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Foreword and Acknowledgments

How to use this book:

This text reflects the basic way in which I have taught my jazz
theory and improvisation courses at a variety of primarily college-
level institutions over the past twenty years. The state of jazz
pedagogy has changed radically during that time, as have my per-
sonal educartional perspective and experience.

This text constitutes an updated, hopefully more clearly orga-
nized version of my 1983 text Jazz Theory, reflecting the changes
in my teaching style and organizational method which have been
a result of this evolving experience, both musically and pedagogi-
cally. It is designed in a topic-by-topic format, including biblio-
graphy, discography, and relevant suggested assignments ar the
end of each chapter. The discography is quite specifically relared
to the musical examples referenced in the text, and all the record-
ings are listed in their curently available forms, so thar even an
institution or individual wishing to start from scratch in teaching
such a course could do so. Likewise, I feel that the bibliography is
quite comprehensive, relevant, and up to date.

When 1 began writing Jazz Theory nearly twenty years ago, jazz
pedagogy was at a much more formative stage, and my own
teaching experience had been primarily defined by my experiences
in institutions with well-established jazz programs. Having spent
a good deal of time since in liberal arts institutions, or in other
educarional and musical situations where the primacy of the jazz
idiom (or even its validity as a field worthy of serious academic
pursuit) was not taken for granted, I have had to reassess the
assumptions one makes in structuring such a course of srudy.
The text, then, can be regarded as a fleshed-our syllabus, reflect-
ing the manner in which a course can be taught today in a liberal
arts or undergrade institution, where students need first of all to
be acquainted with the basic language of jazz harmonic theory,
then taken progressively through an examination of the various
topics necessary to achieving an understanding of jazz harmony
and improvisarion. The text’s organization is also designed to
show the teacher and student alike how to integrare the various
excellent pedagogical resources available today into a strucrured
study of music.

The order in which these topics are explored has been carefully
organized so that the student can proceed from the most access-
ible concepts in harmony and improvisation to those which are
most complex. Once a foundartion of basic theoretical language
has been established, the topics of modal playing, melodic embel-
lishment and improvisation, form, and the Blues are presented.
More complex theoretical topics such as the uses of secondary
and substitute Dominant harmonies,‘keonf-rhe-moment, inter-
polated chords, modal interchange, and Blues and “I Got Rhy-
thm” variations are then introduced. This order of topical discus-

sion does not mirror the historical evolution of the music, rather



it introduces the concepts in an order which has proven most
accessible to students, moving from the simpler improvisational
concepts through the most complex.

I cannor overstare the importance of doing many, many, in-class
performance projects to reinforce what is being studied in the
text. Every assignment or exercise which is done should reflect the
fact chat, first and foremost, jazz is an aural tradition. To study
melodic variation, listen to and transcribe several interpretations
of the same melody. To study Blues, write one! Several transcrip-
tions should be undertaken over the course of the year, per-
formed by the transcriber and collectively analyzed by the class.
When studying “Rhythm Changes,” write one! Eartraining and
keyboard voice-leading exercises should be a regular part of the

in- class routine.

Having established artists make guest appearances to speak with,
coach, and otherwise share their experiences with the students 1s
an invaluable method of enlivening and enriching the course-
work. Guest artists have had a rerrific impact on the programs I
have developed.

I welcome any comments or suggestions on how the organization
of this text works for you, or how it might be improved. I would
also be happy to communicate with anyone who might want

some help in setting up or implementing this sort of curriculum.

Finally, I would be remiss were I not to thank the various people
whose behind-the-scenes work helped to make this text whart it is.
Thomas M. Zentawer and Michael Ebert, whose expertise in
graphic calligraphy broughr the musical examples to life, Dan
Richeer for his edirorial assistance; Ann Maggs, whose arrention
to detail and knowledge of the recorded jazz repertoire created
our bibliography and discography, Fred Tillis for being an inspi-
ration, mentor, and role model for an aspiring jazz advocarte for
over twenty years, and of course Hans Gruber, for making our
work available to you.

This book is dedicated to the great masters of the jazz tradition,
the most important artform to have evolved in the 20th century,
in hopes that in some small way it will help give something back
to this wonderful tradition which has so enriched all of our lives.
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INTERVALS, CHORDS, INVERSIONS, MODES

Intervals, Chords, and Inversions

Any study of jazz harmony must begin with a thorough under-
standing of intervals. An interval is the distance in pitch berween

notes.

Using the piano keyboard as our frame of reference, let’s review
the various possible names of the pitches within the chromaric
scale. (Example 1.1)

EXAMPLE 1.1

Using middle C as a point of reference, the following simple inter-
vals are created when moving upward in pitch to the remaining
notes of the chromatic scale (NOTE: a simple interval is one of less

than one octave).

TABLE 1.1
Pitch of Origin Destination Interval Name(s) Number of Half-steps
Middle C C Unison 0
Middle C CH (Db) Half-step; minor second 1
Middle C D Whole-step; major second 2
‘MiddleC D§ (Eb) Augmented second; minor third 3
Middle C E Major third 4
Middle C F Perfect fourth 5
Middle C F# (Gb) Augmented fourth; diminished fifth; “critone” 6
Middle C G Perfecr fifth 7
Middle C Ab (GH) Augmented fifth; minor sixth 8
MiddleC A Major sixth 9
Middle C Bb (AH) Minor seventh; augmented sixth 10
Middle C B Major seventh 11
Middle C C Octave 12

Musical notation in treble clef for this same information would
be as follows:
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EXAMPLE 1.2

chcf pPoDiDE e Et P Py R Gb Gh Gt Ab A At B8P BY Cb

f =
/ _ '
ey
N e : :
e« efe V* : | B
Similarly, in bass clef the same pitches would be norared thus:
EXAMPLE 1.3

chct D oyof EbEy PRy B Gh GR GE Ab Ah A B> BY  CP

l pe
EXAMPLE 1.4
Maj 3rd min 6th Any interval can be imverted. For example, the interval
-} il St 1 from C up to E natural is a major third. Inverting this
:{"3 e o = : interval means changing the point of reference from
ke C to E, or said another way, moving the C an octave
bigher. The resulting interval is called a minor sixth.
The following table shows the inversions of our original intervals
from Table 1.1, using the common abbreviations of interval
names where applicable (“P” denotes Perfect, “m” denotes minor,
“M” denotes major, “+” denotes augmented, and “dim” denotes
diminished):
TABLE 1.2
Pitch of Origin /Destination Interval Name(s) Interval’s Inversion
Middle C C Unison Inverts to Octave (8ve)
Middle C C# (Db) m2 : Inverts to M7
Middle C D M2 Inverts to +6/-7
Middle C D# (Eb) : +2/m3 Inverts to M6
Middle C E M3 Inverts to +5/m6
Middle C F P4 Inverts to P5
Middle C F# (Gb) +4/dimS5 (tritone) Inverts to +4/dimS$
Middle C . G 5 P5 Inverts to P4
Middle C G (Ab) +5/mé6 Inverts to M3
Middle C A M6 Inverts to +2/m3
Middle C Al (Bb) +6/-7 Inverts to M2
Middle C B M7 Inverts to m2
Middle C ¢ Octave (8ve) Inverts to Unison

10
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All chords are made up of combinarions of notes. The most
commonly used chord types are built out of the various possible
combinations of intervals of thirds. Three-note chords built from
thirds are called triads, four-note chords built from thirds are
called seventh chords.

The most commonly occurring triads and seventh chords follow.
Note that each has a unique intervallic definition, as well as one

or more chord symbols that can be used to represent it.

TABLE 1.3

BASIC TRIADS
(key/root = C)

major minor diminished augmented
C C-; Cmin C%; Cdim C+ ; Caug
_"I'_ 11 11 11 I
ik T 1 —1
Gg hg M g e :
) M3 P8 m3 P8 m3 8 M3
BASIC SEVENTH CHORDS
(key/root = C)
major 7th dominant 7th minor 7th
~ CA; CMaj7; CM7 Cc7 C-7; Cmin7; Cm7
ﬁ-g = am— o —— )
: P m e m 1]
3 _g_ m3 | M3
[} rl\rl]|3 i :’13 I bg m3 -
diminished 7th augmented 7th half-diminished 7th
i C97; Cdim7 C+7; Caug? Ceo; C—?(IF"S:]; Cm?(LS)
¥ 1 IT I 1T | |
3 b T T e W3 i
EGEE g N g g
'Y m3 N M3 Yo m3

DOMINANT SEVENTH VARIANTS & SIXTH CHORDS

(key/root = C)
suspended 4th Dom. 7th  major 6th minor 6th
C7sus; C7(sus4) C6; CMaj6; CM6 C-6; Cmin6; Cmé6
" = === T T
@a_ ‘_999' E% Il #) M2 !Ir oy M2 JI.I
e © P4 = °8 e
minor, major 7th augmented, major 7th
C-4; Cmin/Maj7 C+4; Caug/Maj7
I i)
M3 e ] 1l
—M3 s SV i
. m3 " M3
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TABLE 1.4

BASIC TRIADS

The note the chord is named after is called its root. When this
nore is found in the lowest voice of the chord, as in the above
examples, the chord is said to be in root position. The next note
above it in the chord is called its third, and creates an interval
above the root which is either a major or minor third, cthereby
determining whether the chord itself is considered to be of major
or minor quality. The note above the chord’s third is called its
fifth, and in a seventh chord, the highest note is referred to as its
seventh. These designations are derived from the degree of the
scale based on the chord’s root which each note represents. All of
the triads and seventh chord examples shown in Table 1.3 could
be similarly defined in terms of scalar intervallic descriptions (the

reference being the major scale based upon the chord’s root):

(key/root = C; reference = C major scale)

major minor diminished augmented
€ -; Cmin C® Cdim C+; Caug
a 1T 11 Il 1
:% 3 i Tha s et |
; & i ‘Y
BASIC SEVENTH CHORDS
(key/root = C; reference = C major scale)
major 7th dominant 7th minor 7th
5 CA; CMaj7; CM7 €7 C-7; Cmin7; Cm7
/ — = ',
z nmis g P] I =1
3 11 g 3 11 %g b3 L
L 1 1
diminished 7th augmented 7th half-diminished 7th
Co7; Cdim7 C-+7; Caug? Co; C-7(b5); Cm7(b5)
a 11 % ! - i I | + H
Erg 78 P s ]
.13 ! g‘ ’I?‘ 8 '.rf_li
DOMINANT SEVENTH VARIANTS & SIXTH CHORDS
(key/root = C; reference = C major scale)
suspended 4th dom. 7th major 6th minor 6th

C7sus; C7(sus4)

C6; CMaj6; CM6 C-6; Cmin6; Cmb

H

f
7
1

minor, major 7th

Cc-4, Cmin/Maj7

1T
o 5 g s°
i P8R

augmented, major 7ch

C+4; Caug/Maj7

fal
7
7
i
r3
1

I2-

000

7
5
3
1



Just as individual intervals may be inverted, so chords may be.
The following table shows the primary triads from Table 1.3 and
each of their inversions. To reiterate, when the root of the chord
is in the lowest voice (as in the chords shown in Table 1.3), the
chord is said to be in root position. Inverting the chord so thart its
third is in the lowest voice is called first inversion. Similarly, chords
are said to be in second and third inversions, respectively, when
their fifth or seventh is made the lowest voice. (NOTE: in all inver-
sions, strictly speaking, the ordering of notes within the chord
remains the same. Other configurations of the notes within the
chord may occur, but this sort of chord voicing, sometimes refer-
red to as an open voicing, does not, strictly speaking, constitute
an inversion of the chord.)

TABLE 1.5

TRIADS, SEVENTH CHORDS, and their INVERSIONS
(key/root = C)

major minor diminished augmented

c C-; Cmin C%; Cdim C+; Caug

ROOT 1stINV. 2ndINV.  ROOT  1stINV. 2ndINV.  ROOT  1stINV. 2ndINV.  ROOT TstINV. 2ndINV.
major 7th dominant 7th minor 7th
Gkl c7 C-7; Cmin7; Cm7
(8]
ROOT  1stINV. 2ndINV. 3rdINV.  ROOT  1stINV. 2ndINV. 3rd INV. ROOT  1stINV. 2ndINV. 3rd INV.
diminished 7th *augmented 7th half-diminished 7th
€°7; Cdim? C+7; Caug? Co;C-7(b5); Cm7(P5)
A | | £ | tha
¥ | 11 1T 7Ly i 9 1 T T ) T4y | T | 1 el ® ] 7 1

ROOT 1st INV. 2nd INV.  3rd INV. ROOT 1stINV. 2nd INV. 3rd INV. ROOT TstINV. 2nd INV. 3rd INV.
*suspended 4th dom. 7th *major 6th *minor 6th
C7sus; C7(sus4) C6; CMajb; CM6 C-6; Cmin6;, Cm6
'9 T T - e T 3 8 T 10 !‘JR i
tobos bl b oo B H o H—
¢ © g— in2 pS
ROOT 1st INV. 2nd INV. 3rd INV. ROOT  1stINV. 2nd INV. 3rd INV. ROOT 1stINV.  2nd INV. 3rd INV.
*minor, major 7th *augmented, major 7th

A . : A ) * Note that some of these chords
Tane len;"l\r’!aﬂ’ €% Caug’Maﬂ have “non-tertian” intervals as a

part of their intervallic definition

in root position (in other words,

g o they require an interval other
ROOT  1stINV. 2nd INV. 3rd INV. ROOT  1stINV. 2nd INV.  3rd INV. i x i),

13.
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ExAMPLE 1.5

TYPICAL OPEN POSITION CHORDS

(as distinguished from inversions per se)

CA E=7
—H——
-7 - - 1
o3 po—b3
etc.
 lboy o |
By 5 ,
oo 1 —— o 1
Obviously, it 1s indispensable to be able to play all of these chords
in all twelve keys. You should create various exercises for yourself
in order to master this rask. You mighr begin by picking any
chord type and recreating its formula on any degree of the chro-
matic scale. This 1s called transposing;
ExampLE 1.6
TRANSPOSING BY INTERVAL
cA EbA
0 | o i
g 0 S |
e RV TS M3 :
Or you might take any type of chord and move it chromatically in
either direction through all che keys.
ExampLE 1.7
TRANSPOSING CHROMATICALLY
7 B7 Bb7
J e b Bt — I
EGE2 gl =178 " = e
By —————— 3 =L 3
A good exercise to prepare for improvisation is to play the arpeg-
gios of each of the inversions of a given chord...
EXAMPLE 1.8
c-7 B-7 Br-7
*—9 T L I il ; ; ]
] ——_ et b — er.
o T8 e i S '_—*.-—& s [,."bi

.14.
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..or to add chromaric notes to the arpeggios in various rhythms.

EXAMPLES 1.9A & 1.9B

Example 1.8 could become:

Bb-7

e )

| 4
f
t-

A i
} | E 0~ B T 1 — 1 ELc.
é == : Wg__ﬁ;iﬁzﬁap

Diatonic Harmony

Diatonic is a word of Greek etymology which is colloquially used
to mean “belonging to the scale.” (In its strictest sense it means
“two tones.”) A chord, melody, or any harmonic phenomenon
may be diatonic. Although the term generally refers to music dia-
tonic to the major scale (see below), music may also be diatonic to
any other mode or scale. Scales, like chords, each have an interval-
lic definition, only it is horizontal rather than verrical. Each scale
has its own unique interval formula, which is generally comprised
of a succession of steps and half-steps. The major scale is defined

intervallically as follows:
ExAamPLE 1.10
C Major scale
2 12
5‘ 1 1/2 : ——:——: 1 |
é 1 . 1 . S o Py (%] ,II
. © (8] © :’ ;’ 6 7 8(1) =l

The major scale can be inverted by the same process as were the
chords, that is, by keeping the notes in the same order but by
establishing a different starting point. Each of the resultant
“Iinversions” is referred to as a mode. These modes are said to be
related, or relative to their parent scale. That is, they contain the
same notes in the same order, but with a different point of origin.
Each of these resultant modes has its own name of Greek origin,
and its own intervallic definition, based on the new starting

point.

15-
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TABLE 1.6
MODES of C MAJOR

1st mode: IONIAN
fal 1/2 1 1 = 1___| ‘,._.'——-'1
o 1 ! e p—
:ép— ——— - O © X 1 CIonian (Major)
: t o O
. © O ? e 5 3 7 8 (1)—
2
1
2nd mode: DORIAN § 12 1
f 1/2 1 1 e — E-—-ln
,ﬂn = — : P o © O ;' z f D Dorian
A ©r o = e —— b7
U 4 5
2 »3

3rd mode: PHRYGIAN 172 1 —
G 1/2 ]__,_,_._1——.——1__'| : —= 1]
£ _— O © O — H E Phrygian
V~'LIJ' == O © > 2 b6 b7 8(1
. b2 b3
4th mode: LYDIAN 1/2
" 1 L 1/2 1,____--0..---—--
v i ——  — o>
— e o (8] e F Lvdian
{? O © i i 3 the — "”7_'_8(1);H i
L 2 3
5th mode: MIXOLYDIAN '
o] 1 1 1/2 . —_— -———— l—""""
¥ — :-_ L
6] 0 ©r ';’ {’Hlé — L,;,- 8(1 }:h G Mixolydian
U 2 3
6th mode: AEOLIAN 12 1 1
5 : 172 T S r__-an"""' z
gt * c ] © : I :
,\’,‘G O I O = % b —— b7 EUJ—-T A Aeolian
!'j 7 2 b3

1 1
A

7th mode: LOCRIAN i
1 /
N B i
= O © -
g o (e} © bs 73 o7 & (1)—_ﬁ B Locrian
%1_1 b2 b3 4 i
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Of course there are many more different scale types than the
major scale, from each of which related modes may be similarly
derived. Though these resultant modes may not be as commonly
used as those derived from the major scale, and may nor have
Greek names (or in some cases, any commonly agreed upon desig-
nation), the principle of deriving them remains the same, as does
the notion of their each having an individual intervallic defini-
tion and a related parent scale. Aside from the major scale and its
modes, the scale most commonly used to create such a system in
the jazz 1diom is known as the melodic, or jazz, minor scale. This
scale can be thought of as being a major scale whose third has
been lowered, and is equivalent to the ascending form of the tra-
ditional melodic minor. major and melodic minor scales, or
modes based on the same root, are said to be parallel; thus, C

melodic minor is said to be parallel to C major.

Joe Henderson (© Louis Ouzer)

EXAMPLE 1.11
1 1 ] 12
e o —
P O © s -
O .;, — 7 & (1 )_J.i




The modes of C melodic minor (as well as their intervallic defini-
tion and, where applicable, their commonly used names) follow:

CN“FUEOHK‘
TABLE 1.7
MODES of C MELODIC MINOR
(Note: Eb’s throughout)
1st mode &
~ — | 1 __1___| ] "
?‘ﬁ.‘—__.';'_-—._————'—l-__ e s O O — 1 C Melodic minor
LAY ! ho O — 81—
© O 3 7 )
ba 4 .
7
1/2 1
1 (2
O = '-__!' (no common designation)
b7 B{1)—u

e
3

1
(8]
— {bg

2nd mode

(a)

e e
S — =

[ & E— 7.0
b3 4 5
1/2

e

po .

ﬁ Eb Lydian augmented

2
o
1]
b 1 B2
1/2 1
e cm— —
O ©
W= =

1

3rd mode
1
B i S . W
E
SETESSSS =
4th mode s 1 12 1
0 1 1 '__1___ — — I'_'_'T)c; c |
mi— ' o—0 = | F Lydian b7
< T—— —=u = p—sm— ¥H
] = 3 #4 Nl
2
1/2 1
: o
© i )
' 8(1 | (no common designation)

L2 1
1/2 i
e

5th mode
1

w10

AU
-
—1' A Locrian §9

|

1

1

I 1
 ——
~o o)
NSV
[} 1 2 -
6th mode - 3
¢ 1 { pr—
i 1 1/2 - __.——-;! r—'—'—'-"l3 &
7 p— [ o O 3
ﬁ O o (8] bs b6 b7 B(1)
ANEY 2 b3 4
e 1
7th mode : T 1
i 1/2 —— L
V2 e 1 s o
[ — o © (8] 3 a
_'\‘.'-} o (:" = ;L — 3 ——bs——1r6 L — (1) - B Alrered
- 1 b =
L2

18



Diatonic Seventh Chords in the Major
and Parallel Melodic Minor Scales

Each mode or scale has its own system of diatonic harmonies as
well as its own modes. This system 1s created by building seventh
chords on each degree of the scale or mode, using only notes from
the mode. For example, in the C major system, the diatonic
seventh chords would be:

EXAMPLE 1.12
CA D-7 E=7 FA G7 A-7 Be ca
f o Q b 34
ﬁ‘." o o) 9 8 g e 8 3 1
&) 8 8 (3} S i 1
M g o s
Likewise, in C melodic minor the following system would result:
EXAMPLE 1.13

f | o o b= 3 8
I*'i
e O 8] P Ak = = i
EXAMPLE 1.13A
b
87”5

* Note that i C melodic minor, the diatonic chord built on B might also
be a dominant seventh, depending on which diatonic third above the B is - S . sm—

used to construct the chord, Dk or Eb.

Also note that one could associate the modes built on each indivi-
dual scale degree with the seventh chord built on that degree.
Therefore, for example, in the key of C major it is common to use
the D Dorian mode in conjunction with the D-7 chord, since
each is an expression, vertical or horizontal, of the harmony asso-
ciated with the second mode or degree of the C major scale.

EXAMPLE 1.14

I} Dorian

e

[ ]

N>

-

o

o [§)

©F

C major

,
e s

- ¢
eose

Obviously the ability to recognize areas of diatonic tonality and
apply these principles will enable the composer/improviser to

successfully use appropriate harmonic resources.
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Compou nd Interval Nomenclature

At this point it is necessary to redefine the second, fourth, and
sixth degrees of any scale. These may also be known as the ninth,
eleventh, and thirteenth respectively. This nomenclature is
achieved by adding 7 to whatever the original quality of these
degrees of the scale might have been. For example, the second
degree of the scale plus 7 becomes 9 (what this really means is the
second degree of the scale in the presence of a seventh chord with
which it is consonant). The same would be true of an eleventh
being the fourth degree of the scale in the presence of a seventh
chord with which it is consonant. Likewise, the thirteenth be-
comes the compound interval designation for the sixth degree of
the scale or mode involved. In certain scales or modes these com-
pound intervals may be b or #, therefore their compound interval
would be as well. For example, the lowered second degree of a
scale would become b9, the raised fourth degree of a scale a #11,
and so forth. Whether a note is raised or lowered it is always
labeled in reference to the parallel major scale based on its root.
The underlying principle is that, in the presence of the associated
seventh chord, these notes may be thought of as extensions or
colorations ( “color tones”) of the basic seventh chord. To return
to Example 1.11, we can see how this completes our understand-
ing of the vertical and horizontal interrelationship of diatonic
chords and their associated modes. To summarize, a scale or a
mode may be thoughr of as a horizontal expression of the seventh
chord, complete with its three diatonically available extensions.
Returning to Tables 1.6 and 1.7 above, each of the modes of C
major and C melodic minor might be re-labeled as follows using

compound interval notation for their passing tones:
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TABLE 1.8

MODES of C MAJOR

(with extensions)

lsl: mode: IONIAN

1 1/2
1,2 1 L — ]
P e — T =1 i ; ;
,_._1_— — In c ;, o 1 Clonian (Major)
_ﬁj ° o ? an1. S s 7 L
1 9
2nd mode: DORIAN 172 1
1 1 [} e
G = 1/2 L:-:-q-——-q-ﬁ—‘—,;—-——r
—_ —— T o> L8] — ] -
e 5 o = O © : 8(1):ﬁDD0naﬂ
g 3 Gm 5 @137 '
1 9
¥ 1
ird mode: PHRY:}IAN ; 3 1/2 ] .
1/2 _,_.a—--ﬂ-—'-qﬁ‘— 'n-___.—n-—-—-—[—.
G~ o o T > EPhnygian
=0 ;; 3 W 5 /
1
4th mode; LYDIAN 1
N P 1/2 = macsil .-——-'1
—_— o = F Lydian
\.Ju o—© ': ¥ 3 13 (a7 —""8(1):':1 4
9

1

Sth mode: MIXOLYDIAN
1 L r-"'""W —

f 1 —

o —— Xt ©
 f an P — o S [h'13 L,;—-—-—E(l):ﬁ G Mixolydian
O a— 3 — ®I1T— 5 =

6th mode: AEOLIAN
1 V-— _,_..| I.———'-| r-'-'__- l--_—

h T |
—ﬁ-rn— © x5 — 513 — b? S(UIH A Aeolian
w.: g1 — 5
9 #3
7th mode: LOCRIAN <5 3 1 1
/ e

; 1 1 L —
i i — y . o O

n ___._.—- 8
= —a hsd .
7 © 2 — b5 b13 b7 8{1}—+'!Bl.ocnan
— :

9

.!/ —1
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TABLE 1.9

MODES of C MELODIC MINOR
(with extensions)

1st mode 53
f ) 1 1 -
/ 1 1/2 L — e = 7 .
—1\;37-1-—-"—:“—' = 6] o A~ t C Melodic minor
¢ © o ra: [:T” = (3~ 7z ——8(N) —4
19
]
2Znd mode ; o 1
—
ﬂy 1/22 1 __17—7__.1‘—'—'"*’-____ : O 1 : :
{~ | =. = (o) © = I (no common designation)
LSV . (o) © o i 1) b 5
e © V:‘g b3 5111 5 3
1 [
3rd mode 12 1 1/2
| 1 1 1 o e
o — T L o (8] ]
- © L8 = Eb Lvdian augmented
& Ib‘G O o _,(1)‘[ is g3 ——-&37—8{1)%" / g
e (519 3 ¥
1
4th mode i3 3 172 1
%1 “'?1——7-—1"""‘5—-—_- P l—u) :1) .
= ] . S L8] © il .
[ (o T— PeY O ;1'1 s WA o5 3 {né F Lydian b7
(2 kg 3
1
5th mode s . 3
1/ 1 i< e —
A 1 i ___2-— —_—r 2 O
" ) — L o X% ] © T _ .
_{’% O o l'-(:i = 53 b7y ——8 (1)—H (no common designarion)
! ML 3 5 — =
e (L)
6th mode i 3 1 1
1/2 1 e —— e
fa} D e T L o O b
o | 1 Fey L& ] _" .
A— o l" —— p1a— 7 —— 8(1)=f A Locrian 49
hg — b3 — 8111
e 1 W9
7th mode ) ] 1
1/2 1 — |
1/2 1 L e U
— luu o O © o
T [4 N b I —H
_{. S S iz —— b5 —— h13 ez § (1)____.” B altered
—1 ] 9 " s I

[
[}
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[t 1s important to note here that most chord types are diatonic to
more than one scale or modal system, and therefore could be

extended with slightly different combinations of color tones,

depending on which mode or scale they were being derived from.

As a general rule, such chord types are usually treated in improvi-

sation or compositional contexts as if they had been derived from

the modal choice which creates the most consonant relation-

ships.

EXAMPLE 1.15

here derived from C major, i.e., D Dorian

U :} oy (8] —® Lo st —]
e U b = I
all consonant extensions - -------- -« ______ ;
D-7
l, R here derived from Bb major, i.e., D Phrygian
s S s e e L.. [ & I —+
ﬁ Q =i e— o e it
5 3 e o = i
.’I

some dissOnant extensions - ------------ccoo oo _____ s

In this case, most composer/improvisers will opt for the first
choice as it provides what are generally regarded to be more con-
sonant extensions of the chord. Play the two examples, and see if

you agree.

Suggested Exercises and Assignments:

* Be able to write out the diatonic seventh chords and their exten-
sions in all twelve major and melodic minor scales.

* Be able to write out basic seventh chords in any key.

*Be able to recognize basic seventh chords aurally (related ear-

training).
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DiaToNIC AND MoODAL CHORD PROGRESSIONS

Let's return to the diatonic system ofha.rmony in C major.

EXAMPLE 1.12

o facilitate harmonic analysis and aural recognition of com-
Tmonly used chord progressions, Roman numerals are asso-
ciated with each diatonic chord. Note that these contain all ele-
ments of the chord symbol, simply replacing the chord’s root
with a Roman numeral, I through VII. (Chords in which the inter-
val between the root and the third of the chord is a minor third
[like -7, @, and ©7 chords| are analyzed with lowercase Roman
numerals, whereas chords in which the interval berween the roor
and the third of the chord is a major third [like A, +7, and domi-
nant 7 chords] are analyzed with uppercase Roman numerals.)

TABLE 2.1

DIATONIC CHORD FUNCTION

f - b 4
¥ i ! !“““— i
> b4 . I
E;E! 2 = :
e
C: 1A =7 -7 IVA V7 vi=7 vil@

Although tonal chord progression is much more common than is
modal chord progression, the same principles can be used to ana-

lyze diatonic harmony in modes.

25.
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Note thart the interval from the ronic (Roman numeral I) of the
scale or mode to the root of the chord is referred to as b or # in the
Roman numeral just as it was in the original intervallic definition
of the scale (see Chapter 1, Table 1.6). This 1s because the point of
reference for all Roman numeral analysis is the parallel major
scale, since it is by far the most commonly used. Note that it is
always important to specify the exact interval from the root as
well as the chord’s quality in harmonic analysis in the jazz idiom
since so often a high proportion of the harmonic material of a
given progression will be non-diatonic, creating the temporary
modulations and chromartic color which are so characteristic of
the idiom. Thus, in C major tonality an FA chord is IVA, nort just
IV, since there are many other types of chromatically-altered or
otherwise non-diatonic IV chords which might commonly be used
for coloration in a piece withour necessarily creating a change in
the tonality (F7 in the key of C 1s IV7, for example). More about

this topic in later chaprers, especially in Chaprer 7.

Major Key Progression and Function

Chord progressions rarely move in the parallel order shown in the
examples above, and in tonal (as opposed to modal) circum-
stances are rarely purely diatonic. Most tonal chord progression
moves in whart is known as the “Cycle of Fifths,” thar 1s, chords
follow one another whose roots are a fourth or a fifth apart with-
in the system. Rearranging the diatonic seventh chords of the
major scale to put them in this order yields the following:

EXAMPLE 2.1

CA FA Be E-7 A-7 D-7 G7
) - T
4 1 > 1
G —§ == ,
3 5 >
o2 i : H
C: IA VA viie =7 wi—-7 =7 V7
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Elements of such cyclic diatonic progressions form the basis for
most Western tonal music, and operate the same whether

employed by Bach:

EXAMPLE 2.2

PRELUDE IN C - Johann Sebastian Bach

(from “The Well-Tempered Clavier,” Bk. 1, ms.2-5)

& /,:—-—&_- /:"—‘x /-'—\‘ e s T p o S - » é - -
.o . e =:-5f-. S » o o - YR P i I
. i ! e ——e— o ———— o e e i . __—
e 7 = —_— P ¢ == |~ J I Gy iy | P == ==
! SN YN 1T AN 13D YD YD YD
: "o o8 e L. e . ey % o o 2y =
0 = oy ) T - .
which reduces to...
D-7 (ii-7) G7 (V7) c A= (vi-)
A e o ©r
B S e ——— < -8 =t |
> 4o — o = o
) o0 O
...or by Jerome Kern.
EXAMPLE 2.3
ALL THE THINGS YOU ARE - Jerome Kern
(ms.1-4)
f L1 | | i ; ;
T L R i | T | | | | ENE
h |V Ty et | | | | | 1 | [#]
FCERID BN 8 © g e o o g
0 © ) 8
which reduces ro...
F-7 (vi-7) Bb-7 (ii-7) Eb7 (V7) APA (14)
G | ;'Ju iﬂ} [ o —
o e e} g = = i
¢ = s ¥ 8

(5}
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Note that chord progression in the Cycle of Fifths produces
common tones between adjacent chords in the system. When con-
fronted with adjacent chord symbols in a progression where com-
mon tones exist, it 1s important to choose inversions which allow
such common tones to remain in the same voices when moving
from one chord to the next. The principle of exploiting common
tones is called voice-leading and produces a more interesting
sound, more clearly emphasizing those notes which change as the
chords progress. Identifying these changing notes and bringing
them out in improvisation 1s in the most basic way what 1s meant

by “plaving the changes.”
EXAMPLE 2.4

SIMPLE VOICE-LEADING
(typical Cycle of Fifths progression)

D-7 (ii-7) G7 (V7) CA (1A)
f
= _ :f
O-8 e 8 i
DI 38 o
These voice-leading principles may be extended to color tones as
well.
ExamMPLE 2.5
SAME PROGRESSION, but with extensions
(used in typical piano/arranging voicings)
D-7 (ii-7) G7 (V7) CA (1A)
e T et i i i |
3 8= e
LA I
i
s 5 7 O 3 (8 Z !
o) =
. —r—e— 1 o1 i

Obviously the principle of voice-leading is important in any tonal
chord progression, diatonic or otherwise, whether thar progres-
sion 1s being expressed in acrual chord voicings or one note at a
time in an improvised melodic line.
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EXAMPLE 2.6A

VOICE-LEADING of a COMMON PROGRESSION,

expressed vertically

D7 G7 L
L)

f (8] [&]) __Q_" :I
Gig—— 18 8 ﬂ;

e T ' Bt
- o o I
0 (8] = 1

e T [9)
EXAMPLE 2.6B
SAME PROGRESSION,
expressed horizontally

A , - .
= ==
D13 — CE L

Arpeggiating the voice-led seventh chords of any chord progres-
sion you are working on in the manner of Example 2.6B will help
you hear its voice-leading better in both harmonic and melodic

terms.

Functional Categories in the Major Key Diatonic System

The seven chords within the major key diatonic system have come
to assume functions within the system which we might describe
as stable and unstable. These functions are directly related to the
presence or absence within the given seventh chord of the fourth
and seventh degrees of the scale, the pitches which create the half-
step relationships to the tonic and third degrees of the scale.
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In jazz theoretical analysis, these relationships produce the
following commonly used functional categories wichin the key:

SUBDOMINANT (SD):

- defined as containing scale-degree-4, but not scale-degree-7
- mildly unsrable

- in the key of C, these would be D-7 (ii-7) and FA (IVA).
DOMINANT (D):

- defined as conraining both scale-degree-4 and scale-degree-7
- most unstable

- in the key of C, these would be G7 (V7) and Be (viie).
Tonic (T):

- defined as not conraining the fourth scale-degree

- very stable

-in the key of C, these would CA (IA, primary) , A-7 (vi-7) and
E-7 (iii-7).

TABLE 2.2
FUNCTIONAL CATEGORIES
DOMINANT (D) SUBDOMINANT (SD) TONIC (T)
N o -
/% = Lj_ : Ty P ——
ISz i 1 - 4 > ]
LAY 11 ”] - 4 A h
./ Z 2
V7 viig -7 IVA 1A =7 vi—7
maost common most common

Progressions moving from subdominant to tonic are obviously
less strong than those moving from dominant to tonic. All such
progressions are called cadences, and can be simple (IV-1, 11-1, V-1)
or compound (ii-V-1, IV-V-I). Such distunctions will apply in
minor key harmony as well (see Chapter 7). Obviously the V7
chord has become the primary dominant seventh chord and the
IA chord the primary tonic chord within the system, through
common usage. This basic system of chord progression serves as
the underlying harmonic basis for the functional harmony of
most classical, popular, and standard song repertoire in Western
music. As we will see, it provides such a strong intuitive and aural
frame of reference in our musical conditioning as Western listen-
ers thar it can easily accommodate many types of non-diatonic
and chromatic variations, which make individual progressions
more interesting to us than a purely diatonic one would be. The
following example illustrates the common cadences discussed
above with use of basic seventh chord voice-leading:
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ExampLE 2.7
SIMPLE SUBDOMINANT CADENCES
(C major tonality)
D-7 (ii-7) CA (1A) FA (IVA) CA (1A)
A (or C6)
-
I ) = 01
Ei-u Q o0 g
[& © 8 =5 =
l (note lack of common tones)
: D T O .
I' 7z - (8] [ @]
SIMPLE DOMINANT CADENCES
G7 (V7) CA (1A) Bo (viio) CA (1A)
58 B 8 B
Do —o i o
[y
Common Rare
r (8]
9§_ (8] © O
COMPOUND CADENCES
SD D T SD D T
D-7 (ii-7) G7 (V7) CA(1A) FA(IVA) G7(V7) CA(IA)
" (or C6) (or C6)
3 = g3 8 =5 P 8 )
6§ —=2 8 N
L
iﬁ O © (4]
©r o
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Modal Progression

The modal style, popularized in the jazz idiom by such artists as
Miles Davis and Bill Evans (Kmd of Blue), John Coltrane (My
Favorite Things), and Dave Brubeck (Time Out/Take Five), relies on
an extended elaboration of a single mode or scale, allowing for
more freedom for the musician to develop his/her ideas outside
the context of chordally based voice leading. Its inception was a
reaction to what these and other masters of the idiom regarded as
a lack of freedom in improvisation in Bebop and Post-Bop styles,
due to whar they had come to regard as their demanding con-
straints of harmony and rempo, which involved predominantly
fast, functional, diatonically related harmony moving at a rapid
rate of chord change (harmonic rhythm). These characteristics of
the music often left the improviser with relatively few choices in
execuring the voice-leading of a specific progression.

ExampLE 2.8
= 150
Caia) A=7 (vi-7) D-7(iic7)  G7(V7)
e e P
¢ - e F Jnm s

By contrast, modal music seeks to establish harmonic redun-
dancy and the absence of voice leading, often over a rhychmic
foundarion not in 4/4, not fast, and perhaps featuring an ostinato
(repeating bass or other rhythmic pattern). Therefore, although
modal systems have as many diatonic chords as tonal ones,
“modal” progressions need to be kept very simple in order to
sound like the intended mode rather than its related major tonal-
ity. In other words, it 1s necessary for the progression to remain
simple and reperitive. The modal cadences which therefore tend
to be the basis of such music are often simple, redundant and par-
allel. While a tonal cadence uses harmony to resolve the unstable
fourth and seventh scale degrees, a modal cadence moves back
and forth between a tonic of the mode to a neighboring chord in
the mode, usually above or below the tonic in a stepwise relation-
ship, over some sort of tonic based ostinato or pedal point. Miles
Davis’ So What is one of many such examples. Compare it to any
bebop compasition for density of harmonic rhythm, tempo, and
functional harmonic cadence:

32



ExamPLE 2.9

So What — Miles Davis
(pickups & ms.1)

In order to most clearly establish a particular mode, modal pro-
gressions tend to be purely diatonic to the mode. The juxta-
position of modal and tonal phrases or sections within the same
composition is a compositional device which found much favor
among jazz composers almost as soon as the modal style became
popular. It is important always to realize that the development of
the jazz idiom has been a combination of an aural tradition,
passed down from musician to musician, and one which has been
strongly influenced by the evolution of 20t Cenrury recording
technology and the immediate
accessibility of new trends in music
to all musicians within the idiom.
Therefore various historical peri-
ods and influences tend to overlap,
as do the lives of the players who
created them. So within a period of
a }"CE.I' or two It 1s PL)SSIblE [0 see
dramaric changes in the develop-
ment of the art form as docu-
mented by its most influential
recordings, as was the case around
1960, when composers like Horace
Silver integrated modal and ronal
concepts of chord progression
within the same composition. This
is somerimes referred to as the
mainstream style. Good examples
of this sort of synthesis would be
Ugetsu by Cedar Walron (indeed
most music by the composer/
arrangers writing for the Jazz Mes-
sengers), Speak Like A Child by Her-
bie Hancock (1968), and Yeah by
Horace Silver (from his quintet’s

-

indispensable 1959 Blue Note

album, HoRACE-ScoPE).

Herbie Hancock (& Ken Franckling. All nighrs reserved.)
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Suggested Exercises and Assignments:

- Write out and label all diatonic seventh chords in major and
parallel melodic minor tonality in various keys (ideally all
twelve!);

- Arpeggiate diatonic seventh chords in major and parallel melo-
dic minor scales, 1deally all inversions;

ExAMPLE 2.10

DIATONIC SEVENTH CHORD ARPEGGIATION

(C major tonality)
CA (1) D-7 (ii-7) E-7 (iii=7)

I e etc. _ _etc .
= o —— 5 7 .

2 P T S R E— s

- Write out/arpeggiate each type of seventh chord moving down.
or up chromatically from any starting point;
EXAMPLE 2.11

CHROMATIC SEVENTH CHORD ARPEGGIATION
(example = -7 chords)

C=7 B-7 B»-7

f—r ! T T 7 "
= o be c.
M%--— - : !i e ) TSI ) " 2
e - g . %] e b

- Write out/play all modes of major and melodic minor scales in
various (all) keys;

- Voice-lead the common cadences illustrated in Example 2.7
above in various (all) keys;

- Learn to identify these progressions, as well as each of the indivi-
dual modes and chord types discussed to this point, aurally (i.e.,
do relevant ear training); and

- Discuss/analyze various examples from the repertoire of modal
and tonal chord progression. Include especially those examples
mentioned in the above discussion (also see Discography).
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he Blues can be thought of as many things: a state of mind, a

musical style unto itself, and, most significantly, a musical
form; the most widely used musical form to have evolved in 20th
Century music. The Blues form evolved in the United States as a
synthesis of African and European musical elements. The most
common Blues form 1s known as the twelve-bar Blues. African
musical elements brought to bear on the Blues include: use of dis-
junct (leaping) melodies, the absence of harmonic accompani-
ment, the coexistence of duple and triple metric subdivisions of
the measure concurrently (polyrhythm); and the use of “call-and-
response” (a musical statement is made by one member of the
group, and subsequently responded to by another member of the
group or by the group as a whole). The following musical exam-
ple, taken from an article by Lloyd Miller entitled “African and
Turkish Roots of Jazz-Roots of the Blues” (from the International
Association of Jazz Educators Jazz Research Papers, 1990), illus-
trates the use of these characteristics in an example of music from
the Tuareg tribe of sub-Saharan Africa.

CHAPTER T
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BLUES

EXAMPLE 3.1

Tuareg Blues — Tuareg tribe

A h e

Miller, Lloyd. African and Turkush Roots of Jazz — Roots of the Biues. IAJE Research Papers, 1990, p. 70

The European music with which the African musical characteris-
tics described above were blended to create the American musical
idiom exhibited the following musical characteristics: periodic
phrase lengrh (four-bar phrases); use of conjunct (scale-wise) or
arpeggiated melody; and, most importantly, the use of cyclic dia-
tonic progressions and simple and compound cadences discussed

in Chapter 2.
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The following musical example, taken from the Mozart Piano
Sonata K. 545 in C Major, illustrates the use of these elements.

EXAMPLE 3.2

Piano Sonata in C Major, K. 545 — Wolfgang Amadeus Mozart
(ms.1-4)

) e T e A e * e - v c

The Blues form, like most inscrumental forms, most likely origi-
nated as a duplication of a pre-existing vocal form and then
evolved as a separate instrumental form on its own. Rural Blues
vocalists, prior o this formalization of the twelve-bar Blues, sang
phrases that lasted as long as was necessary for the lyric to be
completed, pausing to breathe before proceeding to the next
phrase. Therefore the placement of chords within the progression
did not always occur after a specific number of bars, as is true in
today’s twelve-bar form. The evolution of the twelve-bar instru-
mental form as it is known today probably occurred in large part
as a consequence of Blues singers being accompanied by instru-
mentalists other than themselves, which necessitated a more for-
mal structure. An example of the sort of variable-length phrase
structure of early vocal Blues follows (NoTE: such transcriptions
are, by narure, rhythmically approximate):

EXAMPLE 3.3

Backwater Blues, 1927
BESSIE SMITH, vocal & JAMES P. JOHNSON, piano

G7 C =7 G7 G7
P et == T = ]
@4 —'—I-—O —t —— T —m—— e = p——
» ot * - e 3 ——" ) e
P . die 3
When 1t rain'd all mght  and the sky rurn'd dark as night, when 1t
C7 C= o7 G7
- e
" -] T L — '_ ¥ -
—@' I f = Seprri I T — — ; s —
J ’ . = ] =i I =5 = = —
. a4 e - be . » h, @
rain'd all night and  the sky warned  dark as mght, then
D7 - D7 G7 (D7)
9___@__ AN T =
_M_ : — _l_ e _I . —F - s =i ::.I
= : o o T e T T
k-]
trou - ble's  tak - ' place m the low - lands o - night (prckups to 2nd chorus)

EMPL Communications Inc., New York, MPL MUSIK VERLAGS-GmbH, Frankfurt/M. fur Deutschiand, Osterreich, Schweiz und die osteuropdischen Lander
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The Blues form in most common use today includes the three fol-
lowing important harmonic phenomena: First, there is a tonic
chord which usually lasts for the first four bars of the form. The
tonic chord in a Blues 1s a dominant seventh chord. This is differ-
ent from the tonic chord in a diatonic setting, which is normally
triadic, a A, or 6 chord. The reason that the tonic chord in a Blues
is a dominant seventh chord is because the chord accommodartes
the blue note, b7, of the Blues scale (see Example 3.7). The second
important harmonic phenomenon in the Blues form is the move
to the IV chord, also a dominant seventh, in measures 5 and 6,
prior to the return to the tonic dominant seventh chord in meas-
ures 7 and 8. The third significant harmonic phenomenon of the
Blues form is the cadence. The cadence is usually one of the two
compound cadences discussed in Chapter 2; ii-V or V-1V, with
each chord lasting one bar during the ninth and tenth bars
respectively. Which cadence is used is largely a function of style.
As we will see in later chapters, the Blues form is remarkably flex-
ible and has been able to adapt to all of the various stylistic evolu-
tions which have occurred throughour the jazz idiom. The Blues
form can range from extremely simple to extremely complex, har-
monically speaking, depending on the complexity of the harmo-
nic material which is used to fill in the spaces between the three
primary seventh chords, I, IV, and V (see also Chaprer 8).
Measures 11 and 12 of a Blues usually involve some sort of dia-
tonic turnaround (I-vi-ii-V), or one of several stylized Blues
endings (these Blues endings usually reiterate the entire progres-

sion in the space of the last two bars):

EXAMPLE 3.4

Typical Blues Endings found in ms. 11 and 12
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In some early Blues, the tonic chord is a simple triad, only becom-
ing a dominant seventh chord in m.4, making the move to the IV
chord in the fifth measure sound even more dramatic. A good
example of this is West End Blues by Joseph Oliver and Clarence
Williams, from 1928.

EXAMPLE 3.5

West End Blues — Joseph Oliver/Clarence Williams (as performed by Louis Armstrong)
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In ms.9-10, in the final cadence of the Blues, we have yet another
V7 cadence. Therefore, we may think of the Blues progression as
being in constant motion from one dominant seventh chord to
the next, or as a series of dominant seventh resolutions.
ExAMPLE 3.6
PRIMARY BLUES CHORDS

(key/root = C)

Ms.1-4 Ms. 5-6 Ms.7-8 Ms.9-10 Ms.11-12
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The Blues Scale and its Effect on the Evolution of
Contemporary Jazz Harmony

The term “Blues scale,” though widely used, is really a misnomer.
The Blues scale is more of a common practice phenomenon than
a formal scale per se. The following is the generally accepted
sequence of pitches of the so-called Blues scale:

C Blues scale

ExAmPLE 3.7

Interestingly, this scale contains all of the same pitches relative to
the tonic which were used in Example 3.1. Obviously, the melodic
elements of the Blues are African in origin. Coincidentally of
course, there is some overlap between the pitches in the Blues
scale and those in the diatonic scale. Therefore, the pitches in the
Blues scale which turn out nort to be included in the parallel dia-
tonic scale; b3, #4/bS, and b7 known collectively as the “Blue
Notes,” are the ones which bear the closest scrutiny in terms of
their effect on the evolution of harmonies characteristic of the
jazz and Blues idioms. Western European music, whether classi-
cal or secular, employs the kinds of chord progressions and
cadences discussed in Chapter 2. The three primary triads bor-
rowed from the diatonic system for use in the Blues, are I, IV, and
V. The superimposition of the notes of the Blues scale on these
three primary triads has two important effects. First, it converts
the tonic and subdominant triads into dominant seventh chords:

ExampLE 3.8

HARMONIC EFFECTS of BLUE NOTES
on PRIMARY BLUES TRIADS

Blue notes:

Second, it creates interesting relationships in terms of the addi-
tion of color tones or “extensions” (“tensions”), especially on the
V7 chord.
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ExAMPLE 3.9

COLORATION EFFECTS of BLUE NOTES

as EXTENSIONS of PRIMARY BLUES SEVENTH CHORDS
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Third, the blue note #4 often occurs in the bass in ms.2 or 6,
immediarely following the IV chord, replacing its root in the bass
to create the #ive7 chord (also refer here to Chapters 5 and 11):
EXAMPLE 3.10

IV7 - $ive7, in ms.5-6 of BLUES
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In actual performance, the notes of the Blues scale are often sung
or played in such a way that their pitch falls slightly between the
discrete tones of the chromatic scale. This effect can be achieved
in various ways. A vocalist may sing between pitches, a brass
instrumentalist may mute the instrument in such a way that its
pitch can be “bent.” Guitar players may bend the strings, some-
times in conjunction with striking a drone string at the same
time. Pianists may slide from black note to an adjacent white note
using the same finger, also possibly while at the same time play-
ing another note above or below (probably an imitation of the
drone performance style as having been learned from guitar or
banjo. A pianist to listen to for this effect, the so-called “crushed
note,” is New Orleans pianist James Booker.) The only harmonic
prohibition which really exists between accompaniment, harmo-
ny, and Blues melodic practice occurs on the IV7 chord. On the
IV7 chord, it is important to play the minor third of the key (blue
note b3). This note is the -7 of the IV7 chord. This melodic
emphasis on the blue note b3 creates the illusion of temporary
shift to the parallel minor. Likewise, it is equally important to
avoid the major third of the key when playing the IV chord.



It is important to note here, as will become obvious from exa-
minarion of the suggested examples listed later in this chapter,
that Blues melodies do not always contain notes exclusively from
the Blues scale, that often a Blues melody contains notes from the
diatonic or chromaric scale as well. It is important also to under-
stand that as a larger principle, the superimposition of blue notes
on other diatonic and diatonically related harmonies both within
and outside of the Blues form, has had an impact on the evolu-

tion of jazz harmony.

EXAMPLE 3.1

£7 {1V7} C Avoid the M3 of

> key overa IV7,
:q# instead, use the m3
¥ (Blue note) to create

— a V7.

The Three Primary Types of Twelve-Bar Blues

The aab Blues form, is a twelve-bar form involving two repetitions
of a four-bar a phrase or lyric through measures 1-8, followed by a
four-bar b phrase or answer in ms.9-12, coinciding with the
cadence. This form clearly has its origins in vocal Blues form; it
tells a story. The first line is repeared twice as a call over ms.1-8,
then answered as a response in ms.9-12. Good examples of this in
the vocal form are: Backwater Blues by Bessie Smith, Everyday I
Have the Blues by Joe Williams with Count Basie, Sent For You
Yesterday by Jimmy Rushing with Count Basie, and Everybody
Wants to Know Why I Sing the Blues by B.B. King.

ExampLE 3.12 (3.3 )

Backwater Blues — Bessie Smith
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Examples of instrumental Blues in the aab melodic form are:
Billie’s Bounce by Charlie Parker, My Blues by Slide Hampton (from
the Dexter Gordon album A Day in Copenbagen), and Equinox by

John Colrrane.
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The next most common twelve-bar Blues melodic form used in
the jazz idiom is a variation of the aab form in which the second
repetition of a in ms.5-8 is varied in its first two bars before retur-
ning in ms.7-8 to the same material as was used in ms.3-4. This
form could then be rermed aa’b. Examples of this variation form
are Bessie’s Blues by John Coltrane and Straight, No Chaser by

Thelonious Monk.

ExAmPLE 3.13

Bessie’s Blues — John Coltrane
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The third category of Blues melodic form in widespread use in the
twelve-bar Blues form is the “riff” Blues, in which the same melo-
dy repears throughout the twelve bars, without any variation.
Examples are: C Jam Blues by Duke Ellington, One O’Clock Jump by
Count Basie, and Sonnymoon for Twe by Sonny Rollins.
ExaMPLE 3.14A

Sennymoon for Two — Sonny Rollins

Bb7 Eb7 Bo7 Bb7
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Repeat three times over the following Blues progression:

EXAMPLE 3.148B

Bb7 EP7 Bb7 Bo7 EP7 EP7
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In each of these three styles of Blues, there is a point of harmonic
inactivity prior to the primary cadences in ms.5 and 9. These
points of inactivity, in ms.4 and 8, originally existed as points at
the ends of phrases where vocalists could breathe prior to be-
ginning the next phrase. As blues harmony evolved, incorporating
increasingly more sophisticated harmonic devices, we see these
measures being filled in by instrumentalists in ways that reflect
this evolution. If we go back to the earlier example of West End
Blues by by Joseph Oliver and Clarence Williams, we can see how
in m.4 the primary tonic triad became a dominant seventh chord,
creating more momentum and drama in the resolution to the IV7
chord in m.5.

EXAMPLE 3.15 (3.5)

West End Blues — Joseph Oliver/Clarence Williams
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In an interpretation which reflects a more modern harmonic
vocabulary, McCoy Tyner’s solo on Coltrane’s Bessie’s Blues, men-

tioned earlier, shows the systematic use of a dominant seventh

chord a half-step above the IV chord in m.4, creating a chromartic

resolution to the IV7 chord in the fifth bar of the form. In subse-

quent choruses he develops this harmonic device by preceding the
added A7 chord with related cadential harmony.

EXAMPLE 3.16

Bessie’s Blues - ]. Coltrane (McCoy Tyner’s solo)
first chorus; ms.1-4

EP7 (17) AP7 (IVT7) EP7 (17) A7 Ab7 (Iv7)
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second chorus; ms. 1-4

EP7 (17) AP7 (IV7) E-7 A7 Ab7 (1v7)
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fourth chorus; ms.1-4
(approximate rhythms)
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As we discuss further categories of non-diatonic harmonies which
are commonly used, we will see how virtually all of these more
modern harmonic techniques are brought to bear on the Blues
form, always with a gnal of enhancing the movement to the three
primary harmonic goals of a Blues: the IV chord in the fifth bar,
the cadence in the ninth and tenth, and the rerurn ro the tonic at

the beginning of the form.

The strophic (aab), or verse form of the Blues, is so strong that it
1s even possible to convev the sense and feeling of Blues form
without using the three primary Blues chords. For example,
Charles Mingus creates a melody in Nostalgia in Times Square...

ExampLE 3.17

Nostalgia in Times Square (originally recorded in the key of Eb) - Charles Mingus
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..which has a complete aab twelve-bar melodic form of the first
type. However, when one examines the harmony Mingus puts
beneath this melody, it is difficult to analyze in terms of the tradi-
tional three primary chords or harmonic phenomena which one
associares with Blues form. Specifically, there is no IV chord in
the fifth bar. Is this a Blues?

Suggested Exercises and Assignments:

An obvious project for the end of this unit is to write a twelve-bar
Blues. Try to stay strictly wichin one of the three styles (aab, aa’b,
or riff Blues). However, do not feel confined exclusively to the
Blues scale when writing the melody. As in such melodies as
Straight, No Chaser and Bessie’s Blues, it is possible to have chro-
maric and diatonic notes in a Blues melody as well. However,
strive to keep the melody simple and singable. Remember the
origins of the Blues are vocal and you should be able to sing any-
thing you write. Once you've written your Blues, harmonize it.
Again, stick to basic harmonies. Choose a 17 chord in the begin-
ning, a IV7 chord in m.5, and either the ii-V or V-1V cadence in
ms.9-10. Use a Blues ending of your choice or a diatonic turn-
around (see glossary) for ms.11-12 (which one sounds best may
depend in part on the nature of your melody). Be sure you have
points of rest in ms.4 and 8 as you may wish to return to this pro-
ject when we learn more sophisticated harmonic techniques in
later chapters, filling in these measures at that point with these
more advanced interpolated harmonies (see Glossary). Remember,
if you use melody notes from the diatonic or chromatic scale in
addition to the notes of the Blues scale in creating your melody,
you must be sure to emphasize the flatred third of the tonality on
the IV7 chord in m.5. Once you are sausfied with the Blues melo-
dy and progression you have created, learn it another key, but
without music (Le., do it entirely by ear).
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LEAD SHEETS, SONG FORMS, AND MELODIC VARIATIONS

lead sheer is the formar generally used by jazz musicians

working in a solo or small group context. The notation of a
lead sheet includes the unembellished melody and basic chord
symbols for the composition. Elements of interpretation and
style are up ro the performer. Chord symbols are placed above the
melody and measure to which they apply. When one chord sym-
bol is indicated per measure it is assumed to apply to the entire
measure. Accompaniment may occur with whatever rhythm is
stylistically appropriate to the composition. When two chords per
measure are indicated 1n 4/4 meter, it is generally assumed that
they will occur in half note, or two beat per chord harmonic rhy-
thm. It is further assumed that the performer will make adjust-
ments to the harmonic rhythm to accommodate points at which
the melody anticipates chord changes rhythmically (see below).

EXAMPLE 4.1A & 4.1B

written: interpreted:

D7 A-7 D7

Forms

Aside from the twelve-bar Blues, the most commonly occurring
song form in use within the repertoire of jazz and popular
compositions employed by jazz musicians is the thirty two-bar
song form. There are two basic types of thirty two-bar song forms
in use, the AABA song form and the ABAC song form. Each sec-
tion of the form is generally eight bars in length, though there are
exceptions, of course. The AABA thirty two-bar song form, as its
name implies, involves two repetitions of an eight-bar A section,
followed by an eight-bar B or bridge section, which connects the
first two As to the final A, which in turn completes the form. The
following example, Satin Doll by Duke Ellington, presented in lead
sheet form, illustrates an AABA song form.
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.
~]



Crarmig

Four

ExAMPLE 4.2

Satin Doll - Billy Strayhorn & Duke Ellington
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Many of Duke Ellington’s popular standard songs fall into the
AABA thirty two-bar formar (e.g., Sopbisticated Lady, In a Sentimen-
tal Mood, and Prelude to a Kiss). Another very famous chirry two-bar
AABA song form is, of course, George Gershwin's I Got Rhythm. A
good example of the ABAC song form mentioned above is
Gershwin’s Our Love is Here To Stay. Note the use of first and
second endings to reinforce the concept of the initial A in the

form serving as a common beginning to different endings:



ExamMPLE 4.3

Our Love is Here to Stay — George Gershwin
(as interpreted by Wynton Kelly)
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The ABAC song form, in contrast to the AABA song form, fea-
tures two repetitions of the A section, each with its own ending. It
1s somenmes the case that the B and C sections, effectively first
and second endings to the common A, are not eight bars in
length. Occasionally, as in Our Love Is Here To Stay (see above), the
common A portion of the form is ten bars in length, and the
endings (B and C) are each six bars in length. Variations on the

AABA or ABAC song forms may involve transpositions of the A
material to a different key, creating what one might call an A’
Examples of this would be Clifford Brown’s Joy Spring, or Jerome
Kern’s All the Things You Are, in which the second eight bars of the
composition contain the same musical material as the first, only
g in a different key. Another common variation is the extension of
i an A section, particularly the last one, to include a turnaround, or
extension, which lengthens the form. The last twelve bars of
Kern’s All the Things You Are does this by extending the first A sec-
tion with an additional four bars of material. Gershwin’s I Got
Rirythm or Nice Work If You Can Get It both extend the last A sec-
tion an extra two bars by incorporating a turnaround, or repeti-
tion of the last phrase of the A section, into the final A section.
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Harmonic Variations Used to Create
Different Endings in Song Forms

EXAMPLE 4.4A & 4.4B
Satin Doll: creating a FIrsT ending, ms.6-8

It is very common to use interpolated harmonies to help differ-
entiate berween first and second endings of A sections within an
AABA song form. Interpolation, a theoretical term broughrt to
the jazz theory language by the influental theorist Nicholas
Slonimsky (see also Chapter 13), simply means insertion of addi-
tional material berween that which already exists. In jazz har-
mony this often means adding harmonic connecting material to
the preexisting chord progression in order to create stronger reso-
lutions to the predetermined primary chords. Looking at the
example Satin Doll above, one might add an A7 chord in the first
ending, or perhaps a full cadence, E-7 or Ee going to A7 or A7P9,
which would have the effect of creating a cadence to the D-7
chord which begins the second A section. Looking at the second
ending, one might resolve as indicated to the CA chord, and then
puta C7 chord in the second measure of the second ending, so as
to create a dominant chord of the new key art the beginning of the
bridge. In other words, whether or not the lead sheet indicates it,
the first ending of an AABA song form can be harmonically mani-
pulated so as to incorporate a cadence which has the effect of
directing the progression back to the first chord of the second A
section. The second ending harmony may likewise be manipula-
ted so as to create a full cadence to the tonic chord, followed by a
cadence to the key of the bridge. if it is different from the key of
the A section. Final endings, or third endings of AABA song
forms are generally like second endings in that they complete a
full cadence to the tonic chord. However, they might subsequent-
ly fill in the remainder of the two bar ending by the use of a turn-
around. Blues ending, or simple I-IV-1, or I-iv-1 cadence, any of
which have the effect of reiterating the tonality, rather than creat-
ing a cadence which moves the progression forward. Note that
such interpolations are most effective when they occur at points
where the original melody, as well as its accompanying harmony,

is more or less inactive.

A-7  Db7 ca  (F7 Eo  A7?)
2 A | S— mnterpolated turnaround
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APt —Tre_es—* 4§ = ai |
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Satin Doll: creating a SECOND ending, ms.14-16
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The process of harmonic interpolation, or on-the-spot reharmo-
nization, presents a great challenge ro the rhythm section as it
uses its ears to potentially reinvent the progression each chorus.

Melodic Improvisation

| There are many ways to create an improvisational feé]ing in the
presentation of a theme without dealing with the harmonies
| involved. Louis Armstrong, Billie Holiday and Chet Baker were all
i important practitioners of melodic improvisation. Listen to any
of their interpretations of the presentation of the melody to a
standard song for which you have a lead sheer (this is not only a
great assigment, bur tremendous practice in developing your tran-
scribing chops, as the rhythmic nuances used by vocalists in
melodic presentations can be incredibly challenging in terms of
notation). Compare their variations, rhythmic and melodic, to
| the basic melody as presented in your lead sheet. It makes a fur-
: ther interesting study to compare the same composition as inter-
preted by various artists to see how each personalizes his or her
presentation of the melody. The following rhythmic devices, com-
monly referred to as syncopations, are frequently used in presen-
ting variations on a given melody. First, let’s consider delaying che
melody by presenting it off the beat:

| EXAMPLE 4.5A

delayed melodic phrasing
ORIGINAL: VARIED:
Ab-7 Dby C Ab-7 Dby ¢
" =" e 7
¢ it a—egs =Pl —egts ]
i o |
Second, ler’s consider anticipating or advancing the melody,
which involves placing it ahead of the beat.
ExAMPLE 4.5B

anticipated melodic phrasing

ORIGINAL: VARIED:
Ab-7  pb7 € Ab-7 Db7 c
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Either one of these variations can be interpreted with shorter,
longer, or more or less accented artacks of the note. (For example,
there 1s a difference between a short quarter note and a long quar-
ter note, etc.). Melodic variations in themartic presentation which
are non-rhvchmic may include the addition of chromatic notes...
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EXAMPLE 4.5C

chromatic melodic variation

ORIGINAL: VARIED:
Ab-7 Dby & Ab-7 Db7 C
27 e e e S e e S s e e o e
SESTESSS e e e
e
..and/or chromatic notes in conjunction with scale tones:
EXAMPLE 4.5D

“mixed” chromatic & melody-derived melodic variation

ORIGINAL: VARIED:
Ab=7 Db7 c Ab-7 Dby C

Any of these may be presented in lieu of or in addition to existing

notes within the melody:

EXAMPLE 4.5E
“mixed” chromatic & melody-derived melodic variation

QORIGINAL: VARIED:
Ab-7 Db7

A particularly effective technique can be to add blue notes (see
Chapter 3) to diatonically oriented melodies, or to alter existing
diatonic melody notes to make them into blue notes:

EXAMPLE 4.6A & 4.6B

Blues-derived melodic variation

ORIGINAL:
G7 G-7 c7 Fé
0 I " , . "
25 — 1 = " ——1
—4 —* o LRt gy
o e
VARIED:
G7 G-7 c7 Fé

ja_‘T ._._:_..,I-_-;-"; . . Bt _.Eu—.__:_].-i_—.
AG—4— #—ﬁ—ﬁf'j—l-li—n———'———l_—_"_—i—ﬂj' A
e '.'
Listen to and compare versions of this tune as recorded by either
Billie Holiday, Carmen McRae, Ella Fitzgerald, or Frank Sinatra

to see this process at work (see Discography).

[
%]



Note that chromatic notes, when presented as additional material
to the existing melody, are often presented rhythmically in a way
that puts them before the beat or accented note, further enhan-
cing the sense of arrival at the note which they approach. In any
event it is important to understand thart jazz interpretation, or a
sense of improvisation, can be created in ways that are non-har-
monic (variations of rhythms and melodies). Note also that the
characteristics of melodic variation discussed above are also the
characreristics of compositions by jazz composers. For example,
compare the melody of Jerome Kern's All the Things You Are (see
earlier examples), which is all chord tones (thirds), and very sim-

;‘l ple rhythmically, with Billy Strayhorn’s Chelsea Bridge (see below),
:? which features more complex rhythms involving triplets and anti-
. cipations, and is based melodically around extensions of the har-
‘g' monies (§9, b9, #11,811,513). In other words, a more jazz-oriented

f style in a given composition can be effected by employing impro-
i visational gestures in the written melody.
i EXAMPLE 4.7

: Chelsea Bridge — Billy Strayhorn

3 Bb-6 Ab-6 Bo-6 Ab-6 B7
| .
i e e e r
4 a2 by Do |
i i
L z
Eb-9 Ab7913 D%6 Db6 (C7 B7) ‘Dbs 87
i
i ] = ! e =
i s | hade I- I B | - —1 | i) ! 31
g : L o i = e
' ] L~ v _o [ . -

h

Bb-6 Ab-g Bb-6 Ab-g Bb7
N ke g | |
y— % - — } i ! + |
P 5to — o 1 |
| A I T 1
o 1 ro
| b
EP-9 Ab77913 Db Dbs (C7 B?
i
o} l.l o S { — : — ——T ]
# k 5 E:" 1 1 5 < - 4 — !
Y e = 5 e

Copyright & 1842 Ternpo Music inc., USA
Repraduced by permission of CAMPBELL CONMELLY & CO. LTD., London W1V 5T2
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Obviously, within the jazz idiom, rhythmic presenration often

[l

occurs in conjunction with a phenomenon known as “swing.”
Technically, swing might be described as a way of playing pairs of
eighth notes within a given beat so that the first one becomes
worth something more like two-thirds than one-half of che beat.
The accents and durations of the two notes of the eighth note
pairs can vary as a function of style, bur all swing-based music
shares this underlying swing feel, roughly implying a 12/8 merer
within the general 4/4 meter. Obviously, notating swing eighth
notes exactly 1s difficult, because the relationship and lengch be-
tween the notes in a pair of eighth notes may vary from player ro
player, or as a function of tempo or style. Therefore, except for the
notation “swing,” which is occasionally used in ensemble arrange-
ments as a stylistic marking, it is assumed that the player involved
has an understanding of how to create the swing feel on the basis

of his or her listening and experience.

In conjunction with this phenomenon of uneven eighth nortes,
one often finds that quarter notes played off the bear are played
short, and those notes placed on off-beat eighth notes prior to
rests tend to receive accents. This way of playing applies mostly ro
music in 4/4, where we feel the pulse of the music on rwo and
four (where the drummer’s high-hat plays, or where we snap our
fingers). In bossa novas, Latin music, or rock-oriented music,
where the pulse is more “on the beat,” it is less likely for the
eighth nortes to be swung or for these rhythmic phenomena to
apply. To examine these phenomena more closely, listen to solos
involving eighth notes by players from the Swing and Bebop eras.
To understand the accenting of off-beat notes, and the feel and
sound of the resultant phrasing, listen to 9:20 Special or One
O’Clock Jump by Count Basie. The Basie band, and its soloists,
especially Lester Young, Buck Clayton. Jimmy Rushing, and Roy
Eldridge, as well as its later arrangers, especially Ernie Wilkins,
Frank Foster, Neal Hefti, and Sammy Nestico, tend to epitomize
the value and essence of swing and make for good listening in
better understanding this crucial, though generally unnorared,
musical phenomenon.



Suggested Exercises and Assignments:

* Regarding melodic variation: Trancribe various versions of the
same tune for which you have a lead sheet, as interpreted by
different artists, as suggested earlier in the chaprer text. Ana-
lyze and compare these variations in melodic and rhythmic
interprecation.

- Regarding the interpolation of appropriate harmonies in
endings in song forms: take an AABA lead sheet which indica-
tes no distinction berween first and second endings, and create
one by replacing part of the duration of the ronic chord at the
end of the phrase with appropriate harmonies as outlined ear-
lier in this chapter. Try to find examples in your listening of
interpretations of standards in which the harmonic form
varies from chorus to chorus by means of spontaneous inter-
polation by the rhythm section, especially in endings.

* Find examples similar co All the Things You Are and Chelsea Bridge
in order to compare standard versus jazz compositions in
terms of presence or absence of improvisational devices and
harmonic extensions in the composition proper.



Billy Stravhorn and Willie “the Lion” Smith (© Ray Avery's Phoro Archives)
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SECONDARY DOMINANT CHORDS

here are many caregories of non-diatonic harmony which are
Tused in the harmonic progressions typical of the jazz idiom
and its repertoire, Non-diatonic chords tend to enliven the dia-
tonic context, creating temporary tension which gives more
momentum to the chord progression. In most cases, non-dia-
tonic harmonies used in a primarily diatonic context serve to
create a strong sense of motion to a specific destination within
the diatonic system to which they are related. Even withourt get-
ting into specific categories of non-diatonic harmony, or know-
ing the function of a specific non-diatonic chord within che key,
itis possible to improvise successfully on the chord in a harmonic
sense by simply emphasizing the notes within the chord which
are non-diatonic to the key, and surrounding them wich other
notes diaronic to the primary key.

(In the following example, an E7 chord in the key of C major, the
G# is the non-diatonic note in the chord, and therefore becomes
the note ro emphasize in the improvisation. As we will see later in
this chaprer, the third of the secondary dominant seventh chord

is most often its distinctive non-diatonic note):

EXAMPLE 5.1
CA E7
n —— .
= e o et ==
(o P ) 0 i
o g ’ % £

While this and subsequent chapters will systemarically go
through the various categories of non-diatonic harmony most
commonly used in the jazz idiom, it is still important to remem-
ber that the basic principle use in improvising over non-diatonic
chords is to place emphasis on the the non-diatonic note(s) which
they conrtain.

n
~]
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Secondary Dominants

ExampLE 5.2
G7 (V7)
f £
HE To review, the dominant chord of the key in the diatonic system
‘ Py _ is called V7. By implication, this is understood to mean V7 of L.
i The following is the dominant V7 in the key of C major:
y—1
Z - !
The term dominant derives from the fact that the V7 chord in the
key is expected to resolve to the tonic of the key. This is true in
both major and minor keys (see below). In order to proceed with
our discussion on the secondary dominant seventh chord con-
cepr, it will be necessary for us now to introduce the harmonic
minor scale. The following is the C harmonic minor scale:
ExAamPLE 5.3

C harmonic minor scale

1 1/2
e
€ =T et :
e o © ".\,: 4 5 e w787
1 2 "
Notice that the harmonic minor scale, unlike some other forms
of the minor scale with which you may be familiar, conrtains a
leading tone, or §7, just like its parallel major.
EXAMPLE 5.4
1/2 , o172
e e D | St _?12__1__&.5._--_-._r
%1 (2 T ! J T—1/2— —_— o —
& —r-":l-‘l'_ e R i‘l = g ol i
.._'a © O © i 5 kg g7—8(1) o [ & I3 > 5 TE 7y —8(1)—~
by
3 2 3 ; % 2 b3 -
The presence of this leading tone enables this minor scale to have
a bona fide dominant seventh chord on the fifth degree, jusr as its
parallel major scale does. The following chart shows the diatonic
seventh chords in the key of C harmonic minor.
TABLE 5.1

- B°7 c-4
n e L3
P = e
- -~y — O
-3 = =
o ‘L (8] 7
-4 iio bl A iv-7 V7 bviA viioy i-A
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Notice thar we have now derived a new set of chords and associat-
ed Roman numerals, which obviously differs from that which we
derived from the parallel major. The most important among
them are those which are used in cadences. (As the term harmonic
minor suggests, this is the form of minor which is used most fre-
quently to create cadences in minor tonality.) The ii chord in the
harmonic minor tonality is a @ rather than the -7 found in its
parallel major tonality.

The V chord, in its simple seventh chord form, is no different
from the V7 chord in the parallel major.

However, when we extend the V7 chord to include its ninth,
eleventh, and thirteenth, we find that the ninth and the thir-
teenth are both flar in harmonic minor. Thus it is the extensions
which distinguish the minor key dominant from its major key
counterpart.

Thus the b9 and b13 on a dominant seventh chord imply that has
been derived from a harmonic minor and not the major form.
One might likewise say that the presence of the flatted fifth on
the iie chord also implies the derivation from harmonic minor.
Thus, when one sees a chord progression ii@- V7%, or iig- V75913,
it can be assumed thar the cadence implies that the chords have
been derived from the parallel harmonic minor rather than the
parallel major scale.

C major cadence:

ExamPLE 5.5

Do (iio)
f
o 4 Tl
. N ® ] l:
. (&)
ExamPLE 5.6
G7 (V7)

EXAMPLE 5.7
%H 3 [ distinctive harmonic
: b9 Miner extensions
e
G7 (V7) |
8 i
e 1
/ >
ExamPLE 5.8A

D-7 (ii-7) G7 (V7) C6(16)
b
7 (93 (8]
6—4 o© L
el O [8]
T (9]
S i— (9]
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ExampLE 5.88

C harmonic minor cadence:

Do (iio) G727 C- (i)

Note that in the above example the V7Y chord is voiced so that
the notes in the treble clef, or those other than the root, make up
a ©7 chord, in this case B97. Note that this is a fully-, and nor half-

diminished seventh chord as was the case in the parallel major.

ExamPLE 5.9
Vi@ (C major) wii®7 (C barm. minor)
major, . Ba . mino
/ Bo7

n

) 1 i
F A 11 |
[ (an TR 8 ] (I Is] 1
\]‘J iy 11 <) |
¢ 8 8

Note also thart the tones of the vii°7 chord are also equivalent to
the third, fifth. 7th, and flarred ninth of the V7 of the G7 chord.
Therefore, the V79 and vii®7 chords are virtually interchangeable,
and are often used as substitures. This is not a phenomenon
unique to jazz harmony; racher, this tonal device has been in use
for as long as the harmonic minor scale has been 1n use. We often
find this in the music of Bach; for example, note the D harmonic
minor scale Bach uses in ms.2 of the following excerpt (from his
Two-Part Invention #4 in D minor) to communicate a (CHo7=A7b9)

dominant harmony:
ExampLE 5.10

Two-Part Invention #4 in D minor — Johann Sebastian Bach
(“Allegro,” ms.1-2)

: —b- o ! i d—-‘—.—.—-—v_._.- 1T 7
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Thus a simple substitution rule involving these two chords can be
derived: any dominant 7%° chord can be thought of as being equi-
valent to a ©7 chord a major third higher. Conversely, any °7
chord is the same as the dominant 79 whose root is a major third
lower. Obviously, both chords imply a common resolution to the
minor tonic; i.e., they imply a cadence from vii®7 or V7¥9 to i-.

EXAMPLE 5.11
BO7 (vii® o~ 179 l?9

wi°7) = G727 C- (i-)
n

7— | b =

Bork S o 1

e =

1 3
o): : e - e
S A— T O

Note that the minor tonic to which we have resolved is a simple
triad. Without getting into discussions of the various parallel
minor scale forms at this point, we can simply say that while the
cadence in minor key harmony often is derived from harmonic
minor, that the resolution or tonic chord rarely is, since the I-4
found in harmonic minor scale is not a frequently used ronic
chord in minor tonality. Rather, simple minor triads or seventh
chords, or the minor sixth chord (which is derived from the par-
allel Dorian or melodic minor scales), are more frequently used.
Therefore we can see that in minor key harmony it is frequently
the case that the cadence comes from harmonic minor while the
tonic chord may come from another minor form. However, it is
not our goal at this point to discuss minor key harmony in gene-
ral, burt rather only to discuss it as it applies to the secondary
dominant seventh chords used to create “keys of the moment” in
relation to a primary tonalirty.

Secondary Dominant Sevenths Defined

A secondary dominant seventh chord is defined as being a domi-
nant seventh chord whose root is diatonic to the primary tonality,
and whose implied target or resolution (a perfect fifth lower) is
also a diatonic chord. In the key of C, the following chords meet
the criteria of the above definition: C7 (called V7 of IV), D7 (called
V7 of V), E7 (called V7 of vi), A7 (called V7 of ii), and B7 (called V7
of iii). F7 we have already encountered as a Blues chord (IV7).
Since it is most commonly used in this way, and since it has no
chord within the diatonic system a perfect fifth lower (a perfect
fifth below F would be Bb, a non-diatonic note in the key of C), by
definition F7 would not be a secondary dominant. Obviously, G7
is not a secondary dominant since it is the primary dominant of
the key. Therefore, we have five secondary dominants in any

major key.
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EXAMPLE 5.12

Key of C, C7 = V7/IV:

They are based on the first, second, third, sixth, and seventh
degrees of the scale, and have the effect of crearing a temporary
key a perfect fifth lower. The quality of the temporary key is either
major or minor, depending on the quality of the diatonic triad
found on that degree. For example, a C7 chord in the key of C
tonicizes (this term means that the chord creates a key-of-the-
moment or temporary key) F major, since F is diatonically major
in the key of C. (This effect can also be heard when moving from
ms.4 to ms.5 in a blues form.)

C7  ..implies resolution to... F major
= : 'r'
P .
o —
In actual practice this simply means that one improvises tempe-
rarily in the key of F major when playing a C7 chord encounrered
in the key of C. This is more or less in keeping with the ininial dis-
cussion of emphasis of non-diatonic chord tones within non-dia-
ronic chords with which this chapter began. (Of course, the C7 1s
somewhat of a special case, as it has a heavy Blues connotation,
being so frequently used as a tonic chord in the Blues. Therefore,
in this specific case, one might not just play in the key of F but
also in the key of “C Blues.”)
Similarly, D7 in the key of C major implies a temporary key of, or
tonicizes. G major (G major because the triadic quality of the V
chord in C major, G7, is major).
EXAMPLE 5.13
Key of C, D7 = V7/V:
. D7 .implies resolution to... G major
A8 g i
o 10 —o i
|
_q; - (8] 1
o i

Continuing through the list of secondary dominant sevenths, E7
in the key of C, being V7 of vi-, a diatonically minor triad, implies
the temporary tonality of A minor. In order to be sure that the G#
which creates or implies the E7 chord is incorporated into the
temporary minor Key, it 1s necessary to use A barmonic minor, as
discussed above. Therefore, by implication E7 in the key of C, or
V7/vi, generally speaking in any major tonality, implies the use or
presence of a temporary tonality of vi harmonic minor for the
duration of the dominant chord itself.



Of course it must be reiterated here that by the time the A-7
chord happens (if indeed it does, since a secondary dominant
seventh chord, or for that marter any chord, stll retains its pri-

mary function within the key whether or not it resolves in the
expected fashion), we might be thoughrt ro be playing in C major
again, since the A- chord is in turn itself diatonic to C major, Or,
we might be playing in A Dorian or A melodic minor, depending

on the quality of the A minor chord to which we cadence.

Similarly, the A7, which is V7/ii in the key of C major, implies the

temporary key of D harmomnic minor for its duration,

while the B7, V7/1ii in the key of C major, likewise operates within

or implies the ronality of E harmonic minor.

ExamPLE 5.14
Key of C, E7 = V7/vi:
E7  ..amplies resolution to... A minor
d— T
At 5 o
=8 =i s e
!J  p—
F—o :
=
[ & ] 1
ExAamPLE 5.15
Key of C, A7 = V7/ii:
A7 ...implies resolution to... D minor
[a p— e
7 e
e L SRS
. Fﬁ (F'
&5 =
O
EXAMPLE 5.16
Key of C, B7 = V7/iii:
B7  ..implies resolution to... E minor
g i
B
| \h\) HE:} - o> }
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EXAMPLE §5.17

c7

In each of these last examples, all of which involve dominant
cadences to minor triads, the viio” built off the third of the domi-
nant seventh; being used is an available substitution for that
dominant seventh chord, and should be thought of as being equi-
valent to it. In other words, the third, fifth, seventh and flarred
ninth of any dominant seventh chord form a diminished seventh
chord, and these two chords (V7P9 and vii©7 ), are equivalent func-
tionally and in sound, differing only in the roots which support
them.

It is an important general principle in chord substitution that
chords a third apart, containing many common tones, are fre-
quently used to substitute for one another. The result of the com-
mon tones they share is obviously a similar voice leading to the
expected target chord. Again, we must reiterate here thar it is
important to improvise on secondary dominants or non-diatonic
chords generally as if they were going to be used in the way they
most commonly are. In the case of the above-mentioned secon-
dary dominants, this means playing on the secondary dominant
in the temporary key which it establishes, whether or not it
actually resolves there. This approach heightens the effect of any
other (deceptive) resolution which may occur. Another modern
jazz improvisation concept which may also be used in conjunc-
tion with secondary dominants might be stated as follows:
wherever one finds a dominant seventh chord, it may be preceded
by its interpolated related ii- or iie chord. In other words, if one
finds a C7 resolving ro an F chord in the harmonic rhythm of one
measure each, one may interpolate (insert) the G-7, or the related
ii of the C7 in the first part of the C7 measure, increasing the har-

monic rthythm, and crearing a compound cadence.

..becomes... G-7 C7 F

ExAMPLE 5.18

Key of C, E7 = V7/vi:

miterpolated related 117

Obviously, when the dominant seventh chord is by implication a
V7b9, (as in the case of V7/ii, iii, or vi), the interpolated ii chord
would more than likely be a iie chord.

harmonic minor cadence:

£7%9

...becomes... Be A minor
) . : NPET—
Hie—+1o =
[ . —— | ._—l'l |l
eyr— — 1
i_/_.— — (8] —

interpolated related iio
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In conclusion, the secondary dominants V7/ii, 111, and vi in any
major key tonicize or create a temporary key of ii, iii, or vi. Fur-
ther, this temporary key is by implication a harmonic minor key
for the duration of the dominant chord, or the full iia-V7b9
cadence which may be used to replace the simple secondary domi-
nant chord. It is important to understand that these secondary
dominants may not always be stated explicitly in the chord sym-
bol to have b9 or b13. It is understood that the improviser will
relate the chord’s function to the listener in his/her improvisa-
tion in a way which reflects an understanding of the existence of
Another way of looking at this reverts to our original discussion
in the beginning of the chapter, which is to say that by emphasiz-
ing the non-diatonic tones within the secondary dominant and
surrounding them in a diatonic context, one will more or less
achieve the same result. For example, an E7 in the key of C (V7/vi)
can be thought of either as being diatonic to the key of A harmo-
nic minor or as being simply a chord with one non-diatonic tone
(G¥) operating within the key of C. This non-diatonic tone turns
out to be its third, G#, also the leading tone of the A harmonic
minor tonality which is implied. In other words, the same result
can be achieved whether one simply chooses to emphasize the
non-diatonic chord tone, G#, or whether one actually thinks of
the chord functionally as establishing a temporary key of A har-
monic minor. The third of any dominant seventh chord is always the
leading tone of a temporary tonality which the dominant chord implies.
We suggest that you use the harmonic minor scale on the secon-
dary dominant chords of V7/ii, iii, or vi simply because it seems to
be the most commonly used improvisational procedure for this

category of harmonies.

DIATONIC SEVENTH CHORDS:
CA D-7 E-7 FA G7 A-7 Bo
IA -7 1ii-7 IVA V7 vi-7 viig

RELATED SECONDARY DOMINANT SEVENTH CHORDS:
(G7) A7 B7 c7 D7 E7 none
v7/n)  V7ji V7 /iii V7/IV V7V V7/vi -

TEMPORARY KEY (Key-of-the-moment):
CA Pr® E=™ FA GA A-*

* minor keys-of-the-moment are harmonic minor
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Suggested Exercises and Assignments:

In any event, it now obviously becomes necessary for the student
to memorize and be able to recognize this new set of relationships
within this specific category of non-diatonic chords. A good
assignment is to take several different major keys and derive the
five secondary dominants and review the temporary keys which
they imply in each case, using Examples 5.12-16 as models. An-
other useful assignment is to practice interpolating related ii's or
ii0’s of secondary dominants in chord progressions where only
the basic secondary dominant chord is being used (similar ro
Examples 5.17 and 5.18). Finally, it is important to pracrice
improvising and applying these principles to standard compositi-
ons from the repertoire which use these secondary dominant,/key-
of-the-moment principles. Some examples of standard runes
using these chords might be There Will Never Be Another You, Our
Love Is Here to Stay, Satin Doll, and All of Me. (Indeed, most stan-
dards contain secondary dominant seventh harmony of some
sort.) Also, it is always useful to transcribe solos of the great
masters on any of the compositions one is studying, or any com-
position with similar harmonies (i.e., a melodic pattern or idea
which works well on V7/ii in Our Love is Here To Stay will also
work over the chord with the same functon in Satin Doll ). This is
an excellent topic around which to create a transcription/perfor-
mance project. Notate, analyze, and learn to play an improvised
recorded solo based on a chord progression involving secondary

dominants.

—
Thad Jones (@ Lows Ouzer)

66



CHAPTER c : i

i

SuUBSTITUTE DOMINANT SEVENTH CHORDS

long with secondary dominant seventh chords, the category
Aof dominant seventh chords most commonly used in jazz
harmony and repertoire are known as the substitute dominant
sevenths. Like a secondary dominant seventh, a substitute domi-
nant seventh chord helps to create a key-of-the-moment by
tonicizing a diatonic chord other than I. Unlike a secondary
dominant seventh chord, however, it does so by creating the
implication of a descending chromatic resolution. Therefore, by
definition, a substitute dominant seventh chord has a non-diato-
nic root as well as having a diatonic target a half-step lower. In the
key of C, for example, this would mean that an F#7 is a substiture
dominant seventh chord by virtue of the facr that its root is non-
diatonic, and also because there is a diatonic chord found a half-
step lower (in this case, F or FA).

Nomenclature

Just as with the secondary dominant seventh, the nomenclarure
derives from the relationship of the chord to its implied rarget.
Therefore, just as, for example, A7 in the key of C is V7 of 1i, so
Eb7 in the key of C is known as subV7 of ii, abbreviated SV7/u. In
other words, the Roman numeral to the left of the slash indicates
whether the dominant is found a perfect fifth (V) or half-step
(subV) above the rarget, while the Roman numeral to the right of
the slash indicates the implied diatonic target.

AND TRITONE SUBSTITUTION

EXAMPLE 6.1

i

—4 : T
_ﬂ'\ Po—— L8] |
ANV 1 ]

. ﬂﬂ-- -------- te
_i
o [8) [8) 1
= [
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Examp

LE 6.2

TABLE

6.1

The Five SubV7’s in C MAJOR

Note that, in the key of C, both the A7 and the Eb7 imply resolu-
tion to D-7. This is why A7 is V7/ii while Eb7 is subV7/ii. The
slash in the Roman numeral analysis translates to the word “of”
and implies the key-of-the-moment or implied target chord
established by the presence of either the secondary or substrure
dominant seventh of that chord. Substiture dominant seventh
chords, like secondary dominants, must have implied diatonic
targets. Therefore, the following five substitute dominant sevench
chords exist in the key of C:

Db7
SV7/1

substitures for G7

Eb7
SV7/ii

substitutes for A7

Gb7 Ab7 Bb7
SV7/IV SV7/V SV7/wi
substiturtes for C7 substitures for D7 substitutes for E7

68

Although chromatic dominant seventh harmonies existed in jazz
and popular music harmony long before the bebop era (examples
abound in Ellington’s and Gershwin’s work-for example,
Ellington’s Prelude to a Kiss and Gershwin’s Nice Work if You Can
Get It, both of which were written well before the advent of
bebop), the chromatic dominant resolution became a common
practice device used frequently in jazz composition and perfor-
mance during the mid- to late-1940s as a part of the bebop era
(composers such as Thelonious Monk come ro mind). Perhaps
one of the reasons that the substitute dominant seventh chord
came to be used so often is an expedient one: bassists playing
without amplifiers and required to perform at the increasingly
fast tempos necessitated by bebop found repetition of roots in
the so-called “two-beat” feel of the swing bass playing style of the

1930s increasingly cumbersome.



ExampLE 6.3

Teddy Kotick, bass on Charlie Parker’s Kim

Rather than repeating the roots on the weak beats (2 and 4) as in
the above example, many bassists began to play chromartic
approach notes to the upcoming roots of the chords at the point
of chord changes on bears 1 and 3. As a result, the lines were less
cumbersome to play since they did not involve as many repeated
notes. Also, when the bass notes on the weak beats 2 and 4 were
found a half-step above the roots of the upcoming chords, jazz
composers and improvisers probably began to hear harmonic
relationships of a dominant nature between these roots and the
upcoming resolutions. Compare Example 6.3 above with the fol-
lowing example from a more recent recording which is based on
the same “Rhythm Changes” progression:

EXAMPLE 6.4

George Mraz, bass on Thad Jones’ The Little Pixie

Ab i Bb-7  Eb7 i £z Bb-7  Eby
- |
) h L4 —— — f T —1— |
e A = e N e ===
F—rt 1 — e —e =

Composer/performers like Thelonious Monk and Dizzy Gillespie
may have perceived these chromatic weak beat resolutions as
having dominant implications. Indeed, the dominant seventh
chord found a half-step above any diatonic target chord will share
the same third and seventh as the dominant seventh chord found
a fifth above that same chord. This principle is at the heart of
what is known as “tritone substitution.” It 15, simply stated, a rule
that dominant seventh chords whose roots are an augmented fourth
(diminished fifth) apart share the same third and seventh. The interval
of an +4 is sometimes referred to as a tritone interval. The third
and seventh of a dominant chord, also an +4 apart from one an-
other, are somerimes referred to as an entity as the mitone of a
dominant seventh chord itself.
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Therefore these two uses of the same term might be incorporated
in the following definition of a substitute dominant seventh
chord: any dominant seventh chord has a related dominant seventh chord
a tritone away which shares the same tritone (the first use of the term
referring to intervallic distance between the roots of the two related chords,
the second use of the term referring to their shared third and seventh). By
implication, this means that there are six pairs of possible tritone

subsrtitures:
TABLE 6.2

The Six Pairs of TRITONE SUBSTITUTES

7 = H7 B7 &= F7 Bb7 =~ E7 A7 = Eb7 AP =~ D7 G7 =~ Db7
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Note that no Roman numerals have been assigned to the chords
listed in the above rable. This is because these relationships
obrain in any key, regardless of the function of either chord of the
pair in relation to the primary ronality of the piece. In other
words, it is common for dominant seventh chords to be linked by
resolutions berween adjacent dominant chords or cadences.
Sometimes these mechanical interrelationships mvolving resolu-
tions between cadences can exist in such a way as to create a sen-
sation of transitional tonality. In the following chord progression
from Thelonious Monk’s Ask Me Now, the chaining together of
the ii-7-V7 cadences which descend chromarically creates a series
of substitute dominant seventh resolutions descending by half-
step, even though the primary tonality to which they will eventu-
ally lead does not become obvious unril the harmonic rhythm

slows down 1in m.3:
ExAaMPLE 6.5
Ask Me Now — Thelonious Monk
(ms.1-3)

e I F-7 B7 -7 Bb7 E-7 A7 Eb-7 (ii-7) Ab7 (v7)
| _‘-'I-—h L : _h_ | ; i._-—I-—llll—-- ! : :




Ellington’s Who Knows? from the 1953 piano trio recording Piano
Reflections, contains a similar progression. Interestingly, Duke
Ellingron purposefully alternartes from chorus-to-chorus between
the chromartic and Cycle of Fifths dominant progressions, some-
times doing one and sometimes the other, but in either case the
cycle begins so far from the tonic that the relationship between
the dominant chords becomes the primary one perceived by the
listener, until the end of the A section, when the primary tonality
is finally established.

Regardless of function or tonality, however, it 1s always true that
dominant seventh chords whose roots are a tritone apart share
the same pitches for their third and seventh, and therefore have
the same potential resolutions in common as well, whether a per-
fect fifth or a half-step below either chord. As with any such har-
monic phenomenon in the jazz idiom, this can be used spontane-
ously by a rhythm section as an improvised or communicated

device or, as in the above examples, as a compositional device.

In any event, it is obviously necessary to memorize the six pairs of
tritone dominant substitutions. It is also worth updating our
table from the past chapter involving the categories of dia-
tonically relared chords.

EXAMPLE 6.6
Who Knows? - Duke Ellington
(ms.1-4)
F7 (87) Bb7 (E7) EP7
f == — T —
P I P T 1 IR
e
l? o h‘-.- et
| 5.
7] T f
of V7 of| V7 [
i 1] |
15 I T T f e
B R Bl qg —¢ a2 z = g E—
I | r = 3 I[ 1 i i er.r ©r
SV7 of SV7 of SV7 of Sv7 of SV7 of SV7 of SV7/ |
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TABLE 6.3

DIATONIC & NON-DIATONIC CHORDS
(by function within the key of C)

Diatonic:
CcA D-7 E-7 FA
1A -7 -7 WA

Secondary Dominant SEVENTHs:
(G7) A7 B7 CF
(V7/1) V7/ii V7/iii V7/IV

Subsritute Dominant SEVENTHs:

Db7 Eb7 none Gb7
SV7/1 SV7/ii a SV7/IvV
TABLE 6.4

The Five SubV7’s in C MAJOR
Db7 Eb7 F§7 Ab7
SubV7/1 SubV7/ii  SubV7/IV  SubV7/V

G7 A-7 Be
V7 vi—7 Vi@
D7 E7 none
V7V V7 /vi =
Ab7 Bb7 none

SV7/V SV7/vi -

As you can see from Table 6.3, there are a series of systemaric rela-
tionships which exist between pairs of tritone substitutes once
tonality is established. For example, V7/I and subV7/I are always
tritone substitutes in any key, V7/ii and subV7/ii are always tri-
rone substitutes in any key, and so on. Therefore, to complete our
discussion of substitute dominant nomenclature, it is worth
noting that the five notes not found in any major scale, which
complete the chromatic scale when combined with the notes in
that major scale, are each roots of substitute dominants function-
ing in that major key. Therefore, an important corollary to our
earlier definitions would be that a substitute dominant seventh chord
in any key bas a non-diatonic root. These definirions assume the
parallel major scale as a point of comparison.

Bb7
SubV7/vi



It is not unheard of for both the dominant and its substitute to
approach their common destination, creating what one might
call a compound resolution of the same chord.

Common Uses of Substitute Dominants

First, as seen in the above examples of compositions by Ellington
and Monk, the notion of the interchangeability of Cycle of Fifths
and chromartically descending dominant cycles is often exploited
by composers and accompanists. As shown in the examples, this
sort of chaining together of dominant chords often supersedes
any particular harmonic function of the individual chords in the
progression within the evenrual tonality. Pur simply, cycling
through the V/V/V, etc. series of dominants (e.g., C7-F7-Bb7-
Eb7, etc.) can be used interchangeably with the notion of chroma-
tic descent of dominant seventh to arrive ar the same eventual
goal (e.g., C7-B7-Bb7-A7, etc.), since at any vertical point the
thirds and sevenths of the chords srill resolve chromartically
downward to one another in exactly the same way, regardless of
which of the two root motion possibilities is chosen (again, refer
to Example 6.6 above).

As seen in the Thelonious Monk example above (Example 6.5), it
is further possible to interpolate the related ii or iie chords prior
to each or any of the dominant sevenths in such a chain. Another
frequent use of dominant substitution is in the creation of chro-
matic resolutions (ii-subV/I-I) in lieu of the more traditional ii-V

-1 progression:

EXAMPLE 6.7
in C major:
C7 (VINV) FA (IVA)
f
¥ |
:é\ e (8}
H—& ©
Y]
. F47 (SV7/V)
- :
o : E
L J L I
RD (8]
ExamPLE 6.8

D-7 (ii-7)  G7(V7) CA (1A)

D-7 (ii-7) Db7 (SV7A) CA (1A)

fal -
i t
o = = = o =
)
...becomes...
_q= [®] L
©r 1) - P (]

.73.
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The same sort of chromatic root motion can be created by retain-
ing the original V chord while preceding it with the related ii-7 of
irs substitute (this seems to work best when the melody or impro-
visation over the dominant seventh involved contains altered or
non-diatonic notes). Using tritone substitution in Ellington’s
Satin Doll in m.6 of the A section would create such a situarion,
again illustrating that such improvised devices are often exploit-

ed by jazz composers.

EXAMPLE 6.9
a7 78 CcaA
I DOEDE :
e b'iﬁ' 14 (&)
o L | = =
e A Ll ] [§]
\ 4 red <
The Brackets-and-Arrows System
It is worth noting here that there is no Roman numeral analysis
available for the Ab-7 chord in Example 6.9. In fact, such inter-
polations often involve chords which are not relared to the pri-
mary tonality except insofar as they are part of such extended
cadences. One method which has been used by the Berklee College
of Music for analyzing such progressions involves the use of a
series of symbols designed to identify the various sorts of exten-
ded and substitute cadences discussed in this chapter. This
system may be used in conjunction with Roman numeral analysis
or as an alternative to it when such analysis seems inappropriate
or impossible.
Basically, it uses four symbols:
THE Soup Arrow indicates the resolution of a dominant
seventh chord to a chord whose root is a perfect fifth lower:
EXAMPLE 6.10A
in C major:
G7 (V7) CA (1A)
il =~ l
W 1 R i}
L2

74



| s

This might also be used where such resolutions are interrupted by
interpolated 11-7 or iig chords in cases of extended cadences:

ExAampLE 6.108

in C major:
G7 (V7 C7 (V7/IV
e (V7) (v7/ ”)
A I’ JI ,, II I: I, ]I I[ JII
ﬁ- = 3 ) |
3
THE SoLID BRACKET indicartes a ii-7- V7 cadence:
EXAMPLE 6.11A
in C major:
/—"'"_""“\
n  D-7(i-7) G7(v7) Ca(1a)
7 - ] I
SR
X 1 1l
e S |
THE DOTTED BRACKET indicates a cadence in which the dominant
seventh involved is a half-step below the ii-7 which precedes it
ExamPLE 6.11B
in C major:
,.-—'———'--,,_‘

THE DOTTED ARROW indicates a subV7 cadence, i.e., the resolu-
tion of a dominant seventh chord to a chord whose root is a half
step lower, rather than the more traditional descent by perfect
fifth:

D-7 (ii-7) Db7 (SV7/1)

ExAMPLE 6.12

in C major:

CA (IA)

4

I 77

—H

f
o
_.'||)' = 3
L2
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To summarize, we have seen how a substitute dominant, by defi-
nition a dominant seventh chord builr on a non-diatonic root in

' relation to the major scale of the tonality in which it operates,
implies resolution to the diatonic chord found a half-step lower.
We have further found that dominant seventh chords, or cadences
involving dominant seventh chords, may resolve chromarically or
down a fifth regardless of whether or not they have a primary
funcrion within the given tonality, or whether or not there is even
an obvious tonality present. Furthermore, there are six pairs of
tritone substitute dominant seventh chords, all related by the
interval of a tritone, or half an octave. These chords share the
same third and seventh (another use of the word tritone might be
applied here), and therefore share the same common implied
resolutions, either down a half-step or down a perfect fifth.

While one or the other of these resolutions may be more or less
likely to be based on the function of the chord within a given pri-
mary tonality at any point in the progression, it is always possible
for a dominant seventh chord to resolve in either way at any time
(or not to resolve ar all). A dominant seventh chord which does
not resolve in the expected way in cases where its tonal function is
obvious constitutes a type of deceprive resolution. Returning to
complete a harmonic analysis of the first eight bars of Monk’s Ask
Me Now, we can see all of these phenomena at work in an inre-
grated whole.

This also provides a good opportunity to apply some of the
brackets and arrows analysis symbols.

EXAMPLE 6.13
Ask Me Now — Thelonious Monk
(ms.1-8)
.—\ .~ . ,‘ I.“'--“-.-" I - ----" ’ --I“. &t Y /—'—*\
D7 G-7 C7 F-7 B7 F-7 BPY E-7 A7  Eb-7(ii-7) APT(V7)  B7 Bb7
A | . -
-5"1:\ ]If"n%)bi. ‘%ij: Y e i i S i e g i :[ Y i— — — — f— d— d—
N‘.IJ L § A | |
g L | I 11 - | J
Y R -"""-\I TR TN
1 Eb7 D7(Sv/l) DPA(1A) EP7 (V7/V) EP-7 (ii-7) Ab7 (V7) F-7 (iii-7) E7 (SV7/ii) EP-7 (ii-7) D7 (sv/I)
f | )
Y175 N T ¥ - ¥ e
%—H#%H—W%'ﬁ% = ya 2 7
) ¥ 1
e

Note that parentheses and/or other notational conventions may
be used to indicate points at which traditional tonal harmonic
funcrion is ambiguous, as in the case of the deceptive resolution
of the last chord of this example (D7) which goes down a perfect
fifth as it rerurns to the G-7 to begin the second A section, here
indicated by a continuing solid arrow ar the repeat.



Scales for Substitute Dominants

The chord scale most commonly used for a substitute dominant
seventh chord is Lydian b7 based on its own root. There is no truly
consistent theoretical explanation for it; this just seems to be the
situation which most often occurs. This means that, in general,
the extensions 49, #11, and k13 are the ones most frequently
applied ro substitute dominant seventh chords.

1

1
,-——'_'-|
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EXAMPLE 6.14

Key of C; Function: SV/V

<

. 13
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1 /2
1
1 — 5
[#]

b7

8(1)
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It is well worth experimenting with various voicings of altered
and unaltered dominant seventh chords and playing the tritone
substitute root beneath them in order to fully appreciate the
changes in the sound of the voicing which can occur without
affecting the basic voice leading of the chord to its target. The
importance of understanding and anticipating the effects of a tri-
tone bass substitution on the sound of the voicing and/or melody
which it may support cannot be overstated. Put otherwise, this
means that for an accompanist, before making a tritone substitu-
tion, especially during the presentation of a melody, it is impor-
rant to fully understand the effect on the sound of the voicing
which this substitution will have. Tritone substitution not only
changes thirds into sevenths; it also changes unaltered ninths
into altered fifths and natural fifths or thirteenths into altered
ninths. Some examples follow:

EXAMPLE 6.154

EFFECTS of TRITONE SUBSTITUTIONS

CA

eollo]

=7 V?”gb‘I 3 IA ...becomes...
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EXAMPLE 6.158

EFFECTS of TRITONE SUBSTITUTIONS

b
c77949v5713 FA G7 FA
0 |70 Ilvﬁ —o— 1 - ‘!?2_. 1 o S
a3 = e 02
] © = le— o —
e - 19 FO— 13 P -©—13 O 13
|
; V7 alt 1A _.becomes... SV 7/ 1A
T —— e 3 Tt ro—3 ]
T 3 o7 PRy o7 |
- =Y (8] 1 1 |
L 1 s | 1
T BE—"1 o
Jusrt as we might regard the two chord symbols in Example 6.15B,
C7 and Gb7, or those used for any pair of tritone subsurutes for
that marter, as essentially being different names for the same set
of notes, it should not be surprising to find that reducing chese
voicings to scales within one octave also yields the same scale, but
with different names or starting points (refer also to Chapter 2,
the modes of melodic minor):
EXAMPLE 6.16
C7alt. C “altered” scale: Gb7 Gb Lydian b7 scale
bs | : bo 1 | | | JJQ
b9 , Tt PO 5 — Rl Sty i
b13 4 S i g DO \PIETT - 9 ‘k_,a'bﬂfbj}g i =t
i9 PG ——r—e—13 : 1 ]
Py a7 i I | 1 |
V7alt. | SV7/1
O_7 i o 3
SR —— g peo—7—
? 1 bo— 1 —

.78.

SAME NOTEs (each is a mode of the other)

In other words, just as dominant seventh chords a tricone apart
share the same third and seventh, and therefore common poten-
tial resolutions and voice-leading, and so they are derived from a
common scale, which changes names depending on which of the
two notes is considered the root. The rule is that any dominant
seventh chord’s altered dominant scale is the same as the Lydian
b7 scale based on the roor of its tritone substitute, and vice-versa
(again refer to Example 6.16).

*In referring to Table 1.7, we can see that these two scales are
actually the fourth and seventh modes of the melodic minor
scale (in the case of example 6.16 this parent melodic minor
scale would be Db melodic minor).



Summary

- Any non-diatonic note in relation ro any major scale is poten-
tially the root of a substitute dominant (see Table 6.1).

* Such a substitute dominant seventh chord has an implied target
of diaronic quality a half-step lower within the diatonic system,
just as the secondary dominants discussed in Chaprer 5 had
implied diatonic targets a perfect fifth lower (see Example 6.2).

- Substitute dominant seventh chords normally take the Lydian
b7 scale (see Example 6.14).

- An altered dominant seventh is the same as its unaltered tritone
substitute, except for the root, and vice-versa (see Examples
6.15B & 6.16).

- There are six pairs of tritone substitutes (see Table 6.2).

- Always consider the effect of the substitution on the sound of

the voicing.

Suggested Exercises and Assignments:

Obviously, it is necessary for there to be two sorts of assignments
in conjunction with this chapter. The first should be to analyze
relevant repertoire containing examples of substitute dominant
seventh chords (Ask Me Now, by Monk, analyzed above, is an
excellent example, and students should be required to bring in
others for in-class analysis). A second, and related assignment is
to take any standard tune and to attempt tritone substicutions in
the bass under the dominant chords within the tune. See how the
substiturion in the bass affects the sound of the chord voicing as
well as the melody. Discuss whether or not the proposed substitu-
tion constitutes an improvement on the original. Only dominant
seventh chords may be substitured for in this manner. Obviously
the twin goals are to be able to recognize and use these tritone
substitute dominant seventh chords in performance, and ro be
able to integrate them into one’s compositional process. It is also
obviously important to be able to hear these substitutions, so
much ear training around the basic chord progressions involved
is suggested (see also Chapter 8). A good exercise for reinforcing
the interrelationship between the Cycle of Fifths and descending
chromatic dominant sevenths is illustrated in the following
examples. Play these exercises through the entire Cycle of Fifths
over each of the indicated progressions (NOTE: substitutions in
the Cycle of Fifths context work most easily when they are
applied to every other chord to yield a completely chromatic

progression).

e
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ExAMPLE 6.17A

EXERCISE PATTERNS for ii-7-SV7 CADENCES

D-7 Db7 c-7 B7
e o e i r— e
Hs— T = - 1 e —— 1 iy
e - - _ T e e —
e . - - #ﬁ ;
o pe bz =
e b 8] i
i 2 2
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ExAmMPLE 6.17B
EXERCISE PATTERNS for ii-7-V7alt. CADENCES
G7 alt. E=F F7 alt.
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etc.
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MiNOR KEYy HARMONY, MODAL INTERCHANGE, AND MINOR BLUES

To review, we have now expanded the diatonic system to
include the following categories of non-diatonic seventh
chords which are functionally related to the primary diatonic

sevenths:
TABLE 6.1
Db7 Eb7 Gb7 Ab7 Bb7
SV7/1 SV7/ii SV7/IV SV7/V SV7vi
substitures for G7 substitutes for A7 substitutes for C7 substitutes for D7 substitutes for E7 |
Also, by way of review, in Chapter 5 we discussed briefly the har-
monic minor scale and its diatonic cadences:
TABLE 5.1
APA BO°7 c-4
PN PSR
[® ] =5 [8] |
8—* —
i~ iio e iv-7 V7 bvia vii®7 i-A
ExAMPLE 5.88
C harmonic minor cadence:
Do (iie) G779 C- ()
—h - -
ﬁgﬁ__ fr—ot g e —1
I 1908 s = T o
(8] - 24
iy O o
e — |

We will now examine the diatonic harmony available in the
remaining minor modes: Aeolian (natural minor), Dorian, and
melodic minor. We will also examine the harmony diaronic to the
Phrygian mode. It is for two purposes thar we examine these dia-
tonic harmonies: first, we might be interested in being able to
analyze and compose music using the resources available in the
various minor scales and their diatonic harmony. Second, we are
interested in being able to identify chords from these diatonic

systems when they appear in music in the paralle] major.
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This process is known as modal interchange. By definition, modal
interchange occurs when a chord is borrowed, generally into the
parallel major, from one of its parallel modes or minor scales. A
common example is the frequently occurring deceptive resoluti-
on, illustrated below, in which the harmonic minor cadences used
to precede a major tonic.

ExamPLE 7.1
b b
Do (iio) G772 (v7°9) CA (1A)

[a) |

o’ t 1
H—A———p g— -+
LAY [ [s)

. o o/

LIRER

Such chord progressions are not limited to cadences, however. It
1s important to understand this as a resource which is often used
in conjunction with the secondary and substitute dominant
seventh chords, and orher connecting non-diaronic harmonies
frequently used within the diaronic system. In other words, all of
the harmonic resources which we are examining categorically

coexist in actual chord progressions.

82



Diatonic Harmony in the Minor Modes

AEOLIAN

Going mode by mode, we can derive the following diatonic
systems for the various minor modes mentioned above. The
Aeolian, or narural minor scale conrains the same notes as the
major scale a minor third higher, or its relative major. In other
words. the notes and chords of the Aeolian minor scale are the
same as those found in its relative major. For example, the notes

in C Aeolian turn out to be the same as those in Eb major.

EXAMPLE 7.2
C Aeolian
‘ bo ©
=4 ] 1+ T— a—— i’_e T
== = it
v—bel)—(-" 7 1l
Eb Major
Similarly, the related diatonic harmonies of the two modes are
the same as well.
ExamPLE 7.3

C Aeolian diatonic harmony

| ! |
f - ol be | LR 8 8
DA = 15— xii n“ uig _E “ == i
RS B A |

Eb Major diatonic harmony

What is interesting about this process, of course, is that by
recreating the same notes and intervals on any degree of the chro-

maric scale one can arrive at parallel forms:

C Major scale

ExamPLE 7.4

[ 8 )_l'
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C Aeolian mode (a.k.a. parallel natural minor)
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EXAMPLE 7.5

DIATONIC HARMONY in C MAJOR (review)

Having done this, it is then easy to compare the differences in the
two systems in terms of their diatonic harmonies. Note the new
sets of Roman numerals which result from generating the diato-
nic harmony in the Aeolian system:

CA (1A}  D-7(ii-7) E-7(iii-7) FA(IVA) G7(V7)  A-7(vi-7) Boe(viie) CA (1A)

. 9— i > o) Q 8 3 o) T
_ o |- » 34 S 89— < 8]
o4 a4 (%] -
) — 94— o [8) = 1l

DIATONIC HARMONY in C AEOLIAN (parallel natural minor)

C-7(i-7)  De(iia) EPAZ (PUIA7) F-7 (iv=7) G-7 (v-7) APA (bvia) Bb7 (bvi7) C-7(i-7)

fa) |
I 17
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b
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Modal interchange (MI), is thus defined as the process by which
harmony diatonic to one modal system is “borrowed” for use in
another, parallel system. By far the most frequent use of this pro-
cess occurs when harmonies from the parallel Aeolian or other
minor forms are used to enrich chord progressions in their par-
allel major ronalities (good examples of standard tunes contain-
ing such progressions are What'’s New?, Here’s that Rainy Day, and
Ladybird ).



MELODIC MINOR

The melodic minor scale can be thought of as being the same as
the major scale except with a minor third instead of a major chird.
As with any of these modes, this change affects not only the notes
in the primary seventh chords, bur also the extensions of those
chords whose primary sevenths remain the same. In other words,
taking the example of the parallel major and melodic minor
scales on the root C, one can see that a CA chord results in C
major whereas a C-2 chord results as the ronic in C melodic
minor, whereas the basic D-7 chord on the second degree 1s com-
mon to both scales, differing only in the quality of its ninth,
which is consonant in C major but dissonant when derived from
C melodic minor. In order to illustrate this comparison, each
chord in Example 7.6 (see below) has been extended to include all
seven scale tones.

ExamPLE 7.6

DIATONIC HARMONY & EXTENSIONS in C MAJOR
(o - denotes dissonant ton(es) in relation to the basic seventh chord)

CA(1A)  D-7(ii-7) E-7(iii-7) FA (IVA) G7(V7)  A-7(vi-7) Be(viie) CA (14)
13 b3 g e
] 1 9
pgpoghgo g4 3% kv %
== s—% & 8 3 g 3 =
o an W2 4 ) ot [8) 5 » bt 1

DIATONIC HARMONY & EXTENSIONS in C MELODIC MINOR

C-A (i-8)  D-7(ii-7) Eb+B (b+dyF7 (1IV7) G7(V7) Ae(vie) B7alt (VIl7alt) C=8 (i-4)
| 13
13 ® b3 13
13 13 be b3 13 3 019 %
L 3 1 Gl |i n i 9 1K o 9 bf: ! °
11 17 g 7} g b4 ey W — b5 3 n
9 ¥ (9] o 8] Foi= 4 O 1}
1T & ) = b ] i~ — 1
ANETETS 24 ) ] |74 (8] — I
78 7254

It is worth carefully examining these two parallel systems in order
not only to become familiar with the diatonic seventh chords
which are unique to each, bur also to compare how the diaroni-
cally-available extensions of the basic diatonic sevenths they have
in common differ. Most important among these is the V7 chord,
which, when being derived from the minor form, contains the #5
(if used as a chord tone in an +7), or b13 (if described as an exten-
sion). The presence of this note on the V7 chord immediarely
relates it to the minor scale.

The melodic minor scale is interesting nor just because it has
many chords in common with the parallel major, bur also because
of its modes. For example, the fourth mode of the C melodic
minor scale is the F Lydian b7 scale (see also Example 6.14).
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ExampLE 7.7

fourth MODE of MELODIC MINOR:
F Lydian b7 scale

As discussed previously, given the tritone substitution phenome-
non it is obvious that a B7alt. and its accompanying scale are also
present diatonically in the melodic minor system (indeed, the
VII7alt., though theoretically not as “correct” as the viie chord,
which could also be built on the leading tone in melodic minor, is
a much more significant and more frequently used chord).
Extracting these two modes from Example 7.6, above, yields:

FA1
13
_g_b'ii.lg.l = T v ST - (&) 1]
o= s —
C. i 3 #11 5 N3 1l
SEVENTH MODE of MELODIC MINOR:
B “altered” scale
B7al. (b9, §9,b5/811,b13)
®__ 13 B
ba ] = ‘II
— b5 T—— I ¥ O * =RE= 1l

The sixth mode of melodic minor is frequently used for @ chords,
since all three of its diatonically available extensions are conso-
nant (this is sometimes referred to as the “Locrian §9” scale):

ExampLE 7.8
sixth MODE of MELODIC MINOR:
A “Locrian §9” scale
b13
17
I 9 | - o
|7 B e ) —_ :. P 70 = 5 |
) 9 i3 &n1 b 3 1
e
Finally, the melodic minor scale is useful in generating tonic
chords in minor key harmony, either a i-6 or a 1-4, each of which
1s diatonic ro melodic minor.
ExampLE 7.9
C-6 c-4
. 13
—pe 1] — ——r
===
V"; e




DoRIAN

The diatonic harmony in the Dorian mode is interesting because
it contains a minor seventh chord on the tonic and also a IV7
chord as one would expect to hear in Blues. Unlike the IV7 chord
diatonic to melodic minor (see above), the IV7 from Dorian does
not contain a #11. In other words, the fourth mode of Dorian
turns out to be a Mixolydian scale, whereas the fourth mode of
melodic minor was a Lydian b7 scale.

The chord progression from i-7 to IV7, when repeated over and
over, is characteristic of introductions and endings and solo sec-
tions used in montunos (the solo section in salsa music) as well as
in bossa novas. Compositions by Brazilian composer Antonio
Carlos Jobim which employ this device are Wave and Triste, both
of which alternate structurally between major and parallel minor
ronaliry.

When used repetitively in this fashion, then, the chord progres-
sion C-7-F7 does not necessarily have to sound like a ii-7-V7
progression in Bb major. It may also sound like ai-7-1V7 progres-
sion in C Dorian. As with any modal cadence (a cadence involving
the tonic chord and some other chord within a given mode), the
reiteration of the tonic in a redundant fashion gives us a stronger
sense of tonality based on that tonic. Examining the system of
diaronic harmonies in Dorian, one can see that the Dorian mode,
like the Aeolian mode, contains a bIIIA chord. In the Dorian
mode this chord extends to vield the extensions §9, #11, §13,
whereas in Aeolian the #11 was not available. Therefore, most
improvisers treat the bIIIA as if it came from the Dorian mode;
Le., they use a Lydian mode based on the A chord’s root.

EXAMPLE 7.10
DIATONIC HARMONY & EXTENSIONS in C DORIAN

C=Z(1~7}) D-7 (ii-7) E}’ﬁ [l’l Ay F7(IV7) G-7 (v-7) Awo(vie) Bbﬁ {b\f”&) G li=7]
i 13
13 L‘ 13 11
13 13 b" 1 1 g
H’ Ib 11 i_“" Jbi 9 :E. 9 Il’ > Jb : :
Sk . 8 8 8 > § f
[—V 2% L S b ) L —— JI_I

Also of interest in the Dorian mode are the v-7, also common to
the Mixolydian MI harmonic system, and the vig chord, also com-
mon to melodic minor (see Example 7.8 above). Unique to the
Dorian modal system is the bVIIA chord. Therefore, any time you
encounter a modal progression from tonic (either minor or
major) to a bVIIA chord, it can be said thar the second chord has

been “borrowed” from the parallel Dorian mode.
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PHRYGIAN

The most commonly used harmony which is derived diaronically
from the Phrygian mode is the bIIA chord, also known in
European classical harmony as the Neapolitan chord.

EXAMPLE 7.11A

DIATONIC HARMONY & EXTENSIONS in C PHRYGIAN

C-7(i-7) Dba (bna)  EPZ(uI7) F-7(iv-7) Go(ve)  APA (bvia) Bb-7 (bvii-7) C-7 (i-7)

b13 13 3 b 1
: s 13 L,E n bbig 1 bk’i 9 bbi g lyEJ

e

T~

,[.
T

&
[eoeo
o=
‘T[
Iﬁ

* A mode very similar to the Phrygian mode is the “Spanish
Phrygian” mode. It is the same as Phrygian except thatitadds a
major third in addition to the minor third in ordinary Phry-
gian, thereby creating an asymmetric octatonic scale. The Spa-
nish Phrygian scale figures prominently in music of the Iberian
peninsula, especially in Flamenco music. The bIII7 chord, Eb7
in C Phrygian or Spanish Phrygian, is often used cadendially in
this style, a commonly occurring progression being i-7-bIIA-
bII17-bIIA, then possibly returning to a tonic of 1A, i-4, or 17%,
all of which can be used to exploit the presence of both thirds in
the scale. Chick Corea’s La Fiesta is an example of a jazz
composition using this harmonic device:

EXAMPLE 7.11B

C SPANISH PHRYGIAN ) | [
C-7(i-7) Dba (Pla) Eb7 (bmi7) Dba (PHA) CA (14)

=1

The bIIA chord, when used in jazz harmony, often occurs in the
same harmonic rhythm and position as the subsricure dominant
seventh based on that same root (SV7/1), and can often occur as
the final chord in a cadence involving other MI chords taken pri-
marily from the parallel Aeolian mode.

ExaMPLE 7.12
Ladybird CADENCE
CA (1A) EPA (D111 A) APA (PVIA) DPA (P11A) ca (1a)
fa
'#h—“ - 7 £ ,/_ " 4 7 7 I - ﬁij
. -
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(The above mentioned cadence is normally referred to by jazz
musicians as the Ladybird cadence since it comes from the chord
progression to the Tadd Dameron composition Ladybird shown

below.)
ExAMPLE 7.12A
Ladybird - Tadd Dameron
CA (1A) F-7 (iv-7) B8b7 (bvi17)
f
AL 7 7 4 i & i A i T . i . . |
Nl 4f L | 1 1
o
CA (1A) BP-7 (ii/ bv1) Eb7 (V7/bV1)
oy e ' '
:@I-\}_ 7 7 i 7 4 7 7 5 i 7 y . i 7 7 i
o
Aba (bvia) A-7 (ii/V) D7 (V7/V)
fal
o T 158 T |
" I t = B A Z  Sme—
)
D-7 (ii-7) G7 (V7) CA (1A)  EPA (PuiA)  AbA (bvia)  Dba (biA)
[ a
e

Note that in the Ladybird progression, in addition to MI harmo-
nies from the various modes discussed above, there 1s also a 11-V
cadence which precedes the MI chord bVIA. This is another
frequently used process: tonicizing one of the MI A chords by
preceding it by its ii-V, thus giving us yet another means of using
MI harmony to further expand the harmony of the diatonic

system.

At this point it would probably be extremely useful to list all of
the Roman numerals available from the various modes discussed
to this point, beginning with the diatonic system in major, then
following it with the Roman numerals generated by each of the
systems from all of the remaining parallel modes:
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TABLE 7.1

Diatonic seventh chords in the major scale and its parallel modes:

The following are the most frequently used MI chord progres-

1. The iig-V7¥%13 from harmonic minor (used going to the par-

lonian (major) 1A i-7 -7 IVA V7 wvi-7  viie
Modal Interchange Possibilities:
Aeolian i-7 ii® bIIIA  iv-7 v-7 BVIA  bVII7
(Natural minor)
'Harmonic minor i-4 ii@ bIII+A  iv-7 V7Y BVIA  wii®7
| S0 V7bob13
Melodic minor  i-6 -7 pIII+A  IV7HL V47 vig viig
i-4 V7b13 VII7alt
Dorian i-7 -7 bIIIA  IV7 v-7 vig BVIIA
Phrygian i-7 bIIA  bII7  iv-7  ve bVIA  bvii-7
1
|Locrian i-7 bIIA bIII-7  1v-7 bVA bVI7 bvii-7
Mixolydian 17 ii=7 i@ IVA v-7 vi~7 bVIIA |
Lydian JAHLI 7 -7 fivo VA vi-7 vii-7
Common Modal Interchange Chord Progressions
510M8:
allel major):
ExAMPLE 7.1
- bg . _bg
De (iio) G777 (V77) CA (1A)
& .
= ) 1
Y “ 8
E': £ - (9]
2. The compound cadence bVIA-bIIA:
EXAMPLE 7.13
APA (PVIA) DPA (P11A) CA (14)
n
L7 F———F—F 7
x 1
e

-9o-



3. The Ladybird cadence mentioned above: IA-bIIIA-bVIA-bIIA:

EXAMPLE 7.12
Ladybird CADENCE
CA (14) Eba (PlIA) AbA (bvia) DbA (b11A) CA (1A)
0
o 1A I I =1
{mu 3 7 = 7~ - i s —7- i 7 ! P i — "”1"
L
4. The iv-7-bVII 7 (also used in Ladybird in ms.3-4):
ExAMPLE 7.14
F-7 (iv-7) Bb7 (PV117) CA (1A)
f
o 1A I ]
= v rd > i | r.a . .4 I
()
5. IVA-iv- (used frequently in songs by the Beatles when preced-
ing the tonic):
ExamPpLE 7.15A
F(IV) F- (iv-) CA (1A)
O
o 1 A | T ]
B e i b Fe .
o 8 = ]
6. bVI-bVII-I (also frequently used by pop music composers [the
quality of the chords might be major or dominant; for exam-
ple either Ab or Ab7 going to Bb or Bb7, to create a cadence to
the tonic CA]):
EXAMPLE 7.158
Ab(PVIA) Bb(PVIA) CA(1A)
Fa) | o
E= T 2 8 ]
v | | 1
. [
7. Mixed cadences borrowing subdominant chords from the par-
allel major or other forms of minor (e.g., D-7-DbA):
EXAMPLE 7.16A
Do (iie) Dba (b1ia) CA (1A)
[a |
— 31— . t N 1|' |
= J
(Aeolian) (Phrygian)
ExamPLE 7.168
Do (i) DP7 (SV7/1) CA (1)
[ =
4+ —p - Q
41 -5 8
[y v o
(Aeolian) (SubV7)

.91.
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Useful General Rules for Improvising on and Analyzing
Modal Interchange Major Chords

Major chords which are not I (non-tonic) take the Lydian mode
based on their root. Otherwise stated, this means that these major
chords are extended with §9, #11, and §13, or the major triad based
on their second degree. The list of these available major chords
would be as follows: IV (diatonic); bIIT; bVI; bII; and bVII (all MI
possibilities). The presence of major chords other than the tonic
iself and the additional five listed above would indicare a modu-
lation, the subject of a later chapter. To conclude this chapter, it
would be useful to analyze the chord progression from the Bob
Haggart standard What's New?.

ExampLE 7.17
What’s New? - Bob Haggart
(ms.1-8)
/'__‘_"\-.‘ l? /-——h\
CA (1A) Bb-7 (iifpv)  EP7 (v7/vi)  AbA (bvia) Do (iio) G7% (v7’9)

L :
- I e ]
Z 7 y.d 7 7 V.4 s 7 (BT rd vl Fd 2 > 7z I___|

4 7 Z . 7 .4 r .4 I_.__.‘_L_ I S— £ 4 i s rd

| ML Aeolian | MI: Aeolian | ML harmonic minor |
Major i1-V cadence tonicizes M1 A7... M1 harmonic minor cadence tonicises M1 -7...
- T ™
C-6 (i-6) Do (iio) G727%  ca(ia) G7 (V7)
f : - [
_@_ /, 1, II /I ! /I I, 1, /1 1’ 7/ _f"' I, ‘i Il I’ II = j,
1
®  MI: melodic minor | M harmonic minor | MI: major

decepuve MI harmonic minor cadence...

Note the many MI seventh chords here, and the way in which the
chord progression cleverly juxtaposes expectations of resolution
to major and minor by use of these chords. Also note the i1-V thar
precedes the MI chord bVIA. Other tunes whose progressions are
useful to analyze for this are Here’s That Rainy Day by Jimmy Van
Heusen and Lament by ].J. Johnson.



Minor Blues

Minor Blues, as the name suggests, is a Blues form which derives
its primary chords and cadences from minor tonality. Minor Blu-
es melodies occur in the same strophic or verse forms (aab, riff,
etc.) as do major Blues. A good example of a minor Blues is
Equinox by John Coltrane. Another good example is The Shepherd
Who Watches Over the Night Flock from Duke Ellington’s SEconp
Sacrep CoONCERT. Footprints by Wayne Shorter on the MILES

SmiLEs album is also a good example.

Minor Blues generally observes the following form: i- of some
form for the first four measures, sometimes interrupted by a
move to its dominant (V7alt.), or to its related iv- in m.2, and
possibly featuring a cadence to prepare the
iv= chord in m.5. The expected iv- chord in
m.5 is generally minor and can last two bars,
or may be followed in m.6 by a descending
bass line and subsequent cadence back to the
tonic minor chord in m.7. The i- chord
returns in ms.7-8. If it does not occupy both
measures, this is generally because in m.8 it
has been replaced by some kind of connecting
or cadential chord(s) leading to the chords
found in the cadence, which accompanies the
b phrase in an aab strophic form, beginning
in m.9. (Not surprisingly, all the cadences in
this generalized minor Blues form tend to be
the same sorts of cadences one would have 1n
music in a minor key, with half diminished
seventh’s or altered dominants funcrioning as
“ii" chords and V7alt. or V7" dominant
chords. In other words, the altered dominant
and subdominant chords on the root of i1 in
any minor key cadence are often freely substi-
tuted.) Ms.11-12 may be a static reiteration of
the tonic minor harmony or may involve a
move from 1 to V, or may involve a turn-
around of some sort (perhaps a Ladybird or
other MI cadence). Therefore, we might evol-
ve the following paradigm of minor Blues

possibilities in a measure-by-measure format:

Wayne Shorter (© Ken Franckl
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ExampLE 7.18
MINOR BLUES PARADIGM
(key = C minor)
Ms.1-4:

C-(i-) C-(i-) C-(i-) c-{-)
—9‘ l]l}- I T
@ p | ;!.’ 7 7 4 y 4 F—F > Sn— [ 7 T F i B amm— 7 "'Ij

e

¥-7/Eb (iv-) “Da.(ii0) £+ G7HENT)
= Dyalt (V)V) GFalt{V

Ms.9-12:

Suggested Exercises and Assignments:

Write a chord progression using M1 harmony and also find and
analyze other standard compositions which employ MI har-

mony.*

Also, a good project is to have students write a minor Blues melo-

dy in the aab format, and then to choose different cadences and

harmonic possibilities according to the above formula. It is also
helpful for students to find other examples of minor Blues in
their own listening.

* Specifically, transcribe the chord progressions to the composi-
tions The Shephard Who Watches Over the Night Flock and Footprints
which are mentioned in this chapter. How do these progres-
sions differ from the model shown in Example 7.18 or from

other minor blues which you have studied?
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CoMMON CHORD PROGRESSIONS AND VOICE-LEADING

hile this is not a jazz improvisation or jazz piano method

book per se, ear training and the ability to recognize chord
progressions aurally are indispensable, whether studying theory
or improvisation in the jazz idiom. Therefore, before proceeding
to further theoretical topics, we feel it is important to review
musical examples which illustrate the basic voice leading for the
following common chord progressions discussed to this point.
All students of jazz theory and improvisation need to be able to
voice lead such chord progressions in their most basic form at the
keyboard, whether they are pianists or not, as this is the best way
for the player or writer to be able to learn to hear these pro-

gressions.

Basic voice-leading may involve simply playing the root in the left
hand, with the voice-led thirds and sevenths of the chords in the
right.

ExAMPLE 8.1
D-7 (ii-7) G7 (V7) Ca(1A)
o1 |
17 1 1 n
EGE= Z 2 i
v - [ o
v
o) — |
e = ] [8]
| =i
| =
Or it may require more involved voicings with greater numbers of
voices, according to the complexity of the chord symbols in-
volved.
ExampLE 8.2
C-6 (i-6)
o)
I ¥ i i T
= =
Me PO
|® ° ‘ <
FeE— i
| e 1 4P
1) _% 1
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ExampLE 8.3

PARALLEL (step-wise) VOICE-LEADING

Note that in many chord voicings the fifth, when natural, is delet-
ed. This is simply because chords like major 7, dominant 7, and
minor 7 are most obviously characterized by the intervallic
relationships of their roots, thirds, and sevenths. Simplifying
every seventh chord into roots, thirds, and sevenths is useful since
it reduces the number of voices involved and makes it easier to
hear and play the essential changing notes between harmonies. In
voice-leading, the most important rule is to maintain tones which
are common to adjacent chords in the same voice as you move
from chord to chord. This also makes it easier to focus on those
chord tones which move, which in effect create the chord change.
Voice-leading between chords can occur in three basic types of
root motiorn:

1. By step or half-step (in which case there is mcre or less an
absence of voice-leading due to the parallelism inherent in the
progression):

2. By cycles of thirds (or sixths), relatively rare, and without any
established rules to govern voice-leading:

c7 B7
.A_
o | :
Gre—— o
Aw) o - 1
N .
i B
2 (8] oy
= .
ExampLE 8.4
cA EbA GA cA
fal .
- = ar
S ——=
7 = el
e I
| + o) !
—] 7] i -+
. ] -




3. And, of course, the most common scenario, which is voice-
leading by the Cycle of Fifths (Fourths):

ExampPLE 8.5
D-7 G7 CA
] |
o ]
e o
i) [ o
.
oy —
2 ]l:’ — )
| o
With the Cycle of Fifths there are many useful observations to be
made, and these can be best seen by examining a fully-voiced
chord progression.
EXAMPLE 8.6A
D-7 (ii-7) G7(V7) CA (1A)
8 g e -
:@B: e ) e 4
X 3T ¥ "y S5
i o | 3
i
Y o
-1 1 o1
|
The voice-leading generalizations which can be drawn from this
example (which, importantly, would still obrain even if the quali-
ties of the chords were changed) are as follows:
ExampLE 8.6B
(1)9 e 13 (5)
7 - > 3
1 e . 1
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The most obvious chord progressions and most widely used of
those discussed to this point are, without a doubrt, the Blues
chord progressions. Here we will deal with the most basic ones,
the more complex variations being the topic of a subsequent

chaprer.
ExampLE 8.7
BASIC C MAJOR BLUES
c7(17) F7 (IV7) C7(17)
Fa)
J A | |
G Ao e Ho—7 Pi—
| 5 o—3 PO— 7 q—-(-»-—3 1
K 1 = e
Sk 1 S =] - O 1 7
= T
F7 (IV7) C7(17)
) . '
[ 3 }{ 99_? | =7
ﬁ’:&#? q o3
e |
1 o
~)yi—oe—1 O I 7
{_/’ |l a0 [&] 1 .
G7(V7) F7 (IV7) c7(17)
h —— e S e
o |
S@—G—3 O 3 pe—7 Z
: 7 bo— 7 o 2
2' o o1 7
4 [ % T = i .0

Note that in terms of the basic voice-leading of a simple three-
chord Blues, the thirds and sevenths resolve entirely chromati-
cally, given Cycle of Fifths voice-leading tendencies.

As mentioned in Chapter 3, it is very common to have a #IVo7
chord in the second half of m.2 and again in m.6 of a Blues, as
well as possibly a 1i-V-1 cadence instead of V-IV-1. The basic

voice-leading would then become:



ExampLE 8.8

MODIFIED C MAJOR BLUES

C7(17) F7(Iv7) F3°7 (8v°7) C7(17)
P 5 g s 1 =
[ an v D PO—7 T 3 Z 3 —bﬂ—z A
I a ©—3 P '; &— 3 o3
|
l
9 — =
E 0 1 ]I [ & T Fi
R L Ta
F7 (IV7) F§°7 (§v°7) Cc7(17)
f
- [ -l E LV 4
e ERE SiSH 2o %
Py 7 pPoO—7 go 3
o1 o1 7
e I L O 1 il
D-7 (ii-7) G7 (V7) C7(17)
B |
H? o 3 ho—7— 4
3 L T S— o3
O]
|
' §!£ O 1 .
| 1 O 1 ¥ 1 0
. Aside from Blues progressions, and indeed a part of these or any
others for that martter, are the various simple and compound
cadences discussed in the first two chapters. To review, simple
cadences involve a move from a IV or V chord to the tonic...
ExamPLE 8.9A
F(1V) c()
, f
d = O
zu; 8 a
N <
dd O
O
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ExampLE 8.98
G7(V7) CA(1A)
f
- — - —
HOY ;
e

..whereas compound cadences involve two chords progressing to
the tonic (also refer to Chapter 2). These might be the standard
1i-V-I cadence...

ExAMPLE 8.10A

D-7(ii-7) G7(V7) CA (1A)
: | 3 > LT I
L |
i o T O
&
ExampLE 8.108
D-7(ii-7) G7(V7) CA (1A)
n
o 1
D—g Z —8
L2 & k") e

£= =
E

...or the V/V cadence:
ExXAMPLE 8.11A
D7 (VI/V)  G7(V7) CA (1A)

a) | !
— 1
A~ o ©
O+ -2 BE-

e 7 T .
?_‘}: & : Ty — Ir
= f = ! g
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ExamPpLE 8.11B

D7 (VZ/V)  G7(V7) CA (1A)
{ f
o F] L
A PR
G =2 P
g i re
— o o
_7. F f ,:u
T =

The basic voice-leading of secondary dominant chords (see Chap-
ter 5) is chromaric if reduced to thirds and sevenths:

The same obviously happens with the thirds and sevenths of sub-
stirute dominants.

Note that the basic difference berween the secondary and
substitute dominants mentioned above is that the secondary
dominants use Cycle of Fifths root motion, while the substitute
dominants use descending chromatic root motion. There is no
difference in the voice-leading of their respective thirds and
sevenths, or in their potential resolutions.

ExampLE 8.12

AT TN TR TR
&7 o F7 Bb7 et

) T
#9_‘1’9 I ¢ ) b

ﬁ

[§] Ln
— 7
o L&)
ExampLE 8.13
4 A T 4
G7 Gb7  F7 E7 e
n
= == i
el il L8] LY
A 6P > By
5 ° 5o o
e 5
F7es b
ey ey
o ho -~ -

‘10T
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Commonly occurring MI progressions (see also Chapter 7) could
be voiced in as follows:

ExamPLE 8.14
FA (IVA) F-7 (iv-7) CA (1A)
A
o
a7 # |I7&
LAY o =Y 1=
K ; =
|
S e Ia 'l;
__._/__' ! [8] 1
ExamPLE 8.15
F-7(iv-7) BP7 (bVII7)  CaA(1a)
f } :
— 7 o !
2 M— 11X h)g‘ e | |
o 7 v i
— i
0 B | |
2= be o
ExAamPLE 8.16
APA (PVIA) DPA (PIIA)  CA (IA)
n
o
Z o
—< - O
!’I
0 I | —
=== pe o
e i
ExamPLE 8.17
“1i-7-V7” of MI A CHORDS
| /_h\ |
CA(1A) Bb-7  EP7 APA (PVIA)
n
7 t
s © o = =
Vo i | bl
. P ©
I
3 : = —
E—= iaza T o i
| be
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The voice-leading of the standard minor key cadence, iig- V7b9, re-
quires the addition of the flarted sixth scale tone (Ab in the key of
C minor) as a fourth voice in each of these two cadential chords.
It funcrions as bS of the i1 chord and b9 of the dominant.

ExampLE 8.18
Do (iio) G7L9(v7b9} C-6 (i-6)
) | |
¥ | - =
R R g 8
¢ @& 3 -
¥ 2 ] = :
Returning to Example 7.17, the basic voice-leading for the chord
progression for the first 8 bars of What’s New could be expressed
as follows, first illustrated with simple roots, thirds, and sevenths,
then with more fully-voiced chords:
ExampLE 8.19A

What’s New? PROGRESSION (roots, thirds, and sevenths)

' | i | b T\
CA (18) BP-7 (ii/PVI) Eb7 (v7/ov1)  AbA (bvia) Do (iie) G7°2(v7"9)
n | |
> —— { ] ! —
4= 7 > S— P 7.0 irX)
—‘;ju—e_ o Do ° = h;
% —] : = i
5o =z = bo e 5
' Ve | L - |
~ I
C-6(i-6) De(iie) G7°(v7’%)  ca(ia) G7 (V7)
n
v i f ] i
= 2 vl l o
3;5} 58 1 8 o
= | # l:{'a o o
| | |
% i . l
= (8] Ii-' ;g (8] = I
| ! - ] o
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ExampLE 8.19B
What’s New? PROGRESSION (full voicings)

7 T g

CA (1A) Bb-7 (ii/PV1) Eb7 (V7/pV1)  AbA (PViA) Do (iie) 67" (v7'9)

= | . : N .
A 33— 4 — o — ")

8w N P |~ | L O 1Y

!J. s | o P © = va
|

yon, T P O n .
s - & T

f— i T bo 1 =

be | l |
— bg//!—;\ e
C-6 (i-6) De(iie) G72(V7'9)  CA(IA) G7 (V)
r al - T T
= 1 1 o o
:@\ | = I X 5 —
e B—r 9 o
Fe s <
o e = o = |
o 5l [8] I’" (8] - J|
| o

Analvze the chord voicings in Example 8.19B to be sure you
understand the mechanics of the voice-leading, as well as the
function of each note within the voicings.



Turnarounds

The next category of common chord progressions would be turn-
arounds. A rturnaround (again refer to Chapter 2) is a series of
four chords, generally in half notes or whole notes, beginning
with the tonic or a tonic substitute and then progressing in some
manner to a vi, ii, and V chord (or any of their available substi-
tutes). Turnarounds are the most basic harmonic building blocks
of standard chord progressions, and can employ any of the
various categories of funcrional harmony (diatonic, secondary
and substitute dominant, MI harmony, or chromatic connecting
chords). The following are the most common turnarounds in
their most basic voicings:

ExampLE 8.204 & 8.208B

TURNAROUNDS w/ DIATONIC SEVENTH s

CA (1) A-7 (vi-7) D-7 (ii7)  G7(V7)

A | |
L 1 | 1 T
= Z e 2
e/
- 5 =
= T &

[ 1 =

|— =

(see I Got Rhythm — George Gershwin)

E-7 (iii-7) A-7 (vi-7) D-7(i-7)  G7(V7)

@_#:3
N
I\ N

\HEE

L

Q]

(see Polka Dots and Moonbeams - Jimmy Van Heusen)
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ExampLE 8.21A & 8.218

TURNAROUNDS w/ SECONDARY DOMINANTS

CA(IA) A7 (V7/ii) D-7(ii-7)  G7(V7)
D Jl+ 1
b | 1 OEd =
% e —
e
== - e i
[ | ]
= . &
(see Stars Fell on Alabama - Marvin Parish)
CA (14) A7 (V7/ii) D7 (V7/V) G7 (V7)
oI L |
I ] ! - | 1
| =y ] j«f =i
sD— e 1T b
|
! 0 1 |
2 E= I z :
L ] ] =
s o
(see My Ship — Kurt Weill)
ExampLE 8.22

TURNAROUNDS w/ EXTENDED DOMINANT CHAINS

" s

E7 (VIN) A7 (V7/il) D7 (VI/V)  G7(V7)
_9_ = 1Y : o, e | _'_ll 1
:@Fﬁr e 1 o — ]
z L - 1 oz |
o + ' 1
- - |
-y — . = . '
e o = = ]

| =

(see Nice Work If You Can Get It - George Gershwin)




EXAMPLE 8.23A & 8.238

TURNAROUNDS w/ PASSING °7 CHORDS

CA (1) cHo7 ($i°7) D-7 (ii-7) G7 (V7)
f |
— 5 z
8 Come pe '
e
L |
— T — f 1
— 7z P 7 .
: =

(see Ain’t Misbebavin — Thomas “Fats” Waller)

CA (18) pie7 diic7)  D-7(ii-7)  G7(V7)
Al |
! A T ‘J
% £ %
i o
i |
B #o 2 1
| =
| Z

(see A Foggy Day - George Gershwin)

ExAMPLE 8.24
TURNAROUNDS w/ SUBSTITUTE DOMINANTS

. Y A

CA (1A) Eb7 (SV7/ii) D7 (V7/V) Dl"7 (SV7/i)

A | | ]

B B bﬂl

o it b
!j & kil T
= | T

o, vz 2 be

T [

(often used for intro and coda vamps)
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ExampLE 8.25

Ladybird TURNAROUND

CA(1A) EbA (b11A)  APA (PVIA) DA (P11A)

f | |

G——= 2 2

o it o

o 7

<y bz ! S

= 7] Il IDGI Ll ol

T

(see Ladybird - Tadd Dameron; Here’s that Rainy Day
- Jimmy Van Heusen)

In many, many standard tunes (Gershwin’s I Got Rhythm comes
most notably to mind, see also Chapter 12), entire sections of the
form are built out of turnarounds placed back to back to create 8-
bar harmonic phrases.

Orther important two-bar chord progressions and turnarounds
and their basic voice-leading would be:

The ascending diminished progression, found often in the first
two bars of “Rhycthm Changes” (see also Chapter 12), as well as in
Easy Living and Memories of You:

ExampLE 8.26

ASCENDING °7 CHORD PROGRESSION

CA(1A) Clo7 (3i°7) D-7 (ii-7) Dfo7 (8ii°7)
f
o R L -'ﬂ ’
v S 17 L7
L l " |
|
_‘}E ] iy I 5 e
o ¥l el =
bl i -
Extended 1i-V progressions, in which the ii-7-V7 progression is
used as a unit. These can be chained together chromatically (see
also Example 6.5, Ask Me Now by Thelonious Monk):
ExamPLE 8.27

EXTENDED CHROMATIC ii-V CHAIN (descending by half-step)

G-7 (ii-7) C7(V7) FE-7 (ii-7) B7(V7) F-7 (ii-7) B%7 (V7)

- . =

1 A o] [ i J] |
(I . =% | - 5 ol i ! B ]
[ f o WL ] SRS SR LS ] 1.0 ] ] 1
LRV .J | = !

!'J I |
| . : ;
y—F ! fo ! & — !
mm— & i & f Pe i
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Or in whole-steps (i.e., related ii-V cadences), creating the effect

of a rurnaround:

ExampLE 8.28
EXTENDED RELATED ii-V CHAIN (descending by whole-step)

Or by moving upward, as in John Coltrane’s Moment's Notice:

G-7 (i=7)  C7(V7) F-7 (ii-7) BP7 (V7)
f—» o
T 2 = 2
D o o =
.': ] |
|
T ] 1 - 1
= —1 7 = =
T | s
ExampLE 8.29

EXTENDED CHROMATIC ii-V CHAIN (ascending by half-step)

A7 (V7) F-7 (i-7)  Bb7 (v7) EPA (1A)
"_9_ = yi } J| . 4’1 A
@ & Y] B P ©
ﬂd 7.3 7] ”] -©
o }
) 1 4 —
7 1 al' JI b\-‘; lI
| | J pe

The notion of chaining 1i-V progressions together in extended
chromaric relationships, both ascending and descending, has
been an important compositional ool in the hands of modern
writers like Thelonious Monk, John Coltrane, and Horace Silver.
Listen to Horace Silver’s Yeah on the Horace-Scope album for a

further example.
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A final progression worth learning to hear, which is closely relat-
ed to the notion of working through the Cycle of Fifths (combi-
ning both major ii-7-V7 cadences and harmonic minor iig-V7"?
cadences), is found in the last eight bars of Victor Young’s Stella

by Starlight. Note the Roman numeral analysis:

ExampLE 8.30
Stella by Starlight - Victor Young
(ms.25-32)
: bg bo
Eo (bive) A7 7 (V7 /i) Do (iiio) G7 7 (V7/ii)
/ 9’ '|1D f A = iy
P —14 8 g 783 pEe
o — ) LS ]
e
b4 to = =
| =Y f A I O
L 2 i O o
; bg -9 b
Co (iio) F72 (v7°9) BbA (12)
Ho
i oo i a8 f 74
L 7%= 4 e 8] [ & T i
3P L2 4 L2 4 %)
=) o © o
1
0o o i A
T o © 1
A variation of this progression, also usually found in the last
eight bars of a standard song form (e.g., It’s You or No One by Jule
Styne) is:
ExampLE 8.31
1t’s You or No One - Jule Styne
(ms.25-32)
Eo (§ivo) Eb-7 (iv-7) D-7 (iii-7) pb-7 (hiii-7)
Al | i
o . T ——— o by
o " . O o) 758
Y]
BETE ST x = o —
a— §
C-7 (ii=7) F7(V7) BPA (14)
o
F A = ©» "
0——s o 8 £
. = = O
.7_7: — = Z
= o
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This progression may also be used beginning on the second meas-
ure of a harmonic phrase, a half-step below a IA chord (Bluesette by
Toots Thielemans is a good example, as is Charlie Parker’s Blues
for Alice and Confirmation [see also Chapter 11]). In such cases the
progression is being used as a means of leading through a series
of cadences to land on the IV chord in the fifth bar of the phrase,
similar to a Blues progression.

ExamPLE 8.32

EXTENDED RELATED ii-V CHAIN
(descending by whole-step) in ms.1-4 of BLUES

FA (14) Eo A7? D-7 G7 C-7 (ii/IV)  F7 (V7/IV) Bba (IVA)

ﬂ | £ 4y 'y : [l ]
et v b gt 2 :gL Q ?
AAY = 3 | - = 8

BP7 (IV7)
or

AENE

KL

0

<
GG
B:

T
Q]

Qi

Suggested Exercises and Assignments:

Good exercises to work on in this chapter involve laborious ear
training in class, working first on playing simply the roots of the
above progressions, then adding thirds and sevenths. This should
be done in a variety of keys, with emphasis placed on the stu-
dents’ ability to discriminate between diatonic and chromartic
mortion, whether in the bass or between harmonic voices. If the
instructor or person doing ear training is a good pianist, the
simpler roots, thirds, and sevenths voicings can be extended to
create more pianistic multi-voiced chords, to see if the students
can still recognize the progressions when they are expressed in
more complex voicings. Students should be required to be able to
play these basic tonal progressions at the piano, and to be able to
transpose them to various keys. A companion exercise which is
extremely valuable is for students to bring in examples of chord
progressions like the ones being worked on for ear training in this
chaprer. Finally, 1t would be useful to consult Mark Levine’s The
Jazz Piano Book, Sher Music Publishing, and other similar sources
(see Bibliography) for further examples of pianistic realizations of
these chord progressions. Ear training is the most important

element of the student’s training!
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odulation is defined as a change in tonality. It is generally

assumed that when one discusses modulation one 1s dis-
cussing a change of key between two areas of a composition in
which funcrional tonal harmony exists. Modulations most fre-
quently occur in ways which coincide with major landmarks in
the form of a composition (for example art the bridge of an AABA
or at the B section of an ABAC song form). However, this need
not be the case. Modulations within phrases, while relatively rare,
may still occur (Guant Steps by John Coltrane is a good example of
such a progression). It is also possible for modulations to be per-
ceived differently by different listeners or players. For example,
some players perceive each additional cadence or turnaround ina
given chord progression as establishing a new tonality. In the fol-
lowing example, perhaps one might say that each of the ii-V pro-
gressions involved establishes a new ronality.

E=7 A7

CHAPTER I

«
3
)

MobD

C

LATION

ExamPLE 9.1

bg/”““\ i T,

v £ rd .

[

of 1 1 I
7 L 3 7 F 7z 7 1 i Fd V.
[ fan. ‘i I

J L | L

Emin: iio Vi DMaj: ii-7 VZ?  CMaj ii-7 V7 A

Still others might perceive the above progression as simply being
a series of cadences which are related in the Cycle of Fifths, all
related to the same tonality through a series of secondary key

dreas:

EXAMPLE 9.2

. AT ST
Fio ($ive) B?Lg(v7;iii]E—7(iii-7)A?(V’?/ii) D-7 (i-7) G7(V7)  CA(IA)

. 7 z v 1 z . 7

i

]
1
I 4 v V. 7 A 4 .4 I A— .H

eéd;
"y
N
N
N
N
N
N
N
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EXAMPLE 9.3A & 9.3B

ne

Given the fact that jazz harmony 1s so chromatic, and employs so
much Modal Interchange or other sorts of non-diatonic chord
progressions, it is not surprising that people would hear and ana-
lyze similar chord progressions differently. For example, to return
to our example of the Bob Haggart song What's New? used earlier
in Chapter 7 during the discussion of Modal Interchange, it is
possible for some musicians to perceive a modulation to the key
of Ab in the first four measures, while others might simply relate
to this cadence as the tonicization of a Modal Interchange chord:

What's New? PROGRESSION
analyzed as ii-V modulations
Y =
. c Bb-7  Eb7 Aba De G779  c-
¥ i A I i T T = 4]
_CJ 4 1 - - i f E I |;
. S
C: 1A Ab: ii-7 V7 1A C: i V- S
What’s New? PROGRESSION
analyzed as Modal Interchange tonicizations
e I,/"_“\
cA Bb-7  Eb7 APA Do GrY £

EESSsre e s s e s e e

4
b e i
e

14

c:

IA

ii-7/°VI

| PR SR LR

V?}DVI

PVIA

i T Tl
T
| CHTENITPESC SRR ||
iio vt -

Practically speaking, such discrepancies make little difference in
performance or composition. What 1s important is that the
player/improviser be aware of the existence of these various har-
monic options, and that if harmonic analysis is an issue, that it be
done clearly. Be sure that perceived changes in tonality are clearly
labelled as in rhe above examples, and that the Roman numeral
analysis of each chord in the progression indicates both its chord
quality and precise locarion within the ronaliry.



As mentioned above, modulations frequently and most obviously
occur when they coincide with the new section of the form. For
example, many of Duke Ellington’s AABA song forms feature a
modulation at the bridge. Often, this new key is one which might
also have been rationalized as a key-of-the-moment within the
temporary key or Modal Interchange frameworks outlined in ear-
lier chaprers (e.g., bVI, bII, IV). What leads us to perceive them as
modulations is precisely their strategic location in the form.

ExAmPLE 9.4

Chord Progression to In a Sentimental Mood — Duke Ellington

A D- p-4 D-7 D-6 G- G-4 G-7 E7 A7
Z S 1 f ' —=—]
» i i i | - i r 4 .4 i i . | — A . iz i |
(o ML N IO 4 Z .4 Z T 7 7 7 4 .4 7 7 4 7 7 4 ]
AL 3N —is L 1 1
) ——
F:vie (vi-B vi-7 vi-6) ii- (i-8) i-7 V7/iii V7 /i
1. oo |
s D- D7 G-7 Gh7 |FA  Ee A7 |FA Eb-7 A7
i S S — S S S S S A S S A S 0 W 4 Y y 4 |
W 7 i i i iy o i i S S S S s ——" y y4 Z—1
) EREY by —a
vie V7/ii i-7  SvV7/l 1A D:ii-7 V77 1A Db: ii-7 V7
| S i T I | N L
A |, Dba Bb-7 E-7 Al Dba BP+7 EP+7  AP7
= T [ =]
o — —
1A vi-7 i-7 V7 1A V+7 fii V4TIV VT
extended secondary Dominant chain
A |, DbA BP-7 E-7 AW Go c7
L S P | | | 11
i | N A rd 4 i 1 i 4 7 ‘ g # Vi ,{ _',+ # __H.__l.{
_@LL&__ & . . i L . F {
! 1 1 1 K |
!’l
1A vi-7 i-7 V7 F: iio V7
S S S | L |
a D- D-4 D-7 D-6 G- G- G-7 E7 A7
¥ S T T T 1
% e — A— — i —F— Il p — F—FF—F _|
D W A
vi- (vi-A vi-7 vi-6) ii- (ii-8) i-7 v7/ii V7
a  D- D7 G-7 79 FA
¥ . I T T il |
e T d— d— di— s— o ——— 7 7 :1 7 7~ ll'ﬁ&!:!
e T bg X
vi= V7/ii i-7 V7 F:lA
b = o
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In the chord progression to In a Sentimental Mood, shown in the
above example, we go from a key center of the relative minor (D-)
in the beginning of the A section to its relative major (F) at the
end of the A section. When we go to the bridge, there is a modula-
tion to the key of bVI (Db). We perceive this as a modulation not
only because it occurs at the bridge, bur because the new key 1s
followed by a rurnaround in its own ronality. This is another mit-
igating factor in our perceprion of modulation: the establishment
of a turnaround or other cadential chord progression in the new
tonality.

Types of Modulation

Modulations come in three basic types: direct, pivot (common
chord), or transitional. In a direct modulation, there is no per-
ceived shared harmony between the two adjacent keys. The exam-
ples mentioned in the text of this chaprer to this point, In a Senti-
mental Mood (where the modulation is direct to the key of Db
from the key of F at the bridge) and Giant Steps (where the modu-
lation 1s direct into a new key with each new dominant chord, see
also Chaprer 13), are both examples of direct modulations. In a
pivot chord modulation, one perceives a given chord or cadence
to have funcrion both in the old key and in the new key. It is pos-
sible, thus, to hear the first eight bars of Jerome Kern's All the
Things You Are as containing a pivot modulation in m.5 of borch
the A and the A’ sections of the form. Note the existence of two
tiers of Roman numerals for the portion of the progression which
could be heard in both keys (in this case, this is only one chord).
The return to a single level of Roman numerals indicates analysis
in only the new key. Pivot modulations may also involve cadences
or turnarounds. To “prove” a pivot modulation, simply resolve
the chord or chords vou hear in both keys as you would normally
to each tonic, according to the tonal functions which you have
assigned them. In rhe following example, if you agree that the
DbA chord is bIIA in C major, simply play the progression and
then follow the DbA with CA and decide if it sounds plausible. If
you hear the chord as potentally still being a IV chord in Ab
major, then follow it with a tonic chord or other progression
which would normally involve a IV chord from that poinr to
return to the tonic to see if that sounds plausible (keyboard skills
as outlined in Chapter 8 are indispensable here!).



ExamPLE 9.5
All the Things You Are — Jerome Kern

(ms.1-16)
F-7 Bb-7 Eb7 APA
G Ll” E—" /] v i A’ I[ 7 i i P4 ] . |
W'T 7 sl S a5 e m— 1 : o JI
e = g,
AP: vi-7 ii~7 V7, 1A
DPA G7 ca
n |1
s 'l; i i iz I i v V. i I LV 4 :
- = F i 7 I F F i i : 0 I
o .
VA V7 1A
C:PHA ---—"77
c-7 F-7 Bb7 EPA
< ] |
M T b I 1 ] ]
| T 7 i F rd 8 .4 .4 Vo i i v i | i 7z 7z 1]
% L .4 . . . I 4 I . . rd 4 V. i I rd i . A ]
e //_\
LY
EP: vi-7 ii~7 V7 1A
AbA D7 GA
o) !
W T B ] | 1]
e M i st i e — d—— — — d—— 7 |
&b ;(/_\I ) i
VA VT 1A
G:PlA---—T
The last sort of modulation, transitional, is extremely rare as an
original portion of a standard composition. Transitional modula-
tions depend on extended cadences or parallelism to organize a
section of a piece so that tonal relationships are still perceived,
though a primary tonality is not. More than likely a transitional
modulation, rather than being a compositional device, is an
arranger’s device used to create tension. Transitional modulation
often involves extended chromaric ii-V’s or dominant chords, or
substitute dominants, used sequentially in such a way as to estab-
lish a logical chord progression based on various sorts of domi-
nant resolutions which create a sense of harmonic stability with-
out real ronality.
EXAMPLE 9.6
G-7 c7 Fi-7 B7 F-7 BY E-7 A7 DA
f
I 1 T I — 1]
AT T I T FIFFFFFFF FFFFFFFF
F:ii-7 V7 E:ii-7 V7 EPii-7 V7 D:ijie7 V7 1A
L | J L ] J

]
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As you can see from the above example, although it began in the
key of FA, this series of sequential ii-V cadences moving down
chromatically eventually landed in the key of DA, During the
duration of the extended chromatic 11-V’s, there was functional
harmony due to the resolution of the chromatic cadences involv-
ed. However, there was no primary tonality. An example of a
chord progression featuring a transitional modulation or modu-
lations which are original to the composition is Benny Golson’s
Along Came Betty. Note how the emphasis on harmonic sequence
disguises the absence of stable ronaliry:*

EXAMPLE 9.7
Along Came Betty — Benny Golson
(ms.1-13)
. i Bb-7 B-7 E7 Bp-7 B-7 E7
l ” - T
e T F FFF FF T FFFFFFF 7
5 | — o
AP ii-7 A:ii-7 Vi Abii-7 A:ii-7 V7
it . - - |  ——
AP SV7/V?
AA Ab7 GA Gb7
e el | I e =
b T FFFFFFF T F 7T T
) ' ™ o
EHA e A |77
A: 1A G: SV7- Gb: bi1a
Gb-7 G-7 £ Gb-7 G-7 c7
al l'lb . 1 s T = ]
o F—FFFFFF T F 7 FFFFF
E:ii-7 Fiii-7 V7 E:ii7 F: ii-7 V7
FA
4 b 5 —
s e
ALY
LA
F: 1A

*When you listen to this tune, notice how its sequential melody
unifies the piece in spite of the tonal ambiguiry of these har-

monies.
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Constant Structure Modal Progressions

Although these progressions are not tonal and therefore, in a way,
the notion of “modulation” is moot, they nonetheless are
modulatory in the sense that the key center or modal rone center
changes pitch. In modal music there is a strong sense of key cen-
ter, which is established through repetition of simple cadences or
ostinato rather than through the use of complex harmonic rela-
tionships. Miles Davis’ So What is a clear example of this - the B of
its AABA form going from D Dorian to Eb Dorian. This process,
the use of repetitive parallel modal progressions, might be
thought of as a sort of modal modulation. The term “constant
structure” is sometimes used to refer to this process. Good exam-
ples of this sort of progression can be found in John Stubble-
field’s Free Spirits, as recorded by Mary Lou Williams, or Maiden
Voyage, from the album of the same name by Herbie Hancock. An

example follows:

ExampLE 9.8

F7sus4 Ab7susd

/

HH
1

c‘%
1
N0
+H1

I
§L

l

uininl
LLY B

N
QRG]

etc.

I

Suggested Exercises and Assignments:

Each student should bring in an AABA or ABAC song form illus-
trating a direct or pivot chord modulation. See if you can find
examples in big band arrangements or other extended composi-
tions you may be working on, where tonality is suspended via the
use of extended cadences as discussed above, which would illus-
trate a transirional modulation.

Try also to find examples of modal compositions involving chan-
ges in key center, and/or mixed modal/tonal compositions which
illustrate the kinds of modal “modulations” discussed above
(examples ro study might be Bolivia by Cedar Walton from the
EasTERN REBELLION album and Yeah from Horace Silver’s
HoRrACE-ScorE album).
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PENTATONICS AND OTHER SYMMETRIC SCALES

pentatonic scale by definition means a scale with five notes
(penta, from the Greek, for five). Technically, a pentatonic
scale is any scale with five notes. However, the most widely used

form of pentatonic scale is the one with the following intervallic

form.

C minor pentatonic

also known as

M2

EXAMPLE 10.1

Eb pentatonic

m3
3 M2

m .
—g”‘"_'—rrﬁ_mz e | | I Mz—@'__—?:—rf’ﬁ':ht—n
ﬁ‘ : ho O e | L T -7 O 8(1}-”
!'—'\,J o7 b7 — 8(1)—H o ;J 5 86
2
1
This is called the C the minor pentatonic scale, or sometimes,
referring to its “relative major” form (meaning the same notes
with Eb as the root), Eb pentatonic. We will refer to it as C minor
pentatonic for the purposes of our discussion. Note that it is sym-
metric, with two minor third intervals surrounding two major
second intervals. Note also that it has a parallel relationship to a
-7 chord on the same root (removing the fourth or middle note
of the scale yields a -7 on the same root):
ExampLE 10.2
C minor pentatonic - F§ = C-7
)
/ b o) |
:én T S P i
L h{\’ ¥ ] — 11
Jd o 7
and to a minor Blues scale on the same root:
ExaMPLE 10.3

C minor pentatonic + F# = C “Blues” scale

_h

o [ |
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{r T s e
LAY by )
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EXAMPLE 10.4

AVAILABLE QUARTAL VOICINGS
DIATONIC to C MINOR PENTATONIC

(Adding a raised fourth to the scale in addition to the regular
fourth and fifth creates this Blues tonality.) Understanding these
relationships will give you the option to play either the penta-
tonic, or the parallel minor seventh chord arpeggio or Blues scale
in the same harmonic situation. Pentaronic scales are rarely used
in and of themselves to create a tonality, bur are one of the indis-
pensable adjuncts in contemporary jazz playing in either ronal or
modal settings. Furthermore, the pentatonic scale is among the
most widely used scales in the world, if not the widely used. It is
found in diverse musical cultures on every continent, a fact which
was lost on neither Bela Bartok nor John Coltrane, both of whom
deliberately used such folk-based materials in an effort ro create
music which was more universally accessible. John Coltrane’s
pianist in his classic 1960s quartet, McCoy Tyner, codified the use
of the pentatonic scale pianistically to the point where his appli-
cations of it have become an indispensable part of every modern
jazz pianist’s vocabulary. It is strongly suggested at this point that
the student, especially if a pianist, consult Mark Levine’s The Jazz
Piano Book (Sher Music Publishing, see Bibliography) regarding
McCoy Tyner's use of pentatonics and associated chordal
volicings.

There are two ways in which the minor pentatonic scale is impor-
tant in improvisation. First, since the minor pentatonic scale is
intervallically symmetric, the voicings which can be derived diaro-
nically from it are also symmetric, not voiced in thirds as are stan-
dard diatonic harmonies, burt rather in fourths:

3 notes: 4 notes: 5 notes:
A | | |
o 1 IT | Irinl TEE O IIEErLS ] |
7 e o P e b e Thes b 118 Py
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D P & . B o ) O O I o — 4y — ¢y — i
. © > < © © o
O O o

It stands to reason that any melody built primarily from this scale
could be related ro an associated harmonic system constructed
with these voicings. A further expansion of this concept which is
quite interesting involves superimposing the pentatonic scale and
the harmonies it generates over the various notes of the chroma-
tic scale. This is of course, one way of arriving at generalizations
concerning where pentatonic scales work (because there are so
few notes in each scale we are only dealing with those situations
in which at least four of the pitches are consonant):



EXAMPLE 10.5

AVAILABLE CONSONANT HARMONIC RELATION. SHIPS
of C MINOR PENTATONIC VOICINGS

(¢ 1 denotes a chord tone dissonant over the basic seventh chord)
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n ! E}l] I |D(‘ L1 1|',(_) ] |
e o o =
'@_‘_(1_ (8] (8]
0y © © o
O [e] O
f__‘)'_i [8) —
C—Dpoy O

Note that, with the exception of the major third and major
seventh of the tonality, the minor pentatonic creares a consonant
harmonic relationship of some sort with every root in the chro-
matic scale! Note also thar there are situations where the scale
works over a given chord as an improvisational device without
containing all the chord tones (as in the F-7 and A7alt. in the
above example), as opposed to those in which the chord is com-
plete within the voicing (like the C-7).
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Another useful application is to examine each of the scales and
modes traditionally used for improvisation to determine where
indigenous minor pentatonics are located.

ExAmMPLE 10.6

TRADITIONAL MODES for IMPROVISATION
& their DIATONICALLY AVAILABLE MINOR PENTATONICS
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(NOTE: there are no minor pentatonics diatonic to wholetone or
diminished scales.)
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Obviously a terrifically worthwhile exercise is to rake a particular
chord progression, work out the scales and modes which would
work for the various chords, and then systematically practice the
'.'3 various available pentatonics. Taking the commonly occurring
ii-7-V7-1A chord progression in the key of C (i.e., D-7-G7-CA)
for example, we find that che E minor pentatonic scale is diaronic

to each of the appropriate modes in the progression:

ExAMPLE 10.7
D-7 (ii-7) G7 (V7) CA (1A)
A e— pentatonic e— pentatonic e- pentatonic
o T .= rey T
e -
D Dorian G Mixolydian C Ionian
Obviously, altering the G7 (or substituting Db7 for it, depending
on how you want to look at it) limits the pentatonic options on
the dominant:
ExAMPLE 10.8
G altered = Db Lydian b7
n L] =
1 | : =17 A . — - & -
ﬁ\ o e — § e e _'jl
Q-_‘jl ]
bb- (Piii- in G)
This same standard ii- V-1 progression could be interpreted much
differently by extending this process to each of the three modes in
che following way:
EXAMPLE 10.9
D-7 (ii-7) G7alt orDp7#11 cab11 14k
D Dorian G altered C Lydian

[ 0 | P z
i/ o T *— #
) .
a- pentatonic -------- Cereeeeessec--ee b pentatonic
bb- pentatonic
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EXAMPLE 10.10

D-7
using A-7 arpeggio

G7alt

By starting on the minor pentatonic based on the fifth of the
minor seventh chord in a ii-V-I progression, then, and ascending
chromartically with this resource throughourt the progression, we
create the effect of a subV7/I or a V7alt. and then a A#11 tonic
chord, a much different and less stable sound then simply playing
the e~ pentatonic scale over all three chords in the progression as
we did earlier. It is obviously useful to know systematically where
all the available minor pentatonic scales are located within each
of the traditional scales or modes, and how to “voice-lead” them
through a progression.

Remember, too, that the root of any minor pentatonic is also the
root of a minor seventh chord or Blues scale which is available in
any of the same situations:

CQ#H

using Bb-7 arpeggio & Bb Blues using B-7 arpeggio

> p—

i ' Ijl 1 = lll l!. r T 1 T = 1
o s g e ' i — —w—n |

MAEY N 1 1] e I I I I b P 1

Py} =t 1 — == T
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This technique of superimposing minor seventh arpeggios over
the primary chord is one which can be found in many of saxo-
phonist Dexter Gordon’s solos.



Symmetric Scales

Two other symmetric scales which are widely used in improvisa-
tion and composition by jazz musicians are the diminished
(a.k.a., symmetric diminished, octatonic) and whole-tone scales.
Both are used primarily for dominant seventh chords, although
the diminished scale may also be used for °7 chords as well.
Referring to Chapter 6 and to Example 10.6 earlier in this chap-
ter, we know that an altered dominant chord has an altered ninth
(either b or #4), in addition to an altered fifth (also either b or §,
though the b5 may also be referred to as a 11, and the #5 may also
be referred to as a b13). The Lydian b7 scale, by contrast, has a §9
and §13, in combination with a #11.

C altered scale

EXAMPLE 1C.1IA & 10.11B

f
o | 1]
1 By (8] |
= L
. © PO ";; '1:;,3 b5 M3 b7 8(1)
1 bg Ll
C Lydian b7 scale
g . —
v, © ye) © . ".c i3 (.[)_L
e © o 5 “h.l 5 13 »7
1 &9
The ocratonic and whole-tone scales, as related to dominant
chords, can be thought of as combinarions of the two available
upper and lower tetrachords of the altered and Lydian b7 scales
which accommodate those dominant seventh chords in which
the ninth is altered and the fifth is not, or vice-versa:
EXAMPLE 10.12A
C 1/2-1 diminished scale
1/2 1
n 1/2 1 1/2 ) ——"
17 4 1/2 1 —— | i I |
— T - i o= [8] e o __t
E—bn—bo—q-e—uﬂ———i“ 8(1
ol b9 #o (h)3 HE 5 &n3 & e
1
like C altered | like Clydianb7 |
EXAMPLE 10.12B
C whole-tone scale
1
n . i 1 1 __1__1_| s e
@{ E— — re
S A— o o o s b7——8() —
¢ © - ®a 11 £5/013
1

like CLydianby | |like Caleered
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These scales generate very interesting and characteristic sounds,
whether used in voicings...

EXAMPLE 10.13A ExampLE 10.13B
b
7913 -
[} n
¥ Il ¥ | 1
o POP ' e T O
hﬂ 3 i
o P ——
y.d [0 ] A EES—— | |
...or in improvisation.
EXAMPLE 10.14A

IMPROVISATION PATTERN for C7
from C1/2, 1 DIMINISHED SCALE

M2 M3 M M2 M3
! i

EXAMPLE 10.14B

IMPROVISATION PATTERN for C7
from C WHOLE-TONE SCALE

M2
R : M3 2 M2 M3 M2 M2 M3 M2
=1 S s e T i "
oo b b 5 efc.
NSV it P i P

The two improvisation patterns used in Examples 10.14A and
10.14b illustrate the prominent influence of Thelonious Monk
and John Coltrane’s recorded solos in popularizing the use of
these materials. Listen to their performance of Monk’s Trinkle
Tinkle on the MONK/TRANE album to hear examples of the use of
these and other similar parterns.

The use of these two scales, though commonly associated with
modern players like Trane and Monk, can actually be traced to
much earlier musicians. Virtually all stride pianists used the
whole-tone scale in their compositions and improvisations
(James P. Johnson’s composition April in Harlem is a wonderful
example among many), and Ellington was using voicings like
those found in Example 10.13A. above in at least the early 1930s,
if not earlier (b9, §13 dominant seventh chord voicings can be
found in Lightnin’, 1932, and Clarmet Lament, 1936).
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It is also important to acknowledge that the use of these resourc-
es is not limited to jazz musicians. Other 20th Century composers
such as lgor Stravinsky, Olivier Messaien, Claude Debussy, and,
of course, Bela Bartdk (after whom the scale which we know as
Lydian b7 is known in France!) have made extensive use of these
scales to generate both melodic marerial and chord voicings.

As an improvisational device, the use of these rwo symmetric
scales is not required that often. While the whole-tone scale is
generally regarded as de rigeur for +7 chords, and the half-step,
whole-step version of the octatonic scale shown in Example
10.12A above is required for the dominant 7¥9813 chord, these
resources are used much more often by soloists because they want
to use these sounds than because they are required to by a specific
harmonic situation. Some typical diminished and whole-tone
scale clichés follow:

EXAMPLE 10.15A & 10.158

DIMINISHED SCALE CLICHES

(for C7, Eb7, F#7, A7, or for C#°7, E07, Go7, Bbo7)

m3 ma
, m2 3 mom2 | m3 m2
— . - _%J =3 :
. S === .—E#r_L_BT_F "
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m3 M2 m3 m3 M2 m3 m3 M2 m3
.9 |
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1 P pe

EXAMPLE 10.15C

WHOLE-TONE SCALE CLICHE
(for C+7, D+7, E+7, F#+7, Ab+7, Bb+7)

M3 M2 M2
. = ! - - : i ete.
= 3 —
) &
D LS LA

Note the extensive list of chords for which each resource can be
used. Because these scales are symmetric (the octatonic scale is
the same intervallic formula of alternating half- and whole-steps
starting from every other note; while the whole-tone scale
obviously has the same sequence of whole-steps starting from
every note), they are each useful in many situations. Further, their
symmetric nature means thar there are only fwo whole-tone scales
and only three diminished scales.

We will come back to this point in just a moment.
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T

EXAMPLE 10.16A & 10.16B

Use of the Diminished Octatonic Scale

on the Diminished Chord

As the use of the term “diminished scale” suggests, it can be used
on ©7 chords as well. The same scale which is illustrated in Exam-
ples 10.15A and 10.15B above also works on the following dimi-
nished seventh chords: C#°7, E°7, G°7, and Bb°7. When this same
set of notes is starred from any of these notes within the scale the
intervallic formula becomes 1-12 (ascending), instead of the 12-1
formula seen earlier. Therefore the notes are the same; only the
starting point changes:

for C7, Eb7, F#7, A7, the C 12-1 diminished scale:
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To remember which version of the scale works for which type of
chord, think of the b9 on the dominant chord (this is the same as
the ascending half-step with which it starts), and for the 7, think
of the fact that any note a whole-step above a chord tone is conso-
nant with a 7 chord.
ExampLE 10.17
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Of course this means that the available color rones which can
extend the ©7 chord in turn create another ©7 chord one whole-
step higher. The scale can be expressed as the following bitonal

chord:
ExamPLE 10.18
f
L e
; 5
" D7
|
| a7
) e n
e LS ]
In chis way the diminished scale, when used on the ©7 chord, is
similar to the Dorian, Lydian, Lydian b7, and Locrian k9 scales,
meaning that we can think of all of these scales as vertical entities
as well, in which their extensions create chords of the same quali-
ty as their primary chord, built on the ninth, or second scale
degree:
EXAMPLE 10.19A - 10.19E
C Dorian C Lydian C Lydian b7
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There are many other interesting chord voicings which creare
characreristic sounds by exploiting the notion of extending pri-
mary chords with other chords diatonic to these and other
modes. The concept outlined in Examples 10.19A-10.19E is
mainly a useful mnemonic device. Some other characteristic and
interesting extended chord voicings from the various modes and
scales discussed to this point which operate in this manner fol-

low:
EXAMPLE 10.20A — 10.20D
C altered C Lydian b7
Ab (bV1) GP (Pv) Bb+ (PVI1+)
e Sl o/ 3 Sl
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ExAaMPLE 10.21

Ab (1)
5
(- + -
EomnE SR
93
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cy
b7 ]
. e e
Z i

This process can be applied ro create polychordal or polytonal
extensions of triadic and seventh chords within any given mode.
This technique has been used by big band arrangers and compos-
ers since Ellington, and is certainly an important one in the writ-
ing of Thad Jones. Note that each of the extended chords could be
inverted to create different sounds and intervallic spacing and to
accommodate different melodic situations (for example, in Exam-
ple 10.20A, the tonic, C, could also be harmonized with the Ab
triad superimposed on the C7 chord, simply in a different in-
version).



Note in the above example how the Ab triad is not in root posi-
tion; ie., it is inverted. Often extended triads occur in inverted
form so as to yield quartal intervals, since fourths add greater har-

monic richness and variety.

Suggested Exercises and Assignments:

*Write a pentatonic melody, and then harmonize their melodies
by exploiting the concept illustrated in Example 10.5.

*Analyze examples of pentatonic scales as used in composition

and improvisarion.

*Analyze examples of the diminished and whole-tone scales as

used in composition and improvisation (see Discography).

*Write a simple I, IV, V, three-chord Blues and use the diminished
scale appropriate to each of the three primary chords to create
the melody (this will coincidentally require the use of each of the
three different diminished scales). This assignment is most suc-
cessful if the motf used on the tonic chord has a simple, riff-
type quality, and 1s then transposed fairly literally to the IV
chord. It can then transposed to the V chord and slightly mani-
pulated to create the sense of a consequent phrase if an aab
Blues phrase strucrure 1s desired.

c79

c7#9

A9

ExampLE 10.22

Diminished Blues — Andy Jaffe
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*Using Example 10.16 as a model, write out the remaining two
diminished scales in both half-, whole- and whole-, half-step
forms with the accompanying list of dominant and diminished
seventh chords they work on (NoTE: as with any diminished
scale resource, this can be easily accomplished by taking the
given example and transposing it chromatically twice in the
same direction, either up or down).
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ow that we have exhaustively studied the various harmonic
Nresources which can be brought to bear to enhance the dia-
tonic system, it will be useful to return to the twelve-bar Blues
progression in order to examine the ways in which these various
categories of non-diatonic harmony are most commonly applied
to the twelve-bar Blues. As one mighrt expecr, these various ronal
devices are most frequently used to fill space between and/or to
prepare the movement to the three most important harmonic
destinations in the Blues progression; the tonic chord in m.1, the
IV chord in m.5, and the cadence in m.9. The specific devices used
may vary according to the type of cadence used in ms.9-10. It
should also be noted that none of these devices need be thought
of as being used to the exclusion of any of the others. Indeed, it is
common, especially in an improvised context, for rhythm sec-
tions and/or soloists to use these materials conversationally, vary-
ing the progression each chorus.

To review, the basic harmonic structure of the twelve-bar Blues is:

CHAPTER
~Eleven

BLUES VARIATIONS

EXAMPLE 111
BASIC TWELVE-BAR BLUES
(key = F)
F7(17) Bb7 (IV7) F7(17)
& 1 ill_ ! 1
vy ‘l-ll' 1 | i
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BY7 (IV7) Bb7 (1v7) F7(17) F7(17)
n T
/ ! b rd 7 ¥ 1 z b oz . JI
W_)’L‘ﬁ 7 7 5 7 > 7 7 r |
o
C7 (V7) Bb7 (IV7) F7(17) F7(17)
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ExamPLE 1.2

MODIFIED rwelve-bar BLUES
(key = F, ms.1-8)

F7(17)

Added IV and #IV Diminished 7th Chords

As mentioned earlier in Chapters 3 and 8 (see Examples 3.10 and
8.8), the IV chord may be followed by the #ivo7, whether in the
second half of m.2, or in m.6:

Bb7 (IV7) BO7 (§07)7  F7(17) F7(17)

f
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Bb7 (1Iv7) - B97 (§ivo7) - F7(17) F7(17)
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#' b s 7 7 V. 7 IR & 7 7 7 . 4 ] 7z i Vi 7 | ete
7 P 4 v r I . 7 v i . 7 Wi i v |
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We have noted thar this chord 1s created by replacing the roort, IV,
with the blue note #4, and that this is the only difference between
the two chords.
(Notice thart in each case the resolution from the #iv°7 is to the
tonic chord. Even though there is no direct resolution from the $4
to the tonic in the bass line, the presence of the fifth within the
tonic chord is so strong that our ear is satisfied with the reso-
lution. It should be noted, though, that with the exception of this
specific case as used in the Blues form, ©7 chords are generally fol-
lowed by a harmony which produces chromatic...
EXAMPLE 1.3
Fﬁ"? G-
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...OT static root motion.)
ExamPLE 11.4
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Another type of IV chord which is frequently used in Blues pro-
gressions 1s the IV minor chord. The iv- chord usually follows the
iv7, and can be thought of as an alternative to the #1v°7 chord in

m.6.
ExAMPLE 115
F7 b7 _gb-7 . F7 F7
f
S | K ] I
. - -
Bb7 _Bb-7 - F7 F7
{} T | T 1
a-\) |IL- -
Although these progressions are generally associated with the
Blues innovations of Charlie Parker (which we will discuss later in
this chapter), it 1s hard to say exactly where they originated.
Examples can certainly be found in the music of arrangers and
pianists much before Bird’s time (the West End Blues example from
Chapter 3, for example). As with any basic progression, voice lead-
ing the thirds and sevenths of the harmonies involved will express
them most clearly.
EXAMPLE 11.6
F7 Bb7 F7 F7
fa} | |
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Interpolated Dominant
and Substitute Dominant Chords

As one might expect, the categories of dominant and substirure
dominant seventh chords are frequently employed to enhance the
resolution to the I chord, the IV chord or the cadence in m.9. This
can be accomplished with simple cadences, or with exrended,
“back-cycling,” types of cadences. (The term “back-cycling,” used
by jazz guitarist and educator Joe Pass, refers to the process of
using a cycle of dominant or substitute dominant resolutions to
arrive at a predetermined harmonic goal.) To review from Chap-
ter 3, where we initially discussed the Blues, in Louis Armstrong’s
interpretation of Joseph Oliver’s West End Blues, which is in many
ways typical of Blues practice during the 1920s, the tonic triad
occupies the first three bars of the progression, followed by a
dominant seventh in bar four. The addition of the seventh to this
basic triad creates tension and enhances the expectation for reso-
lution to the IV chord in m.5:

ExaMPLE 1.7

West End Blues — Joseph Oliver/Clarence Williams

Eb Eb Eb b7 |
s v s s ' = s s — e — N
mw::"s e e e e e i e e S A A
= = 1 I Y . T T - 1 {
. - - — * o po -
== 3
Ab7 Ab7 Eb EP BP7
5—b e : s T e e
\‘.-ubk g - — ) T yi o 3 . < == P
Py 4 ¢ —_ 7 =¥ s R -~ v,
BY7 Eb7 Ab7 Eb (8b7)
ﬂ Ilﬂ T — g——j . i - ¥ ] £ e 1
%\—P—b-. ,F).  — = —! s = . = = |
.'_. r ,‘F' ' P L ] 1 T | .'.;_?__ 5 "
: 3

© by Clarence Williams Music Puplishing Co. Inc.
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Secondary and substitute dominants often occupy the fourth bar
in more modern chord progressions within the Blues form, yet
accomplish the same goal as the 17 did in Armstrong’s music of
the 1920s. For example, it is very common to find a subV7/IV ora
[7alt. in m.4 of the Blues form (remember, in terms of tritone sub-
stitcution these two chords are really the same, and their voice-
leading to the IV7 chord will be identical and chromaric regard-
less of which root supports it):
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EXAMPLE 11.8A

EP7 (17) Ab7 (1V7) Eb7 (17) A7 (SV7/IV)
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EXAMPLE 11.88
EP7 (17) Ab7 (IV7) EP7 (17) gb7#9
—b—rte o LQ Jbo
B | oy VT O EPER e L0
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_/_ P L'i = (6]
Ab7 (IV7)

etc.

As mentioned in Chaprer 3, a very interesting solo to study in the
development of this concept is McCoy Tyner’s solo on John
Coltrane’s Bessie’s Blues. In it, a Blues in Eb major, McCoy Tyner
begins his first chorus by inserting an A7 chord, or subV7/IV, in
m.4 descending chromarically to the Ab7 or IV7 chord in m.S. In
subsequent choruses McCoy Tyner interpolates the related
ii-7/A7 (second chorus excerpr), then back-cycles from there into
the third measure to add a cadence to the interpolated E-7 chord,
creating an entire turnaround with the original A7 as its domi-
nant (fourth chorus excerpt):
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ExamPLE 1.9

Bessie’s Blues - John Coltrane (McCoy Tyner’s solo)

first chorus; ms.1-4

Eb7 (17) AP7 (IV7) Eb7 (17) _A?!‘ AP7 (1IV7)
1 ]
fa) » L *he :
2 2 e y d— > ¥ _J"p"__'_’_)_r—#?—bt'— efc.
=2 : ~— 1 e s
o — - — =
second chorus; ms.1-4
EP7 (17) AP7 (1V7) EP7 (17) E-7 ‘m 1 Ab7 (1v7)
i |
ol b
@__9_.5 4 Jl atc.
(3
fourth chorus; ms.1-4 (approximate rhythms)
| 1 |__
Eb7 (17) A7 (1v7) -7 B7 E-7 A7 1| AP7 (IV7)
~ Pl
~- e y te 2 o i
e e e L T =
% Ph—% = = " A T
el —~ —
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Extended dominant or substitute dominant seventh chords may
also be added to ms.7-8 to prepare the cadence in m.9. Remember
that descending chromatically and moving through the Cycle of
Fifths with dominant seventh chords may produce identical
voice-leading :

EXAMPLE 11.10A

EXTENDED SECONDARY DOMINANT SEVENTH CHAIN in ms. 7-8
(voice-led thirds & sevenths)

F7(17) Bb7 (IV7) F7(17) F7(17)
(s | | |
i W | %) - ] 70 L% )
b b‘ (%] J[_')I.l ID (8] (8]
¥ 1
e
9
A o
(8] O (8]
Bb7 (1V7) Bb7 (1V7) F7 Bb7 Eb7 Ab7
[ | | |
Lo — & P =
LA N ] 7O Ju 7 #] [
%}}g ! : 5 be
. I T .
e = ===—-——r=——
« 2=,
G-7 (ii-7)
[a)
¥ -
ro—————
LAY O
(cadence...) etc.
=i
=

]
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EXAMPLE 11.10B

EXTENDED DOMINANT SEVENTH CHAIN in ms.7-8,

with SUBSTITUTE ROOTS
(voice-led thirds & sevenths)

F7(17) B57 (1v7) F7(17) F7(17)
f——bo 5 PO by B
IL" [® ] J-U:; EI [§] (8]
iV = = 1
Lx
) a
O (8] O
Bb7 (IV7) Bb7 (1V7) F7 E7 A7 D7
0 |
_,—_____,_.L'__G ¥ = 'y T
% A6 L8 h L # T
V] 1 ] = b8
. | L T
|
E . .
. P, T T T
- - B e e 5
{ O teo—+P5) 7z - ]
P e ' '
| |
G-7 (ii-7)

[a}

o | |

b o ————

LAY (8] |

(3 |

(cadence...) | erc
e
Z—5

9
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And any tonal turnaround may replace the traditional Blues
endings in ms.11-12:

EXAMPLE 1111

SUBSTITUTE TURNAROUND in ms.11-12

F7 Bb7 F7 F7
Ja)
o I E L. 1 1 | ]
bl = I: i >4 i i 1 7 . i . 1 ;4 7 rad . E . .4 i rd |
e
Bb7 gb7 D7
|
gb7 Bb7 F7 or E7 or A7 or Ab7
cl | I 1 {
1= . .4 i 7 ] i 4 rd F 4 | N i i 7 ] i 7 5 rd |
%\ L i 7 . F B B A 4 4 i II i 7 i II 4 i i |
3 ' |
R L ST IRERRS (- 11+ 111, (1 il W 5 -
G-7 c7 F D-7 G c7
hﬁi I T i I i |
# | %Y i F rd rd B rd A i . 1 i .4 4 I ! 7 4 i i 2l |
Ld . i i i | 4 . 7 4 | 4 5 i i i 7 i i L |
\a\} I 1 1 i |

M.8 may contain traditional ii-7-V7 or ii@-V7b913 cadences as

well:

EXAMPLE 11.12A & 11.12B

iig-V7b9 of ii in ms.8

F7 Bb7 F7 F7
_h
14— 7 > o o i T 4 y 4 ———T— 7 5 >— —]
% P  Sm—" e 7 A it = S 77— ;H“‘H—J
D] [
Bb7 Bb7 F7 Bb7 Ao 7"
s : |
@U b I’ ’I I’ I’ I i i i o | rad 7 i I[' i 7 i AT |
|4 A i i L A i 7 4 . F 4 1
™ 1 | L —.—,—I‘
R - Z=
G-7
cadence...

n
o1
4
2 =

ii-7-V7 of ii in ms.8

F7 Bb7 F7 F7
fal
¥k T T T ENO
:@rvh‘rfll S — S Ca—  — i G S— e . — d— —|
¥ ] > o T T T
.'!I -----
Bb7 Bb7 F7 Bb7 A-7 D7
[
— 1 | 1 I
_ﬁ'\_'w 7z —7 ill e i S S d— jI_I, H—/dl
s et
G-7
A cadence...
f— =
—(mu—'bﬁ;/—-ﬂ———i etc.
®
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ExAMPLE 11.13

Charlie Parker Variations

Two commonly used variations on the Blues progression which
employ diatonic harmony and interpolated cadences are Charlie
Parker’s Au Privave and Blues for Alice. In Blues for Alice, Parker
begins not with a tonic dominant 7, bur with a tonic major chord.
This 1s generally followed by a descending cycle of ii-V's which
arrives at the IV chord in m.5 (see also Example 8.31):

EXTENDED SECONDARY V7 CHAIN, ms.1-5

bg = T
FA (14) Ee A7 D-7 G7 &= F7
fa)
o T = ]
W—ﬂ' y — Y A d— — ] y S S— S— — S S — ——!
¢ ' || | ]

Bb7 (1v7)
hH
o 1 |
{~ 9—%
(&)
Y
EXAMPLE 11.14

(Charlie Parker may have arrived at these changes by back-cycling
cadentially from the IV chord. He also uses this chord progres-
ston in Confirmation, though it is the beginning of the A section of
an AABA song form.)

Once at the IV chord, Bird went to the relartively traditional and
common iv- chord in m.6, but then followed it by its dominant,
creating a 1i-7-V7 in that measure. He then descends chromati-
cally in i1-V cadences for the next three measures, to resolve to the
i1 chord for the cadence in m.9.

CHROMATICALLY DESCENDING ii-V’s, ms. 2-5, 6-9

b TR TR e
FA (1a) Eo A2 D-7 G7 c-7 F7
ﬂ T % T T I =1
(o Ty S i S . A — i—— d— — L — — i i —
\.;lIJ' L § | | |
e | | || |
N 4 Y 4
BY7 (1V7) Bb-7 EP7 A-7 D7 Ab-7 Db7
) e
¥ S| I I =i ]
%“‘9—'/ S—A i —r ; A — — Y A S — i
. | | || !
Y
G-7 c7
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In Au Privave, Bird again begins with a major chord but then purs
a 11-V in the major key in m.2 and a ii-V of IV in m.4. The next
most significant deviation in the chord progression from the
standard Blues form 1s in m.7-8, where Bird puts in diatonic root

favored by Dexter Gordon).

EXAMPLE 11,15

ii-Voflin m.2,
ii-Vof IV in m.4,

& DIATONIC ROOT MOTICON in ms.7-8

FA (G-7 c7 S Gi C7 F7
f—— _L a T '
A 1= = i . o 4 i I i i F 1 P i 7 I i e i i 1
[ fan YL L 7 i rd V4 .4 . . .4 i i |4 i rd i |
NS 4 I 8y I ]
o4z L s L s s s st s
-
Bb7 Bb-7 Eb7 F = A-7  orAb-7
9 I 1

These progressions have become so commonplace that it i1s
important to be able to recognize them so that they can be com-
municated successfully back and forth berween rhythm section
players or between soloists and the rhythm section. Soloists can
infer these progressions by use of a single, carefully placed note in
these alternate harmonies. As with many Bebop composers, Bird
was probably using these tunes as vehicles for working on specific
harmonic situations during improvisation, so it’s always a good
idea to learn Bird’s melodies (or to write one of your own!) to
study how to play on these changes.

145-



CranrrER
Eleven

The Minor Pentatonic Scale in the Blues Progression

There is obviously a close relationship berween the minor penta-
tonic scale and the Blues scale. Coincidentally, the tonic minor
pentatonic turns out to be diatonic to the altered scale for the
V7/ii chord (see Example 10.6), and works very well over this
particular interpolated dominant seventh chord, if you decide to

use 1t 1n m.8:
EXAMPLE 11.16

INTERPOLATION of V7/ii (D7alt.) in ms.7-8 of BLUES in F

D altered scale f- pentaronic
—ﬁ* b= © b —
There are still other ways of getting from I to IV and from IV back
to I in the Blues context, though they are nowhere near as com-
monplace as the above-mentioned variations. Descending domi-
nants in whole-steps may be used over the first four bars to arrive
at the more rraditional subV7/IV in the fourth measure, creating
somewhat of a whole-tone effect:
EXAMPLE 11.17
BLUES in Bb USING DOMINANTS DESCENDING in WHOLE STEPS
(ms.1-5)
g
Bb7 (17) Ab7 Gb7 E7
A
A — 7 7 JI 7 rd 7 . Vi 7 . . 7 7 7 Vi !
= 7 7 I i i & A i 4 4 A F i i £ i I
.
A
Eb7 (1V7)
Jal |
i i {2 |
_@ b II .(I ,I ,I i atc.
e

George Mraz uses this device in the first four bars of his second
solo chorus on I'm in the Mood for Swing, from the 1987 album of

the same name by Benny Carter.

Of course it is especially useful for composers and arrangers to
study the work of Ellington, Thad Jones, Sammy Nestico and
other influential arrangers to see the full spectrum of reharmo-
nization at work as it applies to the Blues. A great study in this



regard is the 1956 Ellington performance of Diminuendo and
Crescendo in Blue, recorded on ELLINGTON AT NEWPORT. Ellington’s
ensemble writing (originally dating from 1936) shows masrerful
integration of various diatonic and tonal devices within the Blues
form, as does Paul Gonsalves’ legendary improvised 27-chorus
solo in the middle of the piece.

The following “Major Blues Paradigm” shows a measure-by-
measure overview of the options discussed in this chaprter.

EXAMPLE 11.18

MAJOR BLUES PARADIGM
(key = F major)

Ms.1-4:

Ms.5-8:

it

(any turnaround/Blues ending [see Example 3.4])
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Suggested Exercises and Assignments:

George Gershwin

148

A suggested assignment for this chapter is to have scudents write
out a bebop or improvisationally based head to both Blues for Alice
and Au Privave chord changes. Another very interesting project is
is to revisit the original blues written as an assignment for chap-
ter 3 and reharmonize it with the Blues changes studied in this
chapter. Pracrice playing the arpeggios, and 1-2-3-5 in eighth
notes, of all the chords involved in the various progressions. (In
other words, the goal, whether improvising or writing, 1s to creare
melodic lines which clearly imply the various progressions
referred ro.) It is important to acknowledge, too, that when using
these sorts of substitute chord progressions that simple Blues
melodic devices will not necessarily work over the entire progres-
sion, in other words, the use of substitute harmony may necessi-
tate the use of melodic material not drawn strictly from the blues

scale. Finally, the examination of relevant transcriprions (see

Discography) is indispensable in studying this topic.

. . S
. unidentified listener (© Ray Avery's Photo Archives)




C hythm changes,” or the chord progression to Gershwin’s

R193U composition I Got Rbythm, forms the basis for the
most commonly used chord progression in jazz aside from the
Blues. Hundreds, if not thousands of compositions have been
based on the chord progression to I Got Rhythm, including Charlie
Parker’s Anthropology and Dexterity, Duke Ellington’s Cottontail,
Sonny Rollins’ Oleo, innumerable compositions by big band
arrangers (for example Litle Pixie by Thad Jones), and even the
theme for The Flintstones television show are based on the I Gor
Rhythm chord progression. The simple four-note pentatonic
motif of I Got Rhythm occurs often elsewhere, for example at the
outser of the third movement of William Grant Sull’s First
(“Afro-American”) Symphony.

Charrer T\ aralva
H WV %l ¥V W

“RHYTHM CHANGES”

EXAMPLE 12.1

I Got Rhythm - George Gershwin

gb G-7 c-7 F7 D-7 G=7 c-7 F7
e = = == : |
BN —— 7 - i Jp 1 e _FL 2 ! dl ai ]I
) 1 - T T
Bb Bb7 Eb go7 F7 Bb
G T z T i I = } |
y i =5 F I | | i - » o [ Py |
[ £ WL -~ | - | B 1 1 | 1 | il | [ 1l
LAY ) [l - 1 1 | | 1 T | i 1 1]
'. I = ' —

€ 1930 by New World Music Co. Lid. All nghts on behalf of WEB Music Carp.
Alle Rechie fur DJCH/GLS = osteuropiische Lander bev: NEUE WELT MUSIKVERLAG GMBH, Munchen

Gershwin, steeped as he was in the American popular music and
the stride piano idioms of his time, created a vehicle for improvi-
sation which has been in widespread use ever since by all jazz
musicians. The chord progression itself, is, paraphrasing Rudyard
Kipling, “not the least bit astonishing.” It is an AABA song form,
comprised of various turnarounds, Blues endings, and extended
dominant chord cycles. Like the Blues variations discussed in the
previous chapter, “Rhythm Changes” variations can vary from
chorus to chorus in a sort of a mix-and-march format. Just
because a soloist or accompanist begins a particular improvisati-
on with a specific set of chord changes does not mean thar he or
she will continue along that same route each time the A or B sec-
tion of the song form repeats. And like the Blues variations dis-
cussed in the last chapter, it is common for improvisers to work
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out or learn one another’s specific melodic patterns in learning to
deal melodically with the various commonly used alternatives. At
its most basic level, a “Rhythm Changes” progression involves a
series of rurnarounds based on the common diatonic progres-
sion: I-vi-ii-V, enabling the improviser to play diatonically over

the progression:
EXAMPLE 12.2

DIATONIC “RHYTHM CHANGES,” ms. 1-4

Bb G-7 -7 F7 D-7 &7 c=7 F7
b : : :
b— 77 e e i p
ﬁ':}_ 4 I : i |
LX

The process of reharmonizing this basic progression can be subtle
or drastic. For example, it doesn’t change the sound of the chord
progression too much to retain the same root motion but make
each chord in the initial cvcle dominant:

EXAMPLE 12.3
“RHYTHM CHANGES,” with SECONDARY V7’s, ms. 1-4

| S ) o
BP G7 -7 F7 D7 G7 C7 F7
| : '
5 T T
5~ .4 .4 7 s 7 7 7 7 7 4 I 4 7 7 > Ao
a ] : |
- €I R S P
This would probably require a more specific, non-diaronic melody
line in an improvisation:
ExamPLE 12.4

MELODIC ARPEGGIATION of ABOVE PROGRESSION
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A common and related alternative to this secondary dominant
reharmonization involves replacing the V7/ii and V7/iii chords in
the first two measures with their equivalent ascending dimi-
nished seventh chords (see also Example 5.10):

EXAMPLE 12.5
B°7 ______ : 5
BYA ;DF'G?bg c-7 iarA?bg D-7
__.n_ l? I A I : 1 I : I
e +JI:’ F— I,Ii etc.
- —
voice-led;
BPA BO7 c-7 cie7 D-7
or G?’bg or A?bg
o | .
fr =1= 2 i —]
O— 2 g e
) B ber  §o g
elc.
i . | | |
e e
" qe b
This reharmonization is based on the substitution of vii®7 for
V7b9, derived from the harmonic minor keys-of-the-moment of
the two minor rarget chords, C- (ii-) and D- (iii-). A good exam-
ple of a melody which urilized these substitutions is Miles Davis’
Serpent’s Tooth:
EXAMPLE 12.6
Serpent’s Tooth — Miles Davis
(ms.1-2...)
Bb (1) 87 (fio7) | c-7(i-7) | clozdiior) | D-(iii-)

elc.

Clearly, with the rapid harmonic rhythm that occurs in “Rhythm
Changes,” it is definitely worthwhile having eighth note patterns
worked out which are appropriate to the various harmonic possi-
bilities. Some additional examples might be:
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EXAMPLE 12.7A = 12.7C

“RHYTHM CHANGES” PATTERNS, ms.1-8

gb B9 (G7°9) e clor (a7"9)
_)lh_l.l : p—
P o e e B e e =
e e
. ;- = e
D-7 7 c-7 F79

Or
Bb B (G7"?) c-7 cor (A?l’9)
s AT p— - _#-—-
i T
18— 11— " = — T —— ]
e v ° e ¢ e« ¢ e
D-7 G7 g7 F7
— l ul ___I = o p— | I - =)
LT) . _i _._‘_ _ - 1 ' > i —]
3 E— LA S— R o o 5 o
Py —a G — o 7 p=
or
gb B (G7 ) c-7 ct7 (A?'L'g)
___S= #
=T e ———
E=sfErE=aao e
oo ¢ " o fe
D-7 G7 c-7 F7
no |l —
e — = !
id i ! e e ———— = ]
I - e — € |
e [4 - q'{ L - 4 ; #; o

In any event, the first four bars of the progression in its most

standard form usually involve some sort of turnaround or I-vi-ii-

V, based root motion. Ms.5-6 of the “Rhythm Changes” A section

may contain a progression similar to a Blues ending (see Example

3.4).



ExAMPLE 12.8A & 12.88

INTERPOLATED BLUES ENDINGs, ms.5-6

Bb G-7 F7 D-7  G-7 c-7 F7
no |
I E | ]
— Il IL 1 I, ,I j, ,’ II’ Il 1’ II 1
A £ § i T
.,'
Bb(1)  BP7/AP Eb~ (iv-)
V7/IV
g\ (V7/1V) _ :
T FFFF T 777
\.;‘U 1
L2
or:
Bb G-7 F7 D-7 G-7 c-7 =
e Ii7 E o T T —
:@G—P—z—‘ — - iIT 77 7 i/’ A i
< =
BP(1)  Bb7/D E°7 (§iv°7)
(V7/IV)

“9‘1!’)

1 ]
W #— e
D | —
'Y

..or perhaps either a 1i-V cadence followed by a IV chord, ...

EXAMPLE 12.9A & 12.9B

INTERPOLATED ii-V to IV in m.5

Bb G-7 F7 -7 G-7 c-7 F7
ﬂ I ] 1
1A 1 ity
7 e A d— d— d— d—— T =t i
.\ 37 — I I T ]
L2
/"_-_‘\‘

F-7 Bb7(V7/IV) EP(IV)

Eb- (iv-)

=

.

[a] |
A\AV = : _;L‘__/‘.—_{; £
D) L ]
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or:
B G-7 e F7 D-7  G-7 c-7 -
- : | - | )
ﬁiﬂ%/ﬁ%{_ !'7, P i i i = i —_/(ff : e o
[}
P ‘
B-7 E7 (SV7/IV) EP(IV)  E°7 ($iv07)

e —
W+./ﬁ’ﬁ%‘:,{ etc.

R

N —

..or consecutive 1i-V7s operating like a turnaround to the 1ii-
chord in m.7 (i.e., the first ending, which in turn is usually some

sort of turnaround in the primary key itself):

EXAMPLE 12.10

TURNAROUNDS to iii-7 in m.7,
& to 1in m.7 (FIRST ENDING)

(This last option was used by Charlie Parker in his composition

Anthropology.)
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ExamPLE 12.11

Anthropology — Charlie Parker

B? G-7 C=7 F7
- -
< :} — ""_':E?—_@,““it_l |
’ —— —— 7
_ ) ‘1.
F-7 BP7 ER= AP7 $ D-7 G?’ c-7 F7
| - 1 L = b  d. o -
A o “ﬁ':&L 7 b= i, r— e ———
{rs—" e = N B o 117 Y L - A3 o . 1”4 . 1 I
L\ i ! Y_ ¥ il o = - —1 =
. S ¥ r —
12
| c-7 F7 Bp D7
— -
= = T ey ! r_ T ﬁ’?’ ”'—hl‘Lv—ﬂ‘l'—.—h:
P —T— T " o "¢ 7 = i ——T—=X — 1
m\3Y T | SEEH TS A . I — £ ¥ i
(3 ---....._! |
G7 C7
o » —_ —
F - Y n — I ' -.{IL':P—%W”"L"&
P i Lo . S s - —— i o P < 1
— T i € T — T T il r
$ Coda
F7 GC= F7 BP
- T i -1 5 - _IQ_T‘L‘I’_'! . — - : : A |
(=7 _._'jﬁ"_—'__b_lﬁ.“"b'_cﬁ’:.’i_jlj = : I s o =
1 = T =
e — —
D.C. al Coda

& 1948 by ).). Robbins & Sons, Inc., New York, N.Y.
Eur das Brinsh Empire (ausgen Kanada, Neufundland und Australasien) und Europa Bosworth & Co. Ltd., London, Mit Genehmigung von Bosworth & Co. Kaln.

Virtually any turnaround in half-note harmonic rhythm (see
Examples 8.20-8.25) may be used in the first ending of “Rhythm
Changes,” with the diatonic I-vi-ii-V or some closely relared

variation being most common.
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ExAmPLE

Alternate “Rhythm Changes” A Sections

12,12

“RHYTHM CHANGES”:
*MONK” EXTENDED DOMINANT SEVENTH CHAIN
(FIRST A SECTION, ms.1-8)

The most commonly used alternate changes for the A section of
“Rhythm Changes” are created by back-cycling. In Monk’s record-
ings of his composition Rbythm-a-Ning or on the Slam Stewart/
Don Byas recording of I Got Rhythm from the Smithsonian
Collecrion, one can hear this process at work. Back-cycling from a
tonic chord on the downbeat of measure five of the A secrion
through the Cycle of Fifths, these progressions begin on a Gb7 in
the key of Bb (the most common, though by no means the only,
key in which “Rhythm Changes” are played), and then cycle
through until the tonic chord is reached at the downbear of m.5,
thereafter continuing with “standard” changes for the rest of the
A section.

e e U e

GP7 B7 E7 A7 D7 G7 c7 F7

n s
= 1 | = T T —
...U ‘*II.‘ / Il 'ill ,I 7 II | B A / 7’ I,_ ]: II I’ I’ I’ :
.

g : Y _ 1. o a

BP(1) | 8b7/D EP E97 (fw°7) | D=7 G7 (V7/i) C-7 F7

A COVZAVY (V) '

1 ! =1 = I I
G L LT LT T T T T T T T 7 77

156

Anorther variation on these alternate changes for the “Rhythm
Changes” A section involves extending the same chord progres-
sion during the second A section so that it continues through the
Cycle of Fifths without returning ro the original changes. This
results in completing the cycle and rhen continuing on to create a
turnaround which lands on the D7 at the beginning of the bridge.



EXAMPLE 12.13

“RHYTHM CHANGES”:
“MONK” EXTENDED DOMINANT SEVENTH CHAIN
(SECOND A SECTION [to BRIDGE], ms.9-16...)

U

Fi7 B7 E7 A7 D7 G7 G7 F7
& |b'_n|_ 1 - e P | B
:@D P Zii i — P — 7 v I F‘/L/_%—]ﬁl 7 1‘___!
[}

S, S Lo o U e N PN e e R
gb7 gby Ab7 Db7 Ft7 B7 E7 A7
A
o I T T
r 4 B rd i 7 B A 1 7 4 7 .4 | 7 .4 z F A | 4 i i i 1
’\ﬂl} 5 i ra i i | . 7 A I | £ i i A I i i i Z
e —
“a
D7
Al
o [y |
{~—7 1 etc.
NSV -
.

These various possibilities for the “Rhythm Changes™ A sections
might be summarized by the following paradigm:

TABLE 12.1

“RHYTHM CHANGES” A SECTION PARADIGM
(A SECTION, ms.1-8) (key = Bb)

Ms.1-4:

y Imrnaround

Eb-/Gh + any Tumatound |-

b any Tpnnaroind

- any Turnaronnd

.+ anydbumnaroumd &0
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The “Rhythm Changes” Bridge

ExAMPLE 12.i4

The bridge of “Rhythm Changes,” as originally conceived by
Gershwin, involved dominant chords in harmonic rhythm of two
bars each based on the roots iii, VI, i1, and V. In the key of Bb, this
would be D7-G7-C7-F7 for two bars each. In his own recordings,
Gershwin liked to connect these chords with ascending stepwise
and chromaric bass motion which one might find in a walking
bass line or in the connecting chords which are characreristic of
Cycle of Fifths chord progressions as used by the stride pianists.

STRIDE PIANO INTERPOLATION of PASSING ©7 CHORDS

D7 (E—? Fo7  F-7
or D/Ff

G7 A-7

|
1 T . =
|

ol |
1 T I
I S A AFF T F T F T F T 7 e
A-Lr = |
. -

voice-led:
p7 [E-7 Fo7  F$-7 | G7 A-7
! or D/F§
g1 .
14 1 I
R e
& A ‘.H'al o T 1 = T T
0 [
etc.
o b g, e S e e e
. 1= FA = I I 1 I ]
i E: § I I I 1 |
More recent jazz performers have interpolated the related i
chords, crearing ii-Vs our of each dominant.
EXAMPLE 12.15

“RHYTHM CHANGES” BRIDGE,
w/ INTERPOLATED ii-V’s
(BRIDGE, ms.17-24)

A-7 D7 D-7 G7

ny l;z % T 1
{7 o ——7 7 - S 7 e
LNEY. A I = 1
.

G-7 c7 Cc-7 F7
A I
o T




Other possibilities would be to substitute for the existing domi-
nant wich its tritone substitute, or, indeed, with its relared ii-.

EXAMPLE 12.16A

“RHYTHM CHANGES” BRIDGE,
w/ INTERPOLATED SubV7’s

A-7 Ab7 D-7 Db7

Al

Y I 1 |
It FFFF+FF FFF F F 7 FFF 7
\!}U’ = 3 1 1

G-7 Gb7 c-7 B7
__#n | l’J I | _I )
O A — d—— d——— SA—F— S —S—F—F— 7 —F—F— |
o 1 I . 1 =
!'I
EXAMPLE 12.168
“RHYTHM CHANGES” BRIDGE,
w/ TRITONE SUBSTITUTIONS for ENTIRE CADENCE
Eb-7 Ab7 Ab-7 Db7
I | -
o T E 1 T I ]
A~ A ——" —F— i  ae | A !
AV L X J
ck-7 (Db-7) F7 (Gb7) -7 B7
ﬂ | JI7 | |
e —F——F F F T FF F F FFF F
T!‘JJ | 1

Again, these may be mixed-and-matched in various combina-
tions. There is another bridge which is equally common to that
found in I Got Rhytbm which is often used in the AABA song
forms upon which it is based: the I-IV-ii-V bass line. In the key of
Bb, this progression would be Bb7-Eb7-C7-F7 for 2 bars each.
The bridge of Count Basie’s Jumpin' at the Woodside is a good
example of this more Blues-related progression.
EXAMPLE 12.17

Jumpin’ at the Woodside - Count Basie
(BRIDGE, ms.17-24)

807 (17) Eb7 (IV7)

| . :
#ﬁ%@/ y — D7 4 g = V.4
> s . 7 M ey e S A 7
N3 4 i
'_l

C7 (VI/V) F7 (V7)
n | =
7 A e—_ 7 7 77— 7 7 7 7 f
{7 ) e 7~ == 7 7 7 i i
A\, i 1 T
!’I
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ExaMPLE 12.18

Eternal Triangle - Dizzy Gillespie/Sonny Stitt

(BRIDGE, ms.17-24)

A very specific and non-traditional variation on the changes o
the “Rhythm Changes” bridge is found in the Dizzy Gillespie/
Sonny Stitt composition Eternal Triangle from the recording of
the same name featuring Dizzy, Sonny Stitt, and Sonny Rollins.
In it, the bridge in the key of Bb begins on B-7, then cycles to its
related dominant E7 in whole note harmonic rhythm. The same
progression is then repeated in ms.3-4 of the bridge a whole-step
lower, followed by a diminution of the harmonic rhythm to half
notes and continuing descending chromatic ii-Vs, so that the
chord progression ends up on subV/], or B7 in the key of Bb.

- .
B-7 E7 Bb-7 EP7
} 2 3 | _ ——— .
: e i i Tt AR e e A W TRy - e i S
SV £ 3 I 1 ]
e L | i ;
A-7 D7 Ab-7 G-7 c7 F-7  B7(SV7/1) to BP
’ : T I T = i
sy A e o
e | il | | L | J
This is quite a specific chord progression, however, and is unlike-
ly to be encountered outside of the context of the piece Eternal
Triangle itself or when implied in specific arrangements (for
example Thad Jones’ The Little Pixie, where he makes use of this
progression in one of his ensemble bridges in an exchange of
“fours” with drummer Mel Lewis):
EXAMPLE 12.19
The Little Pixie — Thad Jones
(BRIDGE, ms.17-24)
A-7 Ab-7 Db7
| | "
y 3 Lo Pehg— ! i __'u_‘ © ——
g s T
T |  S— |

L 4
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To summarize the options for a “Rhythm Changes” bridge, we
might arrive at the following paradigm:

Basic:

TABLE 12.2

“RHYTHM CHANGES” BRIDGE PARADIGM
(BRIDGE, ms.17-24) (key = Bb)

Ms.17-20:

Notes on Performance

How a player plays “Rhythm Changes” is very much a reflection
of the srylistic era in which he or she learned to play. There’s a
great difference between the approach taken by Lester Young,
primarily diatonic with occasional blue notes interspersed, as
compared with, for example, Charlie Parker, who is often literally
outlining the various functional chord progressions and turn-
arounds. Therefore, it is indispensable for students to study solos
of the various major interpreters of this form. Some examples
thar students might want to transcribe might include Lester
Young on Jumpin’ at the Woodside, Don Byas on I Got Rhythm (the
example mentioned earlier from the Smithsonian Collection),
Johnny Griffin on Rhbythm-a-Ning (LIVE AT THE FIVE SPOT with
Thelonious Monk), Thelonious Monk on Rhythm-a-Ning, Sonny
Rollins on Oleo, Bill Evans on Qleo, Charlie Parker on Kim, or
Anthrapology, and Ben Webster on Cottontail among many, many
others (see Discography). The proportion of diatonic or Blues
playing within the tonality versus literal arpeggiation of specific
chord progressions may vary from chorus to chorus, as may the
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degree to which the accompaniment is altered chromarically
according to the specific variations employed by the rhythm
section. It's very important to understand that this sort of juxta-
position can be extremely useful in building tension in a solo or
arrangement. (For example, the use of a dominant pedal rone
under the entire A section, or the stricr playing of the Blues scale
over the entire A section as if it were eight bars of Bb7, can provide
interest and contrast.) The juxtaposition of these sorts of tension-
building rechniques with literal arpeggiation and/or more tradi-
tional or diatonic playing can be quite successful, and the balance

berween these devices can make or break a solo or arrangement.

Suggested Exercises and Assignments:

Dizzy Gillespie (© Ken Franckling. All nighes reserved.)

Students obviously need to transcribe and learn to play solos by
the grear masrers over the “Rhythm Changes” form. They also
need to develop a repertoire of patterns appropriate to the
various chord progressions most commonly used. There is no
shortage of literarure/methods/transcription books (see Biblio-
graphy) which they might study to achieve this end. Another use-
ful exercise for students is to write a “Rhythm Changes” tune,
which is essenually a harmonically specific, or worked ourt,
improvisation. Students mighrt use a tune like Anthropology as a
model for this, where the melody acrually sounds like a written
out solo. This is a good way to
learn how to deal wich the issues
relating to connecting improvis-
ed rehearsed patterns for speci-
fic progressions in way that
creates coherent solo lines. An
especially useful recent publica-
tion is the book of transcribed
solos of Sonny Stitt by Gary
Keller (see Bibliography).
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COLTRANE’S THREE-TONIC SYSTEM

n addition to being one of the great bebop and modal improvi-
Isers_. and one of the innovators in the “free” jazz genre, John
Colcrane was one of the most important composers in the jazz idi-
om. His best know composition, Giant Steps, shows how he was
influenced by principles of harmonic and melodic symmetry, and
even aronality (note his use of twelve-tone principles). By the late-
1950s, Coltrane had made his mark as an influential improviser,
working with both Thelonious Monk and Miles Davis, Working
with Monk, "Trane became familiar with angular melodic lines
and chord progressions involving chromatic and subsrtirute
dominant harmony - indeed, in his recording with Monk, Monk/
TRANE, ‘Trane can be heard employing symmetric intervallic pat-
terns based on the diminished and whole-tone scales (note especi-
ally his solos on Nutty and Trinkle Tinkle). From his work with
Miles he gained exposure to the extended modal settings which
were the harmonic antithesis of Monk’s complex progressions.
Both influences can be heard in his own later groups. As Dave
Demsey points out in his important article “Chromatic Third
Relations in the Music of John Coltrane” (see Bibliography),
Coltrane’s formal musical studies included a heavy dose of the
late-19th Century German repertoire, as well as an introduction
to the work of the late Nicholas Slonimsky. Slonimsky’s Thesaurus
of Scales, which appeared in the late-1940s, has many exercises
based on twelve-tone melodic principles as well. Compare the
following example, taken from the introduction to Slonimsky’s
Thesaurus of Scales and Melodic Patterns, with the melody of Guant
Steps (Example 13.7):

EXAMPLE 13.1

“Tonal Harmonization of a Twelve-Tone Pattern”

|
]17
I
/

o' 2 2 2] 4 ] — o~ |
"ﬁl."'i’_ J;.‘;?/__E_ LT s.ﬁr' ! 'E—;’—;j Iql:::: : t D-I - :l : —— ='\1
| ﬂ [ S— e S
e L i
A T oy b P |
e ==
: 2 — - ‘.’g & =y
e L ¥’;
TR AT g TN oy
G7 ¢ B7 E EP7 Ab G7 C

Slomimsky, Nicolas. Thesawrus of Scales and Melodie Pasterns. New York, Scribners, 1947, v
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EXAMPLE 13.2

EXAMPLE 13.3A

BASIC DIATONIC TURNAROUND in C

There is no question that these three influences - i.e.. complex,
late bebop chromatic and substitute harmony; modal playing (or,
the absence of progression); and the intervallically-based symme-
tric melodic and harmonic patterns discussed by Slonimsky -
were all influenrial on Coltrane’s playing and writing. We are not
attempung to analyze his playing style or its deep spiritual under-
pinnings here. These tasks have already been undertaken (see
Bibliography). Rather, our goal is ro shed some light on
Colrrane’s “three-tonic” harmonic system through the examinati-
on of three important Coltrane compositions and arrangements:
Giant Steps and Countdown (both from the album GranT Steps),
and his version of the Gershwin standard But Not For Me (from
the album My FAvoriTE THINGS).

Coltrane’s use of the three-tonic system is based on the following
principle: any octave can be divided into three equal parts (major
third’s) using an augmented triad:

Coltrane’s concept was to imply all three major keys based on the-
se notes whenever he was in the primary tonality defined by the
octave. Applying Slonimsky’s principle of interpolation, 'Trane
used the system to enliven traditional four-bar phrases in his
arrangements of standards (not only But Not For Me, but most of
the selections from the album Coltrane’s Sound, especially Body and
Sowl and The Night Has a Thousand Eyes), as well as to compose his
own original compositions. Speaking about the freedom he had
to apply these principles in improvisation while working with
Miles, Coltrane pur it simply, saying he “played three chords in
one” (see Bibliography). In other words, by playing rapid arpeggi-
os of the three tonics implied by an augmented triad, and their
related dominant chords, it is possible to cycle a return to the pri-
mary tonic. Thus, over a standard four-bar, tonic-based phrase, it
is possible to interpolate three relatively distant keys before

returning to the primary one.

It




ExamPLE 13.3B
SAME TURNAROUND, w/ THREE TONICS INTERPOLATED

C Eb7 AP B7 E G7 C
|
: ] ! ] T 1
S ——hp = = : = I
X I | ] g J_dl = | 1
| Y T i
C:l ARV7 | E:V7 I c:v7 |

Note that each of these three key areas 1s established by its preced-
ing dominant seventh, creating a series of direct modulations. A
minor third above any tonic chord is the dominant in the key a
major third below it; repeating this cycle three rimes returns you
to the primary key, as in the above example. Improvising over
these interpolated changes while the rhythm section plays an
ordinary four-bar phrase obviously creates temporary dissonance
and a great deal of tension before the resolution to the primary
key occurs. Typically, Coltrane played very close to these sorts of
interpolated changes when improvising (the harmonic rhythm
being as rapid and angular as it is in such a progression, there
isn’t much time to express the chord changes otherwise). Check
out Andrew White’s transcription of the Coltrane solo on Count-
down (see Bibliography) for improvised lines similar to those in

the following example:

EXAMPLE 13.4
o5 Eb7 Ab B7 E G7 c
%‘-’—‘*‘—?ﬁwwl e e e T Era—ee !
; —:‘:‘:iﬁgzw £ ¥ F'——o—\»‘:gf_,—fﬁ—ig . o :
Y T ; 5 8y 12 3 1 VS : 3 v ﬂg E: L 1 7 — I 7 3

Note also that the root motion in this progression initally
sounds very standard, almost like a Ladybird tarnaround.

The most obvious example of Coltrane’s use of this sort of inter-
polation within a composition is his reworking of Miles Davis’
(or Eddie Vinson’s) jazz standard Tune-Up. Tune-Up is based on
three standard ii-V7-1 four-bar phrases, each successively a step
lower. Each phrase has the harmonic formula of ii-7-V7-1A-1A,
in whole note harmonic rhythm:

165



EXAMPLE 13.5

Tune-Up - Miles Davis/Eddie Vinson

(ms.1-4)

EXAMPLE 13.6

Countdown - John Coltrane
(ms.1-4)

E-7 F7 BY

Coltrane’s version is entitled Countdown, and interpolates the

three-tonic system berween each 1i-7 and V7 chord as follow:

===

D:u-7 B=V7

(interpolation )

Miles Davis (€ Rav Averv's Phoro Archives.)
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Note that since the first chord of the phrase is a ii-7 chord, and
not the tonic as in previous examples, the interval to the domi-
nant of the second key in the system 1s up a halfstep and nort a
minor third. Although Coltrane used this particular interpola-
tion to structure a tune, it's obvious that Countdoun provides us
with a formula for expressing the three-tonic system in an impro-
visation within any standard four-bar, ii-V-I phrase. An addition-
al interesting aspect of the performance of this piece, found on
the Giant Steps recording, is its form. Coltrane eschews the tradi-
tional melody-solo-melody formart by beginning with a drum solo,
then layering in the rhythm section beneath a lengthy improvisa-
tion, and then finally playing the melody only at the end of the

piece.



“Giant Steps”

In his well-known masterpiece Giant Steps, John Coltrane pays
homage to Nicholas Slonimsky with a subtly-organized phrase
structure which allows each of the three tonalities to achieve
equal weight and communicate a sense of constant harmonic
movement. Before we analyze the piece, however, let’s again
review Example 13.1 above. Note especially that Slonimsky titles
the example “Tonal Harmonization of a Twelve-Tone Pattern.”

With that in mind, let’s now turn to Giant Steps.

EXAMPLE 13.7

Giant Steps — John Coltrane
(melody chorus after solos)

B D7 G Bb7 Eb A7 OF
oW e ' -
= I | T | j: 1 i |
LAl ! § .*ll - | L o | PR ESHE b 1 L3 7
% T b1} ] 4 | 1 L= == 1 ey h.' hi ?J
v 1 = 3 v 11 L 1 1 F ] — 1
Y b [ I
% Bb7 Eb Fi7 B F-7 Bb7
%a ¢
#RT e B~ T 1 T I T ]
LA " Y - by | 1 | - |
B | AR | § ] | o e ] 1 I = 1 | |
Av 1 | 1 | B B R i O L |1 |
o ' I - 2 ' '
EP A-7 D7 G ch-7 Fi7
A4 B | .
o .. 4 | | 1 T = | ]
y 4 LA | = == 1 1] | B S | o= fo] |
[ fanY 1 L | O o | == ol 7] 1 S 1
LAY bl L i | i 1
T - r
B = Bb7 l)Elv ct-7  F7
Le)

I 22 2 : e ;
r A L ' - Y 1 | J - Tl
| fanY i L 1) 1 1 1 ¥ 1
MSIJ b | L |
o

©1996 |OWOL Music Inc./Island Music Led./Polygram Songs Musikverlag GmoH, Hamburg

On the harmonic level, it is clear that Coltrane begins in B major,
then cycles through two of the three keys, G and Eb. He then
creates a harmonic and melodic sequence, beginning the same
progression on G the second time. He then elides this “A” melodic
material with what becomes the “B” material of ms.7-15, which is
in fact derived from the last measure of the first phrase combined
with the first measure of the second (ms.3 & 4). The following re-
presentation of the lead sheet to Giant Steps includes a thorough

motivic and harmonic analysis:



Charren
Thirreen

ExamPLE 13.8
Giant Steps — John Coltrane
(with phrase analysis)
——
’_-A pEERRe “B” phrase
B D7 G Bb7 EP A-7 D7
A4 8 ” " A |
el E i - i ] =T I 8 1 |
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1996 JOWOL Music Inc./lsland Music Lrd. /Polygram Songs Musikverlag CmbH, Hamburg

Note that the derivation of the “B” phrase from the fourth bar of
the “A” phrase creates an overlapping phrase structure. In other
words, m.8 of the tune is not only the end of the second four-bar
sequence, but also the beginning of the series of ii-V-I two-bar
phrases which reiterate the three ronalities in the second part of
the composition. This explains the need for the simple repeared
note melody in the final measure of the form, and the fact that
the end of the composition is actually on m.15 on the recording
(Eb major). Note also that when you listen to the recording, the
bass sometimes alternates between playing the roots of the tonics
and the fifths of the dominant chords. In this progression, this
results in a bass line of a descending whole-tone scale, a fact
which Coltrane also exploited in his arrangement of But Not For
Me (see also Example 13.12):
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Bb7/F

ExamPLE 13.9

EP

W
i
\
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O

i
T

descending whole-tone

Compositionally, there is another very creative and interesting
aspect to the unique organization of Giant Steps - taken from a
twelve-tone perspective, the “A” phrases, as outlined in ms.1-7 of
the form (see Example 13.8), use seven of the twelve possible
pitches in the chromatic scale. Those which are not used can be
organized melodically into an additional “A” phrase as follows:

EXAMPLE 13.10
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Further, in the “B” phrases, (ms.8-15), nine of the twelve possible
pitches appear. Those left out spell out a single augmented triad,
the significance of which is obvious for Coltrane.

In my experience of presenting this analysis to students, the
typical first reaction is, “Do you think he knew about this?,” or
something to that effect. Given what we know about his interest
in intervallic symmetry and his exposure to the twelve-tone com-
positional techniques, I have no doubt about the answer. Read
the Demsey article and take a look at the Slonimsky book (not to
mention the excellent biographies of Coltrane also listed in the
Bibliography). Also, listen to Coltrane’s Miles Mode (a short,
twelve-tone melody); then answer the question for yourself.

. i g

ExamPLE 13.11

>
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“But Not For Me”

On the My FavoriTe THINGS album, best known for its seminal,
modal title cut, "Trane performs his arrangement of Gershwin’s
But Not For Me. Like Countdown, this arrangement illustrates the
larger principles of how to use the three-tonic system in standard
four-bar harmonic phrases. Like Giant Steps, it creates subtle
twelve-tone relationships. As you listen to it, notice how Coltrane
uses the three-tonic system only for the A's of this ABAC form,
reraining original, basic IV-iv- changes for the different endings
which are B and C. Nortice also how drastically Coltrane has
changed Gershwin’s melody in the first four bars in order to
accommodate the new changes: it's barely recognizable. He uses
the descending whole-tone bass line discussed earlier as well. The
original progression and "Trane’s variation compare as follows:

EXAMPLE 13.12
But Not For Me — George Gershwin

F7 (VZ/V) BP7 (V7) EbA (1A)
| _ :
o o e ] ] ! e e
—(?—H—QL— o G S S . =t

as arranged by John Coltrane:

Bassline: £ 7t B D7/A G Bb7/F Eb
. | . i
Y4 z e 1 ] — T ] ]
. || 4 1 L7 IS | PO | 1 ! | |
v IF 3 | . L ol ur =1 ] 1 |
T T - [} o
TR T ™
EP: | chvy | G:V7 | EP:V7 |

In one of the most concise and subtle musical statements in the
history of recorded music, Coltrane begins his improvised solo
over these changes with a melody carefully constructed out of the
whole-tone scale not used in the bass line, creating a resultant
four-bar phrase which contains both whole-tone scales (and there-
fore all twelve tones) with the three-tonic system sandwiched in
berween:
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whole-tone scale starting on D

EXAMPLE 13.13

EP Gb7/DP B D7/A G Bb7/F Eb
[ 'ﬂ Ill".l. > T 1 P e, —EEIT
'Trane | | P—H—e—1  — = Pt £ — — =
! B | 1| 1 e Lt hd""' X .I I" .' | |
] 4 | ? te he
etc.
oo T i ==

bass L = Pe = = 1 1 i
A 7 T e ol ] I :
] I ' | = [#] =i

whole-tone scale starting on Eb

Suggested Exercises and Assignments:

Obviously, first and foremost, do the listening. All recordings
referred to in this chapter should be listened to very carefully. In
addition to attempting to improvise on Giant Steps and Count-
down, students should carefully analyze Coltrane’s solos on these
compositions, so as to gain a full appreciation for the necessity of
being able to express these complex progressions melodically in a
very literal, straightforward manner using eighth note patterns
such as 1-2-3-5 of each chord, or simple voice-led arpeggiation. A
further assignment is to practice interpolating these changes over
tonal four-bar phrases in compositions from the standard reper-
toire. A good in-class exercise is to compare the original chord
changes of the bridge of Body and Soul to Coltrane’s (from the
CoOLTRANE’'S SOUND album). Transcribe these as a class, starting
with the root motion as your point of departure.

Yusef Lateef’s latest album, FurL CIRCLE, contains a composition
of his entitled Hexatology. The piece is written using a symmetric
scale built out of minor thirds and half-steps known as the Hexa-
tonic scale. It’s diaronic harmony coincidentally includes three
major and minor triads whose roots are major thirds apart. In
other words, it is an intervallically symmetric scale whose diatonic
harmony contains all three of the key centers used in the three-
tonic system. Give it a listen (see Discography)!
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John Coltrane (€ Hay Avery's Photo Archives)
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StASH CHORDS AND HYBRID CHORD VOICINGS

ne of the modern applications of the concept of triadic
Oextensions which we have not yet discussed is the so-called
“slash chord®, or hybrid chord voicing. The diagonal slash symbol
can be used for three basic purposes in jazz shorthand notation:

First, the slash can be used to indicate rhythmic duration of har-
monies. This is especially useful in cases where specific rhythmic
anticipations are required (see Examples 4.1A & 4.1B and the rest
of Chapter 4 for a discussion of rhythmic anticipations in the
melodic presentation and their effect on accompaniment). Thus,
in the following examples, the slash is used as rhythmic short-
hand.

In rhycthmic notation, the slashes are either treated as substitutes
for beats, in which case they represent the standard beats within
the measure (as in Example 14.1A above), or as a means of indi-
cating syncopated rhythmic attacks in the harmonic rhythm of
the accompaniment, in which case they are attached to standard
stems, with slashes standing for quarter notes, and diamond
shaped noteheads representing half or whole notes (see Example
14.1B).

ExamMPLE 14.1A & 14.1B

STANDARD HARMONIC RHYTHM
(whole notes & half notes in 4/4)

G-7 €7

f gac
ey r———>
Py

i

SPECIFIED HARMONIC RHYTHM
(notes of varying duration)

G-7 c7
f .
L¥ E —t
A | S 1 i ) N 1
[ fan W N BT |1 Y i)
LAY S !
o l /o
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EXAMPLE 14.2A

EXAMPLE 14.28

Secondly, the diagonal slash may be used to indicate that a specif-
ic bass line should occur beneath the chord progression, and/or
to indicate a series of inversions (Example 14.2A & B).

F/C G/B C7/BP F/A
[&] il A ] (8]
| (& ] O © (8]
e
|
©y: e B
e O PO 8]
EXAMPLE 14.3A & 14.38
POSSIBILITIES FOR
What'’s New? — Bob Haggart
Ms.4,12 & 28 Ms.7, 15 & 31

Ev/Ab  stands for (APA )
|

This lacter process occurs frequently in bossa novas. Since these
compositions are often written at the guitar, they often employ
sequences of chords with moving bass lines and inversions.

In appearance, the slash chord symbol is identical to the inversi-
ons shown in the above examples, with the chord, often a triad or
a seventh chord, writcen above the line in the chord symbol, and
the desired bass note written below the line. The following two
examples were used by the trombonist/arranger Slide Hampron
in his arrangement of What’s New written for the A Day in Copen-
hagen session with Dexter Gordon (see Discography). In these
examples, the slash chord symbol is aligned with the appropriate
chord and is norated as triad-over-bass, while the original chord
from which it was derived sits to the right and is notared with

conventional symbols.

D/C  stands for (Cﬂﬂﬂ )

f
— [ ) O
fCEE == -8 -
. "
2 S - = O
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Such voicings are often used in three-horn writing, since they
establish a strong triadic sonority for the horns which does not
duplicate the chord voicings being played by the rhythm section
unnecessarily. (This technique is a favorite of the writers for Art
Blakey over the years.) In a larger ensemble, it is not uncommon
to employ this technique between two different sections of horns,
e.g., trumpets over saxophones or trombones in a big band. These
voicings are sometimes referred to as “hybrid” chords, since the
triadic sound they present, when superimposed over the bass
note, yields a somewhar tonally-ambiguous chord sonority,
usually because of the absence of either the third or seventh (or
both) of the chord which the triad originally extended. Two com-
monly used dominant seventh hybrids follow:

EXAMPLE 14.4A & 14.48

from C altered: from C 1/2-1 diminished
b b b913
GP/C AP/C  stands for (C7alt.) A/C  stands for (C7 )
ﬂ 1 Ihn + J|7() 2y
8 b 8 8
)

Iﬂo bo bho
J (%] [ 8] [®)
e [& ] (&) L8]

A common cadence in major key ronality which employs this
hybridization technique is the (Mixo)Lydian cadence (Donald
Fagan’s Maxine conrtains hybrid cadences like this — see Disco-

graphy):
EXAMPLE 14.5
(Mixo)LYDIAN CADENCE
Bi’;‘C (C7sus4) CHBl’ F/A
n | | o
PE=E =
5 —— © e
'J |
|
1
)4 j
PaS N T 7 ) o
L L 3 — [§ ]

As an arranger’s device, these voicings can provide an interesting
source of reharmonization. First, we begin with the desired melo-
dy and the basic chord symbol, for example, a written-out break
on the dominant seventh in the key of Eb:
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EXAMPLE 14.6A

Bi’7alt_
fa

b2

l ! -’\ il

.

ExXAMPLE 14.68

GYF G/t GP/G E/AP

Secondly, we might hang triadic harmonies beneath the melody
line, then combine these triads with a linear (in this case, chroma-
tic) bass, and cadence on a functional hybrid voicing which repre-
sents the original chord involved (the resultant vertical sonorities
should be taken more as consequences of our linear harmoniza-
tions than as a series of real, funcrional chords as they were in the

earlier Slide Hampton example):

E/Bb = (BE?L’Sbg)

i
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Suggested Exercises and Assignments:

Do some additional listening from the selections provided in the
Discography, paying special attention to the use of rhythm
section anticipations and sonorities possibly conceived as hybrid
chords. If you hear a rhythm section play certain syncopated fig-
ures in concerted rhythm, try to transcribe their attacks in slash
notation. Also, try transcribing any unorthodox hybrid chords
you hear. Then try writing some passages for three horns and
rhythm section, in which the horn voicings contain some
hybrid/slash chord symbols over unrelated and/or linear bass
lines (as in Example 14.6B above) and the rhythm section part
utilizes some slash rhythmic notation. Bill Dobbins’ Jazz
Arranging and Composing: a Linear Approach and Paul Rinzler’s Jazz
Arranging and Performance Practice (see Bibliography) are highly

recommended if a review of rhythm secrion notation is necessary.



CHAPTER TwO

Prelude No.1 in C
(WTC, Book 1)

All The Things You Are
All The Things You Are
So What

My Favorite Things
Take Five

Utetsu

Speak Like A Child
Yeah!

Piano Sonata

No, 15in C
K 545

CHAPTER THREE

Discography Chapter By Chapter

THE WELL-TEMPERED CLAVIER 1
Sony Classical SM2K 52600

ELLa FITZGERALD SINGS THE JEROME KERN SONGBOOK
Verve 314 519832-2

THE CLIFFORD BROWN SEXTET IN PARIS/1953
Fantasy QJCCD-358-2

KIND oF BLUE

Columbia Jazz Masterpieces CK-40579

Joun CorTrRanE: My FavoriTE THINGS
Atlantic 1361-2

Timve OuT
Columbia Jazz Masteriees CK-40585

UGETSU

Fantasy OJCCD-090-2

SPEAK LIKE A CHILD

Blue Note B21Y-46136

Horace-ScorEe - Blue Note B21Y-84042

W. A. MozarT:
THE CoMPLETE Plano SONATAS VOL. 5
Denon DEN 8075

J. S. Bach/Glenn Gould, piano

Jerome Kern,
Oscar Hammerstein 11

Jerome Kern
Oscar Hammerstein 11

Miles Davis

Richard Rodgers
Oscar Hammerstein 11

Dave Brubeck

Cedar Walton/Art Blakey and

The Jazz Messengers
Herbie Hancock

Horace Silver

W. A. Mozart/
Maria Joao Pires, piano

Blackwater Blues

West End Blues

Every Day I Have The Blues

Sent For You Yesterday
{Everybody Wants To Know)

Wiy I Sing The Blues
Billie’s Bounce

My Blues

Bessie’s Blues

Straight , No Chaser
Sonnymoon For Two
C Jam Blues

One O’Clock Jump

Nostalgia mn Times Square
(Strolim’)

BessiE SMITH: THE COMPLETE RECORDINGS, VOL.3
Columbia/Legacy C2K 47474

SwiNG THAT Music
EPM (Jazz Archives) 15731-2

THE COMPLETE ROULETTE STUDIO RECORDINGS OF
CounT Basie AND His ORCHESTRA
Mosaic MD 10-149

|same as above entry]

WHy I SING THE BLUES
MCA Special Products MCAD 20256

CHARLIE PARKER MEMORIAL, VOL. 2
Savoy Jazz SV-0103

[formerly A Day IN COPENHAGEN, now on:]
Jazz CLup: TENOR Sax Verve §40031-2

CrescenT - MCA/Impulse MCAD-5889

THELONIOUS MoNK: THE COMPLETE BLUE NOTE
RecoRrDINGS Riverside RCD-022-2

A NIGHT AT THE VILLAGE VANGUARD, VOL. 2:
SoNNY ROLLINS - Blue Note B21Y-46518

Duke ELLINGTON: THE GREAT LoNDON CONCERTS
Music Masters 01612-65106-2

THE COMPLETE ROULETTE STUDIO RECORDINGS OF
CouUNT BasiE AND His ORCHESTRA
Mosaic MD10-149

THE COMPLETE 1959 CBS CHARLES MINGUS SESSIONS
Mosaic MQ4-143 [LP only]

Bessie Smith
Louis Armstrong

Count Basie, E. Durham,
Jimmy Rushing

Count Basie

B.B. King
Charlie Parker
Dexter Gordon

John Coltrane

Thelonious Monk
Sonny Rollins
Duke Ellington

Count Basie

Charles Mingus
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Satin Doll

In A Sentimental Mood (1935)
Prelude To A Kiss

1 Got Rbythm

Our Love Is Here To Stay

Ouwr Love Is Here To Stay

Our Love Is Here To Stay
Joyspring

Nice Work If You Can Get It

Chelsea Bridge

CHAPTER FIvE

Duke ELLINGTON: THE GREAT PARIS CONCERT
Atlantic 2-304-2

DUKE ELLINGTON AND His ORCHESTRA, 1935-30
Classics 659

ELLINGTON INDIGOS COLUMBIA JaZZ MASTERPIECES
CK-44444

GERSHWIN PERFORMS GERSHWIN: RARE RECORDINGS
1931-35 - Music Masters 5062-2-C

ELLA FITZGERALD SINGS THE GERSHWIN SONGBOOK
Verve 3-825024-2

FRANK SINATRA: SONGS FOR SWINGIN' LOVERS
Capitol C21Y-46570

CarMEN McRAE: HERE TO STAY
Decca Jazz GRD-610

CLIFFORD Brown anD Max RoacH
EmArcy 814645-2

THELONIOUS MONK: THE COMPLETE BLUE NoOTE
RECORDINGS - Blue Note 4-B2PP-30363

Duke ELLinGTON: THE BLANTON-WEBSTER BAND
(1939-1942) - RCA Bluebird 3-5659-2-RB

Duke Ellington,
Billy Strayhorn, Jonny Mercer

Duke Ellington, Irving Mills
Manny Kurrz

Duke Ellington, Irving Gordon,
Irving Mills

George Gershwin,
Ira Gershwin

George Gershwin,
Ira Gershwin

George Gershwin,
Ira Gershwin

George Gershwin,
Ira Gershwin

Clifford Brown

George Gershwin,
Ira Gershwin

Billy Strayhorn

Two-FPart Invention
No. 4, BWV 775

There Will Never Be
Another You

Qur Love Is Here To Stay
All Of Me

CHAPTER S1x

1.S. BacH: THE TOCCATAS AND INVENTIONS
CBS 2-M2K 42269

CHET Baker: OuTt OF NOWHERE
Milestone MCD-9191-2

|See Chapter 4]
CounT Basie (Compact Jazz Series) - Verve §31364-2

J.S. Bach /
Glenn Gould, piano

Harry Warren, Mack Gordon

Seymour Simons, Gerald Marks

The Little Puxe

Ask Me Now

Whe Knows?

CHAPTER SEVEN

CHARLIE PARKER: Now's THE TIME
Verve §25671-2

THE COMPLETE SOLID STATE RECORDINGS OF THE
THAD JoNES/MEL LEWIs ORCHESTRA
Mosaic MD5-151

THELONIOUS MONK: THE COMPLETE BLUE NOTE
RECORDINGS - Blue Note 4-B2PP-30363

PIANO REFLECTIONS
Capitol Jazz CDP 7 92863

Charlie Parker

Thad Jones

Thelonious Monk

Duke Ellington

AT
NS E
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What s New?
Here's That Rainy Day

Ladybird

Wave
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JoHN COLTRANE: BALLADS
MCA/Impulse MCAD-5885

THE ARTISTRY OF STAN GETZ: THE BEST OF THE
VERVE YEARS, VOL. 1 - Verve 2-314-511468-2

THE CoMPLETE PACIFIC JaZz LIVE RECORDINGS OF THE
CHET BAKER QUARTET WITH RUSS FREEMAN
Mosaic MD3-113

Wave - A & M 75021-0812-2

Bob Haggart, Johnny Burke
Jummy van Heusen,

Johnny Burke
Tadd Dameron

Antonio Carlos Jabim



Triste
La Fiesta

La Fiesta
Equinox

The Shepherd Who Watches
Over The Night Flock

Footprints

CHAPTER EIGHT

Ly

What's New?
I Got Rhythm

Polka Dots and .Moonbeams
My Ship

Nice Work If You Can Get It
Am’t Misbebavin’

A Foggy Day
Stars Fell On Alabama
Easy Living

Memories of You

Moment’s Notice
Yeah!
Stella By Starlight

It’s You Or No One

CHAPTER NINE

e

What's New?
In Aa Sentimental Mood

Giant Steps
All The Things You Are
Along Came Betty

Free Spirits
Mauden Voyage

Bolivia

[same as above entry]

RETURN To FOREVER
ECM 78118-21022-2

THE LYRICAL STAN GETZ
Columbian Jazz Masterpieces CK-44047

THE BEST OF JoHN COLTRANE - Atlantic 1541-2

DUKE ELLINGTON: SECOND SAacRED CONCERT
Prestige PCD-24045-2

MILES SMILES
Columbia Jazz Contemporary
Masters CK-48849

[See Chapter 7]

CoLEMAN HawKINS & LESTER YOUNG: CLASSIC TENORS
Signarure AK-38446

Bivt Evans: THE COMPLETE PRESTIGE RIVERSINDE
RECORDINGS - Riverside 12-RCD-018-2

MiLes Davis: MILES AHEAD
Columbia CK-53225

[See Chapter 4]

THE LasT YEARS: FATS WALLER & His RHYTHM,
1940-1943 - Bluebird 3-9883-2-RB

SARAH VAUGHAN: LIVE IN JaPAN
Mainstream J2K-57123

CHRISTIAN McBriDE: GETTIN' To IT
Verve 314-523989-2

CLIFFORD BROWN MEMORIAL ALBUM
Blue Note B21Y-81526

MEMORIES OF YOU - Biography BCD-112

BLUE TrAIN MoBILE FIDELITY
UDCD-01-00547

HoRACE-ScoOPE
Blue Note B21Y-84042

STAN GETZ, KENNY BARRON: ANNIVERSARY!
EmArcy 838769-2

Dexter Gornon: N1GHTs AT THE KEYSTONE, VoL. 1
Blue Note B21Y-94848

[See Chapter 7]

BLrACK, BROWN & BEIGE
Bluebird 3 6641-2-RB

[for 1935 version, See Chaprer 4]
GIANT STEPS - Atlancic 1311-2
[See Chapter 2]

ART BLAKEY AND THE Jazz MESSENGERS: MOANIN'
Blue Note B21Y-46516

FREE SPIRITS - SleepleChase SCCD-31043
MaIDEN VOYAGE - Blue Note B21Y-46339

FREDDIE HuBBARD: BOLIVIA
MusicMasters 50632-C

Antonio Carlos Jobim
Chick Corea

John Coltrane

Duke Ellington

Wayne Shorter

George Gershwin,
Ira Gershwin

Jimmy van Heusen,
Johnny Burke

Kurt Weill, Ira Gershwin

Thamas Fats Waller,
Harry Brooks, Andy Razaf

George Gershwin,
Ira Gershwin

Frank Perkins,
Mitchell Parrish
Ralph Rainger, Leo Robin

Eubie Blake, Andy Razaf

John Coltrane
Horace Silver
Victor Young,

Ned Washington
Jule Styne, Sammy Cahn

Duke Ellingron

John Coltrane

Benny Golson

Mary Lou Williams
Herbie Hancock
Cedar Walton




CHAPTER TEN

S

Trinkle Tinkle

April In Harlem
(From Harlem Symphony)

Lighnin’

Clarinet Lament

CHAPTER ELEVEN

Bessie's Blues
West End Blues
Au Privave

Blues For Alice

Confirmation
Red Top

Knucklebean
Diminuendo And Crescendo

I'm In The Mood For Swing

Anthropology
Dexterity
Cottontail
Oleo

Thw Little Prxe
Serpent’s Toath

Rhythm-a-ning

I Got Rbythm

1 Got Rbythm
I Got Rbythm

Jumpin® At The Woodside
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Monk wiTH COLTRANE - Fantasy OJCCD-039-2

THE SYMPHONIC JAZZ OF JAMES P. JOHNSON
Musical Heritage Sociery MHS 4888

DUKE ELLINGTON AND His OCHESTRA, 1932-33
Classics 626

DUKE ELLINGTON AND His ORCHESTRA, 1935-36

[See Chapter 3]
[See Chapter 3]

THE EsseENTIAL CHARLIE PARKER
Verve 314-517173-2

Birp: THE COMPLETE CHARLIE PARKER ON VERVE
Verve 10-837141-2

[Same as above entry]

DEXTER GORDON: SOPHISTICATED GIANT
CBS 457181-2

BusH DANCE - Galaxy GXY-5126 [LP]

ELLINGTON AT NEWPORT
Columbia Jazz Masterpieces CK-40587

In THE Moon For SWING
Musical Heritage Sociery MHS 512375M

CHARLIE PARKER IN SWEDEN
Storyville STCD-4031

CHARLIE PARKER STOoRY ON DAL, VoL, 2
New York Days Stash 25

DuUkE ELLINGTON: THE BLANTON-WEBSTER BAND
{1939-1942) - RCA Bluebird 3-5659-2-RB

Sonny RoLLING: THE COMPLETE PRESTIGE RECORDINGS
Prestige 7 PCD-4407-2

[See Chapter 6]

Sonny RoLLins: THe COMPLETE PRESTIGE RECORDINGS
Prestge 7 PCD-4407-2

THELONIOUS IN ACTION [WITH JOHNNY GRIFFIN]
Fantasy OJCCD-103-2

Criss-Cross - Columbia/Legacy CK-48823

THE SMITHSONIAN COLLECTION OF CLASSIC Jazz, VOL. 3

(Don Bvas and Slam Stewart) SMITHSONIAN
COLLECTION OF RECORDINGS - CDRID-033-3

COLEMAN HAWKINS & LESTER YOUNG:
Crassics TENORS - Signature AK-38446

GERSHWIN PERFORMS GERSHWIN:
Rare Recordings 1931-1935

THE COMPLETE ROULETTE STUDIO RECORDINGS
oF CouNT Baste AND His ORCHESTRA
Mosaic MD 10-149

Thelonious Monk

James F. Johnson
Duke Ellington

Duke Elhington

Charlie Parker

Charlie Parker

Lionel Hampron,
Ben Kynard

Johnny Griffin
Duke Ellingron

Benny Carter

Charlie Parker

Charlie Parker
Duke Ellington

Sonny Rollins

Sonny Rollins

Thelonious Monk

George Gershwin,
Ira Gershwin

George Gershwin,
Ira Gershwin

George Gershwin,
Ira Gershwin

Count Basie.



Eternal Triangle
Oleo

Symphony No. 1:
Afro-American

CHAPTER THIRTEEN

Nutty

Trinkle Tinkle
But Not For Me

Body And Soul

The Night Has A Thousand
Evyes

Tune-Up

Countdown

Giant Steps

Satellite

Hexatology

CHAPTER FOURTEEN

What's New?

Maxine

Dizzy GILLESPIE: SONNY SIDE Urp
Verve 8§25674-2

EveErveBoDY Dias BiLL EvaNs
Fantasy OJCCD-068-2

SympHONY No.1 - Chandos CHAN 9154

MonNg WiTH COLTRANE
Fantasy OJCCD-039-2

[Same as above entry]

JouN COLTRANE: My FAVORITE THINGS
Arlancic 1361-2

COLTRANE'S SOUND
Atlantic 1419-2

COLTRANE’S SOUND
Atlantic 1419-2

CoOKIN' WiTH THE MILES Davis QUARTET
Fantasy OJCCD-128-2

GIANT STEPS
Arlantic 1311-2

[same as above entry]

COLTRANE’S SOUND
Atlantic 1419-2

FurL CIRCLE
YAL-000

[formerly A Day IN COPENHAGEN, now on]

Jazz CLup: TENOR Sax Verve 840031-2

THE NIGHTFLY
Warner Bros. 23696-2

Sonny Sntt,
Dizzy Gillespie

Sonny Rollins

William Grant Scill

Thelonious Monk

George Gershwin,
Ira Gershwin

Johnny Green, Ed. Heyman,
Robert Sour, Frank Eyton
Jerry Brainin, Buddy Bernier
Miles Davis

John Coltrane

John Coltrane

John Coltrane

Yusef Lateef

Bob Haggart, Johnny Burke
Dexter Gordon

Donaid Fagen
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Acolian

Altered scale
Anticipation
Antecedent phrase
Arpeggio
Augmented
Augmented seventh

Back cycling

Bebop

Bitonal

Blue notes

Blues

Borrowed

Bossa nova

Break

Cadencel(s)
Call and response

Chord

Chord changes
Chord progression
Chord voicing
Chromatic
Chromatic scale

Close position
Color tones

Compound cadence

GLOSSARY

sixth mode of the major scale (a.k.a. natural minor)

seventh mode of the melodic minor scale

process of advancing a melody note, and/or its associated harmony
opening, “calling,” or otherwise unresolved phrase

outlining a chord one note at a time

made one half step higher (usually this refers to the fifth of a chord)
dominant seventh chord with a raised fifth

determining a starting point for a cyclic progression by backing up from the
desired point of resolution

style of music created by Charlie Parker and his generation of jazz musicians,
featuring fast tempos, functional harmony, extremely syncopated melodies, and
harmonically complex improvisations often based on extended harmonies

referring to a chord built out of extensions superimposed on the primary chord

(a.k.a. palychord)
flatted third, fifth, and seventh of a key (the non-diatonic notes in the Blues scale)

twelve-bar musical form, the most commonly used in 20th century music,
featuring a I-IV-V, progression or any of its many variants; also a style of music
using exclusively this form

(harmony) taken from one mode and used in another (usually being used in the
parallel major)

Brazilian musical form, technically samba with instruments; as used by jazz
musicians the term means the songform and rhythmic style popularized by A. C.
Jobim and his generation of composer/songwriters in the late 1950s and early
1960s

point in a solo in which the accompaniment is stopped and the soloist continues

alone briefly
movement from a non-tonic (unstable) chord to a tonic (or more stable) one

form of improvisation, singing, or playing, in which a statement by one individual
is answered by another or the group (African in origin)

combination of notes sounded together

harmonies to a phrase or composition

sequence of chords used in a phrase or composition

particular configuration of chord tones and available extensions
related by one half step, the smallest possible interval on the keyboard
scale containing all the possible adjacent notes, in half steps

a seventh chord which is voiced so thar all four notes fall within one octave (as

contracted with “open position”)

sixchs, ninths, elevenths and thirteenths (synonymous with “tensions” or

“extensions”)

cadence involving rwo consecutive non-tonic chords resolving to the tonic
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One

Compound interval
Conjunct

Consequent phrase
Constant strucrure

Crushed note

Cycle of Fifths
Diatonic
Diminished
Diminished scale
Diminished seventh

Direct modulation

Disjuncr

Dominant seventh

Dorian

Eleventh

Extended dominants

First inversion

Half-diminished
Half-step
Harmonic minor
Harmonic rhythm
Heptatonic
Hexaronic
Hexatonic scale

Hybrid chord

Interpolacion

Interval

Inversion

interval larger than one octave (ninths, elevenths, and thirteenths)
stepwise melody

final, or answering phrase

a voicing, mode, or chord structure which is transposed and repeated

blues piano device in which a single note blues melody is accompanied above or
below by a repeating or “drone” tone played in tutti rhythm, or in such a way as
to reinforce main rhythmic accents of the phrase

sequence produced by moving in intervals of perfect fifths (c, g, d, a, etc.)
builr exclusively from the scale

made one half step lower (this may often refer to the fifth of a chord)

see octatonic scale

seventh chord comprised exclusively of minor third intervals

change in key center in which no harmony is perceived to be shared berween the

two keys
leaping, or non-scalewise motion

seventh chord found on the fifth degree of the major scale (chord produced by
lowering the seventh of the major seventh chord by one half-step)

second mode of the major scale

fourth degree of the scale in the presence of a seventh chord (on a major or
dominant seventh chord chis may be raised, or “sharp”)

a series of dominant seventh chords moving through the Cycle of Fifths extended
substitute dominants a series of dominant sevenths occuring in downward

chromatic root motion

chord with the third on the bottom, and the other notes in normal order above it,
within one octave

synonym for minor seven flar 5 (-7b5 or o)

smallest possible increment between pitches on the keyboard

minor scale with a flarted sixth, and natural seventh, or leading tone

rate of chord change

containing seven notes (usually pertains to scales)

containing six notes (usually pertains to scales)

symmetric scale built out of alternaring minor third and half step intervals

chord created by superimposing one chord (usually a triad) over an unrelared
bass, or by extending a chord to create a polychord and then leaving the third or
seventh out so thar only the triadic extensions and bass note remain (a.k.a. slash
chord)

process of inserting additional chords or cadences between those which are
original to the progression

distance, in pitch, between two notes, chords, or other harmonic or melodic units
1. Substitution, berween a pair of notes, of highest for lowest or vice versa

2. In a chord, the result of moving the lowest note to the highest voice (there are
always as many possible inversions of a chord as there are notes in it).



Jonian

Key of the moment

Lead sheer

Leading tone

Locrian

Locrian natural nine
Lydian

Lydian flat seven
Mainstream

Major

Major pentaronic scale

Major seventh

Major sixth chord
Melodic minor

Minor
Minor blues

Minor/major seventh
Minor pentatonic scale
Minor seventh

Minor seven (b5)
Minor sixth chord
Mixolydian

Modal

Modal interchange

Mode
Modes

Modulation
Monrtuno
Narural minor

Ninth

Ocraronic

Octatonic scale

modal name of the major scale

temporary key created by any dominant seventh chord or  cadence other than
the primary V7 in the key

basic guide to a musical compostion, containing basic melody, chords, and form
natural seventh degree of a scale, as found in major and harmonic minor
seventh mode of the major scale

sixth mode of the melodic minor scale

fourth mode of the major scale

fourth mode of the melodic minor scale

style of jazz mixing influences from the bop, post-bop and modal styles

scale or chord conraining a major third degree (as found in a major scale)
pentatonic scale built in the form: 1,2,3,5,6

chord containing the first, third, fifth, and seventh degrees of a major scale based

on its root
major triad with an added sixth
scale produced by lowering the third of the major scale chromarically

scale, chord or ronality containing a minor third degree (as found in a minor

scale)

blues form in which the tonic, and generally the iv chord and cadence as well, are

derived from some form of minor

chord built by flatcting only the third of a major seventh chord

pentatonic scale built in the form: 1,b3, 4, 5, b7

chord built by flatting the third and seventh of a major seventh chord

chord built by flatting the third, fifth, and seventh of a major seventh chord
minor triad with an added sixth

fifth mode of the major scale

of or pertaining to the modes or their use, rechnically or stylistically
borrowing of chords from parallel modes, generally minor, for use in the parallel
major

set of notes produced by beginning a scale on any of its degrees other than the
tonic, in effect, inverting it to start on different degrees

names of the inversions of the scale (see Tables 1.6 and 1.7 for the names of the
most commonly used modes of the major and melodic minor scales).

change in tonality
repeated, or vamp figure in Salsa music, over which solos may occur
ak.a. aeolian

second degree of a scale in the presence of a seventh chord (may be flat or sharp
on a dominant seventh chord)

containing eight notes

eight-note scale alternating half and whole steps (synonymous with symmetric

diminished scale)
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QOcrave
Open position
Ostinato

Parallel
Pentatonic

Pentatonic scale

Phrygian
Pivor chord

Pivot chord modulation
Polychord

Polyrhythm
Post-bop

Quarta]
Reharmonize(ation)
Related

Related 11-7 or 110

Resolving(resolution)
Rhythm changes

Riff

Root

Root position

Salsa

Samba

Second mnversion
Secondary dominant

Seventh chord
Simple cadence
Simple interval

Sixth chord

distance berween a note and the same note in its next higher or lower appearance

(twelve half-steps)

chord voicing which disruprs the normal hierarchy of pitches (normally 1, 3, 5, 7;
3,5,7, 1, etc.). An example would be a chord voiced 3,7, 5, 1

repeated bass or thythmic figure which organizes a section of the form, often an
introduction or coda

having the same root
containing five notes

scale with the interval structure 1, b3, 4, 5, b7 (minor form), or 1, 2, 3, 5, 6 (major
form)

third mode of the major scale
chord common to both the old and new ronalities involved in a modulartion

modulation involving a chord or chords common to both the old and new

tonalities

chord built out of two chords, one superimposed on the other (generally built our
of extensions of the primary, lower, chord)

coexistence of implication of more than one meter concurrently
after bebop (mid-to-lare fifties)

built in intervals of fourths

changing the harmony to a phrase

scales or modes containing the same notes

subdominant chords in cadences which combine with their related V7 to create ii-
V cadences

arrival at the tonic, or temporary tonic, concluding a cadence
32-bar AABA songform based on Gershwin’s I Got Rhythm

simple, repeated rhythmic and melodic figure often improvised by horn players
behind soloists

note after which a scale or chord is named
when a chord has not been inverted

Puerro Rican or Afro-Cuban dance music characterized harmonically by the use of
the montuno, and orchestrally by the combination of African percussion combined
with convenrtional jazz ensemble instrumentation

Brazilian (originally Yoruban Semba) drum music with heavy spiritual

connotations; as used by jazz musicians, essentially a double-time bossa nova

chord with the fifth on the bottom, and other notes in normal order within an

ocrave

dominant seventh chord with a diatonic root and also a potential diatonic

resolurion a perfect fifth lower

four note chord in thirds

motion from one subdominant or dominant chord to the tonic
incerval of less than one octave

four note chord built by adding a sixth scale degree to a major or minor triad



Slash chord(s)
Spanish phrygian
Stride piano
Subdominant

Subsrtitute dominant

Sus 4

Syncopation
)

Symmetric
diminished scale
Swing

Temporary key
Tensions
Teruan

Third inversion
Thirteenth
Three-tonic system

Tonic
Transcribing

Transitional modulation

Transposition

Tritone

Tritone substitution
Turnaround
Voice-leading

Whole-tone scale

see hybrid chord(s)
octatonic variant of the phrygian scale, with an added major third

piano style predominant in the 1920s and 1930s in which the left hand alternates
between the roor, or a tenth based on the root, and the basic chord strucrure, in
4/4 time

functional category of diatonic chords containing the fourth degree, but not the

leading tone

one of a pair of dominant sevenths containing the same third and seventh; also a
category of dominant seventh chords with non-diatonic roots

chord with a fourth, rather than a major third, as its second note in root position

displacement of rhythmic attacks or accents so that they fall either berween beats

or on ordinarily weak beats

synonymous with octatonic scale

12/8 implication in 4/4 time created by the use of uneven, or swing eighth notes
and syncopations; also, a style of bigband dance music predominating from
approximately 1935 to 1945

see key-of-the-moment
ninths, elevenths, or thirteenths (chordal extensions)
built in intervals of thirds

chord with the seventh on the bortom and the other notes in normal order within

one octave

sixth degree of a scale in the presence of a seventh chord (on a dominant seventh
chord this may be “flat”)

harmonic system which forms the basis of Coltrane’s Guant Steps, in which three
equally important key centers exist, each a major third apart

1 of the scale or key
the process of notating a recorded solo, arrangement, or composition

a modulation created by the use of sequential harmonies, during which our sense
of tonality may be suspended, and at the end of which it has changed

moving a note, chord, part or entire composition to another key

half an octave; also the interval between the third and seventh of a dominant

seventh chord

substitution for a dominant chord by the dominant whose root is a tritone
distant and which shares the same third and seventh

repeating four-chord progression, usually some variation harmonically of I-vi-ii-
V, often used for improvised introductions and endings

efficient motion between adjacent chords, created by exploiting exploitation of

common tones

six note scale builr exclusively out of whole steps
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Perfect fourth (P4), 9-11
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Alrered, 18 Pivot chord modulation, 116
Altered dominant, 78-79 Interpolation, 50 Polvchordal. 132
Anticipation, 53, 173 Interval, 9 Polyrhythm, 35
Arpeggio, 14 Inversion, 9-10 Polytonal, 132
Augmented fifth (+5) 9, 11 Inverted, 10 ‘
Augmented fourth (+4),9, 11, 69 Jonian, 16 R
2 5 d(+2)9, 11 S—— -
Augmented s(.at:on (+2) Reharmonization, 151
Augmented sixth (+6) 9, 11 K, L ot 18
B Key-of-the-moment, 62 Rhythm Changes, 149-152, 155-161
Lead sheert, 47 Roman numerals, 25
Back-cycling, 138 Locrian, 16 Root. 12
Bitonal, 132 Locrian 9, 18, 86, 131 Root position, 12-13
Blue note b3, 40 Lvdian, 16 '
Blues, 35, 135 Lvdian augmented, 18 S
Blues scale, 39 Lydian b7, 18, 127, 129 Second inversion. 13
(& ¢ : ?
Borrowed, 39, 82, 84 Secondary dominant seventh chord. 61
Bossa nova, 87 M Seventh. 12
Break, 175 Mainstream, 33 Seventh chord, 11
Major Blues, 147 Simple interval, 9
C Major second (M2), 9-11 Slash chord. 173
Cadences Major seventh (M7), 9-11 Song Form, 47-50, 110
compound, 30 Major sixth (M6}, 9-11 Spanish Phitypian, 88
simple, 30 Major third (M3), 9-11 . i
_ Major third (M3), 9- Subdominant (SD), 30, 31
Call-and-response, 35 Sialaiis in 17-18. 85-86 S
£lodicnot,:La-iognea-ak Subsrtitute dominant (subV'7, SV7), 67
Color tones. 20, 39 g
Minor Blues, 93-94 Swing. 54,68
Coloration, 20 g, o4,

; Mizpor: pentatosic; Ealch Symmetric diminished, 127
Compound Interval, 20 Mi d (m2), 9-11 } . e,
Conjunct, 35 ingr secand {psg; Svmmetric octatonic, 127

s Minor seventh (m?7), 11

Minor sixth (mé}, 9-11
Mixolydian, 16, 87 T
(Mixo)Lvdian cadence, 175

Modal interchange (MI), 82, 84, 90, 92

mcopation. 51
Constant structure, 119 Syncop

Cycle of Fifths, 26

D

Temporary key, 62
Tensions, 39

Diatomnuc, 15, 19, 25, 29 Mode, 15 _
Diminished, 127 : Third, 12
s Modulation, 113 e
Diminished chords, 136 Mioritato, 87 Th:.r m\.;:l ;0 2
Diminished fifth (dim 3). 69 irteenth,
tei Z
Direct modulation, 116 N Tonic, 26, 30. 37-38

Disjunct, 35 Tonicization, 62, 114

Dominant, 12, 30, 37, 43, 50

Natural minor, 81 Transitional modulation, 117-118

Ninth, 20 !
Dorian, 16, 19, 63, 87 Transposing, 14
Triad, 11
E O Tritone, 69, 138
1 h. 20 Octatenic, 127, 129-130 Tritone substirution, 69
F A - 50,36 Open position, 14 Turnaround, 49, 105
Extensions, 20, 3 Open voicing, 13
F Oistinarto, 32 V’ W
Voice-leading, 28, 95
11 2
F? rh‘.l . p Whole-tone, 127
First inversion, 13 ) &
Parallel, 17
Fourth, 20

Pentatonic scale, 121
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