Bb ) (B, D~) are half-steps above and below an F major triad 
(F) (A) (C). Realize these notes on a C7 chord, (Fs V7 chord); 

C7 .. .. .... .. .... .. .. 3(E) ....... . bS(Gb) ...... #SCG#) .. .... b7(Bb) ..... . 7(B) .. .... . b9(D~) 

*Natural 7 on dominant chords should be used in an appropriate context where this contemporary sound is desired. 

Two chromatic voices ascending in parallel moLion: 

I ) C-7(11) F7#5(~9) B~maj7(6) 2) C-7(11) F7~5(b9) Bb(l3/#1119) 

t,i ~~E · ~ jj ~= ~~r ij! :: ti 
I u -e-

3) 
C-7(11) F7#5(P9) B;~maj7(6) 

4) 
C-7 F7(alt5) B~6(9) 

I I b-e-

~·'" i -8- b.! 1'1 .0..@.. :::...e. 

b1r ;!;;: =H R 1z ~f #~ =!i ~ · !}: 
I , 

~ 0 jj IJ 
~ 

5) Cm(ll) F7(alt9; Bt:~maj7(9/6J 6) C-7(11) F7Cb9/alt5) B~(~ll/9 } 

~ h2 ~~~ J &&'E j ~~; ~~z I~ ''l 
@) ~ ~ 

'<-= 
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Two chromatic voices descending in parallel motion; 

I ) C-9 F7(b 13/~9) 

F7b5(b9) 

5) C-9 F7(alt5) 

~ ij jj 

Bl1 6(9) 

Bbmaj7 
-e-

Q! 

BPmaj9 

~= 

II 

II 

4J 

2) Cm(ll/9) F7(b 13/ b9) Bb(#ll/9) 

4 ) Cm(ll ) 

lf-8 
F7(b9/alt5) 

f,jtz 
Bb(add9) 

6) C-9 F7#5(alt9) Bb6(9) 
I 

' ~ Pll !"& 

&~ q~~ '$ 

Two chromatic voices in comrar'! motion, (upper voice ascends/lower vojce descends): 

1) C-7(11/9) F7(bl3/ b9) BPmaj7(9/6) ") 
C-9 Fmaj7#5 B~6(9 ) 

4U 6:e ~ 0 h~: ' -e- v.n. 
~=~ ~~ 

q~ _u T<f (I 
.. i ' 0 I .... 

3) G-7(11/9) C7(b9/alt5) Fmaj7(9/6.' 4) Cm(ll l F7(~9/alt5 ; B:~ma.i71:>5 

£ f D-e- ~~g ~.£ i!~ • 
jr~~ 

,, 
~ II . -

~·· 
. ' -
~0 ~ ~ ~ 

5) G-9 C7P5(b9J Fmaj7(~11 > 6) Em~add9 , A 7(~9/alt5 , Dmaj9 

' 
; t ... ~ 

-&li 9~ :: ~ cs H fJ§ · ~ 
~ 
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Two chromatic voices in contrary mmion, (upper voice descends/lower voice ascends); 

1 I G-9 C7(~ 13/#9J Fmaj9 
2) Cm(ll/ 9) F7(~13/#9) B~maj9 I J 

.~ 

' 
• ~ 

' &i it: 9! &§ #bg 9;, II II 
==-±J 

G-9 Cmaj7#5(~9) Fmaj9 
~ ' D-7(11) G7#5(~9) Cmaj7(#11) 4) 

(Emaj7) 
' 

&: ! h:,;o si :=0 '"8 ~ e ·=w ~? I! 
. 4B [;1 3 

{ t !i 
~ ~~ 

0 

5 ) G-7~5(b13/9) C7(D13/~9) 
I 

F6(9! 6) G-7b 5(~ 131 C7(alt5; F'~~ ll/ 9) 

~ ... , 1)-6>- r- ~c .;+ r 

;:r~ ' 5~ 
.. 

:r ~! §~a • -r-G , , .• fbt! 9 • 
ll 1'.9. 

~ ~ 

Applying two chromatic guide-lines over an extended chord progression introduces problems the single chromatic 
line did not offer. This is especially true of two contrary chromatic lines over an exrended progression. 

The following example uses two parallel chromatic guide-lines over an extended progression; 

Cmaj7 A7b5(b9) D-'1 G7b5(b9) Cmaj7 
f.. .I!. D..l!. .... . ~ 

1. g h±t~ b. ;e 5§g i r:-c; 
{ " v ~0 

A9(13) D-7P5(P 13) G9(13) G7(~ 13/ P9) C(add9) 

:;l 
r:; o 

11 

~ 

The followmg two examples use c:ontrury mouon berween twc cnromauc voices OYer an exreuaea progressiOn. Tr: 
lmes must change strings or voices to continue tneir ci1rommic motion. Before displaying tnese examples, It should 
be noted that there are only two possible contr~y chromatic lines over extended chord progressions; 

1 J Ascend ... ........... .. . £, c~ r D:' o- F Fl' ,... o; ~ ~.J 

B ~ ' A~ G~ ' E~ Descend .. .... .. .. .. ... B A G F 1= D .L.. 

Interval .... ........ ... .. . 1 " b.: ~t - • '") 8 " 10 ~ l .) ~.) p, ;, , . 
c: r ·, D~ -.:: F~ --~ 3~ 2 ) .'\scend ....... .. ..... c L • F 1,_; 

; . J -
,, 

Descend .... .... ..... B B;. l ·\1) G Gr L r\ r - .t:.p 

ImervaL ... ... .... b2 ~3 4 5 6 7 b9 ~ 10 11 

Note the doubling or octave (8) in the first example and the b9th imerval in the second example. I~ either lm:: is K 

continue chromatically. it must include the~e in~ervai~ .. The following example containmg rhe b9rn mrervai i:; 
supported by a hybrid chord. 
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I ) (Asterisk de notes octave doubling) 

Gmaj9 E7#5(b9) A13(b5) D7(a lt5) B7Calt5) *E7 A7(alt5) D7CU1) G(#ll/9) 
I 

* ~? ~~ §~~; 
D-e-

9!B §illi ~~i ~~ k§ =-~r II ~: 

2) (Asterisk denotes b9th interval) 

Cmaj7 A7(b9J Dm (ll .J G7#5(~ 9) Cmaj7 A7(b9) FIG~ *B/F C(add9) . 
=& a ~ ~a ~ :r; ..0. o..a. 

~§! !! ~ ~~ §,: lj 
~ I 

The following example uses both parallel and contrary motion while also ascending and descending in one chromatic 
voice: 

G(add9 ) F #9( 13) Fmaj9 Bb9 E-9 E7(#9J A6(b5J nnsc~9) G6 
t , -e-

~ ;g ~2 ~! ii ··=i r J; i fSJ??l # > ~ § 
«!) "' ' 

Three and four chromatic guide-lines in a chord progression 

Three and four chromatic guide-lines have a total of fortv-ei£ht different string and motion combinations . Three 
chromatic lines have ei£ht parall el and twentv-four comrarv combinations while four chromatic lines have rwo 
parallel and fourteen contrarv combinations. 

As mentioned earlier. applying only one of th~ thirty-eight possible contrary combinations over more than rwo 
chords can be extremely difficult and in some cases impractical. For. this reason, a three and a four contrary chromatic 
line combination will be combined into one II VI chord cadence: II - (three chromatic lines 1- V - (four chromatic 
i inc:-. 1 - I. or 11- (four chromatic line~' - V - ! three chromatic lines) - I. Some examples \Viii contain four chromatic 
l ines between all three cadence chord< .. Of course. e:1ch four-chromatic line example comains at lenst one tbret.:
chromatic line t:xample within it. Applying a mriety of the thirty-eight possib le contrary chromatic com binatiom 
would be pos:>ih lc m cr an extended chord pro;:c<;slon. and some examrle~ v;ill be orcscntt.:d Jarer m rhi!-> ~ccrion . 

The eight parallel examples for three chrom;..ur \'OiCe<; will be exam1ncd over me entire ~T V 1 cadence. Th= 
dc!->cending parallel example for four chromatic voices will be included in the contrarv motion example:-. The 
ascending parallel examolc for l'our chromatic Yoicc~ will nor be incl uded. bm can easi!v be examin~d b~· fmdw~ 
one chord th:..t v;hcn mo\'ed chrom::nicaily funcnons tor each chord of the n VI cadence; 

I 1 

0/su:-..! 
[0-7(1 1)] 

r- ~ ' r:. ., I SU:,-- E7su~-t 

[G7(al t9/alt:' )] [Cmaj7(9/6 )] 

TI 
C6(9 
[0-9] 

v 
0~6(9 ) 06(9l 
[G7(#91alt5)] [Cm:lj7(# ll/9JJ 

Som~ of these examples will produce physically a\.vkvvard fingerings. and should be relocated to the top r'our strings 
i[ phys ically more a-.·aiJable there 
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Descending parallel chromatic motion in three voices on a four-note structure; 

1) B-9 E7(b9/alt5) A6(9) 2) Gm(ll/9) C7(b9/alt5) FC#ll/9) 

'I" .b.a.. .. 
' 

$ bb..a. q~ qji #sE !I : ~~= II # ~ 

3) Gm(9) C7(b9/alt5) F(f. ll/9) 4 ) 
D-9 G7(b9/alt5) Cmaj9 

.& ... !>*-

&.~ 

' 
I 

~~ ~~~ II 2 ;,&:0 ~§ 
11 9 

t.J .. 
Ascending parallel chromaric motion in three voices on a four-note structure; 

1) 
D-7(11) G7b5(alt9) Cmaj7(9/6) 

2) 
E-7(11) A7(#9/alt5) Dmaj9 

-t?i ~§ 
-<> p -e- ' -e-

: II #;f ~=~ 11 
t.! 

3) 
D-7(11) G7(b9/alt5) Cmaj7(9/ 6) 

4) 
F7(b9/alt5) Bb6(9) C-7(11) 

' #~ 
... 'bs ~r: 

... 
~ : II E II 

The following is an example of parallel "indirect" chromatic morion using three voices. (Note the doubling); 

D-7(11) 

' 2 

(E-7(11)) G7~5(#9) G7(b9/alt5 1 

; J·~ zs C6(9) 

IS ii 

Contrarv chromatic motion in three and four voices 

The following examples will include three and four chromatic guide-lines, but will be organized in accordance with 
three chromatic lines. since they coma in rwemy- fourdifferem combinations while four chromatic lines co main onl~· 
fourteen combinations. Reference lO individual four-line con10inations will oe organized and presented immediately 
following these examples. 
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TWO CHROMATIC LINES DESCEND WIDLE ONE ASCENDS, (TWELVE COMBINATIONS) 
1) 2nd, 3rd, and 4th strings; 

a) II- (2d)(3d)(4a)- V- (2a)(3d)(4d)(5a) - I b) Il- (2a)(3d)(4d)- V - (2d)(3d)(4a)(5a) - I 
D-9 G7(b9/alt5) C(13/U119) 

~ TI 
1*~ ·a I 

D-9 G7(#9/#5) C(13/#1119) 
,, ~ ilf ~ & TI II 

c) II- (2d)(3a)(4d) - V- (2d)(3d)(4a)(5d) - I 
D-7 G7(b9/~5) Ctadd9J 

I 

~ ·i Wf ; I 
b) II- (2d)(3a)(4d)(5d) - v- (3a)(4d)(5d) -I 

II 

D-9 Db7 Cmaj7(~11) 

~ ... Ito_ li-"-=f 0:! ~,;§ g II 
tJ ,. 

c) II - (2a)(3d)(4a)(5d)- v- (3d)(4a)(5d)- I 
D9sus4 Db? C7(13/9) 

~ ~ ~~ ~~ ~ 
3) 2nd, 3rd, and 5th strings; 

a) II- (2d)(3d)(5a) - V- (2d)(3a)(4a)(5d) -I b) ll - (2a)(3d)(Sd) - V- (2d)(3d )(4d)(5a)- I 
G-9 C7(b9/alt5) F(13/U11 9) 

~ ~i ~~ §~i 
G-7 C7(b13/b9) F(add9) 

§ ~i ~ 

fi ll &&! II 
c) II - (2d)(3a)(5d) - V- (2a)(3d)(4d)(5a) - I 

G-7 C7b 5(#9) F6(9) 

~i~ 12 
4) 2nd, 4th, and 5th strings; 

a) II- (2d)(4d)(5a) - V - (3d)(4d)(5d)- I b) H - (2a)( 4d)(Sd) - V - (2a)( 4a)(5a) - I 

C-7(11) F7b5(b9) Bt~maj7 

b..a.. 

@ "!! li 

C-7(11/9J F7(b9/alt5 } Bb6(9 J 
A b..a.. ~ ~ 

[1 2 ~;~g ~! il 
Q) 

c) II- ((2d)(4a)(5d)](3d) - V - (2a)(3d)(4a)(52)- I 
G-9 C7b5(b9J F(!:ll/ 9 ' 

tJ ~~~ 
c... 

I! 

198 



-

TWO CHROMA TIC LINES ASCEND \VHILE ONE DESCENDS, (T\VELVE COMBINATIONS) 

1) 2nd, 3rd, and 4th strings; 

a) II- (2a)(3d)(4a) - V- (2a)(3d)(4d)(5d) - I 

D-7(11/9) G7(~9/alt5) C6(9) 

' ~ h~~ ··i 
ct! 

c) !I- (2a)(3a)(4d) - V- (2a)(3d"li4a)(5d) - I 
D-9 G7(#9) Cmaj7(~11 ! 

£ TI 
~ .a 

8 
(.' 

::?:! 3rd. 4th. and 5th strings; 

a) II- [(3a)(4a)(5d)](2d; - V- (2~)(3a)C4d)(5a} - I 

G-9 C7b5(~9) F maj9 

;-§ $.b~,~ s 
~. 

I • 
IJ 
•J ., 

c) If - [(3a)(4d)(5a))(2a \ - \1 - (2a)(3d)C4d)(5al - ! 

D-9 G7(b9/alt5J C(U1J 

'~ It! ~ 
3) 2nd, 3rd, and 5th strings; 

a) II - (2a)(3a)(Sd) - V - (2d)(3a)( 4a)(5a) - ! 
n r: 
\.::- ; C7~5(~9 · 

4 ) 2nd, 4th. and 5th srrings; 

Fma_i7(;H l /9i 

a) U - [(2a)(4a)(5rl)](3a) - V- Cd)(3d)(4d) - l 

G-9 C7(~ 13/~9 ) Fmaj7(9/6; 
i 

; D-9- t 

11 

~~: ~ ~ 
c) II - (2a)(4d)(5a) - v - (L.a)(3a)(4d)(5d) - : 

C-7(11) F7(altJ BPmaj7 

=~=hf' 'I ... 
-~ . 
v 

iJ 0 !i 

b) H- (2d)(3a)(4a) - V- (2d)(3d)(4d)(5d)- I 
D-7 G7,Cb9/alt5! C(add9) 

~ -& i'-& 

~ 'i; ''%: ·fo II 
~ I 

b) IT- [(3d)(4a)(5a)](2a) - V - (2a)(3a)(4d)(5a·l - I 
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D-7{11/9 \ G7#5(b9) C(~ll.l 
;.1-

b) II- (2d)(3a)(5a) - V - (2a)(3a)(4a)(5d) - I 
G-!? C7(;f9/alt5; 

J~ts 
Fmaj?(:;ll , 

-e-

§g 

b) H - (2d)(4a)(5a) - v- (3d)(4d)(5d}- I 
C-7(1l l F7(b l3/b9 j Bb(l3/nl/9 l 

f&, 
.!/£.. 

t! 92 il ! ! 
c) 

I! 



The following wilJ organize the four chromatic guide-line examples already presented for easy individual reference. ..,/ 
Each of the fourteen four-line combinations will be listed along with the three-line combination it can be found under. 

1) Four descending chromatic lines; (2d)(3d)(4d)(Sd) refer to (2d)(3a)(4a) 

2) Contrarv; three descending chromatic lines while one ascends; 
(2a)(3d)(4d)(Sd) refer to (2a)(3d)(4a) 
(2d)(3a)(4d)(5d) refer to (3a)(4d)(5d) 
(2d)(3d)(4a)(Sd) refer to (2d)(3a)(4d) 
(2d)(3d)(4d)(5a) refer to (2a)(3d)(5d) 

3) Contrarv; three ascending chromatic lines while one descends; 
(2d)(3a)(4a)(Sa) refer to (2a)(3a)(Sd; 
(2a)(3d)(4a)(5a) refer to (2d)(4a)(Sd) 
(2a)(3a)(4d)(5a) refer to (3a)(4a)(Sd) 
(2a)(3a)( 4a)(5d) refer to (2d)(3a)(5a) 

4) Contrary; two ascending and two descending chromatic lines; 
(2d)(3d)( 4a)(5a) refer to (2a)(3d)(4d) 
(2a)(3a)(4d)(5d) refer to (2a)(4d)(Sa) 
(2d)(3a)(4a)(5d) refer to (2d)(3d)(5a) 
(2a)(3d)(4d)(5a) refer to (3a)(4d)(5a) 
(2d)(3a)(4d)(5a) refer to (3d)(4d)(5a) 
(2a)(3d)(4a)(Sd) refer to (2a)(3a)(4d) 

The following three and four contrary chromatic line combinations extend over the entire II VI cadence. Additional 
string and motion combinations are possible, but in many cases require "doublings" or seventh-width sized voicings. ~ 
Some of the following examples will include such voicings. 

1) (2a)(3d)( 4a); 

F7#5(alt9) 
Cm(ll/9) B~maj7(9/ 6 ) 

~~ 
4) (3a)(4d)(Sa); 

C(Ul/9) 
D-7(11) G7(bft/alt5; 

7) (2a)(4d)(Sa); 

II 

E-9 A nsCb9) Dmaj7(#11J 

II 

1 0) (2a)(3d)( 4d)(5a); 

D-9 G7(b9/alt5) C(#ll) 

II 

2) (2a)(3d)( 4d); 

Dm(add9) G7(h9/alt5)C(#ll) 

4 "5 :{~ ll; j 

5)(3a)(4d)(5d); 

~) (2a)\4d)(5dJ; 
B.,maj?(Ul/9} 

C-9 F7~5(alt9) 

11 ) (2d)(3a)( 4a)(5d); 

Gm ( 11/ 9) C7(altJ Fmaj7(9/ 6 ) 

II 
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3) (2d)(3a)(4d); 

D7(~9/alt5) 
A-7(11/9) I G6(9) 

~ i &<i 5~ ~ 
t. . 

6) (2d)(3a)(5d); 

E-B A 7(~S/alt5J Dmaj9 

(!._! 

9) (2a)(3a)(4d' :·a); 

D-9 G7(~9/aL5) C(Ul/9) 

t) ' 



L 

The following example uses three chromatic guide-lines with a single common tone over an extended chord 
progression; 

Fmaj9 D7b5(b9) Gm(ll/9) C7#5(~9) Fmaj7(#11) D7(b9/alt5) Gm(ll/9) C7(b9/alt5) F6(9) 

~ 8 11~ 
-& I b.o. ~ b.o. 

?! . ~ 
~! 

I I 

''!,8 !() ~~~ o, H ~r: 

The following example uses three and four chromatic guide-lines over an extended progression; 

Bt~maj9 G7b5(b9) C7(b9) F7#5(~9) D7b5 G7~5 C7(alt5) F7b5 Bb(add9) 
-& 

~ffi 
b.a. I :,i b.o. 

~ ~rz 
1)-e-

~~i f'~ § ~~o::: $.g'Q ~7 09~ 

The remaining examples are II V I cadences that contain a variety of chromatic guide-line combinations. 

1) Top two voices descend chromatically while 
bottom two voices ha';e indirect chromatic motion; 

D-7 G7(alt) Cmaj7 
I 
0-& 

~ &! II 

3) II- (3a)(4d)- V- (3a)(4a)(Sd)- I; 

D-7(11) G7b5(b9) C6(9) 

1 H j, ~n ~~ 
5) II - (2d)(3d)( 4d) - V ; 

D-7 Gl3(b9) Cmaj9 
(E7) 

II 

2J 
7) (2d)(3d)(4a)(Sd); 

G9sus4 C7(b9/alt5) F9(13) 

j 

9) V- (3a)(4a)(5a)- I ; 

D-7#5(11) G7(#11/b9) C-6(9) 
Bb6(9) 

~·~ 1,#~ ~~~ 

2) II - (2d)(3d)( 4d) - V - (2d)(3a)( 4a)(Sa) - I ; 

D-7 G7(b9/alt5) C(add9) 

~ , ·i ;~ q.! II 

4) II- (3d)(4a)- V- (3d)(4a)(5d)- I; 

Dm(11/9) G7#5(#9) Cmaj9 

4 ~ ~"! §i 

6) II - (2a)(3a)(4a)- V- (2a)(3a)(4d)(5a)- I; 
G-7(1119) C7b5(b9) F6(9) 
CD-7) (Gb7) 

:~ ~ jj~~ !9fi 

8) II - (3d)(5d) - V - (2a)(Sd) - I ; 

G-7 C9(alt5) Fmaj7(6) 

'bt 

II 
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Although the following exercise contains some three and four chromatic guide-line examples, the most interesting 
element is the contrary motion produced by the top voice and the chord roots. Since some of the drop 2 type voicings 
contain no root, sing or record-and-playback the roots while playing the exercise. 

E-7 Eb7sus4 D-9 Db9(13) Cmaj7 

~ 
0 #o -& i.e- ..0.. 

II 
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Chapter Twenty-Seven. 
Triad over Bass Voicings 

This chapter will explore all inversions of major and minor triads on the 2nd, 3rd. and 4th strings while non-triadic 
notes are placed on the 5th string. Omitting the three notes of the triad being used leaves nine possible bass notes 
underneath the triad. The following will organize these bass notes intervallically in relation to one major or minor 
triad; 

~2 2 b3 or 3 4 #4 ~6 6 ~ 7 7 

Above in relation to C major and C rnino· triads; 

CID~ CID C/Eb C!F C!Fp CIAb CIA C/Bb C!B 
Cll1.F0b Cm!D Cm/E CrrJF Cm!F~ Cm/Ab Cm/A CrnJBb Cm!B 

~ Tne following will organize major and minor triads imervallicaliy in relation to Q.Qg bass note ; 

-

-
-
._ 

I 'J 
D- 2 b3 .., 

_1 ~ .i 5 b6 or 6 b7 7 

Above in relation to a C bass note: 

DbiC DIC Eb/C E.,_ F~IC GIC /vC Bb/C B/C 

D~m/C Dm!C Ebm/C Ern/C F~m/C Gm/C A!1m/C BbrniC BrniC 

The above chords consist of both hybrid chords and 7th chord inversions. The five chords containing the bass notes; 
b 2, 2, b 3 or 3, 4, and# 4 of the given triad are hybrid chords while the remaining four chords containing the bass 
notes; b6, 6, b 7 , and 7 of the given triad are specific inversions, (root and third inversions), of 7th chords. The 
following lists the 7th chord inversions ; 

C/Ab = Abmaj7# 5 CIA = A-7 

Crn!Ab = A~maj7 Cm/A = A-7b5 

C/Bb = C7 

Cm!Bb = C-7 

CIB = Cmaj7 

Cm!B = C-maj7 

With the exception of those conraining b9rh intervals. all of these structures, (hybrid chords and 7th chord 
inversions ~ - have been previously introduced as specific inv~rsions of different chords. The foliowing will show the 
fi:st chord that introduced each J.zyhrid structufe, (minus those structures containing ~9th imervals): 

C/Dt, = A7(~9 ) 

C , Jr\ ,....., : -~9 ' nuu;; = •'-"ID)( ft ' 

C!D = E-7#5 

Cm/E = F~/(!31~ 11/hc; , ,, " 

C!F = Gl3(sus4) 

Cm/F = E~ 6(9)[ i 3 6 9} 

In past cnapters. those voicings containing b 9th intervals were a voided. Because of the unique sound of hybrid chords 
and upper-srrucrure rriads, the b9th imerval will be made available to them in this chapter. Sin:::e these structures 
oftei: imply rwo differenr sounds or chords within en~ voicing. the b9th intef\·~l p:-oduces less dissonar.ce than it 
usualiy does on a ··singular'' harmonic srrucmre. The follo·wing hybrid chords and 7th chord inversions contain ~ 9th 
intervals: 

CIE~ CIF~ CIB Cm/D Cm!B 

ll1;, imere5ting w note that of tbc eighreen ma_ioi and minor structures presented: 

Six are 7th chord inversions. (minus ~9th intervals): 
CIA~ CIA CIB~ Cm!Ab Crn/A Cm/Bb 

Six are hybrid chords, (minus b9th intervals): 
CID~ CID CIF Cm!E Cm/F 

Six are structures contain:ng: 99th imerv<m· 
- CIE~ C!F r,~ CIR Cm!D Cm!F~ Cm/B 
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Again, because of the unique sound these structures contain, and the limit of available voicings within this text's 
framework, the outside voicing width of a major 7th will be included. This might pose some voice-leading problems 
when integrated with drop 2 voicing widths, but the "sound" and "style" will often circumvent a temporary lack of 
voice-leading. The width of a b7th will still be avoided. 

There are six different structures that contain a major 7th width on one of their inversions; 

CIDb CIF Cl A7(Abmaj7#5J Cm! DP Cm/E Cm/ Ab (Abmaj7) 

't\;: 
"" 

I 

lz~ .~ &~go ;~ II h 
I 

-._./ 

*Crn!Db will be omitted due to the awkward fingering produced on the middle four strings of the guitar. This voicing ..-
is quite comfortable on the top four strings. 

The following views the remaining five structures containing a major 7th width from a common bass note; ...-

ElF CIF A/F(Fmaj7#5) C#rn!F Arn!F (Fmaj7) 

&atWe ,;,~ ;n ;~[# qji II 
~ I ' 

Four structures; CIA, Cm!A, Crn!Ab, and Cm!Bb, will be omitted from the eighteen major and minor structures 
presented due to their limited use in a hybrid or upper-structure environment. These structures lack the "dual" quality 
the remaining structures contain , and seem to demand their "singular" identity; ,._, 

CIA= A-7 Cm!A = A-7b5 Crn!Ab = Abmaj7 Cm!Bb = C-7 or Eb6 

They may reappear as triad-over-bass structures when these specific in'versions are desired. Triad-over-bass notation 
rna y also be more appropriate when the surrounding chords are notated that way as well. The following is an example 
of the triad-over-bass notation being most appropriate: 

CIF ElF GIE 

(E-7) 

FID 
(D-7) 

E/D 

V.ie now have a tOtal of r'ouneen st.ructures that will be examined in thts chapter, 

C/Db 

Cm!Db 
C/D 
Cm/D 

C!Eb 
Cm!E 

C/F 
CmiF 

CiF# 
cm!F; 

The following inversions for each structure will be used; 

C!Dv C/D C/ E? CIF CIF: 

4 I>~ &M 1.£ I:W I ~ i J; 8 :fn ; 
q 

Cm/DI7 Cm/D Cm/E Cm/F 

4~~ ~~~ 
I 

::~ :~ ~ hQ 
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CIAb C!Bb 

CIA} -& CIB~ 

1 hft uR I u ,8 
tro" lrrr 

Crn!F~ Cm!B 

lt8 I q&! 

I 

EmiC 

(Cmaj7) 

CIB 

CIB 

Cm/B 

18 g II 
u u 

hu I! 
u 

-../ 

_, 

"" 
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This section will begin by examining each structure as a root inversion chord. This will produce a few rather 
incomplete chords as well as some structures that are best used in a "modal" context. 

C/D~ = Db0 maj7 C/D = D9Csus4) C/E~ = Eb13(b9) 
C/F = Fmaj7(9) or F-maj7(9) C/F~ = F#7b5(~9) or Fi-7b5(b9) 
C!Ab = Abmaj7i5 C/Bp = B ~(l31# 1119) C/B = Bsus4(bl3/~9) orB phrygian 

Cm!Db = D bmaj7 b5(9) 
Cm!F = F9 or F-9 

Cm/D = D7sus4(b9) 
Cm!F# = F#(131# 11/~9) 

Cm!E = E 0 maj7(bl3) or E-maj7(bl3) 
Cm/B ::: B(b13/b9) 

Although considering the bass note as the root produces some interesting chords, the most useful chords are often 
found on different roots other than the bass note. This concept introduces the "dual" quality these structures offer 
and begins examination of true upper-structure triads; triads over 7th chords. When a different root other than the 
bass note and triad is chosen, a chord is implied underneath the triad and the bass note now becomes a chord tone 
or tension on this lower chord structure and is subject to that structures Low Interval Limits. Since the chosen root 
is nor part of the voicing, it should be r~corded-and-p1 ayed-back or sung while playing the voicing in order to hear 
the function of the voicing in relation to the root. 

The following hybrid chord is examined for its upper-stmcture possibilities; 

C/F .......................... F c E G 
(Assumed root) I I I I (Sin gular -strucrure) (Upper-structure) 
D ........................ b3 b7 9 11 D-7(11/9) Cover D-7 
G ........................ b7 4 13 1 G13sus4 C over G7 sus4 
Bb ...................... 5 9 #11 13 B b(131# 1119) Cover Bbmaj7 or B~7 
E ................ ........ b9 ~~ 1 ~~ E7(alt9/~5) Cover E7(b9) 
A ........................ b13 5 A 7(bl3/ 9) Cover A7(b13) 

Again, it is important to know what the bass note is in relation to each new root. The above structures range, (F located 
on the 5th string), will satisfy L.I.L. for all of the new roots listed. If this structure were placed lower, for example 
FIB b, L.I.L. would allow only the new root that produced the 5th in the bass; Eb(131# 11/9), and of course the root 
inversion Bbmaj7(9) . . 

The following will examine all the new root possibilities, (minus those stmctures containing b9th intervals), each 
structure will afford. Only the root inversion, which has already been presented. will be used on structures containir.s 
a b9th interval. 

The following structures, minus the C/F structure already presented, will be examined; 

CIA~ C/B b CID ~"'ID ' ..._ p Cm!D~ Cm!E CmE 

The root inversions, which have also been examined. will be included in the following models as welL 

C/Ab ....... .......... A b c E G 
(Assumed root) I I I (SinJrular-structure) (Upper-structure) 
Ab .................... 1 3 #S 7 A~n~aj7#5 C over A b 
F ..................... . b3 5 7 9 F-rnaj7(9) C over F-maj7 
D ...................... b5 ~7 9 11 D-7 b5(1119) Cover D-7b5 
E ................... ... 'l tiS I ti9 E7(~9/~5) C overE7 -
B b .......... .. .. ..... . p/ 9 #ll 13 B~ 7(131# 11/9 J Cover B b7 
G ................. ..... b9 4 I ... I G 13sus4(b9 J Cover G7sus4(b9) .1 

C .......... ........ ... bl3 .., 
5 C7(~13) C over bl3 _) 
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./ 

CID .. .. ..... .. ....... D c E G 
(Assumed root) I I I I (Singular-structure) (Upper-structure) -J 

D ..................... 1 I ~ 9 4 D9sus4 Cover D sus4 f)/ 

£ ...................... 9 ~i 1 b3 E-7#5 Cover E-7~5 
A ...................... 11 5 b7 A-7(11) Cover A-ll 
C ...... ... ............. 9 1 

.., 

.) 5 C(add9) Cover 9 
0 ......... ............. 5 4 13 I G 13sus4 or G-6( 1I ) Cover G 7sus4 or Gm 
B b ..... ......... ..... . 3 9 # 11 13 Bb(l31# 11/9) Cover Bbmaj7 or Bb 7 ~ J. 

F ..... ...... ..... ..... . 6 5 7 9 Fmaj7(9/6) Cover F6 or F-6 Ft .................... ~; bs ~7 b9 Fll7(~9/alt5) Cover F~7b5 
A ...... ............ .. 3 #5 7 Atmaj7(alt5) C over A pm::lj7 bs 

...-1 

C/Db ................ Db c E G 
_, 

(Assumed root) I j I I (Singular-structure) (Upper-structure) 
_, 

D~ .......... ... ....... I 7 b3 ~5 D~ 0 (maj7) Cover D b o 

A .............. ...... .. 3 llg 5 b7 A7(#9) Cover A7 r. 
E b .................... b7 

,..., 
b9 3 E b l 3(b9) Cover Eb7 L~ 

c ..................... b9 1 
.., 

5 C7(b9) Cover b9 .2 

G b ... ........ .... ... .. 5 ti 11 ~7 b9 Gb7(# ll/b9) Cover Gb7 ,, 

C!Bb ................ Bb c E G 
(Assumed root) I I I I (Singular-structure) (Upper-structure) 
B b ................... 1 9 #11 13 B~(131# 11/9) C over Bbmaj7 or B~7 
A .. .... ....... ........ b9 #9 5 b7 A7(alt9) Cover A7(b9) 

_../ 

Ab .................. . 9 'l #5 7 Abmaj7 #5(9) Cover Abmaj9 -' 

G ......... .... ........ b3 11 6 1 G-6(1 1) C over Gm -" 

Gb ....... ........ .... 3 ft 11 b7 ~9 Gb7(~ 111b9) Cover 0~7 F ..................... 11 5 7 9 F-maj7( 11/9) C overFm~1) 
E .... ..... ........ .. .. bs b13 1 b3 E-7 b5( b13) C overE-7 5 
E ...................... b5 bl 3 l b3 E 0 (b13) Cover E o ....; 

£ ...................... bs 
.. -

I ~ 9 E7(# 9/altS) Cover E7b5 f.2l 
E~ ................... 5 13 ~9 .., 

Ebl3(b9) C overEb7 ~., 

D ... ................. bl3 
1..-, 

9 1 ! D-7b5( b 13/11/9) Cover D-7b5(b 13) D ; 

Db .................. b ~7(6 
., . 

v: D~ :. maj-:- C over Db o-

C .... ........ ........ b7 1 ~ 5 C7 C over b7 

'-' 

Cm/D~ .... .... .... D~ c ,.... ' c -
,.. 
\.) 

(As.\!lmed root) I I I ( Singular-strucrure) ( Upper-srrucrure) ..-

D~ .... .. .......... .. .. 1 
..., 

9 b5 D~~aj7bscsn Cm over Dbmaj7 I 

'· ~ lol o vs b7 A.nsc; 9) Cm over A7 .""-\. .. .... ............... . r ~ 

E ;7 ................... bl I~ 
..., 

E b13 Cm overE~7 ::> 

B h ............ .. ..... h3 9 1 l 6 B ~-6( 1119) Cm over B~m J 

G ....... ............ .. ~5 ll ~ 13 J G-7b5(bl3!1 I) Cm over G-7b5 
c ................... .. b9 #9 5 C7(aJt9) Cm over b9 
o b ........... ... ..... ~9 Gb 7( 13/lt l 11h9) Cm over G b7 

-__, 
5 u 1 1 13 .. " . 

F ... ......... .... ..... bl3 .) b7 9 F9(b 13 J Cm over F7(b 13) 
-./ 

_./ 
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L 

\.,..; 

'--

'-' 

....... 

....... 

'-

\.... 

\.,..; 

'-

"-"' 

.._. 

'-.... 

....., 

......... 

.._,; 

-

-
\....,; 

Cm/F' ............... F c E~ G 
(Assumed root) I I I I (Singular-structure) (Upper-structure) 
F ..... ......... .... .... 1 5 ~7 0 F9 orF-9 em over F7 or F-7 / 

E b ........... .... .... . 9 6 l 3 E~6(9) ern over E~(add9) 
c .......... ... ......... 11 1 ~3 5 Cm(ll) Crn over 11 
Ab .... ..... ........... 6 3 5 7 A~maj7(6) Cm over A~6 
D~ ......... ..... .. .... 

,., 
7 9 ~11 Dbmaj7(# 1119) Cm over D~rnaj7 .) 

Bb .................... 5 9 4 13 B~7sus4(13/9) Cm over B~7sus4 
Bb ....... ... .. ....... . 5 9 11 6 Bb-6(11/9) em overBbm 
G ..................... . b7 11 ~13 1 G-7~5(~13/11) Cm over G-7b5 
A .... ... ... ... ........ bl3 b: ~5 ~7 A-7~5(bB) Cm over A-7#5 
A ... .. ....... .. ... .. .. ~ff 't ~5 ~7 A 7 C# 9/alt5) Cm over A 7,# 5 
B .. ................... 

.., #9 B7(~9/alt5) CmoverB7~5 .) 

Crn/E ............ .. . E c E~ G 
(Assumed root) I I I I (Singular-structure) (Upper-structure) 
E .... .. ... ... .......... 1 ~ 13 7 b3 E "maj7 (b 13) em over Eo 
E ............. .......... 1 b13 7 b3 E-maj7(b 13) CmoverEm 
A ... .... ............... 5 ~ 9 ~11 b7 A7(~ 111#9) Cmove.r A7 
C ... ... .... ... .. .... ... 1 1 i9 5 C7(~9) Cm over Cmajor 
Eb .. ... ....... ... ..... b9 

1...., 

1 3 E~13(~9) CmoverEb7 1.) 

F# ..... ... ... ......... b7 #11 13 ~9 F# 7( 131# 111b9) Crn overF#7 

We have now completed isolating any one hybrid structure or 7th chord inversion and examining all the enharmonic 
chordal functions it contains. Another approach, (and perhaps more useful), would start with a basic 7th chord and 
determine all the upper-structure triads and consequent hybrid voicings and 7th chord inversions it would contain. 
After establishing a desired upper-structure triad over a basic 7th chord, construction of different hybrid chords and 
7th cho.-d inversions is possible by using the chord tones and tensions of the basic 7th chord below the established 
upper-structure triad. 

The following wiil examine the different hybrid chords and 7th chord inversions produced from the most common 
upper-structure triads over the most basic 7th chords. II - V - I chord cadence examples will display each hybrid 
and 7th chord inversion discovered. All examples will use a common "C" root for the basic 7th chords. If this key 
produces L.I.L. problems, (tension 9 in the bass for example) . that exerc1se will be transposed to satisfy L.I.L. 
Although listed, the "obvious" 7th chord inversions will not receive II- V -I examples. Also listed will be all the 
structures that contain a b9th interval, while only their root inversions will receive all- V -I example. Additional 
inversions containing the b9th interval will be examined under the dominant chord examples. Since dominant chords 
generally contain dissonance by their nature, the ~9th interval is more readily accepted on these chords . The b9th 
interval m.i.ght be easier to accept on tonic or sub-dominant functions if the surrounding chords contain similar triad
over-bass voicings. 

*Some of the following examples will have already been presented in part or whole under previous chapters. 

The available upper-structure triads to any single 7th chord type will be notated in Roman Numerals. Immediately 
following the triads numeral, in parenthesis, will be the tensions or chord tones that upper-structure triad forms on 
the original 7th ch9rd. For example; Vm (5 ~ 7 9) ..... is a Gm upper-structure triad over a C7 chord and it contains 
the 5th( G), ~ 7th(B ~ ), and 9th(D) of e7. 
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a) 

MAJOR 7th CHORD 

Available Doper-Structure Triads; II (9 # 11 13) v (57 9) Vllm (7 9 # 11) 

1) ll over Imaj7; Dover Cmaj7 

Chord tones in bass; DIC (D7) DIE DIG DIB (B-7) 
Tensions cannot appear in bass because they are alrt'ady contained in upper-structure triad. 

a) D-9 G7(#91alt5) DIC b) D-7(11) G+7(b9) DIE 
C6(~1V9) C6(#1ll9) 

t1 ~~~ #s ;-e- ~ ~ § h"S ~~ II 

c) D-9(11) G+7(#9) DIG d) G-7(11) F#7 G/E 
CIF EI11F C6(#11/9) F#/E Fmaj7(131# 1119) 

& 2 ~hg --~ :J II 
~ 

T& v 
&!' ~:u i II 

2) V over Imaj7; Gover Cmaj7 

Chord tones in bass: G!C G/E (E-7 or Cmaj9) 
Tensions in bass; GIA G/F~ (b9th imerval) 

a) D-9 Gmaj7(alt5) G/C b) D-7(11) G7(alt9) G/A 

BID!;. Cmaj9 FIG Cm aj7(916) 

' g #t~ ~§ II ' I = $ II 
-e-

*Note the maj7th on the above V7 chord. This will be further examined under the dom7 chords in this chapter. 

3) VlLrn over Imaj7; Bm over Cmaj7 

Chord tones in bass; Bm/C 
Tensions in bass: Bm/A (B-7\ 

D-9 G7(#91alt5) Brn!C 
Cmaj9(~ll) 

Brn!E 

b) D-9 

Bm/G (Gmaj7) 

G+7 Bm!E 
Cmaj9(#11) 

4 
I 

g ~&i ~~~ :, } 
"e. 

- 0 -e-
B 

iff '' 
~ :I 

C• D-9 G7sus4(119) Bm/G(Cmaj9#11) d) D-7(11) 
Fmaj7 __ _____ _ _ __ Grnaj 'i 

-e- -e-
0 8 ..,. 

=tz' 0 
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G7sus4(b9) 

-e-
8 

RC 

Bm/A 
Cmaj7(13/ ~11/ 9} 

.. ..u 
::g ~ 

( 1 .. 

...__. 

_, 

........ 

_, 
_, 

'-



......... 

'-" 

......... 

MINOR 7th CHORD 

Available Upper-Structure Triads; IV ( 11 13 1) { dorian } Ilrn (9 11 13) { dorian} b VII (b 7 9 11) Vm (5 b 7 9) 

1) IV over I-7; F over C-7 

Chord tones in bass; F/Eb (F7) FIG FIBb 
Tension 9 in the bass will be avoided due to the potential b 9th interval. 

This complete structure : F major triad over C-7, produces a specific modal dorian chord. When isolating the three 
possible triad-over-bass voicings. oniy the one containing the b 7th in the bass (FIB b) dictates a modal dorian voicing. 

<>.) D-7(11) G13(b9) FIE~ b) D-7b5 G13(b9) FIG 
E/D C-6(11) E/F C-6(11) 

l II 

c) A-7~5(b 13) nnscb9) CIF 
Cm!F Ab/Gb G-7(13/11) 

'1.2 
,b-e. 
\U ~Q II 

2) b VII over I-7; Bb over C-7 

Chord tones in bass; B b/C Bb!E~ B b/G (G-7) 
Tensions in bass; B b/A { dorian } (contains b9th interval) 

a ) D-9 G+7(#9) Bb/C b) D-9( 11) G7(b9f alt5) Bb!Eb 
C-9(11) C/ D &>miD~ C-9(11) 

4 
I 

' 
I 

g ~!!g ~§ I! ~ bh:~ ~ ~~ II 
ro- -& 

!;I I 

I 

c) D-7b5 G7(b9) Bb/GCC-9(11)) 
-& 

t! D.::::l. 

' 
,,§ ! ll 

3) lim over I-7; Dm over C-7 

Chord ronl!s in oass; Dm/C (D-7) Dm!Eb Dm/G Dm!Bb (Bbmaj 7) 
Tensions are not availabie in bass. 

a) Fj:-7b5(11) B+7(b9) Ff.m!E 
Em(13/ 11/ 9 ) 

b) D-7,5(11) G7(~ 11/ b9 ' vmJEb 
Cm (13/ 11/9) 

';! ~i~ ;==§ 
1- i£ t,~ h~~ b9! II 

e) 

c) D-7b5 G7(alt9) Dm/G d) A-7b5(b 13) D+7(#9) Am!F 
Bb7 Cm(l3/1119) F9 Bb/G~ G-7(13/11/9) 

¥! b..a. 1 ~z § l "3 ~rn 
I 

II I! ~~ ~ ... i 
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4) Vm over 1-7; Gm over C-7 

Chord tones in bass; Gm/C 
Tensions in bass; Gm!F (G-7) 

Gm!Eb (E~maj7 or C-9) 
Gm/ A { dorian} (contains ~9th interval) 

a) D-9(11) G7(alt5) Gm!C b) D-9 G+7(b9) Gm!F 
C/D Eb+7 C-9 C-9(11) 

' 
I 

II M &! &~§ 
-e-

& 
-& , be-

~~ 
-.../ 

!: I!!,!! II '--' 

~ 

-../ 

-.../ 

l\-DNOR 7~ 5 CHORD 

Tension ~9 on a min7 b5 chord will be introduced for the first time. It must be used in an aoorooriate context. 
Tensions b9, natural 9, and 11 will be avoided in the bass. Tensions 9 and 11 produce pot;n.tiafb9th intervals _, 
when placed in the bass. 

Available Upper-Structure Triads ; 

~contain b9th interval); 

1) b VII over I-7b5; Bb over C-7~5 

~VII (b7 9 1l ) 

~II (b9 II b13) 

~VI (b 13 l ~ 3) 

~V(b5b7b9 l 

IVm(ll b13 l ) 

bVIIm (b7 b9 11 ) 

Chord tones in bass; B b/C Bb!Eb Bb/Gb (most characteristic) 
Tensions in bass; B biAb (Bb7) 

a) Bb/C F13(b9) Bbm(11) b) BbfE!, F7(b9/ alt5) Bb-6(11/9) 
c-nsctl/9) DIC Db6(9) C-7b5(11/ 9) BID? Cm/D~ 

' 
I 

'~~. 
I 

~§ #fl r[H II #s[i [M -& -& 

c) Bb/Gb F+(b9) Bb-9(11) d) Bb/A!J F+7(119) B~-9 
C-7.~ 5(11/9) G~-maj7 F-':' C-7b5(bl 3/ ll/9) 

I 'on · ~ 
I ~ 

4 
~.,:)_ 

·' ~ ~(;e-
! ~ ; 2J h§ ~ ·w:: 'ii ~! ::> 

2) b VI over I-7 b 5; Ab over C-7b:=-

Chord tones in bass; Ab/G~ (Gb 7l A biB ~ 
Tensions not a\·ailable in bass 

a) Ab/Gb F +7(b9) B,-9(1 1 ' ' [l, Eb/F C+7(~9) F-maj9 
C-7~5(b 13) G-7~5(b13) 

&b~ &lt?J 
· b-e. 

I 

:& ~h£ I D-S-

~r n ;; II w;: :! { 
~ ~) 
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-
3) IVm over l-7b5; Fm over C-7b5 

Chord wnes in bass; Fm!E~ (F-7) Frn!G~ Fm!B~ 
Tensions not available in bass 

a) Fm!Eb F7b5(b9) Bb-maj9 b) Frn!G~ Fl3(b9) Bb-6(9) 
C-7b5(bl3/ll) B7 F/ Db C-7P5(b 13/11) D/Eb 

ll @ ~ ~ti &§i II 
c) Cm/F C+7(#9) F-6 

G-7b 5(b 13/ 11) Ab IE 

II 

4) bn over I-7b5; Db over C-7b5 

Chord tones in bass: D b/C D~/E~ Db/Gb D~!B~ (B~ -7) 

a) Gb!F B~7(#9) Eb-maj7 b) Db/E~ F7b5(b9) Bb -6(9) 
F-7b5(11 13/11/119) Bnn'D C-711 5(H3/ll/11 9) B(~ll) , &,i ~:! ~s;i II ~ :U &'~ §~~ I! 

·' 

c) Db/Gb F(b9) Bb-6 d) GbiD Bb+7(#9) Eb-6 
C-7b5(b 13/11/b9) F/Gb F-7b5(b 13/11/b9) Gb/D 

4&~ = 
b.o. 

4&li ~! Jt] ~ ~! II "· 0 It 

5) bVoveri-7b5; Gb over C-7b5 

Chord tones in bass; Gb/C 
Tensions in bass: Gb/Ab 

Gb!Eb (Eb-7) 

a) Gb/C F13(b9'• Ellm(E) b) Gb/E~ F7b5 BtJ-maj9 
C-7D5(b9) D/C C-7P5(b9) FILD 

9 ~·~i qt§ ~2 ~ 
- c) Gb/A~ F7(b9) Bb-7(11) 

C-711 5(b 13/ b9) 

,~! t! 
6) b VIIm over I-7b5 : Bb m over C-7b5 

Chord tones in bass: 
Tensions in bass; 

BbfiVC B~rrifE~ 
B~rn!Ab (Bb-7) 

Bbrn!Gb (Gbmaj7) 

Bb -7 b) Bbm!Eb F+7 Bb-9(11) 
C-7~ 5( 111 b 9) Ab/ Db 

II _, &t! ~ ~t! 1,~~ ll 
C!) 

I 

h~ 
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c) B~m/G~ F13(~9) B~ -6 d) Gm!F D7(~9/alt5) G-6(9) 
C-7~5(11/~9) D/F A-7~5(b 13/11/b9) 

&&#I ~:~ ~ti l &! 
-It .a-

II ~§! ~~8 II 
..> I I 

,, 

MINOR 6 and MINOR (maj7) CHORDS 

Available Upoer-Structure Triads; V (5 7 9) 

''' Tension 9 in bass will be avoided. 

TV(l l 6{13} l) lim (9 11 13 { 6}) 

1) V over 1-6; Gover C-6 

Chord tones in bass; 
Tensions in bass; 

a) D-7b5 G7(alt5) 
Eb+7 
I 

±¥.l 

c) B-7b5(11) E+7(alt9) 
C/F 

' f ~ 

G/C G!Eb (Ebmaj7#5) G/A 
G/F (G7) ..... As was done in the Tensions 9 & 11 chapter, this structure will be 

avoided as a C-maj7( 1119) chord due to its "ambiguous" function. 

GIC 
C-maj9 

~it= 
.a-

ElF# 
A-maj7(9/6) 

1£ 

Jj 

II 

b) D-7b5(9i G7(b9/alt5) G/E~ 
E+7 Ann/Db C-maj9 

~ 
I 

t,h:g rem 

2) TV over I-maj7: F over C-maj7 

] 

Chord tones in bas::.: FIE~ and FIG exampies can be found under "MINOR 7th CHORD .. in £rHS chapter. 
FIB contains ab9th interval and will not be examined for its C minor function. It is exammed for ItS min7b5 
and dom7 functions under those chord headings. 

3) Ilm over 1-maj7; Dm over C-maj7 

Chord tones in bass: DmiC. Dn11Er. and iJm/h ex<!mples can be foun d under ''IVIINOR 7th CHORD .. 
in this chapter. Dm/B (B-7b 5 l will be presented. bur \Yill be transposed to Am/F#. Like the previous strucm;-e 
GIF. \\'hich was being useo as a C-maj7( 11/9 l chorJ. Am!F# produces an amtguous function when u!>ea as 
a G-maj7(13/ll/9) chord. fm·ming G minors complete V9 chord: (D9). 

A-7b5 D+7(~9 l 

bD..a. 

~a 
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DOMINANT 7th CHORD 

A vail able Maior Ugoer-Structure Triads~ 

II ~III *III ~v ~VI VI *VII 

A vail able Minor Ligger-Structure Triads: 

~lim ~IIIm bvm Vm *bVIm VIm 

*These triads contain the major 7th of the original dom 7 chord and will be supported by altered tensions. 

Tensions# 9 and 13 will be avoided in the bass while tension 9 will appear in the bass. 
Tension 9 in the bass should be used cautiously. 

As mentioned earlier, different inversions containing the ~ 9th inrerval wi ll be examined on dominant chords with 
a V7 funct ion. The following is a Jist of those structures containing theb 9th interval and functioning as a "CT' chord; 

Major: E~/G~ 
Minor: D~m/C 

EIG 

D~m/G 

E/Bb F#IC 
Gbm/C 

A biG 
GmiF# 

No~e that only three major and three minor structures are used: 

1) Major triad over b3rd: 
2) Major triad over b5th; 
3) Major triad over 7th; 

1) Minor triad over 7th; 
2) Minor triad over b5th; 
3) Minor triad over 9th: 

Eb!Gb 
EIB~ 
Ab/G 

DbrnJC 
D~mfG 
A~rn/B~ 

1) II over 17: Dover C7 (Tensions not available in bass) 

Chord tones in bass; · D/C (D7) DIE 

E/G 
F#IC 
BIB~ 

Gm!F# 
G~mJC 

DIG 

AIC 
Abm/G 

P.JC 

BIBb 
Abm!Bb 

Abrn!G 

Tensions 9, ~ 11, and 13 appear most commonly on Sub V chords in a dominant capacity. The following examples 
will use these tensiOns on \'7 chores. prociuc1n? an imcrcsting if not unexpected V7 souru:l 

a ) A/D F#IE BIE b) G-7(11) DIE C/F 
B-9(11) E7(13/#11/9i Amaj7(13/ Hl/9) C7(13/~lll9 ~ Fmaj9 

4 
~ .~i 

,< 

*! #H #~§ 71 t~t eaM ] ? 

C) DI G B/E A/D d) D-9 AfF C(add9) 
E-9(1l j A7(13/l!ll/9j Dmaj~i G7C13/Hll9) _,! ::::! ~ 

-9- -& 

~t: :p II !! ~:: !I 
- > 
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2) ~III over 17; E~ over C7 

Chord tones in bass; E~/C (C-7) E~/E 
Tensions in bass; E~/D~ (E~7) Eb/A~ E~/Gb (contains b9th interval) 

a) C-9 Ab!F Bbmaj7 b) FIBb Eb/E CIF 
F7(#9) G-9(11) C7(#9) Fmaj9 
I ~ ' 

'~~~ i & ~Jt ~:; ! 
-...J 

1' :! II II 
~ ~ l 

c) C-9 Ab/Gb B~maj9 d: DIG C/F ElF# __, 

, ~:.: 
F7(alt9) E-9(11) A7(~ 131#9) D(l31#1119) 
,b.& ~ I'! 

~ 98 iQ \g 'ii 11 @ ;: .., ,, 

e) FIG Eb/Gb C/F 
._/ 

G-9(11) C7(~11/#9) Fmaj9 

't Q'~~ ~Q !1 

3) III over I7; E over C7 I -

I 
Chord tones in bass; E!C (Crnaj7# 5) EIG EIB~ 
Tensions in bass; E!Db (Db-7) ElF# 

a) CIF BIG DIG b) G-9 E/G C/F 
D-9(11) Gmaj7#5 C(13/#lll9) C7(b 131maj7) Fmaj9 

:iJ #Pi ~ !I & ~~ ~:2 qQ 
II 

~ 

C) CIF B/F C1addt' d ) C-9(11 I A!Fi; FIG 
D-9(11) G+7(maj7) 

~:.~ 
F T7(,9/maj7) Bt~maj9(6) 

~ ~ ~~! §,~ 
-& 

~~ ~ $~! ~ 
I & 

~ 

e) G-9 ElF f. C/F 
C7alt5(maj7 l Fmaj9 

fl ~:~ ~~ II 
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4) b V over I7; Gb over C7 

Chord tones in bass; 
Tensions in bass; 

Gb/C 
F#IG# 

Gb/E CGb-7) F~/G 

a) Bb/Eb B/F 
C-9(11) F7!J5(b9) 

C/F 
Bb(13/ UJJ9) 

b) G-7(11) F~/E 
C7b5(b9) 

~'~m&! ~B~5~~~~Q~~~ ' ~:~ #l§ 
c) G-7(11) Gb/G 

C7(#1l!b9) 

"l ~§ 

5) b VI over I7; Ab over C7 

Chord tones in bass; 
Tensions in bass; 

a) F/D 
G-9(11) 

AblE 
C+7(#9) 

F6(9) 

II 

A~IE (Emaj7#5) 
Ab/Db 

C/F 
Fmaj9 

II 

d) FIG 
G-9(11) 

'! 
A biG 

F~IG# 
C7(!19/ali5) 

# ; ~ ; 

Ab/Gb (A b7) 

b) B~/G 
G-7 

A biG 
C7(!> 13/~9J 

"1 

F6(9) 

G/A 
F(13/#1119) 

! 

CI F 
Fmaj9 

c) C/F Eb/F G/E 
Cmaj9 

d) C/F 
D-9(11) 

E b/Ab DIG 
D-9(11) G+7(#9) 

e) FIG 
G-9(11) 

'! 
Ab/Gb 

C7(#91 alt5) 
I 

I p.e. 

\~ 

- 6) VI over 17; A over C7 

Chord tones in bass; 
Tensions in bass: 

a) Bb/C 
G-7(11) 

@ •J 
AIC 

C13(b9) 

c) C/Ab ElF 
D-7b5(11/9) G13(b9) 

~ !~ 

C/F 
Fmaj9 

II 

il 

& .# 

AIC AJG (A7) 
AlP'~ CFt -7) 

Frnaj9/ C 

G/Eb 
C-maj9 

li 

fl 
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1:>) Bb/G 
G-7 
b..a. &r= 

d) G-7(11) 

G+7(alt9) C(13/#11/9) 

AIBb 

AJG 
C13(b9) 

AJF~ .. 
C7b5(13/~9) 

CiF 
Fmaj9 

Fmaj9(6) 

II 

II 

( 

II 

II 

II 

II 



7) VII over 17; B over C7 

Chord tones in bass: B/C B/E B/G BIB~ 
Tensions in bass; BIC# BIG# (G~-7) 

a) BP/C B/C C/F b) G-9 B/E Fmaj9 
G-7(11) CO maj7 Fmaj9 Cmaj?(Ul/#9) 

, &1 4 
-e-

e¢! ,g #'3 b&~ II ~§ 11 
I 9 

c) G/E A~IE D6(9) d) D-7(11) F#IF G/ E 
E-7 Amaj7(#11/#9) G7~5(#9/maj7) Cmaj9 -" 

& i 
~ ,be-

' u ;#~§ i \~ q:,g II II 
t,l ~ .._, 

e) Eb/F ElF# FIG t) G/E A~/F NF~ -" 

C-7(11) F7b5(alt9/ maj7) Bbmaj9(6) E-7 Amaj7(#9/ alt5) Dmaj9 

''"g ~:a :! ~ i 
. ~ . be-

'I 1/ ! ! ~~~!! 
1'1 

/' !j '!1 
~· 

8) ~ lim over 17; D~moverC7 

Chord tones in bass; Dbm/C Db miG Dbm!Bb (B~-7b5) 
Tensions in bass; D~m/G~ 

a) B~IC D~m/C Fmaj7(6) 
b)Dm/G D~m/G CIF 

G-9 C7(~ 13/b9) Fmaj9 G-7(11) C+7(P9) C6(9) 

~a & ~§ 11~8 9] II ' ! ~Q II 
t) ... ... 
c) C+7 G#m!F B+7 d) FIG D~m!Gh Fmaj9(6) 

D-7b5(b13/9) G+7(b 9) C-maj7(6) G-9(11) C7(b9/ alt5) 
' 0..0. 

~efi 
~ 

' ! 
~~a ~tl ~~.II '§§ 'j 44 I. 

I 

9) b IIIm over I7; E~m over C7 

Chord tones in bass: Ebm!C (C-7h5) E~rn!E Ebrn!G 
Tensions in bass: :C.t>rn!Db (Eb -7t E~m/A~ 

a) B~/C E brn!C Fmaj9 b) Eb7 Ebm!E E7(#9) 

G-7(11) C7b5(#9) G-7b5(11 13) C7;,5(~9; F-maj9(6) 

'~§ ~~8 ;~) II 'bti J·:; ~~~~ II 
,_, 

tJ ... ... ... I I 

.-' 
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c) F/ D 
D-7 

zi 2 ~ 

e)Am/D 
D-9 

ks 

Bbrn!D GiE 
G7(::11/#9) Cmaj9 

b:! ~§I 

Bbrn!E~ BrniE 
G7(#9/ alt5 ) Cmaj9(~11 ) 

10; ~ Vm over 17: G~m over C7 

Chord tones in bass; Gbm/C 

a) BP/C F~m/C 
G-7(11) C7:,5(13/~9 ) 

+'~ 

c)Dm/G F~m!G 
" G-9 C7(13/#ll/ P9) 

' ! 
·~ ;:t 

DrrJC 
F6 

F(add9) 

bffi 

d) C-9 A~m/G~ B~maj7 
F7b5(alt9) 

n 

~ ~i 
I 

. I D-e-
~t"·g & i 11 

i.l 

1 
(Tensions nor available in bass) 

F~m!E (F#, -7) Gbm!Bb 
b) G-7(11 '! F#m!E F- 6(9) 

C7(l~V#ll/ P9) 

d) C/F DbrnJF C(add9) 
D-9(11) G7(13/#11/P9) 

!1 i H ~~! ~~: il 

*~ote the contrary chromatic motion in rhe above example "bf ; (2a)(3a)(4d), and above example "c)"; (3a)(4d). 

J] 1 Vm over I7; Gm over C7 

Chord tones in bass: GrrJC 
Gm/l'P, Tensions in bass; 

c) G6(9 
Em\1 

f' -e-

~g 

Em/F E.'F;: 
A9<H :..·. D(l31::; 11/9; 

Gm/E iE-/ ~ 5 or CS' 
Gm/Ab 

G- 7 

21 7 

Gm!F.:. 
C9(~11 i FC13/ :: ll/9 ' 

~ .,, . j§ 



12) ~ VIm over I7; A~m over C7 

Chord tones in bass; A~m/C A~m/E (Emaj7) A~m/G A~m/B~ 
Tensions in bass; AbmiD~ AbrnJG~ (Ab-7) 

a) Gm/C A~m/C AmiD 
b) G-9 A~m/E C/ F 

Cmaj7#5(#9) Fmaj9 
G-7(11) Cmaj7#5(#9) Fmaj7(6) 

I~ 

~ ~! h"l'u ~ 
-e-

~~n ~~n II ~§ I/' 2 II 
~ ~ 

c) Gm(add9) A~m/G CIF d) D-7(11) E~m!F C6(9) 
Cmaj7(b 13/ #9) F maj9 G+ 7(jf9/ m aj7) 

~ ~i 
be-

& lt~g ~~ h~z u ~~2 II i II 
~ I 

e) Gm(ll/9) Abm!Db CID 
f) Gm(add9) A~m/G~ Am/F 

C+ 7(alt9/ maj7) F maj9(6) 
Cmaj7(#9/alt5) Fmaj7 

~ ~::,0 '·"~~ & 
-e- ,Ire- ' b-e-

~~M II &§ h'\ ~ %! ; II :> 
t) -e- ~ 

13) VIm over 17: Am over C7 

Chord tones in bass; Am/G (A-7 or C6) Am!Bb 
Arom# CF# -7b5) Tensions in bass; AmiD~ 

a) G-7(11) A miG C/F 
b ) Gm/Ab Em/F Dm/Eb 

C6 Fmaj9 D-7b5(~ 13/11) G 13 Cm(13/ 11/9) 

~~ .. ~ -e-

Q ~ §2 , c! ~ II II g 
~· 

c ) C-7(11) Drn!Gb C/ F d) G-7(11) Am/Fft C/ F 
Fl3(b9 J Bb(13(~11/ 9) I C6(b5) Fmaj9 

~, on 
'! ~~2 & 

t)..O. -e-

I ~ !I g X!~~ II ~ ~~ z 
Q 

'--

DOM 7sus4 CHORD 

Available Upper-Structure Triads; 

bii (b9 11 b13) IV (11 13 I l 

1) b II over I7sus4 ; Db over C 7sus-J. 

Chord tones in bas s : Db!C (Dpmaj7 : 

a) Bb/ C 
G- 7(11) 

~ j! 
c ) Dm!G 

G-9 

Db/C C6(9) 
C7su s4(b 13/ b9) Fmaj7(6) 

i1&8 

D b/G C/ F 
C7sus4(b 13/ ~9 ) F maj9 

4 ~ 

II 

j 

lim ~9 l l u . ~ Vllm ( r 7 P 9 11 , 

(Tensions not available in bass) 
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b • I 
D /B b 1B t~ -7 l 

b) i\m/F 
D-8 

Do!G tcontains b9th imerYai l 

Ab!F C(add9) 
G7sus4(o 13/ b9 ; 

I ~ 

1 ~ d II 

* Nore paralle l c hromatic motion 
in above example '"b.'' (2d)(3d). 

../ 

-
.J 

__. 



-

-

21 IV over 17sus4; F over C7 sus4 

Chord tones in bass: FIG F/B~ 
Tensions in bass: FID (D-7) FID~ (D~maj7#5 ) 

al BbiG 
G-7 

t:;Dn 
. ~ 

CJ 

'- Cm(ll) 

-& 

&. 11:_ 
<.'!.-

FIG 
Cl3sus4 

! 
BbiG 

F9sus4(13) 
I 
D.O.. 

~ 

CIF 
Fmaj9 

FIG 
B»maj9(6) 

n 

!- 1 b VII over 17susLl: Bb over C7sus-+ 

Chord tones in bas~: B~/C 

n 

b) AmiD 
D- 9 

~ ~ 
d) C!F 

D-9(11} 

~y;; 
v 

Bb/G (Q-7, 

C!F 
Gl3sus4 

CIAb 
G 13sus4(b 9) 

.,R 

Tensions in bass; Bb/A~ (B~7) 

a) GI C C/D 
A-9(11) D9sus4 

& § 
M ~ -& 

c) DIG GIF 
E- 9(11; A9sus4(~ 13 J 

t&-zt 
IV 

cl 

DIG 
Gmaj9 

;.;~ 
~ I! 

A/F~ 
Dmaj9 

-e-

:::! ==r .I 

b) FIBb 
G-9(11.1 

B biG 
C9sus4 

on 

! 

AIF 
Fmaj7t5 

-e-

:t~ ! 

4 i Ilm over l7sus4. Dm over C7sus-+ (1 ensions na t a\'ailable in bas::: 1 

Cno1J tone~ m bass: 

at B;,IC 
G-7(11 

(• 
j!j Jfi 

Dm/C 
C9sus-!( 10 1 

C6(~ 1 

F:naj7(6 · 

.. r- -~ . 
Cj u f SUS-:. 

D- 7(11 · 
-e-

--4-e ,I It; 

DmiC~ 

AwJI. 
G9sus4(13) 
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:)mf~!I P tbomaji 

G/E 
Cmaj9 

-
"" 
c 

Drn!G 
C~sus4(13 

:==li 

G!E 
Cmaj9 

I 
DIG 

C(l31~1 1/9 l 

~ :; \ 

CIF 
Fmaj9 

CIF 
Fma< 

0 . 

!J 



5) ~ VIIm over I7sus4; B~m over C7sus4 

Chord tones in bass; 
Tensions in bass; 

Bbm/C Bbm/G (G-7~5 ) 
B~m/A~ (Bb-7 or Db6) 

a) DIE Dm!E EIC# 
b) G-7(11) 

B-7(11) E7sus4(b9) Amaj9 -e-

=t ~m sm & as II ! 
!I) ~-& .; 

c) G(add9) Grn!F C#7sus4 
E-7(11) A7sus4(bl31 b9) Dmaj7(~111 6) 

& i ~! ~~ II 
t.J 

TRIADS oYer TENSIONS 

B~m/G Fmaj7 
C7sus4(b9) 

b..o.. ~ 

~ ! !! II 

.-\n additional approach to the use of triad-over-bass structures as "upper-structure triads'· would be w consider the 
triad to be the root or origwal chord with tensions placed in the bass . This approach will be applied to dominant type 
chords only since it ha~ very limi1ed use on other chord types. 

The following structures will receive II-V-I examples. They are presented here as substitute strucwres for a C7 
chord; 

(Major); C/Db = C7(b9) CID =C9 C/E~ =C7(#9) CIF# =C7(#11) CIA~ =C7(b 13) {Abmaj7#5) 

(Minor); Cm/D~ = C7(alt9) Cm!E = C7(#9) Cm!F¥, = C7(# 111#9) Cm!A~ = C7(~ 131#9) {Abmaj7} 

*Tension #9 will be temporarily allowed on the 5th string for the C/E~ structure. 

ll Major triad over b9; 

B~ IG FIG~ CIF 
c ,-9(11) F7(?9) Bb6(~1119) ''f j ~~ 

4) Major triad over #11; 

7) Minor triad over maj~r 3rd; 

G-7(11J Cm!E 
C7(#9) 

I ~ : 
CIF 

Fmaj9 

'g 

:: 
.J 

2) Major triad over 9: 

E~IF FIG D7sus4 
C-7(11) F9 Bt7maj9(6) 

-e-
f'l If"' ~ 

Fs g ~ I' I .; 

5) Major triad over 9 ! 3: 

A/F C~miFt G/E 
E-7 A 7(; 13) JJmaj9(H l J 

=E ftrl £!§ 11 
,, '" ~(, TI 

8) Minor triad over ~It: 

G-7(11 1 Cm!F# CIF 
C7(~11/#9) Fmaj9 

t:R !I 
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3) Major triad over P.9; 
Bi;./G:> F/A ~ B~m/G 

C-7!:>5(11/9J F7(#.9) B !> -6 
(1 ~7 b.€- b.o 

0 ,j 

6) Minor triad over b9: 

EbiF Fm/G" FIG 
C-7(11) F7(alt9) B,maj9(6J 

; ~g 
9) Minor triad over 11 i :;: 

G6(9) Am/F A/F~ 
E-7(11) A7(b 13i~9)Dmaj9 

8 ~; ' <> ~ :: I! 

~-



-
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TRIADS over BASS ARPEGGIOS 

The following exercises can help establish the "dual" harmonic sound inherent in upper-structure triads over basic 
7th chords, which can be hard to establish with just one fou r-note structure. By assigning different chord tones of 
a basic 7th chord under a single upper-structure triad, the complete 7th chord can be "heard" along with the complete 
upper-structure triad. Moreover, by alternating between the bass and triad while ascending through the different 
structures in tempo, the basic 7th chord can be heard independently of the upper-structure triad. 

Those structures that can form consecutive thirds or fourths in the bass, which in tum forces inversions on the upper
structure triad, work best in these exercises . 

The following struct•Jres have been transposed to more comfortably "fit" on the middle four strings. 

I ) Cover Bl1maj7; 
CIB~ CID C/F 

I 

~ 
I 

! t ? 
I ! s 

I I 
3) Bi1 over C-7; 

'B;Jc 
B, /E , 

~~ ' &f 75 r 
5) Dm over C-maj7; 

Dm/C I Dm/E~ 

I 

• 
tJ -6-

I 
9) Bb m over C-7b5: 

B~m/C I 
Bt~m/E:> 

' 
! . &! 

-~ ~&I & I 

r 
I 

1) Dover C7; DIE 
DIC 

3) Dover Bb7, (Dover E(b5)); 

D/BIJ DIE 

11~ 

CIA 
I 2) Bm over Cmaj7; 

1 I J. Bm/C Bm/E 

j-
Bm/G : I 

I P?l *' 
I 

r : #iJ?l #! I 

I r I 
4) Dm over C-7; 

Drn!G 1 Dm/Bb 1 Bb/G !1 Dm/C 
I D~E· s : ~ . l ~ D . 

& ~ I! l II ... i ~~ . ~ ~G 
f ) -6 I I 

I i 
6) Bb ove~: C-7b 5; / 

B>JC ! B>IE> 
&-

Bb/Gb b~ 
&r II ' ~ ~ ~r 

8) Gb over C-7?5, (Gb I Ab ); 
Gb/C I Gb/Eb 

e.; r 
:thm!G) 

~i 
o ... 
~~ 

I! 

DOMINAJ\'T CHORDS 

IJ 
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2) Eb over C7. (Eb over C+ ); 
E~IC Eb!E 

4) F~ over C7; 

F#!C F#IE 

.. 

Eb/A~ 
). ... 

j,a 
I 

F#IG 
h 

I I 
1s
0! 

II 

~·~---------------------------------------------------



FIB~ 
6) A over Bb7; 

A./B~ AID 
1'1 

5) F over A 7 (1;19), (F over C# 0 7): 
FIC# FIE FIG AIF j AI Ab, ~ .... 

' ~ ! ~if~ 

vr r I 
7) Ebm over C7; 

Ebm/C Ebm/E 
8) Fm over B7: 

Fm/B Fm/Eb I Fm/FHJ A~ 
tJ lz~ : l.il #: ~ 3 f &I I ~ -9 

! 
9) Gm over C7, (Gm over C+ ); 10) Fm over A 7 (~9), (Fm over C# 0 7); 

Gm/C Gm/E Fm/C~ Fm/E Fm/G 

The following exercise uses t..~e triad as the root or original chord while tensions are used in the bass. Note the tensions 
form their own lower-structure triad. 

The following structures are functioning as "C" dominant voicings; (Cm over D~m) = C7(b 131alt9) 

Cm/Db I Cm!E 

h-
Cm!AP J 

'&f lz! ~r I• f. 
!iJ= 

II 

SYl\1NIETRICAL MOTION 

Hybrid chords and upper-structure triads present a unique "marriage" between diatonic and symmetrical harmonic 
approaches. These structures can produce various symmetrical harmonies and line-patterns that h:1ve little regard 
for diatOnic functions and rules, or•they can enhance a functional chord progression without compromising its 
diatonic integrity. The following examples will present some different ideas that will incorporate one or both of these 
approaches through the use of triad-over-bass structures. 

PEDALS 

While either the bass QI the triad sustains, tne mher can move synunerricaliy or diatonically . The foliowing examples 
will present symmetrical triadic motion while the bass sustains. 

1) Triads move in minor thirds: 

GIF~ ElF:: C~IF~ 
B?IF:: GIF~ E/Ff CMFt C~IF# B~IFF. 
~n 

'~ ~~#! Si ~~~ ;1~ ¥! t~~ I~~ I! ~ ! ljt ~ a~· 

2) Triads move in whole-steps; 
EIE~ DIEb CIEJ, BbiEb EIE~ DIEb CIEb BbiEt» 

~!I t! ' ' 

~f~ &~! ·~ ,j~ ~i§ ;~ II 
~ 

~ ~1 ¥ 
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'--

'-...... 

.... 

........, 

'-

'--' 

\_. 

3)Triads move in major thirds; 

G~/E Bb/Ab Gb/Ab D/A~ 
Bb / C Gb !C D/C Bb/E I DIE b.u . bb~ ~~~ 

' 
' 

IJI ~%1 §#~ 1:,§ II b§ ~t § is Iii ! 
-e- -e- ' -a- '1 

4) Triads move chromatically; 

Ab/E G/ E F~/E FIE 

ae2 II 

5) Triads move in '·cycle-four"; 

FIE Bb/E E biE AblE Db IE Gb /E BIE 
, f,.e. I 

~ u ~~ ~t£ !IE !,t[ b~:~ ;£! 
,.. e :r 

tJ I I r 
II 

The following examples present symmetrical bass motion while the triad sustains. Although the triad remains the 
same, different inversions will be used for harmonic variety and motion. 

1) Bass moves in minor thirds; CIB 

2) Bass moves in whole-steps; C/F 

;& H 

3) Bass moves in major thirds; A~IB~ 

4) Bass moves chromatic2.1ly; 

EIC EIC# EID E!D~ 

4n .. ~ #! 1,¢§ "' 
~-a- 'i'" 

CID C/F 

g 8 

C!Eh CID~ CIB 

~M (}~t M 
i:ru 

AbiD Ab/Gb 

EID~ EID 

li! ~~§ 

....... 
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CIAb 
-e-

,;!I 

CIA 

Ab iBb 

I~ 
!'~8 

EIC# 

li 

II 

II ,. 

!i 

EIC 

::8 :[ 
-i1 

~-a-



5) Bass moves in "cycle-four"; CIF CIBb CIEI> CIAb CIDb CIG!, CIB 

'.~ i! 'y "" '2 
-e-

vH 
~11 II 

DIATONIC MOTION 

The following exampies will present diatonic tr; "~dic motion while the bass sustains. If a diatonic bass note is chosen, 
it will usually reappear in one of these basic progression's triads, producing a doubled note or an octave. For this 
reason, at least two examples for each progression will be presented; one containing a diatonic bass note and one 
containing a non-diatonic bass note. 

1) Triadic progression; I- IV- V- I 

DID GID AID DID DIE' GIEb A/Eb DIEo DIG GIG AJG DIG D.'F GIF AJF ElF~ 

~~ ~ i ~~~ ~~ 
I 

~~ !§ § 
-e- !J ltfi i 

-& 

l~ ~u ! 1;[y I ~§ =!! II ! ' 

2) Triadic progression; I - U -ill- IV 

Em/Db Dm/Ab 

CIC Dm/C Em/C FIC CIDb Dm/Db FIDb CIF Dm!F Em/F FIF Cl Ab Em/ Ab ~A 

' i u 8 8 lbg: ~u &i p~ I.# 8 g ! 1 ~.e ~ ;! ill II 
-& e- -& 

3) Triadic progression; IV- I 

B,m/D FID Bbm/Eb FIE~ Bbm/F F 

=f?j! ~ !&!! oU j~&' E 

Bbm/G FIG BPm!Go FIG, Bbl!'JF' Am/F 
i b.o. b.o. 0.0. 

I ~~ 
-& 

I & ! ~~ ~ I&! !~ II 

The following examples present diatonic bass motion while the triad sustains. 

1) Bass progression; 1- IV - V 

A/C A/F .A./r' iVF D!C D 1F DI G DIF Ab/C AbiF A~/G A~ IF C(add9 J . ....,. 
I~ 

4 
-& 

!5 -1f :n 
,!;.e. ; -e-

'Z = gqi #U ¥H I ttH I I) • ,, :: !1 ~ !1!: p 
!>II I =fj 

''€- -& 

2) Bass progression; I- VI- U - V D,ID DbiB DbiE ~biA CID CIB CIE CIA 
-& 

=~·t! :;9(! h~! ~l :g 8 ~ R II 
~ u 
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CONTRARY MOTION 

Different symmetrical and diatonic pmterns can be introduced ro both the upper-structure rriads and bass at the same 
Iimt: . Ob\'iously this can produce many diffe rent combinations of which some will be presented here. Some of the 
most successful patterns w ill produce contrary motion between the bass and the triads. 

'--" The fol lowmg examples wili combine different ~vmmetrical patterns . 

..._. 

. , Comrar\' chromatic morior: ; Ao ID:. AJC BbiB BIB~ CIA 

il -& , bH ,c#g 0 li 

21 Contrary whole-step motion: 

:in example ·'a," the roors of the triads ascend while the acrual voicings (different inversions} descend. Use of 
different inversions are required ro physically stay on the middle four strings. In example "b." the triads ascend using 
me same inversion w hile the oass descends requiring the usc of the. 6th string on the last two voicing:;. 

a CIF DIE) EIC::: F~ /B bl C/ F DIE~ EIC:: F·~ I'P ;r, .D 

~ H !I ~ t~ · *~ ,j.i.~ 

ii ..,J..li j "'1! ~-
!! ·~:g ll • • 

1-r#' 
u i& u 

':. \ Contrary minor-third motion: Ab IBt> FIDb DIE BIG ~; 

ft~ on ,qs §~§ ~~~ 
/ 

'! § r.: fi h 
~0 :;o . ;1, I I 

~ DU II 0 I 

4) Ccmrary fifth rnmion; i_rriads move in cycle-four wnile bass moves in cycle-five) 

B=' /_". r'l ! .'T 
L ;J /.,t_ 11..::> / B C~/F; 

. .., 
( · --

b~~ 
I 

%6! ~ [lli t1 !} 

Q.J !:U 

51 Triad~ move m cycle-l o:.:r while ·oas~ ascends cimJI~1aricai: :;; (lrlis exampie combines ma of ~ne preYwu: 
svmmerrical examples) 

G/C C/ D u F/D B:JIE[, 

~ I · 8 
4 § 

~* b~; !/; 
~ -e. 

v . 

The fo llowing examples will co~bme diffe::em diatontc pattern~;. 

1) Bass move;-, l - I\ . - -.v' - l while triads move V -I - fV - V ; 

~t; 
el Du 

E~/E 

I (' 
1 f) e . 

Er 
I 

BP/EO Ebi.F 

~i>g 
iJ 0 

AbiF 
I i)-E.--,- -

4"' 

FIB~ 

:c-
peF 



2) Triads move I- IV - V - I while the bass uses three different progressions in three different keys; 
a) I- II- III- IV in "C", b) I- VI - II - V in "Ab", and c) I- ~ VII - ~ VI- V in "F'. 

a) GIC CID DIE GIF b) GIAb CIF DIBb GIEb c) GIF CIE~ DIDb GIC 

' 
§ M i! .§ II 4r! 8 #I ~~ tl ~i ~u ~~u § 

11 
-& 9 -& 

3) The following examples mix symmetrical and diatonic patterns. In example "a." the bass moves chromatically 
while the triads move I- IV - V - I. In exar pie "b," the bass moves in minor thirds while the triads move I- V -
IV - V-I. In example "c." the bass moves diaronically ( V- IV -III - II- I ) while the triads move in minor thirds. 

a) CIF FIE GIEb C!D CID FIE, GIE CIF 

; . ~ m ~~ 
0 

~E ~~ ~g lM ,2 II 

b) CIA GIF~ FIEb GIC CIA c) BIA A?IG FIF# DiE BID 
-& 

~ .. n I Q-& 1! ' 
E .. § ~§ ~~a § sa H 

., g 
~~ ll :?f§ 

f. -& t) ~ #b 
e: 

' 

4) The following example uses no particular patterns, but concentrates instead on contrary motion between triad 
roots and bass; 

CIF DIEb F#ID GIC AlB BbiA GIC FID ElF CIA~ DIG •. ~ ~~ ~:u a ~~~ b~§ 92 q'2 ~~ tn 9~ II 
I 

u -e-

' •UNA YAILABLE' ' HALF-STEPS 

As has been stated and in many cases presented, established harmonic rules, (i.e. b 9th intervals and L.l.L.). can ofren 
be relaxed when using uiad-over-bass strucrures. This is esoeciallv evidem in dominant function<; where anr note 
can be ' 'justified:· In fa cr. all but iou.L ( ~ 9 - ~l . ~ - H 9, _, - -+. anc # 5 ·_ 6 l of the twelve possible hai :·-sreps nav~ been 
used in a dominant function. The fo llowing examples will attempt ro use these remaining four half-steps in a 
dominant capacity. Verbal justification will be given to each half-step. but the contrary cnromatic motion used w 
resolve each one is perhaps the besr JUStificarion. 

I ) ~ 9 and naturalS! might be available wgcther bccau~e they are the 5th and b l 3rh respecri vely on their Sub \·chord. 

A/F-;, 
Dmaj9 

&rTI 
Brn/ F 

E9(add ~ 9) 
EP IE EID 

A7(~11/ f,9 ) 0(13/#1119) 

~~ '~! II 
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2) Natural 9 with #9 might be available because of the "Blues'· sound they possess together. 

AIF~ 
Dmaj9 

lt!TI 
~ · 

CIF# BIG ElF# 
E9(#91~5) A7(13/Ulf9) D(131#11/9) 

~~ ;#g 1£ II 

3) ~5 with 6(13) might be available because they are .2 and #.2 respectively on their Sub V chord. 

F/D AID~ A~ IE C/F 
D-7 0+7(13/#1119) C··-7(#9) Fmaj9 

¥! 
I I 

ihl j,~:u 1 II t 

4) The 3rd and 4th are available together because the 4th is simply tension 11 on a dom7 chord. They are also~ 7 
and natural/ respectively on their Sub V chord; (natural 7 on a dominant chord was introduced eariier). The 3rd with 
the 4th on a dom7 chord is not an uncommon sound in today' s ''jazz" or "pop" idioms. 

G-7(11 \ DP IE 
C7(b 13/~9/add4) 

h~! 

DOUBLINGS 

C/F 
Fmaj9 

,» II 

In some situations the doubling of a note an octave higher might be necessary to continue the desired chordal or voice
leading ideas. Chromatic motion and "pedals" can often produce the need for doublin.gs. 

l) The following example contains doublings in order to continue the desired chordal ideas over a bass pedaL 

Gmaj7/D D~ID C/D BID Bm/D Bf,/D C/D BbiD AID 
Gmaj7 E13{~9 , A-7(11 ! Dl 3(:7f', Gma.~ ~ E7o5(bD; A-7(ll; D+7(~9J G6(~1119 : 

' ~~ 1,~:! g #fB ·r~ )eB M ~! I ~u II ;, :i 
~I 

I 

' 

2) The following example contains doublings in order to continue the chord pattern; 

DIE Bb/E C~/D AJC':. CID A~ IC D/B Gm/C F#m/D 
B-7(11) E7b5(P9) E13(~9; /\~'"' 

n. { A-7<11 ) D7h5(b9) Gmaj9 C9 Dmaj7 

4 ;~ &~! a~;!M t! 
t 

:~g 1/111 ;~8 ~§ :ju l 
qe- -& 

~ 
I u 

3) In the foliowing ll - V-I example, the comrary chromatic motion 
dictates the. need for a doubling on the V chord; AlB Bbm A6(9) 

B-9(11> 

' #~ Q..l u 

E7~5(13/b9) 
I 

II &:§ §##g• 
lru .a-
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REHARMONIZA TION 

Some of the most interesting and useful appiications of upper-structure triads and hybrid chords is in reharmonizing 
or substituting a basic chord progression with them. It is equally interesting and challenging to analyze a piece of 
music which contains many triad-over-bass structures and determine if there is a more basic harmonic progression 
hidden beneath. 

1) The following triad-over-bass progression is a reharmon.ization. or substitution for the basic chord progression 
immediately foliowing it. Could you have realized the basic progression if presented with the triad-over-bass 
progression only ? 

DIG D~IE CID BIC DIB BbiB GIC BID 

'"F 
~6' 1r ";61 1§r r If ~r 

CIF C:! ID DIE GIE~ E7sus4 E/F E-7~5 B~IF~ DIG 

' 
i9- ii'2 gqf .. ,. 

f ~6' ~ ~ ~e r !+'-' 
i :!!& II I .B 

Basic (hidden) progression of above example; 

~ Gmaj7 E7 A-7 D? B-7 E7 A-7 D7 

I D-7 G7 Cmaj7 F7 B-7 E7 A-7 D7 Gmaj7 !r 

*The above basic progression is the "A'' seclwn in "Rhythm Changes." 

2) The following example is another triad-over-ba:-.s reharmoni;mion of "Rhyti1m Change:; .. in the key o: "D." 
This example takes more liberties by introducing the natural 7th on two dominant chords. Also note the 
"constant-structure., motion in th 2: rumarow:.' 

AJD Bb/F~ DIG E:~ /E EID GIE? DIE Brnn/EP 
~ 

-& r ~: 1 .. r (2 d!Q qE 
-~= 

~6' jj 

D9C13) Bm/D~ G!E F~7(ae , ElF::: F/ G GIA Ab/Bi, AlB 

4 
I ir.'r t.'< -9- .t2. v- ;%-& 

==r 
0 

1 ~$ I' I ! 
I I' 

l 
I 

I 

3) The following example is a ?Tiinor T- VI-II - V caden~e in L'le key of "E minor." 

F#-7b5 ___ _ B7 __ __ _ Em _ ___ _ C#7 _ ___ F~ -7b 5 __ __ B7 ____ _ 
Eb7(j:9 l F~-7~5(9) 

Em 

Bm/D~ BID Em!C~ Ern/F A/F Am/F~ DIE~ BID E-6(9) 

r J?f IF ~i I#<> ·~ II 

228 

'-' 

-
.._., 



.._./ 
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"--

'-

'-' 
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'-" 

4) The following is an example of "constant-structure'' mOt ion through the use of triad-over-bass structures. 

A/B CID ElF~ DIE AID CI F B/E 
CB-7> (E7 > (Amaj7) CF~7 ) (B-7 ) (E7) (Amaj7 ) 

¥· t o ;!.e bo_ ~ 
H I I ... e 

II 
Continued inte rest in hybrid chords and upper-structu re tri ads should include, and almost demands. examination of 
additional st ring sets and wid ths as we ll as augmented and dimi nished triads over various bass notes . Even the middle 
four strings lend themseh ·es to furthe r examination of triads plus an unrelated note. This chapter has deal t on ly with 
triads over an unrelated note. The unrelated note could be located on the 2nd string (lead note over triad). or on the 
3rd or 4th strings topen triads with an unrelated r.c:e in the middle). 

The foll owing ·'standard .. tune has been harmonized with triad-over-bass structures. Included are examples of a 
diminished and an augmented triad over a bass note. The original chords appear above the triad-over-bass struc[Ures 
in bold type. 

E-7b 5 .. _ _ _ _ _ _ A 7 __ __ _ __ ___ _ 
~ D!Bb F~/G F~/E 

. ~--- ---· @t ~ ., " I 
C-7 ___ __ _ 
Bb/Eb 

~ ...----. . 
·c 1 f 

F7 _____ _ _ 
DIE:, 

~ ·-
• 1 r 

F-7 __ _ _ _ _ _ _ _ _ _ B~ 7 _ _ _ _ _ _ _ _ _ _ E~maj7 __ _ _ Ab7 ___ _ _ 
EbiF Gb /D Bb!Eo EbiF B~/G~ (N.C.) 

ar ~ o 
II 

B~maj7 _ _ _ _ _ _ E-7~5 __ _ A7 __ _ 
F/Bb Am/B~ F#IG 

.. 
( 

~ 
I If I 

D-7 _ _ _ _ _ _ _ _ _ _ 
Em/F C/D 

-~ -·-~' _......_ 0 .....----.. ;, I : • 

[I-? . 
~ 

i I I 

B~-7 _ _ Eb7 ___ 
Ab /D~ F/Db 

I 
@ I {II':! it ~ f? 

Fmaj7 - - _ _ _ _ E-7~5 - - - A 7 __ - A -7h5 .- - --- - -- D7-- - --- - -
CIF F/D :> 

•• 
G/Eb G~/E NF Bb/Gb 

~· ~ bf---a 
; ~ I ;:::~ 

G7 __ ___ __ ___ _____ _ __ _ _ __ _ _ C-7 _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 
[ID ~om!F B:mJEb :~nn!DJ G"/f: 

v · p---·· "o n·· J; • ! 

Bb/C Bb/E, Lrm/G 

-
• I 7 

t) I Ao 7 _ _ __ _ ___ ____ ___ __ ___ __ _ B~maj7 __ __ _ _____ ___ _ ___ _ _ 

B:, /Gb A" / Gb Frn!D Et>m/C BPmaj l C/D C/F FIG 

? 
' 

C -7b 5 _ _ _ _ _ _ _ _ _ _ _ _ _ Fl _ _ _ _ _ _ _ _ _ _ _ _ Bb maj7 __ _ _ 

Ab/Gb B~ IG~ 

l>.-· o.a. .u. 
I . I 

B/A C~/A D/B~ 
~· ~,...--... ~ .D.. 

I ,. _ I 
! ,, 

II 

II 

i 
Fine 
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Chapter Twenty-Eighto 
Song Examples 

By exploring different songs, a variety of chord progressions are made available to the many voicings introduced 
in this text. Different songs will also afford various applications of the voicing techniques introduced including 
modal harmonies, triad-over-bass structures, approach chord voicings, and constant-structure motion. Each song 
will afford a variety of tempos "vith individual skills dictating what is .. comfortable." Those songs comaining many 
different approach voicings might demand quicker tempos allowing for a smoother and faster resolution of their 
chordal dissonance. 

The following song exrunples will include "standard" jazz and pop tunes. "modern" jazz compositions, modal tunes. 
b1ues. "rhythm changes," and originals. Some of the examples can be played with the melodies of those songs and 
will be noted as such. Some examples also contain various rhythms to enhance the voicings. Additional rhythm 
applications and suggestions that could be applied to these songs are contained in the following chapter appropriately 
entitled Rhythm . Each song example will state the ori~inal basic chord progression in bold symbols over the top 
of each stave. A harmonized voice-lead rendition of these original chords will appear immediately below. 

Fmaj7 _ _ _ _ 
F maj9 

&t L 
G-7 _ _ __ _ 
G-7 

A -7 _ __ __ _ 
A-7(11) 

A-7_. _ _ _ 
A-7 

tzr-
Fmaj7 _ __ _ 
Fmaj7 

Song Example- #1 
(A majority of these voicings will work with the meiody) ' 
Ai_ _ _ _ Bb maj7_ _ _ _ _ D7 __ -· __ _ 
A7(~9/ #5) A7(~9) Bbmaj7bo5 D7(b9) 

1 r r 1 r ~ :r 
D7 _ ____ __ _ _ _ 
D+7 D7b5(b9) 

#:-

Ab 0 7 __ _ _ _ __ _ 
Abu7 

b,a. 

: 
. A b o7 __ __ _ 

Ab" 7 

I , ! 

A7 __ ______ _ 
A7#5(~9) A7(b9) 

•· 

G7 _ _ __ ____ _ 

G9 G7#5(b9) 

tr 
G-7 _ __ _ _ 
G-9 

p..· 

G-7 _ _ _ _ _ _ _ _ __ 

G-7 Db6(9J 

:t ''''. 

C7 __ _ _ 
C9 

C7 _ _ _ _ _ _ _ __ 
C7(13/9) C7(~9/#5) 

-#!"-. ~-

C7 ____ _ _ _ _ 

C9sus4 C7(~9, 

Bb maj7 ____ _ D7 _ _ _ _ _ ·- _ _ _ _ __ _ 
B~:~maj9b 5 D7(b9 1 D7#5(b9 J 

oe 
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G-7 ____ _ 
G-9 

C-7 __ __ _ 
C-7(1 1/9) 

~ s · 

-~ 

Fmaj7 ___ _ 
F/C 

~ 
., 
' 

, .. . 
'l · ?· 

-
-

D7 __ __ ____ _ _ G7 _ _______ _ 

D7#5(~9) D7~5(~9 ) G9(13 l G?b5(b9) 

b.L· k · ! I . 
~· b.p· 

F7 ___ __ _ __ __ _ B~ maj7 _______ _ 
F9~5 Fns 

I . ! 

G -7 _ __ 
B!JIC 

I 
QL--.G-" 

-5- . 
I 

C7 _ _ 

g. ; 

• 

Bb6(9) 
o· v 

I 0 

F maj7 _ ____ G-7 ___ 
Fmaj7/C C7sus4 

I I J .... ( .. c. 

I 
I 

'(?-. -6'-

! 

23J 

C7 _ __ _ _ - -
C9 G~-7 

B0 7_ -- - - 
B-7~5(11) B' '7 

C7 __ Fmaj7 
F ll7 f! • Fmaj7(9/6) 

I 
itT !I 

c 

II 

~ 
~ 

II 

!I 
Fine 

. 
I 
\ 



Song Example - #2 
(A majority of these voicings will work with the melody) 

Bbmaj7 __ C-7 _ __ _ D-7 _ _ _ D~ o7 ___ _ 
B~maj9 E~6(9) D-9 Eb7 

Cm(addll) Db" 7(9) 
I &H r 1 r "r 

Gm _ _ _ Gm(maj7) __ Gm7 _ _ 
Gm(addll) D7 G7sus4 

G-maj7(1119) 

&&f t 1
1
F 

G7 _ _ _ _ 
G13b5 
D~7(#9) 

qp 

C-7 _ _ _ _ F7 __ _ 
C-9 B9 

F7(alt5) 

1 r ~r 
C-7 _ _ _ F7 _ _ _ 
C-7(U) F13b5 

B7(#9) 
I 

l'r r 
Ebmaj7 _ _ Ab7_ _ _ _ Bbmaj7 _ Bb7 _ _ _ _ Ebmaj7 _ Ab7 _ __ _ 
Bb/Eb Ab9 Bb6(9) Bb7~5(~9) Ebmaj7 Ab13 

tr 
E-7b5 _ __ A7 _ _ _ _ D-7 _ _ _ Db7 _ ___ _ C7sus4 _ C7 _ _ _ _ 
E-7b5(b 13) A 7(b9) Dm(ll) Db7(13/#1119)C13sus4 C13P5 
BP6(9) G-6(9) F6(9) Bmaj7#5 G-9 Gb7(#9) 

~· ' I~ 
b~ 

1.§~ 

Bbmaj7 __ C-7 _ _ _ D-7 _ _ Db 0 7 _ __ _ C-7 _ _ _ _ F7 _ __ _ 
Bb6(9) C-9 Dm(ll) C13(#9) Eb/F F9#5 

Db c 7(b13/ 9) C-7(11) 

r :r 
. ~ 

jc : &~~ 

Bbmaj7 _ _ D7 _ __ _ 
BPmaj9 D70t9) 

lr 
Bbmaj7 _ _ Bb7 ___ _ 
Bbmaj7 Ab /Bb 

Bb9sus4 

1r 
Bbmaj7 __ _ _ _ _ 
Bbmaj7 B\;6(9) 

I 

~ 0¥.·_ II ~ 
I 

F7sus4 _ _ Fi _ _ _ 
F9sus4 F 13(b9) 

Bbmaj7_ _ D7 _ _ _ _ 
Bbmaj7(9/6) Dn5(b9) 

I 
~ 

Gm -- Gm(maj7) _ _ Gm7 ___ G7 _ _ __ _ C-7 _ _ _ F7 ___ _ F-7 ___ Bb7 ___ _ 

& 

G-(9) G-maj7(9) G-7(9) G7(alt9) C-7(11) Fn5(b9) F-9 Bb7#5(b9) 
Ah-6(9) 

I ! 
bo. 

' ' 
vz (}.tL ' (}.Q. 

I ~e~ 111zg Ill$ 
I 

E~maj7 _ _ G7 _ _ _ _ ;"" ~ 

~- I - - - - - - - - -
A-7b5 _ _ D7 _ __ _ G -7 _ _ _ _ Gb i _ _ _ _ 

Eb6(9) G+7(b9) C-maj7(9) C-7(9) C-6(9j D+7(b9) G-9 GP8 

4 br-l . I 
E~maj7#5 Ebmaj7 

It ~ 
EPmaj7b5 

if jr 
Bb maj7 _ _ _ ___ C-7 _ _ _ F7 _ __ Bb maj7 ____ _ _ C-7 __ F7 _ _ _ __ Bl>maj7 ____ 
Bbmaj7 Bomaj9 F7sus4 F7 Bb(add9) B11majS Gm/C BIC~ Bb(#ll/9) 

I 

~ 
C-9 F7(b9/alt5) D-9 

-& ~ r ~ ~ r l~i-!~? I 

II 

II 

!J 

II 
tJ -G- #'~ ;,t 

119bg 
Fine 
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-

Song Exan1ple - #3 
The foliow1r.g example is a "minor blues." Tbc nature of this "'stagnanl'· or sustaining hannony lends itself wclJ to 
modal voicings and various approach techniques. Note the constant fourth structure being moved chromaticaliy in 
the first five measures . 

C-7 _ ___ __ __ __ ___ __ ___ _ _ ____ __ ___ _ _ __ _ __ __ _ _ - - - - - - - -
C-7(11) D-7<11"1 E '-7(11 > C~-7( 11) D -7(11) D b-7(11) 

&2 :,~ . 

C-7 _____ __ __ _ _ ___ ____ _ _ _ _ _ _ _ _ __ _ _ _ ____ __ __ _ _ __ ___ _ _ _ 

C-7(11) F13 (Dm/EP ) E~ /F C13(~9 : 
C-6(11/9) C-7{11) 

s; · ( 
?' 

i I! 

F-~ - --- -- -- - - ---- - - -- - - ---- -- --- -- -- - - - -- --- -- - - - --
F-7(11) F-6(9) D-7b5(F-6) Db9 

4* 
C-7 _ ____ _ ___ __ __ -· __ __ _ __ _ _ _ _ _ __ _ __ __ _ __ ___ __ ___ _ _ - _ 

C-6(9) C-7(11') C-6(9) B+7 (C-maj7{6)l 

0· 
~-

II 

D7 _ _ _ __ __ ___ __ ___ __ __ ___ _ D~~ ;_ - -- - - - -- - - - - - - - - - - -
D9Cl3) E::> 9 D~ C9~' 13J D~9;5 E t> +: .n..n-w"IJ; 

Dt~9(bf D;,~ 
').Ill..• I'M"-" 

C-7 _ ____ _ __ _ __ _ __ _ ___ ___ __ __ _ __ _ __ __ _ _ _ __ _ __ -· _ __ _ 
C-9(13) C <iorian fourth voicing;;, _ _ .. ___ ___ _ ___ ___ ___ __ __ _ _ 

-c-· £2.· o..e..· ..-:· I -c.-· 

& 
.. r ,- . 

?~: i ;; /f: ; ~!)~- · i £: ~ t·: "fi 
r_, -5- (:- . 

I I Fzm· 

2~" v.:> 



Song Example - #4 
The following example makes liberal use of dominant approach techniques in reharmonizing the basic progression. 
This allows for a "colorful" dominant cycle-five approach to each chord, enhancing the "predictable" diatonic 
progression. It is not uncommon in "jazz" to make the II-7 or ll-7 ~ 5 chord a dominant chord; ll7 or (V7 of V). 

Note the~ 9th interval in the tenth measure of section "A," (E~ IF#), which resolves in contrary motion to the next 
chord, (D/G). Also note the use of" constant structure harmonic motion" in the first three measures of the "B" section, 
and the first four measures of the "C" section. 

A -7 _ _ _ _ ___ _ 
A7#5(#9) A13(b9) 

~ C#maj7~5 F#/G 
~ b.a. 

'#F ~f 
F# -7b 5 _ _ _ _ _ _ 
F#13(b9) FU3(#9) 
EbiE 

A -7 _____ _ __ _ 
Am(ll) A7(#9/ alt5) 

D7 __ _ ____ _ _ 
D13(#9) D7(#111# 9) 

F~-maj9 

~r ~~ I 'iif ~i 
B7 _ __ _ _ _ _ _ _ 

B13(#9) B7(b 13/b9) 

ltl 
! 

Gmaj7 _ _ _ ____ _ 
Gmaj7(9/6) G7(alt5) 

Eb9 

Cmaj7 _ _ _ _ _ 
C(add9) G13 

(Chrom/Dom 
Approach) 

~; 11 f 
Em _ __ __ _ _ _ _ _ _ _ __ _ _ _ _ _ _ 
E-6(9) E-maj7(9/6) E-maj9 E7(b9) 

D#7(#9) 
.u I 

r~ .. 
I 

D7 _ _ _ _ _ _ _ _ _ _ Gmaj7 _ _ ___ _ _ _ _ Cmaj7 _ _ __ _ 
D9 D7(b 131addlllb9) Gmaj9 G7(b 13/#9) Cmaj7(916) G7(b131 alt9) 

il 

IA91 

'f :.~ liE ~F 
Eb/F# DIG Eb!F (Dom Approach) 

if ~~f IF b' I 
I I I F# -7~ 5 - _ - _ _ __ _ B7 _ _ ____ _ _ _ _ Em _ _ _ _ __ _ _ _ _ _ ____ _ _ _ _ _ ___ _ _ 

F#13(b9) F#7(#111b9) B7(#111#9)B7(b9'alt5) E-6(9) E-maj7(6) E-6(9) 
Ebi E CIC~ EP-maj9 Eb6(9) 

~~ 
F#-7b5 __ _ _ _ _ _ __ B7 _ _ _ _ _ _ _ __ _ 
F~-7b5(b 13) F~-7D 5(!1 13/ll)B7(~91 alt51 B7(~S' a1t5 J 

(ID C6(9) D6(9) E(16(9J F6(S, 

4 ~ ~~ 
A -7 _ _ _ _ _ _ _ _ 

Am(ll) A-9(11) 
AmiD GIE 

' ~ 
I 

D7 _ _ ___ _ _ _ _ _ 
D7#5(~9) D7(~ 13/~9) 
BbiF::: 

·r 
I 

D#+7 

~ 
Em _ _ _ ___ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 
Em(ll) E-maj9 E7~5(~9 > E13(b9 l 
G6(9·, Gmaj7;5 or BIG Cl A~ C~ID 

I 

if a;~ I ·~ •#!~ 
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F~ -7b 5 _ _ - _ - - - 
FUaP5 F #7(#111b9) 

B7 _ _ ______ _ -

B l3b5 B7(#11/b 9) 
E-7 ___ 

Em(ll/9) 
Gmaj9 

I'F 

Eb7 _ - -
Eb(#ll/9) 
G-9 

~, 

D-7 _ _ _ Db7- - -
Dm(ll/ 9) Db (#11/9) 
Fmaj9 F-9 

~r ""r -~ Cmaj7 _ _ _ _ _ _ _ B7 __ _ _ _ _ _ _ _ _ Em _ _ ______ _ _ _ ______ _ _ _ _ 

C6(9) Cmaj7(6) 
G6(9) 

*'' 
B13sus4(b9)B7(alt5) 
G#+7 G+7 

1:~ ~ 
E-maj9 

~ 
~*i I 

Song Example - #5 

It 
- Fine 

This next example is an original composition. The original chords and melody will be given first, followed by a 
harmonized rendition that can be performed with the original melody or chords. 

The basic chord progression on this piece is much more progressive and "modern" sounding than the basic chord 
progressions in the previous pieces. Care must be taken to not over-harmonize such pieces for fear of losing rather 
than "embellishing" their original sound. 

"SOMEONE WHO LISTENS" © 1974 Bret Willmott 

[A) E-7b5 Fmajn5 A7(b9) D-7b5 Ebmaj7#5 Fmaj7 

wrr· r· gi :pr I·#',. If" lzo r· 
I r· r F r I 

B-7b5 Al>maj7 A-7 E-7 

~ r F" r r r If" , .. F F I I I· t· {· I· :II f ( 1 . 

(ID G-7b5 Fmaj7 D-7 

,, &F· 

Ab m aj7 Emaj7 Cmaj7 Amaj7 Fmaj7 Dbmaj7 Bbmaj7 A 7(alt9) 

4 "E f 7 D 
br· tr· ttr I I F" hg- ~r 

D-7 

l ''. II 
Fine 
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The following example is a hmmonized rendition of the above original composition; 

E-7P5(11) AJF 

[A] Fmaj7#5 

~gf r· 
B-7~5(9) B-7b5(11) 

G-7b5(11) Gbmaj7~5 
lnl G-7b5(9) 
IE..I . I 4 f r r 
- - Fourth Structures 

FVE 

t~lydiaJ: (Ej~d) 

D-maj7(11) 

F #/G A+7 D-7b5(11) G/A Fmaj7h5 C/F 
A13(P9) F·b maj7(alt5) Fmaj9 

I y· Mt I f ' r· lr· [ 

Abmaj9b5 A-9(11) E-7(11) E dorian fourth voicings: _ _ __ _ __ _ 

n~: ##§: . If: if: #': II iJ: 
Fmaj7b5 Fmaj7(6) Dbmaj7~5 Dbmaj7b5 Symm. Constant_ _ 

Fmaj7(9/ 6)D-9 Dbmaj9b5 D-6(9) (D dorian) 

DIE 
(C lyd) 

llf' 
D-7(11) 

if 

F21 r r f' 1 t f: fa 
E/A Fmaj7 Eb/F 

(A lyd) (Db lyd) 

~[ ,r· ~[ 

D-6(11) 

~: II 
Fine 

Song Example - #6 

DIE 
(Bb lyd 
-aug) 

#[' I . 

F/Db 
A7(#91#5) 

This next example is a popular jazz form referred to as "rhythm changes." Note the chromatically descending major 
triads in the first two measures. Also note the chromatically descending bottom voices under a sustaining lead voice 
in measures 7 through 12 in the " A" section. The top two voices in measures 1 and 2 of the "B" section move in 
contrary chromatic motion while measures 3 and 4 move in opposite contrary chromatic motion. Note the use of 
chromatic approach chords in measures 5 and 6oft he "B" section. Finally, note !he top voice in the first two measures 
of section "C" spells a 0~ maj7 chord, while in measures 3 and 4 the top voice spells a Cmaj7 j:hord, and finally a 
D-7 ~ 5 chord in measures 5 and 6. j:;/:· 

B~maj7 __ _ G7 __ _ 
Bbmaj7(9/6) G 13(b 9) 

C-7 _ _ _ F7 _ _ _ 
C-7(11) F13(b 9) 

B~maj7 __ G7_ _ _ C-7 _ _ _ F7 __ _ _ _ 
Bb6(9) G+ 7(alt9) C-7(11) F7(~9/ alt5) 

Qg FIG ElF 

'" 1 
Eb / F D/ El> Constant Structu re _ _ _ _ _ _ _ _ _ Amaj9 

~ b1 tr·~ 
F-7 _ _ __ B~7 ___ E bmaj7 _ _ Ab7 _ __ Bbmaj7 _ _ G7 __ _ C-7 _ __ F7 _ __ 

Fm(11/9) Bb7(#91#5) Eb6(9) Ab9(13) D-9 G13(b9) C7#5(#9) F13(#9) iaj9 
~!:~ b,q. 

' I' ,. ~ 

~' J,f ~r ~~~ 
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B~maj7 _ _ G7 _ _ _ C-7 __ _ _ F7 __ _ _ B~maj7 _ _ G7 _ __ _ 
IA 9IB,13(~9) G13 C7(#9) F9(13) 

'h#~ 
F-7 ___ B~7 - __ _ E~maj7_ A~7- __ _ 
F-7(11) Bbn5(b9) E~6(9) Ab9(#1l l 

E t> -maj7 

B~maj9 G7b5(b9) 

I§ ~>~~ 
C-7 __ __ F7 ___ ___ B~maj7 _ ___ _ _ 
C-7(11) F+7(#9) Bbmaj7 

,aj7#5 J. 
l~"s: r (~ n I&~ ., 

I = 'I =I =I 
II 

D7 _______________ _ _ _ __ _ _ G7 __ __ _ _______ ___ __ ___ _ _ 

D7(b 13) D+7(b9) D9 D7b5(#9) 
[!] Bbmaj7#5 b 1 

&.~i ~>J li 1$ 
-.; I •'I ' I 

I l ! 
C7 _____ ___ ____ __ _______ _ 

C9C13:~ B9(13) C7 E9(13) 

B~maj7 _ __ G7 __ _ _ C-7 _ _ _ F7 __ _ _ 
[9 Bbmaj7(9/ 6) G 13(b9) 

& ? ~ t ~ 
C-9(11; F7(alt5) 

I 

1!~ 
ct I 

I I 
F -7._ _ _ B~ 7 _ __ _ E~maj7 __ A~7- __ _ 
F-9 BP7b 5 E::>maj9 Ab9(~ 11 l 

G 13 G7(b 13/b9) G9 G7(#9/#5) 

id !,~~ -? I~ 

4 
!J 

~ I I 
I 

F7 _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 
F13 F7(alt9) F7o5(~9) F7(alt) 
F13 ___ Ab13 _ _ _ Bl3 

' I' 
B~maj7_ 
B~maj9 

G7 _ _ _ C-7 _ _ _ F7 ___ _ 
G9(13) C-9 FS(~l1 1 

I~ ~ 
11 1 

·,~ 
C-7 ___ F7 _ ·- ___ B~maj7 __ __ 
C-7(11 \ F-:-7(alt9) Bb6(9) 

I ~~'g ~~ ; g IP[j 
~ 0 

II 

li 
Fine 
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----- Song Example - #7 
The following is another .. standard" tune. Note the top rwo voices moving in contrary chromatic motion in measures 
6 and 7 of section "A." In the "D" section Lhe min 7 ~ 5 voicings are repeated a minor third up for the dominant chords. 
Also note in this section the lead voice ascends while the chord roots descend. Note the tonic diminished substitutes 
for the ending B~maj7 chord. Finally, note the top voice over the last two bars forms a B~ Blues scale. 

E -7~ 5 _ _ _ _ _ __ _ _ 
(AI E-7b5(11) E-7b5(9) 

~( 
F -7 _ _ _ _ __ _ _ _ 
F-9 F-7(11) 

Bb maj7 ___ _ _ __ _ 

lnl B~maj9 BPmaj7(61 

L£J F6(9) 

' F r 
Fmaj7 __ _ _ __ _ 
Fmaj7 F6(9) 

A7 _ __ __ _ __ _ C-7 ____ _ ____ _ 

A+7(#9) A7Cb9) C-7(11) C-9(11) 

15[ 
I 

(? r !!If' ' 

B~ 7 _ _ _ _ _ _ _ _ _ E~ maj7 _ __ _ __ .. 
Bb13 Bb+7(b9) E~maj7(9/6)Eb6(9) 

I 
D.a.. 

E-7~5 _ _ A7 __ _ _ 
E-7~5(1 1 l A+7(b9) 

E-7~5 _ _ 
E-7b5 

bp. 

A7 _ _ _ 

+-

I 
').Q. 

D-7 __ _ __ _ __ _ 
D-9 D7sus4 

A-7~5 _ _ __ _ _ 
A-7o5(11) A-7#5 

F7 _ _ _ _ __ - - _ -
F13(b9) F+7(#9) 

lb, ~c 

A~ 7 __ __ _ _ _ _ 
A~7(13/;;ll/ 9) Ab9 
Bb/G~ 

b.a.. IF '% 

B ~ -7 _ _ Eb 7 __ _ 
Bb-9 E !7 9(13 l 

D7 __ __ _ _ _ 
D+ 7(i:9) D7(b: - ~!5 ) A+7(#9) 

F/DP Consranr Structure _ _ _ _ _ _ _ _ _ _ _ 

II 

i&~t~? ~~~~~~a~~. ~~~~ p~~f"~~~ba.~~~~~ ··---1 
t) -o-1 

G+ 7 _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __ _ _ _ 
G+7(~9J _ _ .. _ _ _ G7 -~ G-:- 7( ::; ,: 

Bmaj7b5 _ _ _ _ _ _ Eo/B 
ITI:a. ;& - ~fr I b~ 
~ t:"V 

·-- A~7- _ _ __ _ __ _ _ _ _ __ _ __ _ __ _ _ _ 

A~7(13/Hl/9) AJ9(~11 J Av?<l~.' ::: ll/ 9) A!J 7 
G~maj7~5 GP+ Bb/G:, Ab/G:; 

('.7-- - - - - -- - -- - -- - - - -----
C-P C-7\ 11: C'-7(11 C-~. 

C7sus4 F7sus4 

Q 

B~ ma.F _ __ _ __ _ _ _ _ __ _ _ _ __ _ __ _ 

B~maj7 R)maj7(9/61 B,(add9) B"maj7 

I ~ 
! I I . G ---.r. 

I 'J~ .., 
====n 

I •• 
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'- ' 

-

-

'-" 

'--" 

'-

'-

'-"' 

'-" 

""" 
'-
...._ 

~ 

'--' 

\.....,. 

E-7b5 _ ___ _ -- - -
mJ E-7b5(ll) E-7~5 

' @ 

C-7b5 _ ___ ___ _ 
C-7b5( 11/ 9) C-7b5 
B'D/Gb 

A7------- - -
A+7(~9) A+7(b9) 

I 
Q 0 

F7 _ _ ___ _ __ _ 
F+7(~9) F+7(b9) 
Db/A 

-
D-7b5 _ __ - - - - - G7 __ _ ---- -
D-7b5 D-7b5(11J G+7(b9) __ (~9) 

I 
p r? !i-6- ~ 

I 
B ~ maj7 __ ___ ____ ___ ___ _ __ _ 

.' B~ (maj7)Bb " 7(b13l F+7(#9) Bb6(9) 
A./BD F~/G Amaj7#5 

:s 

li 
Fine 

.,_ 
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Song Example - #8 
This last example is another original composition. The melody can also be played with the following harmonized 
rendition. 

(Latin) "THIRD ANNIVERSARY" © 1974 Bret Willmott 

Emaj7 C- 7 A-7 D~maj7 
r-- 3------, 3 -. - 3 ---, 

~~ - I l ~J iz~ J I J s ::j J I I j ' I : j 0 11• f)., 
~ qu ~ 

Eb7(alt) G-maj7 Arnaj7 G~maj7 

~ ~ j 

r-3------, 3 

t J g lp 19, II I J a 
f.& 77 .e. 

~ D~maj7 G-7 
Bb -7 

E7(#9) ,----3 --, 3-- -, ,----3 --, 

t ,. I ~ I ; 1 I 
I 

1i1 I ! j2J ' p ~r 
_j . n~.,,;;j ' I 
GJ IJ 

£)~ 
; r;J€)' 0 61 

A~maj7 
Amaj7 F-7 " 

~ 
3 ,-3-- 3 A-7 

f r ~r l;p I J :w 1~0 II &J ... ~ Fine 
The following is a harmonized rendition of rhe above composition. Note the use of '·constant structure harmonic 
motion" in the second half of this piece. 

Emaj9 Emaj9(6) Cm(ll/9) C-maj9 A-7(11) A-maj9 Dbmaj7~5 Dbmaj9#5 Db9(13) 
B/E E~maj9 G/Eb F7 bL 

~ii' i1i I zy~; bf If 
.a. e .... 
~~ ~ ~~ ile h~z~ t4 

G-maj9 G-rnaj7(11~ Amaj7(#11/6) Amaj7(~11) E~7(altL ___ _ Gbmaj7P5 Gb6(9) 

iJ l !~:t= 
G6(9) 

,Ita_ I 

44 1 
£>- I l;.a. 

~r.p ~ I~ ~b' f, 8\f t1 
I I 

Gm(b l 3J E7(b 13/~9) E7(#9) 
DD6(9) Db]aj7~ 5 G-9 C-~ Bb-9 A-9 

I ~ I 1 b.a. 
I 

Ve- I 

~~~i~ j&?· ---nt= ! ~: '1 ii 
I I 

Mmaj7(#11/ 6) A6(9} 

Abmaj7(#lli) 

tv·F = 1 R~ 
Amaj7(6) F-7<1 1) F-6(11) A-7(11) A-6(11) E(add9) 

Constant Structures in whole-steps _ _ _ _ _ _ _ ____ _ 

I i ~'j ~? " .0. 

11*!0 II 
Fine 
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Chapter Twenty-Nine. 
Rhythm 

All the voicings and harmonic knowledge presented in this text would be wasted without the same attention given 
to rhythm. I think most musicians would prefer few and/or simple voicings with a rhythmic "groove" accompanying 
a soloist or melody than many complicated voicings with no rhythmic sense. Although this text wiH not undertake 
the many rhythmic styles, tempos, time-signarures, and concepts needed to use with these voicings, I still feel the 
need te stress their importance and deserving attention. Most of the voicings in this text were displayed with little 
or no rhythm. A few simple rhythmic ideas or suggestions will be presented here that could enhance those existing 
exercises or songs. 

By the addition of quarter or eighth note anticipations and delays, an exercise or song becomes more rhythmically 
active. The following are j ust some of the possible anticipation and delay combinations over two measures of half 
notes in 4/4. 

1) 2) 

' 
I 

<~) . 1\ I I 

i' ~~ ! b I 
f 

7'~ 
I 

~wJ 
I ,. 

~~ II 7 . 
""' I .!· :1 

I I 2 

3) 4) 

4 I I I D 1 fy I ~~ ~ ~ .., 7- ~ 'I'· i. r J II 'I (J' zl/1 e'· II I I I I I I I 

5) 6) 

& I ~ ~ I I 

&~ 
I D I I 

J ~ 
I I ] 7· £1 T e z· 7· 11 l e•· I l I i 

-.._w 

~ 

7J X) 

** J I I 
el * 

I I ! ;§=~ I 

II 
I ;z .... l · 7' .., ;z. ~· l I t 1 I l l 

A couple of concepts unique to the guitar could also be used to enhance the voicings presented i...'l. this text. The first 
involves slicimg imo or away from a voicmg chromatically . Tnis is usually accomplished rhythmicaUy with as little 
as a grace nOte and onen wiLh eighth or quarter notes. This concept enhances both the "sol!nd'' of tbe voicing as well 
as emphasizing its rhythmic placement. The second concept is a percussive technique achieved by muting the strings 
and strumming different rhythms after a voicing is sounded. These techniques are more or less app~icable oepenciing 
on the specific styles of music. 
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Another very important concept for comping in today's jazz or pop idioms is silence. What you don't play is often 
the best thing to play. An interesting and valuable exercise would be to omit certain voicings in the exercises and 
songs presented in this book. In those exercises or songs harmonizing the half-note in 4/4, try first omitting the second 
chord in each measure; (beats 3 and 4). This retains the strongest chord sound of the measure. Next try omitting the 
first chord of each measure; (beats 1 and 2). This retains the weakest chord sound of the measure. Finally try different 
chord omissio.n combinations; like alternating between two half-note voicings and two half-note rests, or two half
note voicings and one half-note rest, etc. Also remember to add different rhythms to these chord omission exercises. 
Omitting voicings actually increases the different rhythmic possibilities and allows for more rhythmic creativity. 
Also note how voice-leading is broken by the omission of different chords. At first this might appear to be a problem, 
but the missing lines can often be "beard" through the silence. As many jazz artists are aware, it's what you hear while 
your not playing that is important. The following examples will display and suggest various chord omissions to 
existing exercises. 

The following is another example of the half-note being harmonized. Note the use of symmetrical and modal chord 

·---

patterns as well as chromatic and/or dominant approach voicings. _., 

Gmaj7 

@ #f ,~~f 
I 
I 
' 

G-7 C7 

I~ #~ I ~ ~! I'~ 
bb$ 

4 fk!, 
v i 

Fmaj7 

~ 
? 

f f 
F-7 Bb7 

1&'1 b' iff II 

Ebmaj7 A-7 D7 

4 
bu t -9-

~ h"F 
I 

I 

i-ce ~:t ~.a. 

!b]~ 

Gmaj/ C-7 F7 G6 

4f ~ l z~ ; lib~ ?~~ I ~sf 51,~ I! I II 
~· -5- 77 -6-

By removing various voicings and applying different rhythms to the above example. an interesting '·compinf ·· 
rendition of this chord progression can be produced. 

In the following example, the first four measures of the above example have the second voicing in each bar removed. 
The nex~ four me.:sures have removed the first voicmg in each bar. The next six bars remove every third voicing \Vhi ie 
the final three bars remain the same with only some rhythmic variation. 

Gmaj7 G-7 C7 
~ n il .~, ' 

.. "19-

:~g~ i ;~~f i ~~'i I ! ~ $ .. £ { 

v 
242 

.J 

-' 



L '--

Fmaj7 

Gmaj7 

A-7 

I 

C-7 F7 

1- ~~~ •t ~ ' &!~ 

D7 

~ 

B ' 7 v . 

G6 

Note that several chromatic approach voicings have been added to the above example. 

As mentioned e~lier. differenr voicing omissions and rhythmic interpretations should be developed and applied to 
each exercise and musical exampie presented in this text. In the foliowing example . try superimposing the displayed 
four-bar chord omission pattern over the first II - V blues example introduced at the end of the Tension 9 chapter. 

Four-bar chord omission pattern; 

- r - 1- F II 

Now try using the following rhythmic interpretation of the above oiPjssion pattern over the II - V blues exampb. 

I 
I· 

D-7(91 

(11r 
F7:,5(~S Fmaj7(9) 

' i 

E-7b5(9) A7~5(b9 ', 

- 1- 7· 
I 

Bb7(9) Bb-7(9) Eb9 A-7(9) D~7b5(9) 

' I' 
l "' 

G 
J le I· &5r I t ~ 

, 
I 

f 
I I " r-

~~ 

C7b5(:!9) C7#5(b9) F6(9J C7#5(9) F9 

I l 

! 

&J .... e 
I ' r· 1- I · 

6 t! r ' I ( 
....... 
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Different string combinations and voicing sizes which are discussed in the following Conclusion chapter will only 
enhance these rhythmic concepts. 

In most camping situations it is common to attack all four notes at the same rime. The following exercises will 
explore attacking different string combinations at different times. This produces some interesting sounds as well as 
isolating different voice-leading situations between various string sets. It will enhance awareness of individual 
guide-lines as well as two and three note voicings. These different combinations also produce many unique and 
beneficial ways of physically preparing chord changes. 

Any one of the following combinations could be used to alternate between trvo different string sets. Additional 
combinations are possible. Strings will again be notated as bold numhers in parenthesis. 

1 ) Alternating betwee11 one voice and three voices; 

(2) and (3) (3) and (2) (4) and (2) (5) and (2) 
(4) (4) (3) (3) 
(5) (5) (5) (4) 

2) Alternating between different two-note voicings; 

(2) and(4) (2) and(3 ) (2) and(3) 
(3) (5) (4) (5) (5) (4) 

,3) AlternaLing between four-note voicings and one voice: 

(2) and (21 (2) and (3) (2) and (4) (2) and (5) 
(3) (3) (3) (3) 
(4) (4) (4) (4) 
(5) (5) (5) (5) 

After establishing a two-bar rhythm pattern, chose one of the above combinations and alternate its string sets on every 

-....-

.._/ 

._/ 

../ 

'-

other attack of the rhythm pattern. The following rhythm pattern will use the above alternating srring combination ' 
of (5) and (2) (3) ( 4); 

(5) (2) (5) (2) 
(3) (3) 

' 
(4) 

7 I 
I I 
I ! I 

I 

(4) 

--: 7 
' I 

j 

~ 

(5) 

II{ l 
I 

(2) 
(3) 
(4) 

I 
I 
I 

(5) 

I 
l 

(2) 
(3) 
(4 i 

7 · 
I i! 

No .... v apply the above rhythm pattern-string combination to any of the previous examples or songs in this text. Some 
of the combinations might be easier with fingers in place of, (or with), a single pick. 

The following chord progression will oe usea IO demonst;:me some of these concepts: 

C9(13) C7(#,9/ alt5) Fmaj£i Bb ? A-7(1!.' D9(#1l l D-9 G+7(#9> C9 
I j±-& 

& 
-e- I DB-

s hm !f! #2 
-e-

i ! ~! ~! 9
1

&S I I ,; ! ~ ~ jj ? 
tJ 

Addition of the above rhythm pattern-string combinarion to this progression: 

, f,.. 
·, ,,~~ ! '< I .. .., 

• 

., 
12.: 
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- "Legato" version ; 

"-' I 

-

.I 

../ 

.. 
I 

II 

.· 
.~ .. 

Also try mixing tv;o:cfr more of the combinations as well as reversing some of the given ones. The following example 
will use the (2) nod (3)(4)(5) co!'nbination on the first two bars while reversing the combination { (3)(4)(5) and (2)} 
on the last two bars; 

~E f . ; ~t~ ol ~kb--1 __ , 

~ 
., D • I j,~: I I I I I 

~ 1 [j Lf 
I 

#p y ~~ I Lf 
I v 7 ~~ ., 

I tr ~~~~ II 

The following uses the (2)(3) and ( 4)(5) combi11ation on the first two bars while using the reverse combination (4)(5) 
and (2)(3) on the last two bars; 

I:J 
h q~~ 

~r 7 b~i) 7 I 7 j ¥ ~ 7 h~: 

8 ~~ ~ I 5 ~ 

~~e: ll&i 9 t< " 7 !1 ,, 
II I I I q 
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Chapter Thirty. 
Conclusion 

As stated in the Introduction , the inten t of this text was to establish a simple and direct approach or system to chord 
construction, voicc-leadiitg, enharmonic realization, and supportive theory that would enable students to exercise 
and expand their know ledge and begin a j1rocess for futu re discoveries. The initial introduction of drop 2 type 
voicings with tension additions is a s imple formula for many complicated voicings. By limiting those voicings to -
the middle four strings, more information on voice-leading, enharmonic substitutions, fingering possibilities, and 
theory cou1d be presented. The enharmonic realization process was est;-oblished as a means to the eventual discovery _ 
of new voicings which could ultimately be perceived as groups of specific intervals with twelve potential roots. 
These concepts can also be applied to various string sets and voicing sizes. The fo llowing comments wi ll suggest 
some approaches to the various string se ts and voicing types on the guitar. 

Continuation of four-note vo ici ng research on the middle four strings should include a thorough examination of 
seventh-width voicings and applicable voicings containing an "octave-doubling." Equally important are the three- -
note vo icings available to the middle four strings, as well as later examination of additional three-string 
combinations. Perhaps the two three-string combinations that contain the same width as the four-string voicings 
presented; [ (2)(3)(5)] and [(2)( 4)(5)], would be a Iog icnl starting point since they voice-lead well whe n mi xed w it h 
the four-note voicings used in this text. Certainly one advantage that many three-note stntctures have over four-note -
voicings is their physical case in fingerings. This might be an important consideration when music containing many 
chords is played at a fast tempo. Often just those four-note structu res that produce difficult fingerings can be 
substituted by three-note voicings. The following example will illustrate this. 

1) Passage using four-note drop 2 type voicings; 

E- 7(9) A7~ 5 F#7(#9) B9 E-7(9) A7(#5) D6(9) 

~tt #b§ rnij 9#;~ ~~~ ~· I~ II 

2) Above passage with some s ingle voices removed to produce easier fingered three-note voicings; 

~f "! 
-e-

~~ 4! ~! ~-~-e I#§ ~ ! 
~ -

0 

Note two of the above three-note s tructures are miss ing "guide-tones" while the other two omit a root or a fifth. 
Three-note voicings often produce "incomplete" structures, but as mentioned earlier in this text, certain tensions and 
predictable chord progressions can dictate the missing guide-tones. Also mentioned earl ie r, some of the best 
"sounding" voic ings arc in fac t incomplete. Moreover, if two or more voicings are used 00 one chord, the guide-
tones might be stated in one voicing vvhile the other voiciogs remain incomplete. ~;/:· 

The "ambiguous" nature of many three-note structures increases the amount of enharmonic chordal uses available 
to any one structure. The rol lowing w ill attempt to il lus trate this; 

(Notes) ........... .... F A E 
(minor modes) 

Fmaj7 ................. l 3 7 
G7( 13/9) ............. ~7 9 13 
D~ 7CH91H5) .... .. ... 3 Hs H9 
A7(~ 13) ........... ... ~13 1 5 
B~ m<~j7(H 1 1) ... .... 5 7 # I I 
B-7~ 5( 11) ...... ..... bs ~7 I I 
Dm(add9) ..... .. ..... b3 5 9 
Esus4(b 9) ........ ... blJ 4 I (E phrygian) 

(G dorian) 

(/\.aeol ian) 
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An interesting exercise might be ro take a nicely voice-lead four-note voicing example and remove various single 
strings to produce different three-note voicings. The folJowing will serve as the four-note voicing example; 

D-7(9) G7(~9/#5) C6(9) E~7(9) D9sus4 Db9Cno3) Cmaj7(9) 

-& 
-& I~ 

II !I h :'~~ !! I! g 
IM I§ 11 

..> -e-

Using above example~ 

1) Play top three voices only. 
2) Play bottom three voices only . 
3) Play top two voices and bottom voice only. 
4) Play bottom two voices and top voice only. 
5) Alternating different three-note structures. As an example, alternate the following string sets on the above 

example; [(2)(3)(5)1 and [(2)(4)(5)]; 

$ 
-& (}6-

! ~8 
I :: _g~ I 1-E ~ :: ;; I ~· !j ,, 

IV €-

Additional three-string combinations using the high and low "E" strings, (1) and (6), should also be examined, 
keeping in mind their limited use in a ' 'comping·· or band situation. 

The above four-note voicing example can also be used to illustrate an "octave doubling' ' within a four-note structure. 
Prepare the above example by doubling the lead note down an octave on the 4th string; 

D-7(9) G7(~9/#5) C(add9~ E~9 D9 D~9 Cmaj7(9J 
' 

Jd 
-& I ~'-& 

i ~~ +£%tu ; ; ll ; ; 
I I ~u I !t II !I : 

'1 !Je 1,. 

~ 

>ww prepare the same examp:e " Y ooubmig tn~ oc;_.:r.; nm.:: up an ocwYt: on t!::: 3rct sm<.,:; . 

D-7 G7(1:>9) C6 Et~ (add9) D9sus4 D~(sus9) Ctsus9) 

~; ! l if?? :=?.n 0 d' f' ·-
u -;7 0 0 DO -& 

Ph-:;Jcal consideration rnirrhl dJcwre the use ot 8vb doubling on the first three chords and 8m d{Jll bling on the I a :,~ 
thr~e chorcis with the E69 'Chord containing no doubilng since it is difficult witb e irher one: 

D-7(9) G7(~9/;.5) Oadd9 \ Eb9 D9sus~ Db(sus9) Cisus9 . 

~ 
-e-

h~ 
_ __Q_ 

tl jj Li= if' -.:;t;- ! g i 
I 

,, 
-a-

Tbe next phase of harmonic swdy on lh~ guitar should underrake tl1e various string combinations <:l\'ajl<lbk ro ti11s 
instrument. \Vhile three and four strin r! combinations are the most common in a major iiv of comoin2: snuarion'->. two 

._ .. ... .. ~ 

Jnd f1 ve strinrr combinations are aiso worth examination. While five and six strim.~ voicings arc orobablv most 
._. .._ - I. _. 

common to ·'solo'· guirar, these strucrures might also be :1vailable o'v'er a "ballad' . in a band situation. 
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Perhaps the first logical step in exploring different string combinations would be to transpose the voicings examined 
on the middle four strings to the !Ql2 four strings. In fact, a majority of the drop 2 type voicings are physically more 
accessible on the top four strings while some of the non-drop 2 type voicings might prove more difficult. Keep in 
mind, the higher register of these voicings on the top four strings might at times produce conflicts with a melody 
or soloist competing for the upper range. On the other hand, the top four strings are excellent for "chord soloing" 
and "chord melody" applications. 

The following example will alternate between the middle (M) and top (T) four string voicings; 

D-7 
(M) 

' 
-& 

~! 

F 
(T) 

' 
-& 

!! 

G7 
(T) 

11£ 

B~7 
(M) 

E-7 
(M) 

E-7 
(T) 
.. .n. 

li! 

A? 
(T) 

.. b..o. :: .. 8 ; 

A? 
CM) 

D-7 
(M) 

I§ 

D-7 
(T ) 
-& 

l 'ii 

G7 c C7 
(T) (M) CT) 

~ 
~~ 8 18 

-& 

G7 c 
CM ) (T ) 

~ 
..0. 

~-

8 I '7: II 

Note the physical advantages in alternming string sets as opposed to placing all voicings on the middle four strings. 
Also of interest is the melodic ''pattern" over the entire exercise. 

This last example will mix middle and top four string voicings with three note voicings. (1) will denote the top voice 
being placed on the 1st string while (2) denotes the 2nd string as the top voice; 

D-7~5 G7 C-6 F7 A~7 G7 C-6 
(2) (1) (1) . (1) (2) (2) (1) 

! 

b(! 
I 

~ -& 

' 
()-& be- o..a. 

1'2 3 b :: I " ~ ~~= q!g II 

Note the physical "shapes" are the same on the last two voicings. 

Colorful and sensitive camping is rroau~eci D~· me use of diir'ercnL string sets ar.o V3.f10 lis vo:ci::g s1z:::::. aw:.g Wlti. 
a variety of rhythms and space (rests). Have fun on your next camping trip! 
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