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Chord Substitutions (Look up the meaning of important terms in italics)



A chord substitution (also called a “chord sub” or “sub”) is the use of one or more chords in place of another in a chord progression (series of chords), with the object of ending in a cadence. A cadence is the 2 chords which make up the end of the progression, the last one and the chord immediately before and resolving to it. Here are the rules for chord progressions, from which come the chord substitutions to these rules: 7 General Rules for Chord Progressions 1. Any chord may follow the “I” chord (the Tonic, in key of C= C) 2. Any I may be preceded by its V7 (“Perfect Cadence”= G7 C) 3. Any V7 may be preceded by its V7 (the “V of V”= D7 G7 C) 4. Any V7 may be prec. by its IIm7 (the “II of V”= Dm7 G7 C) 5. Any IIm7 may be prec. by its V7 (the “V of II”= A7 Dm7 G7 C) 6. IIm7 V7 may be repeated (F#m7 B7 Em7 A7 Dm7 G7 C) 7. IIm7 V7 should move from relatively strong to relatively weak beats or bars (IIm7 on odd beat or bar, V7 on even beat or bar)



Rules #2 thru 6 are illustrated in the chart on Page 8. Cadences The most common cadence is V7 – I, or G7 C in the key of C. The V7 chord is called the Dominant, and the I chord is the Tonic. The Tonic is the main key of the song, especially the key of the ending. Around 95% of all songs use the Perfect Cadence, including blues, country, rock, pop, classical and jazz. The "Sub I" (Substitute I) cadence is Db7 C (Db7 is the b5 sub for G7). The “V” (Five) cadence resolves to the V from its V, or D7 G7 C (D7 is the V of G7, which is the V of C). The "sub V" (Substitute V) cadence is D7 Db7 C , since D is the b5 sub for Ab (which is the V of Db), a tritone substitution. The third cadence is the “II” (Two), or D7 Gm7, ending in C. The "Sub II" is D7 Dbm7 , since Dbm7 is the b5 sub of Gm7, also a tritone substitution. To review the cadences: I = G7 C sub I = G7 Gb V = D7 G7 C sub V = D7 Db7 C II = Dm7 G7 C sub II/V = Abm7 Db7 C Page 1



Harmony To understand chords and chord subs, one must understand Harmony, which is the study of pitches, and chords made up of those pitches. It’s the "vertical" aspect of music, the notes of the chord going up and down on the staff, whereas melody is the "horizontal." The distance between two pitches is called an interval. Different traditions of music composition, performance and theory have their own specific rules of harmony. The most basic chord is made of the root, the minor or major third, and the fifth (a C or Cm chord in the in the key of C= C, Eb or E, and G). Extended chords include the major 7, Dominant 7 (flat 7), 9th, 11th, and 13th chords (Cmaj7, C7, C9, C11, C+11, C13), and all combinations thereof. Altered chords have a b5, #5, b9, and/or a #9 replacing the regular 5th or 9th degree of the scale, and all combinations thereof. Extended and Altered chords can have elements of both in them (such as C13b5). Tension chords include sus2, sus4, add6, add9, and add6/9.



Passing chords, good for making difficult key or chord changes, are C+ (Augmented) and Cº (diminished). Feel free to mix and match these chords. At the end of the day, the only rule for chords is that it has to sound good. Honest. Why Chord Subs? Chord subs allow movement, variety, hipness, character, or make a certain melody work. It is used as a songwriting technique, and for composing songs, endings, and solos. It is used in jazz, pop, musicals, blues and folk. Chord subs can be used for very cool turnarounds in any music, usually blues, jazz and pop. Chord subs are so hip, even Bach used them, thereby violating the rules of contemporary harmony of his day. The sub chords usually have some notes in common with the original chords, such as in a tritone substitution where the sub shares the 3 and the b7 with the original chord (C7 and Gb7 share the E and the Bb notes, E is the 3 in C and the b7 of the Gb, vice-versa for the Bb). Or the sub could be the Relative Minor or Relative Major of the original chord (Am for C or C for Am). Or a Minor Chord a major Third up from a Major chord (Em for C). In fact, any chord may be substituted for any other chord as long as the new chord supports the melody. Subs are used in jazz music to give a song sophisticated
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harmony. It is also commonly used to make for easier fingering transitions, such as the late great Joe Pass would use in a chord melody song on guitar. For example, chord subs can provide smoother voice leading. Using the tritone substitution, the roots of the “Dm7 G7 Cmaj7” progression move down chromatically by half-steps as “Dm7 Db7 Cmaj7,” instead of ascending Fourths as D G C does. It sounds so much better, especially on guitar. Another example of chord subs is that the common chord progression “Am7 Cmaj7” could be played as “Am7 D7 Dm7 G7 Cmaj7” or “Am7 Ab7 Abm7 Db7 Cmaj7”. Chord substitution rules also allow Gb to sub for C in the examples above, therefore “Am7 D7 Dm7 G7 Gbmaj7” or “Am7 Ab7 Abm7 Db7 Gbmaj7”. There are certain rules governing how chord subs work, and there are many rules from many different sources (namely, arrangers, composers, and musicians). One model, the chart on Page 8, has 8 rules which yield 64 possible chord progressions using just 5 chords. Combine with the rules that allow many Extended and Altered chords, and the number of possible chord progressions from just those five chords is 3,584! Other chord sub concepts involve tritone substitutions, omitted/added root substitutions, circle progression additions, planing, and reharmonization.



Despite all the rules, it is not an exact science, but rather more of a black art. Feel free to create your own subs and rules. Remember, as long as it sounds good to your ear, it’s fine! The omitted/added root substitution rule exchanges the root of the given chord for a root a third or fifth higher (occasionally lower.) The substituted chord still retains several pitches of the original, implying the same harmony, but can also point toward different directions, both in key and function. Therefore, Cmaj7 (with the notes C E G B) becomes Em (with the notes E G B, all that is omitted from the original Cmaj7 is the C, the root, usually played by the bass anyway). Or G (G B D) can substitute, but not always as well, due to the D (the 2nd/9th of C). Short circle progression additions, usually Circle of Fourths (see the Circle chart on Page 14) and being fundamental to the structure of many traditional jazz compositions, may be inserted as turnarounds, or used as a series of substitute chords in specific parts of a song towards the end of the A section (first part or verse), or may form the basis of the B section (the second part or chorus). Such as “C E7 A7 D7 G7 C” or “C A7 D7 G7 C.” Planing (or “stepping-in” or “sliding-in”) is used by both improvisers and arrangers. It refers to the technique of sliding a chord (or just a chord tone) up or down
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chromatically (one-half step), maintaining the shape and voicing of the chord. For example, F7 (F A C Eb♭) could slide up to become Gb7 (Gb Bb Db♭E♭ ).ach E note has been "planed" up a half-step. The planing chord is always a short-duration passing chord. Planing is used by arrangers to reharmonize melodic passing tones which might clash with the existing harmony. As well, improvisers use planing effectively, typically as part of a progression. Not all the planed notes must be played at the same time. Most of the chord tones can sound before the melody note, or viceversa, so that the note that clashes with the melody won’t.



chord subs. Typically, a melody is reharmonized to provide musical interest or variety. Also, it is often used to introduce a new section in the music, such as a coda or bridge. Reharmonizations involve not just a single melody note, but the whole melodic line. As a result, there are often several melodic tones which might occur over a harmony, and all must be considered when reharmonizing. The melody note is usually the top note of the harmony. Arrangers might even use highly dissonant chords when reharmonizing, however it requires a good ear and thorough understanding of harmony. Reharmonization by adding notes works best when the new notes are diatonic (scale-wise).



Reharmonization is the taking of an existing melody and altering the harmony which accompanies it, using



43 General Rules for Chord Substitutions 1) 2) 3) 4)



Any Dominant 7 chord can be subbed by a Dominant 7 a tritone away (Gb7 for C7). This is called a “Tritone Substitution.” Any V7 may be replaced by the bII7 (Db7 for G7, key of C). IIm7 may be replaced by the IIm7 related to the bII7 (Gm7 Db7 C). To sub for the I (Tonic): the I (in C= C) may be replaced by IIIm7 (Em7) when a final cadence



5)



(ending) is not desired, but it must be followed by VIm7, V7 of II, sub V7 of II, bIII dim, or bIIIm7 (in C= Am7, A7, Eb7, Ebdim, Ebm7). Leading up to the Dom can be Dom a fifth up (D7 for G7), or a tritone (Ab7 G7, as Ab7 is the tritone sub of D7). The progression is either D7 G7 C, or Ab7 G7 C. This is the “V of V” substitution, and the D7 in this case is the “Secondary Dominant.”
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6)



7) 8) 9) 10) 11) 12) 13) 14)



15)



16)



Any Dominant 7 may be an Extended or an Altered chord, or any combination thereof, making over 60 possiblities for just one chord. (See Page 11) Any I chord may be a major triad, maj7, 6, add 6, add 9, add 6/9, or mMaj7. Any II or Minor chord may be a minor triad, m7, m9, m+11, or mMaj7. Movements tend to be Circle of Fourth-wise. (See Page 14) Dominant 7 chords may be a minor chord. The sub could be the Relative Minor or Relative Major of the original chord (Am for C, or C for Am). A sub may be a Minor Chord, a major Third up from a Major chord (Em for C). In the key of C, whenever you play a G7 you may play a Db7 chord instead. Or a Db9, Db13, or a Db Altered chord (b9, #9, b5, #5). Any Dominant (7th, 9th, or 13th) chord may be immediately preceded by the minor chord a 4th lower (Gm to C7), with the minor chord lasting one or 2 beats. Any IV chord moving to the I (F to C) may be a minor just before moving to the I (F Fm | C). This is the “Amen cadence” familiar in church and gospel music. A Dominant chord may have altered tones (b5 #5 b9 #9) only if the next chord 1) has a Root a Fourth



higher (C+ to F); 2) has a Root 1/2 step lower (Cb9 to B); or 3) is a minor chord with the same Root (Cb9 to Cm). Exception: you can't have unaltered tone in a I7 chord (C7 in a song in the key of C) unless you play the unaltered I7 first, then the altered one. Exception to the exception: the 7#9 chord can be a I7 chord, since it sounds so damn good anytime and is my favorite chord ("Foxy Lady," many SRV songs). 17) Whenever a Major or minor chord is followed by a Major, minor, or Dominant chord whose Root is a Fourth higher (F in the key of C), you may divide the duration of the 1st chord in half, and play a Dominant with the same Root for the second half ( C | F becomes C C7 | F ). 18) All Dominant chords b5 apart are related. C7 and Gb7, for instance: C7 is spelled C E G Bb; Gb7 is spelled Gb Bb Db E. Notice the 3 and the b7 of each. They are the same: the 3 of C is the same as the b7 of Gb, and vice-versa. Ignore the Root for now. Notice the remaining note, the 5 (G and Db). The G from the C chord is the b9 of the Gb chord, and the Db of the Gb chord is the b9 of the C chord. The only note differentiating the 2 chords is the Root. Keep the fingering and change the just the Root, then resolve it a half-step down (for either chord, that's the beauty of it). Thus, Gbb9 Cb9 Bmaj7 or Cb9 Gbb9 Bmaj7 or Gbb9 Cb9 Fmaj7
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19) 20) 21)



22)



23)



or Cb9 Gbb9 Fmaj7. Since the bass plays the Root you have more options for fingering. The only Altered minor chord that is widely used is the m7b5 (C Eb Gb Bb), a very popular chord in jazz. It replaces a m7 chord, except to start a song. Sub the V7 with an 11 chord (G11 C instead of G7 C). Replace the minor chord a Fourth higher, so that Cmaj7 Am7 Dm7 G7 C could be Cmaj7 D11 G11 G7 C. Remember: an 11th chord cannot be a I chord (Tonic), unless you are The Artist Known As Prince. +11 chords may sub for a Dominant chord that resolves up a Fourth, same with all Altered chords. For instance, D E7 A7 could be C7 Bb13+11 A7 or C7 D+11 F7 or C7 Bb+11 F7. The Bb+11 is spelled Bb D F E. Bb13+11 is spelled Bb C D F G Ab E. A +11 chord cannot be a I chord (tonic). Can also sub for a Dominant chord if it resolves to a minor of the same Root (C7 Cm7 could be C+11 Cm9). +11 or b5 Altered chords are good to use for b5 substitution (Gb+11 for C), and as ending chords. C E7 A7 D7 G7 C could be Cmaj7 Bb9+ A9 D9 G13 C6/9+11. In Flamenco, it is used after a major chord a half-step lower (Cmaj7 Bb9+11). The diminished chord can be thought of as a Dominant 7 chord, with all the tones lowered except the Root. Is also the same as a b9 chord whose Root is one fret lower than any note in the



24)



25) 26)



27)



diminished chord (C7b9 is the same as C#º). The diminished chord is a passing chord, don't linger on it or use it too often. The progression C Dm7 Em7 Dm7 could be D#o Em7 D#o Dm7 or C Co Dm7 Do Em7 Eo Dm7. Start a C dim chord at the nut, and move it up the neck every 3 frets, as high as you can go. Then reverse it back down to the nut. Notice how the suspense builds going up, just like the music for silent films to imply danger? And how the tension releases as you go down, wanting the chord at the nut to resolve nicely to either G, Bb, Db, or E. Almost any Dominant chord can be moved in increments of 3 frets (3, 6, or 9 frets), as long as the last chord resolves to where you're going next. A7 to D could be C13b9 Eb13b9 Gb13b9 A13b9 D or F#7 Eb7 C7 A7b9 D. The same principle applies to Dominant chords with a b5 or #5, but in 2- and 4-fret intervals. A9b5 G9b5 F9b5 Eb9b5 D6/9 or G7+ A7+ B7+ Db7+ D7. A minor chord with a Major 7 can sub for Dominant chords 1 fret lower (CmMaj7 for B7). Works only if the Dominant resolves up a Fourth. Also try m7 and m6 chords instead of mMaj7. F#7 B7 Em could be GmMaj7/9 CmMaj7 Em6/9. To sub for a major chord, use its Relative Minor (a minor chord down three frets from the Major, Am for C). To sub for a minor chord, use its Relative Major (a Major chord up 3 frets, Eb for Cm). Page 6



28) Chord simplification can be reducing the chord to its Triad (1 3 5), or adding Extended tones, like the 7 and/or 9, and/or omitting either the 1 and/or the 5 of the Triad, using just the 3 and 7, for instance. Example: in a I-IV-V blues progression, one could play just the 3 and b7 of the I chord, moving it down one-half step for the IV chord, then up one step for the V, then back down onehalf step to the I chord. All without changing the form or shape of those two notes. 29) Chord suspensions replace the chord’s Third with a Fourth, which creates tension. 30) Secondary Dominants work for any chord in a progression, not just a Dominant chord. It is the adding of the V7 of the V7 chord, 2 beats before. In the progression D7 G7 C, D7 is the secondary dominant. 31) Notice how a progression can move I-IV-I just before the V7-I cadence/turnaround, a common tool in Motown and soul music. 32) A Dominant 7th chord a minor Third above can sub for a Dominant chord. Shares two tones in common. Eb7 can sub for a C7 chord, as they share the G and Bb. 33) m7b5 chords a Fifth above in place of a Dominant chord, G7 (G B D F) = Dm7b5 (D F Ab C).



34) m7 a Fifth higher than a Dominant for 2 or 4 beats, a common jazz progression, G7 C = Dm7 G7 C. 35) Altered Dominants can be stepped-into by Whole steps, C G7 = C A7#9 G7#9 G7. 36) Unaltered Dominants will even work when stepped into by minor Thirds , C G7 = C Bb7 G7. 37) You may combine Planing with other substitutions, such as Planing into an Altered Dominant by a whole step. 38) Extend a V7 with a #11, spelled 1 3 5 b7 9 #11. 39) For IIm7 V7 use the bII7 (tritone substitution) on the V7 with either bII or V in the bass. Dm7 G7 C = Dm7 Db7 C. 40) A tritone has a tendency to resolve depending on the interval it is (a b5 will tend to resolve down to the a major Third, whereas a #4 will tend to resolve up to the minor Sixth). Tritone substitutions resolve the opposite way of classical music, though subs were used by Bach and Beethoven. 41) Any Major 7th chord could be subbed with a Minor chord a Third higher, such as “Cmaj7 = Em” or “Cmaj9 = Em7”. 42) For even more possibilities, you can sub a Dominant chord with a flat-five note added. For example, you can sub E13b5 for E7, or you can sub
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a Bb13b5 for E7. You can do this because Bb and E are tritones of each other. 43) A mnemonic for remembering certain chord subs: “One equals Three equals Six, Two equals Four, Five equals Seven.” In the key of C "One equals Three equals Six" means the C chord (One), the



Em chord (Three), and the Am chords (Six) sound enough like each other to sub each other. Same with “Two equals Four;” Dm (Two) and F (Four) can sub for each other. And “Five equals Seven” means the G7 (Five) and B dim (Seven) sound similar and can sub for each other.



The Rules Above in Chart Notation (does not include all rules, and not in order)



C7 = Gb7, Gb7 = C7 (tritone sub, Dominant) Cmaj7 = Gbmaj7, Gbmaj7 = Cmaj7 (tritone sub, Tonic) Dm7 G7 C = Gm7 Db7 C C= Em7, must be followed by Am7, A7, Eb7, Ebdim, or Ebm7 C | F = C C7 | F = C C+ | F C Dm7 Em7 Dm7 = C Cº Dm7 Dº Em7 Eº Dm7 C Dm7 Em7 Dm7 = D#º Em7 D#º Dm7 C E7 A7 D7 G7 C = Cmaj7 Bb9+ A9 D9 G13 C6/9+11 C = Am, Am = C C = Em = Am C = Eb, Eb = C C = Cmaj7 = C6 = Cadd6 = Cadd9 = Cadd6/9 = Csus2 = C11 (exc. C11 cannot be Tonic) C G7 = C A7#9 G7#9 G7 (Planing with melody line) C G7 = C Bb7 G7 (Planing by minor Thirds) C G7 C = C F C | G7 C



C+ = D+ = E+ = F#+ = G#+ = A#+ (Planing by Seconds) C+ = E+ = G#+ C7 = C7b5 = C+ = Cb9 = C9 = C+9 = C11 = C+11 = C13 = C13b5 (or any combination thereof) C7 = Eb7 = Gb7 = A7 = Cm C7 = G7 C7 C7 = Gb7 = Gb9 = Gb13 = Gbb9 = Gb#9 = Gbb5 = Gb#5 C7 = Fm7b5 C7 F7 Bbm = C#mMaj7/9 F#mMaj7 Bbm9 C9b5 = D9b5 = E9b5 = F#9b5 = G#9b5 = A#9b5 Cb9 = B, Cb9 = Cm Cb9 Gbb9 Bmaj7 Cm = Cm7 = Cm9 Cm = Eb or Eb = Cm Cm = Gbm Cm7 = Cm7b5 (except to start a song) Cm7 = F11 (except as Tonic)



Page 8



Cm7 = Gbm7 Cmaj7 Bb9+11 Cmaj7 Am7 Dm7 G7 = Cmaj7 D11 G11 G7/6 Cmaj7 = Em or Cmaj9 = Em7 Cmaj7 = Gbmaj7 (tritone substitution) CmMaj7 = B7 Cº = B7b9 = Ab7 = Ebº = Gbº = Aº = Cmb5/6 = Ebmb5/6 = Gbmb5/6 = Amb5/6 D E7 A7 = C7 Bb+11 F7 = C7 Bb13+11 A7 = D E7 A7 = C7 D+11 F7 D7 Db7 C = D7 Dbm7 C = D7 G7 C = D7 Gm7 C Dm = F, F = Dm Dm7 G7 C = Dm7 Db7 C E7 = B7 E7 = F7 E7 Eb = Cm, Cm = Eb Em = C, C = Em



Em7 A7 Dmaj7 = Em7 A7 Ab7 F | C = F Fm | C (the “Amen cadence”) F#7 B7 Em = GmMaj7/9 CmMaj7 Em6/9 G7 C = Dm7 G7 C G7 C = G11 C G7 Cmaj7 = G7 Gb7 Cmaj7 G7 = Bº (diminished) Gbb9 Cb9 Fmaj7 A7 D = C13b9 Eb13b9 D A7 D = A9b5 G9b5 F9b5 Eb9b5 D6/9 A7 D = C13b9 Eb13b9 Gb13b9 A13b9 D A7 D = C13b9 Eb13b9 Gb13b9 D A7 D = F#7 Eb7 C7 A7b9 D A7 D = G7+ A7+ B7+ Db7+ D7 Abm7 Db7 C = Abm7 G7 C
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ii-V-I Possibilities Using the Chord Sub Rules Above ii chord (“Two Chord” or “Sub-tonic”) = Dm = Dm7 = Dm9 = DmMaj7 = Dm+11 = Abm = Abm7 = Abm9 = AbmMaj7 = Abm+11 V chord (“Five Chord” or “Dominant”) = G7 = Gb5 = G+ = Gb9 = G9 = G#9 = G11 = G13 = G9b5 = G9+ = Gb5b9 = Gb5#9 = G+b9 = G+#9 = G13b9 = G13#9 = G13b5 = Gb13b9 = Gb13#9 = G+b13#9 = G+b13b9 = Gb13b5#9 = Gb13b5b9 = G13b5#9 = G13b5b9 Db7 = Dbb5 = Db+ = Dbb9 = Db9 = Db#9 = Db11 = Db13 = Db9b5 = Db9+ = Dbb5b9 = Dbb5#9 = Db+b9 = Db+#9 = Db13b9 = Db13#9 = Dbb13b9 = Dbb13#9 = Db+b13#9 = Db+b13b9 = Dbb13b5#9 = Dbb13b5b9 = Db13b5#9 = Db13b5b9 = Dm7b5 = Bb7 = AbmMaj7 = E7 I chord (“One Chord” or “Tonic”) = C = C6 = Cmaj7 = Cmaj9 = Cadd6 = Cadd9 = C6/9 = Cm6 = CmMaj7 = Gb = Gb6 = Gbmaj7 = Gbmaj9 = Gbadd6 = Gbadd9 = Gb6/9 = Gbm6 = GbmMaj7
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 Start with either box 



Flow Chart of 64 Chord Sub Progressions in the Key of C



II of V



V of V



Am7



D7



Ebm7



Ab7



substitutes



1) Start with either of these 2 boxes, moving left to right playing 2 chords, follow the arrows...



II



V



V cadence = D7 G7 C sub V cadence = D7 Db7 C



sub II of V-sub V of V



Dm7



G7



II of V



Abm7



Db7



V of II



Em7 Bbm7



A7 Eb7



substitutes



sub II of V-sub V of II



3) Finally resolving to either C, or its tritone sub, Gb.



II cadence = Abm7 G7 C sub II/V = Abm7 Db7 C substitutes



sub II



-



sub V



2) Move to the box above, again, left to right playing 2 chords...



I cadence = G7 C



I (Tonic) C Gb substitute



sub Tonic sub I cadence = G7 Gb



As you look at this diagram, notice there are 3 boxes, movement is left to right, and follow the arrows to C or Gb. Why Gb? It’s the tritone sub of C, so you can resolve to it instead of C (chord sub rule #1, above). The two boxes on the left are mutually exclusive, use one or the other to start the progression, either the V of V box or the V of II box, and you may start with the either the top or the bottom set (the substitutions). Notice how the chart shows Fourth-wise progression (and their subs). Five of the General Chord Progression rules on Page 1 are shown in the boxes. NOTE: In each box, you may omit any of the IIm7 (or the sub IIm7), or minor, chords. For example: D7 G7 C or D7 Dm7 G7 C instead of Am7 D7 Dm7 G7 C.
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Moving backwards on the diagram from C/Gb is the “V” box, meaning the Dominant (the “V”) of C/Gb. Notice the last chords in that box before C/Gb is G7, the V of C, and Db7, the V of Gb. Leading to the G7/Db7 is its V, in this case minor 7. Dm7 resolves to G7, but also the tritone sub of G7, Db7. And vice-versa for Abm7. Notice in the chart the classic jazz progression Am7 D7 Dm7 G7 C (called ii-V-ii-V-I or vi-II7-ii-V-I). Also notice another popular jazz progression Em7 A7 Dm7 G7 C, which is iii-VI7-ii-V-I. The familiar jazz progression of ii-V-I is obvious in the middle box, as is its subs, the Abm7 for Dm7 and Db7 for the G7. Notice that they are b5 subs? The question of how do you get to the ii is answered by 1 of the 2 boxes on the left. The options are playing the V of either the ii or the V, and starting with the ii of that V. You can get to the “V” box one of two ways, EITHER the V of V chord, or the V of II chord. The “V of II” box means that A7 is the V of the II (Dm7) chord in the key of C, or A7 Dm7 G7 C. In the “V of V” box, D7 is the V of the V (G7) in the key of C. Both boxes are equally valid routes to get to C. Remember the cadences from Page 1? Notice them now on the right half in the diagram above. Within each box is the chord leading to a Dominant. Follow the arrows. As the boxes are written, there are 64 possible chord progressions ((4x4x2)+(4x4x2)=64). Combined with rules #6, 7, 8 on Page 4, there are 3,584 possible chord progressions just in that one set of 3 boxes and their resolution to C or Gb! That’s 3,584 possibilities from only 5 chords. Some chords and progressions will sound dramatically better than others, of course, and some will sound much worse, but still... 3,584 is alot of possibilities from a 5-chord progression. Each chord progression path in the chart represents a single rule for chord subs. Therefore it shows 64 rules, with little overlap with the 43 rules above.
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Table of the 64 Basic Chord Sub Progressions from the Chart Above Resolving to C: Am7 Ab7 Abm7 Db7 C Am7 Ab7 Abm7 G7 C Am7 Ab7 Dm7 Db7 C Am7 Ab7 Dm7 G7 C Am7 D7 Abm7 Db7 C Am7 D7 Abm7 G7 C Am7 D7 Dm7 Db7 C Am7 D7 Dm7 G7 C Bbm7 A7 Abm7 Db7 C Bbm7 A7 Abm7 G7 C Bbm7 A7 Dm7 Db7 C Bbm7 A7 Dm7 G7 C Bbm7 Eb7 Abm7 Db7 C Bbm7 Eb7 Abm7 G7 C Bbm7 Eb7 Dm7 Db7 C Bbm7 Eb7 Dm7 G7 C Ebm7 Ab7 Abm7 Db7 C Ebm7 Ab7 Abm7 G7 C Ebm7 Ab7 Dm7 Db7 C Ebm7 Ab7 Dm7 G7 C Ebm7 D7 Abm7 Db7 C Em7 A7 Abm7 Db7 C



Em7 A7 Abm7 G7 C Em7 A7 Dm7 Db7 C Em7 A7 Dm7 G7 C Em7 Eb7 Abm7 Db7 C Em7 Eb7 Abm7 G7 C Em7 Eb7 Dm7 Db7 C Em7 Eb7 Dm7 G7 C Ebm7 D7 Abm7 G7 C Ebm7 D7 Dm7 Db7 C Ebm7 D7 Dm7 G7 C Resolving to Gb (b5 of C): Am7 Ab7 Abm7 Db7 Gb Am7 Ab7 Abm7 G7 Gb Am7 Ab7 Dm7 Db7 Gb Am7 Ab7 Dm7 G7 Gb Am7 D7 Abm7 Db7 Gb Am7 D7 Abm7 G7 Gb Am7 D7 Dm7 Db7 Gb Am7 D7 Dm7 G7 Gb Bbm7 A7 Abm7 Db7 Gb Bbm7 A7 Abm7 G7 Gb Bbm7 A7 Dm7 Db7 Gb



Bbm7 A7 Dm7 G7 Gb Bbm7 Eb7 Abm7 Db7 Gb Bbm7 Eb7 Abm7 G7 Gb Bbm7 Eb7 Dm7 Db7 Gb Bbm7 Eb7 Dm7 G7 Gb Ebm7 Ab7 Abm7 Db7 Gb Ebm7 Ab7 Abm7 G7 Gb Ebm7 Ab7 Dm7 Db7 Gb Ebm7 Ab7 Dm7 G7 Gb Ebm7 D7 Abm7 Db7 Gb Em7 A7 Abm7 Db7 Gb Em7 A7 Abm7 G7 Gb Em7 A7 Dm7 Db7 Gb Em7 A7 Dm7 G7 Gb Em7 Eb7 Abm7 Db7 Gb Em7 Eb7 Abm7 G7 Gb Em7 Eb7 Dm7 Db7 Gb Em7 Eb7 Dm7 G7 Gb Ebm7 D7 Abm7 G7 Gb Ebm7 D7 Dm7 Db7 Gb Ebm7 D7 Dm7 G7 Gb
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Notes, Spelling and Pronunciations of 74 Different C Chords Basic chords C = 1 3 5 – C E G “C major“ or “C“ C (no 3) = 1 5 – C G “C power chord” Cm = 1 b3 5 – C Eb G “C minor” C6 = 1 3 6 – C E A “C six” Cmaj7 = 1 3 5 7 – C E G B “C major seven“ C7 = 1 3 5 b7 – C E G Bb “C seven“ Cm7 = 1 b3 5 b7 – C Eb G Bb “C minor seven” Cm6 = 1 b3 5 6 – C Eb G A “C minor six” CmMaj7 = 1 b3 5 7 – C Eb G B “C minor major seven” or “C minor major” Extended chords C9 = 1 3 5 b7 9 – C E G Bb D “C nine” C11 = 1 3 5 b7 9 11 – C E G Bb D F “C eleven” C13 = 1 3 5 b7 9 13 – C E G Bb D A “C thirteen” C6/9 = 1 3 5 6 9 – C E G A D “C six nine” C7/6 = 1 3 5 6 b7 – C E G A Bb “C seven six” Cm9 = 1 b3 5 b7 9 – C Eb G Bb D “C minor nine” Cm6/9 = 1 b3 5 6 9 – C Eb G A D “C minor six nine” Cm11 = 1 b3 5 b7 9 11 – C Eb G Bb D F “C minor eleven” Cm11 (no 5) = 1 b3 b7 9 11 – C Eb Bb D F “C minor eleven no five” CmMaj7/9 = 1 b3 5 7 9 – C Eb G B D “C minor nine major seven” CmMaj7/11 = 1 b3 5 7 9 11 – C Eb G B D F “C minor eleven major seven” Cmaj7/6 = 1 3 5 6 7 – C E G A B “C major seven six” Cmaj9 = 1 3 5 7 9 – C E G B D “C major nine” Cmaj11 = 1 3 5 7 9 11 – C E G B D F “C major eleven” Cmaj13 = 1 3 5 7 9 13 – C E G B D A “C major thirteen”
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Altered chords Cº = 1 b3 b5 bb7 – C Eb Gb A “C diminished” or “C dim” C+ = 1 3 #5 b7 – C E G# Bb “C augmented” or “C aug” C#9b13 = 1 3 5 b7 #9 b13 – C E G Bb D# Ab “C raised nine flat thirteen” C+b9 = 1 3 #5 b7 b9 – C E G# Bb Db “C aug flat nine” C+#9 = 1 3 #5 b7 #9 – C E G# Bb D# “C aug raised nine” C+9 = 1 3 #5 b7 9 – C E G# Bb D “C aug nine” C+9/11 = 1 3 5# b7 9 11 – C E G# Bb D F “C aug nine eleven” C+11 = 1 3 #5 b7 9 11 – C E G# Bb D F “C aug eleven” C+11/13 = 1 3 #5 b7 9 11 13 – C E G# Bb D F A “C aug eleven thirteen” C+6/9/11 = 1 3 5# 6 9 11– C E G# A D F “C aug six nine eleven” C+#9b13 = 1 3 #5 b7 #9 b13 – C E G# Bb D# Ab “C aug raised nine flat thirteen” C+b9b13 = 1 3 #5 b7 b9 b13 – C E G# Bb Db Ab “C aug flat nine flat thirteen” C+maj7 = 1 3 #5 7 = C E G# B “C aug major seven” Cb5 = 1 3 b5 – C E Gb “C flat five” Cb5#9 = 1 3 b5 b7 #9 – C E Gb Bb D# “C flat five raised nine” Cb5b9 = 1 3 b5 b7 b9 – C E Gb Bb Db “C flat five flat nine” Cb5#9b13 = 1 3 b5 b7 #9 b13 – C E Gb Bb D# Ab “C flat five raised nine flat thirteen” Cb5b9b13 = 1 3 b5 b7 b9 b13 – C E Gb Bb Db Ab “C flat five flat nine flat thirteen” C6#11 = 1 3 5 6 9 #11 – C E G A D F# “C six raised eleven” C7b5 = 1 3 b5 b7 – C E Gb Bb “C seven flat five” C7b5#9 = 1 3 b5 b7 #9 – C E Gb Bb D# “C seven flat five raised nine” C7b5b9 = 1 3 b5 b7 b9 – C E Gb Bb Db “C seven flat five flat nine” C7b5b9b13 (no 3) = 1 b5 b7 b9 b13 – C Gb Bb Db Ab “C seven flat five flat nine flat thirteen no three” C9b5 = 1 3 b5 b7 9 – C E Gb Bb D “C nine flat five” Cb9 = 1 3 5 b7 b9 – C E G Bb Db “C flat nine” C#9 = 1 3 5 b7 #9 – C E G Bb D# “C raised nine” Cb9b13 = 1 3 5 b7 b9 b13 – C E G Bb Db Ab “C flat nine flat thirteen” C#11/13 = 1 3 5 b7 9 #11 13 – C E G Bb D F# A “C thirteen raised eleven”
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C13#9 = 1 3 5 b7 #9 13 – C E G Bb D# A “C thirteen raised nine” C13b5 = 1 3 b5 b7 9 13 – C E Gb Bb D A “C thirteen flat five” C13b5#9 = 1 3 b5 b7 #9 13 – C E Gb Bb D# A “C thirteen flat five raised nine” C13b5b9 = 1 3 b5 b7 b9 13 – C E Gb Bb Db A “C thirteen flat five flat nine” C13b9 = 1 3 5 b7 b9 13 – C E G Bb Db A “C thirteen flat nine” Cm+ = 1 b3 #5 b7 – C Eb G# Bb “C minor aug” Cm7b5 = 1 b3 b5 b7 – C Eb Gb Bb “C minor seven flat five” or “C half-diminished” (also can be thought of as a Ab9 chord) Cm7b5/11 = 1 b3 b5 b7 9 11 – C Eb Gb Bb D F “C minor seven flat five eleven” Cm9+ = 1 b3 #5 b7 9 – C Eb G# Bb D "C minor aug nine" Cm9b5 = 1 b3 b5 b7 9 – C Eb Gb Bb D “C minor nine flat five” CmMaj7b13 = 1 b3 5 7 9 b13 – C Eb G B D Ab “C minor major seven flat thirteen” Cmaj7#11/13 = 1 3 5 7 9 #11 13 – C E G B D F# A “C major seven raised eleven thirteen” Tension chords Csus = 1 4 5 – C F G “C suspended” or “C sus” Csus2 = 1 2 5 – C D G “C suspended two” Csus6 = 1 4 6 – C F A “C suspended six” Cadd6 = 1 3 5 6 – C E G A “C add six” Cadd6/9 = 1 3 5 6 9 – C E G A D “C add six nine” Cadd9 = 1 3 5 9 – C E G D “C add nine” Cm6add9 = 1 b3 5 6 9 – C Eb G A D “C minor six add nine” C7sus = 1 4 5 b7 – C F G Bb “C seven suspended” C9sus = 1 4 5 b7 9 – C F G Bb D “C nine suspended” Cm9sus = 1 b3 4 5 b7 9 – C Eb F G Bb D “C minor nine suspended
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Notes: Sometimes chords are pronounced with a “th” at the end, like “C major seventh” or “C ninth.” Usage depends on grammar. The pronunciations above may vary in common usage. In general, unless otherwise noted, all 13th chords have the lower extensions included, namely the b7, and the 9, but never the 11th. A 9th chord always includes the b7, unless otherwise noted (such as “maj7/9” or “add9”). The 11th chord also always includes the b7 and 9. Of course, unless otherwise noted all chords contain the basics: the 1, the 3 (major or minor), and the 5.
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Music By The Numbers Chords as Numbers. One way to tell others which chord to play in a chord progression is with numbers. It makes it easy to communicate which chord is next while the band is playing, either by shouting “Four!”, or by holding up 4 fingers (for the IV chord), 5 fingers for the V chord, or 1 finger for the I chord. In the key of C, the chords are: I II III IV V



=C = D (Dm) = E (Em) =F = G (G7)



Tip: Shorthand for “starting now at the beginning” is to point to, touch or tap the top of your head. It came from jazz, where the first part of a song is called the “head." Numbers Translated to Notes. In the key of C, the numbers correspond to: 1 b2 2 b3 3 4 #4 b5 5 +5



=C = Db =D = Eb =E =F = F# = Gb =G = G#



b6 6 b7 7 8 b9 9 #9 11 13



= Ab =A = Bb =B = C, the Octave (“8va”) = Db =D = D# =F =A



Note: there are no “10th” or “12th” chords. The 10 is “E”; the Third in the key of C; and 12 is G, the Fifth.
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Symbols Used + = Augmented or raised Fifth º = Diminished # = Sharp or raised b = Flat or lowered | = Separates measures or bars in a progression m = Chord with a minor Third maj7 = Chord with a major Seven 7 = Chord with a flat Seven IIm7 = ii (Dm7 in the key of C) m7 = Chord with a minor Third and flat Seven mMaj7 = Chord with a minor Third and a major Seventh
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Circle of Fifths, Fourths, and Thirds



The Circle of Fifths is one of the truly magical things in music. Going around the circle clockwise is the Circle of Fifths, and counter-clockwise is the Circle of Fourths. As you see, either way you hit every key, and still end up back at C. The Circle of Fourths is often used in jazz, such as the progression C E7 A7 D7 G7, and in turnarounds. The common jazz progression called “II-V-I” is the Circle of Fourths, and is the jazz version of blues' “I-IV-V”. The song “Hey Joe” is the Circle of Fifths. Try playing both Circles as a chord progression.



This is my invention, the “Circle of Thirds.” It illustrates how chords are just stacked Thirds. This example is in the key of C, of course. C E G creates the basic C chord (Eb for minor, G# for augmented). Adding the B creates a C7 (if Bb, or Cmaj7 if natural B). Adding D creates that funky C9 chord (Db makes it Cb9, D# makes it C#9). Adding an F creates a suspenseful C11 chord. Finally, adding an A gives a jazzy C13 chord. In practice, you can play just a C7 in place of the 9, 11 or 13. An 11 chord is played without the 9, and the 13 chord wants the 7 and 9 join it, but not the 11.
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R i c h a r d



Age 9, 1966



Age 21, 1978



R o s e



Age 49, 2006



My name is Richard and I've been living, breathing, studying, playing, thinking about, and performing the guitar since 1964 at age 7. And since 1974 I’ve been teaching “CAGED” fretboard theory and Chord Substitutions. I learned them from the late great San Francisco guitar teacher Keith Allen, my Blue Bear mentor since 1973. I learned to play guitar and read music in first grade, practicing two hours a day plus a lesson a week, for 3 years. I later rebelled, quit the lessons, and explored this early-70s new-to-me music by the Allman Bros, Jeff Beck and Jimi Hendrix. I would learn the records late at night, note-for-note. They were my new guitar teachers, and I was on fire for guitar again. Then at age 17 I went to Blue Bear Waltzes School of Music in San Francisco, the first "Rock & Roll College." It was there I learned fretboard and music theory, composition, and studied with my practice partner Chris Hayes (Huey Lewis & The News), Bonnie Hayes (Bonnie Raitt's composer), Keith Allen (Steve Miller Band), and others. Later, I studied jazz and music theory/composition/arranging at University. From playing in many loud rock bands to musicals like Pippin and Godspell, from blues to jazz, folk to classical, CAGED and Chord Subs have made me a better guitarist. Look for my other instructional eBooks: “Secrets of Scales and Chords Revealed,“ “Secrets of the Guitar Fretboard Revealed (or, 125 Ways to Play Louie Louie in C),“ and “Secrets of Jazz Arranging Revealed.“ Feel free to email me at [email protected].
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