FOREWORD

The following solos are written to be played with the Aebersold Volume 42 “Blues In All Twelve Keys
Play-A-Long. Each solo is written with the exact number of choruses that each track employs. The
metronome marking is given at the beginning of each solo, as well as whether eighth notes should be

played with a triplet feeling ﬂ = fﬁh or as even eighth notes.

Each solo utilizes articulation which should be carefully observed. The following articulations are
used:
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solo folllows s frack, such as swing, funky, bossa nova, elc.

Obviously, space does not permit the analysis of each chorus, but when playing these solos, let your

musical ears be your teacher and eventually you will visually see and hear the notes you are playing
and hopefully, but most assuredly, be able to figure out the manner in which a chord is being used and
hear the blue notes, the higher partials of the chords, anticipations of chords, and to hear the develop-

ment and continuity of each solo.
- Lennie Niehaus
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Variations On The Blues

Several variations on the blues progression have been in
common use in the jazz idiom. The term “three chord songs™ is usu-
ally referring to the simplest of blues progressions. If you are in the
key of F, the three chords which form the basis of the blues in that key
are F7, Bb7. and C7. F7 is called a roman numeral | chord. The Bb
is call the I'V because it is built on the fourth scale step of the F7 scale
and the C7 is called the V chord (usually called a V7 chord) because
it is found on the fifth scale step of the F7 scale. A three chord tune
could also be called a song that uses only 1, IV, and V chords.

As blues evolved in the hands of jazz musicians scross the
country by way of the radio, and the record player. more and more
musicians played blues, and naturally, some would take liberties with
the chord structure and alter chords to match what they were hearing
in their mind. As the various alterations were passed from musician
o rausician, they became part of the blues structure.

Listed below arc 18 different blues progressions found
in Dan Haerle's book Jazz'Rock Veicings For The Co
Kevboard Player. The progressions read from left 1o g
at the top are the easier, simpler progressions. As you
the page they become more altered and present more of
10 the aspiring jazz player. It is best to practice with o
progression until you feel comfortable with it. them mao
next one.
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You may want to substitule a measure in one blues with the
same measure in another blues below or above. Number 14 is one
that Charlie Parker used on a blues called Blues For Alice and on
another called Laird Bird. Number 16 uses a steady stream of minor
chords (11) moving to dominant Tth chords (V7) usually called [I/V7,
or a series of 11/Vs.

Begin slowly so you can hear the root progression clearly.
In time, your mind will remember it and you can move more rapidlyg
Try to memorize each progression as you are working on it, Memory
is a key process in improvising! Listen to jazz players on recordings
and see if you can hear when they are substituting chords or scales, or
licks or patterns over the basic three chord progression. The Masters
do it all the time and with such ease that often our ears don't even
realize they have deviated from the basic progression being played
by the rhythm section. You may want to check out the Jamey Ae-
bersold Volume 2 “Nothin® But Blues.” It contains eleven different
ons played by the rhythm section and you can play and
with the CD. Bass players and piano players can even
annel of their stereo and substitute themselves for the
D! It is a great way to practice with a professional

der to play blues, you must listen o those musicians
Listzn to the finest players, always!

Fa C- B7 Bha Bh- - Gb
Fa Bha A- G- F#-B7  Bba Bb- A- Ab- G- 8] FaaAb-  G-Gb
Fa Bba A- G- F#B7 Bba Bb- Eb7 Aba Ab- DbT Gba G-C7  A-DT  Db-Gb7
Fa E- AT D-GT C-F7 Bba Bb- Eb7 A- Ab-Db7 G- C7 A-DT G-CT
Fa E- AT D-G7 F#B7T Bba Bb-ET  A- Ab- DbT G- C7Bb? A-D7 G-C7
F#-B7 E-AT D-GT C-F Bba Bb- EbT AbA Ab- Db7 Gba G-C7T A-DT GO
Fa F#-B7T EaEba DbAaBA Bba B- ET Al A-DT  Ga Gba FaAba GaGba
C-/F F-/Bb C-IF C-F F-/Bb F-/Bb C-F C-F G-/C F-/Bb C-IF G-IC

NOTE: Portions of these progressions could be combined with each other to create hundreds of slight variations. Notice thal practi-
cally all blues progressions follow a similar basic form, which is as follows: First 4 measures = | Chord; Second 4 measures = IV chord
{returning to a I chord or its substiture); Final 4 measures = V chord (or a ii-V substitute) returning 1o a [ chord.
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