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Jazz L.esson 1

Technique

1. Major Scales

a. Major Scales are a huge corner stone for improving your technique, learning harmony
and theory about jazz, and helping you become a better player overall. You can create
any major scale from any starting note using a combination of whole steps and half
steps in the following order. From any note, move up a Whole Step, move up another
whole step, move up a half step, move up a whole step, move up a whole step, move up
a whole step, and finally move up a half step. In short hand the major scale formula
looks as follows. W W HW W W H, (see below).

C Major Scatr

f
i’? -dll- . . | JI
WHoLE

WhoLe WHoLE Hatr WhoLe WhoLe Hatr

2. Major Scale Exercises Template

a. For our major scales there is an exercise template you will follow every time we
practice our scales and add a new scale. The two scales you will be practicing for this
lesson will be the C Major Scale and F Major Scale. Below is the template for the

major scales.
With every scale you will perform the following steps below.

1. Right Hand
a. RH Alone, One Octave, Quarter notes
b. RH Alone , Two Octaves, Quarter Notes
c. RH Alone, One Octave, Eighth Notes
d. RH Alone, Two Octaves Eighth Notes
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2. Left Hand

LH Alone, One Octave, Quarter notes
LH Alone, Two Octave, Quarter notes
LH Alone, One Octave, Eighth Notes
LH Alone, Two Octave, Eighth Notes

a o T p

3. Hands Together
a. HT, One Octave, Quarter Notes
b. HT, Two Octaves Eighth Notes

3. Key Signature
a. TheKey Signatureis going to tell us what notes to madk&rp orflat, in a piece or

scale. When we make a note sharp, we are movirghagif step. So if we were to find

G# we would find G, the move up a half step, ansl gives us G#, (see below).

1} NATURAL G Suarp B NATURAL B Frar

T fo 2 be
UP A HALF STEP DOWN A HALF STEP

When we make a note flat we move down a half stap the note. If we were to play a

Bb, we would find B then move down a half stepital Bb, (see above).

When we learn our key signatures well, it will hepplay our major scales, jazz
chords, and all pieces better! For example, ifook at the key signature for our F Major
Scale, we see that on the fourth note we are redjtir play is a Bb, and then the rest of

the notes are white notes, (see below).

ALl B's ARE
Kev oF F (1 Fuar ON The B Ling) PLAYED AS Bb
[, = . E =
% i : e ——

WHoLE WHoLE Har Whote WhoLe WHoLE Hatr
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While playing songs or exercises in the key ofiE Bb is going to stay constant
because it is part of the F major scale and theslgnature for F, therefore we are never
going to play a B natural, (unless specified byatural sign) we are always going to play
Bb. The key signature is written at the beginnihgieces to let us know what key we are
in. All keys have a certain number of sharps asfldhis way when we see one flat on the
B line for example, we automatically know, that are in the key of F, because the F is

the only key with one flat being Bb.

4. Fingering
a. Fingeringis very important for scales. The fingering for saales will allow us to
play our major scales with ease, and control. Ydusee fingering on the exercises or
pieces listed as small numbers above the notes.Rigere 9 for C Major scale

fingerings. See Major Scale Fingering exercisefpdall fingerings for all major

scales.)
\ RH C MaJor ScaLe 2 E 4 5] 4 3 2 1 s
:@ < & @ s <
. LH C MaJor ScaLe 1 3 2 1| 2 3 1 2 5
¥—= é: __JL E‘_-_I - , - =
1 1 - |
% o ¢ -

Harmonv & Theory

1. Whole Steps and Half Steps
a. Be comfortable with whole steps and half steps gridlatly help everything to come. A
Half Step is going from one tone to the next closest tonermgown. i.e. going up from C
to C# or E to F. Also going down from C to B ord=Hb, (see figure below).

. Hetr Stee Up Hur Stee Up Hatr Stee Down Hear Step Down

o F— | ! j ; . :‘ !

P
C 1w Ci E 1 F C w B
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A Whole Step is going from one tone to another while skipping one in between. i.e. going

up from C to D, you have skipped C#, (Db) or going up from E to F#, you have skipped F

natural. Also going down from A to G, you have skipped Ab, (G#), or from Eb to Db, you

have skipped D natural, (see figure below).

o Whote See Up Wioe Stee U WioLe Srep Dow WioLe Step Down
¥ : I ] ! :
o= = . ia . NG
C 10 D E 10 Fi A To G F b 10 D b
2. Intervals

a. Aninterval is the distance between two notes. We already learned two intervals in the

Technique portion of this lesson called the half step and the whole step. The half step and

whole step are the two building blocks we will use to create our other intervals. We will

now learn all the names of all the intervals in the major scale, see figure below.

Vi.

Vii.

Half Step— This interval can also be called a Min8f.2

i. WholeStep — This interval can also be called a M&jbr 2

Minor 3™ — A minor third is built from a whole step and a half step, or 1 ¥ steps
total.

Major 39 — A major third is built from a whole step and a whole step, or 2 steps
total.

Perfect Fourtk A perfect fourth is built from a whole step, whole step, and half
step, or 2 % steps total..

Tritone — A Tritone is built from a whole step, whole step, and a whole step, or 3
steps total.

Perfect Fifth — A perfect fifth is built from a whole step, whole step, half step, and

whole step, or 3 ¥ steps total.
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viii. Minor 6™ (Augmented '8 — A minor sixth is built from a whole step, whole step,
whole step, whole step, or 4 steps total.
ix. Major 6" — A major sixth is built from a whole step, whole step, half step, whole
step, and whole step, or 4 %2 steps total.
x. Minor 7" — A minor " is built from a whole step, whole step, whole step, whole
step, whole step, or 5 steps total .
xi. Major 7" — A major 7' is built from a whole step, whole step, half step, whole step,
whole step, and a whole step, or 5 ¥ steps total
xii. Octave -An octave is built from a whole step, whole step, whole step, whole step,
whole step, whole step, or 6 steps total.

HALF STEP HOLE STEP VINGR. 360
? (MINOR. 2D) (MAJOR 2ND) MR 26
% - ID_" '! - ﬁi ‘]' "I'
MINOR ETH

\ PERFECT 4TH TRITONE PERFECT STH . (WIGMENTED 5TH)
¥ '1: b .'1

.-. a i .. '..
L MR bTH MINGR ‘TTH MAJOR ‘TTH OCTAVE

1

" = be | = | E =

- - | =) | = '

b. You may notice that you can use different combinations of whole steps and half steps to
form intervals. However you chose to count the half steps and whole steps is up to you as

long as you come to the total number of steps accurately.
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Repertoire

1. Listen to a jazz album

a. What is the best way for someone to learn a neguage? To move to the native country
where that language is spoken so that the eardiaBaice but to listen to the language
and learn it! Learning jazz is exactly like leampia new language. In order to fully grasp
all the nuances, you have to listen to the jazatgiaf the past and present. Pick any album
that you might own or have heard and listen t@ itr@ny times as possible until our next

lesson. Have fun!

2. Learning Tunes Series Part-IHow To Learn A Tune And Remember It
(6 Step Process)

a. | hear so many people sé&grenden, | play pieces over and over again but tiesier seem
to stick in my head!Well that is because you are not actually leartirggmain
components of the piece. You are just playingldying pieces doedrhelp memorize and
know it well. You must practice each section of pluzzle and then put together to create
the entire tune. What do | mean by this? We wildhr each piece down into six steps that
you will work on individually to learn and memoritge piece so well you will never need
the music again. These six steps are the buildimgkb of every piece. Every step must be
treated with equal importance. After completingsthsteps the piece will be burnt into
your memory forever. Take a look at this 4 barspge below. We will first start with this
simple section from a tune called “All The ThingeurAre” in order to learn our 6 step

process.

F- B E’ A’

=¥
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Jazz Liesson 2

Technique

1. Circle Of Fourths

a. We are adding keys by following the circle of fawetWe add the new key by taking the
previous key and progressing upward by the intevfal fourth. We started in the keys of
C and F. From C to F is an interval of a fourtovNwe move from F to the key of Bb,
another fourth, and from Bb to the key of Eb. Itijjook below you will also notice that
one flat gets added to every key. C has no shdritet®, F has one flat, Bb has two flats,
and Eb has three flats. This pattern continue$ wetiarrive at the key of B which has 5
sharps. We will continue this pattern until we haeenpleted all of the major scales for all
the keys. The Circle of Fourths is a great patiewrder to make sure you learn specific

exercises in all 12 keys. | will refer to the Cedf Fourths frequently in future lessons.

G ¢ F
D B’
CIRCLE
A OF 3b | b

FOURTHS

Harmony & Theory

1. Major Triads
a. Chords are one of the best parts of jazz. Theyharbeautiful harmonic foundation that
allows for melodies and solos to float over. They extremely important to understand
and master because they serve many purposes irKjaawing jazz harmony and theory
will enable you to play any and all types of somgsuding pop, country, blues, rock, and

any style you could imagine.
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b. Traditionally chords have been built in thirds,digicking major or minor thirds on top of
each other. Chords and scales share a closeoraaip. Every chord can be linked to a
scale and vice versa. We will start by using tlegamscale we just learned in order to
build your first chords. Triads, (three note chirai® perfect to start with in order to
progress to jazz chords.

c. Let’s build triads for the two major scales you knalready, C and F. All major triads are
built with three notes from its own respective majoale. We will use the*note of the
scale, the 8 note of the scale, and finally th8 Bote of the scale. For a C Major triad, the
1% degree of the scale is the note C, but for theake we will refer to this as thé& 1
degree of the scale. Next we will add tffed2gree of the scale, (also just called tig 3
being the note E. In order to find th® 3tart on C and play your C major scale while
counting each note you reach 3. C is counted Emnally, we will add the 8 degree of

scale, (or the™®), to complete our C major triad, (see figure 3 ).

In order to find the major triads for F, Bb, anid, Bimply follow the same steps using the
respective major scales for each of the key.

"WE BUILD MAJOF. TRIADS USING THE 13T, 2RD, AND STH DEGREE OF THE MAJOR SCALE

C MAJOR SCALE
15T DEGREE 3RD DEGREE STH gfﬁﬁff C MAJOR TRIAD
n . 3 |
X - 1 | | |
i ] I I I I i ) P
[ !. b1 1 1 1 ’
e —— g
F MAJOR SCALE
13T DEGREE i STH DEGREE F MAJOR TRIAD
i} : | ° -
T I I e -
& e | =
i I | | [ ]
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2. Major Triad Intervals

a. After building our major triads we can now determthe types of thirds that make up our

major third triad. Let's take our C major triadfbod out our two intervals. C is the first
note in the chord and E is the second so here we tar first interval. Let’s count the
whole steps and half steps between C and E tordeteour interval. From C to D is one
whole step, and from D to E is another whole stéqus, we have two whole steps
between C and E. By going back to Lesson 1 if edethd looking at our interval chart

we determine that the distance of two whole stepsls a major third, ( see figure).

A MAJOR SRD MINOR 2RD

A

" =
.5-

. 2 WHOLE STEPS 1.5 sTEPS
The next interval we have is between notes E arideGs count our whole and half steps.
From E to F is a half step, and from F to G is abelstep, thus we have 1 whole step and
1 half step. By looking at our chart we see thet isva minor third, (see figure 5).

A MAJOR SRD MINOR 2RD

A

" =

.5-
. 2 WHOLE STEPS 1.5 sTEPS
So our major triad is built by a major third, th& minor third on top.
This is a great time to point out that when thstfinterval of a chord starts with a major
third then our chord will have a major sound anatéliéed major. Likewise when the first
interval of our chord starts with a mindf,3ur chord will have a minor sound and be
called minor, (see figure 6).
] MiNoR 3RD C- Triap
& =
7€ 155w ' =
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3. How Major triads are written
a. In pop, and jazz charts you will always see majadtchords written as one letter tl
describes the root of the chord. For example yaghtrsee “C”. This mean you wld play
a C Major triad, C,E or G. Or you will see thedettF”, which means you would play ar
major triad You might also see “Cmaj”, but this is very r. You also might see CM, bl
this is extremely rare as we Look at the 3 &rs below and look at the chord symk

above the measures for an example o. See figure below.

C CM Cuad
84
I . . 7 . . 7 . . . . . .
I!.'\ A . . . o . . . . . . . .
_ﬁ -

4. Bass Notes aka. Roots

a. Arootis a musical term for the bottom or harmaamchor for a chord that is linked to 1
name. For example in a C matriad the root is C because it serves as the fdiordéor

the other notes. The root of an F minor triad 1§ you guessed it, F, (see figu).

fl
¥
. W

ﬂ;?g
F

I3 ROOT

Roots are important because they serve as the &iondor which a chord is built upotr
Because of this the roots are regularly useBass Notes’. Bass notes are often roo
but can be other notes as well, that are playédeextreme lower recter of the piano, or
any other instrument, such as a Bass. Well it s®likd it would make sense for a bas:
play bass...notes... right? This is exactly what theyAlbass player in all your favori
bands is play roots to the chords the majorityhetime. He lays down the harmor
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foundation for all other harmonies to be built upbet’'s say a pop piece had the first four
chords of C, F, G-, C. Our roots would be C, Fafg C, (see figure 6).

o
-
| P
)

o]

Ao— = 8 —

= o = =

= =
Root = C Roor =F Roor = G Root = C

Pretty easy right? These are the notes the bagsrpleould be playing on the bass. Notice
how the root of a G- chord is just the note G evmigh the chord is minor. Again, thé 3
is the note in a chord that determines whetheclioed is major or minor, so we need not
worry about the quality of the chord when talkirmgpat the roots. All we must know is
that the root is the foundation of the chord. Whkying by yourself for fun or for friends,
often you will not have a bass player to play thets for you to give you a solid
foundation. Do you know what this means? You haveadorporate the roots on the low
register of the piano yourself! It is much eashart it seems and you will begin to
practice playing bass notes in this lesson.

Repertoire

1. Pop Charts, Forms and Structures

a. Once you know how to read basic charts you'll be & play any music you want. All
charts have the same basic structure to them. &ayyou go into a music store and pick
up an Elton John Book. Most pop charts will tyflicéook similar to this format in which
you will see a grand staff with RH and LH writteaotes. Above the staff you will most
likely see guitar tabs for guitar players to plag thords as well as chords notated by
symbols and letters like in figure 7. The chordewabthe music is what we are actually
interested in as these are going to give us thmdwies to the piece without spending
hours and hours practicing exactly what Elton Jofiginally played. That can be fun but
sometimes you want to just sit down and be abjdagp an artist’s pieces with ease. The
chords above the music allow us to do that. Platmegchords to the music allows us to
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break out of the box that we are put in by the siote the page. We are able to engage in

self expression and that is the most fun part adimu

Piano Man — Billy Joel Excerpt

Moderately
i FAiC a7
. .—-—1 3 r'-.,‘ ) = r-'
; | ¥ - b S | 1 = A
- = - - - - - -
LA - L -
mf
SEEZ 2 :
With pedal
F C/E G L Em/B A
1 . . - - A
é.! ’E __E — _d.’ - - K e,
s - - - = — ' r
LY - o
I It ning o« | clock  on i Sat - ur - daw.
2.-b fhee addivioral byrics)
- ) ) S
- 1 IF I; irJ- |5'a Fa i) =
F— | | |
: 5

2. How to use the chords with the melody to play any music like a pro.

a. The first step is to distinguish where the melagiWwihen we play a song our RH will play
the melody most of the time while our LH is plale tvritten chords that are above the
grand staff, (see figure 8.).

F-

o
e

N ]
[ ]
= |

AP

h= B

™

T

| N
L 1NNE
L 10N
L 188

TR

1}

¥

W
%””

This way we are not spending hours upon hourepeniy every note. We can actually
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take enjoyment from sitting down at the piano apdrong up a music book of our favor
artist. When we put our RH melody with our LH ofi®rviola! We are now playing tt
piece in a matter of 2 minutes. But Brenden, | d&nbw all these chords? Wihat's
what I'm going to teach you. You already know abmaor triads from this lesson. The
are only a couple more types of chords that yourvekd to know in order to st

sounding like a professional. Just remember, pradtard!

3. Learning Tunes Series Part 2 — The Formula (Steps 1-2)

a.

Sep 1 RH Melody - When Learning RH melodies we want to practice tistawly at
first with a metronome going. This will give usefarence of time to use while practicii
The purpose of playing the melody alone is too obsiy learn the notes but also to h
the melodidines isolated without the harmonies. This willghek internalize the meloc
more so when we’re soloing or comping, will stiéd Bble to hear the melody going in «
heads. The melody is what creates the piece. uldhxe the main point of referenfor
any song. We also want to play the melody in déiferstyles as well. Lots of people w
just practice the melody in a bebop fashion attengo. If you give your brain ar
muscles more variations to learn from the meloidie Will catch on much ster in the
beginning and also as you begin to memorize it.al§e want to make sure we ¢
practicing in different registers as well. Anothieing we want to avoid is getting t
comfortable in the middle of the piano. It's amagwhat happens when y shift your RH
up and octave or two. It’s like you're playing tielody for the first time all over agai
This is exactly what we want to accomplish so we feaniliarize ourselves with all tf
different and new ways to play a melody. This waywill heve learned it so well thi

there won'’t be any chance for us to forget

ar
n

T™
e
rb

cd

[

]
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N
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a. ep 2 LH Bass Notes - Like we learned already our LH Bass notes sertba@bottom

of every chord. These are the moving anchors oh#mmony. Practicing the bass notes of
every song helps you to always remember the preigmes of any piece. The bass notes
will tell you where the progression is going. Whe just practice the chords to a tune
there are so many different movements your hand$nzke to create voicings that you
miss the real movements of the progression. The hates are the framework for all the
chords. It's much easier to know the bass notekamel fill in the harmonies. Usually one
can hear if a chord is major, minor, or dominahyolu have practiced the chords and
harmonies but haven't practiced your bass notgsatantee you’ll have a harder time
filling in the progression if you begin to forgeirae changes. Practicing the bass notes is
just like practicing the melody and every othepsiélearning the piece. We want to
create as many variations as possible in ordengare we know the progressions as best
as possible. We want to erase any chance of uswoet where the next chord is going to
be. Will practice the bass notes in different temymbfferent styles, different registers, and
different feels. If you can come up with more waygractice the bass notes or any other

steps please do so! This will only help you getdyet

4
)]

-]

=
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Jazz L.esson 3

Technique

1. Arpeggios
a. Arpeggios are a great way to work on finger strengtovement, and flexibility of the
hand. An arpeggio is a specific way you play a drargroup of notes in a single note
pattern going up and down. You played some arpsggfithe major triads in Lesson 1
Practice Exercises. We are going to take thiseaxt level an add arpeggios as a
progressive regiment that we will use for all mdjaads and other chords in order to

improve your technique while assisting you in ybarmony and theory knowledge.(See

below).
C MAJOR TRIAD C MAJOR ARPEGGIO F MAJOR TRIAD F MAJOR ARPEGGI0
[ |
7 | ; = I
. = & I L - =
—‘-j'—"...'—s = — »

Harmony & Theory

1. Minor Triads

a. Minor Triads are very similar to major triads excepnor triads create a sad or ominous
type of sound when played. Just like major tria@stauilt from major scale, minor triads
are built using a minor scale. We will get into mimarmony later in the course but for
now | would like to show you a similar more effeetiway to build a minor triad. In order
to create a minor triad we take our major tri@tisluse C major for example, so we now
have the notes C, E, and G, and we simply loweB8uthe note E, down a half step, and

play the chord again with the new lowerdli(8ee below).

C MAJOR TRIAD C MINOR TRIAD F MAJOR TRIAD F MINOR TRIAD
A
A— — 2 - |
j?—g A= =

1,35 1,°3, 5 13,5 13,5
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That’s it! You now have a Cmin triad. In orderd@ate minor triads from other major
chords we simply follow the same process. Let'sdripuild a F min triad. First, take an F
major triad , lower the"8by a half step, in this case, move the A, to Alg play the

chord with the new lowered®3Now we have the notes F, Ab, C, or an F minadt

(see below).
\ C MAJOR TRIAD C MINOR TRIAD F MAJOR TRIAD F MINOR TRIAD
= = D |
1,35 1,°3, 5 1,3 5 135

b. Unlike major triads which do not have anything venit after the letter, minor symbols can
be denoted in a couple of different ways. You w@é Cminor triad written with a hyphen
after the letter as “C-". You will sometimes she first three letters of the word minor
used after the letter as “Cmin”. You will also js&e a lower case “m” after the letter to
symbolize a minor triad such as “Cm”. Anyway youwerp seeing it though, just

remember, they all mean the same thing, to flaBthia the triad.

2. How Minor Triads Are Written
a. You will see minor triads a written a few differemays. The most common is with a
hyphen after the letter though. This is most comingazz and pop fake books.
Sometimes you might see a lower case “m” which alsans minor. Other times they may
write out “min” after the letter for you as an abbiation for minor. ( see below)

ALL Mean Minor Triap

C- CMm C MiN
i) F
,!'._ r
— =& =
-~ T = T
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Repertoire

1. Learning Tunes Series PartPhe Formula (Steps 3-4)

1.

Step 3 (RH Melody and bass noteBjacticing our melody with our bass motion is a
necessity in order to learn the melody so you néwrget it. By hearing the melody with

our bass motion you'll be able to hear how the mhglconnects to the progression. People
forget melodies because they cannot connect theéhetochanges, not because they're
complicated or too confusing. If you can hear hbe nelodies are matching up with the

root motion and progression, you'll never forget it

i. This step will really allow you to get inside theer workings of any chart, (see

below).

<3

A

<3
)]

i -

2.

=3

Step 4 (LH Chords aloneThis step we actually begin to fill in the qualgtief the
chords with our LH. We play through the chords vatir LH just as if someone was
playing the melody with us. Initially we want todqethis simple by playing the chords on
all the down beats of every measure. After we hmeoming comfortable with all the
chords, then we can begin to add rhythmic figuresspice it up. Most people jump
straight to playing intricate two-handed voicingshvall sorts of color tones. It's no
wonder people fail to memorize tunes. They're bapéhying the foundation of the chord.

By just playing the chord on the down beats in ypmition, you are playing the bare
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essentials of all the harmonies. After we havenledrthis we can begin to build up from
there. Jumping ahead of this step is a sure wagpttoeach your full potential on any

piece. As we play the chords we now start to hear the melody fits in, (see below).

F- B'-

£ A’
A
fj\r_ [ ] Ih.-'!
1T &Y g T Ve |
Sol O }C? b E .b'"‘
v p7E b
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Jazz Liesson 4

Technique

1. Phrasing

a. Phrasing is a very important part of technical es&s. If you can get in the habit of

working on your phrasing while practicing your t@al$ exercises than this will translate to
your playing. While playing your scales and arpeggivork on shaping the exercise so it
has a clear beginning middle and end by using dicgand visualization of the
checkpoints. For example, when you start a scal@od think about every note of every
beat. Instead think about your initial startingrmi@nd where your next target is. This will
be at the top of the scale before you come dowretWjou visualize these two points
everything in between flows fluidly without hiccug3therwise your scale will sound like
a rollercoaster clunking away on the gears todlpe The longer you can feel the phrase,
the more fluid motion the scale will contain. Ydast target after you have reached the top
of your scale would then be at the bottom, so agiswalize this as your target. Music in
general is highly dependent upon phrasing solest to practice this feeling in all your
exercises. To work on your phrasing we are gaingdid dynamics to your scales in the

manner shown below. We will start small, grow loydend then get softer again.

|
|

]
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Harmonv & Theory

1. Chord Inversions

a. Aninversion of a chord is simply taking the notiest build the chord and arranging them
in a different order. A C Major Triad is built frothe notes C, E, and G. To play an
inversion of this chord, we arrange the notesdiiffarent order. Instead of playing the
root, (note C), on the bottom of the chord, letevm it to the top. The triad is now built
with the 3¢, (note E), on the bottom, the fifth, (note G),the middle, and the root, (note
C), on top. This structure is call€tr st Inversion, (see below).

C MAJOR TRIAD
Roar PosiTion 157 INVERSION
| =1 E
(RogT ON BOTTOM, 3RD IN MIDDLE, 5TH ON TOP) (2RD ON BOTTOM, STH IN MIDDLE, ROGT ON TOP)

Now let’s rearrange the notes one more time totef®arond | nversion. When we move

the 3%, (note E), to the top so that odt, gnote G), is on the bottom, we now have
2"%nversion, (see below).

p 1 INVERSION 200 INVERSION
4 [ar]
P L E
(3R ON BOTTOM, STH IN MIDDLE, ROOT ON T0P) (5TH ON BOTTOM, ROOT IN MIDDLE, 3RD ON TOP)

Again, let me point out that we continue to useshme notes, yet we are simply
rearranging the order of them. At this point, if m@v rearrang&econd I nversion the

same way, by taking the bottom note, (note G) aritiny it on top of the chord, we wind




© Jazz Piano School 2014

up being back at our root position chord, but a@wee higher than our initial starting
point, (see below.) Using this simple method we @a&ate inversions for any type of
chord in all keys!

280 I ERSION Roor Position
g a
F [ [+
= =
(5TH ON BOTTOM, ROOT IN MIDDLE, 3RD ON TOP) (RogT 6N BOTTOM, 3RD IN MIDDLE, 5TH ON TOP)
Repertoire

1. Learning Tunes Series Part 2-The Formula (Steps 5-6)

a. Sep 5 (Chords and Bass notes together)

At this point we begin to combine our previousreise together. Playing the
harmonies with our RH while playing the bass witin bH serves us many different
purposes. We are hearing the harmonies with thiermotion which is great for
progression recognition. We are also practicingammping at the same time so if we are
to play this tune in a group we will easily be atdenove around the harmonies and
simply add some two handed voicings. Practicindpwhe bass also allows us to hear what
harmonies and voicings sound the best with the ipas® bottom. Sometimes you will
play a voicing that sounds decent in the middlésteg but when you add the bass note to
the equation, the voicing sounds terrible. By hguime bass notes there as well you can
begin to hear exactly what the harmonic progressasa going to sound like.

I. This is really where we start to hear the essehtigegpiece. Someone might

actually be able to tell what you are playing & ghoint! (See below).

F- B'- E’ A?
; .
v e = =




© Jazz Piano School 2014

b. Sep 6 (Melody with Chords)

This is the most basic way to hear the harmoniés the melody. In this step you
want to use root position chords in order to hiearahord built up from the bass. If you are
using complicated voicings or inversions, you tigat the true essence of the chord and
melody together. As you start to familiarize youfrgeth the different steps, you can
switch to rootless voicings or some other typegaitings you already know. Hearing the
melody note against all four of the chord tonexigial as well to knowing where you are
in the tune. This will greatly improve your sengédnarmonic placement in the tune as well

because you'll be able to imagine the melody wpiég/ing the chords.

I. This will capture enough of a piece to show off ynawly learned talents to all
your friends. In the future we will work on addibfl bass notes with LH Chords

at the same time but not yet! (See below).

F- B E’ A°
p ] | |
C::AD e, - & i
W b
DEE 58 = 7 i
¥ = - | |
2. Rhythm

a. Rhythms are what bring the music to life. Rhythrwisat makes you feel the need to
move and groove when listening to your favoritésarEven with the most advanced
harmonic knowledge, without the application of Hyt to a piece it's going to feel like
watching paint dry. In our last lesson we talkedutlihe steps to go through in order to
learn any piece while memorizing it. Let's add liéethe piece by giving it some rhythm
instead of just playing whole notes. Let’s take finst rhythm shown below and apply it
to the following steps for the progression showiowe

I. RH Chords Alone

ii. LH Bass notes alone

iil. RH Chords with LH Bass notes
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We Can Puay Har Notes As A Ruyrum For Our DiFFereNT STEPS

b

11 =9

Ht

i}

F i

E%ﬂ iz o ol o il o iz il z o e o Fad & z .
ki L . . i . . . . . . . Fi . i . . .

b. Great! Now let’s do it with the other rhythms. Nmtihow each one of the three rhythms

gives the piece a different feeling. Once youagehfortable with certain rhythmic
concepts you'll be able to add and take away rhgtatryour leisure.

42 - Hatr Note With Two QuarTer NoTes

il
Irlﬂ..'_‘l. Tl ’J ’J Tl ’J fJ Tl f} fl N rJ r’
et ™
o
5
43 Two QuarTer Notes Wirn A Har NoTe
i
X
Ir!.._1 ’J ’J bl "J ’J ol f} r" T ’} rf Tl
g
44 PuLsine Quarter Notes
g
i Fi ] ] ] i i i Fl i i i Fi i Fl i ]
| n r 4 r 4 r i r i r 4 4 4 4 r i r 4 i 4 rd i
| i " | | | | |
v | | | |

45 Puavine ON Tre Ueseat (HaRDER)

uthn.
)

/7™
™~
Il
)

c. Adding the RH Melody while LH is playing a specificythmic figure with chords is

getting a little more advanced but we will learmhio practice doing this later on in the
course.
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Jazz Liesson 5

Technique

1. Natural Minor Scale
a. Every major scale has a corresponding minor sbaleshares the same key signature. For
example the corresponding natural minor scaleishassociated with the C major scale is
A minor. The A natural minor scale has no sharpats, thus you simply play all white
notes, starting on A and ending on A to generatérga natural minor scale. The
corresponding natural minor of a major scale isagtva minor third down from the root of
the major scale. A is a minor third down from C.tBe natural minor scale for C is

Anatural minor, (see below).

ConnecTep By Same Key SiGNATURE

C MaJor Scate A NaturaL Mingr Scate

P

2

N

ot
%
L 1N
L T
[ 21
ol
il
L B
[, Al

*

We can also change a major scale into a naturadmsicale. In order to build a natural
minor scale from a major scale we make tfe@% and 7" flat from our major scale, (see

below).

MaKe THE 2RD, 6TH AND TTH RAT

.
M

-th
|, A

—
-3 v 30 i 7TH

N
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Using the C major scale th& 36" and 7" will be the notes E, A and B. After we flat these

degrees we now have, Eb, Ab and Bb. We now hav€ matural minor scale, (see
below).

C Natura. Minor (ConnecTep To E” Maor Scaie)

A3l
|, E

=

= -

43"

’

s
Y

In order to determine the major key that C nataralor shares we can ask ourselves what
major key has three flats? Or, since we know thierabminor key is always a minor third
down from the major key, we can simply count upiaanthird to find the major key.

Either way we get the major key of Eb, (see below).

)
E Masr Scai C NaTuraL MiNor ScaLE

{nlﬂ' ] ]

22 7 75

|

»

L
L ENL
L THl

All the notes from the Eb major scale and the Qirahiminor scale are the same because
they use the same key signature yet they both peédxtremely different sounds because
of their starting and ending points. The naturaloniscales are going to be important to

know when dealing with minor jazz harmonies thdt appear in future lessons.

2. Swing Eighth notes and the rhythms of jazz

a. One of the great things about jazz is the upliffegling that it produces in the soul due to
the swing feeling that the rhythmic concepts predliearning how to swing is probably
in the top 3 hardest things to learn in order t&yphzz. The piece composed by the great
Duke Ellington stated it best, “It Don’'t Mean A g If It Ain’t Got That Swing.”

Probably the most true statement about jazz. Ifrgqulaying isn’t swinging then you

aren’t playing jazz. We will start by learning hoéavswing our eighth notes so that we can
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begin to master the rhythmic feeling that must fygliad to all of our jazz playing. In
classical and jazz eighth notes are written theesaet when playing jazz you would apply
a different rhythmic feel to the swung eighth nofBse swung eight notes are felt as the

first beat of a triplet and the last beat of al&tip(see below).

Tuis |5 The Ruyum For Swing Eichmi Notes IN Jazz
i]

I i
L7
|

_ﬁ

-8
]
[

-1y
]
]

-8
]
]

-1
|

So when we see eighth notes in jazz we are actplaiyng them with a triplet feel style,
yet they are simply considered eighth notes in,jészze below).

How IT Looks IN Music

Fi Fl Fl Fl Fi Fi Fi Fi

i)
¥
F
% . rl 7 rl i 7 . .
|

The best way to start out learning the swing éigitte feel is to practice your scales with
this feeling using the provided videos. After a gleupractice sessions playing eight notes

with this specific triplet note feel will feel nafl.

Harmony & Theory

1. Jazz Chord beginner Series Part 1 - MajérGhords
a. Intro

We've talked about using three notes to build adlalled alriad. Now we’re going to
add one more note so that we are playing chordsfaitr notes instead of three. Adding
this fourth note begins to take us deep into Jaamidny and Theory. The particular
chord we are going to talk about is t@jor 7" chord. Let’s build a Cmaj7chord right
now. When we built a C major triad we used tffelégree of the scale, (the note C), tfie 3
degree of the scale, (the note E), and thdégree of the scale, (the note G). When we

build our C maj ¥ chord, we are simply going to add tH&degree of our major scale to
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our C major triad. If we count up our C major scakefind that the 7 degree of the scale

¥

is the note B, (see below).

) b 7 1
i 1 2 E 4 J
e i ! 5
—1 & i ‘
15T DEGREF 38D DECREF 5TH DEGREE TH DEGREE

Let’'s add the seventh degree of our C major s¢atge B), to the top of our C major triad
to form our C maj?7 chord. We now have the notes C, E, G, B, or theeree,

degree, B degree, and thé"tegree, of the major scale, (see below).

c MAJOR TRIAD C MAJOR TTH CHORD
0
fll_ §_
{257,28D,5TH) {13r, 28D, 5TH, AND TTH)
In this case the word major in C majdt refers to the type of7we are adding to the
chord. We are adding the majdt degree of our C major scale to the chord.
Just like our triads, when we build our majérchords in other keys, we use the
corresponding major scales to build our chord.inSarder to build a F major™7chord, we
would use thei 3¢ 5" and #' degree of the F major scale in order to find dword,
(see below).
F MAJOR SCALE
i i - F MAJOR TTH CHORD
7 !
7o e —F T
I—%

3
=
1ar 2R ST TH (137, 3rp, 5TH, AND TTH)
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b. Intervals within a Major ¥ chord
i. Let's take a look at the last interval in our majrchord. We already learned the
first two intervals within our major triad. To rewis from the root to the'®is a
major 3% from the & to the %'is a minor &. Let's find out the interval between
the 8" and 7" now. Will use our half step method to count upthiis case our
starting note is G, thé"sof a C maj7 chord. From G to A is a whole step famh

A to B is another whole step, (see below).

MaJor 2ep

™

o
2
, 108

What does this give us a major third; (refer bickur interval chart if you cannot
remember). We have a major third at the very togotaplete our Major 7 chord.
So our intervals within our major chord are asdat. Major 3, minor 39, major

3 (see below).

MaJor 2ep
MaJor Zrp Minor ko

b

T
o
»

, e
e

N

Another good interval to know is the distance bemvthe root and the majof' 7
which creates the interval of a major 7th. Thisdsy because the name of tHes7
actually the name of the interval, for good reastou will see different types of

intervals involving the 7 as we get into different types of chords later on.

c. How they’re written
i. Major 7" chords can be written in a number of different svayore so than major
or minor triads. Ina major”?chord the word major is referring to the type Bf 7
that is on the top of the chord. We already knashard is major if stated by one

letter for instance the chord “C” or “F”. When weesa C with a maj7, we can
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assume we are using a C triad with a major7th pnWithout specifying a major
7™ on the chord you would see “C7. This is going¢aldifferent type of 7 on top
because we have not specified that it is a majorThis will be explained in
further detail in the upcoming lessons as we detdifferent types of chords. Look

at the following ways below you will see major7thitten in charts, (see below).

Cua” CM7 e’
f ..‘

—£ g g

== = =

2. Voice Leading Triads

a. Voicing leading is when harmonies move the smatlegance possible to arrive at their
next note. This allows for smooth and uninterruptexyements of all harmonies within a
chord. For example, let’'s say we take the chords,@min, G and C. We could play all
these chords in root position. This will sound qlayt the jumps when moving the chords
are going to be very noticeable to the ear. Alntiksthiccups. Let’s voice lead these
chords so each of the chord tones move the leststndie possible to get to another chord
tone. Let’s look at the change between C to Fi iesmust look at the chord tones of the
chord we are on, being C, so we have the notes &h&G. Now we must know what
chord tones we are going to in order to play a fontaad. The notes within an F triad are
F, A, and C. Now at this point we do not nece$gaave to play a root position F triad.
We can play Tinversion or 3 inversion. Whichever structure allows us the least
movement from C to F is the structure we will chdsat’s look at the starting tones of C
individually now and figure out where we should radgliem. The root of C is the note C,
so which of the three chord tones of F, (F, A, drg3yoing to be closest to move to? Well
since an F major chord already has the note G weitdon’t have to move our starting
note at all. Our C will simply be repeated as wange the other notes. Now let’s look at
the next chord tone movement within our C chords Fappens to be ouf*3or the note
E. Since we already know the note C from within Buthord notes, ( F, A, and C) is
taken, we now are left with two options, being tlages F or A. Is the note F or A closest

to our note E in our C chord. The note F is cldsHsis means we will move the note E
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from our C chord to the note F from our F chord. W& have established two out of 3
movements of our voice leading. (TIP: Remembeds$rianly have 3 notes, so there will
only be 3 movements. When we begin to voice leadmajor 7' chords there will be 4
notes so you will need to account for 4 note movemeg The last note left in our C chord
is the %, or the note G, and since we only have one remginote to choose from our F
chord, (the note A), we can deduct that the G foamC chord must move to the note A
from our F chord. Let’s play the individual movenebefore we play the full chord. C

stays the same, E moves to F and G moves to Ap@ew/) .

C Stavs E moves 1o F G moves 10 A

AT

SN
LEER

ol

i

b.

Now let’s play them as full chords with the movenseof the different harmonies to hear

the voice leading, (see below).

;,C F 2w

EE%E E% T
[
=

C To F 240 INVERSION

What I've just explained is the systematic approacbrder for you to understand what is
going on. The easier way to explain voice leadinttiw chords is simply moving a chord
to the nearest inversion of the next chord. Inpgieious example we moved our C root
position chord to our F"2inversion chord. You want your movements to alwiagsdo the
closest inversion of the next chord. That is whyg ¥ery important to know all your
inversions and the notes in them without thinkihigis will allow for very easy voice
leading movements with your LH. Let’s look at tlastlchords within the series. The
chords sequence | initially said was C, F, AminGGWe know our root position C is
moving to our ¥ inversion of F. Now we must move to Amin, so wisahe closest Amin
inversion to our ¥ inversion F chord, (the chord we are currently. ofinin 2 inversion

would be closest! (See below).
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i h-
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ZND INVERSION  TO 15T INvERSION

This gives us the least amount of movement witHitheee of our chord voices. Now let's

move to our closest G inversion, which tidversion again, (see below).

Moves 10
A- G

T

g g
27 Inv 157 Iy

Finally we move back to our C root position, (seéiw).

G Moves To C
ﬂ
~ B B
157 INv Roor Posmion

Play this chord sequence while adding your LH lmedes and compare it to the non voice

leading pattern to hear the difference, (see below)
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PROGRESSION WITH VOICELEADING (MUCH BETTER!)

C F A- G C

fout=

.,
.

s
o

S

B

Repertoire

1. Forms & Structures
a. Jazz pieces take on different structures musiagahgorms. Each section of the form is

denoted by using letters from the alphabet stastiitiy A. When the section changes we
use the next new letter in the alphabet, in thee¢he letter B. This is usually called “The
Bridge.” When sections repeat we simply use timeesketter. Each section takes on a
specific number of bars. You can think of the fafa piece as a simple roadmap. When
musicians talk about the form of a jazz standand ipaght hear them say , “It's AABA, or
AABC for example.” This is simply talking about tdéferent sections of the piece. Can
you hear the different sections in Body And Soul?2 jazz standard the form is played
once with the melody, then a soloist will solo otrex form multiple times, then the
melody is played once more over the form and teegis ended. Here are suggested tunes
for viewing.

1. Body and Soul AABA

2. Pent Up House AB
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2. Listen for the Major7th chords and how they soundiny jazz album.
a. Simply listen to How High The Moon while followirgjong with the chords and see if you
can hear the difference between the majbetords and all the other types of chords.

Anything you notice? Try listening at least thresix-times.

How HicH THE Moo
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fiey—4 e, » ! LJ - bes » 1
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. EMas’ A-7 & D7 G-7 7
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e e e e e
4.;.]9—-1 P e I I i —— r ™ e ™
9" Gual’ A-7 D7 B-7 E7 A-7 D7
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C‘; = : e i e S S e 2 = 3 .
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A 4 | .
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3. Begin learning Duke Ellington’s “Take The “A” Trairusing the 6 Step Method.
We will begin with step 1only.

i. Here are all the steps to keep them fresh in yandm
1. RH Melody
2. LH Bass Notes
3. RH Melody and LH Bass Notes
4. Chords in both hands
5. RH Chords LH Bass notes
6. RH Melody and LH chords

ii. Take the A-Train RH Melody - The melody is obvigualvery important part of
any piece. It is the beautiful line that floats eball the harmony. Practicing the
melodies to songs in different styles and tempdish&lp you get inside the

harmony better and memorize the melody faster, l{etmv).

Cunt’ D’
.
== i — i — =
_? B — o i e I - = — =
h




JALLPIAND SCHOOL

Lesson 6



© Jazz Piano School 2014

Jazz L.esson 6

Technique

1. Swing 7' Chord Arpeggiation

a. We have learned what an arpeggiation is in theipusMesson, and practiced arpeggiating
triads. We are now going to apply this conceptun@' chords and make your fingers
work a little harder. This exercise will be veryneéicial to your improvising as we start to

incorporate the chord tones into our solos (It ailo help improve your swing feel!).
Figure 6.1

C MaJor 7 ARRPEGGIATION

1 Z
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s
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Harmonv & Theory

1. Dominant7th Chords

a. Dominant 7' chords are fun! Dominant chords open up a lotoskspbilities for voicings,

extensions and creating interesting chord prograssDominant chords are similar to
major 7" chords since they start with a major triad.

Let’s build a C dominant*7chord. We have our C major triad, with the no@sE, and G,
now all we have to do is add odf. Notice how in a dominanf™chord we are no longer

saying major . A dominant ¥ actually uses a flat"7on top of our major triad (instead of
a major 7).
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The easiest way to find the “dominafit'7s to find the major 7 and lower it. What |

mean by this is we will find our majof"®egree of our major scale, in this case it happens
to be the note B natural. Now that we have our m&jove are simply going to flat this
note. If we do this to the note B natural we nowehtne note Bb, (see figure 6.2).

Figure 6.2

Mg 7y fur 7 DoMINANT TTH CHORD
fj.?_ 1 | I il ' h..i-l Il'_hi'l
T ! T | 1 ’ i L A, L
N |

Let’s put the note Bb on top of our major triask€ figure 6.3).
Figure 6.3

Masor Triap FLAT 7 ON TOP OF MAJOR TRIAD

A in

o ]

‘ﬁ?‘b

Now we have constructed a C dominafitchord (written as C7). When we use the flat 7
in chords, it is noted as just “7” without any nragign. This applies to any chord that has
a lowered seventh (such as any dominant chordpiner chord that has a lowerell)7

2. Intervals With in Dominant"7chords.
a. Intervals within a dominant™chord are similar to majof"chords because we start off
with a major triad. Review the intervals within a majof £hord if you need a refresher
The distance from the root to the fldt &ill be a new interval for us. If you refer baak t
the interval section, you will discover that thiseirval is called a minor™7 Even though
interval is defined as minor, we do not identifygoart of the chord as being minor. Be

sure to not get these mixed up!
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Tip: I like to think about the"7on top as a flat 7. This way | do not confuse rimonfrom
my major chords!

Figure 6.4
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3. How Dominant Chords are written charts.

a. You will see dominant chords simply stated as CGaom7, or even C dominant7, (very
rarely though), (see figure 6.5).

Figure 6.5
£? Coom? Coominant7
n 1 [1 1
% ’2 ’2
= = 3

4. Inversions of Major 7 Chords

a. We learned about inversions last week and apphisdcbncept to our triads. This week we
will learn the inversions of our majof"Zhord.
An inversion of a major*7chord works exactly the same way as it did withtciad
except now we have four notes. To create Stintersion from our C Triad we took the
root, (note C) and moved it on top of tH& fote G). We will still move the root on top of
the chord but since there are 4 notes now we maserthe root on top of thé"7(note B).
This creates our*linversion with four notes being th& 3", 7" and root on top. Or by
notes we have E, G, B, C, (See figure 6.6)
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Figure 6.6
Roat Posimion 15T INVERSION
Cuns’ Cund’
[}
fjl_ -~ =)
i B W T 3,571

We follow the same steps to create oifriversion. We take our new bottom note which
is the &, (note E), and move it to the top. From bottortowe now have the's 7",

root, and the 3. Or by notes we have, G, B, C, E, (see figure.6.7)

Figure 6.7

15T INVERSION 2ND | NVERSION
Cual” Cuas’
i
i ==
_\j B
W G 57 1.3

Since we have four notes now to work with we wéla one last inversion before
coming around to root position again. This willthed inversion. I'm guessing you know
what to do by now, but if not let me tell you. ke our current bottom note, th8 5
(note G), and move it to the top. From bottom fue now have, the"7 root, 3°, and &,

or by notes we have, B, C, E, G, (see figure 6.8).

Figure 6.8
20D | WERSION R0 INVERSION
Cuat’ Cuad’
1] o

- 74,85

5713
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Now if we are to take our'7 (note B), and move it to the top we end up back a

root position once again, (see figure 6.9).

Figure 6.9
2rD INVERSION Root Posimion
Cuad’ Cmad’
0 o
=

Y

71,35 18587

These inversions will be very helpful when we skaarning voicings for LH as

well as when we start soloing with chord tones.

Repertoire

1. LH Bass Notes to Take The “A” train. (Step 2)
a) Play the bass notes and listen for the root mofeying the bass notes alone will give
you a great sense of the structure of any piegetdlnear the melody over top as you

play the bass notes, (see figure 6.10)

Figure 6.10
Cunt’ D7
j}: [ | [ ] = =

2. Dominant chords in Blues

a. Dominant chords are the primary chords used irbthes. See if you can hear the

difference between the majof ehords in the suggested standards and the dominant
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chords, (flat 7 on top) in the provided blues traaked “Blue Monk”. It'll be hard at first

to hear but they are quite distinguishable as paurstarts to improve.

Figure 6.11
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Jazz Lesson 7

Technique

1. Ascending and Descending 4 note scales

a. This is a great exercise to help build endurance, speed, and control, while learning your
scales. With the 4-note scale we are going to play the first 4 notes of any scale, move to the
2" note of the scale and play the next four notes. Repeat this pattern until you reach an

octave from where you began. (See figure 7.1).

Figure 7.1
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This pattern will be the same coming down, (see figure 7.2).

Figure 7.2
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Harmony & Theory

1. Minor 7" Chords

a. The intervals used in Minof"Zchords are similar to dominant chords, but in a different

order. Instead of starting with a major triad as we did with our dominant chord, we are
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going to start witka minor triadthen add a flattened"# the same type of " we used in

our dominant  chord, (see figure 7).

Figure 7.3
Minor TriAD Fuar 7 C-7
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We now have a minor triad on the bottom with aflain top. This ithe set of intervals
used in a Minor ¥ chord.

2. Intervals With in aMinor 7" Chord.
a. Two intervals change in a mir 7th chord. The 3 is loweredn this chord whic means
theintervals between the root and the third cha, and our interval between th™ and
the fifth changesintervals in thi chord consist of a minof®3major third,and minor

third. (See figure 7.4)

Figure 7.4
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3. How Minor 7" chords are writter

a. You will see a minor7th chord written the same vaaya minor triad with the exception

the 7" added to it which implies adding the flat 7 to thad. (Seefigure 7.5).

Figure 7.5
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4. Dominant Inversions

a. Inversions of dominant chords are built exactly the same as our inversions of major7th
chords. We are simply going to rearrange the notes of our dominant chord to form the

different types of inversions. (See figure 7.6 for all examples of Dominant chord

inversion).
Figure 7.6
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Repertoire

1. LH Bass Notes with Melody for Take The “A” Train ( Step 3)

a. Jazz piano begins to get slightly complicated when we start playing bass notes with the
melody, but don’t worry. With a little bit of practice you’ll have this going in no time!

Figure 7.7
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2. Listen to the minor% chords in the provided tracks below.
a. Follow along with the changes and listen to theanif{' chords in Wayne Shorter’s
“Footprints”. See if you hear the difference betwenajor7th chords, dominant chords,
and minor7th chords. Listen carefully. They all @asvery distinct sound. (see example of

Footprints changes, Figure 7.8)

FOOTPRINTS
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Jazz L.esson 8

Technique

1. Control

a. Having control over your notes is vital in ordemb@ake the music come to life. This
exercise will begin to develop your control anddiowf the keys by adding dynamics to
afinger pattern. It also will help your coordinatias the contained movements within the
fingers are slightly more difficult than our preumexercises.

Brenden’s Key Point

The great jazz pianist Bill Evans once saitls“not what you play, but
how you play This statement can be applied across all geoifres
music. | would rather listen to 5 notes played va#ssion and soul
over a complex, speedy phrase any day. It's th&@loover your notes
that builds great musicians!

You practice this exercise three ways: 1) as saflpossible 2) getting louder as
you go up and softer as you come down and 3) firsaiflrting loud and getting softer as

you go up, and louder as you come down (see figuire

Figure 8.1
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Harmonv & Theory

1. Chord Shells
a. Chord shells refer to the specific notes of a chtrel 3 degree and"7degree. They are

referred to as shells because they dictate thetgoathe chord. If you change either one
of these notes then you directly affect the chaagther it be major or minor, or a
dominant ¥ or major 7. Some of the exercises will have you play thelstaflall chords

in a piece to hear the essence of the chords armdments of important voices in the

chords.
Figure 8.2
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2. Inversion of Minor ¥ Chords

Inversions of minor7th chords are done in the staskion as major7th and dominant

a.
chords. As a reminder, we rearrange the ordereohtites in a chord to build different
inversions of the chord. (See figure 8.3 for aliérsions of a minor*7chord.)

Figure 8.3
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Repertoire

1. Play shells of the chord progression.

a. Playing shells is a great way to hear the impor@ninonic movements. You get to hear
(and see) how all of the harmonies work togethem@®this exercise will help your

soloing because you will be able to better comprdread memorize the harmonic

structure of the piece, (see figure 8.4)

Figure 8.4
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2. Take The “A” Train Step 4 - Root Position Chordd.id and RH

a. We want to learn the chords and harmonies as itgignas we have learned the melody

and bass notes. For this reason we want to pratickarmonies in both hands. They are

obviously useful in our LH to play supporting cheythut they are also useful in our RH.

We will use chord tones in improvising and creat@eradvanced two-handed voicings

from these qualities in the future.

Figure 8.5
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3. Take The “A” Train Step 5 — Chords RH , Bass notes in LH

I. Now we want to sync up the RH chords with our LH bass notes. Playing through
the chord progressions in this fashion will give us a complete sound of the

harmonies in a tune.

Figure 8.6
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4. What is improvisation?

a.

Improvisation is the act of spontaneously generating musical phrases, with the goal of

creating melody and expression.There are a number of various improvisation techniques
we will learn in this course, but ultimately, expression can be anything YOU want to play,
no matter how bad someone might think it sounds. | will provide you with an abundance

of tools in order for you to find your own voice you would like to create.
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