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jcstern music is based on the chromatic scale
“/ out of which the major scale is formed. The
major scale is constructed with the following
formula: in ascending order; root (1st scale

Modal scales are derived from the major scale, but start
on different degrees, using the same pattern of whole
and half-steps as the major scale. Below are the differ-

BRIEF REVIEW

degree), whole-step, whole-step, half-step to the 4th
degree, three consecutive whole steps to the 7th
degree, and a half-step to the octave to complete the
scale.

cnt modes with their relative chords and their major
scale starting points and construction.

Ionian I 1-2-3-4-5-6-7-8—R-W-W-H-W-W-W-H
Dorian I 2-3-4-5-6-7-8-2—R-W-H-W-W-W-H-W
Phrgian I 3-4-5-6-7-8-2-3—R-H-W-W-W-H-W-W
Lydian IV 4-5-6-7-8-2-3-4—R-W-W-W-H-W-W-W
Mixolydian V 5-6-7-8-2-3-4-5—R-W-W-H-W-W-H-W
Aeolian VI 6-7-8-2-3-4-5-6—R-W-H-W-W-H-W-W
Locrian VII 7-8-2-3-4-5-6-7—R-H-W-W-H-W-W-W

Chords are built on every other note of a major scale
such as 1-3-5-7-9-11-13-15 or 2-4-6-8-10-12-14-16.
Notes above the first octave are the same as the notes
in the first octave, except that they are an octave
higher, so that 8=1, 9=2, 10=3, 11=4, etc.

Chord construction for ascending 7th chords:

Write out the scales, modes and chord construc-
tions in reverse order. When transposing to other
keys, don't forget to give the proper accidental which
will agree with the scale formula you are using.

Major root—major 3rd—minor 3rd—major 3rd
Minor root—minor 3rd—major 3rd—minor 3rd
Dominant root—major 3rd—minor 3rd—minor 3rd
Diminished root—minor 3rd—minor 3rd—minor 3rd
Half-Diminished root—minor 3rd—minor 3rd—major 3rd
Augmented root—major 3rd—major 3rd—minor 3rd

If the distance between the root and the third scale
degree is two whole-steps (major 3rd), the scale or
chord quality is major. If the distance between the
root and the third is one and a half-steps (minor

third), then the chord or scale is minor.

Diminished chords employ all minor thirds and
the scale construction is W-H-W-H-W-H-W or H-W-H-
W-H-W-H-W-I1.

0 — Let harmonic ring.
x —Play as dead note.

F) — Open diamonds indicate natural harmonics—where they occur indicates finger placement.

r — Filled notes denote standard notes.

D - Strings used are shown below staff.

Numbers used are Jaco's left hand fingering.



MAJOR SCALE MODES
C lonian (1st degree)
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C Lydian #5 (A Melodic)
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Diminished

1. C (half-step/whole-step)
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Example 1—Finger spacing—one finger per fret

The chromatic scale is one of the hardest things to
play on the bass. Playing it will help teach you where
all the notes are through correct finger spacing. Play
this scale and all other scales in the following man-

ner: beginning on your low E string, play through
one octave and back down; then go through the
entire middle and upper register and back down
again slowly.

. g PPOPebeshs [

4 3 1
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12341234 1234 4

Example 2—Major scale exercise in one-stretch position, using 16th-notes

This exercise utilizes a descending four-note pattern going down the scale in 2nds.
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Example 3—One octave major scale in ascending and descending 2nds
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Example 4—Major scale in consecutive 3rds and 2nds

The numbers at the top of each note represent the degrees used in this pattern. Memorizing the numbers will
allow you to “run” the pattern through different keys.

Intervals: 1 34 6 7 9 10 12 :[\ 9 76431
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Example 5—Major scale in broken 3rds

This is the “normal” way of playing the scale in 3rds. It is a slower ascent than Jaco's “3rd-2nd” pattern used

in example 4.
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Example 6—Ascending major scale in 2nds—descending in 3rds—followed by ascend-
ing and descending in 3rds

Notice the pattern used in the first bar, consisting of  arpeggios (3rds), moving down the scale in 2nds.
an ascending major scale in 2nds. The last note of  Notice how the fourth note of this four-note pattern
beat 1. bar two, is the beginning of another series of — serves as a pickup, so that the feeling is 4-1-2-3, 4-1-
four-note patterns utilizing descending 7th chord  2-3, etc.
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Example 7—Major scale in 6ths

Scale intervals are used to create sound patterns, and to gain awareness of skipping strings and harmonic
propulsion.

John Scofield, Kenwood Dennard and Jaco Pastorius
QL



Example 8—“Jam in E”

Thinking ahead with specific ideas is the only way to achieve this level of improvisational clarity and direc-
tion.

-
. - ____._ X__ —F—— o o @ @ X A b
' e ) === S
o I |4
2 1 d__ I
1. 1 4 2 1 o —

» e
- # i s i i — ﬁ —® H.
S oo |
e

F * e " b(':' - - h’—\ e
: ¥ mfr e felf L« )layefry Phet 2

- 7 L . e _l""'; il e —T.T

i

— 6x e
m g — _:PT_. = - hN_ @
‘ ,: 5 = @ ] ' £ X — - | e N 74 X o &
— %ﬂ.ﬂ == T He xfe e :
i - el sl S S A i B e el
[T sty e e o
M T Iy

|
®
X
s
5] |
®
3
m
X
L
?




S

_.n_

|
e

o

N
)]

_‘I_

I
e e

s i

0@

™~

7

2]

&

Y

5 Ry

PR

r

O H Ay

Ch )
s M

_6._

¢ ¢ ¢ o

S’

@

-

E;. o o —E;' -t
S’ e
D G

(B]

A

-
3 bgt_-__,

A
@@ P
|
I

—

o, L
j)zﬁﬁﬁ:l -

ﬁc;wﬁv—..

Wy

-
3.
Z

e X
Iy
= J’L

Slap fingerboard with

.

F
=

T
| i il

ef
7

Fd
€

9]
4

7

palm of right hand - ----

L h

Yoty oy

10



,_V_ =

<

&

™

T

LY A e | B

T

8th note triplets (~_

I =
/ o %
\ HERY [P
CYREN __ o
e Y
St |
M.P T
Niin
5.
| B ™
e
o
=,
XN
mluun,
l 1
I w W
“ _
N
X
|
n
G

rd

)
7

-+

pote

i

o o

_._”

K
[

=
g | oe
I

0,
—e

]

Y
s

Y
1y%

ef

1

Tag

.—'j'

-

11



Example 9—Arpeggios—fingerboard memorization

After you've found where the notes are on the fingerboard—play this exercise without looking to help with
memorization of the fingerboard. [With the exception of the octave, the 3rd finger can be substituted for the 4th
when playing examples 9 and 10]
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3' A D |
Freely s [ ® .o
] 1= e =
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L 1 3 ? i I
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1 1 4
Example 10—Arpeggios—ascending chromatically
This is the same pattern as example 9—moving up the chromatic scale.
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Example 11—Double stops

This next example is a very musical approach to playing double stops via spelling out a chord and harmoniz-
ing the major scale.

|

Example 12—“The Real Deal”

This next example is based on the ability to create ideas based upon different types of scales, broken arpeg-
gios, chords and song fragments, all played in patterns utilizing rhythmic groupings.
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Example 13—Major 7th arpeggios

Here's o good exercise: arpeggiate up the I ehord. down on the [ up on the L, down on the TV, ete.
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Example 14—Whole tone scale—alternating fingers

Try going down the scale in seconds on the downbeat (1-¢-an-a)—up the scale in seconds on the oftbeat
(e-an-a-1)—down again on the downbeats.
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Example 15—Alternating fingers with different numbers

This example shows the division of the beat into five parts—five notes down the scale and up a flatted 5th to
the next scale note, a 2nd from the previous starting note.
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Example 16—Duet

The use of modes, fingering patterns, thythm and chords all become clear when seen on paper. The speed at
which it is conceived and executed makes for an exciting sensation for the mind and body.
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Example 17—Right hand raking with left hand muting

Practice this example with multiple patterns on even strings. For example: second finger on E, first on A, second
on D, first on G, first on E, third on A, second on D, third on G, etc.
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Example 18—Two hand muting via scale in 3rds

Be conscious of this very important technique when crossing strings.
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Example 19—Two hand muting—extended
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Kenwood, Jerry Jemmott and Jaco
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Example 20—String crossing via minor to major chords

Here's something to think about for the left hand and something to do with the right. Try playing this as an
open string exercise based on a particular string attack pattern, like in example 17.

Min—1-k3-5-7-9-11

Maj—1-3-5-7-9-+11
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Example 21—String crossing in 4ths

aco is actually playing arpeggiated -V chord progressions—first in 4ths, then chromatically and again in 4ths.
y ying arpegg ) g

Alsus 7. » DAY e GTsus he CA7 FTsus BbAT
e e o i e be I £
i Sl 2 L _F ] T - = - J= 44— i ol |7 - 1
o ’ J
,’ b e
7 3 3 —?_ 7 p 7 =
Eb7sus L AbAT Alsus @ DAT #g G*sus #._ Cra7 q._ G7sus b[1
e B, o F T E b= deT, 2F G-
. . V{' _lﬁ_‘ r % i o - ==
i:&l | 1 h—-:-'-“ : -
———— 3 5 = 7
3 3 3
a7 #  Fflsus @  BAT e F e BhA7 o E7sus o
b e 2 = . ﬁ.g ﬂi: g1l q_: L e 1 o =/
— —— . .
= 3 : - - - — ;__
/ E7sus AAT D7sus  GA7 C7sus Bt7sus  EbAT7 Ab

S ﬁ'%ib%ju%s_ . -
9 | {
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Example 22—“Barbary Coast”

The choice of notes gives it that distinctive sound.

@ ‘7' 2 o |

Example 23—Tuning the bass with harmonics

This technique insures accuracy in tuning the bass
owing to the audibility of the notes in this register.

= G 0 ~
4 1 e
== =

“Portrait of Tracy” (Intro)

This example uses harmonics to create a melody.

)
% °d
- S

Example 24—False harmonics—overtone series

This is the division of the string length in halves, quarters and eighths.

-© == 2

[ © #ﬂ = == =
= (8]
‘@7 (%] = - -
i = = =

O

I = =,
Hold “A”~ Divide string in: 1/2 1/3 1/4 145 1/6 1/7 1/8

with left hand
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Example 25—False harmonics—scale in 3rds

Divide the string exactly one octave above the tingered note 1o achicve the harmonic sound quality.

&ret throwughott

) 1 | o - - '_. o
e | - : _ — : -
L £ L T 4 1 '_' s I ]
Example 26—False harmonics using scale patterns and arpeggios
Follow the same instructions as in example 25
St thronphoul
. ; S —
—Q]f- : | = I[ - .I_- i F = > _r :
B ————_ | & il i . _‘l_i_‘_ L 5 : 1
ST
3 "
. P —— o ; » o F .-#"-
: o . . P
oy g 2 E e +o
e ——

Example 27—False harmonics

Again, follow the sume instructions as in example 25.

R
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Natural bass harmonics

E A D G
- ~D G C F (8va)
— B E A D (Sva)
— Gf C*F* B
®
—EADG
®
—BE A D
®
— G* CA#F#B
®
— E A D G (8vh)
Same as
lower octave
@
®
@
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i Example 28—Remembering “Tracy” [refer to key on page 3, for notation of harmonics]
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Play simultaneously
Example 29—Jerry’s Time with B.B. King
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