||!| L PINO SCHEO

Lea/mm? Freedom

STAGE 03 Lesson Text

Lessons 25-32

By: Brenden Lowe



100 oz piawo scao

learnin g Freedom

Table of Contents

LeSSON25......... e 3
LeSSON26..........cccoineeenneeenen e 15
=TT o o 24
LeSSON28....... .o 36
LeSSON29........ccooneemnerr e 47
LeSSON 30........eemeeer e 65
LeSSON 3T ... 92

YT T0) g 72 110



JALEPIAND SCHOOL

|ea

Lesson 25



© Jazz Plano School 2015

Jazz Lesson 25

Technique
1. Tri-Tone Sub Exercise %1
Figure23.1
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2. Tri-Tone Sub Exercise #
Figure23.2
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3. Translate ideas faster

a. Practicingslowisimportant! Decoding the mformation owr brainis receiving while
practicing takes time, andif we practice to fast thenwe lost that information Practice
slow!

b. Connect eight note lines over 2-5-1 continuous eighth notes.

i. Exercisesthat use continuous eighthnote lines willhelp your fingers get used to
playing without stopping. To executethis exercise, startsoloing with eighth notes
overa 251 forexanple. The goal ofthe exerdseis to continue toplay eighthnote
lines without anyrest! This will force you to push through the hiccups andbe
fearless of making mistakes. It’s okay if youplay strange soundnotes. The goalis
to get your fingers, body andmid usedto continuous playing. Use this exercise to

get overthat hump ofhaving yourlines get disconnected
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Harmony & Theory

1. Reharmonization Series Part 1

a. Rehammonization of chord changes, progressions, and harmoniesis the next step to
improving your comping andsoloing. Pianists canhave significant effect on the harmoric
content oftunes, solos. and anything else thatisbeing played. Because ofthis, it’s
important to closely study the various ways we can approach chordprogressions. We need
to have a wide range of voicingsin order to best accompany a soloist and group. Even
changing a couple ofnotes can take thesoloist orrthythm sectionin a completely different
direction. Reharmonizationis a very powerful tool. The upcominglessons are goingto

explainhowto reharm chord progressions.

2. The Tri-Tone Substitution

a. Atrn-tone substitutionis one ofthe most commonreharmonization teclmiquesused by
pianists and implied by soloists. The main principal behind the tritone subis that all
dominant chordshave aninterval of a tri-tone betweenthe 3rd and 7th degrees ofthe
chord. (see figure 25.3)

Figure23.3
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The same tritone interval for one chord canbe found in the chord a tritone apart fromit. A
G7 chord and a Db7 chord both share the same tritone interval because those chords are a
tritone apart. Ina G7th chord, the tritone intervalis found fromthe 3rd to the 7th (B and
F). This same tritone is foundin a Db7 chord between the 3* and 72, but in a different

order from G7: the Fis onthe bottom andthe Cb/Bis found ontop. (see figure 25 .4)



© Jazz Plano School 2015

Figure23.4
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Since the 3rd and 7th degrees dictate the chord quality of any chord we are able to
substitute the G7 fora Db7. Let'slook at a 2-3-1 inthe key of C. (see figure 25.3)

Figure23.5
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Because ofthe tritone substituion rule, we canreplace the G7 chord, with the
chord Db7. Our progressionnow looks as follows: D-7, Db7, Cmaj7. (see figure 25.6)

Figure23.6
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Tri tone substitution creates a fluid bass motion that moves down in half steps by going from
Dto Db to C. A tritone canbe appliedto a 2-3-1 or 2-53 progression. This will create a sound

that contrasts a regular 2-3-1 and will give youmore creative options when conping. To solo
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overthe tritone sub, use the scale forthe replacement chord Inthis case we would solo over
Db7 using a Db Mixolydian scale. (see figure 25.7)
Figure23.7
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Vocab & Repertoire

1. Intermediate Comping Series Part 1 - Two Hand Comping For Group
Play (“I Should Care”)

a. Integration of Rootless Voicings in two hands- The rootless voicings we have studied are
meant for only the RH. There are waysto use these voicings for two hands that will help us

develop our comping.

i. Shellsin LH Rootless Voicings In RH—

1. LH3+7,RHRootless Voicing — This is a simple yet extremely effective
way to begin using two handsto comp. With this method we are utilizing
main harmoniesin our LH by playing the shells. Our RHis helping to add
strength to the harmonies with the rootless voicings while adding some

colors.

(see figure 25.8-25.9)

Figure23.8
D-7 G’ Cuns’
Pz = : 5 :
m- g . 8 g 8 = h |
y - 1  m— |
i 8 J

SHELLS 38D ON BOTTOM



© Jazz Pano School 2015

Figure23.9
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Asyouplay the correspondingrootless voicings in your RH, make sure you choose
the structure that is going to fit close to your LH shells. Unless you're going fora
thin sound (created by leaving spacein between your two hands), you would want

yourhands closertogetherto create a thicker sound.

ii. BassNotes androotiessvoicings—Youmight think you would interfere with the
bass playerusing this technique, butit actually creates a thick soundundemeaththe
band. Your LH playsthe bassnotes while your RH playsthe rootless voicings. This
technique also works well when playing solo. You canplay a shortline in between
the melody to comp for yourself. (see figure 25.10-25.11)

Figure25.10
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Figure25.11
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iii. Rootlessvoicings LH RHmelodic octaves— This texture works especially well
overa blues. Your LH playsrootless voicings while your RHis plays simple
melodic linesin octavesup inthe highregister. This is a classicjazz comping
sound youhear a lot on old albums. Your RH is improvising simple melodic lines
in octaves while your LHis playing the rootless voicings with the exact same
thythm asyouwr RH. (see figure 25.12)

Figure23.12
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iv. 1+7, Tenths,and I+3—YourLH canalso play 1+7 a tenth or 1+3, while your RH
playstherootless voicing. This also thickens your comping and creates a balanced
sound. When using this technique in your LH youll want to voice lead 1+7 to
either the tenth or a tight 1+3. Make sure you're not jumping around because this
will sound broken and choppy. (see figure 25.13)
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Figure25.13
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2. “I Should Care” Application: Analyzation- “IShould Care”is a greattuneto addto

yourrepertoire. It’sin the key of C and mostly diatoric. The first fourmeasures start outwith a ii-
7.V7.1i-7 to VI7. When you see dominant chords fromotherkeys they functionas a Vresolution
to getback to another diatonic chord within the key (thisis a classic function called “secondary
dominants™). Inthis case the A7isused toresolve backto D-7. We analyze the A7 asa V7 ofii-7
chordbecauseitresolvingto theii-7 chord. The A7 is called a secondary dominant in this
situation. We’ll go over secondary dominants more in future lessons!

After VI7, we have a 2-5-1 back to Cmaj7. The second system has a minor 2-5-1 nowin
thekey of D-. We thensee a 2-3 in thekey of Eb (F-7 to Bb7). We start the thirdline onthe Imaj7
anditlookslike we are going to the relative minor, (A minor) when we play the chords B-7b3 to
E7.Instead ofresolvingto the A-, we actually are brought to a major 2-3-1 that takes usto the key
of Fmajor.

Atthe start ofline 4 we modulate to A- and then modulate back to C major withthe A-7 to
D7,andD-7 to G7 progressions. This progressionis analyzed asvi-7 to V7/V7 thenii-7 to V7.
We are at the second A section and everythingis the same until the second to lastine. We
modulate to the key of A-then go to our V7/V7 chord, the D7. From here we are back to the key
of C with a 2-5-1 to finish offthe piece. We see a I— IV —III- VI tum around at the end to bring
usbackto theii-7 chord. The dominant IV7 chordin this progression, (F7), is a tritone sub for B7
chord, whichis the true V7 chord of E-7. After F7, the songretumsto theiii-7 chord.
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a. Harmony And Theory

i. AddTri-Tone Sub Chords—To add a tritone to a piece, scanthrough the piece, and
replace allthe V7 chords with theirrespective tri-tones. (see figure 25.14)

Figure23.14
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b. UseRootless Voicings for Iri-Tone Subs— Afterreplacingthe V7 chords with their tritone
substitutions, use the rootless voicing for the new chord.(see figure 25.13)

Figure23.15

-7 i £-7 £7 -7 i Cuns?

o0

-~
-
o
T
NN
o
-

R




© Jazz Plano School 2015

c. Vocab
i. Intermediate Comping Series Part 1 - Two Hand Comping
For Group Play (“I Should Care”) —

iI. Hereare some examplesthat use RH and LH rootless voicings. (see figures 25.16-
25.19)

1. ShellsinLH, Rootless Voicings In RH (see figure 25.16)

Figure23.16
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iii. BassNotes androotiessvoicings (seefigure 25.17)

Figure25.17
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iv. Rootlessvoicings LH RHmelodic octaves (seefigure 25.18)

Figure25.18
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1+7, Tenths, and 1+3 (seefigure 25.19)

V.

Figure25.19
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vi. Improvisation “I Should Care”
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1. Using tri-tone sub harmonies to solo —Tritone subs act as V7 chords. We

canuse the corresponding Mixolydian scale forthe given chord assolo

matenal. To solo overthe Db7 chordinthe second measure of “I Should

Care”™ youwould use the notes from a Db7 Mixolydian scale, (a Gb major
scale from Db to Db). (see figure 25.20)

Figure25.20
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Jazz Lesson 26

Technique
1. Relative II Minor Exercise #1

Figure26.1
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2. Relative I Minor Exercise %2

Figure26.2
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3. Translate ideas faster. Continuous Rhythmic Improy Exercise
a. Triplet Lines— Inthisnew sectionwe are progressing the exercise by adding a different
rhythmic feel to it. Our goal here is to improvise contirmously while playing triplet note

figures without stopping. You canchoose anytune or progressionto practice your
continuous triplet note improy.

Harmonyv & Theory

1. Reharm Series Part 2 — Relative Minor ii to V Chords
a. Thisconceptdeals withthe relationbetween 3ii-7 chord and V7 chord. Youcanplaya 2-

5-1ineverykey. Inthekey of C the 2-5-11s D-7, G7, Cmaj /. Inthekey ofF. the 2-5-1is
G-7,C7.Fmaj . Inthekey of Bb the2-5-11s C-7,F7, and Bbma 7. (see figure 26.3)
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Figure26.3
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The first step to leaming thisrehammisto removeall ofthe I chords. (See figure 26 .4)

Figure26.4
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Every dominant chord has aii-7 chordthat canprecedethe dorminant chord. Here are all 12
ii-7 to V7 relationships. (See figure 26.53)

Figure26.5

1.D-7 -G7 (KeyofC)
2.G-7-C7(Keyof F)

3.C-7-F7(Key of Bb)

4.F-7-Bb7 (Key of Eb)
5.Bb-7T—-Eb7(Key of Ab)
6.Eb-7—Ab7 (Key of Db)
7. Ab-7—-Db7 (Key of Gb)
8.C£-7-F£7 (KeyofB)
9.F£-7-B7 (KeyofE)
10.B-7T-E7 (KeyofA)
11.E-7T-A7 (KeyofD)
12.A-7-D7 (KeyofG)
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Nowthat we know every dominant hasits ownii-7 chord thatcan precede it, we canuse
this to reharmorize chords. Thisis done by adding therelative ii-7 to a domunantchord. A
great example ofthis can be seenin the bridge of a songthat a set ofchanges called
rhythmchanges. The bridge to rhytlim changes consists of all dominant chords. Inthekey
of Bb, the rthythm changes bridge is two measureof D7, G7, C7 and F7 . (see figure 26.6)

Figure26.6

D’ D’ G’ G’ c’ C’ F? 7

— — A

A S SN AN SN AU A A A A S SNy SN AN A GG S AN AN A Sy S ANy S £ O Sy Sy S A G Sy S S A C— -~
)L L & L & & & &\ & & & L&\ & &L LELELElE L &L\ L L&\ L L L)
~-

Playing too many consecutive dornnarnt chords can get boring. Addingrelative ii-7 chords

to allthese dominants adds varietyto theprogression In orderto figure out therelative i-7
to any dominant chord (withoutlooking at the chart above). go down a perfect fourthorup
a perfect fifth fromthe root of the dominant chord. To figure out theii-7 chord of D7, go
down a perfect fourthorup a perfect fifth fromD, either ofthese options givesus A. We
nowknow A-7 istherelative ii-7 chord to the D7 chord. Inorder to reharmthis measure
we would play two beats of A-7, and two beats of the D7. Follow this sameprocess to
figure out the ii-7 chords fortherest ofthe progression The reharmomized versionofthe
bridge to rthythm changesis shown below. (see figure 26.7)

Figure26.7
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Adding the ii- also opens up opporturities for soloing. Thisis a great teckmiqueto add
some refreshing harmories to dominant chords. This techrique sounds betterin some

placesmore than others, so youneedto experiment a little to see whatsounds best.
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Vocab & Repertoire

1. Intermediate Comping Series Part 2 - Rhythms (1 Should Care)

a. Rhythms—Rhythmic compingis essential to creating interactionbetween you and therest
ofthe band It’s alsoimportant for creating excitement whenaccomparying a soloist. The
placement of your rhythrmic comping has a huge impact on the swing feel ofthe bandand
soloist. If you playing strange rhythims while conmping, you canmakethe whole band
soundbad

i. Upbeats— Comping onupbeats are a nice addition to your rhythms. The upbeatsin
jazzhelp make themusic swing hard. The drunmreris oftenhitting the snare onup
beatssoitis easy foryouto lock into what he’s doing or vice versa. You don’t
want to comp allupbeats. Make sure youare mixing your upbeats with downbeats
so youneverlose where the downbeat is. (see figure 26.8)

ii. Shortto Long and Long to Short—Be aware ofhowmuch short andlong conping
you are using. Switching back and forth fromthese textures. Play long comping for
four measures and short comping for four measures. Orjust two bars oflong
comping followedby two bars ofshortcomping. Make sure you don't get stuckin
the habit of comping one way or the other. This will sound very boring! (see
figures 26.9-26.10)

Figure26.9
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iii. Convnon Comping Patterns(see figure 26.10)

Figure26.10
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iv. Polyrhythms vs Groove— Polyrhytlms are rhythims that feellike they areina
differenttime signaturethanthe one you're playingin. These rhythms are great for
vanation and should be practicedin order to know where beat 1is. Playingtoo
many polyrhythmms can causethe soloist to get confised ortake away fromthe
groove. They should be placed in specific spotsthataddto what the soloistis

playing. Chedk out some ofthepolyrhythmic comping examples below. (see figure

26.11)
Figure26.11
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2. “I Should Care” Application
a. Harmony And Theory

i. Addrelative 2 minors - Anew conceptwe are goingto useis adding therelative ii-
7 to all of our tritone subs. After this we are goingto add all of the relative ii-7

chordsto any dominant chords that do not already havea 1i-7 chord preceding
them.

b. Vocab
i. Intermediate Comping Series Part 2 - Rhythms (“I Should
Care”)

ii. Here are some comping examples over “I Should Care”thatutilize the rhythrmic
techniques we have reviewed. (see figures 26.12-26.16)
1. Upbeats(see figure 26.12)

Figure26.12
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2. Longto Short, Shortto long(see figure 26.13-26.14)

Figure 26.13 (long to short)
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Figure 26.14 (shortto long)
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3. 8comping patterns example(see figure 26.15)

Figure26.15




© Jazz Piano School 2015

4. Polyrhytlmsvs Groove(see figure 26.16)

Figure26.16
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iii. Improvisation “I Should Care”

1. How to Solo usingrelativeii-7 chords —Whensoloing overrelative ii-7
chords use the Donanscale associatedwith the I chord If youplacea -7
chordin front ofa G7 chord, use the Dorianscale from C major. If you
place aii-7 chordin frontofa Db7 chord, use the donianscale fromthe key
of Gbmaj7. (see figure 26.17)

Figure26.17
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Jazz Lesson 27

Technique
1. Tri-Tone Substitution and Relative II Minor Exercise #1
Figure27.1
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2. Translate ideas faster in 4 weeks
a. Sixteenth Notes-Whenplaying 16®notes, set your metronome at a slow tempo until

you're able to comfortably play a phrase at a fastertempo. Thereis a very highlevel of
concentrationneeded when playing 16%note lines.

Harmonyv & Theory

1. Reharm Series Part 3 — Using Tritone Sub, and Relative ii-7 techniques together
Before we getinto combining the tri-tone sub andrelative ii-7 techniqueslet’s do some
reviewing. The tritone sub replaces the V7 chord of a chordprogresson with another V7 chorda

tritone apart. Ina 2-5-1in C, you would replace G7 with Db. (see figure 27.3).

Figure27.2
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The two progressions we now have are D-, G7, CMaj7 and D-7, Db7, Cmaj7.Even though
the second ofthese progressionsisn’t analyzed asa 2-3-1, we'llberefemingtoitasa 2-3-1
since it functions in the sameway. We canapply the relativeii-7 concept to the D-7, Db7,
CMaj7progressionby preceding Db7 withitsrelativeii-7 chord. Any guesses onwhat
minor chord this would be? That'sright! Ab-7. A perfect fourthdown fromDb7is Ab,
which serves astheii-to Db7.Byreplacing theii-7 chord, (D-7), with the ii-7 that belongs
to Db,anew2-5-1iscreated: Ab-7,Db7, Cmaj7. (See figure 27.3).

Figure27.3
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Wenowhave three different 2-3-17sto use forreharmpurposes. We canstill createa few
more using tritone subs andrelative ii-7 chords. Justlike we approached the Db7 chord
using the relative ii-7 chord of G7, we canapproach G7 using the relative ii-7 chord of

Db7,whichis Ab-7. The newprogressionis Ab-7, G7, Cmaj7. (See figure 27.5)

Figure27.4
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The next concept combines two reharmstructires in one measwure. Up untilnowwe have
used one tritone sub and one relativeii-7 chord. We have playedeachchord for a full
measwe. Nowwe ll play one chord for onemeasure followed bytwo chordsinthe next
measure, thenresolve to Cmaj 7. The first chordofthe secondmeasure is Ab-7 (the relative
-7 chord of Db7) and the second chordis Db7 (the tritone sub of G7). Eachofthese
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chords willlast fortwo beats. Thenew progressionis D-7, Ab-7 to Db7, Cmaj7. (See

figure 27.5)
Figure27.5
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You can alsostart with Ab-7, (the relativeii-7 of Db7) then go to D-7 G7 chordsinthe
second measure. Thisnew progressionis Ab-7, D-7 to G7, Cmaj7. (See figure 27.8)

Figure27.8
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The final way we can altertheprogressionisto addboth 2-3’sto eachmeasure ofthe
progression. The progressonwill start with D-7, thenrather thanhaving G7 in the second
measwre, we willmoveitto beat 3 ofthe first measure. In the secondmeasure we will add

a tritone sub anditsrelative ii-7 chord The entire progressionis D-7 to G7, Ab-7 to Db7,
Cmaj7. (See figure 27.9)

Figure27.9
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You can also flip the order ofthe first two measures to create onelast progression(see

figure 27.10)
Figure27.10
A’-7 D7 D-7 G’ Cuns
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Practice all ofthese vaniationsin everykey!
Yocab & Repertoire

1. Intermediate Comping Series Part 3 — Texture Concepts

a. Textures—Compingis aninteractiveprocess. Using different textures while supporting the
soloistiskey to good comping. Youshouldlistento eachmember ofthebandanddeade
which textureis the best to use in the moment. Thisis what canmake comping so much
fun! Textures will always change! The following textures will give you some initialideas
to start expenimenting with.

i. Alotvs.alittie— Compingis a texture nitself. If youare comping very sparsely
it’ll set a moodthat’s different fromif youwere comping very densely. When
comping scarcely, you are creating an open feeling for the other members ofthe
band You are letting the dnems, and bass come outto the openmuchmore, which
will lay down the time for the soloist. Rhytherac hits allow you to focus onlocking
in with the thythm sectionbecause you're not overplaying. When piarists launch
rightin to heavy-duty chords andrhythimic feels. it starts feelingtoo chaotic. Play
open'long compingideasifthe soloistisleavinglots of space and playing compact
ideas. Ifthe soloistisnot using a lot of space, playshortideas so youdon't
interrupt his/her phrases. (see figure 27.11-27.12)
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Use this techniquewhenthesoloist is playing a lot (see figure 27.11)

Figure27.11
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Use this techniquewhenthesoloist is leaving space (see figure 27.12)

Figure27.12
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Become more active with comping sounds as the soloistbuilds their solo, but
remember that youdon't need to comp on every measure ofevery phrase. Instead
ofplaying single hits here andthere, playlonger phrases. Ifthesoloist reaches a
very high energy level, thisis when you canletloose while avoiding covering up

the soloist.

ii. Long, Short—Usinglongnotes when comping will give more support to the soloist
because the harmories are very clear. Avoid using short rhythemic comping in the
beginning of solos. This caninterfere with theideas thatthe soloist might have. As
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they startto shape their solo, thenopen up your conping with short phrases
combinedwithlong ones. Most of the timethe short texture will be used for faster
pieces or during solos where the soloist is holding hisnotes outlonger. Whenthe
soloistis creating a longtone pallet, it sounds greatwhenyouplay the opposite and
play short comps. Ifthe soloist is playinglots of eighthnote lines with little
duration, then it sounds betterto use longnote conping to create stability. (see
figure 27.13-27.14)

b. Long Figwre27.13

c. Short

Figure27.14
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i. Dynamics—Alwaysbe aware of your dynamics while comping. Younever want to
getlouderthanthesoloist andyoushould always play softer thanyouthink you're
playingto assure that youcanhear the rest ofthe band Dynamics will vary asyou



il

O Jazz Plano School 2015

comp. Youwill be taking all of your cues fromthe soloist. Ifthey are building, then
youwantto build as well, but always ata level thatsits beneaththem This
especially becomes anissue whenthepiamstis playing on akeyboard. Whenanew
soloistis playing, bring your dynamnics downso thatthe new soloisthas a placeto
go with their solo. Listen hard though because sometimes a soloist will want to
take over andstart with the same amount of energy the last soloist left with. If
that’sthe case then you'll want to matchtheir energy immediately andnotdrop

downin dynamics (unless the previous soloist endedtheir solo sofily).

Melodic Lines — Usingmelodic lines within the space thesoloistisleavingis
another useful conping techrique. A good soloist willleave space in betweentheir
phrasing for the other members ofthe groupto speak backto them Itis at these
points where youcan add small, improvisedmelodic lines overthe chord
progression. This canbe done with your RHwhile your LH plays chords. You can
also play melodic lines with both hands simultaneously. Try to play short melodic
lines then go back to comping so youdon't interfere with the soloist’sideas. Your
line should reflect a motifthat is similar to whatever the soloist justplayed. (see
figure 27.14)

Figure27.15
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iii. Register—Many piarnists would make youthinkthat there are not88 keys onthe

piano bythe way theyplay. You have the whole piano available toyou Whenyou
are comping, get creative and haveyour RH play octavesin the veryhigh register
ofthe piano while your LH is playingrootlessvoicings. Orhave yourleft hand
playlowbassnotes while your RH playsthick rootless voicings in the middle to
lowrange ofthe keyboard Thesetypes ofregister changes adda completely
texture to the atmosphere ofthe nmsc.

Thick Thin—Rather thanthinking about whatnotes to you use, try thinking about
howmany notes to use. This will help you create a thick or thin texture with your
comping. By being conscious ofthis youwill be able to contrastthe textures during
builds or softer sections of tunes.

1. Tune Reharm Series “I Should Care” Application

a. Harmony and Theory

0
X

i. Relative ii-7 andtri tone combmations — We went through “IShould Care”in the

D-7

previouslessonand placedrelative ii-7 chordsin frontof all of the V7 chords. Now
we’ll placeii-7 chordsin front of all ofthe tritone substitution chords. (see figure
27.16)

Figure27.16
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b. Vocab
i. Comping
1. Textures
a. Alotvs.alittle
1. Alittle(see figure 27.17)
Figure27.17
D-7 G’ E-7 A’ D-7 G’ Cun”
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ii. Alot(see figure27.18)
Figure27.17
7 67 E-7 A? D-7 G’ Cunt’

- LR T
A L a—




© Jazz Plano School 2015
b. Long, Short

Short (see figure 27.19)

Figure27.18
-7 G’ E-7 A’ -7 G’ Cuns’
3 ‘ » 3 3 LI d
Long (see figure 27.20)
Figure 27.20
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¢. Dynamics (no exanple)
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d. Melodic Lines (see figure 27.21)

Figure 2721
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€. Register (No exanple)

i. Improvisation “I Should Care”
1. Soloingwithrelativeii-7 and tritone combos —Improvise with a Mixoly dian
scale overthe tritone subright a fter coming fromthe Donanscale overthe

relativeii-7. (see figure 27.22)

Figure27.22
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Jazz Lesson 28

Technique
1. Whole Half Scale

Figure28.1
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2. Secondary Dominants Jaz Exercise #1
Figure28.2
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3. Diminished Jaz Exercise #1

Figure28.3
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4. Translate ideas faster in 4 weeks

a. Combine concepts- Combinethe rhythmic andmelodic concepts we have coveredand
use themin your soloing. At this point we shouldbe able to hearlinesin ourheads and be
able to translatetheminto owr playing

Harmonyv & Theory

1. Reharm Series Part 4 — Secondary Dominants

a. Secondary dominants are conmmonin jazzstandards. A secondary dorinarnt is a non-
diatoric dominant chordthatcan beusedto resolve to a diatoric chord. A doninant chord,
ora V7 chordin this case, wants to resolve downa fifthbecause ofthe tri-tone in the 3%
and 7% ofthe chord Every chordhas a relative V7 chordthat canprecedeit to createa

downward fifthresolution Let’slook at some exanples. Figure 28 4 shows all ofthe
diatonic chordsinthekeyofC.

Figure28.4
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Belowis a list ofthe 7 diatonic chordsin the key ofC and the dominant chords that
canprecedethem (See figure 28.5)

e
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B oed
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Figure28.5
1.G7-Cmaj7
2.A7-D-7
3.B7-E-7
4.C7-Fmaj7
5.D7-G7
6.E7-A-7

7. F£7-B-7b3
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Because ofthis concept. youwill see dominant chords that come fromotherkeys,
resolving down a 3%to diatoric chords. An exanple of a secondary dominart chord
analysislookslike this: V7/ii-7. The V7 chord comes before theslash and the
diatoric chord that it comes fromis written a fter the slash. Ifwelook at=2 from
the abovelist, A7 is the V7 ofii-7 because D-7 isthe ii-7 chord from CMaj7. In%3,
B7isthe V7 ofiii-7 and the analysis would looklike this: V7/1ii-7. Belowis a chart
with all ofthe secondary dominant voicings forthekey of C. (see figure 28.6)

Figure28.6
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Each of'the dominant chordsis a V7 thatcanresolve to other diatonic chords
besidesthe I. To showyoua great example we Tl use the bridge to rhythlm changes.
The chord changesare D7, G7.C7 and F7. (See figure 28.7)
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Figure28.7

2zl

This example shows us that eventhough the secondary dominant chord canresolve
to a diatonic chord it doesn’t always have to. It canresolveto another secondary
dominant, which happens in the bridge to rhythm changes. To figure out the Roman
numeral analysis of eachofthese chords, we needto go down aperfect 3%to find
the resolution A fifth downfromD7 is the note G, whichis the sixth degree ofa
Bb scale (the key of thythm changes). Thismakes the D7 chord V7/VI. TheD7
resolesto G7, whichisnot a diatoric chord to Bbmakingit a secondary donuinant.
Use the same process to determinethe analysis forthe G7 chord. A fifth down from
Gis C,and Cisthe Il of Bb. Thismakes G7 the V7 ofII. The G7 chordresolvesto
C.but sinceitresolvesto C7 andnotC-7 itis a secondary dorminant. The C7 chord
isV7 of Vbecausea fifthbelow Cis F. F7 is a diatonic chord within Bb, which
endsthe cycle ofsecondary dominant chords. (See figure 28.8)

Figure28.8

V-7 V-7 VINT V7
D 7 G 7 c 7 F 7

2. Diminished 7th Chords
a. To create a diminished 7% chord, start with a half diminished chordandbring the 7= down
by a halfstep. AC-7b5 chordhasthe following chord tones: C, Eb, Gb, and Bb. To change
thisinto a diminished 7% chord all we haveto doisbringthe 7% down a half step. The Bb
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comes downto A givingusthe notes C, Eb, Gb, and A. A diminished chord contains two
tritones: onebetweentheroot and 3%(C and Gb) and ancther betweenthe 3°and 7= (Eb
and A). Thismakes a diminishedchord a very unstable chordthatisused as a passing
chord to cormecttwo harmores together. (see figure 28.9)

Figure28.9
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A diminished 7th chordis symmetrical, mearing that all the intervals arethe same. There
are no inversions of diminished chords. Take a look atthe conmmon progressions you'll see
diminished 7% chordsin, (see figure 28.10). I have used roman numerals instead of note

names so youcanrelatethisto allkeys.

Figure28.10

1. Imaj7 -£lo7-1I-7
2.11-7-#I107 - 1II-7
3.IVmaj7 -£IVo7-V7
4.V7-£#Vo7-VI-7
5.11I-7 =bIIlo7-1I-7
6.VI-7T—Abo7-G7
7.Imaj7 —Io7—Imaj7
8.Vi-Vo7-V7

Diminished chords will either: ascend by a halfstep into a diatoric chord; descendintoa
diatoric chord; or change fromdiatoric to dirminished backto diatoric.
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Vocab & Repertoire

1. Intermediate Comping Series Part 4 - Two Hand Comping For Solo
Piano
a. Compingwhile playing solo pianohasits own techrique. You will be playing the melody,

and playing hammonies andrhythims that supp ort the melody. Here are some comping

techniques that youcan use when playing solo piano.

i. Whento comp—

1. Longmelodynotes - Knowing when to conmpis the starting point. The first
thing we want to look foris space orlongnotesin the melody. This space
will give you an opporturity to add comping during the solo. Whenthe
melody contains a half or whole note, use both hands to comp belowthe
melody. oruse the pedal to sustain the melody andthenconmp. (see figure

28.11)
Figure28.11
Autom Leaves
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2. Phrasing ofthe melody— Sometimes melodies will lend themselves easily
to comps that fit in the space ofthe melody. Thisis why it’simportant to
know a melody on ahighlevel. When youknowthephrasng ofthe

melody. youTlhave a much easier time knowing where to supportthe
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melody inits space. Belowis an example of“Solar”, a melody thatlends
itselfto compsinthe space ofthe melody. (see figure 28.12)

Figure28.12
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3. Comping with the melody—We canalsohammonize with the melody. To do
this, align yourrhythms and harmonies to directly match the phrasing with
the melody. I wouldn't reconmmend using this techrique for the entire
melody sinceitis anintense texture. Usingit for a couple of measuresis
moreideal Belowis an exanple ofconping with the melody overthesong,
“LadyBird™. (see figure 28.13)

Figure28.13
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ii. Howto compin the space - Nowthat we knowwhento comp, we need some
voicings to use. Here are some good strategies to help youout.

1. RHLeavesmelody toplayrootless voicing orinversions— This techrique
works when the melody has alot oflongnotes. Thisis a simple and
effective way to comp during solo piano. Once youhaveplayed the melody
mnyour RH, your RHis then free to comp. Inthe exanple below over
“Auturrm Leaves”, the RH junmpsto either a rootless voicing orinversionof
the harmony. (see figure 28.14)

Figure28.14
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2. YouwrLH hasthe following options when your RH makesit’s jump:
a. BassNote
b. Tenth

1+7

1+3

R 0

e. Bassnotethenjump to shells

3. Compswiththemelody —At faster tempos, you won't have mmich time for
your RH to move on fromthe melodynote after playingit. Youneedto
simplify your comping and ideas at faster tempos. Below are some simple
textures you canuse to conp at fast tempos. Younmight recogrize these

textures fromwhenwe leamed “Blues for Alice™. (seelesson17)
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a. LHBass Note, RH Melody
b. LHBass Note, RH Melody andshells
¢. LHI+7,RHMelodywith3™ below.

2. Tune Reharm Series “I Should Care” Application

a. Harmony and Theory

i. Secondary Dominants— To use secondary dominants we cango through apiece
and substitutein secondary dominants for all of the minor chords. This will give the
tune a different sound You can pick and choose which substitutions youlike rather

than adding a new harmonization to everymeaswure. (see figure 28.15)

Figure28.13
D’ G’ E? A7 D’ G’ Cwas’
9 3 d 1 ]
b. Vocab

i. Improvisation “I Should Care”

1. Soloingoversecondary dominants— Here’s a solo example over a chord

progression thatincludes a lot of secondary dominarts. (figure 28.16)

Figure28.16
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2. Relative ii-7, tritone andsecondary dommants —Nowthatwe are using
secondary dommnants we canreplaceall ofthe relativeii-7 chords with
secondary domunants to approach the tritone subs. Let’s go through and
replace the relative ii-7 chords that lead into the tritone with secondary
dominantsin “I Should Care™. (see figure 28.17)

Figure28.17
7 A7 D7 E7 BT E7 D7 AT D7 O
7 : : r n
3. Soloingover all reharms—Adding rehammonizationto everymeasure will
take awaythe essence ofthe song. Anice balance betweenthe original
changes and your own rehamms will sound best. Look at the chart below of
some oftherehamms Imade over “I Should Care™. (see figure 28.18)
Figure28.18
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Jazz Lesson 29

Technique
1. Sus Chord Jaz Exercise #1
Figure29.1
Gsus? Cuat’
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Harmonyv & Theory

1. Reharm Series Part 5 - Sustain Chords

a. Sustain chords, or sus chords for short, are chords that create a delayed resolution ofthe

third and are typically precededby a dorminant chord To build a doninant sus chord,
replace the third of a dominant chordwith the 4th. The chordtones fora G7 sus chordare
1.4.5.7. (G.C.D, F)(see figure 29.2)

Figure29.2

Gsus?

1,457

The 4* degree creates a suspended or sustained sound Sus chords were made popularby
modemplayers such as Herbie Hancodk, Chick Corea, Keith Jarret and marny more.
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2. How to Voice Sus Chords
a. Tovoice sus chords we’ll explore some possibilities for G7sus. If youreamrange the order

ofthenotesinaGsus7 chordto D, F, G. C, a D-7 chord without the fifthdegreeis created

(see figure 29.3)
Figure29.3
D-7
Witk G aooep

D-7 sharesthree ofthe same notes with Gsus7, but how does this help us? If you play D-7
inyour RH, and play Ginyour LH, you've createda Gsus7 chord! Thenote A from the D-
7 chord serves as a colortone forthe Gsus7 chord.

(See figure 29.4)

Figure29.4
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Since we knowthatD-7 istherelative ii-7 to a G chord, we can createsus chords by
playingthe relative ii-7 chord with the V7 root in the bass. Ifyouwantedto play an Asus7,
you canplayanyvanation of A7 srelative i-7 chord, E-7. Find the relative ii-7 by going
up a fifth from A, which givesus E. We knowthat anE-7 chord shares three chord tones
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with Asus7 chordtones. (E. Gand D). Now, all we needto doisplay an E-7 chordwith
an Ainthe bass andthis will give us an Asus7 chord (See figure 29.5)

Figure29.5
Ass?
(E-7 Roor)
w:

You canrearrange the order ofthe notesin the ii-7 chord andyoull stillhave a sus chord

aslongasyoukeepthe V7 rootinthe bass.

3. How to use Sus Chords Part 1

a. Suschordscanbe usedin a wide vanety ofways. I'mgoingto showyoua handful of very
important foumdational concepts that youshould leam. Fromthereyoucan feel free to

experment with themhowever you’dlike.

i. Sus Chordito V7

1. Wenowknowthat a sus chordis a delayedresolutionof a dominant chord
Thisresolutionis createdby resolving the 4* degree ofthe sus chordto the
3*%0f dominant chord (See figure 29.6).

Figure29.6
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We can precede any dominant chord with anappropriate sus chord. Ina 2-3-1
inthekey of C.instead of going straight fromD-7 to G7 we canplay a Gsus7
chord first, andthenresolve to G7. From G7 you canresolveto Cmaj7. (See

figure 29.7)

Figure29.7
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Sus chordin place of the ii-7

1. You'lloftenhear a pianist playa V7sus chordinsteadofthe ii-7 chordin a
2-3-1. AVsus7 chordresolvesto a V7 chordjust as aii-7 does. Thismeans
that you cansubstitute aii-7 chord with a Vsus7 chord. Ina 2-3-1inthe key
of C, the progression would look as follows: Gsus7, G7, Cmaj7. (see figure
20.8)

Figure29.8
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4. Passing Chord Series— Part 1

a. Inmany cases, harmonies will stay on one chord for a varying amount ofmeasures. One
chord canlast for one ormany measures. In this series I'm going to showyou a few
rehammtricks that will fill out chords for a long and short amount oftime.

b. Diatonic Movement —Whensustaining a major 7 chord for a longperiod oftime,
movingup anddownthe diatonic chordsis a great wayto create vanation Let’ssayyou'e
playinga 2-3-1 chord andthe 1 chordlasts for two measures. Whenplaying a slow swing
feel song, sitting on the 1 chord canbe boring. Rather thanholding out the 1 chord fortwo
measwres youcanholdit out fortwo beats, thenplay diatoric chords, andresolvebefore
the next chord in the progression Forinstance, once you playthe Imaj7 to resolve your 2-
5-1,youcango badktotheii-7 chord, then go to thethe 11i-7 chord, then finally resolve to
the 1 chord. Inthekey ofC this progressionwouldbe: Cmaj 7, D-7.E-7, Cmaj7. (see

figure 29.9)
Figure29.9
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Youcanalsogo up to the IV chord: Cmaj7 D-7 E-7 Fmaj 7, to Cmaj7. (See figure 29.10)

Figure29.10
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Once you're comfortable using this techmique with halfnotes, try adding some more
complicatedrhytlims. Make sure youlandback on the Imaj 7 chord at some pointbefore
the next progressionbegins! Look at the practice examples for a handful of ways to voice
andrhytlmically play these diatoric pasang chords.

Vocab & Repertoire

1. Intros and Outros Series Part 1 (“The Nearness Of You”)(“IShould
Care”)

a. Intro (Last4 Last 8)solo or non-solo —Inthis series I'm going to talk about different
possibilities for creatingintro’s and outros. One ofthe easiestwaysto setup apieceisby
playingthelast4 or 8 measures ofthepiece before playing the melody. Whether you
choose thelast 4 or 8 measwres, be sure to clearly and confidently set the termpo. Make sure

you addenergy to theintro in order to get everyone in the ight mindsetto play.

b. Outro, Tag 3x-Atagis a commonwayto enda piece. Ataginvolvesrepeating some
vanation ofthelast measures ofthepiece three times, thenending. Aftertagging, the band
will eitherhold out the lastnote or playthe last note short. This will depend on the melody.
It’s difficult to tell which tunes will be tagged when playing with other musicians. Feel
freeto taganypiecewhen playingby yourself. The standard “There WillNever Be
Another You™ is oftentaggedatthe end. The figure below shows one conmontag ending
for “There Will Never Be Another You™ (see figure 29.11)
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Figure29.11
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2. Ballads Series Part 1

a. Intro to Ballads—Whenplaying a ballad youhave a lot of time to incorporate different
rehamms and movements because ofthe slowtenmpo. Fillinginrests, and filling out
moments where the melody isholding a note will keep the songinteresting. With allthe
rehammtechniques weve just studiedyoull have more thanenoughideas to add some
great fills.

i. Solo-Melody, Bass Note and Fill (Solo Stvle) -Playingsolo pianoballadsuses all
ofthe same steps we veprevioudy discussed Look at where the melody isin
comparisonto the bassnotes, and choose your LH option. Remember, the LH
optionsare: 1+7, 1+10, 1+3 orjust bassnoteto chord and filling with your RH. If
youplayany type of short compsin a ballad and do not pedal your cormections
comrectly, there willbe alot ofholesinthe piece. Let'stalk about how youapply
thisto a melody. The first thingto dois know exactly where the melody and
hammorniesline up. In the first measure of “TheNeamess of You”, themelodynote
A lines up with the first chord, Fmaj 7. In the secondmeasure, there aretwo chords
eachlasting fortwo beats. Themelodynote G,linesup with C-7 onbeat one. The
melody notethen switchesto Bb onbeat two, andanF7sus chord falls onbeat 3.
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After youplaythe Bb in the melody. you caneither hold the note with yowr pinky
and play a fill with both hands, or you canpedal the note. Addingthepedal here
would make the note ring so you canplay a voicing below themelody note. After
youhave voicedF7sus, play your next melodynote (A) onbeat 4 leadinginto
Bbmaj7 onbeat 1 of measure 3. (see figure 29.12)

Figure29.12
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Inmeaswre 5 you're holding C for four beats. The chords tomeaswre five are A-7
fortwo counts andD7 fortwo counts. Once youhave establishedthemelodynote
over A-7,you cantakeyour hand offthe note and playthe D7 chord using any

voicing. Aslongas youplay some formofthe D7 chord undemeaththe C the
melody willbe above theharmonies. (See figure 29.13)

Figure29.13

D’l

Mz oy Move Haw To Puw Voiome




© Jazz Plano School 2015

ii. Melody andchords (Growp Style)—Playingballads with a groupisalot of fun
becauseit gives you the chanceto move around the piano. One strategy for playing
a balladin a group settingis for your RH to play the melody while your LH plays
chords. Alot of pianists addtoomuchto aballadand over play, which takes away
fromthe beauty of the melody. Assimple asplayingthe chordsin one hand and
the melodyin the otheris, this strategy captures the essence ofwhat the composer
intended Make sure you hold your LH chords out for the amowrnt oftime themusic
dictates. Do notrelease yourhandtooearly. (see figure 29.14)

Figure29.14
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b. Suschordsinballads - Sus chords are espeaally usefulin ballads for creatingtensionand
release. They create an amazing airy and openatmosphere for youto play themelody over
and solo aswell. When the melodynote is the third of a doninant chord don't use a sus
chord. If youdo, the melody will clash with the suspended4*you're playingin your LH.
Forexample, let’s saythatthe melody over F7is A. We would be creating a half steprub
between the Ain our RH and the Bb in our LHif we playedit as a sus chord. (see figure
29.15)

Figure29.15
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3. Ballads Improvisation Part 1 ( The Nearness Of You)
a. RHSoloing

i

Taking yowr timeto create melodies —The hardestpart ofsoloing overballadsis
holding ourselves back andrelaxing in order to let simple andmelodic melodies
come outthrough our playing. Remember, ballads are not fast bebop pieces. We
don’tneedto play atonofbebop linesin order forthe pieceto soundgood I've
foundthatmore so thannot, balladssoundbetter whenyouplay less. Take alook
at some ofthese simple solo ines I've written over “The “Neamess of You™ (see
figure 29.16)

Figure29.16
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Movementup and down — Since ballads are playedat aslowtempo.it’seasyto fita
lot of notesinto one measure. Adding slightly more complicatedlines willhelp you
create up and down movementin your solo. One methodto create movement isto
start with a conplicated rhythm suchas septuplets, then go badk to playing quarter
notes. This sort of phrasing creates a nice ebb and flow that will sit well overthe
pulse. (see figure 29.17)

Figure29.17
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b. LHComping whileSoloing (Solo Style) -Your LH isresponsible for maintaining a steady

tempo for your RH tosolo over. This will help create the time anchor your RHneedsto

take liberties with the tempo. Below are a couple ofways to establish a steady time feel

with your LH. Note: I'malmost always using the farleft pedal on the pianoto softenthe

keyswhen I'mplaying ballads. When I wantto openup thesounda little, Irelease the

pedalto allowthenotesto ring out more.

i. Pulsingwithchords -Your LH can quietly play chords on eachbeat ofevery

measuwre while your RH solos. This can be done with simple voicings suchas 1+7,
or 1.3 +7, oratenth voicing withthe 7 init, (1,7.10 thenlowernng yowrindex
finger.) (see figure 29.18) You canuse any ofthe LH component strategies from
Lesson BLANK

il

Whole Notes and half notes — Only playing whole notes andhalfnotesin your LH
isa great way toleavespaceandfocus onkeeping a steady tempo atthe sametime.
When using whole notes, make sure thatyouare feeling eachbeatso youdon't get
to the next measure late or early. I wouldn't reconmmend conping at thebeginning
of someone’s solo with whole notes. Whole notes are more useful in creating
tension andrelease. The halfnote techrique is a little more versatile. This texture
will easily lead youinto playing whole notes. (see figure 29.19-29.29)

Figure29.19
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iii. Combination

Figure29.20
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4. Tune Application Analyzation “The Nearness Of You -

Thisis a beautifil ballad thateveryone should have in theirrepertoire. The piecebegnsin
the key of F andstarts onthe Imaj7 chord. Inthe second measure, thereisa 2-3 leadingto the
I'Vmaj7 chord in the third bar. The IVimaj7 goesto aminor 2-5. The minorii-7 chord canbe
analyzed as a £IV-7b5 chord, whichis very closely relatedto a fully dimirished chord This chord
acts as a movement chordwith a couple different available movements. Themost obvious oneis
goingto the V7 chord, whichit doesby goingto E7 andresolving downa 3*to ii-7 (A-7). From
measwres 3-8 the same progressionisrepeated twice: A-7 (itl-7) goes to the secondary dominant
D7 (V7/1I),thentotheii-7 (G-7) followed by the V7. The second ending starts with the Imaj 7
chord for 2 beats thenmoves to the VII7 thenbackto the IMaj 7.

You'll often see a 2-3 leading to the IVmaj7 chord inthe bridge of alot of standards like
this one. The bridge holds the ii-7 chord (G-7) for a full measwre, followed byii-7,the V7 (C7)
andback to the IVmaj7 chord. It thenmodulates to the key of Bb by wayofa2-53-1. The vii-7b3
chord fromthekey of Bb serves asthe minor 2 thatgoesto itsrelative V7 chord (D7). From D7
the progression goes to the subdominant chordin the key ofF, (G7)whichis analyzed as V7/V7.
The progression thenresolvestothe IMaj7. Ilove this piece because it has three endings. You
don’t see thismuch in many popularjazz tunes. Thereisa minor 2-3 goingto theii-7 (G-7),then
V7.Imaj,vi-7,1-7, V7, and finally back to Imaj7. (See figure 29.21)
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Figure29.21
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a. Harmony and Theory Reharm Series
i. Sus Chords

1. Suschords— Precede Dominani Chords —Touse sus7 chords to reharma
piece, place themin frontof V7 chords. (see figure 29.22)

Figure29.22
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2. Sus Chord inplace ofthe ii-7—You don’t wantto use sus chordsin the
place ofii-7 chords throughout a whole song. Here’s anexanple over “The
Neamess of You™ that substitutes the ii-7 chords withsus7 chords that share

the samerootasthe doninant chord (see figure 29.23)

Figure29.23

Fun’ Faue? 7 B Bo7

ii. Passing Chord Series
1. Diatonic Movement — Diatoric movementis especially usefulinballads.
Ballads usually have lots ofspace to fill. which gives usthe perfect
opportwrityto use diatoric movements. Belowis an exanple that utilizes
diatoric movementin “The Neamess of You”. (see figure 29.25)

Figure29.25
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b. Vocab

i. Ballads Improvisation Part 1
1. RHSoloing (seefigure29.26-29.27)

a. Takingyowr timeto create melodies
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Figure29.26
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ii. Movementup and down

Figure29.27
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c. LHComping whileSoloing (Solo Style) (see figure 29.28-29 30)

i. Pulsingwithchords

Figure29.28
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ii. Whole Notes andhalfnotes

Figure29.29
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iii. Combo

Figure 29.30
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Jazz Lesson 30
Technique

1. Diminished Approach Jazz Exercise #

Figure30.1
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2. Diminished Approach Jazz Exercise %

Figure30.2
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3. Tri-Tone Sus Chord Jazz Exercise %1
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4. Tri-Tone Sus Chord Jazz Exercise %

Figure30.4
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Harmonyv & Theory

1. Passing Chord Series Part 2 — Diminished Chords

a. Diminished 7% chords work great to fill space andto approachother chords. Diminished
7% chords are oftenusedto approacha chord froma half step above orbelowthe chord
Let’stake the following chordprogression: Cmaj7, G-7 to C7, then Fmaj7. (see figure

30.3)
Figure30.5
Cunt’ G-7 c? Funs’

0
To approachG-7, youcaninsert a diminishedchord onbeat 3 ofthe first measure. To
approach G-7 froma half stepbelowthe chordis FZo7. This creates a beautiful harmonic
movement. (See figure 30.6)
Figure30.6
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To approach G-7 froma half step above, the chordis Abo7. (See figure 30.7)
Figure30.7
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When one chordis held for two measures, youcanuse the sameprocess. Let’s say you
come aaoss a D-7 chordthatisheld fortwo measures. You can play D-7 for the first two
counts ofthe first measure. theninsert a diminished chordonbeat 3. The following
example approaches D-7 fromahalf stepbelow, C=o7. (See figure 30.8)

Figure30.8

D7 D7 D-7 C%7 D7

Renarm To This

Because diminished chords are synmmetrical you have four substitutions available to you
that all containthe same notes. Instead of playing CZ07 in the above example, youcan ako
play Eo7.C#07andEo7 bothcontain the same notesjustin a different order. FromEo7
you canplaythe final D-7 chordusing a first mversionvoicing. The following exanple
shows smoothvoiceleading overthe D-7, Eo7, D-7 progression (See figure 30.9)

Figure30.9
D-7 o7 D7
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Youcan go allthe way up and downa whole/half diminished scale usingminor 7
inversions with diminished chordsin between Thisis a technique called passing
diminished chords. To see howthis works, we’ll expand on figure BLANK and go to the
next synmetricalinversionof Eo7 whichis Go7. From Go7, youllplay D-7 in
2#*mversion. The nextchordis Bbo7 goingto D-7 in 3**inversion and finally to Dbo7.
(See figure 30.10)
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Figure30.10
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Practicing these movements up anddownin allkeys willhelp youto creatively usepassng
chordsto fillup space.

When using passing diminished chords, only the ascension diminished chord. (the

diminished chord a halfstep belowthe root ofthe minor chord) works for this particular
technique.

2. How to use Sus Chords Part2

a. Sus chord for entire dominant chord measure
i. Suschordscanbeusedto completelyreplace the V7 chordina 2-3-1. This creates

an openfeel forthelistener. It also creates differentharmoric options forthe
soloist. (see figure 30.11)

Figure30.11
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b. Make Tri-tone chorda Sus chord

i. Aswe already know. one way to reharmonize a 2-53-1 isby using a tri-tone sub. In

thekey of C, to insert a tri-tone sub youwould change G7 to Db7. (see figure
30.12)
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Figure30.12

D-7 D7 Cunt’

To take thisrehamm one step firther, change the Db7 chordto a Db7sus chord. (See
figure 30.13)

Figure30.13
D-7 D757 Cunt’
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¢. Modern Approach— Sus chords in the blues and other tunes

i. Suschords create amore modemsoundthan dominant chords. To create amore
modemnistic soundwith any piece, youcanreplace the dorminant chords with sus
chords and not resolve them By not resolving the sus chords, you'll createanopen
atmosphere that’s different thanwhat your listeneris accustomedto hearing.
Replacing dominant 7* chords with sus7 chordsin a bluesis a great way to
exemplify this. If we take a C blues andreplace all the dorminant chords with their
respective sus7 chords we get a conpletely different sound (see figure 30.14)
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Figure 30.14
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Vocab & Repertoire

1. Intros and Outros Series Part2
a. Intro-V7 Pedal — Apedaltoneis a note that youkeeprepeatingundemeath changing

hammonies. The most conmonpedal tone to useisthe root ofthe V7 chordofthekey
you'rein. Ifa pieceisinthe key of C, yourpedal tone is G. Insteadofplaying thepedal
tone by itself, youcan addan octave above orbelowit to create abigger sound In anintro,
an easyprogression for your RH to play while your LHis playing a pedalnoteis Imaj7to
V7 Repeatthe I7 chord until you are ready to lead the bandinto thetop ofthepiece, then
play V7 with your RH. In order for this intro to work, make sure youprovide a very strong
cue tolead the bandinto the melody. Playing one chord in your RH will sound ambiguous
to the band. Moving to the V7 chord will alert the bandto look for your cue. You can cue
thebandin after4 or 8 measwres sometimeslonger. To playan8 barintro, play thepedal
tone with your RHharmony for 7 measures thenmove to the V7 chordonthe 8% barto cue

the beginning of the piece. (see figure 30.15)
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Figure30.15
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Your LH and RH can play any sort ofthythrmic vanation during the openpedal intro.

ql19

i. I-VI-II- V- Another progression your RH canuse while your LH pedals,isa I -
VI-II-Vprogression. Inthe key ofC, a I- VI-II-Vis Cmaj7to A-7to D-7 to G7.
Inthe example below, eachchordis only goingto get 2 beats. You canrepeatthe
progression asmany times as youlike, depending onhowlong youwant the intro
tobe. (see figure 30.16)

Figure30.16
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ii. LV IV, #Vo7 V7sus— Anice twist to the I -VI-II-Vprogressionisto add I,
IIILIV,#IVo7 V7sus afterit. If you are playing a fourbarintro, youwould play
thisnew progressioninmeaswres 3 and4. If youare playing an8 barintro, this
progression would ocarinmeaswures 7 and 8. The first four changes move quickly
asthey onlylast for one beat. The V7 chordis held out for a full measwure, which
will setup the piece strongly. (see figure 30.17)
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Figure30.17
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Insteadofrepeating a I-VI-II-V over and over, playing thisnew progresson (I,
IIILIV,£IVo7 V7sus)in the last two measwres of youwr intro will add some

vanety. It llmake it very clearto the bandthatyou're ready to playthe melody.

b. Outro— I'ue Basie Ending, A-Train Ending— The Basie endingis the mosttraditional

ending youwillhear orplay. There are two vanations to this ending.

i. The True Basie Ending — What Basie made famous was a RH progressionhe used
atthe top end ofthe piano that consisted of amovinginterval. The intervalis a 6=,
with the 5th ofthe chordonthebottomandthethird ontop. Inthis caseoverthe
Cmaj7 chord, the notes are Gonthe bottomand Eontop. Fromtheinitialinterval
of a 6th, Basie kept thetopnote the same andmovedhis thumb up byhalf-steps
untilhe getsto thelast chord Thelasthit canbe played onbeat4 or wheneverthe
bandcues. Belowis an example ofthetrue Basie ending overa CMaj7 chord (see
figure 30.18)

Figure30.18
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ii. A-Train Ending
1. Another Basie endingthatis oftenusedis called the A-Train ending.
You've probably heard this ending a lot so it will serve youwell! It'sa
really simply lick thatstarts on the root ofthe I chord then junmps downto
the third andproceeds upwardbackto theroot. (see figure 30.19)

Figure30.19
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2. Ballads Series Part 2

a. Solo
i. Simple Stride Style— The simple stride style works extremely well overballads. It

also expands the options your LH has available to accompany your RH. When
utilizing a stride style, your LH plays the rootin a lowrange followed by any
vanation ofthe chord in a higherrange. If one chord lasts for the entire measure,
then youcanuse quarternotes andplay the bassnote onbeats 1 and3 and the
chord onbeats 2 and 4. You canalsouse halfnotes andplaythebassnote onbeat 1
andthe chordonbeat 3. (see figure 30.20)

Figure30.20
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Ifyouhave two chords in a measure, the bassnote for the first chordwillbe on
beat 1 andthe chordwillbe onbeat 2. The bassnote forthe second chordwillbe
onbeat 3 andthechord willbe onbeat4. (See figure 30.21)

Figure30.21
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What Ilove most aboutthis optionis that it lendsitselfto so marny vanables. Youwr
LH canplay thebassnotes, thenplay any sort ofvoicing. We canalso swap out our
bassnotes fora LH variation such as 1+7, then jump to a rootless voicing above the
1+7.(See figure 30.22)

Figure30.22
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b. Group

i. Using Movements within Melody, Leaving the melody —Whenthe melody consists
ofhalf orwhole notes, youhavea lot of freedomto playnice harmonies belowthe
melody. When playing with a group, it’s much easierto employ this method
because youhavea bass player and dnermer holding downthetime andplaying
bassnotes. To use this techrque, play the melody note thenjunmp bothhands to
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any type ofvoicing. Adding theseharmonies betweenthe melody bring the melody
out while supportingit. (see figure 30.23)

Figure30.23
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ii. Passing Chord Reharms -The passing chordrehamms canbe usedwhenthe melody
has alongrhythmic value. You caneither use passing dimirished chords or
diatornic movement (see figure 30.24)

Figure30.24
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iii. CompingBehind Group- Comping behinda hom player while playing a balladcan
be alot of fun. Youhave time to move harmonies around and addpassing chords
while supporting the hom player’sideas. Try notto overplayandto compinthe
spaces ofthe melody. Below are some teclriques youcan use to support the

melody when compingin a group.
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1. Chords—Whenplaying chords beneatha melody on a balladplay the
harmmonies with little to no rhythmic comping. Always do less than more.
Enjoy thespace.(see figure 30.25)

Figure30.25
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I. RHLines—RH solo fills, such asruns or simple lines can be playedwhile
holding out whole notes and halfnotes, orin betweenthemelody. These
linesreally add to the beautiful texture that a balladhas. RH solo fills create
an elegant soundthat will complimentthe melody very well. Make sure
you are only addingthese RH linesinthe spaces oroverlongtones. Again,
you do not want to interfere andtake away fromthe melody. (see figure

30.26)
Figure30.26
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2. Arrpeggiated Rolls— Rolling your chords frombottomto top sound great
behind the melody. Start theroll at the bottomofyour voicing, then quickly
rollthe notesup to the top of the voicing. Thisis done very quickly and
should almost sound asif you areplaying the full chord at the same. There
will be a slightly broken sound tothe chord (see figure 30.27)

Figure30.27
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3. HighRegister Chords — Aimto use thewhole register of the piano onany
type of piece. Eachkey on the piano will add something different to asong.
Inballads, Ilike to use highregister voicings in the very beginning ofa
melody toset the mood thenswitch to the middle registerto add some
more support. Try mixing differentregisters while you're conpingina
ballad and see whatsoundyouenjoy. (see figure 30.28)

Figure30.28 ce
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3. Ballads Improvisation Part 2

a. RHSoloing- There are aninfinite amownt oftextures and omaments youcan add to

ballads Listen intently to pianists playballads and mirmmic the omaments and flaresthey
use, then transformthemto makethemyour own.
i. Solo
1. SingleLines— Single one note lines always sound greatoverballads. The
piano cuts through verynicely over a dnmmmer’s brushes andthe bass. (see

figure 30.29)
Figure30.29
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2. HarmonizedLines — Solo lines can be harmonized by using inversions over
the harmony. Hammonizing your solo lines adds anice thicktexture to your
lines and really helps bring out the harmony. Use harmornizedlinesto geta

fuller sound. (see figure 30.30)

Figure30.30
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3. Octave melodies— Octavesin the higher end of the piano always seemto
resemble a beautiful bell sound Octaves canbe usedto solo with youwr RH
while your LH plays the harmonies below. You can playthe octaves with
your RH at the same time or stagger themso that onenote falls first before
the secondone. (see figure 30.31)
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Figure30.31
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4. Arpeggios—Using arpeggiosto change registersis a great wayto cormect
yourlines from oneendofthepianoto the other. You canarpeggiate the
chord youare currently on up the piano, thenswitch to a different single

note line. (see figure 30.32)

Figure30.32

N
1)
'T’

™

.

He

4
e
[H

e

3. Trills—Sixteenthnote trills sound cleanandprofessional overballads.
Instead ofjust playing a target chordtone, use a sixteenth notetrill with an

o 4
L-u

approachandthenlandon thetarget note. (see figure 30.33)

Figure 30.33
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6. Chromatic Approaches— Sliding down chromatically is a very conmmon
methodinballads. Before playing a note, start about 3-3half steps away
fromthe targetnote, then slide up or downchromatically to land onthe

target note on a downbeat. The choice ofhowmany notes to start away
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fromthe targetnote isup to you. You canstart 8 notesawayanddo a

chromatic run all the way to the target note. (see figure 30.34)

Figure30.34

7. Short Linesvs. longlines - A great texture Wynton Marsalis uses when
playingballadsis playing shortphrases in chunks. He makes thelast note of
the phrase short, as opposed toholdingit out. When youuse this techrique
and switch badk toplayinglongnotes, you create anice rhythmic varance.
(see figure 30.33-30.36)

Figure 30.35
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8. Articulation— Articulationwhen playing your linesis always important no
matter what style of piece you're playing. Vladimir Horowitz, a famous
classical piarist, once said that he has90 orso waystoplayonenote. Can
youimagmnethat?! 90 waysto play one note. I'd be happy with a quarter of
that. It helps usrealize that lines canbe articulated in many different ways.
The balladis the perfect situationto work onthese articulations because of
the slowtempo. Think about cormecting your notes bymaking themlegato,
orstaccato. You canalsotry anarticulationthatis somewhere in between
staccatoandlegato. Everytime youplaya notemake, be aware ofhowyou

are playingit andhowit relates toharmony.

b. LHComping whileSoloing (Growp Style)
i. Whereto put LH? Whole notes —Anice harmoric structure canbe createdin your
LH by playing whole notes while your RH improvises. You can’t go wrong with
this method becauseit creates sucha solid foundation. Get extremely comfortable
with this texture beforemoving on to more advancedtextures for youwr LH. (see

figure 30.37)
Figure30.37
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ii. LHIn between phrases -Placing your LH in betweensome oftheshort phrased
lines your RH playsis another great comping techmnique. Let your LH rest. then
when your RH rests, addin some conmping. Thistakes a lot of control and focus.
Wait forthat perfect opporturityto addyow LHin. If your RH starts playing
continuous lines, leave a beat ortwo of space for your LH to conp. (see figure
30.38)
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Figure30.38
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iii. TogetherwithRH Phrasing -Matching your RH and LHrhytlens can create a
strong presencein ballads. Inthe figure below, the LHis playing chords while the

RH plays a singnoteimprovised line. Bothhands are using the exact samerhythm
Thismethodtakes alot of creativity and focus to make sound good (see figure

30.39)
Figure30.39
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4. Tune Reharm Series “The Nearness Of You” Application
a. Harmony And Theory

i. Passing Chord Series
1. Diminished Approaches (see figure 30.40)

Figure 30.40
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2. Sus Chords—Sus chord inplace ofthe V7 (see figure 30.41)

Figure30.41
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3. Make Iri-tone chorda Sus chord-Look through “The Neamess of You™
and reharmthe doninant chords byreplacing themwith the tri-tone sub.
After doing this, make the tri-tone suba 7sus chord. (see figure 30.42)

Figure30.42
TT Sus Cuorp
Fund C-7 B
0
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b. Vocab

i. Intros and Outros Series Part?2
1. Intro-V7 Pedal (see figure 30 .43)

Figure30.43
Fe c’ " c’
9 3 ' > Jd
C Peat
DS Lo Lo o i
a. I-VI-II- V-head(see figure 30.44)
Figure 30.44
e D7 G-7 ¢’
g 1 1
C Peoat
2= i !

b. VI IV, #IVo7 V7sus—DOESN'TAPPLY
2. Outro— Basie Ending, A-Train Ending— DOESN'TAPPLY
3. The Iue Basie Ending—DOESN'TAPPLY
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5. Ballads Series Part 2

a. Solo
ii. Simple Stride Style(see figure 30.45)

Figure 30.45
Funt’ C-7 F*
>
FF £ = 5‘ : 'i i
14 T : i i L4 f ’
b. Group

i. Using Movements within Melody, Leaving the melody (see figure 30.46)

Figure 30.46

Leave Merooy To Pray Crord

_’?__"lj
> : T8 -

ii. Passing Chord Reharms(see figure 30.47)
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N
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Figure30.47
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Comping Behind Group(see figures 30.48-30.51)

iil.

1. Chords

Figure30.48

F’ Buas’
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2. RHLines

Figure30.49
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Fuad’

1
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3. Arrpeggiated Rolls

Figure 30.50

F? B a7
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Funs’
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4. HighRegister Chords

Figure30.51
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1. Ballads Improvisation Part 2 (Nearness)

a. RHSoloing (seefigures 30.52-30.59)
i. Solo
1. SingleLines

Figure30.52
Funs’ c7 §* Buns”
SE==== e
i f : !
2. HarmonizedLines
Figure30.33
P’ C7 P B’

__

1

na
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I
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3. Octave melodies

Figure 30.54

Funs Cc F? Boua)?

1 Jl ‘:. ) | 1 1 } ) | 2 1 i: Jl i

N o 7 S—a— :
4. Arpeggios
Figure 30.35

Fun’ C-7 §? B
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3. Irills

Figure 30.56

Fuw’ c-7 F7 B

6. Chromatic Approaches



© Jazz Plano School 2015

Figure 30.57

7. Short Linesvs. longlines

Figure30.58
LongLines
Fun’ c-7 p? Bwa’
A T ; S S

@:ﬂ: = == H

Figure 30.39

Short Lines




b. LHComping whileSoloing (Growp Style)
i. Whereto put LH? Whole notes (see figure 30.60)

Figure 30.60
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ii. Inbetween phrases (see figure 30.61)

Figure 30.61
Funs’ c-7 F7 B w7
£ T :
SESEE ===
1 14 — T

iii. TogetherwithRH Phrasing (see figure 30.62)

Figure 30.62
Fun’ c-7 F7 B w7
n 1 ﬂ - l49 |
?ﬁ r o t 2— ; i
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Jazz Lesson 31

Technique
1. Passing Diminished Minor Jazz Exercise #1

Figure31.1

D7 Eo7 D7 Go7 D7 B D7 D%7 D7

) ] . ;
x 5 - . -
4 S8 LY 4
— - 1 - —— = = |
= [ 1 j———

«
4

xR
=
b1
4
4

Harmonyv & Theory

1. Passing Chord Series (Part 3) - Passing Diminished Minor for Sus Sound
a. Oneway we'veleamedto play sus chordsis by playing therelative ii-7 overa V7 chord
Now, we are going to take passngminor and diminished chords andplay themovera

dominant chord.

Ratherthanplaying G7 for two measures, use passing minor diminished chords fromthe
relativei-7 of G7, whichis D-7. Inthis case, D-7 and CZo7 are the passng chords, andthe
rootis G. The two measure progressonis: D-7to Eo7 to 1#inversionofD-7 to Go7 to 2
inversion of D-7 to Bbo7. to 3*inversion of D-7 to C#07 and finally backto D-7. Allof
these passing chords are played overtheroot ofthe chord whichis G. (see figure 31.2)

Figure31.2

-7 €7 D7 Gy 07 B%7 D7 D -7

5
~
444

cege
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The Gsus soundis createdbecause ofthe chord tonesinthe D-7 chord The chord tones
for D-7are D.F, A, and C. This canbe tumedinto a sus chord bymaking theroot Gand
omitting the 5% of D-7.Therefore, the notes of a Gsus chord are G, C, D, and F. (see figure

31.3)

Figure31.3
Giw? 0-7
== = i
) g J
G,C,D,F D,FAC

2. Block Chords

Block chords are often used by Oscar Peterson. Art Tatum, George Shearning, Bill Evans,

a.
and many others. They are voicings that are built directly belowthe melody note, and that
also double the melodynote intheleft hand
Any note can be hacrmonized using a block chord “How High The Moon“begins with a
simply melody containing the followingnotes: D, G. A. A, Bin thekey of Gmajor. (See
figure31.4)
Figure3i 4
Gual’ G’

f— t + — )

o 1 & v - 2 1

RS = E : = :

The first step to harmonize these notes using block chordsis to play the melodyin your
RH and double the melody with your thumbin your LH. (See figure 31.5)
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Figure31.5
3 { < } ;|
x 1 & i - » s 1
‘ — i | L) 1 J
| 4 I
7 = ? = f=—=t ;
. 1 + - . i

e

The next stepisto fillin the space betweenthe octaveswith chord tones from GMaj7. since
that’sthekeywe're in. The chord tones are G, B, D, and F=. Ifthe melodynoteis a chord
tone use the 3 remaining chordtonesto fillin the space. Ifthe melodyis a non-chord tone,

thanyouwillhave 4 additional notes.

The first melodynote of “How High the Moon™is D. The chord tones that needto be
addedare: F£, G, and B. (see figure 31.5)

Figure31.5

7
RH PuysF#,G,B,D

DEL=———

LH Onwy Puavs Roor

The nextnote, G.is also a chord tone so thenotes that needto be addedareB, D, and F=.
(See figure 31.6)

Figure31.6 FI
T
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Ais nota chordtone ofGMaj7 so G.B.D,and F£needto be added(see figure 31.7)

Figure31.7

The final chordtone, B.willbe filledin with D, F£, and G. (see figure 31.8)

Figure31.8

0

i

Figure 31.9 shows the full passage to the opering of “How High the Moon™ using block

chords. (See figure 31.9)

Figure31.9
9 } } —t A )
oy 1 = t v = ° {
9 —i—F — '
R PLAYS ALL OTHER NOTES BETIDES ROOT
a—p

T Y | —

...‘!

-+

1

LH Ony Puavs Roor Entire Time
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3. Passing Chords as Block Chords

a. Passingchords canbe tumedinto block chords very easily. To do this, double the topnote
ofthe passngchords, andplaceit an octavebelowin your LH. (see figure 31.10)

Figure31.10

D7 €7 D7 6o D7 B%7 D7 D 0-7

oy PEDPE g
ﬁﬂi ] = : } : ’ H
RH
g m 1 1 1 } Il 1 ]
o I I e — = 4w 4o i
- ; l% i |
LH Dovsies Toe Note O RH
Vocab & Repertoire

1. Intros and Outros Series Part 3 — Medium Swing

a. Intro-Soloing over progressions to set up a song- The following progressions sound great
asanintro to hundreds ofjazz standards. (see figures 31.11-31.13)
i #IV-7b3,IV-7,iii-7, biiio7, ii-7, V7,

Figure31.11

s 7 £-7 E%7 D-7 G’ Cuas? 6’
0

X 1 1 1 Jd

] 1 1

ii. Wmaj7,IV-7,(6),iii-7, VI7, ii-7, V7



© Jazz Plano School 2015

Figure31.12

Funs’ F-6 E-7 A7 D-7 G’ Cuns’ (-
_9 ;e L d d

ii. ii-7, V7, naj7, V-7, iii-7, VI7

Figure31.13

iv. 1,6,2,3 vamp

Figure31.14

Coun/’ A’ D7 G’ Cuns’ A’ D7 G’
_p T T T ]

v. 1,3,4,#4,3,6,2,5

Figure31.15

Cun’ Cre Fun’ Fo7 C/6 A’ D-7 G’

NS
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b. Outro

i. Hiton I, two-handedline to halfstep approach—Inmany songs, the melodylends
itselfto a short hit on 1 to end the song. One possble outro is playing a two handed
improvisedline thatleadsinto a half step approach intothe Imaj 7 chord After
hitting a short downbeat on the Imaj7,. improvise a two-handeddowrwardline
thatleadsintobeat one ofthe next measure. Afterbeat one. playa playa two
handedvoicing for the bIldom?7 chord. thenimmediately slide into the Imaj7 chord
(see figure 31.16)

Figure31.16
D-7 67 Cunl’ D77 Cw’

1. 1,3.4,%4,5 (Cut Time)— Anice ending I use a lot withmy trio usesa cut
time figure. This addsrhythmic variationand is completely unexpectedin
most cases. Therest ofthe bandshouldbe able to catch onimmediately if
you throwthis endingin. If you have another melody thathas a short
ending, you will use the progression abovebut start with a halftime feel for
the Imaj7 chord The V7 chordis the only chord thatis extended for a full
measwre. Afterthe V7 chord use the halfstep approach fromfigure 31.16to
endthe piece. (see figure 31.17)

Figure31.17

Hear Time Here
D-7 67 C C/E F F47
£ . . . .
C/G A’ D-7 6’ CwnS
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ii. bVII7, VII7, I6 -If you are onthe V7 chord aboutto endthe tune on the Imaj7
chord, delay theresolutionby playing the bVII first. Afterlanding on this chord
youcando one oftwothings: 1) puta femrnata over the bVII and the following two
chords or 2)playthe chordsin a thythmmic fashionas shown below. (see figure
31.18)

Figure31.18

D-7 6’ 87 87 ¢t

N>

=

il. Jntro’s (Creating yowr own and setting up time.)— The hardest part about creating
your ownintro’sisthe fact that youhaveto let go ofthe fear that you're are doing
orplaying something wrong. Creating your ownintro ‘s justlike improve canbe
whatever youwantitto be! That'sthe best partaboutit. Take yourself outside the
box andexplore. Thisisthe only way youare goingto get better. When creating
your ownintros youare given the complete freedomto play whatever you want. At
the end, come badk tothe keythat thetune isinby playinga 2-3-1 of sorts and
establish thetime. Anything before thatisup to you!

2. Ballads Series Part 3
a. Solo

i. Block Chords -Block chords canbe usedin a couple of different ways while
playing solo piano. Block chords canbe usedto harmonize themelody. creatinga
varying textire fromwhat you're used toplaying. Block chords also work as
passing chords a fter youhave playedthe bass note with your LH. Inthis instance
youwould hit the bass note with your LH while holding the pedal down, jurmp up,
and play your block chords overthe hammonies. (see figure 31.19)



Cuny
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Figure31.19

HARMONIZED NITH MELODY

hl

o= 2 - |
b. Group
i. CompingBehind Group
1. Block Chords —When comping behind a group, block chords arebuilt and
usedin the same manner in which you applied themwhile playing solo.
Belowis an exanmple ofthythmms that canbe usedto conpbehinda group
using block chords. (see figure 31.20)
Figure31.20
D-7 G’ Cunt’

44+

S

2. Double time feel — Suggesting a double time swing feel through your
comping canleadyour group in a new direction Be careful notto compin
this manner fortoo long, andreally pay attention to whether the soloist is
responsive towhat you're playing. Ifhe doesn’twant to go into double
time, he will stay with a solid quarternote feelin his solo. Ifthishappens
then switch backto compingin the regular time-feel becausethisis where
the leader wants the time to be. (see figure 31.21)
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Figure31.21
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3. Ballads Improvisation Part 3

a. RHSoloing
i. Solo
1. Motifs andkeeping one idea—Motivic developmentin a balladcan be easier

than when playing on a fast song with complicated changes. Since the
tempois slow, it’s easierto remember the firstidea youplay. Go back to
that firstidea atsome point! It's a greatwayto continue with the same
theme and it helps build your solo. It greatto keep that one theme going
becauseit gives your solo structure (see figure 31.22)

Figure31.22
D-7 G’ Cuas’ A7
2 - = = T 'l %
— Nanrfokmr = Moti I Mo
D-7 G’ Cuat’ Cwns’

£ roppf e H"-‘H g'! g |
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Figure31.23
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Call and Response — With this techmique your RH plays a phrase orideain
a highregister, thenrests for a couple of beats and jumps to the lower
registerto play something that complements the firstidea. Call andresponse
canuse threevoicesinstead ofjust two. You canbeginto createa callin the
highregister, then create twotypes ofresponses: one in your RH followed
by oneinyour LH. (see figure 31.23)

3.

e L v ey ¢

Space—Spaceis always aneffective tool for greatimprovisation Leaving
spacein a balladeffectively helpsto separate yourideas andmake them
stand out more. It opens the music up and allows youto create more
interaction betweenthe rest ofthe band Lock at the following waysto
leave space andincorporate them into your practice.

a. Leavespace inyowr RHwhilesoloing— Thisis a mustin orderto
separate yowrideas andplay clearlines. Play aroumd with leaving
one beat of spaceallthe wayup to 2-4 measures of space with your
RH. The more comfortable youare with this, the betterit will sound
(see figure 31.24)

Figure31.24
G’ Cuns’ Cuns’
i | e=

b. Leavespace inyow LH—-It'spossible to solo withyour RH foran
entire chorus withoutusing your LH once. Once youadd yowr LH
backin,it’s going to be much more powerful thanif youwere

continuously comping with your LH.
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¢. Leavespace inboth hands—Drop out for entire measures at a time
so the bass and drums canaddsomething to the conversation.

d. Alternate space betweenthe hands—Use yowrhandsina
conversationso the RH speaks while the LH is quiet, then vice
versa. (see figure 31.25)

Figure31.25
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b. LHComping whileSoloing

i. Singlenote melodic lines in LH— Thisismore of a difficult techriqueto get down,
but once you get thehang ofit, it'll sound great. You canuse your LH to createa
counter line to your RH. Ifyour RH plays a short two beat phrase, thenyowr LH
canrespondwith a phrase in a lowerregister. You can also play bothhands
together so eachhand is soloing simultane ously while creating dual harmoric solo
lines. (see figure 31.26)

Figure31.26
D7 6’ Cun’
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4. Tune Reharm Series “The Nearness Of You”
a. Harmony And Theory

i. Passing Chord Series
1. Passing Chords— Using Passing Diminishedminor for Sus Sownd(see

figure 31.27)
Figure31.27 Fun? C-7 £ Bowuas’
n | s { H t } 1 1 = i 1
' i | ln ; i dl L .‘ i
T 1 ' v
Fo7 C-7 A7
5% I I b&# I ]
Passing Duimsen Over F
In The Bass = Sus Souw
2. Block Chords(see figure 31.28)
Figure31.28
Fun’
0 1 [—
RS e
= — === = |
1 1Y J

3. Passing BlockChords (see figure 31.29)

Figure31.29 Fyas?

q‘.xx.! }Fw:E:? 5 - S —
Do7 C-7 Fo7
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1. Ballads Series Part 3

a. Solo
i. BlockChords -

Fua G-7Fw” C7 F?
| [—

0 +
X : | ] ra— T—1 1 ?
5 R g |
*;.

- T .’ b'—g T v 4 } - 1
- ) ! 1 ) ! d A b A i

AN
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Qi

b. Group
i. CompingBehindGroup
1. Block Chords -

Fun’ C-7 F’ Bwa)

0 1 1 | 1 1
b1 )
s = £ et r e ;
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Double Time Feel -

2. Ballads Improvisation Part 3

a. RHSoloing
i. Solo
1. Motifs andkeeping one idea—

Fund? c-7 £ B wnS B%7
o o e e e e e e !
RepeaT Ipea Ioea . Ivea

2. Call and Response—

Fu C-7 F7 B’ Bs7
3. Space-

a. Leavespace inyowr RHwhilesoloing—

Fun’ c7 F7 Bw B%7
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5. continuously playing vour LH all the time.

B B%7

N
0

¢. Leavespaceinboth hands—

Fun’ (] 7 Bw B%7
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b. LHComping whileSoloing
i. Singlenote melodic lines in LH—

Fun’ c-7 7 Bw’ B%7
~— —fdeo—
— ['l i L L ;0 L A i |
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Jazz Lesson 32

Technique
1. Arpeggiated Thirds Exercise
Figure 32.1
Cws D7 -7 Fw G’ A-7 B-75  Cua
9 ! I T - Yy = I ! = ) E - Pq
52 eiifre e feo iri I
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Harmony & Theory

1. Passing Chord Series (Part 4) Inversions
a. Inthe previous chapters we used passing dimirished chords with inversions. We can

remove dininishedpassing chords anduse inversions ofthe Imaj7 chord(or our other
diatoric chords) to improvise with. If we playthe same chord inroot positionto 1
inversionto 2**badk to 1% and finally backto root, we create motion without changing
chords.( see figure 32.3)

Figure32.3
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Similarly we can do this with ourii-7 chordif we’dlike. (See figure 32.4)
Figure32. 4
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Irecommendstaying betweenthe I ITand ITI chords (with mversions). The use of another
chord will sound like you are changing the progression(or thatthe progressionhas moved
to a different sectionofthe tune). See the practice examplesto get started with some ideas

onhowto use the inversions ofharmories to createimprovised movements for one chord.

2. Wrap Up

a.

There are a lot of waysto seamdessly move fromoneprogression to the next. The concepts
we just discussed are a great foundationto start with new ways ofcreatingmotion Aswe
getinto our advancedlessons, I will go furtherinto RH solo techniques mixed with
differentvoicing techriques for the concepts discussedin these last four chapters.

3. Drop 2 Voicing Series Part 1

a.

What is adrop 2 —Drop 2 is a jazz amranging termin which we takethe 2 secondvoice
fromthe top ofany chord andmoveit to the bottomofthe chord Bill Evanslovedto use
these voicings so oftentimes they are calledthe “Bill Evans”voicings. This arrangement
ofnotes canbe usedwith any chordthatis atleast 3 threenotes. Let'slookatanexanple.
Will start with a root position chordbecause this will be the easiest to visualize. Ina C
maj 7 rootposition we have the chordtones C. E, G, Bb. ( See below)

Cual’

Our top voice is Bb so we want to take thesecondto top voice, the note G, and moveit so
it’s onthe bottom ofthe chord We playthis bottomnote in our LH. We nowhave the
notes G, C,E and Bb. (See below)
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(Droe 2)
Cun)’ Cwuat’
o i
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Thisis a very widely used amranging techrique that canbe used with other mstnments as
well as piano chords. Inthe following sections we are goingto look at other ways we can

put the drop’2 techrnique to good use!

Vocab & Repertoire

1. Intros and Outros Series Part4
a. BalladIntro— Ballad intros are played differently thanmedium orup tempo songs.

They 're my favonite to playbecause ofthe many urique ways youcan set up the intro. Let
me showyou.

i. Pedalwithoctave uptop— Thisis a great one! It’s very simple yetsounds pristine.
Inthisintro we use our pedal tonein our LH with our 1625 our RH, butwe doiit
very slowand adda crystal sound octave above after eachchord. This canbeused
alone orto establish the time a fter the following intros that I desaibe below. Ilove
this one! (see figure 32.3)

Figure32.5
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ii. Improvisedintro s withharmonies andchanging keys - Balladintros will oftenbe
spontaneously improvised Youhavea free rangeto create anyprogression you
want (aslongasit doesn’t straytoo far fromthepiece). You canstart onany chord,
and work your way through progressionbackto the Imaj7 chord of the piece for the
melody to come backin.

During these improvised progressionintros youcanadda key change which
will change the flavor conpletely. This takes a little bit of work to understandhow
to move through keys. Whenever youwant to change keys though, playa V7 chord

ofthe newkey youwish to moveto andyouare onyour way. (See figure 32.6)

Figure32.6
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iii. I VI I V—This is a classic progression that youcanstart with to establish the
keyimmediately. It will clearly statethe harmonies andhelp the bandknow exactly
where to enter. You canuse this as a two barintro in which youwould play each

chordtwice. ( see figure 32.7)

Figure32.7

Toe Or Tune
E-7 A? D7 6’ Cuns’
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Youcanusethisasa 4 barintro insteadof playing a full bar of each chord while
soloing with your RH. (See figure 32.8)
Figure32.8

RH Sowo's
£-7 A’ D7 G’
-4 . , . .

Youcanalsouseit asa 4 barintro and simply play eachchord for 2 beats but
repeat the progression (See figure 32.9)

Figure32.9
£ A’ D-7 G’ £-7 A7
0

iv. The Break Intro for pickups, Out of time— Ifthere are pickup notesinto the
melody, leavealittle space forthe leaderto playthose pickups as they wish. Inthis
instance, we canchoose anyintro, butatthe endofthe progression. once wereach
the V7 chord, we will simply retard thetime andleavea clean openbreak for them
to phrase the pickups intothe melody as they wish. ( See figure 32.10)

Hir Crorp
Figure32.11 Anp Breax
-7 G’ Cun 67 Moy
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b. BalladOutro

i

Theslow downritardto the V7 —Ballads typically endby placing a slight ritard on
theii-7 chord and thenperforming a fermata overthe V7 chord: lettingit ring out.
This could be a couple ofnotes, or 2-3 minutes worth offill time. Itisup to youto
watch andlisten intently so you cantake their cue on whento finish with the Imaj7
chord. (see figure 32.12)

Figure32.12

D-7 Rr. E: Cunt’
. o)
T & z

il

I

Half Step above maj7 chord— A great delayed resolutionto the Imaj7 chordisto
go to the bIImaj7 chord You canembellish this chord for aslong as you want.
Afteryou are done youresolveto the Imaj7 chord and embellish this chord. (see
figure 32.12)

Figure32.12
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Whole Step dominant below — Another delayedresolutionis to move toa bVII

chord. Justlike above, youcan go to thebVII7 chord and embellish this chordthen

resolve to the Imaj7 chord (see figure 32.13)
Figure32.13
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iv. lo7to Imaj7-Hereis another delayedresclution Use the same steps above for this
progression. (see figure 32.14)
Figure32.14

D7 G’ Co7 Cuat’
—9 1 1 1 1

v. Solo—(trillto I withIVmaj7 to 4-, trill)-This endinginvolves a trill on the fifth
that goesupto the one. Inbetweenthis repeated phrase we place a progression ofa
I'Vmaj7 chord goingto a IV-7 chord going possibly tothe V7 orbII7 chord thento
the Imaj7 chordto end (see figure 32.13)

Figure32.15
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2. Ballads Series Part 4

i

Double handlines — Using two handedlines while stating the melodyis a very nice
technique in which youcanalso apply chordsto in betweenas well. Doubling the
melody an octave ortwo octaves below with your LH supports the melody and
allowsit to cut through theband more. Try thistechrnique to add somevanationto
the melody. (see figure 32.16)
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LH bass line arpeggios — Bill Evans usedthis technique to create a powerfil yet
beautiful soundwith the LH. With your LH you cananpeggiate the harmories up
the piano andback downwhile your RHis playing the melody. The LH canplay 1,
b7,1.2,3 thenbackdown Or1.3,1.2, 3.Ilove the sound oflanding on the third
atthe top but you canaddandtake away asmuchas youlike to thistechnique. It’s
more about the texture that your LH is creating. (see figure 32.17)

Figure32.17
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Rubatoto time—Itis commmonto starta ballad rubato (having no time). Thisis very
fun. We can go throughthe entire piece at a fast moving pace, andthenslow down
atthe very endto establish a slowtempoto set up the actual time. You canspeed
up, slow down, ormove moderately. Be creative with time! When you are ready to
create a tempo, simply do so with a solid progressionthat leads intothe Imaj7
chord.

Runs and arpeggios- Just like we left the melodyto play toplay chords with both
hands, we can abandonthemelody andharmories conpletely to addruns and
arpeggios. Oscar Petersonand Art Tatumwere masters at doing thisin their
ballads. Inbetweenthemelody you simply add a very quickrun over theharmories
that willlead into the next harmory. This canbe done through single notelines,
arpeggios or any type of fill that extends over the entire piano. We can also enploy
this tactic when playing over a fastrubato pace, and thenmove to settingup the
time. Look at these sample runs youcanchoose to use over certain harmores. (
Figure 32.18)

Figure32.18
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3. Ballads Improvisation Part 4
a. RHSoloing

i

Solo
1. Double Time Solo Lines - Double the time feel in your RH while keeping
your LH solidis a fantastic techriquethat can create anice up tempo
illusion. It also allows you to move your lines a little quickerif you are

gettingimpatient. (see figure 32.19)



© Jazz Plano School 2015

Figure32.19
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2. Irills and ornaments — Trills and omaments cansound greatin ballads. You
cantrill foraslongasyouwant oraslittle as youwant. You cantrnll on one
note or switch back and forthbetweennotes. With your omaments, you can
slide up or downinto differentnotes. You canrepeat your slides; youcan

slide to multiple notes. Be as creative as possible. (see figure 32.20)

Figure32.20
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3. 1 beatreharms solo over each one -It’s possible to reharmeachbeatina
ballad. This createslots ofnice voice leading movements within the
harmmonies. Rehamming eachbeat will give younew optionsto solo over. If
you are unring out ofideas byjust waiting on the Imaj chord reharmthe
barandsolo overtop ofeachrehammedchord. (see figure 32.21)
Figure32.21
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4. Octave RHLHchordfeel - Using an octave inthe RH with animprovised
line while your LH mimics the same rhythmic phrase canbe usedeither
behind the melody orinbetween Whenusing this you want to create very
simple melodies that will sound like you are justvoiceleading harmonies

behind the soloist. (see figure 32.22)

Figure32.22
D-7 G’
- . £ E ,
N A F b k k }
l 1 T ‘

% L-rw

ST T
94—t

v
%

b. LHComping whileSoloing
i. Solo

1. Tenth'sto chord—Inastride type style, insteadofplaying a bassnote down
belowyou canaddyouwrtenthin as well and thenmove to a chord. So
you're LHisplayinga tenthonbeat 1 thenmovingto thechord onbeat3. 1
love thismethodbecause youhear a nice harmony before jumpingto a full
chord. It creates a very well blended sound for youto solo over. (see figure
32.23)
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Figure32.23
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. Ito 3+7 -Insteadofplaythis voicingtogether all at once we canhit the

bassnote first and thenplaythe 3+ and 7% This adds a little more rhytlmto
your ballad and cankeepthetime flowing steadily, as opposedtoifyou
playedallthree ofthesenotes at the sametime. (see figure 32.24)

Figure32.24
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1. Double time feel with Erroll Garner Feel— Avery unique style to useisa

double time feel that creates a march-like effect. Erroll Gamer would use
this feel a lot in his playing. We are creating a steady quarternotepulse
with our tenth by playing eighth notes, butinstead of playing themlong, we
are playing themvery short. Our RH is going to solo using octaves while
putting chordtonesin the middle. We cantrill our octavebetweenour
thumb andpinky whenever we want to add this texture. Also, insteadof
adding chord tonesin the middle we canadd a cluster of anynotes we wish.
This provides more of a dirty soundin the middle what youwant more ofa
rawsound thena clean one. (see figure 32.25)

Figure32.25
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4. Tune Reharm Series “The Nearness Of You”

a. Harmony And Theory
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1. Passing Chords—Using Inversions for movement -

Figure32.26
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b. Vocab

i. Intros and Outros Series Part4
1. Balladntro
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2. Pedalwithoctave uptop—
Figure32.28
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3. Improvisedintro s with harmonies andchanging keys -
Figure32.29
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Figure32.30
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3. TheBreakIntro for pickups, Out of time—
Figure32.31
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ii. BalladOutro
1. Theslow downritardto the V7 —
Figure32.32
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2. HalfStep above maj7 chord—
Figure32.33
67 c? 6o Funs”

TP

3. Whole Step dominant below —

Figure32.34
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4. lo7toImaj7-

Figure32.35
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3. Solo—(trill to I withIVmaj7 to 4-, trill) -
Figure32.36
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iii. Ballads Series Part 4
I. Double handlines—

Figure32.37
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2. LHbassline arpeggios—

Figure32.38
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3. Rubatoto time—No Exanple
Figure32.39
4. Runsand arpeggios-
Figure32.40
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iv. Ballads Improvisation Part4
1. RHSoloing
a. Solo
Figure32.41
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b. Double Time Solo Lines -
Figure32.42
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¢. TIrills and ornaments —
Figure32.43
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d 1 beatreharms solo over each one -
Figure32.44
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e. Octave RHLHchordfeel -
Figure 32.43
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v. LHCompingwhileSoloing

1. Solo
a. Tenth'stochord—
Figure32.46
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b. lto 3+7 -
Figure32.47
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2. Group
a. Double time feel with Erroll Garner Feel—

Figure32.48
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