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In high school | was always awful at math (| still am), but when the semester on geome-
try came around, | got straight As. Fortunately, for me, the bass fingerboard is a very consis-
tently geometric instrument. From day one I've always associated any sound on the bass with
its corresponding shape. For instance, a major third is a string and a fret away. That shape (the
diagonal line drawn between the two notes on the fingerboard) will result in a major third
from any other note on the neck (as long as you've got a string and a fret left to recreate it).
By contrast, a major third on a keyboard can be two white notes, two black notes, a white
note then a black note, or a black note then a white note. The fingering combinations
(shapes) required to play major thirds on any woodwind instrument are even more varied.
My approach to fingerboard harmony has always been based on these symmetric shapes.

There are two ways to create harmony on the bass. One way is to play chords. The
design and tuning of the bass makes playing and studying chords a fairly inefficient process,
even on a 6-string. The other way to create harmony on the bass is to play a series of notes
(a line) that reinforce or compliment the sound of the chord. In just about every style of
music you're going to need to create a line at some point. Hopefully, this book will give you a
consistent way of looking at harmony on the neck so you can play these lines freely.

How to Use This Book

The exercises and examples in this book are cumulative. Each idea or concept is based
on the previous exercise and example. | wouldn't recommend skipping too far ahead without
making sure you can confidently perform all the previous exercises. It's a very “hands-on"
approach. While the exercises may seem easy to understand, be honest with yourself and
make sure you can execute them with ease before you're tempted to move on. As with any
new concept, it may take a while before this way of looking at harmony becomes "“subcon-
scious.” At first, be very deliberate and "hyper-conscious” take the time to make sure both
your hands and mind understand what's going on with each exercise. Eventually you'll be able
to visualize harmony clearly anywhere on the neck.
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intervals
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To begin with, let's make sure we understand a few general music terms. An interval is

the distance between two notes. The basic intervals come from the major scale.

0 Here's a G major scale: [F——

The beginning note in a scale is called the root. Each interval based on the major scale is
measured from the root and numbered second, third, fourth, etc. When you get to eight it is

called an octave instead of eighth.

Listen to each interval on the CD. The intervals (distances) from the root are as follows:

major 2nd | I;11 ot
major 3rd M3
perfect 4th P4
perfect 5th P5

’ major 6éth Mé

g major 7th M7




Interval Facts

* The intervals from the root to the second, third, sixth and seventh are called mgjor
(from the major scale).

¢ The intervals to the fourth, fifth and eighth are called perfect.
* Another name for a major second is a whole step.

* On the bass a whole step is two frets, and a half-step is one fret.

e Here's what every interval in an octave sounds like:

minor 2nd (half step) m2
major 2nd (whole step) M2
minor 3rd m3
major 3rd M3
perfect 4th P4
augmented 4th (diminished 5th) +4, aug4 (-5, dmb)
perfect 5th P5
augmented 5th (minor &th) +5, augh (mé)
major 6th Mé
minor 7th m7
major 7Tth M7
perfect octave P8

It i1s very important to be able to create these intervals on the bass (as well as identify
them when you hear them). All harmony is built on an understanding of these intervals.
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When you play every other note in a major scale simultaneously you get a chord. When
you play just three of these notes together you get a triad.

@ Here are the triads created from the G major scale:

From one (root, G) From two (A) From three (B) From four (C)
you get a major triad you get a minor triad you get a minor triad you get a major triad
PEEEES Lo s q i e —
® LB . L2
L & 0 ]

®_
4::: , o I_*ﬂ r:n,‘

From five (D) From six (E) From seven (F¥) you
you get a major triad you get a minor triad get a diminished triad
F =S SR
L B ®
o o O
o L2 L 2
O o i
+ 3 ’
Triad Facts

+ Each note in the scale can become the root of a triad. Each root has its own third and
fifth to complete the triad.

+ Except for number seven, (F# diminished triad, key of G) triads |-6 can be identified
by the sound of the first interval (the third).

* Triads built on one, four and five are major.

* Triads built on two, three and six are minor
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Second Finger Position

By starting with your second finger on G on the E string you can organize all the triads
in the key of G in one location under you hand. This is called a second finger position. You may
have noticed in this position some notes of the triads have octaves that can also be used to
create the same sound. For instance, you can play the triad built off the /th here:

* e e
® = .
o Jﬂ}
®
1‘.}? *CI

Play all the notes of each triad available in this position (include the octaves of each note).

(1) i (2) iii (3) IV (4)

G major A minor B minor C major
K @ w (1]
o 0 o ﬂ%
b E L
L L J
o o 0 n+_?
s L V (5)  BEE vi (6) -8 vii (7)
D major E minor Fé dim.
o lo 19 o lo
o o o
L ®
[ B ® ®
o o o
*e . ¢l

Using only the E, A, and D strings, play through triads |-7.
MNow use only the A, D, and G strings and play |-7/.

Inversions

» When you start a triad with the third or the fifth of a triad you've created an inversion.
» A triad started with the third is called first inversion.
» A triad started with the fifth is called second inversion.

To help you see the inversions, play triads |-7 in first inversion using all strings. Then play
triads 1-7 in second inversion.




Seventh Chords
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Two consecutive thirds from a scale create a triad. Three consecutive thirds give you a
seventh chord.

Here are the names and abbreviations of the seventh chords created from each note in
the G major scale,

: VENTH CF “ R TR {Jﬁr _______ _— ﬂ;ﬁ f ,:%ﬁ T o

built from the root the “one chord” maj7

built from the 2nd the “two chord” m7

built from the 3rd the “three chord” m7

built from the 4th the “four chord” maj7

built from the 5th the “five chord” 7

built from the 6th the “six chord" m7

built from the 7th the “seven chord™ m7:5

The labels for the seventh chords are similar to the ones for triads except for the chords
built on the fifth and seventh. Here are the chord tones that each name implies:

» Major 7th: root, major 3rd, perfect 5th, major /th —  maj/

* Minor 7th: root, minor 3rd, perfect 5th, minor 7th — m/

* Dominant 7th: root, major 3rd, perfect 5th, minor /th —_ 7

« Minor 7(b5): root, minor 3rd, diminished 5th, minor 7th —= m7((+5)

The first three of these 7th chords (major 7th, minor 7th, and dominant 7th) constitute
the majority of the harmony that we'll be studying for the rest of this book.
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Guitarists and keyboardists are able to learn harmony on their instruments in a vertical
fashion. They are uniformly required to play chords (several notes at a time). This approach
to harmony on the bass guitar neck takes into account the role of the bass in almost all situa-
tions. Bass players are seldom asked to play more than one note at a time. This means that a
different horizontal approach to learning harmony is necessary. Instead of playing all the notes
of a particular chord at once, a bassist must imply the sound of a chord one note at a time in
a horizontal or linear fashion. In almost every style of music you are required at some point
to play a line. Sometimes it's in the middle of a groove or a fill, sometimes it's walking through
a tune, and when you're soloing, it's aimost completely linear. Creating these lines means mak-
ing an informed decision about which note gets played on which beat Just settling for the
correct scale or arpeggio rarely gets the job done. The end result can sound fairly academic.

€ Listen to the CD to hear how the C major scale works with Cmaj7.

Cmaj7

52 L ﬂ

Scales work only when you begin with the root and ascend. Arpeggios work a little bet-
ter, but both approaches result in lines that are neither connected or very smooth,

The first thing to understand about the construction of lines is there are strong beats
and weak beats that the ear considers before it is satisfied that the harmony is successfully
being played.

6 Let’s see how the strong beats work. Try playing some random notes along with the
CD. Track 7 will have a pair of two-bar Cm7 examples. In the first one you'll hear chord tones
of Cm7 (C, B», and G) on the strong beats | and 3. Play any note you want on the weak
beats 2 and 4. In the second two-bar example you'll hear those same chord tones on 2 and
4. Play any note you want on the strong beats | and 3. You should notice that no matter
what you play in the first two bars you can still get a sense of the Cm7 sound while the sec-
ond two bars sound much less like Cm?7.

The important thing to remember is that with a quarter note pulse the ear needs to
hear harmony notes on | and 3 and it puts a lot less emphasis on what's played on 2 and 4.
The further we get into this process the more we'll effectively learn to use the notes on beats
2 and 4 to reinforce what the ear hears on | and 3.

— e e ——— oy
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The kind of chords we'll initially be studying are seventh chords in a major key. There are
four qualities of seventh chords in a major key:

* major seven (maj/) minor seven (m/)
* dominant seven (7) half-diminished seven (87 or minor seven flat five: m7b5)

To study major diatonic harmony we only need to study the first three (maj/, m/, 7). The
half diminished (m7t5) is almost always found a minor key. We'll get to minor keys later on.

In order to organize a line correctly, we need to know the location of these chord tones
on the neck. The notes of any chord on the neck are actually quite close together: Since seventh
chords are built in thirds, the largest distance from one note of a chord to the next is a major
third. Once you get to the seventh, you're only a half step or a whole step from the next
root. In fact, the largest distance you can get from any adjacent chord tone is a whole step.

In the fingerboard diagram below, randomly imagine any pitch that comes to mind and
its location on the neck (for instance: F#, A string, ninth fret). Check on the diagram for its dis-
tance to the nearest chord tone. If it's not already a chord tone, you'll find that it's no greater
than a whole step from a chord tone.

Cmaj7 arpeggios
4-string .5':“1"'3. 6-string
-
. ‘
=] L=
o0 LX)
. ) su
uu ¢ -::H A -:::'_'_
= i 2]
LY ) o0 EINEK
L ] *e L1 ]
Gﬂ' i] H o
ElN L1 ._I
=
0 [ Li1] i o o
trt P Mt

By using chord tones on beats | and 3, their proximity on the fingerboard allows us to
reinforce the harmony with lines that are made up of only half steps and whole steps. This
half-step/whole-step process prevents the common symptom of “jumping around” that
creeps into everyone's lines at first and also helps to keep lines from strictly sounding like
“scales and arpeggios.”



Most of the exercises in this book involve quarter notes and eighth notes. The reason
for using quarter and eighth notes is that we're not studying rhythm. The way to avoid study-
ing rhythm i1s to make the duration of all the notes the same. Once you're comfortable with
this process, you'll be able to apply it to anything from half notes to sixteenths.

The best way to learn about the available note choices is to isolate each chord in the
area of the neck that we're working on. We'll begin the next few exercises by isolating each
chord in the first five frets.

Cm7-F7

To help you memorize the shape of each chord in this part of the neck, use one of the
patterns given here for your 4-,5-, or é-string bass.

Cm7
(5 (5 00
9® 0 9® | 0 9®
O @ Q
00 | @ 00 | © 00 | 9®
® ®
Diﬂ @ M Gi
4-string 5-string 6-string
e 4-string
Cm7 play 4 times
= ﬂl » » I:'. 7 L)'. > a2 hl I
X | » — — qI
—
é 5-string
Cm7 play 4 times
# - |7.. - b. e et .

Once you're able to play up to the tempo of the CD, move on to F7.

& - -
® &Eh‘::nrﬁ? E | I?l'- play 4 times
> _—E— -—j = be »= " » I?l == | ~
o °* S 3 I e F_| Py e 3 :

11
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(3] 3] (3] (5]
r [—————
@ 00 © 00 ©
© L3 O |
Q iy O
0 60 00 | §
@ 9
O @ O
©| © (® ] | O 0 00
4-string S5-string 6-string
@ 4-string
F7 play 4 times
- e —
- - 1' = [' ~— - %
@ S-string
F7 -
- oo,
 ——————
_‘:):_i | — = =I
e -—= e e — = 3
- o TN S e
@ 6-string
F7 3 3 pigy 4 times
k| | ! » » I;"t = o !‘1-. 3
= o [ ) —— L
" Bl 3 3 ¥ be
Here's a pattern that combines Cm7 and F7.
@ 4-string
Cm7 F7 play 4 times
E. - e
L | [ ] L | »
el -__H ﬂ"l !- [ ] | [ po =2 ::H
o - i =) #——H—h.
1-——
& s
Cm7 |7 E7 play 4 times
b E T e et e r———
: ; -  — Eﬂ
- e = St " 1
@ 6-string
3 F7 :
e 3 | > l’t - 3 g o
= e —— =
- L 4 e —— —
T 3 : —_— Ea=
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As soon as you're comfortable with these patterns, you're ready for the first exercise.
Play four notes of Cm7 then four notes from F7. As soon as the chord changes, play the
nearest chord tone of the next chord in the direction you're going. Keep your line moving in
the same direction until you run out of room (first five frets). If this exercise gives you trouble
refer to the previous patterns. As the chords change, the neck should have a different “look’”

Listen to the CD for a sample of the first four measures.

Cm7 F7
lm i

[ — [ .

) > .-

&

s e 2

o

¢

As you start to get comfortable with this exercise you can see how important it is to be
able to visualize all the available chord tones across the neck.

Passing Tones

A passing tone is a note played on a weak beat (2 or 4) that is a whole step or less from
the notes before and after it.

We'll be using a passing note only on beat 4 for now. The chords are the same (Cm?7
and F7). Begin each measure playing three consecutive chord tones. Use a passing note on
beat 4. Keep your line in the same direction until you run out of room (still only using the first
five frets). Use the passing note to connect the chord tone on beat 3 to the nearest chord
tone of the next chord on beat | of the next measure.

Cm7 F7 Cm7 F7

Continue Cm7-F7

] '_._-19’._ .
i == SRS

..continue Cm7-E7

This example “loops” on a 4-string bass after four measures. In order to benefit from
this exercise, begin each four-bar loop with each chord tone available for Cm?7 in the first five
frets (on a 4-string there are seven available). You can see from this exercise that passing
notes can come from the scale, the chord, or sometimes they're chromatic. With the addition
of a passing tone you can hear the lines are getting smoother.

Now add a passing note on beat 2. Beats | and 3 will be chord tones and 2 and 4 will
be passing notes. Don't worry about the direction in this one. Again, a sample line is given as
the first four measures on the audio.

Cm7 F7 Cm7 F7

P —

> [




If you find yourself getting in trouble it's usually caused by wasting a good chord tone on
a weak beat.

Cm7 pl‘ﬂlfﬁ'm problem
o

g . » iu—

The first measure doesn't connect as a line because the F on beat 4 is wasted and two
Fs in a row are played. Also, the D on beat 3 of the second measure is a thirteenth. The sev-
enth (Er) is wasted on a weak beat. The second measure sounds OK. but we're going to save
working on ninths, elevenths, and thirteenths (chord tones from above the octave) for later;

An E on beat 4 will allow the line to continue smoothly to F on beat |. An E on beat 2
of the second measure allows the seventh (E¥) to be played on the strong beat.

solution solution

¢

Chord Tones Instead of Roots

Anocther thing you've probably discovered is that playing the root on beat | of every
measure severely limits your possibilities.

Cm7 F7 7 F7

P e e
|

Using chord tones other than the root opens up the possibilities.

Cm7 F7 Cm7 F7
be ® be o

%
E | — = -i"_i_.—_zi:
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Stay with this exercise until you can comfortably start on any chord tone of Cm7 and
play it in any direction within the first five frets. Visualizing the “pattern” or “grid" of chord
tones across the fingerboard allows you immediate access to the notes that reinforce the
sound. Also, this exercise allows you to start hearing the chord tones as starting notes of a
line instead of the root. In the next exercise we'll avoid starting with the root altogether,




Em7-A7

Use one of the patterns given to memorize the shape of each chord for that part of
the neck.

Em7
O ©6 00 @® 00 ©®

(5] 00
Q @ O
9O o__e% ?—M
4-string 5-string 6-string
&) 4-string
Em7 feloy 4 times
: —— r - f—
e = = — | —;-]
- p——
@ S-string
Em7 pilay 4 bimes
-
: - o — t]
e = i P g S .
@ *6-string
Em7 3 3 play 4 times
T | s [ ¥ s 2 I 3
5 ﬂ_l ' - - ® - - > 1 F
=T e ———— -«

*The E on the C-string is omitted so the pattern will loop.

15



Once you're able to play up to the tempo of the CD, move on to A7,

A7

00 @ 00 © 00 &

09 o| 00 ol e

O @ o
7 K @
(3] 3 ® O
é_if 00 9 00 |9
4-string 5-string 6-string
@ 4-string
AT play 4 times
. — F] o » ——

AT play 4 times
i) i = - s :

*The CF on the G-string is added so the pattern will loop.

@ 6-string
AT

k| iy 4 times
v 3 F | 2 4o i :
: .__#_:._" > —— :
A i i - St
3

16
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MNow use the pattern for your bass that combines Em/7 and A/,

"0

AT pialy 4 times
: " e e o 2 = - I
= SRS ==

q

Em7 A7 piay 4 oimes
g ——— ) _a— ~_L|i
_?!' .'-'- r E— ']E_' £ = #F g > . -
o — t—— X
@ 6-string
Em7 3 A7 3 play 4 times
: --3. g 3 _-'1 = . P » ;l F...__-'? ‘i
L ® ——— .——-JEL > - -
e S 7 3 g

In order to avoid the root on beat | of every measure you have to be able to change
directions. Use chord tones on | and 3 and passing notes on 2 and 4 (no roots on |). Feel
free to change directions but make sure your lines extend to the highest and lowest notes
available in the first five frets.

AT Em7 A7

Em7
%

—ia

—

=

%—.—-—*—q‘

Bl S i e A Al

A T ST T S T s TR

Fig. |

..continue Em7iAS

The Minor Thirds Rule

When a line is limited to half or whole steps the decision of which note to use for a
passing note is easy. There is usually only one note that will get the correct result.

Fig. 2
AT A7

=

| e

In the first measure, the distance from beat | to beat 3 is a whole step (G to A). The
only possible note to use on beat 2 is GH. From beat 3 to beat | is a major third (A to C#).
The only possible note to use here on beat 4 is B.

17



In the second measure from beat | to beat 3 the distance between strong beats is a
minor third (C# to E). There are two choices here that will give you a half-step or whole-step
passing tone (D# in Fig. |, or D in Fig. 2). Only one of these will sound good. In this instance
the key center will give you the right note. Em7 and A7 are in the key of D major. Therefore,
the correct note is D (Fig. 2).

For now, the key centers for each exercise will be given. Later on when we study hand
positions we'll work on choosing key centers from a group of chords. Remember, when there
is a minor third between chord tones, use a passing note from the key center.

Eighth Notes

One of the benefits of leaming to avoid roots in lines involves soloing and the register of
the bass. Because of the low register of the instrument it is difficult for a bass solo to sound
like it's “above’ the harmony, especially if there are a lot of roots in the solo. If the rules of the
last assignment are applied to eighth notes with the strong beats coinciding with the quarter
note attack and the weak beats on the second of every pair of eighth notes, a very compe-
tent sounding solo line will result. The line below shows what the previous Em7-A7 bass line

sounds like as eighth notes.

Em7 AT Em7 AT Em7

e e

18
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As you play a solo in this fashion, you'll discover the need to change direction often to
avoid the root. However. this keeps the line from sounding smooth. In the next exercise we'll
go back to using all four chord tones and concentrate on keeping the direction of the line
constant.



Dm7-G7

Once again, to get a visual "grid” of chord tones across the neck, we'll begin with the
patterns for Dm7 and G7.

Dm7
00 00 _ 00 o
9O
(5] 00
O @ o
©® L 71 3] Q. ®®
O (] O
REE| 28 TTrTT
4-string 5-string 6-string
@ 4-string
Dm7 play 4 times
T Ty pe— E
- T - -
:fa;-%ﬂ_ " — E "'"'-r g

Dm7 3 Dy o e
2 — - - 9 3
ot —
4 = = g
= g | —
- ¥ 3 3 ——J
3

19
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00 (3] 00 [3) 90
@ @
L3) 0| O
O P Q
L7 00 | &
L3/ O
O ) O
00 00 o
4-string 5-string 6-string
@ 4-string
G7 piay 4 Gimes
- - I| v “.- - . h.—.—
= o — :]
= S— — i -—
@ 3-string
G7 ety 4 brmes
- e r
s B i ]
. = o -
&
@ 6-string
G7 3 phay 4 oimes
g X ——— 18 £ 3
) a—]
=3 EESS=Ss SIS msmam
=& W - 3 '-'-ll—-] el
3
Here's a pattern that combines Dm7 and G7.
@ 4-string
Dm7 G7 i
i —F ———
. i |
- e P — | e I'| L4 }l
@ S5-string
Dm7 G7 gy £ pimes
= P ——— > - F-_-hi
L = 2 | i
. - . - o
s @ " h e ———— s e i Ld
@ 6-string
Dm7 3 G7 oy o
. . = ,l P : o 3
ﬂ%———‘ 2= a—] > > 'LP__:I
- ¥ - 3 q . L2



| @ Dm7 G7

The next exercise uses passing tones on beats 2 and 4 and all four chord tones. Dm7
and G7 are in the key of C. Remember to get your passing notes from the key of C when
you have a choice. Start with a chord tone on your lowest string (E or B string) and keep the
line ascending until you run out of room on your highest string (G or C string, first five frets).
Then change direction and descend until you run out of room. Continue ascending or
descending until the outer strings are used.

& . ._h‘_ﬁ

— =

-

:ﬂ;-._'.#..r'ﬂ"

continue Dm7-G/

In the third measure of the next example, you can see the direction has to be interrupt-
ed since a passing note is not possible between C and B.

Dm7 G7

ﬂ‘l --#th!.'h .ﬂ

T [ J - F
exception
Extensions

Playing lines that maintain direction (whether walking or soloing) results in a more
focused musical effect. The listener’s interest is held longer because the “idea” of ascending or
descending is sustained over a longer period of time. Maintaining direction becomes especially
valuable when the chords last for several measures at a time. Eventually the sound of 1, 3, 5
and 7, even though it's been specifically required, becomes limiting and predictable. In the
course of creating these lines you've probably stumbled onto some notes that sound good to
your ear, but do not fit into the |, 3, 5, 7 chord tones we've been working on. If you continue
spelling chords in thirds past |, 3, 5 and 7 you get the chord tones 9, | | and |3. These chord
tones are called extensions.

Let's check out how these extensions sound against a Cmaj7 chord on the CD. Play the
ninth (D) anywhere on your bass. Now play the eleventh (F) and the thirteenth (A). You
should recognize that the ninth and thirteenth sound OK, but the eleventh doesn't work
at all.

Now try these extensions against a dominant /th chord (ﬂ'ﬂ:k@con'ﬂ, Try the ninth,
eleventh, and thirteenth just like before. Just like Cmaj7, the ninth and thirteenth sound good
but the eleventh doesn't.

Next is a Cm7 chord (track€®) con't). Try the ninth, eleventh and thirteenth again but
this time try a flatted thirteenth (Ak) as well. You should hear different results this time. The
ninth and eleventh sound best while the thirteenths don't work quite as well. The natural thir-
teenth sounds better that the flatted one but is still the worst of the three extensions.

In each of these seventh chords (maj7, m7, and dom7), two out of the three extensions
can be used on strong beats of a line:

= For maj7, the extensions nine and thirteen work.
* For dom?7, the extensions nine and thirteen also work.
» For m7, the extensions nine and eleven work.
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If you rearrange chord tones |-13, you get the seven notes of a scale:

9 11 13
54 —
- L - =
o [
G A B C D E F

An easier way to remember extensions is that for every scale a seventh chord implies,
there is only one wrong note:

For maj7 and dom7, the eleven is the weakest extension choice.
For m/7, the thirteenth is the weakest extension choice.

Am7-D7-Gmaj7

Let's take a look at the chord tones for each chord. The extensions are colored gray.
There isn't a convenient way to create a pattern combining the chord tones and extensions.
Use these |-3-5-7 patterns to get started and then move on to the exercise to get familiar
with the extensions.

Am7 with extensions

001® 920011® 900i119®
® ®

9® - 19®

o

@ 5-string
Am7 iy 4 times
- » 2 > -
— = [ " ST TR [ J
. & . = s [ }H
= - | e st -

- 2 .-ﬁumTE i F - E t-'- p = ;—
e t=__S=SooSSie=—_ o=
i - 3 3 ﬂ - v



D7 with extensions

00 2200
L7
0890 0390
@ ol
(SR O3
00 | 9 900 | &
4-string 5-string

play 4 pmes

= =% #' [ ; ___ﬂ‘ : = > #' =5 I
6-stri

@ m;f 3 -—f—-j s 2 9 ._g_‘ g TTrEam
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Gmaj7 with extensions

39600 039560 03960

4-string S-string 6-string

Gmaj7 iy 4 times

qu? ey 4 times

Gmaj7 3 ploy 4 times

-
L

Am7, D7, and Gmaj/ are in the key of G major. For the next example, use a correct
extension for every chord. Only one extension is necessary for the two measures of Gmaj7.

@ Am7 D7 Gmaj7

= " R

ﬁ — - ﬁ" ; 'ﬂ,__.._..__ -

e . & be g4 | e i

While extensions do a nice job of adding color to an otherwise basic line, they can't be
relied upon to reinforce the fundamental sound of the chords. Certain playing situations
require a more inventive harmonic approach where a command of extensions are necessary.

Other situations might require a more basic approach. Exercise good judgement and consider
your role each playing situation.
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Review

To make sure you're ready to move on, apply all the exercises we've used to each set of
chord changes so far. Here are the ones we've used:

Cm7-F7
Em7-A7
Dm7-G7
AmT7-D7-Gmaj7

Here's what we've done with them:

 Arpeggio lines with direction: Play four notes of a chord in one direction. As soon as the
chord changes, play the nearest chord tone of the next chord in the direction you're
going. Keep your line moving in the same direction until you run out of room (within
the first five frets).

* Passing note on beat 4: Play three consecutive chord tones—then use a passing tone on
beat 4. Keep your line in the same direction until you run out of room (within the first
five frets).

« Passing notes on beats 2 and 4: Any direction within the first five frets.

» No Roots: Avoid playing a root on beat | of any measure. (any directions).

« Eighth notes: Alternate chord tones and passing tones with the eighth note pulse. Fewer
roots make it sound "above” the harmony.

+ Direction only: Play from the lowest note to the highest for each chord. Don't change
direction until the highest and lowest available chord tones are reached.

« Extensions: Use a correct extension for each chord change. The diagrams on the follow-
ing pages include chord tones and extensions (in gray) for the first three sets of chord
changes.



Cm7 with extensions

- L I — L]
NOS 0NOS | 0198
s
0019 ©00HH 00N
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Em7 with extensions
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Dm7 with extensions
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F7 with extensions

A7 with extensions
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Key-Finger-String

S0 far we've spent a lot of time working on harmony within the first five frets. Now
we're going to concentrate on a process that will allow you complete control of the entire
neck while confining your study to only selected areas of the neck. The reason you decide to
locate your hand at any particular location on the neck when you're playing over chord
changes should be a result of the harmony. Almost all chord changes imply a key center. Once
you decide on a key center, you choose a hand position on the neck where you want to play.
The traditional hand position labeling system that uses the fret number where the first finger
is located doesn't tell you anything about the key you're in. In order to associate key centers
with hand position, since they're related, we're going to use some new terminology. From
now on, we'll call the area underneath your fingers in a hand position the "4+2" area. It is
defined by assigning each finger to a fret and allowing a stretch to either of the two frets on
each side of the established four fret area.

| +— |st finger stretch
| st finger —»
2nd finger —»
3rd finger —

4th finger —

I +«— 4th finger stretch

Where do you put your hand when someone asks you to play a G-major scale? Most of
you will locate your second finger on the third fret (G), E string to play a G major scale. The
labeling system that we're going to use takes into account the three decisions that you made
for that scale: "Key — Finger — String.” The label for that position is “G2E.”

LN

key finger string



Second Finger Position

The most common way of looking at major keys is with the second finger. It usually
allows you to play all the notes in a major scale without shifting, which also means you don't

have to shift to reach any of the notes of chords within that key. Here's what G2E and C2A
look like:

| | «— Ist finger stretch —» %

+—— |stfinger —»

O
+«—— JInd finger —»
+—— 3rd finger —»

O )
«—— 4th finger —»
«— 4th finger stretch —»

In the rest of the fingerboard diagrams we'll be using, the note on the neck that is used
to indicate the hand position will be outlined in gray. If that note happens to be a chord tone
it will be filled in with black, otherwise it will be empty.

|

+— |st finger stretch —»

«—— |stfinger —»

+«—— Jnd finger —»

+— 3rd finger —»

— +—— 4th finger ——

+— 4th finger stretch —»




Bm7 and Amaj7

The next exercise uses the key of A major. Here, the location of your hand is AZE
(key of A, second finger on the E string). This establishes your 4+2 hand position.
We'll use the chord changes Bm7 and Amaj7. Here's what they look like on the neck
The chord tones are black and the extensions are gray.

Bm7 with extensions

0 IFr
O 5Fr % Fr
e
0 7Fr 7Fr
4-string 5-string 6-string
4-string
Bm7 ].- iy 4 trmes
oy e s - e e - :
= . ® §: | — — ﬂ'r . - 'I
@ S5-string
Bm7 = - pilay 4 times
- ———— - - M &
=5 .-L_;_____g_" '_-.r#,il
L
@ 6-string
Bm7 ﬁ‘_ play 4 times
3 s £ = £ o b e
g ——— e ? =
ph— Si- . . — | — —— [l. - . I
5 7 = T 3 3 ""';-4 Lﬁ'
3
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Amaj7 with extensions

i

5fir

Tir

== 4

—

i
1%
i

Although the extensions are indicated, just use chord tones |1, 3, 5 and 7 at first. Add
the extensions when you're ready. For the next example, use passing tones on beats 2 and 4
and remember to get your passing notes from the key of A when you have a choice.

Amaj7

@ Bm7
. = _L,_il._ _.- : . I —— _:
52 S==. e —p ===

fingering | 4+ 4 3 | 4 2 |+ I 2 4 I 3 | 4 3
The fingerings given are for each note within the 4+2 area established by AZE.
Each note within the main four fret area is played by its corresponding finger. The notes
that are one fret on either side of the four fret area (+2) are played by fingers | or 4 and
are indicated by the “+" after the number. This temporary “stretch” is always immediately
followed by a note within the four fret area. For instance, on beat 2 is a Br outside the four
fret area. By “stretching” with the fourth finger to play that Bb and then using the fourth finger
to play the following A. You immediately return to the finger per fret consistency that allows
your hand to “view" the neck If you play the Br with the fourth finger and then play the A
with your third finger your hand immediately loses “sight” of the key center. The fingerings
that are presented here are very important. If you use them correctly, you'll be able to see
the sounds on the neck as consistent shapes anywhere you choose to play on the bass.



Here’s a four measure sample line using extensions.

@ Bm7 A:w_?
Yyt e e e

frpenng: 2 3 4 I+ I 3 4 I+ [ 4 3 I 4 2 | 44
As either of the last two examples ascend or descend you'll notice the notes outside
the four fret area (“stretch notes™) are played accordingly. Ascending “stretch notes’ are

played by the first finger and descending “stretch notes” are played by the fourth finger. This
allows a smoother retum to the four fret area.

Amaj7 - FF'm7 - Bm7 - E7

This exercise adds two more chords to the previous one. Since E7 and Fm7 are from

the key of A major, we'll use A2E. Here's what they look like on the neck. The chord tones
are black and the extensions are gray.

E7 with extensions

Jir

Sfr

4-string 5-string

@ 4-string
E7 - [y 4 trmes
= . = f £ = A :
- 4 #d * g i —_— — r . . 'l

@ S-string
E7 - iy 4 trmes
. # - . h_
= - “¥ ’ = r #. _#I = ’T - %l

SESET S STEEES o .

32 prem—— O . e ) §: ST IN
e e £ E e )
= e T =

3
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F*m7 with extensions

13 ‘ Ifr o Ifr

S-string 6-string

|

"

Fi7 fe o ?

b 3 '_#‘- — ﬂ.— i A ey,

_ﬁ' 2 = ” I —l : '_#. -_#] :
z fo | T——— 7 —t— '—#i—l

3 3

In the next exercise Amaj7, Fém7, Bm7 and E7 last for one measure each. Begin by using
just chord tones and passing notes and then move on to extensions when you're ready. This

eight measure example uses just chord tones in the first four bars, and extensions in the sec-
ond four bars.

@ Amaj7 Fém7 Bm7 E7

S ST 7’5 2 %‘ et LT _ﬁr =
Amaj7 Ffm7 Bm?7 E7

43 == i=S ._|.. x F 2 - s o ie '_*'

The fingerings provided indicate how to execute the “stretch” notes. The other notes
fall within the main four fret area.
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Fourth Finger Position

The second most common hand position is the fourth-finger position. It usually requires
one stretch outside of the four fret area (to the seventh) to play a major scale. Any chord
that includes that seventh scale degree will also involve that stretch.

T

® . I st finger stretch —»

TYY DU, Y ¥ ¥

8] o
—  +«—— /nd finger —l;

M +—— 3rd finger —» m

O O

L +—— 4th finger —»

H +— 4th finger stretch —»

The Connection

Before we get to the A4E exercises, we need to look at how these hand positions con-
nect across the fingerboard. 5- and &-string basses make it a little easier to see the connection
but the following diagrams should make it clear for everyone.

Two to Four

You can connect second finger position to the fourth finger position without shifting. On
the left is a second finger position. Next to it is a fourth. In second finger position the octave is
played by the 4th finger on the D string. From there you can use a fourth finger hand position.
The extra strings that result from a combination of these two positions are provided in gray.

o220
.- TR GEET <=
2O




Four to Two

A shift is involved to connect fourth finger to second finger. If you treat fourth finger
hand position as a scale then the correct fingering requires that you play the sixth scale
degree with the fourth finger which sets up landing on the octave with the second finger. This
is the shift that is involved in connecting fourth finger to second finger: The extra strings again

are supplied in gray.

ol

+
|

The way these hand positions connect (two to four, four to two) means that no matter
where you are on the neck, a combination of two and four will allow you to “see” the key
center under your hands. By studying these two hand positions, we're studying information

that can be used anywhere on the neck




Bm7-Amaj7

Although the fourth finger position is less familiar; it is 50% of what you need to know
in order to “see” harmony on the neck The following exercises will use the same key and
chord changes as the ones for second finger. The location of your hand is A4E (key of A,
fourth finger on the E string).

Bm7 with extensions

A ﬂ_' i — | —— i
@ S-string
Bm7 play 4 tmes
—): .,' g‘ * _. £ ' : f-';i-—_]
A i . = = B J 2= :
® *ﬁ-s;rr:lr;g #‘_ by 4 Gimes
- + il 5 3
5 d T3 == ; F- i = -
 Ems - e e =
3

*High F# is added so the pattern will loop.



Y13 Amaj7 with extensions

|5$ @ o

Sir

: a;..mai? &._ piay 4 omes
s +—=
i 5 =5 i he= =

6-string # o

T =y, o de T e s Rty
D e L L i, ey

The next exercise uses the connection between fourth finger and second finger.

" odrers Aig
Bm7 Amaj7
el i =
Bm7 Amaj7
e e e e e

i_. 5 t.._

4

The lower notes of A4E are played in that position. Groups of notes on the D string and
above should be played in the A2G position. The fingerings provided enable you to make the
shifts necessary to use the best position.

RN e o &




Amaj7-Ffrm7-Bm7-E7
Now let's add E7 and FFm7.

E7 with extensions

"o I le ARNrY

o 3fr P 3 O 3ir

0 Sfr 5fr s 5 fr

4-string S-string 6-string

play 4 times
= #- r-l-
ﬂ_’ — ,_J ___.-_I'. _IF [ Py = lhizl
@ *6-string y
- - v - |mﬁw 457
E - — e — :I
finperning: 2 | 4 F 4 | 2 4

*5ince A4E connects to AJG. fingenngs are provided o execute that shift
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F#7 with extensions

) 3 &P 3 O 1fr
ammEEm— E S r—r—
o Sér & 5 fr o 5ir
4-string 3-string b-string
@ 4-string
Fém7 play 4 times

plagy 4 gmes

2 F*#'r#.

- Fﬂm?‘? -i.-l_gpo—ﬂ' t#'r—g'. r-—_—g ]
i—-—-- : - =

fingening I 4 3 I L I 3 I
*Fingenngs are prowvided to execute the shift fom A4E to AZG.

For the exercise below, use the connection between fourth finger and second finger

[A4E] Armaj7 Fém7 Bm7 g7 [A4E]
e e S
= 1
Frgenng 4 | 4
Amaj7 Fém7 Bm7 E7

= fe -—i'f——t#,_#'_" . g r i __:I

Your decision to use A4E or A2G should be based on where you expect your line to go.
For instance, in the second measure, if the G# on beat 4 was followed by a F# and continued
back down, you'd play the GF with a “stretched” fourth finger and remain in A4E. Since it
continues higher, it's more comfortable to use the F* to shift into A2G.

4 ) —continue
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If a chord progression is put together from chords in the same key, there are consistent
relationships between them that give you clues about the key center. As mentioned before,
you usually won't see a m7b5 chord in a major key so you don't have to worry about that
one right now. Usually all you need are two chords from the same key and you can figure out
the key center from their relationship.

Here are the most important relationships in diatonic harmony:

+ The five chord is the only dominant seventh chord. Knowing the location of the fifth will
give you the root of the key.

» A major seventh chord only happens on one and four Two major seventh chords a
fourth apart will tell you the lower major seventh chord is the "one” chord.

« A major seventh chord with a minor seventh chord a whole step higher can only
happen with the “one" and the "two" chords.

» A major seventh chord and a minor seventh chord a half step lower can only happen
with the "“four” and “three” chords (keep counting down and you land on the one
chord).

« A minor seventh chord with a minor seventh chord a whole step higher can only
happen with the “two” and "three” chords.

« The minor seventh chords happen at “two,” “three," or “six." If a minor seventh chord is
a fourth or a fifth from another minor seventh chord, you have either “three” and “six"
or “six"’ and “two.” One more chord is necessary to decide the key.

Here are the chord types in order of their occurrence:

domT7: only happens on the fifth
maj7: happens at “one” and “four”

m7: happens at “two," “three,” and "six"

When choosing a key center, first look for a dominant seventh chord. Next look for
major seventh chords. A minor seventh chord will tell you the least about a key (since it can
be a “two," “three," or "six’") but its relationship with other chords helps complete the pic-
ture. As soon as you've established a key center you can decide which 4+2 hand position to
use to play over those changes.



Choose a key center for the following progressions:

|. Bem?7 Eb7 Abmaj7
2. Am7 Em7 Bm7
3.  Fmaj7 Am7 Bbmaj7
4. Cmaj7 Bm7 Am/
5. Dmaj7 Fim7 Bm7 Gmaj7
Answers:
|. Bbm7 Eb7 Abmaj7 = Keyof Ab
i (2) V (5) I (1)
The dominant seventh (E») is always a dead giveaway.
2. Am7 Em7 Bm7 = kKeyofG
il (2) vi (6) i (3)
Two minor sevenths a whole step apart (Am7 and Bm7) are “two’' and “three”
3. Fmaj/ Am/ Bemaj7 = KeyofF
| (1) iii (3) IV (4)
Two major sevenths a fourth apart (Fmaj7 and Bemaj7) are “one” and “four” also a
major seventh chord with a minor seventh a half step below (Bbmaj7 and Am7) are
“four” and "three.”
4. Fmaj7 Em7 Dm7 = KeyofC
IV (4) i (3) il (2)
Two minor sevenths a whole step apart (Em7 and Dm?7) are "two"" and “three.” also
a major seventh chord with a m7 a half step below (Fmaj7 and Em7) are "four” and
“three.
5. Dmaj7 Fm7  Bm7 Gmaj7 = KeyofD
I (1) iii (3) vi (6) IV (4)

Two major sevenths a fourth apart (Gmaj7 and Dmaj7) are “one" and “four”

e S iims o ot b e U e L o



Finding More Than One Key

When a progression contains more that one key center, the correct hand position can
make playing the progression easier. For example, the following progression can be played in
one 4+2 |ocation on the neck even though it involves more than one key center.

Eem7 A7 Dbmaj7 Cm7 F7 Bbmaj7

The first three chords are in the key of Dk major: (2, 5, and |). The last three chords are
in the key of Br major (2, 5, and 1). D+2A (key of Db, 2nd finger on the A string) works for
the first three chords and Bk4E (key of Bb, fourth finger on the E string) works for the last
three chords. The whole progression can be played in one place on the neck without shifting,

The following chord progressions involve more than cne key center Choose a 4+.1
hand position for each key center. The hand positions should share the same location on the
neck.

l.  Em7 A7 Dmaj7  Dm7 G7 Cmaj7

2, Abmaj7 Dbmaj7 Cm7 F7 Bbraj7

3. Dmaj7 Cém7 Cmaj7 Bm7

Answers:
[C2A]

. Em7 AT Dmaj7 Dm7 G7 Cmaj7
i (2) V (5) 1 (1) i (2) V (5) 1 (1)
Ab2E B*4E

2. Abmaj7  Dbmaj7  Cm7 F7 Bbmaj7
1 (1) IV (4) ifii (3/2) V(5) (1)
[G2E]

3. Dmaj7 Cém7 Cmaj7 Bm7
IV (4) iii (3) IV (4) i (3)
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The next two exercises involve different key centers but can be played in one location
on the neck. Remember, the first thing to do when faced with a new set of chord changes is
analyze them for key center and hand position. Here's the first progression:

Dm7 G7 Cmaj7

Cm7 F7 B maj7

P r - Fr r FrF 17

Since hand position is part of your analysis, you don't have to label individual chords that
are in the same key. Just use the 4+2 label to indicate your decision.

G7 Cmaj7
T T p—
f f j'" H ?’ ; ir f J’ ; F i f A F i
Bh2E
Cm7 F7 Bemaj7

e e e e e i e

C4E| indicates that you've decided that Dm7, G7, and Cmaj7 isa 2-5-1 in C.
[B2E ] indicates that you've decided that Cm7, F7, and Bkmaj7 is a 2-5-1 in Bb.

Dm7-G7-Cmaj7-Cm7-F7-B-maj7

For this exercise refer to pages 45 and 46 for the fingerboard diagrams to these chords.
Use chord tones and extensions on beats | and 3, passing notes on 2 and 4. Remember to
play passing tones from the key if you have a choice, and use your first finger for ascending
“stretch” notes and fourth finger for descending “stretch’ notes. Fingerings are given to help
you maintain hand position.



Dm7 G7 Cmaj7
ih—.—'—ﬂl— hI_ ] ' ._F
fingening | I+ | I I |
B:2E
Cm7 F7 B-maj7
= . : : P — T
(C4E]
Dm7 G7 Cmaj7
> . - &
Bi2E
Cm7 F7 Brmaj7

The empty bars are provided in case you need to write out a line to get started. Just
make sure you do most of your work while looking at the neck Since the bass fingerboard is
symmetric, the visual reinforcement you get from working with the shapes on the fingerboard
allow you to move those shapes around and play comfortably anywhere on the neck.

Cm7-D'maj7-Cm7-F7-B-maj7

This progression introduces two chords we haven't worked with so far—the “three"-chord
and “four”-chord:

Cm7 D+ maj7

Ry rrrr sy 7y oo o4
Brag
Cm7 F7 B*maj7

T rrrtrrrr oo

The “Three’”-Chord

Ab2E and Bb4E allow you to stay in one location to play the whole progression. The Cm7
In measure | is a the “three"-chord of AP major; If you look ahead to the chord diagrams on
pages 45 and 46 you'll notice the “three”-chords only include the eleventh as an extension.
Normally, the 9th works on minor seventh chords but the ninth that comes from the key is a b9,
In this case it would be a Db against a Cm7—not a pretty sound. When you use the natural
ninth over a “three"-chord it gives you a note that is not in the key. In this case it would be a D
natural. Using it on a strong beat would definitely imply another key center, which is not a bad
idea when you're working on improvisation. For now, avoid the ninth of a “three"-chord.

[ ——



The “four’’-chord

Dtmaj/ is the “four”-chord of Ab. What's different about the “four’-chord is that all
three extensions (the ninth, eleventh, and thirteenth) can be effectively used on strong beats.
Normally the natural eleventh of a major seventh chord sounds awful. The eleventh of a
“four’-chord is a sharp eleventh which doesn’t conflict with the chord the way the natural
eleventh does. As with all extensions, the sharp eleventh doesn't reinforce the basics of the
chord, but it does add color to the sound of a line. You might have been taught that sharp
elevenths will work over any major seventh chord. When you use a sharp eleventh over a
“one”-chord, you're implying the sound of a different key. Again, this is a good improvisation
choice, but keep your focus on the current key center until you're ready to move on.

fingenng I I 1+ I I
E:m? Fr Brmaj7
- il = i }
2 . [ I I :
ﬁ —— = ba— = .—bo—ﬂr—«
I 4+ 3 [ 4 3 4

~COne

In this example the sharp eleventh of the “four”-chord is used in measure 3. In measure
5 the line stays in Bk4E position by stretching to the A with the fourth finger: You could also
play the four notes of measure 5 in Bb2G position (fingering 2-1-4-2). While either fingering
works, you should consider Bb2G as the upper part of B4E and always use the lowest label
for analyzing. Remember to shift while on the upper strings if necessary.

Cm7 Demaj7

Cm7 F7 B-maj7

o te ‘ ﬂ

The following pages provide all the diagrams you'll need for chords in second and fourth
finger positions. The diagrams are based on the E string but are moveable to any string. Al
you have to remember is how second finger position and fourth finger position connect to
each other. For instance, if you're in a C4E position, the notes on upper strings require a shift
to C2G. You don't have to write the C2G label, just remember that it's part of C4E. If you
have a 5- or 6-string bass, an F4A position should be labeled F28 since they connect without
shifting. It's best to use the label from the lower strings and visualize the connection to upper
positions. Refer to these pages to get a “look™ at what any particular chord looks like for the
rest of the exercises in this book.
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“one”-chord (maj7) with extensions

4-string 5-string

2E |“three”-chord (m7) with extensions

4-string 5-string 6-string

2E |“two”-chord (m7) with extensions

2E | “six"’-chord (mT7) with extensions

4-string 5-string



4E |“one”-chord (maj7) with extensions

1]

4-string 5-string

0 |

4-string S-string

| e
E

4-string

4E |“two”-chord (m7) with extensions

4E |“six”’-chord (m7) with extensions

'




Minor

So far we've confined our study of the neck to major key centers. Even though we've
had some key changes and secondary dominant chords, it's all been major diatonic harmony.

The next step is minor key centers.

Just like major, there are two hand positions for minor keys. You probably know the
keys of C major and A minor are related. Major and minor hand positions are related the
same way. For instance, the same notes from C2A and C4E will give you Am4E and Am | E

C1A

¢/ |

LLLO
0s0e

iF

5

©
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The connections between the two minor hand positions are similar to the major positions.

The fourth finger position connects to the first without a shift:

SSS3%

a7



The first finger position connects to the fourth with a half-step shift:

Here are the kinds of chords and their chord tones/extensions that occur in a minor key:

"one"-chord m7 1.%3,.5,47,9.1]
“two"'-chord m7k5 |,b3, b5, 67,9613
"thr"ee"-éh_c:-rd maj/ 1,3,5.7.9 13
“four’-chord | m7 .#3,5,07,9, 11
—“ﬁvé"-chr::rd dom7(»9) l,3,5b7,69,k13
“six"'-chord < maj7 1:3.5.7.9. %113
- "seven'-chord dom? 1,3,5, 67,09,k 3




The “two’’-chord: m7:5

The minor seven flat five is different than the chords we've studied so far. The chord
tones |, #3, 5, and k7 of the minor seven flat five are self explanatory, what's different are the
extensions. On a regular minor seven chord the correct extensions to use are nine and
eleven. For the minor seven flat five, the eleventh and flat thirteenth sound best.

The reason the ninth doesn't work over a minor seven flat five is because the ninth that
comes from the key is a flat ninth. While the flat ninth sounds good over the “five"-chord, it
doesn't work nearly as well as the eleven and flat thirteenth. The natural nine is often recom-
mended over a minor seven flat five. It doesn’t reinforce the sound of the key but it's a good
improvising choice because of the tension it creates by implying another key. The reason the
flat thirteenth works is because it doesn't conflict with the seventh or the flat fifth. Put it
down an octave and you can see it's a whole step from either one.

The “five’’-chord: 7-9

The other chord you need to pay attention to in a minor key is the “five”-chord. It uses
a chord tone that is not from the key signature. For instance, since the key of A minor has
no sharps or flats, the “five"’- chord should be minor seventh (E, G, B, D). Instead it is E7 (E,
GF#, B, D). Almost all minor progressions use a dominant seventh chord for the “five"-chord.
The "five"-chord in A minor is E7 and has a G# that's not from the key.

The "five"-chord in minor is also different because it uses a flat ninth, and flat thirteenth
for the correct extensions. When you play over the “five"-chord in minor, you need to slightly
alter the half step/whole step process we've been using The flat nine causes the problem.
The distance between E and G¥ is a major third. Normally the passing note would be F%, but
that's not in the key. Using the F natural as the passing note helps reinforce the minor key
sound. It creates a minor third (G# to F) within the half-step/whole-step line, but it sounds
much better. The symbol for the “five”-chord in minor is always followed by the flat ninth
(E7b9) which makes minor key centers easier to recognize when you're analyzing chord pro-
gressions.
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Just like in a major key center, the chords you'll see most often in a minor key center are
chords “one” through "six.” Of these, the minor seven flat five “two"-chord is the only finger-
board shape we haven't looked at. Here's what it looks like in the Cm 1A hand position,

“two’’-chord (Dm7-5) with extensions
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Cm7-Fm7-DmT7:5-GT:9

Here's an exercise in the CmIA hand position using the previously mentioned minor
seven flat five and seven flat nine, as well as the “one"-chord and “four" chord in minor.
These chords are the most common for minor progressions. It is less likely you'll see the
“three," “six,” or “seven” in a minor progression.

& cmin
Cm7 L L. Fm7
* o De
7% === - - = Z==-
Dm7:5 G799

Cm7 Fm7
T fo—tve—] e = e
Dm7+5 G7+9

be be

Notice in measure 6 the eleventh and flat thirteenth are used over the Dm755.
Measure 7 is an example of when to break the half-step/whole-step rules over the “five™-
chord in minor. The minor third between the B and Ab create a more “minor’ sounding line
than using an A natural on beat 2.

The notes in measure |6 bring up an interesting thing about seven flat nine chords. The
flat nine on a dominant allows you to treat a dominant seventh chord as “altered.” Altered
means you can use b9, #9, b5, and #5. In measure 16 the sharp nine is played on beats | and
3. If you choose to treat flat nine chords as altered, use your ear and carefully choose the
notes that resolve the tension these extensions can create. Usually the sharp nine sounds
best when it resolves to the 5th of the following “one"” chord. The flat thirteen sounds best
resolving to the ninth or eleventh of the following “one” chord. In order to develop a sense
of where these extensions want to resolve, practice playing each extension as a whole note
on the second bar of G7b9 and listen for which chord tone it wants to resolve to. Then try to
get your lines to accomplish the same thing.




The next exercise uses the same progression in the Cm4E hand position.

“two”’-chord (Dm7:5) with extensions
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Cm4

1!

Dm7:5 : Gﬁ?b B e I’t S h.-

Dm7:5 GM9

CONGINue

In measure 7 the flat nine and the major third are used with the sharp nine as a passing
tone on beat 2. The eleventh is used over Fm7 in measures 4 and | | and over Dm7k5 in
measure | 3. In measure |5 the flat thirteen and in measure |6 the flat nine are used over the

G7¥9 chord.
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Bm7:5-E7:9-Am7-Dm7-G7-Cmaj7

This next exercise combines the connections across the fingerboard using the major and
minor hand positions. The first three chords are in A minor and the last three are in C major.
By beginning in AmIE, you can use its related major hand position, C4E. Both positions
require a shift to play the notes on the upper strings. Refer to pages 34 and 48 for the con-
nection diagrams. Remember, the shift to the upper position (Am4D and C2G) is dictated by
how many notes you plan to play in the upper position. You may not be able to decide right
away, but eventually you'll learn to anticipate how long your line will stay in either position.

Am4D
Bm7:5 [ E7*9 ‘ Am7

= -
frgeng | 3 4 3
[C4E] (C2G)
Dm7 G7 Cmaj7

The upper hand position is shown in parentheses. For Am|E the shift occurs so
measures 2 and 3 can be comfortably played in Am4D, then returns to Am|E for the fourth
measure. For C4E the shift only occurs on the last measure. If you continue playing from
measure 8 to the next Bm7bk5 chord, you will be in Am4D until the notes descend into the
lower position. Remember, since the main label comes from the lower position, the upper
position is shown in parentheses.

Bm75 E7+9 Am7
] K.
[C4E]
Dm7 G7 Cmaj7




Shifting

The first thing to do when choosing a hand position for any progression is analyze the pro-
gression for key centers. Once you've found the basic key center (or key centers), you can easily
locate a position that makes the harmony easy to see and keeps your hand from aimlessly fol-
lowing the roots around. The goal is to eliminate as much shifting as possible. This enables you
to learn more about information that can be transferred and used for other progressions.

Occasionally some shifting is inevitable, since one position doesn't always work for an
entire progression. Fortunately, these hand positions allow you to change key centers without
ever shifting more that a half step. For instance, here's how you can get from the key of C
(C2E) to every other key center.

D 2E 1/2 up

C2E

D>
C2E D D4E Mone
C2E E- Er4E 112 up
C2E E E2A 1/2 down
C2E F F2A None
C2E G’ GF2A 1/2 up
C2E G G4A None
C2E Ab Ar4A 172 up
C2E A A2D 1/2 down
C2E B- B*2D None
C2E B B2E 1/2 down

For shifting practice, supply the answers to the following chart. The left column is the
key center/hand position. Write the corresponding hand position label for the key in the right
column that is a half-step shift away. Indicate whether the shift is up or down in the middle
column. The first answer is given.

s

G major B major

G2E a— B2A

C minor A major
ClA

A major F minor
A2E

D major E major
D4E

G major B> minor
G4A




Answers:

G major B major
G2E s B2A it
C minor U | A major
CIA P A2E
A major F minor
A2E Up or Down Fm4A (up) or Fm4B
D major E major
D4E s E2A
G major . Be minor
G4A i B*mIE

Am7-Bm7-Cm7-Dm7-E-m7-F7:9-Fm7-B-7

Am7 Bm7

Cm7 Dm7

S S e s e e = ===

= o Fm7 87
_,%_ T FFr 7+ 7 __! _ ."

This exercise involves using half-step shifts to get to four different key centers.

G2E]
Am7 Bm7 Cm7 Dm7
) T r7r7 —F T 7
Eem7 F7=9 Fm7 B-7

=== ===

From GZE to BF4E shift is a half step up.
From Bb4E to BbPm4E requires no shift.
From Bbm4E to EF4A requires no shift.
From Eb4A to G2E shift is a half step down.

Remember; if you have a 5- or é-string bass, EF4A should be Eb2B



The next progression is higher on the difficulty level than we've been doing so far; so the
tempo is a little slower on the CD. Remember to avoid the ninth of the "three”-chord and
get passing notes from the key center when you can.

$ 213
Am7 Bm7 Cm7
» 2
g = . F b I
% 5l Sions ac #‘ I — Y - = 'h.. 2 Jq. iil'i o o
- frgenng 4 3 | 4+ 4 3
Erm? F7-9 Fm7 B-7
Q:_ . .——L"?* P_Il- - £ —L' . Pu— I
y ¥ be
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Memorizing

Em7 A7 Dmaj7

FErFFrrrrrr [ rrrr - rryry

Cm7 F7 B*maj7 E*maj7

FF It r r Frr Frrrr - rrrir—

A7 B-maj7 Em7 A7

Em7
P T I rFrFrFrF 7T FrF 77

Knowing the neck well means being able to “see" different key centers under your hand.
In order to teach your hand to “see” the fingerboard, you should be looking at the neck and
not the paper. Your ability to memorize chord changes instead of reading them becomes a
valuable asset during this process.

The following progression has fifteen chord changes. Memorizing this progression as a
series of chord changes is like memorizing a thirty-seven digit phone number:

Em7-A7-Dmaj7-Dm7-G7-Cmaj7-Cm7-F7-B'maj7-
E:maj7-Em7-A7-B>maj7-Em7-A7

An easier way to memorize chord changes is by function. For instance, this progression
has three key centers: D, C, and Bb. In each key there is a 2-5-1. The 2-5-Is take up seventy-
five percent of the progression. By connecting what happens in each key you can reduce what
you have to memorize by fifty percent and have information that can transfer to any key and
to other tunes. Here's how it works.

First, write what happens in the first key:

29 1

Now you need a way to connect it to the next key which is a whole step down. Instead
of writing instructions to the next key center and then to the new chord (two steps), just give
yourself the interval to get from the last chord in one key to the first chord in the next key
(only one step). In this case the root doesn't move so use the word “becomes.”’

2 5 | becomes




The same thing happens in the next line. Instead of writing it again, add 2x's (2 times).

2 5 | becomes 2xs

The same thing happens in the next line with the addition of a “four”-chord. The inter-
val to the next root is a half step up.

2 5 | becomes 2xs

25 A4

In the next key is a 2-5. Then up a half step to a “one"-chord, a tri-tone to a short 2-5
and you're back where you started.

2 5 | becomes 2xs

2 K i
25 3T 2 %

Using this method to store the information on your brain's hard drive takes up less
room and allows you to play it in any key. Also, it closely relates to hand position information
so what you learn about this tune will apply to other similar progressions. Here are the hand
positions for this exercise:

2 5 | becomes

C4E |

2 5 | becomes

g T 3l
[D2A | B 2E
2%k F 1r 28

In order to memorize this progression, play along with CD just using roots from the
three hand positions. Then play through it using just half notes (root-fifth, root-third, etc.) In
order to see if you have it memorized, try starting in another key (like Ab) and play through it
with just roots (don't worry about position). If you end up where you started you probably
realize how valuable this memory process is—you can use it in any key!



Once you have it memorized, practice a conventional bass line and work your way up
to the whole-step/half-step process that we've been doing. Do not write down a line and do
not read the written progression on page 58. You can hear an example of a line that uses
these three hand positions at the beginning of CD track 94, but in keeping with the spirit if
the exercise, it's not written out

Secondary Dominants

Dm7 G7 Fm?7 B-7

P F I FrFrrr | rrr7
Ermaj7 F7

Prrrr—trrrr rrrr -+ Frri—
Fm7 B-7 Dm7 G7

e s e e e s e e =

The first thing to look for when analyzing a chord progression is a dominant seventh
chord. The first dominant seventh in measure 3 (D7) is not from the key of C.Therefore, we
could say the key for those two measures is G major. Since it's an isolated dominant seventh
chord (the chords before and after it are not in that key) you can keep it a part of C major
by calling it a secondary dominant. A secondary dominant is the five of a chord in a key other
than the “one”-chord. In this case it's the five of five, which is the most common secondary
dominant. To keep things simple, we'll call it a 27. Here's how to memorize the progression.

| 27
2 5 24 2 5
i 27
2 5 maj3t 2 -

Treating the D7 as a secondary dominant makes analyzing and memorizing the progres-
sion easier, but playing it requires an extra step. Although D7 indirectly belongs to the key of
C, your hand needs to "see” the notes from G major (D7 is the five of G). The basic guide-
line is that the notes for a secondary dominant come from the key that it implies. For
instance, a five of six in the Key of C (E7) would imply notes from the key of A minor. Since
D7 is the five of a dominant chord, it's considered part of the key of G major.



Here's the progression analyzed for hand positions.

[C4E] (G2D)
Cmaj7 D7
Yy rrr+r trrr i FrrFrF - rrrr—
(C4E)
Dm7 G7 Fm7 B-7

Y I FrFrF rrFrr - rFrFri

Ermaj7

S e a2

(E*2A) [C4E
Fm7 B-7 Dm7 a7
== e = e a7 i = T e

By starting with C4E you're able to use EF 2A without shifting. The (G2D) in measure 3 is
a (G4B) for 5- and &-string basses. If you're playing G2D on a 4-string bass, it's best to see
notes on the E string as part of an imaginary G4B. The A-, D-, and G-string notes still come
from G.2D. Here's the first sixteen measures of CD track 94.
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The next exercise is a good way to see if you're really in command of your hand posi-
tions. It starts in C2A, goes as high as Eb2E and returns to C2A in the last two measures. The
largest shift allowed is three frets from one position to another. The idea is to start with notes
within the first five frets, play notes above the twelfth fret and return to the first five frets by

the end of the progression.

d G2D)
Cmaj7 D7
r g [ ® o »
T e :
fingering 2 2 I | 2 i
(C4E] [EF4E]
Dm7 G7 Fm7 I’.- ? l)ﬂ*?
?37. — = | —» -
4 i 3 3 | I+ I
[EF2E] B}2D
E*maj7 F7
maj Lo [’t & oo & l’t -
ﬂ, | » - I J :
F | ; | [+ 4 4 |
EF2A [C2A
Fm7 B:7 Dm7 G7
N Y 5 ;
i J —1 - P - = —
= - 1 " —
I 4+ 4 2 2 4 4 CONEINUE

Sometimes the sequence of notes and fingerings will allow you to anticipate the next
position by one beat. In measure 2 the F played by the first finger doesn't belong in C2A but it
isa |+ of G2D. By playing the E, F and F# with the first finger, the transition to G2D is made
smoother. Similar transitions occur from measure 5-6 and from 12-13. Here are the changes

and hand positions.

Crmaj7 D7
ﬁ*-ﬁ—!—f———f:f—f—_} i A — T ——
[CaE] (Er4E]
Dm7 G7 Fm7 B7
T rr 7t r 7 rr 75773 T F—
LEF2E]
Ebmaj7 F7
VT r i FF T F—+7 7 77 17—
[€2A]
Fm7 B:7 Dm7 G7
e e e e = F—F——F 7+




Three/Four

T g i e i e e A B e S U P A A ]
Cm7
VI 4t FFFFFT AT I 77777 F
Fm7 Cm7
I I I I I
D7 D=7 Cm7
N I T I R

Playing in 3/4 presents a different strong beat/weak beat scheme than we've worked on
so far. In a measure of 3/4 the strong beat is still 1. Beat 2 is considered almost as strong as |,
while 3 is the weak beat. The note you choose for beat 2 (the semi-strong beat) is based on
the distance to the next chord tone or extension on beat | of the next measure and the
passing note choices in between. For example, in the first bar on the next page, starting on a
C and ascending, the next chord tone is Eb. You don't have a choice here, Db and D work for
beats 2 and 3. From the E» in measure 2 to the G on beat | of measure 3, you have a choice
of notes to use to get there. Treating beat 2 as a strong beat when you have a choice will put
an F on beat 2 and an F# on beat 3. You can hear that this is a better choice than an E on 2
and an F on beat 3. Since we already have the “minor thirds rule” for 4/4, this could be called
the "“major thirds rule” for 3/4. When the chord tones on beat | are a major third apart, use
a chord tone or correct extension on beat 2 and a passing note on beat 3.

The harmony in this progression is fairly static (chords lasting for more that 2 measures.)
This exercise is going to focus on a way to help create more interest over these static sound-
ing changes by using “implied harmony™. By implying dominant chords in the right places, you
can establish movernent and phrasing that makes your lines flow better. In this progression the
fourth measure of each four-bar phrase is where the implied dominant chord works.

You choose the “five"-chord of the chord that starts the next four bar phrase. For
example, The G7¢9 in measure 4, breaks up the eight consecutive measures of Cm7 into two
four-bar phrases. By implying a C7¢9 on measure 8, you create a stronger sense of arriving at
Fm7. There is only one note difference between the chord tones and extension of Cm7 and
Fm7. The C7+9 helps separate the sound of Cm7 from Fm7 and makes the beginning of the
next four-bar phrase stronger. Here's the progression with the implied chords in parentheses:

Cm? (GT+9) Cm7 (CT*9)

Fm7 (GT*9) Cm7 (A7+9)
e S e RS S S T eSS S S Scoo=EEE——

D7 D7 Cm7 (G7+9)




Since the chords last so long, don't worry about labeling the hand positions before you
start this exercise. Use half steps and whole steps for your line, but switch to arpeggios for
the implied “five”-chords. Also, make sure that your arpeggios include the third of the chord.
Here's a sample line for the first twenty-four measures of track 96.

@ Cm7 (GT+9) Cm7
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If you analyze this progression for hand positions, you'll find that the chords (D7 and
D=7) are not in the key of C minor. Since we just finished with secondary dominants, the D7
should look familiar: It's the “five” of five. For these two measures, use a G major hand
position.

The Db7 is not a secondary dominant because it is not a “five” of any chord from the
key of C minor. It's called a “tritone sub” (substitute). A tritone is another name for a dimin-
ished fifth. Three (tri) whole steps from G is Db. The Db7 is used as a substitute for G7.
Here's how the the tritone sub works: The most important chord tones of any chord, besides
the root, are the third and seventh. The third and seventh of G7 are B and F When G7
resolves to Cm7. The chord tones B and F resolve to C and Eb. The Db7 chord also has B
and F as chord tones, as the seventh and third. These same two chord tones resolve the
same way to Cm7. The only difference is the root.

The tritone sub creates an interesting hand position situation. Since D7 is the "five'-
chord of G, your hand position should be based on Gk major: But, since it's also a tritone sub
for G, you should use G natural as a passing tone between F and Ab. You can also use G nat-
ural as a sharp eleven extension. You can always recognize tritone subs because they usually
resolve down one half step.




This next exercise focuses more on shifting. Remember, the first thing you should do
when you see a new progression is analyze it for key center/hand positions. The example
below uses minor and major key centers.

s Gm7 o7
ﬁb"‘f_f_—f—f—f—?_ —Fr——F +——F 75—
Fmaj7 Fm7 B:7
= = T+ 7 —+FF 17+ FFr T
Ermaj7 Erm7 AT D+ maj7 Dm7:5 GF'9
L EEEE S = i

Except for the last few exercises, we've tried to keep most of the shifting to a minimum
in order to focus on what's under your hands. In the next exercise, we're going to work on
moving around more. By starting in Cm A, Cm4E, and Cm|E you can play through this pro-
gression by only moving your hand positions a half step.
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Cm7 Gm7
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Frmaj7 Fm7 B7
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Practice playing through the progression with each of these starting positions (CmlA,
Cm4E, and Cm/E) This will prepare you for the next exercise: playing smoothly from CmlA
to Cm/E and back every twenty-four measures. Here are the hand positions to use.

[EmiE
Ermaj7 Em7 A7 Db maj7 Dm7's  G7'9
YFrFrFF—Frrr 7 I rrFrtrrrv
[F2A]
Cm7 Gm7 o
Y o=y
Fmaj7 Fm?7 B7
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Here's the first 24 measures of track 98.
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The fingerings are provided to show the transitions between positions:

Measure 2, beat 4: third finger anticipates the move to F4A
Measure 6, beat 4: first finger makes the transition to EF4E
Measure |4, beat 4: first finger anticipates the move to FZA
Measure |8: You could actually play from Ab on beat 2 to the F in measure |9 all with

the fourth finger: It's not politically correct fingering but it gets the job done.
Measure 21, beat 4: fourth finger makes the transition to Db 2A

-




Other Chords

Tzt B RS E So  L  c m

All the chords we've worked on so far have been part of major or minor key centers.
Most of the other types of chord symbols you'll see fall into the familiar major seventh, minor
seventh and dominant seventh categories. Here's a list of most of the other kinds of chord
symbols you'll see and how to treat them. They're all listed with a G root.

Major

Gmaj? same as maj/, emphasize ninth

Gmajl3  same as maj7, emphasize thirteenth

Gmaj7(#11) treat as a "four” chord in a major key (sharp eleven occurs naturally)
Gmaj7#5  same as maj7, emphasize sharp five, use natural five on weak beat

Ge/9 same as maj/, emphasize ninth and sixth, use major seven on weak beat
Gé same as maj/, except emphasize 6th and use major seven on weak beat
Minor

Gm9 same as m/, emphasize ninth

Gml | same as m/, emphasize eleventh

Gml3 same as m/, emphasize thirteenth

Gmé&/9 same as m/, emphasize sixth and ninth

Gm7%5 same as m7/, emphasize sharp five, use natural five on weak beat, also thought
of as inversion: Ebmaj7/G

Dominant

G+7 treat as “five” of C minor (the aug five is Eb—the minor third of C)

&9 same as dom/, emphasize ninth, sometimes a “one” chord (funk or blues)
GI3 same as dom/, emphasize thirteenth, sometimes a "‘one” chord (funk or blues)

G7(*11)  same as dom7, emphasize sharp eleven and use regular fifth on weak beat,
often seen as a tritone sub, see page 64

G9(#11)  same as dom7, emphasize sharp eleven and use regular fifth on weak beat

GI3(%11) same as dom7, emphasize sharp eleven and use regular fifth on weak beat

GI3(*9) same as thirteenth, emphasize flat nine

G7(k13) same as G+7

G7alt means flat and sharp fives and nines, treat as “five” of C minor (see page 51)

G7(#9) implies altered

G7(¥9%5) implies altered

Other

L 4 iIs usually used as a passing chord (following chord is usually half step above or
below) best treated as the 3, 5, b7, and b9 of a dom7(+9) in this case E+7(b9)

Gsus2 implies three notes G, A, and D, not usually seen in “linear” type bass parts

Gsus4 implies three notes G, C, and D, also not usually seen in “linear” type bass parts

G7sus is created by either a full Dm7 chord with a G in the bass, or; since the relative

major of D minor is F major: an Fmaj7 chord with a G in the bass. It's used as
a "one” or “five” chord. Play the root at the beginning of the measure and use
the rest of the measure to play the other chord'’s sound.

Gl same as G/sus

Gsus(b9)  same as G7sus, emphasize flat nine
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Almost all the lines we've worked on so far have been confined to half steps and whole
steps. As you develop the ability to play these smocth lines, you become more aware of all
the possibilities under your hands. While smooth sounding lines are the most challenging,
they're only part of the vocabulary you need to use in musical situations. The ability to con-
trast smooth lines with intervals and arpeggios should be your eventual goal. Creating con-
trast using other elements should be part of your vocabulary as well.

Rhythm, contour; register and harmony are the main elements that should be part of
your vocabulary. Here's how they can be contrasted:

Rhythm: repetition (quarter notes) vs. rhythms (breaking it up)

Different parts of a tune might require a consistent, steady pulse or an off balance, more
rhythmically broken up approach. Although the focus of this book is on the fingerboard,
your number one goal should be to make the music feel good. The more subconscious
your sense of harmony becomes (playing without thinking about it), the easier it is to con-
centrate on the overall feel of the music.

Contour: angular vs. smooth

The shape of a line can be seen best when it's written out. Smooth lines look that way on
paper but occasionally they need to be broken up by more jagged sounding intervals and

arpeggios.

Register: low vs. high

Staying low and “out of the way" is important, but it can be contrasted with lines that
continue ascending or descending and give the music direction and momentum.

Harmony: roots and fifths vs. more chord tones and extensions

Using the basic roots and fifths is important for some situations but eventually can
become predictable. Chord tones and extensions create tension and contrast

Any or all of these elements may be necessary to use within a performance. Eventually
you'll develop an instinct for providing the right amount of contrast at the right time.

Here's a bass line from a jazz CD | recorded on. Measures |-24 and 25-48 on the next
two pages are the last two times through the progression at the end of a solo. I've taken the
solo out and replaced the piano with simple chords so you can hear what's going on. Except
for the Br7, it's all major seven sharp eleven or major seventh chords so there's not really a
key center tying all the chords together. Each chord requires your hand to look at the key
center it implies, major seven sharp eleven is a 4 chord and major seventh is a “one" chord.
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Rhythm: Since | kept to pretty much all quarter notes for the first three choruses, |
broke up the rhythm in the last chorus (starting measure 26) with the theme of descending
from the A down to the F# starting in measure 27. This descending idea is used in different
ways to break up the rhythm until measure 35 where it goes back to quarter notes. The
rhythms in measures 26-34 help create tension and interest so a return to the quarter note
pulse in measure 35 provides a release and also a sense of a plateau that's been reached in the

MmuUsIcC.

Contour: The variations in contours are fairly easy to see in these two choruses. The
angular intervals in measure 2-4 and 6-7 are contrasted with the smooth lines in measures 9-
|5. Measures 17-24 are angular (hey it's hard to play smooth lines with those changes) and
are contrasted with smooth lines in measures 29-39 and then more angular lines in measure
37 to the end.
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Register: The contrast in register for these two choruses is not as big a feature of the
bass line as the other elements. While going as low as the Db in measure 39, | only played as
high as the B in measure 48. Within that less that two octave range you can still get a sense of
motion (up and down) and direction.
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Harmony: Since | played more basic roots and chord tones in the first two choruses |
put more chord tones and extensions in the last two. Less than half of the last forty-eight
measures have a root on beat one. Implied chords are also used in this bass line. (mentioned
on pages 63 and 64). A 3-6-2-6 progression is implied to give a sense of motion to measures
7 and 8. The “five" of D major is implied on the last two beats of measure 42 and the “five”
of C major is implied on the last 2 beats of measure 44,




Another thing that makes this kind of bass line work is the sense of a theme or idea
being repeated. Here's where they happen:

3-6:  The shape established in measure 3 is repeated in measure 4 and in measure 5
and then connected to an ascending line in measure 6.

[ 2-16: The idea of three chromatic ascending notes starting in measure |12 is repeated
exactly in measure |3 (even though the chord changes), then from different
notes in measure |4, and becomes a four note ascending chromatic idea on
beat 4 of measure |14 and is repeated starting on beat 2 of measure |6 to reach
the E at the beginning of measure 7.

I7-21: The shape in measure |7 is imitated in each measure until it changes in measure
21.

27-35: Descending idea already mentioned.
45-47: Holding the note on beat 4 and not changing until beat 2 is repeated.

One thing to remember is you eventually want all these elements to work for you as
subconsciously as a language. In a performance situation if you find yourself thinking con-
sciously about harmony or rhythm or anything else too much, then the music is probably
already suffering because of it. Hopefully, by using the ideas presented in this book, you'll be
able to organize harmony on the neck in a way that will allow you to make music less with
your head and more instinctively like a language should be.

Good luck!



