Bass Lines

WHERE THE PASSING TONES COME FROM

Every chord has one or more scales which contain the chord tones (1, 3, 5, 7) and a set of
passing tones (2, 4, 6). Diatonic, scale, passing tones come from the chord scale. They can
be whole steps or half steps depending on the scale. Chromatic passing tones are always
half steps. Below in the Bb scales, chord tones are marked with an arrow and all other notes
are passing tones.

Bb Major scale (diatonic)

1 (octave)

1 2 3 4 5 6 7 o
o) — o - L
757 —¢ ) o .

vV v
+ * + * +
Bb Chromatic scale (half-tones)

1 #1 or h2 2 #2 or b3 3 4 44 or b5 6 45 or b6 6 b7 7

au | L.r_______ﬂ'______4%‘F_______-r—————%%‘F—————4%‘F—————__
)— D : . e o [ d
1t T 1t T

Below are some | VI IV harmonic phrases where the bass line employs scale and chromatic
passing tones. Numbers indicate relationships to the chord on which the notes occur.

Bba’ G7 c-7 F7
1 5 1 5 1 2 7 3
) | i | I P
e ! ! o =, . ud =
— v o i i ! !
Observe that the VI (G7) chord is dominant here. This is common where the VI7 functions
as V7 of Il (C-7). This is known as a secondary dominant. Other | VI Il V progressions may
use VI-7.
Bba’ G7 c-7 F7
1 5 1 b5 1 13 1 3
C— f . I i T
75— I I e » i I '
—= £o . | re ’ .
Bb G7 c-7 F7
1 3 b5 3 1 |5 1
C— f | f i 9 >
753 2 22 T . E £ ¥
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Bass Lines

QUICK REFERENCE FOR CHORD TONES @r PASSING TONES

Chord Type Chord Tones Passing Tones (Scale)
A7 1,3,5,7 2,4,6
A7b5 1,3,b5,7 2,4,6
A7%5 1,3,45,7 2,44, 6
-7 1,b3, 5, b7 2,4,6
07 1, b3, b5, bb7 2,4,6,7
7 (=755) 1, b3, b5, b7 b2, 4, b6
249 1, b3, b5, b7 2,4,b6
A6 1,3,5,6 2,4,7
-6 1,3,5,6 2,4,7
-A7 1,b3,5,7 2,4,6
Dominant 7 1,3,5,b7 2,4,6
Dom. 7 #11 1,3,5,b7 2,44, 6
Dom. 7 #5 (augmented) 1, 3, 45, b7 2,44
Dom. 7sus4 1,4,5,b7 2,3,6
Dom. 7 b9 1,3,5,b7 b2,42,4,6
Dom. 7 b9 §13 1,3,5,b7 b2, 42, 44, 6
Dom. 7 altered 1,3, b5,b7 b2, 42, b6
Dom. 7 b5 1, 3, b5, b7 2,4,6

This list shows scale passing tones only. Many more variations exist with chromatic pass-

ing tones or approaches, particularly with the dominant chords.
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Bass Lines

VARIATIONS OF MELODIC BASS LINES
ON THE FIRST FOUR MEASURES OF RHYTHM CHANGES

Disc1
Track 2 (slow)
Track 3 (medium) Example 1a | Roots only
Bb G7 c-7 F7 D-7 G7 c-7 F7
9 — — s . ——
y- 1 D fo | I .I i J iF r r ‘I dl i ! iF J
Example 1b | Roots and fifths
Bb G7 Cc-7 F7 D-7 G7 Cc-7 F7
. | | | |
_q:_lb_I_' F P ] I | ] P I’ F P I F ’ ]
75 o : I i' o 4 JI o il' ! ] il' o ] ! »
Example 2 | Roots, thirds, fifths and sevenths with scale and chromatic passing tones
Bb G7 Cc-7 F7 D-7 G7 Cc-7 F7
. | . | pu
D | | | | | I =
s~ "~
I I ' ' I A '
Example 3 | Diatonic triad and seventh arpeggios resulting in occasional inversions on chord beats
Bb G7 c-7 F7 D-7 G7 Cc-7 F7
. | . |
) eI o . e . [ —
S e e S 2 e T R B A S R
I ' I ' ' I ' e '
Example 4 | Melodic scale sequences
Bb G7 c-7 F7 D-7 G7 Cc-7 F7
. | | |
0 | | | P | P | P
e Y. =
| ' | 1 ' | ' 1 ' 1
Example 5 | Melodic scale sequences with chromaticism and implied secondary dominant (A7)
Bb G7 Cc-7 F7 (A7) D-7 G7 C-7 F7
. | | pu
| | P | P =
| e [ 3 e TP e e [
' I ' I ' I ' '
Example 6 | Melodic sequences yielding scale passages across barlines and occasional non-chord tones on chord beats
Bb G7 C-7 F7 D-7 G7 c-7 F7
lg | . | |
0 I Py I I I
. | P = I I Py
75 1 I : e o : r r o IP_P_I — - I' »




Bass Lines

Example 7a@r b | Scale and chromatic lines which result in working substitute bass notes on chord-beats (bebop scale)

Bb G7 c-7 F7 D-7 G7 c-7 F7

Bb G7 c-7 F7 D-7 G7 c-7 F7

f

Example 8 | Diatonic triads with chromatic approach

Bb G7 c-7 F7 Bb G-7 c-7 F7
_ , , | o | _ o » °
I o F | fa o 2 F [
[ ' I [ [ I

Example 9 | Chromaticism and scale approach

Bb G7°9 c-7 F7 D-7 G7 c-7 F7

Example 10 | Major and minor sixth intervals

Bb G7 c-7 F7 D-7 G7 c-7 F7
. N . |
L & 0P e e R T —
74 o H,‘ o - I i > I . o I -

25

PART |




Bass Lines

LINE 1A

A 2-feel bass line. Here the emphasis lies on beats one and three.

imsd
Track 4

G7 Cc-7 F7 D-7 G7 c-7 F7

Bb

(1st chorus)

|
—Je 1 D o

F7

Cc-7

G7

D-7

Ab7

Eb

Bb7

9

Cc-7 F7

5 —
G7/B c-7 F745/Cy D7 &7

12}

Bb

4

ie

hdl DN
.4

Bb

Bb,/F

Bb/D

Eb-6

Eb

Bb7

e

G7

D7

|

c7

.4

F7

Cc-7

G7

D-7

C-7 F7%5/Cy

G7/8B

Bb

ray
)b
7

D-7

Ab7

Eb

F7

Cc-7

G7

Bb7

obe
ore

ole £

F

—

—Je 1 D
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Bass Lines

LINE 1C
O)

Roots, thirds and fifths along with scale and chromatic approaches leading into roots bisc 1
provide solid chord outlines with interesting melodic shapes and directions. Track 5
(1st chorus)
Bb G-7 Cc-7 F7 Bb G7 Cc-7 F7
b f—F— 1 e —— i —
g F . - P F I
hd | e | hd | '
Bb7 Eb Ab7 D-7 G7 C-7 F7
! ! ! |
> I o = I I i . = o I T f I
_,Lb_‘_|_r_‘__‘._‘_bi . d | . d s | |
== | —— | S
Bb G-7 Cc-7 F7 D-7 G7 Cc-7 F7
! | | |
. | | | | o | P |
It - o r
o ' I - | I
Bb7 Eb7 F7 Bb6
y y y | | y
b I I — 1 ——— S — ' I — I
e f f e fF ——  — =
A-7 D7 G7
| | y
o | I — I I I i h‘i o f I i | o
| | P L | | | | | |
' | o— | ' ]
c7 F7 Cc-7 F7
": | I’) J i 1 i o J '_ﬁp—’i__'—li_'_b? J i | I
Z b | by | | | |
2 > —] | — o *
Bb G-7 Cc-7 F7 D-7 G7 c-7 F7
! | | |
. | | | | | | | | | P |
—Je 1 D | | | P | | | | P e
=== ——————————
Bb7 Eb7 c-7 F7 Bb F7
! | ! ! | !
D I | | | | P | | | | |
—Je 1 D | P | | F qF | | | |
=S ——— ——T——
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Bass Lines

A REHARMONIZATION 6

Disc 1 A sections: half time swing/funk over Bb7
Track 15 B section: walk. The first four bars feature an alternate progression with IV of IV
Bb7
Funk
Co—— i i i i K
by S () i 73 73 T ® i - y3 i i < ) = ;hp;
A " Ca— — < 1) o o < o & — . =
- L~ L~ !
Bb7
": | ID
pi—2
simile
Bb7
. . i il i .
| | | [/ — —— | N
)b —& ¥ Ca—yi —¥ v a— . | | | < ® —— | C—
7 1 P~ E— S— 1—V > P~ — i | i—) —— — | i )
I’d | I’/
Bb7
)b i i y3 < i\\ i <  — i f i | ' e
7 o < < —g” — o 7 N—1 - I d__b'lp—ci_ﬂ" !
- ¢ !
walk  F-7 Bb7 Eb7
S o)
7 5
v
c7 F7
":l b
74
vV
Bb7
Funk L
N~ f K X f o il
) i‘/‘p{i) = S — . T— =i - . F:hl? i' v g——g—f—f—l | S
‘ ‘ , | , , ! ' S
Bb7
)b i < i\\ L — i ¥ — i\\ | | N i 7
75 o e o Lle T Tie | ® T —— 1 —
b — o

Transcribe the 2"d and 3" choruses.
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Bass Lines

OPEN CHANGES 1 (Bb)

Transcribe the bass line (6 choruses total).

| . F £ e be
¥ E . —r e
5 ! = — ! ! ! !
[ [
Bb7 Eb Bb Cc-7 F7
_F_ X |
b, e e T R
75 —p— | ] e —
! T AR LA I '
Bb o o P
| | ] I I T
b e te P ! —e  — ——
e e = —
' ' [ [
Bv7 Eb Bb
o
— e . | | | »
R i | 1 D S i | S
1 | ' ~
D7 G7
S ze i e i, . |
b — e o e L s e < !
[  — " [ '
Cc7 G-7 c7 F7
',':'b'”
Bb
',':'b'”
Bb7 Eb B F7
'/':LV.I"
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Bass Lines

FREE STYLE 1
(o
This is the line behind “The Lizard of Odds” (slow version) on page 142 (disc 2, track 21). pisc]
Note the 8 bar intro. Complete the transcription. 5 R 5 5 Track 33
(Intro bass and drums) o . ‘b J J_ J J_ J J/\ 2 ﬂ]/‘\
] = A; o o /4 —@—0—a— & — —e—
b ——— =t 7 —

!
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Play-Along — Diatonic Melodies

MODES AND DIATONIC CHORDS OF THE MAJOR SCALE

Example 1 | Major scale and relative minor scale, possible seventh chords, functions and modes

C mai
5 Cmajor
‘u -
[ £ P r ) =
SV o r J v
J e ’ ~
| Il i v \ \ \l
N2
5 A minor (natural) , . o
@ » ® i =
oJ
[ [ If \% v Vi VI
Chord Function Mode Chord @ Upper Tensions
ca’ | A7 lonian (major)
o} e
g
2 = = ——®
B—8 T e — e —
e © =Y [ 4 A ——
1 35 7 9 1 13
D-7 -7 Dorian
) _— .
A PN B— 7]
[ a0 Py () b ()
ANV Py () v [#]
o O o @ )
1 35 7 9 1 13
-7 -7 i
E i Phrygian -
A e 2
)’ A 0 = ()] =
Y . S 7= r (>4 7= &
%) s S —— >—©
) g
1 35 7 9 1 13
7 7 ;
FA VA Lydian .
o} o ') —
g Py (o) el ()
W 4t Py () bl ()
[ a0 Py () bl [#]
ANV [#] b (]
oJ
1 35 7 9 1 13
G7 V7 Mixolydian . ®
o] 5 o O o ® - —
’]{l s — r J & [ = — & i
&) s  —— ——
oJ
1 35 7 9 1 13
A-7 VI-7 Aeolian (natural minor) o X
" =
o) e o 0 © 1) - =
)’ A Py () b ()
V 4t Py () b [#]
[ a0 () b ()
ANV
N | =7 (as minor tonic)
1 35 7 9 1M 13
B2 Vil @ Locrian
o _ e £
9 2 — > =2 ® ._.
V af = = r ) e
[ a0 - = 75
ANV ()
PY) [
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12 (of A minor tonic)

o
13 5 7 9 1M 13

Notes marked with an “x” are notes that need to resolve.




Play-Along — Diatonic Melodies

APPROACH NOTES

Basic Arpeggios
ca’ c7 c-7
Y = bo bo
< e =y i =Y I
Example 1 | Single chromatic approach from below
cA’/ approaching all chord tones cA’/ approaching 3rd only
1(9 < —| o 7K 7 — i <& al
o 7 o g oie |72 e T R e
oJ ¥ of — ] o [ _—— %
Example 2 | Single chromatic approach from above
CcA’/ approaching all chord tones CA’  approaching root only
A | | Il |
A ———p—r— s - P —7 Pe —
o5—— — o — e i i |
NV I J = | | | | J (l~l = | | | e =
oJ Ve o b 1 Ve o | ——— =
Example 3 | Double chromatic approach from below
cA’/ approaching all chord tones cA’/ approaching 3rd only
A , 22
g FH— e teg 0
Wt ahe neg €I o (WY 7Y
D '_tt_’_e_t#]—e—th s R
) b" q-.' < T & g #' e
Example 4 | Double chromatic approach from above
ca’ approaching all chord tones C7 approaching 5th only
A | \ | & b"‘ )
f Ve o ve '
(s m o —— i 2 [ X — A —
= e =
Example 5 | Single scale approach from above
C7  approaching all chord tones C7  approaching 3rd er 5th
0 * . ba_ i
A ’ 5 L a—) b 2) i
[ fan Y [ — DS o P&
A\ [ —— © [ —— &
Q) [ 4 =y e =y <
Example 6 | Single scale approach from below
C7 (Mixo) approaching all chord tones C7 approaching 3rd es 7th
A o ® l9.0_
A P —) P — —
@ — - P ® o Ve — ) ® v
D)) b-.' e @ s © i
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Play-Along — Diatonic Melodies

iz bass
Track 2

Bruce Gertz

HOP ON THE SCALE

F7

Cc-7

F7

G7

D-7

o

Bb7

—Je 1 D fo

Cc-7 F7

G7

O

Vi

ol
.\
o

G7

D-7

F7

LY

(YN

¢4

v Y

LY

Bb

G-7
'_'_"_'_F o

Bb7

—Je 1 D

Bb6
g

1/

o]

o °

1/

G7

Ab7
i

Eb
o

P o e

(HN
N

(YN

Cc7
Bb7

D7

—Je 1 D

Vi

ull|

o
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©)
Disc2

Track 8

or

Disc 1

Track 25

Play-Along — Rhythmic Melodies

THE RHYTHM METHOD
bass Bruce Gertz
AbA’ F7 Bb-7  Eb7 Cc-7 F7 Bb-7 Eb7
o O ® O . 0 0 0 o O " 3 » " X " 3 " 3
— — -rrrr+ 1t A [y o A T
": | I’J L o) y 2 y 2 - y 2 [ 7] / [ / [ 7] / y 2 (%) / [ /
Z 5 v Py PY P i i i Py i i
Ab7 Dba/ Gb7 c-7 F7 Bb-7 Eb7
- O - —®
hall NI 0 2 - [7] 1] y [7] 1] [ 1] 4 | | - -
4 b I)V / 'V PN y I’I yi I’I PN | |
Ab F7 Bb-7  Eb7 Cc-7 F7 Bb-7 Eb7
P ) Py o 200 o0 o P o Py o
— T - - — - — o i o o o
": |I7 L y 2 y 2 - y 2 [ 7] / (7] / [ / y 2 [ 7] / [ %] /
4 b I)V PN PN PN yA / yi PN yi /
Ab7 DbA’ Ab6
CR - »—»
hall ORI 0 - - [ %} 1] y [ 7] 1] [ 7] 1] y 2 | | - -
V4 b b" yA I'I PN y y yi y PN | |
G-7 Cc7 c-7 F7
| A A A | A A | A
5\- | | | 1\ N\ 1\ | A A | A -
—}'—Lvrf’-vr;bﬁ“—d T . A A A" = A — " — .‘\’ -
"
Bb7 F-7 Bb7 Bb-7 Eb7
—— . —_ e e e e
hall N 0 ™ (7] | 1/ y 2 [ Vi Vi | 1/ 1/ | 1/ - [ 7] F -
7z L |V / | Y PN [ | 4 | 4 | | 4 | 4 | | 4 [
— - I 2
AbA’ F7 Bb-7  Eb7 Cc-7 F7 Bb-7 Eb7
e 0 . 0 o O 0 0 ® O " X » " 3 » " X
— T - - — - — o s o i T
": |I’) L y 2 y 2 - y 2 [ / [ / [ %] / y 2 [ / [ 7] /
Z 5LV Py Py Py i i i P i i
Ab7 DbA’ Aba’ (Bb-7 Eb7)
- O - —®
hall N0 2 - [7] 1] y [7] 1] [ 7] 1] 4 | | - -
4 b I)V / I'/ PN yA I’I y I’I PN | |
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Play-Along — Pentatonic Melodies

PENTATONIC EXERCISES

Play these exercises in all keys. Play them retrograde (backwards). Try starting every next
note in the sequence. Try different rhythms such as triplets, groupings or syncopations.

o ® o 2 Py

& i ° ° Py
=== e

3 o2 o2?® L o2 _ e _
—ea"” o = = P — rr'
»

ﬂ

%o '] _
)4 the ——0 5 o, ® 5 o s, 0, o
7 1 — *— o
f L L A E—
- Py
L e =
| - Py - - o o o - o —_ -
75> » o —
' L 4
.
“2eo)e 2 ohe *be be

|
!
:
|
:

N
LT

. ob2
i [fz be ® b,.bl ‘_b_..bn_ be ohe = Lhe®= —
_ 1.!;25%52;!.; _
—)’_*”—'—-‘5‘:“r — o o
o ® ® -
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Play-Along — Pentatonic Melodies

PENTA-RHYTHM
All the A sections are Bb7 Funk/Hip Hop (half-time feel).
Discz bass The B section is swing with chord changes. Bruce Gertz
Track 13
or Funk Bb7
Disc 1 '_b_
Track'IST'I— —
A (x i S i Y T S = = =
P T I ~ Q =
be
Tﬁ__F—b".—F el = Lv‘
| i S s i S i 22 = =
Bb7 b
PEes Ez o't Boa.
b
bi 2 e s b
- ks EL 2 £ egeb
Dy ¢ NpA — F_f = =
Eb7
ing F~7 Bb7 be
swmg -
)b Ll’l .I'!l rr !-50-'!-5: :h!lblr!f fAF o —
F7
c7 be
be be # o P — . o
D o L EsE===t -
Bb7
b
w EYEEs BB 'ty Ea.
-I,Ibb@ 7 l=l I — - -
b
e b
_FFE: FFP s fecoh
',' l{,‘I') | 5 1 $ | I - -
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Play-Along — Diminished Melodies

Triads from the Half step/Whole step Diminished Scale

Example 1 | Major triads

A
C
O r T 1
@ I ' ' # ® * be *
J e ve be Fe
L 1 Eb J
Ft/Gb
Example 2 | Minor triads
A_
C_
o r T 1
@ I be q o ﬁ'. o i ve £
J e 4
Eb-
Fg-
Sixth and Seventh Chords
Example 1 | Minor seventh chords
A-7
Cc-7
o r T T : 1
y b e [ ]
G | e = Ze . . be
J e 4 i
Eb-7
F4-7
Example 2 | Sixth and seventh chords (major, minor, half-diminished and diminished)
cé C-6 Eb6 Eb-6 Fg6 F4-6 A6 A-6
o} ¢~ o
)’ A ! | T - =) T - =) . X nd (W d
VYV b4 ly & ly A& Vi #A il ﬁ (&) 1 TlJ- (&)
Q) _g_ V_é_ v v by hul
Cco Eb? A2 F42
) ] | b
g 1 2= D& L W&
Y 4 M~ =) LA d 7 il
[ a0 1 VA ZYI= #) (e T &
YV &£ P Z ne
J & i "
ce7 Ct°7 Dg°7 E°7 F°7 °7 Bb°7
o} L )
g | [N Y L # -~ Wi~ Wy [~
V 4t 1 =Y & Wil A7 i #)= V12~ Vi 24
[ a0 | by A MY A el Vil A I ~) 2 v e
ANIY LWV 2 L S Tk & 2 i) =
J V& - he = "
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Play-Along — Upper Structure Triads

Arpeggio Study with Tensions

After inverting each chord go to the nearest available tension. Inversions may start an octave
lower.

Example 8 | Inversion Formulas

Ca7#M ®  stinversion ®  )ndjpyersion
Y — Y — <
o * #— — 0 & * #— — o © —
() () 2 (0] Py
) o o z b., o °
DR
9 #11 13 9 #11 13 11 13 9
3rd jnversion &
[7) e Z = 4o
&) 3] O
7 @ &
),
13 9 11
c-7 ®  1stinversion ®  Jndjpyersion
2 o p—
bo ® — — bo & * — — bo & bg
6\0 | (] | (] () (9] P
) O [y Xo) 9 Xo”) p 4
7 [#) ’\A‘v - &
D),
9 11 13 9 1 13 1 13 9
3rd inversion &
.6. —_—
bo »© b— — °
9. .
7 !\fb &
0,
13 9 M
D7#11 1st inversion 2nd jnversion
e 2 L
O 1L 1 .
-/,: ) T o '}) - &): - = H"_‘ - = To—h
Qe m ) )
o Lo
9 11 13 9 #11 13 11 13 9
oy .
3rd jnversion - #E
. P P=) & -
hl O = P A
4 (] A
13 9 11
Adding approach notes to the chord tones can produce interesting melodies.
Example 9 | Approach notes
CA7#1 te o C7b949513 ) . b be
Y o T I e VR =
o) I 9!44' —ﬂ-P——F__ﬁ]"_r # b i = -IP_ r
+‘7 ﬁ-f i I g —| HI’ [ -
9 #11 13 b9 9 b13
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Play-Along — Diminished Melodies

THE LIZARD OF ODDS

Drums and bass play 8 bars intro on track 21 (slow).

Disc2. bass Bruce Gertz
Track 21 (slow)
Track 22 (fast) Bb7 —_
e pbotebe ote behe o0 __be be _of
Track 3?:)(Izlco\;/l) ": ] I’)n < ! IF IF—E-'; IﬁF ;V L‘/‘ b _h?
Track 34 (fast) —H— L I —II L Py r -
3
Bbpedal _ _ _ _ _ - ________°% i ____________________
oo . o
"ele CEFIRE The babele o b 2 L ebe be Ll ebe 2
. | | I~
/" LV\D I - | 'II IF J——JI
3 1 3
Bbpedal _ _ _ e
” be e &
; — —
0 | /
—Je 1 D (7] - bl -
Z Il—/‘ VA
fine
Bbpedal — _ _ - oo
]
O/ - - e -
2
Bbpedal _ _ - _ o ____
D7 G7
": 1 I? 4 V4 V4 .4 V4 4 V4 V4 V4 4 4 V4 V4 V4 4 V4
7 I»V\ 7z Z V4 Z Z .4 Z Z Z 7z Z Z Z Z 7z Z
(walk)
Cc7 F7
": | I’) V4 .4 V4 .4 4 V4 V4 .4 4 V4 V4 4 V4 V4 4 V4
7 b Z Z Z 4 7z Z Z 4 .4 V4 Z .4 Z Z 7z Z
Bb7 —
te £betebe ote bzbgngfl‘ _be be o
D I T v P L P4 | 1 Ly
P ' e be |, oe 1#
-7 |
Bbpedal _ _ _ _ _ _ e ____T _J_' _____________________
(Iastx:)%
oo . o
"ele CEFIRE The babple o b2 e Pobe be Ll ebe 2
. | | P
/" LV\r, I = | 'II IF J——JI
3 T 3
Bbpedal _ _ _ _ _ e
|‘I42
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Play-Along — Intervalic Melodies

INTERVALIC LINES

Example 1 | Major triads moving up in whole steps

A B Do
e e e "=
* ‘ﬁf,ﬁoﬁﬂl.#lﬁ—q—bl——
M—‘ ") —
Z !$ P o~ — q! [
DR A S
It is a good exercise to change the sequence of notes in an arpeggio: 1357, 1375, 1735,
1753, and so on. Including the inversions there are 24 permutations for a seventh chord.
The next example combines two sequences (1375 and 3157) over major seventh chords to
form an intervalic line in ascending major thirds. The notes come from the hexatonic (six-
note) symmetric augmented scale.
Example 2 | Major seventh chord sequence
7 7 7 Ca’ . , .
Ca EA AbAY o b h o = symmetric augmented scale (hexatonic)
Example 3
TP4 Im3
Le . o * ko *
e === - 22
Example 4
T™P4 Im2 y
_ Lo be o . ha —
4 ': _ n P - L4 V&
Z L& |®
o
Example 5

I{m3 ™P4 I{m3 LP4.Im31TP4
L

fe b o .
ﬂ:_L#I'Qech_.'ﬁcﬁ,'p! g - , —

Example 6 | Whole step/half step symmetric diminished scale

T™P4 I{m3 P4  Im3

','- P B r,. v ! = :
to
Example 7
¢m3TP4¢m3TP4~Lm3¢P4'\Lm3 LP4
be ® , 2he ZHo, bfi e , = ..,
1L T -
0 h) P il J

4 |

|160
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Play-Along — Intervalic Melodies

iz bass
Track 31

Bruce Gertz

RED NOTE SPECIAL
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