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THE COMPLETE CHORD MELODY METHOD

STEP-BY-STEP LESSONS AND 20 SONGS INCLUDING
All the Things You Are, Bluesette, In a Sentimental Mood, and Stella by Starlight

BY BILL HART
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INTRODUCTION

have taught guitar at the Atlanta Institute of Music for the last 10 years, where one of my master classes
focuses on the study of chord melody. Through this course, | have found that studying chord melody and
reharmonizing tunes is one of the strongest music-learning experiences available. | have taught students

from all over the world, with interests in all styles of music, and have seen them all benefit from studying
chord melody.

The first eleven units cover a variety of chord melody techniques with an explanation of each one. The
first step is to study each technique extensively. Units 12 through 31 then use a combination of these tech-
niques in twenty familiar jazz standards. One of the analogies | use in my master jazz class to help students
understand the concept of improvising is to compare soloing and reharmonizing tunes to making a cake. A
cake has several ingredients, one being salt. Making a cake with nothing but salt would be the same as re-
harmonizing or soloing with only one concept. Feel free to take the liberty to enhance any of the techniques
in the songs. For example, if you have a chord on a quarter note with three quarter notes following, try voic-
ing the chord to play through the whole measure, giving you the harmony with the melody over it. Some other
examples would be to try using false harmonics as the melody or to play single bass notes with the melody
on top to create implied harmony. Jazz is wide open; the main rule to follow is: if your ear likes it, it's right.



CHORD MELODY CONCEPTS
DIATONIC SUBSTITUTION

iatonic substitutions occur when chords in a harmonized scale are used to substitute for each other.
The types of diatonic substitutions are:

* || subs for IV, and vice versa
* V subs for VII, and vice versa

* |, 1ll, and VI chords are all interchangeable

Substituting I for IV and IV for Il

Using Fmaj7 in place of Dm7 creates a Dm9 sound. Conversely, using Dm7 in place of Fmaj7 will cre-

ate an F6 sound. In Fig. 1, we have a |-VI-II-V progression. Measure 3 uses Fmaj7 and Fmaj13 (the IV chord)
to substitute for Dm7 (the Il chord).
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Substituting V for VII and VII for V ;

Using G7 in place of Bm7b5 creates a Bm7b545 sound. Conversely, using Bm7b5 in place of G7 will cre-
ate a G9 sound. In Fig. 2, we again have a I-VI-lI-V progression. The first half note in measure 3 uses Fmaj7
(the IV chord) to substitute for Dm7 (the Il chord). In measure 4, the first half note is Bm7b5 (the VII chord),
substituting for G7 (the V chord), creating a G9 sound.

Fig.2  Cmaj? Am7 Dm7 G7
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Substituting 1, Ill, and VI interchangeably

Using Cmaj7 in place of Em7 creates a Em7%5 sound. Conversely, using Em7 in place of Cmaj7 cre-
ates a first inversion of Cmaj7—or Cmaj7/E. Using Am7 in place of Cmaj7 creates a C6 sound. Conversely,



using Cmaj7 in place of Am7 creates an Am9 sound. In Fig. 3, I've reharmonized the I-VI-II-V using Am7 and
Em?7 to sub for Cmaj7 (the I chord). In measure 2, I've substituted Cmaj7 and Em11 for Am7 (the VI chord).
In measure 3, the first half note uses Fmaj7 (the IV chord) to substitute for Dm7 (the Il chord). In measure
4, the first half note uses Bm7b5 (the VII chord) to substitute for G7 (the V chord), creating a G9 sound.
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MINOR THIRD SUBSTITUTION

A minor 3rd substitution takes either the Il chord, the V chord, or both the Il and V up or down a minor
3rd before resolving to .

Fig. 4 has a II-V-I progression in G major. | substituted the Il chord (Am7) up a minor 3rd to Cm?7, then
to D7 (the V chord), and finally to Gmaj7 (the | chord).

Fig. 4 — lim7 Minor 3rd Substitution
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Fig. 5 has the same II-V-I progression in G major, only I've substituted F7 for D7 (the V chord), resolv-
ing to Gmaj7 (the | chord).

Fig. 5 — V7 Minor 3rd Substitution
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In Fig. 6, I've substituted the Am7 and D7 (the 1I-V) up a minor 3rd using Cm7 and F7, before resolving
to Gmaj7 (the | chord).

Fig. 6 — Ilm7 and V7 Minor 3rd Substitution
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Play through these examples and let your ears be the judge. This is a very hip way to create some dif-
ferent sounds for a II-V-I progression. Remember: this concept is endless. By moving in minor 3rds, it cre-
ates somewhat of a diminished sound. You can experiment with soloing using the same concept. For
example, play a lI-V line over Cm7 and F7 and resolve it to Gmaj7.

CHORD-NOTE

Chord-note playing is just like it sounds: you hit a chord, followed by one, two, or three single melody notes.

A chord followed by three notes (chord-note-note-note) works well with uptempo tunes. Fig. 7 has a II-
V- progression using this concept.

Fig. 7 — Chord-Note-Note-Note
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Playing a chord followed by two notes (chord-note-note) sounds best with tunes in 3/4. Fig. 8 has a I-
VI-II-V progression in 3/4 using this concept. Try experimenting with this in a 4/4 time signature to create
some interesting three-against-four-type feels.

Fig. 8 — Chord-Note-Note
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Alternating between chords and single notes (chord-note) works well with a tune that has a lot of melody
notes at a slower tempo. Fig. 9 has a II-V-| progression using this concept.

Fig. 9 — Chord-Note
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BACK CYCLING

The key to back cycling is imagining the chord you will be resolving to and counting backwards via the
V chord.

In Fig. 10, | have a II-V-l in C major. | start at C and work my way backwards to put a chord over each
note. G7 is the V of C and Dm7 is the Il chord. A7 is called V/Il and Em?7 is the II/V/Il. You can use this con-
cept with as many notes as you want depending on how busy you want the harmony.

Fig. 10 - Back Cycling from |
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Fig. 11 is exactly the same as Fig. 10, except | replaced the dominant chord with a tritone substitution.
The Db9 in measure 2 is subbing for G7, and the Eb9 in measure 1 is subbing for A7. Another concept to

experiment with would be changing the minor chords to dominant chords, creating chromatic harmony sim-
ilar to a big band sound.

Fig. 11 — Back Cycling with Tritone Substitutions
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Fig. 12 is the same as Fig. 11, except the dominant chords have all been changed to maj7 chords, cre-
ating a softer sound and resolution to I.

Fig. 12 — Back Cycling with Maj7 Tritone Substitutions (Softer Sound)
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THE V CHORD

The V chord concept we'll examine takes the lonian, Dorian, or Mixolydian scale and places the V chord
on every other note. The V chord can always resolve to |, giving tension in the scale and releasing back to
the chord used in the scale or mode.

Fig. 13 is the C lonian scale, better known as the C major scale. The first chord is C8, starting with C
on top; the next melody note is D, which is the 5th of a G7; the next note is E, the 3rd of Cmaj7; next is F,
the b7 of G7; then G, the 5th of C6/9; the next note, A, is the 9th of G7; then there’s B, which is the 7th of
Cmaj7. The next note is C—only this time we have a G7 chord instead of Cmaj7. With C as the melody note,
this gives us G11. The next note is D, the 9th of Cmaj7; the next note is E, the 13th of G; the next note is F#:
over a maj7 chord we have to raise the 4th a half step (F to F#), creating Lydian. (An Fi over a Cmaj7 chord
sounds ugly. On a G7, the F note is the b7, and resolves to Cmaj7.) The last note is G, the root of a G9 chord.

Fig. 13 — V7 of lonian (Major)
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Figs. 14 and 15 use the exact same concept as Fig. 13, except the Dorian scale is used in Fig. 14 and

the Mixolydian scale is used in Fig. 15.



Fig. 14 — V7 of Dorian
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Fig. 15 — V7 of Mixolydian
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*Key signature denotes C Mixolydian,

CHORD SCALES WITH TENSION

Figs. 16 and 17 use chord scales harmonizing C6 and Cm6, respectively. In these figures, the V chord
is again alternated with the I—in this case creating a 7b9 sound. A diminished chord is the same as a 759
chord with no root (D°7 = G7b9 without the root). The 7b9 chord creates a lot more tension, strongly want-
ing to resolve to I.
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MODAL CHORD SCALES

There are seven notes in a scale, four of which make up a corresponding seventh chord (maj7, m7, or
dom7 depending on the scale). The three remaining notes of the scale are embellished tones—the 9th, 11th,
and 13th. When seeing the symbol m7 and dom7, you can take the liberty of adding the 9th, 11th, or 13th.
On maj7 chords, you can add the 9th, #11th, and 13th. Fig. 18 uses C Lydian, Fig. 19 uses C Dorian, and
Fig. 20 uses C Mixolydian. Practice playing up and down these scales just as you would sequencing an ex-

ercise. This will help you learn many voicings of the same quality all over the guitar neck.

Fig. 18 — Lydian Y
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ASCENDING AND DESCENDING BASS HARMONY

Ascending/descending bass harmony uses three qualities of chords: major, minor, and dominant. This
concept is much like back cycling. The difference is that you can approach your key chord from above or
below. All examples use a II-V-l in Cmaj7. The |l and the V are the chords that will be reharmonized on the
way to Cmaj7. First, count how many melody notes there are, which indicates how many bass notes will be
used. For example, there are four melody notes before Cmaj7, so four bass notes can be played, chromat-
ically ascending, that resolve to Cmaj7. The next step is to harmonize the bass with the melody. | have given
three examples using dominant, minor, and major. Generally, try to stay with one quality—meaning that if you
decide to use dominant, use this until you resolve to the | chord (melody permitting).




Harmonizing the bass and the melody

The first melody note is E, and the bass note is Ab—a #5 interval. The second melody note is C and the
bass note is A, creating a minor 3rd (or #9) interval. If | were using maj7, | could still use the minor 3rd by
creating a m(maj7) chord. The third melody note is G with Bb in the bass, which creates a 6th or 13th sound.
The fourth melody note is F with B in the bass, creating a b5 sound resolving to Cmaj7. The figures show
what the chord quality would be using maj7, min7, and dom7.

Fig. 21 — Dominant Ascending Bass Harmony
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Fig. 23 — Major Ascending Bass Harmony
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Descending bass harmony works exactly the same way as ascending bass harmony except that the
bass will obviously be descending. Try experimenting with ascending and descending bass lines, but really
use your ears because some of these will fall in the pocket and some will not work at all—your ears will tell

you which ones work.
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Fig. 24 — Dominant Descending Bass Harmony
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Fig. 25 — Minor Descending Bass Harmony
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CONTRARY MOTION

Contrary motion is like ascending or descending bass harmony, except that the melody and bass line
move in contrary motion (in opposite directions). You take the same concept that applies to ascending and
descending bass harmony—harmonizing the bass with the melody—but the direction of the melody will dic-
tate the direction of the bass movement.

In Fig. 27, the melody is ascending, and the bass is descending. In Fig. 28, the melody is descending,
and the bass is ascending. Fig. 29 contains a mixture of both, and may be a little more challenging.



Fig. 27 — Melody Ascending, Harmony Descenaing
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WALKING BASS LINES

Walking bass lines are an essential part of playing chord melody. They will create the sound of another
player walking underneath your harmonies and melodies. The strong beats are on 1 and 3, and the weak
beats, or backbeats, are on 2 and 4. On the downbeats of 1 and 3, use the bass note on 1, then the har-
mony on the last eighth note of a triplet. The triplet is what makes it swing. On the backbeat, approach the
target chord from either a half step above or below.
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The following figures use a I-VI-1I-V progression. Fig. 30 approaches each chord from a half step above.
Fig. 31 approaches each chord from a half step below. Fig. 32 is a combination, approaching Cmaj7 from
below, Am7 from above, Dm7 from below, and G7 from above. Fig. 33 approaches Cmaj7 from above, Am7
from below, Dm7 from above, and G7 from below.
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Walking Bass Lines in F Blues

This is an example of walking a bass line through an F blues using a chord-note-note-note approach,
with the note being the bass note. The exception to this is when there are two chords in one measure, you
would use chord-note-chord-note.
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Fig. 34 - F Blues with Walking Bass Line
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LINES IN THE SPACES

Lines in the spaces works well with a tune that uses a lot of half notes and whole notes, giving you a
lot of space. You can fill in the spaces with lines to create more movement in the tune.

Fig. 35 is a II-V-1 in C major, where the melody note is a whole note tied to a half note in measures 1
and 2. Here, the first melody note is played as a half note and filled in with a sixteenth-note line that corre-
sponds with the chord qualities, and resolves into the melody notes.



Samba

300 MILES HIGH

Lyric by NEVILLE POTTER
Music by CHICK COREA
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HERE’'S THAT RAINY DAY

Words by JOHNNY BURKE
Music by JIMMY VAN HEUSEN
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| COULD WRITE A BOOK

Words by LORENZ HART
Music by RICHARD RODGERS
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IN A SENTIMENTAL MOOD

By DUKE ELLINGTON
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LIKE SOMEONE IN LOVE

Words by JOHNNY BURKE
Music by JIMMY VAN HEUSEN
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Music by HARRY WARREN

Moderately _
E*maj7
h | I
L —4— ;i . — t = ={—— — | — |
| Fow WL [ 7y 1 I i 1 | 1 =I | 1
— = —J 11 ‘:_ .[ o = i T i i P 1
EP6 EF6 EPmaj7 EPmaj9
A | - Py -
g i— il = S — = T T ! : 1
ToRi = % : = J ; E |
|
T - 4 6 8 : § 4
A 5 7 7
= 3 ; ] -3 §
=] = 6 6 6
Dm7b5 G7+9 Cm7
. Q | g’? = T | = 1 —— | E— T — = ]
. I.V- 1 | _}___ ! |. | 1 | | - |
--E‘.}B'ﬂ == —— — — — — @ e
\\________-_—_‘—.——_-_.___/
Dm7b5 Cmll Cm7
e -
—)—4 ‘-’J 2 Ld T o S —i—. ——— - 4 E . "J‘—";l
T == -,
EE= S=S==s 5
= 6 3 3 6
: 6 —6 4 3 - 6—3 6
5 - = i A
% ] 2
B'm7 Eb7
Fa— — .. T i T A
1 = | 1
b e | © Ppr——— — ——|
| ! | 1 I | I
o ! |4 f |
BFm9 ’
- . -
1= o - B s 7=
e E )58 E—yjsr f 1 Ff & |
I'IR\ LR ) - 1 [ ] 1 - | ud ' 1 L — 1
‘_\;ﬁ[ _E ?' 1 == =i = 1 = .____g_ ~ 3 == __,,§__._ = 2
3
. 44 . a 3 g
g = = - 10 s 11 g 3 10 in
I LL%) [4°) L")
N 4an a
A% — B = /o I

56

Copyright © 1942 (Renewed) TWENTIETH CENTURY MUSIC CORPORATION
All Rights Controlled by MORLEY MUSIC CO.
All Rights Reserved




EPmaj7

Bb7

Fm7b5

APmaj7

|
Lo

s

F

b f

bk B2
o

EPmajo

Bb§

B*13

Fm9

APmaj9

BRI =1 i T e 1

=11s]

==

Cm7

|| =
= -1, 81,
m _
L ~
L] & ..
| =
likﬁ nﬂ.nf el
5 >
wry
e ”T 2o
]
_ _
III_ f.ll [ 1]
. = wi XX
1
1 - ‘
O = dmma %0
N  JAER ®
o |
¢ D Smm o o
_
T o @
_
T e
)
i i) ®
i _
e v o
ey E \H‘nx .......
| _ |y
_e] _k .
mL._v A |
iy~ ol
™ hid L1

EPmaj7

B7

Fm7

5o

EP6

EPG

Fm7

=

LY

0._.

G7h9

Dm7b5

.

G79

Dm7b5

EPmaj9

Ermaj7

9
—wxh
SRR
1 Tl
Wnn e]
|
|
®wen
o
_
—
~&+

—~ O

57



Bfm7

tm/

Bbm9

Cmll

==
-

414

B»7

Fm7b5

Abmaj7

Bk13

Fmb

Abmajo

EP13

[= =10

E?maj7 D7

c7

Gm7

Ebmaj7

D9

-t

c9

2
==

£}

44

DL M-

I
A\
B

EP6

Bb7

Fm?7

C7

G7

E’6

Bb13

Fm7

C7h9

Gm7

eofoo
M.aqu ©
AN ey
—
I._]l: -+
W T
L =
o x
< w.d

58



WINDOWS

By CHICK COREA

o

Moderately Fast

Bm7

. O en |ele
R g o <
g fas .._MM. [ i
il
( |
N Ul +
N == se lajs
(Y & #4-l :
A..{I AA.I
| i Lnuv. Mu
,DII_I m f...-_ 1 )
=3 ﬁlﬂ M|
RAS o« i
I ol =
xx
—~ |
.—_|I- hm # xH.r| yaro
- o
e nu‘de bt A_

ct7

Gfm7°5

=
=

=
5

-
o
|
|

Ct9

Cct13

Gfm7b5  D#749(45)

G*m9

Gim7b5

e

=

e
R

-
1y
i
| 4

G e

DY(no3rd)

Ffm7

=

4

DY(nodrd)

D13(no3rd)

Fim7

Th ol

Copyright © 1966 by MCA MUSIC PUBLISHING, A Division of UNIVERSAL STUDIOS, INC.

Copyright Renewed
International Copyright Secured All Rights Reserved

MCA Music Publishing

59



Emayj/

fd -

-

_ 7T T T i VT
[]] ‘l _ _ z_ ﬁ%
ol ol ¥
—r (. -G
-t m_
Il g di
e 28] XX _....A.un!.... i
e - "
- i L e e “_ e
m.r-. AL__ [ _
L imN l._\l “H | NS m\ﬁ .1
il 3= U] A0
A s
Lﬂﬂlr < ) .t

M=t~ * oo L
{ 10 m L.‘ ) P~P=todo

Al3

A7

21

T
10
|
|
|
|
|
A7
# g
e
r 1 J
s S L peeett
Pt g :
i3
11 1

© f F
T Qll m - o
Ny XX
L L] |
-
| ‘ e
111 L] e
—a[]] Tied

Wi

be

-
%

Ab7
|
1
Ab9

be

Ab7

_ I
e o e Nk

i
o
F#E
g be
7

f
12 =
o
— h
S
—4
é‘]\/
4
s
Kl

Cr

A7

e

xS




D¥m7

Emaj7

AT

PN

Emaj7¢11

AbT

Al3

EbT/G

Bbm7b5/AP

Btm7b5

Ctm7/B

C*m7

=
=
I
I
T

Lt
r

e
9]
Y

Gm7°5

Bbm7b5/Ak

Bm7°5

s

19

14

D7/F

Abm7/Ge

Am7

E*7

Abm/Gb

5

o911y

Ctm?7

Dm7

Emaj7

D-7

b
5

e

C7(¢11)
.

i

x| | A
S
£ o
“ olals| |os
1)
E—i
o 0 XY
A%
~
£
A A XY
= |
E Sk
E
53] .S .

D13

| i’-‘l
21 v

’
o

e~

61



A79

Music by JEROME KERN

Em7k5
Bb13
;"! (%]

Words by OTTO HARBACH

ATES
Bm7k5
Bm7°5

Dm7

Dm7
Fmaj7

Eb7H9(25)

fe

A9
Emll

YESTERDAYS

Dm/C
Fm7

Em7b5
Em7b5

Eb9

Gh13%9

Dm/C?
Gm7

I

Dm7
Dm7

[}

Ballad
AbT7ES

A

—

6

=
Dm
Amll

Copyright Renewed

Copyright @ 1933 PolyGram International Publishing, Inc.
International Copyright Secured  All Rights Reserved

—— T rTTT1 ] ErE
| REBE III._r.
~
£ = 4 weoo
| e %
| 25E - |
~ | = 1 G ]
£ |l = DA D ©
& & arm% h— ¢
| _ - -s - -
L L TR VN
| |
|
B0 MAMH —~ ¢ 5 oD
e _ 516 S naum b =2
_ _ _ = =
Lb e ol ® E |lg] E tgro e
2eBXD  obnxin REE - -
XX X __
f— [—
_ 5k s o |o
. s wsl (s
| e - NOO -G U.ﬁu
M el o R 5 ﬁﬁw.ﬁw| SLne gl -
T e 0 < PR D T
= | == S - o
B WERE 1T
.—Eir.*i OO D o .m..,m
XX Iﬂllﬂl __ |mU T o #B. 5 SeoL w
& |%
. _ S Bl <3 ¢Hegre  Feurex T 1T
J!i‘ - LS B .gley
_olln B
ul.3
ANEN [
_ T . | 2
__ | 2 = 4
c N g A g % LOCOMN- <
_ o " 53 $ ucﬂ
u“r..\l.u/ | ASES = —)
9 < =¥ m = 9. Prpe
Ll L ..qu_ o _
: H
[[]1 | o T Lm O‘i_‘| OF-LOW
_ = B _
LT wo. | 1
ol m %J-o wowoLn
i« M| 2 G_ ?u Iv NoTNxo = © 7
LoD 7] |k_ﬂ | Inhrnm. [ . = '.T. = Lpd ko
| m 3 bm
H.,.v it | 14 _ as]
B T |
h_}M\_Lm W..u 7 | i | < | |

62




	[GUITAR] Chord Melody Method by Bill Hart_Page_01
	[GUITAR] Chord Melody Method by Bill Hart_Page_02
	[GUITAR] Chord Melody Method by Bill Hart_Page_03
	[GUITAR] Chord Melody Method by Bill Hart_Page_04
	[GUITAR] Chord Melody Method by Bill Hart_Page_05
	[GUITAR] Chord Melody Method by Bill Hart_Page_06
	[GUITAR] Chord Melody Method by Bill Hart_Page_07
	[GUITAR] Chord Melody Method by Bill Hart_Page_08
	[GUITAR] Chord Melody Method by Bill Hart_Page_09
	[GUITAR] Chord Melody Method by Bill Hart_Page_10
	[GUITAR] Chord Melody Method by Bill Hart_Page_11
	[GUITAR] Chord Melody Method by Bill Hart_Page_12
	[GUITAR] Chord Melody Method by Bill Hart_Page_13
	[GUITAR] Chord Melody Method by Bill Hart_Page_14
	[GUITAR] Chord Melody Method by Bill Hart_Page_15
	[GUITAR] Chord Melody Method by Bill Hart_Page_16
	[GUITAR] Chord Melody Method by Bill Hart_Page_27
	[GUITAR] Chord Melody Method by Bill Hart_Page_28
	[GUITAR] Chord Melody Method by Bill Hart_Page_29
	[GUITAR] Chord Melody Method by Bill Hart_Page_30
	[GUITAR] Chord Melody Method by Bill Hart_Page_31
	[GUITAR] Chord Melody Method by Bill Hart_Page_32
	[GUITAR] Chord Melody Method by Bill Hart_Page_33
	[GUITAR] Chord Melody Method by Bill Hart_Page_34
	[GUITAR] Chord Melody Method by Bill Hart_Page_35
	[GUITAR] Chord Melody Method by Bill Hart_Page_36
	[GUITAR] Chord Melody Method by Bill Hart_Page_37
	[GUITAR] Chord Melody Method by Bill Hart_Page_38
	[GUITAR] Chord Melody Method by Bill Hart_Page_39
	[GUITAR] Chord Melody Method by Bill Hart_Page_40
	[GUITAR] Chord Melody Method by Bill Hart_Page_41
	[GUITAR] Chord Melody Method by Bill Hart_Page_42
	[GUITAR] Chord Melody Method by Bill Hart_Page_43
	[GUITAR] Chord Melody Method by Bill Hart_Page_44
	[GUITAR] Chord Melody Method by Bill Hart_Page_45
	[GUITAR] Chord Melody Method by Bill Hart_Page_46
	[GUITAR] Chord Melody Method by Bill Hart_Page_47
	[GUITAR] Chord Melody Method by Bill Hart_Page_48
	[GUITAR] Chord Melody Method by Bill Hart_Page_49
	[GUITAR] Chord Melody Method by Bill Hart_Page_50
	[GUITAR] Chord Melody Method by Bill Hart_Page_51
	[GUITAR] Chord Melody Method by Bill Hart_Page_52
	[GUITAR] Chord Melody Method by Bill Hart_Page_53
	[GUITAR] Chord Melody Method by Bill Hart_Page_54
	[GUITAR] Chord Melody Method by Bill Hart_Page_55
	[GUITAR] Chord Melody Method by Bill Hart_Page_56
	[GUITAR] Chord Melody Method by Bill Hart_Page_57
	[GUITAR] Chord Melody Method by Bill Hart_Page_58
	[GUITAR] Chord Melody Method by Bill Hart_Page_59
	[GUITAR] Chord Melody Method by Bill Hart_Page_60
	[GUITAR] Chord Melody Method by Bill Hart_Page_61

