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chapter one: the menu

theory instead of jazz truth. The only

There is a reason why jazz harmony is called jazz
jo around the music, trying

truth is in the music itself. Theory is an intellectual dance we ¢
to explain what's happening and why one thing sounds beaut iful to some of us, and

another sounds terrible.

This book shows my own approach to voicing standard songs composed by masters like

Duke Ellington, Billy Strayhorn, George ¢ iershwin, Cole Porter, and so on.

Some voicings could also be considered standard. Two jazz pianists, one in New York
the other in Shanghai, will likely play the same left-hand voicing for D-7. Only a few are
played often enough to be thought of as “‘standard™ lefi-hand voicings, upper structures,
fourth chords, So What chords, stacked thirds, the Kenny Barron Chord, and so on. You
will need to practice all of these chords separately, in every key, to gain the skill you'll

need to play them intuitively.

About notation
The 6% and 13 are the same note. 6% is notated on major and minor chords, the 13 on

a dominant chord. The 4th and 11'" are the same note, used about equally. I notate major
seventh chords as “C.” Many jazz musicians notate it as CA. Take your choice, but be

able to understand someone else’s choices!

ALICE IN WONDERLAND
«“Alice in Wonderland”! is a song by Sammy Fain and Bob Hilliard.? Figure 1-1 shows a
lead sheet of the tune, with the changes that I usually use. Different pianists use different
sets of chords in standards, and this may not match the lead sheet of the ones you might

have.?

Later in this chapter we will break the song up into smaller sections. Bars 1-4, for
example, indicates just the melody and chord symbol. Bars 1-4a indicates the same, plus

the addition of the correct chords from the Menu.

1 | will abbreviate the title of the song as “Alice” in the text.
2 Copyright 1951 Walt Disney Music Co. All Rights Reserved. Reprinted by Permission.
3 Listen to Bill Evans’ version, on The Complete Village Vanguard Recordings, 1961.
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Lefi-hand Voicings

So

nu are the lefi-hand voicings. { In these voicings, the entire
lc.l‘t hand, leaving your right hand to either play the

oicing played w i1l work with the melody note that

On the first line of The Me
weight of the chord is carried by the
melody or improvise.” The lefi-hand
is shown in the lead sheet of the tunc.
Left-hand Voicings come in two positions: A" and “B.” If you drop iniﬂ a _iil-’hf club from
Chicago to Mexico City. you'll hear the jazz pianist play both the “A E.Illi.l “B" positions

a lot. ;'m'; will notice that all six voicings are roetless. There is no “D™ in the D-7 chord,

and no “G" in the G7 chord. There is a “C” in the C major chord, but its not the bottom

note. where the root is traditionally found.

Plav them several times until vou get used to hrearing them as rootless chords. And

practice them in all 12 keys.

All voicings shown below the left-hand voicings are two-handed voicings. Left-hand
voicings and two-handed voicings are coequal — they both sound fine, either separately or
combined in playing a tune. You can play entire tunes just using left-hand voicings, and
they will sound fine. This book gives prominence to two-handed voicings, because the
more notes vou play, the more colors you have, and they sound fuller.

What chords
On the second line of The Menu are the So What Chords.® Bill Evans played this voicing

prominently on Miles Davis” important recording of the song of the same name.’

The four chords shown are all the same, with an extra doubled “C” on top in the third and
fourth bars. Instead of memorizing them by their positions in a D-7 chord (root - 4t - 7.
319~ 5%), its much simpler to look at the intervals between the notes. From the bottom up,
the intervals are 41- 4% 4. major 319, That’s much easier than memorizing their position
in the chord itself. After practice, your hands will automatically shape themselves to the
chord. This type of learning by feel is called muscle memory. Practice them around the
Cycle of 5ths.

4 Abbreviated as “LHV" in the music.

5 The “B" position of lefi- i .
by the left hand. hand voicings are shown in the treble clef. but are played

6 Al;bre\riatgd as “SW" in the music.
7 Miles Davis, Kind of Blue, Columbia Records.



CHAPTER 1

The Cycle of Sths is shown here:

C Jazz musicians use the cycle of Sths to
F G practice, because it follows the direction
L of most harmony found n standards and
B b C _‘11 - D jazz tunes. Unlike classical musicians, we
g {]( P ( go around the cycle countere lockwise
M |

1

Eb - ()I' kY A [ ook at the roots of a 11-V-1 progression,

- . D-7.G7.C. D, G, and C, ® follow each
A F\%‘};_ N | FU}’]"] 5‘ other connterclockwise around the cycle

R - E [ had a dickens of a time drilling this into
my students’ heads while teaching for
D b a couple of years at the San Francisco
G h Conservatory of Music. They had all

learned the cycle clockwise. Their usual

reaction was “we already know it clockwise, so why should we learn it counterclockwise? ™
As an example, the roots of the first few chords of the standard *All The Things You Are”
are F-7. Bb-7. Eb7. AbA, DbA...five chords in a row (F, Bb, Eb, Ab, Db) whose roots
follow counterclockwise around the cycle. See FIGURE 1-3. So when you are learning a

new voicing, practice it counterclockwise.
FIguee 1-5 ALL The THINGS ‘o0 Ace TeQOME KERN

) Bh-1 Ep? Ab Ob

8 Many_jazz musicians notate a major chord as “CA." Because "C" can indicate either a
C major seventh chord and a C69 chord, | opt for the single letter "C".
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ici Xt one.
Another tip: don’t wiggle your fingers as you g0 from the same voicing to the next

i You may pivot your hand
ici ill feel the same no matter what key you are in. : 1
v r fingers still retain the same shape.

when changing a black key to a white key, but ynu. |
Musele memory, or tactile memory is what lodges in your brain.

chords: D-7 and Bb. D-7 has

i t the same voicing can be used on two different
s . y it is usually played on a D-7

a “D” in the root and the 5% in the melody, as that’s the wa :
chord. The same voicing also works as a rootless Bb, with “A,
melody.

’ the major 7™ now in the

In the third bar, the added “C” is now the minor 7" of a D-7 chord, and in the fourth bar,
the extra C is now the 9% of the Bb chord. Don't think for a moment that a bass player's
note determines whether the chord is intended to be D-7 or Bb. I find that it sounds like
either, or both, and your audience won't start throwing things at you, whether or not
you’re playing with a bass player.

Fourth Chords
Now look at the third line of The Menu. These are the Fourth Chords,” so called because
they are made up entirely of diatonic fourths. “Diatonic” means “in the key,” as all of the
chords shown here are in the key of C. Each chord is made up of 4ths, but one of them,
between the 4% and 7t notes of the C major scale (F and B in this case). is an augmenied
4" better known as a rrirone.!?

In the Menu there are seven fourth chords on this line, some played more often than
others. Oddly enough, the root of the chord is usually the top note. The first one shows
perfect 4's extending upward from E, the 3" of a C major chord, to C, the root, on top.
If you're playing a song with the root in the melody of a major chord, as the Eb on the
first chord in “On Green Dolphin St,” or as the C on the first chord of “What’s New?”
(FIGURE 1-4), this is an ideal voicing.

"ON GReeN Flguee 1-4

QoLoHIN 61° € WirsNew? g o
| ¥ e 1 £ | __—g__—-—- ——
h S

i 1 Mk e = =

? Ahbmv_iat&d as "4ths,” in the music, not to be confused with "4™h." a note in a chord.
0 An ancient musical term, denoting an interval made up of three whole-steps.
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Back to the The Menu, Fourth Chords line
Notice that there is a “*5"” next to G in this chord,
Fourth chords are so spread oul that omitting the note on top creates a good voicing for a

d with the 5™ in the melody: only four

as G is the 5" in a C major chord,

C major chor notes, but a very full sounding chord.
Fourth Chords line are the same VOICINE, because they
and G7. Notice that on the D-6 version cither the
er the 5 on top or the 9" on

hetween F and B, but it 15 still

The third and fourth chords on the
will work on two different chords, D-6
root on top or the 51" on top works. On the G7 version, cith
top works. (Remember, there is a tritone in these voicings,
a diatonic fourth.) And again, don’t worry about the bass player. When you're playing
with one, if he or she plays either the G or D n the bass, it won’t make any difference

Bass players don’t play the roots of chords all the time.

In the fifth bar of the fourth chords 1s a sus chord. This chord is associated with Carole
King, Stevie Wonder and others in pop music of the 1960 and 1970s, but was first
popularized in jazz by Herbie Hancock on his classic song “Maiden Voyage”!! in the
1970s. This is an unusual voicing for a sus chord, made up entirely of 4ths, with the 13
in the melody. It can also be played as a four-note chord, with the 3 in the melody. Just

omit the top note.

Note also that this “sus” chord has a B, the major 31 of the Gsus chord. It is a well-
known myth that “the 4 takes the place of the 3™ in a sus chord,” or “don’t ever play a
major 3 in a sus chord!” If you doubt that, listen to Herbie Hancock playing an Ebsus
chord on the bridge of Maiden Voyage, with G, the 3%, on the top of the voicing.

In the sixth bar of the fourth chords is a six-note chord, G7, a voicing often played as
the first chord in a blues. Because this chord voicing has six notes, any of the top three
notes: G (the root), D (the 5th), or A (the 9th) can serve as the melody. So the chord can be

played as a four- five- or six-note chord.

The 4™ voicing in the last bar on the fourth chord line is the same as the voicing for Gsus
in the fifth bar, but with an additional 4t on top: A, the 9'" of the chord.

Upper Structures
Now look at the line of The Menu called Upper Structures.'? These came into

prominence in jazz piano back in the 1950s, as played by Bill Evans and Wynton
Kelly'. They consist of the 3" and 7t or tritone of a dominant 7 chord, with a triad

11 Herbie Hancock, Maiden Voyage, Blue Note Records, 1965.

12 Abbreviated as US in the music.
13 On Miles Davis’ “Someday My Prince Will Come,” Columbia Records.
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oy erimposed on top. They are played on dominant chords with alterations'* that is,

" dominant chords with at least one alteration (b9, +9, +4, or b13), often with more than
~ one. Upper structures are kind of backwards: the most delicate and unstable interval,

the fritone, is on the bottom, while the strongest and most robust chord, a major triad, is

on the top. The overtone series can play havoc with this instability, which you must pay
attention to when problems arise (more on this below).

First, look at the Roman numeral underneath each chord: the first chord, played on a
C7+4, has a Il underneath it. That is because the roof of the triad, D, is a major second
above the root of the notated chord (C7+4). Hence “IL.” Roman numerals differentiate

between different upper structure chords.

In addition, the 3™ and 7 on the bottom of the voicing can be reversed, putting the 7*

on the bottom and the 3" on top.!5 Furthermore, because triads can be played in three
different positions — root position, first inversion, and second inversion — any of the three
notes of the triad can be used as a melody note. FIGURE 1-5 shows a C7+4 chord with
five choices to harmonize a melody note. Either the 13th, +4, 9 or 13 can be in the
melody. See how the left hand tritone is reversed, first with the 3™ on the bottom, then the
7', as the chord rises on your piano. Both left hand and right hand need to be fairly close

together for upper structures to sound good.

Flguee 1-5 UPPER STRUATURE CHORD “II" IN VARIOUS POSITIONS
074 (7.4 074 074 074

L= 2 L l
a2 b S hS b3S
I I I I I

Notice also that the space between your hands is kept small, never more than a 4th,
hecaus.e if it increases by anything more than that, the chord will sound somewhat empty.
1?1 add.:tmn, if the melody note is played high on the piano (as it is in the last bar on the
line), it needs to be doubled, to avoid a tinny, “music box” effect, and to get a fuller sound
(sf:e fifth bar of Figure 1-5). So a pianist has five different choices to use these voicings
with a melody note on a dominant chord with a +4.

14 Not to be confused with the “alt” chord
15 Shown as both in Figure 1-5. '

b B i 2
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In The Menu, note that the upper structure voicing in the last bar has a lower case'”

Roman numeral below it, because it has an F# minor triad on top.

A Few Other Voicings
The last line of The Menu shows three different voicings: Stacked 3rds, the Kenny Barron

chord, and the Evervthing chord.

Stacked 3rds is just that; Play the root of a minor 7" chord in your left hand and add
3rds ghove it, all white notes because D-7 is in the key of C. The top note is “G,” the
4% of a D-7 chord. This chord is often played on a minor 7% chord with the 4" in the
melody. Remember, the fourth and eleventh are interchangeable terms: they both mean

the same note.

The Kenny Barron chord!” is another option to play on a minor 7% chord with the 4" in

the melody, but is much more spread out. Rather than memorize each note’s position in
the D-7 chord (root, 51, 9th, 31, 7t 4t ook at your hands as you play this chord. Both
your left and right hands are playing two perfect Sths, with a half-step between your
thumbs. When learning to find this chord, aim your left hand little finger at the root, your
right hand little finger at the 4™, and the other notes will fall naturally on the correct notes

in the middle. Again, muscle memory.

The Everything chord in the very last bar of The Menu contains all seven notes in the
altered scale, and is played on an alt chord' with the root in the melody.

VOICING “ALICE IN WONDERLAND"
Now look at FIGURE 1-6, another view of “Alice.” One additional item has been added
to the lead sheet of “Alice” shown in Figure I-1. To the right of each melody note i1s a
number denoting its place in the chord (root, 9™, 3", and so on).

16 "“iv minor" instead of “IV."
17 After the great pianist Kenny Barron.
18 The alt chord and alt scale are built off of the 7" mode from the melodic minor scale, a type of

scale and harmony very different from the major scale, and explored more fully in Appendix |.
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Now look at the first four bars, Bars 1-4. The first chord is D-7, and the first note in the

melody is G, the 4" of D-7. Again, these are the first two notes { D & ) that count.

Bags 1-4

These are the two things to keep in mind so you can proceed,
* the melody note

« the root of the chord.
Look down The Menu until you see any minor 7th chord symbol with the designation

“4t just to the right of the melody note. The chord voicing shown will be one of the best
two-handed ones to play on that chord. It’s the one shown in the first bar of the last line,
labeled Stacked 3rds, so-called because it consists of notes stacked in 3rds.: D, F, A, C,E, G,

all white notes.

of Stacked 3rds is also a minor 7 chord with the 4% in the

The voicing just to the right
the first bar would make

melody. called the Kenny Barron Chord. However, playing 1t on
it sound too low on your piano, so stacked 3rds is the better choice.

Now look at the second bar of Bars 1-4, a G7alt chord with the root in the melody. Again,
look at The Menu. Do you see a dominant chord with root designated just to its right?
There are two choices: one on the fourth bar of the third line, Fourth Chords, shows a G7
chord with the root in the melody. There is another voicing for a G7alt chord with the root
in the melody, the very last one on the last line, called (my term) the everything chord "®
We’ll choose this one, because although it has only one more note than the one from the

fourth chords, it has a fuller, richer sound.

Look at the third bar of Bars 1-4, a C major chord with the 3™ in the melody. See a two-
handed voicing for this on The Menu? There isn’t one, so look up at the first line of the
Menu, left-hand voicings. There are two voicings for a major chord on the top line of The
Menu, lefi-hand Voicings. These are also called rootless voicings, because the bottom
note in each is not the root of the chord. Again, the little numbers shown to the right

of each melody note show their positions in the chord. None of them has the 3" in the

melody, so a lefi-hand voicing will do.

19 Because it contains all seven notes of the altered scale.
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A word about left-hand voicings.?’ You should memorize the two sels shown, ;,AL h played
w : : 1 - 1 o o 'I- » 5
on a 1-V-I in the key of C, in all twelve keys as soon as possible, as [1-V-1 is the most
played chord progression found in jazz.

Now look at the fourth bar of Bars -4, a major 7" chord With. lhc- ik ‘Ih"*:l'}“‘-'ll’l”l-‘-" Id
There is one, in the 4 bar of line 2, the So What chords. Playmg it on !1h15, -_11mc ]‘u'..ft'll.l ( |
put it too low on your piano, so a lefi-hand voicing again wark.‘_i I_msi. If the chord sounds
too harsh to you, simply omit the bottom F to create a root-position chord.

Now look at Bars 1-da, for the first four bars harmonized. Play them and listen Lu.lht:
sounds. Left-hand voicings mix well with any two-handed voicing. When you switch
from four notes to as many as six from chord to chord, they still flow smoothly.

or) EVEQYTHING LW LAV

Now look at Bars 5-8. The first melody note in the first bar, “D” is the 5" of a G7 chord.
Looking at The Menu, this corresponds to the chord in the fourth bar of fourth chords.
In the second bar of Bars 5-8, we see “E.” the root in the melody of an E7alt chord. Look

down The Menu and see if you can find an “alt” chord with the root in the melody. Yes,
there 1s one on the Upper Structures line, in the second bar.

Bags 5-3

-wr'ri

The example on The Menu is based on a C7alt chord, but the *
chord, so you’l] have to transpose. Look at the Roman numera

alt” chord in Alice is an E7alt
| beneath the chord — “bV1.”

20 Practice them in all keys.
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That number measures the distance between the root of the C7 chord up to the root of the
Ab major triad. An “alt” chord requires a bVI upper structure. Back to the second bar a b6
above E would be C. and a C major triad would sit on top of the 3" and 7" (Ab and D)?!

of the E7alt chord.

In the third bar of Bars 5-8 is an A-7 chord with E the 5™ in the melody. Looking at The
Menu, you can spot that in the first bar of the So What Chords. In the fourth bar of Bars

5-8, the melody is a G, the 3rd of an Eb7 chord. There isn’t a good two-hand example in
The Menu so a lefi-hand voicing is your best choice.

Bars 5-8a shows the harmonization of Bars 5-8.

Bags -84
a7 ETr A-T g7
| < _ e gt
¢ = —F E=F—— =t
= — i 1 :
brus i An) LWV
T vp B L hf —7

Now, look at Bars 9-12. Bar 9 has a G7 with the 5" in the melody. Again, look in The
Menu for a dominant chord with the 5 in the melody. You’ll find it in the fourth bar of

the Fourth Chords.

Bar 10 has a richer chord, a G7b9 with a +4 as well.?? Look at the Upper Structures line
and you’ll see that chord in the last bar, a C7b9 also with a +4. With a different root (G
instead of C), you will have to transpose the voicing shown in The Menu so it will work
for the G7b9 +4 chord. This is a big six-note chord that I have heard Herbie Hancock

play. Hear how the melody note (E) 1s doubled for a richer sonority.

Baes 9-17

CHAPTER 1

A
G? G7p u Aus

21 The G# is shown in Bars 5-8a as an Ab.
22 +4 and +11 are the same note - just different ways of notating the same thing. The 6" and
13™ are also the same note, but by tradition, 6" is used on a major or minor chord, 13t on a

dominant chord.

13
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ar mmm a C major chord with the 3 in the melody. This is the
mﬁjﬂmﬂ in the third bar of the song, and should be voiced the same
id voicing.

~ Bar 12 shows an ATalt chord, which suggests that you play the alt voicing shown in the
L Jpper Structures line of The Menu. The melody is so high that you will need to double
. the melody .

Bars 9-12a shows the harmonization of Bars 9-12.

Bags 9-104
@‘I-, . 1’; 0 = :ﬁ'fn.-r :
Pk
FaHEL - 8t o’ f :
B j
dtus ve LAY s

Now look at Bars 13-16. Bar 13 is a minor 7th chord with the 4th in the melody, which

suggests either a stacked 3rds or a Kenny Barron chord. Because the melody is so high,
the Kenny Barron Chord will sound best.

Bags 13-16
0~ G B4 Eh
J—u—ﬂ—m—f m{ﬁfﬂ__; i I,- LT : b. %00 g

Bar 14 shows a Gsus chord with the 13" in the melody. There is a voicing in the fourth
chords line that fits this chord perfectly.

Bar 15, the first bar in the first ending, has a Bb7+4 chord with the 13" in the melody.

.Dm'ninant chords with any alteration suggest an Upper Structures Chord: the one with the
‘Roman numeral “II” under it is the perfect solution.

Ak
¥
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Bar 16 in Bars 13-16, just before the repeat sign, shows an Eb7 chord with the 3 in the
melody, the same situation as in bar #8 of “Alice,” although an octave higher, which
doesn’t change anything when playing left-hand voicings.

Bars 13-16a shows the voicings for these four bars.

Bags 15-16a

K8 dtHe i LRV

We have now completed the first 16 bars of the song. I bet by now you have “memorized”
(1 prefer the term internalized) some of the voicings. If so, you are well on your way io
being able to do this without referring so often to The Menu.

Bars 17-20 start with the second ending, the first bar of which is a C major chord with
the root in the melody, which is the same chord as in the first bar of the Fourth Chords.

gags 17-20

-r

Aus A7) Em Gsus
; OIS Y e

-

The second bar in Bars 17-20 shows an A7alt chord with a +9 in the melody. Remember,
dominant chords with any alteration suggest an upper structure chord, and an “alt” chord
would be the upper structure chord bV1 because it contains a #9.

The chord right before rehearsal letter B is an A7b9 chord with a C# in the melody,
Upper Structure VI

15




sal Bun b? chord with the root in the melody. This ,
g MM However, the spread of the chord goes just a bit
a W voicing is indicated.

ﬁﬂ“ﬂﬂr in Bars 17-20 has a Gsus chord with the 9 in the melody. This voicing
appears in the last bar of the fourth chords.

Bars 17-20a shows the voicings for Bars 17-20.
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Bars 21-24 (on the following page) show an E7alt chord in the first bar with G, the +9, in
the melody. We've had a few alt chords so far, and hopefully you remember that it calls
for an upper structure chord. Which one? If you don’t remember, it’s bVI. That would
mean the 3" and 7 of the chord, Ab?* and D, in the left hand, with a triad a minor 6
above E, the root. In other words, a C major triad.

:l'he second bar of Bars 21-24 is an A-7 chord with
is not the first example of a minor 7' chord with th
remember that it calls for a lefi-hand voicing.

ﬁ'I: z:: ba: ::‘ Ba.:s 21-24 has a D-7 chord with the root in the melody, again not the
in “Alice.” By now you should start to remember which of the voicings will

C, the 3 in the melody. Again, this
e 3 in the melody, so you hopefully

Gnmr piano. If you have a 9' concert grand, the fourth chord

even this chord can sound too high to be comfo

rtable.
as no overtones, all bets are offl. On any pia
what sounds too low or tog high. o O

the same note spelled two different ways. Ab is the
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CHAPTER' 1

Bags 11-14
€Tt A 02 G

work well, so you will have less need to consult The Menu Repetition breeds familiarity!

It calls for a lefi-hand voicing.

The last bar has a G7 chord with the melody note G. That’s going to be a fourth chord, a
simpler choice than the everything chord.

Bars 21-24a shows the harmonization of these four measures.

Bags 11-14a
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Bars 25-28 shows an E-7 chord with the 5t in the melody, calling for a So What chord.
This is followed by an F major chord in the second bar with the 7% in the melody, also
calling for a So What chord. This an interesting situation, an example of parallelism,
where two identical chords follow one an another, but in a different place on the piano,

often with different functions.

The third bar in Bars 25-28 has a D7 chord with the 3rd in the melody. This again calls
for a left-hand voicing.

Bags 15-18
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" The last bar in Bars 25-26 shows an 7 chord with the 5% in the melody, an obvious

candidate for a Fourth Chord.

Bars 25-28a shows the harmonization of Bars 25-28.

Paes 15-18a
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Bars 29-34 are the last six bars of the bridge of “Alice” before the D.C. al fine. Bar 29
has an E-7 chord with the 5' in the melody — a So What chord voicing. The next bar has
an A7 chord with the 5™ in the melody — a Fourth Chord. The third bar consists of a D-7
with the 5 in the melody — a So What chord. Am 1 going too fast? These last three chords
already occurred so many times that I'm hoping you have them internalized by now.

The fourth bar has a Bb7 chord with the 5% in the melody — a Fourth Chord. The next-to-
last chord in Bars 29-34 shows an Ab7+4 chord — an upper structure chord. The last bar
has a G7b9 chord with the 3™ in the melody — another upper Structure Chord.

Baes 19-%4
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I zoomed through the last few bars very rapidly, in the hope that you could quickly

guess the corre_ct voicing, If you couldn’t keep up, go back over each one, comparing the
melody note with the chord in order to pick the best voicing.
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Bars 29-34a shows the complete harmonization of the final six bars of Alice In Wonderland.

Remember, the voicings shown in The Menu are only a partial list of choices. Many more
can be found in my Jazz Piano Book,?’ other books, and most importantly, you can find
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them with your ears when you franscribe.

PRACTICE TIPS

If you have classical training, what piece do you know from memory? Close the fall board
on your piano. What is the first note of that piece (or lowest note if it’s a chord) in your
left hand? No, don’t wiggle your fingers! Ah, its an A. What’s the next note? And the next?
And the next one? Most people hit a wall very quickly. I thought you knew this piece?

So what part of your brain remembers what to play? Its your fingers. Muscle memory,
finger memory, tactile memory - whatever you want to call it is how we learn. It also helps that
the piano is a color-coded instrument. The notes are either black or white,

A C#7alt chord has six white notes but only one black note.?

Use this knowledge when you practice! When you are practicing the Kenny Barron chord
around the cycle of 5ths, aim your right hand little finger toward the 4" of the chord, and
your left hand little finger toward the root. Stretch your fingers so that each hand plays
two perfect Sths. Keep a half-step between your thumbs. Now without wiggling your

fingers, move to the next chord in the cycle of Sths.?

25 Sher Music Co.
26 By contrast, all the notes of a C#7alt chord on a trumpet of trombone are brass-colored, all

bass and guitar notes are string-colored, and so forth.

27 An arrangement of all 12 notes in the chromatic scale going down in 5ths, in a
counterclockwise direction. Classical musiclans go clockwise, which is of no use when
improvising. The roots of the II-V-1in C are D, G and C, the notes moving counterclockwise.
The roots of the first five chords in the standard “All The Things You Are" are F, Bb, Eb, Ab and

Db - five chords in a row moving counterclockwise.
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play all chords — So What, Fourth Chords,

FEREY

E n?nham the entire “Alice in Wonderland” voiced from The Menu.
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chapter two: applying the menu

FIGURE 2-1 shows a lead sheet to Harry Warren's' classic song “You're My Everything.”

Copyright 1931 Wamer Bros., Inc, Harms, Inc. and Olde Clover Leaf Music, Copyright renewed 1959 WB Music Corp.,

Warock Corp. and Olde Clover Leaf Music. All Rights on behalf of Olde Clover Leaf Music administered by Bug Music, Inc.,

A BMG Chrysalis company. All Rights Reserved. Used by Permission. Reprinted by permission of Alfred Music and Hal
Leonard Corporation.

b ek e 5
1 Joe Young is listed as a co-composer, with lyrics by Mort Dixon.
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The chord changes are quite different from the original, mostly adapted 'LTUT_” Fmdf“‘: .
Hubbard’s CD “Hub-Tones,"2 but simplified both rhythmically and harmonically for this

book. I'll introduce some new voicings, even a couple in roof position.

After voicing ‘Alice,’ you probably know most of the ways to voice a song from The
Menu, so I'm going to give you far fewer hints this time around.

Short test:

What are the two voicings I suggested that you use for a minor seventh chord with the 4

in the melody?

What is the best voicing to use for a dominant seventh chord with the 3™ in the melody?
If you can’t answer correctly, I hereby give you permission to look back at The Menu in

Chapter One!
What is the best voicing to use for C7b9? for C7+4? For C7alt?

Look at Figure 2-2, *Alice’ again, with just the melody notes indicated. How accurately

can you play it?

2 Freddie Hubbard, Hub-Tones, Blue Note, 1962.
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Copyright 1951 Walt Disney Music Co. All Rights Reserved. Reprinted by Permission.
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CHAPTER 2

Now go all the way back to the lead sheet for *Alice.’ Figure 1-1. How accurately can

you play it?
OK, let’s go on to “You're My Everything™!

“You're My Everything” is shown in full with voicings at the end of this chapter as

Figure 2-14.

Look at Bars 1-4, the first four bars of “You're My Everything.”* Something new has
been added: a bass clef without notes or rests. That’s right — you're going to have to fill
them in yourself. And use a pencil, not a pen. If you don’t have all the voicings with their
melody notes internalized, go back to The Menu in Chapter One and review them.

A A 61 Q& H1 B € A

g

I r

Look at the first (pickup) bar, with E in the melody over a G7b9 chord. E is how much
above G, the root of the chord? I’'m not going to tell you this time! If you have trouble
identifying intervals, here’s a primer on how to do it: Figure 2-4, titled infervals.*

An interval is the space between two notes. Figure 2-4 shows each interval, from a half-
step to an octave. Note the alternate name (shown above) for the minor sixth. Both names

shown above the C and Db, and the C and D are used about equally.

AR et P

3 The pickup bar is not

4 I'm going to be inserting a
the theory in The Jazz Piano
contain new material.

numbered, and from here on in the text, I'll call the song “Everything.”
lot of theory into Chapter Two of this book. Even if you've studied
Book or The Jazz Theory Book, read these insertions because they

27
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Inverting intervals: major becomes minor / minor becomes major / perfect remains perfect /

tritone remains tritone / and the two intervals add up to “9”

Play the intervals on your piano, based on C. Then do so without looking at the music,

and with your eyes closed. Listen to what each interval sounds like. There are certain

clichés, for example that a minor interval sounds sadder than the major interval with the

same number (as in a minor 3'd sounds sadder than a major 37). It also helps to connect
intervals to their use in tunes. For instance, the first two notes in “Over The Rainbow™

form an octave. The second and third notes in Cole Porter’s “I Love You™ form a
descending major 7th,

Look at the text lines at the bottom of Figure 2-4, called inverting intervals. This
s important for several reasons, not the least of which is hav ing to transpose while

accompanying singers, who may ask you to play “Lush Life,” normally in the key of Db,
pose down a major 2" (from Db down to

in the key of B. Yikes! It’s much easier to trans
B) than up a minor 7t (From Db up to B).
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Look at inverting intervals again:
* A major interval becomes a minor interval when
inverted. as in a major 3™ becomes a minor 6%

* A minor interval becomes a major interval when
inverted. as in a minor 7" becomes a major 2",
I'll let you work out the rest yourself, but note that the two intervals add up to 9. Wow,

the Nobel prize in Music should have gone to whoever noticed that first!

Now repeat the process based on F, then Bb, then Eb, then Ab, and so on, around the
cyele of Sths, which was shown back in Figure 1-2.

Return to Bars 1-4 of “Everything,” the G-7 in the second bar, with an E, the 6™, in the
melody. I don’t think there was an example of this in ‘Alice.” Look down The Menu

(I know I just told you to try not to look back at it, but I will grant you a temporary
dispensation), and tell me if you see a minor 7t chord with the 6" ® notated anywhere.
There isn’t one, so use a lefi-hand voicing. Bars 1-4 should be easy as both bars feature

I1-V progressions, which suggest...you should know by now!

Bars 5-8 start with a minor seventh chord with the 4" in the melody — you have two
choices, one with the notes close together, the other with the notes spread wide apart.
Let your ears decided which one to use. The third bar of Bars 5-8 has a G7 chord with
the 13 in the melody. Do you remember this from The Menu? The top note of the G7
voicing is E, the same note as the melody. Rather than use two fingers to play the same
note an octave apart, omit the E in the left hand.

Bags 5-8

oF] G F-A
—_———— — e e
— T I _'_.t_t#i__"l
H""-..___-__-_—__-_._._...—"
..... { =
t i

elpan i e Gl forsling
5 The 6t and 13t are the same note. On minor and major chords, it is notated as “6". On dominant

chords, it is notated as “13™
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The fourth bar in Bars 5-8 has a new chord: F-+7, called mmnr-mqfﬂ:'h bcc&lJF:c ’ hdb z
minor 3 and a major 7™, It is similar to an F-7 chord, cxcept}hat the ?, ‘has bu:: :15; :
Figure 2-5 shows the chord first in root position, then as a left-hand voicing. Leil;‘._ml ;
voicings usually have the 3™ or the 7" as the bottom note. However, the mc‘lotjy ere is
very low, which would force a left-hand voicing into the muddy rangﬁ:, 50 1 i rearranged
the notes with the 7% on the bottom. This voicing is one that you won't I:'Cﬂr it e R
supermarket or hotel elevator! Play it both ways to hear what it sounds like. Th1::: chord '?
from the melodic minor scale. Melodic minor scales and chords come from the folk music

of Eastern Europe.

Flguee -5

f-a7 f-47
: 2007 POSITION LEFT-HAND VOICING

What’s the big deal — Western Europe? Eastern Europe? they’re both Europe. Well, back
in the seventeenth and eighteenth centuries, if you wanted to go from Paris to Budapest,

it took you a couple of weeks by stage coach and you might get held up and robbed 2-3
times. There was no internet, no airmail, no telephones at the time, so the influence of one
composer took a while to influence another composer 500 miles away.

The melodic minor scale is a very different animal than the Western European major scale
of Bach, Beethoven, and Duke Ellington. Ah, but changing even one note changes almost
everything, especially the relationships between the notes, and the resulting chords. That

one change, with a minor 3' replacing the major 3 in the scale, gives it and its resulting
chords a darker sound than the major scale and its chords.

Take a look at Figure 2-6, which shows a comparison between the C major and C

melodic minor scales. The major scale has only one tritone, between the 4t and 7' of the
scale (Figure 2-6, top treble clef). The melodic minor scale has two tritones, between the
3" and 6% of the scale, as well as between the 4th and 7' (Figure 2-6, bottom treble clef).
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Flauee 2-6

MAT02 SCALE TRITONE TRTONE..........cccccieieee

= —— —————o———
#é- e e 2 _5——‘5‘“—71::_—3:_ e r_jl

| MELODIC MINOR SCALE TRITONES

TQTONE..........ccovevernn

% = —-—&—'__—br' e — — E————

TRITONE..................

There are also melodic minor key signatures, found rarely in Western classical music.®
The key signature for the above C melodic minor scale would be one flat, but the flat
would be Eb. The key signature for F-A, the last chord in Bars 5-8 would be two flats, but
the flats would be Ab and Bb. What? Is that a major scale key signature?

Although I said that these key signatures are seldom found in Western music, this is

what you see on the piano when you play a chord in a melodic minor key. This is called a
visual aspect. It’s the way pianists see when they play” black notes and white notes. The
piano is a color-coordinated instrument. If you're playing the trumpet, the only color you
see is brass. If you’re playing a C#7alt chord (don’t ask, we're not there yet), you will
see and play six white notes and one black note (C#), and you're in the key of D melodic
minor. You're not in Kansas any more!® There is more on the melodic minor scale in

Appendix L.

& Béla Bartok, The Mikrokosmos, Boosey & Hawkes.
7 Can you guess what other instrument is color-coordinated? It's the harp.
8 For my non-Westemn readers, “You're not in Kansas anymore” comes from the popular classic

movie The Wizard of Oz, in which the world appears to be upside down.

n



' Mﬁnum " 9-12, Bar 9 has E-7, a minor seventh chord with the 344 in the melody.
" Do you remember a voicing from The Menu for that?
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The second bar of Bars 9-12 has an Eb-7 chord with the 5™ in melody. Remember that
one from The Menu?

The third bar of Bars 9-12 has an old familiar minor 7 chord with the 5% in the melody,

The final bar of Bars 9-12 has a brand new chord, a half-diminished chord®. The use of
the word diminished is unfortunate because it implies that it is somehow related to the
diminished chord. There is a slight connection, but its more like thinking of someone
from North Carolina as being from Carolina, leaving out the North.

The half-diminished chord symbol is shorthand for a minor seventh chord with a fatted
5". That’s a mouthful, and takes up too much space on the page. Many chord symbols
have abbreviated shorthand symbols, and this is one of them. The o symbol represents the
Greek letter phi.

Let’s use a root-position chord on this @ chord. The best one is from a chord type called
three-note voicings. They are the subject of Chapter Three in this book, so more on them
later. For now, on a three-note voicing, play the root in the left hand and the 3 and 7* in
the right hand, with the melody note added on top.

The @ chord is also from melodic minor harmony. Here ; i '

. . Here is h lod
minor harmony: . i
The 3!11 and 7th of dominant seventh chords in the melodic minor scale do not have the
same importance as they do on the dominant seventh chords from the major scale.

& | ?' Shorthand is common for the haf-diminished chord symbol: @
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The most characteristic notes in any melodic minor chord are the 31, 5t 7th and 9" of

the melodic minor kev, not the chord. Because Ba is from the key of D melodic minor, the

important notes are F, A, C# and E, the 39, 5t 7t and 9t of D melodic minor, as shown

in Figure 2-7. This may seem strange to you at first, but please go to Appendix I, for

more information

Flguee -7
8-7h8

ord MATOR TTH

NUMBERS ARE OF CHORD NUMBERS ARE OF KeY
0F 0 MELODIC MINOQ

You can arrange any 4-note lefi-hand voicing and play them in any inversion. Figure 2-8
shows the @ voicing in all four inversions. To my ears, the first and third are the most
pleasing. If you’re not used to hearing them yet, listen to some Herbie Hancock records!

Flauee 2-8
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NUMBEQS 0F B0r7oM Notes (5, A, ., €) ARE THEIR AOSITION IN THE LeY 0 O MELODIC MINGR, NOT THE CHORO!
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If they are still not pleasing, you can use the Bill Evans root position version of the o
chord, as shown in Figure 2-9.

Figuee 2-9
By
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Remember, the important notes in any chord from the melodic minor scale anhl i _
resultant chords are notes from the key, not the chord. More, much more, on this in

Appendix 1.

The last chord in Bars 9-12 is an E7b9 chord. Recognize it? There was one axampllcl ”T
‘Alice.” The top note of the voicing is the same as the melody note, so you can omit it in

the left hand.
Baes 15-16
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The first and second bars of Bars 13-16 start out with the an A-7 chord with the 3™ in the
melody, which resolves to D7. What voicings usually work best in [I-V progressions?

The third bar of Bars 13-16 shows an Ab7+4 chord. That suggests an upper structure
voicing. Which one had a +4? No, I ain’t gonna tell you! That bar ends with a very brief
explosion, an E7b9+4 chord. Do you remember that Herbie Hancock chord? It often
helps to remember a voicing if it’s associated with a particular pianist. The rhythm
section usually stops on this chord, with a break, and comes back in. in the first bar of
Bars 17-20.

Bags 17-20
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Bars 17-20 start out like Bar | of the song For variety's sake, however, |'ve suggested

the second of the two voicings shown in The Menu used on minor seventh chords with
the 4" in the melody as it modulates to a Gb7
second bar of Bars 17-20. I've opted to use a rooly
shown in Figure 2-10. Modern pianists mix rootless voicin

+4 chord with the 13" in the melody in the
sasition voicing here. The voicing 1s

gs with root-posiiion voicings

all the time.'"

Flauee £-10
Gh744

The third bar of Bars 17-20 shows an F7+4 chord, an obvious upper structure choice.
The final bar in Bars 17-20 starts with an E-7 chord with the 5 in the melody. If you
haven’t got this one memorized by now, Do Not Pass Go, Do Not Collect $200!"!

The second chord in the last bar of Bars 17-20 shows an A7b9 chord with the root in the

melody. What is your choice?

Bars 21-24 start with a D-7 chord with G, the 4'h in the melody. At this point, let me
introduce a new type of voicing to you called Drop2. First, a bit of theory:

Bags 11-14

10 Listen to solo recordings by Mulgrew Miller for good examples of this approach
11 From the popular board game Monopoly.
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H@M?"nftuhmﬂ{c E, G, and B on a C major 7

her the chord is major, minor, or dominant. Passing fones. on

¢ other h , are “ﬂl‘lﬂ‘m‘.ﬂl in between: the 2%, 4" and 6" notes in the scale that go
d (D, F and A on a C major seventh chord). Got that? You will need to know

g Wmmmw That 4™ (G) in the D-7 chord is called a passing tone.

mm later, the melody drops a whole-step, and is now F. a chord tone. This sets up the
chance to use drop 2. You voice the melody note G as a diminished chord, sec Figure 2-11,
but to make it more pianistic, you take the second note from the top of the chord and drop
it an octave, as shown in Figure 2-12. See more, much more, on drop2 in Appendix 2.'°

MELOOYNOTEG  ME-00Y NoTef
16 APASSING TONE S A CHORO TONE

Figuee 2-12
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i The two last chords in Bars 21-24 are a Bo chord followed by an E7b9+4 chord. This is
..*sc : mlled‘a minor II-V %, The Bﬂ chord, derived from D melodic minor, is voiced with the
s essential notes from D melodic minor, the 3%, 5%, 7 and 9% of the key; not the chord.

12 Much, much more on drop2 volcings in my book The
13 ﬁmhwﬂmm&munmm;}m}mﬁ{m'“m}
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CHAPTER 2
Because the top note of the chord is the same as in the melody, you omit the top note.

The E7b9+4 chord is voiced, not as the upper structure chord from The Menu, but as a
lefi-hand voicing. Simply play the left-hand voicing for Be but lower the 7 a half-step
as you would in a normal 11-V progression. Again, the top note of the voicing in the left

hand duplicates the melody, so you can omit it.

Bage 25-18

A Ap? G Qris Fa Bp14

Bars 25-28 start with an A minor 7" chord with the 3 in the melody, then goes down a
half step to an Ab7 chord with the 3™ in the melody, then a G-7 chord with the 5th in the
melody. These chromatically descending bass note chords against a largely static melody
create a rich patina of colors using the voicings that you have learned so far.

The G-7 chord in the second bar of Bars 25-28 is a simple choice. But the next chord, a
C7+5 with the 9 in the melody, is a new type of chord. A dominant seventh chord with
a +5 usually indicates a chord derived from the whole-tone scale.'’ I've used a drop2
voicing in the second bar of Bars 25-28, followed by the melody notes C, A, and F,
which outline an F6 chord. Because these are all chord tones, I've continued the use of

drop 2 here.

The Bb7+4 chord in the last bar of Bars 25-28 calls for an upper structure voicing. Can
you remember which one to use?

14 The whole-tone scale is one of two artificial scales used in jazz, the other being the diminished
scale. They are called artificial scales because, unlike the major and melodic minor scales,
they are not derived from folk music.
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CHAPTER 2

Bars 29-32 bring “You're My Everything” to a close. An E-7 chord with the 3 in the
melody brings to mind — do you remember? The following chord, Eb-7 with the 4™ in the
melody should be firmly imprinted in your brain by now, as well as the D-7 chord with
the 5% in the melody. The G7b9 chord suggests which upper structure voicing?

Baes 29-52

€7 € 04 G Ay
_’ i’“—;%gﬁ__’__,ﬁ_&'_g_-a_’j_— __‘—= _a _:_ _‘

The final chord, Ab7 is perhaps the most surprising of the song. The logical final chord
should be a C chord, but Ab7 substitutes for it, and lasts two bars, allowing the soloist to

stretch out a bit.
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0 WMM of “You're My Everything" is shown in Figure 2-13.
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CHAPTER 2

And now on to a much simpler way to voice standards:

Minimalism.

4
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chapter three: mini nalism ~ beatrice

arning how to use all the new voicings? If so, this

Is your head still spinning from le
s, consisting of the

chapter will soothe your brain. as we introduce three-note voicing.
root in the lefi hand. and the 3 and 7" in the right hand. These voicings represent

the differences between major, minor, and dominant chords, the essence of Western

harmony.!

* The major seventh chord has a major 31 and a major T
* The minor seventh chord has a minor 3™ and a minor Jth

« The dominant seventh chord has a major 3% and a minor 7"

I call this approach minimalism, because it reduces the essential harmony of a song to just

three notes, plus the melody note, which is often the 3 or the 7. eliminating the need

for a fourth note.

Figure 3-1 shows a lead sheet to Sam Rivers’ piece “Beatrice.” only 16 bars long, but
long a favorite among jazz musicians.” There is more music packed into these 16 bars
than in most tunes that jazz musicians love to play, with the switch from major to minor
tonality in the next-to-last bar, the deceptive “hook™ to the song.

1 Western harmony is different than melodic minor, diminished and whole-tone harmony, which

use some of the same rules, but not exclusively.
2 Sam Rivers, Fuchsia Swing Song, Blue Mote Records; Joe Henderson, The Art of the Tenor,

Blue Note Records.
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CHAPTER 3

On Figure 3-2, you move your lefi hand bass note from D to G. In the right hand, C, the

7t of the D-7 chord moves down a half-step becoming B, the 3w of G7. F. the 3" of the

D-7 chord stays the same.

Fl -
aiissiile 3-Nofe VOI0INGS
ok G- QA Q- G- 0
e~ ——— & = ]
LEFT HAND PLAYS THE 2007

LIGHT HAND PLAYS THE 320 é, Tru
TTH ALWAYS COMES DOWN A HALF-STEP
WHEN GOING FeomM |l 1o V. aNO V 10 |

Then, to get from G7 to C, your left hand plays the bass note C and in your right hand
you lower the 7' (now an F) down a half-step to E. You have now played all the essential

notes in the II-V-I chords.

In the second bar of Figure 3-2 the right hand notes are reversed, the 3™ above the 7" on
the D-7 chord. Everything else follows the same pattern as in the first bar. The 7th of each

chord comes down a half-step when going to the following chord.

To sum up:

« The left hand plays the root.

« The right hand plays the 3™ and 7% (or 7" and 3%).

» The 7" always comes down a half-step, when going from
ITto V, and from V to I.

These voicings are also great when you're learning how to ‘comp,’ as they provide the
three essential notes (root, 3", and 7" of almost all chords. For now, you don’t have to
worry about playing any b9s, +9s, +4s, bl3s, and gelting in anyone’s way. And ignore the
old saying about “getting in the way of the bass player” when playing roots. That should
have been retired decades ago.
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Look at the first bar of Beatrice in Figure 3-3, an F major 7™ chord.? Play the root with
your left hand, and the 3 and 7™, or 7" and 3™. it makes no difference at this point, but

pick one or the other.

Then in the second bar, move your right hand to the closest 3™ and 7' of the Gb+4°
chord. Don’t worry about the +4, as you're just playing root, 3 and 7' at this point.
Continue through the tune, always going to the closest 3" and 7" of the next chord.
Figure 3-4 shows the first four bars of “Beatrice™ starting with the 3" on top.

Flguee %-4
F G+t 2 Eb
S i —
. o BT T o | T _l_"__ _____ e
:: =] —— : hﬂ N (o] I bﬂ —

Figure 3-5 shows the first four bars starting with the 7' on top.

Flguee 4-5
F G4 ¢ Eb
_
- ¥ = —e £ SERE e
e —— -
E '_:—c!—' _"bo— ‘o . Ibﬂ = ]

Remember, play the above examples with no melody. Continue through the tune this way

until you’ve completed the song.

B ot b
4 Many musicians notate this chord as FA, the A meaning “major 7%."

5 Many musicians notate this chord as GbA+4.
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| Chords tend 10 go leff on the piane, as progressions resobve downwards [f you think that
you're starting to get too low, flip the notes over. reversing the position of the 3™ and ™.

| as shown in Figure 3-7.

i Flavee 3-7

| 6 Bt
e ——

eSS =

Nowit‘sthnemﬂdﬂmnulody.m:tﬁgureﬂﬂcﬂsheﬂﬂmmcmﬂ
poinmdq:,mdﬂ:ehlsscleﬂeﬂblmk.fhisﬁllhe}muwkMnmﬁhhﬂ
root, 3™ and T®,

Onmychﬂds,memhdywﬂlmndybeme?‘w?“lfmymm‘tnudhlﬂn
mmﬁishq:pmﬁmhmesecmdbmwhﬂeﬂxmhdyanﬂnMM

is F. the 7®. Just make sure that you keep the melody on top.
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Continue this way until you reach the end
Figure 3-9.

of the tune. The complete version is shown as



CHAPTER 3

Flauee 8-9 featalce GAM QIVELs

F G4 ¢ ¢

Copyright 1965 Rivbea Music. Used by permission.

You will notice that a couple of the chords are anticipated in the bass (last three bars). It's
always good to do this when the melody anticipates over a bar line.

Congratulations! Now get out your fake book® and start.

(And don’t forget to practice!)

e
6 Most Fake Books are shamefully
Book being the worst examples.
the Sher Music series and the le

inaccurate, the original Real Book and the Vocal Real
Stick to the proven ones that most jazz musicians use,
ad sheets with the Jamey Aebersold play-along books.
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€phemera Q&A

Q: [ have trouble plaving ““bad notes” when 1 improvise
A: You're never further away than a half-step from a “good note” on any chord. Simply
raise or lower your “bad” note a half step to a “good™ note. This is true of any chord and

scale except the blues scale.

Q: I've heard that music is called a language.
A: Languages have alphabets, The English alphabet has 26 letters. Jazz theory is also
a language. It has an alphabet of only 7 letters and 13 numbers.! Think about that for a

minute. You can do it — rocket science it is not!

Q: Are fake books valuable?

A: When you read a tune in a fakebook you see a string of dots on the page and some
chord symbols. And you might be able to sit down and play the tune and get an idea

of what it sounds like. But on a recording of the same tune, you hear the melody line,
you hear the inflections, you hear the phrasing, you hear the dynamics, the breathing,
the emotions of the players, the interactions of all the players, all the drum stuff, all the
bass stuff, all the piano voicings. In fact, you also hear the history of the music, each
individual players' own history, their relationships with their wives, husbands, kids,

parents, etc. It all comes through in the music.

There’s all this stuff that you don’t get from a printed page. You only get this when

you listen.

Q: Whats the most important elements in learning how to play jazz?

A: The most important elements are the things that you learn on the bandstand. That
type of knowledge is so individual, so specific to the moment. It burns itself into your
memory, especially if it’s an exceptional good or exceptional bad experience. You never

hese things. It reshapes you day to day, gig to gig.

forget t

- turns around and says: “Four-bar intro,” every time you do
that works and something that doesn’t work. Even if a teacher
gig last night it’s still gonna be a different
night. I'm not talking about what the notes
ative process and the preparatory process

he point where you can actually play this

If a singer or a horn playe
that, you leam something
relates the experience that they had on their
experience than you have when you play to
are in a D-7 chord. I'm talking about the cre
that every musician has to go through to get to t

music well.

NS
1 A BCDEF and G.
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Q: How can | prioritize what to practice’
A4: Make a list of the things that you need to learn, like
at least the changes, especially changes. 1T you work w

how to transpose. If a pianist wants to work, work with singe
ctic as possible, not 10 play everything

to play root position, 1o play stride,
of tunes but to every single tune.

voicings, how to solo, repertoire,
ith singers you will need to learn
rs. Furthermore to develop

a solo style as well as a group style, to be as ecle
with lefi-hand voicings for instance, but to be able
block chords, bringing some variety not just to a set
This is the way Thelonious Monk practiced.

Q: How important is it to learn anything from other genres?

A: Learn as much about Latin music as possible, Salsa teaches you independent
coordination of your hands. 1 teach my students to play montunos in their right hands,
and then I have them play the bassline, the tumbao, in the left hand. They get a totally

different conception of time. 1t's almost like turning time into a t
o different people at the same time, and morphing it

because they're taking the roles of tw
en they can understand how a rhythm section

into a third person: the rhythm section. Th
functions.

And this carries over into jazz. It’s interesting how many of the best piano players have
some Latin roots. When Chick Corea first came to New York, he played with Willie
Bobo. Herbie Hancock, when he came to New York, played with Mongo Santamaria.
There’s a polyrhythmic component to their music which you may not hear in other
players that didn’t have that experience.

hree dimensional subject,

-----ll.l.ld
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appendix one: the melodic minor scale

The Melodic Minor scale is derived from the folk music of Eastern Europe. Béla Bartok

famously used it as the source of many of the themes in his “Mikrokosmos.™!

It is a scale that differs from the Western European Major scale in one way: it has a
minor 3" in place of the major 3™ of the music of Bach, Beethoven, and Duke Ellington
The resulting difference in the intervals between the notes creates a very different set of

chords than the major scale and its chords.

There are a several important differences in the interval relationships between the major

scale and the melodic minor scale:

* The major scale has a tritone between the 4th and 7th of the scale.
« The melodic minor scale has fwo tritones, between the 3™ and the 6' of the
scale, and another, between the the 4" and 7' of the scale.

Both major and melodic minor scales with the position of their tritones are shown in
Figure Al-1.

FIGURE Al-1
MA0R SCALE TRITONE T e
%255::——__4_ =
e (- T

L

1 Bela Bartok, The Mikrokosmos, Boosey & Hawkes.
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« The arrangement of diatonic 4ths is very different, as show.-;fn in Figure Al-2.
One of the diatonic 4ths (between B and Eb) is a major - L

Figuee Al-L
MAS02 SEALE FOULTHS
y A dm A TOTONE  And o Gtk
] TP 1 S e e —_':__'.__ T |
——=—c——=C=====

MELODIL MINOZ SALE BOLLTHS

M 4 tofoNe  tefoNe 4w A o,

= . === |

On the following page (Figure A1-3), you will see the C melodic minor scale, with all of
its modes. Note the differences from major scale harmony:

1. In the first mode, there is a minor 3™ and a major 7™ making it a minor-major chord.?
2 In the second mode, what appears to be a minor seventh chord with a flatted 9™

(because it has a minor 3, a minor 7, and a flatted 9™, actually functions as a
sush9 chord.’

2 The first and second chords in Horace Silver's Nica's Dream. | have notated this chord as
C-+7, but many musicians prefer to notate it as C-A.

3 The sec_:ond chord on the first bar of the bridge in Horace Silver’s Nica’s Dream. Also the
chords in the first, third, fifth and seventh bars of John Coltrane’s After The Rain.
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3. In the third mode, the scale has a major third and major qeventh, making an Eb magon
seventh chord, but also has a sharp 4 and a sharp 5™, although only the 15 appears in
the chord symbol. The chord symbol is Eb+ 5, The +4 s implied (and played) but
omitted from the chord symbol,

4. In the fourth mode appears a more familiar F744 chord.

5. This chord is unusable, as it has both a natural 5 and a flatied 6™, One of those notes

must be omitted for the chord to sound consonant

6. This is the o, or half-diminished chord,* replacing the older Locrian mode used in
carly bebop.

7. This is the alrered mode. The fourth note in the scale functions as the third of the
chord. The chord symbol is “alt,” shorthand for altered.

“You’re not in Kansas anymore!"*

Western classical composers who occasionally used the melodic minor scale used it to
ascend one way, and to descend another way, using the descending form exactly like
(from the Western major scale) a descending Aeolian Mode.

4 The first chord in Dizzy Gillespie's Woody 'n You.

et i
ﬁt:;zdb ;gpfbaﬁﬁ:::ktﬁ +9.n;:L.F rlialnd' b13. Some musicians prefer b5 and +5 to
' e i
o tpli et +am5. @ enough to have a scale with not only two 9ths (b9 and

6 N
obody yet has analyzed the melodic minor on its own terms, rather than comparing “how

it differs” from the major scale. The i od
: - 'he problem is complicated by the f ' i
minor harmonies flow together smoothly. Most of the theory :nd us::y?f;s"éﬂi;:gfl .
Y

Jazz musicians living in New York in the late1
ond Milos Dake \ears e craalors_a 940s and 1950s. G| Evans, Hall Overton,

e . L
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APPLENIIX |

The ascending melodic minor s ale, shown in the top clel of Figure A4 s the sam

the major scale except that 1t has a minor 3 The descending mefodic mimor s afe. shown

in the bottom clef of Figure Al1-4, is the same as the Fh major scale starting on |

deotian mode of the Eb major scale. Fortunately, jnzz musicians just play the ascending

IUT”'I. ‘I-"l.'l'll.."illL'l' or ol wWe are dasc 'Hrhr.l'll' il rl'l.l-'n i l.la.lr.l.l'lln

FIGURE AL-4

ASCENDING MELODIC MINOR HOALE

o o b“"’

DESCENDING MELODIC MINOR SCALE (SAME AS AEOLIAN MODE OF € FLAT MAT0Z)

LI R e

+ Also check out the Chapter on Melodic Minor Harmony in both my The Jazz Piano Book and

The Jazz Theory Book.
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appendix two: drop2

Drop2 is a voicing style derived from a way of writing for four saxes, trumpets,
trombones, four anything, called four-way close, originally used as an arranging

technique in the 1920s. It was first used as a piano technique in the early *40s, but
: G g , Buolt Relliies T g i bkl
although four-way close is still occasionally played, it uses too little of the piano t

considered “pianistic.™
ﬂllhtl‘l. same xHknowh gcniuﬁ l_ll:l.lidﬂd o 1[I|{L‘ the qu;_-nnrj note from the t[l]’! of the VOICINE

and drop it an octave, and Drop2 was born. Figure A2-1 shows how to get started, using
a scale developed around the time that Charlie Parker arrived on the jazz scene, called the

bebop major scale.’

As shown in Figure A2-1 follow the instruction to play the scale with just your little

finger, right hand.

Flguee AL-L

THE C SE80P MATOR SCALE
PLAY WITH YOUZ LITTLE FINGER, 2IGHT HAND
Q i |

; : _—— = : Ee=—a——a

1 George Shearing added one note, and improved the sound somewhat, although it's very
saccharine, and is seldom played today. It is also related to Barber Shop Quartgt Harmony.
2 There are other bebop scales as well, the most important being the bebop dominant scale,

invented by John Phillip Sousa.
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’ g 4 U'h chor
Figure A2-2 shows the bebop major scale harmonized, with just two hords: a '

) : % 4 Ve o 'y ol
alternating with a diminished seventh chord. All the C6 chords are iversion :

chord, and the same goes for all four diminished chords.

Flauee AZ-1

C BE80P MATOR SCALE IN FOUR-WAY CLOSE

' Qe oiM
%;__fi S = — == = =

Figure A2-3 shows the bebop major scale with the second note from the top dropped
an octave. Your ear will tell you that this version of the scale 1s much fuller, and mo
pianistic.

AL e

Figuee AL-%

C 2€80P MAT02 SCALE IN D20pl

— #:;_ - 0
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APPENDIX 2

Figure A2-4 illustrates why the drop2 bebop major sounds so smooth. Each diminished

chord is a diseuised ¥V ehord. the V leading to the root of the following chord. As you can

see, the addition of a bass part in the left hand reveals the chord progres

1-V-1-V-1-V (C, G7, C, G7, C, G7, etc.).’

sion (o be just

Flauee AZ-4
G AND B7 ALTERNATE - WHY DR0PL SOUNDS 50 SMOOTH
e Q% 0 &7 d A7 d &1 d

e : = : =" _ ' s |

\
o
L L
e
wh

|

]
LR

L]

e RIS azz Piano Masterclass:

3 For even more, m
The Drop2 Book.

uch, much, much more on drop2, consult my book J
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