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Lesson 17 

Technique 

1. Technique Overview 

a. This course will begin with a review of some of the beginner technique exercises. I 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.  

2. Scales 

a. 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 I 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. 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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Harmony & Theory 

 1. Bebop and the Bebop Scale Intro 

a. Bebop was an influential era in jazz. A plethora of great jazz musicians changed the way 

jazz was played. Charlie Parker, Dizzy Gillespie, and Bud Powell are just a few of these 

influential musicians. We’re going to study specific nuances contained in the language of 

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

b. The Dominant Bebop Scale– The premise of bebop is the idea that chord tones fall on 

down beats.  Over a C7 chord, we would want any chord tones (C, E, G, and Bb) to fall on 

beats 1, 2, 3 or 4. Now, we add connecting notes in between, but as long as a chord tone is 

played on a downbeat you will create a bebop inspired line. The bebop scale was designed 

as a variation of the scales we already know. For example, let’s look at the C7 Mixolydian 

mode. If we look at the scale going up, we notice that the chord tones in the first octave all 

fall on downbeats (see figure 17.3). 

Figure 17.3 

 

 

 

 If we continue past the first octave, the non-chord tones (D, F, and A) fall on down beats. 

(See figure 17.4). 

Figure 17.4 
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In order to correct this problem, a "Passing Tone" was added between the 7th degree of 

the scale and the 1. The 7th degree is the note Bb and the 1 is the note C so the passing 

tone would be the note B natural. The new scale is below (see figure 17.5). 

Figure 17.5 

 

 

 

 

The mixolydian scale with the extra passing tone is known as a “Dominant Bebop Scale". 

With this scale we are not limited to just one octave and 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 as a foundation for the RH. The LH 

is responsible for the bass notes, and the main harmonies within the written 

chords (usually the root, 3rd and 7th). We will add harmonies from the LH to the 

RH in future chapters, but for now the root, 3rd, and 7th, must be played somehow 

between both hands.  At first the LH can be overwhelming, 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

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 

3. 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 7th -This is an easier way to add bass notes. I named a root in this 

example only because when we use the root and 7th, our LH will be just 

below the middle register. When we play one bass note, we will play this 

note in the low end of the piano. If we play the 1 +7 in that low end it will 

sound muddy. (*Note. RH has to include the 3rd underneath the melody 

when your LH is playing 1+7 to account for 1, 7, and 3). See Figure 17.10 

   Figure 17.10 

 

 

 

 

 

5. Root and 3rd – Playing the root and third is a similar way to add in bass 

notes but again with this step we need to stay below the middle register for 

the two notes to blend. The lower we get, the worse this will sound. (*Note. 

The RH has to account for the 7th when your LH is using this option). See 

Figure 17.11 

 

   Figure 17.11 

 

 

 

 

 

6. Root and 3rd, (a tenth apart) – This is a great way to voice the root and 3rd 

option, as a tenth. This gives a nice spread of the voices and will work 

great when we add the RH to this combination (see Figure 17.12) 

   Figure 17.12 
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2. Intermediate Improvisation Series Part 1 – Melodies, Chord Tones, 
and Connections  

       I cannot emphasize enough how important it is to focus on connecting chord tones as 

you begin to develop your improvisation skills. This is the only way you will truly be able to 

create flowing lines through the harmonies instead of just “floating over” the top of them. 

Great soloists get deep inside the chord changes by using their knowledge of chord tones and 

how to connect them. In all your 2-5-1s you should be able to target any chord tone (1, 3, 5, 

and 7) for any of the three chords. This is exactly what we will be practicing. Take a look at 

the following examples that target the 3rd, 5th and 7thin a 2-5-1. (See Figure 17.13 and 17.14)  

  

 
a. Targeting 3rds 

Figure 17.13 

b.  

 
 
 
 
 
 
 
 
 

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. It uses a harmonic 

progression called “Parker Changes”, created by Charlie Parker to be used 

as a substitute over the blues form. In the first four measures we have the 

following progression: Fmaj, E-7b5 to A7, D-7 to G7, C-7 to F7. (See 

figure 17.15) 

 

Figure 17.15 

 

 

 

 

 

 

 

 I strongly recommend you first look for 2-5 relationships in all the pieces you 

analyze. Since this a very strong relationship in jazz you will begin to notice this progress 

in lots of tunes. In this case, measures 2, 3 and 4 all have 2-5s leading down in whole steps. 

In the second measure we have a E-7b5 going to A7 (which are connected as a minor ii to 

v). D-7 to G7 is another 2-5 from the key of C. C-7 to F7, is another 2-5 from the key of 

Bb. Landing on Bb is important because when we are playing a blues, the fifth bar should 

always be a 4th away from the root. In this case, Bb is the fourth of F so we meet the 

“blues” criteria. 

 

 For the IV dominant chord we could use the mixolydian mode from Eb since Bb7 

comes from Eb. Even though we analyze the Bb7 with a roman numeral IV (because it is 

the 4 in the key of F), the fact it is a dominant chord implies that it is from the Mixolydian 

mode and we should know its origins to effectively play over it. Knowing that Mixolydian 

is the 5thmode, means we can count backwards from Bb to find its origins – in this case Eb. 

(See figure 17.16).  
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Figure 17.16 

 

 

 

 

 

 

 

After measure 5 we have more 2-5s that descend in half steps on the 6th, 7th and 8th,  

measures. Measure 6 is Bb-7 to Eb7 (from the key of Ab). Measure 7 is A-7 to D7 (from 

the key of G). Measure 8 is Ab-7 to Db7(from the key of Gb).  

 

In measure 9 we have a G-7 chord which is the ii-7 of F. In measure 10 there is a C7, (the 

5 of F),  which finally resolves to F in measure 11. The last two measures are a classic I-

VI-II-V turn-around. (See figure 17.17).  

 

Figure 17.17 

 

 

 

 

 

 

 

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 can always use the full octave or, 

just bits and pieces of it. That’s the best part of jazz, you can use these scales 

and modes however you like! We’ll look at a couple of different ways you can 

use this.  
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Our first opportunity to use the dominant bebop scale comes in the third measure when 

our D-7 to G7 2-5 appears.  We can use the dominant bebop scale over dominant 

chords (even over the ii-7 chord that the dominant chord is connected to!). In this case 

let’s start the bebop scale on the root G and come down using eighth notes until we get 

to measure 4. (See figure 17.18)  

Figure 17.18 

 

 

 

After four beats, we end on the note A of our G7 dominant bebop scale. We now see a 

new dominant chord in the fourth measure (F7). So how do we switch? We simply 

jump and land on the root of the F7 chord. So will begin our new F7 dominant bebop 

scale on the root and come up this time over the C-7 to F7 chords. (See figure 17.19) 

Figure 17.19 

 

 

 

 

As we continue upward I’m going to stop the scale on beat 4 and end on the note Eb, 

Our next dominant chord is Bb7.  By starting the bebop scale on different chord tones 

will be able to connect into the next scale. For now, we will jump to the root of the next 

dominant chord. In this case, we will jump from the Eb back down to the Bb. For this 

chord we’ll use two movements within the scale to create a little more harmonic color. 

This time we will move up and down with the scale. As we start on Bb let’s move up to 

the 3rd then down until our next measure. (See figure 17.20)  
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Figure 17.20 

 

 

 

 

As you can hear, this adds a totally different sound than running up or down the scale. 

The motion adds a little variety.  Let’s continue 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 Eb7 dominant bebop scale over this 

measure. We’ll jump from the G from the previous measure to Eb and begin going 

downward, using our passing tone immediately. Let’s go back up and reuse our passing 

tone until we hit the next measure. (See figure 17.21)  

Figure 17.21 

 

 

 

 

The next 2-5 is A-7 to D7. The last note we end with in our Eb7 bebop scale is Ab. We 

will jump up from Ab to D above and begin going up the scale to F# ( the 3rd), and 

come back down and stop on C on beat 4, (the 7th of 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 step away from the root which is easy 

because will simply move up to Db to start our Db7 dominant bebop scale. Let’s stop 

on beat 4 again as we come down which is the note F. (see figure 17.23) 

Figure 17.23 

 

 

 

 

We have now moved through these abrupt, one measure 2-5’s and now are at the final 4 

measures. There are a lot of opportunities from measures 9-10 to use our bebop scale. 

The chords are G-7 for one full bar and C7 for one full bar. This means we can use our 

C7 bebop scale over the ii-7 chord, (the G-7) and over the V7 chord, (the C7 chord).   

We ended our last bebop scale on F so will jump down to C on beat 1 of our G-7 chord. 

From here let’s go up to the third (the note E), and continue down to the fifth (the note 

G). As we hit G the harmony changes to the C7 chord. On beat 1 of the C7 chord we 

will move upward from G until we reach the 3rd of C7 (the note E). This is the 

downbeat of beat 4. (See figure 17.23). 

 

Figure 17.23 

 

 

 

In this case I’ll add a small resolution in order to get back to the F of our Imaj6 chord. 

As we ended on E from out last bebop scale, I’ll move to the note G then come down to 

hit F on beat 1 of the next measure. (See figure 17.24) 
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Figure 17.24 

 

 

Later in the chapters will talk more about resolutions such as this, in order to make 

connections more fluid.  

Since we just played all those bebop scales, let’s leave some space for the last 2 

measures. That’s it! That’s how we can apply the bebop scale to tunes. The more 

creative you can get with it the better. As I give you more tools, you will become a 

master of effectively using the bebop scale to maneuver through 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 

Here are examples of how to utilize our LH components in Blues For Alice. 

Obviously not all of these examples are our best choice. For example, I wouldn’t 

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

utilized with each other. You might play bass notes for two measures, and then go 

to tenths in the next, then to bass note and shells. Mix it up. It’s a lot of tools to 

choose from. The more you can keep it switch it up the better it will be.  

 

Figure 17.26 

1. Just bass notes –  

 

 

 

 

 

 

   Figure 17.27 

2. Bass note then shells -   

 

 

 

 

 

   Figure 17.28 

3. Bass note then full chord – 
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   Figure 17.29 

4. Root and 7th- 

 

 

 

 

 

   Figure 17.30 

5. Root and 3rd 

 

 

 

 

 

   Figure 17.31 

6. Root and 3rd (tenth) 

 

   Figure 17.32 

 

7. Root  + 7th to Root + 3rd Combination 

 

 

 

 

 

   Figure 17.33 

8. Root  + 7th to Root + 3rd (tenth) Combination –  
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2. Improvisation – Melodies, Chord Tones and Connections 

a. In this lesson I discussed the importance of starting, landing and using chord tones in 

your solos. Chord tones are your harmonic anchors and will help your solo sound 

good! If you’re NOT starting on chord tones and you are NOT landing on chord tones, 

your solo’s are going to sound “out”, and not pleasing to the ear. 

The first step to using chord tones effectively is to use them to create melodies within 

your solo.  By melodies I mean simple lines that even a child could sing back to you if 

you played them. I know you want to play fast burning lines, but without starting with 

simple melodies as your foundation, your fast lines won’t sound good. 

Look at the example below of a simple melody over the first four bars to “Blues for 

Alice”. (See figure 17.34)  

Figure 17.34 

 

 

 

 

In this example, I am starting and landing on chord tones and utilizing lots of space 

effectively to give time for each melody to register. Space is a key component in 

organizing your phrases sound more pleasing to the listener.  

We want to look for notes that stay within one section of the piano and utilize the 

closest chord tones. Let’s say I start a solo on C of the Fmaj7 chord. I can play around 

with the surrounding chord tones and scale tones above and below, being the notes D 

and Bb. As the harmony moves to E-7b5, I’ll look for the closest chord tones to the C D 

and Bb I have been playing. I can move down to Bb or up to D for the E-7b5 chord. I’ll 

move down to Bb and now I have the Bb C and A, this will keep me in the same region 

as where I was previously soloing. As we move to the A7 chord I’ll continue playing A. 
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Since I’m already on the A, I’ll stay around A because this is also a chord tone of the 

next D-7 chord that comes up.  I’ll also use the B and C, as ornamental notes then land 

on a B on the G7 chord.  

So if when looking how this solo is constructed we learn how to use chord tones and 

stay within a small region to improvise. This is playing more the harmonies instead of 

playing random segmented lines that do not connect. (See figure 17.35) 

Figure 17.35 
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Jazz Lesson 18 

Technique 

1. Parallel Modes  

a. Practicing our modes in a parallel fashion (starting each mode on the same note) is a great 

way to play up and down the piano while only having to change couple of notes. It’ll 

increase your mental focus and help your hand accurately play small nuances from chord 

to chord. ( see figure 18.1) 

  Figure 18.1 

 

 

 

 

 

Harmony & Theory 

1. Starting the Bebop Scale on Chord Tones 
 
The bebop scale is great because it’s versatile and allows you to maneuver your lines in a 

scalar motion. It can be used to connect ideas together, or as a single entity. The passing tone 

between the 7 and the 1 allows chord tones to fall on down-beats, which allows us to start the 

scale from any chord tone, being the 1, 3, 5, or 7. (See figure 18.2) 

 

Figure 18.2 
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By starting the scale on different chord tone each time we create unique textures, sounds and 

movements. Chord tones will continue to line up with down-beats all because of the passing tone. 

Take a look at each octave of the scale starting on the 1, 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. In the previous chapter we reviewed LH rootless voicings over all the 2-5-1s. Now, how 

exactly do we use these in pieces that aren't all full of 2-5-1s? We need to isolate each 

structure and practice them in different ways. This way when we play pieces we can select 

the voicing of our choice even if it is not in the 2-5-1.  

Confused? Let me explain. In structure one of our rootless voicings we learned a minor 

rootless voicing built on 3,5,7,9, a dominant voicing built on  7,9,3,13 and a major voicing 

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

  Figure 18.3 

 

 

 

 

 

Let’s say we have a piece that begins with three consecutive minor chords such as, F-7, 

Ab-7, C-7. In this case we want to use our rootless voicings but the progression is not a 2-

5-1. So, we take our minor structure formula: 3,5,7,9 (which was previously used in a 2-5-

1) and apply that to our other minor chords. Let's do it together. If the 3rd is the note Ab 

and the first tone in our rootless voicing. The 5th is C, (the second note in our rootless 

voicings). The 7th is Eb, (our third note in our rootless voicing). Finally the 9th is G, which 

will be our last note in our voicing. If we combine all 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. Let’s find our voicing for the Ab-7 chord 

now using the same system. Ab is the 1st degree, the third is B natural, the 5th is Eb, the 

7th is Gb, and the ninth is Bb. That creates the following 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 D. (see figure 18.6) 

 

Figure 18.6 

 

 

 

 

 

Here is the full progression with rootless voicings. (see figure 18.7) 
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Figure 18.7 

 

 

 

 

 

In our practice we will isolate each of the six chords in our rootless voicing 2-5-1s. We 

must know these as well to effectively utilize them. We will start with the isolation of the 

first rootless voicing structure then being to isolate the second structure. 

 

Vocab & Repertoire 

 

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

a. Adding Shells beneath the melody. 

i. The first step to arranging a selection for solo piano is to add shells below the 

melody.  Thus far we’ve played solo piano by playing just the melody in our RH 

and harmonies or bass notes in the LH. When we move some of the chord tones to 

our RH, you will hear a significant change in the sound of your tune. We do this by 

adding the shells beneath the melody.  While we learn this concept, our LH will 

only be used to play bass notes. Here’s how to incorporate the LH concepts you 

learned in the last lesson with this RH shell strategy: 

 

1. Harmonize shell voicings below the melody with chords – When the 

melody lines up with chords we will use these shells. 

a. One Chord Change - If there is one chord change for that measure, 

and the melody starts on beat 1, you will harmonize that melody 

note with the shells of that chord change. (see figure 18.8) 
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    Figure 18.8 

 

 

 

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

will harmonize the melody note beneath the first chord change, and 

harmonize the other melody note beneath the second chord change. 

(see figure 18.9) 

    Figure 18.9 

 

 

 

 

 

2. Shells without melody – Sometimes you will see chords on beats that do 

not have any melody notes, so what do we do here? We will just play the 

shells alone in our RH without the melody. For example, if the melody note 

stays the same but the harmonies change, you’ll voice-lead your shells to 

the next chord. (see figure 18.10) 

    Figure 18.10 
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3. Melody note that is a shell note – Sometimes the melody will be the 3rd or 

7th of the chord. When this happens we have two options. (see figure 18.11) 

 

Figure 18.11 

a. Add the second shell below the melody 

 

 

 

 

 

    Figure 18.12 

b. Add both shells and double the melody note. 

 

 

 

 

 

 

 

 

 

 

 

On the first beat of this example, doubling works great. On the 3rd beat though, the 

melody is too low to double so you’ll play the other shell below the melody. 
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b. LH Components – Rhythms  

i. Being diverse and decisive with rhythm in solo piano playing is important to create 

a diverse and interesting pallet. During the melody our LH can play a lot of 

different rhythmic figures. Think of rhythms as long or short sounds. Use a few 

simple rhythms or long complicated rhythms. The use of unique rhythms can 

change the feel and texture of the piece. The options are endless with rhythms and 

we will cover different techniques that you can use to change the style and texture 

of any tune while playing solo piano.  

Your LH will be dictated from the melody. If you have a complicated melody with 

lots of rhythms you’ll want to focus on creating a supportive palate. On the flip side 

if the melody is fairly open with large amounts of space, you can utilize your LH 

more. Here are some textures that will fit all varieties of tunes. You’ll want to pick 

and choose which ones sound best to you while learning new tunes. I’ve provided 

examples over a 2-5-1 so you can get a solid feel for them. These rhythmic 

examples can be applied to the LH voicing of your choice. I will give examples of 

them all in the first section but then choose different voicings to represent the 

rhythms in the other examples. 

 

1. Whole and half notes– Whole and half notes can create a stable 

environment for your RH to play over top of.  Although they’re not as 

interesting as some of the rhythms we will get to, it’s a great place to start. 

(see figure 18.13-18.16) 

    Figure 18.13 

a. Chords 
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Figure 18.14 

b. Bass Notes 

     

 

 

 

 

 

    Figure 18.15 

c. Shells 

 

 

 

 

 

 

   Figure 18.16 

d. 1+3+7 
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2. Short Comps on beat 1 or beat 3– This is also a great texture to use that isn’t 

complicated. Playing the downbeats of every bar doesn’t help the tune 

swing, but it gives a feel of the harmony, and is a good foundation for you 

to build the melody off of. You can integrate more complicated rhythmic 

figures, which add a nice texture. (see figure 18.17) 

    Figure 18.17 

 

 

 

 

 

 

3. Short Up-beats – Playing short up-beats create a nice swinging’ pocket 

under your RH. This is similar to what Red Garland would do with his LH. 

Sticking with the up-beats of 2 and 4 he was able to create a solid, swinging 

background to play over, including while he was improvising. (see figure 

18.18) 

    Figure 18.18 

Up beats of 1 + 3 

 

 

 

 

 

Up beats of 2 + 4 
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4. Long Up Beats – This method is common in big band playing. Imagine a 

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

beats, but instead of short sounds you strive for louder sounds using the 

pedal or solely your hand. This creates tension, which can continue with 

more long sounds, or resolve with a short sound on an up-beat or down-

beat. (see figure 18.19) 

    Figure 18.19 

 

 

 

 

 

 

5. Everything Together – After working on these concepts individually you’re 

going to want to combine everything together. By learning these different 

methods, you’ll have more freedom to play any piece as YOU hear it. 

You’ll have more tools to help you in expressing yourself through this great 

music! (see figure 18.20) 

 

    Figure 18.20 
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2. Intermediate Improvisation Series Part 2– Melodic Motivic Development 

a. Creating melodic motivic development is very important to focus on if you want your 

solos to tell a story. When using melodic motif’s you are stating a simple idea and then 

using that same idea, maybe with a variation, to create a similar line. In a melodic motif we 

are strictly thinking about the notes we have used to create the line. As opposed to a 

rhythmic motif where we are playing off a rhythmic figure. Here are some ideas of how to 

change a melodic idea you have just played to turn it into a motif to build your solo. 

i. 1. Same notes, change register – This first motif is the exact same phrase, but is 

played up or down an octave. This creates a call and response type figure.(see 

figure  18.21) 

   Figure 18.21 

 

 

 

ii.  2. Use the same motion, change more or key - You can use the same contour of 

your line but change the mode or key. For example, if you play the first three notes 

to a major scale, CDE, you can take that same step motion and transpose it to the 

key of F. You would now play FGA. Or to Ab, and play Ab Bb C. You don’t 

necessarily have to play a major scale either because we are simply using the 

motion. You could start with CDE, and then jump to F and play F, G, Ab, creating 

a minor sound. All you are doing is taking the shape of your line and moving it to 

another place on the piano to keep that motif alive. (see figure 18.22) 

   Figure 18.22 
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iii.   

    

iv. 3. Change the shape, keep the amount of melodic notes – When we change the 

register of the motif we are also altering the shape of the line so that it will 

resemble what we just played. For example, if we start with our three-note major 

scale, CDE, and jump to the first three notes of the F major scale but we start with 

A and move down. We will stay with our original motif but alter the upward shape. 

(see figure 18.23) 

   Figure 18.23 

 

 

 

 

v. 4. Combine smaller motifs to create a larger one – We can combine smaller motifs 

to create a larger one, and then apply any of the techniques we talked about.  Let’s 

take a three-note scale starting on C. This time we will move our three note scale 

up in minor thirds. So we start by playing CDE, then move up to Eb and play Eb F 

G, then move up, to Gb and play Gb Ab Bb, and then move up to A and play A B 

C#. (see figure 18.24) 

   Figure 18.24 

 

 

 

 

The use of a three-note major pattern played up in minor thirds creates a four note 

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

on a different note such as F. So we would play F G A, Ab Bb C, B C# D#, and 

finally D E G#. (see figure 18.25)  

Figure 18.25 

 

 

 

 

We could also use the variation in which we change the shape of our three note 

major scale but use the same upward minor 3rds cycle. So we might play, F G A, C 

Bb Ab, BC#D#, and F# E and D. (see figure 18.26)  

Figure 18.26 

 

 

 

 We could also change the contour of the minor 3rds cycle. Instead of the root 

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

18.27) 

Figure 18.27 

 

 

 

vi.  

vii.  5.  Be creative as possible – Be creative! We will expand on this in the advanced 

lessons. We want to continuously try new and unexpected approaches in order to 
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get different results. This is how we make progress. If we continue to do the same 

thing, we will get the same results! 

1. Blues For Alice Series Application 

a. Harmony And Theory 

i. Start bebop scale on different chord tones – Starting the bebop scale on different 

chord tones is important to practice and will help you to start connecting your lines 

together. This allows us to move from any chord tone in any manner. Let’s take 

measures 5, 6, 7, and 8 of “Blues For Alice”. Previously, we jumped to the root of 

each new dominant chord to start our bebop scale. When starting on different 

chord tones we can voice to each bebop scale without a hiccup. We will start on 

the root of our Bb dominant bebop scale in measure 5. 

 Let’s move down so we end on the upbeat of beat 4.From here we have two 

options. We can choose the closest chord tone of the Eb7 chord above the note C, 

or below. The chord tones for the Eb7 chord in measure 6 are Eb, G, Bb, and Db. 

This means we can go up to Db, or down to Bb. In this situation I’m going up to 

Db. Either way is great! We now land on the 7th of our Eb7 chord, the note Db and 

will continue using the Eb7 dominant bebop scale from here. (see figure 18.28)  

Figure 18.28 

 

 

 

 

 

 

 

From here I will continue upward until I reach the 3rd of my Eb7 chord, the note G and  

come back down by playing the notes F, Eb and finally the note D on the upbeat of beat 4. 

(see figure 18.29) 

  



© Jazz Piano School 2015 

 

 

Figure 18.29 

 

 

 

 

 

 

 

Since we are on a chord tone of the next dominant chord, D7, we only have one close 

option: land on the note C on the down beat of 1. Remember the chord tones of D7 are D, 

F# A and C. We do not want to jump up to F# because this is a bigger interval leap than we 

want. 

 

Let’s continue using the D7 dominant bebop scale. Let’s go up the scale until we reach the 

5th of the D7 chord (A) then come back down until we reach the upbeat of beat four G). 

(see figure 18.30)  

 

Figure 18.30 

 

 

 

 

 

 

This gives us two possible chord tones to start the next dominant bebop scale over the Db7 

chord. Chord tones to the Db7 chord are Db, F, Ab, and B. Let’s start on the 3rd and 

continue downward with the Db7 bebop scale. (see figure 18.31) 

  



© Jazz Piano School 2015 

 

 

Figure 18.31 

 

 

 

 

 

 

 

This is the process of how to connect scalar lines together. Remember the bebop scale 

creates a fluid approach for playing through chords. In the practice exercises you’ll work 

with different ways to connect all the chords of “Blues For Alice”.  

 

ii. Isolating Rootless Voicings Structure 1 

1. When isolating rootless voicings look for spots where you can play 

minor7th and major7th voicings start on the 3rd or dominant 7ths starting 

on the 7th. When we isolate rootless voicings while playing a tune, we want 

to pick voicings that fit well below the melody. Look for voicings that fit in 

the register from middle C to an octave below.  In this case our melody 

starts on a high F. This allows us to play our first rootless voicing for the 

Fmaj7 from its 3rd in the middle of the piano. 

 

As the harmonies change to E-7b5 we can also play this voicing starting on its 3rd as 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 leading rootless voicings. Harmony is meant 

to flow in a natural manner without gaps. On the D-7 to G7 progression there is no room 

for LH rootless voicings except on the first beat. After the melody begins to drop down we 

need to move our hand. If we drop the rootless voicing down to the 3rdof the D-7, it is too 

low to start our voicings. Remember, we want to stay in the middle of the piano to avoid a 

muddy sound.  

 

When these situations arise, leave the voicing out and play bass notes (or 1&7) until the 

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

 

We can resume using rootless voicings in measure 4. Or hands will be fairly close together, 

but that’s okay! (see figure 18.34) 

 

Figure 18.34 

 

 

 

 

 

 

 

 

 

We can play Bb7 starting on the 7th in measure 5, (see figure 18.35). Again, make sure you 

keep your voicings around middle C. 

 

Figure 18.35 
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The next rootless voicing we can play is in measure 10 over C7 and measure 11 over F and 

D-7. (see figure 18.36) 

 

Figure 18.36 

 

 

 

 

 

 

 

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

to us. 

 

b. Vocab 

i. Adding Shells Beneath The Melody 

1. “Blues for Alice” doesn’t lend itself to harmonizing with shells very well 

because the melody goes by fast. It does provide an excellent example of 

how to use our LH to support faster melodies. Harmonizing faster melodies 

with shells is tricky. Here are examples where we could use this technique. 

With faster melodies our only options for harmonization become the spots 

in which the melody sits for a little bit on a half note or dotted quarter in 

this case. (see figures 18.37-18.40) 

    Figure 18.37 

a. The very first beat of the measure 
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    Figure 18.38 

b. 1st beat of measure 3. 

 

 

 

 

    Figure 18.39 

c. And of beat 4 in measure 10. 

 

   

    Figure 18.40 

d. And of beat 4 in measure 11. 
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c. LH Components – Rhythms  

  Figure 18.41 

 

 

 

 

 

 

 

 

 

 

 

 

 

d. Improvisation 

   Figure 18.42 

1. Same notes, change register –  

 

 

 

   Figure 18.43 

2. Use the same motion, change register -  
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   Figure 18.44 

3. Change the shape, keep the amount of melodic notes –  

 

 

 

 

Figure 18.45 

4. Combine smaller motifs to create a larger one –  
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