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A LITTLE UINOWLEDGE 1S A DANGEQOUS THING. PAZTICULARLY IN THE CASE OF MUSIC THEORY WHEQE TALL 16 CONQERNED! T0O

MANY STUOENTS BECOME "EXPEQTS" AT BEING ABLE T0 QECITE THEORETICAL FORMULAE, BUT LACK THE ABILITY TO UTILIZE THE

THEORY IN QEAL-LIFE PLAYING SITUATIONS. ENTEQ THE BLUES, A 6000 PLACE T0 BEGIN PLUGAING IN THE THEORY CONCEPTS AND

STALT MAKING MUSIC.

WHY THE BLUES AS A GOOD STATING POINT? FIRST OF ALL, ANO MAYSE MOST IMPORTANTLY, THE BLUES 15 AN IMPORTANT ELEMENT

IN 9AZ2'S OEVELOPMENT. UDITHOUT GETTING INTO A HISTORY LESSON, LET'S GUST SAY THAT THE BLUES ELEMENT IS A KEY INGREOIENT
IN ALL THE GREAT TALL PLAYERS' VOCABULARY. AND OF COURSE, BLUES TUNES AQE AN IMPORTANT MAINSTAY IN THE GAZL TUNE
QEPERTOIRE. ALL OF THE GREAT GALL ARTISTS FROM HAVE INCLUOED BLUES IN THEIR 2ECORDINGS AND LIVE PEQFORMANCES.

SECONOLY, THE BLUES 15 A COMPACT, EASY TO FOLLOW FORM, WITH HAZMONIC MOVEMENT THAT 16 FOUND IN MANY OTHER KINOS OF
TUNES. THIS MALES THE BLUES A 000 STAZTING POINT TO APPLY VOICING, COMPING, EAZ-TRAINING, ANO IMPZOV CONCERTS.

I'VE WORKED OUT A CONCEPT THAT ALLOWS ME TO VIEW BLUES AS BASICALLY FOUR DISTINAT PRORRESSIONS. VARIARITIONS CAN B€
INSERTED INTO THE PROGRESSIONS FOR OIFFERENT CONNECTIVITY BETWEEN THE CHOROS IN A "MOOULAR" 50T OF WAY, WITHOLT
STRAYING T00 FAR FROM THE 021GINAL SET OF CHOLOS. (56& MY "HAZMONIC PLUMBING" LESSON FOR SOME OF THESE SUBSTITUTION

ANO CONNECTION |OEAS.7 THEQE AQE ALWAYS EXCEPTIONS T0 ANY QULE, BLUES PROGRESSIONS INALUOED. I'LL PUT SOME LUNIAVE
EXAMPLES AT THE ENO OF THIS LESSON. ONE CAN ALWAYS FIND EXAMPLES OF NOVEL ANO 021GINAL WAYS TO COMPOSE ANO PLAY BLUES,
BUT MOST OF THE TIME ON THE §16, YOU'LL FINO THESE FOUR BLUES PROGRESSIONS TO BE THE "NORM".

The "sasie” 12 A2 BLUES WRITEN IN “F".
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THIS |16 THE MOST BASIC VERSION OF THE BLUES PROGRESSION. EVEN IN 176 SIMPLICITY, HOWEVER, THE AQCHITEATURE FOQ THE OTHER
VAQIATIONS 16 ESTABLISHED. |'M TALKING ABOUT A CONCEPT CALLED HARMONIC RHYTHM. THIS 16 A FANCY TEQM FOR WHEQE THE CHOROS
00CU2 IN THE TIME. WE'LL FIND THAT THE OTHER BLUES VARIATIONS ARE STILL BASED ON THE HAZMONIC QHYTHM ESTABLISHED WITH

THE BASIC BLUES.



THE BASIC BLUES 1S MAOE FROM A PROGRESSION OF THREE CHOROS GULLED FROM THE MAGOR SCALE, THE | , IV, ANO V CHOROS.
THESE CHOR0S CAN BE DIATONIC™ FQOM THE MASOR IF TIADIC, BUT AZE MORE COMMONLY DOMINANT T4 IN KINO. THESE CHO20S
OTILIZE A 57 THAT |16 NOT IN THE DIATONIC MATOR SCALE FOR THE |7 ANO IV7 CHOROS BUT IS ADDED FOR THE BLUESEY €rrECT. THIS
LEADS TO THE UNOERSTANOABLE CONFUSION ABOLT WHETHER TO CALL BLUES MATOR 02 DOMINANT TTH. YOU CAN LOOK AT IT EITHER
WAY, ANO INOEED, BOTH ELEMENTS WILL ENTER INTO THE VARIATIONS THAT FOLLOW. THIS |5 PROBABLY A 600D TIME T MENTION
THE EXISTANCE OF MINOZ BLUES AS WELL. MINOR BLUES FeATURE |-7 AND IV-T aHO0S IN ADDITION 70 A V7 ALTEQED CHORD.
THESE CHOR0S CAN BE DERIVED FROM 7 TONE MINOR S0ALES. WE'LL LOOK AT MINOZ BLUES A LITTLE LATER IN THIS LESSON. QIGHT
NOW LET'S FOCUS ON THE MATOL/OOMINANT VEQSIONS.

LET'S LOOK AT THE PRECEEDING EXAMPLE AGAIN TO LOCATE THE TRADEMARK ELEMENTS OF THE BLUES.

7 . . 7
7/ /. A
h'l yl Vi Vi yl yl Vi Vi V1 yl Vi yl Vi yl Vi Vi
] A |74 s ¥ L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4
b y y
#77 7 £ VA
’ V1 V1 yl 1 1 yl yl V1 ] yl ] V1 1 yl 1 yl
L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4
7 b7 7 (@1) 7
4
J h Vi V1 V1 V1 Vi V] Vi Vi V1 y V1 V1 Vi Vi V1 V1 ]
] A Yy 7 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 L4 |

I'VE BOXED SOME OF THE CHOZOS IN THE BLUES PROGRESSION ABOVE TO O2AW ATTENTION T0 ELEMENTS THAT AQE COMMON T0 ALL THE
BLUES VARIATONS:

L. BLUES AQE PLAYED BY KEY. BAR ONE ESTABLISHES THE KeY BY THE |7 CHORO-IN THIS CASE F7.

1. B2 5 P2062€S5ES TO THE VT CHORD.

5. B2 7 26TURNS 10 THE |7 CHOR0.

4. Bag 9 Vses A VT anoeo.

5. Ba2 11 2€TUENS AGAIN T0 THE |7 AHOZO AND BEGING THE TUZNALOUND FOR THE NEXT QEPITITION OF THE FORM. THE LAST TWO BALS
IN A BLUES PRORRESSION AZE CALLED THE TUZNAZOUND FO2 GUST THAT 2EASON.

| QALL THE BOXED CHOR0S “HAZMONIC PILLARS". THESE HAZMONIC PILLARS AQE COMMON TO MOST BLUES PRORRESSIONS AND THEY
ESTABLISH THE HAQMONIC 2HYTHM THAT WE 2ECOGNILE AS THE BLUES PROGRESSION. | LIKE TO SAY THAT THE HAZMONIC PILLARS HOLOD
P THE 200F 70 THE "HOUSE 0F BLUES". LEEP IN MIND THAT ALL OF THESE CHOROS CAN BE ANTICIPATED 02 OELAYED 2HYTHMICALLY, 80T

STILL FIT INTO THE BASIC HAQMONIC QHYTHM PRESENTED HEQE. LET'S LOOK AT THE OTHER VARIATIONS ANO 0BSEQVE HOW THE HAZMONIC

PILLAQ GHORO FUNCTIONS MANIFEST IN THEM.

* A IMPLE OEFINITION OF THE TEQM DIATONIC 16: NOTES/CHOZOS THAT AZE EXCLUSIVELY DEQIVED FROM THE SCALE
02 e CONTAINING THOSE Pitenes. C,0,€.F,6,A,8, Age NoTéEs DIATONIC 10 C MAdoe, O, E5,Gp,A5, ANOB: AZE NON-DIATONIC
10 THE Kev OF C MAG0Q.
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Hege's A TYPICAL ALL BLUES. THE OESCENDING CHROMATIC PROGRESSION AT 8ALS 7 é 3 MAKES THIS EASY TO HEAR ANO

T0 2EMEMBER.
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NOTICE THE 44 OIMINISHED T7H CHORO ON 8AZ 0. THIS 16 A COMMON CONNECTOR CHORO THAT FITS IN NICELY WITH THE BASIC
PROGRESSION STILL INTACT. THE 44 OIMINISHED CHORO ADDS A THPICAL "SANCTIFIED" QUALITY ASSOCIATED WITH GOSPEL Musie,

BUT 1S EQUALLY AT HOME IN A SMOKEY ALL CLUS. ALSO,THE CHANGE T0 A “HARMONIC PILLAR" ON 8A2 9 26QUI2ES SOME EXPLANATION.
Q7 WOULO B¢ THE NOZMAL CHANGE. WE'QE USING A G-7 CHOR0 INSTEAD. THIS 1S A TYPICAL CHOZO SUBSTITUTION IN SALL-USING A
[1-7 IN PLACE OF A V7. THINK 0F THE 07 AS BEING THE VT OF THE Ky OF F, THEN QEPLACE THE VT WITH THE |1-7 OF THE SAME Key
(6-7). AN ALTEQNATIVE 70 THE G-7 CHOR0 15 A §7 CHORD, THIS 16 KNOWN AS A SECONDARY OOMINANT 02 V 0F V ANO 16 A aveLle
CONNEQTOR. THE CHOR0S BASICALLY QYALE UNTIL WE FINALLY GET 70 THe 07 H020. WE QAN ALSO LOOK AT THIS §7 AS 8€ING A |17
(H020, ANOTHER VEQY COMMON COMPONENT IN €AZZ TUNES. (FOR MORE DETAIL TAKE A LOOK AT MY "HAZMONIC PLUMSING" LESSON.

I'VE FINISHED THE BLUES WITH A | -Vi- || -V TUENAOUND, A VEQY STANOAROD GALL TUQNAQOUNO.?

THIS NEXT VAQIANT 16 SOMETIMES KNOWN AS "CHICAGO STYLE". MoRE COMMONLY PLAYED IN THE Kev 0F G, IT 16 TYPICALLY PLAYED
AT A SLOW TEMPO. TALL PLAYERS WILL USE THIS PROGRESSION IN ANY KEY AND TEMPOS SLOW 02 FAST. BAQS 7 é 3 FEATURE THE
MOST NOTABLE ASPECT OF THIS PROGRESSION, BUT CHERK OUT BARS % é, 4 700! We CONCLUOE WiTH A TyPIAL 1-1V-1-V TONAROLNO.
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THIS LAST OF THE & STANOARD BLUES PROGRESSIONS ILLUSTRATES WHEQE THE CONFUSION ABOUT WHETHER TO CALL BLUES MAGOR 02
OOMINANT 021GINATES. KNOWN AS “BIR0" BLUES ANO SOMETIMES "WeST C0AST BLUES', THIS PROGRESSION WAS MADE FAMOUS IN THE
CHagLIe Pagree cOMPOSITION "BLUES FOR ALICE". THEQE AQE MANY OTHER GALL BLUES HEADS WRITTEN ON THESE CHANGES, SUCH AS
TOMMY FLANAGAN'S "FREIGHT TRANE". "HIP" GALLEQS LSE THIS PROGRESSION TO CHECK OUT THE EARS OF NEOPHYTE PLAYERS.

go1 ePs  AY 0 QT Q1 67
_h s _JQ y2 y2 y2 y y y y2 y2 y y2 y y y y2 y2
§927 @1 e |aa| 07 W O
_h y] y2 y2 y] y2 y] y] y2 y2 y2 y] y] y2 y] y] y
8- & 4 a7 ¢
_h y] y] y2 y2 y] y y2 y y] y2 y2 y] y] V] y2 y2 ]

BAes 1-4 CONTAIN THE SAME BASIC PROGRESSION FOUND IN "CONFIZMATION" ANO "THeRe WILL Nevee Be ANOTHER YoU". BAgs 0
THROUGH 8 GONTAIN WHAT BEQULEE CALLS "CONTIQUOUS [1-Ve". ALSO NOTICE THE "HARMONIC PILLAR" ON 8A2 716 NOW A TONIC
FUNCTION suseTiture 1117 poe |.

FROM THE BASIC BLUES 70 “B120" BLUES, YOU'LL NOTICE THE SAME 8ASIC "HAZMONIC PILLARS" 0CCURRING IN THE SAME BA2S ANO
TIMING. GETTING 70 KNOW THESE 4 BLUES IN ALL KEYS |6 ESSENTIAL T0 B€ A 000 GALL PLAYEL. WHEN ALLERS CALL A BLUES
ON THE 616, YOU'LL FIND THEM MIXING THESE PLOGRESSIONS FROM CHORUS T0 £HORUS. TO QEACT AS COMPER AND SOLOIST, ONE
NEEOS 70 RECOGNIZE ANO RESPONO TO THESE DIFFEQENT VARIATIONS 8¢ €A ANO INTUITIVELY. STUDY THEM HARD NOW T0 €QUIP
YOURSELF FOR THE FUTURE. ALSO, THESE DIFFEQENT BLUES PRESENT AN EXCELLENT MEOIUM FO2 LEAZNING HOW T0 EXTEND
RAZMONIES (TENSIONS) AS WELL AS CHOZO CONNECTION ANO SUSSTITUTION (HAMONIC PLUMBING). YOU'LL NOTICE THAT MOST
OF THE CHOZOS AE WRITTEN IN THEIQ MOST BASIC FOZM. APPLY TENSIONS. A G000 WAY 70 START IS B¢ USING THE MOE INSIOE
TENSIONS (LILE 9,2 15) ON THE HAZMONIC PILLARS, USE THE MORE "0UTSIOE" TENSIONS (LIKE #) &:13) IMMEOIATELY PRECEEOING
THE PILLARS. THIS WILL GIVE YOU A GOOD SENSE OF TENSION ANO RELEASE T0 YOUR CHORO COLOR CHOICES. THIS 1S BY NO MEANS
A 5TR10T QULE-YOU CAN FIND EXAMPLES IN QECOROINGS OF THE GREAT ONES USING VERY AQORESSIVE TENSIONS ANYWHERE.
LISTEN 70 2ECOROINGS AND USE YOUR EALS ANO INSTINETS.

A WOR0 ABOUT CONNEQTIVITY. YOU'LL FIND IN MOST SITUATIONS THAT THESE FOUR BLUES WILL B THE UNOERLYING CHANGES USED
10 PLAY BLUES. CONNEQTIVITY (HAZMONIC PLUMBING) CAN THEN B€ USED 70 ACHIEVE MORE VARIETY WITHIN THESE FOUL

"MASTER" BLUES FORMS. FOR INSTANCE, WE CAN CONNEQT THE THE |7 ANO IV7 CHO20S IN 8AQS 4 é 5 WITH A TRITONE SUBSTITUTION
(8U8-FIVE) PReCEE0ED By A I1-7 CHOLO.
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WE MIGHT USE A CYOLE 5 PROGRESSION (SOMETIMES ENOWN AS BACK-CYCLING) IN THE SAME PLACE AGAIN 70 CONNECT THE
17 & IV7 ewoeos.
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TOHN COLTRANE ANO MANY ALZ MUSICIANS HAVE CONNEQTED BLUES CHANGES BY USE OF "TRANE'S "GIANT STEPS" PROGRESSION.
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Heesie HaNCOK, CHick CO2€A, AND MANY OTHERS FREQUENTLY SUBBED OUT THE PLAIN DOMINANT TTH CHOR0S ON THE BLUES
wirs 11-7 02 V7. THeY ALSO VIEWED THE NEW MIN TTH CHORO AS BEING THE “|" OF A DORIAN SCALE HAZMONIZED IN ATHS. THe
8455 WOULO CONTINUE T0 OUTLINE THE BASIC OOM TTH CHOR0 ANO THE COMBINATION CREATED A 7 6US 4 GOUND. THe RON
CARTER COMPOSITION "EIQHTY-ONE" 26002060 8¢ MILES DAVIS COMES TO MIND AS AN EXAMPLE. THIS EXAMPLE 1S THE BASIC
8LUES WITH THE |17 SUBS MAPPED OUT.
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ANOTHEZ COMPONANT FOR VARIATION 16 METEQ. BLUES ARE FREQUENTLY PLAYED IN %/4, 0/8, 5/4, e10. THERE AQE MANY

2EC0R0€0 EXAMPLES, FROM CHARLES MINGLS 10 Wes MONTAOMERY. Wes MONGOMERY WROTE HIS aLASSIC "West Coast BLLES'
IN A QOUBLED %/4 00 b/4 MeTER. |T ALSO FEATURED A 17 PR0G2€5SING T0 bVIIT IN THE FIRST TWO 8A25. NOTICE HOW IT WORKS
WITHIN THE "8120" CHANGES. THESE AQE CHANGES FOR THE SOLOS SEQTION ONLY. THE HEAD 16 PLAYED 70 BASIC BLUES CHANGES
(exaert cor THe HVIIT CHANGE ON A2 L). ALSO 016 THE TURNAZOUNO!
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West QoasT BLUES-90LO CHANGES
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IN ADOITION 70 METER CHANGES ONE CAN STAY PRETTY MUCH WITHIN THE BLUES PARAMETERS BY SLIGHTLY ALTEQING THE BA2 LENGTH.
TIM HALL's "CAREFUL" COMES T0 MIND. THE BASIC 17 8A2 FORM BLUES IN THIS CASE HAS BEEN STRETAHED T0 10 8A2S. NOTICE THE

V17 aHORO ON gAL 15.
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LET'S NOW SHIFT THE TONALITY TO MINOZ. MINOR BLUES A2E TYPICALLY 10 8ARS IN LENGTH ANO peATURE |-7 ANO IV-T7 anoR0S.
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THE FOUR BLUES, THE MINOR BLUES, AND THE OTHER EXAMPLES POVIDED HEQE SHOULO GIVE YOU A VERY SOLIO INTROOUATION 10 PLAYING
BLUES IN GALL. LEADN THE FOUR MATOL/OOMINANT BLUES FIZST IN TWELVE KEYS. LEEP IN MIND THAT HOZN PLAYERS TENO 70 PREFER
FLAT Kevs LILE B, B, Ab, O, ANO €5, WHILE GUITARISTS OFTEN CHOOSE “OPEN STRING" KEYS LIKE G, A, €, ANO . BLUES IN C 15 NoT
UNCOMMON, BUT KEYS Bp, ANO B AZE 2A2€. THIS 2ANKING OF KEYS MIGHT HELP YOU "PRIORITIZE" FOR YOUR PLAYING SITUATIONS. ALSO
LEAZN THE MINOZ BLUES FOUND TYPICALLY IN THE MINOR KEYS OF O, F, G, ANO A, BUT B¢ PREPARED FOR ANY KeY. NEXT, sTART
CONNECTING THE HAZMONIC PILLARS VIA HAZMONIC PLUMBING CONCEPTS. AT THIS POINT YOU MIGHT STUOY SOME OF THE MORE “auIRLY"
BILUES PROGRESSIONS OUT THERE. ToY WRITING YOUR OWN BLUES HEADS AND USE THE BLUES IN GENERAL TO INCOZPORATE NEW IMPROV,
VOILING, ANO COMPING 10€AS. MOST IMPORTANTLY LISTEN 70 THE BLUES ON 2ECOROINGS. TRY T0 HEAL WHELE THE CONCEPTS PRESENTED
HEQE HAPPEN. ANO ABOVE ALL, GET OUT ANO PLAY THESE BLUES WITH OTHEQ MUSICIANS. EXPERIENCE TEACHES YOU MORE ABOLT USAGE
THAN ANY OTHEQ OTHER SOURCE!
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