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Lesson 17

1. Technique Overview

2.Scales

a.

a.

This course will begin with a review of some of the beginner technique exercises. | want
to make sure that were view some of the beginner exercises to ensure that we are on the
right path before working on more difficult exercises. Most of the exercises we will do in
the Intermediate section will focus on playing rather than technique building although the
technique lessons from the beginning lessons will still be valuable practice components

for developing speed and dexterity.

Knowing your major and minor scales is a necessity to play well. The majority of jazz
harmony and theory is derived from scales. By practicing scales you will increase control
in each key. This control will allow you to maneuver your fingers more fluidly for

soloing, and improve dexterity. At the intermediate level | have included all major scales
with specific practice instructions for you to follow along with in the practice videos.
These instructions include different tempos and octaves for you to switch between. Work

on playing notes evenly within each scale and tempo.

3. Swing 2-5-1's

a.

D-7

In this exercise we will play the diatonic modes of a 2-5-1 in different directions. The
purpose of this exercise is to increase your familiarity with 2-5-1’s in all keys, as well as

to develop control of your swing feel in your RH. (see figure 17.1)

Figure 17.1
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Harmonv & Theory

1. Bebop and the Bebop Scale Intro

a. Bebop was an influential era in jazz. A plethorayadat jazz musicians changed the way
jazz was played. Charlie Parker, Dizzy Gillespie] 8ud Powell are just a few of these
influential musicians. Wee going to study specific nuances contained irldhguage of

bebop, where and why certain lines are played handthey relate to the harmony.

b. The Dominant Bebop Scal@he premise of bebop is the idea that chord téalken
down beats. Over a C7 chord, we would want anycttanes (C, E, G, and Bb) to fall on
beats 1, 2, 3 or 4. Now, we add connecting notéeiween, but as long as a chord tone is
played on a downbeat you will create a bebop iesidine. The bebop scale was designed
as a variation of the scales we already know. kamgle, lefs ook at the C7 Mixolydian

mode. If we look at the scale going up, we notia the chord tones in the first octave all
fall on downbeats (see figure 17.3).

Fiaure 17.3
Beat 1 Bear 2 Bear 3 -
g ' 2
_L-?‘ = - = » :

If we continue past the first octave, the non-dhtoines (D, F, and A) fall on down beats.
(See figure 17.4).

Figure 17.4
BeaT 4
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In order to correct this problem, a "Passing Tomas added between the 7th degree of
the scale and the 1. The 7th degree is the nonBlihe 1 is the note C so the passing

tone would be the note B natural. The new scabelisw (see figure 17.5).

Figure 17.5
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The mixolydian scale with the extra passing tonen@wvn as &Dominant Bebop Scale”.
With this scale we are not limited to just one wetand can play fluidly through all

octaves (see figure 17.6).

Figure 17.6

Vocal & Repertoire

1. Solo Piano Series Part 1 — LH Role in Solo Piano

a. LH Components

The LH in solo piano plays roots and serves asiadation for the RH. The LH
is responsible for the bass notes, and the mamdraes within the written
chords (usually the root/®and 7). We will add harmonies from the LH to the
RH in future chapters, but for now the rodt, and #', must be played somehow

between both hands. At first the LH can be ovetmimg, but once you
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understand its top function, it is simpler. A lot of the times, the tempo and register

of a tune will dictate your best LH option. Here are some common LH

approaches:
1. Only bass notes — When just playing bass notes, your RH needs to add 3 +7

under the melody if your LH is going to use this option. (figure 17.8)

Figure 17.8
Fuad” E-7b5 A7 D-7 G’ c-7 E*
) . I i I
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2 Bass note then shells - This method is great for medium swing tunes. It
allows you to cover the bass and harmonies at the same time. It is a little

tricky at first but it'll come very easy with a little practice (see figure 17.8)

Figure 17.9
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<. Bass note then full chord — Just as we jumped to our shells in the previous
step, we can also jump to a full chord. This chord can be an inversion or
rootless voicing.
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4 Root and ¥ This is an easier way to add bass notes. | namedtn this
example only because when we use the root ndu# LH will be just
below the middle register. When we play one bass, wee will play this
note in the low end of the piano. If we play the7lin that low end it will
sound muddy. (*Note. RH has to include tfeuhderneath the melody
when your LH is playing 1+7 to account for 1, 7d&). See Figure 17.10

Figure 17.10
C-7 § Bmas E a7
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o, Root and 8 — Playing the root and third is a similar way tian bass
notes but again with this step we need to staywbéhe middle register for
the two notes to blend. The lower we get, the warsewill sound. (*Note.
The RH has to account for th& &hen your LH is using this option). See
Figure 17.11

Figure 17.11
C-7 2 B ) Ewas”
e
¥bg g b
6. Root and %, (a tenth apart) — This is a great way to voieertiot and 8
option, as a tenth. This gives a nice spread o¥t¢iees and will work
great when we add the RH to this combination (sgeré 17.12)
Figure 17.12
C-7 - B7ua7 E"mad’
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2. Intermediate Improvisation Series Part 1 — Melodiésord Tones,
and Connections

| cannot emphasize enough how important it is tw$oon connecting chord tones as
you begin to develop your improvisation skills. 38 the only way you will truly be able to
create flowing lines through the harmonies instefgdst “floating over” the top of them.
Great soloists get deep inside the chord changesibyg their knowledge of chord tones and
how to connect them. In all your 2-5-1s you shdaddable to target any chord tone (1, 3, 5,
and 7) for any of the three chords. This is exaethat we will be practicing. Take a look at
the following examples that target th€ 3" and #in a 2-5-1. (See Figure 17.13 and 17.14)

a. Targeting 3rds

Figure 17.13
D-7 G’ Cuas” Cua’
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c. Targeting at random

Figure 17.14
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3. Analysis — “Blues for Alice”

“Blues” for Alice” is a variation of the blues. lises a harmonic
progression called “Parker Changes”, created byl@HhRarker to be used
as a substitute over the blues form. In the fost imeasures we have the
following progression: Fmaj, E-7b5 to A7, D-7 to &F7 to F7. (See
figure 17.15)

Figure 17.15
D- C Bs
M7 =745 V7 =7 V7 -7 V7
Fund” E-7b5 A7 D-7 G’ c-7 F7
loNioN DNaTMIN - DHee M Der Mixo Dor Mixo

| strongly recommend you first look for 2-5 retatships in all the pieces you
analyze. Since this a very strong relationshi@az jyou will begin to notice this progress
in lots of tunes. In this case, measures 2, 3 amltifave 2-5s leading down in whole steps.
In the second measure we have a E-7b5 going tavAicly are connected as a minor ii to
v). D-7 to G7 is another 2-5 from the key of C. @#7, is another 2-5 from the key of
Bb. Landing on Bb is important because when wepkarging a blues, the fifth bar should
always be al away from the root. In this case, Bb is the fowtF so we meet the

“blues” criteria.

For the IV dominant chord we could use the mix@pndnode from Eb since Bb7
comes from Eb. Even though we analyze the Bb7 avithman numeral IV (because it is
the 4 in the key of F), the fact it is a dominambi implies that it is from the Mixolydian
mode and we should know its origins to effectivellyy over it. Knowing that Mixolydian
is the 'mode, means we can count backwards from Bb toitnarigins — in this case Eb.
(See figure 17.16).
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Figure 17.16
Ab G Gé
V7 -7 V7 -7 V7 -7 V7
B B"7 i A-7 D’ A’-7 D"’
_‘}: II ..f, I, II II II I, I, If II Il I, I, I, II I,
Mixo Dor Mixo Dor Mixo Dor Mixo

After measure 5 we have more 2-5s that descendlirsteps on the' 7" and &',
measures. Measure 6 is Bb-7 to Eb7 (from the keyodf Measure 7 is A-7 to D7 (from
the key of G). Measure 8 is Ab-7 to Db7(from thg ké Gb).

In measure 9 we have a G-7 chord which is theoiif#. In measure 10 there is a C7, (the
5 of F), which finally resolves to F in measure The last two measures are a classic I-
VI-II-V turn-around. (See figure 17.17).

Figure 17.17
-7 V7 17 vi-7 -7 V7
G-7 G’ E? D-7 G-7 G*

1. Blues For Alice Application

a. Harmony And Theory

i. Dominant Bebop Scale- It is hard to know how or when to apply the bebop
scale to a piece. With any scale or mode we caayswse the full octave or,
just bits and pieces of it. THatthe best part of jazz, you can use these scales
and modes however you like! ldook at a couple of different ways you can

use this.
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Our first opportunity to use the dominant bebodescames in the third measure when
our D-7 to G7 2-5 appears. We can use the dombebup scale over dominant
chords (even over the ii-7 chord that the domirdnotrd is connected to!). In this case
let's start the bebop scale on the root G and come dsumg eighth notes until we get

to measure 4. (See figure 17.18)
Figure 17.18

Fuad’ E-7b5 A’ D-7 G’

f— i
ﬁg 7 o i pa y 7 7 p i ] I .F F'—F—

After four beats, we end on the note A of our Gihawmnt bebop scale. We now see a
new dominant chord in the fourth measure (F7). 8@ io we switch? We simply
jump and land on the root of the F7 chord. So kealjin our new F7 dominant bebop

scale on the root and come up this time over thet€F7 chords. (See figure 17.19)

Figure 17.19

C-7 F7

=

o

<2
| EEE
L 1N
0B,
T
™ 5
-1q

As we continue upwardrh going to stop the scale on beat 4 and end ondtesED,
Our next dominant chord is Bb7. By starting thbdgescale on different chord tones
will be able to connect into the next scale. Fowvnae will jump to the root of the next
dominant chord. In this case, we will jump from & back down to the Bb. For this
chord well use two movements within the scale to creaiétla more harmonic color.
This time we will move up and down with the sca#ls.we start on Bb & move up to

the 3% then down until our next measure. (See figure@)7.2
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Figure 17.20
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As you can hear, this adds a totally different sbtlran running up or down the scale.
The motion adds a little variety. Letcontinue to use up and down motion in the next

couple measure as well.

Our next 2-5 is Bb-7 to Eb7 so we will use the Bowinant bebop scale over this
measure. W# jump from the G from the previous measure todak begin going
downward, using our passing tone immediately'd @b back up and reuse our passing

tone until we hit the next measure. (See figur@1y .

Figure 17.21
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The next 2-5 is A-7 to D7. The last note we enchwitour Eb7 bebop scale is Ab. We
will jump up from Ab to D above and begin goingthe scale to F# ( thé®}, and
come back down and stop on C on beat 4, (thef D7) . (See figure 17.22)

Figure 17.22
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Our next 2-5 is Ab-7 to Db7. We are a half stepyfiam the root which is easy
because will simply move up to Db to start our Riefminant bebop scale. Lgtstop

on beat 4 again as we come down which is the nofgeE figure 17.23)

Figure 17.23
A7 D"
0 ! :-"—=—I o
& . ' oe = T
j | |

We have now moved through these abrupt, one measgiseand now are at the final 4
measures. There are a lot of opportunities fromsones 9-10 to use our bebop scale.
The chords are G-7 for one full bar and C7 for futiebar. This means we can use our
C7 bebop scale over the ii-7 chord, (the G-7) aret the V7 chord, (the C7 chord).

We ended our last bebop scale on F so will jumprdimaC on beat 1 of our G-7 chord.
From here lés go up to the third (the note E), and continuerdtavhe fifth (the note
G). As we hit G the harmony changes to the C7 chordbeat 1 of the C7 chord we
will move upward from G until we reach th& 8f C7 (the note E). This is the
downbeat of beat 4. (See figure 17.23).

Figure 17.23
G-7 c’ Fe D7 G7 C
n I L
b I o — e =
S e g g wie # 7

In this case’ll add a small resolution in order to get backhte E of our Imaj6 chord.
As we ended on E from out last bebop scéllenbve to the note G then come down to

hit F on beat 1 of the next measure. (See figur24)7
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Figure 17.24
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Since we just played all those bebop scal€e's, lehve some space for the last 2
measures. Thait! Thats how we can apply the bebop scale to tunes. Thie mo
creative you can get with it the better. As | gypeai more tools, you will become a
master of effectively using the bebop scale to maeethrough changes in intricate

and creative ways. (See figure 17.25)

Figure 17.25
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b. Vocab

1. LH Solo Piano Role In Blues For Alice

C. LH Components
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Here are examples of how to utilize our LH compdsém Blues For Alice.

Obviously not all of these examples are our bestogh For example, | wouldn’t

recommend playing all thirds, but I did want to whygou that all of these can be

utilized with each other. You might play bass ndteswo measures, and then go

to tenths in the next, then to bass note and siMiksit up. It's a lot of tools to

choose from. The more you can keep it switch ithgpbetter it will be.

Figure 17.26

1 Just bass notes —

Fuad” E-7p5 A’ D-7 G’ c-7 F
= = = = = ELL 7
Figure 17.27
2 Bass note then shells -
Fuas? E-7p5 A’ D7 G’ c-7 F?
= ¥ O T B ; ' f na ; T b;
— & Fﬂ:tl: :L F . IP 4 | v
Figure 17.25
2 Bass note then full chord —
Fun’ E-785 D-7 G’ c-7 F7
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Figure 17.29
4 Root and -
Fun’ E-7s5 A’ D-7 G’ C-7 E*
Lo g2 N -1
D= E—
Figure 17.30
5. Rootand %
Fun’ E-7s5 A7 D-7 G’ C '
- < # -
= —— ;
Figure 17.31
6. Root and % (tenth)
Fma’ E-75 A7 D-7 G’ C-? F
Fao 10 = ie bi :
L Lo 74
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Fua’ E-785 A7 D-7 G’ C-7 F7
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Figure 17.33
8 Root + 7"to Root + & (tenth) Combination —
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Improvisation— Melodies, Chord Tones and Connections

ad. In this lesson | discussed the importance of sigriending and using chord tones in

Fund”

your solos. Chord tones are your harmonic anchaaisaall help your solo sound
good! If yodre NOT starting on chord tones and you BI@T landing on chord tones,

your solds are going to sountut’, and not pleasing to the ear.

The first step to using chord tones effectivelioisise them to create melodies within
your solo. By melodies | mean simple lines thagrea child could sing back to you if
you played them. | know you want to play fast bogiiines, but without starting with

simple melodies as your foundation, your fast liwesit sound good.

Look at the example below of a simple melody otwerfirst four bars téBlues for
Alice”. (See figure 17.34)

Figure 17.34
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In this example, | am starting and landing on chorees and utilizing lots of space
effectively to give time for each melody to regist®pace is a key component in

organizing your phrases sound more pleasing ttidtemer.

We want to look for notes that stay within one gecof the piano and utilize the
closest chord tones. L'stsay | start a solo on C of the Fmaj7 chord. Iag around
with the surrounding chord tones and scale toneseabnd below, being the notes D
and Bb. As the harmony moves to E-7bbJdok for the closest chord tones to the C D
and Bb | have been playing. | can move down to Bbyoto D for the E-7b5 chordlll
move down to Bb and now | have the Bb C and A, whiskeep me in the same region

as where | was previously soloing. As we move @Al chordll continue playing A.
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Since Im already on the AJll stay around A because this is also a chord tfribe
next D-7 chord that comes upll &lso use the B and C, as ornamental notes Hieh |

on a B on the G7 chord.

So if when looking how this solo is constructedlearn how to use chord tones and
stay within a small region to improvise. This iaypghg more the harmonies instead of

playing random segmented lines that do not coni8et figure 17.35)

Figure 17.35
Fuas E-7v5 A7 D-7 G’ C-7 F7
”5 - — i = |
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Jazz Lesson 18

Technique

1. Parallel Modes
a. Practicing our modes in a parallel fashion (stgreach mode on the same note) is a great
way to play up and down the piano while only hawmghange couple of notes. It'll
increase your mental focus and help your hand atelyrplay small nuances from chord

to chord. ( see figure 18.1)

Figure 18.1

C lomoN (MAJOR SCALE) C Domian (53, °7) C Puyrician (52, b3, b, 57)  C Lyniay (44)

0 4 | | | |
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C “‘HELWIM {57] c HEGUM {bﬂl. *. :'7] c [ECHIM ('5‘.2| ba. 5‘5. ﬁl :17}

i} | | |

A l— _b_._i i ] ! b _'p_._i I I I = _'p_._t
%ﬁjj_'_' =:: J—b“—i_‘_u = : "_b‘_i_p.._u_l—

Harmonv & Theory

1. Starting the Bebop Scale on Chord Tones

The bebop scale is great because it's versatileamas you to maneuver your lines in a
scalar motion. It can be used to connect ideaghegeor as a single entity. The passing tone
between the 7 and the 1 allows chord tones tafatlown-beats, which allows us to start the

scale from any chord tone, being the 1, 3, 5, ¢6&e figure 18.2)

Figure 18.2
2 — p— =
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1 20
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By starting the scale on different chord tone eé&ule we create unique textures, sounds and
movements. Chord tones will continue to line ugwdbwn-beats all because of the passing tone.
Take a look at each octave of the scale startinper, 3, 5 and 7. We want to be able to practice

this from all chord tones up and down.

2. Isolating Voicings (Rootless Voicings)

a.

D-7

In the previous chapter we reviewed LH rootlesewgs over all the 2-5-1s. Now, how
exactly do we use these in pieces that aren'tibhibf 2-5-1s? We need to isolate each
structure and practice them in different ways. Weéy when we play pieces we can select
the voicing of our choice even if it is not in tAe-1.

Confused? Let me explain. In structure one of ootless voicings we learned a minor
rootless voicing built on 3,5,7,9, a dominant vogbuilt on 7,9,3,13 and a major voicing

built on 3,5,7,9 (see figure 18.3)

Figure 18.3

G’ Cund”
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Let's say we have a piece that begins with threesecoutive minor chords such as, F-7,
Ab-7, C-7. In this case we want to use our rootl@ssings but the progression is not a 2-
5-1. So, we take our minor structure formula: 3%(which was previously used in a 2-5-
1) and apply that to our other minor chords. Let'st together. If the 3rd is the note Ab
and the first tone in our rootless voicing. The iStiL, (the second note in our rootless
voicings). The 7th is Eb, (our third note in ouotless voicing). Finally the 9th is G, which
will be our last note in our voicing. If we combia# these notes we have Ab, C, Eb, and
G (3,5, 7,and 9). (See figure 18.4)
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Figure 18.4

We now have a voicing for the minor F chord. Lésl our voicing for the Ab-7 chord
now using the same system. Ab is the 1st degredhttd is B natural, the 5th is Eb, the

7th is Gb, and the ninth is Bb. That creates tHewang rootless voicing: B, Eb, Gb, and
Bb. (see figure 18.5)

Figure 18.5

The notes for the C-7 chord are Eb, G Bb, and &e {gure 18.6)
Figure 18.6

C-7

)

Here is the full progression with rootless voicin(gee figure 18.7)
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Figure 18.7
F-7 A7 C7
n =
AL N B
_'%‘ ¥ . 5=
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In our practice we will isolate each of the six w®in our rootless voicing 2-5-1s. We
must know these as well to effectively utilize thaive will start with the isolation of the

first rootless voicing structure then being to &elthe second structure.

Vocab & Repertoire

1. Solo Piano Series - Part 2 (RH Melody Harmonizatotin shells)

a. Adding Shells beneath the melody.

I. The first step to arranging a selection for sokmpiis to add shells below the
melody. Thus far we've played solo piano by plagyjast the melody in our RH
and harmonies or bass notes in the LH. When we reone of the chord tones to
our RH, you will hear a significant change in tloeiisd of your tune. We do this by
adding the shells beneath the melody. While wenl#as concept, our LH will
only be used to play bass notes. Here’s how torparate the LH concepts you

learned in the last lesson with this RH shell stggt

1. Harmonize shell voicings below the melody with chords — When the
melody lines up with chords we will use these shell
a. OneChord Change- If there is one chord change for that measure,
and the melody starts on beat 1, you will harmottiz¢ melody
note with the shells of that chord change. (see@&d.8.8)
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Figure 18.8

Cmnd’

P

b. Two Chord Changes— If there are two chords for the measure, you

will harmonize the melody note beneath the firgirdnchange, and
harmonize the other melody note beneath the seduord change.

(see figure 18.9)

Figure 18.9

Fmad P’
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2. Shélswithout melody — Sometimes you will see chords on beats that do
not have any melody notes, so what do we do hereWWW,just play the
shells alone in our RH without the melody. For epmif the melody note
stays the same but the harmonies change, youtkvieiad your shells to

the next chord. (see figure 18.10)

Figure 18.10
B ma) C-7
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T — & e —
P e : 2 ¢
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3. Melody notethat isa shell note— Sometimes the melody will be thd 8r
7™ of the chord. When this happens we have two ogtitsee figure 18.11)

Figure 18.11
a. Add the second shell below the melody

Fmad D7

i |
X |
|

A — .

Figure 18.12
b. Add both shellsand double the melody note.

Fund” D’
—
%‘ #%
6y = ?

On the first beat of this example, doubling worksag. On the 8 beat though, the

melody is too low to double so you'll play the atiséell below the melody.
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b. LH Components — Rhythms

i

Being diverse and decisive with rhythm in solo piataying is important to create
a diverse and interesting pallet. During the melodyLH can play a lot of
different rhythmic figures. Think of rhythms as tpar short sounds. Use a few
simple rhythms or long complicated rhythms. The afsenique rhythms can
change the feel and texture of the piece. The nptawe endless with rhythms and
we will cover different techniques that you can tsehange the style and texture
of any tune while playing solo piano.

Your LH will be dictated from the melody. If youv@aa complicated melody with
lots of rhythms you’ll want to focus on creatingupportive palate. On the flip side
if the melody is fairly open with large amountsspfce, you can utilize your LH
more. Here are some textures that will fit all etigs of tunes. You’'ll want to pick
and choose which ones sound best to you whileilggmew tunes. I've provided
examples over a 2-5-1 so you can get a solid tg¢hem. These rhythmic
examples can be applied to the LH voicing of ydwice. | will give examples of
them all in the first section but then choose défe voicings to represent the

rhythms in the other examples.

1 Whole and half notes— Whole and half notes cane@atable
environment for your RH to play over top of. Altigh they're not as
interesting as some of the rhythms we will geitts,a great place to start.
(see figure 18.13-18.16)

Figure 1813
4 Chords
D-7 G’ Cual”
g =]
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D7 G’ Curd”
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Figure 18 14

O, Bass Notes
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Figure 18 15
c. Shells
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Figure 18 16
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2. Short Comps on beat 1 or beat 3— This is also a tggture to use that isn’t

complicated. Playing the downbeats of every basdodelp the tune
swing, but it gives a feel of the harmony, and goad foundation for you
to build the melody off of. You can integrate momamplicated rhythmic

figures, which add a nice texture. (see figure 78.1

Figure 18.17
D-7 G’ Cuns
” ~ 2 2 E ;
= ImrlJ nl} Iur' . 'I} Iurh s PI} Inr'J - ni} b ni} P A— Pi}
' ! J J ¥ r
3. Short Up-beats — Playing short up-beats createeaswinging’ pocket
under your RH. This is similar to what Red Garlavauld do with his LH.
Sticking with the up-beats of 2 and 4 he was abler¢ate a solid, swinging
background to play over, including while he was iiayising. (see figure
18.18)
Figure 18.18
Up beats of 1 + 3
D7 G’ Cwas?
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Up beatsof 2 + 4
D-7 G’ Cuns’
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. Long Up Beats — This method is common in big baaglipg. Imagine a

horn section playing behind your RH. Your LH wilag on certain up-

beats, but instead of short sounds you strivediodér sounds using the
pedal or solely your hand. This creates tension¢hvban continue with
more long sounds, or resolve with a short soundronp-beat or down-

beat. (see figure 18.19)

Figure 18.19

D-7 o G’ o Cwmad” -
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5. Everything Together — After working on these consepdividually you're
going to want to combine everything together. Byreng these different
methods, you'll have more freedom to play any p@sé& OU hear it.
You'll have more tools to help you in expressingisgelf through this great
music! (see figure 18.20)
Figure 18.20
D-7 G’ Cun’
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2. Intermediate Improvisation Series Par Rlelodic Motivic Development

a. Creating melodic motivic development is very impaitto focus on if you want your
solos to tell a story. When using melodic motiftauyare stating a simple idea and then
using that same idea, maybe with a variation, ¢ater a similar line. In a melodic motif we
are strictly thinking about the notes we have usetteate the line. As opposed to a
rhythmic motif where we are playing off a rhythnfigure. Here are some ideas of how to

change a melodic idea you have just played toitumo a motif to build your solo.

i. 1. Same notes, change registerhis first motif is the exact same phrase, but is
played up or down an octave. This creates a cdlrasponse type figure.(see
figure 18.21)

Figure 18.21
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ii. 2. Use the same motion, change more or Réyu can use the same contour of
your line but change the mode or key. For exampi@mu play the first three notes
to a major scale, CDE, you can take that samernstgon and transpose it to the
key of F. You would now play FGA. Or to Ab, and yplab Bb C. You don't
necessarily have to play a major scale either lscaue are simply using the
motion. You could start with CDE, and then jumg-tand play F, G, Ab, creating
a minor sound. All you are doing is taking the ghapyour line and moving it to

another place on the piano to keep that motif alisee figure 18.22)

Figure 18.22
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iv. 3. Change the shape, keep the amount of melodés rYhen we change the
register of the motif we are also altering the €hafothe line so that it will
resemble what we just played. For example, if vaet stith our three-note major
scale, CDE, and jump to the first three notes effihmajor scale but we start with
A and move down. We will stay with our original riddut alter the upward shape.
(see figure 18.23)

Figure 18.23

Cuad” Fuad’

v. 4. Combine smaller motifs to create a larger on&e-can combine smaller motifs
to create a larger one, and then apply any ofatieniques we talked about. Let’s
take a three-note scale starting on C. This timevllanove our three note scale
up in minor thirds. So we start by playing CDE,rtheove up to Eb and play Eb F
G, then move up, to Gb and play Gb Ab Bb, and there up to A and play A B
C#. (see figure 18.24)

Figure 18.24
C E? G’ A
1] 1 p—
rj"_ ' ': I ':.r b—. 1 | - | 1 | ™)
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The use of a three-note major pattern played umpinor thirds creates a four note

cycle. This would serve as our larger motif. We naw use any variation of our
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three-note scale and play the same upward minaistieiycle 8va, maybe starting

on a different note such as F. So we would play 4, &b Bb C, B C# D#, and
finally D E G#. (see figure 18.25)

Figure 18.25
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We could also use the variation in which we chathgeshape of our three note

major scale but use the same upward miffer&/cle. So we might play, F G A, C
Bb Ab, BC#D#, and F# E and D. (see figure 18.26)

Figure 18.26
F A’ B D
—p—-EF_-i = Irl\ = m' ? #r_ IF_H_I'_H_
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We could also change the contour of the minor 8ydte. Instead of the root

moving up in minor thirds we could have it go donmminor 3rds. (see figure

18.27)
Figure 18.27
F D B A’?
n_‘ i |F =  — F_*-: w | d— ———— ST E— —
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vii. 5. Be creative as possibleBe creative! We will expand on this in the advanced

lessons. We want to continuously try new and unetgoeapproaches in order to
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get different results. This is how we make progrdsse continue to do the same

thing, we will get the same results!

1. Blues For Alice Series Application

g

a. Harmony And Theory

1. Start bebop scale on different chord tonestarting the bebop scale on different

chord tones is important to practice and will hghol to start connecting your lines
together. This allows us to move from any chorcetonany manner. Let's take
measures 5, 6, 7, and 8 of “Blues For Alice”. Poesgly, we jumped to the root of
each new dominant chord to start our bebop scalen/gtarting on different
chord tones we can voice to each bebop scale withbiccup. We will start on
the root of our Bb dominant bebop scale in meaSure

Let's move down so we end on the upbeat of béabm here we have two
options. We can choose the closest chord toneedEHY chord above the note C,
or below. The chord tones for the Eb7 chord in me=a$§ are Eb, G, Bb, and Db.
This means we can go up to Db, or down to Bb. imghuation I'm going up to
Db. Either way is great! We now land on tH&df our Eb7 chord, the note Db and
will continue using the Eb7 dominant bebop scadenfihere. (see figure 18.28)

Figure 18.28
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From here | will continue upward until | reach B{&of my Eb7 chord, the note G and

come back down by playing the notes F, Eb andlfinhé note D on the upbeat of beat 4.
(see figure 18.29)
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Figure 18.29
E+7 Besor Scaie
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Since we are on a chord tone of the next dominaoitd; D7, we only have one close
option: land on the note C on the down beat ofddmBmber the chord tones of D7 are D,
F# A and C. We do not want to jump up to F# becdlisas a bigger interval leap than we

want.

Let’s continue using the D7 dominant bebop scad¢’slgo up the scale until we reach the
5" of the D7 chord (A) then come back down until waah the upbeat of beat four G).
(see figure 18.30)

Figure 18.30
D7 Besor Scai
A-7 D’
0 :
[, ! I I % il J
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This gives us two possible chord tones to starhth dominant bebop scale over the Db7
chord. Chord tones to the Db7 chord are Db, F,akid, B. Let's start on thé®3and
continue downward with the Db7 bebop scale. (spadi 18.31)



© Jazz Piano School 2015

Figure 18.31
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This is the process of how to connect scalar lingsther. Remember the bebop scale
creates a fluid approach for playing through cholishe practice exercises you'll work
with different ways to connect all the chords ofu@&s For Alice”.

ii. Isolating Rootless Voicings Structure 1

1. When isolating rootless voicings look for spots vengou can play
minor7th and major7th voicings start on tféd dominant 7ths starting
on the 7. When we isolate rootless voicings while playingise, we want
to pick voicings that fit well below the melody. dlofor voicings that fit in
the register from middle C to an octave belowthis case our melody
starts on a high F. This allows us to play out fic®tless voicing for the
Fmaj7 from its &' in the middle of the piano.

As the harmonies change to E-7b5 we can also playbicing starting on its'Bas well
as going to the A7 as well. (see figure 18.32)
Figure 18.32
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You'll find that tunes work well for voicing leadyrootless voicings. Harmony is meant
to flow in a natural manner without gaps. On th& - G7 progression there is no room
for LH rootless voicings except on the first be¥fter the melody begins to drop down we
need to move our hand. If we drop the rootlessingidown to the “of the D-7, it is too
low to start our voicings. Remember, we want tg gtahe middle of the piano to avoid a
muddy sound.

When these situations arise, leave the voicingaadtplay bass notes (or 1&7) until the

melody provides us with enough room to begin plgyar rootless voicings again.

We can resume using rootless voicings in measu@s #ands will be fairly close together,
but that's okay! (see figure 18.34)

Figure 18.34
Fun’ E-7h5 A7 D-7 G’ C-7 F’
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We can play Bb7 starting on th& ih measure 5, (see figure 18.35). Again, make yowe
keep your voicings around middle C.

Figure 18.35
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The next rootless voicing we can play is in meaddrever C7 and measure 11 over F and
D-7. (see figure 18.36)

Figure 18.36

o

Once we begin to add our second structure in wWiehaile more voicing options available

to us.

b. Vocab
i Adding Shells Beneath The Melody

1. “Blues for Alice” doesn’t lend itself to harmonizjrwith shells very well
because the melody goes by fast. It does providexegllent example of
how to use our LH to support faster melodies. Haniming faster melodies
with shells is tricky. Here are examples where wald use this technique.
With faster melodies our only options for harmotima become the spots
in which the melody sits for a little bit on a halfte or dotted quarter in

this case. (see figures 18.37-18.40)
Figure 1837

a. The very first beat of the measure

Fund’
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Figure 18385

b. 1°beat of measure 3.

D7 G’

i

Figure 1539

c¢. And of beat 4 in measure 10.

C".’
: . , \
d. And of beat 4 in measure 11.
Fua) D7
T — —3—




«. LH Components — Rhythms

© Jazz Piano School 2015

Figure 1541
4
Fi E-7hs A7 b7 67 C7 7
Fa 11 % t [} #% 3 1 | 5
-+ L] T 7 i T P E :-uI 1 UE: _i
— | &
B B7-7 77 A-7 D7 A?7 il
¥ b [} i L i
G-7 6" Fun D-7 G-7 G?
o * ’
y : e e e
| 4 ! |
d. Improvisation
Figure 18.42
1. Same notes, change register —
Fua’ E-7bs A’ D-7 G’ c-7 F7
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Figure 18.43
2. Use the same motion, change register -
Fun’ E-705 A7 D-7 G’ C-7 F7
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Figure 18.44

3. Change the shape, keep the amount of melodic rotes

Fuas E-7b5 A7 D-7 G7 C-7 F7
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Figure 18.45

4. Combine smaller motifs to create a larger one —
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Jazz Lesson 19

Technique
1. Major6th Bebop Scale —
a. Thescale degrees forthe majorbebopscale are R-2-3-4-5-6-b7-7-R. To playthe major

bebop scale you will cross over with your thumb sooner than you do with a regularmajor

scale. (see figure 19.1)

Figure 19.1
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Harmonyv & Theory

1. Major 6% Bebop Scale

Aswe justleamedin Lesson 18, the dorminant bebop scale isused over dominant chords.
The major 62bebop scale isused overmajor 7% chordk (ormajor 6% chords). During the bebop
era, most ofthe major harmonies were playedas 6thchords rather than major 7th chords. The only

differencebetween a Major 6® and Major 7= chordis the top note:rather than having the 7=degree
ofthe scale ontop, the 6thdegree ofthemajorscaleis ontop. (See figure 19.2)

Figure 19.2

cb

A major6thbebop scale adds a passingtone between the 5th and6thscale degrees.Ina C
major 6®bebop scale, the passingtone is G= and itis played between G (the 3®scale degree) and
A (the 6® scale degree). By adding the passingtone, the chord tones of amajor 6% chord (C.E, G,
and A) are playedon down beatsin the major 6®bebop scale. (See figure 19.)
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Figure 19.3
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The major 6% bebop scale will primarily be used over a I6 chord. Whenpracticing the

major 6%bebop scale, be sure to start thescale on eachchord tone.

2. Isolation of Rootless Voicing Structure 2
a. Thenextrootless voicing structure we will practice uses the same extensions and degrees

from structure 1. Toreview, belowis an exanple of structure 1 fromLesson18. (see figure

19.4)
Figure19.4
D-7 G’ Cwa’
9 d b d
&g 5 2 '
7,9,3,13 3,13,7,9 7,935

To figure out the voicings for any minor, major or dorminant 7* chord youwill plug in the
chord tones from structure 1. The chord progression we will work withis FMaj7,F-7,and
Ab7.(See figure 19.5)

Figure 19.5

Fua F-7 A7
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To build the FMaj 7 chord, takethe chord tones for a major chord fromstructre 1(7.9, 3,
5)and pluginthe coresponding notes. After countingup fromthe root we findthat Eis
the 7th, Gis the 9th, Ais the 3rd, and Cis the 5th. (See figure 19.6)

Figure 19.6

Fuas’
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S

The next chord in structure 2 is F-7.The only differences betweenthe notes for Fmaj 7 and
F-7is that the 7%is changed to the b7thand the 3+is changed to the b3rd. The notes for F-
7areEb, G, Ab, C(b3,9,b7.3). (See figure 19.7)

Figure 19.7

The final chord in structure 2 is Ab7.The chord tones that we areusingare 3,13, 7,and9.
Thismakesthe notes forthe Ab7 chord C, F, Gb, and Bb. (see figure 19.8)

Figure 19.8

A'n
0

S ==

Below are all ofthe voicings over the chord progression for structure 2. (see figure 19.9)
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Figure 19.9
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Vocab & Repertoire

1. Solo Piano Series- Part 3( Combining RH and LH components)

a. Spacing between the melody andbass notes. Fillingthe gapswithl+7 and 1+3
(importance of register) -

i. Thespacingbetweenthe melody andbassnotesis an extremely important concept.
Where the melody is on the piano, inrelation to the register you choose to place the

root will dictate the options your LH has. To review, your LH has the following

optionsto choose from:

1. Just bass note (see figure 19.10)

Ormion 1 OFmox 2 OrmioN 3

N
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SEuy
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ol
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2. Bass note, then jump to shells(see figure 19.11)

Figure19.11
c7 ¢ Bun £’
F—=% S ——
! = ¢ = ! E t |
e T T e
3. Bassnote, thenjump to full chord(see figure 19.12)
Figure 19.12
c7 £ Bna’ B’
. WP
e —— == T
il ; | d i 1 i 1 .’d_ 1 J
4. Rootand 7*(see figure 19.13)
Figure 19.13
c7 F7 Bowas’ (3T
1) a
= oo = Foo |
1 g | 1 J
5. Rootand 3% (thirdapart)(seefigure 19.14)
Figure19.14
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6. Rootand 37, (tenth apart)(see figure 19.15)

Figure 19.15
C-7 £ Bn7 €
e a
N — e o z
— 1 e i i
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7. Root, 7, 3%(see figure 19.16)
Figure19.16
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ii. Step I—Startwiththemelody
1. Themelody we will be usingto practice spacingbetween bassnotes and
melody notesis “All The Things You Are” (see figure 19.17)
Figure19.17
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iii. Step 2—Choosewhichoctave to place the root
1. The greatthingaboutjazzisthatit givesuslots of freedom! We can choose
which octavewe want to place therootin. Forthe first chord of “All the
things you are™ (F-7) we can place the rootin any ofthe following three
places(see figure 19.18):
a. Option1-The F a tenth down from the melodynote (the third Fup

onthe piano)
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b. Option2 —The second F from the bottomofthepiano.
c. Option3 — The first F on the piano.

Figure19.18
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iv. Playrootand 3rd or rootand7th-With this optionwe are limited with the amount
of space betweenthe rootand the melody.
1. BassNote Option 1 (The F a tenth down fromthe melody note -the third F
up onthe piano)
a. Rootandthird- Whenyouw LH plays the rootand third, your RH
needsto addthe 7#inbelowthe melody note. (see figure 19.19)

Figure19.19

Mewoy + 7w

b. Rootand7*-Ifyour LHplays 1+7, your RH doesn’'t needto add
any more notes because themelodynoteis the 3% This gives usthe
root,3**and 7=, (see figure 19.20)
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Figure 19.20

2. BassNote Option 2 (the second F from thebottomofthe piano)

a. Rootand7%-YourLH canplay theroot and 7%starting onthe
second F from the bottom ofthe piano, but dueto the register this
cansoundmuddy. Your RH hassomeroomto addthe shellsbelow
the melody. (see figure 19.21)

Figure19.21

Mewoy W/ Skews
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N

b. Justthe bassnote— Therootislowenough so we canplaythe bass
note while our RH adds the shells belowthe melody. (see figure
19.22)

Figure 19.22
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Mewoy + Shews

c. Bassnoteto shells— Yourlefthandcanalso play thebassnote, and
then play shells while the RH playsthe melody. (see figure 19.23)

Figure19.2. MeLooy

F-7

Root To Swews

d. Bassnotetorootless voicing orinversion- The bassnote canjunmp

to arootless voicing orinversion. (see figure 19.24)

Figure Mewooy
F-7

I E—

Roor To Rooriess Voicine
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3. BassNote Option 3 (the first F onthe piano)— Thisbassnoteis so lowthat
we can’tplay 1 +7 or 1+3 (tenth apart) because it would soundso muddy.

a. BassNote alone—LH playsthebassnotealone, RH voicesthe
shellsundemeaththe melody. (see figure 19.23)

Figure19.25
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b. Bassalone thenjumpsto shells. (see figure 19.26)

Figure 19.26
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c. Bassnote alone then chord. (see figure 19.27)

Figure 19.27

S
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v. Choose your RH harmonization
1. When choosing a RH hammonizationremember that the space your RH has
will be determined by the optionyowr LH chooses. If you play alowbass
note, your RH willhavelots ofroomto fill belowthe melody with the
shells.
vi. Conclusion
1. Placing yourmelody then choosing your bassnote willhelp you arrange
your hands during your solo pianopiece. Continue to followthese steps and

you’'ll create beautiful sounding solo amrangements!
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2. Intermediate Improvisation Series Part 3— Rhythmic Motivic

Devel opment—This concept will completely change yourimprovisation approach If youonly

approach improvisation froma melodic standpoint your solos won't be very interesting. When you
begin to shift your focusto rhythmm. it opensup a conpletely new world of development
opportunities. There are 5 steps you cantaketo add rhythmmic motivic development to your solos:

a. Step 1-Play a shortrthythmicidea. (see figure 19.28)

Figure19.28

P

b. Step 2 - Take the short thythimicidea and alterit slightly still keepingthe essence of your
originalidea.(see figure 19.29)

Figure 19.29

-




c. Step 3 —Morphyouronginalidea evenmore. (see figure 19.30)
Figure 19.30
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d. Step4—Either continue to addto step 3 orrest and start anewidea.(see figure 19.31)

Figure 19.31
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4. Blues For Alice Series Application Part 3

a. Harmony And Theory

i, Major 6*
1.

[

Major 6*bebop scale when playing over I chords and major chords.

The major 6®bebop scale is anotheruseful bebop scale. Youlluse the

In “Blues For Alice™ there are only two major 6* chords you can use themajor 6=

bebop scale over. The major chords occurin the first measure andinmeasure 11.

To apply the major 6% scale to your solo use the following steps:

1. Pick the chord tone you would like to start on

2.Move up or down using eighth notes untilbeat 4.

3.Move eitherup or downto the closest chordtone ofthe next measure.

InFigure 19.32, I decided to pick the note A asmy starting chord tone. I then went
up the major 6“bebopscale untilbeat4. Beat4 is an F so the closest chord tone to
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leadinto the E-7b35 chord willbe G or E. I decided to resolve to E so I skipped over

the note then cameback down for the resolution.

Inthe second exanple, I startedthe F6 bebopscale onthe 6% thenote D. I only
had two beats until the chord changedso we play the bebop scale until beat 2 then
resolve into the 5% ofthe D7 chord using the chord scale note Bb.

Figure 19.32
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ii. Rootless Structures Voicing 2

1. Nowthatwehave two rootless voicing options to choose fromwe will be

able to add more rootless voicings into “Blues For Alice™.

With structure 2 we are looking forminor7thand major 7% chords to start onthe 7*scale
degree, and dominant chords to start onthe 3*scale degree.

Inthe 1¥*measure we will use rootless voicing structure 1. Inmeasure 3, the melody is still
toolow forusto use structure 2 andif we bump our voicing downanother octave it will
sound too muddy. Since we can’t use structure 2, we will play the melodywith bassnotes

inmeasure 3.
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Inmeaswres4 and 5 we’ll use structure 1. And we’ll use structure 2 overmeasure 6, which
fits perfectly with the melody. (See exanple 19.33)

Figure 19.33
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Inmeaswre 7, we Tluse bassnotes only because the melodyistoo low. Inmeasures 8,9,
and 10 we'lljump badk upto structure 2. (See example 19.34)
Figure 19.34
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*Both structures work formeaswure 10, butsince measures 9-10isa 2-3.it’sbest to use the

structure that allows youto voicelead your 2-5 instead
Inmeasure 11 we use structure 1 andinmeasure 12 we use structure 2.
Whenisolating yourrootless voicings in a tune always look for the register of the melody

before making a decision as to whether starting on the 3% or 7%will work best. Remember
to keep the register ofthe rootless voicings in the middle ofthe piano.

b. Vocab

i. Combining LH and RH Components

1. Spacebetweenmelody andbassnote. Fillingthe gapswith 1+7 and 1+3
(importance ofregister) -

a. Step I-—Startwiththemelody

Figure 19.35
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b. Step2-Chooseyow Root
Figure 19.36
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c. Chooseyow LH Option
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Figure 19.37
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d. Choose yowr RH harmonization
Figure 19.38
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ii. Improvisation — Rhythmic Motivic Development

1. Makinga decision to use thythmic motivic development before you solo
canbe more beneficial to your improvisation than solely thinking about
hamony. Leaving space is one of the best things youcando to develop

your solo. We canuse a lot of different rhythnic motifs to improvise
without really thinking aboutthe notes atall.

“Blues for Alice™is a great songto practice rhythmmic motivic development
overbecause ofitsmedumswingtempo. We havealot ofroomto explore
different motifs. Let’s go over some ofthe different rhythmic options we have open
to us beginning with eighth notes.
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When starting out take one type ofthythm, (we’lluse eighth notes), create onemotifatthe
beginning of your solo and expandit throughout your solo. Look at the eighth note
example below ofhow youmight start a simple rhythmic motif. (See figure 19.39)

Figure 19.39
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Afterusing thisthythmicidea for a fewmeaswres, youcanswitch to a newrhythmicidea.
(See figure 19.40)

Then you cancombine bothoftheseideas. (See figure 19.41)

Figure19.41
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Next, we’ll play something instead of eighthnotes, let’s use quarternotes. (See figure
19.42)



© Jazz Plano School 2015

Figure 19.42
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The most important part of creating rhythmic motifsis to make yourmotifs as simple as
possible. Once youhave your first motif, build off ofthatidea to create newmotifs.

Rhythmis what makes themusic groove. It’snot thenotes thatmake people want to stonp
their feet and clap, it’s the thythms. Whenusing rhythmic motifs, youllbe able tolockin
with the rest ofthe rhythm section andhavemore freedomwith the directionofyour solo.
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Jazz Lesson 20

Technique
1. Minor Bebop Scale

a. Playingminorbebopscalesis goingto be exactly thesame as a dorminant bebop scale
fingering wise except forthe fact thatyouwill play a minor third instead of a major third

This will be a very small switch you will make andshouldn’t cause younmchtrouble.
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Harmony & Theory

1. Minor 251 Rootless Voicings
a. Wejust finishedisolating our majorrootless voicings, so what'snext? Our Minor 2-5-1
rootless voicings of course! Nowthatyouhave a solid understanding of the majorrootless

voicings the minor 2-3-1 rootless voicings willbe easy toleam.

Let’s briefly review our minor 2-3-1 harmony. For a minor 2-5-1inthe key of C, our
chords would be D-7b3, G7b9b13, and C —maj7. We use three differenttypes ofminor
scales. C natwral minor forthe IT chord, C harmmoric minor forthe V7(b9.b13) chord andC
melodic minor forthe 1 chord (See figure below)

D-755 67»9513) C-uns7
) ' y ,
B : 58 =
C Narwra Mwer (D To D) C Haronic Ming (G To G) C Mewoic Muior (C To C)
n L 3 4 ¢ L
8 1 L ; { F ) Y 1 1 5

-
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We knowthatchords and scales are cormected to each other. When we createourrootless

voicings we need to reflect the notes fromthe scales we are using that fit with the
hammonies. Let’s start with the II-7b5 chord In this case the D-7b5.

We use the natural minor scale fromtheI ofthekey overtheII-7b5. Forthe majorrootless
voicings, we use the voicing built fromthe 3,5, 7. and9. Let’s do the same thing here.
Our D-7b3 scale (mode)isshownbelow. Let'stakethe 3,5.7, and9 andstack them
together. (See figure below)

I-7:5
C Natwear Mmor (D To D) D-755 Roomess
9 3 5 7
A S s i7E i
[ ; ; J 1 [ -4 J
3,5,7,49 S

I'm sure younotice thatbecause ofthe quality ofour chord, the3isa b3. Thereisalso a
slight difference with the 9 because ofthe chord scale that cormects with the chord. The 9
isnowa b9! In orderto make this easier I'll statethe nummbers with the flats so itis easier
to tell.

The minorb3 rootless voicingis 3,3, 7. b9. Let’s go to the dominant chord.

For our V7 chord we are using the harmoric minor chord scale fromthe Vto the V. Inthis

case the C harmonic nminor fromGto G.

Nowthe major structure forthe V7 chordis 7.9, 3, and 13. Let s see what notes we get

when we use the chord scale above with these extensions. (See figure below).

V7(,13)
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We got some different extensions don’'t we? The9 becomesflatagainand so doesthe 13!
Sonowour chordbecomesa G7 (b9,b13) chord! Thisis great stuff. Our scale willreflect
the extensionsin our LH perfectly so we are creating a balancedharmonic soundinboth
hands. The I-maj7isthelast chord

The I-maj7 takes the melodic minor scale of its ownroot.
This oneisn’t quite as exciting as the lasttwo butstill creates a great rootless voicing. Our

majorithstructireis 3,5, 7.9 so will use that forthe minormajor 7% chord Hereis what

we get. (See figure below).

a7

C Mewooic Muior
$ ? -  S— ! } .
T ———~——= = L3¢

3,5,7,9 Sicre

Almost exactly the same as ourmajor7th voicing butbecause we have aminor thirdinthe

voicingmixed with a major 7%it creates a very hawnting yet beautiful sound

So hereisthe fullrootless voicing structure for the key of C minor.

D-755 G7(9,013) Cun7
] L L
&8 = 5 |

3,574 7,4, 3,113 3,579
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In orderto get the secondrootless voicing structure we take the numbers for structure 2 for

the majorrootless voicings anduse them for theminor voicings. (See figure below)

D-755 G7(»9,b13) C-uns7
2 : : .
I o o -
7,4,3,5 3,:3,7,1 7,9,3,5

We will want to leam these voicings in the same marmer we leamed ourmajor 251 rootless

voicings.

2. Minor Bebop Scale

a. Theminor 7thbebopscaleisthe final bebop scale we haveleft toleam. The minorbebop
scale canbeusedoverthe first chord of a2-3-1 progression. The Dorianscale (figure
20.1),whichhasab3 andb7,is the bass for the minorbebop scale.

Figure20.1
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The only difference betweena minor bebop scale anda dominant bebop scaleisthat the
third note islowered by a half step. Instead ofplaying the major third, youwill play the
minor third. The passing tone at the top ofthe scale in a minorbebop scale isthe same as
the passingtone in a dominantbebop scale. Inthekey of C. the pasangtone (B)isplayed
inbetweenthe flat7*(Bb), and the root(C). The scale degrees for a minor bebop scale are:
R-2-b3-4-3-6-b7-7-R The fingering for the minor bebop scale is the same as the donminant
bebop scale. The C minor bebop scale is shown below. (See figure 20.2)
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Figure20.2
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Wenowknow all three of our bebop scales. In future chapters we willleam more about
connecting scales together andhow they are effectively used

Vocab & Repertoire

1. Solo Piano Series- Part 4 Adding the Root and 5% below the melody

a. Using ChordTones To Fill-Using chord tonesto fill beneaththe melody createsrich
sounding voicings. We've already leamed how to harmonize a melody with the shells (37
and 7%) ofthe chords Now all we are goingto do is double the rootin our LH, oraddthe
5% To explainhowto do this, we Tluse the first chord (F-) and melodynote (Ab) from
“All The Things You Are™.

i. Step I—Addyourshells below the melody
1. Apply shell voicings belowthe melody whenthe harmonies are changing.
Change the shellsif the melody stays on the same note and the harmories
move. (see figure 20.3)

Figure20.3
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ii. Step2—Addthe 3* betweentheshells
1. Addingthe 3®between the shells will give your voicings a fuller sound If
the 3*%s at the bottomofyoushell, then the 5% will sit n between the 37
and 7th (see figure 20 .4)

Figure20.4

2D ON The Borrom
F-7

0
A
5 bg

5H IN The Mipoie

Ifthe 7%is at the bottomof your shell, then the 5*has two options for
placement depending on the register of the melody: ontop ofthe 3* or
belowthe 7= (see figure 20.53)

Figure20.5
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iii. Step 3—Addtheroot betweentheshells
1. Addingtherootbetweenshells cancreate a thick texture. In this option the

root will alwaysbe placeddirectly under themelodynote. (see figure
20.26)
Figure20.26

iv. Step4—Playingl,3,3,7 below themelody
1. Thisstepistricky because we havelots ofnotes and only 5 fingers. This
method is primarily used onballads because youhave more time to readjust
yourhandbecause ofthe slowtempo. Ifthe melody is a chordtone, andyou
play the other 3 chord tones belowit, you will be playing the chord in
mversion. In “All The Things You Are”, the melodynoteisthe b3. If we
play theroot, 7th and 5%belowit, a 2*chordinversionis created (see

figure 20.27)

Figure20.27

While your RHis playing these new voicings, your LH will followthe same process we

have discussed in previous lessons.
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2. Intermediate Improvisation Series Part 4—Combining Melodic &
Rhythmic Motifs
a. When we combine melodic andrhythmic motifs, your solos will be more interesting and
have more substance. To incorporateboth rthythm andmelody into your improvisation start
with a short motif. If you enjoy the sound o fthe melodymore so thantherhythmyouhave
created continueto develop themotif melodically. In the example below, therhytlmisn’t
ear catching, but the short melodyline is interesting. I will take the initialmotif and
transposeit to fit the chordchange. I'll also alter therhytlhm (see example 20.28)

Figure20.28
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This same principle applies to whenyouw rhythmmic motifis more enjoyable thanyowr
melodic motif Play therhythmic motif throughout your solo, evenifthe melodic aspectof
itisn’t asinteresting. In the example below, themelodyisless interesting than therhythm
(see example 20.29)

Figure20.29
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3. “Blues For Alice "™— Application

a. Harmony and Theory

. Minor Bebop Scale—Theminor bebop scale is most effective whenthere ismore
than one measure ofa minor chord oryou are in a minorkey. Ifyouare constantly
switching betweenthe minor bebop scale, doninant bebop scale, andthemajor 6=
bebop scale, your solos won't be coherent. Look for chords in minor pieces or
progressions thatstay on a minor chord for a couple ofmeasuresin orderto
effectively usethis scale. This exanple of demonstrateshowto usethe minor 7#

bebop scale over a minor blues. (see exanple 20.30)

Figure20.30
C-7 C-7 c-7 C-7
o — T
— [ ——
b. Vocab

i. RH Components - Harmonizing the Melody - Adding Chord Tones
with shells
The next step to harmonizing below the melody with shellsis to add chordtonesto
the voicing. This could either be theroot orthe 3% The melodyin “Blues For
Alice™ has alot of eighth-note movement so we won’t be harmonizing everynote.
This technique will mostly be used for slow to medumtemnpo songs that have
simple melodies. In“Blues For Alice™ harmonize quarternotes onbeats 1 and 3.

It’s unnecessary to hammomnize everynote in this particular song.

The first melodynote in “Blues for Alice™is F and the first chordis Fmaj7. The

chord tones for Fmaj7 are F, A, C, and E. Since the melodynoteistheroot of
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the chord, we haveto addthe 72 (E), 3%(C), and the 3(A)to have a conplete
voicing. (see figure 20.31)
Figure20.32

1 1 1

T ~J -

The next quarternoteis an E onbeat 3 of measure one. Since Eis a shellnote,
we will add theroot (F), 3%(C), and the 37 (A) belowthe melody. (see figure
20.33)
Figure20.33

The next opporturity we have to hammornize using shells and chordtonesis on
beat 1 of measure 3. The melodynote is A and the chordis D-7. Since the
melody noteisthe 3% we’ll add the 3% root, and 7% below the melody note.
(see figure 20.34)

Figure20.34

D-7 G’

That’sit! To harmonize therest of the song youwouldlook for quarternotes on

beats one andthree and add in the missing chordtones below the melody.
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4. Intermediate Improvisation Series Part 4—Combining Melodic &
Rhythmic Motifs
a. Combiring melodic and rhythrric motifs can be overwhelming. Your first instinct might be
toplay all of theideas you havein yourheadall at once. As we have discussedin previous
lessons, the best wayto start combining rhyttrm andmelodyis to start with a short and
simpleidea. As you venture into conceptualizing bothideas at once, continue to build off

anidea until you cantie itinto a brand newidea.

Brenden’s Key Point: The biggest problemI hear when I listen to jazzmusiciansis that
they let go ofideastoo quickly. It’s similar to when youstart talking about your car
problems, thenimmediately launching into how excited you are about anewmaovie
without finishing yourinitial thought. Try using anidea for 8 measures, then contimieto
useit for a full chorus, then throughout an entire solo. Let theidealeadyou Here’san
exanple of a solo that combines melodic andrhythmic motifs. (see figure 20.353)

Figure20.35
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Jazz Lesson 21

Technique
1. Jazz Exercise using Half Steps #1

a. The following exercises were designed to use half step approachesin one phrase. Practice
these exercisesin allkeys. (see figure 21.1 and 21.2)

Figure21.1
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Harmony & Theorv

1. Approach Notes
a. Approachnotes are the building blocks to mastering the bebop language. Approachnotes

leadinto chord tones. The beboplanguage emphasizes chord tones on downbeats. Playing
a solo where chord tones only occur on downbeats sounds boring, as would a solo thatonly
usesthe bebop scale. Thisis where approachnotes help create color and excitement.

b. Approachnotes cormectchordtonestogetherin a way that solidifies the harmony. Add
creative rhythmmic and melodic concepts to approachnotes and you have some greatbebop
material. There are a number of waysto approacheachofthe four chord tones. We're
goingto analyze these different options and how to effectively utilize each one. We will
use the chord changes to the standard “Auturnm Leaves™ to practice approach notes. We

will coverhalfstep below approachnotesin thislesson.

2. Half Step Approach

a. Half Step Below—To use thehalf step below approachyouwill approach a chordtone ona
downbeat froma halfstepbelow. Let’s use Cmaj7 as an exanple chord. The chord tones
(1,3.5.7) forCMaj7 are C,E. G, and B. (see figure 21.3)
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Figure21.3
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Forthe chordtone C, the approachnoteis goingto be note B, becauseitis a half step
below C. For E. the approachnote isthe note Eb, for Gthe approachnote is the note Gb,

and for B the approachnoteis Bb. (see figure 21.4)

Figure2l 4
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There are many ways to use these approachnotes while soloing and we will explore these
waysin future lessons. Here is a bebop line with a single approachnote. Thenote Ebleads
into E from a half-step below. (See figure 21.5)

Figure21.5
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Youcan also use anapproach note to cormecttwo phrases. In the example below, another

 JiR
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approachtoneisused from a half stepbelow (Eb to E). (See figure 21.6)
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Or you can end a plrase using an approachnote. (See figure 21.7)

Figure21.7
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. Changing Chord Quality —When the chord quality changes, the approachnotes will also

change. A C7 chord hasthe following chordtones’: C. E, G, and Bb whereasa CMaj7
chordhas a Bnatural andnota Bb. The half-step below approachnotes are the same for
the first three chord tones ofa C7 and CMaj7 chord but the approachnote forBbis A.
(see figure 21.8)
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Vocab & Repertoire

2. Solo Piano Series- Part 5 RH Textures & Bass Lines

a. RHComponents
i. Textures—Whenplayingsolo piano, using different texturesis a great way to keep
your playing fresh and creative. Textures can be combinedto create different
sounds. If youonly play single note melodies when improvising, your solos will
sound boring. Look at the list of textures and begin incorporating theseteclmiques
into your playing.
1. Octaves—Ratherthanplaying single note lines, add an octave to yourline
so youhave two voices. An octave is a powerful nterval for building and
creating a strong presence. (see figure 21.9)

Figure21.9

2. Octaveswith LH Chords—Playing simultaneous octavesin yourleft and
right hand will create a full sound. This technique works bestinmedium

swing pieces because the listener canclearly hearthe octaves. (see figure
21.10)

Figure21.10
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3. Singlenote Lines withLH Chords— Similarto abovetechnique, youcan use
single note melody linesin your RH while your LH mimics the RHhand
rhythms andplays chords. (see figure 21.11)

Figure21.11
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4. RHMelody, jumps downto play chords while LHplays bass notes—This
texture gives the impression that you have more than two hands. This
techniqueis most effective when there isrest inthe melody. After youhave
playedthe melody line with your RH it jumps downto a lowerregister
(around middle C), to play chords while your LH plays bassnotes. This can
create a sound that makes the audience think youhavea fullband

accompanying your playing. (see figure 21.12)

Figure21.12
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3. RHFills in between the melody— Afill is a very short phrase thatisplayed
duringrest. RH fills are a great additionto a melody. Don’tlet the fill
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distract the listener fromthe melody. And don’t forgetto come in with the
melody afteryouplay a fill' (see figure 21.13)

Figure21.13

D-7 Mewoy G’ Fu Cwa  Mewoy
= S==—c————
+ t . —t t t d

e
n
i
'“u&p
il

Ll

1. Bass Lines Part 1 -Atthispoint, we've only worked on playingrootsinthe LH. We want to

be able to play a note on every beatof eachmeasure. The first step to creatinga basslineisto add
one more note within the measure besides the root. In our example, there willbe one chord per
measwre therefore the rootwillbe played onbeat 1 andthe newnote willbe played onbeat 3. The
first two options we have forthe newnote onbeat 3 is eitherthe root an octave above orthe root

anoctavebelow. (see figures 21.14-21.15)

Figure21 14
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The third optionisto play the fifth ofthe chord onbeat 3

Figure21.15
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Either ofthese options work great andthe choiceisup to you. Inthe nextlesson I will
showyouhowto fillbeats 2 and 4 with two newnotes.

2. Intermediate Improvisation Series Part 5 — Using approach notes and the
dominant bebop scale in your solos

a. HalfStep ApproachesInImprovisation — The half step below approachis primanly used

onup-beats. This allows usto approach a chord tone thatis on a downbeat.

Beat I - Here are three examples of ahalf step below approach onthe upbeat of
beat1.(see figure 21.16)

Figure21.16
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Beat 2 - Here are three examples of ahalf step below approach onthe upbeat ofbeat
2.(See figure 21.17)

Figure21.17
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Beat 3-Here are three examples of ahalf step below approachon the upbeat ofbeat
3. (seefigure 21.18)

Figure21.18
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. Beat 4-Here are three examples of ahalf step below approach on the upbeat ofbeat
4. (seefigure 21.19)

Figure21.19
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Be creative when using the half step below approach It sounds great and allows youto

resolve to chord tones easily.
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b. Bebop Scalewith approaches— Approachnotes canbe usedto lead into different chord
tones ofthe bebopscale. Approachnotes canbe usedatthe beginning of a bebopscale, to
pivotinthe middle ofthe scale. orto end the scale. Look at these examples ofcombirning
approachnotes with the bebop scale.

i. Starting the bebop scale (see figure 21.20and 21.21)

Figure21.20
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Figure21.21
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ii. Pivotinthe middie(see figure 21.22-21.23)

Figure21.22
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iii. Ending thescale (see figure 21.24-21.25)

Figure21.24
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c. Improvisingwith approachnotes—Justlike any newtool, in orderto effectively use
approachnotes weneed to be able to knowhowthey can be usedin any scenario.
Approachnotes can be usedto create intricate maneuvers through harmonies. Thisis
exactly whatbebop players did! Work hardon all the practice exercisesin orderto

incorporate approachnotesinto your playing. They willhelp youtake your improvisation
to the nextlevel.
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3. Autumn Leaves Series Part 1 Application
a. Harmony and Theory
I. (SeelImprov)

ii. Voice-leading Rootless Voicings

iii. Inthissection, we will apply rootless voicing to jazz standards, starting with
“AutumnLeaves™. The first fourmeasures of “Autirrm Leaves™ follow this chord
progression: C-7,F7, Bbmaj7, and Ebmaj7. The first three chordsarea 2-3-1in
the key of Bb. To apply rootless voicings to this progression we can eitheruse
structure 1 or structure 2. In orderto pick the structure thatis going to work the
best,look at the register of the melody over the first three measures. Ifthe melody
getstoo lowand overlapsthe voicings, thenwe will use structure 2. Inthis case,
the melody staysin the higherregister as the harmories move so we’ll start with

structure 1 in ourlefthand. C-7is goingto use the 3,5.7 9 rootless voicing, F7 uses

7.9.3,13 and Bbretumsto 3,5,7.9. (see figure 21.26)
Figure21.26
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*Referbacktolesson17if youneedto review yourrootless voicings!

Fromthe BbMaj7 chord we need to move to a rootless voicing for Ebmaj 7. Since
EbMaj7 isnot part ofthe 2-3-1 progression, we need to follow different stepsto
figure out the rootless voicing. To get the smoothest voice leading youmust discem
which chord tone ofthenextchordis closest to your pinky. Forthe BbMaj 7 chord,
your pinky is on the note A. The nearest chord tone for EbMaj7is G, so you'll
move yowr pinky downto G. The structure thatis createdis 7,9, 3 and 5. (See
figure 21.27)
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Figure21.27
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Follow this process for all ofthe pieces we play. Rememberto determine which
chordtoneis closest to your pinky. andthenmoveto that structure for the next
chord. Since we haven’tleameda rootless voicing forminor 2-3°s, well skip to
the end of “AutunmILeaves™. Inthis section, the songmodulates to the key of Eb.
These are the steps we will take to detenine the rootless voicing structures:

1. Determine if the melody will overlap with either ofthe rootless voicing
structures. The melody stays on a high D, so we can use either structure.

2. Dependingupon which structures are avalable, pick the one youwant to
use, (either starting on the third or starting on the 7%).

3. After you determine which structure to use, continue to plugin the
voicings forthe rest ofthe progression. We'll start onthe 3% of G-7 and play the
3.3,7.9 structure. This givesusthe notes Bb, D, F, and A. Afterthe G-7 chord we’ll
play 7.9.3.53 over C7 givingusthe notes Bb, D,Eand A (7, 9, 3,13). (See figure
21.28)

Figure21.28
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Now we must determine whether the 37 or 7% of the next chord, (F-7)is closest to
our pinky, whichis now currently on A. The 3+ of F-7 is Ab and the 7%is Eb so we'll

move our pinky fromAto Ab. (see figure 21.29)
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Figure21.29
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Overthe F-7 chord we’ll use structure 1, starting onthe 3 of F-7. From there we’ll
use structure 1 to getto the V7 (Bb7). thento Imaj 7 (EbMaj7).

b. Vocab
i. Analyzation

1. “Autumnleaves”is a popular standard thatshould be added to your
repertoire. The tonality ofthis piece switches betweenmajor andminor. Eb
is the majorkey, and the relative minoris G-7. G- will bethe basisof our
analysis. Inthe first fourmeasures there is a diatonic progression fromthe
relative majorkey of Gminor, Bb major. The progressionis C-7,F7,
Bbmaj7. and Ebmaj 7. The roman mumeral analysisisii-7, V7, Imaj7,
IVmaj7. (see figure 21.30)

Figure21.30
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Afterthis progression, the tonality changes from Bb Majorto Gminor. We cantell

the tonality changes to minor because oftheminor 2-3-1 inmeasures 3-8. The A-
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7b3isthei-7b3, the D7 is the V7 chord, and the G-maj isthe I-maj chord Insome
realbooks youmightsee a G-7 chordratherthan a G-Maj7 chord. I preferthe —
Maj7 sound This sectionrepeats and then we move to thebridge. The chordsto the
bridge are the same asthe A section, justrearrangedslightly. (see figure 21.31-

21.32)
Figure21.31
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Solo Piano Series- Part 5 RH Textures & Bass Lines

b. RHComponents
i. Textures.

1. Octaves (see figure 21.33)

Figure21.33

2. Octaveswith LH Chords (see figure 21.34)

Figure21.34
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3. Singlenote Lines withLH Chords (see figure 21.35)

Figure21.35
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4. RHMelody, jumps to play chords withLH bass notes (see figure 21.36)

Figure21.36
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3. Fillsin betweenthe melody(see figure 21.37)

Figure21.37

c. BassLinesPartl
i. Octaves(see figure 21.38)

Figure21.38
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ii. Fifths (see figure 21.39)

Figure21.39
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4. Improvisation — Using approach notes in your solos

i. HalfStep ApproachesIn AL - Half step approaches canbe usedin a vanetyof
ways. Use themto start lines, endlines, or as connecting tones inthe middle ofan
eighth-note un.
Let'suse approachnotesin “Auturrm Leaves™. The first chord in “Autunmleaves™
is C-7.We canuse the half step approach to approachany chord tone to start owr
solo off. Inthe example below. I approached theroot with a half step below
approach beginning onthe upbeat ofbeat 4. Once I've landed onthe root I continue
up the C Donnianmode until Ireach the 7th of C-7(thenote Bb). From Bb, I added
in anotherhalf step approach frombelowin ordertoland onthe 3rd of F (the note
A). (see figure 21 .40)

Figure21.40

.‘!Lm



© Jazz Plano School 2015

From A, Imoved downward using the bebop scale and inserteda passingtone
betweenF and Eb. Once I get to the 5th ofthe F7 chord, the note C. I approached
theroot ofthe Bb chordwith a half stepbelow approach. (See figure 21.41)

Figure21.41
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Fromhere, I addeda quarternoterest to break up myline. (See figure 21 42)
Figure21.42
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You canuse these half step approaches in any manner youwould like. All youneed

to doisbe creative! (See figure 21.43)

Figure21.43
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Jazz Lesson 22

Technique
1. Jazz Exercise for Chord Scale Approach #1

a. Inadditionto practicing half-step approaches, here are some exercises that will combine

different chord scale approachesinto one lick. Practice these exercisesin all 12 keys. (see
figure 22.1)

Figure22.1
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2. Jazz Exercise for Chord Scale Approach #2 (See figure 22.2)

Figure22.2
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3. Jazz Exercise for Major6th Bebop Scale to Dominant Bebop Scale #1 (see figure
22.3)

Figure22.3
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4. Jazz Exercise for Major6th Bebop Scale to Dominant Bebop Scale %2 (see figure
22.4)

Figure22 4
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Harmonyv & Theory

1. Approach Notes —Chord Scale Approach above and below
a. Chordscale approaches are different from half-step approaches because a chord scale

approachis always diatoric to whatever chordyou're playing.

The half steps approach note for any givennote willnever change. For example, if you
approachthe note F from a half step below, the approach note will alwaysbe E. If you
approachthe note F from a half step above, the approachnote willnote will alwaysbe F=.
Chord Scale approachnotes can change dependinguponhow youhave analyzeda chordn
a specific chord progression. Inthe following progression from “Autumn Leaves”the C-7
chordis analyzed asa vi-7 chord. The coresponding chord scale to this chord can either be
C Aeolian or C Dorian depending on your analysis. (See figure 22.5)

Figure22.5
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To approach a note using the chord scale approach, you approach thetarget note fromthe
closest chord scale note. You can approach the target note from above orbelow. First, you

needto know which chord scale goes with each chord. Fora C-7 chordin a 2-3
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progression, the coresponding chord scaleis C Dorian. When trying to find the chord

scalenote above any chord tone in C-7, you will refer to the notesin C Donan. (See figure

22.6)
Figure22.6
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The chordtones for C-7 are C, Eb, G and Bb. First we’ll find the chord scale notesthat are
above each ofthese chord tones. The chord scale note above Cis D. The chord scale note
above EbisF. The CSA (chordscale above) Gis A. Andthe chordscale above BbisC.
(see figure 22.7).

Figure22.7
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Ina I-IV-II-Vprogressionin the key of Eb another C-7 chord popsup aswe saw earlier.
The chords forthis progression are Ebmaj7. C-7,F-7,and Bb7. (see figure 22.8)
Figure22.8
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The C-7 chordis now analyzed as vi-7 whose corresponding chord scale isthe Aeolian

scale. Belowis the C Aeolian scale. (See figure 22.9)
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Figure22.9
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The difference betweenthe Aeolian and Dorianmode isthe flat 6 degree ofthe chord
scale. Thismeans that the approach note leadingin to the3%ofa C-7 chord whenitis
functioning as a vi-7will change. C. Eb, G and Bb remain the same. The chord scale
approachnotes from above are now D (going to C), F (going to Eb), Ab (going into G),
and C (goingto D). (See figure 22.10)

Figure22. 10
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Chord scales are importarnt to figuring out chord scale approaches. Aftera couple of

practice sessions, you'llhave this down!

2. Dominant and Major 6% bebop scale connection.

a. Connecting dominant bebop and major 6% bebop scales overa chord progression can add
some great vocabularyto your solos. The process canbe difficult, but once mastered you'll
have extremely fluid lines.

b. AV.I progressionis extremely commonin music. The unstable tritone intervalin the
middle ofa V7 chord, allows for a naturalresolution to the I chord. Whenplaying a
dominant bebopscale, specific notesneedto resolve in ordertoland on a chord tone ofthe
16 chord. We're going to leam all the possible resolutions ofa V7 — I6 chord using the
dominant andmajor 6 bebop scales. The chord progression we will be using is one

measure ofG7 andone measwure of C6.
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When youplay ascending eighthnotes fromthe root of a G dominart bebop scale, you will

run out ofnotesby beat four onthe note F. (see figure 22.11)

Figure22.11
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To continue playing the scale upward, youneedto pick the closest chord tone for C6 to
land on. Thatnoteis G. To fill in the eighthnote rest, from G7 it only makessince to go
up chromatically from F, to F=, thenresolve to G onbeat 1. (See figure 22.12).

Figure22 12

Afterlanding on G in the C6 chord, we are free to move up or down as we wish using the
major 6% bebop scale. All youhaveto doisplay the major 6% bebop scale startingand
ending onthe 5. (See figure 22.13)

Figure22.13
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In this example, we connected the dominant bebop scale to the major 6 bebopscale by
ascending from the root ofthe dominant bebop scale andresolvingto the 5% ofthe major
6% bebop scale. Nowwe re going to start on the third ofthe dom. 72 bebop scale.
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We'll use the same chords: G7 to C6. This time we’ll start onthe note B, whichis the 3%
of G7.If we play the dom. 7% bebop scale using eighth notes from B, we'll end on G. The
closest chordtone of C6 above Gisthenote A. Remember, the chordtones ofthe C6
chordare C.E. G, A. (see figure 22.14)

Figure22.14
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So howdo we get to thenote A? We’ll use the halfstep below approachto cormect Gand
A, whichis thenote G=. (See figure 22.15)

Figure22. 15
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From A, you canuse the major6th bebop scale however you want beginningon A.

The process of connecting these two bebop scalesis a little different when starting onthe
5% ofthe dominant bebop scale. When starting on D, (the fifth of G7), we land on the note
Bonbeat4. The closest chordtone fromthe C6 chord above Bis C so we donothave any
options that allowus to use the half step below approachsince B and C are a halfstep
apart. Inthis case, we'llresolve to C by using either the halfstep above orwhole step
above approach (See figure 22.16)
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Figure22.16
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Yourtwo options would be to approachC fromthe 5% of G7 whichis the note G, orthe 7%
of G7 whichis the note B. The latter of these two options would resolve inrepeating the
same note, whichisn’tideal so we’ll use the whole step above approachinstead (Dto C).

(See figure 22.17)

Figure22 17
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Vocab & Repertoire

1. Solo Piano Series - Part 6Bass Lines & Textures Continued

a. Textures
1. Two handed Fills — Two-handed fills are a wonderful texture that are often
used by pianists such as Benny Green and Oscar Peterson Whenyouplay a
two-handed fill. your LH will copy what your RH does. Keep two handed

fills to around 4-5 notes, or evenless when you're first starting out (see
figure 22.18)



© Jazz Plano School 2015

Figure22.18
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2. Space—T've described alot oftechniquesin previouslessonsthat canbe
usedto fill in space. Don’t forget that you actually don’tneedto do
anythinginthe spaceif you don’t want to. Not playing anything or filling in
restswith LH bassnotesis a great way to let a piece breathe. (see figure
22.19)
Figure22.19
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3. Register— Changingtheregister of a melodyis an easy way to create

texture. Eachregisterhasits own sound. Try playingmelodiesinthe
highest register and in the low register using bassnotes. You canalso try
switchingregisters back and forthbetweenbothhands. Be creative! (see
figure 22.20)

whenever youwant. Youhave freedom fromhavingto play a unwavernng
tempo while playing solo piano. You canspeed up orslowdown a songas
drastically as youwant. Changingtempos can get a reaction from your

audience. If youfeelinspired to change tenmpos you should try it!

Figure22.20
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4. Changing tempo—When playing solo piano, you can change tempos
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3. Key Modulation— Similarto tempo changes, you can also change keys. A
change ofkey canalterthe mood of apiece, and create exatement. Just like
registers, eachkey hasits own feelingand mood. Listen to Keith Jamrett and
Brad Mehldauif youneed some great examples of players that utilize key

modulations. (See below)
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b. BassLines- Inthis basslinelesson we’re going to fill beat 2 and 3 of a measwre. Asinthe

previouslesson, we're going to either use an octave or 5%above orbelowthe root.
i. Beatl Root(See figure 22.21)

Figure22.21
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ii. Beat2 Fifth (up or down) (see figure 22.22)

Figure22.22
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Root(up or down) (see figure 22.23)
Figure22.23
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iii. Beat3 Fifth (up or down an octave) Root, (up or down)

Overa C7 chord we would play C onbeat 1. thenplay the fifth orroot an octave

above orbelowthenote onbeat 1 orbeat 2. Once we land on either the fifth orthe octave,

we'll either play another 3% orroot in either direction onbeat 3. (See figure 22.24)
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Figure22.24
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2. Intermediate Improvisation Series Part 6— The Chord Scale Approach,
Connecting Bebop Scales

a. Using Chord Scale Approach to solo—Practicing chord scale approaches willhelp you
recognize all of your chord tones faster. Understanding chord scale approaches will also

help youhave a better grasp on music theory, and make you a more confidentimproviser.

Chord scale approaches canbe placedthroughout your solo. First we'll leamhowto use
chord scale approaches onupbeats. Later on, we'llleamhowto startandendalineona
downbeat using a chord scale approach While improvising with chord scale approaches
youwon’'thearmuch of a difference in the sound of yourlines because the approach notes
are diatonic to the key. This vanies fromhalf step approaches where the approachnoteis

not always diatonic to the key.
Here are a fewexamples of chord scale approaches overa 2-53-1.(See figure 22.23)

Figure22.25
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b. Connecting Bebop Scales— Connectingbebopscales over chord progressions canbe
tricky. As we connect bebop scales while improvising, the resolution into the next scaleis
what we needto focus on. Without a correct resolution, we won't be able to continue

playingthe next bebop scale.

The connection between two bebop scales can come after a long orshort phrase. Be as

creative as possible when connectingtwo scales. Take a look at these exanples overa 5-1

progression. (See figure 22.26-22.28)

LongPhrase Connection
Figure22.26
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1. Autumn Leaves Application
a. Harmony and Theory ( See Improv)
b. Vocab

i. Solo Piano Series - Part 6Bass Lines & Textures Continued

/. Textures
a. Two handed Fills

Figure22.29
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b. Space
Figure22.30
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¢. Register

Figure22.31
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d. Changing tempo
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e. Key Modulation

Figure22.32
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2. BassLines

Figure22.33
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ii. Improvisation
1. Chord Scale Approaches— Chord scale approaches canbe placedanywhere
in a phrase. Make sure the chord scale approaches occur on anupbeat and
leadinto a chordtone ona downbeat. Take alook atthe following exanple
thatuses chord scale approaches overthe changesto “Autunm Leaves™. (
see figure 22.34)
Figure22.34
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2. Bebop Scale
a. Connectingdominant to major - To find places where youcan
connect a dominant bebop scale to a major 6 bebop scale youneedto analyze a song and find
the V7 —16 progressions. You’ll probably see V7-Imaj7 chords more often than I6 chords. In
these situations, you can reharmonize the 7% chords in order to use a maj6 chord instead This

is completely up to you and the soundyou want to create. Inthe following excerpt froma solo
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overthe changes of “AutunmILeaves™ I connectan F dominant bebop scale to a Bbmaj6 bebop

scale inthe second and third measures. I have also changed all ofthe IMaj 7 chords to Maj6th
chords. (See figure 22.35)

Figure22.35
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Jazz Lesson 23

Technique
1. Jazz Exercise for Half Step Below To Chord Scale Above #1
D-7 G’
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2. Jazz Exercise for Half Step Below To Chord Scale Above #
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Harmonyv & Theory

1. Combining Two Approaches — Chord Scale Above with Half Step Below

a. Inthissectionwe’ll combine boththe chordscale above and half stepbelow approachto

get some variety in our playing. Figure 23 .1 is an exanple of boththe CSA and HSB
approaches beingusedover a CMaj7 chord The first ofthese notesisa CSA (chord scale
above)note andthenote directly before the chordtone isthe HSB (half stepbelow) note.

Toleadinto C,Dis the CSAnote and Bisthe HSB note. (see figure 23.1)

Figure23.1
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You can alsoreammange the order ofthe approachnotes. (See figure 23 .2)

Figure23.2

2. Combining Two Approaches — Chord Scale Above and Chord Scale Below

a. Ratherthanplayinga CSA followedby the HSB, in these exanples we lluse two chord
scale approachesinstead: CSA andthe CSB (chord stepbelow). Play all of these approach
exanples side by side and listen forhow they sound different fromeachother. (see figure
233)

Figure23.3
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The opposte way. (See figure 23 4)
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Vocab & Repertoire

1. Solo Piano Series - Part 7Bass Lines & Tenths ( Autumn Leaves)

a. BassLines Part 3 —So farin ourbasslines we have filled in the first 3 beats. Well fillin
beat 4 by approaching the root ofthenew chord with either a chord scale orhalf'step
approach The chords we lluse are C7 for onemeasure and A7 for one measure. The first
three notes ofour C7 bassline are C. G. and Gan octavelower. We knowwe have toplay
an A onbeat two ofthe secondmeasure because that’sthe root. The halfstep approach
notes we have tolead into are either Bb or G=. The chord scale approachnotes are Bb and
G.You'll notice that each approachhas the option ofusing Bb; youmight come across this
alot. (see figures23.5-23.8)

Figure23.5
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Figure23.8

iv. ChordScaleBelow
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b. LHcanuse I+3 or I+10-You'llstartto notice a pattemin solo piano where your
voicings will go from a spreadvoicingto a tight cluster, back to aspreadandso on. A 1+3
optionisusually best after youhave used 1+7.

c. Let'ssay youwrmelodynoteis A overa G-7 chord and you decideto play F, D and Bb,
belowthe A. Inyour LH, you are using 1 + 7, the notes GandF. Let’ssay the chord
progression goes to the V7 chord next(C7). Inyow LH, instead of jumpingtoa 1+7 (C
and Bb). we canjustmoveto the 1+3 of C7 playingthenotes C and E. Thisisnot only
easier on your hand but it also sounds smoother. This works great for this particular
example because themelodynote A, is only moving downby step to G. (see figure 23 .9)

Figure23.9
G-7 c’
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8 58 ‘
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Its commonpractice for apianist’s LH to bemoving froma wide to tight postionwhile

the RH providestherest ofthevoicing.
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d. Tenths technique for less movement -Using tenths in your LH (if you are lucky enough to
have hands that reach) can be anextremely useful techrique for solo piano. A tenth allows
your LH to play 3 notes, with the rootin a lowrange and the top two notes inmid range.
This spacing creates a beautiful sound Tenths allow for your RH take themelody andyour
LH to do more voiceleading. Tenths also work greatwhen soloing.

We'll use a 2-3-1inthe key of C to showhow youcan apply tenths toa chord progression.
The chords areD-7, G7,and Cma) 7. Forthe minor seventhchord your LH pinky willbe
ontheroot, yourindex finger willbe on C and your thumbwillbe on F. (see figure 23.10)

Figure23.10

D-7
>
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Keep your handlowto the piano with little to no space in betweenthe palm ofyouw hand
andthe keys. Following the conplete opposite ofthe techrque youmight havebeen
taught Your pinky andthumb will be playing at the absolutetip ofthe finger.

Fromthe D-7 chord we only needto change one note. The 7 moves fromC to the note B
to form a G7 chord. The notes arenow D B and F. The 3%is onthe bottom. the 3*isinthe

middle, andthe 7%is onthe top. (see figure 23.12)

Figure23.12
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Notice thatthereisno root in this chord, which makesit a rootless voicing. Fromhere we
will move the top andbottomnotes of G7 down to get to CMaj7. Thetop note (F) will
move to the note E, and the bottomnote (D) will move to C. Nowwe are back to playinga
voicing thatincludes the root. The chordtones for this chord areroot (C) on bottom, the 7%
(B)in the middle, and(E) the third ontop. (see figure 23.13)

Figure23.13
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In orderto create a C major 6% chord move yourindex finger downto the 6%insteadof

the seventh. Inthis case we would move ourindex finger fromto A. (see figure 23.14)

Figure23.14

To form a minorb3 chordyouwillneed to addthe b3 to your minor voicing. (see figure
23.15)

Figure23.15
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This technique will work depending on whichkeythe2-3-1isin. I cannotreacha
major tenthwhen my pinkyis on a blacknote. Some of youmayhavethis luxury,
andifso, I'mjealous! Minor tenths should be reachable in everykey.

1 Roll-Ifyoucamotreacha tenthyou canuse the “roll” techrique. Keith
Jarmrett has small hands and thisis the technique he uses for all his tenths.
Hit the bassnote thenthe top two notes immediately afterward in orderto
give the illusion that youhave hit the tenth together. This still createsa
wonderful soundthat can be used in all ofthe same situations.

2. Improvisation Series Part 7 — Combining Chord Scale Approaches

1. Displacementofapproaches— By displacng approaches, ourresolutions willbecome

more flexible. If we are not playing chord tones on the downbeatsit’s ok! We will

eventually reacha chord tone asthe approachresolvesitself.

. Combine Half Step and Chord Scale Approach —Thisis where we begin to see the

true magic of approaches. You knowthat bebop soundyouhear onrecords? Thisis
createdby combining approaches. Ilove to relatebebop approaches to movesin chess.
Leaming approachesislike leaming howthe piecesmove. Eventually, youleam the
power of allthe pieces and can combine themto create a brilliant strategy. andin our
case, create a greatsolo. Once your earbegins to hear and recognize thesemovements,
your playing willreally be stepped up anotch Thisis where true improvisation begins
to take place. Here’s an exanple ofhalf step and chordscale approaches beingused
overa 2-5-1.(see figure 23.16)

Figure23.16
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3. Combine Chord Scaleand Chord Scale Approach (see figure 23.17)

Figure23.17

3. Autumn Leaves Application
a. Harmony And Theory ( See Vocab)
b. Vocab

i. Solo Piano Series - Part 7Bass Lines & Tenths (“Autumn

Leaves”)

1. Bass Lines Part 3 (see figure 23.18)

Figure23.18
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2. LHcanuse I+3or1+10 (seefigure23.19)

Figure23.19
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e
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9 - 38 22 = z
k-4 L 1 9 ) 9 J
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8. Tenths technique for less movement - (see figure 23.20)
Figure23.20
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ii. Improvisation

1. Combining Approaches(see figure 23.21)

Figure23.21
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Jazz Lesson 24

Technique
1. Jazz Exercise for 2 Half Step Approaches with #1
Figure 24.1
D-7
2
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2. Jazz Exercise for Chord Scale and 2 Half Step Approaches #1

Figure24.2
D-7 b G’
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Harmony & Theory

1. Two Half Step Chromatic Approach from Chord Scale Above or Below-So farthe
approaches we have leamed are thehalf step below and chord scale above'below approaches. The
two half step chromatic approaches use two half steps to approacha chordscale fromabove or
below. The first ofthese halfstepsis a chordscale note, andthe second ofthese halfstepsisthe
passing tone. The two halfstep chromatic approach fromabove will only work for certainchord
tones over amajor 7= chord because we will be need to start on a chord scale note.

Over a Cmaj 7 whenapproaching the third (E). we cannot start on F anduse two chromatic
notesto getto Ebecause there is only one half step between Fand E!
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We can only use the two half-step chromatic approach whenthere is a whole step
separating the chord scale note and the chordtone. Over a Cmaj7 chord the two half-step
chromatic above approach canbe applied to the root, and the 5%. The below approachcannot be
used to hpproach the root because youwould not be starting on a chordscale note. If you tried to
use the two note half stepbelow approach to leadinto C the startingnote would be Bb whichis
notinthe C Ionian scale. The two half step chromatic elow approach can be applied to the third,
the 5®andthe 7%= of CMaj7. (See figure 24.3)

Figure24.3
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The two half-step chromatic approachis another great approachto connect yourideas and chord
tonestogether to capture that true jazzsound you've beenlooking for.

2. Chord Scaleto Chord Scale to two chromatic approach
a. Inthisapproachwe are adding a new approachnoteto the two existing half step

approaches we just went over. The two half-step chromatic approaches willremainin the
same place, and the new approachnote will be played before these. The new approachnote
is either a half'step above orbelow the target chord tone. If the two half-stepslead intothe
chord tone fromabove, thenthe new chord scale notewill approach thetargetchordtone
from a half step below the chord tone. Ifthe two half-stepslead into the chord tone from
below, then the chord scale note will approach the target chordtone froma half step above
the chord tone. Either direction can work forthe 3= (see figure 24 4)

Figure 24 .4
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Vocab & Repertoire

1. Intermediate Solo Piano Series Part 8 — Overview and Bass

Lines(“Autumn Leaves”)

a. Stepsto buildfowndation— Combining all of ourtoolsin order to make something sound
goodis alwaysthe hardest part ofsoloing. Here’s an ovarview of some ofthe concepts we
have gone over.

i. Whereisthe melody - Look at where themelody noteis onthe piano. Ifitishigh,
use a wide spread voicing optionsuch as LH tenth. In yowr RH., fillin the chords
undemeaththe melody. (see figure 24.5)

Figure24.5
Autum Leaves
c-7
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Ifthe melodyisin a midrange. then youlluse 1+7 or 1+3 inyour LH and youwr RH
will play the melody andshell. If you'releft handis playing 1+7 youneed the
3*your RH. If yow LHis playing 1+3 youneed the 7*inthe RH. You can also add
theroot and 3*to have a thicker voicing. (See figure 24.6)

Figure24.6
W e B w7
2 i i 8 i |
=137 :

1
L

28
10/ [0




© Jazz Plano School 2015

Ifthe melodyislow. then your LH will play the bassnote andthe RH will play the
melody and shellsundemeath. (See figure 24.7)

Figure24.7
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ii. Where is the Bass note—Look at your options for where to place thebassnotein
relation to the melody. You should only have about 2-3 octavesto pick from Pidk a
bassnote andmove to step 3. (see figure 24.8)

Figure24.8
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iii. How muchroom -Depending onthe bassnote youpick, compare the distance

between the bassnote andthe melodynote, thenmoveonto step 4. (see figure
249)

Figure24.9
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iv. I+7ori+3ori+10ori+7+100rjustbassnote andchord -1f youhave picked
the lowest bassnote possible youll want to play abassnote thenjumpup to a
chord with your LH.Your RH would be playing the melody note or filling with
chord tones belowthe melody note. If youhave picked asecond octave bassnote,
(one octave up fromthe bottomofthepiano) youmight be able to get away with
1+7 but 1+10is a much better option. 1+7 will be much more available as you get
into the second octave onthepiano. Ifyourbassnoteis close to the higherregister

then 1+3 or 1+7 isbest depending onhowlowthe melodyis. (see figure 24.10)

Figure24.10
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Build below melody with chordtones — The amount ofspace youhave between
yourmelodynote and the top note of your LH, will determine the fill you will use
undemeaththe melody with your RH. If youhave a lot of space betweenthe
melody note and the topnote of your LH thenyou will want to spreadyour chord
tones out to occupy that empty space. If youhave a medium to small amount of
space thenspreadyour chord tones out appropriately to fitinthe space (see figure
24.11)

Figure24.11
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vi. Voiceleading I+7to I+3 stretchio tight to streich— To moveto the next chord
well followthe same steps we just completed. If we are coming froma 1+7 in our
LH then think aboutusing 1+3 in your LH and vice versa. (see figure 24.12)
Figure24.12
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Bass Lines Part 4 - The use of diatonic movementto connect changesinbasslinesis very
common Let’slook at a 2-5 progression. From D-7 we ll start onthe root thengo up the D
Donanscale untilwereach Fonbeat 3 FromF we'llapproach G(theroot of G7) witha
half step below or above approach Ahalfstep belowis F= and a half step belowis G=.
Here are two examples that use diatoric movement to create basslines. (see figure 24.13)

Figure24.13
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Once we are ontheroot ofthe V7 chord we can either go up or down the scaletoland on
the I chord. To continue upward from G we Il go up the G Mixolydian scale until we land
onthe third (B) onbeat 3. Toresolve to C onbeat one ofthe next measure youcan either
use a half step orwhole step approach The half step approachnote is Db, and the whole
step approachnoteis D. (see figure 24.14)

Figure24.14
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Tomovein a downward direction fromG, you'll go down the G Mixolydian scale until
youland on C inthe next measure. No approach tones are neededin this situation (See

figure 24.15)



© Jazz Piano School 2015

Figure24.13
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We initially went up fromthe root ofthe ii-7 chord, the note D. We can also start by going
downto theV7 chord To go downward you'll go down the D Donan scale until youland
on G. (see figure 24.16).

Figure24.16
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Fromthe V7 chord you can follow the same steps we just discussed

2. Improvisation Series Part 7 — Chromatic app & Chord Scalew/
Chromatic App

a. Chromatic Approach- Atwo step chromatic approachis a great texture to use when
beginninglines, endinglines, and to separate ideas. Itis anothermethodto create
movement and cormect chord tones together. When using a two step chromatic approach,
the chord scale note willbegin on a down beat. Contrary to whatI've beentelling you
previously about always playing chordtones on downbeats, we'll slowly startto move
away fromthisidea to advance ourimprovisation We cannow place the chord scale note
on allthe down beatsin orderto use the chromatic approachto resolveto a chord tone.
Check out these exanples that use two step chromatic approachesin differentpartsofa
phrase.(see figures 24.17-24.20)



Start lines
Figure24.17
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Endlines
Figure24.18
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Inthe middle
Figure24.19
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End and start
Figure24.20
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b. Chord Scale with chromatic approach—Adding a chordscale note to the oppositeside of
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the chord tone we are aboutto approach follows the same process asthe others. Because

there are three notes before the chordtoneit can be hard to figure out where to insert this

particular approachin a phrase. (see figures 24.21-24 24)

Start lines
Figure24.21
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Endlines
Figure24.22
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Inthe middle
Figure24.23
D-7
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Start and End
Figure24.24
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3. Autumn Leaves Application
a. Harmony And Theory ( See Improvisation)

b. Bass Lines Autumn Leaves App

Figure24.25

c. Vocab
Improvisation Series Part 7 — Chromatic app & Chord Scale
w/ Chromatic App
1. Chromatic Approach
Figure24.26
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2. Chord Scale with chromatic approach

Figure24.27
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