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Chuck's Foreword

The purpose of this book is to help both aspiring and professional bassists expand their
ability to create coherent and meaningful solos. Although the bassist's main function is as a
member of the rhythm section, in contemporary jazz the accomplished bassist should be able
to solo on a tune with authority, clarity and feeling. To my knowledge there is very little in the
written literature to aid the bassist in this endeavor. I hope you find our effort to correct this
situation a helpful one.

First, I suggest that you spend an hour and a half and play the accompanying tapes
through once while following along in the book. I trust that you will be amazed and inspired
by Marc Johnson's genius and musicianship on the tapes - I certainly am.

The exercises in the book are comprised of written concepts for soloing followed, in
most cases, by a short musical example of the idea presented. On the accompanying tapes,
Marc first reads the written example as is and then continues to solo on the underlying idea.
After listening to the taped example of each exercise, I recommend that you turn off the tape
and practice the idea yourself in the same manner, i.e. written example followed by soloing on
the idea. Our only function is to stimulate your own creativity.

The longer written passages are generally transcriptions of Marc's improvised solos as
played on the tapes. If they are too hard for you to read, try to follow them on the page as they
go by on the tape and then try soloing on the idea yourself. More advanced players should do
that as well as reading through the transcriptions. Also, I suggest that you go through each
transcription and analyze what Marc played; I'm sure you will find a wealth of information
that will help you in your own soloing.

The tapes that accompany the book generally have Marc on one channel and the piano
accompaniment of Larry Dunlap (or a click track) on the other. After listening to Marc play on
any given exercise, you can turn off the bass channel and use the accompaniment yourself, if
you so desire.

After the text proper, you will find an appendix of fundamental exercises reprinted
from my earlier book, "The Improvisor's Bass Method" which should provide all the back-
ground information necessary to use the exercises in this book. Appendix II consists of tran-
scriptions of some of the greatest bass solos on record. I hope you will obtain the recordings
that these solos appear on - they are all classics of melodic inventiveness and soulfulness.

My sincere thanks to everyone associated with this project: Bob Bauer for sharing his
musical gems with us in the "Typical Jazz Licks" section; bassist Wilbur Krebs for contributing
some of the ideas and some beautiful written examples on various exercises; Larry Dunlap for
his flawless piano accompaniment and transcribing work; Blackburn Design in Petaluma for
the cover art work; Mansfield Music Graphics and Ann Krinitsky for the beautiful music
copying work, as usual; bassist Jeff Neighbor for suggestions about the format; all the bassists
in Appendix II for contributing parts of their genius to this project; my sweet wife, Sueann and
our kids, Benny and Annalisa, for putting up with yet another all-consuming project; and es-
pecially Marc Johnson for making this particular dream of mine come true.

CHUCK SHER

Note: For maximum fidelity, please use Dolby B when playing the accompanying tapes.




A Note From Marc

When Chuck first approached me about collaborating on this book I was intrigued but a bit reti-
cent to get involved. For years I have held the belief that one can't learn to be a creative jazz musician
from a book, practicing scales or studying "licks". However, being flattered even to be asked to partici-
pate, my ego got the better of me and I agreed to perform and extrapolate from these exercises and
musical problems that Chuck has presented in this book.

As [ got into it, the value of the process became immediately evident. First as a measuring stick to
gauge where I am now as a player - what are my strengths and weaknesses - a super reality check. Sec-
ondly, rather than restrict my playing to rote patterns and pathways through harmony, this process
actually expanded the possibilities for exploration and for the joy of discovery which is at the heart of
every improvising musician's creative impulse.

The double bass has inherent physical limitations; its size and register, its four strings tuned in
fourths, etc. and in a jazz context it is essentially a percussive instrument. (As this book is primarily con-
cerned with note choices and rhythmic shapes, decisions about articulation, choices of fingering and
pizzicato technique are largely left to the student.) It is my hope that the accompanying tapes will reveal
to the careful listener how I've wrestled within these limitations to create various ways of singing
through the instrument.

My sincere thanks to Chuck for including me in this endeavor and to Larry Dunlap for his beauti-
ful accompaniment and brilliant transcription work.

Marc Johnson
New York City
June 21, 1993
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CHAPTER ONE

CHOICE OF NOTES IN ONE MODE

This chapter will give you some ideas for soloing using some basic patterns in a single mode.
Before you tackle each section, be sure that you are well versed with the underlying concept (scale
chords, scale fragments, etc.) and can play it easily on your instrument in any key. See also Chapters 3
and 6 in THE IMPROVISOR'S BASS METHOD (by Chuck Sher, published by Sher Music Co.) for further
exercises on these fundamentals.

SCALE FRAGMENTS

EXERCISE #1 - After practicing scale fragments up and down the notes of a mode (see Appendix I, #1),
try creating a solo line using primarily scale fragments. (While you shouldn't ignore a melodic phrase
that appears while practicing this and similar rudimental exercises, remember that the primary goal is to

give you a sense of fluidity and mastery of the whole range of your bass.) Here are some ideas to start
with; make up more of your own.
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EXERCISE #2 - Try starting your phrases with scale fragments, then end them with something else.
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EXERCISE #3 - Play a line using scale fragments that connects as much of the fingerboard as possible.
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EXERCISE #4 - Solo in a mode using scale fragments as your main recurring motif.
G major mode
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INTERVALS IN A MODE

EXERCISE #5 - After playing one interval up and down a mode as a strict exercise (see Appendix I, #2),
try variations of this basic exercise that sound more like an improvised line.
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EXERCISE #6 - Try the above exercise and add doubled or tripled notes.
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EXERCISE #7 - Use one or two intervals as the main thematic material for an improvised line.
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EXERCISE #8 - Start your phrases with one interval, develop it, then end with anything else.
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EXERCISE #9 - When the two notes of an interval are played simultaneously, it is called a double stop.
Play around with double stops using any intervals but staying within the notes of a particular mode.
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! M hnson
EXERCISE #9 (continued) Log O' Rhythm arcJo
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EXERCISE #10 - Use the intervals in a key as the main thematic material for soloing, e.g.
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SCALE CHORDS

EXERCISE #11 - See fundamental scale chord exercises in Appendix I, #3 first. Then pick a mode and
improvise in it using scale chords as much as possible.
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EXERCISE #12 - Do the last exercise but use only the triads in the mode instead of the full 7th chords.
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EXERCISE #13 - Practice scale chords using one position per chord. See Appendix I, #4.
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EXERCISE #14 - Try playing scale chords using only one note per string. This example adds the 9th on
top of each chord.
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EXERCISE #15 - Pick any two scale chords and go back and forth between them until you can use the
whole fingerboard easily.

baa’ Fm’
Ml £ »
E MA r' 3 > ._"_ -')- -—IT -—IT -
. o Camy) o D) o
7 J 7 7 1 | 7 7 I
VP 7/
ke
7
E[, 7 > EN“
MA N A » ® o 2 e Py
=" e 5 5 5 FFe EELP o =
. D [, 4 D uat ud
b 7 7 7 [ ! ]
P et —
7 > 7
Ebwa’ - . P Fw'zs - -
Vb ) 77 . o
V4 b | 7 4 I |
D | o e ——
7
FM| -
7 - - - - 2. - o
: T e 2 o, P r3
Ebma e o Fe P EEEELL L 2 2., 2
__q:__b____ P 7 Vi J
e )] | e/
7 b {7  S——— I
7
U > FAQ
E MA » » o > ———
S o P o @ = = F;
. ¥ T o " o + =+ » » » o
Nye | 7 7 1
~ Feo I »f
J b 1 . 7
P
R ———
7
T _ Fm
> - > i -
Emi,2 ,# o, o, £ £ o, A
D o 7 ] o
7 Y Y f
L)
N ———
EXERCISE #16 - Use chromatic passing tones to connect scale chords.
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EXERCISE #17 - Here are a few simple progressions in the key of Eb major. Try playing a lot of scale

chords (not just the ones written) over each progression until you can intuitively tell how to gracefully
end each phrase.
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Here is a transcription of Marc's solo on b) on the accompanying tape.
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SCALAR PATTERNS

Following are some exercises using scalar patterns that are neither scale chords nor scale frag-
ments. See Appendix I, #5 for the fundamental exercises on scalar patterns, including how to generate

them.

EXERCISE #18 - Pick a scalar pattern and move it up and down the mode until you can play it anywhere

on your instrument.
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EXERCISE # 19 - Use a scalar pattern to begin each phrase with. End the phrase with anything else.

Change the starting pattern whenever it feels right.
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EXERCISE #19 (continued)
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EXERCISE #20 - Play phrases that use both ascending and descending versions of a scalar pattern.
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EXERCISE #21 - Some scalar patterns lend themselves to being moved by thirds instead of stepwise.
Play this until it is comfortable all over the bass, then see if you can figure out other ones that work well

this way.
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EXERCISE #22 - Use this movement of scalar patterns by thirds to start your phrases with. End with 5
anything else. ol

(E major) -
D, EeEEf. .reepfeef Eerf efE

» . Fo elopler J

J
(B®> major) -
b) ::_ e :& y 3 F » 2 I—— i
N | o1
I e ' { T e Pl e [ J e e .
L— 3 T ——— |
ne— ‘

(E> major) -
* o 5




13

EXERCISE #23 - Try playing a pattern (both ascending and descending) and move the pattern by differ-

ent intervals until you end up being able to play it up or down, starting on any note, at any point in a
solo phrase.
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EXERCISE #24 - Try the same idea as Exercise #23 on a tune. The recorded example is on the changes of
"Someday My Prince Will Come".
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MISCELLANEOUS SCALE CONCEPTS

EXERCISE #25 - Play scalar ideas that necessitate quick shifting of positions. Play each one or variations
on it until it is smooth before changing to a new one.
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EXERCISE #26 - Pick a mode and play as melodically as possible using only the notes in it. Use pieces of
any of the exercises in this chapter but try to keep the melodic aspect paramount.
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EXERCISE #27 - Try going back and forth between two modes and be comfortable starting phrases on
any note of either mode.

7 7 1
. GMI > - Pem——— EMI ' o @ & ﬁfﬁ E
'Il: i - . r A - }
€ i € 7 & s
7
GM;
_ll?_tp_ b
o'Fe - 7 o V@
__F Frfe|, =2 EMI k- B ,_9_1# T e
—" ! 8 N i _‘_ﬁl S M 1 s — —
G 7 -3 '——3—de
MI
. E_g PN 2. X 7
_ i s Sl sl s e sl i e ol L o EMI P————— mmm——
'I.. 1 1 =
ﬁa

TV
e
e

39
'3
.
@)
Vv
m
2
-t
\)
&3
i

4
e
N
e

Gm’ Em’
0 ﬂ-_ e o
~ /] 1 !-__ = — —
- S o '
D ! Z ¥ I H | |
J — —— O —®
7
r . b, Ewez ..
GM| o o8 T :::j—-'-hf-" e e o L
F-—T— l Pa—
L L_3—J ——— ——
= 7
7 be
Gmi e et PEfTe Em R .
g\.o P 1 1
7 =3 —
‘ -
= o

e

EXERCISE #28 - Pick one or more of the other exercises in this chapter that you found useful and try it
going back and forth between two modes, instead of staying on just one. There is no example on the
accompanying tape.
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EXERCISE #29 - Take a pre-determined rhythmic pattern and use it to play some of the rudiments in
this chapter, e.g. scale chords.

— 7 BbMA7
= - ~—
. * o 2 e -
-T /__ 1 _'_ k -'_ 1 I B ‘ T
. | Y
. . s o A~ 1)
J L N [ )
v
R —— ———
Aw’ G’
MI M N
a0
bl O y 4 y 4 y 4 y 4 V4 .
l. i{;ll ll Il Il Il ll Il ll II l’ I’ V4 y 4 y 4 y 4 y 4 j

EXERCISE #30 - Take one of the diminshed scales through any or all of the exercises in this chapter, e.g.
Ex. 19 (scalar patterns) on the Bb diminished scale.

A‘I(b‘?)

a) —
) —
A ﬁ a Y 1\{:17 ———— ' | 1“3"
o ; 5
@_‘:‘Zﬁl Ho—o fo 4%
2 PN
Y : e
7
I_._.3__|
b) ﬂr'h al X —
Y - —
S Em o L :ﬁqﬁ— 7 7 i "
- — -ﬁ
C) _3_\ I, o h:
~ —— ] _ - e Le B
|
* L_?3_I ‘_—_3—_‘] l 3 I

N
@
ST

S

N

R .
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EXERCISE #31 - Take the melodic minor scale or any of its modes (especially the altered scale) through

any or all of the exercises in this chapter. Try the same thing with the harmonic minor scale. The re-

= corde.d example plays a) below on Exercise #11 (scale chords) on the A altered scale. Piano on the accom-
~ panying tape plays A7 (alt.) throughout.

-
i

7 7
Possible scale Talt) (MAY) v 5 A
chords on A 75) Ble , Cwmi DI’MA."b )Eb7 7 7e5)
A altered scale | Ami"" Bm% Cmé DbpA*> EbT s
-
T alt)
A 2, Bwmi =iz AW™  Gmw™ i Cu’ )
. | T ——
AN\IDJ 1 J D L Y lp S A—
3 - ;:
.

Here is an example of Exercise #18 (scalar patterns) on the A altered scale

- i b
b) FChe o 0 be N
2. \* - ?:g e 1 |7 el 1 I
e s s | | |
! o b
———]
]
EXERCISE #32 - Play on a given mode until you find a phrase you like, then alternate between a) vari-
ations of that phrase and b) an equal length solo phrase.
- j.‘
. - . 4 v ; =
. Dminor o o £ . I
D e i 7 i g %
- Variation on
Y o 2 o £ o o Solo Ist phrase Solo N
FaX i [ e/ Py + 7y + 1+ 77 —
- Ml (YR : ] i ) 1 l ; 2 } E‘ !'7 4 ,4, ﬂ
-
EXERCISE #33- Try soloing in a mode and gradually add each non-scale note (from the chromatic scale)
m to the original mode, one at a time. The starting mode on the accompanying tape is C major.
-
[
-
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EXERCISE #34 - After the above exercise has been done, try adding whichever chromatic notes present

themselves until you see how each mode implies the whole chromatic scale as embellishment. At that
point, only the root remains of the original mode; all other scale degrees are open to alteration. The
starting mode is again C major.

Bk .

(Freel_y) o £ P .- :E o e e o
é_\:‘z o— 1 7 ")
L= d ) I { } Z
¥ v —3 v
» o o S h
rax: f— f— 2 — S
| O e 7 y )
4 1 4 4
V — N
oy = | > p—
A
] F
4 W o 1 3 2
s r'd @ I A [
; = Y
— — g =g
§ ._b[ o P b o E
,- 1 1 { } | I I I 1 1 z-
rit.---
(Faster) - >
~ = — = — 3 -
. ] i 7 y <, ] i
> ) T 1 A
fa — L.L = =3
- b-F— »- = r— p—— -2
~a | ‘ o @ =
=
ﬁ_f 1 I |
3 — ST
> Z. L=
1:&155 l7:: £ tlf_t. |9 >
av > 1 e oy >
s #
7 V1
| I 3___.J 7
S —
® b >
> » willlt Mol X o >
. E I’.tﬁ,, *E ::ﬁbtﬁt ;I}:;:E:t
il I P . -__l :
>
o #i 1> Y
Yo ) 1 l’ h. St I lf"> = } .
Wl 1 Y . P
b i 7 Y
DR
P
o b%
2 ‘T o
o be > —-F £ e o 2o
) - !

:[——
L]

.. K. Ek._

K

k. L. _
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EXERCISE #35 - Do the above exercise but try using a pedal tone to act as an anchor.
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CHAPTER TWO

PHRASI EXERCISES IN E MODE "
RHYTHM - THE BASIS OF PHRASING o

The exercises in this section are designed to expand your solo capabilities by giving you a sense of
confidence in creating distinct, thythmically interesting phrases. Each exercise should be repeated ex- '
actly as written for a while and then used as a central motif for soloing. We suggest using only the notes o
of one mode at a time here so that the rhythmic aspect will be paramount. Be sure to try these exercises
on other modes besides major and natural minor, i.e. pentatonic, diminished, melodic minor, etc. :

As John Scofield said in a recent interview in JazzTimes magazine, "Rhythm involves feel, but too ol
many people think it's magical and just comes out of the air. You work on it through analysis and feel.

You learn to hear and identify rhythms and the subtleties of where something is placed just like you c
learn to hear and identify pitches.” i

EXERCISE #1 - Long strings of eighth notes ‘

a) i

y-
€ i i -
X X 4 ;
" o
b) ———
| — ] —
R P —" o
EXERCISE #2 - Experiment with different length phrases using just eighth notes, e.g. -
a) Six note phrases
1) 2)
W—H W_.
o = A e -
3) o
e e e e
XX X X X X i
ol
b) Five note phrases. (This example and the next one have phrases that start on different places in the J
bar.)
r—— o — [y [— [ r—
S TS T e d

c¢) Four note phrases

H
1)
— KoK XX p—— .
fe X X X ™X 1 | I |
S ] 7
xxXXI!III X X ‘
2) 3) -
SR
Cl I 71 T ra) Ilull rd Ny | [Y]
X‘X‘ 1 ] ¢ L PR A A AN SN AR SR B | A 3 /A N
X X X X X X X X X X X X J
4)
(o | | I Y S | I & 1 P | II
L U2 (N S SR N SRR N 1 | <€ T 1 | € <
X XX X XX X X X X XXX X X X X J
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EXERCISE #3 - Continuous triplets.
a) N 23 3 —3—
ra) I ] I
C - — etc.
b) 3 1T 3 i f 3 1 I 3 1
ycmr ete.
EXERCISE #4 - Triplets with rests.
) —3— —3—r—3— r—3—
(& F——1
X% ]
b) 31 r—3—ar—3r—3 —3/r—3— r—3—|_|—;3—1__
r ) Y] &/ </ [7]
\ W7 / 7 7 1
EXERCISE #5 - Combining triplets, quarter notes and eighth notes.
a) —3 1 —3— b) r—3—
@ c
c) — 3 — 3 — d) —3 —
€ e r——
X
E) —3— — 33— f) I 3 1 T 3 —
e =SSsS= er—b

EXERCISE #6 - Combining triplets, eighth notes and sixteenth notes.
a) — 33— — 3
e
— Xl XI XX X
b) 3 ™ rr—— 33—
c —
) —3 — [ 6 —
X
d) —— 3 ——
3 % A
! 7 |
X
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EXERCISE #7 - Long strings of sixteenth notes. For example, here is

what Marc plays on the tape.

:!_._.'.
| == ,ecere eflfEECLrre e
7 '! _‘j__‘_i_‘_i ! O
S = — —_
e s=ssse==—— T ra
— R ¢ #:I
. - 2 1— t.._ ._.'_
p_fgzt gggf;:::: — :::ﬁf_‘:i:_:_:_::!f_‘g r.g
3
e tPLPPCEfPer? feerw, .
by e — e ' —
o
}1:2 #EEE ::E:ﬁ :LF'L
e ., - ——— =
= === ——
EXERCISE #8 - Sixteenth notes with rests.
a)
et 53;==’=§.
b)
y I, — ]
S -‘/f X— *—— Y—%—~=—~=
c)
(_‘=1-— - W
— ‘fi-‘/x"/x'.‘/i‘/jx'x‘
d)
c : —
e)
e =u ;l—lue/
D S S S S i S T S B R— B—— T E— I T T . =

i L. RKR. R. R K. =B

8. . R R

R

| -

. BR. B
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In order to solo well you will need to develop a library of rhythmic phrases that you are comfort-
able with to act as a foundation for spontaneous musical ideas. Every good soloist has this reservoir of
rhythmic phrases and it is not hard to consciously expand your own. Here are some phrases to add to
your repertoire and to inspire you to create more of your own.

EXERCISE #9 - Practice each of these one at a time until you can improvise around it without losing the

basic idea.
2 s
(¥
7
b)
| — — —
{ s Y — — ) —+—+—
" a— —— (@
) r—3— r—3— —3 —
c — A S T S s s— | o —
X X X
d)
— S S—— % D —
e)
4H__‘— [ aae—
ra) e/ of
\ 2 I &/ e/ |
x - — — s
f)
c——N= 7 —— j
/
\ 7 7 / 7 7 VA xl xI xl xl ﬂr S
Here is what Marc plays on this rhythm on the accompanying tape.
r3 -
1= » - -
55 & e, £ *
L I .0 € B! O D} ——D—> I -
J LtV X, 7 / ! ] i ! J /
vV D I
r 3
- = o £z o
Fa v, D - ) i ~
[T e ¢/ (7] (Y] yi .
Z 1 [V . = ! 7 I 1
Vv 9] ‘J
—— _L .
’\ 41 — _'_ e S —_t— -4 _'_
o CHERI ] 1 @ 1 P
hall CYI o 2 K| ) rd ] 1 rd -
SN e ¢
N A
..‘
g) 31 31 371 31
1
& - : .

>

>
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EXERCISE #9 ( (continued)

h)

i)

— 3 -

k)

j)

Z.ju

l)

L\

n)

B |

. .x.-

0)

A |

p)

4 TR TR

q

3

s I |

s)

t)

[




u)
ral ]
L 2 [
X
N’
T
w) 3 —
ra)
C
o
? i
! )
x x
N’
V)
ra)
\ 9
z)
I‘
e, D N«
1 7 7 /7
d N
1 —— 3 — 33— —3—
G Al
K4
")
Y M)
L 7
~— —
) — 33— — 33— —3~ — 3
S o ¥ [
N i

=

25



26
EXERCISE #10 - Here are some more advanced rhythmic figures to work on. Skip to Exercise #11 if
these are too difficult for your level of development.

B

a)_,—-3——| — 33—
7S m
;| %
L4
b) r 1 )
Z
C)_, —3 1 r—3
'
i  — —
—-*r . 7 ? 7
e p
d)
o & p———
q- - [ ]
e)_ r 3 1 r 3_|| 3 —
. ',4' } = | = 1 T
D _ — s o
o/ &/
! 7
8 _
R Z =
% X 7 -4 T X j;il .7[ ﬁ )cI xl
h) — 3 — r 5 . r 5 | — 3 —
ya) i '
7 1 |
D . X
1) 3 — —3 — 3 — I 3 )
- < T — Ty S
— D D S S T S— L
D s —s—, e
S
 a—— 7 ¥
e 4




EXERCISE #11 - Try taking a one bar phrase and turn it into a two bar phrase by adding an improvised
ar after it.

The following 6 exercises are designed to expand the usefulness of Exercise #9 or 10.

{*

o
7

A
VA

7]
7

L A

A y 4
Z

Ea))(ERCISE #12 - For two bar phrases, try keeping bar 1 the same every time but improvising bar 2.

ra) rd y 4 y 4
L 2 < v 4 & V 4 Il
ra) (7} D] y 4 V 4 y 4
L 7 7 7 7 VA y 4 V 4 V 4
\—/
<)
£9__* I y A V 4 y 4
\ W / )CI V4 A y 4
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EXERCISE #13 - Try keeping the two bar phrase as is and adding two improvised bars after it to create a

four bar phrase.

ra) y A V 4 V 4 y 4 y 4
\. £ y A y 4 v 4 VA V4
SN’
Here is a transcription of Marc's improvised solo on this rhythm.
L > o >
&N | ]
€ r ) 1 z
L4 -
m—— —
= >
. - o T e P
&N | ] P
7t o y -
E |24 e { !
f ~ —3
> > o P b-l - ™
e : o _m=
v \F) I [
| —— f
>
cp Pl o,
~ -0 de — - 4— 4 44— 4
e vam
e it =
- %4 {
I ~ b
> > > > ,bl i >
é\l:l ]r) et ¢/ ! @ hF ]
] — ~ |
' tes— I T —
>
t = t 2 I "?
i . | S be—
VA b & ot Y1 A
~ ~ A l
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EXERCISE #14 - Try keeping bar 2 the same every time while improvising bar 1.

— 3

y 4
V 4

y 4
V 4

r« X 4 y 4 ¢/
S F V4 /

o AY
7 VA

7

EXERCISE #15 - Keep the exact same rhythm every bar but gradually increase the technical difficulty of
the choice of notes.

a) b)

o ¢
. 7

(C?

c)

Nl

\gt
~{®le|
iy

2l

P

EXERCISE #16 - For sixteenth note figures, try keeping the first two beats the same each bar and impro-
vising the last two beats.

a) b)
?—1
e —7 SV BN B e B A
C) — 33—
ra) V) V4 V 4
A ¥ Q/J y 4 y A
Here is a transcription of Marc's improvised solo on c) above.
(Swing 16ths feel) ,
_ > = T 3 1 p—
Yo g ieits = ==_°
>
>
—3 1 > . _p -
- > > 2o f®
VO — [ .—‘ P'
I.. 1 1 ‘7 & qu I :IIL
A [
> =3
3 e - =
+ FE+Efe -
S T FE e > ™ 3 > > . -
o ]
) SSS == ==
| —— e =3 —
==‘ |__3_] l._3—l 3
. ~, & . > > > >3- >
1 _! - y 1 -g .P_ .'. _‘._ - e > = '-
ray ' 2 &  —
~ | Y } ; .’l ] ¢
T o
ya )
hall L rd -
z <
@)
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EXERCISE #17 - If you have a drum machine, try progamming it to play a specific two-bar rhythm. Solo

matching the rhythm exactly at first and then try playing off of it and only coming back to it periodically.

(No example on the accompanying tape).

EXERCISE #18 - Improvise in a mode or on a tune using repeated rhythmic figures as your main motif.
Play one and move it around the mode for a little bit, then do the same for the next rhythmic idea that
| comes up, etc. (allow a little time for filler between ideas, if necessary). This can be very creative! On the
tape, Marc solos on the changes to "Nardis".

’ 7
Ew’ Fud BT ppee OW
- (3 b : 1 -
J l_ |
A’ mal Ema
g ppp £ o9 S o0 p MA (FMA7)
Ch=s et e
E 7 F 7 r-\B.rﬁg o )l if—\’ﬁf?z o o
_ Emi . — 2 %# S5E § F -t =
I.' 7 ‘_?’ ) } {, 7 7 1 —
>
Fma’ Ens (
Am’ e 2 e, MA Fma)
o e - T E LTPile. el Al e .
g BBEG Frbe e ferre e ou, , |
J ¢ 7 T {:l_ . FE——
Am’ Fma’
o n‘vﬁ Y e " e % > R AM|7 FMA7
) O } — Y Hr
7 —71 Y A1 ) Y} B
S ‘v [ )] 7 |74 ]
7 7
, DW’ A - 8"
—é\L‘f“‘ ) ) == — ! Y E— '
\‘.)u ‘v Y Z ! ]
v
Ew' 2 Fma’ B2 e o Cw 2o
25 = £ = ¢ =
7 7
AW 2 e EMA Ema bo £ e be (Fma))
_n.;g" _ q-— i "‘:9 — ~E::::: — “t}.'"
7 [ T [ o 7
(2nd chorus) —
Em’ BT 7
5
N A i FMA7 - J! :% ] CMA]& »
FE——Ff g T = =
Vi

.

.



Aw £ EMA7 . Ema 2o (FMA:) be o
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‘ — & e
7
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7 2 L 3 i & —r
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A’ Fama’ Dw , 2 22 o,
# - : ‘I ./ ] ./ ) (\ 5): = g ] — ] ‘
J v o t—3 3
Cma’ T 7
., T T . B ; “EMI.’ -~ F’Y‘, %“:: de 2
)
e ¢ = e
£ =
B2 T ,
bt ) =+ _—— = NN
7 7 r\:\v 7 () b 7 7 ¥ s ‘v
Em’
nu Ema (FMA’) 0
Gr —£ Py
AL -
) ~— ©
o/

EXERCISE #19 - With a metronome on beat one or on beats one and three, go back and forth at will

between
T 3 1 r 3 ] r 3 —
I I T T I i T T T T
ra | | 1 | C r& ) 1 I 1} = { }
—3 r—3r—3ar—3
| []
o ——— and o —f—— .
e S " S " " " - ; time feels.

Start with different ones as the basic pulse. After this is comfortable, try playing different rhythmic

31

figures in each time feel, to disguise the obviousness of the change. It is imperative that you are comfort-

able with these transitions.
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ADVANCED PHRASING CONCEPTS

EXERCISE #20 - To convey a real sense of coherence in your solos, your phrases should have some
direct relation to each other, creating a whole greater than the sum of its parts. So first, try soloing in a
mode focusing and elaborating on any element that connects your phrases to each other. Let the unifying
factor change as often as it wants to during the course of a solo, but keep aiming for the sense of connec-
tion. The recorded example is based on the changes of "Night And Day".

Bma’ - E*%

| | l
- Y
7 b6,
7 BP =
Bma be be  #R o ~ 1
rea L - y 1 7 17 1 1) 1 1
S5 ! r——7 ] e =
(+5) 7 7
Aw™  Abw’ . Gw ., . C Fm’
b = pE— : — D
7 :L) L - lq.\ ) D T}. Y—i Iyl’)ﬁ\__ - *f JL -
Bb7 boo 7 - 7 > >
= E MA =~ BMA » #-P— o 2
oo S > 1 o e fenf
b1  E— i — o~ e # :
T y | L -3 | --_ 3 gt}
Bb” b, 7
v 7 p79)
. l?fl;\r ? EMQ —>I BMA BbSUS B » F
—F o —— ' ? P olqge Y I ot i
vV p I | | g 1/ o Id
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. P 1 AMI MI b! H —~
b £ H ! o =
7 b }7 1 i - Q/J JﬁI 7 {P IY] IT/ il) }'I) 1 | 4
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GM| —~ P e . e :ﬁAztf\! op P P
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N ) D1 - 7 ps St+—F++ D -
SEEe— T =
Ebma’ > Goma’ 9
o o . '_.,1255:::!,1 I’!:t::&.& e | '—I:»pl(E)
L ] —_ - 4 1 - 1 i- L — - 1— ] il 4 f
b ===
751 &7 : i —
=3
Ebp a1 ) 7 E%*"
oy tetop . Om b= £ 5be o
'I..il;-n}, : F ! r e - é a E { ﬁ Ibl= I’,u v —— %*/)
I Y S— - i Y —1vr
b5
Eby T Aw™ 7
~ MA P op?® Ale
S — = E et Pt —p
g P }'/) -1 1 - ¥ F
1( 7 F g 0 ——— L]
Gm' ., Fémil oy, e lpte o 2 o Bi =
G P et S
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ussnbsmnetmtn—

. . BR. b k.
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As Howard Roberts and Garry Hagberg state in their book, Guitar Compendium (Advance Music,

Germany), "In language, if one sentence states a given subject we expect the following sentence to be
related to it, i.e. to extend it, answer it, qualify it, clarify it, etc. And in music, as listeners, we expect
precisely the same thing. As players, it is our task to fulfill that expectation.” o

The next 6 exercises focus on several possible connecting factors, one at a time. d

EXERCISE #21 - From phrase to phrase make the repetition &/or modification of one or more rhythmic
figures be the unifying factor. ‘

(Bass double x feel: ﬁ = ﬁ ) J

F’ -' B’ —
=" e Ut - ._-l—+
)

I
|
:
|
|
I
|

e d
7 79 > o A C
F > £ o GM| = = — — _—MI-— F
o D = . 1 L :
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EXERCISE #22- From phrase to phrase make the repetition & /or modification of the contour of the
phrase be the unifying factor. (Contour signifies the shape of the rising and falling of the pitches, as if
you were to draw a graph of them). After a couple of variations, feel free to start a new contour and
repeat the exercise. The recorded example is based on the changes of "Emily".

9 7 q GMI7 q .
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EXERCISE #23 - Focus on one or two important landmark notes within a phrase and make the landmark
notes of the next phrase be directly related to the previous ones.
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EXERCISE #24 - Somewhere within each phrase (or between phrases) take a short lick and transpose

&/or modify it as the unifying factor. The written example below is the second chorus of Marc's
improvised solo on a C minor blues.
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EXERCISE #25 - Start each phrase with a short lick or variation thereof, but have the resolution of it
change each time. Feel free to start a new one at any time.
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EXERCISE #26 - Divide each phrase up into two parts and have the second part be a direct response to
the first part i.e. question/answer, call/response phrases. The recorded example is based on the changes

of "Impressions".

EXERCISE #27 - Make the whole shape of each phrase be the focus of your concentration as you are
playing it. Let your ear decide the resolution of each phrase and have that resolution take precedence
over any other factor, i.e. believe in your ability to create complete thoughts on your bass. Spend alot of
time on this one as you should be relying more and more on your ear and creativity as you progress as a
musician. The recorded example is based on the changes of "Maiden Voyage".
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EXERCISE #28 - In a particular mode, make up a 4 bar phrase that seems musical to you, then play a
series of 4 bar phrases that have some connection to the original one (thythm, contour, landmarks,
interval relations, etc.), but that are not necessarily literal variations of it. Feel free to start a new series
any time. Here are 3 phrases based on Bb melodic minor to start with.
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CHAPTER THREE

CHOICE OF NOTES ON A GIVEN CHORD

MAKING MUSIC ON ARPEGGIOS

This chapter is designed to give you more options of what to play on a given chord. Most of the
exercises here are written on one chord at a time but the same ideas can be practiced on two chord
vamps, sections of tunes, or whole tunes.

EXERCISE #1 - Make sure that you are comfortable playing the notes of an arpeggio in each position
(see Appendix I, #4). Within that position, try to make each chord sound musical.
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EXERCISE #2 - Practice lines that connect two or more positions on the bass using only chord tones.

7
Fm
—— - :fg :% - — _'-/—\—'
é\!: I r = h I' I o
EXERCISE #3 - Play chordal lines that connect as much of the fingerboard as possible.
7 ::_' » y .
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EXERCISE #4 - To get more out of a limited number of note choices, try repeating notes and going back
and forth between notes.
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EXERCISE #4 (cont.)
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EXERCISE #5 - Pick a thythm from Chapter 2 and use it to play the notes of the chord
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m EXERCISE #6 - Try working on other 4 note chords besides 1357 ones, e.g. 6 chords, add 9 chords, sus
chords, diminished chords, etc.
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EXERCISE #7 - To create a richer sound, try adding one note from the parent scale (see Appendix I, #6)

EXTENDING ARPEGGIOS

to the basic chord. Virtually any note will work added to dominant chords, while major and minor

chords will be more limited. See chart below.
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CHORD TYPE

COMMON EXTENTIONS

Major 7th Chord

9

#11

13

11 (less common)

Minor 7th Chord

9

11

13

b13 (less common)

Diminished 7th Chord

9
ma?7

Minor 7th (Flat 5th) Chord

9
11
b13
b9

Dominant 7th Chord

b9

9

#9

11 (=sus. chord with added 3rd)
#11

b13

13

Suspended 7th Chord

b9
9
#9
3
13

EXERCISE #8 - As an extention of the previous exercise, think of the chord but play any other scale
notes in addition. Think of them as extentions of the chord (melodic color notes) or as passing notes
between chord tones. This is a fundamental concept - think of the chord but play off the scale.
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EXERCISE #9 - Try connecting arpeggios with scale fragments.
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EXERCISE #10 - Think of the chord but add chromatic passing notes around &/or between chord notes.
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EXERCISE #11 - This exercise uses both upper and lower chromatic embellishments of the root of a

chord. Experiment with different embellishments (e.g. whole step below, half step above), embellishing
different members of the chord, different quality chords, etc. as you go through the cycle of fifths.
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EXERCISE #11 (cont.)
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EXERCISE #12 - Using any of the above embellishments on a chord, practice lines that connect the

whole fingerboard.
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POLYTONAL PHRASES AND CHORD SUBSTITUTIONS *

EXERCISE #14 - Take the upper extentions of a chord as derived from a parent scale and make a new
chord out of them. Think of it as a polytonal situation but play lines based off the upper chord only and

see how they sound against the original chord. Make a tape of the original chord on piano or guitar and
practice along with it.
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EXERCISE #15 - Try the above exercise but keep going back and forth between the original chord and
the upper chord within the same line. If you can derive several chords to put on top of the original
chord, try playing lines based on all of them mixed together.
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EXERCISE #16 - Chords a half step above or below a given chord can be used to approach chord tones
(called "side slipping"). In this example, the original chord is stated, then a piece of its chromatic neigh-
bor, then back to the original chord.
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This is a transcription of the last part of Marc's improvised solo on the accompanying tape.
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EXERCISE #17 - Play a line that aims for a non-chord tension note, then harmonize that note with an ar-
peggio of a chord it is a part of - instant polytonality!
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(Continued on next page)
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EXERCISE #17 (cont.) 51
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EXERCISE #18 - From the chart at the end of this exercise, try adding one or more chord substitutions to
a solo line to create a polytonal effect. Use any length of time on each chord you want to.
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This is a transcription of Marc's improvised solo on this idea on the tape. (Db - )
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EXERCISE #17 (cont.) 51
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EXERCISE #18 - From the chart at the end of this exercise, try adding one or more chord substitutions to
a solo line to create a polytonal effect. Use any length of time on each chord you want to.

(GH5---mmneee | S |
a) C7 be - | # be

This is a transcription of Marc's improvised solo on this idea on the tape. (Db - )
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v
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CHORD SUBSTITUTION CHART

CHORD QUALITY EXAMPLE SUBSTITUTION RESULTING CHORD
Major Cmaj7 Emi?7 Cma9
Ami7 Cé6
Gma7 Cma9 (#11)
Bmi7 Cmal3 (#11)
D9 Cmal3 (#11)
F#mi7(b5) Cé6 (b5)
Minor Cmi7 Ebma7 Cmi9
Ami7(b5) Cmi6
Gmi7 Cmill
Bbma?7 Cmil3
F7 Cmib6 (11)
Dmi7 Cmil3
Abma7 Cmi7 (b13)
Dbma7(b5) Cmi7 (11,b9)
Cc7 C7 (#9)
Dominant C7 Emi7(b5) )
Gb7 C7 (b9, b5)
D7 (F° 7, G°7,BK°7)  C7 (b9)
Eb7 C7 (#9, b9)
Dbmi 6/9 C7 (alt.)
Ebmi7 C7 (alt.)
Ab7 C7 (alt.)
Cmi7 C7 (#9)
Ema7(b5,#5) C7 (#9,#5)
Ami7 C13
D9 C13 (#11)
A7(b9) C13 (b9)
Gbmi7 C13 (b9,b5)
Gmi7 C9sus
Bbma?7 C13sus
Dmi7 C13sus
Dbma7(b5) Csus? (b9)
Gbma7 Csus? (b9,b5)

EXERCISE #19 - Here are the chords to Bill Evans' tune "Time Remembered" with Bill's voicings broken

up into polychords. Try soloing on the upper ones as much as possible.

, Bw  Ew  Dw ; Cwd  Aw’  Dw’ B
) Bw' Cw’ Fwdy Ew Aw’' Dw' GCw'  Ebwd Abwd
Bus Cwd Aw Dw’ Gw’ F¥fw Amd Amd Bbw’ Bw’
. Aw Dw Gw Cw Fw Ew’ Bw Bw Ew’ Aw'
Bmd Gfw' Céfw’ Aw F° Ew F Bw
. Cw’  Ffw’ Bw' Gw Ebmd Dwm’' Cw

CMI7 j



EXERCISE #19 (cont.)

Here is a transcription of Marc's improvised solo on this idea on the accompanying tape.
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MISCELLANEOUS CHORD EXERCISES

EXERCISE #20 - Try all of the exercises in this chapter going back and forth between two chords or on
longer chord sequences, instead of just one chord at a time, e.g. Exercise #6.

6 o 6 ot 4 e
a S o 2 n
o, CoO gl G DI
T e g AY ) ¥4
y 4 \ U2 / b ) =y
—— i =
or Exercise #8
C* B
-11. o o » b'—. - o
b e S » + o = e o j
ya X ) \ y. @
T e g0 [ 7 4 e/
y4 , @5 ! 7
(D dorian b5 scale)

EXERCISE #21 - Combine Chapter 2 & 3, i.e. practice any exercise in this chapter with a specific rhythm
from Chapter 2. No example on the accompanying tapes.

Photo by Tom Copi Marc Johnson



TYPICAL JAZZ LICKS AND CHORD PROGRESSIONS

The purpose of this section is to help answer the periennial question, 'How do I avoid playing the
same things during every solo?', by providing a number of "licks" for you to incorporate into your solo
vocabulary. In addition, this section will give you examples of typical jazz chord progressions to practice
improvising on as you work on each lick.

This section is meant to be used as a reference work, a sourcebook for new ideas when you feel
the need for some outside inspiration; so after practicing a representative sampling of each quality chord,
we suggest you continue on to Chapter 4 and return to this section whenever you feel it will be helpful.

First, here is one sample lick followed by some different ways to practice it.

Sample Lick
7
Gm’ "
L 1= -.- 1
oL
—7

1) Play the same lick over different chords. The relative major of a minor or vise versa will often work.
Also try chords a fourth away in either direction.

. #11) .
Dm’ . 7 Bbma" —_ /.
AP N - * PLopl £ £ » .0 o, _
Y = /
y A |
| | L |
lick
. 7 YA
O ee 2B M e
o/-\. — 2 ] 1= —F—] ] -l . ]
— I—

2) Transpose the lick to fit different chords. Any progression can be used.
7 7 7
Gw C’  Fw Fmi B’ Ebma
» ]1.. 4 o £

4 - '_I, -
e ) D ) I

3) Transpose the lick to different steps of a given scale (i.e. diatonic transposition). Choose a scale that
contains most or all of the notes in the lick. The first example below uses the G dorian scale, while the
second one uses the C pentatonic scale. Notice how the intervals change but the shape remains the same.

GMf(G D_grian)

IR

.

NL
»

= Le I - £

| | | | | Ll |
G/w: (C P'gntatonic)
) —r = P

|
/

L | | ' |

ak

e
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4) Change the rhythm of the lick.

7 . 7 .
Gw' L e 7 Bw' e, er 1. 7
P J
¢ [ —
I | {
5) Play the lick backwards.
v 7 7 7
Gw . C Fama Fmi B> Eba
o —— — £ 2 be | —
,|. !;I ) ] ©
6) Use only a fragment of the lick.
9
7 9 b’ Db
GM' o 0o C ALMI b l’._ £ l’: 2 he 2
—‘q,:——a/— 7 v
1 |
7) Use two or more techniques together, e.g. backwards with a different rhythm.
7 7
Gm : Ebmi -
_ . 7/ . # - 7.
i o) i e
7 4
7 | I 1
or fragmented and diatonically transposed.
Gm’
e P . . _
—7" ) - -
(I I | i

A. LK. &

a. B

5.

.



First, here is a transcription of Marc's beautiful improvised solo on Dominant Lick #5a on the ac-

companying tape.

DOMINANT CHORD LICKS

Each lick in the rest of this chapter is followed by one or more sample usages of it. Each sample
use is designed to have you continue practicing the lick in one way or another. First, learn the sample use
as written. Then follow the instructions for continuing each sample use. After that, feel free to use any of
the suggestions on the previous two pages to continue working on the lick. Remember - one lick really
integrated into your working repertoire is much more useful than 20 of them played and forgotten.

7:9)
T(9) GMl6 A'{(b?) Tes #D& £l
5a) D ‘ l7__ o o o £ o ; ﬁ' ETEE MEE V8 0T
N v - 71
7 5O« ; S— Memeer-sm
Gm® D7 .
D™ be. £ abe A™Y e o P24, e 2 E
. 3 t T f
s Cefe el "
D‘I(b‘?) e 6 b
gt g e *~ & AW"‘” D‘“b‘”
- I— 1 1 1 I 1 | ] - [ ———
D 17 % — >
7 b (37 — iu. | 4
T
9 |y GmP Al7 2 eoe o -
D . i > o e # - —~efte E EE E ™
Yo b / Y 7 —~ D ) / /
4 I 1) P B S— ]
EEESS T R RN A g— 3
D7(b9)
e £ be v D™ be o . G*me
é\i:l 7 / o/ : | g
y 4 ll--) 7 )] i -
3 —g —
9 o’ o P o L, 0
A7(b) e A— e 4 l’l% ; #f_ fEEEEETEE
P O . L I y
* —® L ' - R ] [ 2 ] - ]
—g =3
D7 i .
> >
cfefree be Gmi’, b 4o A
X 14}
2 + o
7:9)
7:9)
7-9) D
! 5\/': i { oe Za
ARV A |
S hw [— — '

57



58

G-r( alt) Lick #1
be
e
o) — = 2 be .
sﬁ

Play variations of the lick on each G7 (alt.) bar. Try starting it on different notes.

G‘((alt) G7(0|f)

be- £
la) Eb; ® bel, CMA7 PR __:_#E_ 4o ohel _CMA7
) el W7} — T -

Nalt) CMA7

2227

Improvise on this progression but try keeping the first two beats of each chord as written.

F7( alt)

alt)
bG C‘l(alt) lo b_ !

I— 1= 4 v 2
1b) £ tbe A % ehe |, elepf

lh"b .

L
7 o |

»E _ =

E AT Dbkt

I ke i 3 GbMA7
<) y A 4 - y s 4 4 y A S S 4
V.4 I— V 4 y A y 4 y 4 dl V4 V 4 y A y 4 V4 V 4
Nalt)
B‘f(alt) E ? alt)
o X A D
£ o 1T e » b MA N
5\. Tk
7 e — S H'J‘ H+FH:
m /7
Lick #2
T69) _ e
E _]'_ -' [ » .
l. a
To improvise on this progression, try using the 3, 5, b6, b7, root, and b9 in any order on each dominant
chord. T9)
b
2a) E7(b‘?) o £ o A7‘ 9) £ l}“t e, D be- GMI6
a PN ol s ol e i gl s e s plt e
: . 'rl 'jm e o . L, \
V4 - .
— 7

i

o

.

5



p() ry
2 E . £ 2 e £ 2 2
. *
- i = —
- o ftt F - » o . ﬁ, .
o T - = = = £ — L . etc.
) D) - ! [ —
V4 7 !
-
- Lick #3
C‘(‘b‘? )
e ZF! f ;
. ™ Play this progression coming back to the written example, or pieces of it, at will.
3a) cmo Fm gb™
,: : 'V .F‘EI L4 D— - l 1 - i >
—— ] -
-
¥ (T4 76:9)
7 Ab 4
Ema’ bebe Sbe C#m e
- V4 : Il Il L I Il ll ll Il ll £ M Y A 4
———
- D"I(b?)
: T69) '3 i’y v
BMA‘7 E o AMI - E #!1& = l’.t GMA
. Y7711 o ! - 77777 s
e ———— P

™ To improvise on this, try using 5, 4, 3, b2 in any order on each dominant chord.

769)
- (]-;7“) F'me) Bl’ b

3b) £ o 35 be

Ebma’

o

Va

2 I—,H'_;'

|
3T
o
\i el

- Lick #4
A[,lS(#m
- £ 2 be o
) ', 7‘
-
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L1319 L1319
A ) G A

7
Gma’ ppizemes 7
4a) n s o A. ” :'_‘:tl’_ﬁ_ e e fte o Ab GMA N
ot ot P! == —— ]
2 = 3 =
AbI3 —
— o o l,
1) £ £ eobe F L pop oy, _—
[\). _; +4— = '__['_ ~~ L'_E" .\I_ 4 44— +— _I 4 b - efC.
— — Y i -
Lick #5
b9)
Improvise off these chords, coming back to the lick whenever you want.
6 b D‘nm
a3 3
5a) /D.{(bq’ ‘ be o - 9”1“ o A'f(b‘?) o — —F ﬂiﬁ —be o N
o | 2 — e - j.
7 ) ! [J 7 .
Improvise off these chords, coming back to the lick whenever you want.
7
769) 769 7 Rb7 Eb"  p™
D 7 # o be J 7
%) “be o O P L.#E ,q%’“ B e, et ebe . Oma

L _'. 7~ ‘o
2 che |
: =

Play through a tune using the lick whenever you can, e.g. "Stella".

v5) 13 Nalt)
59 Em™ | A Cw' ooty
) Y id| - £ i H'—ID“ ' -
J bl N
mm— e etC.
ick #
Bb13 Lick #6
EE :.__ e o l_)
rayt
;’.

8



Play on this progression using the lick periodically.

13 6 7 7MY
F B Bb Ebma’ D7%us Guwé C3¥ F7
6a) * o 5l X i X ul
12 o 1 be T+ 2o | £ o — —';
5\l: ° yi J yi °
V4 0 )
Continue down chromatically playing variations of the lick.
13
A 13
13 b13 G
6b) IBE, et lorh /—\ﬁ P ie LA S _l,; £ ol 3 etc.
¢ '; | ia| P2 124 — I | s
Start each four bar phrase with the lick.
Bb13
6c g 3
). /3_ - = | . _ —
C)—'—ﬁ a ) l - i i A i i i 4 E
*~
Lick #7
C'f(alt)
.Z‘_lzc ol N
- .: ID { '
Start each four bar phrase with the lick. Try it down an octave too.
C7(alt) “
b 2 be Fw Talt)
£+ 9 — i
7a) L EE E be e ho o oy @ be C Fmi N
ﬂ P, T y A A i y 4 y A 4 j
D 1 b' s JF F V AR AR A 4 D
-

Try playing the first bar and a half as is every time but changing the resolution note at the Fmi chord.

7b) C7( alt)

Fmi

61



62

Lick #8

|_ﬂ—m
'

4

" B
P
‘i

Play this progression using the lick at will.

Em’

;
e

DG

Fém’

1:9711

E6

8a)  he Y £ b . o
/Ty o g I o Ty T

N /] Vi ] 7/ J J 3\

b ,l' l]: !/J o/ ¢/ (Y} ) - !/4 e/ C/ 07/ J -

Play as a vamp, referring back to the lick periodically. Then transpose the chords and vamp on that too.

\ﬂ

7
_Ewn’ A7 —Em A’ E/v\l A7 Ew’A’
) o7 "o te £ £ £ ey .
%7_ D ] [7] (Y] ] - 0l |
N = 5
Lick #9
C7
% ﬁi& 3 b['_‘ ﬁm_ *
F—
J
C7
%) = fe bei, e o be | e ‘
©): v =F —# —_q—IT b ﬁ'_b[ _'q—') b . LH‘“# '-1- .etc'
7 7 | ' T @ "y
Nammaay
Improvise on this progression, referring back to the lick periodically.
7 Fimd T T C F’
GN\I C o o GN\I‘ C e be - o £~
\ —— kg\] ! ——
Bbma’ 7
o e ol AM|7 LD7 _._/\gMI C7 o FMA N
FE Ay e et = —1



o iEy

7

Fmi

L

Improvise on this progression, referring back to the lick periodically.

Ew B _

2L,

r e

E

¢
[ J

b7
Aty

Improvise on this progression referring back to the lick periodically.

7:9)
G

¥ 7
oy e b LD{_I_,MI _ﬁc . F# ,BMI Y 3 #:&
Lick #10
D‘I(b?) . be- bo -
Co— ! 'I

C7

7(59) 6 7(b‘?) . _
102) D , o e Gmi Da ePhenl Fletles,
* * t ___# bl { g
—
B[,‘I(b‘?) L7
T69) be BbMA., F7(b‘?) be- b, l’:ﬁ r l’.& 73 E
F ,19_5 ‘:ht_b_t r . hl'l’}! ::h! ] B s s S s
. T 7 P |
.« I [ .E
10b) Dmm o e fo - ® abele £ P ﬁ% ﬁE e, etc.
: R e N —— =
Lick #11
E‘I(b?)
. » :? fo -
¥
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Improvise on this progression referring back to the lick periodically.

E™Y AT DWL‘” G Cno SA0
Na) =~ e £ fo 2 le Ao e .De o £ he" be o b
(& I < |0 —— R rd i ——
7 4 I- [J [J y AV 4
p7e) b b764) T) T69) T11)
. loB. be- o hE VA | Db RF# . B N
¥ 7~ = 77 T [gep? |
I /
Play off the F diminished scale using this pattern as your main motif.
E7(b9)
11b) » £ teo # 0 fo £ . o~ " ete.
rax il i i e A
4}'—* - l } . I
Lick #12
C7
e
©):
V4
Improvise on the progression, referring back to the lick periodically
7
C 4 b7 b, 7 7
F 7
12a2 - Tlo_ = )M'A,‘ é be Le ® L‘D MA ,\E AMA PN
! e— G ]
e

Start your phrases with the lick (starting on any note you want), and resolve them differently each time.

12b)

»

C7

., -

Fax * D) b -1'- —— T4 |
| O P d y 4 y 4 y 4 y 4 y 4 y 4 V 4 .
7 ' 747 V A A A 4 iﬂ
B’S‘W) Lick #13
o .
¥ =
—




Improvise on this progression, referring back to the lick at will.

65

13(:9) 1 13(:9)
ﬂ: S rd O m— —
| I i € ! 4
\ —
#1369) 1369, . 1
C 7 . # /‘\D#Mﬂ’ D b b— . /\EM,
'Ql: ¢/ /7 ’ y 4 y 4 } P ™
V A— L/ *f ' w4 %
Play off the C diminished scale using this kind of interval pattern.
BiS(b‘?)
13b) - o . . o e o #. h .__ ] etC.
i\,: ) —ﬁlp— 7o iy 4
Lick #14
F13(4m)
l’_t Y 3
“):
Improvise on this progression, referring back to the lick periodically.
SR Bbma’ Ebi3am
142) be » o 0 A o P,
i— o & — » +— 1+ + . =" N
[ ® — rd ' y AR 4 -“
VA . [ 1 y 4 :ﬂ
M U 7
Improvise on this progression, referring back to the lick periodically.
13(#11)
F 13(+11) - 13(411) Py
14b) be . P G o i A 4 - =
) hllz € i — I ¢
\ 4
813(#“) - DbiS(#ﬂ) lﬁ" e EHS(#M)
- - L— s
#, w ﬁﬂ; i ::T" - ht = + + be £ l’;& N
Y ; : ¢ =
7
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Lick #15
B[,iS(#ﬂ)
:.‘

— -
FE T e
Vi

e

L ) 1

e e

I —

Continue variations of this idea down chromatically.

13(¢11) 13(411) 13(+11) 13(#11)
A W A G
15a) T #4 , e . T o| o T i etc.
[ D - D b S o .
7 7 : i i i
= 7 S T
Lick #16
Db7 1C
l_) L Eﬁ h
) -
y4

Improvise on this progression, referring back to the lick periodically.

1?1 i - > l’}" £ er L F#Mli B 4
o i @ — 7 # 'J‘
765)
Fmi b7 banaY 7 7
Ful g7 b A DT
rat
- I.. Il ll Il V 4 Il ll V 4 ﬂ
Improvise on this progression, referring back to the lick periodically.
i ¢
16b) _ AL,‘ o~ DY be QE-M' E?, % o
Q¢E 1 2 .
L 4 1
T3 —

9

D’ _Fm 9
T e e, Gq ; £ = £ £ be B b be- - N
) —




b, >
F =22 £ .

e < - -

L

Improvise on this progression, referring back to the lick periodically.

b 71 ¥ (E31))
B8 C

17a) :& - 2] E *en T #& o

Bb7C Tk
Va0 [ —

= ] =5 «
s Lestly bisn gy

b 711
B

v
It

o ]

T
@ilv

y X

™

i)
e
Segp )
e
1
i_ﬂ"
L

il I o o
17b) — - — & - — + o -0 b. | 2 # etc'
{\' - I )] -
_’—___" _—— : 8/ 1 & 1) ]

F13 Lick #18
[7"‘ .

-
NS

Y —

Improvise on this progression, referring back to the lick periodically.

Ca’ F*° {\BBMA.’ Am’ DiS GMA Gl

18a) /3 b___ » - o 1= :& .P_ "'l? » . : j,_.:ﬁ_
0 | I 1
> E =i

Improvise on this progression, referring back to the lick periodically.

C/vu F13 Bbm’ Eb3 ;

e

1N

: 13
) Fhee, pea Cw F? f£he, T~ Bwm E
I VAV & 4 y AV & 4 i V A & 4 ll’ﬁ
S . V AV & A y & & 4 y &Y & 4 lll:{}
v 7/
Lick #19

D‘I(b?)

|
e
L
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be £
192 D™ obe ert fef beepf T =
A e o he ® o? e LT E  etc
Y A 2 o ! =E==, v v 4
Lick #20
E* . e ep
i S— —
T49) by . o —
20a) E r3 h.: e B R L Pe? 4y e . fe o he | etc
: D / ‘P—F' (7] —7 o : g J
7 T | / V A A9 A
—3— ——
Improvise on this progression, referring back to the lick periodically.
T+9) MA7 F# (49) q B-(M)
¥ > o ® oo i e "3
200) A TITW PRI S Eefte e ﬁ_}, -
—€ ‘( - — D
g — =g — 7 — 7 7
Lick #21
7
G' e 4
® 1 i —
) — .
e —

Improvise on this progression, referring back to the lick periodically.

21a) A":; D’ G'» ,!: #1;:5 EB., E". Eb;: Ab” oy E°

e e 4 = ) be  pe
3 i Y | wd 4 o ° 1)
0 Yy i | rd ' rd 1
. ————— Ld [ i
G‘?(#m
] . e
el 1) bl V4 y 4 y 4 V4 y 4 y 4 y 4 L 4
VA y 4 y 4 y 4 y 4 y A y 4 y 4 y L

)

Eqmn D[,‘?(#m Bb?(#m EbMA7

AN
i |
y g g Jg g . gy J J o F g g Jg J g Jg J Jg
J & JF I 7 y L y 7 7 7 V A V AR AR AR 4 y AR AW AR 4 j

&

| 1



Improvise on this progression, referring back to the lick periodically.

Cwm’
be £ ]

F"

gt

69

»- o o
21b — £ - — & . . — 2 o
) 42 Chey o 6 S SUL TP
. ; i ———t - i
Bbma" .
e Y - i £
7 == [—
Lick #22
A7 e o
— m—
Improvise on this progression, referring back to the lick periodically.
7(+5) 7 7(+5)
En’ te f‘ _Dma En’ 4 A _
22a) M o #e &e r £ . M rl e mﬁ o 2
S = == ' f 7 b '
V4 1) o | y 4 y 4 1)
Aw’
= 9 7 7
. D" Gw F#769 Bwmi E N
Ve
—7 y i 7 77 F 7 FF 77 ﬂ
v
Improvise on this progression, referring back to the lick periodically.
9
T+5) ¥ 7(#5)
Enw’ A DA ﬁF A B .
22b) o fe be * P s L hl; —
T AL N . = = e £ =
| i — L o)
V4 ’ I
7(45)
Ema - G = Dw’ G™ Cud
£ o 2 i: - £ o 2 l’.t 73 . o
é-): | y i v ia 1 y i y i .

Lick #23

F#

a—tr—

=

MM |
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Improvise on this progression, referring back to the lick periodically.

F‘?

Q
233) F# - ) | o ~
W- SRR S e e ) 2
9
q . qu Abl,) E -
N He Y~ o =~ rd g1 i —
T o A T U 1) [S 7 € .
7 7 )] 7 } # /J.I
23b2 F#‘? . ¢ o 4o PLhe , e 4
y - — R ) 4
. 7 e ———
—~y te T etc.
Lick #24
T69)
] A; L,E ; o be »
3 —! 3 I
130:9) ~
24a) A oo be ol He e e u, e FLre o fo L, ete.

e I

=

Improvise on this progression, referring back to the lick periodically.

T(b5) T(+9) 75)
Em A v T T#19)
24b) L, . e b, o ol Dma Dm Lebe | /:G‘ | CMA
<): 7 w0 —a— : 5
7 i T I S i 7 i g
—
Lick #25

Eb

Die be b

4

»

At
" S—




Improvise on this progression, referring back to the lick periodically.

71

6
b749 be- AbMI (49 . 6
25a). E (#5’ be "2 l’;‘. be- o b I’F—b' E 5/ g 2 hE :; éMI o o
| : t 'PI f—| ===
b, 6
F7‘ﬁg) jo £ be-  be § M F#.r(j:g)._ e e o ﬁ%MI Bb.{(ﬁg)
I ll ll Il .IJ : I’ Il ll j
Play as is each time.
Eb:2) b
25b) e be l’:; B_é M
: . Y £ y S —m v S—" — L Y
7
Ebﬁg):_ l’E [’:ﬁ ébMA
Y~ Iy T \
;I.._.é- s y y y y y i y y j
A13 Lick #26
%_ ﬂfﬁ »
¥

Improvise on this progression, referring back to the lick periodically.

7

Eb/v\ff,:

I de. q 7 . 9 7 Qb7
262) /EM the- o AT Ew’ A’ = e bo A Dby Fm' B
ﬂ‘ .7/ a a llllllll llllllll : '{ - a III’I’I’ llll llllﬁ
Improvise on this progression, referring back to the lick periodically.
13
26b — 7/
2 . A o & ! 7] uT LY —
: === e et e
DiS
= p , 7
' e e e e e 2 —F 77 j
7 7 7 7 ' v
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B‘{(#Q) Lick #27
L}'_ = I
Improvise on this progression, referring back to the lick periodically.
T(+9) -
¥9
272) fo 4 e . Ema 79 Boma’ _
—‘?:—. c/'u)o//u)%. 7 g7 y A Ay — -
D 7 ! y A y 4 V4 V4 y 4 V4 W 4 I
<
Bb'ﬂ#‘?) b v
A T+9) 7
® ‘7_ b. |,) E QA E AMA o
) e e e 777 77 77
-

Play this lick through the changes to a tune, e.g. "In Your Own Sweet Way" (see "The New Real Book -

Vol.2").

T¢5) 7
Ami D

Gm’

F7

27b) de e o e bo
[ T y 4 y 4 y 4 y 4 y 4 —
7 F—— v 4 Y 4 v 4 y 4 y 4 — t
("In Your Own Sweet Way") —3—
7 7 7 7
7 ;A DPT Goma DPma
BPma Ebma tEfe be- etc.
I: e Il ll ll Il Il ] < } y 4 ll ll
Lick #28
p7+5)
. b £
e
——
—
Play off the Bb whole tone scale.
7(45)
20 B e o be P he
1::-' i " " —
' N e —
e -
I, ®» — " B lr,‘ - +— Ny
%: £ & £ -Jf rd 77/ B S Sy — éﬁ
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Improvise on this progression, referring back to the lick periodically.

(MAT)
gh7s) Ebwi
28b) L 2 |
s {
y i H: e 4 (3 i L y i 44
AN —
(MAT)
E75) Ami
. e o
> . ® - EF e, - N
'3: # € I € # Y Y i i y A A i & j
-
Lick #29
A')
#5
" . P
)e | ! _
AT
-
29a) o o . l’.& I— .__ ﬁv'. p . etc
©): o e : y 4 77 7 7
y n 4 y 4 y i i A 4
——

Improvise on this progression, referring back to the lick periodically.
EMI T+5) v F M 7 ~a
v 4

b & MA F _._/.\.F_ \
ﬁf | l 277 7 i } 777 Ilj
. T y & 7 4 y & y 7 7 SmY 7 & S0

<

Gh

30a) he L. be £ Lo. L _ 1 etc
ey L | vV ] by [ ]
*

Play this lick through the changes of a tune, e.g. "Elsa" (see "The World's Greatest Fake Book")
7 7
Ebw,” A by 7 Gh
M be Domi
) b ber . Ew’ AY The L. | 2 Diw' G

r & &4 gy rd V& &4 Yo e4
T IT VY4 [d V& &4 V& W4

) etc.

N

1N
2h

[N

£ 0R
N
1y
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Play as written each time.

C#‘{(#‘? ) Lick #31
»

L)

P

7 Eb72
1 . de B D CH1eg) Du™ : EnTEN) End g,
v & g [ . > & 7 -,4 ) s LA FS .,/' ) :H
v v
,, CHO .
dr— '_ r g ._
> EiEE ==, S ==as e —
etc.
L I Sy Am— A— 4 # 4 ?
7 7 y 4 7 4 v 4 7 v €
Additional Licks
qu, 7|f9) Bm) E7(alt)
2) oy 33) 0 VB o fe @ 34) . 4 35
F—* b 1 — g o] i
v — ' () L3 — —
Bb7 A3
49 _
3 D) L erfE Lhe o 2l o P S =
: # S ——— |
N—— — 3 -
79
v ,5 (is B'3 G#7,
40) be MEE# bo b 42) o 43) fe be
I: - o h-dl T
——— —
C.{(#m Gmm
#9) (#5)
44) *be , )T 5 e 16 F" A .
Y 4o ; 2 be —
V4 | Ta 1
g — *J T
b13(¢11) b13069)
%5) A L9(+5)
48) .G bo o ® be 49)be .1, 50 51)laB o
) o =) > - —




E13 A‘? - T11)
D e oy, 0t eVotbe o, 560G o55,C, *
R o s e o i . '
3__| e S e —
G"“'*’ Eb13¢9) L2 B’
56) be | S 57) L - 58) L,A i« be £ 592 £ ﬁE e o 4
) 4 7 Vi
ﬁL_—i
Bb13(#9)
7
60) G’S‘W)jt o te 61)C7'_17_. 62) bF o £ o 63) & b.p_ 1
[: 7 ‘ | ? 2
S

Photo by Chuck Stewart

CHARLES MINGUS
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MAJOR CHORD LICKS

Ama’

Lick #1

fe

kg

|

NP
ﬁL—b

Improvise on this progression, coming back to the lick periodically.

13(411)
AmsT 9 C#Ml F479 Bw’ QM," Bbms
1a). *.ﬁ,,qtiz:t — 'ﬂrm . #jﬁ &L ] o £ o,
. . Vi ) 0
V4 % /o
Improvise on this progression, coming back to the lick periodically.
7 7 FMA
1b) /A.’.‘.“.;A-— Dwl Cmd SMor sfrere ~ppo,
'.._
e g ¥ oL ' . B |
S = 3
)b\/\/\,é:7 re
1(;)\. o il ﬁ.; #“ - j: o-° #‘_; q: > :§ . #:; . %% 15.
Y
etc.
Lick #2
C MA‘((#n)

i ol

fe £

4\';

P

Improvise on this progression, coming back to the lick periodically.

CM T#11) B[, Ti91)

Abma

T(#11)

AI’M A"((#ﬂ) Gb T#11)

2a) f e Pl - o fhe be © = loo_ .
i 7
71t y iy G A S S S .
~
A1) Tat1)
Emar Ema Dma CpaTen
e o e
—— iy i R AR i il i Y A
SR =
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Lick #3
IbeMA.’
T b'*". ;
— '

Improvise on this progression, coming back to the lick periodically.

Chma /. Bbmi”
3a) ] .:Izn_l, b;r_._b , be b be 112!._ Ebﬂb‘” be~e
M g —3— e —

7 DT Abw” 13 Ghwa
.h’f‘M'. £UE o be e be AD.b b—?m" #b ~

)] . |

D
4
ey

Lick #4

Gma’

=]

——]

Improvise on this progression, coming back to the lick periodically.

7
G Buma™" B Dw'
) NOMA e fiefe £ o0 2 £ o berrl ::1@5_1};\ Le,
y. S (O —51'_ ] ' .
—
4b) G/y\A7 T e ol e o Phep? e £ Lot ele
== e | =
etc.
Lick #5
Ebma’
e —
—~—be
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bt
Sa) E M/t. L '_b ~
et D =
T etc.
Improvise on this progression, coming back to the lick periodically.
by, 7 7 B A BT
5b) E MA FMI - be g N P MA
/‘I—; — I Pd
Y—F 6 ) ! ! i T i P — :
H—k —— - 3
. Lick #6
DAQA R
pHE e ﬂ,,
=
Improvise on this progression, coming back to the lick periodically.
7
DA_Af o :..l_ o & CMA7 i
6a). ., P _____'_.ﬁ ~ t’ﬂ,,"_.* 2P o0 i N
== e —— ]
N /
Dma’ .
6b o #._ :& o £ o .6_ t
A - Flee e PEF et T o, i g
il O o/ P4
7 ee— % '
=
Lick #7
7
DPma
- b‘.! I?_._ I’
> s
-H

Improvise on this progression, coming back to the lick periodically.

DbMA.7 GM|70’5) 7 7 BW v
7). . be b sk be o |, .C._l”fw £ obel ;,EBM' Alf__;




Improvise on this progression, coming back to the lick periodically.

Dbma’

79

7
b Bma
7b) »P®be — G E?
. y 4 y 4 y 4 V4
___L y A i 4 __i y 4 -
Ama 7
WA Gma
<y tr, —— ~
# V 4 y 4 y 4 -
| —
Lick #8
T#1)
Bbma
»
=2 £ be
T#11)
Boma
8a) Feoe | b o N
: + d[ y Il ll £ :
B |
E A
Improvise on this progression, coming back to the lick periodically.
9
Ti#1)
b) B QML 2o Ebm A
8 > .. - LrE® o e .
; pfhe bef o -
: ] — ' L’ : J
¥ < |
Lick #9
Fwd
s = £ .t
1
Fad
9a) P o - £ o be o ] N
[ D 0 . 7 777
| /



80

Improvise on this progression, coming back to the lick periodically.

y ()
7 Ami
1 7
9b) Fama £e e oF g o oo o o ,\‘D
ﬂ*ﬁ: = " * — s 7 £/
7 F¥w’ v
Cmi epe 20—, . B Gw C7 _
N F i ) y 4 y S 4 y a— 4 y A s—
V4 [ 7 7 y 4 y 4 Y 4 y 4 y 4 y 4 V 4 D |
4
b 7 Lick #10
EPma . .
bl l: | |
Improvise on this progression, coming back to the lick periodically.
7:9) y((T))
Ebma’ ? C FMA E'r' gb
10a) e obe® op T ol ® o be. ] o2 o @] P e Lo e

e/
7

Improvise on this progression, coming back to the lick periodically.

ek

bana? Gma’
10b) MA' . o ebe , 2 | Abmy Db?
ﬁ . ! S e ™
0 y 4 y 4 y 4 y 4 y 4 y 4
\ R
baan? BbMA
MA _ .
be - be 17-5 L » Z'_' n' I’t :E 3 'ABMI E‘? -
Lick #11
Ama’
; A
=) e —
7
Ama . - .
113). I . # i ot ﬁ g o o o etc'
y e i ) )




Try playing variations of this lick on a random series of major chords

11b)

Ama
-

F#'f(b?)

Bma’
e

e
N

o E—ﬁ'

DEMA7

p70:3)
Br\

7
_ebee h ! Doma’  Cma' Bbma’
J: ./4 /- [ Il Il ll V4 Il ll ll Il ll Il ll Il Il l’ Ilj
Lick #12
Goma’
b_: I’.'_ » | Ii
) !
——
Play as a vamp or continue down chromatically.
b : 7
124) G[oMA 7. be. FMA 7.
Y i b S SUD -  N
O IO | ] > /;ﬂ
| 1§ |74
N S —— p—
Improvise on this progression, returning to the lick periodically.
Gt Chua 7 Ab
MA MA EMA And  APma o 4 9
120)  be'be o 1 h b:E e ok, o o be " B’ Cmi’ DY
. v ' i |
. - ! : f’l' t : 1L /S
N — 4
Lick #13
EPma’
e & 2
).
I —
Improvise on this progression, returning to the lick periodically.
v 7
Ebma Bbus F"l’)" 13
13&) j:_ » MA ~ L - o o Iﬂ'/ﬂ_'
,_-?J —3—
Ebma’
13b) | £ e e o | VR L L
) ) i 7 - € t — £
V4

81
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Lick #14
Dma
Ve YN —
el D bl -4

7

14&) DMA ‘ — —

¢ ’S: b g : ie ] : 7 77
— \’ ~ etc

Improvise on this progression, returning to the lick periodically.

;
1ab) D # End . giMA Eb?

Y
hill IRV J
V4

o|® \
%
 J
L)
n
N
5
b
N
\
\
N
Nkl

Q)
>
L)

®——

Play a different major chord each time for bars 3-4 and 7-8.

159 Cma’ a? ®a Bma’
o2 o =
§ [ (o - ] = Y S S S—— =" S— — 4
CN\A7 o7 £ ADI’M'J
L] '— ] - = ] ] ' \
V4 i : | Il Il ll ll Il Il Il f‘ﬂ
— — / A

Improvise on this progression, returning to the lick periodically.

7 7
158 Cind Fma B Ebma

MA 5 i MA - o
N3 # —— ) - ) —
0 . of e/ |
7 A i D) / I Iy
2
—
e




251 Lick #16
¥
Abma

V4 | L7
| 4

Improvise on this progression, returning to the lick periodically.

:
N

16a) o o

(D y 4 y 4 y 4 y 4
7 g i ¥ 4 Z 7 y 4 y A 4

7
Eme’ Ew' AT AW DT Bw EY
i " y i 71— - —
— 7
oy ¥ P
16b).AMA o \B:JkIE Feppe b
y4 ! J ‘ )
T — etc.
Lick #17
Bma’
o fo e be
5= =

Improvise on this progression, returning to the lick periodically.

Bma’ Abma’

7 7
172) e fo b be g ' loﬁ. be-be 41 _ZMA. L Df‘"’* o :ﬂ

Improvise on this progression, returning to the lick periodically.

7 o7 7 7
17b) /BMQ oo 4o 4, ? Bwma BN_“ Plhe 4y E”

y ¥

o ¢ A hgJ rd rd | P4

3%' <€ I € [ J \
C— L— 3

D 7 Lick #18
fe

»

133

e

il D

7 = 3 —1
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Improvise on this progression, returning to the lick periodically.

7 Am’
Dma MI 7
18a) e ® o £ e #‘ﬁ . D7SUS GMA o
P = 7
£ s S— e—g—— £ e '
-
7
GMI v
b C? Dma .
&N L_" —, - p—
I'. l | Il ll 1 j %
=7 e 7
Improvise on this progression, returning to the lick periodically.
D 7 E v GbMA.r
18b) MA MA be be | be pe—
: : 7 g | P qf'__#r 4 .;I L I
Abma’ Boma’ _Cw
~ b o be he be e -
“): 7. 7, I —®
— 4 € 7 1 &
Lick #19
Boma’
N
Y
19a) Bbma . 2 o9  etc.
Y h i 1 O
V4 J T J
E—— — I
Play as a vamp or continue around the cycle of fifths.
7 (#11)
190) BPma _E¥ Abua” Db Ghp R .
2 > - - -
o R— V A av 4 el S y 4 el "ﬁﬂ.
. V A A 4 )] y 4 VA 4 .
N imememinssinemel 4 - /
B v Lick #20
MA bo
?T ¢ »— Y »—
——




Play this progression as is or continue down chromatically from G major.

7
200 Bma ho Bbma’ Ama’
: '—/1 ] '.II : | '{ ’I Il I’ OIJ | 1 lll
7
GMA G7 CMA7
[: 7 ! e .7/ # I’ Il Il l’ I’ ll ll
f
ZOb) BMA — ) L #‘P‘ . ﬂ"
) I — A 77 '
E i
Lick #21
DPpma’
£ | L
) i
Z
Improvise on this progression, returning to the lick periodically.
Dbma’ b E?W
21 y . 3 1 .
a). : . R o S ® - L~ L L e
Improvise on this progression, returning to the lick periodically.
DbMA7 o - 7
2b) £ be F be B . APw’ Db
P T ety porr ¢
——
787 7 7
Gbma’ F#m Bﬂ, Fw’  Bb
i\}l—f———'/—iao—ilf ! - &/ { v 4 —f
%
Lick #22
IA\bMA7 . b

- b
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7 ~~ §
22a) AbMA o lels be- L PL o e LT,
. O - b wd O il N A A A 4
1 7 I b 7 VAV &4
ete.
Improvise on this progression, referring back to the lick periodically.
7
7 . Dbma 7
20 A L, £ be # _Cma
I:E:g e @ /- £ ! 7 7/
L L—3
7
7 e Fma y
CMA R *” e - P /—\EMA AMA7 N
. /
ﬁ:_g— (" i Il Il ll T /- Il ll %
g =37 7
b 7 Lick #23
GPma
] ot b; bE
—)2
GbMA-{IDo_ N
232) £ be L2 L
Y »
H'_____ ’I ll ll ’I ’I ll ’I Il
etc.

Improvise on this progression, referring back to the lick periodically.

Gbma’

23b)

7
Em o B

Dma’
ﬁ'

o
7

o
T

Cma’

Bbma’

)

Abma’

N
.
e

ef
7

7

1

v Lick #24

Dma

—y




7

24 DMA ;

a). o o _ oL . -

. D i Ly ) A A— S—

:—_J
ete.
Improvise on this progression, referring back to the lick periodically.
7 7
v F#Ml

24b) Dwma Em’ e » 4 > ’\gMA -

1: : Fg — - : ﬂ =

o Lick #25
Gma',

Improvise on this progression, referring back to the lick periodically.

7 7 7 7 C’
25a) GMA_\Q [)MI.r » G CMA._ GMI

] e -2 & o
0 . ~ 7~
‘..Il' of [
V4 . 7 7
———

Fama’ Cw’ F7 Bbeg EbM’-:

—~ £ o9 | - ] -
e vEm ~ ! ! e E
L d ’.a D d J I :
— —

™
A
)

»

1%

250) Gma’ . . -
N * - 7 P’
V4 7 T % 0
— ete.
F 7 Lick #26
MA
o o
) T
+—*

Improvise on this progression, referring back to the lick periodically

) Fama B EbMA7 . Abp

. AN
S8 SSE=E=EEiza = rrrr——J

87
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Improvise on this progression, referring back to the lick periodically.

7
A 7 7
26b) /EM Cma Cma .
S 7 7
o Lick #27
Ema
Z\I,; ¥ I
Improvise on this progression, referring back to the lick periodically
7
Ema B’ + E Ama D'
272) 4e DM _ fe 2 do .
ﬂ i 7 e : i : L B A .« o
A—\ — e
Improvise on this progression, referring back to the lick periodically
7
7
27b) jEMA . CMA
. s o ¢ 7 7 o
I —3 3 | —
7
Cma o —— N
Ve
_'_}-_' l’ Il 1 ] ll Il :E
[ E— 3-I 7
v Lick #28
Cwma
-
- =2 o
[\.
>
7
Cma
%) T ® e
b2) £ £ y 2 o e o . »
i o) P i ——”, e ¢
i r T [
o
—3— etc.
Improvise on this progression, referring back to the lick periodically
7 Dma’
Cma F'3 v 7 MA G” Abp "
u MI 7
28b) T # e AEM' A ﬁ fe to . * ebe ™ Db N
L T y 4 77 i 7 77 =
. I y 4 y A 4 y 4 J 7

AN



Lick #29
Ebma’
—— 3 — ] be-
S ———
B —

Play as a vamp or continue down by whole steps.

Ebma’
MA b, .7
292) Mt | be £ LE CAA L
: } ba—#— I .
: - j
g - [ ——
T ‘
Ebma’
29b) be £ L L . -
) il P rd o ' - o rd
A~ < " be- €
T — I etc.
Lick #30
Doma’
— 3
Lo be #
3 —
DbN\A.7 b
30a) L P o o’ gl —~
. (7
| !;I } i PN ’I
etc.
Play as a vamp or continue up in whole steps. .
baa” Gma
7 E*ma 7
30b) DbMA L ol e 5| FMA P #ﬁf e
- P P 2l ud *i']'
. o | ] | e/ 1 P4
i@'_—ﬂbc B S ——— T ! T[P‘ T il

89
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Additional Licks v
G Cma Fwd Bem
31) IMA ) #» , £ P obe o 344
oY 7 ]
GbMA7 b EMA7 A%A:
35) > |y be ., o 36);, fe #E oo 0 J/)  HE ho 38)
il D | | v
Gma by T E
7
39) e 40) Fama e o 9 WA R VY 2
7 [ : ) i :l-)‘
T e
Cma =5=  Np. 7 7 Goma’
b, .7
Ab MA7 E MA B v
47) 48)f he be 49) DMA 50) .
Ama’ baa? Ema
5 Aﬁﬁ o 22D’ 53)8_'}"'21 o p £59
;}-_ I n
Abma’ Bms
MA 7 v
5;\). ~2le o be- |, o002 = 4, ﬁr {;'57)C1:V\AF. 598 Ama »
7 7
Ebmd e . CmA Dbma e Ghma
5?) | S Er ). 6|, o be be £ F 62, | be




MINOR CHORD LICKS

7 —~~
FMI y
1 be | £ fobee ol
) Vi = i| : !
T etc.
Improvise on this progression, referring back to the lick periodically.
7 7 ()
Fmi Bb Gmw’ CT7 Fw’ B Ebma

1b)

3 .
o = -" Bis bq' bept PPbem, | ber?Eles | »-:a_a
Play as is or continue the pattern of the first 6 bars down in whole steps.
Ebw’ A Dbwd Dbm”  GPT Chma’
1C) f‘l"ﬁ:il}'g"‘L — b:. b.'_.'.l, l)...b.:b I7 . [ -
} l = = 1 . Ld 71}
— el ¥
11
BMI7 E7 AAMA.’ B[,Ml‘f(ﬂ)A E[,‘?(# )
. e e 4y e ® b FF::EI oh '__,g
i ] ] ! —] o :
—g 1
Lick #2
Em’ g
.
. et
Improvise on this progression, referring back to the lick periodically.
7
E Ml7 A13 ?MI’ C's Fma VA
2) YA - =
. ) ) 77— 7 y A AR S i
V4 ] y 4 V4 y 4 y 4 V4 V4 v 4
7
Fuw’ B3 AbMI D Gy Ffw’ B
o, 2 PPl be. 2}
3;?7‘*'5 ) __”Il?h 77 //3
Z V 4 V 4 y 4 y 4 D)




2) Y P e ? -
V4 : ! ! il—i t Y : 2 -‘L
=3 i ete.
Lick #3
F#Mfr ﬂu o
ray 'J_ = =
—7 ]

Play as a vamp, then try transposing the same chords to a new key.

# 7 T(x11)
%) F mw Dma

e
ol »

s T —
—— . o

Play as is, starting the lick on different degrees of each scale.

" e o Bl F

3b) ﬂ — — b'— - '-/-\-.- o B'— b
— o U 2le T F1"Fbp ol ;
,- . 2 Ip— : ) A IF rd 0
Lick #4
Dw’
-
¥ £
—
Play as is or play the lick on random minor seventh chords.
7 7 7 7 .
4a) Dmi Cw Fmi be Em 7.
o P ~ob £ el
y - O .dl i (3 __J PO+ Illllllla
—

Improvise on this progression, referring back to the lick periodically.

4b) DMI7 G7 EN\I7 A7
» o

o~
o]

| ]
I
o~
e
g

-
i::E. - ‘ I .
V4 . | 7 ¥ 74
- I || -




Improvise on this

Ebm

Ele Lick #5
. '3 l‘t& ht £ I’_t L

progression, referring back to the lick periodically.

93

p765)
Sa). ebote £ o be| Em . G 7
%I_‘—J t ll ll a Il Il Il 4
—3—
T65)
Fmi 4 A T5)
letep e, Fom e b E
) e ud y e 4 777 13
V4 ‘ o 1 | - V AR AR 4 V ARY ARy AR 4 .
L3
o E e -
5 3
e'p e £ obe b L b, L
é\l: °x | - I’—I =') 0 - ] ]
——— . i /e
L—-3— ——— L g—1 etc,
6 Lick #6
Gmi
hd l: 1 ] P
L g1 {
Play as is or play the lick on random minor seventh chords.
b5)
w Om° C/vl\}l6 Am" Av*
a o
- e £ 9 N ~ - £ ~
o | ] (Y] = I I’ i [ 11 '—IF—— ] .
0 7 " 17 — I )
K 3
6
Gmi _
6b) o 2 ¥ Ee, 4;,5,

e = cepiete febe

7 ! —

etc.

Lick #7
A’
-

e, T R A

il [ | 1
y.4

o—
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Play as is or play variations of the lick on random minor seventh chords.

Am’

Cm’

F7

B

7a) H' be
» o A el 4 L ] .
- o oy > » s |, | o 5 o ,'—%, ] >.
: = —
Improvise on this progression, referring back to the lick periodically.
7 7 7 7
7b) Am’ D’ Gmi C Fmi Bv e
o . » -r— Le. N L j_q
. ] T P.d - r D
L—7 = 7
p Lick #8
Dmi%
N >
V4
—
Improvise on this progression, referring back to the lick periodically.
1 ) 13
gy Dm% G* Ebm% Ab
o T~ 2 g — %’) T
IFE ree ;
Em% AP Ebma Y.
o’ o =
g‘)l: i f, y 4 y 4 y 4 y 4 y 4 y 4 ﬁ
— V4 y 4 V4 y 4 y 4 y 4 3
L—71
13
Dmi
8b) . vo £ o —_—
é-\,': > N | .,4 7 o - ‘
o 3 L3 - etc.
D[, MI7 Lick #9
be o bebe |,
£ 3° |
_'_)-_ ]
Improvise on this progression, referring back to the lick periodically.
7 7 7
. l}Dl’/w Gb Chma Cw’ F° B
a
.gr_ll b'.l,) .Iy b)lf} R h‘ -..b e
>
l Vi
7 =
Bwi E7 Ama’ A’ D3
M
Tﬁ'—ﬁ?— ' # AN
hd ,l- 1 Ll o ”‘ T Il V4 Il Il ll ll Il I’ j
B :




Improvise on this progression, referring back to the lick periodically.

9b)

Db’

ey
.,

o

EMI
#

AT
fo

GMl
Fie

P

T h& ”

C7

Fmi
1

95

Ebw

o

rasi

VIy4

g)' ll -—’b

Cm™"

ick #10

S—

Improvise on this progression, referring back to the lick periodically.

Cwm’
be-

IIIE-I
TIIT -

10a)
~ [r— »
: r - l = )
0 ™ T L
< |
7
Fm ;
l%" - L G
) — ! ? ? j
// I [J <€ .
7
10b —~ s
). CMIL#'.'_ he e o1 be e ‘.'b‘:' et -
: ' e
etc.
6 Lick #11
Bl’/vu/‘?l7 .
: f - e e
7" —— —
Bbms
Mg
113) . b :E 1'_/-\9_ |7 l,'_ —_ L. . .
R o o = o o o | 4 -
V4 )y 1 1 I v r 17
_ etc.
Improvise on this progression, referring back to the lick periodically.
6
Bom® A AbmP% F#% F765)
) el ,\ﬂ.ly_g .l bo —
) 2 /A = b : 5 " 7 1) By — a
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B M 7 Lick #12
r)

e ! .ﬂ‘l

i s—

Play as is or just on one chord at a time, starting the lick on different notes of the chord.

y 7
glza’EBMF s B, P, D F

Play as is or just on one chord at a time, starting the lick on different notes of the chord.

? b? AP b U=
a B CT, Ow Dwr B A AT FolFe
7 2 i
v Lick #13

Fmi

Improvise on this progression, referring back to the lick periodically.

13a)

Fu’ BT

Eb'f(#S) Ab MI7 Db'f

G’

b b’
%Mlb. be- :DbMI

be |,

| v

|
baf

7

7

1

i}

Improvise on this progression, referring back to the lick periodically.

Fw’ B b b’ AT
Bh) b, e phe LEMI L _be 5£,brl l’lq ol Cim
\ ——
C#M' F#J BMI BMI7 E7 AMI C7
TSN S P e




Lick #14
GMI7 ic

___b £ e

97

—7 I
GM|
14a
e e, . el b
é\,. : . ~ P~ \/ ~ %
I'I = e
— etc,
Improvise on this progression, referring back to the lick periodically
7
Gmi /. EbMA Y
14b) s ] . .
O s = —— .
7 . s > QIJ | )] VA )
1]
N — i
Q(#11) 7
Cwm’ /. Ab/v\ Gm’ EI’MI D
L e o £ e t
rax - ) b

v Lick #15
Ami
k o ﬁ'.

— ¥y 1)

V4

Improvise on this progression, referring back to the lick periodically.

A/w

Gmf

ekl

15 /.
2 g ﬂ" e b o P l}': 1 n
) .ﬁ:ﬂL 1 " . W Sy O Sy =
1
N
G/vu C’ . Fmd Bb”
. h " L . o PR
—7* "'1'—4 y iy i y i a
IA$M|6 # h
15b) o . - o
?}Tﬂr') 'ﬂ-" - i l..L. Y #‘ T 1 “Jﬁ ~ .‘;
o = etc.
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8N ]

Lick #16
Fm’

#

Play as a vamp then transpose the progression to other keys.

7
7 Dma
16a) FFmi “F# F#me s BT -
SR R " e — ]
| : # :  —
ME— /-
160) F¥w’ )
. -l| e i ﬁ i ﬁ -
—— o r—— hadl & ﬁ a
— etc.
7 Lick #17
Dwm
7?12' o
= 3
e ——— —
Improvise on this progression, referring back to the lick periodically.
17a) D’ G’ Cwm’ F7 Bbma  Ebmd’ %
o o ~ ;
= St ' 77777
—— o —— i
g
Improvise on this progression, referring back to the lick periodically.
T05)
Ami 7 6
17wy E7 AT Dmf be D N f"’“
/: 7 = 77— s & 7 i d—a
' ~ —
v 7
D G C/v\l6 E[,? F?
ﬁ‘ﬁ o bq_ l’: o o
* ] N
é-): ¢/ - Il y A y 4 V4 F A P 4 y A V4 y 4 V4 y 4 j
_ 7 V4 y 4 y 4 V 4 y 4 V4 V4 v 4 y 4 V 4 )
Lick #18
CHw’
'3

)

N
L 2




Play as is, then transpose the progression and lick to other keys.

99

7
18a) Fm F#7 B’ GHm’
- . > -
; > Li '" u‘ " .
y s 5 - - - id :

Improvise on this progression, referring back to the lick periodically.

8y G’ F#7 Bw E” Aw D7 Gwmw
#._ ../\.', ~~ ) Y 3
7k - " - o® ¢ ! ﬂ
S ———— _-I Ieissm—
E Lick #19
Mi
_ o * j
<) i
Improvise on this progression, referring back to the lick periodically.
5
CHpw™? Fé#p, ™9 B™?
19a) EM| T e Al ]-.-—- £ 4 Mi M RPN
Pejee & 8T sfrepr "5 FTie j
« ¢ . of rd rd 1 «f .
e ¢ - - 7 [ 3 [ - = : 7 3
Play as is or move the lick to random minor seventh chords.
7 7
190) Emi o E? Ami [2
. 2 > - f. ﬁ — - F T == -
,. : 1 9. ] ' .;I y - ]'{ C_ 3 —1 :
—g— —— —
7 5
Gma’ Cma Féw™ B’
¢ .-ﬂl = ; f_ = Er ot N
7 l : ! f y i y y 7 - j
box /7 Lick #20
APmi
be be |
5\: | 9] }
= —\d
— 33—
Abm’
Mi ,
20a) be h! be- o o
—-): = ! = '}, ! N— > ] _b'k o | T —
Z Ld . [ 3 — V4 y 4
= etc.
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Improvise on this progression, referring back to the lick periodically.

bant” b7 i —
200y Aba” ) b;”\Eg Mi 'AA C#mi L be
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Play as is or transpose the lick to random minor seventh chords.
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Lick #22
Fm’
£ be |
) |
F —
Play as a vamp or continue down in whole steps.
1
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b Lick #23
Bowmi
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S =
Bom
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,F. -la JIJF*L - ba PP ie)
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Play as is or continue the pattern of the first 6 bars down in whole steps.

7 7 7
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Lick #24
M
o
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Improvise on this progression, referring back to the lick periodically.
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Play as is or transpose the lick to random minor seventh chords.
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D
e

7 —_—
25a) EbM| lop_ . o L L be e l’.!
s by 7 7 o e
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Play as is or transpose the lick to random minor seventh chords.
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F# M 7 B E Y.
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: = f > ) i
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Play as is or transpose the lick to random minor seventh chords.
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Improvise on this progression, referring back to the lick periodically.
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Lick #28
F¥w
Play as is or transpose the lick to random minor seventh chords.
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Play as is or transpose the lick to random minor seventh chords.
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I — Ve
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V4 7 Y 7T =
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Play as is or transpose the lick to random minor seventh chords.

309 Cm’  F’ Dw’ (_27 /_\C#MI.( F#7 Bma’
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1: . i }' : # -+ y i i i
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Play as is or transpose the lick to random minor seventh chords.
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wa R
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Play as is or continue the 2 bar pattern down in whole steps.
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Play as is or transpose the lick to random minor seventh chords.
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Improvise on this progression, referring back to the lick periodically.
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7
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> » F oo
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Lick #33
/ﬁ\l’M|7
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7 &
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Play as is or transpose the lick to random minor seventh chords.
Abum” 7 7
M Dby Ebmi :
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Improvise on this progression, referring back to the lick periodically.
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7
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Play as is or continue the pattern of the first 6 bars down in whole steps.
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b7
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Additional Licks C#
7 7 MI Fa’
35) ng 36) 2 W 0e o e 4o I e, B e be- be £ -
rax > i —h'l [
4 f —
——
= Ebw’
7
39) F#MI7 )BM' g 41)EM|1 Lhip 2)ebe e |
Y): —r 7 ‘" i o = o e br
Bl’Ml 7 =
D) be o la e hebd Dy AW, te £10AM 0
7 Bbmi’ - _
47) %ﬁ"' o Bbe e | 19)F¥my 50Dmi £
e e e ——
Cm’ 7
51) £ #be . 52>EM' 53)Ami e ., 54)C#Ml
-(): / "I - i . -—P—ﬁ- ~
55 [Eb F
). | MI ._b . 56) L. b o 57)9”“ 58)EA"\| " #.:_
—7- l ‘51]9—
b v L3
Abmi
) he by OSM aDmw'e—, . oCw’
): - — e ot

S




SRR,

107
CHAPTER FOUR

PRACTICING SOLOING ON TUNES

The idea of each exercise in this chapter is to isolate one way of playing through the changes of a tune.
Obviously, they will be more restricted sounding than what you would normally play, but we feel that if
you go through at least one tune at length on each exercise, it will be time well spent. For the first group
of exercises that break up a tune into smaller segments, our taped accompaniment will only be for a
small portion of a tune, but we highly recommend that you take a complete tune through each exercise.

MASTERING EACH SECTION OF THE TUNE

EXERCISE #1 - Take a tune and break it up into two chord sections (1/2, 1 or two bars each). Play each

section over and over until you are as comfortable as possible all over your instrument, e.g. the first two
bars of "Stella".
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The next seven exercises will give you different ways to work on 2 chord vamps.

EXERCISE #2 - Try playing busier on the first chord and sparser on the second one or visa versa.

7
Dw’ G’ Dw G’
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EXERCISE #3 - Play both chords in the same position (or as close as possible) for awhile, then move to
another position. See Appendix I, #4 for position charts.

7
Dw' o= 2. oo G . r
e I [
S i —" EEE=s= F
hn—

—

EXERCISE #4 - Play pure arpeggios of the first chord, then a less strict version of the second chord, or

visa versa.
7
Dmi
> 7
£ . * G
- f_‘ r3 r3 £ - = £ . )
. —® O} o ll'/'
Tt L < v e
7 7 7 j 7 T
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EXERCISE #5 - If there are any half step movements between notes of the two chords, try emphasizing

that relationship. (Beat 1 of a bar to beat 1 of the next bar or beat 4 of a bar to beat 1 of the next bar are the
most obvious ways to do that).

7 7
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EXERCISE #6 - Try emphasizing notes of the second chord that aren't in the scale of the first one, if any
exist. v v
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EXERCISE #7 - Try emphasizing only the notes that belong to the parent scales of both chords. In the fol-
lowing example, the notes of the F major pentatonic scale fit both the A minor and C minor chords (in
example a) and also the Gsus9 and Csus9 chords (in example b).
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EXERCISE #8 - Pick any target note you want in each chord an
on beat 1, holding it longer than other notes,

instead of pre-planned ones.

F#‘i(b?)
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d emphasize it every time by playing it
repeating it, etc. Try this also with spontaneous target notes
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o
EXERCISE #9- After you've finished exercises 1-8, take each 4 bar phrase of the tune and play it over and
over until you feel like your soloing is independent of the changes underneath it, i.e. you are not playing
notes just because they intellectually fit the chord. Some tunes will be structured in other than four bar W
segments, so divide the tune up into organic sections.

On the taped example, the basic progression is I-VI-II-V in Bb. Here is a transcription of Marc's
improvised solo on this concept.
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MARC JOHNSON
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PLAYING THROUGH A COMPLETE TUNE

EXERCISE #10 - Take one of the first eight exercises in this chapter through an entire tune without stop-

ping every two bars, e.g. Exercise # 2. The recorded example is based on the changes of "Blue Bossa".
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EXERCISE #10 (cont.) o

b9
Eleq o be - ébg > Ea DbMAq

e YHI o e e s
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EXERCISE #11 - Play the melody to the tune until you've memorized it. Strive for horn-like phrasing so
that the melody breathes and sings.

EXERCISE #12 - Play the melody but feel free to embellish it whenever you want, as long as it remains
recognizably the melody.

o
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EXERCISE #13 - Play a solo that refers back to the melody periodically between improvising. The
recorded example is based on the changes of "Stella”.
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(2nd chorus)
7-5) T(#9
. Em A) Cm? ?
—-! MI r— 3 F 3
= > . L D - == =
J < * : =
3 —1 e -
K J h;: - @
9
. Fm Bbqsus B[,‘I(b?) El’ 9 . a1
"R he Ja s D == =
\‘.)u ) ) Mt - ; =
| —T [ &
Bbuws < B == —
MA b
T Ew™A™ _ Dw’ Ef)b >
e ' ‘ r—; =
o " —o—1—# ’ s i Y | e
X 2k g ﬂ-‘- Dt " —._‘ @
7
Fma B AT
L MA Al D7(#9
A7 = = e
[ £am 1l ¢ 7 il - : . =
<y o = P oot ! N
EeR-RRRECSSEE SRR S TR
G7(#5) S 3
?lh LI’ 3 rd @ >AC/M\|
\\ﬂDV 3 l-’l )} (7 1
.) | 7
~ -9 - ) e -
b9
p A bya? — i
I - . B i =
s 7@ - P ——— - 1
: 75) ToT— -
E"Q A‘?’(b? K
T i Dmi Gid 5
J P~ : . — ' .
- — 1
e ¥ 2 =g a4 M-
Dbm?
MI Gb‘? C (5) y ()
o m™> F bia?
L | = B g =2
g 2 -+ y—
p—— \_/




118

EXERCISE #14 - Play through the changes of a tune using only notes in each chord. You can keep it from
sounding mechanical by making the phrasing solo-like and by skipping around within the chord, e.g.
"Beautiful Love".
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EXERCISE #15 - Re-read Chapter 3 and use some of the ideas in it to expand what you normally do with
arpeggios, e.g. Chapter 3, Exercise #10 (chromatic embellishments) on a G minor blues.
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EXERCISE #16 - Figure out at least one appropriate scale for each chord in the tune. Start with trying to
reduce the chord progression to the fewest number of scales possible (see "The Improvisor's Bass
Method" (IBM), p. 135-7). See IBM, p. 144 for other ideas of what scales to use on a given chord. Play
through the tune using scalar playing throughout. The recorded example is based on the changes of "All
The Things You Are".
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EXERCISE #16 (cont.)
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EXERCISE #17 - Re-read Chapter 1 and use some of the ideas in it to expand what you would normally
do with scales as you play through a tune using a scalar approach, e.g., Chapter 1, Exercise #19 (scalar

patterns) on the changes to "Solar".
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EXERCISE #18 - Play through the tune going in and out of chordal, scalar and chromatic approaches.
The recorded example is based on the changes of "Solar". The transcription below is the second choruson -
the accompanying tape.
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EXERCISE #19 - Re-read Chapter 2 and take some of the exercises through a tune. For specific rhythms

like Exercise 9, there is no need to play only that rhythm but try to continually refer back to it during the ~

course of your solo.
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EXERCISE #20 - Try anticipating some of the chords in a tune, e.g. "Stella".
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EXERCISE #21 - Try substituting a modal section of one tonality in place of a section of a tune with

chord changes, e.g. the 1st 8 bars of "Solar".
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EXERCISE #22 - Try reharmonizing a tune and soloing on the new changes, e.g. the first 8 bars of
"Stella". The original chords (played by piano accompaniment) are in parentheses. Marc solos over the
reharmonized changes.
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EXERCISE #23 - Try playing through a tune and creating a spontaneous alternate melody in place of the

original one. This melodic approach is an important - and often neglected - balance to the generally
busier chordal and scalar approaches and should become a regular part of your practicing. Try to hear
what every note will sound like before you play it. Singing along with your instrument can be a big help
here. The recorded example is based on the changes of "Come Rain Or Come Shine".
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EXERCISE #24 - Tape the chords to a tune (or use a New Real Book Play-Along cassette or Aebersold
Play-Along LP). Then play it back while you sing a solo along with it. Tape what you sang and go back
and figure out any or all of it on your instrument. Very instructive! (No example on the tape).

EXERCISE #25 - Play through a tune but try to think of the changes as little as possible. Try to capture
the feel and contour of the tune intuitively. This works best on tunes you know really well or on tunes

you don't know intellectually at all. Play-Along tapes ar
example is based on the changes of "All The Things You Are"

of Marc's improvised solo.

e very useful for this process. The recorded
. The transcription below is the 2nd chorus
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EXERCISE #25 (cont.)
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EXERCISE #26 - Solo along with a tune on the New Real Book Play-Along cassettes and tape the result.
If you have a cassette dubbing deck you will probably be able to record yourself directly onto the blank
tape along with the rhythm section. Lots of fun! (No example on the tape).

EXERCISE #27 - Put on the metronome and practice soloing over the same chord changes or song for an
hour. This really allows you to expand your ideas. Remember, if you want to be creative, you have to
practice it like anything else. (No example on the tape).
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SOLO PIECE

At the end of our recording session for this book, we asked Marc to just practice for a while as if
he were sitting at home. We hope you enjoy this fascinating glimpse of a master at work; and, in general,
we hope that this book serves its purpose of inspiring you to ever higher levels of musicianship. Here is

the opening section transcribed, followed on the next page by the start of the faster section of continuous
eighth notes.
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Appendix I - Fundamental Exercises
(reprinted from The Improvisor’s Bass Method, Sher Music Co., 1979)

#1 - Scale Fragments - Play pieces of the scale off of each scale degree using the same number of notes
for each. Use ascending and descending fragments, e.g. C major.

a) 3 note fragments

N e
i s o rr@r O r T O f
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b) 4 note fragments
- - £
. E===: S=======
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© .
—— — —
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#2 - Intervals In A Mode - a) Play a C minor scale adding a scale note a second above or below each
note. Try just thinking of the first note of each pair (the circled notes below) and let the other one follow
automatically, in order to more easily keep your place.

] { — y —
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b) Play the A Major scale inserting a scale note a third above or below each scale degree. Use either major
or minor thirds, whichever keeps you in the scale, e.g.
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#3 - Scale Chords - a) If you play every other note of a scale starting on each scale degree, you get the
scale chords of that key. Notice that in a major key, the I and IV chords are major 7ths, the II, I1I, and VI
chords are minor 7ths, the V chord is a dominant 7th, and the VII chord is half-diminished. E.g., F major.

Fmaj7 Gm17 Am7 BbA C1
3 | L ] ! B
oy — ' F—r—1 ! i
e !J_F'F T H& —
Dm17 E® ;_ma37 E®
* £ »- - etc. back down
—r— e e =
1 | 1 T 1 |

b) These are also the scale chords for the D natural minor scale, except that in the minor case the A7
chord is often used instead of the A minor 7th in order to create a stronger dominant to tonic relation-
ship. Notice that in a minor key the I and IV chords are minor, the Il and VI chords are major 7ths, and
the VII and often the V chords are dominant.
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#4 - Horizontal & Diagonal Arpeggios - Here are fingerboard charts that show both horizontal and
diagonal positions of the major, minor, dominant and half-diminished chords. The numbers on the
strings refer to the scale degrees of the notes making up the chord. These positions will be the same for
chords starting on any note, the only difference being which one occurs at the top of the fingerboard. For
other quality chords, make up your own charts, if necessary.
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#5 - Scalar Patterns - a) Here are some 3 and 4 note patterns in the key of C major that are neither chords
nor pieces of the scale:

- i g =
I' ] i_t‘ ‘ F——
r x " E =
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More patterns can be created by the following means: b) Take a pattern and change the order of notes,
e.g.

——" or or etc
Z == =S e n

c) Take a pattern and use repeated notes to lengthen it, e.g.

or w*\ L or

1

A



134

#6 - Chords And Their Parent Scales - Here is a chart of some chords and their most common
complimentary scales.

CHORD COMPLIMENTARY SCALES

Cma?7 C major; C lydian

Cma7 (b5) C lydian; A melodic minor

Cma7 (#5) A melodic minor; A harmonic minor

Cmi7 C natural minor; C dorian

Cmi (ma?) C melodic minor; C harmonic minor

Cmi6 C dorian; C melodic minor

Cmi7 (bb) C locrian; C locrian (#2)

C diminished 7th C diminished scale; Db, E, G, or Bb harmonic minor scales

C suspended 7th C mixolydian; C natural minor; C dorian; and F minor scale;
Minor pentatonic scales starting on C,D,F,G,AorBb

C7 orC9orC13 C mixolydian; C blues scale

C9 (b5 or #5) C whole tone scale

C9 (#11) G melodic minor (= C Mixolydian #4)

C9 (b13) F melodic minor (= C mixolydian b6)

C7 (b9, altered 5th) C altered scale (=Db melodic minor)

C7 (#9, altered 5th) C altered scale (=Db melodic minor)

C7 (b9, regular 5th) Db diminished scale

C7 (#9, regular 5th) Db diminished scale

Appendix II - Transcribed Bass Solos

This appendix consists of seven of the most beautiful bass solos on record, transcribed by Larry
Dunlap. We suggest that you obtain the original recordings that these solos are on and follow along as
the transcription goes by. High art, by any standard.

These are, of course, only a small fraction of the great bass solos that are on record. In addition to
the bassists included here, we recommend that you find and listen to solos by Steve Swallow, Gary Pea-
cock, Charlie Haden, Jeff Berlin, Jaco Pastorius, Charlie Mingus, Dave Holland, Cecil McBee, Rufus Reid,
Paul Chambers, Ron Carter, Don Thompson, Ray Brown, Red Mitchell, Harvie Swartz, Oscar Pettiford,
Keith Jones, Ron McClure, Cuban bassist Omar Hernandez (on the Blue Note/World Pacific CD "El Jazz
Cubano"), Bunny Brunel, Niels Henning-Orsted Peterson, Stanley Clarke, and Miroslav Vitous for ex-
amples of the finest in modern bass soloing. Enjoy!
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IMMY HASLIP'S SOLO ON "ONE FAMILY" 135

(from the Yellowjackets' LP, "Shades")
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136 EDDIE GOMEZ' SOLO ON "WALTSE FOR DAVE"

(from Chick Corea's LP "Friends)
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1% DOMINIQUE DI PIAZZA'S SOLO ON "HIJACKED"
(from John McLaughlin's LP "Que Alegria”)
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140 JOHN PATITUCCI'S SOLO ON "MINIATURE #3 - STILL LIFE"

(from his LP "The Heart Of The Bass")
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GEORGE MRAZ' SOLO ON "BLUES FOR SARKA"
(from Tommy Flanagan's LP, "Blues And Ballads")

Medium (Head is Ballad, solo is mostly Double-Time Feel)
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GARY WILLIS' SOLO ON "SELF DEFENSE"
(from Scott Henderson & Tribal Tech's LP "Nomad")
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SCOTT LaFARO'S SOLO ON "WALTZ FOR DEBBY"

(from Bill Evans' LP, "The Village Vanguard Sessions")
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New from Sher Music Co.

GUIDE BOOK

$20 List Price

The only complete method book ever published on how to play salsa music.

260 pages, filled with musical examples for piano, bass, drumset and all the percussion
instruments typically found in a salsa ensemble.

B Presents a thorough foundation of the performance techniques of salsa music, for beginning
to advanced players.

B Also included are excerpts of musical scores showing how each instrument fits into the salsa
ensemble, an historical synopsis, numerous photos of salsa artists and an extensive discography
of Afro-Caribbean music.

B Author/pianist Rebeca Mauleén has recorded and performed with Carlos Santana,
Tito Puente, Poncho Sanchez, Pete Escovedo, The Machete Ensemble, Israel “Cachao” Lépez,
Francisco Aguabella, Daniel Ponce, Alex Acufia, Giovanni Hildalgo, Justo Almario, Steve
Turré, Joe Henderson and many others.

B “A true treasure of knowledge and information about Afro-Cuban music.” Carlos Santana
“This is the book on salsa.” Mark Levine, author of The Jazy Piano Book.
“This will be the salsa ‘bible’ for years to come.” Sonny Bravo, pianist with Tito Puente
“An excellent and much needed resource.” Oscar Herndndez, pianist with Rubén Blades



The New Real Book Volume One

C-Vocal, Bb or Eb available. Composer approved charts.
Over 450 pages. The new standard in fake books. $32

Chick Corea - “Terrific publication. Great collection of tunes."

Jamey Aebersold - “This is the book we've all been waiting for."

Down Beat - “An extremely worthwhile volume."

Ron Carter - “Wonderful for beginners and just as great for professionals."

The New Real Book Volume Two

C-Vocal, Bb or Eb available. Composer approved charts.
Over 480 pages. No duplication with Volume One. $32

Including tunes by:

John Coltrane Horace Silver Chick Corea
Wayne Shorter Duke Ellington Michael Brecker
Joe Henderson Bill Evans The Yellowjackets
Cedar Walton John Scofield Billy Childs

Miles Davis Mike Stern John Patitucci
Take 6 Dave Sanborn Richie Beirach

AND MORE! (Including over 60 all-time standards!)

The World’s Greatest Fake Book

Jazz & Fusion Tunes by: Coltrane, Bill Evans, Jaco, Mingus, Chick Corea,
Bird, Herbie Hancock, Scofield, McCoy, Beirach, Ornette,
Wayne Shorter, Zawinul and many more! $32

Chick Corea - “Great for any students of jazz."
Dave Liebman - “The fake book of the 80's."
George Cables - “The most carefully conceived fake book I've ever seen."

The Jazz Piano Book

By Mark Levine, Concord recording artist and pianist with Cal Tjader.
For beginning to advanced pianists. The only truly comprehensive method
ever published! Over 300 pages. $20

Richie Beirach - “The best new method book available."

Hal Galper - “This is a must!"

Jamey Aebersold - “This is an invaluable resource for any pianist."
James Williams - “One of the most complete anthologies on jazz piano."

The Improviser’s Bass Method

A complete method for electric or acoustic bass, plus transcribed solos
and bass line by Mingus, Jaco, Ron Carter, Scott LaFaro, Paul Jackson,
Ray Brown, George Mraz and more! Over 200 pages. $16.

THE NEW REAL BOOK TO ORDER:
Eddie Gomez - “Informative, readily comprehensible and highly PLAY-ALONG TAPES & e =
imaginative. | recommend it for any bassist.” ores or Schools:
j j : “ i Call Toll-Free (800) 444-7437
- k
Z;t;tesrr}jr:g?al Society of Bassists - “Undoubtedly the finest boo. $10 each e e oar
Rhythm section accompaniment to 10 tunes add(ess' bellodw‘dNe.tt:g da}}vs -
from "The New Real Book" on each tape. Invoice inciudea with bOOKS.
Stereo Separation Makes practicing Fun! oy
- Individuals:
The J.aZZ SOIOS Play Along Send a check or money order
of Chick Corea Cassettes For to address below. Fourth class
The New Real Book Volume One Religs Dickaced n prios. -
Over 150 pages of Chick’s greatest solos; Allow 3—4 weelajk; sf(er 7el:very.
“Spain”, “Litha", “Windows”, “Sicily”, etc. #1 Jazz Classics - Fg(rj szegg/e; ; booke ivery,
For all instrumentalists, single line a 00 pi -

Mark Levine, piano; Bob Magnusson, bass; Vince Lateano, drums.

iptions, not full piano score. $20. 1
transcriptions L . #2 Choice Standards - ?end Orqer§ to: -
Sher Music Co.

Bob Bauer, piano; Bob Magnusson, bass; Vince Lateano, drums.

Chick Corea - “I don't know anyone | P.O. Box 445
would trust more to correctly transcribe #3 Pop-Fusion Hits - : Petaluma. CA 94953
my improvisations.” Larry Dunlap, keyboards; Keith Jones, electric bass; Tom Hayashi, drums.






