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Diminished Scales

Diatonic Functioning Diminish Chord

resolVeto ....ccoceveveveveeeennnee. | Maj 7
(=50 1Y/ (o T -7
(=50 1Y/ (o T -7
resolVeto ....ccocovevevevevevennnnne, [1-7
(=50 AV/=1 (o [ V7
(=50 V7= (o [ V7
resolVeto .....oceveveveveveveennnne, VI-7
(=50 AV/S1 (o SN V7

» All the diatonic functioning diminished chords must resolve by half step up or down,
except | dim 7 and V dim 7 resolve to the same root.

C | dim7 | Maj 7
Cdim7 CwMaj7
O I L I '
V4 | 2PN O | 1] b e 2PN
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ANV =Y b4 S be O e
g 728 8 o o e
R T9 b3 Tl dim5 6) dim7 TM7
Fl  Hdim7 -7
Fidim7 G-9
QI !7 8 T ;
(~> = 8 T o e (Mo ®
9 © fo—©
R @ b3 (4 dm5 T3 dm7 TM7
5 Il dim 7 I1-7
Dbdim7 Cldim7 C-7
Qlln i I I
(~>— 78 > —»g . . o (Pre—jFe
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1y AS B »—8 fo O 1°
See Tip on Page 29. R (@ 3 (@ dm5 113 dim7 TM7
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G Bl dim 7 -7
Abdim7 B-7
N # "
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Symmetric Diminished Scale

Gdim7
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Symmetric Diminished Scal e appears as non-diatonic functioning
diminished chord (meansit doesnot fit any one of eight categories
described before). Because the scale is built with constant whole/
half steps, thereisno tension which will createbOthinterval. There-
fore, al the tensions are available.

The example shown above will sound strong resolution because
of theroot motionof V tol. G dim 7, however, doesnot create any
logical voiceleading (will be discussed later). Therefore, Gdim 7
is not functioning as diatonic.

Combination Dominant Scale

If one diminished scale could built with whole and half steps, the
reversed positions as half/wholewould be possible, too. Thisscale
is usually used for dominant. Note; there is no available tension
thistime.

R T9 dim3 T11 dim5 T3 dim7 TM7

bg
i G700 CMajo R TH9 T 3 TH1 5 13 b7
Q p 3 5 . I X & Py O ©
~—1+<% ° bo be go FO —
A\SVJ bl = © T
Py) © | I L |
Altered Lydian b7
* The same scale may start on the root of the substitute dominant
chord.
DM#bg) Cé
11
N o R ™  TH9 3 T$11 5 137
A b o i te bo
N 19 Pay | Pay DO L
A\NVJ b)) S | ] O O F
Y] © DIO jo - | | |
Altered Lydian b7
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Non Diatonic Functioning Diminished Chords

Additional information for the diminished chords (p.10-12).

Aswe discussed thoroughly, diminished chord scales will be decided by the fact that if the dimin-
ished chord is acting as a diatonic function within the key of the moment.

The list below shows the progressions which will not create a resolution sound in the sequence
even though it may look diatonic functioning diminished chords. Thislist will against the list on
page 10.

bl dim7 ... goes to, but does not resolveto........... | Ma7
bV dim 7 ... goes to, but does not resolveto........... IV Maj7
VI dim7......... goes to, but does not resolveto........... V7

VI dim7 ....... goes to, but does not resolveto........... VI-7
V1 dim7......... goes to, but does not resolveto........... VI1I- 7(¢5)

Those progressions are called non diatonic functioning diminished chor ds sequence. Therefore,
the chord scales will not be considered by the Key of the moment. The Symmetric diminished
scale will be used, instead.

Again, if any of the diminished chords do not resolve in the Key of the moment as shown on the
page 10, the chord scale will be Symmetric diminished scale as well.

There is an exception to the rule above.

| #I dim7 V on 5th ﬁll dim7 | on 3rd
. c chdim? G/D Dédim? CIE
P o Lo S o
rN Pay V &y b4 Y Pay
A\SV b4 a4 e Ll b4
) © Fﬁ O gt o o

The$l dim 7 did not resolve to |I- 7. Instead, it resoled to V with the 5th (D) on bass. Thisisa
semi-diatonic functioning progression, because the ear will hear the bass moveto the 2nd degree of
the diatonic scale (C Major) aswherethe |- 7 is supposed to be, and the actual chord on top of the
bass which is another diatonic chord. 11 dim 7 resolves to | with the 3rd on bass is also semi-
diatonic for the samereason. Therefore, the chord scale will be decided by the Key of the moment.
Note that this kind of progression is commonly heard in Gospel music.

T| p Enharmonic respelling is necessary when theroot of the diminished choed isflat.

|.e.; Respell E17 dim7to D# dim 7 in order to find the chord scale.

Jazz Theory
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Relative Keys

* Relative Keys are a pair of keys which uses same key signature. Those two keys are Major and
minor, and the minor key startsfrom VI degree of the Major key. In other word, thetonic of relative
minor starts from Major 6th above the tonic of relative Mgjor.

C Mgor ---- Mgjor 6th t ---- A minor

Cminor ---- Major 6th | ---- Iijajor

Scale Degree
C Mg
| [ 11 v \/ VI VIl
[a} O o
A ° o o o —
D P o © o —
J o o -
| bk v v v by
A -
Diatonic Chords/ Modes
C Mg
lon Dori Phry Lyd Mixo Aeo Loc
IM&7 -7 17 IVM&7 V7 VI-7 VII-769
0 o Q L o
A 8 8 8 g 8 8
A\SVA)= 4 O el O O el
g8 O © 8 O ©

-7 N-709bilma7 V-7 V-7 PVimg? Pviiz
Aeo Loc lon Dori  Phry Lyd Mixo

A -
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Minor Key (cont.)

Minor scale hasthree different types. ThereasonisLeading Tone.
Leading Tone is a note which leads the tonic form - 2nd below.
Since Natural minor scale (Aeolian Mode) isVIth mode of rela
tive Major, the scale does not have Leading Tone. Therefore,
Natural minor does not sound resolving to the Tonic.

C Maj Scale A Natural minor Scale (Aeolian Mode)
[a
V)
y 4 O O
[ (an) O O e O
A\SV o Py O © o Py O ©
J o 1 ©o o © 1
Leading Not
Tone Leading
Tone
A Harmonic minor Aug 2nd A Melodic minor
A Gap
/
[ fan Y o O o Ohaol
NG O o S o OHOH— —HO o«
e © © 1 e O ° 1 e
Leading Leading
Tone Tone

Harmonic minor is a minor scale with Leading Tone. Leading
Toneisneeded for resolution harmonically. Notethat raising the
7th note to make L eading Tone changed V- 7 chord to V7 chord
(E- 7to E7 in A minor, see page 32), which makes much smoother
progression of V7tol -.

Harmonic minor issmoother harmonically. It, however, nolonger
smooth as a scale because Leading Tone created an Aug 2nd in-
terval from the 6th note F. To make the scale smoother, the 6th
note isrased, too. That is Melodic minor Scale. The rased 6th
and 7th are needed only when going up to the tonic. Therefore,
descending scale goes back to Natural minor Scale (Aeolian
Mode).
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Minor Key (cont.)

Diatonic Chords

Natural minor

-7 11-705) bllimaz— 1V-7 V-7 bvimaz bz
A-7 B- 7(5) CMaj7 D-7 E-7 FMaj7 G7
0 o Q
” Py b4 b4
G g 8 8 8
o g O © - g
Harmonic minor
I-(Ma7) 1 709) blIMa 78D v 7 V7 bViMaz  Vildim?
A-Mai7)  g_05) cmaj7®) D7 E7 FMaj7 Ghdim?
[a) o
A — vy —Q -
G ig #8 18 #8
0 g o RS2 . i i
Melodic minor Ascending
NCE T bl1iMa7ED  1v7 V7 vI-705) Vi1 765)
A-Mai?) g7 cmai7® D7 E7 709 G709
0 — Q
4 PN 24 b4
G ig ¥ 8 ¥ 8 ¥ 8
J '8 "8 "8 LS e i
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Harmonic Consideration for minor key

Typical minor diatonic chordsin minor key chord progression.

-7 11- 705) blimaz— 1V-7 V7 bVIMaz  Vildim?
Aeo Loc lon Dori Mixo Lyd dim
A-7 B- 7(5) CMaj7 D-7 E7 FMaj7 Gidim7

) o

7 o 8 8

J g 8 © o i i

» Because Mixolydian and diminished scales varies according to the Key of the Moment, all the
tension notes must be adjusted.

E7
[a}
A m Py 0] ©
D—5 o go —
P o -
R Tv9 3 (4 5 Th13 b7

Therefore, thisis Mixo b9 which containsb13 automatically.

diminished scale for V1ldim7 is shown below.
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Py,

) dim3 (4) dims Th13 dim7 T Mg7
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Minor Key (cont.)

+_ 705" appearsvery distinctively. Most likely, thisisa
[ chord of aminor key of the moment. If thischordis
followed by aDominant chord, it must beaminor Il -V
progression, no matter what chord to resolve. There-
fore, the mode is Locrian for the 11- 7¢5), and Mixo b9

for the V7.
T
11 705) V7 | Maj7
| |
C-| Loc Mixo b9 C| lon
) D- 709 G7 3 . CwMmay7 _
Y | | | | [ | | | |
'\’Sg oo o o z s J o —o
e ts e —
Night And Day by Cole Porter
T
11 705) V7 | Maj7
| |
F- | Loc Mixo b9 F | lon
G- 7(|’5) 076”9) FMaj7
[a A , A | | |
S o 2 I I = D ——— N | ? |
©- — ba = B = = —*
\_/

| Love You by Cole Porter
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Modal I nterchange

C Natural minor

-7 0-769  biivgr  1v-7 V-7 bvimagz  bviiz
C-7 D- 705) EPMaj7 F-7 G-7 AbMaj7 Bb7
N | o | @ l’%
s ' '8 Ra: L8 8 .8
%avig:f% L-Vg 2] g ’'S D PO
Tonic minor Subdominant minor
-7 blimaz V-7 -709  v.7 bvimaz bz
C-7 EbMaj7 G-7 D- 705) F-7 AbMaj7 Bb7
n o | | @ pe
y —re tg b8 i 8 i ”§ -8
G 1’8 8 °8 3 2 Z S
') TS I O

« Notethat the notes indicated black are scale degreeb6 in C Natural minor (C Aeolian) which isthe

Avoid. That is why any diatonic chord contains scale degree b6 is not Tonic minor. Those are
Subdominant minor chords.

V- 7 (G Phrygian)

G-7

N

©
c
0

|
Py D
O

@4@;5'()

R ) b3 T11 5 (+6) b7

« V-7isnot common, because b3 of the Parent minor Key (E> in C minor) which is necessary to
characterize minor sound is not chord tone nor available tension on V- 7 (Phrygian Mode) Scale.
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minor Il -V -1
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11- 765) V7 .
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* Becausethell- 7(b5) usually precedesthe V7 chord, it isamodal interchange chord from Harmonic
minor.

Altered Subdominant Chord

1. 705) bI1 Maj7
. D- 705) DbMaj7
~ b8 49
A\NV) Q | Q
.) O PO
Lyd
bV Maj7 bv17
AbMaj7 Ab7
[a) | Q | l)q“
p.a f G
’\g ) [pJ
Lyd b7

* Notethat the bVI 7 (atered bVI Maj7) and the bVI |7 (diatonic) are not Dominant functioning chords

because those are not located at the 5th position in the diatonic, and do not resolveto I- going down
Perfect fifth.
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Modal I nterchange (cont.)

* Mixolydian Modal Interchange Chord.

V-7 bv1IMa7
G-7 BbMaj7  C7
C Mixolydian Scale \ i !
fn o e L%
7. E8 Q 3
N 24 O b
A\NVJ O O F
J o o =
R T9 3 (4) 5 T13 b7 R

Summary of the basic Modal I nterchange Chords
Tonic minor  I-7 Aeolian
from natural minor . E|||Maj7 lonian

e V-7 (not common) Phrygian
Subdominant minor | . l’IIMaj7 Lydian
from natural minor e 11709 Locrian

e V-7 Dorian

. bvimg7 Lydian

. bviz Lydian b7

. bviiz Mixolydian
11-765) V7| « 11709 Locrian
from Harmonic minor | ¢ V7 Mixo E9, b13
I nterchange . V.7 Dorian
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Modal I nterchange (cont.)

IMaj6 EV||v|aj7 Suby/7
B"Maj6 GPMaj7 B7
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Special Dominant

e Specia Dominant Chords are chordswhich appear in diatonic situation, yet do not resolve by going
down Perfect 5th nor minor 2nd.

17 117 appears as a substitution of V7. The tritone resolvesto a part of | Mgj7 (5th, M7th).
D7 CMaj7
0
7 O O O
(OR 8 fo ©
e 10 8 f .

Since l17 isderived from V7/V, Take The "A" Train changes (below) iswell known.

ﬁ
CMaj7 p7¢11) D-7 G7 CMaj7
n . ‘ ‘ e N
¥ i PP' | I : | 1 I 1 \‘ I ] ‘I | I[/‘d \i i } i Y H
(@Oio___ el e[ [[feo o Tlo Jeher oo, “, . |
0] ! Q - — ~—
« 117 can be explained as a Modal Interchange chord from | Lydian.
17 Since l117 isderived from V7/V1, it resolves to IV M&j7 which is Inverted V- 6.
m
117 IV Mgj7 V7IVI VI-\T)S
E7 FMaj7 E7 A-(6)
o 0 o
SRR :

bVI 7 SincebV17 is same structure as SubV/7/V, it resolvesto | Maj with 5th on root.

_ - —

~

bVI17 | Maj V17 V7
Ab7 c AP7 G7

A Lb o b o
Y D, () 9.2 bad
b8 S L8 8
0] = =
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Special Dominant (cont.)

VI7 Since V17 isderived from VV7/I1, it resolvesto |V M&j7 which is 11- 9 without the root.

T\

VI7 IV Mg7 VI [1-9
FMaj7 A7 D-9

===
CD%O

===
% >

o

VII7]  SinceVIl7isderived from V7/Ill, it resolvesto | Mgj7 whichis|ll- without the root.

d
VIi7 | Maj7 V711 -
B7 CMaj7 B7 E-
[a)
.
[ (an WY © 254 pS4 0° pS4
NSV ART e ] Q PRI o] Q
e §to S gro ©
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« #1V-705 is often found in standard jazz progressions as a specia diatonic
functioning chord. It can be explained theoretically in a number of different
ways (shown bellow). Yet, asaways, theavailable scaleis L ocrian becauseit
isaminor 7th chord with aflated 5th.

$1V- 705 Locrian
F- 705)

)
©

E ==

O

@4@;5<>

» |t can be explained as a Modal Interchange chord from Tonic Lydian (C Lydian), just as 117 was
explained in p. 37.

o #IV- 705 can be explained as a vV 7/\y without the root. .
f1V- 705) V7 V7 V7
F4.7(5) G7 p7) G7
9 8 8
O+ o° # o°
e 1 1o

«  Instead of resolving to V, #1V- 7(5) can resolve to | /5th (inverted), just as#V diminished chord did.
This also supports that 117 followed by | chord (p. 29).

$1V- 705) V7 $1V- 705) |/5th
) G7 Fi.7(5) ClG
Q Q 0]
oF 8 § o
o T "

o #1V- 705 can befound as a passing chord which resolve to 1V chord. Thisisthe most common
use of #1V- 705).

fv- 705) IVMa7 f1V- 705) V-7
Fi.705) FMaj7 Fi.7(°5) F-7
p/ =
O+ # 2
a m b
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Those are the common use of 1V - 7(°5) shown below. Thereare many Modal Interchange chordsin
themusic, aswell. Reviewing the Modal Interchange (p. 35-38), indicate those chordswith "M.1.".

Jazz Theory 11, Draft, ©1997 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)
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| [ |
G | . e
0 _? b o o
22 23 24 25 26
$IV- 705)
B- 705 Bb7 A-7 D-7 G-7 C7 FMaj6
Q O . N
@ —® e o o- $
') S ————
27 28 29 30 31 32



Deceptive Resolutions

» Standard Deceptive Resolutions: A dominant 7th chord resolve to atonic functioning chord (see
page 16) other than | chord.

;T

7

<
<
N
=

000 ©

oL O

000 ©
o

@Q&)

VI1- sharesthe root and the 3rd of I.

C%C? 2 S
(@]
<
2
\l
(9]
% 9
T

G S8

000 0]
v

~

[11- is| Maj7 without the root.

* Non Standard Deceptive Resolutions. Since the dominant 7th chord resolveto thel Mgor 7thin
aMagor key, other Modal Interchange Major 7th chords may be seen as a deceptive resolution.

V7 bVI Ma7 V7 bi1l Maj7
G7 AbMaj7 G7 EPMaj7

H o | Q

7 - e 8 £8

[ (an Y24 9 YO (=4

\\6\} e o |'V\ O
Altered Deceptive Resolution of V7 to VI- . Altered Deceptive Resolution of V7 to l11- .

Other Modal Interchange Mgjor Chords.

V7 bll M7 V7 bV11 M&7

. G7 DbMaj7 G7 B"Maj7

y ey i 8 565

" o My O V

A\SVAK © o= | [ @ O

o O PO
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Deceptive Resolutions (cont.)

«  One additional Deceptive Resolution isadominant 7th chord followed by #1V- 705). This progres-
sion may be seen as three diferent functions.

o #1V- 705) appears asarelated 11- 7 of V7).

d
-7 V7 fiv-705 V7)) -7
| | | |

D-7 G7 709 g7 E-7
09 g 4 o
g O7 24 o 24
N O a4 W m b4
A\NVJ e oy S
5 # S

o HIV-705) appears asapassing chordto 1V- 7. Thismay be called Altered Subdomi-
nant minor, sometime.

| M7 V7 f1V- 705) V-7
CMaj7 G7 F.705) F-7
O [e) 3 |r)
70 8 |
G S 8 f >
a m
M.I.

o HIV- 705 appears as a Lydian Modal Interchange tonic functioning chord. Asthe
VI- 7andthelll- 7 replaces | Major in the Standard Deceptive Resol ution, #1V/- 7(5)
replaces | Mgjor Lydian chord.

-7 V7 fIv- 705)
| | .
D-7 G7 F§- 705
h © o> /ﬁ
A oS 8 3 =7 ¥
(OB 8 i85 Z: ¢
a m
M.I.
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Compound Chords

« Inversion isachord with the bass which is replaced with a chord tone other than the root.

c7 C7/E C7/G c7/sb
h Q
Y 1 | | Q | Q
6’8 b = bt
ANV 24 = O
J © e
Root Position 1st Inversion 2nd Inversion 3rd Inversion

« Hybridisachord with abasswhichisother than any of chord tones. Notethat the any kind of 3rd
against the bass can not be included in the upper structure chord, because it will characterize a
chord to the bass. Basically, the upper structure chord is derived from the scale notes against the
bass. However, because the 3rd of the bass is not included, ambiguous sound will be created.

CMaj7/D D- 7/G AID$
5
V.4
rN O Q O
A\NV b4 O Pay
J O o9 58
&) O "
) O O . Py
pd F .*- ©O
1) 2) 3)

1) Derived from D Dorianwithb7, 9, 11, and 13 those which create the upper structure chord.
Sincetheb3rd (F) ismissing from this chord, it will not sound D- 7. It rather sound C Mgj7
with the 9th on the bass.

2) Derived from G Mixolydian with 5,57, 9 and S4. Note that the avoid note (S4: C) can be
used because the 3rd (B) is missing from this chord. The sound will be D- 7 with the 11th
on the bass.

3) Derived from D# Locrian with 11, b7 and S2(:9). Note that the flat 9th interval created
between D# and E is acceptablein two reasons. The oneisbecause Locrian isasemidomi-
nant functioning mode, so as atered dominant tensions are, flat 9th interval will create
moreresolution sense. The other is because the upper structure chord creates strong unity
asachord, the ear can separate it from the bass. However, the caution must be taken when
itisused.

« Polychord is a chord combined with two triads or 7th chord. Usually, the upper structure is
created from the available tensions of the bottom chord. This is extremely useful when the key-
board voicing is needed to be specified for ensemble arranging reasons.

D E- F-7
C D- GB
N |
/ b
[ an WA ) S D
S—10 S+
e 1O © |,
e R 0 Q 2o
o) 'e) «Q b ©
i O © PO
bo
ho
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Project |

» Write a piece using the technique you have |lear ned.

» 32 barsform recommended.
» Two types of the conventional forms are recommended.

1) A-A - = A
ie "Take The A Train"

2 A-B-A-C
ie; "The Days Of Wine And Roses"

If you are sure you can make unconventional form musically, it is acceptable as long as you know
what you are doing.
ie; "Piece", "Blue In Green"

No Blues please.

» Check Paints

* Notation
Neatness, Imaginary bar line, Beats positioning, Accidentals, Ending bar line, Beaming, Clef and
So on.

» Scalenotes

Notes must fit in the chord scales, unless otherwise it is an approach note. Therefore, you must
analyze with Roman numeral and name of the scale (mode) for your piece.

Extra Points

Musical Phrasing.

Intro and TAG (Outro).

Recording of the piece.
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Project Il

1. Quiz on Intervalsand Chord Scales (M odes).

2. Write a piece using five subjects of the seven listed below
(Diatonic Functioning Dominant Chords must be included as
indicated). The piece must be analyzed according to the
directions of Appendix A.

1) Diatonic Functioning Dominant Chords (include Primary Dominant).
Must use at least two of the four listed below.
a) Secondary Dominant
b) Extended Dominant
C) Special Dominant
d)  Substituted Dominant (SUb\/7)
2) Relatedll-
3) #v-709)
4) Diatonic Functioning Diminished Chord.
5) Minor Key.
6) Modal Interchange (exclude Lydian M.I. and Mixolydian M.1.).
7) Deceptive Resolutions

Warning

» If the piece is notated and analyzed in a hard-to-read way, it will be re-
turned without being graded.

* Notethat thisassignment is not for writing amusical composition, but for
a correct harmony and melody with the theory you have learned.

« Duplicated analysismust beavoided (i.e. fIV- 765 asaModal Interchange).

Tip

» Write the chord progression first, then the melody according to the avail-
able scales.

* The bass motion (P5th down, Major or minor 2nd up and down) will make
the sound stronger.
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Hiroaki Honshuku

(Flute, EWI)
and A-NO-NE BAND

Hiroaki Honshuku wasfirst introduced to jazz in 1985 while teaching music at the
US Nava Base in Yokosuka, Japan. Two years later, Hiro came to Boston area. He
started at Berklee College of music as ascholarship student in January 1987. By thefall,
he was also accepted to New England Conservatory as a scholarship graduate student.
He has studied with George Russell, Thomas McKinley, Dave Holland, Bob Moses,
George Garzone, and Matthew Marvuglio. Hiro was chosen leader of the 1990 New
England Conservatory Honors Jazz Quintet, which performed throughout Massachu-
Setts.

In May 1990, Hiro graduated simultaneously from Berklee College of Music and
New England Conservatory. He received Summa Cum Laude for his Diplomaof Music
at Berklee as a performance major. He received Academic Honors and Distinction in
Performance for his Master of Music at New England Conservatory as a Jazz Composi-
tion major. Beside being very active playing in Boston jazz clubs, he has been busy
teaching in the Boston area. Since graduation, he has taught at New England Conserva-
tory.

Hiro hasa so played with Mike Stern, Dave Liebman, Mick Goodrick, Dave Weck,
Tiger Okoshi, George Russell, George Garzone, Bob Moses, and Tom McKinley. Hiro
has recorded two CDswith Ken Schaphorst Big Band aswell as performing at jazz clubs.
He also recorded “Are You Blue’ with his own group A-NO-NE Band in 1994,

The nature of the A-NO-NE Band varies according to the performance. Thiscon-
cept was started by Hiro at the end of 1987 when he realized he wanted to be a strong
composer. He made alist of good musicians around the Boston area, and tried to orga-
nize different size bands and different types of music for several concerts. The A-NO-
NE Band can be asmall Jazz group, Avant-garde, Funk Fusion and even aBig Band. All
of the selections of the A-NO-NE Band are written by Hiro. Because of the successin
four A-NO-NE Big Band concerts, he was invited to Paris as a guest conductor in June
1990, and his newly formed big band “Boston Blazing Jazz Orchestra’ was invited to
Jazz Festival in Kyoto ‘94 for aweek long performance.

December, 1994
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