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Introduction

Adding chromatic passing tones between specific tones of the diatonic scale 1s a device that musi-
cians often use. This technique helps to make the scale sound harmonically right or consistent with
the chord. These scales are sometimes called bebop scales. I think of them as jazz scales because
many of my favorite jazz players use them. Bebop, hard bop, swing, cool, avant garde, thythm and
blues and many other jazz styles incorporate bebop scales. This book presents a clear and practical
approach to chromaticism, line playing, voice leading, and to learning and integrating bop scales

into one’s playing.
playing



(hapter I: Major and Dominant Bebop Scales

Bebop scales are chord scales with added chromatic passing tones. They are created by interjecting
one or more nondiatonic passing tones into the chord scales. When these passing notes are added to

the diatonic chord scale certain notes then stand out in the scale.

There are several commonly used bebop scales, major and dominant are the most common. The
following example spells a C major bop scale.

An “Ab” passing tone is added between the fifth and sixth notes of a C major scale. Bop scales can
be used as ascending or descending scales although descending is more common. When you play
this bop scale, as a result of the extra note, every down beat is a chord tone. The chord tones voice
lead the scale making the line sound just like the chord. You should start a major bop scale on root,
third, fifth, or sixth to insure this result of voice leading the chord. If you start the scale on second,
fourth, béth, or seventh the line will not sound like a major bop scale because the down beats will
not spell the chord.

The following examples spell out a C major bop scale descending and then ascending with different
starting notes:

FROM THE ROOT:

A ‘ I I— - 4
’ ; ‘ — ] ] ] 1 ‘i . —
+L
A\ DL—‘—L_‘ T‘*“—g—“—. |
Y o ]
FrROM THE 3RD:
[l P———— m— .
M. —— 3 e
'im ‘—‘5'— » P —— 1 ! \ E—— P
& ! i . S ™ m—" S "] i
v {
FROM THE 57H:
N o o
5 e




CHAPTER |

From THE 6TH:

FrROM THE 2ND:

The following example spells the C major bop scale starting on the second step. The down beats
then become D, E Ab, and B which describes a D diminished or a G7% sound rather than a C major.

There are ways to start the scale from any note but this will be discussed in further chapters.

So, to form a major bop scale add a passing tone between the fifth and sixth note of a major scale.

To form a dominant bop scale add the extra note between the root and the dominant seventh. The

following example spells out a G7 bop scale starting on the root:

(7 STARTING ON THE ROOT:

G7
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The added note for G7 is F§ (Gb) the major seventh,-but it is used as a passing tone. When you
include this passing tone the down beats again spell out the chord. Start the scale on the root, third,

fifth, or b7th. -
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o e ) MATOR AND DOMINANT BEBOP SCALES

G7 STARTING ON THE b7TH: l
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If you start the scale from the 2nd, 4th, 6th, or major 7th scale step, the line sounds backwards. I

The following example spells the G7 bop scale starting on the 6th. This line sounds more like an
Ffo or a D7 than a G7. I

(57 STARTING FROM THE 6TH
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Again in the-following chapters different options for starting notes will be discussed.

Notice that these lines need to be started on down beats. If you choose a correct starting note but
play it on the up beat the line will again sound like a different chord.
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CHAPTLR |

scales starting on the roo

following example:

A. Root descending

ce’
o——

N [ ——
o

The first practice assignment is to play through the following progression (A and B) with bop

t descending. Play full octaves of the scale for each chord change as in the

Y —
- - [ ——
@E-ﬁ— ﬂ_‘

3

and directions:
B. Root ascending
C. 3rd descending

ExaMPLE:

ce?

iy

With that same rhythmic pattern play through the progression using the following starting notes

D. 3rd ascending
E. 5th descending

F. 5th ascending

H. 6th (if chord is maj

[. Random choices: pic

d{?’
W
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G. 6th (if chord is major) or 7th (if chord is dominant) descending

or) or 7th (if chord is dominant) ascending

k a different starting note on each chord, ascending and descending.



» TRACK

3: PROGRESSION 1A (C INSTRUMENTS)

HATOR AND DOMINANI BEBOP SCALLS

ce’ F7 Bbs” Eb7 I
T T * |
o 7 7 7 7 i 7 7 7z 7 i 7 y :I.
-T—i I
Abs? Db7 Ghe? B7 I
E6? A7 D&’ G7 I
,I II II /I I, II II II II II II II [}
» TRACK 4: PROGRESSION 1B (C INSTRUMENTS) I
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CHAPTER | o B}
. $ TRACH 3: PROGRESSION TA (BhL INSTRUMENTS)
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MAJOR AND DOKINANT BEBUP SCALLS i

$ TRACK 3: PROGRESSION 1B (Eb INSTRUMENTS) I

A&° D7 G6°? c7
.
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- e S — B S—", S— — B S S—" S— 7 7 7 4

» TRACK 4: PROGRESSION 1B (Eb INSTRUMENTS)
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C—69 usiNG Bb:

C—69 USING B NATURAL:

Chapter 2: Tonic Minor and Dom/b913 Bap Scales

In a minor key the tonic minor 6th chord (I-69) and the V7?9135 chord pse the same passing tones

as the 1A and V7 of a major key. For example, as with a CA bop scale the tonic minor or C-69 bop

scale uses a passing tone between the 5th and 6th notes of the scale. Again you must start the scale

on the 1, 3, 5, or 6. There are two options for spelling the tonic minor scale, that is with a major 7th

or a b7th. On a C~69 chord scale you can use either B natural or Bb since the 7th is on an upbeat.
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G7"%13 js treated the same as a G7 chord in that the passing tone is between the root and 7th of the

scale. Again, start the scale on the 1,3,5,0r 7.
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TONTCHINOR AND DOMIPS180p SCALLS

The next practice assignment is to play through progression 2 (A and B) a full octave of each bop

scale starting on the following notes:

A. From the root descending;

(Use either of the tonic minor scales and use the same rhythmic pattern as with

assignment 1.)

EXAMPLE
c_&? F7b9b13
p— —] . | | f— —
o m—— N e - [ I N
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o & e7h9b13
E_“‘ o o | Fr—
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B. From the root ascending

C. From the 3rd descending

D. From the 3rd ascending

E. From the 5th descending

F. From the 5th ascending

G. From the 6th (for -6 chord) and 7th (for Dom7"%13) descending
H. From the 6th (for —6 chord) and 7th (for Dom7>%13) ascending

I. Random choices for starting notes descending or ascending

J-_————-—--———---




l (HAPTER l
' ¥ TEACY 5: PROGRESSION 2A (C INSTRUMENTS)
_Q e —
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» TRACK 6: PROGRESSION 2B (C INSTRUMENTS)
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TORICMINOR AND DOMIITIROP SCALLS

$ TRACE 52 PROGRESSION 2A (BbL INSTRUMENTS)
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CHAPTER |
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5: PROGRESSION 2A (Eb INSTRUMENTS)

Ad D7b9b13 Goe® c9b13
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' » TRACK &: PROGRESSION 2B (EL INSTRUMENTS)
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* Chapter 3 Scale Segments - Using 5 or T Notes

After playing the exercises for chapters 1 and 2, using a whole octave of the bop scale, now go
ymng % & F g

through progressions 1 and 2 and play just seven notes of the scale with the following rhythmic

pattern:
)
AC—~ S
AN\SVJ | | I I i ]
¢ | . — —

Practice with the same specific starting notes for assignments 1 and 2 and then practice using ran-

dom starting notes. You are starting and ending each scale on a chord tone.

EXAMPLE:
Root descending with seven notes.
) T—r— o i r—— ° |
b 4 t : e !
6 = —_— =] '—M—L‘b?_“;_.\,l& . —_—
Next play seven notes of each chord scale on the following tune. When there is a [I-7 V7 in one
bar just use the dominant bebop scale for now. (You can also try just using five notes of the scale)
Use all chord tones for starting notes ascending and descending.
1, 3,5 or 6 for tonicand 1, 3, 5 or 7 for dominant. -..-
Example: | D-7 G7 | use G7 bop scale for the whole bar.
> TRACK 7/8: TUNE 1T ALICE (CINSTRUMENTS)
Fa Eo A7PPI3 by G7
; /I /I II II /I II I, /I
©
L% Bb-7 Eb7 A-7 D7
5  — S— 7 7 7 7 B —
¥ e
Fi7 FA
- B & 7 py a—




GAPTER 3
l T, SO TUNE VY ALICE (BH INSTRUMENTS)
l 5 O Fio 7PP13 gy A7 Dw7 G7
_ : : - -
' 7@ ,C: A — 7 P A— % S 7/ - H Tj
l A c7 C-7 F7 B-7 E7 Bh—7 Eb7
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® TRACK 7/8: TUNE Y ALICE (Eb INSTRUMENTS)
I . Da Cio Fi7P9b13 gy E7 A-7 D7
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l f\(gn\je A —— A —F S 7 7
)
l G7 G-7 c7 Fe-7 B7 F7 Bb7
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SCALL SEGHINTS

Here are the first four bars of the tune written out with each sta rting note:

ROOT DESCENDING:

3RD DESCENDING!

[ T — | —
,4%'—*1 | ] PO [— ; — ' : :

3RD ASCENDING:

|

|

¢
|
%
ﬁ
i

L YR

i
?

|
{
:

F_
|-
\
Il

|
]
)

)#J g
— »‘—~




l CILAPTER 3
l RANDOM CHOICE:
FA 6}
l — I h !
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Practice this for hundreds of choruses so that you get the sound in your ear and it becomes some-
I thing that you can do in “auto pilot”!
' Here is another tune to practice with:
Again, remember that if there is a [I-7 V7 in one bar just use the V7 scale for now.
Play: FA A7P9P13 G7 F7
I LA Eo A7P9M13  p_7 G7 c-7 F7
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CHAPTER 3
l ¥ OTRA

TH 5/15: TUNE 2 SPRING JOY (Bb INSTRUMENTS)

&L L
Y

GA A-7 D7 GA c-7 F7

l B 7 7 — S
l 87 E7P9b13 A_7 D7 GA Bl_7 Eb7

. A . N S
l “H\u —f— S 7 7 7 7 7 7 7 7 %
I L A Bb—7 Eb7 Aba Ci-7 F47

l\m\} 7 7 7 7 7 7 7 Z y.d 7 7 .4 j
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 TRACK 3/010: TUNE 2 SPRING JOY (Eb INSTRUMENTS)

SCALE SEOMINTS I

|

E-7 A7 DA G-7 c7 I
7 7 7 7 Y —" S —— — I
Fi-7 p7P9013 gy A7 DA F-7 Bb7 l
B T
4 e A— 7 7 7 7 i 7 7 7 7 7 ﬂ
EbA F-7 BbL7 EbA Ab-7 Db7 I
_: — 7 . 7" y 7 7 7 7 7 7
) I
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_éu 4 II I, I, II [I II I, II II II I/
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. Ea E_7 A7 DA D-7 G7
J
@_I 7 7 7 7 /- 7 7 y 7 7 7 I
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CA F-7 Bb7 EbA E-7 A7
E-7 A7 DA G-7 c7
E-7 A7 DA E_7 A7 I




(hapter b: Harmonic Anticipation

The next step is to anticipate the harmonic changes of the tune by starting the seven notes of the
bop scale one beat early. As in the following example you begin playingeach bop scale on the

fourth beat of the preceding measure.

ExaMPLE:

On Spring Joy — root descending — one beat early

Fa G-7 c7 FA Bb-7 Eb7
St erebe T, e rrebe oL, e The alr,
llS\‘/" _— ——— — e e %}'—‘ . p—— "b%ﬁ:

Play through the previous progressions and tunes from chapters 1-3 using all of the specitic start-

ing notes and begin each scale one beat early. Then try playing random staring notes one beat early.

You can take this another step further and play the seven notes of the bop scale two beats early.
First try specific starting notes such as five ascending and then try using random starting notes.

Anticipating the harmony takes some getting used to but it allows you to practice hearing what’s
coming up. It gives the improviser harmonic command. Anticipating the harmony is a device that

can be used not only with bop scales but with all melodies.

The following is an example of using just five notes of the bebop scale and starting one beat early:

ExaMPLE: -

On Spring Joy from the third descending

Il
1
[
I
jﬂl
i
I
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.%. deiee



HARMONICANTICEPATION

Try using random starting notes one beat early with five notes of every bop scalc.

N
4

EXAMPLE:

On Spring Joy random starting notes

c7 Fa 'Bb—7 Eb7
I [ | F _
s Hha — .H.i ZF 1 ,,,,,,,,,,, 2
e e e
] =
A-7 p7h9b13 G-7 c7 Fa Gi-7 Ci7
pr—— etc.

1
El
i
:
:%

Taking it another step further, try playing five notes of each bop scale two beats early, as in the fol-

lowing example:

EXAMPLE:

From the root descending

Fa G-7 C7 Fa Bb-7
| | etc.
#Q o b T T — o o | beo
(~C — — f‘]‘)f}ﬁj P R—. — — 1 ¢ i i
A\SVJ I [ Ay [ I | bt A} | 1 JB—— T A | | ]
Py 1 —_— — —
Now try five notes of the bop scale two beats early with random starting notes.
ExampLE:
FA G-7 C7 Fa Bb-7  EH7
— — | » ] F Py |
" ¥ bete P e | o =
I h | I ] Py . : ] 1 P L I I I PN —
I I A | 1 I | [ Al — | ] A ‘ | ] ! 1 I I
QJ S | | memem—— — 1 ka—_




CHAPTER &

Next try using five notes of the bop scales and playing them one beat late.

by N

XAMPLE: \

-

From the third descending

g
| |
I
A;
;
[}
i

I This following example uses five notes of the scale one beat late with random starting notes.
l FA G-7 c7 Fa Bb-7 Eb7
o} e s | | o |
I R a— S = I N— —
C & Phe o ¥ I F"—ﬁ*—?—bf*rb, ] T e s e e
O o < o L S———— S i e s g
l — —_— — —
A-7 D713 o7 c7 Fa
| . o
~&—  —F—T—F" P3 | T—{'—f‘l‘ P3 e
D= b — ——— < — | < ——
l Py 1 —] ——
Iz As another exercise try playing only three notes of the bop scale, starting on different beats from
random available notes as in the following example.
l o FA G-7 C7 w—FA Bb-7 Eb7
ol o | ® o 1 |
— < I S SO W — ) —
oo et e e e L L e
— | ‘ - —
I A-7 D7 v G-7 c7 FA e Gf-7/ C47
: ) ) o lb, [ 2 gf #1‘ |
Iﬁ pS — — N & S — & — ﬁ#{ﬁﬁ? —. 1 —
— — ! < — < —— —— \ S—
Py | T m—— i (— {

Finally, try mixing up all of the preceeding practice exercises using harmonic anticipation or delay
on the progressions and tunes. The following example is on the tune Spring Joy. Keep in mind
when playing through this example that there is something wrong with the “whole picture” or
sound. Playing only bebop scales which constantly repeat the sound of intervals of a second be-

comes very one dimentional. This is truly just practicing scales.




WARMONTC ANTICIPATLON

ExAMPLEZ
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i
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Fa G-7 Cc7 FA Bb-7 Eb7
—— I e — — WI { le — } = JIZF 7 J r f-
=== — == =
— |
A-7 D7 G-7 c7 FA G-7 c7
= I - ’- — __'___;’_'_——L# . I : ] _'__P e [D
e — ] f—_]c#:\L S— = '-i‘—!—ﬂ"HP_l_f — —
S} —— { ; 1 Commim—————

Atter playing the bebop scales from all of the different beats try randomly using this technique
when improvising on the tunes to get a feel for whar this is like. Anticipating the harmony with a

scale or a line gives the soloist harmonic command and the ability to hear what is coming up next.

-




IoNIAN

DORIAN

PHRYGIAN

Lypian

Mixorypian

(hapter 3: Bop Scale Modes

To determine some different scales for some of the other chord types here are the bop scale modes,
4.

CA lonian
f | —_— e
L e g — I ! ] y T ! — - —
o ! ! f i P — o
'y . '

D-7 Dorian

E-7 Phrygian
Fa) re— — 4
n’ an ~ ! ! ! —te—m——
66— —r—F
S ———— b_b-_—
Fa lydian
Fa) ® | | \ — ! !
Sy~ ] ! ] ] e —
B (o [ ! I I o y ! —
\;)U [~ —— I ] f — 1 —
G7 Mixolydian
__9__,_"__ ‘{ | __ﬂ_'_ V] _
Y ] i i [ { I‘V'J—\P— ™ ‘ -
O — 1w e —— f
L% *J ) -




BOP SCALL MODES

AEOLIAN
7 Aeolian
be

A
.

= repiter I

LOCRIAN
Bg Locrian
L S e e e

—, — f | | ] . D_P_P—P‘*f' — i i L — I

© =

1 | 1 .
Notice that both of the major scales start on the 1, 3, 5, or 6. All of the others start on the 1, 3, 5, or I
7.You can start these scales from any of their down beats.
Some scales may be used on several chords. For example, the CA scale is also the same as the A~7 l
Acolian scale. This scale could also be used on a D=7 chord, or an FA#11, or a G7sus4 chord.
The D-7 Dorian mode scale is the same as the FA Lydian mode scale and can also be used on I
G7sus4. .
The E-7 Phrygian can be used on CA, D-7, FA, G7, A-7 and Bo chords.
FA Lydian is the same as D~7 and can be used on G7sus. I
The G7 Mixolydian mode can be used on D-7, FA or Bo.
A-7 (same as CA) can be used on FA, D-7, or G7 sus. I
Bo can be used on G7, D7 or FA.
The result of playing one mode scale over another chord is that the down beats become different l
chord tones. For example take the E-7 Phrygian mode scale and play it over a CA chord.

ExampLE T

| INEE

i
|
] —

On an E-7 chord the starting notes are E, G, B,and D or 1, 3,5, and 7.

E G B and D

Py
®

]

&E§5c>

But over a CA chord these starting notes are now the 3, 5,7, and 9. If you play the E-7 scale over an
FA chord, those starting notes are now the 7,9, #11, and 13. THE SOUND 1S DETERMINED BY WIAT THE

[MPROVISER WOULD LIKE TO HEAR.
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CHAPTER S
Try playing through progression 1 in chapter 1 and use the mode a major 3rd above the chord. Use
E-7 over CA, use Bo over G7 etc... Remember that E-7 is Phrygian over CA and Bo is Locrian over
G7.
EXAMPLE!
Progression 1 v
E-7 Ag. D-7 Go
. Ca F7 BbA Eb7
- UC Z y i — y Y e —— y d— +*7C:%
g -
c-7 Fo Bb-7 Do
o Abs Db7 Gba B7
0 _
r{mv 7 y — S P i —— ﬂi
)
G¢-7 Cle F4-7 Ba.
A EA A7 DA G7
Y
fmu y i — d— g 7 y 7 7 yda 7 ydh y
®
Progression 2
D¢-7 Gio C-7 Fio
A BA E7 AA D7
/)
f\fz{) CV—rF——F—— 7" Y e —— Y — —— |
)
B-7 Eg A-7 Do
, Ga c7 FA Bb7
) .
1\?1‘\/ Y e — — y d— S ——F ———F }
o
Eba
5 Ab7 DbA Fi7 N
@j% 7 y y d—— y4 T y 4 ya y A——— 4 v y 4 y 4 J
- 7 ya ya V4 ya 7 Z 7 —7 v 7 :
()
34
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/(hap[?f b: Bop Scale Modes for Tonic Minor
and Dom7>9% B (hords

Over a C—69 chord use a G7 natural 9 and b13 or a G~7 Aeolian bop scale.

Here is the G713 scale:

Dot e b e e de e
(e —— i i : : R B — } i : I
Py ~~J_J o

The downbeats or starting notes for this scale are G, B, D, and For 1, 3, 5, and 7 over a G7 chord.
But over a C—69 chord those notes are the 5, major 7,9, and 11.

Here is the G—=7 Aeolian scale:

—l[ "1 l ‘E‘ | '—#I'——_i’—
O —— ===t ==

The starting notes or downbeats are 1, 3,5, and 7 ona G-7 chord but they are 5,7,9,and 11 on a

C—-69 chord.
1 3 5 7 on G=7 5 7 9 11on C=6°
_A P fa) -
v 2 ® = / ! . =
i~ o it /e S —
e e
'Y,

There are many different bebop scales to play over a dominant 7th chord. Each one gives a unique
sound to the melodic line because they have different downbeats. For example over a G7*%13 chord
you can use a Bb7%9 bop scale.

EQ l, 1 3 5 l)7 on Bb7
Gt e e . e
EGE — e e o — - -

\ Y - )
> Y 9 5 7 b9 on G7

N



(HAPTER 6

Here is another example: Eb7%13 bop scale over G7%913

e
a R ———

Try playing through the original tonic minor progression Il exercise and substitute some of these

different scales over the chords:

Progression I1A

Al 3.5 TenB7
. B P — T J—
(o —
o 77

b13 5 #94,, j‘lHonG7

Ab7P9 Fi729
G79b13 or Db7713 F79013 or87°13
[a)

# {° y4 4 y 4 y4 J J i 4 y4 .4 y.4 4 y4
I\@U 7 Z. 7z 7z V4 7. Z 7. Z L. Z Z. Z 7
)

E7i9 D7i9

Eb7? 13 orA7713 ci7’13 o G713
7 ]
!\’\(f\'\u I, II I[ II II II II II I, II II II I, II
)

C7:)Q BWEQ

87713 of713 - A7P13 orEb7°13
) E_¢ A7P9b13 D_¢&° G79b13
7 )

JI\‘@ II II II II II I, I, I[ II II II !1 II II II
E }
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BOP SCATE MODES FOR TOKIC HINOR AND DONTSMD CHORDS

Progression 1B

c7"9 F759
Fi7713 or C7°13 7213 or Bb7"13
o —‘—_’—_‘—7 4 II I, II /I /I /, /, /I II II I[ /, /,
s,
57b13 o AW[’Ei c7b13 orF§7° '3
[ I
B7t9 A7t9
Bb7” 13 o E7P13 Ab7h13 Lo
|
%’ II /I /I }[ II /I II Il II II Il II II II Il II

Before continuing on try using all of the information presented thus far on this next tune. On the
bridge section where the chord changes are D-7/G7/E~7/A7, use the Dorian bop mode scale for
D-7 (I11-7) and the Phrygian bop mode scale for E~7 (III-7). When there is a [I-7/V7 chord change
in one bar use the dominant bop scale for both chords. For example over Bb—7/Eb7 just use Eb7

scale.

N



CHAPTER 6

Il BT
» TRALK

11772 TUNE 3 AFTERNOON IN STRASBOURG (C INSTRUMENTS)

CA C-7 F7 BbA BhL-7 EL7
S M ¢f——— - S S
:—(% CV—FS— i y 4 y —"4 7 Y — — .._.__1_7?_"%
R : -
bob13 | e
%ALA Do G7°9%13 | ca D-7  G7 CA
ﬁe S/ Y " — A A i i — d— S 7 ,%
'Y i
-7 -7
D-7 G7 -7 A7P9P13
S A— - - I - S
‘\i - 7 7" 7 7 7 7 i 7 7 7 7 7 7 7 Y dim—
-7
D-7 G7 Cg-7 Fg7 B-7 E/
ﬁ‘Hf*}g Y —— —— A A A D —" i—— d— d— d— *H
A AA A-7 D7 GA G-7 Cc7
g i —
e — 7 7 B S —— Y S Sa—" S— ;r e 7 7
PY)
A Fa F-7 BbL7 E-7 A7 D-7 G7
e I - !
@ sy — 4 B Sy bty St—_ i B catay S— Z B e —— 7%
Py




$ TRATK T1/12: TUNE 3 AFTERNOON IN STRASBOURG (Bb INSTRUMENTS)

BOP SCALE MODES TOR TONIC MINOR AND DONM/OD CHORDS l

A
D-7 G7 CA c-7 F7 l
S— - i sl ]
e i Mty dm—— . S—— y Y i — S— i — L —
1. .
BbA Eo A77913 | ba E-7 A7 DA I
- S T T |
,,,,, / I‘H /I II ,I ,I II II I/ II II ,I I/ II ,/ Il, /{ 4]H
e I
-7 -7
- ;Z;f* S — ey S B B e ey s ey & I
-7 I
E-7 A7 Eb-7 Ab7 C4-7 F§7
o 7 7 7 7~ 7" 7~ y 4 Y — i a 7  — s— — I
R BA B-7 E7 AA A-7 D7
\vi ]
o
GA G-7 C7 Fi4—7 B7 E-7 A7 I
— [
&i ya 7 ya ,jL/I o Z Y m— v./l 7 7 y ya y di— I




(HAPTIER ©

¥ TRACK 11,02 TUNE 3 AFTERNOON IN STRASBOURG (EbL INSTRUMENTS)

.
. AA A-7 D7 GA G-7 c7
i e
G ;;_ZjL_/ M;;)L I/ e gy 4 4 i 4 I/ I/ I/ I/ I/ I/ %ﬂ
< -
¥
bob13 | B N |
L Fa Bo E7797 AA B-7  E7 AA ;
5 ) ]
@vf 7! / */ 1 Il /I II I, II II II II II Il II I, /[ ,lIJI, l{ I __7Ali__7 %
© T
-7 li—7 j
. B7 E7 Ct-7 F47°9%13
- [ . -~
T TE e e e e e T
-7
, B E7 Bb-7 Eb7 Gi-7 ct7
\J | [ ] .
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(hapter I Bop Scales Starting on the th

So far we have discussed starting the bop scales on the 1, 3, 5, or 6 for tonic chords and the 1, 3, 5,
and 7 for dominant chords. Using the bop modes has given us the opportunity to start thL bop
scale on some of the other notes. For example, when we play the E-7 Phrygian bop scale over a CA
chord, it gives us the option to use the notes B and D as starting notes on the CA chord.

Here is another method for starting a bop scale from any degree of the scale. Simply start the bop
scale on any of the remaining degrees of the scale and use it as an approach note to the “initial
above” starting note options. The first such note to work with is the 9th.

If you begin a major bebop scale from the 9th you can play a double chromatic approach from
above descending to the root or tonic of the scale or you can play a double chromatic approach
ascending to the third of the scale.

EXAMPLE:
9 descending to 1
-0 | J——————
i |- I | E— [——
: A — ———
S s — A—
o i -
Notice that once you hit the note C you continue playing the appropriate major bebop scale.
ExampLE: - b e

9 ascending to 3

55<>
|

Co e fe —
i =

Notice that once you hit the note E you continue playing the appropriate major bebop scale. As in
both of the above examples once you hit the circled note or target note than continue the line with
the appropriate bebop scale. Also note that if you were to continue the bebop scale beyond one

octave you can remain on the Orlgmal scale once you 've contacted it.
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CHAPTER

e
tu

/

The following examples spell out bebop scales starting on the 9 for different chord types. The cire-

led note indicates where the initial bebop scale begins.

\\
CA
e
. - !
} S -
! e 1 _i_b,q;{.;g__;‘_
i ; —— }
S e —
c7h9b13
ﬂ(n__'p I B T
(@ reoe = T e e
¢ L *be be e veie |
Note that on this last example for C7*%13, when the scale goes over an octave, the major 7th (the
note B) is added as usual in the dominant bebop scale. The starting notes, Db to C, are scale
approaches to the Bb where the initial scale then begins.
C-A
Fa) | J— R ! .
— H——1—1 i - P .! ——
\\&V; I RS S— ) g o3 . ] -
'y — — pe ? {

Notice here on the ascending line that the initial bop scale is not started until you reach the fifth of

the chord.




BOP SCALLS STARTING O TH 914

[ ]
He N | ]
el ’FP — b‘ [
i 7h"”'"\ - |

————

N
| INEE

C-7 Aeolian

:
*

C-7 Phrygian

Hn o
I - ] ] m— PR N A

#F:lbﬂ'*bi, —— e e Y ] _}o,_,g
6‘}) % ‘

|

il
i
\f&

i
i

Go over all of the tunes and progressions we have used thus far and begin bebop scales from the
9th. Add the following tune to the list!

For the following tune use the Dorian bop scale when there is a minor 7th chord for a whole bar.
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I » TRALY 15/714: TUNE 4 HAZY BIRG (C INSTRUMENTS)
I_Q A-7 D7/ c-7 F7 F-7 BL7
% T [ Sy S—" S—" S—— S— S— — 77 7 7 7 17”_;/_’/5_’:]1
l By T — S ——
1. 2.
l B A-7 D7 GA Ab-7  Db7 GA
L~ I i A — — — — ——— i — — —— et d— A 1
l S 5t .
B-7 E7 AA Bb-7 Eb7
h - —
@‘7‘“ — 7 7 7 i 7 7 7 7 f A 7 7 J
Y
A A-7 D7 GA Ab—7 Db7
v, I i
.@ Y A — — A Y A — — Y —" — — 7 7 7 y 711
. ]
A A-7 D7 Cc-7 F7 F-7 Bb7
0 _
r\fmu 7 y A— S —f——— S —S— S S
Y
A EbA A-7 D7/ GA
i — - - {
J\l(b 7 7 y 7 ’} S 7 7 y 7 i 7
Py




BOP SCALES STARTING O THE 9TH

» TRACK 73/%4: TUNE 4 HAZY BIRG (Bh INSTRUMENTS)
b7 E7 D-7 G7 G-7 c7
;_57: 7 Y sy S—" Sa— & sy ey S—" 4 E 7
1 “ 2 B
FA B-7 E7 AA Bb-7 Eb7 AA
| - A S ey Sy S S S — — S S i N Sy Sy S ] W S— a— — 4 1
‘ - Y A N A A A A S t L d—— — f— =" "\ S " " = 4 y —
‘ Ci-7 Fi7 BA c-7 F7

\
QXT3§T>
N
AN
_\:ﬁ
N
N
\
N
AN
AN
N
AN
AN
N
N
L

A B-7/ E7 D-7 G7 G-7 c7
7
@ 7 4 7 7 iy S 7 4 i 4 4 7 a 7 7 B S— S——
Y
A FA B-7 E7 AA
Yy
@/’ 7 7 7 7 7 7 7 7 7 - 7 7 Il
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BOP SCALES STARTING ON THE 97H

Here is tune 4 bebop scales starting from the 9th written out:

Tune 4 starting on the 9th

Bb7:

F-7

F7

c-7

D7

Db7

Ab-7

GA

D7

EbA

F-7

F7

GA

D7

i
]

S—]

Eb7

Bb-7

AA

E7

B-7

Ab

b e
1’8 4 l1'

J—
el

Bb7

-7

B3N

F7

cC-7
]

D7

A-7




* (hapter 8: Bop dcales Starting on the I1th

The following examples show how to start a bop scale on the 11th for the different chord types. As
in the preceding chapter the circled note marks the point at which the “initial” bebop scale begins.

CA
== T
\SV‘ — o o bhe —t#;%‘ﬂ‘l —

|
ﬂﬁ

4
[s 4




BOP SCALES STARTING ON THD T1TH

B S —
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. CRAPTER B
. Try starting bop scales on the 11th on this new tune:
l » TRACK 15: TUNE S FALLFOLIAGE {(C INSTRUMENTS)
I . c-7 F7 B-7 E7 Eba
0 - - .
(o C—~ 7 V4 7 i 7 V.4 7 s 7 7 7 7 Il—§
1° **
[a) —
y — 4 4 7 7 4 4 7 7 74 7%
' Y
I . C-7 F7 B-7 E7 Eba
v ] T —
l\'\(mu 7 7 7 7 7 7 7 E 7 7 7 E 7 7 ;H”g
I 'y
l Ao p7?913 G-A
fa)
) T
‘Wll y o ]E 7 7 7 7 7 7 7 7 ;
l Y]
[a}
) ] T T - ]
I (~—~" 7/ 7 —7 7 7 7~ 7 y 7 f 7 f
SV \ 1 ] ]
o
, S ]
5 C F7 BbA
l @ 7 7 7 7 7 7 7 7 7 7" 7
Y
L BT Eb7 Ao p7%013 g7 c7 F-7 Bb7
7,
)
l E [ L S—F A — A i
'S}



Try starting bop scales on the 11th on this new tune:

RACK T5: TUNE S FALL FOLIAGE (BbL INSTRUMENTS)

BOP SCALES STARTING ON THE 1ITH

G7 C¢-7 F§7 FA
: e
7 !”/I 7 7 7 g — P e — ;/Tj
! ; — » —
S E 7 7 7 P 7 7 7 7 ﬂ
G7 C¢-7 F§7 FA
7~ 7 7 7 7 7 7 7 D 7 7
.4 7 ya y 4 7 y.4 yd y 4 7
v 7 7 y.4 y 4 y.4 7 .4 7
y 4 y 4 y V.4 7 Z 7 y.4 7 ;
4 y.4 7 y 4 y.4 7 y4 7 7~ |
G7 - CA
7 y 4 y.4 y 4 y.4 .4 y.4 . 7
7 y.4 V4 .4 V4 7 y.4 y 4 7~
Bo E709b13 A-7 D7 G-7 c7
T 1 ; -
7 ; 7 7 7 7 J" 7 7 7 { 7 S 7
i
7 —/ 7/ 7 7 7 7 7 7 :ﬁj
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Here are the bop scales starting on the 11th for tune 5 written out:
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(hapter 9: Bop dcale

s Starting on the 13th

The 13 or the 6 is already a starting note for major and tonic minor chords. The following examples
spell out bop scales starting on 13th for the remaining chord types. Remémber that the circled note
marks where to begin the initial bop scale.

G-7 Dorian

gts%t
I
'
i
‘i‘
| *
:

X

G-7 Aeolian

G-7 Phrygian
f— / or e
e —— —— g e T,_Ia:__]:*-'::
————# _gb e I : o o o . ]
(e e ——. 7 - - o !
BN e ey ehe S




BOP SCALES STARTING ON THI 13Ty

N

| 188
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|
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LIS
9
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i
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In this last example, ascending from the 7th on tonic minor, notice how long it takes before you can
begin the initial bebop scale.

Try starting bop scales on the 13th or b13th on the next tune. For major chords start on the 7th to

- - *

mix it upa bit. : e

w
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TRACK 16/17: TUNE 6 IS THIS THING CALLED LOVE? {C INSTRUMENTS)

b

F-7

c7h9b13

F-/Eb

CA

G7h9h13

D —

4
7

F-/Eb

F-7

c7P9b13

Ca

G7b9h13

7

BbA

F7

o/
L

G7

Ab7

F-/Eb

F-7

c7b9b13

Ca

G7h9b13




BOP SCALES STARTING ON THE 131

¥ TRACK 15/17: TUNE 6 IS THIS THING CALLED LOVE? (Bb INSTRUMENTS)

i

N
Ao p7b9b13 G-7 G-/F
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Here are bop scales starting on 13th or 7th for tonic chords on tune 6
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CHAPTER D - e
l For the next assignment play through tune 7 and start bop scales on every scale degree both de.
scending and ascending. Then play through the tune and make random choices for starting notes,
\\
l » TRACK 18/1%: TUNE 7 HAVE YOU MET MISS MILLER? (C INSTRUMENTS)
-
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l D7 G7 Gi-7 % G-7 c7
i I . S
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BOP SCALES STARTING ON THE 13TH

» TRACH T3/19: TUNE 7 HAVE YOU MET MISS MILLER? (BL INSTRUMENTS)
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» TRALH 18/19: TUNE 7 HAVE YOU MET MISS MILLER? (EbL INSTRUMENTS)
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The following is an example of random choice starting notes on tune 7.
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ROOT DESCENDING

7
.

(hapter 10: Across the Bar Line

The topic of this chapter is connecting bop scales across the bar lines. The ggal for the improviser i
to move from one chord to the next keeping the same direction or motion happening over the bar
line. In order to do this it is necessary for the improvisor to have accessibility with all starting notes
of the bop scales so that when the scale passes over the bar line into the next chord you can start 3

scale from whatever that note may be.

One way to begin practicing this is to play a scale starting on the first beat of measure one and con-

tinuing in the next measure with seven notes of the next bop scale. Here are some examples:
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FROM 9 DESCENDING

FROM 3 DESCENDING

E—)’7 A7 F-7 Bb7 EbA Ab-7 Db7

o) foe hj' b' ] _ P Y —

. € T e R E%' *—o— £ 1 P:f'ij ; — —
&t —— e o Tertee o 1)
o — —— - L — I o th

A7 F-7 Bb7 EbA Ab-7 Db7
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FROM 4 DESCENDING

ACROSS THE BARLINE

E-7 A7 F-7
fe ebe ohe
i . - —~—
FROM 5 DESCENDING
. A7 F~7 Eba
[l
EV—*“A : — e - ]

FROM 6 DESCENDING

EbA

|

E-7 A7
I}
T
7 ] M
Y

FROM 7 DESCENDING

E-7 A7 F-7 Eba Ab-7
e T ﬁbﬁ 2 . |
o .:%.—%'Jhl e T —_—— = Jf’?—rb
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(HAPTER 10

Another alternative for connecting scales across the barline is to make the beat on the “and” of

four a chromatic approach to the nearest scale tone of the next chord (or next bar). In the foll()wing

I example the chromatic approach notes are circled:

ExaMPLE:

7 A7 F-7 BhL7 EbA AbZ7 Db7
i 2

_ ] | ]
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b= oo by oL PP ebeba g,
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ACRUSS THE BARLINE

—

EROM 4 ASCENDING:

FROM 5 ASCENDING:

E-7 A7 F_7 BL7 Eba Ab-7 Db7
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From 6 ASCENDING:

E-7 A7 F-7 Bb7 Eba Ab-7 D»7
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= be = 22 = b
be ettt A
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From 7 AscenDING:
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(HAPTER 10

Another way to practice crossing the bar line is to play beats 3 and 4 of one bar into beats 1, 2 and 3

of the next. Some examples follow.

E-7 A7 F_7 Bh7 EbA Ab-7 Db7
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i
i
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F 2 =
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[ !D [ hﬁﬁ lzg_ o
AN it —————— Y
P - ] I ¢
{{ - 1")7 T —— ]I' i t — ! ps __H
L b | S— —

Notice that on beat four “and” the extra notes in the bop scale, such as 5 for major chords and the

major 7th for dominant chords, are excluded if the next chord tone is not a half step away.

XAMPLE:

The note GB is not needed. _

E-7 A7 F-7

AN
IREL

o)
6¢ - _—

Ex2




ACROSS THE BARLING

Play through this next tune and cross the bar lines with any of the methods discussed previously.
Once you have crossed from bar 1 to 2 and 3 to 4, 5 to 6, go back and repeat the exercise crossing

between bars 2 t0 3,4 t0 5, 6 to 7, etc.

TRACK 26/27: TUNE 8 GREAT MOMENTS (C INSTRUMENTS)
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1 © U n 70 TUNE 8 GREAT MOMENTS (B INSTRUMENTS)
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ACROSS THE BARLING

Bb7

Rave v

E7L9b13




(hapter [1: Rhythmic Variations

To give alittle variety to a rather dry sound try playing the bop sales in triplets but accenting as if
they were eighth notes. For example, instead of playing on the first four bats of tune 2 like this;

FA G-7 c7 FA bBJL;—7 Eb7
—~ mbe Ty o~ I S S
e s e e T
S — T T T——

l Try playing those notes in triplets, it would look like this;

I FA G-7 c7 FA Bb-7 Eb7
‘ﬁg,;ﬁﬁ | i q ff—hf':\f- j e P?%\?* -
- be T N e——— - — N — - p——

1 St e ey e PR

The articulation is the same as if the line were played with eighth notes. If you articulate accenting

the first note of every triplet like so, the passing tone will get an undesired accent.

|
5L
o
AN
™\
N\
N
—N
AN
AN
2

Playing triplets across the bar line also has a great effect. Here is an example on the beginning
eight bars of tune 2.

Fa G-7 c7 Fa Bb-7 /E‘EW
— ‘ ’ — , —abebr 2°#
S —. I S ——— e S . s e e e
ﬁée—:‘;‘*—iﬁié?ﬁfj ‘ s  —. = avo ﬁ‘%“‘ﬁzﬁ
l Py, E *—~h—~74~‘ \;0—‘\—:‘ —f— i 3 R




RUTTHHIC VARIATIONS

Being able to start on any note and play triplets across the bar line is a great skill to develop for
good voice leading. Another rhythmic device to try is playing the scales as if in half time. Here is an

example again on tune 2. 5

G-7 Cc7 FA Bb-7 Eb7
i | I -

] _.__P'—b.'_ — | I h I N | — - j

?)_ i o n— —— =I — Y I '1 S — < —

Y T bZa— 7 @ B R 59— {T I S——
G-7 c7 FA Ab-7 Db7

Ib T N f 1Y — ———

e b Sl NNy
R e D

Another rhythmic device involves playing a 3/4 rhythm over 4/4. This next example uses this

rythmic pattern, z fti:?%'iifmiﬁ“ on tune 8.

\ —

E-7 A7 F-7 Bb7 EbA Ab-7 Db7
[ i bi‘ fu l" P [ZF ° ] P—
g 1 | | 1] 1 | I | A |
C————7 " e s M s 2 B s B e B s i s s
Py T — - — P —o pe *te

D-7 G7 Eb—7 Ab7 Dba I Do G773

—Q_T'_F_:uza_'_th?_ | F— be EP P l’F 0
B, 1 1 5 T = o— e
ﬁ\l | 4 | | | i 1] ] [ | )] % / f\) e Ji |4 )

This line contains octave displacement when moving from the Db7 to D-7 and again when moving
from the DbA to the Da because of the range involved. Notice that the new bop scale starts with the I

quarter note.

Here is another example:

E-7 A7 F-7 BL7 EbA Ab-7 Db7
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(KAPTER I

Another rhythmic variation is playing quarter note triplets articulated like eighth notes.

AN
\

E-7/ A7 F-7 Bl) EbA

e E== S
[ ” S E— P | , P 1
B ’\' L “_j — e .

Here is an example using some of these different rhythms with a voice-led scale:

E-7

fa)

f

{~C—

ANV

)
D-7

51 e P be: o be he . —— :

e f | o ‘\ i/} II 7 O S w— ! —— L4 —]
— — e Tohe s e B

v "*bhe s

Even with the use of rhythmic variation theré Is stitt something wrong with this picture or sound.
Playing only bebop bCSlLS which employs so many chromatic passing tones creates a one dimen-
tional sound.
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(hapter 12: Melodic Variations -

Approaching and Leaving Off the Bop
Sale With Tag Notes

To lend more variety to the sound of bebop scales another variation to consider is how to begin or
end a bop scale. One option is to leave the scale by skip. In order to make the voice leading a bit

more interesting try playing a portion of the bop scale and leaving it by skip. Try this next exercise.

Play five notes of the bop scale and leave it by one added tag note of your choice, for example;

E-7 A7 F-7 Bb7 l)ELA I
'3 ')
I R
! | II— . I P — . i i £ | f ——%}f—f—*—
———— < —— ;7 € —— 4 € |
Try doing this with just three notes of the scale, for example; I
EbA Ab-7 Db7
——b ebe ohe g I
bf _'jjl i — — r
\ e T I
Taking this a step further, follow up the scale with two tag notes; I
EbA
i s e

~
vy



CIAPTER 12

Another option for adding variety to the sound of the bop scales is approaching them with one,

two, or three melodic tones. The following is an example of approaching a five note bop scale with

one note:

A7

%

Bb7

C-
i

o by

| SEE

m
|
~N

e

I

BEL)

Notice that T approached beat 1 of bar one, beat 2 of the next phrase and again beat 1 of bar three.

The following is an example of approaching a three-note bop scale with two melodic tones:
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MELODIC VARIATION I

The following is an example of approaching and leaving bop scales with larger intervals:

Db7

Ab-7

EbA

BhL7

F-7

A7

E-7

b e
o

Do

DbA

Ab7

Eb-7

G7
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Ab-7
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Eb7
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F7
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[
P

Db7
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Ab-7

c7
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“ (hapter 13: Ten-Note Bop Scales

Notice that the down beats for both the IA and the IVA are 1 -2 -3 - 5 and 6. The down beats for
the [1-7, 111-7, and VI-7 are 1 -3 -4 - 5 - and 7. The down beats for the V7 are 1 -2 -3 -5 -and 7

and the down beats for the Vg are 1- 3 - 5 - 6 and 7. Downbeats are the places where you can start

the scale and it sounds harmonically right or consistent with the chord.

”




PEN NOTE BOP SCALES

Also notice that CA and A-7 are the same scale, D-7 and FA are the same scale, and Bo and G7 are
the same scale. These ten-note bop scales add more chromaticism to the melodic line. Now we have

the choice to use either the ten-note or the eight-note bop scale in our improvisations.

Consider next the ten-note bop scale for the tonic minor/major chord.

EXAMPLE:
c-A or C-69
b T m—— 0 T m————
A 90 A A N e ; e o 2 B B e —
/% OA;M I I N o _,_J J [ —
= m— — — - -
o b —g—g 5 o he g
To determine a ten-note bop scale for a dominant 7°%13 chord there are a number of options. For a
C7b%13 chord the following three scales fit.
EXAMPLE:

Ab7Y13 ten-note over C77%13

F§7#11 ten-note over C7b913

C#-A ten-note over C7b9%13

W_jﬁw:

~1
\C

I B DB BB B BENE BB BEEN BEIE DEBE DN BEED NG Bans BB DB IR BEE BB EEE B
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(hapter 14: Practice Grids

As with the examples below the material we've covered thus far allows usta number of choices.

Notice that playing nine notes of the ten-note scale ends on a different note than starting on the
same note of an eight-note scale and descending nine notes. This demonstrates that the intervallic
content of the same rhythm has a tighter sound with a ten-note scale as compared to a eight-note

bebop scale.

ExamMpLE:

Descending from 5 on a CA (eight-note) (ten-note )

%m — _f __r—"l—“‘——.“:b‘ [ b ";“ €77*71[ ) f‘_i{f —

R N I .
5‘

ExAMPLE:
Descending from 3 on a CA (eight-note) (ten-note)
fa) P———— | ol \ T— I
e Dee ebe S
(G ey = £ rao
) — o
ExamPrLE:
Ascending from 5 on a C7 (eight-note) (ten-note)
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i
3
K
h
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EXADAPLE:

PRACTHCE GRIDS

Use the following grid to practice descending eight or ten-note major bop scales. Start cach scale on
the given note. Here are the first four measures for this exercise using the eight-note scale and
then the ten-note scale.
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CHAPTER £
Other ways to use this practice grid include:
e From each starting note play only five or seven notes from the bop scale.
e Play the scales in a triplet rhythm with eighth note articulation.

e Use the II1-7 scale over the major chord. For example over CA substitute the E=7 bop scale,

The next grid can be used to practice ascending eight-note or ten-note bop scales.

EXAMPLE:

Eight-note ascending

@)
™
®
>

7 = e e
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EXAMPLE:
Ten-note ascending
Bb A

¥
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il
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Again other ways to use this practice grid include the same as above:
* From each starting note play only five or seven notes from the bop scale.

* Play the scales in a triplet rhythm with eighth note articulation. When playing scales in trip-
let rhythm choose 5, 7, 9 or 11 notes in order to start and end on a chord tone as with the

eighth notes.

* Use the [11-7 scale over the major chord. For example over CA substitute the E~7 bop scale.
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PRACTICE GRIDS

Grid #2 Ascending/Major
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Use grid #3 to practice descending dominant bop scales.

XAMPLE! Y

Eight-note descending
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AMPLE:

Ten-note descending
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Again as with the first two grids try these variations:
* From each starting note play only five or seven notes from the bop scale.
* Play the scales in a triplet rhythm with eighth note articulation.

* Use the VIlo scale as a substitute for the dominant scale. When you are using the ten-note
bop scale notice that the V7 and the Vilg are one in the same.

¢ [1[-7 will also work for the dominant scale in eight or ten-note.
Grid #4 is for practicing ascending dominant bop scales.

AMPLE:

Eight-note ascending
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PRACTICE GRIDS

Again as with the previous grids try these variations:
* From each starting note play only five or seven notes from the bop scale.
* Play the scales in a triplet rhythm with eighth-note articulation.

* Use the VIlo scale as a substitute for the dominant scale. When you are using the ten-note

bop scale notice that the V7 and the VIIo are one in the same.

e [11-7 will also work on the dominant chord.

Grid #4 Ascending/Dominant
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CHAPTER T4

Grid #5 Descending/Minor

Note that when you are given the seventh

as the starting note there are two options, major 7¢h
from the tonic minor bop scale or minor 7th from the Dorian bop scale.

ExampLE:

Eight-note descending tonic minor

EXAMPLE:
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PRACETCE GRIDS

EXAMPLE:

\

ExXAMPLE:

Ten-note descending I1-7 or Dorian minor

==

As with the other practice grids, try playing only five or seven notes of each scale and also play
scales in triplets with eighth-note articulation. Superimpose the Acolian scale from a fifth above

the Dorian chord. For example, play A-7 Aeolian over D-7.

Grid #6 Ascending/Minor
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(HAPTER I

ExampLE:

ExaMpLE:

Cc-7

ExampLE:

ExampLE:

o ,:,ﬂ—i I T
:é}j{;ﬂ? hete =Secr

Eight-note ascending minor/m ajor
;

B_A

B-7

fe

Ascending ten-note minor/major

Ascending ten-note [1~7 or Dorian minor




Grid #7 Descending/Domb9b13

PRACTICE GRIDS
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Note that for the ten-note bop scales on the dom75%13 use the dominant scale starting on the b13
and with a b13. For example, use Ab7%13 ten-note scale over C7/%713
EXAMPLE:

Eight-note descending dom7+913

% — f— PT — L‘iﬁﬁ — I —
I — 1‘*‘“?_.1[7' — ‘ o i J e o - 0 ® eie e
o) N L 2 & i’ m & h.
ExampLE:

Ten-note descending dom7°913

Again, for grids #7 and #8 trv playing only five or seven notes from each scale, play triple

also trv superimposing E»7*9 over C779713,

ts and
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l CHAPTER 1L
I Grid #8 Ascending/Domb9b13
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Note that for the ten-note bop scales on the dom75%13 use the dominant scale starting on the b13
I and with a b13. For example, use Ab7%13 ten-note scale over C7w9%13
EXAMPLE:
I Eight note ascending Dom75%13 ST
l c7b9b13 p7P9b13 Bh7P9b13 A7P9b13

Ten-note ascending dom7»913
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EXAMPLE:

% Chapter 13: (rossing the Bar Line and

Changing Direction

Across the bar line with ten-note bop scales.

BA D7 Ga BL7 EbA A-7 D7
S 2 T T —— . : —
G s e eeemES s SR RS
— PO e Gt ofe Che s TPTT
G Bb7 i) bEbﬁ 574 BA F-7 Bb7
ehe Ve)e
= o ' ] " o P e
e e T v e L e I e
\SVJ 1 | L I— - 1 R ! I ! b | | { I [ f
v = ' - — je
Eba A-7 D7 GA Ct-7 F§7
o) ot 4 o Heok ——
7, m——rr ST I e = ——
V.,,,'; i ) .+ + 3} - i
O e efe e et T SES==LTTE e
BA F-7 BL7 Eba Ci-7 F37 BA

44“?%??” 2ot e b

»
—
[

e

byt S L e i

As you can see with this example when you are using ten-note bop scales there can be many chro-
matic passing tones within the melodic line. This doesn’t make the line a better line, the point is
that practicing with the ten-note bop scales is a way to practice using small intervals in your lines.
Of course these lines will quickly begin to sound very one dimentional if not used with other inter-
vallic contrast, but being able to play these ten-note bop scale lines is a great skill to have rogether.

Try going through the previous tunes using the ten-note bop scales.
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CHAPTER IS

The following examples show how to play across the bar using the ten-note bop scales:

l E- A7 F-7

W e

EbA Ab-7 Db7
——pbe o :
e

Dba Do G7°Y
N It | i;[ N ]
S b by
S e e

AbA Ab-7 Db7
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ey e —
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EXAMPLEI

EXAMPLE:

CROSSING THE BARLINT

You can change directions in the scale by using either chromatic approaches or diatonic scale

approaches.
Chromatic approach
c7

Y

I
I

L ets

T

bekee

tele—ebe—
|

~—

Diatonic scale approach

c7

You can change directions within the bop scales after one, two or three notes, or as many notes as

you like. Here is another example:

E-7 A7 E-7 ‘ A7 E-7 A7 @ E-7 AE
HWT[; e e i T e e e
\SY I | 1 1 | m——————— = | I~ I I | e L
D) —d ———] — [
A7 E-7 A7 E-7 A7 (D] E-7 A7
p— — | — . — R
I & ! T — ] i T I i ’ —— I 1 ﬁ_q
o on? S ! —r— S - 1
e =S s e e S IR
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l The tollowing example shows changing directions on a new tune, tune 9.
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(ROSSING THE BaRLINE

2 TUNE 9 HERMAN ‘N YOU (C INSTRUMENTS)
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O TRACK

27723 TUNE 9 HERMAN ‘N YOU (Bh INSTRUMENTS)
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P2ACY 22,723 TUNE 9 HERMAN ‘N YOU (EL INSTRUMENTS)

CROSSING THE BARLING
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(hapter 1: Scale on Scale

Playing the conventional bop scale for a given chord produces lines with chord tones on the down
beats. So, playing different bop scales other than the conventional one cart-give a totally different
sonority and different flavor to the sound.

For example, play a D7 scale over a CA chord. While the downbeats for a D7 chord would be a 1,3,
5and 7, those notes over the CA chord would now be the 9,411, 13, and the root.

Some scales may even work over a given chord using either the eight-note version or the ten-note
version. For example, play a ten-note D7 scale over a CA chord. The downbeats for D7 scale over a
D7 chord would be 1, 2, 3, 5, and 7. Over a CA chord those downbeats are 2, 3,411, 13, and 1.

Some scales that fit over a CA are:
E-7 Phrygian
E-7 Aeolian
D7
B-7 Phrygian
A=7 Aeolian (which is the same as C major)
A~7 Dorian (would give CA a Lydian sound)
E7"13 (would give CA a §11 and 45 sound)

Some scales that fit over a D-7 (11-7) are:
A-7 Aeolian (same as C major)
G7
Bo

E-7"Y natural 13 (gives a D-2 sound)

M BN I S M BN S B EN M I BN B SN B N B S E
|
|




SCALE 0N SUALE

Some scales that fit over C7:

(there are numerous options for dominant chords)
D7"13 cight or ten-note (gi‘\ﬁ'cs the C7#11 sound)
Eb7%9 eight-note only (gives the C7# sound)
Eo eight or ten-note
Eo natural 9, eight or ten-note (gives the C7#1 sound) ‘..
F£7#11 eight or ten-note (gives the C7 altered sound)
F#7alt* eight or ten-note (gives the C7#11 sound)
C#-A (gives a C7 altered sound)

“Here is that eight-note altered bop scale for F§7. The starting notes for an cight-note altered bop
scalcare 1,49, 811 and 7:

irree o T
o

Here is the ten-note altered bop scale for F87. The starting notes for the ten-note altered bop scale
are 1,149,411, b13, and 7:

- | | [—
#ﬂﬁm}pﬁ&b e
[ (an Y| [ ! | i

r—

o —

G-69 eight or ten-note

G-69 with a major 7th in the scale ( gives the C7#11 sound)

Ab7"13 eight or ten-note (gives the C7 altered sound)

A7" with natural 13 or b13 eight-note only (gives the sound of C7*Y natural 13)

Bbo natural 9, eight or ten-note (gives the C7 altered sound)
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CHAPTER 16

Here is a new tune to practice some of these scale on scales.

TEACHK T4 TUNE 10 VERY LATE (C INSTRUMENTS)
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Try playing tune 10 with the following scale on scale substitutions. The bottom chord is the one I

SCALL 0N SCALT

played by the rhythm section (or your left hand for piano players) and the top chord is the bop sca-

le to be played over those bogtom chords.
\

y TRA 24: TUNE 10 VERY LATE (C INSTRUMENTS)
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SCALE ON SCALE
3 T&ACHE 24 TUNE 10 VERY LATE (EL INSTRUMENTS) I
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(hapter 17: Skipping Notes of the Bop Scale

Another way of creating some variation in sound when playing the bop scales is to skip some of the
notes. The following examples leave out two notes after a down beat. Leaving out two of the notes

after a down beat insures that the chord tones will still fall on the down beats.

CA skip
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SEIPPING NOTES

The following examples use seven notes of the scale and skip notes:
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The following examples use ten-note scales with skipping notes:
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l Slxlppmg notes in thC SCGIL’ can occur fl‘OlTl any St'dl'tiﬂg note. Here are some lUI’thL‘I' CXQH’IP‘CSI

l Cég 10 note
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I F# and D# sound exellent as a chromatic approach
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l try F# as well
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try F2 also




Conclusion

1 don’t know of any player who uses bebop scales exclusively, but most improvisers of varying jazz
forms use them at times. This book presents a detailed way to explore ¢hromaticism in scale. Great
music has great detail! The use of bebop scales is one of many details or devices to develop and

integrate into one’s playing.
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