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Preface

A walking bass line is the most common approach to jazz bass playing. The term “walking” is used
to describe the moving feeling that quarter notes create in the bass part. Just like walking with your feet,
the walking bass line is one step after the other that takes you somewhere. This is an important concept to
remember, the walking bass line is movement.

Walking bass is also used in rock music, blues, rock-a-billy, r&b, gospel, latin, country, and many
other types of music. In other words, you don’t have to be a jazzer to walk. The processes involved in
developing a walking line are applicable to any style of music. Essentially, this process is looking at a set
of chords, deciding which notes we want to use, and determining the order in which we will play them.
Being able to make these decisions will make you a “conscious bassist” as opposed to a bassist that hits or
misses. With this in mind, I hope you are ready to start walkin’!

Goal Statement

The specific goal of this method is to familiarize you with the techniques used to build walking bass
lines, and to help you develop an awareness of how the process of walking works. By understanding how it
works, you will find that the information is transferable to other styles of bass playing. By the end of this .
book you will have the information you need to play good, functional, straight ahead bass lines. You will
also have learned a system for analyzing a bass line that will help you to understand why some bass lines
work and others don’t. Rather than arm you with a few examples of walking bass lines, this book will show
you the tools you need to build your own. Through the use of recorded rhythm tracks you will have the
opportunity to put the new learning directly into action. It is crucial to your understanding that you are able
to hear and feel how the bass line works in context.
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Using the Recording

A recording is included to give you the hands-on learning experience that is crucial to this style of
bass playing. Many of the great walking bassists never learned from a book, they just went out and learned
on the bandstand. Because these opportunities are now few and hard to find, the tape will provide you with
a supportive and comfortable accompaniment to your learning process.

The recording uses a split stereo mix with piano and drums on the right channel, and bass and
drums on the left channel. This configuration will allow you to turn the bass track off and play with the
piano and drums, as well as giving you clear access to the bass track for learning the lines by ear, and by
transcription.

The examples in the book with an icon (€)) next to them have a number that corresponds to the
number on the recording. Each example is first stated (the number is given), then counted off with a click.
The click is a two-bar count off, two half notes, and three quarter notes leaving beat four blank. Ex. 1...2...

1,2,3,...(play).

There are many opportunities in the book to create your own lines. There are examples with chord
symbols and slashes. Turn off the bass track, and play your own line. This is what you will be asked to do
in the real world, you might as well start now! You can do this with all of the examples in the book. These
examples have recorded bass lines that are not written in the book. They are provided to give you another
example of the concept in action. To enhance your learning experience, learn these examples by ear. It is
highly recommended that you actually write them down, too, since transcription process is a very powerful
tool for your overall musicianship.

The last section of the book is the Appendix. It includes ten commonly played jazz standard
progressions. There are no written bass lines, but there are recorded ones. I played these lines as I would
normally play them without thinking about chromatic approaches, scale motion, etc. However, I made a
conscious effort to avoid too much rhythmic embellishment at this point, though there is some. These lines
will give you an idea of what comes out when all the ideas presented in this book have been assimilated.
They will also challenge your ear much more than anything else in the book. So when you feel ready,
definitely learn these lines by ear, and transcribe them if you can.

I hope you will enjoy playing with the other musicians as much as I do. Brad Hatfield on piano and
Jim Gwin on drums are two of Boston’s greatest musicians. I have the pleasure of working with these two
fine, upstanding citizens regularly, and now so can you!

%



__Top Priority

Top priority for a bass player in any style of music is keeping time. Without this essential skill,
anything you play is virtually useless. I don’t mean to sound overly harsh. I'm trying to spare you the
slings and arrows of irate horn players, guitarists, keyboard players, singers, and drummers. Oh yes, let’s
not forget drummers! The point is: if the time is not solid in a band, it doesn’t matter how good everyone
can play, how good you look, how nice your equipment is, etc., because the groove is not happening. Any
style of music has to have a groove (unless the purpose is anti-groove), and this can only be achieved by
the bass player and drummer hooking up into a solid rhythm section. Notice I mentioned the drummer
here. Keeping the time is a shared responsibility between the bass and drums, and it requires individual
strength and cooperation. For now, let's focus on individual strength. The first thing you need to develop
your time is a metronome. If you don't have one already, buy one immediately!

Get the picture? You can not achieve good time without one. You may substitute the metronome
with a drum machine, however use it with a simple click for practicing time. A drum machine, though
more fun to play with, can lull you into a false sense of security. Because it gives you so much rhythm to
play with, it makes it too easy, it can tug you along for the ride, and it wouldn’t swing if you hung it from a
rope! To develop your time and your walking feel, practice with the metronome clicking on beats 2 & 4. In
a jazz drum feel, beats 2 & 4 are played with the foot pedal of the hi hat cymbal. Using the metronome this
way will give you the most important part of the jazz feel to work with.

Here is a simple way to find 2 & 4 with the metronome:

1) Turn on metronome to a medium tempo.

2) Slap your knee with your hand in time with the click.

3) When your hand is in the air about to come down again, start counting. 1 is in the air, 2 is
on your knee, 3 is in the air, 4 is on your knee. Keep this up for a while to get used to it.

By using the metronome this way you are being held responsible for supplying the downbeat. This
is an important part of your job as a bassist. Time is an internal clock that ticks in the center of the chest.
This clock runs on a rechargeable battery. Like all rechargeable batteries, when you use them for the first
time, you must leave them in the charger for a long time. Once your internal clock is up and running, it will
require regular maintenance to keep it fully charged. No one’s time is ever “good enough.” When the
battery is charged, and the rhythm section hooks up, there is no finer feeling in the world.




Reading Music

Reading music is an important skill for any musician to develop. How far into reading you go
depends on what your musical goals are. If you are interested in becoming a professional musician, I
highly recommend that you make reading a priority. Even if you don't see yourself needing to read music
to carry out your musical goals, being able to read will enhance your understanding of music, and make
you a better musician. Reading music gives you a visual representation of the notes you are playing.
Playing the notes gives you an aural understanding, as well as physical or kinesthetic knowledge of where
the notes are on the bass. When you combine all three, you have a very complete understanding of what
you are playing.

As a bass player, you will spend a large part of the time reading chord changes instead of actual
notes. This book will help you interpret changes. By learning to walk over chord changes, you are
discovering what notes you have available to you on a given chord. In order to get the most out of this
book, you will have to read the examples. You will be able to hear the examples played on the play-along
tape that accompanies this book, so using your ear to learn the written examples is fine. If you combine
using your ears and your eyes, you will have a better understanding of the material, although it is possible
to learn the examples either way.

On the next few pages is a basic reference guide to reading music. It is intended as a supplement to
help you find the notes on the neck. It is not necessarily the definitive method for sight reading, just a tool
to help you get the information you need from this book. Due to the nature of walking bass lines, the only
rhythmic value you will see in this book is a quarter note. In 4/4 time there are four quarter notes in a bar,
in 3/4, there are three. For further rhythmic training, I highly recommend the book, Modern Reading Text
in 4/4, by Louie Bellson and Gil Breines (Belwin Mills Publishing).
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Basics of Reading Music

Music is written on five lines called the Staff. Bass players read in Bass Clef. The bass clef has two
dots that surround the line on which the pitch “F” is written. The notes are divided into two groups, notes
on the spaces...

E A D G
F|I A. G
Bass Clef Notes on the Spaces
E®
4 | . =
) - [ ]
B9 4 - [ ]
Al® G@® ‘
F A C E G B D
Ep 1°of

and notes on the lines...

E A D G
E
¥ of I Notes on the Lines
B¢ Ad -
clé Fe YO
e
y 4
P
[ J cel g
E G B D F A C
Bl AT

So far we have found the natural notes on the bass. These are notes without sharps (#) or flats (b).
Between the pitches B and C is a half step (one fret). Between the pitches E and F is also a half step.
Between all other pitches is a whole step (two frets). The notes that occur in the middle of these whole
steps are called accidentals.

E A D G
'r ] f' 5\. ]
AUBLD:PG p“ 7 — - oD, .4
Fi/Gr Z g? hu -
' il F¢/G G/ A AY/B Ci/D- D!/ E
[]
G 'A»ct: > F‘:'le . k' M #_._ l&‘.
e —4 7
7

AW/B DFE» GHAb CHDb
(S Ft / G Gt/ A AL/B  Cl/D

Notice that all of these chromatic pitches have two names. A% is also Bb. This is called an
enharmonic spelling. Which name you use depends on what key you are in. In the key of B, you would call
a note “Eb,” where in the key of E, you would call that same pitch “D#.” Most often, when a line is
ascending, a pitch becomes raised. For example a chromatic line from A would be A-A#-B. Descending
from B it would be B-Bb-A.

Fa
il O 1

T e e

A Ak B B Bb A

Note: When an accidental appears in a bar of music, it applies to the whole measure unless it is
cancelled out with another accidental.



~ Basics of Chord Construction

The first step in the walking process is to be able to read the chord changes. The chord symbol tells
you all the specific information about the chord structure. It is up to you to decode the information and
create a bass line that will say something about the chord.

Chords are made from scale tones stacked on top of each other. Triads (three-note chords) contain
the root, 3rd and 5th. Four-part chords contain the root, 3rd, Sth and 7th.

C major scale

Vo §
" Pay [ &) -7
O ~

Here is a listing of the most commonly used chord structures and what they contain. To make things
easier, all the example chords will be built off the root C. Refer to the numbered scale above if you need to.
Notes with a [b] sign are lowered a half step from the original scale tone, notes with a [#] sign are raised a
half step. ‘

Triads
¢)) 2 (3) 4)
C Cm Cdim Ct
) b L ”
/I > 2 1
5 5 b5 #s
3 b3 b3 3
R R R R

Chord List - Triads

(1) Cmajor triad - (R, 3, 5)

(2) C minor triad - (R, b3, 5)

(3) C diminished triad - (R, ¥3, b5)
(4) C augmented triad - (R, 3, #5)

The next five chords are four-note structures called “seventh chords.” They add a seventh from the
root to an existing triad. The seventh will either be major (7), minor (+7) or diminished (+7).

X

Four-Part Chords — Seventh Chords

1) () 3) ) )
Cmaj7 C7 Cm7 Cm7b5 Cdim7
. Y l7 Yy II, Yy IDIB Yy ID_IH7 ry
° D 9] D

7
P

7 b7 b7 by bby

5 5 5 bs bs

3 3 b3 b3 b3

R R R R R



Chord List - Triads

(1) C major seventh - (R, 3,5,7)

(2) C dominant seventh - (R,3, 5,57)

(3) C minor seventh - (R, ¥3, 5, 57)

(4) C minor seventh b5 - (R, ¥3, b5, b7)
(5) C diminished seventh - (R, b3, b5, b/7)

From the chord symbol we know which notes we can use to bring out the quality of that chord.
Obviously, the root is the most important note; it is the bottom of the chord. The 5th of a chord combines
with the root to form a framework for the chord quality. That is why they are important notes to know: they
will work on any chord regardless of quality.

Triads with a natural 3 are major, and ones with a b3 are minor. A seventh chord will be determined
by what combination of triad and seventh you use. For example, a major triad with a natural 7 will be a
major seventh chord. A major triad with a b7 will be a dominant seventh chord. On chords with a b5 or +5
symbol do not play the natural 5, play the 5 that the chord symbol says.

10




PART ONE

Overview

In Part One of this method, you'll be introduced to three notes that will be lifelong companions: the
Root, Fifth, and Octave. These three notes are included in virtually every chord type. The root is the
fundamental, the ground floor that all chords are built off of. The fifth is the fifth note up the major scale
from the root. The fifth is the dominant note. In simple terms, this means that the fifth has an over

powering need to go back to the root.

Finding the Fifth
C7
(root) (fifth)
)s o——*
1 2 3 4 5

The octave is the root except — it is eight notes up the major scale from the root.

Finding the Octave
C7

(root)

(fifth)

(octave)

The R, 5, and 8 are the framewc)rk that a chord is built on. The R, 5, and 8 do not give you any
specific information about the chord quality. That means they don't tell you if a chord is major or minor,
major seventh or minor seventh, etc. Therefore that these three notes are your best choices when first
starting to walk through chord changes because they will work on every chord type.

There are, of course, some special cases where a chord will have a flatted fifth, such as a 75, or a
diminished chord, and some cases where a chord will have a sharped fifth, such as an augmented chord.
However, the chord symbol will let you know that these fifths will have to be altered up or down. In any
case, you will not see these types of chords in Part One of this method, you will not have to think about

them for now.
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Part One will show you how to use the R, 5, and 8 to create simple walking lines. Once you have
- learned this, you will then learn about ways to approach the R, 5, and 8 in order to add more interest. These
approaches are: chromatic approach, dominant approach, and scalewise approach. By the end of Part One,
you will have experienced these techniques with blues progressions in the keys of F, Bb, Eb, C, and G. The
blues progression is a good starting point because it is one of the most commonly played progressions in
jazz, and because it is familiar to most everyone through its use in rock, blues, country, and countless other
styles of music. In addition to the blues, there are 8 bar “II-V” progressions included for each concept.
These progressions have more chord motion, usually two changes per bar. They are included to help you
get used to playing active progressions.

At the end of the section you will be introduced to “Rhythm Changes,” the progression “I've Got
Rhythm” is based on. Many jazz tunes use this progression, or segments of it, to build new progressions.
Next to the blues, it is the most important progression to learn in jazz.

An Important Notice

Because this book attempts to instruct in an organized, chronological way, you will be introduced to
concepts one at a time. The examples that will be given are geared towards helping you understand the
concept they are illustrating. This will in, some cases, produce a bass line that may sound a little unnatural.
Keep in mind that experienced bassists do not play with only one concept in mind. Because this book is
designed to build an understanding of the many different concepts available to you, at first, the examples
will emphasize one concept to the exclusion of others. As you advance through this method, you will
discover that the examples will use more than one approach and start to sound more natural. Once you
understand walking, you can play almost anything and make it work.

12



Walking the Blues: From the Bottom Up

Here is an F blues progression using only the roots of the chords in the half note rhythm. The root is

the most important note of a chord. For a bass player, it is the first note you need to be able to find. Your
first job is to outline the root motion of a progression.

F7 BY7 F7 7.
T <)
/I A %
BY7 7. F7 7.
—)s;
=
Gm’ Cc7 F7 Dm7 Gm7 C7
) I ]
/,. :

Playing half notes for the bass line is called a “two” feel. It is commonly used for the head of a tune,
or in dixieland, country or latin music. In jazz, the bassist will most likely switch to playing in “4,” using
quarter notes for the solos.

Here is the F blues again, this time in a “four” feel. We are still using only roots, but by using the
octave we can give the line a little motion.

F7 BY7 F7 /.
{\l:l r &) —P il ot
/I bb
i —
BY7 7. F7 7.
o) |
L b o o o
?
Gm’ C7 F7 D7 Gm’ C7
- o
) > |
7} . i
2 o—¢@
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More Practice With Roots

Here is a progression that follows the cycle of fifths. This type of root motion is very common in
jazz and popular music, so it's a good idea to become familiar with it now.

The frequent chord changes create a sense of movement, so, even though we are only using roots,
the line still has motion to it. In some situations it may be best to stay with the roots on this type of
progression.

Am7 D7 Gmaj7 Cm7 F7 B'maj’
: i I ' l
ﬂ?e, - i' ! o
Ebm?’ Ab7 Dbmaj7  Gbmaj? Bm?’ E7
; o b
)t += . |
= i g o4 &

Here is another progression that uses cycle of fifths root motion. Play through this using only roots
and octaves.

Gm7 C7 Fm7 Bb7 Ebm7 Ab7 Gm’ Cc7
<4 Yers 7—7 77 7777 77 7 7777
i y A A A 4 y Y A S 4 77— —7/ 7
Fm7 Bb7 Ebmaj7 Cm7 Fm?7 B)7
77 7 7 77 7 y A SR A 4 77 7
Y A A" A—" — l———7 7 y S A S— 4 -II
Moving On-

The first chord tone we will introduce is the fifth. As noted earlier, the fifth, along with the root (and
octave) forms the framework of a chord. It is important to know that these notes can be used on any type of
chord, since they do not interfere with the chord quality (major, minor, etc.). For now, since we will not
look at chords with a b5 or +5, all chords shown will have a natural 5. On the next page are some lines that
use the R, 5 and 8.

14



Adding the Fifth

F7 B7 F7 7.
rax
y 4 : e z
rd
R 5 R 5 R 5 8 5
B 7. F7 7-
Faa 0
il [
J 5
7
R 5 8 5 R s 8 5
Gm’ C7 F7 D7 Gm’ c7
FaX ﬂ
~ Ne »
y A wd .
7 pn
R 5 R H R R R R

The previous line is a classic example of a “two” feel. The use of R and 5 in half notes is common to
many styles of bass playing.

The next example uses roots, fifths and octaves in a “four” feel.

F7 B ! /.
|
Y P —p » J
/I L/{ ‘
8 8 ] R R 5 8 H R R 5 5 8 8 5 R
B /. F7 /.
E5 D —— - s . . ’
y A — 1 | |
? ’
R R 5 5 8 8 5 5 R R 5 5 R 5 8 5
Gm? C7 F D7 Gm’ c7
z {
e I
) . | ; ——[
| = - -
R 5 8 5 R R 5 5 R 5 R 5 R 5 R 5

This line has a very foundational feel to it. Notice how the motion gets smoother in the last two bars
of the blues.

15



More Practice with Fifths

Here is another progression that uses the cycle of fifths root motion. Notice how the fifth of one
chord resolves to the root of the next chord by a whole step. This pattern will always occur with this type of
progression.

Fém7 B7 E7 A7 Dm? G7 Cmaj’
" H i
‘ s o I |
ﬁ‘%—&—&f = » —a
7 W ‘
R 5 R 5§ R 5 R 5 R 5 R 5 R R 5 R
Bm? E7 Am7 D7 Gm? C7 Fmaj7
- 4
Y: S e £ :
S —o— l r >
R 5 R 5 R 5 R 5 R 5 R 5 R R 5 R

Now use the roots and fifths to play through this cycle of fifths type progression. Take note of where
the resolution pattern from the previous example shows up.

Am’ D7 Gmaj’ Gm’ Cc7 Fmaj7
Y7777 77 7 7 77 7 7 77 7 7
T 7777 77—~ 77— y 4 y 4

Fm7 Bv7 Ebmaj7 Em? A7 Dmaj’
B DI S Am—" S—' 77 7 7 77 7 —7—7—7 il
77— ———7 7 77— ——7 77— 77 gl |
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Two New Keys for the Blues

Here is the blues progression in the keys of Bb and Eb. Find the roots and play through them in half
notes. Then add the octaves and play through the changes in quarter notes. Add the fifth of each chord and
play through the changes in half notes. Next play through with quarter notes using roots, fifths and octaves.
You will find that some chords show up in all three keys. Even if the chord type is different, the R, 5, and 8
will be the same.

BY7 Eb7 B7 YA
£\
il [N « T 4 y 4 y 4 V4 y 4 y 4 V4 V4 y 4 y 4 y 4 y 4 y 4 V4 y 4 V4
/[ . 7 V4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 V4 V4 y 4
Eb7 7. BY7 7.
hd l: y 4 V4 y 4 V4 V4 y 4 V4 y 4 y 4 V4 y 4 y 4 y 4 V4 J J
/I y 4 y 4 y 4 V4 y 4 V4 y 4 y 4 y 4 V4 V 4 V4 y 4 y 4 V4 y 4
Cm7 F7 BY7 G7 Cm’ F7
[ ]
il CHEY 4 y 4 V4 y 4 V4 V4 V4 y 4 V4 y 4 y 4 y 4 V 4 y 4 y 4 g °
— y 4 V4 V4 y 4 y 4 y 4 V4 y 4 VA V4 V4 y 4 y 4 V4 y 4 y 4 .ll

Look for the notes in more than one place on the fingerboard. This will keep you from getting stuck
in the lower part of the neck. Explore the possibilities!

Eb7 Ab7 Eb7 A

i 1 S 4 7 7 7 7 7 y 4 7 y 4 y 4 7 7 y 4 y 4 y A 4
Y A O 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4

Ab7 A Eb7 7.
£\
e 7 y 4 y .4 y 4 7 y 4 7 y 4 7 7 y 4 7 y 4 7 y 4 7
7 y 4 y 4 Y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 7 y4 y 4 y 4

Fm?7 Bv7 Eb7 Cc7 Fm7 Bv7
N 1}
¥ 7 7 y 4 7 y 4 7 y 4 7 7 7 7 7 7 y 4 7 y 4 .
/I. y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 .
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Approach Notes

So far, we have used only roots, fifths, and octaves in our lines. This will help you to hear the
structure of the progression. By adding approach notes, the bass line can become smoother, and more
interesting.

Remember: walking bass line is a moving object. A good line has a feeling of forward motion. By
using approach notes we can create a feeling of destination.

Approach notes set up target notes. For now, the target notes will be the roots, fifths, and octaves.
There are many ways to approach a target note. For now, we will focus on the basic approaches. These are
upper and lower chromatic approach, upper and lower dominant approach and scalewise approach.

~ Chromatic Approach

Chromatic approach notes resolve to a target note from a half step (one fret) above or below. The
analysis symbols for these approaches are U/chr for upper chromatic approach (from above) and L/chr for

lower chromatic approach (from below). These are the upper and lower chromatic approaches to the R, 5,
and 8 of an F7 chord.

F7
|
‘ a ) | D
/I : 1 } } ‘L" r
2 - |
U/chr R L/chr R Ul/chr 5 L/chr 5 U/chr 8 L/chr 8

Here are the R, 5 and 8 for the chords in the F blues. On the bass, find the upper and lower
chromatic approaches for each note. Look to see if these notes can be found in more than one place on the
bass.

Once you have located the notes on the neck, write them in next to their target notes. Remember,
that the approach note comes before the target note, so write it to the left of the target.

Bb7 Gm?’
: : . N
!
R R 5 5 8 8 R® R 5 5 8 8
7 7
Cl - - D £ £
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Lines with Chromatic Approach to R, 5 and 8

F7 BY7 F7 7.
| ! g
Yo : |
J Ly F i 1
7P { { b
R Lichr 5  Ufchr R L/ichr 5 U/chr 8 L/ichr 5 Ufchr R 5 8 L/chr
B+7 7. F7 7.
CNe | F ;‘7
hdll 1] I ; 1
A b o i
_‘_
8 Ukhr 5 L/chr R 5 8 L/chr 8 Ufchr 8 5 R IL/hr R L/chr
Gm’ Cc7 F7 D7 Gm’ Cc7
-»-
. 1 |
L]] 1L R | °
ESSE S ; fo o
R L/hr 5 Uskhr R 8 5 U/chr 8 Ufhr R Ufchr R IL/chr R L/chr

Below is the Bk blues again. Find the upper and lower chromatic approaches to the R, 5 and 8 of
each chord. You may want to write them out like with the F blues. Writing things out will help solidify
them in your mind.

B7 Eb7 B7 7
!
Yo 7777 77 7 7 7——7 7 7 7—7 7 7
T 77 7 77— —7—7 77— ——7 7—~7—7—7
Eb7 7 Bb7 7.
o
i LTI 7 MY AN AN AN 4 77 7 7 77— 7 7 7 77 7 7
7 77— 71—~~~ 77— —— 77— 71—
Cm’ F7 B:7 G7 Cm’ F7
Ve YEMI 1
i CTH; A A SR 4 77— 7 7 7 77 7 7 77— 7 7 7=
T 77— 77— 77— 77— 7
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More Practice with Chromatic Approach

Here is an example of how chromatic approach works through the cycle of fifths. Notice how
smooth the motion is between chords with this approach.

$

Em7 A7 Dmaj7 Gm?’ C7 Fmaj7
° | & 1 1
0 1 ) | |
L
P | %4
R U)chr R Ufchr R Lichr R Ufchr R U/hr R L/chr R U/chr 5 Ufchr
Em’ A7 Dm7 L G7 Cm7 F7 B‘maj7
® v 1
o 1 1L | 1 .
| £l |
s

R U/chr R L/chr R U/khr R Ufchr R L/ichr R L/chr R Lichr 5 Ufchr

Now try playing this progression with chromatic approach. These busy chord progressions are
easier to play through than they look. With the root on the first beat of each chord, all you really need to
find is the approach note.

Fm?7 BY7 Ebmaj7 Cm’ Fm?7 B>7 Gm’ c7
Yeprs—7—F7—7 7 7777 777 7 77 7 7
7 77—/ 7 —— 7/ 77—/ ———
Am? D7 Gm?7 C7 Fm?7 Bv7 E’mayj7 C7 |
:
777 7 77— 7 7 77 7 7—7 77—l |
W A i S— — 77— ——7 ———/ 7 ——— : |

20



Double Chromatic Approach

Here is a way to add more possibilities to chromatic approach. Double chromatic approach creates a

very smooth line with a strong pull into the target.

F7 Bb7 F7 7.
e s — D
7 L 1
P %4 1 D
R R U/chr U/chr R 8 L/ihr L/chr 8 Ufchr Ujchr 8 R L/chr L/chr
B7 7. F7 7.
S »
raxy — b
R Lichr 5 Lfchr 8 8 U/chr U/chr 8 L/chr L/chr 8 5 R L/chr
Gm’ Cc7 F7 D7 Gm7 Cc7
y i . o 7 ol
7 D L |
R 8 U/chr Ufchr R R U/chr U/chr R U/chr R Ulchr R L/chr R Ljchr

Try this technique on the Bb blues.

Bb7 Eb7 Bb7 7.
o Ol |
il TN I £ T 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 V4 Vd V4 J y 4 y 4 V4 V4
iy A N, V2 i A — 7——7—7 7z———7/ 77—
Eb7 y A BY7 y A
|
VY7777 7 7 7 77 7 77 77
A A A— — 77— y S " A— 4 77— ——7
Cm7 F7 Bb7 G7 Cm7 F7
T B A A— d— —7 7 7 77 7 7 77— 7 7 7
o s
Ry A ™y A i— d— 77— ——7 7 ——~—7 ! —
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Dominant Approach

The next approach method we will look at is dominant approach. The fifth of a chord is called
the dominant. That means, a dominant approach is a resolution to a target from the fifth of that
target.

Dominant approaches can be either upper or lower. To find the upper dominant approach to a
target note, simply start on the target and count up the scale to the fifth, the same way you find the fifth
of any chord.

Below are the upper and lower *Finding the lower dominant approach
dominant approaches for the root and G C G
fifth of F7. To make things simpler, 5 .
. . - — 1
octaves will now be analyzed as roots. 7 - o *
: : 4 3 2 2 3 4 5
To find the lower dominant L/dom U/dom

approach, we go a fourth below the . . .

Y i1 find th his is th This shows how "G" is the upper and lower dominant approach
target. You will find that this is the to "C". The analysis symbols are U/dom for upper dominant and
same note as the fifth above the target, L/dom for lower dominant approach.

only it is an octave lower.

T
™
e

: T

Udm R IL/dom R Udom R IL/dom R L/dom 5 Udom 5 IL/dom 5 Ujom 5

Now find and write in the dominant approaches for the R, 5 and 8 of Bb7, Gm7, C7 and D7,

B T o
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Lines with Dominant Approach

Here is an example of dominant approach. With this approach we are introducing a new note
choice. The U/Ldom of the fifth is also scale degree 2. The dominant approach to the root is the fifth, a
note you are already using.

The fifth now has a dual function and will be analyzed with two layers of symbols. The top layer
will be the primary function, the bottom layer, the secondary function. Notes that have more than one
function make the line stronger.

F7 Bb7 F7 7.
—— | |
ﬁ—L—e/ b 2 )
R U/dom 5 U/dom R 5 R L/dom R 5 U/dom 5 R L/dom 5 L/dom
L/dom R L/dom U/dom L/dom R
BY7 7. F7 7
|
) . |
e
o
R R 5 5 R IL/dom 5 U/dom R 5 Udom 5§ R 5 R L/dom
L/dom L/dom L/dom
Gm’ C7 F7 D7 Gm?’ C7
2 -
D
y AR
P |74

R U/dom 5 L/dom R 5 5 L/dom R U/dom R U/dom R U/dom R U/dom

U/dom R L/dom R 3 R R R
F7 Bv7 F7 7
- — ... i
. » 1
<) .
BY7 7. F7 7.
_'_ |
. I
3L ’
Gm?7 C7 F7 D7 Gm’ C7
| -9
©): ' . |
4 i . I

Write in analysis for the second chorus. Pay attention to dual functions.
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New Keys for Dominant Approach

Because we are only working with R, 5 and 8, the dominant approaches for B*7, F7, Cm7 and G7 are
the same as the chords from the F blues with the same roots.

Play through the progression in different places on the neck to get acquainted with your options.

Eb7 B7 7

Y7777 y 4 7—7 7 77— 7 7 7 77 7 7
i A VI Ay A A" 4 77—~ 77 77— 77 77— 77

Eb? y 4 BY7 y 4

[ ]

7 7 7 7 7—7 7 7 77 7 7 77— 7 7 7
i S A" A" A— 77— —7—7 y A SR S— 4 7—~7 77

Cm’ F7 BY7 G7 Cm’ F7

[ ]

7 7 7 7 7——7 7 7 7—7 7 7 77— 7 7 7
i A A A A— 77—~ 77 77— 77— —7 .

In the key of C, you will again find the R, 5 and 8 to be the same as on many chords from the other
keys covered so far. This, of course, means that the dominant approach notes will be the same.

It may not be necessary to write out all the notes and approaches at this point. Although if you feel
that it helps you, by all means, do it.

(ol F7 (ol 7.

ﬁ:n 77 7 7 y 4 77 7 77 7 7 77 7 7
A VI A A" = y 4 77—~ —7 77— ——— 77— —

F7 7. C7 7.

[ ] s
Ye—7—7 77 77 7 7 77— 777 77— 7 7 7
S A A A— 4 77— 7 y A SR SR 4 77— ——7

Dm?’ G7 C7 A7 Dm7 G7

[ ]
< Y—7—7 77 777 77 7 7 77 7 7 .ll
i A A A A— 4 77— —7 77— —— y A S S 4 gl
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____Lines with Chromatic and Dominant Approach

This example combines chromatic and dominant approaches to the R, 5 and 8. To make things less
complicated, the analysis for these approaches will be shortened to chr for upper or lower chromatic, and

dom for upper or lower dominant.

By combining two approach methods we will multiply our choices and come up with a more natural
sounding line. A good bass line uses many approaches to achieve a well-balanced sound. As you learn
additional approaches, your own lines will start to sound more natural.

F1 B7 7
i ]
: ‘ r ] ] ' |
yre ' a bp e 2
P | i l
R dom 5 chr R chr 5 dom chr chr R dom 5 dom
chr dom R
B7 7. F7 7.
£\ 2 I i
& ' 4 »—
Je F | l
A—b I o o B
I L)
R chr 5 chr R chr R dom R chr 5 chr R 5 R chr
dom
Gm’ Cc7 F7 D7 Gm?’ Cc7
‘ a. i
A P pe . ] :l
= | e - .
R 5 R chr R dom 5 chr R dom R chr R chr R chr
dom chr 3 3

Were you able to hear the difference in this line? It is starting to sound more like the real thing. On
the next page is the blues in B> and C. Try to combine the chromatic and dominant approaches to R, 5 and 8

in these keys.
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New Keys for Chromatic and Dominant Approach

Combine chromatic and dominant approach notes in these two keys. First play through the keys,
then do the following exercise.

On a separate piece of music paper, transpose the line in F from the previous page to these two keys.
Then play through the blues in B and C again.

...the blues in C.

A D

V4 y 4 y 4

y 4

y 4 V4 y 4 y 4

e

What was different about playing after the transposing exercise?

26




w— ——————————— e o e —

Scale Approach

The next method of approach we will look at is scale approach. “Scale approach” means
approaching a target note with the scale tone next to it from above or below. Sometimes the scale
approach note is also a chromatic approach. For example, going from an F7 to a Bbmaj7, the lower
scale approach would be an “A”. This is chromatic and scale approach. Scale approaches will be
analyzed with the symbol sc. It should be obvious by now which notes are upper or lower approaches.

Sometimes a scale approach from below does not sound as smooth as other types of approach.
When using this approach, keep your ear open,; if it sounds strange, try another approach.

Also notice that there are dual functioning notes. Some notes are chord tones and scale
approach notes. These will be analyzed in two layers, the top layer being the primary function, the
second layer being the secondary function.

I F7 B7 F1

VY
y 4
e

r
Al

o

2
8 TIM
o

We can see a definite pattern showing up’
with this technique. When the root motion
between two chords is dominant, the fifth of the
first chord acts as an upper scale approach to the 5)!-
next chord*. This pattern is important to
recognize because it will help you formulate
your concept of how lines fit together.

%
*

F7 B

(e

\
w (0
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More Practice with Scale Approach

Find the scale approaches to R, 5, and 8 for the chords in the Eb and G blues. G is a new key, so you

might want to go back and find all the R, 5 and 8’s and their chromatic and dominant approaches. This will
keep you up to date with this key.

Pay attention to any patterns that seem familiar, repeated chords from one key to the next, and
fingerings that might be the same but happen on different strings. Play in different areas of the fingerboard;
look for new starting places.

o

Eb7 Ab7 Eb7 VA
<) 7—7 y 4 777 7—7 7
A VI 4 7—7 7 y 4 7 7 7—7
Ab7 VA Eb7 yA
4 )—~ 7 77— 7 7 7 y 4 7 y 4
7 77 y 4 77— —7 77— —7 7 7
Fm7 B7 Eb7 Cc7 Fm?7 B7
< )— y 4 77— 7 7 y 4 7 7 7 3 |
77 y 4 77—~ —~7—7 77— —7 y 4 y 4 |
Remember to do all the preliminary steps to get familiar with the key of G.
G7 c7 G7 7
B '« 4 7—7 y 4 77— 77 7—7 y 4
7 7 7—7 7 y .4 7 y 4 7—7
c7 7 G7 7.
—q% y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4
7 77 y 4 17— 77— y A A 4 y 4 y 4
Am’ D7 G7 E7 Am’ D7
) y 4 y A SR S 4 y 4 7 77 3 |
Y A d— 4 7 77— —7—7 77— —7/ y .4 y 4 .
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Combining the Approaches

Up to this point we have used chromatic, dominant and scale approaches to R, 5 and 8. By
combining these techniques, we will multiply our choices and have lines with a more natural sound to
them. A good bass line has a variety of ideas behind it.

The line below uses all three approach techniques. In addition to playing the example, try to analyze
it using the symbols we have worked with. See if you can find the dual function notes. The correct analysis
is given on the next page.

7.
-
:
e o
Bb7 VA F7 A
—)s; .
i
L.
Gm’ (ol F7 D7 Gm’ C7
|
N F 1 |
e t
7 5] e — i"; Jl
F7 Bb7 F7 YA
—)s —
BH7 A F7 A
/’.
Gm’ Cc7 F7 D7 Gm’ Cc7
o
‘
—)s m ' > L ‘I
I =Y n |1 74
g 7 4 & L
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Combining the Approaches — With Analysis

Here is the combination line with the analysis symbols. Compare you answers to see how close you
were. The real value of this exercise is not so much how many you got right, but that you did it. To do this
exercise, you had to ask yourself: “What is the function of this note? Is it an approach, a target, or both?

Why does this line work? How can I use this in my own playing in other styles?”

This is the thought process we are after. Being curious will make you search for the answers. When
you find them, you will understand them better because they have been processed by you. When you
understand things from this standpoint they become very usable. That is the point of this method: to make

the concepts of walking bass lines usable to you.

F7 BY7 F7 y
- 7.
[ ]
* £ ' »-
T £ P~ >
R sc 5 chr R chr R dom R chr 5 dom R sC 5 chr
chr 5 3
B 7. F7 7.
T { —r r —]
— ! ; Hd
R d%m R d%m R chr 5 dom R dom 5 sc R chr 5 s;:
Gm’ Cc7 F7 D7 Gm?’ Cc7
[ ] l
Y s —
] o ]‘,,‘
R sc 5 chr R sc 5 chr R dom R sc R sc R chr
chr 3 3 5 5
F7 B7 F7 7.
® |
® 1
P / ‘
R d%m R cgr R R chr chr R 5 dom dom R R 5 c:l;r
BY7 A F7 7.
: P > 2
> —p—@ —@ |
| -
R 5 dom d%m R chr 5 dom R sc 5 sc R dom 5§ chr
Gm’ Cc7 F7 D7 Gm’ Cc7
-
[ ] L 1
:gﬂ —ebe [ be I
rd P S l |
R chr 5 chr R R 5 chr R chr R sc R chr R chr
chr chr 5
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_ Rhythm Changes — Sample Line

This standard progression is known as the song “I’ve Got Rhythm” progression. It is one of the
most common progressions in jazz. The form is AABA. With two changes per bar, the root motion creates
a sense of movement. When you add the approach techniques the line becomes more interesting. Take the

time to analyze this line. Notice how the line works through the bridge where the changes occur less often.

Bmaj7 - G7 Cr? F7 Dm’ G7 Cm? F
-
o |
ow D g |
e 5=
Fm’ B7 Ebmaj7 Ebm7 Dm? G7 Cm7 F7
Nl e - o L
2% —£ z - r e f 2
Brmaj7 G7 Cm’ F7 Dm? G7 Cm’ F7
Yo b | } I .
o e
_‘_
Fm7 B>7 Ebmaj7  Ebm7 Cm7 F7 Bbmaj’
T e 4
/’g& IH"—‘lb‘
D7 YA G7 A
1L
o T oA el L
e i ——— s
== s i
C7 7. F7 7.
|
£N\e | D |
il D > o b P
’ =
B'maj7 G7 Cm’ F1 Dm7- G7 Cm? F7
| L
£Ne | | |
bl M 5) 4.| l? g' lr; |
' b
Fm7 BY7 Ebmaj’ Ebm7 Cm’ F7 Bmaj7?  (F7)
/’ b : & J y | i
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Rhythm Changes

Now practice playing Rhythm Changes by just looking at the chords. Start out simply, then, as you
get comfortable with it, add different approaches. The root motion in the A section gives you half of your
choices already, so find ways to connect the roots. The B section lets you stretch out a little more.

Brmaj’ G7 Cm’ F7 Dm’ G7 Cm’ F7
CH 7 € T S d— a— 77— 77 7 777 77 7
Iy 777 7 —/ 77—~/ /7
Fm?7 B7 Ebmaj7 Ebm7 Dm’ G7 Cm’ F7
<~ Yb—7—7 77 7—7 7 7 777 777
/l b y 4 V4 y 4 V4 V4 y 4 V4 V4 V4 y 4 y 4 V4 V4 y 4
Bmaj7 G’ Crn? F7 Dm’ G7 Cm? F7
ﬁ%’n 77 7 7 7 7 7 777 y SR AN 4
A A A—" i—" 77— ——7 y A A 4 7
Fm7 BY7 Ebmaj7 Ebm7 Cm’ F7 Brmaj7
D7 —7 77 7 7 7 77— 77 7—7 7
iy A N A —" A— 77— ——7 77— 77—/
D7 /. G7 /.
7777 7 —7 7 7 777 77
D A N A A— — 7 —— 7 —/ y A S 4 77—
C7 7. F7 7.
S 7 7 7 7 r—7—7 7 77 77
i i 77— ——/ 7 ——7 77— 77— —/
Bmaj7 G7 Cm? F7 Dm7 G7 Cm’ F7
ﬂﬁ—;{’. 77 7
2 /7 Y A A d— /—— 77—/
Fm7 BY7 Ebmaj7 Ebm7 Cm’ F7 B’maj’
e | | |
) 77 |
f—f—— /———F y i d— 7 |
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PART TWO

Overview

In Part One of this method, you saw how it is possible to play through chord changes using only the
bare bones of R, 5, and 8. With the addition of approach notes, we were able to create some more
interesting lines and add some variety to our note choices. In the second part of this method, we will start
to use more specific information from the chords we are playing through.

The third tells us if a chord is major or minor. Up to this point, the lines we have played have not
reflected the major or minor quality of the chords. Using the third makes the bass line sound more "in"

with the chord changes. We are now getting more specific with the bass line.

ol Cm?’

~ he  __be

A — 2%

e

R 3 5 7 R b3 5 b7
Major Third Minor Third

The seventh is another note that tells you about the quality of a chord. Some chords have a major
seventh, which is the seventh from the major scale (one half step below the octave). Other chords have a
minor or flat seventh (one whole step below the octave).

Cmaj7 C7

. L be

—‘j:.__i P—

R 3 5 7 R 3 5 v

Major Seventh Minor Seventh

Of course, along with these new note choices will be all the approach notes that came before, upper
and lower chromatic, upper and lower dominant, and upper and lower scale. This means we now have
every scale note, and every chromatic note available to us. Looking at building our lines this way would be
a little confusing, at this point, so it is better to start seeing our bass lines in the larger terms of motion and
shape. This is where the lines start to develop a flowing feel. We will still be using the approach-target
concept, but it will be used as part of a developing bigger picture of the shape the bass line will take.

-

The types of motion we will look at are scalewise, arpeggiation, and chromatic motion. In
addition to these, we will also get into targeting other notes besides the root for the first beat of a bar. This
will help to free up our lines and make them more melodic and varied. We will also learn other ways to
view the II-V structure to help break away from the root-approach method. As a part of the exploration of
chromatic motion, advanced approach techniques such as indirect resolution will be shown to broaden
your options at the point of chord change. By the end of Part Two, you will have been exposed to enough
ideas to develop interesting, functional and musical bass lines over standard chord progressions.
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_Scales You Should Know

These scales are very important tools that you will use to build your walking bass lines. Learning
them will help you discover more about the fingerboard and play through chord changes in Part Two of this
book.

The Diatonic Major Modes

The first set of scales are the Diatonic Modes from the key of C Major. Each mode is built off a
scale tone from the key of C using only the notes from that key. That is what DIATONIC means: using
notes only from the designated scale.

C Ionian
> ; ¥
1 2 3 4 5 6 7 8 7 6 5 4 3 2 1
D Dorian
» .F -
)2 = 1 f
/l 1 !
)
1 2 b3 4 5 6 b7 8 b7 6 5 4 b3 2 1
E Phrygian e *
s . — : 2
& = .
1 2 3 4 5 w6 T 8 VI b6 5 4 3 21
F Lydian o 2 T £ = o
a1 'F
y 4 T
1 2 3 ta 5 6 7 8 7 6 5 k4 3 2 1
G Mixolydian s £ £ 9o 4
o J will 1 1 1 el .F. . .
) }
,I
1 2 3 4 5 6 b7 8 b7 6 5 4 3 2 1
A Aeolian
¢): P f F r
J | | |
v | T 1 l[
1 2 b3 4 5 b6 b7 8 b7 b6 5 4 b3 2 1
B Locrian
L l
° 1 )|
) 2 £ 2
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More Scales You Should Know

These next two scales are minor scales. Along with the Aeolian mode (also known as Natural
Minor), these scales are the most commonly used minor scales in Western music.There are Diatonic Modes
built off these scales as well, however, we will not be concerned with them at this point.

C Melodic Minor
) — . ==
T 1
1 2 b3 4 5 6 7 8 7 6 5 4 b3 2 1

C Harmonic Minor

% — £
y A 1 I
7 I }
1 2 b3 4 5 b6 7 8 7 b6 5 4 b3 2 1

These five note scales are called Pentatonic. They are very common in jazz, rock, blues, and also
non-western types of music.

C Major Pentatonic C Minor Pentatonic
- T L
N\ 1
: | te—p "] a
—t —t i '
1 2 3 5 6 8 6 S5 3 2 1 1 ¥3 4 5 b7 8 7 5 4 3 1

Spend some time practicing these scales with a metronome. These scales are written in one octave.
When you are comfortable with them, try to play them as two-octave scales.

w
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Scalewise Motion |

Scalewise motion feels very natural for walking bass lines. It is like going up and down a flight of
stairs. By using scale tones that occur in between the chord tones, the line takes on a very smooth, flowing
motion. The example below shows the chord tones of an F7 chord (black) and the scale tones in between
(white). When you play these notes in succession, you have the scale that is most commonly used for a
dominant 7th chord. It is called the mixolydian scale. In this case, we have an F mixolydian. The structure
of any mixolydian scale is R—2—-3-4—5-6-b7-8. :

F Mixolydian Scale
F7 Chord Tones
F A C Eb F
R 3 5 b7 8
oY) ! — |
) - t PRI S—m—
A — Tb.e;_l
]
2 2 6
Scale Tones G B+ D

Below we have the Bf mixolydian scale. This is the common scale for a Bb? chord.

B} Mixolydian
Fb7 Chord Tones
Bb D F Ab Bk
R 3 5 b7 8
1 l _bée be
® | [} [”]
'/ 8§ Can - P— T —&
2 4 6
Scale Tones C Eb G

The next chord in the F blues is Gm?. This is a minor chord, so it will naturally use a minor scale.
In this context, the Gm? will work best with a G Dorian scale (shown below). The structure of this scale is

R-2-+3-4-5-6-47-8.

G Dorién Scale

Gm? Chord Tones z
G Bb D F G
R b3 5 b7 8
- .: ] -0 [”] —&
P - 77— 00—

(7]
|
|
4
C

1o

2
Scale Tones A
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The next chord in the F blues is C7. It is a dominant chord just like F7 and Bb7, so it will also take a
mixolydian scale, only starting on C. You know what the structure of the scale is, so write it out in the
space provided below. Show which notes are chord tones and which are scale tones.

C Mixolydian
C7 Chord Tones

Scale Tones

Repeat this process for the D7 chord.

D Mixolydian
D7 Chord Tones

<y

Scale Tones

4

37




| _ Using Scalewise Motion

Now that we know the scales for all the chords in the F blues, let's look at ways we can use them to
create walking bass lines.

Bars 1 and 2
F7 B7
_q% ] i
i b pe
This line gets to the target too early, so . . .
) i |
2 ] 5

This line uses an upper scale approach on beat 4.

) - :
v o _ Do
This example uses an upper chromatic approach into the next bar.
) £ ba
~ - — pe
This line uses an upper dominant approach on beat 4.
&) —— b .
i a
Here, walking down the scale times out perfectly.
M
y 4
= L

This example uses an octave to shift to a higher register.

As you can see, there are many ways to use scalewise motion. The different approach methods can
be used to time your arrival at the next target. On the next few pages there will be examples of scalewise
motion through the Blues and Rhythm Changes progressions.
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Lines With Scalewise Motion

Here are two choruses of F blues using scalewise motion with approach notes to help the line reach
the target at the right time. Notice that there is a scale motion that runs through two different chords in bars
1 and 2 of the first chorus. When the root motion between two chords is dominant, you can walk down
from the root of the first chord and land on the root of the next chord on beat one. From there you adjust
the scale to fit the new chord. Do you see this happening anywhere else in this example?

F7 Bb7 F7 7.
‘ a . P | 1
7+ { } o
P "4 1 ‘ [
T > Y J T
R V7 6 5 R b7 6 chr R 2 3 4 5 6 b7 8
sC dom
B7 7 F7 7
|
_qzl | { i Il =
#— ' z = % >—
1
R b7 6 5 R 2 3 chr R 2 3 2 R b7 6 sc
dom 3
Gm’ Cc7 F7 D7 Gm’ (o
J * L & F e lF
7V 1 1
' -
R 2 53 sc R 2 3 dom R b7 R dom R sc R chr
5 R R 5 3
F7 BY7 F7 YA
1 |
° | I
7+ o - I # » { l'
1 1 | > |
1
R 2 3 sc R 2 3 chr R b7 6 5 R 2 3 dom
5 dom R
BY7 yA F7 7
< »
) — r g
——A—b—@ ! i T
R 2 3 4 5 6 b7 sc R b7 6 5 R 2 3 dom
dom
Gm7’ Cc7 F7 D7 Gm7 Cc7
|
): i ' i
1 > »
/, LV‘ r ' r i I j
R b7 6 5 R b7 6 5 R dom R 5 R 5 R 5
sc sc 3 sc sC sC



More Practice With Scalewise Motion

Here are blues in Bt and Eb again. Practice these using scalewise motion. Remember to pay attention
to the timing of the line. Use different approach techniques to get to your target notes.

®

BY7 Eb7 Bb7 7.
< Yo7 77— y 4 7—7 77 y 4
7 7 77—/ y 4 y 4 y 4 y S S 4
Eb7 7. Bb7 7.
Y7 y 4 y 4 y 4 y 4 7 7 7 7 y 4 y 4
iy A A 4 y 4 7 —7 y 4 y S S 4 y 4 y 4
Cm’ F7 Bb7 G7 Cm?7 F7
Ye—F7—F7—7—> 7—7 y 4 7——7 7 y 4 y 4 |
Y A — 4 y 4 y SR 4 y 4 77— —/ y 4 y 4 !
Look for ways to play scale lines that move through more than one chord.
Eb7 Ab7 Bb7 .
Iﬂi_e 7 7—7 7 77— —7 y 4
— y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4
Ab7 l Eb7 l
- 4 7—7 7—7 y 4 77 y SR AR 4
i S A— y 4 y S 4 y 4 7z ——7 y 4 y 4
Fm’ BY7 Eb7 C7 Fm?’ Bv7
6 )— 77 77 y 4 77 y 4 7—7 y 4
/I V4 v y 4 y 4 Y 4 V4 y 4 V4 y 4 V4 V4
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The Next Step

Before we get into using scalewise motion over thythm changes, we will talk about the next step in
the development of a musical walking bass line.

Up until now we have been targeting the root of each new chord change on beat one of its bar. You
are no longer restricted to this concept! As your understanding of walking develops, you will see that
almost any note can work if you know how to make it work.

For now, let's target the other chord tones, the 3 and 5 in particular. 7s can be used as targets, but

~ because they are very close to the root, they are a little tricky to use. This example uses scalewise motion

with the 3 and 5 as alternative targets on beat one. Notice that sometimes we are still using the R on beat
one. It is not our intention to avoid the root, only to add to our options.

F7 Bv7 F7 YA
e : ——
I [
hd - -
3 4 5 chr 3 2 chr 3 2 R 2 3 4 5 dom
b7 b7
BY7 <. F7 7.
_q:l | F e
7 ] ]
5 5 6 chr R 2 3 chr R 2 3 2 R b7 6 sg:
Gm?’ Cc7 F7 D7 Gm’ Cc7
{
) — — —rr .
P — r ——
b3 2 R chr 3 4 5 dom R 2 5 dom R chr 3 R
b7 R R b7

Now that we can use other notes on beat one, the line takes on a new melodic quality. Now, the
overall shape and direction of the bass line becomes more important. The flow of the bass line is now a
factor in how we structure our choices. As with any idea used to build a bass line, this technique works
best when balanced with other concepts.
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Scale Motion On Rhythm Changes

Here is an example of scalewise motion on rhythm changes. Now that we can use the chord tones 3
and 5 on beat one, we can take advantage of the melodic possibilities that occur with this approach.

Try analyzing the line below — you will find some new things happening. On a note-by-note basis
it starts to get complicated, so keep in mind that the overall flow and shape of the line are now the main

considerations.

B'maj’ G7 Cm’ F7 Dm7 G7 Cm?7 F7
] e i I I
o 7 E— — i
P v I
Fm? B Bbmaj’  E'm’ Dm’ G7 Cm’ !
] i It_l‘ P £ = J }
= | — |
7 vV } 1 !
Btmayj7 G7 Cm? F7 Dm7 G7 Cm? F7
Eamm— —— e
7 L —® t
Fm? B E’maj’ Ebm7 Cm’ F7 B'maj’
o= - —— |
o ifl' s <H.-‘ !? I &
D7 YA G7 .
e £ b
[ ] 3 . ll rl
7+ i | F —
= l ! 1
ol 7 F7 y 4
e | —
%{;b—'—”r l 1 -
B'maj’ G7 Cm7 F7 Dm7 G7 Cm7 F7
‘_‘ ao | | } i
,';;'7 I { 1 r fL
1 I | |4
Fm?7 BY7 EPmaj’ Ebm? Cm7 F7 Bmaj?  (F7)
| |
o O S — - — — |
*—» l 1
i =" = ——
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Arpeggiation

An arpeggio is a chord whose notes are played in succession, rather than simultaneously.
Commonly, an arpeggio is learned from the Root going up and down in order (R-3-5-7-5-3-R). However,
an arpeggio may start on any chord tone and move up or down from that note. These are called inverted
arpeggios. Another approach is to play the chord tones in different sequences, not straight up and down.
These are known as broken chords.

Arpeggiation creates more drastic vertical motions. Arpeggios spell the chord changes out very
literally —your note choices are all chord tones. The main concern with arpeggiation is to make the
resolutions between chords and between bars work. This means using chromatic, dominant, or scale
approach to a chord tone on beat one of a new bar or the first beat of a new chord. Broken chords create
interesting, abrupt up and down motions that work because they occur within the chord.

@ F7 Bv7 F7 7.

i .
VYo7 1
/l b \ O ‘
B7 7. F7 7.
L - b.ﬁ £ -
£\e V'
'/1' > P
Gm?7 C7 F7 D7 Gm’ C7
ra { f ! " —
- 7 — i
F7 B F7 . be- L7
wax . —— —
/I * i{} 2 i % } { }
B7 7. F7 7.
e '.«a -
/'. - o
Gm7 C7 F7 D7 Gm?’ Cc7
r2

D
N
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More Arpeggiation

This is an example of arpeggiation on a standard progression. In bars 1 and 2 we have a very useful
line that is worth examining. Cm? is going to F7, and when we arpeggiate the Cm7, the »7 is a chromatic
approach to the 3 of F7. This will happen when any m7 chord goes to a dominant chord whose root is up a
fourth. In bars 5 and 6, Cm7 goes to F7 again. This time we arpeggiate from the b3 of the Cm7, avoid the
root completely and go up to scale note 2 (D) resolving scalewise down to the 5 of the F7 chord. The line
works because we are using three chord tones and scale note 2, which is also called Tension 9. These notes
spell an Emaj7 arpeggio. Take note of this pattern; it can be transposed to any key.

Cm7 F7 B'maj?  EPmaj’ Dm’ G’

Cm’ F7 B'maj’ G7 Dm7 G7

Zb E==ss=Erss

Transpose the patterns shown in the previous example to this progression. They will work on the
Dm?’ to G7 and the Em7 to A7.

Dm7 G7 Em?7 A7
% 77— 7 7 7 77 7 7 77 7 7 77 7 7
> y SN S S 4 y AR SR S 4 y A SN SN 4 y AR SR S 4
Dm?7 G7 Cmaj’ - A7
oy ]
Y A S SR 4 7 7 7 7 77— 7 77 77 7 7 .
77— 777 74— —7/ 77— ——/ y A SR S 4 -1
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A Word About Chord Progressions: The 1I-V-1

These are the Diatonic chord structures belonging to the key of C major. Each chord is built up
from a scale tone. Diatonic means "of the key," so every chord is built using only notes from the key of C.
The chords are labeled according to which scale tone they are built on. For example, scale tone 1 is C, so
Cmaj7 is Imaj’ chord, Dm7 is IIm7, and so on. The sequence of Diatonic Chords is the same in all keys, so
learning the numbers and their corresponding chord type is very useful.

» 3 § % &
Y ©- 2% ©- <y

Cmaj’ Dm7 Em? Fmaj7 G7 Am’ Bm?7b5
I'maj7 IIm7 IlIm? IVmaj7 V7 VIm? VIIm7b5

In order to get the most out of walking bass lines, we need to look at a very common chord pattern,
the II-V-I. The II chord is IIm7, the V is V7 and the I is Imaj’. In the key of C they are Dm7 — G7 —
Cmaj7. What are they in the key of F? How about Bt? Have you seen these chord patterns before? They
are in rhythm changes, and in the blues (the II-V in the blues goes to a I7 chord). Let's look at how we can
use this pattern effectively.

Ex.1 Dm? G7 Cmai? This example treats the II-V as two
m 2] separate chords. It is the standard

-[\’: C—» g R/approach/R/approach method that

~ ! -~ we have been using up to this point.

Because the II and the V work together to resolve to the IImaj7, you can also treat them as one
chord. The next example shows how you can play through them as if they were a IIm’ chord.

Ex. 2
Dm7 G7 Cmaj7 Although the G7 is not outlined, this
o will still work. On the next page we
)i r . will see how we can play through this
Fedi— : as if it were a V chord only.
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Now we will see how the II-V can be played as if it were a V7 chord.

Ex.3 Dm’ G7 Cmaj’ By playing the G on beat one of the
. | Dm?7 chord, we are creating a sus4*
A — J O sound. This has a nice texture and
Z |
I

can be used on any II-7 chord.

* A major triad or dominant 7 chord can substitute the 3rd with a 4th. The 4th gives the chord a hanging, unresolved,
"suspended” quality, hence the name "sus4". The Dm7 with a G on the bottom is actually a G7sus4 chord that resolves
to a G7.

It is important to know about these possibilities now because we are expanding our freedom in what
we use to create a bass line. You now have the option to look at a II-V as one chord. This will eliminate
being boxed-in by the root motion when you have progressions with many II-V's occurring.

“Boxed-in”
Ex. 4
Em? A7 Dm’ G7 Cmayj’
[ ] ] ' o
1
\’ E‘More freedOI}l,’;,\'
Ex.5 Em7 A7 Dm? G7 Crmaj’
P2
)i
/’ s bl

The “more freedom” approach is not better than the “boxed-in” approach, they are different. They
both work well, but there are certain situations where one may be better suited than the other. For example,
if you were playing swing music for dancing behind a singer, the boxed in approach might be a better
choice due to the obvious nature of the line. However, if you were playing behind a tenor sax in a less
commercial situation, it would be appropriate to be less straight ahead.
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Arpeggiation On Rhythm Changes

Now that we have more freedom on II-V’s, we can use arpeggiation over more active chord
progressions, like thythm changes. The root motion is not always necessary if the chord is outlined well.

$

B'maj’ G7 Cm? F7 Dm? G7 Cm’ F7
B Dy o)
I
ll:*:m7 B7 Ebmaj’ Ebm7 Dm’ G7 Cm? F7
. |
0 PN | | 5
75 o e
B'maj7 G7 Cm’ F7 Dm’ G7 Cm’ F7
A . —_ r e = o
|
77—V 1 P H"
Fm? B¥7 Ebmaj7 Ebm?7 Cm? F7 Brmaj7’
N > ;
/’ P i' L 4 i‘_; P
7 VA 7 /
D e T G /.
Ena==- ——
P vV H"
c7 7. F7 7.
: J % i
|
— - J
B’maj’ G7 Cm? F7 . Dm’ G7 Cm?’ F7
TN , '_h. 7
- l:| D o ' 4 ” - o> ——
Fm7 Bv7 Emaj7?  Ebm7 i Cm’ F7 B'maj’ (F7)
1 — rF r | ]
_?.'bp —o l — 1
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Advanced Approach Techniques: Indirect Resolutions

The next type of motion discussed will be chromatic motion. In order to take full advantage of this
technique, we will explore the indirect resolution. An indirect resolution occurs when an approach pattern
is interrupted with another approach pattern.

We will look at five different indirect resolutions using chromatic and scalar approach notes. With

this technique, we will sometimes hit “funny” notes on a chord. In these cases, the indirect resolution
pattern is so strong that the strange notes will work.

@

(1) Lower chromatic/upper scalar

F7 B7 F7 BY7 F7 B7 F7 IPW
o , » ' . o - A
7 b - C@ o | :
R 3 5 b7
(2) Upper scalar/lower chromatic
F7 Bv7 F7 B7 F7 B7 F7 B
; | Phe , bo
y 4 - \ 7 L > © —
7 L Ll
R 3 5 b7
(3) Lower scalar/upper chromatic
F B7 F7 BY7 F7 BY7 F7 EW
] | o>
: P - —— I o o o 178 S 4
2 o © ._fp'
R 5 b7

* Efis correct.
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Here are two more indirect resolution patterns. All of these patterns can be adapted to fit any chord

progression. They create very strong melodic motion over a chord, and introduce some interesting new note
choices.

g

(4) Lower chromatic/upper chromatic

F7 B7 FI B7 F7 B F7 L].W
] | N O—
: ' — b to o ]
R 3 5 b7
(5) Upper chromatic/lower chromatic
F7 B F7 B¥7 F7 B7 F7 B¥7
i 1 b Lc
e 1 S ° -
A PO - — » i
R b 3 5 V7

Below is a sample progression using some indirect resolution patterns. Try to identify each pattern
used.

Cm7 F7 B'maj’ G7
. l } | {
| = | L |
Cm’ F7 Bll;maj7 B'maj’ G7
{ o
s e S S '
~ 1

%
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Using Indirect Resolutions

This blues line uses frequent indirect resolutions as well as other patterns. Bars 9 and 10 in the first
chorus and bars 7 and 8 in the second chorus introduce a new pattern of scale motion in thirds. This uses

scale tones in an “up two — down one” pattern.

Examine this line and try to identify the different techniques that are being used. On a separate piece
of paper, transpose and learn to play this line in the key of Bb. This will help solidify your understanding of
the concepts used to build this line.

® .

F7 Cc7 7.
® | | .
® dl; F Iﬁ'_
= l I
F7 7. C7 L 7.
H
D |
S= .
Dm’ G7 Cc7 A7 Dm? G7
Y . —
2 =
c7 F7 Cc7 7.
e I I
) —— > | —
F7 /. Cc7 <.
5 = .
y A | |
— r ) 1
Dm7 G7 Cc7 A7 Dm? G7
‘ao 1 . | | |
— —F 2 s ]
[ |
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Using Chromatic Motion

Chromatic motion is very popular with jazz bassists. As the old saying goes, “When in doubt, play
chromatic.” Chromatic motion can be useful for those moments of “doubt.” It is always better to keep
playing until you regain your place in a tune; chromatic motion will help to mask your confusion.
However, chromatic motion is much more than just a tool to cover yourself — it adds interest and
propulsion to the bass line.

When used effectively, chromatic motion can create its own set of rules. The pull of the chromatic
line is so strong that it can override root motion, chord quality, tonality, even form, and still remain
functional. This example does not go quite that far, but it does avoid many of the direct approaches we have
been using. This example has a good balance of “inside” and “outside” approaches.

@ F7 BY7 F7 7

i
[ 1 | I I
ey :
BY7 7. F1 7.
<y ] o—be—
e H.‘
Gm’ Cc7 F7 D7 Gm’ Cc7
T
F—p—1+——] 1 1 {P
I |
F7 BY7 F1 7.
| . vl »
) - :
BY7 Y A ) F7 /.
yaa e [ ] i
¥ = ——
7 VvV M 1
Gm?7 (o F7 D7 C7
Y —— . =
J m 1
- f
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Chromatic Motion On Rhythm Changes

This line uses chromatic motion, indirect resolution and other techniques to create an interesting

line over rhythm changes.

Bmaj7  G7 Cm? F7 Dm’? G7 Cm7 -
e = 2
Fm7 Bv7 Ebmaj’ Em7 Dm7 G7 Cm? F7
L |
D — — |
7P :L; i
B'maj7 G7 Cm’ F7 Dm’ G7 Cm?’ F7
Yyt ] - I —r—
Fm’ Bb7 Ebmaj7 EPm7 Cm7 F7 B'maj7
o | ! |
y A .LD " 1 } L i
7 |74 Il I l v
D7 Y A G7 A
Y] L ﬂ > : ""——h% P
4 .ian '_q' ' ; + —
c7 7. F7 7.
i N
. > 1 |
: o Y ' }
| i 1 ‘ ‘
B'maj’ G7 Cm? F7 Dm’ . G7 Cm? F7
o |
o P : : >
——o—be
Fm’7 B7 Ebmaj’ Ebm7 Cm’ F7 Bmaj7  (F7)
<Y b —4 e — . ]
J b H . | | } =
Z ' ' ! i —9




A Closing Word

Remember to always be inquisitive, don’t just accept things because you see them in a book. Try to
find out why things work for yourself. Keep your ears and your mind open. Hear what you play and how it
reacts with the music. If something you play sounds good but isn't specifically discussed in this book,
figure out why it sounds good and use it.

Always pay attention to the flow of time. Use the metronome to strengthen your internal clock and
never settle for “good enough” time. Listen to the drums and feel the groove, make the bass line a deep,
deep pocket.

Connect with the notes, “pre-hear” your ideas as you play. Listen to the chordal instruments to get
melodic ideas. Lay down the time so the piano, guitar and drums can create rhythmic ideas to propel the
tune. As soon as possible, memorize the chord progression you are playing. Get away from the page and
use your “inner eyes” to guide you.

Learn everything you can about music. Learn harmony. Learn ear training. Learn about rhythm.
Learn about the other instruments you play with, including their roles in an ensemble, and how your bass
line interacts with their parts. Go to the piano and figure out the bass line to a tune you know.

Listen to the great bass players of all styles and visualize what they do. Listen, for example, to Ray
Brown, Ron Carter, Paul Chambers, Scott LaFaro, Eddie Gomez, Dave Holland, Rufus Reid, Marcus
Miller, Jaco, Stanely Clarke, James Jamerson, Jerry Jemmot, Charles Mingus, Jeff Berlin, Paul McCartney,
Robbie Shakespeare, Jimmy Blanton, Sam Jones, Marc Johnson, Harvie Swartz, Jimmy Garrison, Chuck
Rainey, Oscar Pettiford — the list never ends.

When you listen to music, see the bass, feel the bass, hear the bass. When you play, be the bass !

%
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APPENDIX

This section is included to give you the opportunity to put your learning into action. The examples
in the book have been very common blues forms, rhythm changes, and short II-V progressions which are
all necessary to master. Now you have ten standard progressions to play through, each containing many
ideas that have been explored in the book, and each presenting some new challenges to deal with. These
tunes are all commonly played standards that anyone wishing to play jazz should know.

Due to copyright restriction, I cannot provide the names of these songs. However, they are common
enough that anyone familiar with the jazz repertoire will be able to identify them for you —you may be
able to figure them out yourself.

______ Using the Standard Progressions p

It is a good idea to use all the steps you have learned when playing through a new tune. Start with
finding the roots, add the fifth, find the different approaches, look for scalewise lines that wind through the
changes, arpeggiate the changes and use other chord tones for targets on beat one, use chromatic motion to
get interesting melodic effects, advanced approach techniques to create unusual resolutions. Try all these
ideas. Learn the tune as thoroughly as you can, listen to the progression, get the sound in your head, and,
once you have learned the ins and outs of the tune, go for the sound you hear and play.

Like other examples in the book, there are bass lines recorded on the left channel of the tape. They
are there to give you some “ear” ideas about how to approach these progressions. It would be of value to
you to transcribe these lines and analyze them. A combination of listening and transcribing is a very strong
way to develop an understanding of a musical concept. These lines were played freely without thinking
about rules and concepts, so there are likely to be things in them that this book has not explored. Look for
new ideas and develop your own understanding.

%
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Standard Progression #1 e

This is the chord progression to a standard tune. The form is AABA. Utilize all the steps discussed
in the book to learn the tune. Then, once you have a feel for it, just play!

V. X 4 y 4 y 4 V4 y A y 4 y 4 y 4 y 4 y 4 V4 y 4 J y 4 V4 y 4
/I \ WA 4 y 4 V4 y 4 V4 V4 y 4 V4 y 4 y 4 V4 y 4 y 4 y 4 y A V4
Am7 D7 Abm7 Db7 Cmaj’ Em7 A7
[ ]
(] V4 y 4 y 4 y 4 y 4 V4 y A V4 g y 4 y 4 y 4 V4 V4 y 4 y 4
/’ y 4 y 4 y 4 y A V4 y A y 4 V4 VA Z y 4 V4 y 4 y A y 4 y 4

Am7 D7 Abm7 Db7 Cmaj7 7
Y7777 777 7 777 7 77 7
/I V4 y 4 y 4 y 4 y 4 y 4 y4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4
Gm7 c7 Fmaj7 7.
/I V4 y 4 y 4 y 4 y A y 4 y 4 W 4 y 4 y 4 V4 y 4 V4 y 4 y 4 y 4
Am’7 D7 G7 Em7 A7
77 7 7 77 7 y S S S 4 77 7
R A A A— f— 77— ——7 77— —7—7—/
Dm?’ G7 Em’ A7
iy A A" A— f— 7 ——— 7 ———7 ————7
Am’ D7 Abm7 Db7 Cmaj’ Em’ A7
77 7 7 777 y SRS S S 4 y S S AR S
i Ay A" S—" — L ——7 77— —7—7/ ——— -ﬂ
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_Standard Progression #2

This standard has some odd root motions. Find different ways to connect the chords in the unusual
spots. The form is ABAC.

Gmaj’ yA B'm? Eb7
[ ]
(Y « N S S SN 4 77— 7 7 77— 7 7 7 y SR S S 4
/I \ WA 4 7 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y4 y 4 y 4
Gmaj’ 7. Bm?7 E7
,I y A y 4 y 4 y A y 4 y 4 y 4 y 4 V4 V4 y 4 y 4 y A y 4 y 4 V4
Am7 E7 Am7 7.
L]
° V4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
/I y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
EV7 7. Am7 D7
[ ]
D y 4 y A y 4 y 4 y 4 y 4 V4 V4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
/I y 4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 V4 y 4 y 4
Gmaj’ 7. B'm’ Eb7
[ ]
777 7 7 —7 7 7 77 7 7 777
,I y 4 V4 y 4 y 4 y 4 V4 V4 y 4 y A y 4 y 4 y 4 y 4 y 4 y A y 4
Gmaj’ 7 Bm’ E7
hd l: V4 V4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4
/’ y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 V4
Am7 E7 Am7 Cm?7
7777 77 7 77 7 77 7
A " A—" S— . 7 ———/ ———/ 77—/
Bm’ E7 Am’ D7 Gmaj’ Am’ D7
Fea | |
~Je 7 y 4 y 4 y A y 4 y 4 V4 y 4 y 4 y 4 y A y A y 4 y 4 y 4 y Al
/I V4 V4 Wy 4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 .ll
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Standard Progression #3

Here is another ABAC form. This tune spends two bars on each chord until the C section, where it
goes to one change per bar. :

Cmaj7 7. E7 7.
Faa O
il LY £ T 4 y 4 y 4 J y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y A y 4 y 4 y A
/I \ WA 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y A y 4
A7 7 Dm’ 7.
[ ]
é .0 y 4 V4 y 4 J y 4 y 4 g y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4
/I y 4 y 4 V4 V4 V4 V4 V4 y 4 y 4 y 4 V4 y 4 y 4 y A y 4 4

D7 7. Dm7 G7
Y7777 7 7 7 7—7 7 7 7—7 7 7
/[ V4 V4 V4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y 4 y 4 y 4 y 4
Cmaj’ 7. E7 Y A
Y7777 77 7 7 77 7 777 7
A A—" 4 y4 7z —— 77— —7 Z— ——7
A7 7. Dm?’ 7.
: y 4 y A y 4 y A y A V4 y 4 y 4 V4 y 4 y 4 y 4 V4 y 4 y 4 y 4
/I y 4 y 4 y 4 y 4 y 4 W 4 y 4 w4 y 4 y 4 y 4 y 4 y 4 y 4 7 y 4
Fmaj7 Fm?7 Em’ A7
¢ ': y A y 4 y 4 y 4 J y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y 4 V4
i S A" S— — 77— ——7 —7 7 Z———
Dm7 G7 Cmaj’ Dm?7 G7
) 1]
e 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y 4 y 4 y Al |
72— 7 7 y S S S 4 77— 7 Sy S —d—
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Standard Progression #4

This AABA form belongs to a tune written by Charlie “Yardbird” Parker.

Cmaj7 Fm? B7 Cmaj’ A7
ﬁ;e 7 y 4 7 7 77 7 y 4
> Z— y 4 y 4 7———7/ y4 y4
Dm? G7 Em?’ A7 Dm7 G7
Y7 y 4 7 —7—7 7 y 4 7
y AR A 4 y 4 y 4 L———7 y 4 y 4
Cmaj7 Fm7 BY7 CmaJ7 A7
rea )
hdll D) y A y 4 y 4 y 4 y 4 y 4 y 4 y A y 4 y A
i A A— . y 4 y 4 7 ———7 v y 4
Dm’ G7 Cmayj7 Fém7 ‘B7
£\"
Yo—7—7 y 4 7 77 7 y 4 y 4
i A — 7 y 4 77— ——7 y 4 y 4
Em’ Fém7 B7 Em?’ A7
R a— 7 7 7—7 7 7 7 7
i A A— y 4 y 4 7 y 4 y 4
Dm? Em7 A7 D7 Dm’ G7
77 7 y 4 77 7 7 7
S A— 7 y4 L———7 7 y 4
Cmaj’ Fm? B¥7 Cmaj’ A7
HY)Ye—7—7 y 4 7 O S— — 7 7
/I y A y 4 y 4 y 4 V4 y 4 y A y A V4
Dm’ G7 Cmaj7 Dm’ G7
Faa X
Y77 7 7 7 7 7 y 4 7 s
77— y 4 y4 77— ——7 y 4 y 4 .
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~ Standard Progression #5

Here is the familiar F blues progression with some additional changes. These new chords add root

motion without changing the character of the progression. This version is the one most “jazz guys” will use
when playing the blues.

F7 B7 F7 Cm’ F7
:g;e 77— 7 7 7 77 7 7 77 7 7 77 7 7
> 77—~/ 7 —~7 7/ —7 7—~7 77/ 77— —7—7
BY7 ya F71 Am’ D7
< Y—7——7 7 —7 77 77 7 7 7—7 7 7
i A A A—" — . ——— 77— 7 —/
Gm?7 C7 Am7 D7 Gm? C7
L]
777 7 777 7 77 7 7 77 7 7 .I
Y A —" A— i— 77—/ 77— —/ A S— a——

W
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Standard Progression #6

This progression introduces the m7>5 chord. When playing over this chord, make sure to use bS as a
chord tone, natural 5 can still be used as a chromatic approach.

EPmaj’ 7. Dm75 G7
ya X
Nerz7—7—7 7 77 7 777 77 7
i A S A d— — 7 /7 /—/——
Cm?’ 7. B'm7 E¥7
Y7777 77 7 777 7 7 7
> L7 /———7 /———/
Abmaj7 D7 Ebmaj7 Cm?
4 Y—7——7— 77 777 77 —7 777
7 y A— 4 77—/ 7 7/ —7 7 7
F7 7. Fm7 B7
Y7777 77 7 7 7 7 77 7
i S " S— — ——— 77— /—/——7
Ebmaj7 /. Dm7+s G7
‘q y 4 y 4 y 4 y 4 y 4 7 y 4 7 y 4 y 4 y 4 y 4 7 y 4 7 y 4
2 /———7 /—7 77 /——7—~7
Cm’ 7. B'm7 Eb7
Y7777 7—7 7 7 777 7 77 7 7
i A A i— — L ——/ L7 /7
Abmaj D7 Ebmajl Am™S D7
L4
£ \®
Y7777 777 7 77 7 777
By A i f—A— /—— /7 ——
EPmaj’ Ab7 Gm? c7 Fm7 B¥7 Ebmaj’
R 4 7—7 7 7 7 77 7 7—7 7 —7 |
17— 7 /——7 7 /77— 17— 7
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Standard Progression #7

This tune has chords over alternate bass notes. The root motion is an important characteristic of the
song. It should definitely be played during the melody. If you want to get away from the specified root
motion, use the upper chords to determine the progression. In this song, all the alternate bass notes are also
chord tones.

Am’  Am7/G D7/F# F7 Em’ A7
V4 V4 y 4 V4 J V4 V4 y 4 V4 yA V4 VA
y 4 V4 y 4 y 4 y 4 y 4 V4 y 4 V4 y 4 y 4 V4
G7 Cmaj’ Gm?7 Cc7
y 4 y 4 y 4 V4 y 4 y 4 y A y 4 y 4 y 4 y 4 V4
y4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y4 V4 y 4
Bm? E7 Amaj7 7/
V4 y 4 V4 y 4 V4 V4 V4 V4 y 4 V4 V4 y 4
y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 V4 y A V4
D7 Dm7 G7
y 4 V4 J y 4 V4 V4 y A y 4 V4 V4 y 4 y 4
V4 y 4 y4 y 4 y4 y A y A y 4 4 V4 y 4 V4
Am7 Am’/G D7/F# F7 Em?7 A7
y 4 y 4 y 4 y 4 y 4 y 4 V4 y 4 y 4 y 4 y 4 V4
y 4 y A V4 y 4 y 4 y 4 y 4 y A y 4 z y 4 y A
G7 Cmaj’ Gm’ c7
y A y A y 4 y 4 y 4 J V4 V4 V4 y A V4 V4
y 4 V4 y 4 V4 y 4 y 4 y 4 y4 Z V4 y 4 V4
o '
Bm? E7 Amaj7 D7 D#dim
y A g y 4 y 4 J y 4 y 4 V4 y A 7 y 4 y A
V4 y 4 y 4 y A V4 Z V4 Z y A y 4 V4 V4
Dm7 G7 Cmaj’ Dm? G7
| |
y 4 V4 V4 V4 y 4 V4 y 4 V4 y 4 y 4 y 4 yFAK| |
V4 V4 V4 y 4 y 4 y 4 y 4 y4 y 4 y A V4 y 4 . =
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_ Standard Progression#8 =

This song is tricky because of the AABC form. The progression in bars 5-8 appears several times in
the tune making it easy to lose your place. Concentrate!

Cm?7 F7 B'maj7 Ebmaj7
Bl 17 € I y SRS S 4 7 77 7 77— 7 7 7 y 4 777
A VI A A" —" 77— ——7 ~— ——7 77— —7
Am7b5 D7 Gm?’ 7.
Y777 7 77 77 7 7 77 7 7
W A AN A i— 77—/ 77— —7 7 7 — 7
Cm?7 F7 Bmaj’ Ebmaj7
- Y—7— y 4 y 4 77— 7 y 4 y 4 y 4 y 4 7 y 4 y 4 7 y 4 y 4
- y 4 77— 7 ———7/ 77— ——
Am7S D7 Gm7 7.
Y7777 77 7 77 7 77— 7 7
i S A— 4 y 4 77—/ y A S S 4 77—/ ——/
Am7S D7 Gm? /.
Y7777 7 7 7 77— 7 7 7 777 7
i A A— y 4 77— —— 77— ——7 zZ 77—/
Cm7 F7 B'maj’ Ebmaj’
B I A d— S— 77 7 7 7 7 77 7 7
Y A A A — 4 77— —/—7 77— 7z ——7——7
Am7s D7 - om’ c7 Fm? BY7
Ye—7——7—F7—7 77 77 777 7 77— 7 7 7
Y A A A—" i— 77—/ 77— y 4 77— — 7
Ebmaj’ Am7b5 D7 Gm? G7
B DR A A— d— 77— 77 7 y S S SN 4 77 7 7
i S A A" f— 77— —7 7———7 —7 77—
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Standard Progression #9

This one is an old standard that later became into a bebop classic. It is usually called at a very fast
tempo. Bar 28 is an Ab diminished chord. Don’t forget the b7,

Abmai? F7 B 7.

1~/ —/ /——— /———F y d— IIT
B'm7 Ev7 Abmaj7 Ebm?7 D7

/I. /——— /———F /——— /—/—F F
Dbmaj7 Dbm7 Abmaj’ F7

e

) 7 y 4 7 y 4 y 4 7 y 4 7 y 4 7 7 y AN AR 4 ,

Y A 4 y SRS 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y4 77— —4
B 7 Btm?7 Eb7

B 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 7 7 y 4 —F7 7

77— y 4 y 4 y 4 y 4 y 4 y 4 y S 4 y 4 y 4 7—7 y 4

AbmajT i B y

Y77 — y 4 77 77 y 4 y 4 y y 4 7 7 7F

" 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 y 4 Z y A AR AR A
Cc7 7. Fm? Gm’ C?

<Y y 4 7 y 4 y 4 y 4 y 4 y 4 y 4 y 4 7 y 4 y 4 y 4 y SRR 4

Y A 4 y 4 y4 y 4 y 4 y S S 4 y 4 y 4 y 4 y4 y A S SR 4
Fm? Gm’ C7 Fm?7 Abdim7

) y 4 y S 4 y 4 77 7 y 4 y 4 7 y 4 77 7 7Z

A 4 y 4 y4 y 4 y 4 7z — 7 y 4 y 4 y 4 y 4 77 7 y 4
Abmaj7 F7 B'm7 Eb7 Abmaj7 B'm7 Eb7

hd : y Al

/1' —/—— /———F L———F /———/ :ﬂ
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Standard Progression #10

This tune has some interesting, abrupt root motions. You can emphasize the abruptness or look for
ways to smooth over it with other chord tones on beat one.

Fmaj7 Eb7 Am7 D7
ﬂ:_e y 4 V4 y 4 y A y 4 y 4 y 4 V4 V4 y 4 y 4 y A V4 y 4 y 4 V4
4 V4 VA 4 V4 y A V4 V4 W 4 V4 y 4 y 4 y 4 y 4 y A y 4 y 4
Gm’ 7 B'm7 Eb
¢ .: V4 y 4 V4 y A V4 y A y A y A y 4 y 4 y 4 V4 y A V4 y 4 V4
Y A A =" S— 4 77— 7 7 —7 7 77— ——7 <
Am’ Dm7 Gm?’ (o)
Feaa Y
halll D V4 V4 y 4 y 4 y 4 y 4 VA y 4 VA V4 y 4 V4 y 4 V4 y 4 y 4
/I V4 V4 V4 y 4 y A y 4 y A Z y A y A V4 y 4 V4 y A y 4 y 4
Em7b5 A7 Dm’ G7 Gm?7 C7
Y7777 y A AR S— 4 y A A S 4 7 7 7
i Ay A " S— 4 77— ——7/ y A A— S— 4 77— 77
Fmaj? BV Am’7 D7
£\
~Je 7 V4 V4 V4 y4 V4 V4 V4 y 4 y 4 V4 V4 y 4 V4 V4 V4
/I V4 y 4 V4 V4 V4 y 4 y 4 y 4 y A V4 y 4 V4 y 4 V4 V4 y 4
Gm’ 7. B'm7 Eb7
Y777 77 7 7 77— 7 7 7 y A S S
/l y 4 y 4 V4 V4 V4 y 4 V4 V4 y 4 V4 y 4 y 4 y 4 y 4 y 4 y4
Am? D’ BmhS B
£ \°
hill DY 4 y 4 y A y A y 4 y 4 y A y A y A V4 V4 y A y 4 y 4 y 4 y 4
/l V4 VA y 4 V4 V4 y 4 y 4 y 4 y A V4 V4 y 4 y 4 y 4 y 4 V4
Am’ Dm’ Gm’ Cc7 Fmaj’ Gm’ Cc7
Y7777 77 7 7 77— 7 7 7 77 7 7
Y A A —" — 4 y A A— — 4 77 77—/ —
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“Ed Friedland really helped me expand my style during the pre-
production of PUMP. I'd recommend this book to anyone who
wants their walkin’ to get them further down the road.”

Tom Hamilton (Aerosmith)

“(This book)...fills a void in essential educational material for
contemporary bass somehow previously left vacant... Thanks Ed,
for this book! It's not only indispensable, it's also going to save
me a lot of trouble in the future when it comes time to hip
someone to walking bass lines."

Tim Landers

“This book gives the beginning student the basic knowledge he
or she needs to get started on the use of the walking bass line
and it's application to the music. | welcome this addition to my
library of teaching materials.”

Harvie Swartz

“Ed Friedland’s book, Building Walking Bass Lines, is a well-
organized instructional book that almost certainly will guarantee
success to those who take it seriously and accept the
responsibility it asks of the individual bassist.”

David Friesen

“Scrupulously balderdash-free.”
Red Mitchell
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