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THE II/V7/l PROGRESSION

The I/V7/1, V7/1, and the I/V7 progressions are three of the most important building blocks of jazz and pop music. They are
called cadences, and these cadences have been an important unifying factor in all of Western music. Most jazz greats have thoroughly
mastered II/V7 progressions, and can improvise freely over them in all twelve keys.

It is a good idea to analyze jazz or pop tunes (rock music usually has few cadences) to see where the V7/1, /V7, orthe IV
cadences are located and how frequently they occur.

If you have never improvised using scales and chord progressions such as presented in this volume (Volume 3), it may be best
to first examine Volumes 1, 2, 24 and/or the “Anyone Can Improvise!” video, all available from Acbersold Jazz.

The jazz musician takes a chord symbol and converts it to a scale or 13th chord from which he improvises knowing which
tones will sound best and which tones will produce tension. Chords and scales are merely guides that the musician uses to show him
where the music is going harmonically. The more familiar you are with the harmony to a given tune or chord progression, the easier it
is to create melodies to go with the chords. Most jazz musicians memorize a chord/scale progression as quickly as possible so they can
take their eyes off the music and concentrate on shaping melodies.

Once you grasp hold of and can apply harmony on your instrument, you are developing a decper sense of music. This book and
recording present an opportunity to sharpen your harmonic awareness by improvising and practicing various patterns with the recorded
accompaniment.

The CD contains 13 recorded tracks: 1) II-V7-], all keys; 2) II-V7, random progression, all keys; 3) V7+9-1, all keys; 4)O-
V7+9-1, all keys; 5) G Minor Blues; 6) Bebop Tune; 7) II-V7-1 in three keys (the same chord/scale progression as Giant Steps!); 8) F
Blues with an eight measure bridge; 9) II-V7-I demo track; 10) V7+9-1 demo track; 11) II-V7-I in minor key demo track; 12) II-V7-Iin
one key; 13) tuning notes.

The chord progressions of the first four tracks are taken at tempos which will allow the beginning-intermediate student to hear
the root movement of each chord clearly. These first four tracks are what we call exercise or practice tracks because each track goes
through all twelve keys and there are no written melodies - YOU improvise the melodies.

The next four tracks present four standard type chord progressions which utilize V7-1, II-V7, and II-V7-I in major and minor.
The tempos may seem fast for a beginner but should serve as something to work toward—a goal of sorts. The intermediate-advanced
player will welcome the tempos and will probably wish they were faster.

The last four tracks are demonstration tracks, and are explained in greater detail below.

This book also contains various patterns which you are to transpose to all twelve keys and practice with the recorded tracks. I
suggest memorizing one or two patterns a day. Practice them through all twelve keys. Don’t try playing them with the recording until
you have them pretty well under your fingers. Practice slowly at first then gradually increase the tempo. It is particularly important to
listen to current jazz players and copy their articulation and phrasing.

On the tracks where the rhythm section is playing a latin or bossa nova beat you should play your eighth notes more evenly. It
is called “even eighths” (as opposed to the normal “swing” eighth notes, which is sometimes written as an cighth note triplet with the
first two eighths tied together).

Since this recording is in stereo, piano and guitar players may practice with the bass and drums by simply turning off the right
channel. Bass players may turn off the bass channel (left channel) and practice with piano and drums on the right channel. Wind players
may play with full rhythm section, piano and drums, or bass and drums.

Be sure to read the various pages in the “Patterns and Exercises” section which give suggestions for improvising with the
recorded tracks. These pages are extremely important! Consult the Scale Syllabus, too!

If you are a pianist, the piano voicings listed in the back of this book can be extremely important. Please take the time to work
with them and master the sound and feel of each voicing. They are to be played with the recording. Begin by practicing without the
recording and work towards the tempo on the tracks. You can turn off the piano track (right channel) and practice with just the bass and
drums on the left channel.

If your CD player or cassette recorder has a pitch control you may want to alter the speed to move the recorded tracks to other
keys. For instance, the G minor blues can be speeded up to Ab minor blues or slowed down to F# minor blues. Of course, you would have
to transpose the chord progression to the new key. Most good jazz players can eventually transpose any melody or chord progression to
any key. You should make this one of your musical goals. Some CD players have an “A/B Repeat” function which allows continuous
repetition of any section.

( | Traoks

#9-12

THE CD DEMONSTRATION TRACKS (Tracks 9 thru 12 on the CD)

Each of the patterns below is demonstrated in a “call and answer” format: the pattern is played for the first four bars (call), and thenyou
play the pattern back for the next four bars (answer). When playing the patterns back, try to match the general feel and make them
sound as musical as possible. As the patterns become more comfortable and familiar, try your own variations until they become
personalized. When you no longer need the patterns demonstrated, you can eliminate them by turning off your stereo’s right channel,
leaving only the accompanying jazz trio and thereby giving you twice as much practice space.



"S30M0Yd eSS JOUrN Suturewsal sy Jo Aue uay) pue ‘SrCIBIUA ‘senjg ‘OIpojapy ‘dogag ‘uenoq aq 01
95u219J21d JO J9PI0 A1 PUNOJ 2ATY | “UNJO AI3A PIST 10U 51 951049 (LIS YONTIA TiNd 21 ‘TAIOHI TTVIS HONII ‘¢ LsoSareo u ™
"SPIOYD PUE SI[EIS JUOL, J0Y M PAYSTUTIUIQ Pue paysturun] saziseyds 3t sous ,uorssaiioid [-LA-11 SYL. § SWNJOA JO IPISISI 43 (UM
10 03 noA d3emoduo | “Buruesu oy J0 usss? oy dsesd 61 90usned pue sonoeid axmbos pue punos Y1 IUBUTWOP JISEq S LY UCISUS)
asows yonw apraosd $3[ecs SWOS “PUNOS I/, IUBUTUIO( OISEq U3 YSTIOqUIS 181 SI[EdS 5B A108183 Y1/, JUCUTWOC] S JOPUN SIS nv
“64LD ST UONIEIAIGQE [0qUIAS PIOYD AW PUE O[E35 PAYSTUTUI B PAITEd ST STL (D ‘GH 'V *O *#d ‘T "#Q '4d D) 1002 7 £q “YI9 IS *p+ ‘PIE
‘6+ 64 100 ST Y] SH0O0] S[BIS AU Y, "+ PUE 6+ *6q :3on sey Afremoe inq (6q) 2u03 paIalfe 2uo K[uo saey 01 sreadde 6aLD
*3[B98 pAIAN[Y JO UeLd0] 13dNS PA[[E0 SHWNOWOS 3UO L SJOY M, PYSIUTIL( ST 97E3S STy} JO JUIBU 1 PUE 6+ ST UONEIAIGYE JOqUIAS pIOYD
AW 700198 WO ‘#d *H Q1 ‘60 D) 1001 B £Q G+ 1+ PIE 6+ °6Q 100 23X JOO] PINOM D[EIS 6+L) ANUS UL 'S+ % + 64 € SeY Os[e
141 pasTer e AJuo 9Aey 01 zeadde p[nom G+L2) B YBno uaAZ "9[eds € PO[TEd S3u0) JO Sauds k siuasadat joquuks pIoyd yoed eyl areme
oq pmoys saAerd oy, “zzef w1 Jesy | SPUNOS P STUASAIAAI 159 11 [39) | “UONEIOU JO WNSAS Aw st 9pm8 J0quAS pioyd 2A0qQ8 YL ‘FLON

V4043D D08VAV4DdqaadD HMHMHMHM (oFeos S0y B)paysturun )
30 XIANI SAOIOH)
TICHI DISVE JA0 XANNITIVIS ROIDTIRNOIEY & JWVYNTIVOS TTVOS AAHSINIAIAS
9890930 D494V DIDI939d) MMHHHMAMH opogdoqag  (z# INOPIM JO PIM)ED
TI09009> JaRdvadAaaads M H A g e g%
1 uiwi
TIOHD DISVE D30 XAYNITTVDS NOIDNISNOORY & ANVNTIVOS TIHSININIATIVHF
409996430 D94QqVO403dD MMHMMHM RINOSY JOUN [RIMEN JO amg 9¢-Q10-)
egD9qI] D94V 493490 D MMHMMMH uei3And 9964-530-)
4g99¢d) JdV#O#I49HAD HMHMHMHM (do1s M quim uiBaq)paysiurag L-010-)
4099930 099qvOHA9IAD HE-HMMHM SO JIUOWLIEH (pL few 2 99) v-O
aego93d 2990 #1493D ME-HHME- o[eds sanjg L-D30-)
ad993) DEV#9D49IGD HMHHMMHM Joury dogag [-D30-)
109993d 28vVDIqIA) HMMMMHAM (Burpusose)iounAl PO W few) v-3
40999930 D9gVOHJITIEHAD MHMMHHHA o[eag dogog ~D10-)
103D DV OTEAD  MH MM e B3
3 30 XTI NI ) ’ Py
TIOH) DISVA 30 XAYNIATIVDS NOIDNBROO AT A TIAVYNTTYOS
aqgodd D0€99VHIIAD HHHMMHAMM aeag dogeg 3 pSnS L)
aqgndd agn1dDqd EME-MM  LqQuOIng oIS JOBN  Narrirym $50S LD
aegodd 299VDIIA) MHMMHMM PUNMZRNDIBIQIESN I 98 AVA PSS {3
Ty TIANIISNS
TZ INVNIINOA
D aegonad 299 O#d493D ME-HHM ¢ o[edg sanjg LD
Q) #dqg#93D 299D #IT#A9AD MMMMHMH sohsmu&noﬁeme_n (S# “v# *6Q SBY OSTE)G+LD
#090990F) D9EVOMI#IA) MHMHMHAMH (s HpismuBoQpoysuiuid (b# B 6# SeY OSE)EALD)
aqg#0ad 099 40#334d D MMMMMM 97898 9U0) 9)auO], JJOYM (S# ® vi se) +LD
aqEodgd 29d9vOIIAD MMHMHAMM , npury NLd
qqgodd DedgvO#IIAD MHMHMMM JuBUWo werpk LD
@@9gDdd 294V O434dD MMHMHS-H 9[e0S YSIMIY JO ysnreds 69LD
aqgoad DJdegVOIIdD HHHMMHMM opeog dogag D
GERI3 owvbI83  anwMnAL e 3
1
TIOHD OISV T30 XA NI A'IVOS NOIDMIBNOOHT & TARVN TTVIS WL INVNIROA'T
ag93d D99 O #4950 ME-HHME- o[edg son|g )
ag030 DJ9dVDMI#IIAI MHMHMHMH (0215 H um uBsq)paysturung o)
agd93d O0avVO#IT#dD HMMHMHE-  Joupy StuouLrey Jo SpON (19 o)
agnid 249y DI #aAD Hf-HE-HE- Suswsny o)
dg#030 DHVAO#ITIAD HMHAMMMM pajuswEny uerpA- P+ 'S47D
agoid 289V Dd43dd HEC-HMHM M Jofejy HuouLre 0vd
ag93d) O8V#9D0J900 HMHHMHMM uswasom VO
agdid DEVORIZAD HMMHMAMAM ?e_;%sfsuqmws VD
932 2vO3ad CME-MAM oruojeIudg Jole o)
agnid 28VHIIAD HMMMHMM (pyon sziseyduwn yuophofely (O uonum oq veD)V)
30 XA NI SAJTOH)
TIOHD DISVE 3730 XA NIAIVOS NOIDMIBNOOAY R ANVNTTIVOS TIVOS HOIVINT
@O VIO9qID J4VAvVaADdqId)d HMHMHMHM (91e3s SU0} Y)paysmruI )
Q99993) DqgQvaD499900 MMMHMMH (RO DPASMIA TEH oy 1y 2
aqgonqsd 08IV OJIqIAd MHMMMHM R N -2
TiRia WG fuaawas e
' f
TIOHD DSV 330 XA NI TTIVIS AAVNTIVOS TOTRAS TIVOSATSONS
(PILJOUIN) HE = € ‘paySIUIIp-J|eH = § *HIom0] = —J0q 'y asier=§ 1o+ 'y} Joley =V “dalS aoum = M *da1S le = K *ONII
v VI

s3> IV U] sanyg J0ULA - LS '[OA Pue SA3Y IV UT ,,WHAYY,, — LY “IOA PUE SA3) [V U] S3nig — T '[0A
{5,LA/I1 % S3PPAD ‘spunoaeuan], - 9 "[0A 1343230, 31 ,UNIPD - [T 0A ‘10Ul % Jole - pT '[0A
:are Aoy,  "sA9Y 9A[aMI [[& Ul SI[BIS snowra 3 sonoeid o1 Ayunuoddo ue noA 19330 s3as Juop-e-Aeid [eIsASS

*2103s o1snw [e20[ JnoA e K[qissod 10
V'S PPTI-ISTLY NI ‘AuBqrV MaN ‘b4l Xog "Q'd “oU] ‘ZZef P[0S13qaV Adutef wioxy S{qe[ieA. 318 $¥00q 353y ],
‘f1essny 981000 Aq 1d2ouo) Iuvwoy?) uvipL7 Sy Pue JONET JISN X AQ SULINDY J1POIIW B SIS Jo Kiosisoday
Y1 ‘100 Auiof Aq uoupsiaoLdii] 2zof 10f poy1a py 2131dwio)) PUe 220 J0f Suiuvd ‘39eq plaeq Aq uonpsiaosdu]
zzo[ ‘o|1seY ue(q Aq voupsiao.dui] zzof 10,] $3{DIS PUSLIWODAS [ ‘UONININSGNS [EIS UO UOIIBULIOJUT [EUORIPPE JO.]

‘£33 2Aam1 3 Jo Aue o1 [eas © Juisodsuen uaym [nydiay sacid pinoys snqeqiAs ay3 uo aess Yoes 10y
Paisy 2ARY [ uoTIONNSUOD d33S JieYy PUB A[OYM UO UWIN[OI YL "SASY SA[aM] [[e ut paonoeld pus pasodsuen 2q pinoys
Wresj o3 3uem nok 31eos Aue ‘Aes 01 SSI[PIIN 'SNQB[[AS 9[8IS ST UT PAAST] SIVTOYD [BIS Y1 JO AUB JO UONR[IUWIISSR PUB
Surwreaf oyt 01 patpdde oq wes 7 10 7 °¢ ‘7 ‘1 Sown[oA ut paist suraned pus sampasoxd 2onorid snoLrea oyl jo Auy

‘uewrdo[aadp
SIpO[SW UT 3SEI[I PUE UOISUN JO uoneuedxe pojresp azow e 10§ uonesicosdur] zzef ol yoeorddy maN v ~
1 3WIN[OA UL PEIY {IOUISI[ B OSTe Ik 1oAe[d 91 ‘noA — JIQUIDWIdY "JOU2ISI] oY1 03 SUNEOTUNWIOD UL [NJSSINS
ST 9Y J9YI9UM QUIULIIOP SINSEIW 9§Ie] UY [[IM 358S[aI pue uoIsus) Jo Louanbaly pue Junowre iy [0RU0S 01 A31[Iqe
sJosiaoxdur oy, “uonexe}as sonpoxd Lo 10 uotsu) 9onpod S3u0) 9[EIG "ISBI[AX PUR UOISUI) JO SPBW ST SN

*ues 90104 1nok 1eym Juswnnsut Jnok uo Aeyd uoyl pue
Surures] are noA o[BS 9Y) I9A0 39104 JNOK Yim Sstacrdur] *9o10A oA Y S[eos A JuiBurs An os[y *9[eIs Y uL
$3UO Y [ YIIM S[GELIOJUIOS Stn09aq s1o3uyy puk SIes moK [run JUSWNIISUL JNOA U0 PUNOS S[BIS M3U B YIIM YIoM
pinoysnox -saeos Suronpoxd UOISU} JO JUBUOSSIP 210 9Y) 01 3S1[ oY1 umop Aem sty 1om A[fenpess uvoneiuswiadxs
pue sonoexd i pue dol ay1 18 sofeos oy I wrels 03 paSm st 1aKed yorg JuRUOSSIP 10 Ssusl A[Fuiseadur
AW003q [ IST] SYI UMOP ISYLNJ SIOIOYD 2[BOS PUB JUBUOSUOD JO PIIWX Punos [[im A1089180 yoea jo doy s reau
S3[E0§ "PUNOS I[BIS/PIOYD J1SB] Y1 03 uone}ar ut sonpoxd Lo 3ouBUOSSIP JO 92139p oy 01 Surpiosoe peSueLre ore
$9[BS AU "1J9 9 01 UIAIS [oquIAS 3eIs/pIoYd S SuTjquuasal A[Ieayd 1Sow S[eos Y3 iIM surSaq A1ofaieo yoeg

-aded snqejjdg a[eog 39S

-+ - Surpesy yowa YILaUq SI[BIS NSNS IS pue sorodaies se dn ways 39S ued am usy) yueutopaxd

1sow a1 Jureq SB SHITUIE] S[BIS/PIOYD AL 35IY UO 2158 IM J[ ‘PAYSIUMUIP Puv PIYSIUTWIP-J[eYy ) I8 U)o

SS3[ PoST SPIOYD PUE SI[BIS *19110 AUR UBYZ 10U 2[BOS SN[ Y1 PUB SPIOYD PUR SI[BS JOUTLU UBLIOP ‘Y / IUBUIIOD

<sofew sasn ‘dod pue zzef A[[e100ds9 ‘OrSnu WISISIA "PIYSIURUIP PUB POYSIUTLIIP-JTBY ‘YI / IUBUTWOP-“JouTW ‘Jofew —
PIOYD AUE J9A0 PISTt 2q ABWI YOTUM SIITOYD I[BIS JO A13LIBA B JOSTAOIAWIT 31) 9ALS 03 PopUSIUL STSNQRAS IS STY ],

"S0[0§ SNQE[IAS LIS UBIQII] PIAB( J[qE[TRAE OS[e
are sojos paquosuen st ouvid pue suoydoxes YA a1 punos AJ[Enioe S3[eos ISR 1BYM Jeay O] s1ea 5,5uo d[oy
A{[earuRd )] 97 AWN[OA — SNBIIAS [BIS Y UL SI[EOS IS JO [[8 U0 FUIO[OS UBLIQIL] PIAB(T O) UIISI] O} 3ms g

"5 9A19MI [T Ut woy 9onoeid pue AL 03 POFIN 18 00K "SIIUIISJFIP PUR SSNLIB[IWILS JY)
aredwios ued PUB SIUAISJSI JO SUIRY B JABY UEd NOA 0S () Ao oures o) Ul Snqe[IAS 9[BOS Y1 UL SI[BIS YR ISI[ |

*$9[BOS PA[[BD UdSq A[[BUOTIIPEN JARY SIUO) JO SOLIAS 353y [, -o1snw Sutferd saey i nok uny
s1ouwr oy “jrasmoA dimba no4 19115 941 pue SIS MO JO IUO0GHIRQ Y3 AIe SPIOYD pue sa[BoS *Sutofos Jo Jurstaordut
USYM 950 UED JOSIAGIdIT Y3 YOIyM SIUOT JO SIUIS B SIuasaIdas (*a19 g+ -0 ‘L) [0quuAS 3[eds/pIOYd Yyorg
NOLL

gavi Hl



CONCERT KEY CHORD PROGRESSIONS
11/V7/} (All Major Keys)
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CONCERT PROGRESSIONS

RANDOM HI/V7 PROGRESSIONS
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v7'Y 1 (All Keys)
(DIM. WHOLE TONE RESOLVING TO TONIC)
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+9 .
2/VT77/ | (All Minor Keys)
CONCERT PROGRESSTONs (HALF-DIMINISHED TO DIM. WHOLE TONE RESOLVING TO TONIC)
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CONCERT PROGRESSIONS G MINOR BLUES
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Here are a few suggestions for adding variety to the playing of this minor blues.

1) The Dominant 7+9 chord/scales in bars 4, 10 and 12 imply the sound of the diminished/whole tone scale. Try
emphasizing the b9 and +9 when those measures occur. Look at the patterns for the track on “V7+9-1 All Keys” and condense
the ideas to fit this blues.

2) When the major 7th chord/scales are sounded in bars 7 and 8 try emphasizing the major 7th and the 9th. You might
also experiment with playing the raised 4th on the major 7th scales. This would produce a Lydian scale.

3) In measures 1, 2, 3, 5 and 11 you should try raising the 7th note of the minor scales. This forms a melodic minor
scale (ascending). Even though the piano is sounding the lowered 7th you can play the raised 7th (major 7th) as a color tone or
passing tone.

4) In measure 9 you may play the Locrian #2 scale which contains a raised second. This would be a B natural instead
of Bb (Concert). :

5) I suggest experimenting with the blues scale (sound) on this piece. The way to get the blues sound is to play the
concert G blues scale throughout the entire twelve bar progression. There will be points of tension but that is what makes the
blues scale sound the way it does. Only use the blues scale/sound when your mind tells you to get that type sound. I definitely
encourage the use of the blues scale during the coda section.

' 6) On measures 9, 10 and 11 you can use any of the pattemns listed for the track titled “@-V7+94 Al Minor Keys.” Just
transpose the desired pattern to your particular key.
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& CONCERT PROGRESSIONS

1/V7/1 IN THREE KEYS
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Bb INSTRUMENT CHORD PROGRESSIONS

1I/V7/1 (All Major Keys)

{, E- A’? & @A
iy l.l 5 : —- Yo d
\7.VL ) 2 La'g g
7Ir II'I/@— = @7 y '0 dA
7 e S —aa—
[ (- ‘ £ . o
42 P Wi '
yZKe —— ¥4 -
%’ 54 [ MA ! b‘ﬁ'
/A T ¢ /
/ yF v | v
é’& Y S 7 W éjA Y
1 £ - 67. hglo#Z £ 4
JAVYAD L7 S * Y i ki, P
{YIV/'/ L = — YR
ﬂr”/ £~ : [ % , 'ab-"b'a' yA ' I
A 2un 213 7, W i&,'af{j-ﬂ &~
EV_ T Ww DkA I
P z V?WM
O- 2 o BA
T Z®# 1“5 il , — -
'F.fpfaf fr= 7..;:‘#7(? ’,-9-‘»"& _
g B— é’f - AA M‘—f-
; p= é‘ ne Y :
L iiadd
; L_Lﬂ%;;l* = & s=ieZ
A 7 P
Yaa s
E — fﬂ, g fn’ — T E




Bb CHORD PROGRESSIONS RANDOM II/V7 PROGRESSIONS

Ly O &
%;ﬂ”i%‘f 5
a- 1 [; T lﬂ‘fﬁ C- - F7
E— A i — ) ni— 7
,ﬂ/’ e B1 2L g 57
e z
d""ga . " ﬂ"‘M |~ L./
e a _,;_—#3—‘9 :
- & P 2 £
: — ey, N B . A 2
W ol > y;gv' y
G#— F’/7 s CF - L F#7
: e L e S P L 23
- £y ﬂ B~ g £7
o T zZ '
ZfE oo = %
A= Jag_‘g.ﬁ_a_-ﬂ-' Dy A- 27
—2r & = w1
f— : I '8% | aab-é-b-ﬂ- ot 857
WW"'@ 2%
Aﬁt r—) !qaéhbﬂ- w7 1z Ab- Z .Dj7
/ ' — : i Eg{’,;,!jvayc’; %
[V b Y Vd-a T
G- s G- Cc7
= :
£r- LW L bbb A7
T oAz 1 :;;A 79-9 L= :‘: 1
- Vol 7

10




@ Bb CHORD PROGRESSIONS

v7'Y 1 (All Keys)

(DIM. WHOLE TONE RESOLVING TO TONIC)
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Bb CHORD PROGRESSIONS ,@’/v7+g/ I (All Minor Keys)

(HALF-DIMINISHED TO DIM. WHOLE TONE RESOLVING TO TONIC)
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Bb CHORD PROGRESSIONS G MINOR BLUES
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Here are a few suggestions for adding variety to the playing of this minor blues.

1) The Dominant 7+9 chord/scales in bars 4, 10 and 12 imply the sound of the diminished/whole tone scale. Try
emphasizing the b9 and +9 when those measures occur. Look at the patterns for the track on “V7+9-1 All Keys” and condense
the ideas to fit this blues.

2) When the major 7th chord/scales are sounded in bars 7 and 8 try emphasizing the major 7th and the 9th. You might
also experiment with playing the raised 4th on the major 7th scales. This would produce a Lydian scale.

3) In measures 1, 2, 3, 5 and 11 you should try raising the 7th note of the minor scales. This forms a melodic minor
scale (ascending). Even though the piano is sounding the lowered 7th you can play the raised 7th (major 7th) as a color tone or
passing tone.

4) In measure 9 you may play the Locrian #2 scale which contains a raised second. This would be a B natural instead
of Bb (Concert).

5) I suggest experimenting with the blues scale (sound) on this piece. The way to get the blues sound is to play the
concert G blues scale throughout the entire twelve bar progression. There will be points of tension but that is what makes the
blues scale sound the way it does. Only use the blues scale/sound when your mind tells you to get that type sound. I definitely
encourage the use of the blues scale during the coda section.

6) On measures 9, 10 and 11 you can use any of the patterns listed for the track titled “@-V7+94 Al MinorKeys.” Just
transpose the desired pattern to your particular key.
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1/V7/1 IN THREE KEYS

Bb CHORD PROGRESSIONS
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Bb CHORD PROGRESSIONS F BLUES WITH AN 8 MEASURE BRIDGE
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Eb CHORD PROGRESSIONS

RANDOM II/V7 PROGRESSIONS
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v7Y/ 1 (All Keys)

Eb_CHORD_PROGRESSIONS (DIM. WHOLE TONE RESOLVING TO TONIC)
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Eb CHORD PROGRESSTONS 2/VT/ 1 (All Minor K
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@ Eb CHORD PROGRESSIONS G MINOR BLUES
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Here are a few suggestions for adding variety to the playing of this minor blues.

1) The Dominant 7+9 chord/scales in bars 4, 10 and 12 imply the sound of the diminished/whole tone scale. Try
emphasizing the b9 and +9 when those measures occur. Look at the pattemns for the track on “V7+9-I All Keys” and condense
the ideas to fit this blues.

2) When the major 7th chord/scales are sounded in bars 7 and 8 try emphasizing the major 7th and the 9th. You might
also experiment with playing the raised 4th on the major 7th scales. This would produce a Lydian scale.

3) In measures 1, 2, 3, 5 and 11 you should try raising the 7th note of the minor scales. This forms a melodic minor
scale (ascending). Even though the piano is sounding the lowered 7th you can play the raised 7th (major 7th) as a color tone or
passing tone.

4) In measure 9 you may play the Locrian #2 scale which contains a raised second. This would be a B natural instead
of Bb (Concert).

5) I suggest experimenting with the blues scale (sound) on this piece. The way to get the blues sound is to play the
concert G blues scale throughout the entire twelve bar progression. There will be points of tension but that is what makes the
blues scale sound the way it does. Only use the blues scale/sound when your mind tells you to get that type sound. I definitely
encourage the use of the blues scale during the coda section.

6) On measures 9, 10 and 11 you can use any of the patterns listed for the track titled “@-V7+94 All Minor Keys.” Just
transpose the desired pattern to your particular key.
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Eb CHORD PROGRESSIONS
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Eb CHORD PROGRESSIONS

F BLUES WITH AN 8 MEASURE BRIDGE
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BASS CLEF INSTRUMENT CHORD PROGRESSIONS

Il/V7/1 (All Major Keys)
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BASS CLEF INSTR.
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v7TY/1 (All Keys)

BASS CLEF INSTR. (DIM. WHOLE TONE RESOLVING TO TONIC)
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+9 .
2/VT77 1(All Minor Keys)
BASS CLEF INSTR. (HALF-DIMINISHED TO DIM. WHOLE TONE RESOLVING TO TONIC)
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BASS CLEF INSTR.

@ é G MINOR BLUES
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Here are a few suggestions for adding variety to the playing of this minor blues.

1) The Dominant 7+9 chord/scales in bars 4, 10 and 12 imply the sound of the diminished/whole tone scale. Try
emphasizing the b9 and +9 when those measures occur. Look at the patterns for the track on “V7+9-I All Keys” and condense
the ideas to fit this blues.

2) When the major 7¢th chord/scales are sounded in bars 7 and 8 try emphasizing the major 7th and the 9th. You might
also experiment with playing the raised 4th on the major 7th scales. This would produce a Lydian scale.

3) In measures 1, 2, 3, 5 and 11 you should try raising the 7th note of the minor scales. This forms a melodic minor
scale (ascending). Even though the piano is sounding the lowered 7th you can play the raised 7th (major 7th) as a color tone or
passing tone.

4) In measure 9 you may play the Locrian #2 scale which contains a raised second. This would be a B natural instead
of Bb (Concert).

5) I suggest experimenting with the blues scale (sound) on this piece. The way to get the blues sound is to play the
concert G blues scale throughout the entire twelve bar progression. There will be points of tension but that is what makes the
blues scale sound the way it does. Only use the blues scale/sound when your mind tells you to get that type sound. I definitely
encourage the use of the blues scale during the coda section.

6) On measures 9, 10 and 11 you can use any of the patterns listed for the track titled “@-V7+94 All Minor Keys.” Just
transpose the desired pattern to your particular key.
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Il/V7/1 IN THREE KEYS

BASS CLEF INSTR.
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BASS CLEF INSTR.

F BLUES WITH AN 8 MEASURE BRIDGE
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PATTERNS AND EXERCISES INTRODUCTION

One of the most important harmonic progressions in jazz and pop is the II-V7-I progression. It is present in
most standard pop tunes, as well as tunes of the Bebop, Swing, and Progressive jazz eras. Mastery of the II-V7-I
progression is especially important if the musician intends to improvise in any vein other than modal or completely
free.

The following pages contain exercises or patterns which should be transposed to all twelve keys. I have
listed the patterns in one concert key: D-, G7, C for the sake of comparison. Listing patterns in one concert key also
allows me to present many more patterns than if each were transposed to all twelve keys.

The first four tracks on this recording have pages of corresponding patterns which should be transposed to
all twelve keys and played with the recorded track. I suggest writing out several patterns in several keys or in all
twelve. Eventually, you should learn to mentally transpose any idea or pattern to any key on the spur of the moment.
This probably takes more discipline than any other aspect of improvisation.

The idea of learning a pattern and when to play it should not be thought of as uncreative. Because it is
impossible to continuously create new meaningful ideas, improvisers at times resort to playing ideas or patterns that
have been practiced and mentally logged before hand. This is taking nothing away from the improvisor because it is
often just as hard to play an idea several times in a row, each time with the same conviction, as it is to create
completely new ideas.

Each player eventually builds a vocabulary that is uniquely his own, and often this is how a musician is
recognized or identified. If you listen to any of the jazz masters you will find certain “calling cards” or “trademarks”
that are associated with that particular player and their style. This is a part of their musical personality.

Feel free to add or subtract notes from any of the given patterns. Make up your own patterns. At first, write
the pattern down on paper and transpose it to several keys. Later, take a pattern you have thought up and try playing
it without wriiting it down first. Most jazz musicians can HEAR what other players are playing the instant they play
it. They can hear the general range and whether or not scales are being used and if so what scales (major, minor,
dominant 7th, diminished, etc.) are being played. He will hear certain patterns more easily and quickly than others
simply because he is more familiar with the notes and patterns being played. Ultimately, each musician hopes to be
able to hear and to some degree comprehend what every musician is playing, the instant it is played. Writing patterns
down on paper is the long way around, but everyone begins that way and gradually dispenses with it as their ears
become more attuned to the music.

Books that I recommend as supplementary material are Scales for Jazz Improvisation by Dan Haerle; Pat-
terns for Jazz (treble or bass clef) by Jerry Coker, J. Greene, J. Casale, G. Campbell; Inside/Outside by Bunky
Green; Patterns For Improvisation by Oliver Nelson; Expansions by Gary Campbell; and The Thesaurus of Scales
and Melodic Patterns by Nicolas Slonimski. '

Feel free to change the rhythms of the patterns I have listed in this book. You might try leaving out one note
here or there and substitute a rest of the same value. Rhythmic variety is necessary to maintain interest when
improvising. The basic unit for jazz players is the 8th note, but you should learn to use triplets, sixteenths, and any
combination you feel is appropriate.

Almost any pattern will work over any chord/scale IF you convincingly RESOLVE the idea to the next
chord/scale. When resolving a phrase, aim for the root, 3rd or 5th fo the new chord/scale.

All of the bass lines from this volume are available transcribed and written out note-for-note—the book is
called Rufus Reid Bass Lines from Volumes 1 and 3, and there are chord symbols above each measure. Our product
code for ordering this book is “RR.”
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@ PATTERNS FOR “II-V7-l ALL MAJOR KEYS” @

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale - (chromaticism). All jazz players incorporate chromaticism in their melodic
lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The tension tones want to
resolve by half step up or down to notes in the scale. You will find most of the chromaticism occurring over the V7 chord. As
stated earlier, the dominant 7th chords are often embellished with altered scales, so the later examples utilize the substitute
(embellished) scales and notes from those scales. You will find many b9, #9, #4, and #5’s. Those are the tones most often
altered (Diminished and Diminished/Whole Tone scales).

Leamn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano or
guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny Rollins is a case
in point. A firm understanding mentally and technically of the II-V7-I progression is needed in order to successfully play inside
or outside on standard tunes—jazz or otherwise. I feel you should learn II-V7-I patterns in major keys before moving on to
minor keys since major keys occur most often.

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance, a b9 on
a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5 may be written G#
or Ab. Look over the scale syllabus page for listing of possible chord/scale choices.

These 72 patterns may be played with CD Track #9 or CD Track #12. Track #12 uses this chord progression:

. | D-7| G7| CA | ATH9 |

PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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Patterns using the "G'" diminished scale 0
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PATTERNS FOR "1l-V7 RANDOM PROGRESSION"

For this track use the first two measures of any pattern applicable to the II-V7-I track just listed. When

a V7 chord does not resolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution.
This recorded track contains eight irregular resolutions and four regular resolutions. The regular resolutions occur
inbars 4-5, 12-13,24-25, and 28-29. When regular resolutions occur, youcan use substitute scalesoverthe V7 chord.
Example: In bar four you could use the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale —
all built on the same root of the original V7. The reason any of those scales will work is because the V7 chord resolves
to a chord whose root is up a perfect fourth. The rule for V7 chord/scale substitution is: 1f the V7 chord resolves
to a chord whose root is located up a perfect fourth you may embellish the V7 chord by using the Dim/W.T,,
Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the original V7. If the V7 chord does
not resolve up a fourth it is probably best not to use an altered scale or simply alter one note of the V7 scale — the
4th — making it a Lydian/Dominant scale.
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PATTERNS FOR “V7+9- ALL KEYS”

The V7+9 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale. I
prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of a diminished
scale and the top four or five tones form part of a whole tone scale. This scale contains these tones: Root, b9 (b2nd), #9 (#2nd),
Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd and b7 and the Dim./W. T. scale has
these tones. The other four tones are tension tones and tend to resolve by half steps up or down. The V749 scale can be
substituted for a regular V7 if the V7 chord resolves to a chord whose root lies up a perfect 4th (up 5 half steps). It doesn’t
matter if the chord of resolution is major or minor.

Example: C7 to F- could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on the first track. If several bars of V7 are present,
eventually resolving up a perfect 4th, it is best to substitute the V7+9 (Dim./W.T. scale) sound on the last bar or last few beats
so you achieve the feeling of tension (V7+9) and release (I).

Example: |C7[C7|C7| C7 |F|
|C7+9[F| Put the Dim/W.T. Scale in the fourth bar only.
Substitute

The Dim./W.T. scale may on first encounter seem strange sounding or even wrong. I suggest gaining familiarity with
the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play on major, minor, or
dom. 7th scales or chords should also be played over V7+9 (Dim./W.T.) and i (Half Dim.) scales. All jazz and blues players use
the Dim./W.T. sound. Some players wouldn’t think of playing a straight dominant 7th scale-they always embellish the V7
chord with the Dim./W.T. scale, Diminished scale, or the Whole Tone scale. With practice you will start hearing the tones that
make this scale so beautiful. They are the tension notes - b9, #9, #4, and #5. Keep in mind these tones are only as good as their
resolution and the resolution should usually be by half step up or down to a note in the next scale (the strongest resolution is to
a chord tone: 1, 3 or 5).
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PATTERNS FOR “@-V7+9-1 MINOR KEYS”

Almost any II-V7-I patterns used for major keys can be altered to conform to the II-V7-I in minor keys which becomes
©@-V7+9-L The II chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used in place of the minor
scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian #2 (major 2nd). The Locrian #2 is
the same as the Locrian except the second note of the scale is raised one half step. All the @ examples in this book show the
Locrian scale. You should experiment with raising the 2nd note of the @ scale and thus become accustomed to hearing Locrian
#2. This rule is good anytime you see the @ symbol.

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (H W HW W W W), diminished (HWHW HW HW), whole tone (W W WWWW),
and Lydian/Dominant (W W W HW H W). Note: H = half step and W = whole step. The reason for so many scale substitute
choices on V7 chords is the unstable nature of the dominant 7th sound. It wants to resolve up a fourth or down a fifth (the same
thing). These altered scales simply add to the Tension already inherent in the V7 sound. In this book, the dim./wt. scale is
always written as the scale choice for a V7 chord in minor. The dim./w.t. scale produces much tension and beauty, and is a
sound most jazz players eventually lean towards. The scale contains a root, b9 (b2nd), #9 (#2nd), major 3rd, #4, #5, and b7.
I'suggest first learning the dim./w.t. scale sound and then learn to substitute the other scale choices such as diminished, whole
tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can find
other examples on the “G Minor Blues,” “Bebop Tune” and “F Blues With An 8-bar Bridge” tracks. You may even want to use
the substitute V7 scales over plain V7 chords such as are found on all the tracks. When a V7 chord does not resolve up a perfect
fourth (or down a fifth), you shouldn’t use highly altered scale substitutes. Altered scales sound best when the chord you are
embellishing (the V7) resolves up a fourth (down a fifth). When the V7 chord resolves in this manner, the tension built up by
using the altered scales is released in a natural manner and helps make the music breathe and seem to flow.
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@ 'PATTERNS FOR “lI-V7-l ALL MAJOR KEYS” @

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale - (chromaticism). All jazz players incorporate chromaticism in their melodic
lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The tension tones want to
resolve by half step up or down to notes in the scale. You will find most of the chromaticism occurring over the V7 chord. As
stated earlier, the dominant 7th chords are often embellished with altered scales, so the later examples utilize the substitute
(embellished) scales and notes from those scales. You will find many b9, #9, #4, and #5’s. Those are the tones most often
altered (Diminished and Diminished/Whole Tone scales).

Learn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano or
guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny Rollins is a case
in point. A firm understanding mentally and technically of the II-V7-I progression is needed in order to successfully play inside
or outside on standard tunes—jazz or otherwise. I feel you should learn II-V7-I patterns in major keys before moving on to
minor keys since major keys occur most often. '

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance, a b9 on
a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5 may be written G#
or Ab. Look over the scale syllabus page for listing of possible chord/scale choices.

These 72 patterns may be played with CD Track #9 or CD Track #12. Track #12 uses this chord progression:

| E7 | A7 | DA | B749 |
AR Track
J 49

PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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PATTERNS FOR “iI-V7 RANDOM PROGRESSION”

For this track use the first two measures of any pattern applicable to the II-V7-I track Just listed. When a V7 chord
does not resolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution. This recorded track
contains eight irregular resolutions and four regular resolutions. The regular resolutions occur in bars 4-5, 12-13, 24-25, and
28-29. When regular resolutions occur, you can use substitute scales over the V7 chord. Example: In bar four you could use
the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale-all built on the same root of the original V7. The
reason any of those scales will work is because the V7 chord resolves to a chord whose root is up a perfect fourth. The rule for
V7 chord/scale substitution is: If the V7 chord resolves to a chord whose root is located up a perfect fourth you may embellish
the V7 chord by using the Dim./W.T., Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the
original V7. If the V7 chord does not resolve up a fourth it is probably best not to use an altered scale or simply alter one note
of the V7 scale-the 4th-making it a Lydian/Dominant scale.

PATTERNS FOR “V7+9-1 ALL KEYS”

The V7+9 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale. I
prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of a diminished
scale and the top four or five tones form part of a whole tone scale. This scale contains these tones: Root, b9 (b2nd), #9 (#2nd),
Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd and b7 and the Dim./W. T. scale has
these tones. The other four tones are tension tones and tend to resolve by half steps up or down. The V7+9 scale can be
substituted for a regular V7 if the V7 chord resolves to a chord whose root lies up a perfect 4th (up 5 half steps). It doesn’t
matter if the chord of resolution is major or minor.

Example: C7 to F- could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on the first track. If several bars of V7 are present,
eventually resolving up a perfect 4th, it is best to substitute the V7+9 (Dim./W.T. scale) sound on the last bar or last few beats
so you achieve the fecling of tension (V7+9) and release (I).

Example: |C7|C7|C7| C7 |F|
[C7+9|F| Put the Dim./W.T. Scale in the fourth bar only.
Substitute

The Dim./W.T. scale may on first encounter seem strange sounding or even wrong. I suggest gaining familiarity with
the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play on major, minor, or
dom. 7th scales or chords should also be played over V7+9 (Dim./W.T.) and i (Half Dim.) scales. All jazz and blues players use
the Dim./W.T. sound. Some players wouldn’t think of playing a straight dominant 7th scale-they always embellish the V7
chord with the Dim./W.T. scale, Diminished scale, or the Whole Tone scale. With practice you will start hearing the tones that
make this scale so beautiful. They are the tension notes - b9, #9, #4, and #5. Keep in mind these tones are only as good as their
resolution and the resolution should usually be by half step up or down to a note in the next scale (the strongest resolution is to
a chord tone: 1, 3 or 5).
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PATTERNS FOR “@-V7+9-l MINOR KEYS”

Almost any II-V7-I patterns used for major keys can be altered to conform to the II-V7-I in minor keys which becomes
@-V7+9-1. The Il chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used in place of the minor
scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian #2 (major 2nd). The Locrian #2 is
the same as the Locrian except the second note of the scale is raised one half step. All the @ examples in this book show the
Locrian scale. You should experiment with raising the 2nd note of the @ scale and thus become accustomed to hearing Locrian
#2. This rule is good anytime you see the @ symbol.

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (HW HW W W W), diminished (HWHW HW HW), whole tone (W W W W W W),
and Lydian/Dominant (W W W H W H W). Note: H = half step and W = whole step. The reason for so many scale substitute
choices on V7 chords is the unstable nature of the dominant 7th sound. It wants to resolve up a fourth or down a fifth (the same
thing). These altered scales simply add to the Tension already inherent in the V7 sound. In this book, the dim./w.t. scale is
always written as the scale choice for a V7 chord in minor. The dim./w.t. scale produces much tension and beauty, and is a
sound most jazz players eventually lean towards. The scale contains a root, b9 (b2nd), #9 (#2nd), major 3rd, #4, #5, and b7.
I suggest first learning the dim./wt. scale sound and then learn to substitute the other scale choices such as diminished, whole
tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can find
other examples on the “G Minor Blues,” “Bebop Tune” and “F Blues With An 8-bar Bridge” tracks. You may even want to use
the substitute V7 scales over plain V7 chords such as are found on all the tracks. When a V7 chord does not resolve up a perfect
fourth (or down a fifth), you shouldn’t use highly altered scale substitutes. Altered scales sound best when the chord you are
embellishing (the V7) resolves up a fourth (down a fifth). When the V7 chord resolves in this manner, the tension built up by
using the altered scales is released in a natural manner and helps make the music breathe and seem to flow.
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@ . PATTERNS FOR “lI-V7-l ALL MAJOR KEYS” @

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale - (chromaticism). All jazz players incorporate chromaticism in their melodic
lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The tension tones want to
resolve by half step up or down to notes in the scale. You will find most of the chromaticism occurring over the V7 chord. As
stated earlier, the dominant 7th chords are often embellished with altered scales, so the later examples utilize the substitute
(embellished) scales and notes from those scales. You will find many b9, #9, #4, and #5’s. Those are the tones most often
altered (Diminished and Diminished/Whole Tone scales).

Learn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano or
guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny Rollins is a case
in point. A firm understanding mentally and technically of the II-V7-I progression is needed in order to successfully play inside
or outside on standard tunes—jazz or otherwise. I feel you should learn II-V7-I patterns in major keys before moving on to
minor keys since major keys occur most often.

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance, a b9 on
a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5 may be written G#
or Ab. Look over the scale syllabus page for listing of possible chord/scale choices.

These 72 patterns may be played with CD Track #9 or CD Track #12. Track #12 uses this chord progression:

| B-7 | E7 | AA | F#1+9 |

( a | T;;Sk PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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PATTERNS FOR “ll-V7 RANDOM PROGRESSION”

For this track use the first two measures of any pattern applicable to the II-V7-I track just listed. When a V7 chord
does not resolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution. This recorded track
contains eight irregular resolutions and four regular resolutions. The regular resolutions occur in bars 4-5, 12-13, 24-25, and
28-29. When regular resolutions occur, you can use substitute scales over the V7 chord. Example: In bar four you could use
the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale-all built on the same root of the original V7. The
reason any of those scales will work is because the V7 chord resolves to a chord whose root is up a perfect fourth. The rule for
V7 chord/scale substitution is: If the V7 chord resolves to a chord whose root is located up a perfect fourth you may embellish
the V7 chord by using the Dim./W.T., Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the
original V7. If the V7 chord does not resolve up a fourth it is probably best not to use an altered scale or simply alter one note
of the V7 scale-the 4th-making it a Lydian/Dominant scale.

PATTERNS FOR “V7+9- ALL KEYS”

The V7+9 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale. I
prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of a diminished
scale and the top four or five tones form part of a whole tone scale. This scale contains these tones: Root, b9 (b2nd), #9 (#2nd),
Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd and b7 and the Dim/W. T. scale has
these tones. The other four tones are tension tones and tend to resolve by half steps up or down. The V7+9 scale can be
substituted for a regular V7 if the V7 chord resolves to a chord whose root lies up a perfect 4th (up 5 half steps). It doesn’t
matter if the chord of resolution is major or minor.

Example: C7 to F- could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on the first track. If several bars of V7 are present,
eventually resolving up a perfect 4th, it is best to substitute the V7+9 (Dim./W.T. scale) sound on the last bar or last few beats
so you achieve the fecling of tension (V7+9) and release (I).

Example: |C7|C7|C7| C7 |F|
|C7+9|F| Put the Dim./W.T. Scale in the fourth bar only.
Substitute

The Dim./W.T. scalcmayonfustencountcrseansuangesoundingorevenwrong.Isuggestgainingﬁmiliaritywith
the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play on major, minor, or
dom. 7th scales or chords should also be played over V7+9 (Dim./W.T.) and i (Half Dim.) scales. All jazz and blues players use
the Dim./W.T. sound. Some players wouldn’t think of playing a straight dominant 7th scale-they always embellish the V7
chord with the Dim./W.T. scaie,Diminishedscale,ortheWholeTonescale.Wlthpracticeyouwiﬂstarthmringthetomthat
make this scale so beautiful. They are the tension notes - b9, #9, #4, and #5. Keep in mind these tones are only as good as their
resolution and the resolution should usually be by half step up or down to a note in the next scale (the strongest resolution is to
a chord tone: 1, 3 or 5). ‘
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PATTERNS FOR “@-V7+9-1 MINOR KEYS”

Almost any II-V7-I patterns used for major keys can be altered to conform to the II-V7-I in minor keys which becomes
@-V7+9-I. The I chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used in place of the minor
scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian #2 (major 2nd). The Locrian #2 is
the same as the Locrian except the second note of the scale is raised one half step. All the @ examples in this book show the
Locrian scale. You should experiment with raising the 2nd note of the @ scale and thus become accustomed to hearing Locrian
#2. This rule is good anytime you see the @ symbol.

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (HW HW W W W), diminished HW HW HW H W), whole tone (W W W W WW),
and Lydian/Dominant (W W W HW H W). Note: H = half step and W = whole step. The reason for so many scale substitute
choices on V7 chords is the unstable nature of the dominant 7th sound. It wants to resolve up a fourth or down a fifth (the same
thing). These altered scales simply add to the Tension already inherent in the V7 sound. In this book, the dim./w.t. scale is
always written as the scale choice for a V7 chord in minor. The dim./w.t. scale produces much tension and beauty, and is a
sound most jazz players eventually lean towards. The scale contains a root, b9 (b2nd), #9 (#2nd), major 3rd, #4, #5, and b7.
I'suggest first learning the dim./w.t. scale sound and then learn to substitute the other scale choices such as diminished, whole
tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can find
other examples on the “G Minor Blues,” “Bebop Tune” and “F Blues With An 8-bar Bridge” tracks. You may even want to use
the substitute V7 scales over plain V7 chords such as are found on all the tracks. When a V7 chord does not resolve up a perfect
fourth (or down a fifth), you shouldn’t use highly altered scale substitutes. Altered scales sound best when the chord you are
embellishing (the V7) resolves up a fourth (down a fifth). When the V7 chord resolves in this manner, the tension built up by
using the altered scales is released in a natural manner and helps make the music breathe and seem to flow.
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@ PATTERNS FOR “lI-V7-l ALL MAJOR KEYS” Q

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale - (chromaticism). All Jjazz players incorporate chromaticism in their melodic
lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The tension tones want to
resolve by half step up or down to notes in the scale. You will find most of the chromaticism occurring over the V7 chord. As
stated earlier, the dominant 7th chords are often embellished with altered scales, so the later examples utilize the substitute
(embellished) scales and notes from those scales. You will find many b9, #9, #4, and #5°s. Those are the tones most often
altered (Diminished and Diminished/Whole Tone scales).

Learn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano or
guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny Rollins is a case
in point. A firm understanding mentally and technically of the II-V7-I progression is needed in order to successfully play inside
or outside on standard tunes—jazz or otherwise. I feel you should learn II-V7-I patterns in major keys before moving on to
minor keys since major keys occur most often.

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance, a b9 on
a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5 may be written G#
or Ab. Look over the scale syllabus page for listing of possible chord/scale choices.

These 72 patterns may be played with CD Track #9 or CD Track #12. Track #12 uses this chord progression:

| D-7] G7 | CA | AT49 |

( a | Track PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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PATTERNS USING THE "G'" DIMINISHED SCALE.
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PATTERNS FOR “lI-V7 RANDOM PROGRESSION”

For this track use the first two measures of any pattern applicable to the II-V7-I track just listed. When a V7 chord
does not resolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution. This recorded track
contains eight irregular resolutions and four regular resolutions. The regular resolutions occur in bars 4-5, 12-13, 24-25, and
28-29. When regular resolutions occur, you can use substitute scales over the V7 chord. Example: In bar four you could use
the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale-all built on the same root of the original V7, The
reason any of those scales will work is because the V7 chord resolves to a chord whose root is up a perfect fourth, The rule for
V7 chord/scale substitution is: If the V7 chord resolves to a chord whose root is located up a perfect fourth you may embellish
the V7 chord by using the Dim./W.T., Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the
original V7. If the V7 chord does not resolve up a fourth it is probably best not to use an altered scale or simply alter one note
of the V7 scale-the 4th-making it a Lydian/Dominant scale. .

PATTERNS FOR “V7+9-1 ALL KEYS”

The V7+9 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale. I
prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of a diminished
scale and the top four or five tones form part of a whole tone scale. This scale contains these tones: Root, b9 (b2nd), #9 (#2nd),
Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd and b7 and the Dim./W. T. scale has
these tones. The other four tones are tension tones and tend to resolve by half steps up or down. The V7+9 scale can be
substituted for a regular V7 if the V7 chord resolves to a chord whose root lics up a perfect 4th (up 5 half steps). It doesn’t
matter if the chord of resolution is major or minor.

Example: C7 to F- could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on the first track. If several bars of V7 are present,
eventually resolving up a perfect 4th, it is best to substitute the V7+9 (Dim./W.T. scale) sound on the last bar or last few beats
so you achieve the feeling of tension (V7+9) and release (I). '

Example: |[C7|C7|C7| C7 |F|
|C7+9|F| Put the Dim./W.T. Scale.in the fourth bar only.
Substitute

The Dim./W.T. scale may on first encounter seem strange sounding or even wrong. I suggest gaining familiarity with
the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play on major, minor, or
dom. 7th scales or chords should also be played over V7+9 (Dim./W.T.) and i (Half Dim.) scales. All jazz and blues players use
the Dim./W.T. sound. Some players wouldn’t think of playing a straight dominant 7th scale-they always embellish the V7
chord with the Dim./W.T. scale, Diminished scale, or the Whole Tone scale. With practice you will start hearing the tones that
make this scale so beautiful. They are the tension notes - b9, #9, #4, and #5. Keep in mind these tones are only as good as their
resolution and the resolution should usually be by half step up or down to a note in the next scale (the strongest resolution is to
a chord tone: 1, 3 or 5).
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PATTERNS USING THE Gb PENTATONIC SCALE OVER THE C7+9.

S el T, ﬂ:; /—:z
A | T Eath ga+d
O E et et ee,, | —=
, B e eSS i ===
C7+4 ) 7+q Fa £a

'- = =SS SS o et
£ [,Fb Cs A a4 Fa+4
7 — —— -blFa-"-'Eﬁ b‘ —k'F(-b' £o Hyo o2
7 Ln*e £a A
LR Bene e 1ay e ——,

77




&

49 C 44 A'H A+4
——1— — 1 vt g | » ﬂ I_é_gIJa
- 79 I 1 i i g-/17
£o# G Fath Fath
7 be Vehe Bty p et e,
£ig i e e e e e e e e 2 ;
PATTERNS USING THE TWO MAJOR TRIADS FOUND INSIDE THE C7+9 SCALE (Gb & Ab triads
" £t Fadh Fath
/ £7 1 ) 7 .
=ETis T S e S
(¥l Lq* pa+h Fa+4
* v ‘h?zh"‘ﬂ - e
ia e f""‘l/ — R
. b -, = =
el TP Eute £ £ T,

|

78



PATTERNS FOR “@-V7+9-l MINOR KEYS”

_ Almost any II-V7-I patterns used for major keys can be altered to conform to the II-V7-I in minor keys which becomes
@-V7+9-1. The II chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used in place of the minor
scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian #2 (major 2nd). The Locrian #2 is
thesmneastheLwﬁmexcepttbesecondmkofthescdeisraisedomhﬂfswp.Aﬂthe @ examples in this book show the
Locrian scale. You should experiment with raising the 2nd note of the @ scale and thus become accustomed to hearing Locrian
#2. This rule is good anytime you see the @ symbol. ‘

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (H W HW W W W), diminished HWHWHW HW), whole tone (WW W W W W),
and Lydian/Dominant (W W W H W H W). Note: H = half step and W = whole step. The reason for so many scale substitute
choices on V7 chords is the unstable nature of the dominant 7th sound. It wants to resolve up a fourth or down a fifth (the same
thing). These altered scales simply add to the Tension already inherent in the V7 sound. In this book, the dim./w.. scale is
always written as the scale choice for a V7 chord in minor. The dim./w. scale produces much tension and beauty, and is a
sound most jazz players eventually lean towards. The scale contains a root, b9 (b2nd), #9 (#2nd), major 3rd, #4, #5, and b7.
I suggest first learning the dim./w.t. scale sound and then learn to substitute the other scale choices such as diminished, whole
tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can find
other examples on the “G Minor Blues,” “Bebop Tune” and “F Blues With An 8-bar Bridge” tracks. You may even want to use
the substitute V7 scales over plain V7 chords such as are found on all the tracks. When a V7 chord does not resolve up a perfect
fourth (or down a fifth), you shouldn’t use highly altered scale substitutes. Altered scales sound best when the chord you are
embellishing (the V7) resolves up a fourth (down a fifth). When the V7 chord resolves in this manner, the tension built up by
using the altered scales is released in a natural manner and helps make the music breathe and seem to flow.
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PIANO VOICINGS

The piano voicings on the next three pages are intended to aid the instrumentalist as well as the
piano player. All really good jazz musicians have a working knowledge of the keyboard and can use it
in writing songs, analyzing solos, working out patterns or licks or to a limited degree, play for their own
enjoyment.

I have listed three different voicings for the “II-V7-I" in major keys. Memorize these three voicings
first. After achieving some success with the first sets of voicings move on to the ones using half-dimin-
ished and V7+9. The three pages of voicings are fairly standard and are played by many professional
jazz pianists today. ‘

It has been my experience that the best way to thoroughly absorb the SOUND and FEEL of ANY
voicing is to play it in the right hand with the left hand playing the root tone an octave or two lower than
the right hand voicing. After becoming familiar with that arrangement, switch the right hand four note
voicings to the left hand and leave out the low bass root tone. (In normal playing situations the bass
tone (root) is played by the bass player on electric or acoustic bass, so there is no need to double that
tone in your left hand. This, incidentally, is an older style of playing). Try to always keep your voicing in
the center part of the piano. A good range to play in would be D below middle C to the C one octave
above middle C. The left hand has to become familiar with the voicings as the right hand originally did,
since it will actually be accompanying the right hand when it plays scales, chords or solos.

- ladvise practicing the voicings in all keys. Get so you can play them from memory. You have to
eventually do away with the written notes and play by desired sound. The voicings on these pages are
just a beginning. | recommend listening carefully to every piano player available to you on record or
tape or in live performance.

Above all else, BE PATIENT!

The book Volume 1 Piano Voicings is avialable from the Jamey Aebersold Jazz catalog. It con-
tains all of the piano comping on the Volume 1 play-a-long recording by Jamey Aebersold transcribed
note-for-note, including rootless voicings and fourth voicings. You may also get the actual piano tran-
scriptions from Volumes 41, 50, 54, 55, 60, 64 and 70. These books allow you to study the comping of
Mark Levine, Hal Galper, and Dan Haerle on a note-by-note basis, seeing what they actually play on
the play-a-long recording. Call 1-800-456-1388 for a complete catalog.

For further study | highly recommend the following books: Jazz Voicings for the Non-Pianist
(product code: NON) by Mike Tracy, Jazz/Rock Voicings for the Contemporary Keyboard Player (prod-
uct code: K) and Jazz Piano Voicing Skills (code: DAN) both by Dan Haerle, Jazz Keyboard Harmony
(JKH) by Phil DeGreg, Voicings for Jazz Piano (MPV) by Frank Mantooth, and Jazz Keyboard (JK) by
Jerry Coker.
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II-V7-1 ALL MAJOR KEYS
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II-V7-I ALL MAJOR KEYS (inversions)
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SUPPLEMENT TO VOLUME 3

Patterns and Exercises In Treble and Bass Clef
TREBLE CLEF = Pages 2- 12. BASS CLEF = Pages 17 - 28.

One of the most important harmonic progressions in jazz and pop is the II-V7-I progression. Itis presentin most
standard pop tunes, as well as tunes of the Bebop, Swing, and Progressive jazz eras. Mastery of the II-V7-1
progression is especially important if the musician intends to improvise in any vein other than modal or completely
free. "

The following pages contain exercises or patterns which should be transposed to all twelve keys. I have listed
the patterns in one key: D—, G7, C for the sake of comparison. Listing patterns in one key also allows me to present
many more patterns than if each were transposed to all twelve keys. They are listed in treble and bass clef.

Each track on the first side of the record has a page(s) of corresponding patterns which should be transposed and
played with the recorded track. If you have trouble transposing, even though the scales for each track are written
in the staff below the chord progression, I suggest writing out several patterns in several keys or in all twelve.
Eventually, you should learn to mentally transpose any idea or pattern to any key on the spur of the moment. This

_probably takes more discipline than any other aspect of improvisation.

The idea of learning a pattern and when to play it should not be thought of as uncreative. Because it is impossible
to continuously create new meaningful ideas, improvisors at times resort to playing ideas or patterns that have been
practiced and mentally logged before hand. Thisis taking nothing away from the improvisor because it is often just
as hard to play an idea several times in a row, each time with the same conviction, as it is to create completely new
ideas.

Each player eventually builds a vocabulary that is uniquely his own, and often this is how a musician is recognized
or identified. If you listen to any of the jazz masters you will find certain "calling cards" or "trade marks" that are
associated with that particular player and their style. This is a part of their musical personality.

Feel free to add or to subtract notes from any of the given patterns. Make up your own patterns. At first, write
the pattern down on paper and transpose it to several keys. Later, take a pattern you have thought up and try playing
it without writing it down first. Most jazz musicians can HEAR what other players are playing the instant they play
it. They can hear the general range and whether or not scales are being used and if so what scales (major, minor,
dominant 7th, diminished, etc.) are being played. He will hear certain patterns much easier and quicker than others
simply because he is more familiar with the notes and patterns being played. Ultimately, each musician hopes to
be able to hear and to some degree comprehend what every musician is playing, the instant it is played. Writing
patterns down on paper is the long way around, but everyone begins that way and gradually dispenses with it as their
ears become more attuned to the music.

Books that I recommend as supplementary material are Scales for Jazz Improvisation by Dan Haerle, The II V7
Progression by David Baker, and Patterns for Jazz (treble or bass clef) by Jerry Coker, J. Greene, J. Casale, G.
Campbell.

Feel free to change the rhythms of the patterns I have listed in this book. You might try leaving out one note here
or there and substitute a rest of the same value. Rhythmic variety is necessary to maintain interest when improvising.
The basic unit for jazz players is the 8th note, but you should learn to use triplets, sixteenths, and any combination
you feel is appropriate.

Almost any pattern will work over any chord/scale IE you convincingly RESOLVE the idea to the next chord/
scale. When resolving a phrase, aim for the root, 3rd or 5th of the new chord/scale.

All of the bass lines from this volume are available, Rufus Reid Bass Lines off Volume 1 and 3 with chord symbols
above each measure. Our ordering code for this book is R.R.

COPYRIGHT © 1974 by JAMEY AEBERSOLD
All rights reserved International Copyright Secured Printed in U.S.A.



PATTERNS FOR SIDE 1, TRACK 1 _{I-V7-I (ALL MAJOR KEYS)

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale —(chromaticism). All jazz players incorporate chromaticism in their
melodic lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The
tension tones want to resolve by half step up or down to notes in the scale. You will find most of the chromaticism
occurring over the V7 chord. As stated on page 8, the dominant 7th chords are often embellished with altered scales,
so the later examples utilize the substitute (embellished) scales and notes from those scales. You will find many b9,
#9, #4, and #5's. Those are the tones most often altered (Diminished and Diminished/Whole Tone scales).

Learn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano
or guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny
Rollins is a case in point. A firm understanding mentally and technically of the II-V7-I progression is needed in
order to successfully play inside or outside on standard tunes - jazz or otherwise. I feel you should learn II-V7-
I patterns in major keys before moving on to minor keys since major keys occur most often.

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance,
a b9 on a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5
may be written G# or Ab.

Look over the scale syllabus page for listing of possible chord/scale choices.

PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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PATTERNS BEGINNING ON THE 3rd OF THE MINOR CHORD/SCALE.
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PATTERNS BEGINNING ON THE 5th OF THE MINOR CHORD/SCALE.
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PATTERNS BEGINNING ON RANDOM TONES OF THE MINOR CHORD/SCALE.
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PATTERNS FOR SIDE 1, TRACK 2 (RANDOM PROGRESSION)

For this track use the first two measures of any pattern applicable to the II-V7-I track (Side 1, Track 1). When
a V7 chord does not resolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution.
This recorded track contains eight irregular resolutions and four regular resolutions. The regular resolutions occur
inbars4-5, 12-13,24-25,and 28-29. Whenregularresolutions occur, you can use substitute scales over the V7 chord.
Example: In bar four you could use the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale -
all builton the same root of the original V7. The reason any of those scales will work is because the V7 chord resolves
to a chord whose root is up a perfect fourth. The rule for V7 chord/scale substitution is: If the V7 chord resolves
to a chord whose root is located up a perfect fourth you may embellish the V7 chord by using the Dim./W.T.,
Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the original V7. If the V7 chord does
not resolve up a fourth it is probably best not to use an altered scale or simply alter one note of the V7 scale — the
4th — making it a Lydian/Dominant scale.




PATTERNS FOR SIDE 1, TRACK 3 V7+9-1 (ALL KEYS)

The V7+9 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale.
I prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of
a diminished scale and the top four or five tones form part of a whole tone scale. This scale contains these tones:
Root, b9 (b2nd), #9 (#2nd), Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd
and b7 and the Dim./W. T. scale has these tones. The other four tones are tension tones and tend to resolve by half
steps up ordown. The V749 scale can be substituted for aregular V7 if the V7 chord resolves to a chord whose root
lies up a perfect 4th (up 5 half steps). It doesn't matter if the chord of resolution is major or minor.
Example: C7 to F-could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on Side 1, Track 1. If several bars of V7 are
present, eventually resolving up a perfect 4th, it is best to substitute the V7+9 (Dim./W.T. scale) sound on the last
bar or last few beats so you achieve the feeling of tension (V7+9) and release (I).

Example: | C7 I C7 1 C7 | C7 lFl
C7491 F | Put the Dim/W.T. Scale in the fourth bar only.
Substitute

The Dim./W.T. scale may on first encounter seem strange sounding or even wrong. I suggest gaining familiarity
with the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play
onmajor, minor, ordom. 7th scales or chords should also be played over V749 (Dim./W.T.)and @ (Half Dim.) scales.
All jazz and blues players use the Dim./W.T. sound. Some players wouldn't think of playing a straight dominant
Tth scale—they always embellish the V7 chord with the Dim./W.T. scale, Diminished scale, or the Whole Tone scale.
With practice you will start hearing the tones that make this scale so beautiful. They are the tension notes — b9, #9,
#4, and #5. Keep in mind these tones are only as good as their resolution and the resolution should usually be by
half step up or down to a note in the next scale (the strongest resolution is to a chord tone: 1, 3 or 5).
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PATTERNS USING THE Gb MAJOR PENTATONIC SCALE OVER THE C7+9.
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PATTERNS FOR SIDE 1, TRACK 4 @-V7+9-1 (ALL MINOR KEYS)

Almost any II-V7-1 patterns used for major keys can be altered to conform to the II-V7-I in minor keys which
becomes P-V7+9-1. The Il chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used
in place of the minor scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian
#2 (major 2nd). The Locrian #2 is the same as the Locrian except the second note of the scale is raised one half step.
All the B examples in this book show the Locrian scale. You should experiment with raising the 2nd note of the
@ scale and thus become accustomed to hearing Locrian #2. This rule is good anytime you see the @ symbol.

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (H,W,H,W,W W W), diminished (H,W,H,W,H,W H,W), whole tone
(W, W,W,W,W,W), and Lydian/Dominant (W,W,W,H,W,H,W). Note: H = half step and W = whole step. The
reason for so many scale substitute choices on V7 chords is the unstable nature of the dominant 7th sound. It wants
toresolve up a fourth or down a fifth (the same thing). These altered scales simply add to the tension already inherent
in the V7 sound. In this book, the dim./w.t. scale is always written as the scale choice for a V7 chord in minor. The
dim./w.t. scale produces much tension and beauty, and is a sound most jazz players eventually lean towards. The
scale contains aroot, b9 (b2nd), #9 (#2nd), major 3rd, #4,#5,and b7. I'suggest firstlearning the dim./w.t. scale sound
and then learn to substitute the other scale choices such as diminished, whole tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can
find other examples on Side 2, Tracks 1, 2,and 4. You may even want to use the substitute V7 scales over plain V7
chords such as are found on Side 1, Tracks 1, 3, and 4; Side 2, Tracks 1, 2, 3, and 4.

When a V7 chord does not resolve up a perfect fourth (or down a fifth), you shouldn't use highly altered scale
substitutes. Altered scales sound best when the chord you are embellishing (the V7) resolves up a fourth (down a
fifth). When the V7 chord resolves in this manner, the tension built up by using the altered scales is released in a
natural manner and helps make the music breathe and seem to flow.
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PIANO VOICINGS

The piano voicings on the next three pages are intended to aid the instrumentalist as well as the piano player. All
really good jazz musicians have a working knowledge of the keyboard and can use it in writing songs, analyzing
solos, working out patterns or licks or to a limited degree, play for their own enjoyment.

I have listed three different voicings for the II-V7-I in major keys (Side 1, Track 1). Memorize these three
voicings first. After achieving some success with the first sets of voicings move on to the ones using half-diminished
and V7+9. The three pages of voicings are fairly standard and are played by many professional jazz pianists today.

It has been my experience that the best way to thoroughly absorb the SOUND and FEEL of ANY voicing is to
play itin the right hand with the left hand playing the root tone an octave or two lower than the right hand voicing.
After becoming familiar with that arrangement, switch the right hand four note voicings to the left hand and leave
out the low bass root tone. (In normal playing situations the bass tone (root) is played by the bass player on electric
or acoustic bass, so there is no need to double that tone in your left hand. This, incidentally, is an older style of
playing). Try to always keep your voicing in the center part of the piano. A goodrange to play in would be D below
middle C to the C one octave above middle C. The left hand has to become familiar with the voicings as the right
hand originally did, since it will actually be accompanying the right hand when it plays scales, chords or solos.

I advise practicing the voicings in all keys. Get so you can play them from memory. You have to eventually do
away with the written notes and play by desired sound. The voicings on these pages are just a beginning. 1
recommend listening carefully to every piano player available to you on record or tape or in live performance.

Above all else, BE PATIENT!

The book Volume 1 Piano Voicings is available for $6.95. It contains all of the piano comping on the Volume
1 play-a-long recording by Jamey Aebersold. It contains rootless voicings and fourth voicings.

For further study I highly recommend the following books: Jazz/Rock Voicings for the Contemporary Keyboard
Player by Dan Haerle, Voicings for Jazz Piano by Frank Mantooth, and Jazz Keyboard by Jerry Coker.
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BASS CLEF SECTION
PATTERNS FOR SIDE 1, TRACK 1 [I-V7-| (ALL MAJOR KEYS) @

The patterns listed here range from simple to complex. The beginning examples use only notes found in the scales.
Later examples contain notes outside the scale — (chromaticism). All jazz players incorporate chromaticism in their
melodic lines. Think of tones outside the scale as ones which produce more tension than notes in the scale. The
tension tones want to resolve by half step up or down to notes in the scale. You will find most of the chromaticism
occurring over the V7 chord. As stated on page 8, the dominant 7th chords are often embellished with altered scales,
so the later examples utilize the substitute (embellished) scales and notes from those scales. You will find many b9,
#9, #4, and #5's. Those are the tones most often altered (Diminished and Diminished/Whole Tone scales).

Learn to outline the sound of any scale/chord on your instrument. Many jazz musicians like to play without piano
or guitar accompaniment because they can successfully outline harmony themselves on their instrument. Sonny
Rollins is a case in point. A firm understanding mentally and technically of the II-V7-I progression is needed in
order to successfully play inside or outside on standard tunes — jazz or otherwise. I feel you should learn II-V7-
I patterns in major keys before moving on to minor keys since major keys occur most often.

Many tones in the following pages of patterns are written enharmonically to make reading easier. For instance,
a b9 on a C7 chord/scale may be Db or C#, a #9 may be written D# or Eb, a #4 may be written F# or Gb and a #5
may be written G# or Ab.

Look over the scale syllabus page for listing of possible chord/scale choices.

PATTERNS BEGINNING ON THE ROOT OF THE MINOR CHORD/SCALE.
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PATTERNS USING THE "G'" DIMINISHED SCALE.
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ATTERNS FOR SIDE 1 DOM PROGRESSION

For this track use the first two measures of any pattern applicable to the 1I-V7-I track (Side 1, Track 1). When
a V7 chord does notresolve to a chord whose root lies up a perfect 4th (5 half steps) we call it an irregular resolution.
This recorded track contains eight irregular resolutions and four regular resolutions. The regular resolutions occur
inbars4-5, 12-13,24-25,and 28-29. When regularresolutions occur, you can use substitute scales over the V7 chord.
Example: In bar four you could use the Dim./Whole Tone, Diminished, Whole Tone, or Lydian/Dominant scale —
all builton the same root of the original V7. The reason any of those scales will work is because the V7 chord resolves
to a chord whose root is up a perfect fourth. The rule for V7 chord/scale substitution is: If the V7 chord resolves
to a chord whose root is located up a perfect fourth you may embellish the V7 chord by using the Dim./W.T.,
Diminished, Whole Tone, or Lydian/Dominant scale built on the same root as the original V7. If the V7 chord does
not resolve up a fourth it is probably best not to use an altered scale or simply alter one note of the V7 scale — the
4th — making it a Lydian/Dominant scale.

PATTERNS FOR SIDE 1, TRACK 3 V7+9-1 (ALL KEYS)

The V749 scale is called by several names: Super Locrian, Diminished/Whole Tone, Pomeroy, and Altered Scale.
I prefer to call it Dim./Whole Tone because the first five tones of the scales are the same as the first five tones of
a diminished scale and the top four or five tones form part of a whole tone scale. This scale contains these tones:
Root, b9 (b2nd), #9 (#2nd), Maj. 3rd, #4 (#11), #5, and b7. Every dominant 7th scale/chord needs a root, major 3rd
and b7 and the Dim./W. T. scale has these tones. The other four tones are tension tones and tend to resolve by half
steps up ordown. The V749 scale can be substituted for aregular V7 if the V7 chord resolves to a chord whose root
lies up a perfect 4th (up 5 half steps). It doesn't matter if the chord of resolution is major or minor.
Example: C7 to F-could be played C7+9 (scale) to F- and sound perfectly alright.

Experiment with substituting Dim./W.T. scales for plain V7 scales on Side 1, Track 1. If several bars of V7 are
present, eventually resolving up a perfect 4th, it is best to substitute the V749 (Dim./W.T. scale) sound on the last
bar or last few beats so you achieve the feeling of tension (V7+9) and release (1).

Example: 1 C7T 1 C71C7 ] C7 FI
C7491 F | Put the Dim./W.T. Scale in the fourth bar only.
Substitute

The Dim./W.T. scale may on first encounter seem strange sounding or even wrong. I suggest gaining familiarity
with the sound (scale) by practicing the listed examples in the order presented. Remember, any pattern you play
onmajor, minor, ordom. 7th scales or chords should also be played over V7+9 (Dim./W.T.) and @ (Half Dim.) scales.
All jazz and blues players use the Dim./W.T. sound. Some players wouldn't think of playing a straight dominant
7th scale—they always embellish the V7 chord with the Dim./W.T. scale, Diminished scale, or the Whole Tone scale.
With practice you will start hearing the tones that make this scale so beautiful. They are the tension notes — b9, #9,
#4, and #5. Keep in mind these tones are only as good as their resolution and the resolution should usually be by
half step up or down to a note in the next scale (the strongest resolution is to a chord tone: 1, 3 or 5).
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PATTERNS USING THE Gb PENTATONIC SCALE OVER THE C7+9.
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PATTERNS FOR SIDE 1, TRACK 4 @-V749-1 (ALL MINOR KEYS)

Almost any II-V7-1 patterns used for major keys can be altered to conform to the II-V7-I in minor keys which
becomes @-V7+9-1. The Il chord in a minor key is usually a @ (half-diminished) chord/scale. The @ scale is used
in place of the minor scale when in a minor tonality. There are two half-diminished scales: Locrian and Locrian
#2 (major 2nd). The Locrian #2 is the same as the Locrian except the second note of the scale is raised one half step.
All the @ examples in this book show the Locrian scale. You should experiment with raising the 2nd note of the
@ scale and thus become accustomed to hearing Locrian #2. This rule is good anytime you see the @ symbol.

In a minor tonality, substitute scales are usually played over the V7 chord. The player has several choices for scale
substitution: diminished/whole tone (H,W ,H,W,W,W,W)), diminished (H,W,H,W H,W H,W), whole tone
(W, W, W, W, W W), and Lydian/Dominant (W,W,W H,W H,W). Note: H = half step and W = whole step. The
reason for so many scale substitute choices on V7 chords is the unstable nature of the dominant 7th sound. It wants
toresolve up a fourth or down a fifth (the same thing). These altered scales simply add to the tension already inherent
in the V7 sound. In this book, the dim./w.t. scale is always written as the scale choice for a V7 chord in minor. The
dim./w.t. scale produces much tension and beauty, and is a sound most jazz players eventually lean towards. The
scale contains aroot, b9 (b2nd), #9 (#2nd), major 3rd, #4, #5,and b7. I suggest firstlearning the dim./w.t. scale sound
and then leam to substitute the other scale choices such as diminished, whole tone and Lydian/Dominant.

The above remains true not only for this recorded track, but anytime the @-V7+9 (altered V7) occurs. You can
find other examples on Side 2, Tracks 1, 2, and 4. You may even want to use the substitute V7 scales over plain V7
chords such as are found on Side 1, Tracks 1, 3, and 4; Side 2, Tracks 1, 2, 3, and 4.

When a V7 chord does not resolve up a perfect fourth (or down a fifth), you shouldn't use highly altered scale
substitutes. Altered scales sound best when the chord you are embellishing (the V7) resolves up a fourth (down a
fifth). When the V7 chord resolves in this manner, the tension built up by using the altered scales is released in a
natural manner and helps make the music breathe and seem to flow.
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