CHAPTER 1 #ss  vouR pASIC TOOLBOX

SCALES

The first thing we'll pull out of our wolbox is seales. Most scales in Western music are made up of a specific
pateern of half steps and whole steps. A half step is the shortest distance between two notes. Two half steps
make a whole step.

Major Scales
The major scale, shown here in the key of C, has the following pattern of half and whole steps. Notice the
numbers underneath; these are degrees, which show each note’s position within the scale.

Major Scale
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T = Whole step
\\77/ = Half step

A NOTE ABOUT FINGERING SCALES

Before you actually begin 1o play the major scales on page 9, it’s worth raking a moment to develop some
strategies for fingering. Most effective scale fingerings are based on a few basic principles that can be
applied to virtually any scale.

* Most traditional scale fingerings are based on the principle of efficiency—chat is, minimizing
unnecessary motion such as excessive finger crossing. If you cross over {or under) every two notes,
you're probably not using the most effective fingering: if you find yourself running our of fingers,
you're probably nor crossing often enough.

Avoid using your thumb on black keys. Finger crossing almost always involves the thumb, and if the
thumb avoeids black keys, the chances of getting tangled are greatly lessened. Mosr standard fingerings,
especially for scales with many black keys, ensure thac the thumb always Jands on a white key.

When playing scales, use your 5th finger only on the first note (left hand) or last note (right hand)
of the scale. Crossing to or from the 5th finger will land you in an awkward positon.

Look ahead as you play and watch for signposts that suggest fingering surategies. Take note, for
example, of how many notes are left in the passage, or how many black keys come before the next
white key. Observations like these will help you determine what you need to do to avoid running

out of fingers or crossing too often.

Similar scales often have similar fingerings. Unless ic involves a violation of the previous guidelines,
you can often apply the fingering for one scale to a different scale thae begins on the same note. If
you know the fingering for the C Major scale, for example, you can use ir for most other seven-nore
scales thar begin on C.

‘The main principle to keep in mind when it comes to fingering is that using the correce fingers for the job
at hand will give you the best results. At the same time, it’s important that you stay alert to the unique
fingering demands of certain situations. For instance, when scales are used in an improvisation or in the
context of a melody, rraditional scale fingerings may have to be adjusted accordingly.




Below are all 12 major scales, including their traditional fingerings. Right-hand fingerings are shown
above the staf¥; lefi-hand fingerings are shown below the staff. Notice that in some instances, two different
finger numbers are shown for the same note. Use the number closer to the staff for endings or beginnings
of scales, and the other number for scales that continue bevond one ocrave.

R.H. = Right Hand
L.H. = Left Hand

C Major (no accidentals)

G Major (one sharp)
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|
: L
P 2 1 2 ) 4 ! 4 1 2 a | 2 3 o Py
e ~ o > U eal _-_‘_. o © s » H
4 — o o 9 - - e — 1l
© ? “' 3 2 1 3 ] 1 § 3 K] 2 i 3 z 1
i
E Major (four sharps) B Major (five sharps)
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Other scales and keys can be used when enbarmonic equivalents are employed. An enharmonic equivalent is
a note that has a different name but sounds the same. For example, the enharmonic equivalent of G’ is F,
So, there can be a key of F¥ which has six sharps (F}, C}, G%, DF, A%, E¥). Also, the key of B could be
enharmonically respelled as C (seven flats: B, E', A", D", G, C, F).




Minor Scales
Minor scale is actually a general reference to several different scale forms. The most basic form of the minor

scale is the marwral minor, which you can think of as a major scale with a lowered 3rd ("3), lowered 6th (°6)
and lowered 7th (7).

Natural Mioor Scale
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You can think of the harmonic minor scale as a major scale with *3 and *6. As che name implies, harmonic
minor has traditionally been the form of the minor scale from which harmonies are most often derived,
though it's also used in melodic contexts,
Harmonic Minor Scale
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The melodic minor scale uses one form when ascending and another when descending. In its ascending
form, you can think of melodic minor as a major scale with a "3. In its descending form, melodic minor
is the same as natural minor (*3, 6 and *7). When only the ascending form is used, the scale is often
called the jazz minor scale.

Meclodic Minor Scale

_lnzz Minor Scale

5 . ; —
T Lt S . N * S — 3 1l
l; —— AW £ AN S - N L %) l's‘. s ) 1)
. \/ \/ \/ \/ \/ H \\l'/ \‘/ H \\“/ \\( H \(
Pentatonic Scales
A pentatonic scale is any scale made up of five different notes. Two forms of pentatonic are especially
common in jazz. In relation 1o the major, the major pentatanic scale is made up of scale degrees 1. 2, 3, 5
and 6. You can also think of this scale as a major scale with scale degrees 4 and 7 omitted.
C \hior C Major Pentatonic
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The minor pentatonic scale is made up of scale degrees 1,73, 4, 5 and 7. It can also be thought of as a
natural minor scale with scale degrees 2 and 6 omitted.
C Nawural Miner C Minor Pentatonic
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Blues Scale

In relation to the major scale, the blues scale is made up of scale degrees 1, "3, 4,°5, 5 and *7. You can

also think of the blues scale as a minor pentatonic scale with the addition of 75.
C Blues
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Scale Variations
A number of scales have “alternate” versions that can add color and interest to your improvisations.
Example 9 shows two common scale variations.
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C Minor Pentatanic {Alternate Version) C Blues (Alternate Version)
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An interval is the measure of distance between two notes. The most basic building blocks for intervals are
half steps and whole steps. The intervals we use also have more specific names.

The class of an interval is first defined by its size, using a numerical name. For example, 1o determine the interval
class of D up to G, count all the different note names between those two notes (ignoring for now whether they
are natural, sharp or flat), In this case, you have D, E. F and G. Thar's four, so vou have some kind of 4th.

The interval’s name is then refined by giving it a guality: major, minor, perfect, augmented or diminished.
The chart below shows the most basic intervals, [n addition, any perfect or major interval can be made
augmented by making it a half step larger. Any perfect or minor interval can be made diminished by making
it a half step smaller. The numerical name can be altered with an accidental to indicate the qualicy. For
example, in C, the second note of the major scale is D, (a major 2nd), which can also be called “2”. D, a minor
second above C, can be called *2 (*flar two”); D4, an augmented 2nd above C, can be called 22 (“sharp two”).

For cach of the intervals below, you're given five picces of information: the numerical name, the “formal”
name, the abbreviation of that name, the size in half steps and an example beginning on the note C.
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KEYy SIGNATURES
R N T

As you know, the major scale always has the same pattern of whole steps and half steps: W-W-H-W-
W-W-H. That's why the major scale always has a certain sound no macter what key ics in. Key
signatures tell us which notes in a key have to be raised (with sharps) or lowered (with flats) to rerain
that sound. These sharps and flats are applied in every octave as long as the key signature is there {and
no other accidental, such as a natural sign 3, has been applied). Somctimes a scale or piece will be
minor, not major. If we use the minor key with the same key signature as a major key, we call that the
relative minor. The relative minor can be found by playing a scale beginning from the 6¢h degree of its
relative major scale. For example, if we play a C Major scale starting and ending on A, the 6th degree,

we will have A Minor.
C Major/A Minor
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CYCLE OF 5THS
e S

Take a look at the key signatures above. Note
that with the sharp keys, every time you
move up a Sth, you add a sharp. Wich
the flat keys, every time you move up a
Sth, you subtract a flat. This brings us

to the eyele of 5ths, (the cycle of 4dhs if

you're moving counterclockwise) or,

for the visually inclined, the circle of é" - Eb ¢
Sths (or 4ths). This cycle organizes
key signatures (or tones) in Sths. Each .
key is similar to the key next to it on \ f ¢

the circle, with a difference of only one P
sharp or flat. Major keys are on the
ourside, minor keys arc on the inside.




TRIADS
B =7
friads are three-note chords. There are four kinds of triads: major, minor, augmented and diminished. A
triad can be buile by using every other note of the first five notes of the major scale. For example, starting
on C and selecting every other note of the C Major scale will yield C, E and G—a C Major triad. Starting
from the lowest note (C) and going up, these notes are called the roor, 3rd and 5tk of the chord.

C Major Scale C Major Triad
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You can also build triads by adding intervals above a root (1). The following examples show how -

to build the four kinds of triads with this method. The numerical names of the notes in each triad are
shown to the right of the music. The numbers can be thought of as the formula for that type of triad.

To build any major triad, we use the note 2 major 3rd above the root (3) and the note a perfect Sth
above the roor (5).

To build a minor triad, we lower the 3rd of a major triad (wich a flat or a natural sign), leaving the root
and Sth the same. This results in a minor 3rd (*3) and a perfect Sth (5).

.
To build a diminished triad, we lower the 5th of a minor triad, resulting in 2 minor 3rd (°3) and a —
diminished Sth °9). <

tesulting in a major 3rd and an augmented 5th (57).

To build an augmented triad, we raise the 5th of a major triad (using a sharp or a natural sign), %
=

This chart shows the abbreviated symbols you may encounter to notate each type of chord. The firse
symbaol listed for each chord is the one that will be used in this book.

Triap PossisLe Symsors In C FormuLa
Major C, CMa1, CM, Ca 1.3,5
Minor CMiN, Ouit, Qu, 0~ 1.03,5
Diminished Com, 2° 1.b3,55
Augmented CAug, CF 1,3,




FOUR-NOTE CHORDS: 7TH AND GTH CHORDS
e

While triads are the building blocks of most harmony in the Western world, jazz musicians usually
add notes to them, such as 7ths and Gths, to create other chords. All of the four-note chords below
arc made by adding a note on top of an existing triad. From the bottom up, the four notes in these
chords are called the root, 3rd, Sth and 7th (or 6th, as the case may be).

The major 7th chord is made by adding @ major 7th above the root of a major triad. 1t can also be
thought of as adding a major 3rd above the 5th of a major triad. The formulais 1, 3,5, 7.

The dominant 7th chord is made by adding a minor 7th above the root of a major triad. It can also
be thought of as adding a minor 3rd above the 5th of 2 major triad. The formula is 1, 3, 5, 7.

The minor 7th chord is made by adding a minor 7th above the root of a minor triad. It can also be
thought of as adding a minor 3rd above the Sth of a minor triad. The formula is 1,53, 5,47,

The minor 7 flar 5 {or “half-diminished”) chord is made by adding a minor 7th above the root of a
diminished wiad. It can also be thought of as adding a major 3rd above the *S of a diminished triad.
The name “half-diminished” means that the 5th is diminished, but not the 7th {as opposed to the
“fully diminished” chord below). The formula is 1,3, %5, 7.

The diminished 7th chord is made by adding a diminished 7¢h above the root of a diminished fom?
triad. It can also be thought of as adding a minor 3rd above the *5 of a diminished triad. The — —2—r
diminished 7th on top is enharmonically equivalent to a major 6th. The formula is 1, 3, *5, 7.

.
The major 6th chord is made by adding a major Gth above the root of a major triad. It can also be e
thought of as adding a major 2nd above the Sth of a major triad. The formula is 1, 3, 5, 6. @
.
Ty

thought of as adding a major 2nd above the Sth of a minor triad. The formulais 1,73, 5, 6.

The minor 6th chord is made by adding a major 6th above the root of a minor eriad. It can also be
by
AT AT S S—|
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The chart below shows the common symbols used for the different types of 7th and Gth chords. As
with triads, the firsc symbol listed for cach chord is the one that will be used for the rest of this book.

[ TriaD PossisLe Symeors INn C ForMuLa
Major 7 eMag7, aM7, 007 1,3,5.7
Major 6 00, CMagh, CMb, 000 1,3,5.6
Dominant 7 Q’ 1,3,5,7
Minor 7 euinT, a7, eu7, 0-7 1,63,5,57
Minor 6 CMING, Owib, Oub, 0-b 1,63,5.6
Minor 755 ewinTs, 0%, ami TS, e, 0.5 1.63,55,57
Diminished 7  Cow7, @° 1,63,55, %7




VOICINGS AND INVERSIONS

Voicings

A wvoicing is the specific arrangement of notes in a chord. Any chord can be voiced in multiple ways; for
example, we can double (repeat), add or omit notes. We can choose the order in which to play the notes,
where on the keyboard to play the notes, how to get from one chord to the next and so on. When you
hear players say “that pianist has great voicings,” or “I'm working on Bill Evans and McCoy Tyner
voicings,” that is what they are talking about.

Inversions

The first step on the road to masterful voicings is the mastery of chord fnversions. As an example, let’s
look at a C Major 7th (CMaj7) chord. In its “natural state,” with the root on the bottom, it is said
to be in root position.

If we play the same chord with the 3rd on the bottom, it is in Ist inversion.

If we play the same chord with the 5th on the bottom, it is in 2nd inversion.

If we play the same chord with the 7th on the bottom, it is in 3rd inversion.

Ind

Which note you play on the bottom also impacts which note will wind up on top. In a jazz context, we use
the top note at least as often as the bottom note in deciding which inversion to use in a given situation. To
take it one step further, we can use the concept of inversion as a voicing tool, even with root position
chords. If we want to retain the sound of the root on the bottom, but want the flexibility of a different
inversion, we can play the inversion of our choice with the right hand and lay down the root underncath
with the left hand. In a group sctting, we can play the inversion of our choice with either hand and let the
bassist play the root.

OMas?

:éu o Root position with 2nd inversion in the right hand.
e
S




Diaronic HARMONY
O .
Diatonic Harmony in Major Keys

Diatonic means “of the scale,” so the most basic definition of diaronic harmony is the chords built from a
particular scale. While diatonic harmony itself isn't an improvisational teol, any jazz improviser must be
able to identify the keys to which the chords in a tune relate, and how those chords function in those keys.
One way to build these chords is to stack 3rds on each degree of the scale, In the case of 6th chords, you
simply add a 6th above the root. (Note thar in improvisational situations, 6th chords are often used in
place of Maj7 chords.) Below are the diatonic 7th chords in the key of C. Note the use of Roman
numerals under the music. They are discussed below,
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We use Roman numerals to signify the scale degree a chord is built on, since they're not specific o a
parcicular key. We use uppercase Roman numerals for chords with a major 3rd (major, augmented, major
6, major 7 and dominant 7}, and lowercase for those with a minor 3rd (minor, diminished, minor 7,
minor 6, minor 7 flat five and diminished 7). Here's a quick review of the Roman numerals you'll need
and their Arabic equivalents:

Roman NumMeERraL AraBiC EQuUIvALANT
| O e Povecrmmnrnenesnenn: |
... Of. .onn. [ 2
| ) S Or ... T 3
IV...... (1] S [ 4
Voo Of..... Voeeeeanacrennaaeanas 5
VI ... or. ... L T 6
VIL.... or...... LT T DU 7

Notation using Roman numerals is uscful because the kind of chord built on each degree is the same in
every key. Here are the diatonic 7 chords that vou'll find in every major key:

DEGREE QuariTy
Maj7/6
[ min7

L P min7
IV Maj7
Vo, Dom?7

O T min7
VIl min7»5

As a tool for memorizing the diatonic chords in every key, make yourself a chare like this:

Key I i iii v \Y vi vii

C CMa7 Dmin7 Emin7 FMa;7 G7 Amin?  Bmin755

G GMap7 Amin7 Bmin7 CMaj7 D7 Emin7 Fmin755
Continue through all the keys in the cycle of Sths.




Diatonic Harmony in Minor Keys
The most obvious way to find the diatenic 7th chords in a minor key is to look at the relative major key,
borrow the chords and shift the Roman numerals. Here are the diatonic 7th chords for A Minor, the
relative minor of C Major:

AuiN? BuINTHS oMas? 'y Y EMaeT a7 Awin?
a - - - — - e ——— - - - 8 - —
12 g i g $ § i 8 3
. 8 o
i i mn iv v v Vil i
It doesn’t end there, however. What you see above is based on the natural minor scale. Bur as we know,
the natural minor is only one of three types of minor scales {see page 10). The primary use of the
harmeonic minor scale is just as the name implies—it’s a scale from which harmonies are derived. This is
because it provides a dominant 7 chord on V. Here are diatonic 7 chords of an A Harmonic Minor scale:
AMIn/MaeT BMINTHS OMarTH ou’ ¢ FMae7 Glow? AMIN/Mag7
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As we can see, the | chord in harmonic minor is a minor chord with a major 7th (min/Maj7 or min'7)
and che 111 chord is a major 7 chord with a raised Sth (Maj7#5). These are both unusual chords that
sound most appropriate in a very modern secting. We'll examine both of these chords later as we explore

modern and non-diatonic harmony.

In real musical situations, chords from both the natural and harmonic minor scales are used side by
side—most often, i and Il from natural minor, V and vii irom harmonic minor, and the ii, iv and VI
common to both, Samctimes, a minG chord is used in place of the min7 i chord.
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