
	  

Weekly Bass Lessons: Week 7 
Walking Bass Line Concepts 

 
 
In this weeks lesson we will be focusing on some Walking Bass Line Concepts. 
 
The Chord Progression I’m using is based on the changes to the popular Standard  “Autumn Leaves”. This is 
a perfect progression to demonstrate these techniques with because of how the Chords move. 
 
It is a 32 Bar form and it built off a series of II V I’s. Most all Jazz Standards are built from II V I patterns. I 
recommend that for your practice sessions you pick a handful that cover different tonalities so once you 
learn a few inside and out you can easily improvise effortlessly over any of them. 
 
In this Lesson we will look at the following things. 
 

• An Analysis Of The Progression 
• Chord Scales 
• Connecting Chord Tones Together With The Use Of Diatonic Guide Tones 
• Chord Tones And Diatonic Passing Tones 
• Pedal Points 
• Right Hand Technique 

 
Autumn Leaves is Centered around the keys G Major and it’s relative Minor Key E. 
 
It is always a good idea to be able to analyze the progression, understand how the chords are functioning 
and the appropriate Chord Scales.  
 
In Jazz or really any style of music you can really play what you want at any given time, it’s really down to 
personal choice and taste.  
 
A chord progression is basically a blank canvas for you to color in as you choose too. However being able to 
analyze forms and progressions “correctly” just helps gets you inside the composers vision and gives you 
more melodic musical choices to make.  
 
Understanding how all of this moves allows you to control the rate of tension and release with your 
improvisations as a soloist and to help you understand and hear how to support a soloist whist walking a 
bass line. 
 



	  

In the Tony Grey Bass Academy we focus a lot on Understanding Harmony and how it works. Playing music 
is all about confidence and understanding and getting your head around some basic harmonic concepts 
really opens up endless options for our Bass Lines, Compositions, Melodies and Solos.  
 
It also trains our ears to help us react to the other musicians we are playing with.  
 
Reach out to us at www.tonygreybassacademy.com for more information about our in-depth systematic 
creative learning courses and lessons. 
 

• An Analysis Of The Progression 
 
 

  
 
A 32 bar form is very common within Jazz Standards. The form has 3 sections marked A, B and C which have 
some sight variations. However the basic theme and harmony is consistent throughout. 



	  

When analyzing anything we should really trust our ears first. They will never lie to you. The Chords tell you 
when they want to move and resolve and when they feel home and rested. Once we can hear this we can 
really start putting it all together. 
 
You will notice the use of Roman Numerals above the chord symbols. Roman numerals help us determine 
the functionality of the Chords and how they are moving. The Roman numeral also indicates which mode 
the Chord is coming from. 
 
For example in the Key of G Major, G Major would be the Imaj Chord. 
 
Also understanding the Major and Relative Minor Modes are important too. It helps us figure out the 
origin of the Chords and the appropriate and related Chord Scale. 
 
So the most common movement in any music with the Chords is down an interval of a perfect 5th The Root 
motion throughout this Chord Progression more often than not moves in intervals of a Diatonic 5th for 
example: here are the first 4 bars. 
 

 
 
We will notice this pattern with the Root Motion. 
 

• The note A moving down an Interval of a Perfect 4th gives us the note D. 
• The note D moving down an Interval of a Perfect 4th gives us the note G. 
• The note G moving down an Interval of a Perfect 4th gives us the note C. 

 
The quality of the Chords tells us what key we are in. Once you get the use of this you will be able to identify 
Keys and Chord functionality on sight. Like I said earlier most Jazz Standards move around in this order so 
once you have analyzed a few different ones you will start to recognize these patterns. 
 
We have already discussed the commonality of the chords moving around in intervals of a 5th. Next we will 
look at the most common movement of chord quality. 
 
The most common chord progression is the II V I. The II Chord moving to the V Chord and resolving to the I 
Chord. The first example of this is the fist 3 Chords in the progression. A-7 D7 Gmaj7. I won’t get into how or 
why here but all of this information is covered in great detain in the Tony Grey Bass Academy. For now 
listen to these Chords and you will hear the Imaj7 (Gmaj7) sounds rested and at home. The V7 Chord is a 



	  

really unstable sound due to the Intervallic relationship between the Chord Tones and the resolve perfectly 
to the Imaj7. We will look at this more in the next part of this lesson. 
 

• Chord Scales 
 
Let’s now look at the G Major Modes. 
 
Here is a G Major/Ionian Scale 
 

 
 
Now off each degree you can build a new scale using the same notes. This will give us the G Major Modes  
 
2nd Mode – A Dorian 

 
 
3rd Mode – B Phrygian 
 

 
 
4th Mode – C Lydian 
 

 
 
5th Mode – D Mixolydian 
 

 
 
 



	  

6th Mode – E Aeolian 
 

 
 
7th Mode – F# Locrian 
 

 
 
A recap of all the G Major Modes along with the Chord and roman Numeral functionality. 
 
G Major Modes 
 

1. G Major/Ionian _ Imaj7 _ Gmaj7 
2. A Dorian _ II-7 _ A-7 
3. B Phrygian _ III-7 _ B-7 
4. C Lydian _ IVmaj7 _ Cmaj7 
5. D Mixolydian _ V7 _ D7 
6. E Aeolian _ VI-7 _ E-7 
7. F# Locrian _ VII-7(b5) _ F-7(b5) 

 
So again when we look at the first 4 bars of this progression we will see exactly where these chords are 
coming from. 
 

 
 
The sound is dominated by the pull of the II V I and the sound of the G Major tonality. 
 
It very important, especially in Jazz music, that it’s all about where you are going. By that I mean it’s all about 
targeting the next Chord. With our ears The II-7 (A-7) Chord pulls us towards the V7 (D7) which pulls us 
strongly towards the Imaj7 (G) once it’s there it moves again down a diatonic 5th to the IVmaj7 (Cmaj7) 
which is now weakening the strong pull of the Gmaj7. In the next 4 bars we will see another II V I pulling us 
towards another tonality. 



	  

 

 
 
Again the progression is moving down in Diatonic 5ths most of which can be traced back to the G Major 
Modes. However the use of the B7(b9) Chord pulls us strongly resolving to the E- Chord. This tells our ears 
we have again reached our destination but this time the Chord is Minor. E-7 can be analyzed as our 6 Chord 
of the G Major Modes but because it sounds like a I Chord we would analyze it as a I Minor. 
 
This is a common interchange, moving from the Major to it’s relative Minor with the use of a Minor II V I. 
 
Lets now look at the E Natural Minor Modes 
 
E Natural Minor (Aeolian) Modes 
 

1. E Aeolian _ I-7 _ E-7 
2. F# Locrian _ II-7(b5) _ F#-7(b5) 
3. G Ionian _ bIIImaj7 _ Gmaj7 
4. A Dorian _ IV-7 _ A-7 
5. B Phrygian _ V-7 _ B-7 
6. C Lydian _ IVmaj7 _ Cmaj7 
7. D Mixolydian _ bVII7 _ D7 

 
You will notice that all the Chords and Mode names are exactly the same as the ones found in the G Major 
Modes. All we have done is call the 6th mode of the Major Modes the new 1st Mode.  
 
It is very common in Jazz Standard to also see the use of all of these Chords borrowed from the Parallel 
Minor Modes. For example Chords from the G Major Modes mixed with Chords from the G Natural Minor 
Modes. This is called Modal Interchange. 
 
Again for more details on this aspect of harmony contact us at www.tonygreybassacademy.com  
 
The Minor II V I 
 
Over the F#-7(b5) B7(b9) E- Chords you have a few options regarding finding the appropriate Chord Scales.  
 
The II-7(b5) F#-7(b5) Chord 
 



	  

The most common Chord Scale choice for the II-7(b5) in this case the F#-7(b5) is the Locrian Chord Scale. 
Which is the 2nd mode of the E Natural Minor Modes. The G Natural makes this Scale connected to the I 
Minor Chord. 
 
F# Locrian 
 

 
 
The other choice is the Aeolian b5 Chord Scale (F# Aeolian b5), which is the 6th Mode of the Melodic Minor 
Modes (A Melodic Minor Modes). The Chord Scale adds a beautiful and surprising color with Tension Natural 
9 (G#) but needs care to really sound good and effective.  The G# makes this choice less common. 
 
F# Aeolian b5 
 

 
 
The V7(b9) B7(b9) Chord 
 
The B7(b9) Chord implies an altered Sound. The most common Chord Scale of choice for the V7(b9) Chord is 
the Spanish Phrygian Scale which is derived from the 5th Mode of the Harmonic Minor Modes. The G 
Natural makes this Scale connected to the I Minor Chord. 
 
B Spanish Phrygian 
 

 
 
The other Chord Scale choice is the Half/Whole Symmetrical Diminished Scale.  
 
This Chord Scale gives us Tension (#9) (D) and Tension Natural 13 (G#).  
 
The G# makes this choice less common but the nature of the Symmetrical Sound gives us a lot of melodic 
possibilities. 



	  

In Lesson 5 of this series (Learning “Hiromi’s XYZ”) we go into a lot of depth about the Half/Whole 
Symmetrical Diminished Scale. http://tonygreybassacademy.com/bass-lessons-archive/weekly-bass-lessons-
archive/free-weekly-lessons-week-5/ 
 

 
 
The I-7/I-6 E-7/E-6 Chord 
 
The I Minor Chord could be played as a I-7, I-6 or just a Minor Triad. It really depends on the player’s mood, 
they all imply the same thing. There are 2 Common choices that are used here.  
 
The most common Chord Scale of choice for the I Minor Chord is the Dorian Scale, which is derived from the 
2nd Mode of the D Major Modes. The reason for this being the most common choice is because the all the 
available Tensions for a Minor Chord (9, 11 and 13) are found in the Dorian Mode. 
 

 
 
If you want to know more about how the different Modes work and how to creatively use all the colors and 
tensions visit the Tony Grey Bass Academy for more information. 
 
The other choice is the Melodic Minor Chord Scale (E Melodic Minor). This Scale is very closely related to the 
Dorian Scale, the only difference being the Major 7th degree (D#). 
 

 
 
Recap 
 

• II-7(b5) F#-7(b5)  
              F# Locrian (2nd Mode of the E Natural Minor Modes) 
              F# Aeolian b5 (6th Mode of the A Melodic Minor Modes) 
 

• V7(b9) B7(b9)  
              B Spanish Phrygian (5th Mode of the E Harmonic Minor Modes) 



	  

              B Half/Whole Symmetrical Diminished Scale  
 

• I-6/I-7 E-7/E-6  
              E Dorian (2nd Mode of the D Major Modes) 
              E Melodic Minor  
 
This is a lot of information to absorb but really understanding how Harmony moves and how Chords 
function will really make you an asset to any project. When working on different Chord Scales against 
specific Chords it’s very important to be able to hear the relationship and color you are creating. 
 
A great way for you to practice these Chord Scales is to download the Sustained Chords from 
www.tonygreybassacademy.com  
 
Jamming along with these Sustained Chords is a great way to train your ear and to come up with some 
melodic ideas. 
 
We know understand the A and B Sections of the Standard “Autumn Leaves” 
 

 
 
The progression basically repeats itself until we get to the C Section. 
 



	  

 
 
In the C Section the Chords start out with a Minor II V I and this time when it reaches the E-7 the Chord has a 
double function. There are different ways of analyzing this section but again it really comes down to your 
ears and how you are hearing the functionality of the Chords. 
 
The E-7 here has a double functionality It sounds like it has resolved to the I-7 but the harmony moves away 
again quickly. 
 
 It starts to move again by a series of Descending Chromatic Chords. Along with the Cycle 5 movement of 
the Chords (Cycle 5 is the movement of a Perfect 5th) the Chromatic descending movement is also a very 
strong movement. 
 

 
 
These Dominant Chords are known as Substitute Dominant Chords (Sub V’s) also known as Tritone 
Substitions. 
 
They are basically breaking up the Cycle 5 movement to create a different kind of tension within the 
Harmony. 
 
These 2 Bars are basically a series of two II V’s with the V Chord being swapped for a V Chord a Tritone away. 
A Tritone is an interval of 3 Whole Tones or an interval of b5.  
 

 
 
 



	  

Here is a look at the series of II V’s in a Cycle 5 movement (E-7 A7 – D7 G7) and also with the Sub V Tritone 
movement (E-7 Eb7 –  D-7 Db7). 
 
You will notice the A7 and its Tritone Substitution Eb7 contain 2 of the same notes as with the G7 and it’s 
Tritone Substitution Db7 
 

 
 
The most common Chord Scales for Sub V7’s is the Lydian b7, which is the 4th mode of the Melodic Minor 
Modes. 
 
Here is the Eb Lydian b7 Chord Scale 
 

 
 
Here is the Db Lydian b7 Chord Scale 
 

 
 
These 2 Bars tell imply a new key that never comes. The Db7 resolves to the Cmaj7. You could hear this 
Cmaj7 as the new I Chord key or just treat it as a series of Chords to lead us back to the IVmaj7, which then 
leads us to the end of the form. 
 
 



	  

 
 
Now we know all of the most commonly used Chord Scales and function of the Chords we can now move on 
to some Walking Bass Techniques. 
 

• Connecting Chord Tones Together With The Use Of Diatonic Guide Tones 
 
The first concept I want you to work on is the Chord Tones.  
 
This sounds fundamental but when we look deeper we will find some important ways of connecting these 
chords together with the use of Guide Tones. A Guide Tone is usually the 3rd of the 7th degree of the Chord 
that resolves up or down to another Chord Tone in the next chord by a Half or a Whole Step. The 3rd and the 
7th degrees are so important to the listener because they often tell us the chord quality i.e. Major, Minor or 
Dominant. 
 
Nothing spells out harmony better than the Chord Tones. As it would be boring and predictable to only use 
Chord Tones we want to find ways of using them in musical ways that define the harmony musically. 
 



	  

Using Guide Tones in our bass lines is the perfect way to connect these Chords together chromatically while 
only using Chord Tones. 
 
When the chords move through the progression in a Cycle 5 movement there are a lot of opportunities for 
these Guide Tones. 
 
Let’s look at the Chord Tones for the first 2 Chords. The A-7 (II-7) moving to the D7 (V7). 
 

 
 
What you want to do is look for the Chord Tones from each of the Chords that connect together by an 
interval of a Half Step. 
 

 
 
We will see the b7th of the A-7 (G) connects chromatically to the 3rd of the D7 (F#). Because they are part of a 
II-7 V7 relationship this will always be the case whatever key you are in.  
 

 
 
The Chord coming after the D7 is again moving in a Cycle 5 order. Again let’s observe the Chord Tones and 
see if the chords connect chromatically. 
 

 
 
 
 
 



	  

Again we will see the b7th of the D7 (C) connects chromatically to the 3rd of the Gmaj7 (B).  
 
We will notice there is another note that chromatically connects these chords together and that is the 3rd of 
D7 (F#) connecting to the Root of Gmaj7 (G) 
 
 

 
 
Here is an example of a Walking Bass Line through one cycle of the Progression. 
 

 
 
I want you to write out a full Chorus of a Walking Bass Line, demonstrating these chromatic connections 
between the Chords.  
 



	  

Next I want to look at using Diatonic Passing Tones.  
 
A Diatonic Passing Tone is a note taken from the Key of the moment that sits in-between 2 Chord Tones.  
 
Over a II V I in the key of G (A-7 D7 Gmaj7) all the Diatonic Passing Tones aside from the Chord Tones over all 
3 chords would be taken from the G Major Scale. 
 
The use of Diatonic Passing Tones are so important to the color and improvisational composition of your 
lines. It gives the soloist or the melody you are supporting a nice solid bed to play over where nothing 
jumps out and out of place. As a Bass Player we can’t forget our role as being a supportive one. It’s our job 
primarily to support the music and soloists.  
 
The other concept that is so important to understand especially when walking a bass line using these 
Diatonic Passing Tones is to understand the Strong Beat, Weak Beat Concept. In Week 1 of this series on 
Groove Techniques we discussed this concept. If you need to refresh this concept please check out the 
Week 1 Video and Lesson Document. http://tonygreybassacademy.com/bass-lessons-archive/weekly-bass-
lessons-archive/free-weekly-lessons-week-1/ 
 
Lets look at the first 4 Bars of the form using Diatonic Passing Tones along with Chord Tones all of which are 
taken from the key of G Major. 
 

 
 
The Diatonic Passing Tones are all used in-between Chord Tones connecting them together. They are 
indicated in these 4 bars by an arrow.  
 
This is another reason why it is so important to understand the functionality of the chords and be able to 
analyze the progression correctly. 
 
Here is an example of a Walking Bass Line through one cycle of the Progression. We are also using the 
concept of connecting the chords along with the Diatonic Passing Tones. 
 



	  

 
 
I want you to write out a full Chorus of a Walking Bass Line demonstrating these Diatonic Passing Tone 
connections in-between the Chord Tones.  
 

• Pedal Points 
 
The last harmonic concept we will look at in this lesson is Pedal Points. 
 
A Pedal Point is primarily one note that is used over a series of chords that move. 
 
The note works best when it is a Common Tone between the sequence of chords it is being used over. For 
example: A commonly used Pedal Point over a Minor II V I (F#-7(b5) B7(b9) E-7) the Note B. 
 

 



	  

A pedal point is a great way for a Bass Player to add tension to a Chord Progression. A soloist can play chorus 
after chorus so using Pedal Points are a great way to add variation to the sound. It is important though to 
never force things in music.  
 
It is our job to support the soloist but that is not to say we can’t take initiative to have creative ideas during 
someone else’s solo. It’s just important to let the music dictate what you should play rather than impose 
your ego and ideas unless the music is calling for it. 
 
Pedal Points can really help elevate and inspire a soloist to another level. Because the foundation of the 
Chord is resting on 1 note it’s also a great opportunity for the soloist to take some real liberties and add a lot 
of tension.  
 
When playing improvised music it’s so important to focus and get yourself in the zone with the other 
musicians. We have to learn how to support and sense when the music needs a little something extra.  
 
Here is an example of a Pedal Point again using the Root of the V7 chord to pedal with. This time we are 
demonstrating over the first 4 Chords of the progression. In the Chord itself I’m using a Slash Chord to 
indicate the Root Motion. 
 

 
 
Pedal Points can last as long as you want them too. It’s just really important to know and feel the right time 
to let go of it and return to the regular chords. 
 
You should try experimenting with Pedal Points through a chorus of this progression. A good way to know if 
it’s working is to record yourself playing, so you can hear it and adjust accordingly. 
 

• Right Hand Technique 
 
The last thing we will discuss in this lesson is the Right Hand Technique.  
 
When we listen to Jazz Standards played on the classic recording you will know the Acoustic Bass has a great 
sound, feel and presence with the music. It’s impossible to emulate this sound on the Electric Bass but we 
can make it sound a little more authentic by the way we strike the strings. 
 
Playing on the actual fingerboard rather than over the pick up is a great way to give you a more woody tone 
to your sound. 
 



	  

 
 
It’s important to practice all these techniques and concepts in your practice room in a creative way so you 
can implement them into your playing in a live situation.  
 
All you want to be doing when playing live with other musicians is to be right there in the zone interacting 
and being in the flow of the moment. When we are overthinking we are really taking away the honesty of 
improvised music.  
 
Our practice sessions need to be really helping us let go when we are performing. 
 
The Tony Grey Bass Academy was created to give you all the tools you need so you can thrive in any 
situation with your own voice and ideas with confidence and musicality. 
 
I hope you enjoyed this mini course on Walking Bass Line Concepts. I hope you found the content useful.  
 
I look forward to seeing you again in Week 8 for more lessons. 
 
Stay Inspired, 
Tony Grey 
 
	  


