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PREIACE

It is not possible to acquire the skills of any of the performing arts just by
reading a book and this is particularly so in the case of jazz. Nevertheless,
as in all things, an understanding of the underlying principles can play a
large part in the development of such skills and it is hoped that this book
will make a contribution by providing the necessary groundwork.

To my knowledge the diversity of subject matter discussed in the following
pages has not been dealt with in a single volume before, although there
are other jazz text books available which will provide a rich source of further
reading and these are listed in the bibliography.

The idea to write such a book was conceived after pianist Gordon Beck
had invited me to assist in the teaching of jazz piano at the Treforest
Summer School. This was formerly the Barry Summer School started in
1967 at which time it was the only residential jazz course of its kind in Great
Britain. It was as a student in the early years of the School that | had the
fortune to meet and learn fram some of Britain's foremost jazz players and
it has been my further good fortune to have an opportunity to pass on that
knowledge to other students.

This book has been designed to cater for beginners and more advanced
players alike and it is hoped that it will be found as useful to the non-
keyboard player as to the aspiring jazz pianist.

In understanding the theory the usefuiness of the piano cannot be over-
emphasised for itis at the keyboard that harmonies can be heard en bloc
and this is as much an asset to the horn player as to the pianist. It is not
necessary for the horn player to be proficient at the keyboard to play the
exampies of harmonies in this book. Flayed as block chords, however
slowly, they will provide an insight into the pianist's role as a member of
the rhythm section.

A participation in music at any level involves a continual learning process
and for this reason alone it would be impossible to write a book which is
completely exhaustive. However, | am confident that even the most
advanced player will find something in these pages which will serve as
a springboard for further developement.
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1.1 INTRODUCTION

it would be difficult to understand the theory of jazz piano without first
grasping the basic principles of melody and harmony applicable to all forms
of music. Although such matters are dealt with extensively in other works
I'think it is important to include them here as a foundation for more advanced
study.

| have had to assume some very basic knowledge on the part of the reader
but if there is any difficuity for absolute beginners the bibliography will be
found useful.

In writing this section | have attempted to be as brief yet concise as
possible and | have avoided venturing into areas which are not directly
relevant to the art of jazz. | have also related everything to the major scale
for simplicity. The minor scale is introduced in Section Two, the theory
being the same for both scales.

1.2 TO READ OR NOT TO READ

The ability to read music varies with individuals, ranging from the non-reader
to the highly proficient sight reader.

The session player, with all the demands that studio work imposes, must
of necessity fall into the latter category. At the other extreme, there are
excellent jazz players who cannot read a note or chord.

Clearly, every musician should aspire to be a good reader for all the
advantages that it has to offer and for most players this will involve diligent
practice and hard-won experience. However, the examples in this book
do not require a high level of reading skill. In fact, if the theory is understood
it is possible to play them with nothing more than a familiarity with the notes
of the stave as they relate to the keyboard.

On a different level, the ability to read chord symbols is essential,
particularly for the pianist who, as a member of a rhythm section, will
frequently be presented with a chord chart. In this respect | have devoted
one section of the book to chord symbols for they can be a source of
confusion due to the different ways they can be written.

I do not propose to dwell at length on the subject of reading for it is
adequately covered elsewhere and an in-depth study would be beyond the
scope of this book. Despite this | feel that two pieces of advice would not
be out of place here. First, it must be understood that in reading music,
jazz involves a different interpretation to classical forms, a triplet feel being
used in jazz, as shown in the example below:

WRITTEN: PLAYED:

a3 3 1 J
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Second, it is important to avoid reading material which is far too difficult
as this may result in the rhythmic continuity being broken and probably
the player’'s confidence also!

It any reader is totally unfamiliar with musical notation he would do well
to refer to one of the books listed in the bibliography, one section of which
is devoted to basic music.

Where examples are given on the stave, | have deliberately avoided
transposing into all keys. The player should do this for himself without
reference to written music. This way he will gain a better understanding
of the structure of chords and scales and develop a visual memory of their
shapes. In short, he will deveiop a sense of architecture of the keyboard.

1.3 SCALES

Scales are the building blocks of music and have an important role to play
in improvisation. The scale with which most people are aiready familiar
is the Major Scaie for it is the one which is most commonly used in popular
music forms, the easiest example being the sequence of ‘white’ notes from
CtoC.

This scale represents the tip of a large iceberg for there are many others
which can be formed to create a musica! pathway between two notes which
are an octave apart. The variety of scales will be considered in a later section
in connection with improvisation.

For the present purpose the major scale will serve to iliustrate some basic
principles and for simplicity the scale starting on C will be used in the
examples.

ie CDEFGABC
Each note or degree of the scale has a name and a Roman numeral which

give an indication of its function and position within the scale.
These are as foliows:

C | TONIC

D I1 SUPERTONIC

E II1 MEDIANT

F v SUBDOMINANT

G v DOMINANT

A VI SUBMEDIANT

B VII LEADING NOTE

C {VIII) (TONIC)

A C D E F G A B {Cy
ﬁ' - [ &) © —
;]V Pz L8 2 A= 2 —
1 1 3} v v VI v (VIID)

The tonic (1) defines the starting point or tonal centre and is therefore the
most important note in the scale. The dominant (V) is fairly central in the
scale and is next in importance. It has a melodic tendency to move up or
down to the tonic. The subdominant (IV) is just below the dominant and
has a meiodic tendency to move down ta the mediant. The mediant (111}
Is so called because it lies midway between the tonic and the dominant.
Likewise the submediant (V1) lies midway between the subdominant and



the upper tonic. The supertonic (11) is is just above the tonic and the leading
note (VII} is so called because it has a strong tendency to lead up to the
tonic.

This tendency for melodic movement is important in understanding
harmonic progression, as will be seen later. In order to appreciate this
movement the tonic has to be played first to estabiish the tonal centre.
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1.4 INTERVALS

The musical distance between two notes is known as an interval. In Western
music the smallest interval is the semitone or half-tone and is the distance
between adjacent notes such as C and Db or E and F. It follows logically
that an interval comprising two semitones is a tone or whole-tone as for
example between F and G or Bb and C.

It would be possible to describe any interval in terms of the number of
tones and semitones it contains but this would be a cumbersome means
of identification. An interval is properly identified according to type and
size. There are five types of intervai:

FERFECT
MAJOR
MINOR
AUGMENTED
DIMINISHED

The size of an interval is described numerically and can be explained by
reference to a scale. The interval between I and Il is a second,; that between
L and IIl is a third; that between I and IV is a fourth; and sc on, However,
the type of interval will differ according to the scale used. If we consider
the major scale with the tonic as a reference, the intervals which occur
naturally are as foliows:

_l? % [ ]
| & oo Fa [ & ] =
Sl ©> [ & ] el
¢ e o
Unison
Major
Second

Major Third

Perfect Fourth

Perfect Fifth

Major Sixth

L

L

-

. Major Seventh
L

Octave
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A PERFECT IN TERVALS
i | = J[ =
B0 - -;- -
Unison Fourth Fifth Octave
MAJOR INTERVALS
iF c
- —-»
Second Third Sixth Seventh

The unison, fourth, fifth, and octave are perfect intervals. The second, third,
sixth and seventh are major intervals. If a major interval is reduced by a

MINOR INTERVALS
- b=
Second Third Sixth Seventh
» AUGMENTED INTERVALS
g[ 7] 1l 1l
Ll iy
.
m =
Second Fourth Fifth Sixth
DIMINISHED INTERVALS
4 | 19} r ——n
- - - -©>-
Fourth Fifth Sixth Seventh
We now have a means of identifying every interval within an Octave, taking
account of all the semitones.

1.5 COMPOUND INTERVALS

When an interval exceeds an octave it is said to be compound. Such
intervals are also given numerical descriptions as foliows:

SECOND
THIRD
FOURTH
FIFTH
SIXTH

NINTH
TENTH
ELEVENTH
TWELFTH
THIRTEENTH

I T T (A
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Ninth Tenth Eleventh Twelfth Thirteenth

1.6  TONES AND SEMITONES

| started the section on intervals by refering to tones and semitones. We
have now seen that these intervals could be alternatively described as major
and minor seconds respectively. However, the concept of tones and
semitones is useful in describing the construction of scales in terms of
successive intervals. Considering the scale of C major, we see that the
interval construction is as follows:

=

i
——
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¢
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T T s T T T s

The interval sequence T T S T T T $is unique to the major
scaie wherever it starts. If a major scale is to be commenced on any note
other than C, ‘black’ notes will have to be introduced to maintain this pattern
of intervals. Hence the need for key signatures for different scales. All other
types of scale have a unigue sequence of intervals which can be described
by this method.

1.7 INTERVAL SHORTHAND

it is often convenient to use a shorthand method to describe intervals. As
this is used in a later section of the book | have included it here for reference
and it is as follows:

MINOR SECOND m2
MAJOR SECOND M2
MINOR THIRD m3
MAJOR THIRD M3
PERFECT FOURTH p4
AUGMENTED FOURTH ad
DIMINISHED FiFTH d5
PERFECT FIFTH p5
AUGMENTED FIFTH a5
MINOR SIXTH mé
MAJOR SIXTH M6
DIMINISHED SEVENTH d7
MINOR SEVENTH m7
MAJOR SEVENTH M7

There is no need to include the unison and octave in this shorthand system.

SHTIONT
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1.8 BASIC HAR

MONY

Harmony is defined as the simultaneous sounding of two or more notes
and the result of such combination is a chord. In Western music the basis
for the harmonic system is a chord comprising three notes and known as

a triad.

A triad consists of a root or fundamen

are four types of triad, each
These are as follows:

tal note, a third and a fifth. There

having a different combination of intervals.

MAJOR TRIAD major 3rd perfect 5th
MINOR TRIAD minar 3rd perfect 5th
AUGMENTED TRIAD major 3rd augmented 5th
CIMINSHED TRIAD minor 3rd diminished 5th

In the example below, the four t

ypes are shown on the same root for

comparison:
4=
- Tt L8 —Trg'? b i’" =4
eJ - e 1T VO
C Major Triad C Augmented Triad

C Minor Triad

C Diminished Triad

Note that the third determines whether a chord is a major or minor.

The major triad is a naturali

y occurring phenomenon. When a single note

is played on the piano the vibrations set up within the string are complex
and in addition to prod ucing the predominant fundamental note, they also
create higher notes known as overtones or partials. These are weaker than
the fundamental, although a good ear will be able to hear the first three

or four overtones. The series of

notes thus produced is known as the

harmonic series and the fundamental note together with the first five
overtones are the constituent notes of a major triad. This is known as

Nature’s Chord.

5
i1 1314 1
4 5 6 1 8 B, ehe le
T — —]
\:)u Py *—— —
3 NUMBERED OVERTONES
1 2 -
: _ —
A — :1:
© FUNDAMENTAL NOTE
— L & ]
= Ty NATURES CHORD
o




A triad can be played on each note of a scale and each triad thus formed
will have the same name and Roeman numeral as the note on which it is
based.

_A o (‘_}
i P [0 S8 e > e} .|
I e [ %] b = 4) b2 [ & ] — B
AN A * 4 £ 8 [ o <> -
o B O
I n I v A Yi VII VI
L LTonic
Leading Note
Submediant
L Dominant
‘~ Subdominant
L. Mediant
- Supertonic
— Tonic

Note that in the major scale, the triads on I, IV and V are major. Those
on II, IIT and VI are minor and the triad on VII is diminished.

1.9 INVERSIONS

When a chord is played with the root as the lowest note it is said to be
in root position. If the root is transposed to the top of the chord leaving
the third as the lowest note, the chord is said to be in its first inversion.
If the third is now transposed in the same way the fifth becomes the lowest
note and the chord is in its second inversion.

This principle can be extended to a four-note chord which has three
inversions. It is illustrated in the following example:

ﬂ ['n]
P4 T T [ & ] T [ 4] ]
F 4 I [ & ) [ F %Y T [ 9 ] 1
1{!‘ > ] = 1 P 1| 1
Le)_ll p =4 I 5 I I ]
Root Position 1st. Inversion 2nd. Inversion Root Position
£ o
4 | [ ® ] LW )
. = 1 P & ] oy & 3 = 8 ]
s b4 I b o ¥ ©
N 24 T 5 F
o ke
Root Position 1st. Inversion 2nd. Inversion 3rd. Inversiont

S
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1.10 CHORD PROGRESSIONS
—CADENCES

Harmonic movement from one chord to another is known as a chord
progression. For our purposes the study of such progressions can be
simplified by understanding a few basic principles.

In the section on scales it was pointed out that I, IV and V were the most
important notes. The same is also true of the triads and for this reason,
1, IV and V are known as primary triads. The other triads are known as
secondary.

The primary triads are important because they establish tonality in music.
After the tonic, the dominant is the most important chord in any key and
this has a strong tendency to move to the tonic. This is the most important
chord progression of all, ie dominant to tonic or V to I, and it is the key
to an understanding of all jazz harmony. The progression V 1o I is known
as a Perfect Cadence and can be described as a musical full-stop. If this
pragression is preceded by another chord, the movement from that chord
to V is known as an /mperfect Cadence or Half-Close. In traditional harmony,
V is often preceded by the IV chord. We then have an exiended progression
IVtoVto L

ie subdominant—dominant—tonic
imperfect cadence-»perfect cadence

Each of the secondary chords, II, III, VI and VII also have a role to play
in the harmonic system but for the time being we will only consider the
use of the supertonic II chord.

The II chord, like the subdominant (IV) often precedes V. In fact II and
IV are closely related for they have notes in common and the chords are
interchangeable.

If the substitution is made we now have a new progression II—V—Iin
which the supertonic is behaving like a subdominant. This alternative
progression is important because the two chord changes Il to V and V
to I each involve a downward movement of a fifth in the bass and this is
particularly strong in jazz harmony.
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1.11  THE DOMINANT SEVENTH

The progression V—I is made stronger by the addition of a seventh in the
dominant chord. To achieve this, a fourth note is added to the basic triad
a minor seventh from the root. When this note is added the resulting discord
from the minor seventh interval between the root and the seventh makes
the chord feel unresolved. In the progression V—I the seventh in the
dominant chord resolves to the third of the tonic and the third of the
dominant chord resolves to the root of the tonic. Note that the dominant
seventh is written with an Arabic numerai.

030 <

$—— & — 1§ ——G§F

- >
third 1o root seventh  te third

e

o)

Seventh chords can alsc be constructed on the other notes of a scale and
are known as secondary sevenths. These are explained in Section Two.

1.12 CONCLUSION AND SUMMARY

The section on fundamentals is now concluded. To surmmarise:

{1) Aspire to learn or improve the reading of music.

(2) Scales are the building blocks of music and are
a basis for improvisation.

(3} The notes and chords which relate to scales
have specific functions and are numbered I to
VIL.

{(4) The most important chord progression in jazz
harmony is the sequence II—V—I.

SHCTIONT
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‘ % 2. £ CHORD SYSTEM

2.1 SEVENTH CHORDS (MAJOR SCALE)

The simple chords or triads discussed in Section One can be expanded
to include a fourth note a seventh from the root. Seventh chords can be
played on each note of a scale. Like the single notes of the scale, the chords
have names and Roman numerals tndicating their function and position
in the scale. The names used are the same as for the single notes and
the seventh chords formed in a major scale are as follows:

I TONIC MAJOR SEVENTH

I SUPERTONIC MINOR SEVENTH

I MEDIANT MINOR SEVENTH

v SUBDOMINANT MAJOR SEVENTH

v DOMINANT DOMINANT SEVENTH )
VI | SUBMEDIANT | MINQR SEVENTH. .

e

S | VEADING NOTE

R

] HALF DIMINISHED SEVENTH l

CHORD TYPE

MAJOR SEVENTH
MINOR SEVENTH
DOMINANT

PERFECT
PERFECT
PERFECT




Note that the third and seventh are the only intervals which vary in this
table and it is these intervals in their different combinations which determine
the chord type. If each type of chord is played with the same root, the root
and fifth would remain the same in each case and these are sometimes
referred ta as stationary notes.

Major Dominant Minor
Seventh 5 7 Seventh 5 7 Seventh 5 7
)
P-4 ] Il ] L
5—S o—"* e r— e < =—T*
= Y &5 ol - b2t —_— B
) p-& - il = o - g > a T
R 3 R 3 R 3
Using seventh chords the progression II-V-I becomes:
minor seventh ~ dominant seventh — major seventh.
A II A4 I
it | < 1 > al
—t 8 —3 f
e -
D Minor Seventh G Dominant Seventh C Major Seventk

2.2 SEVENTH CHORDS (MINOR SCALE)

The minor key and scales have been deliberately omitted thus far for the
sake of simplicity. The theory hitherto applied to the major scale applies
equally to the minor scale. The functional names and numbering of the
chords in the minor scale are the same as for a major scale although the
chord types are different. Once again, the progression II-V-1 is of prime
importance.

The construction of the minor scale is quite different to the major and
there are two types of scale: Harmonic Minor and Melodic Minor. The
melodic minor scale has two forms; ascending and descending. Although
both the harmonic and melodic minor scales are used in improvisation,
it is the harmonic minor scale which is best suited to a study of the minor
scale chords.

Ascending Melodic Minor (A)

9

-

]
3
b

1

L % ]

S bl

e

Descending Melodic Minor (A)

&)
— < e =
L % ] & >

Harmonic Minor {A)

¢

¢

L% ] o AP

Y]

SICTION 7
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J[ﬂ”ﬂ/’/? The interval construction of the harmonic minor is:

TS T TS m3s

and the chords derived from the scale are shown in the following table:

SEVENTH

MINOR/MAJOR SEVENTH
DIMINISHED | HALF DIMINISHED SEVENTH

AUGMENTED| AUGMENTED MAJOR SEVENTH
SUBDOMINANT m MINOR SEVENTH
DOMINANT SEVENTH

MAJOR MAJOR SEVENTH
LEADING NOTE! DIMINISHED DIMINISHED SEVENTH

Vil

Using the seventh chords from the minor key, the progression II-V.]
becomes:

half-diminished seventh-dominant seventh-minor/major seventh.

C Harmonic Minor

Dm7(bs) G7 Cmi7

=3 -
II \4 I

Note that the supertonic (II) in the minor key is a half-diminished chord.
This is because the fifth note

of the scale and the fifth of the chord form
a diminished fifth interva| with the root and not g perfect fifth as in the minor
seventh. Because this js the only difference from the minor seventh chord,
the half-diminished is also re

ferred to as a minor Seventh flattened fifth
chord or minor seven flat five.

20



2.3 SIXTH CHORDS SECTIOV)

The tonic chords, /e the major seventh and minor/major seventh both
contain a major seventh from the root. The major seventh can, at the
player’s discretion, be replaced by a major sixth as shown in the following
examples:

F maj bmaj Ebmaj6 Gmajé
A maj 6 Bbmajé b maj maj
¢ | o ——% © S——— e —g =
el [ @ ] 1T 11 b 2% Il —_— il |

!) Ll

A Cmé Ebmé ﬁmG Dmé6

of 1T 1 e
o .o 1t hgyi¥ 1 LAl & ] o

| F . 1 k2 1 v &% ] [ 9 ] [ & it
g5 : o

In these examples the sixth is a constituent of the basic chord. It can
only be used in this way on a tonic chord. If a ‘sixth’ is added to a dominant
chord it is more correctly a ‘thirteenth’, being an embellishment rather than
a basic constituent.

2.4 ALTERED DOMINANT SEVENTHS

The basic dominant seventh can be altered in two ways:
(a) by raising the fifth (sharp).
(b) by lowering the fifth (flat).
The dominant seventh with a raised fifth is also known as an augmented
seventh chord.
These altered fifths are integral parts of the chords. Unlike the normal
dominant seventh, the chords do not contain a perfect fifth.

’ C7(+5) F7(+$) Bb7(+5) Eb7(+5) Ai7(+5)
H | L
é t= #7 T i iy
i " 2 T i
J L i
C7(b5) F7(b5) Bb7(55) Eb7(b5) Ab7(bS)
L L 1 1 b [}
b* A 1 LT L1 h 1Y b ]
& Lbﬁ U nl %’J(‘ |v —Il) ) ]
LA = 4 I 3 F h‘_
D) 8 & v

C7(+5)=C7(aug)

21
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2.5 READING AND WRITING CHORD

SYMBOLS

By studying the chords within the major and minor scales we have
encountered every basic chord type. Writing an example of each of these
chords on the same root enables them to be easily compared at the piano.
A chord symbol is added with each example.

Cmaj?7 Cmh7 Cmajé Cmé Cm7 Cc7 Cm7(b5) Cmaj7(+5) Cdim7
i ro = b e
o < o= b : 4 i
i S :
A SEEEESS e B

Chord symbols are a source of confusion owing to the different ways
they can be written. The symbols used in the above example are explicit
but are not the only ones in common use. In the following table | have listed
the basic chord types with their alternative chord symbols. The chords of

C are used as examples:

Table of Chord Symbols

CHORD TYPE

SYMBOLS

MAJOR SEVENTH

Cmaj7 Ca7 CM7 C

MAJOR SIXTH

C6 Cmajs CM6

MINOR SEVENTH

Cmin7 Cm? Cmi7 C-7

MINOR SIXTH

Cming Cm6 Cmi6 C-6

DOMINANT SEVENTH

Cdom?7 C7 Cx

DIMINISHED SEVENTH

Cdim C°

MINOR/MAJOR SEVENTH

Cmint7 Cmi7 Cm(¥7)

HALF-DIMINISHED SEVENTH Cmin7(»5) Cm7(-5) Cd
AUGMENTED SEVENTH C7+ CT7aug
AUGMENTED MAJOR SEVENTH Cmaj7+5 CA7T(+5) CA7aug

It may be necessary to indicate a

major chord without a seventh.

Fortunately, musical context wili dictate what is required in most cases
but it is safer to write the chord in full.

For example:

£
"
y uf

=5
o

W

C add 9 {no seventh)



2.6 CHORD CHARTS

Chord charts are the means by which harmonic progressions are written
using bars. They are often written on music paper, although this is not
necessary unless a particular arrangement needs to be scored using
conventional music notation in conjunction with chord symbols.

The following example shows a typical section of a chord chart which
could easily be the first sixteen bars of a standard tune:

Cmaj7 Dm7 G7 Cmaj7 Gm7 C7  Fmaj? Fm7Bb?
@.,,JH,,,,:,,,,},.,.{
K, X r A X r 4 1 r 4 F 4 X X | Y A r 4 r & X 1 r 2 Az r 4 1
1 L |y |

A Cmaj7 Am7 Dm? G7 Cmaj7
o L T I 8§ |
o F T F - F FFrr 777z Z H
S ] ; 1 ! 7 q

The strokes indicate beats. Thus in bar 3, C major seventh lasts for the
first two beats of the bar. G minor seventh is on the third beat and C
dominant seventh is on the final beat of the bar.

St
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o, IVCTTONAL
HARWOVY

3.1 TONALITY—THEII, V, AND I CHORDS

The importance of the progression II-V-I has already been established.
This sequence denotes tonaiity. In fact, the shorter sequence II-V is
sufficient to establish tonality without resolving to the tonic.

For example:
(a) Dm7-G7 denotes the tonality of C major.
(b) Dm7(+5)-G7 denotes the tonality of C minor.

The scale from which the progression II-V is derived is said to be the parent
scale or key. Thus C major is the parent scale of the sequence Dm7 to
G7. The following table shows this relationship for the twelve major and
twelve minor keys:

MAJOR KEYS MINOR KEYS
iomz rGg7 ¢ I C major Ilbm7s) + G7 ¢ | C minor
lcm7 1 F7 ¢ I Bb major lcm7e5) 1 F7 4 | Bb minor
| 8bm7 7 Eb7 / || Ab major I 8bm7(»5) / E57 / | Ab minor
lasm7 7 Do7 7/ | Gb major I abm7(s5) 7 Db7 4 | Gb minor
IFém7 1 B7 7 || E major | Fem7(5) 1 87 + [ E  minor
lem7 + A7 7 || O major . lEm7(5) / A7 / || D minor
lEsm7 7 A7 7 | Db major FEsm7(:5) / Ab7 /7 [l Db minor
lcém7 + Fé7 7/ | B major Ictm7bs) 7 F#¢7 /L B minor
lBm7 7 E7 1 | A major {Bm7psy 7 E7 1 | A minor
lam7 1 D7/ | G major I am7¢s) 1 D7 1 I G minor
lemz /1 c7/ I F major lGm7ps) 1 c7 ¢ | F minor
lFm7 7 Bb7 / || Eb major I Fm7(4:5) 7 Bs7 4 | Eb minor




3.2 THE III AND VI CHORDS

We have already seen that the chords III and VI are minor sevenths in
the major scaie. Unlike the II chord, both III and VI share three notes in
common with the tonic.

For this reason they can be used as pseudo-tonics. The VI chord is used
frequently for this purpose and is often to be found following the tonic chord.

For example:
Cmaj7-Amin7 e I-VI

I have already referred to the predominant movement in the bass down
in fifths. If this principle is applied to the VI chord we find that it moves
to the supertonic II, je VI-IIL.

For example:
Amin7-Dmin7 (in the key of C major).

This can now be used to form the extended progression: I-VI-II-V-(I).
If this last progression is examined in terms of harmonic function it will
be seen that there is a movement away from the tonic to the subdominant
and back to the tonic via the dominant. Remember that the II chord
functions as a subdominant in this context.

Cmaj7 _ Amin7 __ Dmin7 _| G7 ___ {Cmaj7 ‘

Tonic » Subdominant ° Dominant ' Tonic

This movement is prevalent in the standard song forms used in Jazz.
Most chord sequences follow this format, or a variation of it, irrespective
of any trick harmonic devices which may be employed.

3.3 THE IV CHORD

In the major scale the IV chord occurs as a major seventh and can function
as a new tonal centre. Many tunes modulate, ie change key by shifting
the tonal centre from the tonic to the subdominant. Such modulation is
usually temporary and the harmonies eventually revert to the tonic. As an
example, consider the key of C major. The IV chord is F maj7 indicating
anew tonal centre of F major. If we consider this as a new tonic (I) chord
we can approach it by ptaying the appropriate II-V pattern. Starting in the
key of C major this can be effected in three bars:

Cmaj7 Gm7 c7 Fmaj7

n |
J r 4 4
r o |
-

r o} s
i

[;

r 4 rF 4 r 4 y 4
F i F 4 X i F 4 F 4

g1 — r 2 F r 4
r 4 | — r J

4-t-4=1

I H] Y I
C: F: (temporary modulation)
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3.4 THE IVm7 AND bVII7 CHORDS

The IVm7 chord can be used as a transition chord between IVmaj7 and
Imaj7 or between IImin7 and Imaj7.

For example:

Fmaj7 Fm7 Cmaj7
"_A T I - |
o e e e e e e R e e e e —1

- 1 p— |

v v IVin7 I
A Dm7 Fm?7 Cmaj7
_l'% F i 7 X r i ¥ J[ Fy F 4 g F ll ¥ 4 r A r 4 r 4 ]I
| 4.0 W &) y A F 4 F & L . L AL £z AL x 1 F 4 L ¥ 4 F am—
ol 1 1 —
[}

II IVin? I

The bVII7 chord can be used between IVm7 and Imaj7

For example:

Fm7 Bb7 Cmaj7

=
e r y 4 ¥ 4 y 4
&u y 4 r 4 v 4 y 4

[}

NS

™

H
il

The chords can therefore be used as a means of resolving from IVma;j7
back to the tonic and as a means of enriching the final two bars of a tonic.

A Cmaj7 Gm7 Cc7 Fmaj7 Fm7 Bb7?

i 4 ¥ A r i r i } y 4 F ¥ 4 + } r i y 4 r 4 F I| T r 4 r 2 '—]I

h W] F 4 X F 4 r i } r 4 r F J i 4 l y 4 r 4 £ ___F ; rF i 4 x r 2 }

[}

1 ¥m7 17 v Vm? bVII7
A Cmaj7 Am7 Dm7  G7 Cmaj7  Fm7 Bb7 Cmaj7
_ﬂ_' 4 y 4 F & 7—1 y 4 y AN 4 >—1 i ¥ 4 ¥ i >—1 r 4 ’ 4 r 4 >
|4 an x r i ¥ 4 F 4 1 F A F 4 r 4 X i ¥ 4 X x r 4 1 r & rF 4 F 4 F am v |
.%jl’_ 1 i H 13

1 VI I v I V7 bVII7 I




3.5 CYCLE OF FIFTHS

A progression in which the roots move down in successive fifths is known
as the Cycle of Fifths, irrespective of the types of chord used.

It can be represented in the form of a clock as shown in the accompanying
diagram:

This movement is so important it is worth committing to memory,
although with experience it will become automatic. For practical purposes
it is not possible to play a sequence with the raots continuing downwards
indefinitely, and a bass movement upwards in fourths has to be introduced.

The effect of moving up a fourth is the same as moving down a fifth and
for this reason the progression can also be referred to as the Cycle of
Fourths.

The following two examples show the cycle progression using descending
fifths alternating with ascending fourths:

ad IDn ha ]
Fa Y1 1. Ll 1 rL & 3
hedll 1 -y 17X & ] BER- K § ] N
v 4 LTl - L e L8 ]
Cal - o & ] By

- e
o <>

© — = b.ﬂ.

¥ P Iy 1 ¥ A% — 1oL W )
L & N = ha

®
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1 EXPANDIVG
= HARMONIC SESTEN

4.1 NINTH, ELEVENTH AND THIRTEENTH
CHORDS

The seventh chords considered so far have been constructed by adding
on successive thirds above the root. This process can be continued beyond
the seventh to include ninths, elevenths and thirteenths.

13
1 #11 11
9

9 9 9 9 9 9
Cmaj7 Cm7? Cm7 Cc7 Cm7(b5) Cm7¢»5) Cmy7
{) Fsta
) 4 1 1 Iy . 4 T 1 1 T
F ¥ L ™Y by | AT t b H
s id il L' = - | T 1 &
D h B 1% & h 1 1T - 4
Y & > Lgo 5 8 > S v g :

These notes are known as extensions and are widely used in modern jazz,
adding colour and texture to harmonies, but they have no bearing on the
function of a chord. They can also be altered, je raised or lowered by a
semitone depending on the chord type and musical context in which they
are applied. The following table shows some of the possibilities for adding
these extensions and their alterations to each basic chord type.

CHORD TYPE POSSIBLE EXTENSIONS/ALTERATIONS
MAJOR SEVENTH 9 $11 13

MAJOR SIXTH 9 #11 (13=6)

MINOR/MAJOR SEVENTH 9 11 #11

MINOR SIXTH 9 11 F1 7

DOMINANT SEVENTH b9 9 £ 9 #11 13 513
MINOR SEVENTH b9 9 1

MINOR SEVENTH (b5) »9 9 11 5
DIMINISHED SEVENTH g 11 5 7
AUGMENTED MAJOR SEVENTH 9 #11

DOMINANT SEVENTH (65) b9 9 2] b13
DOMINANT SEVENTH (+85) b9 9 #9 i




To a large extent, the player must decide which extensions and alterations
to use according to his preferences. For this reason alone it is not necessary
to include them in a chord symbol unless specifically required by a

Consider for example the chord sequence:

Dm7 G7 Cmaj7
 e— - |
o 41__;% " I’ TL Fs j__'i‘%—j]. -

The player is at liberty to use the following extensions:

13
#11 §11
Dm? G7 9 Cmaj7 9
T . — 13
[Y) - —H

13 13

31 #11

9 9 9

Dm7 G7 Cmaj7

E

-0 ;3 ess
— » ¥
s 3 Z

) -

Note that the use of extensions gives the sequence a different quality to
that obtained using basic sevenths but the harmonic function is unchanged.
Sometimes a tune involves a melody note which is an altered extension
and itis usual in such cases to include such alteration in the chord symbol.

Fmaj7 / D7(b9)
Z X Fd ,

Gm7 C7(b13)
[ 1
_ 7

In addition, musical context can sometimes determine the nature of an
extension. The minor key is a good example of this. Consider this
progression:

SHCTION 4
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Dm?(b5) G? Cm}7

4
e rFr T I F——
Y,
now add ninths:
Dm9(b5) G9 Cmi7(9)
#" F = r ¥ 4 y ‘5 rF A r F i F d _: r ri F r i ; [ 4 %
T X x r 4 y 1 r 4 F 4 f A F 4 ] F r A F 4 r A 1 F A2
%{ 1 1 )]
9 9 9
Dm7(b$) G7 Cm}?
: d
b : —8— A
7% X 4
“oJ - 8

Note that the G7 with an unaltered ninth (A) sounds incorrect. It is NG
compatible with the minor tonality. The G7 would sound better with ;
flattened ninth (Ab).

Dm9(b5) G(b9) Cm}7(9)
Il
i .l ) ¥ 4 ¥ r i F i } F r J ¥ i F : J y A ¥ i y 4 |l o 4 g
_@7\_} r 4 r A F 4 ¥ i { r 4 X x & } r 4 X v A F 4 i Z
)}
9 9
Dm7(b5) GT(b9) Cmb7
5 be
o = ——
.1 - v 4 —
Ty 1r 1 ¥ 40 J—
= | i
) > e

The A> sounds better because it is a constituent part of the tonality ¢
C minor. It is also the fiattened fifth of the preceding Dm7(55) chord.

b

e AN
p
{

4.2 POLYCHORDALISM

At first, the possibilities in combining chord extensions and their alteratior
seem overwhelming. Fortunately their assimilation and application can &
rationalised by thinking in terms of chord superimpaosition or polychord

Consider for example the chord C7. If a D major triad is played over thi
the effect is to add a ninth, a raised eleventh and a thirteenth to the bas
chord. Similarly if a Db diminished triad is played over the chord, the effe
is to add a flattened ninth. This principle is known as polychordalism

13

D triad 11 . .
Iy & €T by,
IS o]
.. Lid T 4 T
v 1 1}
) -] ]

Cc7 c7



4.3 THE POLYCHORD TABLES

The concept of polychords need not be confined to triads. Seventh chords
can also be superimposed over the foundation chord.

The various possibilities are shown in the following serigs of Polychord
Tables. These are divided into two groups. Tables 1-10 show the effect
of superimposing triads over the basic chords. Tables 11-20 show the effect
of superimposing seventh chords.

In each tabie the left-hand column shows the interval reiationship between
the foundational chord and the superimposed chord.

A superimposed chord is only included if all its constituent notes can
be played over the basic chord. in addition, a chord is not included if all
its constituent notes are only basic chord tones as it will not then constitute
a polychord. The superimposed chords can be inverted as necessary
according to the top note required.

It would be impossible to assimilate all the information at one go and
the tables should therefore be regarded as a reference. Players unfamiliar
with the concept of polychords would do well to consider using
superimposed major triads as a starting point.

It should be noted that the tables for foundational tonic major sevenths
and minor/major sevenths will also apply to major sixths and minor sixths
respectively.

Example from TABLE 3

If a diminished triad (third column) is superimposed over a dominant seventh
a minor third from its root (fourth row), the effect is to add a sharp ninth,
sharp eleventh and thirteenth.

Ebdim, 11

Cc7 = C7a9

Ll

%‘:m T & ]
Ll ™ &4 TE.L 8]

e i gro
]?ﬂ [7(\

[ & ]

= H B

Example from TABLE 11

If a dominant seventh (third column) is superimposed over a major seventh
a major second from its root (third row), the effect is to add a ninth, a sharp
eleventh, a thirteenth and the root.

13

D 11
A Cmaj7 =Cmaj7 9
;4
Fan 1l
el h oy
e U
«“»
h Y [ 8]
- F [ ]
= [ @]

SICTIoN 4
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SHTTOV 4 | INDEX TO POLYCHORD TABLES

SUPERIMPOSED CHORDS
FOUNDATION CHORD Triads Sevenths

MAJOR SEVENTH TABLE
MINOR SEVENTH

DOMINANT SEVENTH
DIMINISHED SEVENTH 14
MINOR/MAJOR SEVENTH 15

1 TABLE 11
2
3
4
5
MINOR SEVENTH (+5) 6 16
7
8
9
0

12
13

AUGMENTED DOMINANT SEVENTH 17
DOMINANT SEVENTH (b5) 18
AUGMENTED MAJOR SEVENTH 19
MAJOR SEVENTH (5) 1 20

32




TABLE 1

TONIC MAJOR 7 or MAJOR 6

MAJOR

MINOR

DIM

AUG

{ |

m2

| |

M2

9, 411,13

m3

M3

ad

a5

Mé

m7

13, R

M7

7.9

| #11

TABLE 2

MINOR SEVENTH

m7

MAJOR

MINOR

DIM

AUG

m2

b9 11 ,+5

M2

m3

M3

p4

a4

P53

ad

Mé6

m7

M7

| SHCTION 4
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SHTIOV 4 | [Tasies DOMINANT SEVENTH 7
MAJOR MINOR DIM AUG
R Rusmﬂam
m2 mm
we o] | e
m 119, 5. 7] 0,011, 7| 0. 41y 79
w | [ T
R N
ad__ |M1,7 19 111 13 49 :_:11[7 9
5 | s 7.0 05,04
s b w| | . e
M6 13R3 13, R | #9
m7 __ 9.3 | 7, 9 #11
M7 ! | ! ! | { )
TABLE 4 DIMINISHED SEVENTH  gim 7
MAJOR MINOR DIM AUG
S P A
T R R
we o s 7o, 1, 7]
mo |,
M3
S O T P e
@ | s 7]
5 I q
® M3 R.s ey a] |
we | . 76
m | ] ]
24 M7 |7, 8,51, g, 5 17, 9, 11 ,




TABLE 5

MINOR/MAJOR SEVENTH

mi7

MAJOR

MINOR

DIM

AUG

| }

R, 3 ¢11

m2

| l

M2

9  #11,(6)

L ]

m3

3 #11,(6)

M3

| l

11, (6) ;R

| |

a4

#11,(6) | R

p5

a5

b I

Mé

|

€, R, 3

m7

| i

I |

M7

7,3, 1

7,9  #1

7,9, 11

TABLE 6

MINOR SEVENTH (5)

m7(5)

MAJOR

MINOR

DIM

AUG

| [

m2

b9 11 +5

M2

| |

9,11 b3 9,5, 7

m3

1 [

M3

| I

p4

11,513, R

ad

5, 7,69

a5

M6

m7

M7

SHTION 4
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TABLE 7 AUGMENTED SEVENTH 7(+5)
MAJOR MINOR DIM AUG
R L L R, #9 #11 L
m2 | [ b9, 3 |+5 | | |
M2 | l | | | | 9 #1 7
m3 [ | $9 #1117 | | |
M3 L L 1
p4 | ! ! ! ! |
ad | #11, 7, b9 L o #11, 7 9
p5 | | 1 l S
ab +5, R  #9 | l l !
M6 L L [ [
m7 | | | | 7,0, 3 7,9,
M7 | |
TABLE 8 DOMINANT SEVENTH (b5) 7(5)
MAJOR MINOR DIM AUG
R L L R, ¥9, b5| R, 3 513
m2 | | b9 | 3,013 L1 L
M2 | 9, 55,13 L L 9 .,b5 , 7
m3 l ¥9, b5, 7 | 49, b5 13 L
M3 L L L 3,413 R
Q4 N w \ ( ! |
a4 56,7 , b9| b5,13 , b9| b5, 13 R | b5, 7, 9
p5 L1 L L
a5 b13, R | #9 L L »p13, R 3
M6 |13, 59, 3 |13, R, 3|13, R 9| ,
m7 | 1 7 ,59,8 | 7,95
M7 | | L L




TABLE 9

AUGMENTED MAJOR SEVENTH

Maj7( +5)

MAJOR

MINOR

DIM

AUG

m2

| |

M2

9  #11,13

m3

M3

p4

! l

a4

ad

M6

13,R, 3

m7

M7

TABLE 10

MAJOR SEVENTH (b5)

maj7(b5)

MAJOR

MINOR

DIM

AUG

| |

R, 3 ,+5

m2

L |

M2

m3

M3

p4

a4

ab

Mé

m7

M7

SHTION 4
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5. JAZZ PIANO VOICIVGS

5.1 INTRODUCTION

The notes of a chord are also known as voices and their various
arrangements on the piano are known as voicings. In the examples given
so far | have not considered the best voicings to use as it would confuse
the issue. For this reason, chords have hitherto been shown in their basic
root positions.

The subject of voicings for the jazz pianist can be divided into two parts:

(a) Two- handed voicings: for use in solo piano work and for
comping (accompanying) within a rhythm section.

(b) Left-hand voicings: for use in accompanying the pianist’s
own right-hand improvisations.

5.2 VOICING FORMULA

Voicings can be described using numbers for the notes of the chords. A
four-note chord in its root position and three inversions can be shown thus:

R 3 b
3 5
5

~N N~

R
R 3
R 3 5

The same principle can be used to include chord extensions:
R 3 5 7 9 11 13

This shorthand method is useful, for it applies to any chord type in any key.
in addition to describing voicings by this method, | have also included
examples written in full on the stave.

5.3 PRACTICE METHOD

A useful way to practise voicings is to apply them to the cycle of fifths.
This is a convenient way of covering all twelve keys and it accustoms the
hands and ears to the cycle progression.



5.4 TWO-HANDED VOICINGS SECTIOV &

The first voicings to consider involve a block chord near the middle register
of the piano and {he rool played separately in the bass.

L.H R.H ‘
|
R R 3 &5 7 {
3 5 7 R
5 7 R 3
7 R 3 5
} R 3 & 7 |
Examples of voicing: R - R357: 357R; 7R3, TR3S
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Played in this way, the large interval between the two hands allows the
bass (root) to be heard clearly. This voicing is useful as a study in basic
four-note chords.

In the next voicing the ninth is introduced:

L.H R.H
R 3 5 7 9
5 7 9 3
7 9 3 b5
g 3 7 )
3 5 7 9
b,
i l > b4 1 e ] ["90 .—ﬂ‘-n
|7 1 oa—1 e e L 3 S —
e Tl i o IF [a] Lol = 4 hZd
™S 2 4 2 4 ~r 4y )
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Fm9 Bbmaj7 Eb9
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The next voicing brings the two hands together near the middle register
of the piano:
L.H. R.H.
R 57 935 (7)
: 8 by g
ry| e T o
Cmaj7 Cm9 C9

Fa 1% [ 4] [ @ ]

[ 8 ] [ & ] L & ]

Lhg ) e
S —— boe ae——
Cm9(b35) Cm §7(9) C7aug(C7+)
bbg 8 R
[ 8] [ & ] AL iy

The seventh can be added to the

not obligatory as it is already incl
This voicing can be moadified t

right hand as shown, although this is
uded in the left hand.

o include a ‘sixth’ in tonic chords.

L.H. R.H.
R 56 9 35 5
5 Se bhe—
Cmaj6 Cm6
o9—— ne
If a seventh is played in the left hand, the voicing is suitable for ‘thirteenth’
chords of the major and dominant type:
L.H. R.H.
50 R 57 935 13
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if these voicings are played close to the middle C, you will notice that they
sound ‘thin’.

A -

o —— B -
—tco oo LC
D]

"

13
Gm(9) Fmaj7(9) E79
S 8 &3

A richer sound can be achieved using a ‘tenth’ in the left hand and this
can be done in two ways:

L.H.
R 5 10 = To =
R 7 10 = I —]

If R/5/10 is used, the omission of the seventh from the left hand means
that it will have to be included in the right hand to complete the chord.
Some pianists will have difficulty in playing tenths in the left hand but it
is quite permissible to-use broken tenths by pivoting on the fifth or seventh:

o Z H o ——3 7
LA L2 Z: =8 ) 2 o y A
=g Wy
()]
Gm7(N Fmaj7(9) E7(%)}
ya 1 b() Jl 1_& e | F t1y — %n
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—"3 R
o T 2 /

A tenth is the same note as a third. If a third is included in the right hand
the left hand need only play the root and the fifth:

NN
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The following voicings introduce the chord extensions and their alteration
in various combinations, and it is here that the polychord tables will be
found useful. Remember that in any voicing the third and the seventh have
to be present to define the chord type except where the sixth is used in
a tonic chord, in which case the third and sixth have to be included.

We can begin by modifying one of the voicings already considered to
include the flattened ninth:

L.H. R.H.
R 57 b9 35 7
A
T
Ll 2 4
J vo°
C7(b9)
by
‘Il. L% ]

Note that the right hand now contains a diminished chord on Db, ie a minor
second up from the root of the chord. This could have been established
by reference to the polychord tables. (see Table 13, column 4, line 2). The

thirteenth can also be introduced in conjunction with the flattened ninth
as follows:

L.H. R.H.
R 5 7 b9 3 13 (7)
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If the left hand includes a tenth (tenth = third) the third is not obligatory
in the right hand, although it could be retained to produce a richer sound.

L.H. R.H.
R 5 10 9 (3) #11 7

#E—r"n

aF 1L ® ] E)(] B
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ﬁu 811 11
C7(k9) = F§7/C7 F7(,9) =  B7/F7 B*7(k9) = E7/Bb7

The player should experiment with the different combinations selecting
those which suit his taste. Here are some possibilities on the chord of
Cdom?7. Remember that this principle also applies to other chord types
as shown in the polychord tables. In these examples | have used R/5/10
in the left hand.
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8[6) HO/V 5 The following sixteen bars represent a typical tune and chord progression
to which | have applied the principles of voicing already discussed:
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5.5 ROOTLESS VOICINGS

Since the late 1950s there has been an increasing tendency in jazz piano
10 use voicings which do not contain roots. This has had a liberating effect
on the bass player, allowing him more freedom and range. it also has the
added benefit of allowing the pianist to add other non-functional notes in
place of the roots, giving the harmonies more colour.

The important point to remember in establishing these voicings is that
the third and the seventh (or sixth on tonic chords) are the notes which
determine the chord type and should therefore be included in the voicing.
If these notes are incorporated in the left hand, the right hand is allowed

54 more freedom in the selection of added notes.




We can derive these voicings as follows:
Consider the basic four-note chord in the left hand &[0”0/'/ (5

so that it is centred on the octave below middle
C. Omit the root and fifth leaving the third and
seventh. Add the right-hand notes as required.

In the following two examples the chords of C are considered starting
in the position R 3 5 7, and the chords of F are considered starting in the
position 5 7 R 3.

Note that in each example the chords have the third or seventh as the
lowest note. In the case of the F tonic sixth chords, the left-hand part is
inverted until the third is at the bottom.
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5.6 LEFT-HAND VOICINGS

The left-hand parts of the rootless voicings comprise a third and a seventh.
To these notes we can add other non-functional notes: fifths, ninths,
elevenths and thirteenths, to give a fuller sound in the left hand.
This leaves the right hand free to:
(a) add other extensions,
{b) use higher registers of the keyboard, and
(c) ptay improvised lines.
There are numerous possibilities for these left-hand constructions. The
following table lists some of them according to chord type. They can be
applied most effectively in the two octaves centred on middle C.

CHORD TYPE SYMBOL L.H. VOICING
MAJOR SIXTH M6 3 5 6 9
B 9 3 5
MAJOR SEVENTH M7 R 3 5 7
5 7 R 3
7 R 3 5
MINOR/MAJOR SEVENTH mi7 9 3 5 7
7 9 3 5
MINOR SIXTH mé 3 5 6 9
6 9 3 5
MINOR SEVENTH m7 3 5 7 9
7 g9 3 5
9 3 5 7
DOMINANT SEVENTH 7 7 9 3 13
3 13 7 9
13 7 9 3
MINOR SEVENTH (b5} m7(b5) 3 b5 7 9
7 ] 3 b5
DIMINISHED SEVENTH dim7 3 5 7 9
7 R 3 13
DOMINANT SEVENTH (+5) dom7(+5) 3 +5 7 9
7 9 3 +5
fal
L & ] 1 1}
r\mv /1 ]‘:173[1
D7(9) Fm7(9)
L
S < TS mia
¥ — £ 3
(o) =)



Note that the voicings for the major seventh each include the root. Aithough
each voicing is acceptable, those which contain the root as an inner voice

are to be preferred.

This avoids doubling the root in the bass.

P2y 3 1 T¥ ";?33
J 5 78 5 i
Cmaj7 Fmaj7 Bbmaj7 Ebmaj?
' # 78
- T~ I Ly
Cat o © :
— — o o
=~ - be- -

Note also that the major seventh voicings are the same as the voicings
for the minor seventh (VI) chord from the same key:

o o oy oIy n : T = —

)] %;— gb- & ;. b@ b%; 4 & 5 S
Cmaj? Am7(9) Fmaj7 | Dm7(9) {|Bbmaj7 |Gm7(9) ||Ebmaj7 | Cm7(9)
= DA T be

SHOTION &

The voicings in the table are not confined to the left hand. Played in the
right hand against a root in the left they can be used to expand the chords
used in solo piano work. It is worth noting that some players refer to these
voicings as ‘inversions’. This description is not strictly correct because an
inversion of a chord should contain a root. It will be seen from the table
that this is only the case with the major seventh voicings.

5.7 ALTERED LEFT-HAND VOICINGS

I have not shown any altered extensions in the voicings table although they
can be incorporated. In the following examples | have shown how a flattened
ninth and a flattened thirteenth can be included in the chords G7 and F7
respectively:

L.H.
7 9 3 13 becomes 7 ¥ 3 13 for G7
7 9 3 13 becomes 7 9 3 13 for F7
Is]
O]
b13
G7(9) G{b9) F7 (5113) F7(; )
% E 2 ba
3—7 —_— — iy hrE &Y
o} (e} o) (o) 57



SHTIOVS5 | 5.8 RIGHT-HAND EXTENSIONS

The left-hand voicings can be expanded further, using superimposed chords
in the right hand. The polychord tables can be consulted for this purpose.
This gives more possibilities for two-handed voicings for use in comping.

f ul’% #8
~—3 Frar - ]
&—3
o
13 1 ) (IB) 13
9,49 11 il
F7 (ﬁél) C7(§5 # D7 ﬂ9 GT(#9 )
Lo} ©
L "R jﬁ g2
534) == o) (e}

5.9 FURTHER STUDY

The voicings explained in this section have been shown as a basis for the
player to work with. Other voicings will be considered in a later section
in connection with alternative harmonic systems.

The player can of course devise other voicings to suit his own style of

playing.
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0. IMPROVISATION

6.1 INTRODUCTION

Improvisation or extemporisation is not peculiar to jazz. Examples are
known as far back as the 12th century and it is well known that composers
such as Bach, Beethoven and Mozart were proficient in the art.

In music comprising definite forms or structures, it seems inevitable that
improvisation must to some extent involve the use of preconceived ideas.
This would seem to make the idea of improvisation a contradiction yet we
know that, despite any clichés which may be deployed, two improvised
solos on the same chord sequence will never be identical. Despite the use
of preconceived ideas most people will understand and accept the
difference between that which is improvised and that which is performed
from ‘written’ music.

Improvisation in music is not unlike the art of conversation. It involves
a working knowledge of the language and experience in its use. The
conversationalist will have started with the alphabet, simpie words and
sentences, developed a vocabulary, formulated his own ideas and probably
developed a style.

The same is true for the jazz musician.

There is no simple formula for being good at improvisation any more
than for writing a good novel. Improvisation is a creative process which
may depend on many personal factors such as inventiveness, intellect,
technical ability and perhaps personality. Witness the diversity of styles
among jazz players. Despite the improvisatory nature of the music,
individual players can often be recognised by the musical ideas which
become part of their personal repertoire.

For most jazz musicians, with the exception of the gifted innovator, the
ideas formulated at the outset of his playing will be derivative. That is, they
will have originated from the music to which he has been exposed and
will have been subconsciously absorbed.

Listening to other players is obviously important and detailed study of
their melodic lines will give a valuable insight into the process of
improvisation. Records play an important part in this as well as published
transcriptions of recorded solos.

A working knowledge of chord notes and scales for improvisation will
enhance whatever natural ability a player may have and this section is a
guide to acquiring that knowledge.

6.2 GETTING STARTED

To the beginner, starting in improvisation will probably seem to be the most
difficult part of all. The player who has already developed a repertoire and
can improvise with some fluency will obviously know his capabilities and
will therefore have more confidence than the beginner.
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The initial problem is to compaose ideas which fit a chord sequence or
a tonality and learn them sufficiently well to play them fluently.

In the first instance you should work slowly and have the courage of your
conviction that when eventually played at correct tempo the idea is what
you intended. Ensure that fingering is correct and comfortable, for bad
habits are hard to correct at a later stage. There is something to be said
for writing down ideas.

This can be done using conventional notation and is a good ‘reading’
exercise. It is also possible to use a numbering system which can be applied
to all chords of the same type. An exampie of both methods is shown below:

"hi"v = !

L 18

g
L

FreefreeiPrrePreriP I

5\3\9\.R\h7/!{/3/5 s neabasasflosbinray « 3

Cm? F7 Bbmaj?

The phrase shown in the above example could have originated in different
ways: it may have been (a) a flash of inspiration after hearing the chords
(b) constructed from a knowledge of scales relating to the particular chords
(c) copied from another source (d) a combination of all three. Whatever
its source, the phrase sounds correct against the chords and has the effect
of ‘resolving’ into the Bb (tonic) chord. Once assimilated it could be
developed or modified. Here is a similar phrase adapted for use in three/four
time:
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) T I~
Cm?7 FY Bbmaj7

In each example the phrase extends over four bars. it could have been
handled another way using a melodic fragment or motif which develops
with each chord.
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This development of a melodic idea can be carried out in different ways.
The motif can be (a) played at higher pitch (b) accented in a different way
(c) transposed to a different chord (d) repeated with a similar contour but
using different notes. These are all compositional devices which can be

applied to improvisation.

Examples:
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6.3 SCALES... A BASIS FOR
IMPROVISATION

In the previous examples, the notes used with each chord can be thought
of as having originated from a chord-related scale.

The notes played against the Cmin7, F7 and the Bbmajor7 in examples
(a) and (b} are mainly chord tones but they are also derived from the parent
key of Bomajor. On the other hand, the notes played with the F7 in examples
(¢) and (d) suggest a different tonality to Bb, giving the phrase a chromatic
texture.

Every chord has a scale or series of scales which can be used as a basis
for improvisation. In the following table | have listed most of the scales
available with their interval constructions. The list is not exhaustive, if only
because the player is at liberty to invent his own.

Remember that although these scales are useful as pointers to the
possibilities for improvisation, the music comes first. That is, creative art
precedes theory. It is for the player to use his inventiveness to extract
ideas from the scales.

SCALE TYPE INTERVAL CONSTRUCTION
MAJOR TTSTTTS
MELODIC MINOR (asc) TSTTTTS
MELODIC MINOR (desc) TSTTSTT
HARMONIC MINOR TSTTSm3s
WHOLE TONE TTTTTT
CHROMATIC §85§585835S55588s
DIMINISHED TSTSTSTS
AUXILIARY DIMINISHED STSTSTST
ALTERED STSTTTT
ALTERED (INVERTED) TTTSTST
IONIAN MODE TTSTTTS
DORIAN MODE TSTTTST
PHRYGIAN MODE STTTSTT
LYDIAN MODE TTTSTTS
MIXOLYDIAN MODE TTSTTST
AEOLIAN MODE TSTTSTT
LOCRIAN MODE STTSTTT
LYDIAN/MIXOLYDIAN TTTSTST
MIXOLYDIAN (»9) MODE Sm3ISTTST
AUGMENTED LYDIAN TTTTSTS
SPANISH PHRYGIAN STSSTSTT
HUNGARIAN MODE T Sm3S Sm3S
HUNGARIAN FOLK (GYPSY) | Sm3S T Sm3S
SPANISH FOLK Sm3STSTT
EXOTIC MODE 1 Sm3S STSTS
EXOTIC MODE 2 Sm3S Sm3S T
PENTATONIC SCALE 1 T Tm3Tm3
PENTATONIC SCALE 2 Tm3Tm3 T
PENTATONIC SCALE 3 m3Tm3T T
PENTATONIC SCALE 4 Tm3T Tm3  (SCOTTISH)
PENTATONIC SCALE 5 m3TTmaT
BLUES SCALE SEE TEXT




6.4 THE MAJOR SCALE

The major scaie is the one with which maost people will be familiar. It is
the same as the lonian mode and it was as a mode that it originated.

There are twelve such scales, one starting on each of the chromatic notes
within an octave.
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CMAJOR SCALE (IONIAN MODE)

6.5 THE MINOR SCALES

The sequence of ‘white’ notes from A to A’ produces a natural minor scale.
This scale has the same key signature as C major and starts a minor third
below it. The scale of A minor is said to be the relative minor of C major.

9

¢
¢

AN 7 -9.
o - o

‘A" NATURAL MINOR

The leading note of this scale is a tone below the tonic and not a semitone
as in the major scale. This means that the ‘dominant’ chord is E min7 and
in order that this chord should function harmonically as a true dominant,
the third (ie G—the leading note of the scale) has to be raised by a semitone
to a new form of scale known as the harmonic minor.
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‘A’ HARMONIC MINOR

Historically the minor third interval between the sixth and seventh notes
was considered to be melodically awkward (especially for singers) and to
overcome this the sixth degree was also raised, giving yet another scale
known as ascending melodic.

In order to produce a smooth melodic sequence the melodic minor scale
is played upwards with the sixth and seventh degrees sharpened and
downwards with the sixth and seventh degrees as natural.
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‘A’ ASCENDING MELODIC MINOR
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The alterations made to the natural minor scale are not included in the
key signature of a minor key and therefore have to be written as accidentals

in the music.
There are twelve melodic and twelve harmonic minor scales.

6.6 THE WHOLE-TONE SCALE

The whote-tone scale, as its name implies, comprises whole-tone intervals
between each note. Unlike the major and minor scales it has no tonal centre
and it has a floating quality which was exploited by Impressionist composers
like Debussy.

There are two such scales:
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6.7 THE CHROMATIC SCALE

The chromatic scale is formed by playing all tweive notes within the octave.
The scale is the same wherever it starts, so in reality there is only one scale.

In writing chromatic scales it is the usual practice to sharpen the notes
going up and flatten the notes coming down.

o]

6.8 THE DIMINISHED SCALE

The diminished scale comprises alternate tones and semitones and
commences with a tone. If the scale is started with a semitone it is said
to be an auxiliary diminished or inverted diminished.

There are only three diminished scales, each one having four possible
starting notes. Likewise there are only three auxiliary diminished scales.
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6.9 THE ALTERED SCALES

The altered scale is a combination of diminished and whole-tone scale
segments.
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C ALTERED SCALE

A

Its primary use is in connection with a dominant seventh chord for it contains
all the alterations possible within such a chord.

c7 R b9 49 3 g1 w37 R
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F— b scaLe | WHOLE TONE

If the diminished and whole-tone segments are reversed, an auxiliary scale
is produced in which the only altered note of the chord is a raised eleventh.
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C AUX]LIAJW (INVERTED)
ALTERED SCALE
WHOLE TONE DIM SCALE

These altered scales are also ‘displaced’ versions of the ascending melodic
minaor.
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6.10 THE MODES

The modes are of Greek origin, being named after tribes, and they are
the basis for the European scale system. All the modes can be conveniently
described by relating them to the major scale. Consider, for example, the
scale of C major:

to C' is the IONIAN MODE

to D' is the DORIAN MODE

to E' is the PHRYGIAN MODE
to F' is the LYDIAN MODE

to G' is the MIXOLYDIAN MODE
to A’ is the AEOLIAN MODE

to B’ is the LOCRIAN MODE

DEP>OTTMOC

The lonian mode is the same as the major scale. The Aeolian mode is the
same as the descending melodic minor scale.

Each mode has a different tonal centre and because of this they each
have a different character even though they all use the same aggregate
of notes.
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LOCRIAN MODE

6.11 ALTERED MODES

The modes can be combined or modified. For example, the following mode
is known as a Lydian/Mixolydian:
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C LYDIAN/MIXOLYDIAN

Note that it is one of the altered scales already referred to and it is also
a displaced ascending melodic minor scale.
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Likewise the augmented Lydian mode which comprises a raised fifth can
also be described as a displaced ascending melodic minor scale.
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6.12 EXOTIC MODES/SCALE

The Spanish Phrygian, Hungarian and Spanish Folk modes are examples
of exotic scale forms which are modified versions of the modes already
described. Two additional unnamed exotic modes are aiso included in the
table of scales.
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UN-NAMED EXOTIC MODES
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6.13 THE PENTATONIC SCALES

This is one of the oldest known scales. As a means of quick identification
the ‘black’ notes on the piano form a pentatonic scale. It can start on any
of the five notes, so that in addition to the standard pentatonic starting
with two whole tone intervals, four auxiliary scales are formed. The following
example shows the five scales based on C:
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6.14 THE BLUES SCALE

In essence the blues scale is a modified major scale. It is formed by
flattening the third, fifth and seventh but retaining the major third and perfect
fifth.
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The flattened third and fifth are known as ‘blue notes' and are responsible
for the characteristic sound of the blues when played against harmonies
based on the major triad.
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6.15 APPLICATION OF SCALES
TO CHORDS

We can now examine the use of possible scales with each chord type. Each
chord has more than one scale associated with it and itis left to the player
to decide which one to use according to his taste. The following tables
give an indication of the possibilities but it should be noted that when a
chord contains alterations it is quite permissible to use a scale which
incorporates other alterations not written into the chord. The player will
have to use his discretion in this matter. For example a Lydian mode can
be used with a major seventh chord even though the chord does not contain
a raised eleventh. For simplicity only the scales which relate directly to
the explicit chords are included in the tables. in the right-hand column of
the tables, R indicates that the scale starts on the root of the chord. Where
this is not the case the starting point of the scale is indicated by its interval
above the root of the chord. The scale which is most appropriate may
depend on the musical context.

6.16 TABLE OF CHORD RELATED

SCALES

CHORD SCALE STARTING
POINT
Major Seventh or Sixth Maijor (lonian) R
M7 M6 Lydian R
Pentatonic M2
Pentatonic p5
Pentatonic R
Minor Seventh Aeolian R
m7 Dorian R
Pentatonic m3
Pentatonic p4
Pentatonic m7
Dominant Seventh Mixolydian R
7
Diminished Seventh Diminished R
dim7 Aux. Diminished R
Hungarian Mode R
Minor/Major Seventh Melodic Minor (asc)| R
mi7
Harmonic Minor R
Hungarian Mode R
Minor Seventh (b5) Locrian R
(Half-Diminished Seventh) Altered M2
Melodic Minor (asc)| m3
Pentatonic ab
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J’[ 0”0/'/ 6 CHORD SCALE STARTING
POINT
Augmented Daminant Whole Tone R
Seventh Altersd Scale R
7+5 Pentatonic a4
Dominant Seventh (b5) Whole Tone R
7(5) Altered Scale R
Aux. Altered R
Aux. Diminished R
Pentatonic a4
Dominant Seventh (¥9) Altered Scale R
7(+9) Aux. Diminished R
Harmonic Minor p4
Mixolydian (¢9) R
Pentatonic a4
Exotic Mode (2) R
Dominant Seventh (#9) Altered Scale R
7(#9) Aux. Diminished R
Pentatonic a4
Dominant Seventh (#11) See
Dominant Seventh
(b5)
Dominant Seventh (b13) Ses
7(b13) Dominant Seventh
(+5)
Dominant Seventh Sus? Mixolydian R
7sus*
Major Seventh (+5) Augmented Lydian R
maj7 (+5)
Major Seventh (b5) Lydian R
maj7 (b5) Augmented Lydian R

Having decided on a particular scale or set of scales for a sequence the
player can then use them to extract original melodic lines.

Consider the following four bars:

5l D 4 r A r A
LRd 2] A 4 P A i
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From the table, the possible scales might be as follows: (Y[C”o
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and an example of improvised lines using these scales:
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In this example, the line over the C7 in bar 1 utilises an alternative scale
to that used in the previous example:

hC7 Mixolydian Mode
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Improvisation based on the foregoing principles will jargely depend on
experimentation with the different resources available.

6.17 MELODIC ORNAMENTATION

The study of improvisation thus far has been confined 1o the intrinsic
relationship between chords and scales. A scale (or mode) will of necessity
contain the basic tones of the chord to which it relates but it will also
comprise additional non-harmony notes which are available to the
improvisor. In addition, chromatic notes which lie outside the scale can
be used in the creation of a melodic line. All non-chord tones (diatonic or
chromatic) are referred to as ‘unessential’ notes. This would seem to be
a contradictory definition 10 the improvisor but it is ‘classical’ terminology
used to distinguish chord tones from non-chord tones.

There are three common forms of unessential notes and these can be
examined separately.

1. Passing Notes
These occur between chord tones and can be diatonic or chromatic.

Example:
Gm7 c? Gm7? C7
| 1 —
7 R (PN) 3 R (®N) 7 5 s ®N) 7 R 3 (PN) 5 (PN)

2. Auxiliary Notes
These are notes which are approached ‘stepwise’ from a chord tone and
return to the same note. They can pe diatonic or chromatic.

Example:
A7 (R) F7 (3)
[o) - T
1 I A —1 T
L—-—-'"J"—-
R (Aux) R (Aux) 3 (Aux) 3 (Awx)

3. Appoggiatura
These are non-chord tones which occur on the strong beat and resolve

to chord tones.

Example:

C7 Fmaj7
1

i >
{App) 3 (App} 5 (App) 7 {(App) 5 {(App) 3 R 5 (App) 3 R




The student should examine these melodic embellishments carefully.
Indiscriminate use of non-chord notes (diatonic or chromatic) can result
in an unsatisfactory melodic line. In the next example a melodic line has
been constructed over aIl - V -1 pattern comprising two bars. One of the
scales related to the tonic chord, Fmaj7, is F lonian mode (F major scale).
This scale contains the non-chord tone Bb which in this example is played
on a strong beat and remains unresolved creating an unsatisfactory
dissonance against the root.

Gm7 C7 Fmaj7
- P 5 A 1
1F - L M -
| -] T i lﬁ'—bfgqp ” ) r 3 '
a— | i T | ry
o) ¢ —— 14

In the next example the Bb remains on the strong beat but is resolved to
a chord tone. (A=third of Fmaj7). This is another example of an
appoggiatura.

Gm7 C7 Fmaj7
r'"‘\-.g -
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6.18 RHYTHMIC ASPECTS OF
JAZZ IMPROVISATION

In the section on reading music (Section 1.2.), | referred to the rhythmic
interpretation of written jazz. Such interpretation is not possible unless the
player develops an intuitive understanding of the rhythmic nuances of this
music and this can only be acquired by listening to recordings and
performances by those already accomplished in the art.

It is no exaggeration to state that the European system of musical notation
is incapable of accurately representing the rhythmic aspects of the jazz
idiom without resorting to subdivisions of time which are mathematically
complex.

The triplet interpretation of quavers is no more than an approximation
but it is a mare accurate representation than the dotted crotchet.

t JTT00TT
29,94,24,2

[N,

becomes:

)

2 7

or:

% MMM
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If it is understood that the jazz musician must be capable of interpreting
the music correctly for himself, then the need to write it with rhythmic
precision is obviated. There is, furthermore, a case for simplifying the music
by writing in straight quavers and this is an expedient which is frequently
used in the transcription of recorded WOorks.

Two additiona! rhythmic aspects are important to this music: syncopation
and articulation. Syncopation is the displacement of rhythmic accent from
a strong beat to a weak beat:

WILTD T2

This rhythmic disptacement is not in itself peculiar to jazz until it is
articuiated in such a way as to give added accentuation to the weak beats:

W TTrTT)

If this rhythm pattern is written with the triplet interpretation referred to
earlier, the student wil appreciate the rhythmic complexity of the music.

LI PR Y R S AP Y YR

The student should obtain transcriptions of recorded solos and compare
these with the actuat recording. In this way he will gain a much deeper
understanding of the rhythmic principles than could be acquired by an
academic approach.




L HURTHER
COVSIDERATIONS
IVHARMOWY

7.1 SECONDARY DOMINANT SEVENTHS

In the major/minor scale systems the dominant seventh occurs naturally
on the dominant note of the scale. It is possible, however, to use secondary
dominant sevenths in place of the II, 1II, and VI chords. These chords
occur naturally as minor sevenths so the substitution has to be clarified
with the use of Arabic numerals. Thus the sequence:

Bm?7 Em?7 Am?7 D7 Gmaj7
H [l [} 1 13
<} T T i 1 it |
m Vi 11 v I
becomes:
Au B7 E7 A7 D7 Gmaj7
i 1. T I
;.JL = T - 1 | I
iz vI7 17 v I

Care has to be exercised in making any substitution to ensure that a melody
line is unaffected, otherwise it may have to be paraphrased.

7.2 THE FLATTENED FIFTH
SUBSTITUTION

The importance of the third and seventh of a chord has already been
established. If for a dominant seventh the harmonic roles of these notes
are reversed, ie they are considered as a seventh and third respectively,
it will be found that the root of the new chord to which they belong is a
flattened fifth (or diminished fifth) from the chord from which they originatec.
For example, the third and seventh of Cdom7 are E and Bb. These notes
are the seventh and third respectively of Fidom7. The interval between
C and F¥ is a diminished fifth and each chord is said to be the flattened
fifth substitution for the other.
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When the chord Cdom?7 resolves to Fmaj7 the third (E) resolves to the root
(F) and the seventh (Bb) resoives to the third (A). The same melodic
tendency will also occur with Fédom?7 resolving to Fmaj7. The seventh (E)
will resolve to the root (F) and the third (A#) will resolve to the third (A).

Since the third and seventh of both chords have the same tendency to
resolve to F major the chords can be legitimately substituted for one another
provided that the melody permits it.

A lori Fmaj7 F#7 Fmaj7
= 1 [ & ] I e ] 1
(7 2™ b o [ &) H 1 LeY I Ll
|98 an] Ll = 4 — = 0] ER |
T & # & =

If we now examine the progression II — V—I we can make the substitution
as follows:

For example:

A Dm7 G7 Cmaj7
;(’ F i ] f ¥ 4 F 4 g Jl F 4 F i r 4 i 4 { F r i F 4 J : LV A ﬂ
Ty F 4 r 4 F 4 P AR r 4 xz r A y A L F 4 X F 4 1 y A s |
= )l T 1 — 1N
v 11 v 1
becomes:

R Dm7 Db7 Cmaj7

4 1 1 1 ——1
. ] Vi y 4 y 4 y 4 1 F 4 r A F ¥ A T J r 4 F 4 r 4 1 S
Rs.. W] 4 F 4 ¥ A F i 1 F i y i X X | I 4 ¥ 4 y A r 4 1 v A LR
_Q!:)V_ T T 1 . |

i} b7 1

This is an example of a flattened fifth substitution. Note that the cycle of
fifths progression has been converted to a chromatic progression.

If the melody note for the second chord permits, a major seventh can
be played instead of the dominant seventh.

A Gm7 C7(#9) Fmaj7
1 I
—— 5 =
Y] - > &
Gm?7 Fmaj7 Fmaj7

The substitution can be applied in any situation where the melody permits
and is not restricted to the movement I - V -1 as shown in the following
example.

R c7 F7 Bb7 Eb7 Ab7
# F 4 F A y 4 : F i ¥ i y 4 ¥ 4 { F 4 r F 4 F 4 ! - y 4 r 4 F 4 { F 4 r 4 r 4 l_}_=
L W) r 4 y A F 4 y A R A F i F 4 F F 4 F 4 y 4 r | I r 4 r 4 T ¥ y 4 r 4 y ARV |
ANV 1 i 1 1 e |
becomes:
N Cc7 B Bb7 A7 Ab7
r i F 4 F 4 F 4 ; F 4 F 4 r A F 4 } F 4 r i y A r 4 { 4 F y 4 r 4 % y 4 4 y 4 F 4 H
V] Fd F A F 4 r 4 : ¥ 4 r A rF 4 F 4 } L F 4 r i y 4 % x y 4 rF 4 F i F A r 4 r A F 4 :}}




it is interesting to note that the left-hand voicings discussed earlier are also
interchangeable. The voicing 7 9 3 13 for a dominant seventh is also 3
+5 7 49 for its flattened fifth substitution.

5 o
913 (#9) 7
F7 {9 B7 \+5/|+5
o |7 RS o 3
7w 1AL & hod T rvam
et 3 DY { H
| . 1 oY
] 1 /i
)

The flattened fifth relationship, like the cycle of fifths, should be studied
untit it is automatic. There are six such relationships:

C -+ Fi
F =*+———» B
B w——— E
Ebp +——— A
Ab S————» D
Db +— G

7.3 PASSING CHORDS

The chords derived from the flattened fifth substitution can also be used
to extend a chord sequence and thereby make it harmonicalty more
interesting. This can be achieved by following a chord with its substitution,
as shown in the next example:

. Cm? F7 B57 Ebmaj?
JlLI T 1 | n |
H 1 1 I
3
becomes:
c .
. m7 Fi7 F7 B7 Bb7 E7 Ebmaj?
i " ) [] T T |
- 1 T b 18
3

In this example the F#7, B7 and E7 are passing chords. The roots of these
chords will often be used in the cycle progression by bass players to
produce the following typical bass line:

Cm7 Gb7 Fm7? B7  Bbm7 E7 Ebm7 A7 Abm7? D7 Dbm7 G7  Gbmaj
!

| 828~ e
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7.4 THE DIMINISHED SEVENTH CHORD

The diminished seventh chord occurs naturally on the seventh degree of
the harmonic minor scale. It has a symmetrical construction in minor thirds
and consequently sounds similar in all its inversions. It also sounds atonal
and can have any one of its constituent notes as its root. If the inversions
are taken into consideration it can be said that there are only three such
chords.

A 11 IIH)1 bg
i rir g 20
b2 4

1
[l rl 1
1) M IZ4F

Ddim7 Fdim?7 Abdim7 B

J

Note that in the writing of diminished chords on the stave, due regard has
been paid to the ‘enharmonic’ naming of the notes involved. For example,
the top note of the F diminished chord is Ebb (double flat) and not D natural.
This is because seventh chords of any type are constructed in thirds and
the appropriate alphabetical naming of the notes should be respected. The
principle can be readily explained by reference to the scale-tone chords
derived from the ‘white’ notes C-C’.

Example A:
F dim7
The ‘white’ scale-tone chord is Fmaj7ie FACE
Converting this chord to Fdim7 it becomes:
F Ab Cb Ebb

Example B:
Ct# dim7
The ‘white’ scale-tone chord is Cmaj7ie CEG B
Converting this chord to C# dim7 it becomes:
CHE G Bb

Example C:
Bk dim7
The ‘white’ scale-tone chord is Bm7 (b5) ie
B D F A Converting this chord to Bbdim7 it
becomes:
B» Db Fb Abb

Diminished chords are most frequently used chromatically as passing
chords. Care has to be taken to ensure that the correct root is used for
the sake of the bass line:




Example A:

Fmaj7

_A‘L Ab dim. Gm7 o)
a is(l ’l ’l F 4 y 4 { F 4 F 4 r VA i rF 4 r A r 4 w A '} ¥ i r 4 r A F 4 H

Lo, w3 rd F 4 } r A r 4 i Ak 4 } F 4 r 4 x A : rd y 4 F 4 r A ‘l]!
Example B:
Fmaj7
Fmaj7 Fidim. Gm7 Gidim. A B*dim. Cm7 F7
A

i‘L’ oW ] r 4 ¥ A F v 4 j1  a— i 7 4 —7 y 4 F 4 I T r 2 y 4 ¥ 4 riuu
h o R R r A r 4 r i 1 r 4 ¥ 4 r i | 4 L ¥ & ¥ A i L ¥ r 4 F A inj
:Jl’ 1 1 1 -

The diminished chord also occurs as a component of a dominant seventh
with a flattened ninth as was shown in the polychord tables. In this instance
it will resolve to the same chord as the dominant from which it is derived.

Bbdim?7 Cdim7
C F
o) |
y A -t 1
T I
f o L0 B Ft
F” ai e Ll ™
Fy) Ph & " v E: b
C7(h9) Fmaj? F7(b9) Bbmaj7
1 1
¥ 1. I [ 1 1
y 4 |~ Al { Il "I-'\‘J"I
[~ &)

7.5 ALTERED CHORD SEQUENCES

Chord sequences can be altered to effect an improvement or for the sake
of harmonic variety. In making such alterations consideration has to be
given to the melody line to ensure that the new chords are appropriate.
Alternatively, a melody can be paraphrased to fit a new sequence. These
considerations need only apply to the stated theme. In improvisations the
melody line is the sole 'property’ of the individual player who is free to make
any alterations he chooses, provided there is sufficient empathy with the
other musicians. Alterations used in improvisation can also be written into
an arrangement.

We have already encountered two devices for altering a chord sequence:

(a) Secondary dominant sevenths.
{b) Flattened fifth substitution.

In both cases the alterations can be considered as temporary modulations
to other keys. Consider the unaltered sequence Im-vi-II-vV-1

Dm? Gm?7 Cm7 F? Bbmaj7
H |
. ;aul! F F ¥ J rd { r A ¥ A ¥ A ¥ A : ¥ i F 4 r A F 4 { r 4 4 r 4 F3 = ri r 4 ¥ ﬂ
@ L WA S A x F A | I A ¥ i r 4 ¥ 4 | W 4 r 4 r X | 4 r i r 4 I 1 l’ ¥ 4 r 4 i AR |
| H T i L3
0}

SHTTO

79



SEITON7

80

Each of the chords is contained within the parent key. If secondary dominant
sevenths are substituted the sequence becomes:

| D7 G7 Cc7 F7 Bkmaj7
i t F o« Y 4 r 4 rJ rF 4 { F 4 rF 4 F r 4 I r 4 r i F A F 4 ‘ ¥ 4 ¥ ¥ Fd } r A F 4 P LU
I/ I r 4 v A rd 1 r 4 r i r 4 1 y A r 4 ¥ d F 4 | - y A r 4 td | - 4 r 4 r A F 1l
Y!)P ¢ ] 1 T R W §
VofG VofC Vof F Vv I

Each of the first three dominant sevenths relates to another key. Thus bar
1 can be considered as being temporarily in the key of G, bar 2 in the key
of C and bar 3 in the key of F. The same principle can be applied to the
flattened fifth substitution.

For example; in the sequence:

Fm? E7 Ebmaj?
n l'ﬂ 14 . 1 kA |
W I Iy 4 r i rF y 4 1 F A v 4 r 4 4 1 v 4 w4 P4 A T L 4 1%
%’ v . W r A F 4 r 4 F i % F 4 y i F " Ayl % Wy AR A r i r 4 {_ P A j‘_:
v Y bir? I
Yof A

the second bar can be thought of as being in the key of ‘A’. This concept
of temporary modulation is useful in understanding altered chord
sequences. In the foregoing examples the temporary keys have been
determined by a dominant seventh but as we have already seen, the
progression II -V also establishes a key centre and this can be used to
add further interest to sequence.

a L D7 G7 7 F7 Bbmaj7
%l:un . rry i r—Jr Fr 7 ; y F J F :_1 F SN A 4 1 r—F J J T rw 4 = |
LA VI S A S i 77 & ¥ 1 ¥ ¥ ¥ 1447 F LI ¥ F T4 y A0 1y |
1 1 1 I 1 1 |
D)
becomes:
A Am? D7 Dm? G7 Gm7 C7 Cm7 F7 Bbmaj?
¥ IJ T T T T 1 - i |
Y'JV I 4 i o i L - hy |

G: C: F: Bb:

Temporary modulations to the minor keys can also be used:

Am7(b5) D7(b9) Dm7(>S) G7(b9) Gm7(b5) C7(b9) Cm7(b5) FI(}9)

Hﬂ I%’ 1 B i I -
gL I F i rF 4 F 1 F 4 y 4 rd ¥ 4 r A r i r A y A 1 ¥ d r 4 r A y -
I8 y & F 4 y 4 Y 4 1 z. F i x F d | I 4 ¥ A F A r 4 1 & r 4 F 4 A
S T 1 i

Gm: Cm: Fm: Bbm:
Bbmaj7

I

o 1 17 1 10
N _h i r A r F 4 1 Y 4 e |
I r A ¥ 4 F 4 F 4 1 r a0 puin |
o -

Bb:

Modulations invalving the passing chords offer yet another alternative:

D7 Ebm7 Ab7 G7 Abm7 D?7 C7 Gm7 C7 F7 Fim? B7
_9'_”[7 T 1 T ) |
i TN ] w4 ¥ 4 F F A I F A v 4 i rF i || J F A r 4 F d { r 4 ¥ A " A F
I 1 F 4 F x [ ¥ A F A i r 4 (i 4 F 4 iz y A | - A r i r A F A |
o 1 1 1 —
Y]

Bbmaj7
o1
P 4 2 —

@]

St
My
Mg
At
NN

ANED
™
===




The final B» chord can also be approached with a Il - V pattern using the
cycle of fifths throughout:

F¥m7 B7 Em7 A7 pm7 G7 Cm7 F7 Bbmaj?
S T T ' s I T
@ | AR e A A ‘\‘—J—L%ﬂ_l ! ! :

E: n: C: Bb:

With each successive bar the tonal centre moves by tones, ie E to D t0
C to Bb. It is also possible for the tonal centres to move by semitones:

N Ebm7  Ab7 Dm7 G7 Cim7 F47 Cm7 F7 Bbmaj7

W? r 4 { y AR AR B i ——7—77 — 7:—,———;—1—7_;{'_723
F i F A I ¥ 4 ll r 4 ¥ A r 4 }l F 4 T I }l

D]

=
=]
-

Db: C:
or a combination of both devices:

A Fm7 Bb7 Ebm7 A4b7  Cim7 F#7 Cm7 F7  Bbmaj7
1
- 1 I

@_{5 y—F g —F 1 F J F 7 ——
y S S S S A r—
Eb: Db

T o
y—Fr 7y F ¥ 1 JF F
F 4 ¥ 4 { r 4 F F 4 F 4 E r A

o

T
y S rar &
']\ F A

1L

F 4 F
F 4 F A

[y

L

=

Bb:

The above examples show the principle of substitution being used to
approach a tonic major seventh but it can be used to approach any type
of chord. The following example shows how the first four bars of a standard

tune can be altered to approach a minor seventh on the fifth bar.

Cmaj7 Em? A7

A Dm7 Dm? G7 Cmaj7
ﬁ’l —7 777 y J y A — i . — '{ —7 J—F —7 7 —F —
A i r x ‘I £ L r i J’_]I F 4 ¥ | X l r i r i F 4 o
v ete
becomes;
R Am? D7 Gm7 C7 Fém7(b5) F7(§i1)  Em7? Eb7
@ rF 4 F 4 ¥ r i % F —F i
y i F A X F 4 } ¥y _ r

v

p  Dm7 Eb? Dm7  Ab7 G7 Db7 Cmaj7
.o y 4 y 4 ¥ 4 y 4 — r 4 y 4 _1_’\ y 4 y 4 F .l"i y 4 7 y s 4 } y 2 7—7‘_1j
1\3 r 4 rd X ¥ 4 ! r A ¥ A X F A 1[ F 4 F i r 4 X } ¥ S A X } r 4 r 4 r i 5
e etc

Here is another example in which the opening tonic chord is replaced by
the flattened fifth haif-diminished:

Cmaj7 Am7 Em7 A7 D7 G7 Cimai7
ﬁ J F i F A F i % i y 4 F F ‘l F 4 ¥ A F 4 y 4 } g y 4 J Ij
5 r i r 4 I F 4 { I 4 F 4 r i y A t L4 f A r 4 ¥ 4 = F i F 4 ¥ ’:JJU
D)
becomes:
Fim7(b5) F7(#11) Em?7 A7 Dm?7 G7 Cmaj7

Qﬁ%
[
%
i
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7.6 MODAL CLUSTERS

The modal cluster is a twentieth-century harmonic device first used by
Composers like Ravg| and Stravinsky. It is simply a group of close position
voices which can be used to denote harmonies ang can therefore serve
as a left-hand voicing for accompaniment.

The modal clusters most frequently useq by jazz pianists can be derived
from the left-hand voicings discussed earlier and is best explained by
Cconsidering a single example:




[

Ebmaj7 7 R ;3
Cm7 9 | 3 ;5
F7 13 ;1 7 1 9
Am7(b5) 1t &8 | 7
Cmt7 9 1 3 ;1 5
Cmé 9 , 3 | 5

7.7 THE SUS4 CHORD

The ‘suspended fourth’ chord (sus4) is a special form of triad in which the
third is replaced by a fourth above the root. The fourth is regarded as
suspended pending resolution to the major third.

Csus4 C Fsusd F

% L == & ] Iy

rm e =% 1 VR [ % ]

[ma s [ & 5 i [ & ] [ & ]
[y - i

Note that the third and the fourth are not played simultaneously. This device
has two particular applications:

(a) Major sus? chords

The suspended fourth can be used with a major chord for the sake of a
melodic line as in the following example:

9
Ebmaj7 Ebsus4 6 Ebmaj?
! 1
£ 1 T T
v L7 8 ?“_"A
D), =3 2 ce
e R
£ bl
vz
= ©

The major sus? chord can be played with or without other added notes
although the addition of a major seventh does not sound good, the major
sixth being a better alternative as in the above example. Other alternatives
are shown below:

9

6 6 9
Ebsus4 Ebsus4 Ebsus 4 Ebsus 4(+5)
T T I T
1L ITEY s JL D ¥ LS ]
bro b o et
o PO -9 o
g_{_ Y jra e 1]7 [ 81 Ty
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(b) Dominant seventh sus?

The dominant sus? is a sus? triad with a minor seventh added above the
root and this can be used in the same way as standard dominant seventh.
The suspension can be resolved within the dominant seventh but this is
not obligatory.

A Bb 7sus4(13) Bb7(13)
suspension resolved inside ="
V chord —ta ©
) Ve o
— ba be
- bo
A Bb7susd(13) Ebmaj?
suspension resolved in s — —
17924 h
I chord Py 2 RS o
Lnn
s . —
Az bn “P’lc
-

An alternative way of using the suspension is to play the II chord over a
dominant pedal peint and resolve it to the dominant seventh:

]
Y g 8" # o
Dm7/G G7(9) Dm9/G G7(b9)

The dominant 7 sus® has a further use in ‘modal’ jazz in which it denotes
a tonal centre but does not resolve within a chord sequence. One of the
earliest and best known examples of the chord being used in this way is
Herbie Hancock’s composition Maiden Voyage. This tune comprises four
such chords each denoting a different tonai centre.

A D7sus4 F Tsusd
I T 1 T 1]
ST —F——F  F I
% e —— L i EL L iyl 1 H T i 1]
o
D7susd F7sus4
o
§ T 1 1 T T T 1 LI
r 4 F J ;S5 ¥ A 1 F i 1 r 4 | R 4 F 4 F A AN i —— y 4 i F i 1
y 4 r A i 1 W & 1 r A 1 ¥ 4 I r 4 4 ¥ | r & I\ - 4 1 r i }
1 T T 1 T 1 b Bl
D)
Eb7susd Gb7sus4
— L - T [ 1 T L a4 |
1 T 1 — ! 1 L T L= — —H
()]
A D7sus4 F7susd
o I T - ] I 1 T 1 - 13
N 1 - L * L - T 1 * T . I - e |
D))

e e —y



Although the harmonic suspensions never resolve, the chords can be (S’[G”ION]
thought of as dominant sevenths against which a Mixolydian mode can

be used in improvisation:

D7sus? (D MIXOLYDIAN)
(D7 from Gmajor tonality)

Hu
>

ey
o

®

]

[ & ]

¢

L & ]

¢

O

The dominant sus? can also be thought of in terms of superimposed chords.
This is similar in principle to polychordalism except that the polychord device
presupposes a four-note chord in the left hand. In the following examples
the chords are superimposed over a separate root or root and fifth.

13

9 9 9
C/D = D7sus4 Am7/D = D7susd Cmaj?/D = D7sus4
A A A
o
7 P
o P } FanY b =4
pad AN 24
£ 2 eJ e O
1 nen OO
|- 4
= L% ) — = % L X
o el o

It is interesting to note that the left-hand voicings of the superimposed
chords can be used to denote the dominant seventh sus chord because
they contain both the suspended fourth and the seventh.

3 9 5 9
R 7 3 7
7 13 9 13
5 susd ; sulsitt
R
13 13
, Cma? prauss (5) AMTO)  prual(s)
} fon Y
aRT = = >
) >
K & 2] — kel
4% 2

Alternatively a modal fragment can be used in the feft hand and this can
pe derived by omitting the lowest voice in the above example.

PN

%ﬁ

|




)[0”0/1/ ] Remember that the left-hand voicing for a dominant sev nth cannot be
used ur'ess the third is omitted or replaced by the sus”. Considea the
voicing3 13 7 9 for D7 and modify it for use as a dom?7 sus™

D7(193) D7susd ¢
= |
ﬁ:é-f____——————aff (:?’? omit i’
) (T¥) ()
The end results are the same as the left-hand voicings already considered,
but it is worth considering the alternative derivations to appreciate the
undfrlying harmonic logic. The fol_lowing table ShO\.NS the twelve dominant
sus® chords expressed as superimposed chords:
sus?9 sus49 sus49, 13 sus4b9
F7 sus® 9;—“_7 = EL’;‘:EE e
Bb7 sus® %“g & 55‘%‘517 %%"
B7sust | &M D: Dime? | Db
a7 sust | E G Goma7 | G
Db7 sus? AETJ % -B%%j] * [—B)%]
a7 sus® | 27 £ Erap | Em
B7 sus4 B;—"Z %_ A%éﬂ \ ég‘
E7 sus? BN 2 Dmay? e
A7 sus4 %"—7— % Qﬂiﬁf" %:_n
D7 sus? %11 % gm—gﬂ le
G7 sus? %7 g— F_r_rgj_? F_rg
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7.8 PEDAL POINT

Pedal point involves the use of a sustained bass note or tonality cver which
changing harmonies are played. In jazz the pedal point is usuaily the tonic
or the dominant or both together. The harmonies played over the top can
be diatonic or chromatic. One example of diatonic harmonies played over
a pedal point has already been shown with the dominant seventh sus? chord
played as a II chord over a dominant bass and resolving to a V chord:

13
Dm9/G G7( 9)

£ 4

Fa

-

ot

VofC

In the next example triads are used over a tonic pedal point. Alithough the
triads are derived from the parent key (ie diatonic) they create an interesting
sequence of tension and resolution:

A G FiG C/G G C/G G F/G G
|
I
d a 1
o 7 - - Z
& % 4 £ 4
L P T 1 T i T 1 ! f
g = i = & & 7= 2
S S S

Y

The harmonies over the pedal point can also be chromatic, creating greater
scope for tension and resolution:

G Gb/G  F/G Eb/G Db/G CiG G
— —— ] —
—S8 bg—— R — —
Py} T e -5 Vpg‘ l)V-G- ﬁj ]
> g
g Py |
,.. L - o
- — — —
1
13 13
A Cmaj7/G E‘::7(9)fG FiG Db7(9)/G
L 4 1
Ly i [Du i)b;,v‘c
v 8 g ==
ete.
LS - © LS 2
v ]
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7.9 THE JULIARD SYSTEM

The idea of using Roman numerals to indicate functional harmony has the
advantage that a chord sequence described by this method will be
applicable to any key. This system has its origins in c¢lassical music but
has been adapted for use in jazz, as has been shown in earlier sections
of this book. It has been further developed by the Juliard School of Music
{USA) for use as a comprehensive harmonic system indicating chord type
and key modulation. In the Juliard system a Roman numeral used on its
own will indicate the chord type which occurs naturally in the major scale.
Chord constructions, other than those occurring naturally in the major scale,
are clarified with a chord symbol. The chord symbols used are as follows:

MAJOR SEVENTH
MINOR SEVENTH

DOMINANT SEVENTH
HALF-DIMINISHED SEVENTH
DIMINISHED SEVENTH

oo x 3 X

Consider for example, the key of C major.
Iin the Juliard system:

I IS
II is
I is
IV is
i IS
VI is
VII is

Cmaj7 or Cmajé

Dmin7
Emin7

Fmaj7 or Fmajé

G7
Amin7

Bmin7 (b5)

If the chord type is changed a symbol is used.

For example:

Ccmi7
C7

D7
Em7(b5)
Fmin7
Gmin7
Am7(b5)
Bdim?7

is
is
is
is
is
is
is

i3

indicated
indicated
indicated
indicated
indicated
indicated
indicated
indicated

by Im
by Ix
by IIx
by Illg
by IVm
by Vm
by Vis
by Vllo

Chromatic chords are indicated by placing a sharp or flat in front of the

Roman numeral,

For example: In the key of C major the progression:

Dm7

Db7

F o]

r i r r i 4
W) AL F i 4 V4

¥ i r 4 F i
F A x F

t@:a
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J. MODAL 77
< ALTERATIVE

1OVAL SISTEMS

8.1 MODAL JAZZ

The music considered thus far has been based on the tone/semitone
construction of the major and minor scales and is said to be diatonic.
Inthe 1960s, trumpeter Miles Davis and saxophonist John Coltrane began

One of the earliest examples of a tune employing modal devices is a
compasition by Miles Davis called So What. This tune retains the 32-bar
format of a standard tune (A+A+B+A) but is tonally quite different.

A
Dm
—ﬂr | — T I —— |
7 v 4 T T F 1 ¥ 4 t —1
mﬁ—f ? &3 T F a3 Zs 1 7= T ¥ & T F i I y o v—
3 1 1 1 T T i T —T

eeﬁh
\
|
|
i
|
“i
:;;ﬂ

Ebm
|
r i F A Vi : r 4 ][ F ! F i i r 4 : r 4 }, r i : F e |
y 4 I ¥ ¥ 4 I y £ ¥ ACNERa | y 4 1 r 4 1 r 4 1 I~
= 1 e ——— } j —

At first it would appear to contain two chords but jt would be more correct l‘
to regard the tune as having two modal centres:

A section: Dminor Dorian Mode
- B section: Ebminor Dorian Mode

In the early days of modal jazz the Dorian mode was the most commonly
used tonal basis, but in recent years all the Greek modes and their exotic
variations have been used in compositions. Furthermore, jazz composers
have combined the modal devices with diatonic harmonies, giving additional
variety to the music.




appropriate to the mode to give the player some guidance. The foliowing
example shows a typical chart:

y L 4 F 4
£z Ze Z
Gm (Phryq)
A i a1
1 [ & —

I bes 3 7 7 o 4
| 4 30[)"" 4 V4 £z
'y}

4 7 v 4
A Az y 4
Em (Dorian)
f
1L e [ ]
r o = & B > 4 rY 4 7 4
e Z ===

Db /Eb (Eb Dorian)

Il |
n o LY
4 T gy LB ¥V = W 4 s Y 4
} ey LY VETF A y i VAN
B LR V2T

r 4 7 y 4
y 4 y a0 Y 4
Bmaj7/Bb (Bl Phrygian)
} )| Ln W 4 « J L 4
% n o iy & y i g4 y

J bobero

Listening to modal jazz it will soon become apparent that its character is
quite different to diatonic music. It seems to have a floating almost etherea!
quality as if in a state of suspended animation.

The principles of harmony used in diatonic music are no longer
applicable, largely because there are no tendency tones in the modal
system. Chords constructed in thirds (tertiary harmony) depend on this
melodic tendency and consequently if they are used incorrectly will sound
incongruous in a modal context.

The probiem of playing harmonies in modal jazz can be solved with the
use of an interval whose quality is compatible with the character of the
music. This interval is the fourth.

SHTIO
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8.2 CHORDS CONSTRUCTED IN
FOURTHS (QUARTAL HARMONY)

Chords can be constructed in successive fourths above a root in a similar
fashion to diatonic chords built up in thirds, The chords thus formed can
be played on each note of the mode.

-
A o ey © 0 ¥
)74 = [ %] o O [ & ] ~ e
7 ¥ o =y (8] hed o Iy >
= [ & ] ol oy [ & ] —
—t . & [ & ] ~—
Y] T ©
D Dorian
o
o - . ©
Fal o FaY 1 17‘9' bn e X | b s 3 I¥
- o =y O =y P Ty £
[ & ] | Bl B LS ) =~
Py Ty ==
¢ om
G Phrygian

Note that there are two types of chord occurring in these modes:
(a) Chords comprising two perfect fourths:

o o o o
A [ ] s T3 = o
{7 Py (93 - [ & I o p4 + pd
AN "4 Baad £ ol
Y] e

(b) chords comprising a perfect fourth and an augmented fourth:

N
N

[ i¥

W © a4 +p4
L& ]

)

pd + ad

et

The ‘open’ sound of these chords, together with the quality imparted by
the fourths, makes them suitable for modal jazz. Each of the chords played
on its own can be said to denote the tonality from which it is derived but
it is better that they are played in a horizontal shifting parallel pattern:

Fml] (Phrygian) Ab7sus4 (Mixolydian)

N>

4 |

4

n 1 1
a1
- r EE= - E
z bs - p-e- kd

o)l »




These patterns can also be used in the left hand as devices to accompany
right-hand improvisations:

|

I
3 y P r‘-\‘?-ﬁ

2 ~T /iﬂ'{g%: ~EL E'tr a }"t#
r 2% E" 1 | i :d —

"

b

bz g WE % %

{ L =
z fk i = :

Fml1 (Phrygian) Am11 (Aeolian)

In order to play modal jazz it is necessary to have a working knowledge
of the modes described in the section on scales for they are all relevant
to this study. This should not present any great difficulty if the player is
familiar with major scales, for these can be used as a starting point to
learning the note patterns.

8.3 DIATONIC/MODAL JAZZ—
OPEN KEY

It is possible to use single chords to denote tonal centres. This principle
employs a combination of diatonic and modal approaches. In music so
constructed there is rarely a parent tonality and the music is said to be
in ‘open key’. Accidentals are written into the music. Since the chords are
used to denote changes in tonality (modulation) they need not bear any
direct relationship to one another.

. a7 D> maj7(§11)
L 4 1 p—— |
e e ———F—FF ¥ 7——
D}
" Fmaj7(§11) Bmaj7(§11)
T T 1 )
7 —F—F 71 7 777 A =
e i T T 1
Y,
Db/Eb B/Db BbjC C/D
h Joe 1 1 o §
r i y 4 r L y i ¥ 4 r A F | rd y 4 J F 1 ¥ 4 y 4 J F
%_I__I__LML___}..,I y 4 y i — y 4 ¥ 5 y __}_1 v 4 r 4 r |
o
Dbmaj?
T
fal
‘é 7 4 T y i p 4 1[ F { y 4 ]1 r 4 ﬂ
¥ y r 4 y A 1 y 4 1 F 4 T r 4 p—
I | 1 Ea |
D}
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For the purpose of improvisation this chord chart could be interpreted as
follows:

EXAMPLES OF POSSIBLE MODES
Bars 1, 2, 5 and 6 F LYDIAN

Bars 3 and 4 Db LYDIAN

Bars 7 and 8 B LYDIAN

Bar 9 Eb MIXOLYDIAN (Ebsus¥)
Bar 10 Db MIXOLYDIAN (Dbsus?)
Bar 11 C MIXOLYDIAN (C sus%)
Bar 12 D MIXOLYDIAN (D sus?)
Bars 13 to 16 C LOCRIAN

8.4 SUPERIMPOSED CHORDS—
A FURTHER STUDY IN TONALITY

The method of deriving the dominant sus# chord using superimposed
chords can also be used to describe other chord types and establish tonality.

For example:
Consider playing a Dbmajor triad or a Dbmaj7 over a C bass:

o]
1 1 W )
T4y Jr i )
1 3% JIK 4 ]
e 73 o
Db/C Dbmaj7/C
- =3
s T
> = e

This method of identification is useful, for although the notes in the above
example constitute a Dkmaj7, a Dbmajor tonality is not intended. The
example actually denotes a tonality based on C. It could suggest a Locrian

mode:

ST
¢

1)

n I L S ]
| = ik R
Y o YOV
C Locrian
or a Phrygian mode:
4
¥ . 1 Ln [ & ]
| £ an I =5 243 L
1 I‘v’ [ & ] o

¢

e) o VO

C Phrygian




or any other suitable modal construction provided that the combination
of Db and C falls within it. An added advantage of the system is that it avoids
having to describe the chord as having a C root, for this results in a
cumbersome description:

C(+9) sus? (+5) (no3rd no7th) = %1 or Q_LDbmg 7

The example considered shows a triad (or major seventh) placed over
a root a semitone below it. Other relationships are possible with chord
superimposition and they are shown in the following table:

INTERVAL CHORD TYPE EXAMPLE USING
FROM ROOT C BASS
m2 MAJOR TRIAD Db
C
m2 MAJOR SEVENTH Db maj7
c
m2 MAJOR SEVENTH (»5) Dbmaj7 (5)
C
m2 MAJOR SEVENTH (+5) Dbmaj7 (+5)
C
M2 MAJOR TRIAD D
C
m3 MAJOR TRIAD Eb
C
M3 MAJOR TRIAD E
C
p4 MAJOR TRIAD F
c
a4 MAJOR TRIAD al
c
p5 MINOR SEVENTH Gm7
c
mé MAJOR SEVENTH Abmaj7
C
M6 MAJCR TRIAD A
C
Bb
m7 MAJOR TRIAD Bb
c
m7 MAJOR SEVENTH Bbﬂéaﬂ
M7 MAJOR TRIAD B
c
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9 SOMIE PRACTICAL
COVSIDERATIONS

9.1 THE STANDARD TUNE
CONSTRUCTION

When a jazz musician talks of playing a ‘standard’, he is referring to a
popular song form, the melody for which often originates from Tin Pan Alley
or one of the Broadway shows. Standards are normally thirty-two bars in
iength and, although there are exceptions to this, the general format is
usually the same.

The thirty-two bars can be made up in two ways:

(a) two sixteen-bar sections (A + B) with the second sixteen
being a variation of the first.

(b) four eight-bar sections (A + A + B + A) with the first eight bars
repeated and followed by a different eight-bar section known as
the ‘middle eight’ or ‘bridge’. The first eight bars are then played
once again.

There are often similarities between the harmonies of standards and it
is worth studying some of the various possibilities.

The first requirement with any tune is to establish its key and in
connection with this there are three points which should be noted:

(1) Standard tunes do not always commence with a tonic chord
in the first bar and it is therefore necessary 1o refer to the final
bars to establish tonality.

{2) Standard tunes will almost invariably incorporate a
modulation to another key at some point.

(3) Generally, tunes will be played in the ‘written’ key and in
some cases one or two other keys. For example: Jerome Kern's
All the Things You Are is played in Abmajor; and Gershwin's
| Got Rhythm in Bbmajor.

Despite this tradition it is good practice to learn tunes in as many keys
as possible. This has obvious advantages in terms of musicianship but
would also pay dividends in a situation where, for example, a singer has
difficulty with the pitch of the original key and therefore transposes.

Categories of Standard Tune

Standard tunes often comprise simiiar harmonic patterns and although |
do not propose to reproduce specific tunes in this seciton, it is useful to
gxamine some eight-bar sections which | have categorised according to
type. Each example is written in the key of C major but should be transposed
to other keys. In addition to this study the student would be well advised
to obtain a copy of the so-called ‘fake’ books which are now on the market
and which contain many standard tunes with correct chord sequences.



1. Typical ‘A’ sections of tunes commencing with a I chord
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2. Typical ‘A’ section of tune commencing with a I17 chord

D7 Dm7 G7 Cmaj7 A7
9 I il T k1 | |
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3. Typical ‘A’ section of tune commencing with a IVmaj7 chord
A Fmaj7 Fm7 Bb7 Cmaj? Em? A7
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4.Typical ‘A’ sections of tunes commencing with a tVm7(b5) chord
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5. Typical ‘A’ section of tunes commencing with a VI chord

Am7 Dm7 G7 Cmaj7 c?
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6. Typical ‘B’ sections for tunes in the key of C
(bridges or middle eights})
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9.2 THE SONG COPY

Song copies are a useful source of standard material for the jazz pianist.
Unfortunately they often contain sequences which are substandard angd
misleading. The reason for this is largely historical and stems from the Tin
Pan Ailey tradition of writing chords in simplified form for banjo players.
Sequences will often be banal and frequently written without due regard
to the proper roots of the chords. It is useful, therefore, to be aware of the
anomalies which can occur.

The jazz pianist can usually ignore the bass clef part of a song copy
for he will be able to add his own more appropriate voicings below the
melody line once a correct chord sequence has been established.

The following examples show some of the problems which can arise:

1. A chord is not identified by its correct root.

Example A
Fmaj7 F dim. Gm7 Cc7
ﬂ 13
.- —7 y —+—> ¥ i 1> y 2 r—1—1—7 7 y i y @)
M —— y S—— 7 LAt 7 o y i i—
D))
should be:
" Fmaj7 Abdim. Gm7 c7
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i L ¥ r 4 f 4 r A II x £ X f 2 { F d y A r 4 r 4 2 r 4 V4 F i r 4 ][1]
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B
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The use of a minor sixth chord to precede a dominant seventh is quite
common in song copies. Note that in the example shown, Cmé6 is the first
inversion of Am7 (»5) and Bbm6 is the first inversion of Gm7(5).
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This error often arises where there should be a cycle of fifths progression.
The m6 chords are being used out of context for they are not functioning
as tonic minors.

Example C
C D7 G
.
) A y 4 y A 7 T 7 E EE .§
"o
should be:
np  Am7 ) p7 Gmaj7
_.¥ 1. }I F 4 I 4 ¥ 4 : LI
D]

This is similar to example B for Cmajé is the first inversion of Amin7. Once
again, the true progression in fifths has not been respected.

2. A prolonged chord over several bars can sometimes be improved by
changing the bass note.

Cm Fm

B . . . —
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9.3 THE BLUES

Jazz, in all its various forms, has its origins in work songs, Negro spirituals
and the blues. In all but the most avante garde forms of jazz, there is still
evidence of the influence the blues has had on the music, although it is
the structure of the blues rather than the blues spirit which has pervaded
the modern jazz idiom.

In the section on scales it was explained that the blues is characterised
by a flatiening of the third, fifth and seventh of the major scale whilst
retaining the major third and perfect fifth. Another important character of
the blues is its structure. A blues can be eight, twelve, sixteen, twenty or
twenty-four bars long, although it is the twelve-bar structure which is the
most common and the one which will be considered here.

Twelve-Bar Blues
In its simplest form the twelve-bar blues contains only three chords and
the harmonic structure is as follows:
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In the fifth bar the movement to the subdominant can also be regarded
as a modulation to another key a fourth from the tonic. This modulation
can also occur temporarily in the second bar:
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If the sequence is played with seventh chords, the sevenths would have
to be flattened (minor sevenths} to retain the characteristic sound of the
blues and the chords will be dominant sevenths posing as tonics.
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Starting with this sequence it is possible to modify the harmonies to make
them more interesting and the harmonic devices already explained can
be used to do this. The following tabie shows progressive alterations to
the blues sequence including the conversion of the tonics to major sevenths
whereby the blues becomes harmonically ‘Europeanised’, a device used
extensively by Be-Bop players.

The final two bars of tonic chord can be replaced with a ‘turnaround’,
which will be discussed in the next section.

Note that sequence No 8 is in the minor key.

Note that for sequence Nos. 1, 2 and 3, bar 2 could be F#7 and for
sequence Nos 2 to 7 Cm7-F7 could be replaced by Fém7- B7
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y X F 4 F 4 y A 4 F A 4 F i rF A F A A F 4 F A _— F i F 4 Fd r A 4 m_ F i3 y A .4 y i |—|\ r 4 y A 4 4 rF 4 y A A __ F y A r 4 F ¥y J A
v
L4 L44 LD LA Y| Ld iy} L4
71 T o1 6 8 L 9 s p € T I

1 \

SHTIOV 9



9.4 INTRODUCTIONS AND
TURNAROUNDS

Introductions and turnarounds are harmonic patterns which lead into the
initial chord of a tune and it is the nature of this chord which determines
the type of harmonic pattern which will be suitable.

Introductions

Introductions can vary in length depending on the player’s wishes. For the
sake of example, | have assumed an introduction of four bars and illustrated
some of the possibilities according to the type of chord at the beginning
of the tune. Examples are given in the key of C major and should be
transposed to all other keys.

1. Tunes beginning with a I chord

Cmaj7 Am? Dm7 G7 - Cmaj7
g b H T
(a) Sl < i i 1
),
p  Cmaj7 C#dim. Dm? G7 Cnaj?
— T T 1
(b) 1 1 .|
Em? Eb7 Abmaj? Db7 y Cmaj7
T I I ) 1§
(C) I I 1
d
Fm7(b5) B7(b9) Fm7 Bb7  Em7 A7 Dm7?  G7 , Cmaj?
_Q I T ) o
(d) A g 1 1 1 i
Y
Gm7? c7 Fm7 Bb?  Em? A7 Dm7 G7 Cmaj?
T
(6) %{: y d— 7 7 ;[ A 1' {: —F 1‘ :l i l’ ll l’ {
O]
Cmaj7 Eb7 Dm7 G7
G pedal g Cmaj7
.|
T 1 I
(f) T 1 -
[y
Cmaj?  Dm? Em7  Eb7 Dm? G7 Cmaj7?
;4 1 | 1
(g) —t 1 4 1
[

2. Tunes beginning with a Ilchord or 11 7 chord

Crmnaj? Dm7 Em? A7 Dm7
..
b .y ¢ Z— 4 ¥ i " 4 1 7 r—7 777 r 4
(8 I r 4 v 4 7 1 ¥ 4 7 r 4 F 4 r fo 4 r s r 4 r 4
A!)L 1 ) | A §

Cmaj7 B7 Bb7? A7 Dm?

-4
®) IO AT 7
D)

_::_
‘\
N
nY
™y
"N
Ny
"N
HEM
N
X
ay
N
P\
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Fm7? Bb7 Em7 A7 Dm7 G7 Cmaj7  Chdim. Dm7

(c)

Q]

3. Tunes beginning with a tV7(»5) chord
(as for tunes beginning with a I chord)

4. Tunes beginning with a VI chord

Fm7  Bb7 Em7 A7 Dm7 G7 Cmaj7 Bm7(bS)ET , Am7

Turnarounds

A turnaround serves as anharmonic bridge between choruses of a tune
or between repeated sections. The chords used can be the same as those
used for introductions but a turnaround will generally be oniy one or two
bars in length. In the following examples the turnaround is intended to
replace two bars of a tonic (I) chord at the end of each section or chorus.

1. Tunes beginning with a I chord

Cmaj7  Am7 Dm7  G7 Cmaj7 Eb7 Abmaj7  Db7
2 ..
;" 4 T pe | d) —_— L |
Cmaj7  Chdim. Dm? G7 , Cma?/G  EFI/G  Dm7/G  G7
" I —
(b) #—f‘—i-—l*—-/—l—l—f——l—l—fﬂi o e F /-
Dj
Em7 A7 Dm? G7 Cmaj7 Dm7Em7 Eb7 Dm7 G7
5 % r 1
{c) ?@'—/—[—/—]—[—I—F—f—ﬂ (63) £s ¥ H

2. Tunes beginning with a II chord or 17 chord

Cmaj7 F#m7 B? Em7 A7
p  Cmaj? B7 Bb7? A7 A Cmaj Dm7 Em? Eb7
—lll— i el T —t
o771 @ : " |
[Y) ]

3. Tunes beginning with a b¥m7(>5) chord
(as for tunes beginning with a I chord)

4. Tunes beginning with a VI chord.

Cmaj7 Bm7(bS) E7

{‘P
i

of




An additional type of turnaround is one which resolves within the two bars
at the end of a section or at the end of a tune. (Y[cﬂaﬂ/g

Cmaj7
Cmaj? F i
A maj m7 ; Cmaj7? ;
F £ D— i y i v 4 71 — 1 |
can be played: SEmmEmm i S F |
M Cmaj7 Fm7 Bb7 Cmaj?
- I 18 |
or. ﬁﬁ — —F—F i £ #
' 0y

I V7 BVII7 1

9.5 SOLO PIANO BASS LINES

it is useful for the jazz pianist to be able to play a walking bass line
accompaniment in the left hand. Bass lines can be:

(a) chordal

(b) scalar

(c) chromatic

{d) any combination of (a), (b) and (c).

The first priority is to outline a harmonic progression or tonality by playing
chord tones—roots, thirds, fifths, sevenths, on the first and third beats of
the bar. The notes on the second and fourth beats can be:

(i} chord tones
(i) non-chord tones derived from the related scale
(ii) non-chord chromatic tones.

Each of these possibilities is demonstrated in the following examples which
are based on the harmonic progression II-V (minor seventh to dominant
seventh). It is important to apply these principles to other chord sequences
in all keys.

Example 1 Using roots and fifths

II v
R 58 R 5 5 R 5 R
or R 5 R 5 R 5 R 5
C(m7) F(7) Bb(m7) Eb(7)
| } } 1 l” 1
T e e e e e e = ——
;[ ;l J } - ! i : Ll | -
@ e 107




SHITION §

108

Example 2 Introducing the ‘third’ in the V chord
II \'
R 5 R 5 5 R 3 5
Dm7 G(7) | Cm?) F(7)
SEEesesSe s e s Ses<
¥ =
Exampfe 3 Introducing the ‘third’ in the Il chord
II Vv
R 5 R 3 R 5 3 R
B(m7) 1 E? A(mT7) D7
e et e e
l——:t_#—.l_ = | } v g# .‘L. H — ij_i_t——dﬁ—ﬁ—_./d
L -
Example 4 Introducing the ‘seventh’ in the V chord
II \'2
R 5 R 3 R 7 5 3
Fm7 Bb7 Ebm7? Ab7
- ——be be 1 e
e e e the
! — i

Example 5 Introducing non-chord tones derived from the related scale
I \')
R 98 3 5 R 9 3 5
orR 9 3 5 R 7 13 5
Dm?7 G7 | Cm?7 l F7
e e sE== g
1 1 | 1 1
T T ]
Example 6 Introducing non-chord chromatic tones
I \'
R 9 b3 3 R 3 5 b5
Cm7 F7 Bbm?7 Eb7
L 5 T i i —H— = } H
e E=EEET S o




Note that in Example 6, the E natural in the first bar is the 'seventh’ of
an F#7 chord passing to F7, and likewise the B natural in the second bar
is the root of a B7 chord passing to Bom7. The same principles apply to
bars three and four.

The bass line in this example is therefore implying the foltowing chord
sequence:

. Cm7 F47/E F7 B7 Bbm7 E7/D Eb7
‘_I_]: r 4 v 4 ¥ 4 ¥ = r 4 F 4 ¥ 4 F i y 4 x y i y 4 gj
FE A ¥ 4 F 4 r 4 { F 4 F i F 4 F i } P A > 4 x z _I[ y 4 F 4 yF 4 X 1]

()]

The different approaches outlined in the above examples can be used in
various combinations. This will be found necessary to keep the lines within
the bass register of the piano and it will help to overcome difficulties of
fingering in some keys.

The rhythmic pattern of a walking line can also be altered to introduce
more variety. In addition to the four-2rotchet pattern used in the foregoing
examples, bass players often use two additional rhythmic devices. These
are: the dotted quaver and the quaver tnplet.

In the next and final example of a bass line | have incorporated rhythmic
variation with all the devices used in the previous examples and | have
continued the line over a recurring II—- V pattern in which the roots move
in a cycle of fifths progression.

Bm? E7 Am7 D7
N + L '
) I — y — ] : - - T
L ] | = 1 - ¥ i L - 1| | 1
[ = I I huadll . 9 1 1 T u.a_‘
‘—;"p’i T R Sy ] P —
T
Gm?7 Cc7 Fm?7 Bb7
H 1 i 1 = I = J 1
7 m— T — i B S S — — f j_
+ 3 # - * = % - bo i’
>
Ebm? Ab7 Dbm?7 Gb7
I ﬂ | n |
i I —t T v o S i P S s S
Z 1 1 1 | . 1 L 'H 1 t re ., | hé -
—hg v e ! ] be—~
b#
Bm7 E7 Am7 D7
i i I 1 | i I T % % P |
T I 1
— "
-
Gm7 C7 Fm7 Bh7
| I ‘—i‘—‘b"_j_b'f_bf——l
s ] 1 o & e i |
o e e e e e S S o e S s oo
' 3.2 T
Ebm?7 Ab7? L Cim7 F#
N . | - . 1
0 1 1 T 1 ) . T
R e e e e
= 1 e 1 1 - 1 1| 1 bl 1 1 M 4 HE | b1
T b‘_, 1 T T ﬁ' L - ¥ bl

¥

Bass lines should of necessity be practised until they become automatic.
When this stage of fluency is reached they can be used to complement
the right hand.
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9.6 MODERN STRIDE

The term ‘stride’ refers to a piano style in which the left hand plays an
accompaniment comprising aiternate bass notes and chords.

This style was prevalent in the late thirties at which time its exponents
would play chord voicings comprising basic chord tones.

Example 1
o
g;;—%- | — o —F
i — ! F — o 1
] r .
c A7 D7 G7
et by
===~ —
C A7 D7 G7 ‘

The style can be adapted to the modern idiom using voicings and harmonic
substitutions discussed in earlier sections and this is useful in solo piano
work. The example shown above could then be re-worked as follows:

Example 2

N

ék

|

o
-

Cmaj7 ATaug(#9) D7(9) G7aug($9)

L bbb{
; n — 1
4 ! ; s — D T bﬁ }
3 13
Cé Eb 3; Abmaj7 Db7

The bass note can be played on either the strong or weak beat giving scope

for variety.

In its simplest form the pattern would be:

bass-chord

But it could be played as:

bass-chord
1 2 3

or any other combination.

bass-chord
1 2 3 4

chord-bass

4

bass-chord bass-chord
1 2 3 4
bass-chord chord-bass
1 2 3 4




Example 3 (f[ 6’”0/'/ (9

CH CH CH C

B B B CH
< ;
13 13
Cmaj7 E7(>9)  Ebx(9) Ab7 9 G 7 (b9)
CH B B CH bCH B 2 CH
%ﬁff ==
9 13 13
Cé Eb7 9 Abmaj7 G7 9

The technical difficulty associated with this style can be overcome by
practising the left hand alone at the outset, adding the right hand later.
Chord sequences in Appendix A could be used for this purpose and they
should be practised slowly at first until accuracy is assured.
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APPENDIX A+«CHORD STUDY PATTERNS

The following chord study patterns are useful for practising chord voicings.
They will also serve as ear-training and chord sight-reading exercises.

The patterns are based on the cycle of fifths, chromatic sequences and
other harmonic devices discussed in the preceding pages and are
representative of chord charts which the jazz pianist will frequently
encounter.

Each pattern should be played in as many ways as possible, exploring
the different voicings which can be used and investigating the alterations
which can be applied to each chord.

The patterns contained in the following pages are as foliows:

1 (I1}-[11] Descending by fifths
2 fVI-V] Descending by fifths
3 -1 Descending by fifths
d4a | [II-V-1)-{II-V-1] Descending by tones 1st series
4b | [II.V-II-II-V-I] Descending by tones 2nd series
5a | [IIm7b5-V759-Im]- Descending by tones ist series
5b | [IIm765-V749-Im]- Descending by tones 2nd series
6a (II-VHII-V] Descending by tones 1st series
6b | [II-VI-[II-V} Descending by tones 2nd series
7a | [II-bII7]-[II-bII7} Descending by tones 1st series
7b | (II-b117]-(11-bI17] Descending by tones 2nd series
8 11-VI]-(II-V] Descending by semitones
9a (I1-V[-[II-V] Ascending by tones 1st series
9b | [1I-VI-{II-V] Ascending by tones 2nd series
10a | [(IIm7b5-V759]- Descending by tones 1st series
10b | {(IIm7b5-V7b9]- Descending by tones 2nd series
11 [IIm7b5-V7b9]- Descending by semitones
12a | [IIm7b5-V7b9]- Ascending by tones 1st series
12b | [(IIm7:5-V749]- Ascending by tones 2nd series
13 [I-bITI7-bVImaj7-b117 Introduction/Turnaround
14a | [I-IVm7/4VII7-1] Turnaround 1st series
14bh | [(I-IVm7/4VII7-1) Turnaround 2nd series
14c | [I-IVmM7/VII7-1] Turnaround 3rd series
15 | [I-#Idim-II-¢IIdim- Descending by fitths
[ — Vm717]
I III bass




1, (11]-{11] descending by fifths

'f:Cm7 I Fm? f f f Bm7 [ [ |Em7 [ ]
[Abm? {1 (| Cm7 / / /| F8m7 [ [/ Bm?7 [/ [/ [
!Em? [ 1 1 Am?7 /| [ | DmTI//iGmTI/!J
2. [(V1-{V] descending by fifths

sC7 /7 L\F? 1t 1IBST L F 7 \BYT I T
A7/ f 1 D67 /4 1\Gv? f 4 ! (BT I I |
E? /1 VAT 4 1\D? 1 1 ]|GT S
3. [11-(1] descending by fifths
I:Cmai7 {11 )Fmaj7 / / / Bvmaj7 / // Ebmaj7 / / /
Abmaj7 / / l’ Dbmaj7 / / /| Gomaj7 / / / |Bmaj7 / / /
Emaj7 / / /| Amaj7 / / / i Dmaj7 / / / [Gmaj7 / / /:
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4(a).

(II-V-1]-[II-V-1]

descending by tones

:0m7 /[

G7

/

/

Cmaj7 / / [

Cm7 [/ [ |/

F7

S

Bbmaj7 / /

Bim7 [/ [/ |/

Eb7

Abmaj7 / /

S

Am7 [/ [/

D»7

T

Gomaj7 / /

Fem7 [ [ [

B7

Emaj7 / / /

Em?7 / / [/

A7

Dmaj7 / / /

4(b).

C¢m? / / {

F#7

Bmaj7 / / /

Bm7 / [ |/

E7

Amaj7 [ | |

Am? [ [ |/

D7

Gmaj7 / / |/

Gm7 [/ [ |/

Cc7

Fmaj7 / [/ /

Fm7 [ [ /

Bb7

/

Ebmaj7 / / /

Ebm?7 [/ / /

Ab7

/

Dimaj7 / / /




5(@).  (Im7(:5)-V7(:9)-Imi7]

descending by tones

1 Dm7(:5)/ /

G7(:9) / / /

cmi7z [/ |/

(cm(bs) /11

F709) / / /

Bmi7 / / /

Fbm?(bS) 111

CEb7(b9) / [/

Aomi7 [/ [ [

Abm7(:8) / 1 1

Db7(+9) / / |

Gbmi7 / [/ /

Fm7(:5) / / /

B7(:9) / / /

Emi7 / / /

Em7(:5) / / /

AT(9) [ [/

Dmt7 / [/ /

5(b).

I : CIm7(v5) /11

Fi7(:9) / | /

Bmi7 / [/ /

Bm7(»5) / / /

E7(:9) / [ !

Ami7 [ |/

Am7{b5) / 1 /

D7(:9) / [ |

Gmt7 / [/ [/

Gm7(:5) / / /

c7(:9) / 1 /

Fmi7

ey
S,
)

Fm7(5) / [ /

Bb7(v9) /

—
T

Ebmi7 / /7

Ebm7(55) / / |

Ab7(:9) / | |

Dbmi7 / / /
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6(a). [I-VI-{II.V]  descending by tones

*Dm7/G7/|Cm7 / F7 /| Bwm7 / Eb7 / | Abm7 / Db7 /
Fim7 / B7 /| Em7/ A7/ : l
6(b).

“Cim7/F#7/ |Bm7 / E7 / | Am7 / D7 / |Gm7 / C7 [/
Fm7 / Bb7 /| Ebm7 /Ab7/
7(a). (II-bE17]-(11-bIE7] descending by tones

*Dm7/Db7/ | Cm7 / B7Y |/ { Bbm7 / A7 / |Am7 / G7 /
Gm7 / F7 /| Em7/E7/
7(b).
l *Cim7/C7/ | Bm7 / Bv7 / | Am7 / Ab7 / | Gm7 [/ Gb7 Iﬁl
{Fm? /! ET /| Ebm7/D7/;
8. {I-V]-[II-V] descending by semitones

*Dm7 /G7/ | Cim7 / F¢7 / Cm7 / F7 /| |Bm7 / E7 /
Bim7 / Eb7 /| Am7 / D7 /| Abm7 /Db7 / |[Gm7 [/ C7 [/
Fim7 / B7 /| Fm? / Bb7 / | Em7 / A7 / Ebm?.’Ab?l:I




9(a).

(1I-V]-[II-V}

ascending by tones

I:DmTIGTI

Em?7 [/ A7 /

Fim7 / B7 /

Abm?7 / Db7 /

Bom7 / Eb7 /

Cm7/F71/;

a(b).

I - Cim7 /Fé7/

Ebm7 / Ab7 /

Fm? / Bb7 /

Gm7 / C7 /

Am?7 / D7 |/ BmTlE?l:l
10(a). (IIm7(b5)-V7(+9)]-[LIm7(b5)-V7(+9)i descending by tones
l 2 Dm7(:5)/G7(:8)/ | Cm7(:5)/ F7(:9) / | Bbm7(v5)/Eb7(b9)/ | Abm7(b5)/Db7{s9)/
Ffm7(b5) / BT{b9) / | Em7(55)/ A7(»9)/ I

10(b).

| s CimT(S)FIT(9)

Bm7(9) / E7(9) /

Am7(55) / D7(b9) /

Gm7{p5) / C7(:9) /

Fm7(5) / BbT(9) /

Ebm7(:5)/As7(9)/ 2

[IIM7(b5)-b117(#11)1-[LIm7(:5)-b[17(411)]

descending by tones

I « Dm7(5)/Db7(H 1)/

cm7(5) 1 BI(1) /

Bem7(:5) / A7(11) /

AMT(5) / GT(1) /

Fim7(:5 / F7(H1) /

Em7s5 / EST(H1) / °

l .+ Cim7(p5)/CT(N 1Y

Bm7(s5) / Bb7{111) /

AMT(:5) / AbT(#11) |

Gm7(55) / Gb7(#11) /

Fm705) / ENH1) /

Esm?(5)/ D7(H1)/ =

SECTION 10
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11. [IIm7(b5)-V7(9)1-[IIm7(»5)-V7(+9)] descending by semitones

l = Dm7(:5)/GT(9)/

Cim7(5) | FI709) /

CmT(5)  F7(9) /

Bm7(:5) / E7(9) /

Bom7(:5) / E7(59) /

Am7(:5) / D7) /

ASM7(55) / D57 (:9)

Gm7(5) / C7(9) /

Fém7(5) / B7(b9) /

Fm7(+5) / Bb7(+9) /

Em7(:5) / A7(+9) /

Ebm7(55)/ AST(9): I

12(a).

(LIM7(+5)-V7(+9)1-{LIm7(+5)-V7(+9)]

ascending by tones

I = DM7(5)/ GT(9)/

Em7(:5) | A7(:9) /

Fim7(:5) / B7(9) /

Am7(9) D57(9) /

Bbm7(5) / Eb7(:9) /

Cm7(5) /F7(:9)/ 2

12(b).

I  CIm7(s5) /7))

Esm7(5) / AST() /

Fm7(5) | BHp9) /

Gm7(5) / C7p9) /

F&m?(bS) | D769) !/

Bm7(v5) / E7(9) / &

13.  [IbIIE7-blImaj7-b117]

introduction/turnaround

* Cmaj7 / Eb7 /

Abmaj7/D7/

|

' Gbmaj7 / AT/

Dmai7 / G7 / |

! Fmaj7 / Av7 /

Dbmaj7/Gb7/ =

* Bmaj7 / D7 /

Gmaj7 / C7 /

* Bbmaj7 / Db7 /

Gbmaj7 /B7/ *

« Emaj7 / G7 /

Cmaj7 / F7 /.

: Ebmaj? / Go7 /

Bmaj7 /E7/ .

* Amaj7 / C7/

Fmaj7 / Bb7 / &

I + Abmaj? / B7 /

Emaj7 / A7/ .

: Dmaj7 / F7/

Bbmaj7 / Eb7 /&

. Dbmaj7 / E7 /

Amaj7 /D7 / . [I

I

» Gmaj7 / Bb7 /

Ebmaj7 / Ab7 / 2 |




14(a).

(I-IVm7bVII7-1]

turnaround

:CmajTIll)Fm7 ! Bb7 [

Cmaj7 / /

/

Fm7 /8Bb7 /.

* Ebmaj7 / / /

Asm7 / Db7 /

Ebmaj7 / /

Abm7/Db7/ %

* Gbmaj7 / / /

Bm7 / E7 /

Gbmaj7 / /

Bm7 /E7 /.

« Amaj7 / 1/

Dm7 / G7 /

Amaj7 / |

Dm7/G7 /.

14(b).

: Dbmaj7 / / /

Fim7 / B7 /

Dbmaj7 [/ /

F¢m7 /B7 /.

.Emaj7 / //

Am7 / D7 /

Emaj7 / /

Am7/D7/ .

- Gmaj7 / / /

Cm7 / F7 /

Gmaj7 / /

Cm7/F7/.

: Bbmaj7 / / /

Ebm7 / Ab7 /

Bbmaj7 / /

Ebm7 / Ab7 /.

e s eessl | S

14(c).

*Dmaj7 / / /

Gm7 / C7 /

Dmaj7 / /

Gm7 /C7 /.

“Fmaj7 / / /

Bbm7 / Eb7 /

Fmaj7 [/ /

Bbm7 /Eb7/ 2

T Abmaj7 / [ /

Cim7 / F87 /

Abmaij7 [/ /

Cim7 /Fs7 1.

|
l
I

«Bmaj7 / / /

Em7 |/ A7 /

Bmaj7 / /

Em7 / A7 /.
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15. {I-#Idim-II-#IIdim-I/IlIbass-Vm7-17] descending by fifths

Cmaj7 / Ctdim /| Dm7 / Dédim / C—"EE, Gm7 / C7 /
)Fmaj?/Fsdlm/ Gm7/ Gédim / F'"Aa 7, cm7 / F7 /
Bbmaj7/Bdim/ | Cm7/ Cidim / @%EF, Fm7 / B7
Ebmaj7/Edim/ | Fm7 / Fidim / &Zﬁﬂ, Bsm7 / Eb7 /
Abmaj7/Adim/ | B>m7 / Bdim / &r_ggq Esm7 / Ab7 /
Dvmaj7/Ddim/ | Ebm7 / Edim / %’—"—717 Abm7 / Db7 /
Gbmaj7/Gdim/ | Abm?7 / Adim / gr_ma,i? Ctm7 / Fé7 /
Bmaj7 /Cdim/ | C¢m7/Ddim/ nga_j% Ftm7 / B7 /
Emaj7 /Fdim / Fém7/Gdim / g';‘az Bm? / E7 /
Amaj7/Atdim/ | Bm7 / Cdim / | a2l Em7 / A7 /
Dmaj7/Didim/ | Em7 / Feim / | prall Am7 /07 / |
Gmaj7/Gédim/ | Am7 / Addim / %’? Pm7 / G7 /




APPENDIX B 5[6’”0/]/[0
COMPENDIUM OF SCALES

Major Scale
Harmonic Minor Scale
Ascending Melodic Minor
Descending Melodic Minor
Whole-Tone Scale

Chromatic Scale (ascending)
Diminished Scale

Auxiliary (Inverted) Diminished Scale
Altered Scale

Auxiliary (Inverted) Aitered Scale
lonian Mode

Dorian Mode

Phrygian Mode

Lydian Mode

Augmented Lydian Mode
Mixolydian Mode

Mixolydian (Flat 9) Mode
Aeclian Mode

Locrian Mode

Spanish Phrygian Mode
Hungarian Mode

Hungarian Folk (Gypsy) Mode
Spanish Folk Mode

Exotic Mode 1

Exotic Mode 2

Pentatonic Scale

Biues Scale

iy
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1 MAJOR SCALE | 4 | DESCENDING MELODIC MINOR |

c| c|/plE|F[G[A[B]C ‘'ci c|piBP[Fla[A[BY]C

F F G|AIB/CID|E F F| | F|G|N B |C D EP|F

B [B/C|DiEP FIG|A|B 8’| [Bb|C|Dd|EP|F|GP[AP|BD

. |2 F|G|Aa B IC|D EP EP| [Eb|F|GP AP B ColDb|ED

‘A [Ab Bb|C|DP[ED| F |G [AP Ab|  iab[BbCh DP[ED|FD GO |AD

Db Db [EP| F [GP AP [BP| C|DP D?| |ob|EP|Fb[Gh[A» B Cb|Db

ab|  'Gb[ab[BP[Ch[Db|Eb| FGP| |FB| [FE|G# A B [CE D|E|FE

'B| 'B|cED¥| E Fi|GE|AF| B B Blcg|D E[FE G |A|B

El TEIFEIGE| A B kDl E E E(F8|c|a B C|D|E

‘Al A|BCiDIiE|FH|GH] A ‘Al [AlB|c/D/E[F|G[A

'D| Dple'f|c . alB]|c[Dp] |[D pleE|F|G|a/BPc|D

G| (6 A B|[c|D|E|Ff G G G|A[BY CID|EP F|@G

2 | HARMONICMINORSCALE | 5 | WHOLETONE SCALE |

c| ‘c|p e|Flcla|B]C] C C|D|E[F8[GEAB[C |/

Fl (F|G A[BYCIDP|E|F F Fl|G|A|B[c¥ D8 F|/

Bbl BP[cC Db [EP| F [GP| A [BD B BP| c[ D[ E|FEGE Al /

Er| 'E° F GP|AP|BP [ CP| D |EP gb Eb| F|G|A|B|c#iDE /

P (A]eb[ch Db B[P |G A Ab| [abiBbCc D |E[FHcH|/ |
| [obiEb[Fo[Go|AP|B| c Db DP| [Ob[EPIF |G |A|B|CHl/
Gb|  |cP| A (B ChIDb [EP| F |G Gr| |Gb|ab{BP| C D | E | FH|/ |
B [B|ct[D E FfG|AT]B B| !B|c#DE Fl G A[B!/ |
‘el |E|Ff|G al[B|cC|DFE E E[F#cE A B¢ x| %]/ |
A AlB c/D|[EIFIGH A 'A| [ A|BlcH D# B R|cX|/

'p| |D|E[F|G|AalBr|cH|D D D|E | FBGE A BE/ ¥/

G| |cla[@|c|p[E[F]a G G|A|B CB[DB Ef[F /

& DOUBLE SHARP

3 | ASCENDING MELODIC MINOR |

C cipl[ePFlGg|[AlB]|C]

FI |F|IGIA[B|C D|E]|F|

B [BP[c DPEP|[F|G|A B

ED EV| FlgP [ |BY|C|D|ED,

A| [T [ch[DP[EP [ F |G AP

pb| |D°,E>|FP |G AP |BY| C |DP

4 FEiGA| A | B [CE|DR EB Ff

'B| |B.C#D|E|F#|ch Af B

E Eiff|Gg|alB|chDE E

A [AlBlc|D|E[FEGEA]

D D E FIG| A B[C#D

‘G| 'G|A|B"|Cc |D|E|F#G




6 | CHROMATIC SCALE (ASCENDING)] 5[67 IO/'/ 10

C| [clcH{o Df[E|F[rd]c|[ck]A[Ag[B]C
A A A A A A
A#| |A#|B CcE/D[DBE|[F[FE|G|cGE A|AE
D#| DB E FFi[G|cH A[afB]C|cd D|Df
Gl GB A Al B[c|cEDDEE|F|F |GG
ch| |c# D o8 E|F|F8 G|ck A AR B Cc|cCd
F# F§ G G A[afiB|cC|cd D|DE|E F|FB
B8] [Blc clD|okE|F|Fl |G A AB[B
E E|F FEiG|GR|A|AKB|Cc|cf[D D E
A Alag B C|c8{D[DEE[F|Fi|G Gd A
D DIo#|E|F|FE| G |G| A A B|C cBD
G| |c|c# A|ABiB|cC|cé D DE[E[F|FBlG

NOTE THAT THE ASCENDING SCALE IS WRITTEN WITH SHARPS

THE DESCENDING CHROMATIC SCALE IS WRITTEN WITH

FLATS BUT IS ENHARMONICALLY THE SAME AS THE

ASCENDING SCALE
7 [ DIMINISHED SCALE | 9 | ALTERED SCALE |
c] D EP|FGh|GE[A]B]C c [Db | Df[ £ [ FE[Ab]BD
F FIG A[BbB|cBlD E|F F F|Gh|G#| A| B |DP[EDP|F
Bb| [BP|C DP|EP|E[FE[G | A|BD Bb Bb|cbcg| D | E [Gb|AP|BD
B! (P F & AP|A|B|C | D|E eb Eb[PTF |G [A]|cb|Db|ED
Ab| |[AP|BY CPDP|D|E|F |G |A| |® AbIBb B C|D[E|[FE|AD
ob| [DbIEP[FP GP| G |A[BP|ClDP p>| [DP[ePTE|[F|G|[A|B|DP
Ff| [FE|cBA[B|cC|D[EP|F[FE| |cb| |GP|AP A |BP|C|D]|E|GP
B! /B|c#D E|[F[G[A[BP]B B BIC|c* DB F|]G|A[B
E| [E|FElGc|AlBd|C|DP[EP]E E E|F | FGEAS[C|DE
Al |A!B|c|DIEM F|F8|cE| A A A|Bb B CRIDEI F|G|A
o] [D[E[F|G|m|Br|B|CE D D D |ev | Ef| FB|G#|Af| c [ D
G, (G A B[c|cHof[E|FE @ G G |A"[Af B [c¥#|DB|EF G |
8 |AUXILIARY (INVERTED) DIMINISHED SCALE| 1) [AUXILIARY INVERTED) ALTERED SCALE
c] [CDPTEP[E[FEG[A[BP ] C C C|p|E|[Fd[c]A]B]C]
F| [Flao A[Aa|B|C|D EP|F F| |[Flcg|Aa]B|C|DI[EP|F
Bb| [BP|CPiDP|D|E|F|G | AP|BO B? BP(c|D|E|F|G|Ab|BD
| |[EP|FPicP|G|A|BY| C|OP|ED Eb V| F|G|A[B|C|DPED
A [A[A{BCc|D|EBb[F &[A A [A]B[C|DIE|F|Gh|AP
Db [DP|DIE|F|G|AD[BP| B |DP pb| [Db|Eb|F |G iAb|BP|cCh|DP
| (G| G|A|BY| C|DP|EP| E |G Gh| |Gb[Ab|BP|C Db|Eb|Fb[Gh
B| [B|]c|D eb|F|Fh|GcE A |B B B |cEIDB| e8I FE Gl A | B
E| |E FlcAiev|B|cED|[E| |E| |E|rdcE[AB[B | D]|E
Al [A]®|c|cE|oB[E|FE[G|A A AlB|cE|og| e || clA
D| [(D|EP|F|G |[GEA|B|C|D D D|E[F|lch|A|B|C]D
G| |G A[e|B|cR[D|E FlG G Gla B Ghjp|E|F]G

THIS SCALE IS ALSO DESCRIBED AS LYDIAN/MIXOLYDIAN 123
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11 | IONIAN MODE 1w L LYDIAN MODE

C c D[E|F/G[A]B]C]| CI?'DEWF#\GABH:
F FIG|A|B|C|D|E|F F FIG|A[B|C|DIE F|
B B> C|DIEP|F|G|A B B B|c D[EIFIGIA B
Eb EP F|G AP BP|C|D|EP 2 |[ebjFlGc|alBCciDIF!
M [Mielclple F|G (A [AlejclD|P|[F|G|A
Dv| (Db[ED| F [GP|AP|BP|C |DP o [oP|EP|F |G [Ab]BP|cC|DP
Gh| | |Ar[BP[ch|Dv|EP|F |G EIRGICEEEEIEIL
'B| |B|cho#E|Ffch Ak B B B | c8| 8| E4| FB| GH| ARl B
£ [(elF8cBAlB[CEDE E | |e|FB|cB[Ad[B |ChDE|E
Al |A[B|cd D E|Fi|cH A A| |A|B|CEDP[E F¥ GBlA
D DIEIF§| G| A|[B]|CED p| |o|e|[Fé/ch A]B]|ch|D
G Gla B|cD|E|FlG| |G| [G|A[B[cA D|E]FE[G
12 [ DORIAN MODE 15 [ AUGMENTED LYDIAN MODE |
¢ [cloleb[F|GlA[Br|C] C c/D|E[FE[GE[A[B]C!
F F G|A B C|DIEP|F F F| G|A B|CEID|E|F
Bvl [BPC|DP|EP|F|G|AV|BD 8P B (Cc!/D|E|FE|G|A|P
eb| IEb|F|Gb|Ab|Bb| C [Db|ED | [eP|F|G|AlB|C|D][P
Al [AP|BP|Cb|DP[EP|F [GP A0 AP AN B c/D/E[F|G[”
Db| Db IEP|Fo|G>|Ab|Bb|Ch Db pP| [P EP|F|G|A|BIC|D
G| [Gb|Ab [BWb|cCb|Db|EP| bGP i [F8|cA AB[BY D [DF|ES Fé
B BIcE|D|E FE|chl A|B B B |c#| 04| c§ =|G§| A#| B
€| |E|F[G A[B[CkD|E E E FilGi| Af BE|CE|DE| E
A AlB!c|D|E!FE[GIA A A B |CE|D§ ed FBlGH| A
o| D|E|F|G|AlB|C D o |D|E Fé|cH|A% B |CED
EGABbCDEFg_gGABC#D#EF#G
13 | PHRYGIAN MODE | 16 [ __ MIXOLYDIAN MODE ]
c cloP[eblFlaG|ab B[ C C cio|lel[FlG|[A|R]C
F Flgr| A 8| C[DP[EP|F ‘F| |F|iGlA|B|C|D|EP|F
P B> |CP|DP|ED| F |GP|Ab|BD g\ (B C|D|EP|F |G |A|B
£b B[P | [AP[Bb|cPlDP|ED 2| |eb|F|G|A[B|C|D0|P
N WEho b e|e @ A (A [ABb[c DPEPF G |A
ob| Db |evh| Fb |G | AP |BMD| P |DP | |[Db|EP|F [ [AP|BbIChIDP
| b [AP B[ cP | b [P PP |G & (@A PP
8| B C|DIEIFA|G A|B| |B| |B|CHDHK E[FBGE A B
E E|F|G A/B|CiD|E E E|FE|Gl A B |C¥D |E
A A8 C|DIE|F|G|A ‘A |A|B|CE|D E FEG|A
D! [D|EP|F|G|A|B|C|D D D E F§/ G a|B[C!D
c] e[@@|clplep/FiG |G G A/B|C|D/E|F|G




17 E_RTI)@L_YBIK@_FLAT 9) MODE |

18 [ AEOLIANMODE

_— .

ng

m| w

%

n OJ G)[ i J>
o[o[>|m=e/e

<1

i) :
4D)>m 5

o

r
5

___ SPANISH PHRYGIAN MODE

T [EP | E

|

_ F. GAM B[ C
A2 Ebl F
C D DIEb|FGh|Ab|B
FOIG? | G |AP B[ Db ED
A|lB CD[Er PG Ap
D/ E|F|[Gh|AP]BO|Ch| b
G!A|B/Ch Db g/ Fo]
ClbBPdlc|Als
FIGIA'A|IB|C(D|E
BCDDEFGﬂj
B FlaP G| A|®lclD

BBCDET’?

| HUNGARIAN MODE

CID|ev|FETG AP B C]
FIG|ABICIDP EF|
BIclpP E|F|G AR
EPTF GOl A BY (bl D [
A B IS D N B G ab
TFfFFbGAB C Db
{LGFEFB IR
BicH DB FE G A8 B
EIFBl G ABTBTC DE €
A8 | clof e 7 fof a
D E|F(GEAB Bl D
SR e 65 T

|r9l°+‘E+F{9+5ﬂE' Blg
| FIGY A B CTob ¢
'B_BT@IDIE—ETF & A

%E 2

v
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