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PROLOGUE I

Since I wrote the first edition of this book 12 years ago-the repertoire, playing styles
and awareness of the bassoon’s possibilities has greatly expanded. Technologies such
as YouTube, SKYPE, MP3, Facebook have spread the wealth of knowledge that is
available. I personally have benefited from this as a continual student in the virtual
university that is out there. How wonderful is it to know that there are many other
bassoon players out there taking the plunge into areas such as improvisation, use of
electronics, playing with ensembles that may not be considered normal ensembles for
bassoon. Academics such as David Wells at Sacramento State have written in depth
about the history of jazz bassoon. Throughout my years as a performer and clinician-I
am continually impressed with the increasing higher playing level of bassoonists
taking steps to improvise and play jazz-oriented music. The overall level of bassoon
playing has never been higher. I am extremely thankful to find a niche as an
improvising bassoonist with various groups, artists and ensembles these days-
including my time playing electric bassoon with Cirque Du Soleil’s ZED in Tokyo.
There currently are many bassoonists who improvise well and they are finding
musical environments in which to perform.

This second edition of my book generally covers the materials of the first book while
adding new duets, solo transcriptions from my albums, new exercises and new
insights. If you are completely new to jazz improvisation-don’t let this book become
the only “jazz” source for you. I do completely recommend all the various play-along
jazz methods such as Jamey Aebersold’s methods-it is important to start using your
ears in conjunction with your bassoon technique. Ear training is just as crucial as
exercises. One could have the most fabulous technique but if your ears can’t help you
know what scale to play over a C maj 7 chord-then improvisation remains a mystery.
One needs to know instantly what notes are available to play when hearing a chord-
this is real ear training. What's most important for beginning improvisers is a
supportive context with other musicians. Do not worry about ‘being perfect’-be
drawn to what might excite you. Music is a process- if improvisation has not been an
area of study for you it can feel very challenging. In my exercises I like to feature all 12
keys. This is no different than many standard bassoon method books. As it is very
important for a jazz musician to know all keys well in order to improvise, being fluent
in all keys is very important. However-I do recommend for anyone starting to
improvise on the bassoon to stick to the easier keys in the beginning. Eventually- is
very important is to try to study all keys equally. It is important to be thorough with
all keys-and why it is important to stretch your familiarity with what is possible in
each key. The side benefit of working on your technique and your ears is better
musicianship, better familiarity with your instrument and increased confidence
owning your musical performance.



Also remember-what makes bassoon ever so special is not how fast it can play notes-it
is the TONE it makes. There are some amazing incredible technical wizards on the
bassoon these days-but most of these wizards have a great sound. Do not neglect the
time-proven magic of long tones, dynamics, slow intervals, working with a tuner. It
might seem obvious but it can never be mentioned too much.
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FIVE-NOTE SCALE EXERCISE

This exercise involves both seconds and thirds because what can be most difficult for
bassoonists are notes close together within a fifth. I have picked two main scale “cells”:
the major scale starting on I and V (the passage CDEFG can be played on the I in the
key of C and on the V in the key of F), and the harmonic minor scale starting on the V
of the scale. The reason this harmonic minor scale cell starts on the V instead of the I is
that there is more of an ergonomic challenge to the bassoonist to play basically a major
scale with a flatted second than to play a minor scale; especially when focusing on just
five notes. This exercise isolates one specific area very thoroughly much like a difficult
muscle isolation exercise in the gym. Each one of these scale cells outlines a certain
“task’

that must be done a number of times correctly before they are completed. Completing

these tasks help strengthen finger independence and are a big part of extending one’s
technique.

I recommend doing this exercise in a slow, controlled manner for starters. I would
suggest also that you set for yourself a number of times that you want to repeat each
section correctly before going on to the next one. For example-if I were practicing this I
would try to do each repeated section 8 times correctly before going on to the next.
This can be taken as far as the bassoonist wants to take it-for example, o make the
exercise even more focusing I would do each section correctly 8 times then go on to the
next section; if I screw up the section that would mean I'd have to go back to the
PREVIOUS section and do that 8 times correctly AGAIN and go on to do the next
section 8 times right. I OF COURSE recommend that if you have a problem with any
section you stop to try to work out the kinks; the previously mentioned method I'd
only suggest to those who can never practice too much and need more things to
practice! It's really up to each player-but I recommend repeating each section a few
times to get the feel of each “cell.”

The reader will notice that there are no articulations present in any exercise.

It is intended that each performer of these exercises will add their own as they
chose to for varying degrees of difficulty. I have written a few articulations that
could be used for any of these exercises.

“fazz” Articuiation




| S—

i
TR ——

= G

LU g

el

o 11

T

olafle 2 2 2

1

5-NOTE PARTIAL SCALES

&

Lob

'I?D.I7£ 2 o

be

16

o)

:Q:q;, e ———

L 18
o

@l

2

-

o _2#

4edet




b

|

22

25

2
e
I

28

H L

1l
.._..r_‘
L] ! =

'—m 'b“"b

Lo
2
ca

- 3

¢

to f#‘

il

Lg&t.z,

'__..
|

L

L1
ol
L 18|




43

®
-~

/7|

@ |

=
\

49

a0

oy
el

[ |haY 0

reds O

Z e
o

#_p_ﬂ, o g#'ﬁ ]

b

Fﬁbffﬁ!'

2

=
|

m ?—#——.

Y
L
T

—
[

: |

.
5




»

i

. te

.

|7¢ -'-I?,I?*g L e °

,Il-l;tp—?'_pl-o

TS

o

2._’____’_-

rhabe att
rbﬁ—i

G

"
i

-ﬂ'lr;. £ o ﬁ e

By
Ty
s 5

r
Bt 1

:

R

o o

e .

pg.p.#f

22 |

i

. P DA

.S Iim

I§§—F #l

66
69
72

A

63

Z 0

»
t"T”"T"n_

-

‘0__
* ~

- '|-,‘ !3-9- rbﬁ F

L,

PP
=
LI

L BERE
L 3N







THIRDS

Consecutive thirds have been part of the jazz lexicon
since the Swing era. As playing 4 ascending or
descending thirds outlines a seventh chord-it is an
easier way of outlining tonality than playing a complete
scale. These are exercises that really help promote
flexibility; although initially difficult for starters they
become easy as major scales eventually.



The first two exercises here are the 12 major scales in consecutive 3rds-the first one
is written out in ascending motion as the exercise climbs the scale and descending
motion once the exercise comes down the scale. The second one alternates in both
directions climbing the scale and coming down. Writing out things in all keys is
good for musicians who are starting out with jazz theory-later on it is quite useful
however to be able to read an pattern in one key and be able to transpose it into all
keys.

I have added chord symbols to represent what chord each four-note group outlines.
Each note of a major scale becomes a MODE when starting the scale on that
particular note. Each four note stack of consecutive thirds is a chord that
corresponds to one of the modes. Here is a list of modes for a C major scale and
their respective chords based on the notes of the C major scale:

C=lonian (C,E,G,B)=C maj7

D=Dorian (D,FA,C)=D min7

E=Phrygian (E,G,B,D)= E min 7

F=Lydian (FA,CE) =Fmaj7

G=Mixolydian (G,B,D,F)= G7

A=Aeolian (A,CE,G) =Amin7

B=Locrian (B,D,F,A) a very interesting chord=B min7b5

1 will talk more about these modes later-but for now-here is the exercises:
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Now-watch and listen as making one note in the major scale flat by a half-step change
everything. Welcome to the world of the Melodic Minor Scale!
In jazz there are only four scales used (well, all the modes of these four scales are
included):

#1: Major Scale

#2: Melodic Minor

#3: Diminished Scale

#4: Whole tone scale.

When you play a major scale with a minor third-you are playing a Melodic Minor
Scale. It is one of the most powerful scales in jazz. Later [ will talk about how this scale
can be used when played not in consecutive thirds. Here are the chords that
consecutive thirds make when they are based on the C Melodic Minor scale:

C (C.Eb,G,B)=C min(maj 7)
D (D,EA,C)= D7(b9)sus

Eb (Eb,G,B,D)=Ebmaj#5

F (EA,CEb) = F7#11

G (G,B,D,F) = Cmin(maj7)/G
A (A,CEb,G) =Amin7b5

B (B,D,EA)=B7alt

This may look pretty complicated-and in some ways it is. Just one little Eb in a major
scale does all this! But what is impressive is the amazing sound of the Melodic Minor
scale and the different impressions the tonality makes depending on where one starts
in the scale. As this is still an exercise based on consecutive thirds-focus on learning to
play the exercises while noticing the wonderful harmonic quality of the chords. This
is also an exercise that is written in only one key-see if you can use your ears and
technique to put this exercise in all 12 keys.

Later on we will come back to the Melodic Minor Scale and all its wonderment.
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MELODIC MINOR SCALE
CONSECUTIVE THIRDS IN C
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MELODIC MINGR SCALE
CONSECUTIVE THIRDS IN C-ALTERNATING DIRECTION
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TRIAD STUDIES FEATURING
COMMON TONE TRIADS

This chapter features some exercises that I've always been asked about by
other musician friends . They are really not necessarily ‘jazz-oriented’; they
just are (to me) neat sounding exercises that will help expand one’s
instrumental technique .There is something very definitive about major
triads-they sound ‘big’ and substantial. Any one note that you play can
become either the root, the third or the fifth of a major triad. It becomes real
interesting when a minor 2nd is added to the one note that can be a root, third
or fifth. The exercise becomes more darker sounding than plain major triads.
And there happen to be chords of the jazz lexicon that these unusual
sounding exercises do outline. Basically, the on the first scale per note will
outline a diminished scale-the exercises on the second exercise per note will
outline a melodic minor scale and the exercise on the third exercise per note
will outline a major scale. I'm sure this sounds confusing so I've put in what
each exercise will outline on the first page of the COMMON TONE TRIADS
exercise. The concept behind COMMON TONE TRIADS is different because
there are three exercises based on one NOTE, not one KEY. What is beneficial
for the musician here is that this turns each note in a scale into PIVOT
POINTS; points where one note has many different possible harmonic
resolutions. It is important for jazz musicians to recognize common tones
between chords for the same reasons parallel motion doesn’t sound as good
as contrary motion. Playing notes that are common to one chord, then
another; this helps the jazz musician explore a more sophisticated style of
harmonic tension. One note can be a bridge between one set of notes and a
whole other set of notes-as opposed to playing an entirely different set every
time the chord changes. Before I get carried away with the Jazz Theory angle
here-these are really good exercises just for the workout alone! They will
definitely help you with your improvising technique.
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COMMON TONE TRIADS
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. COMMON TONE TRIADS SHORT FORM
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MAJOR TRIAD TANDEMS OVER DIMINISHED SCALES
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DIMINISHED CHORD STUDIES

This next chapter focuses on exercises outlining diminished chords
and scales. Diminished scales consist of alternating half and whole
steps (or alternating whole and half steps)-and diminished chords consist
of three minor thirds on top of each other. Both the diminished
scale and chord are symmetrical. That means if you've learned one
diminished scale-you actually have learned four diminished scales.
Jazz players have taken advantage of this fact for years by memorizing
diminished scales and ‘licks’ that can be played over four chords instead
of just one. These exercises will help one get started on getting a handle
on ‘being diminished”!
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DIMINISHED QUADRANTS

Chord Quality: 7b9, 749 in key of C, Eb, F#, A
Chord Quality: Dim7 in key of C#, E, G, Bb
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Chord Quality: 7b9, 7#9 in key of C#, E, G, Bb
Chord Quality: Dim7 in D, F, Ab, B
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Chord Quality: 7b9, 749 in D, F, Ab, B

Chord Quality: Dim7 in Eb, F#,A, C
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DIMINISHED CHROMATICISM EXERCISE #1
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DIMINISHED CHROMATICISM EXERCISE #2
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DIMINISHED CHROMATICISM EXERCISE #3
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Note: Diminished patterns can be used over diminished chords; they can also be superimposed over certain
dominant chords WHEN the player thinks it'll sound good. It's dangerous to rely on these patterns for too many
measures at a time; the improvisation can become trite-sounding. It is a good idea to disguise them-and it also
good to be creative in coming up with new ways to approach diminished scales. Here are some approaches to this.
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Same again! Notice how there are major triads within the diminished scale-use this to your advantage.
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MINOR PENTATONICS
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DOMINANT PENTATONICS
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Bb

o

84

He

1 Bt

Ll d

"

! Sl 4
ol i [ ol
es . N i
ol ol
(Y N Y
ol A iy .«
4/ U» . ol
el " ul
I # ] . Ihes ol
¢ I\ N
@l il i
X ' 1 Yy
Y , T[T U N
ol hﬁﬁ hd o
! "Il A mi) ¥
@l [ ] At
L o
- n q
o5 he
oLl W[ _ : ._._..
¢ o/l jhE
o] ¢ ||
A & ; s 5
ol I i
¢! o
w 5 TN
'_ - ‘
L 180
A Y i e o
iy .
il LY N »
X o
u Mil | H N
A 'Sl M
L] . 1 L] i
6l | 1) b
el L ek B @
B
y N q it | o
. L A ol ol
. N ) I BN =6

=

]
il - IV

e




L1

ol

o

o |

LIk
L1

L

33

e X
—He 1 ¥

4

2he .

Ay

5

&
1

ol

%!

L1

&3

I

L1

ey
M ;

e

=
P 20N

Lok PR

M

+5
Y

C#

hall CHEWY S

Ll

49

P~ 2
] 13 =ﬁLJ.'r[ﬂ

F4 Y]

q

L3N

4

LY

X

53

=

.

-

ol

=5

'Y

- Il
Jo ¥ w7

M|

6




1]

CYREEE

CERN

{10

L]

12

[ 172
av)
Lk
|

et -
PR o I Y

| (LE L
WA

=

86

o

IF
il s

&1
hall 1

64

68

&3

P
>

%"
—Je |

Eb

80

!
—y (T h 1
2 p BT

& h"

L
] R P Y

(2

84
42

B

I




-
M T - S
- 1

q 8l s 'y N
1hmnnw
L - | THN _xx
J ol U] 3 ol 4]
ol . | 8 "N A28 N
8l 4l il ¢+l
o] » hei
. Oﬂls OLV N | 108
\n‘r_ i L = 1
4/ 8! m . NS i
A (1 al
H1N I o ' o] L%
e L 'Bal | |
[ 108 Al hd Y 4l
% 5@_ ol
1 Y
W | % D_ |Mw §f | I-“_l o i
f Lur i o X
ey " 8| L]
4| ‘li. 1..li—- | %%
i | ;u@ 9
) & 1L LY b
o oy -
| He | L Nl L 108
LY ] o | o H 8
. .m - (e} &
o & o Y
i o] . | 4
12 L 8| _- <l i
—
ol 8 % Y
L o 1N A ol
'— i. ‘ ' o
I J il 2 )
' 4 ™
[ -+ o -
- 8]
E v -8y B gt T
ELiL it mhw mhv
< BN g = &4 z f = BN s
= = ~ 11 — ~ —

Fa

I
g 1 ¥ by

F

Lo 17
14




F#

128

o

F- Al
b

i
bl £
Z

dl

ol

Y

bl OO JF YA

L JRENEI

h." £ -

LY

LY
ol
ol

o G

L1 A
|
"

140

il

b

hal
&

T be

144

o
i CHNP
y.i

bat =i

QH
=N

L1

T
e

148

0
bl NP

el 1y
e th\Dv
| ey |
' 1
SNl
ol
T
q ™
| e
ol 2
. |
o
L}
o T
ol
(10 LW
il
& (T
G
ol L
(1l
) 8
N .
—~
[
! —%
)
Nt 'y
LT
&/
s
LY [
il il
o
&Ll
Ul
|anV Imhw
o G 2 B

88



D&

-

o .._Um [h.nul
] 3
.“W:I LU«HH I '_ _
¢! i \
Y ._._pl
Y8 REx H
L 18 o _ In
I ol ke | 158 |
q
L 10
Rl " N
. s ]
o N it
o Al
Ul
. . A IR
% [ il o
-’ Tt
B A :-“
JJ “ e \i In.-r?
_ a H y
1 [ i .
L B o
) .
|
-+ | n
mWWm aE k] [
T A N
' N '
h 9 T 12 Y
¢ Y Y ]
i 1] v
L1 . i
— l. - =
ild Al o/l TR . 8l
R 4 W | |
= ™ 4 4l ol
_TE l|.
< L. L) E b= L 1\
L &
- B = g
iy 3l {a1] o A
-va [ Imhv \U|u l 4 Jv
F e BEL.N |ﬂv\U pELLS L
3 N z N 5 Sy & BN s BN 3 %

er

189




MELODIC MINOR SCALE STUDIES

Photo of Electreo by Omid Zoufonoun
omidzoufonoun.com
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Melodic Minor Scales are some of the most important devices in jazz harmony.
The Melodic Minor Scale is a major scale with a minor third. In jazz the
scale is played the same way both ascending and descending-whereas
in classical music musicians often play an Aeolian scale
in the descending direction. Lots of harmonic tension is
created by the Melodic Minor Scale-this is what attracts
jazz musicians to fully explore it.



A NOTE ABOUT DIMINISHED AND MELODIC MINOR SCALES

There is only so much information about jazz theory that I can include in this book-as
this is mainly a manual for technique that will help you improvise. With that technical
knowledge comes some ability-but there is much to learn by listening and training your
ear as all improvisors have. And there is much jazz theory that is necessary to learn as
well. I strongly recommend Mark Levine’s book THE JAZZ THEORY BOOK published
by the Sher Music Company.

However-I would like to talk about two of the most interesting “jazz scales” in
improvised music: the DIMINISHED SCALE and the MELODIC MINOR SCALE.

THE DIMINISHED SCALE is an eight-note artificial scale that is symmetrical. That is-its
interval pattern is regular-it alternates whole steps and half steps or it alternates half
steps and wholes steps. If you learn three diminished scales-you have played all of
them. Because a diminished scale starting on C is exactly the same as one starting on Eb;
you just are starting at a different place. It is somewhat like knowing a C major scale
and starting on D, E, F, G, A, or B. But it is much easier technically-although as an
improvisor it is harder initially because it forces you to think in more than one tonality
or “key” at a time.

The most popular diminished scale in jazz would probably be the half/whole step
variety.

(Figur)c; #1): This example shows the chord changes this scale would go with.

A slightly more old-fashioned version of the diminished scale is the whole/half step
variety.
(Figure #2): This example shows the chord changes this scale would go with.

As you can see-both versions of the diminished scale lie right next to each other. If you
play one scale-the other version starts on the second note of whatever scale you chose.

THE MELODIC MINOR SCALE: In classical music-this is the scale that is played
ascending one way and descending a different way. In jazz, it does not change in the
descending direction. THE MELODIC MINOR SCALE is basically a major scale with a
minor third. What makes it so exotic for jazz players is what MODE of the MELODIC
MINOR SCALE is chosen. Unlike the diminished scale-it is not symmetrical.

(Figure #3) shows the MELODIC MINOR SCALE and chord symbols that will go with
each MODE of the scale.

You'll notice that when you play the 7th mode of the MELODIC MINOR SCALE that it
starts out exactly like a DIMINISHED scale for the first 5 notes. Then the remaining
notes are all a whole tone apart. This scale is also know to jazz musicians as the
DIMINISHED WHOLE TONE scale and the ALTERED DOMINANT scale. This
ALTERED DOMINANT scale is used often when playing the V7 chord in a minor II-V7-1
progression.Since both the ALTERED DOMINANT scale and the DIMINISHED scale
sound similar, there has been a lot of confusion over the years as musicians have
written one chord symbol (usually 7(b9)) and have really meant to write something else

(usually 7 alt). I have found that usually in a true minor II-V7-I, most often what is
correct to play over the V7 is the ALTERED DOMINANT scale. The DIMINISHED
SCALE (half/whole) usually is used when 7(b9) is substituted for the V7 chord in a
major II-V7-1. It is also used in more modal situations not pertaining to a strict II-V7-L.
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DIMINISHED AND MELODIC MINOR SCALE TALK

#1. THE DIMINISHED SCALE (HALF/WHOLE)

C769) Eribg) co Eb7Ho
F4169) A7G9) Erto ATho
\[ 1 1 H @ b\‘ < |

- -
i I
\

L. ™
H [ atd
AN |
L1
T

7
“
f 3 T

i

| f
(If you see any of these symbols, this is the scale you can use)

#2: THE DIMINISHED SCALE (WHOLE/HALE)

o7 Eb°7
4 F7 A®7
| . n - P o
) I i > 5‘ H? = ) I ]
- e i 1 | 1 H
. 1 | | A | I || H I 1
i I 1 | ! 1. M [ i

1

(If you see any of these symbols, this is the scale that you can use)

#3: THE MELODIC MINOR SCALE

CminA Frdi)
; C-A Dsush9 EbALS F7ad
5'\’ : 1 - I
= . Z: : |
| T ;
Ist MoDE 2ND MODE 3RD MODE 4TH MODE
A7 Balt
8 Am705) "
. »
D = ; { -
Z] I 1 } I
5TH MoBE 6TH MODE 7TH MODE

(If you see these chord symbols-start the scale at the note listed under the chord symbol.

Look below the note to see the mode)



MELODIC MINOR SCALES

Bb Melodic Minor
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EXAMPLES OF WHEN TO USE DIMINISHED SCALE (HALF/WHOLE)

#1: Substitution of V7b9 for V7 in II-V7-I progression:

G7
9 Dmin7 > 2 e CMaj7
. = — - e
- = ﬂ \'JZF LV'IF (9]
1]

|
1 |
T 1

T

#2: Can be used in music with more measures per chord change:

often used in funk music instead of dominant 7th chord

E749
5
2 IF E7#9 G7 AT
—
3 LUEY 1
g TGP * 7 Z Z v Zz £z Z Z Z Z . Z V.4 7 Vi 4 s
2 r & Z 2 rd . £ i £ £ iz 4 £ £ 7 £ w4 ';

THE "HENDRIX" CHORD

EXAMPLES OF WHEN TO USE DIMINISHED SCALE (WHOLE/HALF)

#1: Used often in swing and bebop music-such as tunes like: "Makin' Whoopie"

n CMaj ck7 Dmin7  EP°7 C/E C7 FMaj  Bb7
| 1 o~ |
- — . — = = i m
Z 1L | | J ) 1 1 1 1 1 —
| | | 1 J— 1 k L  — 1
=] 4

EXAMPLES OF WHEN TO USE ALTERED DOMINANT SCALE
(7TH MODE OF MELODIC MINOR SCALE)

#1: in a minor II-V7-I progression

22 Dm?(bS) Galt i L,_._ Cmin
rax - f = . (9]
J: p,p EE— —
sl ) i i ! 1] 1
(built on Ab Melodic Minor Scale)
#2: Over a m7(b5) chord
1 Galt Cmi
g - min
# Dm7(3) s te B £ e, . _
- T | | [ 8]
s ‘ ! ]
1

Ll 7 J

[
(built on 6th degree of F Melodic Minor Scale) (built on 7th degree of Ab Melodic Minor Scale)

96




MELODIC MINOR SCALE
CONSECUTIVE THIRDS IN C
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MELODIC MINOR SCALE
CONSECUTIVE THIRDS IN C-ALTERNATING DIRECTION
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THE II-V7-1 PROGRESSION

The I1-V7-1 progression is a key element of 20th century American music ranging from
Tin Pan Alley composers to Blues music performers-from gospel music to jazz to pop. It
is the most fundamental device in mid-20th century popular song standards-which have
become most of the material for what we know to be modern jazz. In order to play
songs like Gershwin’s SUMMERTIME or Cole Porter’s I'VE GOT YOU UNDER MY
SKIN one MUST know their 11-V7-] progressions-there’s simply no other way to
successfully negotiate those changes. This isn't always so difficult as it sounds, but it is
worth the investment in time to get to know this progression.

This book deals with the two most popular I-V7-I progressions: the Mzjor II-V7-1 and
the Minor II-V7-1. The former is the easiest by far of the two. When playing in C- the “I
chord”is C major, obvicusly. The “II chord” is D minor and the “V7 chord” is G major
dominant. All these different chords exist within ONE major scale-you've got it-the C
major scale! In other words-when you see a Major II-V7-I progression you ONLY have
to think of the scale that goes withthe resolution chord; in this case C major. The D
minor chord and the G dominant chord all are composed from the C major scale-so
there’s only one scale to worry about. Of course-knowing which lines sound good over
what part of the progression is another art-this is why I have included three different
“licks” written in all 12 possible 1I-V7-1 progressions.

The Minor [I-V7-I progression really is musical shorthand for a progression written like
this: ii7(b5)-V7alt-i min. (And that itself is also shorthand!} Basically-the ii7(b5) means
that it is a minor chord with a dominant 7th and a flatted 5th, the V7alt is a major
dominant chord BUT with a flatted ninth, a raised ninth (it sounds like a minor third) a
flatted fifth and a dominant seventh; and the i min is a minor chord with a MAJOR
seventh. This sounds REALLY difficult without seeing it in action on music paper; this is
why you'll find it right before the Minor 1I-V7-I exercise. There [ will talk about what
scales you should use. This progression traditionally produces just about the most
harmonic tension in jazz as the two chords proceding the I chord are thick and dark
sounding. The V7alt chord is altered in just about every way a chord could be altered!
The sound of this progression is what defines “jazz” to lots of people. This chapter is
just the tip of the veritable iceberg in terms of learning all about the II-V7-I progression-
I recommend getting Jamey Aebersold’s “The II-V7-1 Progression” play-along CD and
book to further your studies on this subject.
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THIRD QUADRANTS AND THE II-V7-1 PROGRESSION
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THIRD QUADRANTS TO BEBOP
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A NOTE ABOUT MINOR II-V7-1 PROGRESSIONS

The scales that make up the Minor II-V7-I progression are three consecutive Melodic Minor Scales
Below you see a Minor II-V7-1 progression in C minor. For the Dmin7{b5)-the scale is F Melodic
Minor. For the G7alt the Scale is Ab Melodic Minor, and for C Min(Maj. 7) the scale is C Melodic
Minor. To play scales corresctly while starting on the root of the Dmin7(b5) one would play starting
on the 6th mode of the F Melodic Minor. For the G7alt, one would play starting on the 7th mode of

the Ab Melodic Minor, and for the C Min(Maj7) one would start on the 1st mode of the C Melodic
Minor Scale.

Dm7bs) G7al obee & B Cm(maj7)
& £ ba Pe PR - E >
ﬁﬁ - e e e e l.—-—ﬂ*“'“‘*‘ =

F Melodic Minor starting on 6th mode AP Melodic Minor on 7thmode  C Melodic Minor on 1st mode

%

WHY THIS ISN'T A MINOR II-V7-1

Although these progressions end in a Minor I chord-they are not Minor I-V7-1 progressions. Since
the first two chords are the same as the first two chords in a Major II-V7-1, these are called II-V7
progressions. They act the same as II-V7-1 progressions but they just don't resolve to a Major L.
Instead of really resolving, one II-V7 progression just moves into another one a step down. What
would be a [ if it where a major chord is really a II of another II-V7.

This also is know as a cycle of fifths.

4 Dmin7 G7 Crmin? F7 Bbmin7 Ebmin7 AbMaj
(% ——— r . ! i > \ b S bo |
e e — |
i \ i I
(II-V7 in C) (11-V7 in Bb) (II-V7-1 in Ab)

Sometimes the II-V7-I progression starts out as the Minor variety only to resolve into the major
variety, or to another place entirely That is why it is good to learn II-V7 progressions in both keys
as an entity unto itself. Often a progression doesn't resolve the way you think it will.

. Dm7(3) G7 alt ;

e o be b .
e = pbpbe 22 F et

\ T k . ! | V ek \ i ;3

o  CMaj7

- 2
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MINOR II-V7-1 PROGRESSION
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AUTUMN LEAVES

MELODY with CHORD CHANGES

Joseph Kosma
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Autumn Leaves is a tune built on Major II-V7-1 sequences and Minor ii-¥7-i sequences. In & Major l-V7-I-
the scale of the | chord can be played over the ll, the V7 and the | chord. It wilt fit-the roots may be different
but the notes of the scales are the same. Notice the 4th chord of the tune (Cmaj7#11):the notes of the scale
are the same as the previous 3 chords-G major. But-when the tune goes into a Minor i-V7-l sequence-all
chords of the sequence have different scales. This is why Minor ii-V7-[ sequences are harmonically very
exciting. This is why | have chosen this tune to focus on the Minor ii-V7- sequence.
To review and compare: The first chord sequence of the tune is a Major i-V7-1 in G major. The It chord scale
is the Dorian mode of G, the V7 chord scale is the Mixolydian mode of G-and the | chord is the lonian Mode.
Now: starting on the 5th measure of the song is a Minor ii-V7-| progression resolving in E minor. The i chord
scale is the Locrian (7th) Mode of the G major scale, the V7 chord scale can be two different types of scale
{which I'll discuss after this) and the i Chord scale is the Aeolian mode of the G major scale (yet that can be also
the Dorian mode of D So there are tons of creative choices that musicians have used over the minor §i-V7-i
______ sequence. First off is theV7 chord in a minor ii-V7-| sequence. Looking at the 6th measure with a B7 chord-
it wouid be safe to play the scale written there-but also possible is playing B haff-whole diminished scale
at that moment. The step motion is half step/whole step all the way through the octave-it is very symmetrical.
This scale highights the tension of a minor 2nd, a miner AND major third. One can be found at the third measure
from the end in the scale section. Also possible but not fisted until later is playing over the B7+$ chord by playing
a B altered scale. This scale is the Locrian mode (7th mode) of a C melodic minor scale. Here it is below:
66 B7+9 B7+6 . .
S = = e el
i — A i ; =

il

Look at the construction of this scale. The secand degree is altered down a half step, the third degree is down a half step,

the 4th degree is down a half step and sounds fike a major third, the 5th is flatted and a tri-tone, the 6th degree is a minor 6th
from the root and the 7th is a dominant. It sounds like a major scale due to the 4th degree sounding like & major third BUT the
3rd degree of the scale is a minor third. And the second is a minor second. This scale is different from the scale one would get
with a B7b9 chord-that would be the diminished scale- while the B7+9 features the altered scale.



Looking further at this altered scale-there are some interesting features. One can highlight major triads on the
F and G-the tri-tone and the minor 6th.

Em7
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This ends up sounding nice and it resolves well into the i Chord-it's a good example of the tension and release of a
dominant chord into the home chord of the song.
Let's take this one step further and put in the subdominant chord-the ii Chord.
b5, g
Fimn’ % . @ B EMIN -
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As earlier stated-the F#min7b5 chord scale would be the Locrian mode of the G melodic minor scale. There is another
Locrian scale that is often substituted here for greater harmonic dissonance-the Locrian #2 or Super-Locrian scale.
This happens when the second degree of this scale is raised a half step to sound like this:

7(b5)
78 FeMIN - - o e
e ‘ g -
I. . } I ;
This now the Aeclian (6th) mode of A melodic minor scale-also called the A haf-diminished mode. Interestingly enough-
there are two major triads in this scale-D and E. Here is a lick consisting of major triads that works through both
the F#min7b5 and V7+9 chords.
Em7
81 Fém7(b3) B
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Often in a sequence like this-the V chord is a V7b9. Technically speaking-this means that a diminished
scale starting on a half-step should be the scale of choice for the V7b9 chord although any proficient
chordal accompanist will follow the soloist should he or she substitute an altered scale. Here are some
examples of using the diminished scale on the V chord of a ii-V7-i progression:
o B7b9 i#m 7{b3) ) B769 Em7
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From the bebop era onward (probably before the era to some degree as well)-chromaticism was a big factor in improvising.
Leading tones between scale groups and chords became very developed. Here are some cliches (well-worn proven phrases)
that will work over & {i-V7-i progression in E.
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Now-since a popular Music-Minus-One playalong method features Autumn Leaves in G minor-! will print this out i
G miner as well.



AUTUMN LEAVES (IN G)

MELODY with CHORD CHANGES
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FOURTHS AND FIFTHS EXERCISES

with Zenith Patrol

Since the beginning of the hard-bop era of jazz, improvisors have
utilized fourths and fifths in building their improvisations. These are
just a few exercises that build facility on fourths and fifths. Step
movement like this-while not common for double reeds-is very
common in jazz. Don't worry about playing the Fifths exercise in this
section all the way through right away! It is more important to be able
get about 4-5 measures correctly at a time. For example-you can pause
for a good breath every 4 measures as you get a good feeling for a
series of notes. It is hard to retain the technique if you are too
strained . Building slowly is more efficient.
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CYCLE OF FIFTHS
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FOURTHS AND FIFTHS OVER MINOR THIRDS
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TRANSCRIPTIONS

Ome of the new features of this second edition of Techniques for Jazz Bassoon Improvisation is some
actual improvisations transcribed for users of this book to work on. It was mentioned to me that it
might be interesting to have some transcriptions of some of my solos from my recordings-so this is
what is in this chapter. I have transcribed my bassoon solos from Woods Of Red (the first tune on my
2001 release VOODOO SUITE} and from Subtle Demons {from my 2008 record Frolic In The Land of
Plenty). The first one is more of a traditional jazz solo over a swing groove. The second one {Subtle
Demons) is more of a fusion solo. I listed the chord changes on Woods of Red but on Subtle Demons. I
will list the first few changes only. On Woods of Red-I've written out the meledy. On Subtle Demons-

I've written out a few of the key bassoon obstinate grooves as well as the melodies. Enjoy!

127



Woops oF Rep

MELODY Paut Hanson
b
G B maj7z11) B 7eus C/E
L . @ g l'a'_
- - B — 1
e e e e
- —3— '—3—'-4 |
G 7sus ,
sus Bbmaj?(#lll Bl G‘Tgus F- G 7sus
. —— t F— - \ : : N '—:F_'_’l =
Ban. = F =II a' =} 3 Dr_r%ié ;E é' E_ P —i= —
| = S S
5
Bbma_i'/(#ll! Gsusb'; C/E G'f'sus
e I e, e r~ -
et e e e PSS AT e
Ban. 7 o e —— i == 5 ! S —
R — t—a— —a—
10
Bbmaj?(éll} G 7sus F- D G/B
s 2 Y 22 ~.
e e, S - £ £ £ VR s e P
e = — - E=
SN. Z I — o ;
3
14
Dn/E
Dnﬂ' > —
@ =
o _perfes paEayf & = 3
Baw =TV = IF < {__IF rF = = e
. i e 1] !ﬂ = : _"ﬁ E.d
19
G#m'i " D#m'f G‘*m? Dimi’ F#-;/A%
A —~ JB q -5 D i
o .4 PEFR o £ P rop,f pf e P P2 oo tle |
e = : . ; : e
B, v ) i*-_l& v = T . ¥ T I i
25
Bm7
=00 3 Dsusb‘? G‘?sus
ig = *.I'- <t r.. ‘.Aa- "1\?
R =—pya v hwe— = o
g |
29 S
BbmajT(#]l) G?sus CIE G',"sus Bbma_j'/'(#ll) .
. - — CRN -
& F ; F - 1 I I [l 1 y L
B, v L_J' —= i T v —g—r—ié f 5' gl_ Y
e S | =)
a5
B s Fr G 7sus B maj7ca1) G suds
o 3 = . obE R, .
Baw EH_J 1 I t ) '_I'—F' | — — — r — #
B : - A ! I ll 1 ¥ |____J 1 = - 1] 1 1
— —y—
40
@2000

128



—

j;:#

—

SOLO A

50

B3,

1

l_a_l

—_—t

|l |

Lma,ml

LY

58

b2

Baw.

Fm705)

[SOLO BRIDGE| p .

Bsu.

G/C

ANl PR

Y

h! ]
Y

]
]
St
~ LL]
D el
™
L I8
£ 8
=
£ LYl
[T Iyt
SV
=
=
¥

e

D*m’]

G#m'f

ralfe gy ~

Vi
¥

T
P W

el

+

BsA.

73

Bsal,



Bsw.

Bs.

BsH.

Bsal,

Bsw.

Bsy.

BsH.

Bs.

Bsi.

B m7 F#m'ﬂ’ D m7
o
. %_ Am? ~ a T E#j# h"—"
1] 1 1] | ot [Zd 1
%hﬁ '_'%':_}P = I T  ——
== T %;: — 3
g0 3
»-G/B DmT
3 .|' £ -|' 1 b ’%.‘ T
T = I 4
L ; ! =
g3
Fm?(’bS}
articulation simile 3
‘ " b b2 be -~
49+ e : S -
= i - .i:i
— - Lo I -
25 = - 3 3 Lo
P ST e R Y (5 G/C
G/C alplobe o . e st ot
,_.,:!-::h:::_tg oL ~ w e s g il =
et * e
1 1]
T 24— -
[ 3 b3
g7
G*m‘,’ D*m? G:ﬁm?’
a® o P 4 B g epaPfFE e o
a i P E EE £ gapfrc=rC s ﬁa
S L T
N LT =
| IV ] ff _I'q. E.d i 1
3
50
D*m? an?
- .II‘ %.u x ;llfh‘ - .'_"—F
- :E——#—H ) —1 N
- - .—i 7
D & L — 1 & N
» LT R A
ﬂm? :&,-—-.. T
: e @ i —
- = i = = & l'kF & & e
14\ — 1 P
aF ! [
95 5
F#ITI? _if _ir D[17 - —
. erapfrispslese Jo 0P, [epdop,
Eree— = =
33— 3 3 3
97
D 7 Fm?(bi)
m - . Dmgf '.,.-._._%\ * -
o P o, . —3 F foisis -
< - e =
ad . : T .' = T _i—hl——‘ji':#?—‘ ;
3 — %14 | 3
100 3

130



4 R N i
n{m:x T o AGL_I | L1 Y
o T i ( | 1 ;% it >
ﬁ | } e 1] 4 | L o]
9 b Jilo- ‘X .
f. - - % pusd o
n T F = i ol
[y LN = o
. w E 1
4 Iﬂu r~ 1% N1 0 e
~ g @ 4 O
b e ) = o Bl
| . 1N
e 4 = M g
It \a E o :
u u»mall S _NT 3 f__
4 --.J T 3N 1l | YEE!| P |
m L ty ﬁf_ 3 .ruﬁ- L LY _f
= 3 ]
- - #W )= (
o ’ T 4 E_ l A. P he
< i O & 4 8l
= H = ol VIR
N ﬁ 180 F { I <
[=] 1 3 m i 2
| ¥
B «#; = ol
HH '“ ﬁ ot <4 * A 18
JTT M iwl..u. (w = i 4 /. “ LSS
o < (M vl i o o
bl e i g Iy . _
i HIE (8 a - e ®
T ot Vol bil Eie ]
ow.-- E Q% Ik H Ml
[=R 11 -
A T . i Q- 3
ﬁ ) a ~u
ol - 4 'Y
ontlle 4l T o4 s g G HEN . [
Wl R Mo & Jl & TR i 2l
abl s | s ¢ . | o s = v s © M
IH]H 3 ﬁlﬁ =4 a py “ i ] pa Jn_a
[=w] =] [-w} [~ ] 2] [ [~ (=]

G 7sus

Cst

122

Dm?

%

1z



SUBTLE DEMONS
BASSOON OSTINATOS, MELODIES AND SOLOS

This is a composition that appears on my 2008 album FROLIC IN THE LAND OF PLENTY. Drummer
Dennis Chambers drums up a storm of furious funky fun on this number. This tune features something
very fun to do on bassoon-funky ostinatos.

The bassoon is a natural for playing interesting bass lines. What I've done here is transcribe some of the
more crucial ostinatos on this tune as well as two of the main melodies and the two main bassoon solo
sections.

There are a few important points about this transcription that one should be aware of when practicing.
#1: There are instances where the notes are not connected with phrase marks as in classical music. This
does not mean that the notes are to be played short or staccato. When there is no articulation-it usually
means that the notes are either very lightly tongued in a natural way that gives the note nearly full
value. Often 1 do mark some basic jazz articulation-it's meant to be subtle. A lot of jazz musicians will
take a transcription and phrase 'within the style-meaning they know from the type of meter, intervals,
tempo, thythmic feel what feels natural in a phrasing sense. Not every single note is articulated on
paper. That said-I tried to mark as much as I could to match the phrasing from the recording.

#2: This composition was influenced heavily by Balkan and Bulgarian music. Not so much in the odd
meters but in the tonalities of the scale (with a minor third but raised fourth). It is the Lydian Mode of
the F# harmonic minor scale-but probably better known as the Ukrainian Dorian scale or Altered
Dorian scale. This is probably the only time in this book I will go outside of the four main scales of jazz
(major, melodic minor, diminished, whole tone). The scale changes halfway through to a B Lydian scale
(major scale with a raised 4th) but then goes back to the original Dorian minor scale with a raised
fourth. More influence can be found in the way notes are articulated: repeated notes that are not
tongued but articulated with the fingers a la bagpipe technique. This is a commonly found articulation
for Bulgarian and other Balkan clarinet playing styles. I did not write them out-but there are a couple of
doinas in the source recording. A Doina is a melismatic virtuoso instrumental solo that takes place over
drones-they are found all across the Eastern European and Middle Eastern music traditions. They may
have other names besides Doina as that is a Jewish Music term.

#3: There are some note markings that are 'unusual'. When you see a ™ _that means to articulate
with the fingers a half step higher than the note. There are a few times in the last solo that this marking
is present where the pitch may be being bent up with the embouchure rather than by fingering. I tried to
mark as many unusual bendings as possible. At measure 116-there is instance where I mention
"Feedback"-Drop lower jaw for flat intonation/multiphonic." This is where the bassoon is amplified
and distorted like an electric guitar and I am bending high B down with my embouchure. I am bending
it over time ll it starts to break into a multiphoenic. It is impertant to remember that when I notate
another note-you can finger that note and continue to bend the pitch downward with your embouchure.
Finally-the note that the phrase ends on in the middle of bar 120 is fingered as a G#-but if one properly
drops their embouchure from the note before (an A)-when you finger a G# you are likely to get an E
major chord. At least I do often. What's fun is not necessarily hitting the chord right on but sliding into
it a la an electric guitarist playing with feedback, distortion and a whammy bar.

Whatever you get is bound to be exciting given the subtext of this solo-especially when you continue
on with the next phrases.

#4: Finally-I did not put in chord changes on this composition as it is primarily a modal improvisation

built on the scales mentioned above. What is more important is to take note of the rhythms, the
phrasing and the way the lines weave.
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FAT CHANCE

NOTE: To get the correct feel of this piece, it is recommended that it be played with a
metronome. To perform this duet-it is highly recommended to play with a third musician with
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Allegro Odd-Tempo Funque (M.M. D=c. 152)
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