
 
 

JPS Lesson 35 

Technique 

1. Altered Scale - The altered scale is a great way to start taking your playing "out" as 

people say in jazz. This scale is played over dominant chords and uses a lot of 

tensions so that you are creating a building point, then releasing into the major 

chord. The altered scale uses the b9, #9, #11 and b13 tensions in the scale. As you 

can see, by simply running up and down this scale, you're going to be completely 

outside of the key. The scale in degrees is 1, b9, #9, #11, b13, b7, 1. 

 

 

 

 

 

 

 

2.  Pentatonics Series Part 3 – b2 Pentatonics - The pentatonic scale has the ability to 

create an endless amount of sounds and colors, especially when we start changing 

the degrees as we're about to do and also when we use different pentatonics over 

different chord changes. In this new pentatonic we are going to change our natural 

2, to a b2, or b9 sound. However you would like to think of it. The combination of 

the 1, b2 and natural 3 are going to produce a middle eastern sound that is very 

distinct. This scale would be used over dominant chords. 

 

 

 

 



 
 

 

3. Jazz Exercise Using Dominant Tensions - We now move into traditional movements 

with the extensions used in dominant chords. I'll include some of the most popular 

movements you'll hear in the jazz language with the use of each extension.  

a.  b9 

 

b. Natural 9 

   

 

 

c. #9 

   

 

 



 
 

d. #11 

   

e. Natural 13 

   

 

f. b13 

   

 

 

 

 

 

 



 
 

Harmony & Theory 

1. Drop 2 Voicings Part 3 

a. Drop 2’s with Rootless Voicings ( 2-5-1) – Using our drop 2 technique over 

rootless voicings is a technique used by pretty much all pianists.  By taking 

our second voice from the top of our rootless voicing and dropping it down, 

we now create a moving harmony line in our LH with RH support, which 

sounds amazing. Let’s check it out. We'll start with our Rootless Voicing 

Structure 1 In the key of C, our first chord will be D-7 so our rootless voicing 

will be F, A, C and E. See below.  

 

 

 

We now take our second voice from the top, the note C, and move it down to 

our LH. Our next rootless voicing is over our G7 chord. From our rootless 

voicing, F, A, B, E, we now move the note B down to our LH. Notice the only 

note that changed from the first voicing over the D-7 to the second voicing 

over G7 was our LH changing from C to B. See below.   

 



 
 

 

 

 

We have one more voicing to go. When we move from our G7 to our Cmaj7 

rootless voicing our LH note B will stay the same, but all of our RH notes will 

move. Our Cmaj7 rootless voicing is E, G, B, D. So the second voice from the 

top, the note B, is already in our LH. That stays the same. Our other notes 

from our G7 voicing, F, A and E move to E, G and D. (see below)  

 

This movement of the harmonies in this voicelead fits so nicely it’s hard to 

not use these voicings!  



 
 

For our Rootless Voicings Structure 2, we take the same steps to use our drop 

2 voicing. Structure 2 of our rootless voicings in the key of C will be D-7, the 

notes, C, E, , A, G7, the notes B, E, F, A, and finally our Cmaj7 chord, the 

notes B, D, E and G. From these voicings we use our drop 2 technique and 

move the F of our D-7 chord, the F of our G7 chord, and the E of our Cmaj7 

chord. (See below 

 

This means that our left LH stays the same this time from our D-7 chord to 

our G7 chord, then moves when we resolve to our Cmaj7. 

 

2. Extensions Series Part 3- (Dominant 7 Available Extensions) 

 

a. Dominants (b9, nat 9, #9, #11, 13, b13) – Dominant chords have the most 

extensions available to them.  They have 6 different color notes that we will 

be able to mix and match to create different sounds.  This is why when you 

see dominant chords in tunes, you will have the most amount of freedom to 

change the color of the chord and make it your own. The first three extensions 



 
 

we have available on the dominant chord are three different types of 9ths. On 

a C7 chord our natural 9 would be the note D above the chord.   

 

 

 On dominant chords we are able to make the 9th flat or sharp to create other 

extensions. On our minor chord, we we’re only able to use a natural 9 over 

our chord. Our b9 over our C7 chord would be the note Db, our natural 9 is 

the note D, and our #9 is the note D#.  

 

 

 

 

 

 

 

 

 

 



 
 

 Each of these 9ths is going to give you a different sound from which to 

choose from.  The next extension we have available is our #11. Over our C7 

chord this will be the note F#.  

 

 

 

 

 

 

 

 

  Our next extension will be two different types of a 13th extension, a natural 

13th and a flat 13th.  Our natural 13th will be the note A over a C7 and our flat 

13th will be the note Ab. Just like the 9ths our different types of 13’s will give 

us completely different sounds and colors.  

 

 

 

 

 

 

 

 

 

 

 



 
 

Vocab & Repertoire 

1. Improvisation 

a. Alt Scale - The Altered scale is a great scale to begin incorporating tension into 

your playing. Using tensions when improvising gives very nice tension and 

release patterns, that creates and up and down wave to your playing. Without 

the tensions, your playing can sound a little square, as if there is no movement. 

The altered scale uses a couple of different tensions, but specifically the #9 and 

b13. These are the tensions you want to emphasize anytime you see the word 

altered. If you are playing an altered chord, you want to make sure you add 

these tensions to the chord. The altered scale uses the following degrees. 1, b9, 

#9, 3, #11, b13, b7, 1.  

 

 

 

As you can see we are also including the b9 and #11 into the scale which 

creates more tension when improvising. As with all of our other tools, we want 

to use different types of patterns and combinations with all of the tensions we 

have.  When soloing with this scale, it will sound best to play a glimpse of this 

scale and then resolve somehow to the next harmony or a chord scale of lessor 

tensions. This scale is so jammed packed with tensions that it can easily 

become quite overwhelming to your solo and the listener.  You can use this 

scale over any dominant chord you wish as long as the chord doesn't have 



 
 

natural 9 or natural 13 specified. Those two extensions are not found in this 

scale.  See below.  

 

 

 

 

b. b2 Pentatonics  

   

  As we start to get into these different types of pentatonics we are mainly 

using them to create different types of sounds and atmosphere. With these tools I 

never like saying you can't or can use them over any certain chord. It's mainly what 

you like. I encourage you to take these and explore with them. I will show you how 

I mainly use them but by all means they can be used in many different ways and 

over many different chords to create sounds.  

 

I mainly use the b2 pentatonic over a dominant chord to emphasize a b9 sound. My 

left hand will reflect the b9 in a voicing seen below while my right hand improvises 

using the b2 pentatonic. (See below) 



 
 

 

c. Soloing with extensions over chords – (Dominant Tensions)   

We can use any sort of extension in our solo lines to add color and texture. The 

use of these extensions is excellent for applying tension and release to your 

solos. The dominant chords have so many extensions to choose from so start 

by focusing on just one or two when adding them into your solo.  (see below.)  

 

C7 b9 Example 

 C7 #11 Example 

 

 

Once you become comfortable with this you can begin to add more. Spend 

time with each extension as each will provide a very different and unique 

sound and atmosphere to your expression.  

 



 
 

 

2. Application 

 

a. Using Drop 2’s with Rootless Inversions  

Using drop 2's with rootless inversions takes the on the same approach we 

used for our drop 2's with regular inversions. The one thing we must watch out 

for with our rootless voicings is that the extensions in the chord match up with 

any specified extensions in the tune. Remember our rootless voicings have all 

natural 9's and 13's in them.  

 

 

3. Advanced Solo Piano Series Part 3 - Analyzing the Space to fill and how to fill it  

 

 When playing solo piano we must always remember that we are the entire 

band. We must play the melody, harmonies, bass, and support ourselves through 

rhythmic and harmonic comping. A lot of times I'll hear someone play a melody 

with chords and bass but leave out the conversation piece that must happen in the 

space. This conversation is happening between the melody and small bits of space 

that you have to respond. Not all the time must you fill the space depending upon 

the tune, but most of the time it will be necessary. 

 

 There are many types of textures and methods I use to fill space in melodies. 

Let's look at the list below.  

 

a. RH leaves melody and comps below - This is a very easy an effective way to 

comp for yourself. Don't forget you can leave the melody after playing it to move 

your RH down to comp with your LH. 



 
 

 

 

 

b. LH Bass Fills with line or stabs - Gerald Clayton turned me on to this texture and 

I absolutely love it. You are essentially creating more movement or a full counter 

line in the space with your LH. It is very technically hard but you can create simple 

lines that still sound good.  

 

 

 

c. Passing chords - This was a full series in the Intermediate portion of JPS. You 

can use any of the various passing chord movements and harmonies we've talked 

about to fill up the space in tunes. Just to jog your memory, some of these might 

include diatonic movements, passing diminished chords, double handed lines, 

inversions and now we can add drop 2 inversions or any various comping using 

drop 2's. 

 

 

 

d. Resolutions in both hands to third - This is more of a fun little inner voice 

movement that I like to use to emphasize the resolution from the 2 minor chord to 

the V7. 

 

e. Quick reharm movements - All of these movements were described in the 

Intermediate portion of JPS but it's not until you can utilize them in a fairly quick 

manner that they will begin to make an extreme change in your solo piano and 

comping! 



 
 

 

f. Quick run - Oscar Peterson and Art Tatum were kings of the run. Tatum would 

even get double handed runs going in opposite directions for breaks in the melody! 

Try that only if you dare. Now obviously you do not have to go to that extreme, but 

you can use these little spaces to add nice little runs in that give your solo piano 

playing some flare.  

 

 


