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While reading from this book, play along with Rufus on Jamey Aebersold's Volume 1 and
Volume 3 recording (sold separately) until you feel you've mastered the “feel” and nuances.
Then, using the special stereo separation on all of Jamey's Play-A-Long recordings, switch
the bassist off (left channel) and play along yourself with just the piano and drums!
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IOGRAPHY - RUFUS REID

Rufus Reid, one of today's premiere bassists on the international jazz
scene, with his reputation firmly established in the education arena,
now adds composition to his vitae. Rufus participated in the BMI Jazz
Composer's Workshop for five years which has empowered him to
move more deeply into the composing arena. He won the Charlie Parker
Jazz Composition Award for his composition, "Skies Over Emilia."
His composition, "Whims of the Blue Bird" is the result of this award's
commission. This has led to further commissions. He is writing for string
orchestra, jazz ensembles large and small, and double bass ensemble
pieces.

The 2006 Raymond Sackler Composition Commission Prize was awarded
to Rufus Reid. The title, Quiet Pride, is inspired by four sculptures by the
artist, Elizabeth Catlett. This four movement work, inspired by four of
her sculptures, for Jazz Big Band was premiered at The University of
Connecticut at Storrs and at Stamford in March, 2007.

In June of 2008, THE JOHN SIMON GUGGENHEIM MEMORIAL
FOUNDATION named Rufus a Guggenheim Fellow for music composition.
The result will be for full symphonic orchestra with a jazz quintet embedded
in the orchestra.

Rufus Reids major sional career began in Chicago and continues
since 197 L York City. His extensive jazz background and
discography reads literally like the Who's Who in jazz -1: ' raveled, performed and recorded with many of
the great Jazz Masters. He was privileged to share many al moments with some that have passed on.
Gene Ammons, Kenny Dorham, Eddie Harris, Sonny St n Byas, Philly Joe Jones, Thad Jones, Mel Lewis,
Dexter Gordon, Bill Evans, Stan Getz, Dizzy Gillespie, :E armer.

Rufus has performed and recorded with Andre Previn,
1892, Also in 1992, Rufus had two performances of “Twi
composed by Benny Golson for Rufus with the \Wayne
University and had a New W’Wr in Dc:luﬁ“_ A
Rufus' book, “The Evolvi o ' '-~_-.:. e 1974
definitive bass method. uary, 2C 2N
Evolving Bassist DVD was release: 212 ffers a
and Lewis Nash. l‘ y 4 W

Rufus continues performi great musicians, such as L :'_'_: HD? ﬁen Hur, Bob Mintzer,
George Cables, Billy Hart Viays, Mary ’Etamm Steve Allee, and Duduka DaFonsec

the Rufus Reid Qumtet Tim Horr 4,_ sreddie Hendrix, Sumi Tnn-:n::ka and Rich Perry. He also travels throughout
the world as a guest artist perfarmmg h|s small group and big band mmpusutmns and participating in workshops
and Master Classes. In 2007, Rufus signed with Motéma Records, releasing a CD/DVD, The Rufus Reid Quintet,
‘Live At The Kennedy Center.”

25 -mﬂﬂncertﬂ for Solo Double Bass and Jazz Tm:r
iar Orchestra. It was debuted at William Paterson

at Lin Gﬂfﬂm

'I l 3

2 6 ' n the industry as the

cember 2003, The

urmg Mulgrew Miller

Born on February 10, 1944 in Atlanta, GA., Rufus Reid was raised in Sacramento, California where he played
the trumpet through junior high and high school. Upon graduation from Sacramento High School, he entered
the United States Air Force as a trumpet player. During that period he began to be seriously interested in the
bass. After fulfilling his duties in the military, Rufus had decided he wanted to pursue a career as a professional
bassist. He moved to Seattle, Washington, where he began serious study with James Harnett of the Seattle
Symphony. He continued his education at Northwestern University in Evanston, lllinois, where he studied with
Warren Benfield and principal bassist, Joseph Guastefeste, both of the Chicago Symphony. He graduated in
1971 with a Bachelor of Music Degree as a Performance Major on the Double Bass.

Rufus Reid truly continues to be THE EVOLVING BASSIST, living, performing, and composing in New Jerseay
just outside of New York City.



NOMENCLATURE

LEGEND: + or £ = raise 1/2 step; — or b = lower 1/2 step; H = Half Step; W = Whole Step

Because jazz players, composers, educators and authors haven't agreed on a common nomenclature for writing chord and scale
symbols, the novice will have to become familiar with several different ways of writing the same scale sound.

Listed below are the most commaon symbols in order of usage - most-usad to least-used. The symbaol that is boldface is the one
| use most often. Motice that throughout this book you will see CA and C to designate a major chord/scale sound. | am doing
this so you can begin to get better acquainted with various nomenclature.

A = Major scale/chord or major seventh (CA). A (7) after a letter means to lower the 7th note of the scale, making it a Dominant
7th quality (CT). A dash (—) when located beside a letter means to lower the third and seventh of the scale 1/2 step, thus making
it a minor tonality (Dorian minor) (C=). @ means half-diminished (C). C-A means a minor scale/chord with a major 7th. =3
means 3 half-steps (a minor 3rd). A © beside a letter means diminished (C2 = diminished scale/chord).

CHORD/SCALE TYPE ABBREVIATED CHORD/SCALE SYMBOL
* MAJOR (lonian) (WWHWWWH)CDEF GABC | Cmaj, Cma, Cma7, Cmaj7, CM, CM7, Cmaj9, Cmaj13
Je  DOMINANT SEVENTH (Mixolydian) (WWHWWHW) | co. C11. C13

Sth Mode of Majer: CDEFGAB:C

% MINOR SEVENTH (Dorian) (WHWWWHW)
2nd Mode of Major: CDEbF GABbC

LYDIAN (Major Scale with £4) (WWWHWWH) : .
4th Mode of Major CDE F§ GAB C | Cmaj+4, CM+4, CA+11, CAbS, Cmab5

% HALF-DIMINISHED (Locrian) (HWWHWWW)
7th Mode of Major: C Db Eb F GhAbBbC

HALF-DIMINISHED #2 (Locrian #2) (WHWHWWW)
6th Mode of Melodic Minor: CDEbF GhARBLC

DIMINISHED (WHWHWHWH)CDEbF G AR ABC

LYDIAN DOMINANT (Dom. Tth with £4) (WWWHWHW)
4th Mode of Melodic Minor: CDE FEGABLC

WHOLE-TONE {wmmwm{: DEF#GEBLC

DOMINANT SEVENTH (Us
CDbELEFEGAEBLC

||£] C-7, Cmi, Cmi7, Cm7, Cmin, Cmin7, Cmg, Cm11, Cm13

Bmi7(b5), C=T7b5

O+2, COY

odim, Co7, Cdim7, Co9
SC7+11, C7b5, C9+11, C13+11

MELODIC MINOR (Ascending
CDERFGABC

HARMONIC MINOR (WHWWH=3H) CDEbF GALBC [C=a] Cmia, C=A (Har), C-Ab6

SUSPENDED 4th (W—-3WWHW) or (WWHWWHW) G-1. CTsusd, CTsus, C4, C11
CDFGAB>CorCDEFGABLC c

% BLUES SCALE (Use al player's discretion) (There is no chord symbal for the Blues Scale)
(—3WHH-3W) (1,53, 4, 84,5, 67 1)CEbFFEGBLC Used mostly with dominant and minor chords)

* These are the most comman chorad'scales in Western Music,

| believe in a reduced chordiscale notation that allows our creative side, our natural side (right brain function) to have direction
and guidance without feeling inhibited or limited. When we speak of “quality” we mean whether it is Major, Minor, Dim., or
whatever. | have tried to standardize the chord/scale symbol notation in my books. Since some have been out many years there
are instances where | may have used a different chord symbaol in one book than | used in this one.

| feel the improvisor needs as little notation as possible in order to transcend the actual nomenclature on the page. The more
numbers, letters and alterations that appear on the page, the less chance they will have lo remove their thoughts from the
written page and express what is being heard in their mind. That is why | prefer C, C7, C—, C0, C7+9, C7:9. Remember, we are
playing a music called jazz. and it contains many altered tones. Once we learn the various alterations and their corresponding
abbreviated chord symbol, why keep writing all the alterations beside the chord symbol? Check out carefully the Scale Syllabus!
Listen to Volume 26 “The Scale Syllabus.”

Remember: 2nd's are the same as 9lh’s, 4th’s are the same as 11th’s, 13th’s are the same as 6th's. Example: Key of C ... the
2nd, D, is the same as the 9th, D. Often a composer will simply write their preferred name of the scale beside the chord symbaol,
such as Eb—A (melodic minor), F- (phrygian), F— (phry).

A (Melodic), Cmé
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F minor, E flat minor, D minor (Eight measure phrases)
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F Blues with Eight-bar Bridge
Vol. 3, Track 8
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