INTRODUCTION TO NOTHIN’ BUT THE BLUE

Volume 2 of A New Approach To Jazz Improvisation deals with the blues in several of its many forms. In this
volume you will find two slow blues in the keys of G and F, two medium fast blues in Bb and F, one minor blues in
C, one 6/8 blues in C minor, one medium tempo blues in C, three rock blues, and one blues using substitute chords
in the key of E.

If you have never improvised using scales and chords as the basis for your improvisation, I strongly urge you
to study Volume 1 Jazz Guitar as that volume deals with the problems of beginning improvisation,

The recording to Nothin’ But Blues is designed to provide a rhythm section for those who have never had the
opportunity of playing with guitar, bass, and drums; and to offer an authentic accompaniment for those musicians
who do not always have one available. Since the recording is in stereo, guitar players may practice with bass and
drums by turning off the guitar (right channel.)

An existing knowledge of major, minor and dominant seventh scales is preferred but is not essential. If not
already mastered 1 would suggest memorizing the twelve major, twelve minor and twelve dominant 7th scales
listed on page 30. It is also advisable to memorize the twelve blues scales listed on page 24.

Every minor scale employed on the blues recgrding and thrpughout this book is in the Dorian mode. This
minor mode will be referred to as a scale througho other familiar forms of minor scales, harmon-
ic, pure, and melodic minor are used in more advar and will not be covered in this volume because
it would tend to confuse rather than help aspiring i
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In this revised edition, ened in the chord tones of each scale. ind that most scales run
from the tonic note (also called the root) to the 9th tone of the scale. Since jazz players have always used scales and
chords in building their improvised solos it is natural to stress learning chords as well as scales. A triad consists of
the 1st, 3rd and 5th notes of a scale. A 7th chord consists of the 1st, 3rd, 5th and 7th notes of a scale. A 9th chord
consists of the 1st, 3rd, 5th, 7th and 9th notes of a scale. Jazz solos consist of bits and pieces of scales, chords, leads,
chromaticism, rests, repeated notes and sequences.

A major chord/scale is represented by a letter followed by a triangle (Ca). A minor chord/scale is repre-
sented by a dash after the letter (C-). A dominant 7th chord/scale is represented by a seven after the letter (C7). A
half-diminished chord/scale is a & (C#). A dominant 7th chord/scale which has altered tones in the scale is called a
diminished whole tone scale and is represented by a 89 after the C7 (C789). This diminished whole tone scale con-
tains the following tones: root, lowered 2nd, raised 2nd, major 3rd, raised 4th, raised 5th, (no ﬁixt'il'l} and lowered
7th. In the key of C it would look like this: C Db DE E Ff GE Be C. The chord tones would be C E G B2 and either Do
or DE. Volume 3 “The ii/V7/1 Progression for Guitar” goes into great detail about this scale sound and other more
advanced jazz scales and chords.

There is no substitute for listening to the jazz masters play the blues. Since live jazz concerts are rare, |
strongly urge you to listen to the jazz recordings listed on page 71.



Soloing: by Jamey Aebersold

1. Keep your place - don't get lost. If you do get lost LISTEN to the rhythm section. The drummer will often give a
little crash at the beginning of new sections. If you hit a note that is not what you intended, move it up or down a
half-step and you'll probably be back in the scale (or chord). Remember, jazz music usually moves in two, four or
eight bar phrases. You're never far from a new phrase beginning.

2. Play right notes. This really means play the notes you hear in your head... the notes you would sing with your
mouth. Having the scales and chords in front of you on a piece of paper is merely a guide. They don’t provide the
actual music that’s going to be played. THAT comes from YOUR imagination. If you've got the scales, chords, and
chord/scale progression MEMORIZED it provides courage to your imagination and allows you to operate from a
more creative natural basis. It allows you to take some chances. It helps remove FEAR..

3. Using REPETITION and SEQUENCE is natural in music. It's found in all types and styles of music. The novice
improvisor often feels that if they repeat an idea, everyone knows they are going to repeat it, so why do it; plus it’s
not original enough for your EGO so you don't pla WRONGL The listener needs to hear some repetition and
sequence or else they can't remember anything y on and Sequence are the glue that holds solos
together. The usual number of times something is s on you but the average is 2 or 3 and then your
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6. LISTENING: Theres no way anyone is going to play jazz or improvise well without listening to those musicians
who have come before. Through listening alone you can find ALL the answers, Each musician is a result of what
they have listened to. It's easy to determine who people have listened to by listening to them play. We all tend to
use imitation and it's good to do this. Some feel that if they listen to others they’ll just sound like them. This is not
true but your ego will try to convince you it’s true. The ego hates competition or what it perceives to be competi-
tion. Don't let it fool you. If no one listened to anyone else, why play music? Music is for everyone and truly is a
Universal Language.

7. Everyone has the ability to improvise - from the youngest child to the senior citizen. You have to have desire
and set aside time to work at it until moving your fingers becomes automatic and the distance between you mind
and fingers grows smaller and smaller to where you think an idea and your fingers are already playing it. It's not
magic. If it is, then magic equals hard work and perseverance. When asked, "What is the greatest obstacle to en-
lightenment?” the Buddha replied, “Laziness™ I agree!



Here is a version without a lyric but rather a blues melody.
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When beginning to practice the blues, you should (1) get the feel of the roots, (2) then the first five notes of
each scale, (3) then the triad (root, 3rd and 5th), and (4) finally the entire scale. Here is what that would sound like
(starting on the next page).

When beginning to practice the blues, without using the blues scale it's necessary to:
1. Get the feel of the roots first

2. Then the first five notes of each scale

3. Then the triad (root, 3rd, and 5th)

4. And finally the entire scale.
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3 A number next to a fret indicates
the position of the scale or chord
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While the guitar is laid out vertically in two octaves, it is important that guitarists learn to play scales and
arpeggios one octave at a time. This makes it easier to visualize the guitar and how the scales function in a musical
way rather than a mechanical way. It's very easy to become overwhelmed with the number of possible scale shapes.
Even though there are three and four shapes presented for each one-octave scale shape, there are basically only
two one-octave scale shapes presented below. These are moveable shapes. For each scale presented there is a shape
that starts with the first or second finger and one shape that starts with the third or fourth finger of the left hand.

Because these shapes are moveable they should be ring group presented. A chart showing the root
notes (notes that name the scale) for each string is well.

Root Notes On The Sixth and First String Root Notes On The Third String
0l1)13]|5|7]|8]|10]12 0]l214]|5]|7]|9|10|12
E|F|G|A|B|C|D]E AlIB|J|C|DJE]JF]|G

Root notes On tring t Note ecand String
012|135 10 3 6| 8811012
AlB|C E | F E|F Al B
Root Notes On tring

0123|157 ]19]10]12

DIE|JF|G|A|B|C]|D

One-Octave Major Scale Patterns (numbers in parenthesis indicated optional fingering) 4 = Root Notes

o' 60 | 900 o 000 o
t K 2 007 | 90

@[] [[TTT]LC

Once the one octave scales are mastered, guitarists can combine two different one-octave scales to play
two-octave scales. Be sure to mix and match and even manipulate some of the basic scale shapes to cover the entire
fretboard. This process will insure that guitarists can play any scale in any key anywhere over the fretboard. Large
scale shapes and fretboard mastery can be achieved by combining simple (and small) one-octave shapes.
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THE BLUES SCALE AND ITS USE

The blues scale consists of the following: Root, bird, 4th, fath, 5th and l:r?[h, rool.
EXAMPLE: F blues scale = F, Ab, Bo, B, C, Eo, F
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When playing a twelve bar blues in the key of B, you can use the B> blues scale:
Bo, Db, Eb, E, F, Ab, Bo
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The blues scale can also be used over ming
measures or longer. EXAMPLE: If D minor is sou
A, C, D. The context of the song is very importan
to using the blues scale,

the minor chord is sounded for 2, 4, 8, or 16
res, you may use the D blues scale: D, E, G, Ab,
and chord progressions don't lend themselves

When playing ipmi maliti e . = i inor and the blues

dorian minor recorded

The blues scale is used to convey a ‘Funky, ‘Down-home, ‘Earthy’ or ‘Bluesy’ sound/feel. Don't run it into
the ground by overuse! Rhythm and blues players use this scale extensively. Experiment with the blues scale listed
below and apply them to the recorded tracks on the play-a-long recordings. Always use the blues scale sound with

taste.
One-Octave Patterns

Two-Octave Patterns
Blues Scale
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TRACK 4

SLOW BLUES IN F (Played 6 times)

F7
] 1 I.. = T r. F'1
=L = Foa- o, = —==| —
T
L] P n i
s : e
4 - - W s
B7 __— i F7
- e o)
il . i
o —— =" j = — &
—M .i
—
. "
£ = = - i
Lo P ™
F7 C7 {Play first
fimw only)
. - : T
e j 7 ’ '.lr'.‘:t
'--: ] 2 L]
L £ H
- "
— ; 7
T : —
— 7 ; #
=y T
=] 1
T be ba = F7
——r = ._5_._56-_-—0:*"1"_‘ }‘I
PR S S Era P ———._—.. v
—3—H
4
F7 Cc7 F7
o
Ih‘l - " rg_.-m_éh_ﬂ-‘ E.' T ._f-l s
& Ll i+ e
e T = -z
e v — ———t
—a m P | i PR 8 ¥ T 1y ] P a T T _
- # # - -
- -

61



	V02Ga
	V02Gb
	V02Gc
	V02Gd
	V02Ge
	V02Gf
	V02Gg

