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PREFACE

Jelly Roll Morton once claimed to have invented jazz in 1902. Aside from being one of the most brazen remarks
ever made by a musician, the statement approximates the truth in two regards: Jelly Roll certainly was one of the
significant pioneers of jazz, and 1902 seems as good a year as any for identifying the birth of the genre. Perhaps -
a reasonable conclusion is that jazz is just over one hundred years old and Jelly Roll was one of its most colorful
characters.

The first century of jazz has been a tremendously active one. Spawning a host of substyles and a plethora of cre-
ative giants, jazz moved through many high points in terms of geographic or regional activity. A brief chronolog-
ical list would include Storyville in the 1910s, Chicago in the 1920s, the “Golden Age” of jazz recording in the
late 1920s, Kansas City in the 1930s, 52nd street in the 1940s, and the classic jazz LPs of the 1950s and 60s.

But if I were to choose the optimum time to be a jazz musician, that time would be now. For just as popular cul-
ture began to lose interest in jazz, the larger musical and educational establishment began to embrace it. During
the past several decades thousands of dedicated jazz scholars and musicians have been hard at work creating, pre-
serving, studying, and exploring the music. Jazz is now a viable course of study in most universities, and more
young musicians are being trained in this style than ever before. Interest in jazz is greater and more widespread
today than at any time in its history. This is borne out by the collaborative effort that resulted in Jazzology: that of
an American college professor and an African jazz musician, united by our deep dedication to this great art form.
The jazz age is here.

Fifty years ago, no one would have thought of “jazz theory” as a separate entity. Certainly there were devices and
procedures in jazz that were not easily explained by traditional theory, but no separate discipline had been devised
to account for the differences. Gradually, over the years, the creative activities of jazz musicians began to receive
labels and explanations. Slowly but surely, a separate realm of jazz theory began to develop. In recent years a myr-
iad of methods, details, devices, procedures, and explanations have appeared in print, in lectures, or sometimes
only in conversation, to add to the discipline. This book is an attempt to assimilate, organize, and explain those
phenomena as understood by the authors.

This book differs from others of its type in several ways. First of all, the authors themselves have completely dif-
ferent backgrounds that are likely to reflect the diverse audiences for which this book is intended. One is a key-
board player and composer, self-taught, with a deep knowledge of jazz literature and vast experience with sever-
al genres of non-Western music. The other is a saxophonist, college professor, with a Ph.D. in musicology, and
extensive experience as a jazz and theater musician in the United States. Our backgrounds are as different as can
be. Our understanding of the music is as one.

This book also differs from others in its pedagogical view. The authors have presented the material in the order
that seemed best for assimilation. While explanations are given in encyclopedic fashion for use as ready reference,
it has been borne in mind that many will wish to work through the book methodically. Moreover, a classroom set-
ting was always envisioned. Thus ample exercises are provided that will not only give students practice with the
material, but also provide teachers with a way of judging students’ understanding and progress.

Finally, wherever possible, theoretical explanations are given for the concepts presented. In our view, it is not
enough to provide practical instructions for the working musician. Describing what jazz musicians do without
attempting to understand why those procedures work can lead to a formulaic approach to jazz. The student will
have no alternative except to extract and insert devices exactly as he or she learned them, without alteration or cre-
ative input. On the other hand, understanding the theoretical reasons behind musical decisions opens up vast realms
for experimentation and creativity. Instead of “copping that lick” from a favorite musician, a student will be able
to invent an original one that works the same way. And that is what jazz is all about.

The authors welcome any discussion or comments pertaining to this boek. They can be reached at:
jazzology @gmail.com.
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CHAPTER

INTERVALS

To understand any melodic or harmonic discussion, one must understand intervals. An interval measures the space
between two pitches. The smallest interval in Western music is the semitone or half step (either name may be
used). This is the distance from one key to the next on the piano, for instance from C to C¥.

The next-to-smallest interval is the tone, or whole step. This is the distance between notes that are two keys apart -

on the piano. For instance, from C to D is a whole step. The semitone and tone form the basis for measurement of
larger intervals.

Interval measurements have two parts: quantity and quality. The quantity, or numeric value, is determined by the
musical alphabet: C D E F G A B. For example, the interval formed by the notes C and G will always be some
type of 5th, regardless of the quality of C or G (flat or sharp).

v a type of 6th v v a type of 4th v va type of 2nd v

C D E F G A B C D E F G

Major and Perfect Intervals

The quality of an interval is determined by comparison with the intervals found in the major scale. When com-
pared with a major scale, a whole step is found to be equal to the distance from the first to the second note, giving
us yet another name for it: the major second.

It should be committed to memory that any major scale contains half steps (h) between scale degrees 3—4 and 7-8,
and whole steps (W) between all other pairs of notes. The half steps in any scale can be indicated with a wedge-
shaped mark, or caret symbol (*). Here’s the major scale in the key of C.

1 2 Y 5 6 777 g
ﬁ Py (@]
| §anY P [® ] -~
-V ey [@ ) ~F
[Y) - (& b
W W h W W W h

The distance from the root to the various pitches in the major scale form the basic intervals against which all oth-
ers are measured. These eight intervals are divided into two basic types, perfect or major.
AN

¢ Perfect: unisons, 4ths, Sths, octaves
*  Major: 2nds, 3rds, 6ths, 7ths

=

D = (@) © — © =
Y] o0 R © o - - ©
Major Major -Perfect Perfect Major Major Perfect
2nd 3rd 4th 5th 6t 7t ) octave
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Minor, Diminished, and Augmented Intervals

A chromatic half step is a half step written as the same note twice with different accidentals (i.e., G-G¥), while
a diatonic half step is a half step that uses two different note names (i.e., G}#~A). The appearance on the staff may
be different, but the interval is the same.

[ Fan) P W W [® ]
‘S !, " ?‘J .H -y
© . o

chromatic half step diatonic half step

Major and perfect intervals may be augmented (increased in size) or diminished (reduced in size) by either type
of half step to change their qualities.

Major and perfect intervals become augmented when the upper note is raised by a half step, or the lower note is
lowered by a half step. The process may be referred to as augmentation.

o o !

H—o 8 o = Fo- —fo
(3] © - = - = b -o
Major becomes Perfect becomes
6th Augmented 6th Sth Augmented Sth

Intervals can be made larger by placing a # before the upper note or a b before the lower note.

An augmented interval becomes doubly augmented when the upper note is raised by a half step, or the lower
note is lowered by a half step.

v oy ' o Y

{en—to P ® ] Ho— S VP S
AN " A « I il 1] P~ Dol O T O
[Y) © =2 = == © =
Augmented becomes Doubly Augmented becomes Doubly
6th Augmented 6th 5th Augmented Sth

When a major interval is diminished by a half step it becomes minor.

; or l ; or l

=" . =
Y £ v [@ ) 11X Q) #L ® ) 1 s
AN M| > P e
) © © Te— © Y- g“l-é—
Major becomes Major becomes
6t Minor 6th 3rd Minor 3rd

Intervals can be made smaller by placing a b before the upper note or a # before the lower ﬁote.
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Through diminution, minor and perfect intervals become diminished.

[ W an ¥ :I(‘ l‘ll(‘ LY S i\t\  HMaoew
~V 3 A 1" =4 RO
v o = e =4 © =S
Minor becomes Perfect becomes
6th . Diminished 6th 5th Diminished S5th

A diminished interval becomes doubly diminished when the upper note is lowered by a haif step or the lower
note is raised by a half step.

v or v
o s b= o =
¢J o < o F= =
Diminished becomes Doubly Diminished becomes Doubly
Tth Diminished 7th 5th Diminished 5th

This illustration will help you remember the order of changing interval qualities. Notice that perfect intervals jump
directly to diminished; there is no such interval as a minor Sth!

Doubly Augmented

Augmented ﬁ

Major 2, 3,6,7 1,4,5,8 Perfect
Minor %
Diminished i
Doubly Diminished

OIY A YYYTTN 1 2
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It is possible for notes and intervals to have different names in spite of containing the same number of half steps
and producing the same sound. For instance, an augmented 2nd above C is D¥, and a minor 3rd above C is E*. Both
intervals contain three half steps, but occur in different situations. These intervals (as well as the notes D¥ and Eb)
are referred to as enharmonic equivalents.

When an interval is inverted (the order of the notes is changed, i.e. C to D becomes D to C) you’ll find its com-
plementary partner. For instance, an inverted major 2nd is equal to a minor 7th, an inveérted major 3rd is a minor
6th, and so on. Notice that inverted major intervals are minor (and vice versa) while inverted perfect intervals are
still perfect. These interval pairs should also be. memorized, to facilitate further study.

Inversions of Major Scale Intervals

>,

(@] (@) O (@) <) [ @ =N [GT6]
i 4 > [@) ~7
NV . (@] ~F
Y] O =
Minor Minor Perfect Perfect Minor Minor Perfect
Tth 6th Sth 4th 3rd 2nd unison

Interval Abbreviations

Intervals are used so often in describing chords and scales that they are sometimes named in an extremely abbre-
viated way. Learn to recognize these variations in interval names.

*  Perfect and major intervals are implied by no mention of their quality at all: 5 for P5 (perfect 5th), 7 for
M7 (major 7th), etc.

+  The word “sharp,” or the sharp symbol (#) is often used instead of “augmented” (or its abbreviations,
“aug” or *“+7).

+  The word “flat” or the flat symbol (%) is often used instead of “min” or “m.”

*  When a perfect interval (1, 4, 5, or 8) becomes diminished, it may be written with one flat )
instead of dim or d, or the diminished symbol (“°”).

¢ When a major interval (2, 3, 6, 7) becomes minor, it too is often written with a b instead of min or m, for
instance, 2 instead of m2. )

«  When a major interval becomes diminished, it can be written with two flats (*») instead of dim or d,
for instance b»7 instead of dim7 or d7.

This all boils down to exclusive use of the b, ¥, or no symbol to accomplish shorthand (though precise) naming of
any interval. You should, however, still know that a b3 is minor, while a b5 is diminished.

When naming intervals, place the symbol before the number, not after: #4, b7, etc. (When naming notes, place the
symbol after: F¥, Bb.)

The augmented 4th/diminished 5th intervals are also called the tritone, abbreviated TT. A tritone equals three
whole steps.

‘The charts below list all the intervals up to the 13th, as they are most commonly named in the jazz idiom. (Not all
possible augmented and diminished names are listed.)

Intervals smaller than an octave are called simple intervals.
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Interval

Unison

Min 2nd

Maj 2nd

Min 3rd/Aug 2nd
Maj 3rd

Perfect 4th

Dim 5th /Aug 4th
Perfect Sth

Min 6th/Aug 5th
Maj 6th/Dim 7th
Min 7th

Maj 7th

Octave

Semitones

O 00~ NN RN — O

10
11
12

Abbreviations

m2, b2

M2, 2

m3, b3, 42, +2
M3, 3

P4, 4

bs, 84, +4

PS, 5

mo, ¥6, ¥5, +5

M6, 6, %7, d7, °7

m7, b7
M7, 7
P8, 8

Intervals larger than an octave are called compound intervals. They may be analyzed as a simple interval raised

by an octave.

Semitones Interval Abbreviations
13 Min 9th m9, %9

14 Maj 9th M9, 9

15 Aug 9th/Min 10th $9,b10

16 Maj 10th M10, 10

17 Perfect 11th PIL, 11

18 Aug 11th $11, +11

19 Perfect 12th P12, 12

20 Min 13th ml3,b13

21 Maj 13th M13, 13

Simple Equivalent
b2 + octave

2 + octave

b3 + octave

3 + octave

4 + octave

¥4 + octave

5 + octave

b6 + octave

6th + octave

Consonant Intervals and Dissonant Intervals

A harmonic interval results if the notes are played at the same time, while a melodic interval occurs when the
notes are played successively. The method of measuring intervals is the same for both harmonic and melodic

intervals.
Harmonic Melodic
; Intervals Intervals
Y 4) (@) (@)
| fan [®) (@]
SV [@ ) [@®)
Y] O O

Harmonic intervals may be either consonant or dissonant.

Consonant intervals occur when two pitches that are sounded together produce an agreeable sound.

Consonance gives the impression of unity, cohesion, and stability.

» Dissonant intervals, on the other hand, occur when two pitches that are sounded together produce a sound
that seems to require modification or resolution. Dissonance gives the impression of instability, tension,

and the need to resolve to a consonance.
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Dissonance : Tendency to resolve to Consonance
Tension > Rest

Consonant intervals are subdivided into three types:

PERFECT CONSONANCE IMPERFECT CONSONANCE VARIABLE CONSONANCE

- Major Third: M3
Perfect Octave: P8 Minor Third: m3
Perfect Fifth: PS5 Major Sixth: M6
Minor Sixth: m6

Perfec; Fourth: P4

All the other intervals are dissonant.

Enharmonically equivalent intervals usually appear in different contexts and thus should not be considered the
same as their counterpaits, i.e. while a minor 3rd is consonant, an augmented 2nd is dissonant.

The consonance or dissonance of the perfect 4th interval also depends on the context in which it occurs. If it stands
alone on the root of a key center, it is dissonant. It may be consonant if it occurs over other notes as part of a chord.

This is a simplification of the traditional rules of consonance and dissonance that were established during the

Renaissance. Although the descriptions may not apply to the way modern ears hear these intervals, the principles
still form the basis for Western harmonic practice, including jazz harmony.
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Chapter 1 Exercises

1. Identify the following intervals.

_9 _ | O O |
A (o) t‘[) 9(:"
[ fan) g v
AN Py _
(Y] o =
futo o = o
: LETr IITe) Py - ~F
ll\f\'\ % Py P
ANRY4 h=d L
)
0 4 4 =
Ao » i 3 S
| Fan WAl ] | LY 7y s 1L [© ] LS ] e
NV PX® ] il TLCY T
Q) bl
O
‘? l. O | ©- -
.Y e |
| 1 h
(N 17 b P d (@)
ANEY4 Ve ~7 [@ )
Y had
2. Provide the following intervals above the given pitch.
b13 b7 M6 P11 +4 +9 bb7 +2
5 S
= an ] o ©
SV [® ] - D —E> . U
) ' =~ ﬂe- O
P8 bs bbe +3 b2 M2 M3 b10
0 X
’{ P )i
£ an Y b 7y O
ANEY4 %() [@® )] P
Y ho RS
3. Write the following intervals (from any pitch).
m2 b3 +5 dim7 M9 b13 +4 +9
y 4\
[ Fan
ANBY4
e
) M7 b10 H11 bo P4 M6 PS5
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4. Write the following intervals above the given note.

P8 b5 bbe +3 b2 M2 M3 b10

y S ©

[ o) s o iy

ANV @ ] #O = . Lo

DY) e == O m
b13 b7 M6 P11 +4 +9 bb7 +2

W 4\ Py |

[ an) b 1S [@® )

oV Uy (@) o

Y h o Ee 2
5. Identify each interval as either consonant or dissonant by writing “con” or “diss” below.
4_1 P Hr\
e Py b P - D : L

Y 4 L [® ) M ! e

N PaY 1L o~ [® ] o> O bl

Vs [@ 254 LS O © :

e — g
’0 1 Ll

y 4% . > > [®)]) e s O

[ Fan) "~ ~F ~r 1 L -~y T

NV PR e ] O Py (@) By - A (@)

Q) T O [ O F ' - .
ﬁ VoY 1 Pon 8 ]

[ an) ) Lk (@) v 7 Ll L
% © %() L %() O ,
4 | SO © o By

7> Pay ~F 1L P~ D O

y 4 ~7 i 1€y .

[ Fan) O o~ Ty |

A4 P~ Dl =Y bc

o) RS
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CHAPTER

JAZZ HARMONY BASICS

Two or more notes played simultaneously form a chord. Chords are traditionally constructed by stacking 3rds on
top of each other. This method of building chords is called tertian harmony. The note at the bottom of the stack of
3rds is called the root of the chord. The next note, a 3rd higher, is called the 3rd, and the next higher, a Sth above
the root, is called the 5th, and so on. A complete list of chords would include 7th, 9th, 11th, and 13th chords. They
are so named because of the interval between the root and the highest note in the stack of 3rds. .

Triads

As the name implies, a triad consists of three notes, or two superimposed 3rds:

v v v

Tonic 3rd Sth

The triad type depends on the quality of the 3rds that are included in the chord. The most convenient way to build
or analyze triads is to start with a major triad, by taking the 1st, 3rd, and 5th notes of the major scale. The other
forms can be seen as alterations of the major triad, as shown below,

Here are triads built from the root C, and their commonly-used names.
Major Triad (1-3-5): C, CM, Cmaj

)

P’ A
7 A

% Mipor 3rd
Major 3rd

Minor Triad (1-b3-5): C-, Cm, Cmin

—

7\

% Major 3rd
Minor 3rd

Augmented Triad (1—3—#5): C+, Caug

% Major 3rd
Major 3rd

Diminished Triad (1-23-)5): C°, Cdim

—
% Minor 3rd
Minor 3rd
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In the suspended triad, the 4th replaces the 3rd. Despite the implications of the word “suspension” (and the rules
of consonance and dissonance), the 4th does not need to resolve to the 3rd (although it may). In jazz, unlike clas-
sical music, the suspended triad (usually called a “sus chord”) is a fixed and stable harmonic structure unto itself.

Suspended Triad (1-4-5): CE4, Csus or Csus4

g

7

%ﬁi Major 2nd
©-  Perfect 4th

All the previous triads are said to be in root position: the root of the chord lies at the bottom of the triad.

Triad Inversion

Inverting a triad rearranges the notes so that the 3rd or the 5th is placed at the bottom of the triad structure. The
lowest note is called the bass, which is not to be confused with the root. The bass is the lowest note in any chord
inversion. The root is the note on which the chord is built and cannot change.

Root Position First Inversion Second Inversion
Major Triad AQ 3
y 4 < [® )
'm % P P
VN }d ¥
0 ©
Minor Triad —Q b
V4 O (@)
| oo WY TP >
oV hos hes ~F
v "o =

Augmented Triad -—9
Y 4\
Fan

(@)
A < e
ANSYA D 34 S "
0 o
Diminished Triad 49 by
y 4 1 1 €Y 1 [@ ]
(Y 1 hy LBy P
\;),\/ Il')l’ b4 ll;V \}5 P
Suspended Triad 49 o
y O (@)
[ i an) Py Py Py
ANIYAN @ n=d OY hd
v o
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Play the triad qualities discussed so far in all twelve keys, in all possible inversions. Include them in your practice
routine until you can play them without using the book or writing them down. Wind players should practice triad
. arpeggios (chords played one note at a time) in all keys and inversions.

7th Chords

7th chords provide the building blocks of jazz harmony. Unlike classical music, which relies upon the triad as the
fundamental structure, jazz uses triads infrequently. Instead, most jazz styles employ 7th chords as the basic har-
monic unit. A 7th chord is built by stacking three 3rds on top of one another so that the total distance from the root
to the uppermost note forms the interval of a 7th. There are seven commonly-used types of 7th chords. While the,
content of these chords is specific and unchanging, the symbols used to designate these chords can vary substan- -
tially, as can be seen below. :

* The Major 7th Chord, written: M7, maj7, or A

e The Minor/Major 7th Chord, written: -M7, -maj7, m(maj7), mM7, or -A

e The Minor 7th Chord, written: -7, min7, or m7

o The Half-Diminished 7th or m7>5 Chord, written: m7b5, min7(>5), m7(*5), or @
¢ The Diminished 7th Chord, written: °7 or dim7

¢ The Dominant 7th Chord, written: 7

»  The Suspended Dominant 7th Chord, written: 7sus or 7sus4

Cmaj7  Cm(maj7) Cm7 Cm7b5 Co7 C7 C7sus4
O . b L b 1 bbb o L bha bey
9 b b o8 % ot
7 <y 1 [® )

or

Here are the correct intervallic spellings of these chords with examples built on C.

TYPE OF CHORD EXAMPLE FORMULA
Major 7th C-E-G-B 1-3-5-7
Minor 7th - C-Eb-G-Bb 1-b3-5-b7

Half-Diminished 7th C-Eb-Gb-Bb 1-b3-b5-b7
Diminished 7th ‘ C-Eb-Gb-Bbb(A) 1-b3-b5-bb7
7th or Dominant C-E-G-Bb 1-3-5-b7
Major/Minor 7th C-Eb-G-B 1-b3-5-7

Suspended Dominant C-F-G-Bb 1-4-5-b7

As with triads, 7th chords should be practiced.in.all keys, in all inversions, without reading them. Wind (and indeed
all) players should practice them as arpeggiated lines in all keys and inversions.
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Chord Extensions

A chord is generally extended by adding notes that increase its richness and dissonance without altering its func-
tion. These notes are called extensions, tensions, or upper structures; the results are called extended chords, and
in some cases polychords or polytonal/polymodal chords.

Extensions beyond the 7th follow the same pattern of construction as 7th chords with a ‘general rule being that if
a chord tone of the triad is altered (raised or lowered), the quality is also altered, while alteration of extensions does
not change the quality of the chord. Here are some examples of 7th chords with natural and altered extensions.

Crmaj9 Cmajo811 Cmajl3#11 Cm9 Cmil Cmi3
¢ " Y e) (@)
RES 8 8 o 8 8
Y | |
-/ . 194 17 >
Cm9b5 Cmlibs Cmi3b5 Cm7b5b9 Cml1b5b9  Cmiibsbob13  Cmi3bsbo
’% <) . })() I'J()‘
oV (@) 4) ] 1.€Y | 4) 1 1€
) O o o ro o o
Q: 21 . 2 . l[)lr) : 21 : UIU : lf)l 3 12 .
9 cof1 c13t c7b9 c7botin c13botil
4
[ FanY 1L <) 7y L€)
ANSY4 1€y 11€Y | LY IS )
O T T 7O 4aE'® ) FAUES ]
boy- b b bq b b
ra Y
3E
- c7botb13 789 c78okn c13totin c789B11b13
# ] ]
’r\'\ 7€) [ Ly L 7€y
o S fo =g =8 8
ha b b b ba
-,,:
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Not all possible extensions and alterations are used in jazz harmony. The ones that work with a specific chord type
are said to be “available.” The ear is one’s best guide. The following suggestions for available extensions are
intended to apply to bebop or “straight-ahead” (as opposed to free, avant garde, or modern) jazz harmony, and
are sanctioned by more than fifty years of nearly total consensus among jazz musicians. '

Major triad:
e add 6th and 9th,
e add M7 and 13,
o add *11 to either of the above for extra dissonance.

Minor 7th (functioning as ii):
(See Chapter 3 for more on chord function.)
e add9,
+ add 11 and/or 13 above the 9th for extra dissonance.

Minor triad (functioning as 1):
¢ add 6 and9,
o add M7,

e add 9 and/or 13 above for extra dissonance.

Tsus4:
¢ add 9 and/or 13.

Dominant 7th (functioning as V7):
» add 9 and possibly 13,
 add 9 and possibly 13, ,
o add #11 to either of the above for extra dissonance. In short, V7 can take all extensions except 11 and M7.

Diminished 7th:
* may add the note a whole step above any chord tone.
* diminished chord extensions do not usually receive numbers.

Half-Diminished 7th:

e add M9,
e add 11,

e add M13 for extra dissonance.

There are many common chord types. Keep in mind that a little dissonance can go a long way, and that diminished
7th or m7>5 chords may be dissonant enough in context without extensions.

Upper Structures

In common practice, upper structures are triads played in the right hand that have a different root from the left-
hand chord. The upper structure is usually a major or a minor triad. The result is an extended chord that can be
specifically referred to as a polychord. Upper structures are very common over dominant 7th chords, but can also
occur over other chord qualities.

G13b9

Iy

M
N
M

N>

4o

N
09
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The top three notes of the upper structure, B-E~G#*, form an E major triad, whereas G# is really the »9 and E is the
13th of the G7 chord. The individual notes retain their harmonic function within G7 and are heard as a-unit. The
resulting sound is really in two keys at once: E and G major, thus making a polytonality.

To build an upper structure, play the 1, 3, and »7 (the 5th is usually avoided) with the left hand, and form any triad
with the right hand, observing what note is played on the top of the chord or in the melody. Guitarists will likely
play only the root and b7 as the lower part of the polychord, to free up fingers to play thé upper structure.

Triads that contain the P4 (P11) or M7 in relation to the left-hand chord (the only two extensions not allowed on
a dominant chord) should be avoided. The 3rd should not be placed in the left hand if it occurs in the right hand.
(Occasionally, the 3rd will not appear at all.) Here are some examples on G7.

G7bob13 G131 G789 g7t G7hok11
> .
D —1 = =N (@) e ] 73
¢ D HS b8 8 S
)y—= © © © ©
© o < S o
G9 G7H9b13 G13 G13b9
&g 28 i3 78
SRR —S o S

N

0|0
0|0
0|0
0|0

Because of the large number of extensions available on a dominant chord, it is possible to build nearly the entire
chromatic scale by ascending through upper structures on the same chord.

G13 G7sus4(b9) G9sus4 G7Ho G7bob13 Gl13susd
i\ I T TP 5 S L;)
&g 23 28] ’8 GEE LS,
v o RS = o i 1T
.,: © © © g © ©
© o © © © —©
G789811 G7 G7b13 G13boti1 G9
%u. - = Lber =y HE
S 5O — : o o
ANSY4 [@© ) e ~F u
Y]
)y—o © © © ©
7 Py < Py
8 PN =N —8 8
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Db Bb Abm A Db
G7 G7 !G7 G7 G7
]
49 I S PL®) AL ) 58
1T CY 2= 4 PIGK S TLCY | VT
[ far WPAIK® ) L 1K S ] iy @ ) 7 <y
SV <) O I
Y,
hd P © ) P P
a D © © © O ©
7 Py Py P O
b4 b4 P b4 =4
O © © ©O O

The following upper structures are the most common examples used in jazz comping (accompaniment) and

arranging. They should be practiced in all twelve keys.

Chords functioning as iim7 or iim7>5:

Dm9 Dmll Dm13 Dm9b5 Dmi1b5s
Y 4 Pay
[ Fan) P &> Py
NV > &8 P d P &S
Y g < < <
(£ L&) -e- I'\r\ L\r\
e &8/ “en’ Py =4 V &S
*)—8 8 8 8 8

Chords functioning as V7 (the G7 chord is played by the left hand, while the right hand plays possible iriads):

G13 G7b13 G13fo GTalt GTalt G13b9 G13bot11
7\9 | ]
[ an) Py L™ s 7Y = 7€y
8 58 o b8 ST o s
Y o o o b o o o Vo
o) o © © © © © =
, P Y E—— L) P
© © © S < ~S- <
G131 Gl3susd  Gl3sus4b9 Galt G7alt G789 G7Hotn
ﬁ Ih.\ | Ihn Ihr\
Fan pa L PO = Pl d
SV L€ ! I\ Il P ll"\ 0(‘ PV\ 0() 8 ‘[} 8
D) hﬂ% T g h & o o
O (@)
o o o - Ea o o
Z (Q> Pay > l\V ) l\V /l P >
Chords functioning as Imaj7:
Cmaj9 Cmajl3 Cmajo¥11 cshit Cmaj3811  Cmajodn Cmajl3
0 3
"\ P * =Y
[ fan) > Py LL 1L . 1Y) I
g o 3 b 48 18 S
-©-
> () P >
e (€Y) ~7 <)y <) \ ) ~7 ~
“Je € [®) [@® )] <) [® )
y 4 [@ ) (@) (@) (@) (@) [@® ]
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Hybrid Chords

~ Also known as slash chords, these chords are usually written as C/B, where C is the chord and B is the bass note.

Notice how this symbol differs from that of the polychord. With a horizontal line, the letter names above and below
each refer to independent-chords. With a diagonal line, the symbol above refers to a chord while the one below
refers to a bass note only. Here are some examples. '

SLASH CHORD BASS NOTE SOUNDS LIKE
Fmaj7/G Fmaj7 G G13sus4
Dm7/G Dm7 G Gl11

Bbmaj7/G Bbmaj7 G Gm9
Fmaj7$5/G Fmaj7#5 G G13%11
Fm7/G Fm7 G G7sus4b9b13
Fm6/G Fm6 G G7sus4b9
Bbm(maj7)/G Bbm(maj7) G Gm9b5
Bbm7/G Bbm7 G Gm7b5b9
Bbm6/G Bbmé6 G Gm7b5
Bbmaj7#5/G Bbmaj7#5 G Gm(maj9)
Dbmaj7/G Dbmaj7 G Gm11b5b9
Fim7/G Fim7 G Gmajof11
Abmaj7/G Abmaj7 G G Phryg
Abmaj7b5/G Abmaj7bs G G Phryg
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Chapter 2 Exercises

1. Identify the following chords, labeling inversions as 1st inv., 2nd inv., or 3rd inv.

1
0
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oV > K © 2 b &3
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VL ~ |29 =4
o7 8
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)" 4 1 W7 1 Py
F 4 I.h hot Y ~F
q68 D7V OY bl |2 YL P @ ]
VYV h Vh e
4 “O | -
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2. Build the following chords in root position.
Am$ Fmaj7 DI3 Fmll C7b9 Eb§ Amob5 D79
[ fan
VYV
Y Y,
Bm7 Ebm(maj7) CEmiibs Ab7sus4 Bmaj9 Emajobs G#m(maj9) FA13sus4
0
=
N {a
AN
[y,




Ebm$/1l Bmaj7bs/Bb  G6 Am13  Abmajofil  Cm7suss Falt Em9

SO

B%7 Bm7b5 Dm6 F+7 Go#11  F#m(maj’)  Bmajl3 Fo7

S6 IS

3. Write the tritone interval(s) found in each of the following chords.

clr Em} Fo¥11  Bbmaj7bs  Ebm7bs D13 Ab7 Ffms$

QQ;’ND

chor Ebols  Gmitbs  B7b9¥1l  Fmajl3  Abm9bS  C7sus4b9 G7alt

N>

4, Write the 3rd and the 7th of the following chords. (Dominant 1 1th or sus4 chords have a P4th instead of a 3rd.)

Am7 D7 Emaj7 Bbm7b5 G°7 F#mi Abmaj9  G13b9
{es
AN Y4
e

Eb789 E°7 D7alt Dbmajl3 Fm7  Bbm(maj7)  Gb7 pbii
[ dan)
~~V

Am(maj7b5)  GOsus4 Em7b5 Am9 D7 E7bs#9 Fo7 Eb7sus4
i A
| Fan)
ANDY.4
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5. Identify each chord and specify whether it is best understood as an upper structure (US), hybrid (Hyb), or slash

chord (SI). Some structures are subject to multiple interpretations.
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1 Lk Py Lt Ty
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| fan WIS ) [PL®] (@ ) LWV T L (@) bk © )
1S YIP=N W Y P 1L [®) I Bl
e ¥ O 17 4 O 1l < FH b""“
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< ORI o <> v N O T |
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6. Identify each chord. All chords are in root position. If it contains wrong notes or inappropriate upper structures,
place an “x” beneath the chord.

y < - b
(i PO @) = " 1 "
5P DO O PO #18 ro S
V7S h‘o— 7 2
o) S O ba |
O)y—< @) — © Y] O i =
v <y p= 1 1y P
11 o S yu S ME'®]
> o . .
I © p= I 1 (@) ol
i fan /L) O © Oy Al ai
NV B o~ P y Pay >
o~ © O pSa Proe© O @ 1= = .
© O m o) Q) o Py bo
CEP= ML) = <y o =
“—8 O " © < = o -
Py b ) . VO 1L hal
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CHAPTER

SCALES AND MODES

A scale is a stepwise arrangement of notes/pitches contained within an octave. Major and minor scales contain
seven notes or scale degrees. A scale degree is designated by an arabic numeral indicating the position of the note
within the scale. '

Major Scale

In addition to recalling that there are half steps (h) between scale degrees 3—4 and 7-8, with whole steps (W)
between all other pairs of notes, notice that a major scale contains a certain amount of symmetry in that it contains
two identical four-note units (called tetrachords), separated by a whole step. Each tetrachord consists of two
whole steps and a half step.

9
(o
[y

(@)

o)

[@ ]

9

[@ ]

0

© O
W ALY h A% W w h

Minor Scales

There are three forms of minor scales: natural, harmonic, and melodic. Each starts with the same minor tetra-
chord (1-2-b3-4), with variations on degrees 6 and 7 in the upper tetrachord.

Natural Minor
A natural minor scale is a scale that contains half steps between scale degrees 2-3 and 5-6.

1 27 T, 4 s TS 7 8
y 4) | lhn [® ]
| FanY ) Py 7Y L
-V SN <) ~F
[Y) o O i
W h W W h W W

Think of the natural minor scale as the notes of a major scale starting on its 6th degree. Accordingly, the C minor
scale shown above is an E¥ major scale starting on C.

Harmonic Minor
A harmonic minor scale is a torm of a minor scale with half steps between 2--3, 5-6, and 7-8. The characteristic
sound of this scale results from the unexpected interval between scale degrees 6-7, a whole step plus a half step
(or augmented 2nd).

1 2 T 4 s S 7 g
2 | Py [® ]
1N | Py 7€y -~
oV oy (@) ~F
Y] -©- O i
W h W W h W+h h

The harmonic minor scale can be thought of as a natural minor scale with a raised 7th scale degree. The 7th scale
degree is typically raised in minor keys in order to provide a leading tone that will make the V—i chord move (also
called a cadence) sound conclusive. The name “harmonic minor” derives from the fact that the 7th scale degree
has been altered to fit the harmonic requirements of the V—i cadence.
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Melodic Minor Scale

This type of minor scale is called “melodic” because is it easier to sing than harmonic minor; there is no #2 inter-
val between the 6th and 7th degrees. A classical melodic minor scale has two forms: ascending and descending.
The ascending form is a natural minor scale with the 6th and 7th scale degrees raised, with half steps between 2-3
and 7-8. Compare it with the major scale; the only difference is the minor 3rd. The classical descending form is
simply the natural minor scale. In jazz practice, the 6th and 7th are typically raised in both the ascending and
descending versions of the scale. This is sometimes referred to as the “jazz minor” or “real” melodic minor, and
is a vital scale to learn for use in jazz improvisation. This form appears below.

1 2 N, 4 5 6 77 >y
i 4 Py [® ]
N FanY ] =y )y ~F
NV e (@) -
o) - O =
w h W W W w h

Scale Relationships

Major and minor scales may be relative or parallel. Relative major and minor scales share the same key signa-
ture but start on different notes (i.e., C major and A minor.) Parallel major and minor scales have the same start-
ing note but different key signatures (i.e., C major and C minor).

Major and Minor Scale Diatonic Harmony
A tonal center consists of a scale (a parent scale) and a series of diatonic (scale-based) 7th chords created by
harmonizing the parent scale: building chords on each step, by stacking 3rds of only scale notes.

Roman numerals are used for describing chord progressions and understanding chord functions independently of
specific keys. This system designates how each chord belongs to a key. Generally, minor chord functions (minor,
diminished and half-diminished chords) are indicated by lowercase Roman numerals, whereas major and dominant
chord functions are indicated by uppercase Roman numerals. Added markings indicate modification of the chord
from its original form. The diatonic 7th chords of the major scale are shown below. ‘

Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7b5 Cmaj7
ﬂ () <) = ;: -
V 4
7o
vV
e pZ & O
Scale Degree: 1 2 3 4 5 6 7 8
Roman Numeral: Imaj7 iim7 iiim7 IVmaj7 v7 vim7 viim7b5 Imaj7

‘Major Scale Modes

As with chords, a scale may be inverted by keeping the same range of notes but placing a different starting pitch
at the bottom; the resulting inversion is known as a mode.

The concept of modes is crucial to jazz improvisation. A mode contains the same seven notes of the parent scale,
but adopts a different tonal center around which all the other notes revolve. The notes are equivalent to a major
scale; only the starting note has changed. Modal melodies and chord progressions will emphasize this note as the
tonal center. A melody based on a mode may be written with the same key signature as the parent scale, or as a
major or minor key center with accidentals inserted to produce the notes of the mode.
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The following table, adapted from John Mehegan, shows each mode in the key of C as a displaced scale from root

to root.

DISPLACEMENT

. : [
CHORD (KEY OF C) MODE'S NAME QUALITY
I c-C Tonian Major
ii D-D Dorian Minor
1l E-E Phrygian Minor
v F-F Lydian Major
Vv G-G Mixolydian Dominant
vi A-A Aeolian Minor
vii B-B Locrian Minor (b5)
The following illustration outlines the modes discussed above.
1st mode 2nd mode
49 C Tonian ( C major) D Dorian
y S @) S O ©
| Fan O (@] ~7 Py [@ ] ~F
AN O (@) 7 O [@ ) i
v o © o
3rd mode 4th mode
E Phrygian F Lydian
‘9 S (@] S O ©
Y 4 - O [@ ] ~ P [ @ ] 7
| fan O (@] 7 Pay (@] ~
NS SR (@] © O ©
Q) "
5th mode 6th mode
‘9 G Mixolydian o O A Aeolian (Natural Minor) o O ©
y af S (@] © © S O © ©
| Fan VPN [®) s <y ~7
\y -~y
[y
7th mode
4 B Locrian Lo e O
Py (@ ] ~F
7 P (@] 7
o WS
AN
[y,
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Modal Characteristics and Colors

Each mode has one characleristic scale step that distinguishes it from either the natural minor (Aeolian mode) or
major (fonian mode) scale. The following table shows each mode’s structure in comparison to the parallel major
scale and its characteristic scale step, as well as its tonal and modal tones, where applicable.

MODE STRUCTURE CHAR%TNEERIST'C TONAL TONE MODAL TONE
Tonian 1,2,3,4,5,6,7 reference 1,4&5 2,3,6&7
Dorian 1,2,b3,4,5,6,b7 6 1,4&5 2,3,6&7
Phrygian 1,b2, b3, 4,5,b6,b7 b2 1,4&5 2,3,6&7
Lydian 1,2,3,5%4,5,6,7 84 - -
Mixolydian 1,2,3,4,5,6,b7 b7 1,4&5 2,3,6&7
Aeolian 1,2, b3,4,5,b6, b7 reference (b6) 1,4&5 2,3,6&7
Locrian 1,b2, b3, 4,b5, b6, b7 bs - | -

Notice that there are five tonal modes; all contain the same 1st, 4th, and 5th degrees. These notes are constants,
Because all five modes are related through these primary tones, a jazz improviser may easily select the proper
mode by changing the other, variable, notes.

Sometimes, the degree of dissonance desired will dictate mode choice. In order of decreasing tension, the modes
may effectively be arranged as follows.

Locrian DARK

Phrygian

Aeolian

Dorian is the mid point ——»  Dorian

Mixolydian
BRIGHT

Ionian

Lydian
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Melodic Minor Scale Modes

The various scales that result from the modes of the melodic minor scale are of fundamental importance in jazz
improvisation. The seven modes that derive from the C melodic minor scale are shown below with their respec-
tive formulae. o

RE 6-7
Melodic Minor W h w w h
Dorian b2 h W w h W
Lydian Augmented A W W W h
Lydian Dominant w w w h W h W
Mixolydian b13 w w h w h w w
Locrian #2 W h W h w W
Altered h w h W w W

The applications of these modes will be discussed in detail in the context of the appropriate harmonic situations as
we encounter them in later chapters.

Minor Scale Diatonic Harmony

Minor tonalities are somewhat more complex than major tonalities. A minor tonality may draw from four parent
scales as a source of melodies and harmonies, while the major scale (Ionian) just uses one parent scale. In minor,
the four parent scales are natural minor (Aeolian, also known as “pure” minor), Dorian, harmonic minor, and
melodic minor. Dorian and melodic minor are the most frequent choices for static minor chords, with natural and
harmonic minor often being employed over minor-key chord progressions.

Pure Minor or Natural Minor (Aeolian)

y 4\ i‘\ | Pas [®]
| Fan WV < [® ) ~7
) o © o —
©
Harmonic Minor
é; I
t 7 .
£Z\ H | 2P (@]
| Fax WY P (@) 1= D
5 S S o '
©
Melodic Minor
9 ] If)
gy h | 2PN (@]
NV 7 > < 12
o o s = o—
-
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Each of these three parent scales generates its own family of diatonic chords.

Pure Minor or Natural Minor (Aeolian) Harmony

Cm7 Dm7b5 Ebmaj7 Fm7 Gm7 Abmaj7 Bb7
‘; l |[) (Y <>
52
A4
'y - —

Harmonic Minor Harmony

Cm(maj7) Dm7b5 Ebmaj7#5 Fm7 G7 Abmaj7 B°7
—9 | Y =)
A2 7]
AN D = S
U i
[Y) © =

Melodic Minor Harmony

Cm(maj7) Dm7 Ebmaj7#5 F7 G7 Am7b5 Bm7b5
4 | () )
o i b T
N7 1 L= ol
A4 |
Y] - O

Diatonic Harmony of Modes of Harmonic Minor Scale

1. C Harmonic Minor

Cm(maj7)  Dm7b5  Ebmaj785 Fm?7 G7b9 Abmaj7 B°7
0 | o Q © ho
A+ © © —
fan YWall/ )
© ()
_H-
b © Q = NS X g E&
)pr— 3 =
4Ny J

- - 2.D Locrian (#6)

Dm7b5 Ebmaj7#5 Fm7 G7 Abmaj7 B°7 Cm(maj7)
Q | S O © h_Q_ —
[ £ (@) ~F
g h | ~F
fan WY
)
o ’ p=e 3 8 5& §
b l:| l[) - —
Z bl
V1’
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3. Eb Ionian (#5)

Ebmaj7#s Fm7 G7 Abmaj7 BO7 Cm(maj7)  Dm7bs
0 N o o ho © —
117 O ¥
'mj‘-" l[)
ANRY4
© :
s & & § § & 8
7 OO A S {
il LN [Ll
v 7
4. F Dorian (#4)
Fm7 G7 Abmaj7 Bo7 Cm(maj7)  Dm7bS  Ebmaj78s
&Tb ' P [ @]
B ] 2PN O e
| 8an WP ] > <y =
<Y O © *
0y
Y -©- e X
63" | o
Yo [F N
|21
2§ £}
5. G Mixolydian ( b9, b13)
G7 Abmaj7 Bo7 Cm(maj7)  Dm7bS  Ebmaj7#5s Fm?7
iQ b P (@) ©
V AW M~ (@) ~7
(v o (@) 4
o
sPe -©- N =
Y | T
J XA
J hH =
Y
6. AbLydian (#2)
Abmaj7 B%7 Cm(maj7)  Dm7bS  Ebmaj7#s Fm7 G7
- ; P (@) © o
y A2 2PN (@) ~7
[ fan W9 BN @ ] HO
o
’ o ] g 8
| |
P ) '
 hHh 1 2]
7. B Diminished ( #6, without 8)
B°7 Cm(maj7)  Dm7bS  Ebmaj78s Fm7 G7 Abmaj7
E; | o O ©
A7 O © O
(Y D ¥<~>
(&>t
>
b, - Q g £ 8
6y | | ©
e J
J ]
el V O+

The eight-note diminished scale will be discussed later in this chapter.
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Diatonic Harmony of Modes of Melodic Minor Scale

1. C Melodic Minor
Cm(maj7) Dm?7 Ebmaj785 F7 G7 Am7b5 Bm7b5
| o o) b'e' h_Q_
LUI O P (@)
H v
0, e
b LS 92 S 8 g I:::
Y YR — S
e 7
b |
V17
2. D Dorian (b2)
Dm?7 Ebmaj7#s F7 G7 Am7bs Bm7b5  Cm(maj7)
o o e ho =
o () Py [® ) e '
b ] ~F
5} 1
= pR'e = ::: g —I:::: %
o | =] | =
e ¥
H |
vV
3.Eb Augmented Lydian
Ebmaj7#5 F7 G7 Am7b5 Bm7b5S  Cm(maj7) Dm7
O
AhUI (@)
[ 4 V1
NV
8 8 g 3 g i
6Y | | H O
o2
v
4. F Lydian ( b7)*
F7 G7 Am7b5 Bm7bS  Cm(maj7) Dm7 Ebmaj7#5
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5. G Mixolydian ( b13)
G7 Am7b5 Bm7b5  Cm(maj7) Dm?7 Ebmaj7#5 F7
] P
A2 " 7= (@) o © —
[ Fav WV ] O I'JI() -
D,
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Z h 1 1
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6. A Locrian(#Z)

Am7b5 Bm7b5 Cm(maj7) Dm7 Ebmaj7#5 F7 G7
g llf) ) Py <« © —
V AW\ I 2PN (@] s
[ Fan WA/ E/LS ] o~
AND’, “
e
b hay - «Q S :E:
o | | |
T e ¥ L
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7. B Altered (B7alt)**

Bm7bS  Cm(maj7) Dm?7 Ebmaj7#5s F7 G7 Am7b5
0 | P O ©
A0 O o S
(AP DO
ANEY4
b sPe - Ee s = :S: g
« | 2| 1 e
~Jeo F
Z hHh | &
Y 7 H

*Lydian (¥7) = Mixolydian (#11)
**Altered = Super-Locrian (see page 32: The Altered Scale)

Pentatonic Scales

Pentatonic scales consist of five notes (from the Greek, penta, five). Notice that no half steps occur in any of these
scales. Pentatonic scales are used in folk music throughout the world. They have also appeared in Western classi-
cal music, particularly in the works of Debussy and Ravel. Although any scale consisting of five notes may theo-
retically be called “pentatonic,” the most common forms are the following.

Major Pentatonic Scale

In C, the major pentatonic scale is spelled: C-D-E-G-A (1-2-3-5-6). On a keyboard, the black keys form a pen-
tatonic scale from Gb to Gb.

C Major Pentatonic

[© ]

o)

QQSSJD

Minor Pentatonic Scale

From C, this is: C-EP—-F-G-Bb (1-+3—4-5-b7). On a keyboard, this corresponds to a black-key scale from EP to
Eb.

C Minor Pentatonic
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Y 4\
[ fan)
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Blues Scales

The minor blues scale (or simply the “blues scale”) is similar to the minor pentatonic scale, with the addition of
a #4. From the root of the relative major, it may also be viewed as a major pentatonic scale, with a raised 2nd (¥2)
added, resulting in the major blues scale. The added notes are called blue notes, which are used for tension when
improvising. The minor blues scale fits well with 7, m7 and—possibly—m75 chords, whereas the major blues
scale fits with maj7 chords.

C Minor Blues
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7 57
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Bebop Scales

There are two types of bebop scales, the major bebop scale and the bebop dominant scale. The major bebop scale
is identical to the major scale with the addition of a #5 or 6. C major bebop is spelled C—-D-E-F-G-G#(added
note)-A—B-C. This scale may be used over a Cmaj7 or a C§ chord.

C Major Bebop

i 4\ " Py [@ )
[ fanY P L. Py [@ ) ~7
,%)V P=Y ) e P d

The bebop dominant scale is identical to a Mixolydian mode with the addition of a major 7th. For example, the G
bebop dominant is spelled G—-A-B—C-D-E-F-F#(added note)-G-B. This scale is effective over G7, Dm7, and
also Bm7v5 chords.

G Bebop Dominant

'—Ol
y AN

B anY Lh P
ANEY4 O (@] %_() ~F
U — —_— Ko X ©- O

el -©-

These two scales, major bebop and bebop dominant, most often appear in descending form, which places essen-
. tial tones on downbeats with the added notes on offbeats. (More examples will be discussed later.)
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Symmetrical Scales

Diminished

Diminished scales are comprised entirely of alternating whole steps and half steps. As a result of this symmetrical
formation, there are only two possible diminished scale modes. One begins with a whole step, and the other with.
a half step.

The diminished scale beginning with a whole step is called diminished whole-half (or simply “diminished”). It
will be useful in improvisation to remember that this scale consists of two minor tetrachords (1-2-3-4) spaced a
tritone apart. The diminished whole-half scale is used directly over a diminished chord. For instance, play C dimin-
ished whole-half over C°7. '

C Diminished Whole-Half

0
y i . =
| fan | 1L o o~ (@) ~7
NS4 e (@) 1) - e
Y] ©- O v

W h W h W h W

The diminished scale beginning with a half step (cailed diminished half-whole or dominant diminished) may be
used over a dominant chord, for instance C7b9 or C139.

C Diminished Half-Whole

‘9 .

y b
1N | R oy Py (@) =7
AN | ey My T ®]
o) © ﬁ-e v i i
h W h W h W h

Because the two modes are constructed with the same intervals, just starting on different notes, you can see that C
diminished whole-half is equivalent to B diminished half-whole.

The symmetrical nature of the diminished scale means that any of its notes may be considered as a root, always
resulting in the same pattern of intervals between the notes, and always yielding one of the two diminished modes.
Because its interval pattern repeats every three half steps, we can say there are really only three diminished scales:
C, Db, and D. A diminished scale starting on any other note is equal to one of these three.

» C diminished whole-half is equivalent to diminished whole-half scales starting on EP, Gb, and A, and is
also equivalent to half-whole scales starting on B, D, F, and Ab.

« Db diminished whole-half is equal to E, G, and B diminished whole-half, and to Eb, Gb, A, and C dimin-
ished half-whole.

« D diminished whole-half is equal to F, Ab and B diminished whole-half and to E, G, B, and D’ dimin-
ished half-whole scales.

Knowledge of these equivalencies will ease the task of improvising over diminished chords and dominant chords.

CHAPTER 3 31




Whole Tone
The whole-tone scale has six notes separated from one another by whole steps. Because the structure is symmet-
rical, there are only two whole-tone scales.

¢ C Whole-Tone Scale: C-D-E-F}_G#-A#
» Db Whole-Tone Scale: D'~EP~F-G-A-B

Because the scale is entirely symmetrical, all notes represent possible roots. The whole-tone scale is closely asso-
ciated with French Impressionism, and many examples can be found in the works of Claude Debussy.

C Whole Tone
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DP Whole Tone
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Generally, whole tone scales are used in jazz in a similar manner to dominant diminished scales, i.e. as substitute
scales for use over dominant chords, particularly when moving up a 4th.

The Altered Scale

The seventh mode of the melodic minor scale is called the altered scale because it contains several altered tones:
b9, 29, #11, and P13. It is actually a major scale with the root raised a half step, thus: 1 b2 3 b4 ( = M3) b5 ( = #4)
»6 »7. In C melodic minor, we saw that the chord built on the 7th degree (B) is a half-diminished chord. It might
also be considered an altered dominant 7th chord, depending upon which note is considered the 3rd of the chord:
D (*3) or E> (M3 or ¥4). In other words, if D is considered the 3rd, the resultant chord is Bm7b5; if E> ( = D¥) is
considered the 3rd, the resultant chord is B7%5 (often written as B7alt).

B Altered Scale with Bm7>5 Chord
Bm7b5
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B Altered Scale with B7alt Chord (preferred in jazz practice)

B7alt
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Altered Dominant Chords

In general, “altered” could mean any change to a basic chord type, and any chord that has a note that is altered
from its normal position could be called an altered chord. In common jazz practice, however, the term “altered” or
“alt” refers only to dominant chords and specifically means “derived from the altered scale.” This scale is also
known as the Super-Locrian scale, the diminished whole-tone scale, and (rarely) the Pomeroy scale. The most fun-
damental way to view it is as the 7th mode of melodic minor. That is, the B altered scale equals C melodic minor
starting on B.

An “altered dominant 7th” can only designate a dominant chord whose 5th and 9th have been raised or lowered
by a half step, resulting in any combination of b9 or #9 with 5411 or b5/13. Thus, when the term “alt” is used.
i.e. B7alt, it generally implies a combination of both an altered Sth and an altered 9th.

Below is a B7alt chord that includes all the altered notes: I, ¥11,57,9. 3 b13, 1, #9.

B7alt

En

¥ A D24
&
o (O
b

. =4
&) S
~ ©

This chord shows all the possibilities for an altered dominant chord and thus has a few more notes than are nor-
mally used. If just one (but at least one) 5th and one 9th are included, there are four possible combinations for
which the chord suffix “alt” would be appropriate. They’re listed here with some enharmonic spellings.

. b5 bo=bg #1]
« b5 .49 =19 ¥
« #5b9=b9 b13
« #54%9=149 b3

Dominant chords with 9, #9 and #5/°13 are derived from the altered scale, while dominant chords with combina-
tions of a b9 or #9 with P5 or b5/411, and/or M13 come from the diminished half-whole scale. Since not all the notes
are always present, part of the decision about when to use the altered scale versus dominant diminished is based
on context: the chords that precede and follow the actual dominant chord. This will be discussed in Chapter 4 when
we cover 1i—V-I progressions. The significant observation at this point is that there is no natural 9th or natural
5th/13th in the altered chord or scale, which accounts for the unique sound of altered chords.

In short, a 7alt chord would describe any one of the following chords: 7#5¢9, 74#5b9, 7559, 75589 Any of these
chords may be played when the 7alt symbol is encountered, though it’s important to be aware of the melodic note.

(See Chapters 6 and 8 on jazz piano voicings and voice leading, chord substitution, and tritone substitution for spe-
cific voicings.)
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Other Scales

Here are some exotic scales that may be used in jazz improvisation.

Aeolian: C-D-FP-F-G-Ab—Bb—C

Algerian: C—-D—EP—F#—-G-Ab-B-C-D-FE>—F

Arabian: C-D-E-F-Gb—AP-Bb—C

Balinese: C—DP—Er—G-Ab—C

Byzantine: C—DP—E—F-G-AF-B—C

Chinese: F-G-A-C-D-F or C-E-F#~-G-B-C

Double Harmonic: C-DP—E-F-G-AP-B-C

Egyptian: C-D-F-G-Bb—C

Enigmatic: C-Db—E-Ff—G#-A}-B-C

Ethiopian: G-A—Bb—C-D-EP—F—G (B and E may be naturals. F may be F#)
Hawaiian: C-D-EP—F-G-A-B—C

Hindu: C-D-E-F-G-Ab—B—C

Hirajoshi: A-B-C-E-F-A

Hungarian Gypsy: C-D—EF—Ff—G-Ab-Bb—C

Hungarian Major: C-D#-E-Ff—G-A-Bb—C

Hungarian Minor: C-D-EP—Ff—-G-Ab—B-C

In Sen: C-D"-F-G-Bb—C

Iwato: B-C-E-F-A-B

Japanese: C-Db—F-G-Ab-C

Javanese: C—Db—EP—F-G-A-Bb-C

Jewish: E-F-G#—A-B-C-D-E

Kumoi: C-D-EP-G-A-C

Leading Whole Tone: C-D-E-F#-G#-A*-B-C

Locrian Major: C—-D-E-F-Gb—Ab—Bb—C

Lydian Minor: C-D-E-F*-G-Ab-B>—C

Mohammedan: C-D-EP~F-G-Ab-B—~C (= harmonic minor)
Mongolian: C-D-E-G-A-C

Neapolitan Major: C-Db—E—F-G-A-B-C

Neapolitan Minor: C DP—EP—F-G-AP—B—C

Oriental: C-Db—E~-F-Gb—A-BP—C

Overtone: C—~D-E-F#—-G-A-BP—C (Lydian ¥7 = G melodic minor)
Pelog: C-Db—EP—-G-B—C

Persian: C-Db—E-F-Gb—Ab-B—C

Phrygian Major: C—-DP—E—F-G-Ab-Bb—C ( = F harmonic minor)
Spanish: C—Db—E-F-G-AP—BP—C (= F harmonic minor)
Spanish 8 Tones: C-DV—F>—E-F-G--Ab—BF—C
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Chapter 3 Exercises

1. Write the following major scales. Write the name below.

A=

3 x|

P v =

>

N
iy

E=S

)

T

2. Write the following scales.

D Harmonic Minor

Eb Major

B Dorian

QQSS'&D

F ﬂ Locrian

D Major Blues

Ab Lydian

o

F Melodic Minor

C# Whole-Tone

C Altered

B\

Bb Major Pentatonic

Db Natural Minor

G Lydian (b7)

QQSSJD

CHAPTER 3

35




E Whole-Half Diminished A Minor Pentatonic E Kumoi

6 U

Db In-Sen Eb Dorian F Mixolydian

QQSSJD

G Harmonic Minor Eb Locrian (#2) B Mixolydian (b9,b13)

N

Db Mixolydian (%11 C Bebop Dominant Bb Minor Blues

QQ;SND

3. Write the following scales with the appropriate key signature. In the space below, indicate the relative major or

minor.
49 D Major E Minor Ab Minor
(o)
ANBY4
[y
F# Major B Major Eb Minor

QQ§!~B

G Minor Bb Major E Major

et;slg

.t Minor Eb Minor B Minor

N

)

ef
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4. Add flats or sharps to form the correct scale.

; F Phrygian Fﬂ: Mixolydian ,
y 4 p= (@) o © — P (@) © i
| f an) <> [© ] ~7 vy Py [@® ) ~F
A4 O ~7 1<y ~7
LY v
E Harmonic Minor A Lydian
49 P —. ] - o O ©
y 4 S O © ) S (@) ©
[ fan S (@] © 7 S O ©
NS A= O © O ©
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F Locrian E Dorian
) Py (@) o p= O
.4 Py [®] ~7 «> [® ) ~
o———— o —
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B Melodic Minor EbMajor
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D g P @ ) © ”) o O
“) S (@) © A P © ) ©
y_A—= O h=d [ £ P= O ©
M M O ©
v 174 4
G# Harmonic Minor B Lydian
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5. Write an appropriate scale for the following chords. Give the correct name.
C+7 F$ Dbm(maj7)
0
s
A4
D))
F#7 Bbmg Dm7b5
0
[ Fan)
WV
)
ATsus4 | Eb7#9 Gm7
.
| Fan)
D),
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Abmaj7b5

Bbo7

Fml3

CHmajo

Cm9b5

B13b9

Em$(maj7)

6. On a separate sheet of staff paper, write the modes of the following major scales and 1dent1fy the characteristic
tones (CT) as well as the tonal and modal tones (TT)/(MT).

b

e

H

BT

7. Harmonize the scales and provide Roman numeral analyses for exercises 1, 2, and 3.

8. What are the functions of each of these chords in the following given scales?

A Minor C Lydian Ab Major
9!
ﬁ Bm7b5 — Dm7 —— E7b9 —Jf F#m7b5 — Gmaj7 —— Bm?7 Bbm7 Eb7 AbS
[y,
: D Major E Minor F Mixolydian
# AI3 = Bm7 C#m7b5 Em7 Cmaj7 D7 B7 Cm7 = Gm7 - Am7b5 * Bbmaj7
1Y)
A Ab Mixolydian(b13) B Harmonic Minor
{5— ebm1 —— Gbistu Bbm7bs D+maj7 Em§ Fé7alt
y)
38 JAZZOLOGY



9. Identify the key in which the following chords will have the function indicated.

Bm?7 is vim7 in the key of:

APm7 is iiim7 in the key of:
G*m7b5 is iim7b5 in the key of:
APmaj7 is PVImaj7 in the key of:
Dm75 is iim7°5 in the key of:
DPmaj7 is PTTImaj7 in the key of:
APm7 is vim7 in the key of:
F*maj7 is IVmaj7 in the key of:
DP7maj7 is IVmaj7 in the key of:

Cm7 is vim7 in the key of:

10. Notate the following.
The two maj7 chords in Cm.
The three m7 chords in Ab.
The two maj7 chords in Gém.
The three m7 chords in B.
The two maj7 chords in DP.
The three m7 chords in F¥.
The two maj7 chords in E.
The three m7 chords in D.
The two maj7 chords in Em.
The three m7 chords in F.

The two maj7 chords in C*m.

The three m7 chords in EP.
The two maj7 chords in C*.
The three m7 chords in CP.
The two maj7 chords in Ab.
The two maj7 chords in Bm.
The three m7 chords in A.
The two maj7 chords in Gb.
The three m7 chords in BP.
The two maj7 chords in F¥m.
The two maj7 chords in Abm.

The three m7 chords in DP.
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11. Write the following scales, with their modes on another sheet of staff paper.

49 F Melodic Minor B Melodic Minor G Harmonic Minor D Harmonic Minor
P
®
o)
Ab Melodic Minor Eb Melodic Minor Db Harmonic Minor A Melodic Minor

BN

12. Write the chord-scale relationship (in other words, harmonize the scale with 7th chords) for these scales and
modes. Show harmonic functions.

G Ionian (Major) Fh Phrygian
) & o
A - 30"
o fan) 4
SV
)
F Lydian G Melodic Minor
49_‘% Te ! IU
Y _«W h
N & o Y |
NV
D)
F Aeolian (Minor) B Dorian
49 I “ ﬁ
A2 H i
1?0 1
AN
DY)
G Mixolydian (b9,b 13) B Locrian
b s

R
4

XX
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B Major E Harmonic Minor
W B
B Tt ;i
[ I an Y (A 0§
ANE o
[y)
Bb Lydian B Altered
_AQ b 5
| FanNd M
NV
[y

13. Write the major pentatonic and minor pentatonic scales in all twelve keys.
14. Write the bebop dominant and bebop major scales in all twelve keys.

15. Write the Kumoi and the In Sen scales in all twelve keys.
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THE II-V-1 CADENCE

Chord Families

The seven diatonic chords in major keys are divided into three families in terms of their harmonic function, based
on shared notes that produce the same emotional effects.

e Tonic: I, i1, vi
e  Subdominant: 1i, IV
¢  Dominant: V, vii

In minor keys, the VI chord is usually considered a member of the subdominant family.

¢ Tonic: i, III
e Subdominant: ii, iv, VI
¢ Dominant: v (or V), VII

Depending on the context of a progression, the VI chord in major or minor has the possibility of being perceived
as either a tonic or subdominant, because it shares two notes with either family. For instance, when following V7,
vim7 tends to sound like a chord of the tonic family. In the reverse order (e.g. vim7-V7-Imaj7), vim7 feels more
like a subdominant chord.

Movement between the three families of chords is the basis for traditional Western music. Typically a harmonic
sequence will start in a place of stability (the tonic), move to a place that is definitely away from it (one of the sub-
dominant chords), then to a place of tension (a dominant), before finally providing the emotional release, or reso-
lution, of returning to the tonic chord.

C-F-G-C
HIV-V-I

Cadences

From the Latin cadere, to fall, a cadence is the movement of chords from one family (or function) to another.
Cadences establish key centers, and their placement determines song structure, delineating ends and beginnings of
song sections.

The authentic cadence is the movement from dominant to tonic (V-I1), considered the strongest and most impor-
tant chord movement in Western harmony. The plagal cadence (IV-I) is also very powerful. A deceptive cadence
occurs when a V chord resolves to a chord other than the tonic, for instance V-vi.

The ii-V-1

The ii—V-I cadence has a certain level of sophistication, in that it starts on a subdominant instead of the tonic, mak-
ing the key less immediately clear. The root motion is still upward by perfect 4th or downward by perfect 5th, the
strongest possible in both jazz and classical music. The ii—V—I provides the cornerstone of jazz harmony. In addi-
tion, the voice leading (melodic lines formed by the harmony notes as the chords change, also discussed in Chapter
6) suggested by the 1i—V-I cadence furnishes highly recognizable contours.

It is essential that jazz musicians be able to spot ii—-V-I cadences instantly, as they are ubiquitous in jazz harmo-
ny and central to the process of improvising over changes. Familiarity with this very common chord progression

will allow one to look at a set of chord changes and perceive the overall tonal structure. This will give a better idea
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of how the tune is put together, and how groups of chords relate to one another, instead of simply looking at and
trying to remember a series of individual chords. In addition to providing the basic units of tonal organization in
jazz music, ii-V-1’s (and 1i-V’s) help us discern (and memorize) the “big picture.”

The ii—V-I in C Major

Dm7 G7 Cmaj7 or C6
_9 iim7 \'4) Imaj7 or 16
" £
| an) T~ Pa @ ]
ANEY4 [ @ b4
o © O RS S
D Dorian G Mixolydian C Major
YD €y
7—© O (@)

The 3rds and the 7ths of the chords are called guide tones. Their tendency to resolve from a point of tension to a
point of rest or resolution is characteristic of jazz cadential harmony. The voice leading that results from guide tone
resolution produces smooth inner lines: F to E and C to B. It is suggested that the above progression be practiced
with only the 3rds and the 7ths in the right hand, resulting in a what is sometimes called a shell voicing. The root

is already in the bass, and the 5th can be freely omitted when it is not a determinant of the quality of the chord like
the 3rd or 7th.

Dm7 G7 Cmaj7 or C6
A .
’{ <y P Py
 fan © © (@)
ANB"AEN © ] [® ) P Py
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¢
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Generally, the 3rd and the 7th should be emphasized when moving from one chord to another. Conversely, the 4th
should be avoided on I and V chords, and the 6th should not be emphasized on the ii chord. To do so would pre-
maturely anticipate the arrival of these notes and dissipate the effectiveness of the progression.

Generally, a ii—-V-I cadence will span either two or four measures:
| Dm7 G7 | Cmaj7 |
or

| Dm7 | G7 | Cmaj7 | |

The ii—V—i cadence in a minor key is used in much the same way as it is in a major key. It establishes the key cen-
ter in similar fashion.

The 1i—-V—i in C Minor

Dm7b5 G7bob13* Cm(maj7) or Cm6

_9 | iim7b5 V7bob13* im(maj7) or im6
A7 S 2 »
(o> e 7 I50

[y, O o ©

C Harmonic Minor or
D Locrian G Mixolydian (b9P13)* | ¢ Melodic Minor
OO | (@)
7 Ib”lu © (@) o)

*G7b9b 13 also refers to G7alt
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The Circle of Fifths

Continued motion up a 4th or down a 5th, as in a ii—V-I, results in a circle of Sths (or circle of 4ths) since the
root will eventually come full circle and return to the starting pitch. The term cycle of Sths (or 4ths) is used inter-
changeably with “circle” to describe the same phenomenon.

The circle of Sths or circle of 4ths is a graphic way to visualize all possible keys in either major or minor. It is a
useful way to understand chord motion, particularly cadences, and also provides an organized manner in which to
practice musical skills in all keys. Although the circle generally shows increasing sharps in a clockwise direction,
normal harmonic progressions will follow a counter-clockwise motion. Thus, repeatedly descending by a fifth or
ascending by a fourth, one arrives back at the starting point, having covered all the tones in the chromatic scale.
The sequence C—G-D-A-E-B-F#/Gb—Db—AP—E>—Bb—F-C should be learned thoroughly in both directions for
ready reference.

THE CIRCLE OF 5ths

Order of Flat Keys
Circle of 4ths

Order of Sharp Keys
Circle of 5ths

Gb/F8
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Standard Major and Minor ii—-V-I Examples and Key Relationship

AUTUMN LEAVES

‘ Cm?7 ‘ F7 ‘Bbmaﬂ ‘ Ebmaj7 ‘ Am7b5 } D7 ‘ Gmé6 ‘

Bb: iim7 V7 Imaj7 IVmaj7 Gm: iim7b5 V7 imé

BLACK ORPHEUS

‘ Am7 {Bm7b5 E7 ‘ Am7 ‘Bm7b5 E7 ‘ Am7 ‘ Dm7 G7 ‘Cmaj7/

Am: im7 iim7b5 V7 im7 im7b5 V7 im7 C: iim7 V7 Imaj7

THERE WILL NEVEER BE ANOTHER YOU

‘ Ebmaj7 IDm7b5‘ G7alt ‘ Cm7 ’ } Bbm?7 l Eb7 ‘Abmaj7

Eb: Imaj7Cm:iim7b5  V7alt  im7 Ab: iim7 V7 Imaj7

THE SHADOW OF YOUR SMILE

Em7 1 A7 ‘ Am7 ‘ D7 ‘Gmaj7’ Cmaj7‘

Fim7 ‘ B7alt

Em: iim7 V7alt im7 IV7 G: iim7 V7 Imaj7  1Vmaj7

JOY SPRING

‘Gmaj7 \ Am7 D7 \Gmaj7 ‘ Cm7 F7 \ Bm7 E7alt \ Am7 D7 \Gmaj7 )

G: Imaj7 im7 V7 Imaj7Bb:iim7 V7 A:iim7 V7alt G: iim7 V7 Imaj7

CONFIRMATION

‘ Fmaj7 1 Em7b5 A7alt ‘ Dm7 G7 ‘ Cm7 F7 ’

F: Imaj7 Dm:iim7b5 V7alt C: iim7 V7 Bb:iim7 V7
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Incomplete ii-V-I's

Sometimes the ii—V—I cadence works as an incomplete or unresolved ii—V which is repeated several times. This
kind of sequence is closely associated with Brazilian and Afro-Cuban music styles, often played as an ostinato*
(for example, a piano montuno, or repeated pattern). The harmonic rhythm may vary, as is shown in the follow-
Ing patterns.

| Dm7 G7 | Dm7 G7 |...etc.
or
| Dm7 | G7 | Dm7 | G7 |...etc.

ii-V Chains

11-V sequences (or ii—-V-I sequences) need not remain in the same key. Through a process called chaining,
sequences may progress by either upward or downward root motion, creating a series of quick modulations (key
changes, also discussed in Chapter 7) in parallel motion. The ii—V’s are said to be chained and will either ascend
or descend through keys that are separated by an equal distance. Here are some typical modulations used when
chaining ii—V’s.

*  Up by M2 or Down by M2

¢  Up by m2 (chromatically up) or Down by m2 (chromatically down)
*  Up by M3rd or Down by M3rd

*  Up by m3rd or Down by m3rd

ORIGINAL SEQUENCE ROOT MOTION UP DOWN
M2nd 1.Em7 A7 2.Cm7 F7
m2nd 3.Ebm7 Ab7 4.Dbm7 Gb7

Dm7 G7
M3rd 5.Ffm7 B7 6. Bbm7 Eb7
m3rd 7.Fm7 Bb7 8. Bm7 E7

When the pattern is a series of 1i—V’s, the first V7 does not resolve to the chord that follows it, which is really the
relative i1 of the next dominant chord. The result is a deceptive cadence, since the V7 does not resolve to the chord
a P5 or half step down as expected.

Notice the distance by which the key changes in the following examples of ii~V chains.

1. SATIN DOLL

| Dm7 G7 | Dm7 G7 | Em7 A7 ‘ Em7 A7 |

2. AUTUMN LEAVES (last four bars)

| Gm7 C7 | Fm7 Bb7 | Ebmaj7 |Am7b5 D7|

*An ostinato is a musical idea that is repeated persistently in a tunc. It lends harmonic continuity and provides an established modality.
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3. MILESTONIES (Jast 2 bars of B-section)

| Bbm7 Eb7 | Bm7 E7 |

4. HALF NELSON (bars 7-8)

| Bm7 E7 | Bbm7 Eb7 | Abmaj7 |

5. GIANT STEPS (bars 8—13)

i Fm7 Bb7 i Ebmaj7 i Am7 D7 i Gmaj7 icﬁm7 F#7| Bmaj7 |

6. HAVE YOU MET MISS JONES? (bars 17-21)

| Bbmaj7 lAbm7 Db7| Gbmaj7 ‘ Em7 A7 ‘ Dmaj7 |

7. IN WALKLED BUD (bars 17-24)

’ Fm7 Bb7 ‘ Fm7 Bb7 | Abm7 Db7 | Abm7 Db7 |

8. TAKE FIVE (bars 23-24)

| Abm7 Db7 | Fm7 Bb7 |

The same effect can be created by a series of non-functioning dominant chords only. Contiguous V’s or ii~V’s
without resolution give a sense of anticipation or expectation to a chord progression. They are often used to delay
the final resolution, thus strengthening the feeling of closure when the tonic is finally reached.
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Major and Minor ii-V-I's in All Keys

The following table shows all major and minor ii—-V—I cadences in every key. They should be practiced on the key-
board with both hands, without reference to music or to the chart. Once this is mastered, they should be played at
random in various major and minor keys.

MINOR
%

C Dm7 G7 Cmaj7 Dm7b5 G7alt Cm7

‘ Db Ebm?7 Ab7 Dbmaj7 Ebm7b5 Ab7alt Dbm7
{5 5 Em7 A7 Dmaj7 Em7b5 ATalt D7

Eb Fm7 Bb7 Ebmaj7 Fm7b5 Bb7all Ebm7
E Fim7 B7 Emaj7 Fim7bs B7alt Em?7
3 Gm7 C7 Fmaj7 Glnfbs C7alt Fm7
Gb Abm7 Db7 Gbmaj7 Abm7bs Db7alt Gbm7
G Am7 D7 Gmaj7 Am7b5 D7alt Gm7

: 'Ab Bbm7 Eb7 Abmaj7 Bbm7b5 Eb7alt Abm7
A’ ~7 Bm?7 E7 Amaj7 Bm7b5 E7alt Am7
Bb Cm7 F7 Bbmaj7 Cm7b5 FTalt Bbm?7
B Chm? £ Bmaj7 chm7bs Fi7ai Bm7

Turnarounds

A turnaround is a set of chords that occurs at the end of a section. In its simplest form, it contains four 7th chords:
I=V1-ii-V. (This also known as the 1 Got Rhythm™ progression. or just “rhythm changes.”) These chords work
‘together to return back to the first bar, leading to the first chord of the section. A turnaround provides harmonic
momentum from the end of one chorus to the beginning of the next. Here are two basic turnarounds in C major.

| Cmaj7 Am7 | Dm7 G7 |
or
| Em7 Am7 | Dm7 G7 |
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In common jazz practice Am7 is usually replaced with A7alt.
| Cmaj7 A7alt | Dm7 G7 |
or
| Em7 A7alt | Dm7 G7 |

The Em7 may be also played as Em7b5.
| Em7b5 A7alt| Dm7 G7 |

Here are the basic turnarounds in C minor:
| Cm7 Am7°5 | Dm7°5 G7alt |
or
| Cm6 Am7>5 | Dm7b5 G7alt |

Below is a basic 12-bar blues followed by a 12-bar blues with a turnaround inserted in measures 11 and 12. The
turnaround creates tension and prepares for a strong resolution back to the first measure.

Blues in C

Subdominant

Dominant Subdominant

Blues in C

(with a Turnaround)

F7

C7 G7 F7 C7 A7alt Dm7 G7 ¢

The VI7 chord is usually alreredT

Turnaround

CHAPTER 4 49



The ii-V-I Cadence and the Circle of Fifths in Classical Music

Diatonic progressions through the cycle of Sths are found throughout the classical literature. The ii—V-I cadence
in particular appears frequently in music of the baroque and romantic eras. Here are some examples that use both
the cycle of 5ths and the ii—V-I cadence.

Chopin, Etude 1, Op. 10

meas. 37-44
. =176
D7 G7sus4 G7 Cmaj7
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© s - ===
S
LY | j LY =
G it = P =
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o = o
v-\—_—/
Fmaj7 Bm7b5 Em7 Am7
8va----- 1loco e &va----1 8va-----
A o . o loco
=I e |
(- = — ¢
5 * A = »
= .
hal | —7 ros -
7 PR .
N8 _ =3 _1
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Dm7 G7 Cmaj7 Fmaj7
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Bach, Prelude in C Major

Allegro

meas. 1-4
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meas. 17-20
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Dm7 o T G7
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A4
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Chapter 4 Exercises

1. Write major and minor ii—V-I cadences in the following keys.

Dm7 G7

Cmaj7

Bm7b5

E7b9

Am7

-~

BT

24

#

129
H

A

E==

Py

a
==

2. Complete the following ii-V-I cadences.

G7b9

Bm7b5

Ebm7

F7

Bbm?7

D7alt

B7#9

Am7b5

Cmaj%

Gb

[
9

Dbm7
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Abm6

_ Fm7 ___ Ebm7bs EI3 __
7
AN
NS
[y,
_ Gm(maj7) Bm7 C7bsbo Bm7
=7
+H
)
Al13b9 Dm7b5 Fmajl3 ___  Bb7 ___
=
N & an
AN 4
)
3. Write turnarounds in the following keys. Answers may vary.
Example
Cmaj7 Am7 Dm7 G7
49 | | |
h C Major A Minor F Major Ab Major
o
: I I
Eﬁd‘inor B Minor Bb Major C Minor
[y,
9 _ , .
h G Major D Minor Db Major A Major
[Y)
| I
% Eb Major D Major c# Minor B Major

e
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4. Create ii—V chains moving upward by a M3rd, then downward by a M3rd from the original.

Example
Am7 D7 cC¥m7 F#7 Fm7  Bb7  Fm7 Bb7

B>

Dm?7 G7 Bm7 E7

déiféb

Bbm7 Eb7 Gm7 C7

@J@itb

Abm7  Db7 Fm7 B7

eéiﬂb

5. Create ii—V chains moving upward by a M2nd, then downward by a M2nd from the original.

Example
Am7 D7 Bm7 E7 Gm7 C7 Fm7 Bb7

Q@;ﬂ»

Dm7 G7 Cm?7 F7

Qdﬁ’w»

Bbm7  Eb7 Gm7 C7

BN

Abm7  Db7 Fim7 B7

N
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6. Create ii—V chains moving up and down chromatically.

Example
Am7 D7 Bbm7 Eb7 Abm7 Db7 Fm?7

Bb7

QQ;’tD

Dm7 G7 Em7

A7

BN

Bbm7  Eb7 Gm7

c7

BN

Abm7  Db7 FEm7

B7

6
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CHAPTER 5:

HARMONIC ANALYSIS

Harmonic analysis helps us to understand a musical work’s harmonic and melodic structure. A working knowl-
edge of the harmonic principles that govern chord motion is of great value in creating chord progressions that
sound smooth and logical. This not only facilitates the process of composition, but also assists in reharmonizing
existing melodies in order to create fresh or more colorful sounds. Reharmonization, also known as chord sub-
stitution, is extremely common in jazz as a way of personalizing an existing chord progression.

Analytical Markings

Besides using Roman numerals to indicate how chords function in key centers, some other conventions are help-
~ ful in harmonic analysis.

Draw an arrow if any dominant 7th chord (including altered dominant chords) goes down by perfect 5th to any
kind of chord. The arrow indicates a functioning dominant chord: one that moves to its expected resolution
(down by a 5th). Those that do not are called non-functioning dominants and receive no arrow.

G7 P5¢ Cmaj7

(V7/1 motion)

G7b9 P5¢ Cm6

Draw a dotted arrow if any dominant 7th (including altered dominants) goes down by a minor 2nd to any kind of
chord.
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Draw a bracket beneath if any m7 or m7>5 chord goes up by perfect 4th to any dominant 7th (including altered

dominant chords).

Dm7 TP4 G7
(1i—V7 motion)
Dm7b5 TP4 G7b9
Complete [1-V-1
Dm7 ¢P4 G7 P5¢ Cmaj7
Complete [[-V-i
Dm7b5 TP4 G7b9 P5 ¢ Cm7
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Structural Divisions

Standard jazz tunes generally incorporate an easily recognizable formal design. Typically, an overall thirty-two-
bar structure is subdivided into four eight-bar sections. These sections are somewhat independent of one another
and usually either parallel or contrast strongly with other sections. This design affects melody as well as chord
changes. Common structural schemes include AABA and ABAC, where each letter represents an eight-bar sec-
tion. The structural divisions between sections are significant points of demarcation and strongly influence the way
harmonic motion is perceived, as can be seen below.

= Harmonic Rhythm Division
/s \* \ /N
Bb7 Am7 D7 Gm7 c7

| |
&

Harmonic Rhythm Division Harmonic Rhythm Division

Fmaj7 Am7 D7 Gm7 Am7b5 D7b9 Gm7 C7

| | -

Dominant functions are not affected when they cross a structural division. Resolution by descending 5th still
occurs. However, structural divisions disrupt ii—-V7 motion. As shown in the above examples, if the ii—-V7 motion
occurs across a structural division, it is no longer perceived as ii—V7 motion. Thus, in both examples, Am7 will
sound like an extension of Fmaj7 because it serves as a diatonic chord with tonic function. Therefore, it should not
be analyzed with a bracket, which we have crossed out in the diagram.

Generally, to qualify as a ii—V7 progression, the minor 7th chord needs to occur on the strong beat or measure of
the prevailing harmonic motion. For example, when chords occur one to a measure, ii chords would most likely
fall on the odd-numbered measures with the V7s on even numbers. If the harmonic motion is defined by the half
note, ii chords usually fall on the first half of the measure. Minor 7th chords occurring on the second half of the
measure are probably not part of ii—V7 progressions.

Secondary Dominants

_ Secondary dominant chords are dominant chords that, when functioning, resolve to a diatonic chord other than
the tonic. The dominant chord that does resolve to the tonic—V7—may be thought of as the primary dominant
‘chord. A given key contains only one primary dominant chord—the chord built on the 5th scale degree, which con-
tains only diatonic notes.

Dominant chords that are built on other scale degrees contain one or more nondiatonic chord tones:

* the raised 3rd required to change a minor 7th chord (ii, iii, or vi} to a dominant chord,
» the flatted 7th required to change a major 7th chord (I or IV) to a dominant chord, or

* the raised 3rd and 5th required to change the m7P5 chord (vii) to a dominant chord.
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Secondary dominants generally resolve to the diatonic chord a perfect 5th below. For instance, an A7 chord that
occurs in the key of C tends to resolve to Dm7, the ii chord. Although it is possible to analyze the A7 as VI7, show-
ing that the chord quality differs from vi7, the chord’s function is better understood by labelling it V7/ii (“five of
two”).

Diatonic Chords in C Major
Cmaj7 Dm7 Em7 Fmaj7 G7 Am7 Bm7b5 Cmaj7

~
(Y - b a

BN

Motion of Secondary Dominants in C Major

N SN

V7/i 1im?7 V1I7/ii iiim7
A7 Dm7 B7 Em7
V71V [Vmaj7 VIV V7
C7 Fmaj7 D7 G7
V7/vi vim7
E7 Am7

Any of these extra dominant chords creates the momentary feeling that the diatonic chord towards which it
resolves is the tonic chord in a new key. This chord is said to be tonicized. The tonicization effect is temporary:
in most cases the overall key does not change. One diatonic chord, viimi7b5, cannot function as a tonic even tem-
porarily, so its secondary dominant (“V7/vii”) is not used in major keys.

The term “secondary dominant” still applies even in cases where the dominant chord is non-functioning (it does
not resolve to its expected target). For instance, in the key of C, A7 is still called V7/ii even if it is not followed
by Dm7 but by another chord in the key.

Finally, not every dominant chord that can occur in a given key other than V is necessarily a secondary dominant.
For example, IV7 (F7) in the key of C is not a secondary dominant chord, because its resolution by a descending
5th would lead to PVII (B?maj7), which is not a diatonic chord in C major. There are other possible analyses for
[V7 that we’ll see in Chapters 7 and 8.

Secondary dominants can also occur in minor keys. As we saw in Chapter 3, the 7th degree of the minor scale is
usually raised when building the chord on step V in minor harmony, resulting in a dominant chord on this degree
for a stronger resolution to 1. This, the V chord, is considered the dominant chord in the minor key, although anoth-
er chord of dominant quality occurs diatonically on step VII.
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Diatonic Chords in A Minor (with V7 replacing vmm7)

Am7 Bm7b5 Cmaj7 Dm7 E7 Fmaj7 G7 Am7
s ] 7]
NV - =
Y] > ES - O '
- O

Motion of Secondary Dominants in A Minor

N

V711 11 V7/iv ivm7
G7 Cmaj7 A7 Dm7
Vilv vm7 V7/VI VI
B7 Em7 C7 F
V7/VII VII
D7 G7

Again, V7/ii is not used in the minor mode, since ii is a m7b5 chord, which cannot be tonicized.

Diminished Chords Functioning as Dominants

Diminished 7th chords, as we learned in Chapter 3, may function as rootless 7b9 chords. The diminished 7th chord
occurs naturally on the seventh step of harmonic minor tonality, with the label vii®7. The same label is used when
diminished chords function as secondary dominants,

An important difference in the analysis of a diminished 7th chord is that in order to be considered a functioning

secondary dominant, it must be followed by one of its intended targets: a diatonic chord a half step above any of
its tones. (Remember that any tone in a dim7 chord may be thought of as its root—see page 104.)

Motion of Diminished Chords with Secondary Dominant Function in C Major

N

TN

vii®7/ii iim?7 vii®7/iil iim?7
chor Dm7 D7 _Em7
Vvii®7/TV v Vii°7/V Vv
E°7 Fmaj7 F#°7 G7
vii®7/vi vim7
GHo7 Am7
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Motion of Diminished Chords with Secondary Dominant Function in A minor

N

TN

vii®7/111 11Tmaj7 vii®7/iv ivm7
B°7 Cmaj7 chor Dm7
Vii°T/v vin7 vii°7/V1 VImaj7
D7 Em7 E°7 Fmaj7
vii®7/VII VII7
Fo7 G7

Backcycling Dominants

These are two or more dominant chords that follow the circle of Sths until they reach the target chord—usually
I. The final point of resolution of this series of secondary dominants may be delayed for quite some time. The

example below shows a typical “rhythm changes” bridge in B®. The target chord after this section is BPmaj7, which
is Imaj7 in the key of Bb.

Backcycling or Sequential Dominants Secondary Dominant
Dominant

(VIIVIVIV) (VIIVIV) (VIIV) (V7) Imaj7
D7 G7 C7 F7 Bbmaj7

Roman numeral analysis does not work well for these cycles of dominant seventh chords, and is usually reserved
for diatonic and secondary dominant chords. If used for backcycling dominants, functions should be enclosed in
parentheses. Backcycling dominants are sometimes called sequential dominants or extended dominant chords,

though this last term is potentially confusing and should be avoided, as it is already used to mean chords with
added tension notes.
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Related ii’s
Any dominant chord may be preceded by its related minor 7th chord (iim7), which is found a perfect 4th below.

Roman numeral analysis is not necessary, but brackets are needed to show that the pair belongs together. The
example below is an arrangement where related iim7 chords are applied.

N N T

VIV V7 Imaj7
Am7 D7 Dm?7 G7 Gm7 Cc7 Cm?7 F7 Bbmaj7
I L | L 1 L |

This kind of reharmonization was common during the bebop era.

Contiguous Dominants

Contiguous dominants consist of a series of non-functional dominant chords or ii~V’s, They generally occur in one
of the following patterns: ascending by half step, whole step, minor 3rd, or major 3rd; or, descending by minor 3rd
or major 3rd. When the pattern is a series of ii—V’s, the first V7 does not resolve to the chord that follows it, which
is really the relative ii of the next dominant chord. The result is a deceptive cadence, since the V7 does not resolve
to the chord a perfect Sth or half step down as expected. Contiguous dominants actually outline a series of brief
modulations. Suggesting or implying a new key without actually moving to and establishing the new key is called
tonicization.

The technique actually dates back to the Romantic period and was common with Schumann, Chopin, and Brahms.
In many works of this period, modulations tended to become more frequent and shorter, resulting in passages
where the music had little chance to settle or come to rest in the new key. Of course, the best way to imply a new
key without going there is to use the key’s dominant chord, or, better, a dominant preceded by a subdominant
chord. To add structure and logic to such passages, composers would frequently move through suggested keys in
a predictable way, such as moving through the scale degrees or moving by a fixed interval.

The procedure has become much more codified in jazz theory, generally manifesting itself in a series of V’s or
ii—V’s that move through keys at a fixed interval. Because contiguous dominants lack immediate resolution, they
instil a sense of anticipation or expectation to a chord progression. They are often used to delay the final resolu-
tion, thus strengthening the feeling of closure when the tonic is finally reached. Examples of contiguous dominants
are shown on the next page.
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b3

M2

b3

M3

Am7 D7

| |
Am7 D7

L |
A Am7 D7

| |
Am7 D7

| |
Am7 D7

| |
Am7 D7

|

Fm7 Bb7
| |
Bbm?7 Eb7
| |
Bm7 E7

|
Cm7 F7
| |
chm7 Fi7
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Chapter 5 Exercises

1. a. Show major and relative minor II-V-I cadences using the following key signatures and analyze using brack-
ets and arrows.
b. List all possible secondary dominants in these keys on another sheet.
c. Identify the harmonic function of each secondary dominant.

Example
— —
Gm7  C7  Fmaj7 Em7p5 A7  Dm7
(I [

‘? #
y Y i
N N
[

4 | |
7 1 7

y AR n [V
[ Ff an NdlPJ L
oV v

[ 4 4

p’ A . Il o L
Y AW s
NS T kel
[y

O | .

1 X B P LLTT ¥

g Hh |V bl s N - XY
| £ an NP ] b S
ANEY4 hi
) I

1 ¥ X |
AW B 1V [
Aey? -2

Y %4
Y

RS b b

o LT L= TPl ]
ZnE s’
Ay 11— T
ANSY4
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2. a. Complete the following and fill in the blanks.
b. What kind of dominant chords are these?
¢. Find all possible secondary dominants in these keys.

Example
G7 C _ - _
u | ¥ 4
ol 1 17 T (@)
39__’——(_)] 11;'. 2 b © % - —
7 ‘): E 3 <7 0 «r

_Q—IID @) — O g T —
V AU h - (@) Hh |V
6817 S v vV 7 (@)
ANBY4 ~ [@ ]
e o
3. Complete the following chord progressions and add harmonic analyses.
. . _’ —n’
Fmaj7 ' Db7 c7 Bbmaj7 D7
0
7{ y.4 7 4 p4 7 4 y4 4 7 y4 7 7 yrd y4 y4 V4
l@ V.4 V4 y4 V4 4 4 y.4 P4 V4 Z y.4 V4 P 4 4 y4
Y,

Ebmaj7Cm7 Fm7 Bb7 Gm7 €7 Bbm7EDP7 Abm7Db7 Gm7 Gb7 Fm7 C7  F7 Bb7

Y AV A & 4 7 2 77 L 7 7 7 P A Ay A 4 VA A A 4 VA A A 4 VA A A 4 L 7 7 7 -
Y A A A 4 L 7 7 7 7 7 7 L 7 7 7 VA A A 4 2 7 7 7 L 7 7 7 L 7 7 7 -

06\

Dmé6 Dm7 B7 BbS Em7b5 ___ Dm7 Bb7

DY A A A 4 2 2 7 7 L J 7 7 VA A A 4 L 7 7 7 VA A A 4 VA A A 4 £ 7 J 7
- 7 7 7 7 VA AR A 4 VA A A4 2 7 7 7 2 7 7 7 L 7 7 7 L 7 7 7 L 7 7 7

o

4. Identify the key in which the following chords will have the function indicated. Use enharmonic equivalents
where convenient.

G7is V7/V in the key of:
Db7 is V7/IV in the key of:
F#7 is V7/ii in the key of:

E7 is V7/IV in the key of:
B°7 is vii®7/V in the key of:
C¥7 is V7/V in the key of:
BP7 is V7/vi in the key of:
D#°7 is vii®7/iii in the key of:
F#°7 is vii®7/iii in the key of:
EP7 is V7/V in the key of;
D7 is V7/vi in the key of:
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5. Analyze the following progressions indicating chord function, considering harmonic structure.

a.

|IDm7 G7  |Dm7 G7
|Dm7 G7 | Abm7 Db7
| A7 |

| C | Am7

| Dm7 | G7

| Ab | Fm7
|G*m7C¥7 | Ffm7 B7
|| B7 |Em7 A7
|| B7 | Em7
IB7 Em7 |A7

|| B7 | Em7

I B7 |

Ic 7 | F

ICc 7 | F Fm7

| Em7 A7
|C

| Dm

| D7

| C Am7
|B¥7 Eb7
|Em7 A7
| Dm7 G7
|A7 D7
| Am7 D7
| A7

| Em7

| Fm7 Bb7
| Bb7

|Em7 A7 |
| Em7 |
| Il
| |
ID7  G7 ||
|B*7  EF7 ||
|Dm7 G7 ||
|C I
|1G7  C I
|Dm7 G7 ||
|IDm7 G7 ||
| A7 I
| A7 |
| A7 Il

6. Locate the following tunes in a reliable source. Study, analyze, and play them. It is recommended that they be
learned thoroughly and ultimately memorized.
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“Blue Bossa™”
“Autumn Leaves”
“Tune Up”
“Confirmation”
“Caravan”

“Giant Steps”

“Body and Soul”
“Manha do Carnaval”
“Countdown”
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*  “All the Things You Are”
¢ “Blues for Alice”

*  “l Got Rhythm”

*  “Nardis”

*  “Bluesette”

*  “Waltz for Debby”

*  “Joy Spring”

*  “Song for My Father”



CHAPTER

II-V-1 PIANO VOICINGS AND
VOICE LEADING

The voicing of a chord is the exact vertical arrangement of its tones. The term is commonly used by pianists and

guitarists to indicate how chord tones are distributed when comping for improvisers. Keyboard voicings may be -

played by either one or both hands.

Why study voicings? In jazz practice, a large repertoire of voicings is necessary; comping instruments (such as
piano, guitar, vibes, or organ) rarely play chords in ascending order (1-3-5-7-9, etc). This is for various reasons:

« Using only root position chords will result in excessive parallel Sths, which can sound like a monotonous
drone. Simply put, a relentless string of root-position chords tends to sound boring. The result will be per-
ceived as unrefined and decidedly “uncool.”

*  Successive root-position chords force the hands to move too much, because the roots of chords often move
by Sths rather than linearly.

» Using only root position chords results in poor voice leading. Inner voices do not resolve in a smooth and
logical fashion. (Voice leading will be discussed later in this chapter.)

As a basic example of chord voicing, a major seventh chord will often be played as 1-7-3-5, where the 3rd and
Sth are raised an octave from their original positions. This is just one of a vast number of possibilities for voicing
this chord.

Jazz piano voicings are divided into two basic types. rooted voicings and rootless voicings.

Rooted Voicings

Sometimes called “Bud Powell voicings,” these left-hand piano voicings place the root deep in the bass and pro-
vide a solid harmonic foundation, obviating the need for a bass player. You may play rooted voicings as: 1-3-5-7,
1-3-7 (known as a shell voicing), or just -7 (or even 1-3), depending upon the chord’s quality. Here are Cmaj7
rooted voicings.

Shell Voicings

Cmaj7 Cmaj7 Cmaj7 Cmaj7
. ) O (@]
7" 8 8 o
Rootless Voicings

As the name implies, rootless voicings have the root omitted. They are the preferred voicing technique when jam-
ming or comping with a rhythm section, and most often used when a bassist is present. They work equally well
with non-tonal/modal music.

The 5th is dﬁenomfitted.f.lf-' included, 1tw1]l génerally be"on'tdp 'Qf the voicing.
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Rootless and especially left-hand piano voicings are commonly employed as three- or four-note voicings.

Three-Note Voicings
Chords can be voiced with three notes as follows.

Major ii-V-I cadence Minor ii-V-i cadence
Dm7 G7 Cmaj7 Dm7b5 G7b9 Cm7
bz o0 Q LS baO Q
S © 8 528 >Co 8
Z_ 7
Dm7 G7 Cmaj7 Dm7b5 G7b9 Cm7
e I =4 Q (@) X !"‘Q lf"ﬁ R ®)
T e XF 7 [@] il IO ~ hd XS]
y.4 (@] Py P V4 (@) O b Py
Dm7 G7 Cmaj7 Dm7b5 G7b9 Cm7
O O O Fa X
< ST = L b o bb%
Z 7

Four-Note One-Hand Voicings

Four-note voicings are the most common left-hand piano chord voicings because of their richness. They are also
known as “Bill Evans” voicings. They may be classified into two categories: type A and type B. Both are four-
note close voicings and each is the inversion of the other. They were made popular by Bill Evans and Wynton
Kelly, and can be used as building blocks for many other voicings. The following configurations must be learned
thoroughly.

Type A: 3-5-7-9

Type B: 7-9-3-5
Major Rootless Voicings

Cmaj7 Cmaj7
5
9 3
8 M7 -Qg 9
) 5 M7

V4 3
Type A Type B

' ~Other Common Rootless Voicings for Major Chords
Type A: 3-5-6-9 or 3-6-7-9

Type B: 6-9-3-5
Minor Rootless Voicings
Cm7 Cm?7 s
9 b3
3 b7 9
P85 b7
Zh b
Type A Type B
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Other Common Rootless Voicings for Minor Chords
Type A: $3-5-6-9
Type B: 6-9-+3-5

Dominant Rootless Voicings

C7 Cc7
b9
7
D 1)

979 Pe—

S s Al

b7

Type A Type B

The 5th is often replacéd by th¢~6th (13th) in order to provide a typical jazz color.
Of course, three-note voicings such as 3-7-9 or 7-3-13 will not include the 5Sth.

Altered Dominant Rootless Voicings

C7alt CT7alt
# fo
: t7 / b13
3%%,- 13 Gbo=")
) RS
b7
Type A Type B
C7alt CTalt
b9
b b7 A
: b3 AT b13
VA 3 {1 b?,
- 9
b7
Type A Type B

The altered dominant is most often encountered in the minor 1i—V-1 cadence.

’ Dm7bs ‘ G7alt ‘ Cm7 or Cmé ’

iim7b5 V7alt im7 or 1m6

It is especially prominent as a secondary dominant in the major ii—-V-I cadence.

Dm7 G7 ‘

‘Cmaj7 A7alt

Imaj7 VI7alt iim7 V7
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Half-diminished (m7>5) voicings are less often extended than the other types, and the root is more often included.

Half-Diminished Voicings

Dm7b5 Dm7b5
o !

ﬁ&w f b
e bs o I—
b3 (73— b3
am=s g
b7

Type A Type B

Other Common Voicings for Half-Diminished Chords
Type A: b3-55-57-9
or
Type A: P3-+5-57-b9

Type B: b7-9-b355

or
Type B: b7-59-53-5

Voice Leading and the ii-V-I Cadence

Voice leading refers to the creation of smooth motion between inner voices by maintaining adjacent tones when
moving from one chord to another. In other words, each inner voice is connected to the next through common tones
or stepwise movement. Voice leading allows us to hear the chord resolutions we expect, but with very little move-
ment between adjacent chord tones. With good voice leading, harmony notes form lines that progress smoothly
and strengthen the harmonic continuity.

The following examples will help you to visualize and memorize voice-leading rules by using just guide tones
around the circle of fifths. You may play either 3—7 or (inverted) 7-3. Pay particular attention to how the guide

tones switch when moving from one chord to another around the circle.

Dominant Chords around the Circle

C7 F7 Bb7 Eb7 Ab7 Db7  Gb7 B7 E7 A7 D7 G7 C7

¥ 4 i'\ I ]
[  an YL 1 17 = h ~ 1
Y - bz 3 e "2 g z bxx
< Ee)
| , :
. ] | ] I | | I |
il I I e 1 I X ] - I ] I I
.4 7 o~ | 1 | o | | = | |
v ] i1 Xl b 2 7 -~
' | = = s —
T =

Major Chords around the Circle

Cmaj7Fmaj7 Bbmaj7 Ebmaj7 Abmaj7 Dbmaj7 Gbmaj7 Bmaj7 Emaj7 Amaj7  Dmaj7 Gmaj7 Cmaj7

)

%)’D 2 = [,1 ﬁ- . ﬁ- 1; }
< - . < R Ko X
s o = = 4 ;E 3 —
yax ! = i I 7 , ! I .
)y & 1 X ) — ! | . | |
7 ! i I P> - = | | |
] P | 7 | 55 & 1 77 =
I [ v < 77 —E
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Minor Chords around the Circle

Cm7 Fm7  Bbm7 Ebm7  Abm7Dbm7 Gbm7 Bm7 Em7 Am7 Dm7 Gm7  Cm7
b
y 4 h - 1 | ) ]
Fon WL 9] 7 by~ 2V | I
\;j’ Irl-,n = l[) d Ibv.s.