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About the author

Alan de Mause lives in Mew York City, where he teaches at Columbia University Teach-

er's College and in his own studio. He is a free lance guitarist active in many projects.
and also does volce over narration work.

When not writing, teaching, or playing muslc, Alan is involved with the Hunger Pro-
ject, World Runners, and the Mew York Road Runners Club.

This is the third in a serles of books by Alan for Mel Bay Publications Inc.

“Your relationship with your guitar Is the same as it is with the rest of your

life. Every time you pick up your instrument you meet yourself, and every
time you play a note the rest of your life comes with it.”

—Alan de Mause



Introduction

Licks can launch a lifetime
“Listen to that lick! How is It done? Can | learn to do 162"

Musicians playing the right licks at the right moments In our lives have probably been the catalyst for
maore musical careers than any other precipitating event.

All jazz artists in their formative stages study musical models. These models are the licks, phrases.
sections, choruses, and the total recorded output of their favorite players. When learning. not only is
it alright to copy other players. It Is Impossible to begin In any other way. To eventually create vour
own jazz licks you first need to hear, play through. and imitate a lot of existing jazz.

Licks in context of phrases

For our purposes a lick will be considered a short melodic fragment. Most often it is only @ measure or
two in length, with even the longer ones being bullt up of two or more shorter fragments.

Phrases are the next larger unit, made up of licks. Standard song form is made up of a series of four
measure phrases. The harmonic structure of these phrases is used to improvise upon.

Since these four measure phrases are so important, it is better to study a shorter lick in the context of
a longer four measure phrase than by itself. Licks always end up in phrases anyway. Also, il Is nearly
impossible to create a phrase by butting and gluing together several short licks. Think of it this way:
in learning to speak a foreign language, it is easier Lo hear how individual words are used in the con-
text of phrases and sentences than it Is to learn only individual words and string them together in
hopes of forming a sentence. Each lick in this book, then, will actually be a four measure phrase, usu-
ally comprised of shorter licks. Sometimes these phrases, or longer licks, will be followed by addi-
tional four measure units built on the continuing chord progression of the standard tune from which
the first has been taken.

And further. . .

| also stress studying licks set in longer phrases for another reason. This is to help the player in see-
ing, hearing, and playing jazz lines woven through chord progressions, The beginning jazz guitarist.
often having a background in biues or rock can usually handle pentatonic blues scales In simple har-
monic situations by “playing in a key,” but has a hard time playing through a more complex. quickly
changing set of chords, The problem with "playing in a key” without giving respect to the pattern of
resolutions is that the discrete harmonic distinction between chords gets fuzzed over.

So, if an improvised chorus is a stage, the four measure unit is an ideal place to start getting your act
together. It's my intention that working with these licks will help you distinguish the differences
between chords. anticipate the sound of one chord following another. and eventually play a line of
your own through a series of chord progressions. By studying these examples you will see how a line
can delineate or spell out the harmonic underpinnings even without accompaniment.

When you are really into it—

When you find licks that become your favorites, they become part of your language. It's hard not to
use them. And, let's face it at moments of Indecislon, they are the musical lifesavers which give a
sense of security.

Since you will know them so well, you will be able to use them as beginning statements to be devel-
oped, You can avold using them like a boring comic with a memorized list of one liners by listening to
that little volce inside you that says, “If | play this lick one more time. I'll—". Let your licks help vour
creativity rather than hinder it. Invention is still the name of the game.
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The Lick Layout

Accompanying each lick is this information:
a Roman numerals indicating harmonic analysis (see below).
b Informal analysis of lick illustrating a particular aspect (se¢ below).

¢ Indication of suggested tempo.

d Name of standard tune whose chord changes have supplied the harmony for the lick. Licks are
based on the first four measures of the tune, unless indicated otherwise, as in the musical example

bz lOw.

¢ Standard chord symbaols.

[ Position in which lick is played and/or full barres, indicated, e.g.. IV, and BIV, Fartial barres are indi-
cated by the number of strings to be barred from a possible six, plus the position at which they
occur, i.e.. 4/6lI1l.

g Fingering. The symbols "+ " and " -" indicate a temporary finger shift out of position. A shift to a
higher fret is noted with " + " and a shift to a lower position with “-".
h Tablature,
29. @) v v / idom Vidom / lidomV [ I Saint Thomas
(5) sequential, scalar, med/fast (5 (@) measures 9-12
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al This Is the harmonized scale in C, extended to the seventh degree
1 ] i1 v v Vi Vil I
cM7 Dm7 Em7 FM7 G7 Am7 B CM7

Roman numerals above the licks indicate the basic function of the chords (symbols written
directly above each measure in lick) as they relate to the key of the lick. Extended and altered
chords are not noted in the Roman numerals just the basic chord.

Chromatic chords not within the key of the lick are named according to their spelling in rela-
tion to their lower or upper neighbors. In the lick above, the E°7 chord. analyzed as #IV°, is
named in relation to the position of the preceding E°M7, which s the IV chord in the key of the
lick, B”.



b

)

If you need background information on the building of harmonized scales and the usefulness of
the Roman numeral system of analysis, see the books listed in the background information section
on page six.

Lick descriptions

The licks in this book can be analyzed in a number of ways. For each lick | have chosen one or two
non-technical, general descriptions, explained below.

scalar: The lick goes up and down hill in a scale-like manner using smaller half step, whole step,
and step and a hall intervals.

arpeggiated: The lick consists primarily of chord tones, separately articulated.

suslained arpegglation: The lick consists primarily of chord tones played with the left hand fingers
kept In place in the shape of a chord.

sequential: The four measure phrase consists of several shorter licks, similar in shape. intervallic
distance. and rhythm.

larger intervals: The distance between many of the notes in this lick is that of a fourth or more.

internal line: The lick follows pivotal notes of an ascending or descending line found within and
suggested by the chord progression.

music in two parts: The lick is sell-accompanled by a note or notes below the primary line.

Tempo is indicated by a general description in English. These descriptions along with the tradl-
tional Itallan counterparts and metronome markings are indicated below.

Very slow (Large and Larghetio) m.m. =40=-63

Slow (Adagio) 66-72

Slow /medium (Andante) 76-104

Medium (Moderato) 108-116

Med/fast (Allegro) 120-162

Fast (Presto) 168=-192

Very fast (Prestissimo) 200 and above

Getting more mileage from licks
These are suggestions on how to expand on any particular lick in this book.

a Play the lick using the one fingering illustrated in several keys in different areas of the flinger-
board.

b Play the lick in one key using a varlety of fingerings in different areas of the fingerboard.

¢ Play the lick in the several keys available in a single position, along with the different lingerings
appropriate to the scales of those keys.

d Play the lick in even or straight time feel. and in swing feel.
e Play the lick in tempi other than the one indicated.

f Hall time and double time the lick. Be aware of what this does to the frequency of chord
changes.

g It the lick is in 3/4 lime, play it 4/4. and vice versa. Add or remove notes as you see fit.

h Displace the rhythmics of the lick, using the basic intervals as they are.



i Alter crucial notes to turn major sounds into minor, minor into dominant, etc.
j FPlay the lick backward, upside down. upside down and backward.

k If you are a fingerstyle solo guitarist. accompany the lick with bass notes, chords or any other
device you like. In many cases you will need to move the line up an octave, or change keys. Re-
finger as necessary.

I In general, allow your imagination to roam freely. 5it down formally with pencil and paper, or
jam on a lick. or free associate. or do whatever works best for you.

Why these licks?

One of my goals in writing these 101 licks has been varlefy. I've used a diversity of chord progre
sions. for instance, without overemphasizing the ublquitous 1I-v-1 cadence. Even so. there is much ¢
that sequence internally within the ones | have chosen.

In case you would like to read through sections of this book as daily exerclses, I've made a point
mixing keys and tempi.

Another goal has been accessibility, so I've kept most of these examples within the first seven pos
tlons of the guitar, kept the fingering position-oriented. the tempi reasonable, the music tablatur
accompanied, the food and drink affordable.

There are some licks which must be played finger style, identifled as such, for the growing ranks
jazz finger style players. However. don't let that stop you flat pick players from adapting them to yol

style.

Background information on licks

If you would like to expand your knowledge of the underpinnings of licks harmony , scales, mode
arpeggios, etc. , here are some excellent books:

Theory
Theory and Harmony for Everyone, by L. Dean Bye

Reading

Gultar Positions Studies, by Roger Flliberto
Developing Melodic Sight Reading Technique. by Tom Bruner

Technigque

Building Right Hand Technique, by Bill Bay
The Deluxe Guitar Scale Book. by Mel Bay
Deluxe Gultar Arpeggio Studies, by Al Hendrickson and Art Onzeck

Chords

Rhythm Chord System, by Mel Bay

Jazz Guitar Vol. II. by Ronny Lee

Deluxe Guitar Chord Progressions, by Johnny Rector
Quitar Fingerboard Harmony, by Edward McCGuire



Improvisation

How to Flay Jazz Guitar, by Alan de Mause (Acorn Music Press)
Gultar Power, by Alan de Mause (Amsco Music Fublishing Company)
Gultar Improvising, Vols. | and 11, by Vincent Bredice

Jazz Quitar Scales, by Vincent Bredice

Jazz Quitar Lines, by Vincent Bredice

Fingerstyle Jazz Guitar

The Art of Solo Jazz Guitar, by Alan de Mause
Jazz Guitar Etudes, by Alan de Mause
Harmaonic Mechanisms, Vols. L. 1. and 11l by George Van Eps

Also very valuable

The Complete Johnny Smith Approach to Quitar, by Johnny Smith
Mel Bay's Jam Book/Tape Series

All of the above books are published by Mel Bay Fublications, unless otherwise noted.
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I Major Seventh Sounds

L Frogapig a5 Can be used with. . .
' scalar, arpeggiated, med / fast I'll Remember April
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Can he used with. . .

4. I5VIM / 1°VIIM / TVITTV / Il Vidom Spring Can Really Hang
sequential, arpeggiated, slow You Up the Most
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I Dominant Seventh Sounds

Can be used with, . .
I "l B e 00 et Sweet Georgia Browr
Scalar, fast measures 17-2C

P
Vil /
=‘-_ . | k. L | P -
EZE._PF'H e Pyl o =
[ . = i ..I..
2142 ) 3 1-1 #1324 31 4| 3 >4 [ 3 4 1
7 . —
. - e
. s e
Can be used with. . .
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arpeggiated and scalar, fast measures 5-8
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Can be used with. .
7. Idom / Vidom / lldom /[ V Blues
scalar, arpeggiated, med / fast measures 7-10
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8. Mldom Vidom / lldom V / Idom IVdom / Vidom Nice Work

sequential. medium If You Can Get It
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III Minor Seventh Sounds

Can be wsed with. . .

9. 1/°/./ /.7 /. / temporary key: G minor I'll Rem r 2
arpeqgiated, larger intervals, med/ fast ember April

measures 8-12
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Can be used with., . .

10. 1/ V / I/ Idom G minor Blues
scalar, med/fast
EmT oy GmT &7 ; "
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11. IV/IVV /I :
scalar, arpeggiated, med/ fast G minor Blues, cont.

bt o2z L

2314 4143 |1 4852 -2 1 3 4213 44|13 15421

13 e T o : b~ -
g 55-3_"’ "E—_—’—EJ——L??.-: "!'ij_i‘iﬂ‘h e

12. "Vidom /V / 1!/,
music in two parts, scalar. med/ fast

EeT DT

G minor Blues, cont.
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IV Diminished Seventh Sounds

15 vire /) 0/ key: D minor Can be used U-‘m'l- .
scalar, larger intervals, med / fast Exercise
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Can be used with. . .

16. 19 / 1¥P / 1l Vdom / IV I Got Rhythm (orig: B°)
arpeggiated, scalar. fast alternate chord changes
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V Augmented Sounds

Can be used with. . .

i SRl T T i FRT .
scalar, arpeggiated, med/fast Exercise
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18. 1/ 1845 1 /. .
scalar, sequential, fast Take the A Train
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19. I/ Illidom#5 / IV / Vidom
music in two parts, sequential, med/fast

20. 15 /IM6 I%5 / IVI/ VI
music in hwo parts, sequential, very slow

SR e O 4 Om ggnﬂ D61 Cm7

Can be used with. . .

EBMT D#s /M1 e
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e .

Some Day My Prince
Will Come

e N ale hes e Mo

]ﬂ.
L]
Lupa

@) ' -
2 %1% 4 131 331 3 (414 2543 14 1332300 314 212-34-141

Can be used with. . .

It Never Entered My Mind
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Four measures worth of music and beyond

The best solos sound both spontaneous and etemnal. as though they had sprung out iof
Zeus's forehead In one seamless complete creation. When | try to teach a lick for study
from one of these solos, | think “I'll just remove the best part right here. . . "and find it
loses its luster and doesn't make as much sense out of the larger context.

The players of these solos learned the way you and | did and now they have reached a
point where they can hold in their mind's ear larger and larger units—even the whole
salo. By “hold” | don't mean pre-planning in detail every note along the way. | mean
hold” the same way you do when you drive a 20 mile trip to work. You don’t know
exactly what you will be doing ten miles into the Lrip but you have no concern aboul it
and have full confidence that you will arrive with It having turned out the way you
thought it would. It may not seem very magical to you but it would to a non-driver who
has never gone that roule.

With practice you can “drive” through an improvised solo the way you would a car Lrip.
You probably can hold a number of components in your mind already. such as Lhe har-
mony, scales, arpeggios, physical basics of the fretboard and the teel of the length of a
measure or two of improvised music. You already use this knowledge in your craft auto-
matically and without struggling with it. Being able to do this allows you to spend your
time working on holding in your mind the components of four measure~ worth of
improvisation and aim for larger units. When you have mastered larger sections, the
four measures will then flash by, cause little worry and be created easily as one measure
Is now.
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27. I/ P ATV
sequential, fast

Can be used with. . .

The Song Is You
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" _scalar, fast The Song Is You, cont.
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29. IV #IV° / Idom Vidom / lidomV / I Saint Thomas
sequential, scalar, med/fast measures 9-12
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Can be wused with. . .

30. H/vV/IVi/ v S'Wonderful
scalar, fast measures 5-8
Fm Bo7 EPMT  Com7 Fm]  Be7
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Can be used with. . .

3I. I/ivdom /1I/ 17
arpeqgiated, larger intervals. med/ fast L&dy Be Good
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Can be used with. . .

32. 1/V/1/V A Day in the Life of a Fool

scalar, med / fast
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Can be used with. .

35. I/ I #idom / 111 / Il #*[Im Body and Soul
arpeggiated, slow measures 9-12
Evm? D71 DMT  Ebw] Ful BT
i -
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34. I / VIl llidom / VIV / | #llm #Vd Can be used with. . .
i om m om
arpeggiated, scalar, slow Body and Soul, cont.
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Can be used with. . .

35. i/ I IVm *Vildom / Il Vidom IV / [

scalar, arpeggiated, slow ﬂﬂdy and Soul, cont.
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- Can be used with. . .
36. 11** [ Im7 / Im6 My Funny Valentine

internal line, medium : ;
(ong: C minor)

Am AT AwT F%:vf@

Can be used with. ..

a7. I/ Iiidom [/ IV =IV° / I ldom i
scalar, sequential, med /fast You're a Sweetheart
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Can be used with. ..

38. 1/ 5l Vidom / II / Vdom Four
scalar, arpeggiated, fast measures 13-16
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: Can be used with. . .
39. H/vir/r I've Got You Under My Skin

internal line, sequential

Pt B1%s EbM? Ev°7
== S=====c====s = f_% _T QE
3 43 %4, 2 2L zm2z24 | 2/ 3134 -1 3 &)

’ e —
Ea_ana—r‘:r’—‘r_,;_,:ri_ ¥ e = A S, s -
& - i —r —=

20. VIJH/ VI Can be used with. . .
" music in two parts, sequential, medium Fly Me to the Moon

I’fm'l' &7 (I%MT

AW.T
l é I E_—‘.Il = _,t:fy o] [T ;} ~~
_'ﬁ =2 i ﬁ?-a '

3-1 Ph-24d L1 -Ao-thau ] B-srds-dz 4 lzm3o-
- B L W S S — e T
E;'FT T 54 ﬂ:rﬁ_?ji ‘i‘.!jI_ 3_M
41. VI/ 1T/ V/1/ temporary key: A minor
music in two parts, sequential, medium Fly Me to the Moon, cont.
EMT Be7 E7 ﬂm&:
L "o i
4 I e TR
S a1 4318 32410241 ’Ei-nfu:.‘!ld a::Lr:I 3

53 . M Y = : .
e e E— e I =
éz': e ST A

= [ ———— :
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Can be used with. .

42. 1/°/. 1 Vildom /"/. : .
scalar, fast Whispering
b M7 D7
s iv

v
TL

| 412444 3144 | 342 3413 432 |4 3143 (41 2

g _.!'- 8 "—a_ - - - rﬁj_ﬂrﬁ_ . ? P
i = ; > = — —_1 — St
| = | E— —]
45, [/ /. 7 HIm / *Vido Can be used wilh. . .
2 ol i m > m
scalar, fast Out of Nowhere
GMT BT b7

I [ i

3 41 2314 3144 1 314 214213 13 1+L 43 4 |

- = g5 | . — 1
E'I e e e e e e e T o M— ;:

- —

44, 1/°/, / W® / Vidom Out of Nowhere, cont.
scalar. fast
GM1 Al y
N —F : e Ty e
E%ngy . ﬁr@ﬁ:&@i, £=
4 4 1342 3442 (41 5 Lai-=1+1 ) +14 4321 3
. — — ol = e ] - O T
‘E:J_ﬁ_—_i; — Tt
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45, Id / Ivd / Id 7/ Can be used with. . .
. Idom om om / /. ! .
sequential, slow/medium Blues in C Major

TS nl

: i G 7 7 | 28

Can be used with. . .

46. V- and II-V in quickly shifting keys Giant Steps
sequential, scalar, fast

I‘IBHT“I D7 GM1 BT EBMT flw.':’ A D
bt Dot pet i {0 e
b — — .

144 21 231 3221 431 431 1432 =21 442 3144
I TIH et _Fll_.g_hu ?154’::_,.1_5_i
47. abo :
ggguengst, scalar, fast Giant Steps, cont.

GM1 BmT EPMT P7 BMI Eml BT

L] i
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Can be used with. . .
48. MiVidem /0V /MlVidom ;/ TV

music in two parts, med/ fast (fingerstyle) I Got Rhythm
(orig: Bb)
Ewmll A7 Dmll & Ewl AT DT &7
5 Vil h 5V ill! 4v
EF} i b J - ihdf# = J "J’ - ;
%*_—‘—@l 4_% _ E—— p _____EJL:.
4 ‘123 2 é:‘rdi gidiidlr?zdigl

| I

. 27 -5 : LEI . 85
E : =3 3 g t i . — g_ﬁ i:j_ ~

49. IIldom / IV *Vildom / lll Vidom / Il V

-1

music in two parts, med / fast (fingerstyle) I Got Rhythm, cont.
C C7 F m-? Enﬂ A7  Dm71 GTH
2v Vi
: 4,
s ™
+ 7
; 314 2 432
i ¥
o e eaci—
v - g, — . 1.
Can be used with. . .
50. IV / #Iv° [ 1 / Idom Stormy Weather
scalar measures 17-20
At g7
i
e
41514

==
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Can be ool
51. #IV® / Vildom / IlI* / Vidom an be used with

scalar, very fast Wouldn't You?
G&7 & Féq Bh1#o
¥ 1% il
) (== "
41 24 | 4 3 2 4 2 4 1-1+43 r21 44 214

é::r_s Egi.s::‘f ——"-’—* [_ e e s o E'B. - o | E_

—_—

52, I/ ¥V /15t

sequential, slow /medium Wouldn't You? cont.
EML Abts DbMT
e — T

o
I - = S|
‘_.ﬁg"—.#':‘.__ﬁ_._ - I . ;
4% 32 4 %2 DrASL Iz s R4 1421 44

- e ———— T R e : : ==
g — c s tgzap 20 o _

Can be used with. . .
S53. I/"Widom / T/ V .
sequential, slow/medium Everything I Have Is Yours

E_.IMT Ab'f ?Hﬂ

i

41 313 1 1 2 131 414 Z1 42 131 3144 2-14d  -414 243 |

CRIr, b py—— e T e —, o —_— —

- Rl = T
A EEd _a e T w5, aan gy

e
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54. I° / V / VI/ llidom
arpeggiated, scalar, med/fast

Can be used with. . .

That Old Feeling
measures 7-10

FoT B1 @) CmT G3
I
v b
£ g 1 -4 : - H_Ibl__‘l' — i .
i 4 4 4 i3 i“ ifﬁ
d'-f-l":z,;i -1 4254 £ 1. 351 41 3;._3_'}’,-
é - — x5 :53—'5:;_— =
55. 1VI / Vil llidom / VI lidom / Vm Id Can be used with. . .
' om om m Idom =
music in two parts, sequential, med/ fast Cﬂﬂﬁr mation
FM7 Dl Ef‘f AT DwT GT Ll FS
L ¥ W
5 o B 1 =y O
g:L FTLH*—&':H . e o — {_F' P4 ==
Sis
J:r.t,-:s f £ r3-l 4 % 224 2 B 3*334,3_,

: _m_-; - 19 & . .J.'-"&—'?
. Iz o B

56. IVdom / llim Vidom / 1V / |
music in two parts, arpeggiated, med/ fast

D1 c7

Am’
il

Confirmation, cont.

FM7




Can be used with. . .

57. I/ Hiidom / VI / lid : .
Hqum;;'ﬁ SSine: ot Suddenly It's Spring
E'nﬂ Dy G T e ) oy
A . | il
JIIEE == ——srioemecosseCoioC
_— 51_ |r..r —y ﬁﬁ_ —#ﬁ_—
i 4 4 3 3 =43} 41 34 4 )+13 4 s
a‘: 2 u_é‘_—j—T—g—-r—"_ 5;5214_:4&’_1 _?LTE_—_
iy g,;e‘;;iﬁeﬁifaﬁ?fm Suddenly It's Spring. cont.
Cwl F1 BbAT ™M &
v 2 L~ gy
F ettt T ey LHEH—.:'
—" e —

-2 14 3 2244 1 24L 3 431 (1434 L1541 Z 4+4 1L 3

E—‘ET ﬁ"_’ﬁ_'_‘j#q i BT D?_T_E_ ]

59. I¥dom / IV /HIVI/ IV Can be used with. . .
L] ﬂm z
sequential, scalar, slow/medium Girl Talk

E:m B7 G"fﬂfﬁ'ﬂ C‘?{_’Eh.j AwT I’";'kﬂ ] {' Am] 9”1){:7

L) 43 31 3 4324 314 2132 (43| -1 3 24 14 1113 1455344

P
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Can be used with. . .

60. H/v/:.1/'/ [/ key: C minor Blue Bossa
arpeggiated, scalar, med /fast measures 5-8
G?ﬁ;

343; 142 3 1 422 144 4141 3 4321 33214 | 3

e -] | .
k 5'34%5— — ey —g 4% 5— |
5 BB

P e o I T Se— i S e

Can be used with, . .

61. VI / lidom / Il / V / temporary key: C I Got Rhythm
scalar, fast measures 17-24
A Dwil GT
I g
F ——— 1 — —
e RN T
4d 141 4 [ =1#l I 3422 4 13 2414 34 234 214 ¢ d21

62. Vi/lldom /ll/V

larger intervals, scalar. fast I'Got Rhythm, cont.
[ i u 0

i | _\7. —"_1'_* - -} i .'—J:Jg T —

- { JAJHJL_Q—J—J—L—_F :__:_____‘I.—"—]'_d i® - —‘
1231 1133 3 241 1 34 l-I+431151'I2f43?j
- T 5 .E!_ _W?_uiii 4 3 — I

gl e e e o a— 5_73:_1__3—[ s 2 —{
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Can be used with. . .

63. I/ Im/Vm / Vidom
sustained arpeggiation, med/ fast (fingerstyle) The Man I Love
EPMT Ebim] Bbw7 C1
i 1] gm i
. — F"P'—h | ! '; 1 J I 'r.‘! iﬁ .|'_ : Eref_
Lir nptis
sustain P 3 1 4L 4312 3 14 321) 213 4321 33202
e 2 4° 4'5'_';_33—3—53-;“- e i =
) = : P = _..4_': 3 o —.. 3
64. IVme / V/1IV/ IV
sustained arpeggiation, med/fast The Man I love, cont.
(D EM2 Amr  Gwm Be7

40 Buil Bl
1 " # h 'l 3

= a J; . - ."F"{- r"f'
L = . .- :
? g’ — a .

4114 2134 1 113

(- |

25140424

3 &1 i 1)

Can be used with, . .
65. "lidom / I / °lldom / I / key: D minor . in Tunisia
arpeggiated, scalar. med/fast A Night in

£e7 Dw 97
v

st

= *ﬁq—:q |ﬁ +'

| Z2-1 44222 3 11 04334 41 24 2142 13 343
— N T O T —— Dot
D Brr— e —LSBG :'-r_II — 1




Can be used with. . .

66. VI /bve IVe / VIZllidom / Il V The Man I Love
music in two parts. internal line measures 21-24
o Cw] Ad7  A¥ Cl Gk Fwml  BET
1 Bu-1 |
s~ ,\ 9 i A
}ggﬁf—- M e
. #3 h F HF T: .,_,F“‘ ¥
-.5123_44 312!1 43 | 24 T 403 o) 321300
= 5 I T . . —
g }____., 4—55” sq . — [ = 3‘,,5#'
iz ¥ 5 | -] - i

Can be used with. . .
67. Ildom/'/. / IVm / /. What Is This Thing Called Love?

arpeggiated, scalar. fast

ET (b%) fmT
= AN T~ T L T A AP P~ T
J%J_.Ul@&—‘.t‘tg_'__i_"
4L 11 4 4 41 4 3211 4212 184 LI 4L 4 [+
F. » 155'-3 LE;_AZ?E:ET&"E_E' 2o 3_!__‘““:

68. N/ Vi.1/°/.
scalar, fast

D] CM1
v

— .
4 91 214 4 2 4 1+3 | 4 32 24 1 31 #¥2 4 = |
?. — e T ——— r—
5 &5 - ] 15 L [ =
) 8 ..-I'ern-__lr 'LT‘EE T —— 1 _} ——
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69. I/ Midom /T’ V Can be used with. . .

music in two parts, scalar, med / fast A Foggy Day
FM‘J’ GwT C1

M= Pr gl ""J’”ﬂ srsie | T
ﬁL’_g—a J 'l—J ———-L ‘.
=n - Cr——— =

31401 2 44 -%er 3-3,;3-; 24235 444
¥ Sd 5 . _ - 3 :
% P r e et Lgst Pt Py
e — e — _ |

{_: I LiseEr 1
70. I°VIl / Vidom / I / V an e wsed with. . .

sequential, med / fast Just You, Just Me
Emr D1 (7 " Tt B7  (#9)

e N

— g1 j_t%?” 7

Z 3 4 2 3 - a 41 +4 (| 3:41:15?—

- . e — S . e T
e

e — E _'L'—j—: =.. |

71. lidom / IV / V /]I

EbM7T =24 AbM7T

(ZERe =m0 2 Bt .t%ﬂ%,&ilr_{%:br

4 1 3| L-3+4 34 |8 1434 3L2)1LL| 4 3435+3+3
==y 4 EJ_JJ 43.._' S )
&.5”31-_ ﬂl "4 5 w18 |
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Can be used with, . .

72. I/ IV / V/IKey: F minor .
sequential, slow/medium Django
Fim BymT Cq il
Sh ~
L Do
VI | ]
3114 3 41 4 - S N oivr 4 2i-1
= 43 5 —— -
g 5 — 5 e —axa TR o D —
g - — S S— =)
Can be wused with. . .
75. Il llidom / VI *Viidom / I *llidom / I *lidom But Beautiful
arpeggiated, slow measures 27-30

A A7
Ao
7

ﬁm’ B7  Ew £e GM1 BT

3

2 242 (411 4 421 2144233213 143 443 M4 4113 231 244-1+4 2

E 474 S s | ETT B b3 ¥ - L — !.5 7- N
“15 4 o | 5_5_17_55_?_" 7 “15 _&‘1_ B |
— -— S— _u_]

Can be used with. . .

74. L/VI/I/IV .
sequential, med/fast The Way You Look Tonight
EVMT Cm1  (0)  FwT B (bs)
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Can be used with. . .

75. IV/IVm / 1/ lldom
music in two parts, sequential Moonglow

Ce Cmb i;:'! A7

Fonidd ) *"“_h_g% ) &

oLy 4D ?".2}4 I 3 [+24 3 | 4 2154 | 3

VII Introductions

Introductions to tunes can be as long as eighl measures (or more) or as short as a par-
tial measure, so | have varled the length of the examples here. They can be stretched or
compressed to fit your needs, Just as any of the previcus licks can.

since Introductions played by a guitarist in a band are most often expected to be fuller,
even unaccompanied, these are denser than single line solo licks.

The harmonles of these introductions are not as standard as the previous licks. and are
nol meant to match any particular tune. If you like, you can derlve a chord function
analysls from the standard chord symbols above the music.

Since string players favor sharp keys and wind players favor flat keys, I've included
introductions and endings in all major keys. Minor keys occur much less frequently in
jazz. and are represented by one example. However, | encourage you to extrapolale more
from the major key examples.
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79. medium (fingerstyle)

Bmll E9 Am9 Bwill FHe

__3 ' | Hu : . 3
‘Lﬁéﬂ_lé—iﬁe— | w‘j 1B e AP, 2

Qe © @ ©
4 (L T T —_—

_EI 2.8 : i . - L v q _
¥ q - = - =y — ]

iz

. i

80. slow, rubato (fingerstyle)

EMS . BAS € AMT B
—j T IJ=.. BVl e S - R
@J;l! *L;._ﬁ- 'rﬁd#i:- ' mit 4w 40 34 "o _
' —' == e ' !-_;.EE
14 F
g'ﬁ_g 1P - . ': - z %E_
81. very fast
fmg Al gc&mu F¥ 300 gmg D2 ?‘ml[ CH9
T
T =
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82. med/fast (fingerstyle)
GM) A9 DM Db Gb  GMT AT DhI
4[?;

2

—é ?i z! zﬂ'. _il_q 3 F| ]

 — 2 T — T e m—

83. slow/medium

GMT Fwl 87 DF GPMT DEMO EowT Fw7 Mol

84. slow/medium
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85. slow (fingerstyle)

gFm.@vMu'r Fn B0 71 F0Eh ms’ﬁ T‘fl "53%
5 v Vi

86. rubato

b
F P EF Fiskd P B E% A9 Gml GTHS GIC CTOO AN F% F7
31111 | Ef . 3 - am ~ =5 BYI

l : r ERL |

i

Tt e

87. med/fast (fingerstyle)

- & —J
!'F' 5P ;#I 2?’ ‘F “ 'A"E
I : s B . g
§ —— e e o
I . - | | ] .- ] q 1.
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88. slow (D minor)

Rbabs A7

2 3 | +3-1 411 21 4

e 5

=3 8 — g _.-1_;ij_. - 3

s & ]

ill

Vill Endings

Endings of a lune commaonly start in the last or next to the last measure, or are tagged
on o the last measure of a song. My examples of endings are meant to enter songs at
different points. and so0 are not all the same length. Like the introductions, they can be
condensed, padded, or otherwise altered to fit a particular situation. Also, llke the Intro-
ductions, they are fatter than the single line licks, since it is commaon for a guitarist to
end a song in a full-blown solo style.

All major keys are represented here, plus one minor.

Mote:

On the accompanyling (optional) cassette | have played all of the Introductions and End-
ings fingerstyle, but in the text only those which cannot be played with a pick are
marked fingersiyie.

89. medium

(¥ W
B
S
ARTE
R




90. slow (fingerstyle)

A1 D9 AP ki%  AwT DB D¥sDis £l AI¥9 D13 Dinis

;'.r-.am v .g'h‘l anu

Em? g Gmbe De7 DM
11} i
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93, slow/medium

E7 B
v

S __}_‘!__,:'7——
P =
|
r (452 424 342 1 4 ,Zf. 35 =
- T T r L B
===
[P i e = - :
94. fast

95. slow
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96. slow (fingerstyle)

ﬁuﬁ.-w
H_v_._}

2 LS
al 4

97. med/fast

98. slow/medium
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99, medium

713 PG CoMies  BPMT  COmibs BT
Bl
—d ._it i
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5 —}
f UF 1€ 13 ] '
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5 == = g =
100. slow
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g_ 3 = 2 e 53 = _2—_3_—5 2 —




Epilogue

Since there is no end to information, and | imagine that being licked to death is a horri-
ble way to die, | will stop now. Take what you have learmed from this book and merge it
with what you already play now. Then do some music craft out there in the worldl

Cilan de MMause
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