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Jazz Lesson Y

Technique

1. Arpeggiation of Minor 7, Dominant ¥ and Major7th

a. In this exercise (figure 9.1) we will take our previollsHord arpeggiation exercise, but
instead of practicing all of thé"thords separately we will practice each minor, major, and
dominant ¥ chord starting from the same note. This will help us learn each chord

individually and be able to play them at will.

Figure 9.1
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Harmony & Theory

1. Minor 7" b5 Chords

a. The -7b5 chord takes the regular minBiciiord one step further. In order to build a -7b5
chord weflat the 8in our minor #' chord. Say we take a regular C-7 chord. In order to
make this a C-7b5 chord, we take tf{Eifthe chord which is G and move it down a half

step to Gb, (see figure 9.2).

Figure 9.2

SIMPLY FLAT THE 5TH
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You'll begin to see the -7b5 chord come up whenl@hg diatonic harmony, the next
theory section. This chord will also be importarten we talk about minor harmony later

on.

2. Beginner Diatonic harmony Series Part 1

a. Now that we know our three essential jazz chordsavebegin to discushatonic
harmony. Diatonic harmony refers to chords that come ftbensame key; this means that
we are using one major scale to build chords. Winebuilt our first major triad and
major 7" chord we used notes from our C major scale. Whebuwilt our dominant?
chord and minor7th chord we didn’t talk about th&jon scale again, we just changed the
notes. I’'m going to show you how we can build diia types of chords using just one
major scale. For this example we will use the Camsgale.
In order to build a Cmajor7 chord we used tflelégree, the'3degree theBdegree and

the 7" degree of the major scale, (see figure 9.3).

Figure 9.3
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Let’s build another chord using notes from the Gamsacale but instead of starting on the
1% degree of the scale let’s start on the 2nd degfréiee scale, being the note D. When we
built the Cmajor7th chord, we started with C anddusvery other note from the C major
scale. Let's use this same process to build a ctarting on the? degree of the scale,
note D. If we start with the note D and use evehgpnote from our C major scale and
stack them, we now have the notes D, F, A, anddd bottom to top, (see figure 9.4).
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Figure 9.4
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BuiLT OFF THE 2ND DEGREE OF THE SCALE

Does this chord look like a chord you have practipeeviously? It should. It is a Dmin7th
chord. Dmin7th is a diatonic chord to the key db€cause notes from the C major scale
were used to build it. In jazz we analyze chordsibipg roman numerals because the
numerals relate to the key we are in. For examptae key of C, we call our Cmajor7th
chord, | major7 because it is built from thiédegree of the C major scale and it is a major
7" chord. Dmin7th starts from th8%legree of the C major scale so we call this drii m

7th chord because it starts on tH&degree of the scale and it is a minBrchord.

Let’s build another chord starting on tH& @egree of the C major scale, or the note E. We
will start with E and build the chord by playingezy other note giving us the notes, E, G,
B, D. This builds an E*7, or i min 7" in the key of C, (see figure 9.5).

Figure 9.5
(n-7)
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TIP: The numerals for these chords may change diepgapon what key you're in. In the
key of C, C is the Ldegree of the scale, but in the key of Bb, C seasethe %' degree of
the Bb scale.

If we continue to build chords from each degrethefscale we end up having built 7

chords total before returning to C again, the togerof our major scale, (see figure 9.6).
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Figure 9.6

M7 -7 m-7 W7 V7 w7 w75 a7
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These 7 chords are all diatonic to the key of Cmmgathey use notes from the C major

scale. If we look at the numerals for the diatartiord sequence we have this, (see figure
9.7).
Figure 9.7

IMay7 -7 w-7 M7 V7 w7 w75 a7

This numeral pattern will stay consistent no mattbat key you are in because we are
always using notes from the major scale to buiédhords. With this being said if we are
in the key of Bb, the | chord will always be a Ijor@th, the ii chord will always be a ii
min 7" and so on, (see figure 9.8).

Figure 9.8

M7 -7 m-7 IVMns7 V7 vi-7 V-7’5 IMaJ7
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Certain scales used for soloing that correspond @ach diatonic chord within a key.

When we know the numeral analysis for a chord preae, we then know what notes we
can use in our RH to solo with! Knowing the perfeatmonic notes to solo with is very

helpful, especially when we are trying to creatautdul music.
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3. Voice Leading 7 chords with inversions

a. Voice leading  chords follows the same process as voice leadiagstexcept we have
one additional note to account for. Let’s voiced@Cmaj7th chord to an Fmaj7th chord.
What is the closest inversion of the Fmaj7th tormat position Cmaj7th chord?By
looking at the chords below we can clearly see mpw 2% inversion of our Fmaj7th

chord is going to use the least movement possitadl of our chord tones, (see figure

9.9).
Figure 9.9
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Repertoire

1. Step 6 — Melody RH, LH plays bass notes and CHord9 ake The A Train”

a. This is our last step in learning atune. PlayirgdiRH melody and LH bass notes/chords
sounds a lot harder than it is. As you begin torleae chords well, this step will become
very easy for you. We approach this is by altengabetween bass notes and chords. This
will build our comfort level of switching back aridrth with our LH, (see figure 9.10).

Figure 9.10
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2. How to analyze chord changes “All The Things Yo&’Ar

a. This piece is perfect for learning how to analyherds because most of the chords are
diatonic to the 3 different keys the tune is in.&Wlanalyzing a piece we start by looking
at the key signature to let us know what key wesgading in. TIP: The key may change
throughout the piece so you have to be on the laiblor chords that aren’t apart of your
original 7 diatonic chords. In this case we staithie key of Ab because there are 4 flats.
We know 4 flats come from our Ab major scale. Lébsk at our first chord, Fmin7. How
would we analyze this chord? Well to start let's g¢he note F is in the Ab major scale,

(see figure 9.11).

Figure 9.11
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F happens to be th&'@legree of the scale. We know from our diatonic exahpattern
that every chord built from thé"glegree of the scale has to be minor. The F clsoad -
7™ chord so now we know this is the vi-7 of Ab. Iéth chord was a different chord
guality such as dominant or major, then we wouldvkithe chord was coming from a
different key because th&' @legree of the Ab major scale has to be vi-7. i@ write vi-
7 above our F-7 to analyze the chord. Continua&dyae the first 6 chords using the

diatonic chords beginning on Ab in the chart bel(sege figure 9.12).
Figure 9.12
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3. Steps to analyzing a chord change

a. The first step to analyzing a chord change is terdg@ine what key the song is in. When
we analyzed “All The Things You Are”, you determihihat the first chord was F7
From there we determined that the root F was i\bumajor scale, (see figure 9.13)

Figure 9.13
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b. Determine what degree of the scale the root ottiwed is. In this case we determined that
the note F was thd"&legree of the Ab major scale by simply countinghepAb major

scale, (see figure 9.14).

Figure 9.14
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c. Determine if the chord on the chart matches th®dia numeral quality it should be in
that key. In this case thd'@legree of the scale should be a min7th chordjrafatt the F
chord is an Fmin7th chord. Perfect match! If therdndoes not match then it is most likely

coming from a different key.

4. Key Changes within pieces.

a. Lots of the time you will see chords move into fiedent key as the composer felt like a
key change would add something different to thegi&ometimes it is hard to tell when
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this happens but let me try and help you get starieéh knowing the difference. Let's go
to measure 6 in “All The Things You Are” where ci@hange is G7, (see figure 9.15).
Figure 9.15

G’ Cund” Cwmad”

Let’s follow the steps we just went over in ordefigure out if there’s a key change. G is
in the Ab major scale and it is th8 @egree of the scale. We know the chord built kodf t

7" degree of the scale should be a -7b5, but, incdss we have a G dominant7. These do
not match! This means the G7 has to be from aréifitekey besides Ab major, (see figure
9.15).

A mad” B*-7 c-7 Dun’ £77 F-7 G-75 AW

I 3 ! bi i QF bF F '

IMas7 -7 m=7 Va7 V7 VI-7 VII-7:5 w7

When attempting to decipher the key, look aheatiémext chord which sometimes gives
us a clue. The chord after G7 in “All the thinggiyare” is Cmaj7th. Usually in pieces
when there is a key change you will see the | clopiidkly appear to center the piece in
the new key. Could Cmajor7th be our new | nfagiord? Let's check. If C maf™is our
new key center, we would be using chords from the&br scale, this means G7 might be
from the key of C. Let’s use our steps to che€k certainly does happen to be in the C
major scale, and it is thd"Blegree of the scale, (see figure 9.17).

Figure 9.17
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When we look at our diatonic numeral chart (figr&8) we see that the chord built on the
5™ degree of the scale has to be dominant, and indac G7 is dominant!

Figure 9.18

M7 07 m-7 M7 V7 w7 w75 T
Cuns’ D-7 E-7 Fuas” G’ A7 B-7b5  CmaJ
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We now know the G7 chord is the V7 in our new kEZoTo remind ourselves that the
key has changed on the G7 chord we write C and putle around it to state there is a
new key.Finally we analyze G7 by writing a V7 op tf it and a Imaj7th over the top of
the C maj ¥ chord.

5. Beginner Improvisation Series Part 1

1.

Intro-When listening to great musicians solo, it migkgrs like you'll never be able to get
to their level. As | begin to explain the procedsecomes quite easy. The first step to
improvising is knowing that your solo and ideasd aiWvays stem from the harmonies of
the chords. When someone is playing a solo, thegianply connecting certain harmonies
of the chords together so it sounds like a fluidioro

Improv Overview- Thereare two improvisation approaches we willibég work on. The
first is improvising with a band, (or the providedcks). Now, as strange as it may seem
this is actually going to be easier than improwgdny yourself. Now why’s that you ask?
When you play with bass and drums they are doilg @ support you. The bass is
holding down the roots, while the drummer is keggime time for you. When you are
improvising by yourself, (solo piano), you are r@ssgible to keep your own rhythm and
know all of the root movement! This can get adittverwhelming at first, but with some
clearly guided practice techniques | will show yowill become easier. We will be

studying both ways to improvise, by yourself orhwather musicians.
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3. TheFirst Step - Chord Tones - You are already learning all the notes to therds so
this should be easy! Working on arpeggios of ther@tiones will greatly help you begin
to solo as we move into some improvisation exesdisehe upcoming lessons. We want to
begin experimenting over each type of chord by #eaes and begin to sequence these
chords. Look at some examples chord tones beirdjase major 7, dominant ¥, and
minor7th chords. (see figure 9.19)

Figure 919
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Jazz Lesson 10

Technique

1. Playing?" chords with different combinations.

a. Playing seventh chords in different inversionsaspmportant for developing your
soloing ability and for creating unique voicing®f8re playing chord arpeggios in
different inversions,practicediatonic chords byegmatingthem in this order of chord
tones: 1, 3, 5,7. After you’'ve mastered this, theua can begin using different inversion
patterns such as 3,1,5,7 or 5, 1, 3, 7 (see figouk).

Figure 10.1
Parier - 3,1, 5,7
Cuad” i C-7
g l— lp— ] —
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This will help develop coordination and your brdimger relationship. Your fingers will

get use to going back and forth on the piano imstéatrictly up and down.

Brenden’s Key Point

The brain-finger relationship is a very important one for the aspiring pianist. When first learning the
piano, this relationship is difficult because you are using your fingers in a new and unique manner. As
you become more skilled, this relationship becomes deeper. Exercises like this not only help develop
this relationship, but allow it to work on a much deeper level. After some practice, there will be
much less brain, and your fingers will act as though they are on autopilot. You'll be able to see a
chord and instantly play it (or arpeggiate it!).
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Harmonv & Theory

1. Modes of the diatonic scales — Beginner Harmony Bmebry Series Part 2

a. Now that we know the possible diatonic chords withine key we can look at the modes
associated with a major scaModeis a term for scales created when starting on a
different degree of a major or minor scale. Confg8iYes, it very much is!

We will learn all of the modes associated with @heajor scale. We'll start in the key of
C major with our first diatonic chord, | maj7th,dalearn its corresponding mode, (scale).
For the Imaj7th scale we are simply going to ugentfajor scale for C major which is the

key we are in and identity it as thanian mode, (see figure 10.2).

Figure 10.2

C Maor Scaie

lonion

M

Tk P

L 18
R

i
- 7

._kth:

That was easy right!? Now for our if?Zhord, in this case D-7, we simply play our C
major scale, but start on D and end an octave abDoVée never change any of the notes
from our C major scale, we simply change the stgntioint and ending point in order to
better reflect the chord tones of the ii-7th chaite call the mode starting on th&' 2
degree of the scale timorian mode. ( See figure 10.3)

Figure 10.3
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Each mode has certain characteristics that sepafeden the others. ThBorian mode

has a b3 and b7. We conclude that it containsanb27 by comparing the scale to a D
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major scaleA D major scale would contain an F# and C#. SinceDorian mode has an
F natural and a C natural, we call them b3 an(These are just for you to underste

right now. Youwill not need to utilize this information until later in the cour: (See

figure 10.4).

D MaJor Scue D Dorian Mave (43 6. b7)
0 b3 W7
o= o

So far we have identified tv modes for the major scalie first degre (lonian) and the
second degree (doric. There are 5 remaining modes in the sdAl@. continue to use tr
C major scalas our reference scale but start the scale on the renaining de(see
figure 10.4).

Figure 10.4
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It's important to remember that each mode usesdhn®e notes from the major scale, they
just begin on different degrees. You'll notice teath of these modes sound a little
different from each other, and a little differerdrh the major scale. It's amazing how
many different sounds we can get just from oneesddeémorizing the names of the modes
is the hardest part. Playing them is easy!

Brenden’s Key Point - The Low Down On Modes

Most students | encounter have a real resistano®tles because they can be extremely
confusing and hard to apply to their playing. Bum, simply being as honest as possible when |
say this: you can’t reach a high level of playinigheut being able to understand modes and use
them in your improvisation. That being said... aredesgoing through my mind when | solo?
Absolutely not. | never think about them anymov&hen you're first learning though, modes will

be the foundation that will allow you to play theawtiful solos that you've always wanted.

Repertoire

1. Beginner Improvisation Series Part 2 — Modes
a. Soloing using the modes

i. Now that we know the scales that go with the madest are we supposed to do
with them? Well, to start we still want to focus @mr chord tones then we can start
to add more notes from the modes in order to ciatether flowing lines rather
than arpeggios. If you start off trying to thinkoaib all the modes as you're soloing
your brain will explode. Instead, try thinking albquiaying your major scale over
all the chords but with different starting pointis will allow you to easily
conceptualize the mode and be able to play morgonideas. Remember you
can use any of the notes from the major scale evgtill trying to focus on the
chord tones. You want to begin by landing on chorgks on beat 1 of each new
measure. This will ensure you are reflecting thertoamies properly. Use your new

found notes from the major scale to try and sesveomnecting notes for the chord
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tones in order to add fluidity to your solos. (Exades of solo’s using the differe
modes. See figure 10

Figure 10.5
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b. Solo Over Afrain Using Chord Tone

i. In order to prepare our self to improvise overrgetwe want to familiarize ourse
with the chord tones to the harmoni Will do this by practicing arpeggiati the
chord tonego all the chords in Take The A Train, (see figloet).

Figure 10.6
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Before you begin to improvise on any new tune yduwant to use this exercis

It will help you grow comfortable with the chord tonesain fastel
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c. Improvise Using The Chord Tot

Time for the fun pariTake chord tones fromach chord and play them in gorder
you’'d like. Begin with simpl melodies that you likelhere are no particular ste
to this so be creative as you want. Remember ngikimrong. You'll feel a little
uneasy in the beginning but you slowly begin tjoy the freedom that improvisir
provides. This is a chare for you to express yourselfSee figure 10.7 for chol
tone solo example

Figure 10.7
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Jazz Lesson 11

Technique

1. Practicing Diatonic Modes

a. When playing modes make sure that you are usingragdeel! It is easy to get wrapped
up in boring technique exercises and injected Wiagsfeel can help create more
enjoyable exercises. When you can successfullygigynode up and down froany
scale degree you can feel confident in weavindghdrenonic changes together through
improvisation. We will start with the first of trilBatonic modes called the lonian mode.

Play this mode up to thé"zthendown, then move to the next mode (see figlire)1

Figure 11.1
loniaN Dorian
In I 1 | | |
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Harmony & Theory

1. Beginner Harmony and Theory Part 3
a. We recently discussed the 7 diatonic chords thateaconstructed from a major scale. We

have yet to talk about how the chords can be uaedwill first discuss different
resolutions that the chords can create. The &stlution we should discuss is the V7-
Imaj7 resolution. This can be any V7 chord from &ay resolving to the Imaj7 chord
from the same key. For instance, in the key of&\Mii chord would be G7 - | figured that
out by counting up to the fifth scale degree of @an Then G7 would resolve to the
Imaj7th chord or in this case, a Cmaj7th chorde fsgure 11.2).
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Figure 11.2

V7 To sy 7w Resoromions
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In order to understand this resolution, you needghiderstand how these chords function.
Let’s start with the V7 chord. The dominant chardazz harmony and theory is
considered a very “unstable” chord, meaning it waaotmove to another chord. The
instability of the chord is caused by the tritotermal that is found between the
3"“degreeof G7 the note B, and tH2degree of G7, the note F, (see figure 11.3).

Figure 11.3
Trirone Wirmn Domimant 71w Chorps
&R TRITONE
= &

5=

The tritone interval was named the “Devils intdiva@his interval is extremely
dissonant and instable. What does instability viamto? It creates tension and wants to be
resolved. This is why dominant chords typically radw stable chords; in this case the
Imaj7th chord, thus creating the V7-Imaj7 progressi

The Imaj7 is the most stable chord in music. Taisipart because it has two
perfect fifth intervals. The fifths are found betmethe ¥ and the 5, being the notes C
and G, and the3and the %, being the notes E and B. The Imaj7th chord esetite
perfect stability for a V7 chord to resolve to aake the tension in all the listeners’ears.

When analyzing jazz standardsyou will notice howstad the time, the V7 chord will
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resolve to a Imaj7th chord. The comprehension isfghogression and more to come only

increases your ability to play pieces, solo, coamg become a better player overall.

Repertoire

1. Beginner Improvisation Series Part 3 — Connectibharmonies with chord tones
and modes

a. We make connections between harmonies by usingrodes during the measure and
landing on chord tones on beat 1 of each meastis.cén get a little over whelming now
that we have more note choices with our modes. \W ive thinking ahead in order to
target a chord tone on beat 1 of the next chorduddyg our modes during the measure and

landing on chord tones on beat 1 of each measucawereate seamless sounding solos.

For example, when moving from the D-7 to G7, we twarpick a chord tone from the G7
to land on. Let's pick the note B, th&.3Now we begin improvising from the D-7 and
when we get to beat 1 of the G7 we have to lanB.olVe could just lift our hand and

jump to this note, but this will sound very disceonted. Our goal is to connect our line to a
target note seamlessly. The two examples below shdisconnected approach, and a

smoother one. (see figure 11.3)

Figure 11.3

Disconnected Smooth
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One way we will work on this, is to target all afrachord tones in our 5-1resolutions in all
12 keys. This is great practice to get accustomargeting chord tones and playing them

smoothly.

b. Isolate V-I resolutions within “Take The A-Train”

i. Practicing theV-I resolutions in “A Train” will hplstrengthen our improvisation.

Because the V-1 is such a strong resolution, byinga&ure you accurately reflect
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the change in harmony, your improvisation will irope. There are not too many

V-1 resolutions in “A-Train”, but it's good to stgsreparing for more in other

tunes!
v | V |
G’ Cwmad’ c7 . Fua”
b
 — . ] p 8 —
| } | | P | 1 | F
2T = = ]

c. Analyze “Take The A Train” and write out the modes

Analyzing tunes will help us understand progressiana higher level. This will
allow us to understand the harmonies we’re playingur solos and make us a

better player.

d. Practicing the modes to a piece

Practicing modes to the tune you are learningssrmsal in order for your fingers
to grasp the particular notes for each chord. Regiaying the modes in this

particular order before we begin to use them torawige. (see technique section

for same details)

1. RH Modes alone swung to th8 7
2. RH Modes with LH Bass notes
3. RH Modes with LH Chords
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Jazz Lesson 12

Technique

1. Playing Modes over 5-1 Resolution
a. The V-l resolution is incredibly important. So musiy, thatpracticing V-1 resolutions in
every key using specific modes will be an importaaut of your practice routine. This is
such a common progression in jazz (and pop...andickls....and country...and most
music,) that in order to master soloing you musabie to play each chord’s
corresponding mode without thinking. We will praetieach mode in different ways over

the V-l.Here is the basic pattern we will use, (gere 12.1).

Figure 12.1
G’ Cun’
[ | —
A — — . —] — I ol
@33 — ' =
V7 INAS7

Harmonv & Theory

1. The ii-7-V7-l Resolution

a. In our last lesson we talked about the V-I resolutiThere is another very common
resolution that occurs in jazz harmony that inchuthee ii-7 of a key. A V-Iresolution is
that of a perfectand creates a very strong resolution. If we wergrézede the V chord,
it makes sense to find a chord that resolves t&/th&he most commonly used chord
happens to be based on th&degree of the scale, more commonly referred thas

iichord, (see figure 12.2).
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Figure 12.2
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The ii chord resolves down a fifth to the V chondhich resolves down another fifth to the

| chord. This creates our ii-7 - V7 - Imaj7 progies as shown in figure 12.3.

Figure 12.3
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This progression is one of the most common progyess/ou will find in jazz. It contains
all three of the chords we have learned: minor,idant and major. Let’s look at our ii - V

- lin the key of C shown above in figure 12.3.

When we play this progression you can instantly hesv the harmonies move in a
beautifully intricate way that creates an amazimgnsl for the ear. Whena ll -V - |
pattern is recognized in a piece we’ll mark it luttpjng parenthesis around the I[I-V-1. This
tells us that these chords are connected in & H-1 fashion, (see figure 12.4).

Figure 12.4

(D-7 G7  Cmaj7)
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The Il - V - | is the stepping stone to reharmoti@a learning advanced voicings and
improving your solos. Familiarizing yourself with the Il - V - I's in every key is a

critical step to fully learning the jazz language.

Repertoire

1. Beginner Improvisation Series Part 4 — Mental Impsation Approaches

a. Thinking rhythmically vs. harmonically
I. Harmonically - Up until now we have covered speuaifotes to play over
harmonies. Your mind will automatically be setriying to only finding notes that
sound good. This is a great way of playing, big é@lso a singular approach that
just focuses on harmonies. When focusing on har@sone are being melodically
driven, which is great! Take a look at these ma@kiamples of simple

improvisation using chord tones and notes fronntioeles

Figure 12.4
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It's important to know that we do not always haves¢arch for new notes and
harmonies. We can take three notes and createstisy solos from just those

three notes. That brings us to the next mentalcgubr.



© Jazz Piano School 2014

Rhythmically — Rhythm is what jazz is all aboutniRemberjt don’t mean a thing
if it ain’t got that swing When thinking rhythmically you will completelyifl your
mental approach to soloing. You won't feel as angibecause you won't feel the
need to play billions of notes. To approach impsation from a rhythmic
perspective, take no more than 4 notes and plug théo simple rhythms. Look at

these examples of some rhythmic approaches yotagarto build your solo.

Figure 12.5
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b. Space in your solos

Space is a vital part of every successful jazz.38ithout space in your solo, your
lines will get mushy and blended together. It'sfa®u are listening to someone
speak without punctuation. That would get very bgrivery fast. Space serves
many purposes in soloing. It gives you time to tireand allows for creativity; the
ability to flow without interruption. It also aida creating tension and
release.Begin systematically adding space to yolofssby following the practice
exercises for this section. Look at the two examplemparing a 4 bar solo without
space and to a 4 bar solo with space. The examfilespace is much more musical

and pleasant to listen to.
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Figure 12.6
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2. A-Train

a. Solo using modes and chord tones over A Train

We can now combine our modes with our chord tooesdate improvised melodies. Our

focus will be on using chord tones, but we now hanege options with our 7-note modes.

Start by using the chord tones as cornerstoneswfsolo, while using some of the notes

from the mode to connect the chord tones. We waalways make sure we land on a

chord tone on the first beat of every bar. Thid @stablish a solid harmonic line

throughout your solo. The notes within the modé molw serve to supply us with scalar

motion within our solo, instead of having to skipdgump so much from chord tone to

chord tone.
Figure 12.7
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3. What are licks?

a. Licksare the language of jazz. Learning licks is li&&rhing new vocabulary words in
another language to help improve your speakingeQve have learned a new word we
can use it however we want in different sentendésdo this with jazz licks as well. By
studying and mastering licks, we can put them togreior use bits and pieces of one lick
to construct our creativity however we please. iftoee licks you can initially learn the
better. Be careful though, because improvisati@but self-expression. If we are simply
playing licks used by previous jazz masters we sallind like a robot. We want to use the
licks as a foundation and then add our spin on tlegmphrase them with our own personal

touch.
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Jazz L.esson 13

Technique

1. Modes over ii-7-V7-I
a. This exerciseés very similar to the exercise in the previousta over the \-1 resolution
except we are now addinii7 chord to the begimng of the progression. The7-V7-Il is
just as important as the-1 resolution so you should also lears @orresponding modes
well. Working on these progressions will ensure fjaue the proper facility to solo ov
any progression you will see in any type of jazartlor pop char See below fo

begnning exercise modes over 7-V7-I, (see figure 13.1).

Figure 13.1
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2. Melodic Minor Scale
a. In addition to the natur minor scale, the melodic minor scalgust asimportant to learn
and practice. The melodic minor scale is \similarto the major scale witonly the third
being different. V& flatten the third of any major scdie create its subsequ melodic
minor scale. For exarle in the key of C, all we have tio is play an Eb instead of an E

create our C medic minoli scale, (see figure 13.2).

Figure 13.2
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3. Harmonic Minor
a. Harmonic minor is the last of the three minor ssale will learn. Harmonic minor is very
similar to melodic minor except for one change,ahitis we flatten the'8scale degree of
the melodic minor scale. The fldf 6reates a very distinctive sound making this saale

little more recognizable to the ear. The C harmaoale is shown below, (see figure 13.3).

Figure 13.3
i} 2 = |
r’jl_ T T | | i
= = x <
5. 1I-V-l Lick #1
D-7 _ G’ Cund’

6. Eighth-note ornaments
a. Learning how to integrate ornaments into your s@awill spice up your playing and
make it sound elegant and classy.Ornaments casdzkthroughout your solo. You use
them at thestart of a line, at the end of lineyyben you’ve practiced them enough you can
start to integrate them in the middle of your linEe first ornament we will learn uses
eighth notes and the surrounding notes of the nka&gryou are in. We will use two types
of ornaments to embellish the chord tones. Wewsd the half stepelowthe chord tone

and the closest chord-scale nab®mvethe chord tone, (see figure 13.4).
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Figure 13.4
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These small embellishments are actually calledaggir-notes in the bebop language. We
will learn more about the approach notes furtheéhenintermediate course.

Harmonv & Theory

1. Minor II-V-l using -7b5 and —maj7th chord

a. The -7b5 chord is the seventh diatonic chord ofgonscale. (see figure 13.5).

Figure 13.5
Bs
? | i :
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vir7's

This chord is built similarly to the -7 chord extéipe name of the chord, (-7b5) tells us to
flatten the fifth.For example, when we see a C-Tb start with our C-7 chord and then
lower the &' (the note G in this case) by a half step to Gle fittes of a C-7b5 chord from
bottom to top are C, Eb, Gb, and Bb, (see figuré)13

Figure 13.6

C-7 C-7p5

i
i




© Jazz Piano School 2014

This chord is most commonly heard in minor diatdmacmony. Since there are different
variations of minor scale harmony we will just loakone for now in order to give you an
idea of how the -7b5 chord functions.

The harmonic minor scale is associated with thé& ¢Hord. A harmonic minor scale is
very closely related to a major scale with twoeliéinces that change the entire sound of
the scale. Let’s look at a C harmonic minor scaerder to build a harmonic minor scale,
the 3%nd 6'degrees of a major scale arelowered. In a C hacsmaile the "8 scale

degree, E is lowered to Eb and tifesgale degree, A is lowered to Ab. (see figur@)L3.

Figure 13.7
b3 i
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We can build a chord off of each degree of the loaimminor scale;however we will only
look at three chords: -7b5, V7, and I-maj7. TherdHmuilt off of the 2d degree of our
harmonic minor scale gives us the -7b5 chord. @& stith D and build up in thirds, using

the notes from our C Harmonic Minor Scale givingyd=, Ab, and C, (see figure 13.8).

Figure 13.8
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So, in harmonic minor theory, our ii chord is a5#hord. Now let’s build a chord off of
the 5" degree of the scale, or the note G. By using rfoves the C harmonic minorscale
we can build a G7 chord, whose notes include: G,Band F. I'm sure you recognize this

chord as our standard G dominafitchord. Now let’s build the | chord off of the C
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note.The following notes: C, Eb, G, and B naturat@p form a ¢ minor seventh chord,
(see figure 13.9).

Figure 13.9

C Harmonic Minor

Cwun7
i [

o4

|-Mnd7

=8
L THN
1

This chord is called a minor major7th chord. It @oms a minor triad with a majof"on
top. When we put all three of these chords togetlgeform aminorii-V-1 progression,
(see figure 13.10).

Figure 13.10
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2. Blues Series part 1
a. What is the blues? The blues is a simple 12 bagrpssion that, in its most basic form,
uses the | dominant7th chord,the IV domindhtford and the V dominant"Zhord.
There are many variations of the blues which wé ledlrn, but the underlying structure

stays constant. The blues contains many harmoogressions that are common in many
jazz standards.

The chords within a blues don’t fall within one Kegcause they are all dominant chords,

but we still refer to the key of the blues by thietfchord. So if the first chord of the blues
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progression is Bb, this would be the key of yourdsl Here are sample changes to a
simple blues written by Thelonius Monk. (see FigliBel1l)

Figure 13.11
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Repertoire

1. New Piece — What [Bhis Thing Called Lo\ (minor ii-V-I)

a. Learn the pieceWhat Is This Thing Called Lo" following the step by step proce
Notice the use of the minil-V- | at the beginning of the first Bars. We would simpl
analyze this as minor II-V-I coming from the key of F minorln order to solo over the:
chords wewill play our F natural minor scale from G to G over th&5 chord, (see

figure 13.12).

Figure 13.12
F NaT Minor From G To G
F NaTuraL MiNoR S caLe G-7b5
7 : e — g
e w—ve—w—F L . 70 I

Then we will play oufr harmonic minor scale from C to C ovtke V7 chord, (see figui

13.13)
Figure 13.13
F Har Minor Scate From C To C
F Harmonic MiNor Scate c’
i} ! > |
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Finally, we play ouiG melodic minor scale over thanaj7 chord, (see figure 13).
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Figure 13.14
F Mewooic Minor From F To F
F Mewomic Minor ScaLe F-ups?
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We still want to targechord tones and use thenobesn the corresponding modes order
to build our solo over these harmoni Note that we follow the same principles as
major modes by starting each minor scale on theabihe chordSo in this cas with
“What is this thing called love¢ we are playing our variousriinor scals with different

starting and ending point

2. Begnner Improvisation Series Par — Advanced integration of rhythms and li
a. Rhythms - Aave talked about previously, without rhyth, musicand improvisatiot

would be as boring as watching paint cLet’s forget about our note selection fc
second and focus on spicing up our rhythmic selaatf our solos. Most beginners tenc
only play quarter note and eighth notes when $itattin¢ out The faster we can start
incorporate different rhythrc concepts intour playing the better we will sou. The first
rhythmicvalues we want to stress eighth notes and quarter notes. The second rhyt
concept we want to apply are triplets. Tripletsameamazing tool to use and sound g
when incorprated into solosAfter triplets we will move to sixteenth notes. Bsacticing
these rhythms in our solo we are going to devello af varying texturethat will keep
our solo interestingBelow are a few examples of different rhythms yaun apply t your

solos over aii-VF progression, (see figure 13).
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Figure 13.15
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3. Learning language through licks (Seen In Techni§aetion)

a. We recently talked about licks and how they arelusgazz. We want to take the licks we
learn and integrate them into our improvisationeiif it's just one measure of the lick.
When you see aii-V-I in our new tune, “What Is Thitang Called Love”, try to

incorporate this new lick into your solo, (see figl3.16).

Figure 13.16
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. Learning the Blues
a. Learning the blues is a lot of fun partly becauskaw simple the chord changes are. Look
at the template below for the blues and begin Yalg the 6 step learning tune process.

We will start with a simple melody called “Blue Midhwritten by Thelonius Monk.

Figure 13.17
BLUE MOHH TheELoNus Monk
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Jazz Lesson 14

Technique

1. 2-5-1 Lick #2

a. By learning difficult jazz licks your fingers wifitart to develop a sense for the structures
of jazz lines;how your fingersmove around the pidviany of the most popular jazz
melodies contain lots of jazz vocabulary. “Donn&’Lis a very technically demanding
piece, a lot can be gained bysimply by practichmgmelody. The melody requires certain
jazz piano techniques, many of which you will fregtly be using in your ownplaying.
Follow the exercise guidelines on how to practieemelody specifically, (see figure
14.1).

Figure 14.1
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2. Triplet Ornaments

Lo

h

We practiced eighth note ornaments last lessothigriesson we learn how to use triplet
ornaments. Since the swing feel is based off tigplearning this exercise will serve you
very well in developing the right feel for your piag. The ornament begins with our
triplet figure then ends with an eighth note resohy (see figure 14.2).

Figure 14.2
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Harmonv & Theory

1. Blues Part 2 - Soloing over the blues

a. Soloing over the blues can be very simple. Thezeeasy methods that fit very well and

make you instantly sound like a professional. Tirst fool we will use is the blues scale.
This is a unique sounding scale that you shoutdrisor when listening to jazz. The blues
scale consists of the following degrees: 1, b344 5, b7, and 1 on top. Below is a C blues

scale, (see figure 14.3).

Figure 14.3

1 °3 4 14 3 "7 1
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That'’s it! Using this we can start to play a vayief amazing sounding licks over the blues
orjazz standards that don’'t use a blues form. Bhiss scaleshould be created starting on
the root of the key that the blues is in. . Formegke, if the blues you're playing is in Bb
then you use the Bb blues scale to improvise. Taerdéwo different ways to use this scale
so it relates to the chords in the blues: 1) isZomtal improvisation and 2) is vertical
improvisation.

As you saw last week, there are three differentdhn a blues. For a blues in the key of
C, we have C7, F7 and G7.hrizontal approach to soloing means using one scale that
will fit over many chords in a linear fashion sauygon’t have to think about changing
scales. With a horizontal approach you can us€thkies scale to solo over the entire
blues, even over the F7 and G7 chords. This wilhsl great even though not all of the

notes from the blues scale are found in those «hord

When thinkingvertically with harmony, instead of one scale for the entive®we now
use the corresponding blues scale for each chdwd.rfieans we will have three different
blues scales for the three different chords inugl In the key of C we would have our C

blues scale, F blues scale, and G blues scalefigsee 14.4).
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Figure 14.4
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The notes from these scales would be used overrélative chord. We will start off
practicing with a horizontal approach and then als® the vertical approach once we

become comfortable with all of the blues scales.

2. Beginner Bass Lines, 5ths and octaves

a. Bass lines are important for a piano player tolide to compose especially when playing
solo piano because there is no bass player pradfenave been practicing the roots to all
of our pieces and this in fact is the first stefperning great sounding bass lines. Most
people think that bass players can pretty much atgynotes as long as they're keeping
steady time, when in fact, the bass player playsgr role in the harmonic changes of a
piece. lItis important to start with the rootsyasir focal point in order to create a solid
harmonic anchor for the changes. We have talkedtahe relation of the fifth to the
Ichord already so you won’t be surprised as werbagadd in the fifths to bass note lines.
We will continue to use the root motion by playalythe roots on beat one, but now we’ll
add the option of going to the fifth of the chomllweat 3 and then to the root of the next
chord, (see figure 14.5).
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Figure 14.5
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We can also start moving the root you are curresttlyip or down an octave on beat 3
instead of holding the same root for 4 beats, {igeee 14.6).

Figure 14.6
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This creates movement within our bass while astrae time allowing us to hold down a
solid harmonic foundation for our chords, melodaesj solo’s to play over. Mastering
these first two steps will immediately advance yplaying to the next level and make you
sound ten times better then everyone misusing motd®ir bass lines. Remember, it's

always better to play something simple and cortiety fancy and incorrect!

Repertoire

1. Beginner Improvisation Series Part 6—Motif buildiagd Improv Story Telling

a. A motif is a short phrase that can help your soloing.Mat&n benelodic or rhythmic or

even a combination of both depending upon how ati/gou get. Motif's are found
everywhere in great jazz musician’s solos. The spgau can grasp this concept the faster
you will be transported to the top. This will instly improve your playing when applied
correctly. Soloing is telling a story. When tellingstory we tend to build off the last
sentence and take our audienceto certain placamation through tension and release.

This is exactly what we want to do with our solos.
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b. Melodic — Melodic motifs deal with thenotes you are playin your solo. Melodic motifs
are very easy to conceptualize but hard to applgo@dd understanding of the modes and
harmony are required to get this one right. Letketa 2-5-1 for example. Say we play the

following figure over the ii-7 chord, (see figurd.T)

Figure 14.7
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In order to build a melodic motif off of this figeiwe are going to transpose the
phrase from D-7 to G7 and keep the same rhythmk Bbthe following example
of a motif applied to the V7 chord used from oustfisolo phrase over the ii-7

chord, (see figure 14.8)

Figure 14.8
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We can then build a similar melodic motif over thehord using the same steps,

(see figure 14.9).

Figure 14.9
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Melodic motifs can be used on any chord changeinvdlpiece.

Rhythmic — Rhythmic motifs are similar to melodic motifscept they are not
transposed as exactly in terms of melody from orasure to the next. Look at the
following rhythmic motif over the same ii-V-lwe u$én the first example. Instead
of following a melodic pattern we now create rhytbipatterns to build off of as

our chord changes move by, see figure (14.10).

Figure 14.10
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Jazz Lesson 15

Technique

1. Sixteenth note ornaments
a. Sixteenth-note ornaments are an extension to gighenote and triplet ornaments we've
already covered. Sixteenth notes will require afadpeed, control, and dexterity within
the finger in order to sound good. When played wake and in the right situation, these
ornaments can add a lot to your solo. See below Bixteenth note ornament around the

Cmaj7 chord tones, (see figure 15.1).

Figure 15.1
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Harmony & Theory

1. Blues Part 3
a. Blues Variations — As | mentioned, the blues c&e tan many different variations.

Theraditional blues structure we looked at last week is a bare booresdt for the blues.
Two different types of blues that are slightly monplicated are théazz Bluesand a
“Bird” Blues ,(named after Charlie Parker’s variation of theeslu Let’s start with the
jazz blues.

i. Jazz Blues — This structure is still very simila@ traditional blues, but we begin

to add more diatonic chords. Let’s look at thet#rdars of a jazz blues in the key

of C, (see figure 15.2).

Figure 15.2
c7 G-7 c’
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This progression starts with the | dominant cherdich stays the same for the first
three bars. In bar four, a 2-5 progression (G-CTpis added to lead into the
IV7(F7) in bar 5. This adds a little bit more jazarmony to the blues instead of
simply jumping to the IV7 chord.

The next eight measures have a few more changbsrtm We stay on the IV
chord for measures 5-6then move back to the I7ccimomeasure 7 (C7). Rather
than landing on the V7 chord in measure 9, as wadvio a traditional blues, a
jazz blues throws in a ii-7 V7 progression in meas® and 10 (D-7 to G7). We
lead into the progression with another ii-Vprogressn measure 8 (E-7 to A7).

Measures 5-12 of the jazz blues are shown beldgume 15.3.

. _ g7 E-7 A7
" Figure 15.3
Ir{fl I’ If I, I, I, I, I, If If I, I, If I" I, I’ I,
17 vi-7 -7 V7
i, D-7 G’ 67 A-7 D-7 G’
!{_ i . i . i i . 7 . rd i rd . . i
l!“l. i . Fa . . .l . . . i & . . & i .

The final difference between jazz and traditionakB is the turnaround in the last
two measures. Using roman numeral analysis theutoamd looks like this: I-VI7-
iI-7-V7. This is a traditional jazz turnaround th&imostly used at the end of
pieces.

Bird Blues — The changes to a bird blues can bedan Charlie Parker’s
composition “Blues For Alice”.This blues is in Fhdre are a few variations of a
bird blues, but we will use this composition as main example. A bird blues
uses a lot more ii-Vsto approach the traditionajeaiblues chords. Let’s look at
the first four bars of the bird blues, (see Figlies).
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Figure 15.4
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In the first measure of the “bird blues” you’ll i the first chord is F6. Most of
the time a bird blues will start with a 6thchordtlrer than a dominant 7th chord. A
6th chord has the same structure as a dominand,clwdh a major triad on the
bottom, but instead of using a dominafitch top, the 8 degree of the scale is
used instead. The notes from bottom to top for@wlord are: F,A,C,D. A
dominant chord can still be used, but you'll md$é use a8 chord.

The next traditional target blues chord isa IV7rcheeen in measure 5. This chord
is simply approached with a series of ii-Vs thataand in whole steps starting in
measure 2. E-7b5 to A7 in measure 2 is the figfthe next ii-V is in measure 3
from D-7 to G7, then finally a ii-V from C-7 to Hid measure 4.

Figure 15.5
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Figure 15.5 shows measures 5-8 of a bird bluesadasure 5 we continue the same
process of adding ii-Vs to approach our next tacgerd, which is the ii-7 in
measure 9. The ii-Vs beginning in measure 6 desceramatically from Bb-7 to
Eb7, A-7 to D7, and finally Ab-7 to Db7. We anatythe theory behind these
chords in our intermediate lessons. The chord pssgon for the last four bars of a
bird blues are the exact same as the last fouobanszz blues except for the

replacement of achord in measure 11 rather than a dominant clfses, figure

15.5).
Figure 15.5
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2. Rootless Voicings Structure 1 + Extensions Intro

a.

Rootless voicings are titled so because they danctide the root. These voicings are
essential for jazz piano because they allow yaadtb colors to your chords while keeping
the root separate for you to play in the bass tegaf the piano. There are two beginning
structures to learn and we will look at Structurie this lesson.

Extensions are a term for notes added to a chardeathe 1,3,5,7 chord structure.
Extensions serve as color tones to your chord anchelp make beautiful sounding chords
in jazz. Just like we use the degrees of our dogbéck out notes for chords,(i.e. 1, 3, 5,
maj7 for a maj7 chord) we also use numbers forresxoms.Just as the name suggests, the
numbers continue higher than that of our majoresdadt’s look at some extensions in the
key of C. When we count the notes of our C majatesave end up back at C and will

number it as 8, (see figure 15.6).

Figure 15.6
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Let’s continue to play up the scale and not reskerthnumbering. This makes our
next note (D), number 9 followed by10 (E), 11(R,(G), and 13 (A), (see figure
15.7).

Figure 15.7
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Extensions 10 (E), and 12 (G), are also known egfrand 8'of the chord, (see
Figure 15.8).
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Figure 15.8
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Let's stick to calling these notes th@ 8nd %' to differentiate our new extensions.
This leaves us with 9, 11, and 13, (see figure)15.9
Figure 15.9
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There are lots of different types of extensiong,fouthe purpose of the rootless
voicings we will only be using the 9th (the secadle degree), and 13th (tH& 6
scale degree).
IMPORTANT: The extensions are based off of the .rtothe examples |
presented the note “C” as the root. When we useZacbord, the note”D” is our
new root. This would make extensions 9, 11, anth&3otes E, G, and B. (see
figure 15.10)
Figure 15.10
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We learn more about extensions in the intermediateadvanced lessons. Our
rootless voicings are meant to move through a lj-Mat over time you will learn
how to isolate each voicing. Let’s start with aitVh the Key of C, so we have the
chords D-7, G7, and Cmaj7. Our first structure dherii-7 chord will be the
degrees, 3,5, 7, and 9, (see figure 15.11).

Figure 15.11
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Our next structure is over the V7 chord or the @Gdrd in this case and we use the
degrees, 7, 9, 3, 13, (see figure 15.12) .
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From here, our next structure is over Imaj7 andigethe same degrees that we
used over our ii-7 chord, being 3, 5, 7, 9, (sgarg 15.13).

Figure 15.13

IMag7

CunJ’

i
x =]

s

(3 57,9




© Jazz Piano School 2014

When moving from the ii-7 chord to the V7 chordyahe note moved: C moved
to B. Then when moving from the V7 chord to thedjfchord, B stayed the

samewhile the rest of the notes moved, (see fifjare4).

Figure 15.14
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By adding these right hand voicings to your repegtgou are opening up lots of

new possibilities for jazz harmony while also caaliing yourself technically.

Vocab & Repertoire

1. Beginner Improvisation Series Part 7—Texture&Costrmtegration
a. Improvising Textures — There are lots of differsmbple, yet effective techniques that you
can use to expand your improvising. Play arounti tese methods and see what you
create.
i. Slides — Sliding to note is when we play two ndiask to back with barely any

space in between. This is a great way to add s@me & your solo. Sliding up to
a note is common, but sliding down can sound gieatell. You can slide up to
black notes or white notes. See what you likebist! (see figure 15.15).

Figure 15.15
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ii. Two notes at a time — People forget for some re#fsatrthey can play more than
one note at a time on the piano. This is a gregttovadd a different texture to

your playing. Experiment with any type of interyalu want, (see figure 15.16).

Figure 15.16
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iii. Slide to intervals- When we combine steps one amadie get a great texture that

can be used in your solos, (see figure 15.17).

Figure 15.17

.
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iv. Octaves RH, with Chords LH — Using octaves in y&tt combined with your LH

voicings is a great way to build a solo and creatlynamic texture., (see figure

15.18)

Figure 15.18
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v. One note rhythms with LH voicings—Locking the rhyit of your RH lines with
your LH voicings as you play your line is a greatttire that Bill Evans used
frequently. It creates very nice tension and re&esspecially when you incorporate
some dynamics. While your RH solo’s your LH simplgys its voicing with every
note your RH plays. You have to get use to yourdohping so fast but after a
couple of minutes of practicing it becomes veryeéSee Figurel5.19)

Figure 15.19

F-7 B’ E"? Ay
ﬁ I UP o] — Ir- r I J———p— :
e SESESS S A S = SsS S SSSSSS
'j ] I [ ——— ER— =

\.:?
[
%’

vi. Change the register you play in — This is a vemypde yet effective technique. | see
lots of pianist play within one octave on the enpiano. While this sounds good
for a little while, you have 88 keys available tmuy You should use them all. Try
playing your solos down on the bass notes with Widr You don’t always have to
have your LH comping all the time. Your RH can seas the melodic conduit to
connect the chords together without the harmodiest. make sure you are playing

within the chords by hitting chord tones.

2. LH Comping Part 1

a. As we dive into more complicated voicings, your isHjoing to be more and more
important. Practicing comping through chord progi@ss of jazz standards and II-V-Is
with just your LH while attempting different rhythapatterns will be very beneficial for
developing you LH. In the beginning you will finddifficult to coordinate your RH as it

plays melodies or solos while your LH comps voisinigy order to build a strong
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foundation with your left hand we will start by cpmg constant rhythmic figures
throughout the entirety of a piece. (See figurQp.
Figure 15.20
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Once you become comfortable with the LH alone.dRéphis pattern as you play the
melody and solo. Use the other rhythms below torbegmake a rhythmic palate for your
RH to play over, (see figure 15.21).

Figure 15.21
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Jazz L.esson 16

Technique

1. Learning Technique Through Tui
a. Many of mystudents are lookinfor technical exercises to improve their playing. O
they’'ve reached a certain level, I like to givertheechnically hard jazz standards
practice.Technically demanding standards will help you ustierd th¢azz language, and
improve your techniqt Below is an excerpt from “Joy SpringVith fingerings marke:

for you to practice.

Figure 16.1
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Harmony & Theory

1. Blues Series Part 8tyles and Solo Techniq
a. Styles -There are lots of differeljazz styles thahave their own unique take on blues.
In this section we will coveboogie-woogie andstride.

i. Boogiewoogie —Boogie-woogie (or just boogie) asstyle of jaz that emphasizes

LH playing The LH repeats an eighth ngpattern in the bass register t|
continues over the form while the RH ree to play melodies and s. There are
two LH pattens that | will show you. The first pattern involviéee root5™and &"
of each chord. The roremains the same for each chdodt the ™ and 6" are
interchanged every beat. Look at the figure belomttie pattern over the fir
chord in a C bluessee figure 16.2).

Figure 16.2
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This pattern is simply transposed to the IV chard played in the same manner,

(see figurel6.3).

Figure 16.3
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As your LH continues to play this pattern your Réhsolo or play the melody.
The second LH pattern is two measures long andvasaontinuous broken
octaves. It moves from the third to the fifth, e tsixth, and finally to the seventh.
From the seventh it comes down by step down t&theenrepeats itself (see figure
16.4).
Figure 16.4
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Like our first pattern, it stays constant throughitie blues form and is used as a

palate for the RH to play over top of.

Stride -The stride piano style predates the boogie-wodgle by a few years. The
use of a stride LH can be used over any piecest tuatrks very well over a blues.

With stride, the LH also plays a pattern that remmaionstant throughout the blues
form. We start by playing the root of the chordbmat one, then jumping up to

play the actual chord however you choose, (rooitipos or an inversion, or a
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rootless voicing), we then jump back down to fiffithe chord on beat 3, and
finally back up to the chord on beat 4. So ther® 4sstep process for every
measure. Root then chord, then fifth, then chordng us four beats total, (see
figure 16.4).

Figure 16.4
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b. Soloing Scales for RH

I. Mixolydian — The mixolydian scale is similar to a major scalat, has a lowered
seventh tone. It is the main chord scale you wasklto play over a blues because
the blues consists of all dominant chords. Letis\sa are playing a traditional
blues in the key of F. Our three dominafitchords are F7, Bb7, and C7.Each V7
chord has a Imaj7 chord it belongs too. Bb7 is\iAehord in the key of Ebmaj,
and C7 is the V7 chord in the key of Fmaj.To play mixolydian scale, take a C
major scale and lower the seventh, which is Bb.tA@eoway to conceptualize the
C mixolydian scale is an F major scale starting emding on C. This can get
slightly confusing at first but once you start tagtice and play the blues more, it

will come more naturally.

Figure 16.5
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ii. Blues Scale The blues scale is the traditional scale used thweblues, which we

talked about previously. Let's say we are playaigues in the key of C, we can
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use our C blues scale over any of the chords. Wels® use the blues scale that
goes with each dominant chord in the form. So is itistance we would use the C

blues scale over C7, the F blues scale over FTren@ blues scale over G7, (see

figure 16.6).
Figure 16.6
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iii. Major6"blues scale — The majof'®lues scale is a variation of the standard blues
form. The notes are exactly the same as a reglules Iscale with the exception of
the sixth note. In a majof'@lues scale you substitute tHE ote is the B scale
degree rather than the b7, (see figure 16.7). oméd] blues scale can also be used
over major ¥ chords in any piece.Play the regular blues saadettzen the Major

6" blues scale. Notice the differences in sound.

Figure 16.7
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2. Rootless Voicings Structure 2

a. Structure 2 of our rootless voicings is similastaucture 1, but with some different
extensions and movements. Let’s start with thé Wiogcing over our ii-7 chord in the key
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of C, which is D-7. This first voicing is stackedithwthe following degrees of the chord,
the 7" on the bottom (note C), then th® thote E), the 8 (note F), and finally the's

(note A). This is our -7 structure we will use otee ii-7 chord, (see figure 16.8).

Figure 16.8
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Our next structure is built over the dominant chandin this case our G7 chord. Built
from the bottom up, our structure consists of tfe(Bote B), the 13th (note E), th& 7
(note F), and finally the"§note A), (see figure 16.9).

Figure 16.9
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This rootless voicing is over a Imaj7 chord, Cm#3.with the first sequence, the last
chord in the ii-V-I takes the same format as tfleHord.This gives us the degrees: 7,9,3,5
just as we played over the ii-7 chord in this seqee (see figure 16.10)

Figure 16.10
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This completes our"3rootless voicing sequence, (see figure 16.11).

Figure 16.11
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Vocab & Repertoire

1. Beginner Improvisation Series Part 8 — LH Compirfglevsoloing
a. There are a few different steps for integratingrydd into your solo. A lot of people
simply put their LH on autopilot while they solajtd would like to get you away from
that train of thought. When utilized correctly, yatH can make or break your playing. It
can control and emphasize all the harmonies and/alde to your RH. We want to make
sure we are practicing control over our LH while &iH solos. Through the practice of the
followingtechniques you will get used to placinguyd.H harmonies where it can support

your RH improvisation.

i. During RH — When your LH is comping, make suresihot interfering with
whatever you're playing. One way to do this is legging your left hand playing
simple. Only play whole notes over each chord. Blayrt rhythms or use a

repeated rhythmic comp that does not change (gaee8 16.12-16.14).
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Figure 16.12
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In the space — The other way to have your LH casripyiplaying in the space that
your RH leaves, (or should leave). This is greaglse it will actually help your
RH learn to leave space for your LH hand to relacthe space we can do anything

you want with your LH. It's your LH’s time to shihe

Figure 16.13
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3. Long space or short space
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RH and LH should work together — Your RH and LH$#kddoe having a
conversation with each other as you play. Sometyoas LH will not have much
to say, other times your RH may not have much yo Edher way you can work on
going back and forth in a conversation style manRemember, if you've
forgotten your LH is playing, then it is probably auto-pilot and that is not what

we want to happen.

b. The final step of our improv series involves a dewy steps, which | will address

separately.

Be simple — Bill Evans said it best, “It's not whatu play, it's how you play”.

This could be the most important statement evel @aout music. Whenever
you're playing make it a habit to play simple, lith beauty and swing.

Explore - Exploration is an amazing thing in jakhe great living masters are still
exploring this music even in their old age. Youwrrjoey will never stop. Explore as

much as possible during your practice, rehearpal$ormances, and any other time
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you have the opportunity. The greatest discoveni¢lse world came through the
process of exploration. It will help you developuy@laying faster than most
things.

Make Mistakes — Never be afraid to make mistaketevghaying. Making

mistakes is what will continue to progress yourplg. Otherwise you'll end up
playing all the material you already know over aweér again.

Swing — The great Duke Ellington made a profouateshent in the title of one of
his compositions, “It Don’t Mean A Thing If It Aib'Got That Swing”. If your

lines are not in the pocket and do not swing tihety are meaningless in jazz. Take
advantage of space if you have nothing to playao {ines can have meaning and
a strong rhythmic purpose.
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