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Introduction 
Hi. Thanks a lot for checking out this book. I think it will help you in your study of harmony and chord 

voicings on the guitar. With practice, this material can help you develop a more advanced harmonic vocab­
ulary for accompaniment, composing, and chord-melody playing. I' ll go into more detail about the voicings 
on the following pages, but first I would like to explain the reason I developed this system. It seems that 
whenever I see a chord manual, it's about an inch thick and filled with voicings that repeat many times 
throughout the book. Why? Because just about every chord can function as one or more other chords 
depending on which note is considered to be the root. So I decided to write a concise, easy-to-read chord 
book that clearly shows the possible uses of each voicing ... and it's only sixteen pages long. 

If you're wondering how to proceed through this book (it's short, but there's a lot to it!), first read through 
the opening pages; this material explains how I developed my chord system, how the voicings work, and 
some specific ways that you can apply them. Then, feel free to just start exploring the voicings. 

Beyond that, here are a few suggestions: 

• First, practice these voicings in the context of a tune or at least a chord progression. The ii-V-1 pro­
gression would be a good place to start. Try to find voicings where the notes move smoothly {by a 
half or whole step) to the next voicing. For example, a Dmi7 with A on top, moving to G7(alt) with the 
A~ on top, moving to a Cma7 with the G on top. Next, check out the inner voices of the chord and 
see if they are moving smoothly. There are many voicings in this book, and you'll find that some of 
them will move more smoothly than others depending on the context. 

• Another very practical use for this book is to use it while composing or working on chord melody 
arrangements. When I'm composing, I use this system to change the roots under the voicing I've 
chosen to give me even more harmonic options. 

• You should also experiment with the voicings on different string sets. I wrote some of the voicings 
using the first four strings and then again on the next four strings. 

Last, but certainly not least, add your own voicings to this book. There are endless possibilities. Start 
with a chord in the book, change a note here or there, and many interesting things can happen. 

Happy chording! 
- Scott Henderson 
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Background Theory 
First we'll need to cover some theory to clarify the concepts I used to develop this system. The voicings 

in this book combine chord tones with extended notes that embellish the basic underlying chord types-­
major, minor, dominant, minor7b5, diminished, etc. The extensions add color to the basic chord sound and 

are an important component in jazz improvisation, arranging, and composition. To illustrate the idea, let's 
start with a list of chord types, the intervals that make up the chords, and their available extended notes. 

Chord Type Chord Tones 
I 

Extensums 
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-A:- ~.;:; - 0 , .. -
tr ~ -& 

0 _.I) 

C7(alt) R 3 5 b7 ~5 b9 #9 # 11 l3 

~~ ~o lm ::e -& 
-

~ ~ .. 
0 

~ .. 
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~ ..., 
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---tlO 
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0 
-& 

Cmi(ma7) R b3 5 b,7 6 9 II 

w ,_ - le 23 - ~ 

&o -e -
-& 

I 

You can see from the table that each chord type has a number of available extensions that can be 
added to the basic chord sound. For example, the major chord type has three chord tones (root, 3rd, 5th) 
and four extensions (6, 7, 9, #11 ) for a total of seven notes that can be combined to create a "major'' chord. 

Obviously, we can't play all these notes in one voicing on the guitar; however, we can play combinations of 
the chord tones and extensions, creating many different voicings, each with its own unique sound. Most of 

the voicings in this book will contain combinations of chord tones and extensions. 
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How the Voicings Work 
Now that you are familiar with the chord types and the available extensions, we can look how my 

system works: Each chord type (listed on the top of each page) has a color. The colored numbers below 

each voicing correspond to the chord type colors. They are not fret numbers, nor do they have anything to 
do with positions on the neck. These numbers r€present the interval of the top note of the chord, from the 
root of the chord type. 

Let's look at this example: 

u 0 

-~ 
' 

• 7 
• 9 
• 13 
• 19 
• 11 

In my book, the color red represents major. The chord above can be used as a major chord since it has a 

red number. The red number 7 means that the top note of the chord is the major seventh. Let's be more specific: 
By playing this voicing at the 7th fret, making the top note a B natural, we get the following chords. 

Cma70 11): The red number 7 indicates that the top note is the 7th of a major chord. If this top note is B, 
then the root of the chord is C. You could play the root with your thumb on the eighth fret. 

Ami6/9: The blue 9 indicates that the top note is the 9th of a minor chord. If B is the 9th of the chord, the 

root is A. You could also include the root of this voicing by playing the open 5th string. 

013: The light blue 13 indicates that the top note is the 13th of a dominant seventh chord. If th is 13th is B, 
the root of the chord is D. You could play the root with your thumb on the tenth fret. 

A~ 7(alt): The orange # 9 indicates that the top note is the ~ 9 of an altered dominant chord. If this # 9 is B, the 
root of the chord is A~ . I use the first finger of my right hand to tap the A~ (fourth fret on the low E string) to 

hear the chord as an A~ ?(alt). 

F~ mi7(~ 5): The brown 11 indicates that the top note is the 11th of a minor 7(~ 5) chord. If the 11th of the chord 
is B, then the root is Fg . Again, use your right hand to tap the root. 

As you can see, there is one voicing here that can function as five different chords. By looking at the 

chord tones, extensions, and the intervals that make up the chords, we can learn more about the harmonic 
possibilities contained within a single voicing. When you apply this concept to each voicing, there are over 
500 chords in this book! (As you work through the material, you'll notice that I left out the bass notes because 

they will change with each application of the chord.) 
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The previous example demonstrated how one voicing can be used to play several different chord types. 

Now let's look at another example to see how a single voicing can be used to create variations on one par­
ticular chord type. For th is example, we'll look at a major chord. 

By utilizing different extensions on the major chord type, the following voicing enables you to play three 
different chords within the C major tonality. 

Cma ~ 
xx 

I -.-..--::::. -. 5 fr 

I I ~ 

Cma9(# 11) 

xx 
Cma7/6 
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Melodic Minor 
The main concept used in my system is based on the modes of the melodic minor scale. The scale is 

constructed by lowering the third degree of the major scale by one half step, resulting in intervals of 
1-2~ 3-4-5- 6- 7. The examples below demonstrate how the scale can be used for improvisation over 
different chord types. These scales work well because they contain the chord tones and extensions 
suggested by the underlying chord. 

6 

Cmi(ma7) - use C melodic minor 

C7(alt) - use Db melodic minor (jazz altered) 

C7(# I I ) - use G melodic minor (Lydian dominant) 

Cmi7(b5) - use Eb melodic minor (Super Locrian) 

Cma7(#5) - use A melodic minor (Lydian Augmented) 

Csus(b9) -usc Bb melodic minor (Phrygian q6) 

The same principle can also be applied to develop chord voicings from the modes of melodic minor. 

For C7alt., use a Db mi voicing: 

j_;:=bo~=· ~=::::=t::=:::=:=!iU::::::::=:~~==~~==== 
~---- &·· !211 ~ 0 

Im 

I 
C7(alt): b9 

b3 
3 

5 
#5 

6 9 
b7 #9 

Db mi~ 
xx 

The Db mi6/9 chord is derived from Db melodic minor by combining the 1~ 3- 5 scale tones 
(Db -Fb -Ab ) with the 6th and 9th (B ~ -Eb ) extensions. Notice that the Fb and Bb in the chord imply 
the 3rd and b 7th of the underlying C7 chord. The Db mi6/9 includes the b 9, #9, and #5 extensions of 
the C7 chord, creating a strong altered dominant sound. 



For C7(~ J 1), use a Gmi(ma7) voicing: 

Gmi(ma7) 

I 

C7(# 11): 5 

b3 

b7 

5 

9 

7 

#11 

Gmi(ma7) 

x x 
5 fr 

The Gmi(ma7) chord is derived from the G melodic minor scale by combining the 14 3-5-7 scale tones 
(G- Blr-0-F#). This chord combines the 5th and ~7 of the underlying C7 chord with the 9th and #11 extensions. 

For Cmi7(b 5), use an Eb mi voicing: 

~ E::i~-;;;~--= -==-=--= :...::.~~~==-~-===-~~_--==...:::--=---=--=~~-
b3 

Cmi7( b5): b3 bs 

5 

b7 

6 

The E~mi6 chord is derived from E~ melodic minor scale by combining 14 3-5 scale tones (Eb-G lr-B~) 

and adding the 6th{C). Notice that this chord forms the 1434 547 of the Cmi7b5 chord. 

For Cmaj7(#5), use an Ami(ma7) voicing: 

~ Ami~M7) ~=~:~==-~-;:~===o=======lr=== 
I b3 5 7 

C ma7(#5): 6 3 

Ami(ma7) 

x x 

The Ami(ma7) chord is derived from A melodic minor by combining the 14 3-5-7 scale tones {A-C-E-G#). 
This chord combines the root and 3rd of the underlying C7 chord with the 6th and #5 extensions. 

For Csus(b9), use a Bbmi voicing : 

Bb . 6 

~~~--.-:~9~~~~..§=b=o=:==.==:::u::::::=:;=.:==.=._=_~o~~~~~~~~~~~~~ 
l b3 

Csus(b9): b7 b9 

5 

4 

6 

5 

9 

Bbmi ~ 
xx 

T-r~~ 

~~8fr 

The B~mi6/9 chord is derived from the B~ melodic minor scale by combining the 14 3-5 scale tones 
(B~-0~-F) and adding the 6th (G) and 9th (C) extensions. This chord "spells out" an unusual Csusb9 
chord (C-Ob-F-G-B~). 

Notice that each voicing is a minor chord derived from a melodic minor scale. Keep in mind that any 
minor chord without a ~7 contains several harmonic possibilities - as in the first example where Ami6/9 was 
also 013, A~?{alt) , F #mi7(~5) , and Cma7(e11). 
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Diminished Chords ... 
Now it's time to visit diminished land. Many people find this to be a confusing place, so I' ll be as clear 

as I possibly can. The most common use of diminished chords in jazz is to play them a half step above the 

root of a dominant chord to create a Dom?(~ 9) voicing. For example, by playing a Db diminished chord over 
C7 you have a C7(~ 9) chord. 

Ob0 7 
xx 

Db 0 7 

~ ~o r b~u ZtHl 
0 () 

I 1> 3 b5 bi>7 

C7(b9): b9 3 5 1>7 

The other common application of diminished chords is to create connecting lines between diatonic 

chords as in the progression HI 1°-llmi. The symmetrical construction of diminished chords allows you to 
move them up and down in minor thirds creating different sounds while retaining the same harmonic function . 

. . . and Symmetrical Altered Dominants 
Like diminished chords, the altered dominant voicings in th is book shown with an asterisk can be moved 

up and down in minor thirds to form three other altered dominant voicings. There are two families of these 

moving diminished/altered voicings, each with its own sound. The first group has the root of the Dom 7th chord 
in the top note. If you move it in minor thirds you get the Root,# 9, b 5, and 13th extensions as the top note. 

F7(alt) root on top 
xx 

I U l fr • 
0 0 

F7(alt) #9 on top 

xx 
[ ~~~ 4fr 

F7(alt) b5 on top 

xx a. • 7fr 

g-l--+-=--1 

F7(alt) 13th on top 

xx 

The second family of symmetrical altered dominant chords has the third of the dominant 7th chord in 
the top note. By moving it in minor thirds, you' ll get the 5th, b 7, and~ 9 on top; and although you have a 
different set of intervals in each chord, all of the voicings will function as altered dominants, each with its 

own sound. 

8 

07(alt) 3rd on top 

xx 
07(alt) 5th on top 

xx 
5 fr 

D7(alt) b7 on top 

xx 
r • u 8 fr 

~l 
I 

0 

D7(alt) b9 on top 

• 



I didn't include all of these options for the symmetrical altered dominant chords within my system: the 
interval that I included is just my personal favorite of the four possibilities. Keep in mind that if a dominant 
7th chord voicing does not contain a natural 9 or a# 5, you can move it in minor thirds to create three more 

voicings which also function as altered dominant chords. 

Of course, you may want to use these voicings as actual diminished chords instead of as altered 

dominants. In that case, the interval next to the altered dominant chord simply drops by a half step. For example, 
if you see an orange 3 next to an altered dominant voicing with an asterisk, that note functions as the ~ 3 of a 
diminished chord. This voicing, for example, is a Oh altered dominant, or a D diminished chord. Notice that the 

third of the altered dominant (F on the first string) becomes the ~ 3 of the diminished chord. The diminished 
voicing utilizes the extension of the 9th (E) on the second string. Remember that the symmetrical construction 

of diminished chords allows you to move this voicing in minor thirds to form other diminished voicings. 

xx 

• •s 
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Miscellaneous Techniques 

10 

• A good way to create minor voicings is to drop the root of a major chord down a third to the relative 
minor. For example, Gma7 becomes Emi9. 

Gma7 (9) 

xx 

1~2fr 

Emi9(11) 

xx 

• You can create a suspended chord by moving the root of a minor 7th chord up a 4th. For example, 

Gmi7 (11) C7sus 

Gmi becomes a C suspended chord. 

G7sus t 
xx 

~t 
• Suspended chords with an asterisk indicate that the chord contains a major third as well as the 4th. 

This chord is theoretically incorrect but a great chord for composing. 

+ 
l 

• The next two chords are very useful. They are simple shapes that move easily for comping over one 
chord or for composing your own music. I like to write with simple voicings like these because there 
are so many possibilities for bass notes. 

• There are two chords I didn't include in the book because they aren't as common: 

Mi7{# 5): The best way to find a mi?# 5 voicing is to play a suspended chord up a minor third. 
For Ami?(# 5) play Csus (C-F-G). 

Sus(~ 9): The best way to find a sus(~ 9) voicing is to play a minor 6/9 chord down a whole step. 
For Csus(~ 9), play B~ mi6/9 (B~ -D~ - F-G- C). See the example on page 7. 



The Chords 

MA mi SUS Dom7 MA7(# 5) Dom7(alt) dim mi7(~ 5) mi(ma7) 

1 I I . , , 
' II 

• 3 
• 5 
• 9t 

01 ' .. 

• 

7 
9 

• 6 

0 

" 

• 3 9 
• 4 
• 1 s 
•ts 

•• , , 

• 3 7 

• 5 
9 

II 

0 

' 

' 

• #S 
--

• ~ 7 

,, 
, , 

•• 

• 
.-3 
• 5- --

• 9t 

II 1 I 

0 I ,, 

• ~ 11 - -

• 6 
• 3-t--

0 II 

0 II 

ms s 679 
.--T~ 3 4 5 ~ 7 
• 1 2 4 s 
.-1s~ 919 

., 
•• 

,, 
II 

• 3 6 • 1 

• 9t • 5 
• i 9 

- -

• & 3 

t =·suspended" chord with a major 3rd added. 

•• 
•• 

II 

' 

..- 5 9 
• ~-7--

• 4 

•• 

' 
, , 

I 

• F 11 
• 9 . 6--

' 

II 

• 6 9 
• 4 
• 1 St 
• ~9 

., 

•• 
, , 

II 

• 3 6 

• • 9t 
115 
• ~9 

•• 

• TI--

= Can be moved in minor thirds to create other altered dominanl voicings. 
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" 
II 

•• 

• 5 9 

.--r7 

. , 

• 4---

, , 
I I 

I 

•• 
., 0 

II 

• 9 
• 4 

, , 
, , 

• • 

• 1 s 
• ~ 3 
11"1 7 

• 3 

• • 

m7 
• 9 
• 6 

II II 

0 

1• II 

• II 

• 1 5 6 9 
• d3 4 ~7 

1 4 ~ 7 
.-......,..G-s~~ g 

II ., 

9 
4 

..-Tt 
• 19 

'' 

ml9 
.- 4 

• 1 
• ~ 5 

0 

• 

•• 

, , 

II 

--
-
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MA mi SUS Dom7 MA7(# 5) Dom7(alt) dim mi7(~ 5) mi(ma7) 

4. 

4. 
II 

0 

• 9 
.---s 
1119 
• dim- -

•• 
ii 

• ~ 7 

• 1 

• 3 

• ' s 
• b3 

It 

• 9 
• 3 
• 15 
• t 7 

4. II 

0 0 

4. 

• 5- --

• 0 

II 

ii 

4. 

• 9 

• 3 

.---rs 
• ~7 

• 5 

11 u 

4t 

4. 

• 1 

• s 
llT9* 
• dim 

- -

• ~3 

•• 

't 

•• 
' 
--~ 7 --

• 1 
• 3 

• t s 
• b3 

It 

•• 

• 9 
• 3 
.. 5 
• b7 
ms 

•• 
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.-.s 
• t 7 
.--s 

I I 

•• 

II 0 

•• 

It 

4. 

• 1 

• s 
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• ~3 

0 

• ~ 7 
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• 9 
• 3 
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• ~7 
• 5 

I 

u 

• # 11 

• F5 • 1 • 9 • 7 

II 

4. 
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II 
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•• 
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•• 

' II 
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t 

u 

• b 3 
• b 7 
m3* 
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• bs 
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• 9 • 3 
• IS 
• t 7 
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•• 
•• 

II 

ii 
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• 3 
• IS 
• b7 
• s 

11 

4. 

• # 11 
s 5 

• 1 

• 9 
.-7 

0 

' 

0 

• 
' u 

• b7 

• 1 

.- 3 
• t s 
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0 

u 

t 

t 

• 9 • 3 
• IS 
• ~7 
• s 

11 4 • 

•• 
It 

4t 

.-g-­
• 3 

• rs­
. , 7 
• s---

0 

0 4t 

4 • 

• # 11 
• F5 
.- 1 

9 • 7 
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MA mi SUS Dom7 MA7(# 5) Dom7(alt) dim mi7(~ 5) mi(ma7) 
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• '. I 

1ml 11 • 111 
--- • • 13 • 13 13 

• ~ 5 • ;5 • 7 .- 7 • 7 

• 1 
-- 1 

.. 9 • 19 • 19 
9 • 9 ~ • 4 4 

• 7 • 7 • 9 --9 • 9 

4• 0 <I 4• u u 4. 4• 0 

11 II 

4. . 4. 4. 
0 0 0 

• • <I 

• 13 • 13 • 1 ms • 5 • 7 ml • 9 .-6-- • 6 
• J9 • 19 -~ 5* .-n· - ~ 9* • 4 • 4 mdiffi •dim • dim 
• 9 • 9 ~ 3 • ~ 3 

• 1 • 1 

4 0 0 0 0 

0 

4. 0 

0 4. II u • 
• II 0 • 

4. 0 0 

• b7 • ~7 • # 11 • I 11 • # 11 

• 1 • 1 ~ 5 --45 • ~5 
• 3* • 3* • .-1• 

-- • 1* 1* 
.-dim •dim •dim .-dim •dim 
• ~ 5 • ~ 5 • 9 • 9 • 9 
• ~3 • b3 • 7 • 7 • 7 

• 0 'I 4. 'I 

0 

• 0 4 0 11 4. I 

0 u 

• 1 • 1 • 0 

0 

.--r11 • 13 • 13 .- 13 • 13 
• ~5 • 7 • 7 7 • 7 
• 1· • #9* --·9· --·9· .-r9• 
•dim •dim ..-dim •dim 

--
.-dim 

• -4 
-- • • • 4 9 4 4 • 7 • 9 • 9 • 9 • 9 

14 



MA mi SUS Dom7 MA7(# 5) Dom7(alt) dim mi7(~ 5) mi(ma7) 
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MA mi SUS Dom7 MA7(# 5) Dom7(alt) dim mi7(~ 5) mi(ma7) 
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