
Published by
JAMEY AEBERSOLD JAZZ®

P.O. Box 1244
New Albany, IN  47151-1244

www.jazzbooks.com
ISBN 978-1-56224-037-0

Engraving by JOE RIPOSO
Engraving Formatting and Editing by KATIE COSTELLO & JASON A. LINDSEY

Cover Design & Layout by JASON A. LINDSEY

Copyright © 2008 by Jamey Aebersold Jazz® All Rights Reserved.
Printed in U.S.A. International Copyright secured. All copyrights used by permission. 

No portion of this book may be reproduced in any way without permission from the publisher.

BEBOP SCALES
JAZZ SCALES AND PATTERNS

IN ALL 12 KEYS
by JOE RIPOSO

Duplicating copyrighted music is destructi e to our industry and is against Federal Law. When you 
make photocopies or create digital copies of our products, or if you trade, distribute, share, or sell 
illegal copies of our products you make it harder for publishers like us to introduce new materials. 
Every time you duplicate a piece of copyrighted material, you deny the composers rightful revenue 
and discourage them from being creati e.

Please do not photocopy or distribute copies
 (digital or otherwise) of our music books or recordings.SA
MP
LE



Table of Contents

Use of Chromatic Tones............................................................................3
Major Scales

with the added ½ Step in a Chromatic Pa� ern....................................6
with the added ½ Step in a Scale Pa� ern in 4ths................................8
with the added ½ Step Ascending and Descending Pa� ern

in Major 3rds....................................................................................10
with the added ½ Step Ascending and Descending Pa� ern

in Minor 3rds....................................................................................10
Dorian Scales

with the added ½ Step in a Chromatic Pa� ern..................................14
with the added ½ Step in a Scale Pa� ern in 4ths..............................16
with the added ½ Step Ascending and Descending Pa� ern

in Major 3rds....................................................................................18
with the added ½ Step Ascending and Descending Pa� ern

in Minor 3rds....................................................................................20
Mixolydian (Dominant 7th) Scales

with the added ½ Step in a Chromatic Pa� ern..................................22
with the added ½ Step in a Scale Pa� ern in 4ths..............................24
with the added ½ Step Ascending and Descending Pa� ern

in Major 3rds....................................................................................26
with the added ½ Step Ascending and Descending Pa� ern

in Minor 3rds....................................................................................28
Locrian (Half-Diminished) Scales

with the added ½ Step in a Chromatic Pa� ern..................................30
with the added ½ Step in a Scale Pa� ern in 4ths..............................32
with the added ½ Step Ascending and Descending Pa� ern

in Major 3rds....................................................................................34
with the added ½ Step Ascending and Descending Pa� ern

in Minor 3rds....................................................................................36
Application........................................................... ...................................38
Examples..................................................................................................39
Summary..................................................................................................46
About The Author.....................................................................................47

2  |  Table of Contents
SA
MP
LE



Use of Chromatic Tones
For the following two reasons an added chromatic tone should be used 
when playing eight-note scale pa� erns.

1.	 Adding a chromatic note to the eight-note scale will allow for 
be� er phrase balance.

2.	 The added chromatic note will allow for the chord tones of the 
scale to fall on a strong down beat in the measure

Compare the following examples:

A.

B.
 

In Example (A) the last note “G” falls on the “and” of the 4th beat of the 
measure. This makes the scale sound awkward. The fi st note ”G” falls on 
the 1st beat, which is a chord tone, but on all the other beats (2, 3, and 4) 
a non-basic chord tone appears.   

In example (B), the last note “G” falls on the 1st beat of the second 
measure, which gives the phrase proper musical balance. The addition of 
the chromatic half step in the eight note scale in example (B) solved the 
problem of not having a chord tone fall on all the down beats. The note 
“G” is on the 1st beat, the note “F” is now on the 2nd beat, the note “D” 
falls on the 3rd beat, “B” falls on the 4th beat, and the note “G” falls on 
the 1st beat of the next measure giving the scale balance.
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Major Scales
With the added ½ Step in a Chromatic Pattern

Notice Ex.1A  in the incorrect playing of the C Major eight-note scale, the 
note “C” is on the fi st beat of the measure which is a chord tone. Now 
look at the 2nd beat, we have the note “A” which is not a chord tone. On 
the 3rd beat of the measure, we have the note “F” which is not a chord 
tone and is what is called an avoidance tone. This note should not be 
played on a strong beat. Another non chordal tone “D” falls on the 4th 
beat.

The additiona  problem we create is that the resolution falls on the “up” 
beat of 4, thus creating an unbalanced scale line.

By comparison, look at Ex. 1B the correct playing of the C Major eight-
note scale. The resolution or home tone “C” falls on the downbeat which 
gives the scale the proper balance. You now have created a scale with all 
the basic chord tones on each down beat of the measure. The 3rd of the 
chord, which is the most important note of a chord, now falls on the 4th  
beat of the measure.

Play the following Major scales to develop your ear to hear the added 
chromatic tone. Learn to play these scales without reading them from 
the printed page.

6  |  Major Scales (With the added ½ Step in a Chromatic Pa� ern)
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16  |  Dorian Scales (With the added ½ Step Ascending and Descending Pa� ern in 4ths)

Dorian Scales
With the added ½ Step Ascending and Descending
Pattern in 4ths

Using the same concept as in the chromatic pa� ern, the following is an 
ascending and descending pa� ern in 4ths. Many jazz tunes use the chord 
progression of a 4th, o� en called the “cycle.” This is true especially in the 
middle section of a tune called the bridge.

By practicing this exercise, you will develop your ear to hear the standard 
progression of a 4th and how the appropriate Dorian scale with the ½ 
step is used.

Play the following 12 scale progressions with and without the printed 
page. This is all about loading up with the sounds necessary to play over 
a progression in 4ths.
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34  |  Locrian Scales (With the added ½ Step Ascending and Descending Pa� ern in Major 3rds)

Locrian (Half-Diminished) Scales
With the added ½ Step Ascending and Descending
Pattern in Major 3rds

To continue to load up with your experience of playing scales with the 
added ½ step over some of the most common chord progressions, you 
need to practice the following:

Many chord progressions use the interval of a Major 3rd.  
    
Play the following 12 scale progressions with and without the printed 
page. This is all about loading up with the sounds necessary to play over 
a progression in Major 3rds.

SA
MP
LE



38  |  Applicatio

Application
Now that you have developed your ear to hear where the added ½ step 
chromatic tone can be used, you need to combine the scales to shape a 
melodic line. The most common use of these combined scales is over a 
II7, V7, I chord progression. 

You may find that there are places where additional chromatic tones can 
be used. In the following examples, I have taken the liberty to use a few 
of these extra chromatic tones to even out the melodic line.

Remember, the reason for using ½ step chromatic tones is so that the 
chord tones fall on all the strong down beats in a measure.

Jazz players use scales with added chromatic tones with ease. These 
added chromatic tones help to navigate through chord progressions. 
Chromatic tones in the 8th note scale can be thought of as hinge tones. It 
is important to hinge one scale to an other.

A jazz player selects a target note in the new chord to go to and uses the 
added chromatic tone in the 8th note scale to get to the desired note. 
Using the 8th note scale in this way will provide the much needed line 
direction, or as some times called, “forward motion” in the melodic line. 

Each chord in a progression needs to be married to each other. They 
should not be thought of as individual chords. They are all related to each 
other in the progression. Think of the key center of each chord and play 
on the key center using the unique color tones of each chord. 

In the minor 7 chord, the 3rd is a desired note as well as the 7th. The note 
that makes the minor chord sound Dorian is the 6th. As stated earlier, all 
the notes of a Dorian scale are good notes to use. 

The most common target note for be� er line direction in the Dom.7 
chord or Mixolydian scale is the 3rd and 7th. All the other notes, with 
the exception of the 4th note, are good target notes to use. The 4th note 
of the Mixolydian scale is an avoidance tone and should not be use as a 
target tone. 

In a Major chord, once again, the 3rd and 7th notes are the desired tones 
to consider as target notes. All the other notes, with the exception of the 
4th note, are good target notes to use.  

One needs to practice these concepts to allow them to become automatic.
Jazz players play without thinking of the mechanical process of performing 
these concepts. They do not make a physical response when they hear a 
chord progression but they make a mental response.SA
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