Workbook to Accompany

Jazz Theory
From Basic To Advanced Study






Jazz Theory
From Basic To Advanced
Study

WORKBOOK

Dariusz Terefenko

Eastman School of Music,
University of Rochester

£} Routledge
2 Taylor & Francis Group

NEW YORK AND LONDON



© 2014 by Routledge, an imprint of T&F informa, plc. All rights reserved. May not be
reproduced or sold separately.



Contents

Preface

PART I
Basics

1 Music Fundamentals

2 Jazz Rhythm
3 Harmonic Function
4 Four-Part Chords
5 Five-Part Chords
6 The II-V-I Progression
7 Modes
8 Chord-Scale Theory
9  The Blues

10 Improvisation

PART II

Intermediate

11  Jazz Lead Sheets

12 Keyboard Textures

13 Idiomatic Jazz Progressions
14 Voicings

15 Bebop

16  Octatonic Scales

17 Bebop Blues

18 “Confirmation”

19 “Moose the Mooche”

vii

13
15
19
25
34
37
41
44
47

63
65
68
72
84
94
100
103
107
112



vi

CONTENTS

PART III

Advanced

20 Pentatonics and Hexatonics

21  Phrase Models

22  The AABA Song Form

23 The ABAC Song Form

24 Extended and Unusual Song Forms
25 Jazz Reharmonization

26 “Line Up”

27 Post-Tonal Jazz

Appendix A Answer Key for Written Exercises

Appendix B Answer Key for Ear Training Drills

Appendix C  Lead Sheets Play Along DVD

Appendix D Guide to Making Transcriptions

Appendix E  List of Solos to Transcribe

Appendix F Selected Discography

Appendix G 999 Standard Tunes—Composers and Lyricists

Appendix H 200 Standard Tunes You Should Know

119
121
125
148
155
162
170
179
181

203
255
297
328
329
330
334
357



Preface

HOW TO USE THE COMPANION WEBSITE

www.routledge.com/textbooks/cw/terefenko

The companion website contains three large sections: WORKBOOK, RECORDINGS, and APPENDICES/
AUXILIARIES.

Workbook

The workbook sections closely follow the structure of the textbook; they are divided into three parts
(Basic, Intermediate, and Advanced) along with the individual chapters. Such a user—friendly design
enables easy access to all exercises and recordings. The WorkBoOK contains different types of written
assignments, practice routines, play along sessions, keyboard realizations, play and sing tasks, and
ear training drills; they are carefully designed to master the content of Jazz Theory: From Basic To
Advanced Study. All the exercises and scores are downloadable as PDFs.

The choice of specific tasks in each chapter depends on the content of the individual chapters. For
example, Chapter 13 includes various keyboard tasks and ear training drills, but contains no play
along sessions; Chapter 10 features more play along tracks than any other types of exercises. The main
objective of Chapter 10 of the book, for instance, is to put the content of Part I to practical use. You
will quickly realize that to be successful at playing with the rhythm section (tracks 5-18), you will
need a solid command of the modes in all 12 keys (Chapter 7). Since the primary goal of these play
along sessions is to acquaint your ear with the sound of the fourteen modes and to find that sound on
your instrument, start by playing the most important notes from the mode (guide tones and beauty
marks) and negotiate them in some kind of rhythmic fashion. Having established the connection
between theoretical concepts (guide tones and beauty marks in this particular instance) and practice
(the ability to effortlessly play them on your instrument), you will begin to listen to your own playing
and to interact with the rhythm section. Next, start using the motifs from the book (figure 10.10)
and transpose them to 12 keys. With these motifs, focus on the techniques of motivic development
(Chapter 10), select a single technique, and explore it in your playing. As you get more comfortable
with handling one technique at a time, explore improvising with two (or more) techniques.

Finally, you are ready to compose your own motifs and use them in improvisation. As you see, tracks
5-18 (as well as other play along tracks) work just as well for advanced players as for beginners. The
process described above illustrates how to use play along tracks; this process can be summarized
as follows: 1) establish a connection between theory and practice, 2) practice on your instrument,
3) begin with the material that you can handle, 4) challenge yourself, and 5) be creative.

A measured approach to completing assignments, works for the majority of exercises included in the
Worksooxk. Take, for instance, Exercise 3.3. The exercise includes seven 4-bar progressions to be
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realized at the keyboard in C major and/or A minor. The basic objective for all playing exercises is to
be able to perform a given task at a steady tempo and without breaks. Start at a comfortable tempo
(J =50) and play the progressions from Exercise 3.3 from beginning to end without interruption.
Using a metronome is highly recommended. Gradually increase the speed of your performance to
- =96. The instructions for this and other keyboard exercises include the dreaded phrase: “transpose
to all 12 keys.” Playing in all 12 keys is an essential skill for the contemporary musician, yet learning
to play in all keys is a long and arduous process. (In the book—especially in Chapters 6, 12, 13, and
15—the “12 key” icon is used as a reminder to perform the specific musical figures in all 12 keys.)
To facilitate this process, learn a progression in the original key. Once you master the progression in
a single key and explore different positions/inversions of chords, start transposing it to two or three
different keys. Practice the progressions in two or three keys and then start adding more keys to your
practice routines. You will notice that once you work diligently through six different transpositions,
the remaining ones will be quite easy to realize. To master the skill of playing in 12 keys, you need
to be consistent, succumb to daily practice routines, and allow the passing of time to see the results.

In studying jazz, it is imperative to develop an impeccable ear capable of identifying complex chord
formations and harmonic progressions. The WorkBooK also features different types of ear training
activities: rhythmic dictations, harmonic dictations, chord recognition, singing, set—class identifica-
tion, etc. To access them, click on the corresponding icon. I recommend that you complete each ear
training drill Zefore proceeding to the next one, no matter how trivial that drill might seem. Without
internalizing the sound of individual intervals /triads in Chapter 1 or four—part chords in Chapter 4,
for instance, the ability to hear more complex five—part chords in Chapter 5 or upper—structure triads
in Chapter 14 may prove challenging. Furthermore, when individual chords or the II-V-I progres-
sions from Part I begin to form four—bar progressions in Chapter 13 or eight-bar phrase models in
Chapter 21, the ability to identify individual formations is of utmost importance to make tonal sense
out of complete harmonic progressions. Since certain tracks for ear training drills contain multiple
intervals, harmonic formations, chord progressions, or set classes, I recommend starting each track
at a different location to avoid memorizing the sequence of events.

Recordings

In addition to various written and ear training exercises in the WORKBOOK, the companion website
also contains the recordings of musical figures from the book. The Recordings section is also orga-
nized exactly as the textbook (three parts and individual chapters) and gives you immediate access
to all audio files. These recordings are quite useful when you are away from the keyboard (or have
insufficient keyboard skills) and want to hear a particular musical illustration. By listening to these
audio recordings you are mapping individual theoretical entities (chords, modes, progressions, scales,
phrase modes, sets, etc.) with their sound and, thus, training and improving your ears.

Appendices/Auxiliaries

This section contains some useful material that complements the book. Selected Discography (Appen-
dix F), for instance, contains the list of recordings for standard tunes discussed in the book. For
each tune, there are representative recordings that show how the different jazz artists from different
eras appropriated these tunes into their repertoire and how different these interpretations are; this
extraordinary interpretive diversity demonstrates the limitless potential of standard tunes. Listening
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to jazz goes hand in hand with learning how to improvise and how to find one’s musical voice.
Without exploring the rich canon of recorded jazz, one’s quest for learning how to improvise might
be deterred indefinitely. Selected Discography and List of Solos to Transcribe in Appendix E (as well
as additional footnotes in the book) provide many valuable listening resources. In keeping with the
study of repertory, 999 Standard Tunes-Composers and Lyricists in Appendix G provides an alphabeti-
cal list of songs mentioned in Chapters 21-24 of the book, while 200 Standard Tunes You Should
Know in Appendix H contains a list of essential tunes (out of the 999) that jazz musicians should be
familiar with.

Finally, the WorkBook contains downloadable scores for ear training drills, extra scores for Play
Along DVD in Appendix C (convenient to use with your iPad on the music stand), an Answer Key
for Written Exercises (Appendix A), and Answer Key for Ear Training Drills in Appendix B (with a
few exercises realized in full score so you can see what I played on the recording).
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CHAPTER ONE

Music Fundamentals

WRITTEN ASSIGNMENTS

1. On the staft below, notate the following pitches.
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Ab4 F6 D4 C#4 B3 A0 Eb1 A2 F#6 D#4 Ci5 Ab7 C4 D3 B5 Fb5 G6 Fi4 Gb4 BE6

2. Using letter names and octave registers, identify the following notes.
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3. Using accidentals, notate the following scales.

Bb major G major Ab major

QQS’ND
QQS’ND
Qﬁ!'&b

C natural minor G harmonic minor F harmonic minor

Q,Q;!ND
Q,Q;!ND
QQS"&D

F2 melodic minor (ascending—descending) Bb melodic minor (ascending—descending)

QQ;’ND
tﬁ"ﬂb
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Using key signatures, notate the following scales.

4.

B major

Eb major

Ab minor

Db major

F2 major

G# minor

Rewrite the incorrect rhythms using correct rhythmic groupings that reflect the underlying

beat.
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MUSIC FUNDAMENTALS

Using generic and complete interval names, identify the following intervals.

6.
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Notate the following root position triads.

7.

Ab Emin Fo Gt Bbmin Db

Eb

Hey

TO
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EAR TRAINING DRILLS

Instructions for Tracks 1-12

Each track contains TWELVE randomly chosen pitches. Sing and /or play on your instrument the

assigned interval above the pitch you hear on the recording. After a brief pause, the answer is given.

Track 1: Sing/play a minor 2nd

TRACK 1

O
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Ho
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Track 2: Sing/play a major 2nd

TRACK 2
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Track 3: Sing/play a minor 3rd

TRACK 3
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MUSIC FUNDAMENTALS

Track 4: Sing/play a major 3rd

TRACK 4
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Track 5: Sing/play a perfect 4th

TRACK 5
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Track 6: Sing/play an augmented 4th

TRACK 6
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Track 7: Sing/play a perfect 5th

TRACK 7
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Track 8: Sing/play a minor 6th

TRACK 8
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Track 9: Sing/play a major 6th

TRACK 9
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MUSIC FUNDAMENTALS

Track 10: Sing/play a minor 7th

TRACK 10
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Track 11: Sing/play a major 7th
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Track 12: Sing/play a perfect 8ve
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Track 13 contains FORTY ascending and descending intervals. Identify the quality of each interval.

(Answer Key)

TRACK 13
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MUSIC FUNDAMENTALS

Track 14 contains FORTY harmonic intervals. Identify. (Answer Key)

TRACK 14

O
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Track 15 contains THIRTY triads in root position, first inversion or second inversion. Identify.

(Answer Key)

TRACK 15
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CHAPTER TWO

Jazz Rhythm

PRACTICING RHYTHM

1. Practice the rhythmic figures from figure 2.3 (TEXTBOOK) on a single pitch with a metronome
on “2 and 4.”

2. DPractice constant swing 8th notes “behind,” “in the middle,” and “in front” of the beat, with a
metronome on “2 and 4,” using all major and minor scales. Use the following melodic patterns:

Swing

/=66

nbeats: 2 4

P’ 4 | [ | o— | I | ) | 1 ]
y 4\ 4 | 4 | I ) 1 | 4 | | | | | | & | | | | | | & |
[ fan I ) I | 1 & | | I | | | e | | | I | | [P |

AND"4 | | | | | | [

DT r.rryr:

0
b 4 1 I | ) | [r— [ [ | |
o - ] e eeees
@ A pattern continues A pattern continues
o I | o — I " | |
y 4 — | [ 1 1 ! ” y 4 I 1 1 IIVI | I I ”

i\

e

I ' r | s B 2 E| 4%
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EAR TRAINING DRILLS

TRACK 16

0

=76

rhythm and notate it on the score provided below. The first phrase is transcribed and notated.
Swing

Track 16 contains NINE four-bar phrases performed at a medium swing tempo. Transcribe the
(Answer Key)




CHAPTER THREE

Harmonic Function

WRITTEN ASSIGNMENTS

1. On the staft below, notate the following triads.

A major G minor G major
4t O | () 4

A Era— 75> | f 7F | f
[ an WS —€) 1 [ fan | |
ANE"4 — 1] ANE"4 | 1] ANE"4 | 1]

o) ) )

1A% A\ vi v A\ i VI i1 A\ 1 Vi
Eb major B minor D minor

0O 1 [ 4 o)

o D | | p’ 4 afu. | N S | | N
AP b—————+——1 o e E—1 > —————
ANS"4 | 1] ANS"4 | 1] A4 | 1]

o) ) )

vi IV i wil® wvi® il A% i i° Vv vii® i

2. Analyze the following triads with lead-sheet symbols.
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3. Realize the following harmonic progressions on the keyboard in the manner shown below.
Begin each progression with 1, 3, or 5in the soprano voice. Transpose these progressions to all

12 keys.
\d J J J J d d J
{ﬁc G iAminEEmin iF C EG C
D)
1
0
les 72 & 7,
D g - Z =
= z = Z
4 — . : . \ | a !
7%= 2 = | | = 2 =
] = o =
A 3
A4
&% 2 Z p =
D) =
| | . |
/4 @ . o | | | ¥ 2
z — = = z
n 2 .
[ fan W /4 & & c Z =
ANV 3 =
D)
4 — . : \ a
= 2 = | | | 2 ]
- < “ = - =

J 4 J 4 JJJJ b )
C

G i Amin:Emin:ltF:BO Emir Amin}:Dmin:G:C:H

Amin — E/G# 3 Amin G Amin - E = Amin EH

Q
®

N I I R R R R I
©
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3 4 J J J J JJ

5 Amin — G#/B —— Amin/C - Dmin — E F Dmin B°-E Amin |
[

<
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Q%D (=]
<

—Q_
Q-
A
Q-

.
Q-
=ie
]

<o __
il

111 Vi

<
—
=
<

<
=

Im—F—iv ii°

<

nd . : . :
%ﬁi iv’ — VI I

Q
.1 Q

<
e
=
o
N
<
—

4. Analyze the following progression with lead-sheet symbols, Roman numerals, and function
symbols in a manner similar to figure 3.12 (TEXTBOOK).

0N [
p” A ] | |
y AW2Y o) ~ ~ ~ |
[ fan N (@]
SV = [ [ () [ (&) (&) (@)
) = = (= t = o
<
| | | | ' |
| | | | | | | | |
hadl |} =~ | = [) =~ | | | - | | | | | |
Z b | ) ~ | | = | ) = | ) | = &
v—1 | | | ~ = | = | = P
| ‘ | | < ‘ - o

<
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EAR TRAINING DRILLS

Instructions for Tracks 17-18
Each track contains an 8-bar harmonic progression realized using keyboard style texture. On the staft
below, notate the outer-voice counterpoint and analyze the progression with lead-sheet notation,

Roman numerals, and function symbols. (Answer Key)

Track 17

TRACK 17

Track 18

TRACK 18

$r
O

QQS’ND

N
T
T



CHAPTER FOUR

Four-Part Chords

WRITTEN ASSIGNMENTS

1. On the staft below, notate the following root position four-part chords.

Dmin6 F£Maj7 F7sus Gmin®? E?7 Bb70)  AMaj7#9 D07

3
M)

3. Create three “drop 2” voicings for the following close position four-part chords.

DMaj7 GMaj7?9) Dbmin7 A7#9)
o) 4 i
P’ A—" 5 “ *
(e~ e 7 7
NSV L 6 &
e T u
fe e

°): = > &5

Emin6 AbTsus Bbmin(*7) D#°7
y)
e
SV
)
-,,:

AbMaj7(#9 Bo¢7) Ebmin7 Bb6
Y,
)
AN
)

N
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EAR TRAINING DRILLS

Instructions for Tracks 19-24

Each track contains TWELVE randomly chosen triads or incomplete 7th chords (without the fifth).

Sing/play the assigned essential chord tone or pitch alteration. After a brief pause, the answer is

given.

Track 19: Sing/play a major 6th

TRACK 19
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1 D€y
" €3
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O
|l #e5
Il #&5

iS4

[IMPaN
12924

11V &5

T DYy
1" €
1 €

[ Fan WETHZD 24

L <

O

O

v

NV Vh &S

Track 20: Sing/play a minor 7th

TRACK 20

|
I ho
v

M
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L
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8

Track 21: Sing/play a major 7th

TRACK 21
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[ fanWIL® ]
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1
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I
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FOUR-PART CHORDS

Track 22: Sing/play a diminished 7th

TRACK 22

Th ey

I H7 &S
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I

e
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e<3

Track 23: Sing/play a *5th

TRACK 23
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19 2P
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Track 24: Sing/play a ¢5th

TRACK 24
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Track 25 contains THIRTY randomly chosen major or minor four-part chords in root position.

Identify the type of each chord. (Answer Key)

TRACK 25

(IS )

7S
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a4

<

1S )]
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bo
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FOUR-PART CHORDS

Track 26 contains THIRTY randomly chosen dominant 7th or intermediary four-part chords in

root position. Identify. (Answer Key)

TRACK 26
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bo
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poO

IS )]

bo

bo
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Track 27 contains THIRTY randomly chosen four-part chords orchestrated with various “drop 2”
voicings. Identify. (Answer Key)

TRACK 27
. @® @ ©) @ ®
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CHAPTER FIVE

Five-Part Chords

WRITTEN ASSIGNMENTS

1. On the staft below, notate the following root position five-part chords.

D7(Ej2) Fmin9(b6) A% E13(#9)sus Bb7(§?) Gmin9(b9

o

|
D

EsY

QQ;’ND

2. Analyze the following five-part chords with lead-sheet symbols.

n e | b«:,_

P’ A 9. I iy [ Tk I hea I |
| e T 01 € HETL TH” & 1 1
[ fan WA TP [INlrLe] 1104t I L= 1 |
ANE"4 1L 12PN S ) 11 11 O 11 i)
D)) RS o O -

Fmin®
3. Create four “drop 2” voicings for the following close position five-part chords.
F#9%sus
)
P’ A L )
y 4N | 1L CA N
[ fan W4 - P = | o
NV o - o 7 Pl
e ﬁ hi=a
. & E.d E.d
) T 27 M— #Z
V4 I .
| Lk i
RC 9k
B7(:2)sus Bmin? A9 Ab%h
0
7
[ FanY
AN
[Y)
)
V4
F#min9¢? GMajo(%9) DE? DbMajobs)
0
7
[ FanY
AN
[
)
V4
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Bus Ebmin%(hs) Bbo Db7(t2)

QQS N>

D7(E§?) C7(49 EMaj® Eb7(£)sus

QQ; N>

EAR TRAINING DRILLS

Instructions for Tracks 28-34

Each track contains TWELVE randomly chosen four-part chords or incomplete five-part chords
(without the fifth or the major third). Sing/play the assigned extension. After a brief pause, the
answer is given.

Track 28: Sing/play a major 9th

TRACK 28

) @ ©) @ ® ®
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FIVE-PART CHORDS

Track 29: Sing/play a *9th

TRACK 29
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Track 30: Sing/play a ¥9th

TRACK 30
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Track 31: Sing/play a perfect 11th

TRACK 31
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Track 32: Sing/play a major 13th

TRACK 32

o
e

HE

b &

8<3

L

|
[IMHZP=Y

THh” &3
[ ==

/e )]

0
b 4
[ fan W/AK® ]

HXRCY
(IS )

IS )

Ilb_§_

[IH[®)]

T Ty

L
(IS )

1l

i

(@]

8

Track 33: Sing/play a *5th/411th

TRACK 33
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Track 34: Sing/play a #5th />13th

TRACK 34
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FIVE-PART CHORDS

Track 35 contains THIRTY-ONE randomly chosen major, minor, or intermediary five-part chords

in root position. Each chord is first played melodically and then harmonically. Identify the type of

each chord. (Answer Key)

TRACK 35

IO

T

bo

h ey

Theo

bo

P

a4

Yho

O

O

fo

Ilh ey

bo

a4

a4
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Track 36 contains THIRTY randomly chosen dominant 7th five-part chords in root position. Iden-

tify. (Answer Key)

TRACK 36

1
Ih ey

IS )

PO

bo

The

bo

=4

bo

DO

bo

P

7

Ih ey

bo

P
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FIVE-PART CHORDS

Track 37 contains THIRTY randomly chosen suspended dominant five-part chords in root posi-

tion. Identify. (Answer Key)

TRACK 377

O

Th ey

fo

=4

IS )]

bo

P>

bo

a4

IO

o

bo

|19

Th ey

IS ]

bo

=4

DO
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Track 38 contains FIFTY randomly chosen five-part chords orchestrated with various “drop 2”
voicings. Identity. (Answer Key)

TRACK 38

® @ ® @ ®

QQ;’ND

¢
.y
oo

O

0

N

O

P
0
P

0

QQ;’ND

O

N

O O

CQSSND

0

DO

N

O O

0

QQ;>~>

|
Ve )]

N
o)
P
o)
o

CQSSND

N
0
0

0
0

o}



33

FIVE-PART CHORDS

O

O

O

rax
halll O
4

I

DO

(@)

DO

VAT S )

bl LI

rax

O

O

hdll LI

o)

ho

O

L

rax
o)
4

d

DO

O

rax
)




CHAPTER SIX

The 1I-V-I Progression

WRITTEN ASSIGNMENTS
1. On the staff below, notate the following progressions using guide tones only.
Crmin7 F7 BbMaj7 [a] Gmin7 c7 FMaj7
o | l[l 9 |
V AW2Y O 7\ b O
[ fan N ~ O O [ Fan Wl
ANV O O AN O
() = = 154 [Y)
¢) Ir) © ¢):, O
4 I{) O o 4 Pl',\
i’ \4 Imaj’ i’ \A Imaj’
[b] F#min7(>9 B7 Emin7 C#min7(9 F#7 Bmin7
() & () &
47O )" AF-JEN @ )
(c—o (- o©
ANIY4 SV
[Y) ()
D B- 0 B
A 4 ‘%
o ©-
iis 4 i iis \%4 i
2. Notate the following progressions using “drop 2” four—part voicings.
Amin7?9) D7 Gmin7 [a] Dmin7(9 G7 Cmin7
o lf) 9 ! lf)
y AWy O O O g b |
[ Fan N iy ~ (7D O
SV O HLO ANV
[y} = m o [ o
- | O O P=u Ol O
hdll KXW/ o ~7 il CXWVJ S
- b O o ~ b II)
fis8 \% i iis5 \4 i
(b Fmin7 Bb7 EbMaj7(b9 Bmin7 E7(49) AMaj7
P’ A lf) b 4 ﬁu# Py
(> b —o (o5
SV O SV (@)
[Y) e ()
- b o
P — w1 O
)y H—© ) e
DD —F—o
i’ A Imaj’ i’ vV’ Imaj’
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3. Notate the following progressions using “drop 2” five—part voicings.

Emin® A%sus DMaj® la]  Cmin® F769 BbMaj?
HDe o o |
o ) ~ O S D O
. " Py y AW Py
[ an WD 24 b4 <« [ fan N o>
sV e e (@) ANDY4 ~F
D) o)
Kol o o o
hdl | ﬁu. O — Py hdl KN I[)
Z ~F Z b O
il |
i’ Vv’ Imaj’ i’ Vv’ Imaj’
Emin®®5)  A7(%) Dmin%¢7) [c]  Amin D7(3?) GMaj°
[ &
S o &
. h y AN
[ an Wl [ fan) Py
SV Ty A4 ~F
Q) TO Q) —Ge'
. (@) o]
hdll KN (@] Yo O
V4 y_ A
|7 O
it Vv’ i i’ Vv’ Imaj’

4. Each of the following progressions contains various types of the diminished 7th chord. Iden-
tify their function within the progression and analyze with lead-sheet notation and Roman

numerals.
Dmin7  F#°7 G7 C#°7 Dmin7 B°7 CMaj7  D°7 Eb°7 C6/E D°7 C6
n9 — | — :
[ anY
\Qj, 'g‘ < ’q i k72 Fﬁi E g —j‘ =
= ! l)I. IL" IL" Ibl‘ et Ln}' 7
FL—>b e e—te——¢
f Y "
[DN]
i’ #iv©’ Vo i il Imai’ i biii® Imai® % Imaj®
H | - | \
GEESES e S S NS
| FanYd e =] Lo
ANBY4 o) 7/ l«! = al
[ | | \ I \

<
e
oo

Q]
fuy
Q]
NEE
N[
| 10N
N

QL]
QL]

gkb
a v
|
g=e
v e
\\[Y




36

5.  The following progression contains different diminished 7th chords. Transform the diminished

BASICS

7ths into [ii’-V”]/X harmonic elisions and realize it with “drop 2” five-part voicings.

CcB F#min® B%us Bbmin? Ep  A7(3) C13(#9)
) \ |
&> gig—3 j z b
~ Y # ] ’ , (o o
v 4 B hz bh&
N
0 v | )
Y : 2 ”F o
%4 ﬁ =i v I Pz i
4 [ Vv G Vbm 1w 4
{' D ]ﬁ- “ ) £ 7 | ]ﬁ- il
Je | P ]l I | | [ | |
== s H ' H 1 ' d
v $°7 iv®’ mr
@n
S
(>
S~V
)
'I':ir)
| b
{ ) l — = e - f e H
75 = = | H } d i
> ‘ ! ,
i’ £ivo’ vii® Imaj’ ¢




CHAPTER SEVEN

Modes

WRITTEN ASSIGNMENTS

1. On the staft below, notate the following diatonic modes.

Lydian Locrian
H o)
A f A
(D hHhe | [ FanY
SV Ve i} AN
D) o)

Eas
L)

Mixolydian Dorian

CJKS!»D

)
i

Acolian Phrygian
o) o)
A i A
[ fan W ] [ fan)
NV bhe i} SV
Dl 0 &

2. On the staff below, notate the following chromatic modes.

Lydian Augmened Locrian 2
o)

P 4

7 A

%

jtiivo

Mixolydian #11 Dorian b2
0 0
b 4 | b 4
D) D

s

Altered Mixolydianb13

tQ;’ND
P
Y
tQ;’ND

be
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3. Identify the following diatonic modes. Analyze their pitch content in terms of chord tones,
beauty marks, and extensions.
) ) |
’( o o 1
i f
[Y)
o) H - &
¢ 3 =
1] SV ”
[Y)
4.  Identify the following chromatic modes. Analyze their pitch content in terms of chord tones,
beauty marks, and extensions.
)
ya I o ya . 1 ' f
i &) . Ir)!—P'—[LtH
Jhe e fe @
) | | 0
’{ 1 P A I
i f
o)
5.  Compose an 8-bar modal phrase for each of the following modes: C Phrygian, G Lydian, D Melodic

Minor, A Lydian Augmented, E Locrian, B Ionian, F4 Dorian, Db Altered, A> Mixolydian, Er Mix-
olydian 411, B> Dorian b2, F Acolian, G Locrian £2, and E> Mixolydian »13. (Answer not provided)
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MODES

EAR TRAINING DRILLS

Track 39 contains FOURTEEN diatonic modes. Identify their names. (Answer Key)

TRACK 39

be

1|
&
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Track 40 contains FOURTEEN chromatic modes. Identify. (Answer Key)

TRACK 40

Yhe

ok

&

I1h &'

be

P&

o te

be




CHAPTER EIGHT

Chord-Scale Theory

WRITTEN ASSIGNMENTS

1. Notate a scale that establishes a convincing chord—scale relationship with the given chords.

Lygian DMaj7(9

o
Y 4

Bb7sus A709)

QQ;\D
QQ;’ND

CT7alt. G7P9sus

QQSSND
tQ;’ND

2. Provide chords that establish a convincing chord—scale relationship with the given scales.

BbMaj7#9  BbMao#9)

0H H
,{ | | ’{ -
[ fanY iy H
Y E gl
Lydian Augmented
o) | H
p’ A 1 ’{ |
il () . !_,_:H
1] sV b e
[Y) [} o




42 BASICS

3. Using modes, establish a chord—scale relationship for the following harmonic progressions.

Fmin® Bb7P9sus EbMaj7(¥1)
Q — — | f i |  —— ar— — " T T |
) — be Do 7 pe —

i’ Dorian Y Dorian b2 Imaj’ Lydian
[a] Cmin®D F7(9) BbMaj7(49)
IA [ [ 1
& | | |
)

i’ Vv’ Imaj’
@ Gmin9(b9) C7(|'jl5 ) Fmin¢7
IA [ I 1]
& | | |
) -

fivd \%4 i
Bmin7(?%) E7#9sus Am9b6)
IA I I 1
y 4 | | 1]
L&) I I H
) .

i} \% i

i

Using modes, establish a chord—scale relationship for the following harmonic progressions.

G70b13) C7alt. Fo(bs) Bb9sus

beor &
V/vi Mixolydianb13  V/ii  Altered V/ii  Mixolydian#11 V' Mixolydian
[a] 769 F75) Bbo(bS) Eb7alt.
A |
S D bhH | | | 1}
(5P b~ i | % i
SV | | | 1}
o
V/vi Vi Vi %
b] FE9) Bb? Aalt. Ab?
D' 4 |'[) IPI',\ | | I |
Go5 | | % f
SV I I I | 1}
o

Vvi Vi Viii \%
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Write a modal composition for your instrument based on the following form: A (C Ionian:
8 mm.)—B (Al Mixolydian: § mm.)—C (BF Ionian: 8§ mm.)—D (D Dorian #2: § mm.)—E (G
Altered: 8 mm.). (Answer not provided)

Write a modal composition for your instrument based on a 32-bar AABA form using modes from
different categories. (Answer not provided)



CHAPTER NINE

The Blues

WRITTEN ASSIGNMENTS

1. Provide guide tones and bass notes for the minor blues progression given below.

Cmin7 Fmin7 Cmin7 C7b3)

p” A lfl O O

Cmy{;' o O

D)

e): | o

75— o

Py

5 Fmin7 Fmin7 Cmin7 Cmin7
y &5

(6N

ANIY4

D)

":I If)

AN

Py

9 Dmin75) G709 Cmin6 Ab759) G769
y &4

(VD

ANIY4

D)
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2. Analyze the chord structure and voice leading of the progression below. Realize the progression

using “drop 2” five-part voicings.

Bb? Eb? Bb? Fmin® Bb13
|
Ao S ) I
(A~ =~ 1o,
NV [®)] 1 €Y L€
D) O ro go
bo bo b
. [ PO (@) [ V=
“Jer O
/—H—o o
5 b13
B Bb13 G7(2%)
o ) R
G—= S g fo
NV 1 €Y 1 €Y L~ o
) poO po q() ~
TR S ) (@) Ll./‘o bo
)r s S =
v ~ Py
9 Cmin? F13 Bb13 G7al. C7alt. F7(22)
|
55 = b 1 .
r\my vV VT O L 19 Fl-)
¢ O i “ ho bz thz
)| [@©) [@© ) LV\ [ I
Y Islo] 4
V4 b O ’IP
O
1 Eb® Ab13 Eb® Bbmin® Eb13
)" A lf)
V AW P Py
(D = b
AN 1 €Y O
[y} vo o
b, 8 »o
V4 Ih |
VD O
5 Ab13 Eb13 c7(%
o | l[)
V AN
[ Fan N/
V
D)
Do
“Jer D
Z bH
VD
9 Fmin? Bb13 Eb? F7at.  Bb7(23)
o | l[l
g b |
[ fan V)
ANV
D)
]
Yy D
VAN
")




46

3. Using different blues scales and modes provide chord—scale relationships for the following blues

progressions.

F7

BASICS

Bb?

Fo

Cmin7

Fo

F major blues

Bb®

F9

D7ait.

o

Fo

G763

(o

Bbmin7

Fmin7

F769

F Dorian

Bbmin7

Fmin7

Fmin7

C7alt.

Fmin®

C7alt.




CHAPTER TEN

Improvisation

WRITTEN ASSIGNMENTS

1. Compose a blues solo using blues rifts other than those in figure 10.2 (TEXTBOOK). (Answer not
provided)
Swing
CHORUS 1
Eb7

N

5 Ab7 Eb7

N
A

9 Bb7 Eb7

N
NN
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CHORUS 2

Eb7

13

/.

P’ A
Y 4
[ Fan N/

Eb7

Ab7

17

y 4
[ fan Wi/

Eb7

Bb7

21

y 4
[ Fan W/

Notate the guide-tone line for the blues progressions given below. Use your guide-tone line to

2.

practice improvisation with the recording.

Eb Blues

Eb7

Bbmin7

Eb7

Ab7

Eb7

.

P’ 4
7\ b
("D A

<

po

Cc7

Eb7

Ab7

L

P A
Y 4
[ fan W/

Bb7

Eb7

Bb7

Fmin7

0
b 4

7

[ fan WV ]

C Minor Blues

709

Cmin7

Fmin7

Cmin7

()

~

o
y A
(&~ D |

7

Cmin7

Cmin7

Fmin7

Fmin7

5

J

L

(&~ D

G7#s5)

Cmin7

G7k

D7(b5)

9

)
y' 4

[/

[ fan WV ]
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IMPROVISATION

F Minor Blues

F709

Fmin7

Bbmin7

Fmin7
7

()

)

7

[ Fan WV ]

b A

Fmin7

Fmin7

Bbmin7

Bbmin7

|
1Y

y

L
g\ bhH |V
[ fan Wi/

CTalt.

Fmin7

73

Db7(h3)

|
1 P b

0
4

g h |V
[ fan W/

Write out a 3rd line for the blues progressions given below. Use your line to practice improvisa-

tion with the recording.

3.

Eb Blues

Eb7

Bbmin7

Eb7

Ab7

Eb7

L 7

b A
y 4
(" DV o

o

©

Cc7

Eb7

Ab7

)
p' 4

L 7

[ fan W/

Bb7

Eb7

Bb7

Fmin7

[ fan N/

C709

Cmin7

C Minor Blues

Fmin7

Cmin7

(@)

L O

b’ A

[ fan Wi/

Cmin7

Cmin7

Fmin7

Fmin7

L

P’ A
7\
[ Fan N/

G7(#5)

Cmin7

G763

D7(b5)

9

0
b 4

L 7

[ fan W/
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F Minor Blues

F769

Fmin7

Bbmin7

Fmin7
|2

O

L [
O

b’ 4
g\ hH [V

| Fan WV ]

Fmin7

Fmin7

Bbmin7

Bbmin7

O 1.
)4
g\ H [V

1 Db

[ Fan N/

C7alt.

Fmin7

705

Db7(b5)
1 '[) 12Y

0
b’ 4
g\ hH |V

9

[ fan W/

Write out a 7th line for the blues progressions given below. Use your line to practice improvisa-

4.

tion with the recording.

Eb Blues

Eb7

Bbmin7

Eb7

Ab7

Eb7

)
p

17 b

(N~ D

Cmin7

Eb7

L

)

b’ A
y 4
(N~ D

Bb7

Fmin7

Eb7

Bb7

Fmin7

L

[ fan N/

P’ A
y 4N

C709

Cmin7

C Minor Blues

Fmin7

Cmin7

O

O

L

12
[ Fan Wl 0 D=

b’ A
y 4

Cmin7

Cmin7

Fmin7

Fmin7

L

[ Fan NWal/ )

b’ A
y AN

G775

Cmin7

G753

D743

9

L

)

b’ A
y 4
(N~ D
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F Minor Blues
1 Fmin7 Bbmin7 Fmin7 F7(b9)
o |'[) Iq O T P=Y I I ]
(Db | I I |
<V | [ [ ]
D))
5 Bbmin7 Bbmin7 Fmin7 Fmin7
Y. b L T T T ]
(~> Db I I I |
SV I I I ]
)
9 Db7(9) C76s) Fmin7 C7alt.
4. b i; T T T i |
&> | | | |
)
PLAY ALONG SESSIONS

Additional lead sheets in Appendix C.

Track 1: B> BLUEs. Practice improvisation using the following concepts:
a.  Blues riffs.

b.  Guide-tone improvisation.

Play 10x
Medium
Bb7 Eb7 Bb7 Fmin7 Bb7
o | l[) | 1| [ | I |
y A2 | yd yd yd yd [ yd yd yd Vd [ yd yd V4 | yd yd yd yd |
| o Wl I V4 7 7 7 | r 4 r 4 r 4 [ r 4 4 V4 I r 4 r 4 r 4 |
\Qj, | 1| I I I |
5 A Eb7 Bb7 G7
o | lf) I I I ]

K Cmin7 F7 Bb7 Cmin7 F7
S | l[) I I | Il |
y W2 yd yd yd yd | yd yd yd yd | yd yd yd yd | yd yd yd yd 1 |
[ fan N V.4 V4 V4 V4 | .4 y.4 V.4 V4 — y 4 y 4 V4 [ 4 y.4 y.4 y.4 1 |
\QJ)I I I | 1 |

Track 2: B> BLugs. Play along with the rhythm section using (transposed) chord-scale relationships
from figure 9.8 (TEXTBOOK).

Play 6x
Me;)l“fm Eb7 Ab7 Eb7 Bbmin7 Eb7
l’ﬂ{\ I’l)UII) Ei II II II II i II Il I’ Il i II II II II i V4 II II I’ i
SV | 1| | | | ]
)
3 A Ab7 Eb7 C7
o | lr) I I I ]

? Fmin7 Bb7 Eb7 Fmin7 Bb7
o | l[) | | I I |
y N2 yd yd yd yd | yd yd yd yd | yd yd yd yd [ yd yd yd yd 1 |
("D 7 7 7 V4 I r 4 r 4 V4 V4 I r 4 4 V4 7 I V4 V4 V4 r 4 II
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Track 3: C MiNor BLugs. Play along with the rhythm section using chord-scale relationship from
figure 9.10.a (TEXTBOOK).

Play 10x
Medium
Cmin6 c709)

0 |

S D 0 I I I ]
y A2 | yd yd yd yd | yd yd yd yd | yd yd yd yd [ yd yd yd yd |
[ Fan ANV A | 7 7 7 r 4 — 7 rd V4 r 4 |4 r 4 7 7 — 7 r 4 r 4 |
ANSY4 | 1| | | | ]
D)
5 Fmin7 Cmin6

o | ll) | | I ]
y AN yd yd yd yd | yd yd yd yd | yd yd yd yd | yd yd yd yd |
l\ly\\l' |0 2 4 7 r 4 7 I r 4 r 4 r 4 r 4 I r 4 r 4 r 4 r 4 I 4 7 r 4 7 I
)
9 D73 G703 Cmin6 G749

0 |

o ) T T I 1 |
(o W S i — i — i —— A — i — i —d— i —di—d—d—— d— i — d—d—
ANIY4 I I I 1 |
D)

Track 4: F MiNnoR Brugs. Play along with the rhythm section using (transposed) chord—scale rela-
tionship from figure 9.10.b (TEXTBOOK).

Play 10x
Medium Fmin6 F769
f) |
o D Hhl | I I ]
y AW 1D yd yd Vd V4 | yd yd Vd yd | yd Vi yd V4 | yd Vd yd Vd 1|
(A" D §l- 7 7 7 r 4 [ 7 r 4 r 4 | 7 7 7 7 7 7 r 4 |
ANDY4 | 1| | | | ]
o)
5 Bbmin7 Fmin6
f) |
o 1D bhH | | | ]

9 Db7(b3) 769 Fmin6 CTalt.

9 -+ T T T 1]
y Y — 7 y . Y A—— y y. 77— 17 y y 77— 17 y y y. i |
(>0 7 7 y 4 4 7 7 y 4 y 4 — 7 4 y 4 7 7 4 7 i |
by I i i i |

Instructions for Tracks 5-18

Each track below covers all diatonic modes in twelve keys. Before playing with the rhythm section,
familiarize yourself with fourteen diatonic and chromatic modes in twelve keys. Although each track
covers twelve keys, the distribution of keys differs from track to track. Follow the lead sheet provided
with each track. Play along with the rhythm section using specific melodic patterns. Experiment with
different rhythmic ideas from figure 2.3 (TEXTBOOK).
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Track 5: ToNIAN
Medium
C Ionian G Ionian D Ionian A ITonian
A 16 16 16 16
P’ 4 IT IT IT I}
(1 i . H i
SV 11 11 1 1]
D)
E Ionian B Ionian F# Tonian C# Ionian
A 16 16 16 16
P 4 1T IT 11 |
{5 - - H i
ANE"4 1T 11 1T i}
DY)
Ab Tonian Eb Ionian Bb Ionian F Ionian
A 16 16 16 16
A 1 e f 1|
(OR Sik i I I
DY)
Melodic Pattern 1 Melodic Pattern 2
32 5 4 3 6 i s 2 3 6 3 4
Q /—-T --\\‘ T } i 9 "--u i = i i
> i > | P — on) > % o i
b E_[-‘ [ ] e | 1]
E |
transposition through the scale etc. transposition through the scale ete.
Track 6: LYpIAN
Medium
C Lydian F Lydian Bb Lydian Eb Lydian
A 16 16 16 16
D" 4 11 IT 11 |
{5 i - H i
SV 1T 11 [T 1}
D)
Ab Lydian Db Lydian Gb Lydian B Lydian
) 16 16 16 16
p" 4 I IT I 1
(-~ HH fH i, il
AN 11 11 11 1]
D))
E Lydian A Lydian D Lydian G Lydian
A 16 16 16 16
,{ T T H L H ! H ! II
(OR Sik i IE I
DY)
Melodic Pattern 1 Melodic Pattern 2
#4053 5 6 #4 #4713 5 1 #4
0O P ’ ’ o) - I - [
e Z . =
bt P [p] bl 1} 1] oy 1}
e T ? C -
J
transposition through the scale ete. transposition through the scale ete.
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Track 7: MIXOLYDIAN
Funk
C Mixolydian F Mixolydian Bb Mixolydian Eb Mixolydian
) 8 8 8 8
o . . IT . I . . I . ; |
6 B i Bl ]
[Y)
Ab Mixolydian Db Mixolydian Gb Mixolydian B Mixolydian
A 8 8 8 8
P’ 4 . . IT . I . . I . . |
G B B B F
)
E Mixolydian A Mixolydian D Mixolydian G Mixolydian
) 8 8 8 8
P’ A . . 11 . 11 . ; 1T , . Il |
G B B B ]
D)
Melodic Pattern 1 Melodic Pattern 2
n v 1 3 1 2 4 ] v 2 s 136
i emmmmmee- i emmmmmmee- -
P’ A - I * F’ 1 T [ N
(o | s = & ot s - v 1
J by e o o ® o e be @ & °
] |
transposition through the scale etc. transposition through the scale ete.
Track 8: Dorian
Medium
C Dorian D Dorian E Dorian Gb Dorian
A 16 16 16 16
A —h f 1 |
- HH - HH =
D)
Ab Dorian Bb Dorian B Dorian Db Dorian
A 16 16 16 16
P’ A . , IT . [T . . [T . ; |
(>t —H . —H |
ANS"4 1T 11 1T 1]
[Y)
Eb Dorian F Dorian G Dorian A Dorian
A 16 16 16 16
A 1 i —1h —
[ fan Y T T T | |
SV T 11 I 1 |
)
Melodic Pattern 1 Melodic Pattern 2
6T b3 b7 1 4 1] 4.7 6 5 1 b7
O —_— 1 T - | | f) —_— I ‘\\ | I
D' 4 | | | | | | | P’ A | | |
SV —h ‘ bg’ I'\ — bgl € ii ”’\“ bé “ LI tﬁ:ﬁ
o [& L4 Ld
] ]
transposition through the scale etc. transposition through the scale ete.
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Track 9: AEOLIAN
Straight
C Aeolian Eb Aeolian Gb Aeolian A Aeolian
N 16 16 16 16
P’ A . ; I ; I ; ; IT ; ; N
GE B I B A
)
Db Aeolian E Aeolian G Aeolian Bb Aeolian
N 16 16 16 16
P’ A . ; 1T . T . . 1T , ; N
G B i B F
)
D Aeolian F Aeolian Ab Aeolian B Aeolian
N 16 16 16 16
A I i 1 —
[ an Y [T T [T | |
sV I 1T 11 1 |
D)
Melodic Pattern 1 Melodic Pattern 2
b6 5 3 b7 b6 4 [1] 3 b6 5 4 b7 b6
Q = i i — i i 9 — i \i —1 ! i
G ey e G te e oo e
) L‘y—‘ v kd D) L‘oj v L
J J
transposition through the scale etc. transposition through the scale etc.
Track 10: PHRYGIAN
Straight
C Phrygian Db Phrygian D Phrygian Eb Phrygian
A 16 16 16 16
)4 ; . TT ; 1T . . IT ; ; i}
GE B I B F
D)
E Phrygian F Phrygian Gb Phrygian G Phrygian
f 16 16 16 16
)4 TT il IT 1
(1 -, i, - |
SV 1T 1T 1T 1]
D)
Ab Phrygian A Phrygian Bb Phrygian B Phrygian
N 16 16 16
A 1 fy 1 1
H- | i - - |
)
Melodic Pattern 1 Melodic Pattern 2
b2 5 b6 b3 b6 b7 2 b6 S b3 b7 b6
) S .n_\\[ — | 9 — i - \‘[ — } |
s P —r — H—W—ﬁ (s be—g — e ——T H
|4 v M 1%
] ]
transposition through the scale etc. transposition through the scale etc.
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Track 11: LocriaN
Straight . . .
C Locrian B Locrian Bb Locrian A Locrian
n 16 16 16 16
p' 4 IT IT IT 1}
(o~ —H E, {—H |
SV 1 11 11 1]
D)
Ab Locrian G Locrian Gb Locrian F Locrian
f 16 16 16 16
)4 T 1T IT 1}
(o~ —H . —H |
ANIY4 1 1T 1T 1]
D)
E Locrian Eb Locrian D Locrian Db Locrian
f 16 16 16 16
)4 1T IT IT 1 |
GE B I B g
D)
Melodic Pattern 1 Melodic Pattern 2
b2 b5 4 b3 b6 bS b 4 b7 b6 b5 1
0O S — " \ o) — ’ — = T T |
. — ! T ——— A — ba T i
[ fan) Pl-)gl | '_-i L\ X i pd (@ —t e il__i X i pd
P DY) LTJ D
J J
transposition through the scale etc. transposition through the scale ete.
Track 12: MeELopIiC MINOR
Medium
C Melodic Minor Eb Melodic Minor G Melodic Minor B Melodic Minor
A 16 16 16 16
p’ 4 IT IT 1T ]
(51 {—H iR, {—{H |
ANIY4 1T 1T 1T 1}
D)
D Melodic Minor F Melodic Minor A Melodic Minor  C# Melodic Minor
f 16 16 16 16
D" 4 IT T T I
{5 —H iE, iE. |
~V 1T 1| 1 ]
D)
E Melodic Minor F# Melodic Minor G# Melodic Minor Bb Melodic Minor
f 16 16 16 16
)4 1T 1T 1T 1 |
(51 —H - —H -
SV 11 1T 1T 1 |
D)
Melodic Pattern 1 Melodic Pattern 2
157 7 1 3 [4] 2 3 s

Q r: i \I i ] n
Y 4 | [ > | -; & i i
< |
etc.

transposition through the scale

every other note
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Track 13: Dorian 2
Straight
C Dorian b2 Eb Dorian b2 Gb Dorian b2 A Dorian b2
f 16 16 16 16
)’ A . 1T . T . . IT . ; N
GE I I i F
D)
Db Dorian b2 E Dorian b2 G Dorian b2 Bb Dorian b2
A 16 16 16 16
) 4 N IT , 1T , . IT ; ; ]
GE i i i A
D)
D Dorian b2 F Dorian b2 Ab Dorian b2 B Dorian b2
A 16 16 16 16
’{ . H 1 H T T H L | II
H- - - HE - |
D)
Melodic Pattern 1 Melodic Pattern 2
] 4 1 s 5 4 6 1 4 6 25 b7
o) STt - o) ST — ‘ .
’{ I } | I T | | — | | | N
< J J )
transposition through the scale ete. transposition through the scale ete.
Track 14: LOCRIAN 52
Medium
C Locrian 52 D Locrian 52 E Locrian 42 Gb Locrian 52
A 16 16 16 16
p’ A . I . 1T . . I . ; I
GE i I i F
D)
Ab Locrian 2 Bb Locrian h2 B Locrian 52 Db Locrian 42
A 16 16 16 16
A ey fy b .|
D i f | i
D)
Eb Locrian h2 F Locrian 52 G Locrian 42 A Locrian 42
A 16 16 16 16
D’ 4 I 1T IT 1 |
GE, I I £ g
D)
Melodic Pattern 1 Melodic Pattern 2
4 b5 b3 b5 b6 4 14 2 b5 1
0O - . ? [ S—— \\I . |
A — 1 — 1 i A bal T — H
et M < ™ m— D a— | pe i
[Y) |_"_| v o] ) &
]
transposition through the scale etc. transposition through the scale etc.
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Track 15: LYDIAN AUGMENTED
Straight
C Lydian Aug. E Lydian Aug. Ab Lydian Aug. C# Lydian Aug.
9 16 I 16 I 16 IT 16 I
G B B 5 5
DY)
F Lydian Aug. A Lydian Aug. D Lydian Aug. F# Lydian Aug.
A 16 16 16
P’ A I1 IT [T |
6 o B 5 B
D)
Bb Lydian Aug. Eb Lydian Aug. G Lydian Aug. B Lydian Aug.
A 16 16 16 16
A —1h 1 1 —
H- —HH —HH HH H
D)
Melodic Pattern 1 Melodic Pattern 2
1 #5 6 44 2 6 7 1.3 #5 1t 6
o e
LGEFESE = =TS = —— &—— fo—— —
| b | L‘rl ]
transposition through the scale etc. transposition through the scale ete.
Track 16: M1xoLyYDIAN #11
Medium
C Mixolydian #11 C# Mixolydian #11 B Mixolydian #11 D Mixolydian #11
A 16 16 16 16
P A il IT T 1|
& & & 5 F
o)
Bb Mixolydian #11  Eb Mixolydian 11 A Mixolydian #11 E Mixolydian #11
n 16 16 16 16
P’ A . ; 1T . . IT . . IT . . |
GE E B B B
)
Ab Mixolydian #11  F Mixolydian #11 G Mixolydian #11 F# Mixolydian #11
A 16 16 16 16
)" 4 . . I . . 1T . T 1T . r 1 |
6 B 5 5 ]
D)
Melodic Pattern 1 Melodic Pattern 2
84 3 b7 5t 1 b7 3 44 1t s
O s ~~\\\ I | f) _-mmTTTERE -
A '{-;g‘ J - o H 4 e s s — i T H
: AT B
transposition through the scale ete. transposition through the scale ete.
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Track 17: MIXoLYDIAN 13
Fast
C Mixolydian b13 G Mixolydian b13 F Mixolydian 13 D Mixolydian b13
16 16 16 16
A 1 ey 1 —
H- —HH = —HH |
D)
Bb Mixolydian b13 A Mixolydian b13 Eb Mixolydian b13  E Mixolydian b13
16 16 16 16
A 1 fy 1 |
D HE - HH -
D)
Ab Mixolydian b13 B Mixolydian b13 Db Mixolydian b13  F# Mixolydian b13
16 16 16 16
P’ A . . IT . IT . - IT . - 1 |
& 2 i 2 &
D)
Melodic Pattern 1 Melodic Pattern 2
b6 b7 3 4 b1 b6 3 1 b7 4
st - A — | T — I 1
)" 4 1 b’ 4 1 | | | | | 1
T o G e
I_'_I l).‘. [7_. I |
transposition through the scale ete. transposition through the scale ete.
Track 18: ALTERED
Medium
C Altered D Altered Eb Altered E Altered
A 16 16 16 16
A —1h i 1 —
5 HH - HE -
)
F# Altered G Altered Ab Altered Bb Altered
A 16 16 16 16
A —1h f —1h —
5 HH - | |
D)
B Altered Db Altered Eb Altered F Altered
A 16 16 16 16
)’ 4 IT 1T 1T 1 |
(5 —H H —H - |
ANBY4 11 1T 1T 1 |
D)
Melodic Pattern 1 Melodic Pattern 2
7 82 3 3 44 30007 44 B b6

transposition through the scale

byl;'j o = ﬁt@:ﬁt‘tﬂ

transposition through the scale
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Instructions for Tracks 19-22

In your solo, try to convey the sound of each modal area.

Track 19: Major MobpAL CATEGORY

Play 5x
Medium up C Ionian Eb Lydian

f 4 4

AN 1 81|
- HH A

D

G Lydian Augmented A Lydian
9 4 IT 4 |
\.j/ - 1 i
Ab Lydian Db Lydian Augmented

9 4 I 4 Il |
6 & l

o)

Track 20: MiNOR MopAL CATEGORY

Play 3x
Straight A Melodic Minor F Dorian
N 4 4
21 e 1
:)V | 1 11 1 |
F# Aeolian B Aeolian
9 4 T 4 )
SR &t }
D)
C Dorian Bb Melodic Minor
9 4 1| 4 I |
6! & l
D)

Track 21: DoMINANT MoDAL CATEGORY

Play 4x
Medium C Mixolydian Db Mixolydian #11
A 4 4
A1 1 8|
D HH H
D)
D Altered G Altered
9 4 [T 4
bv : I

Ab Mixolydian
8

QE;!ND
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Track 22: SuSPENDED MODAL CATEGORY

Medium
Play 3x C Mixolydian C Dorian b2 B Phrygian

O 8 4 4

/. 5l =E |
GR R Al i
[y,

E Mixolydian E Dorian b2 G Phrygian

O 8 4 4

,{ 1 T I ! | ” ! II
(GR ik Ak I
[y,

With motifs from figure 10.10 (TexTBOOK) and Tracks 5-18, practice improvisation using differ-
ent techniques of motivic development: repetition, transposition, expansion, interpolation, con-
traction, fragmentation, and inversion. Concentrate on a single technique at the time. Make sure

to use the correct play-along tracks (i.e. Dorian motifs with Dorian track, Phrygian motifs with
Phrygian track, etc.).






PART TWO
Intermediate






CHAPTER ELEVEN

Jazz Lead Sheets

WRITTEN ASSIGNMENTS

1. Rodgers and Hart, “My Romance.” Analyze the second half of the tune (mm. 17-32) using

a two-level analysis. How do you interpret mm. 27-28?

CMaj7 FMaj7  Emin7 Amin7 Dmin7  G7 CMaj7 E7(%9)
4 L | ,
A —— —1 | o 7 e —— I
[ FanY | | IS | | et & | A | — |
S | e
My ro - mance does-n't have to have a moon in the sky. My ro -
>  Amin7 E7(%9) Amin7 A7b9 Dmin7  G7 CMaj7  C7
! | | |
-
mance does - n't  need a blue la - goon stand - ing by, no
? A FMaj7 Bb7 CMaj7 C7 FMaj7 Bb7 CMaj7
b4 ] f T — ]
(e— i s . — e s i I
ANV I [ I = bt 1 | I I = | I
e s I = I I
month of May, no twin - kling stars, no
B Ffmin769  B7 Emin7 Bb7 Amin7 D7 Dmin7 G7
| | | |
A— | — - F—= i — — f
'b’“y i*’ - . ! i i” - i P E——
hide a - way, no soft gui - tars. My 10 -
17 A CMaj7  FMaj7 Emin7 Amin7 Dmin7 G7 CMaj7 E7(%9
L y | L
b 4 | I | | I | | I [ ]
(e—=- —— o o i — L ——— —|
%{ | & | ‘\ } 1 i 1 .‘\_
mance does -n't  need a cas - tle ris - ing in  Spain, nor a
21 pAmin7 E7(%9) Amin7 A709 Dmin7  G7 CMaj7  C7
! | |
= — === —
b}/ >0 _‘I_ 'I I o A
dance to a con - stant - ly sur - pris - ing re - frain. Wide a -
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25 AFMaj7 A7) Dmin7 Dmin7/C Bmin7(9 E7 Amin7  Ab7
| |

y = = ., e e [F £ F ——
b= 4 ie T 7 R
) | I ' I

wake I can make my most fan - tas - tic dreams come true My ro
29 nCMaj7/ G Amin7 Dmin7 G7 C6 Amin7  Dmin7 G7

|

i — e — ) | I Fo I - i |
G= ——H | - | i
Q) |

mance does - n't need a thing but you.

2. Cole Porter, “I Love You.” Analyze the tune

(lead sheet provided below) using a two-level

analysis. How do you interpret mm. 13-16? (Answer not provided)

709 FMaj7 D7
il T N—T— N— — I ]
1) I | [ o 17 [, T 7 I | I Y 2 I |
T | | [ et & g‘- & o) | ) r & |
SV I I I I[)al | UI i | |
X e °
"1 love you" hums the A - pril breeze, "
> Gm%n7 C7 ——3 FMaj7 D7
p” i T f T n T T i
(5> — \ — o | — — ps i i
SV [ 1 [ bt & =| 1 | | A } i}
ryj = = o o
v S ———
love you' ech - o the hills. "T
o nGmin7(|’5) 709 FMaj7 Bmin7?9) E7
/oo | — I pI = SN
0 T - T
SV | | | | | 1) [ Iﬂd - Z I £ - - I
Y I po [ & 4 |
v
love you" the gold - en dawn a - grees, as  once
13 A AMaj7 Bmin7 E7 AMaj7
A
y AT |2 P Jo Bz PR A
D  — = I i - € J f
o | 4 ! '
more she sees daf - fo - dils. It's
17 . .
Gmin7 C7 FMaj7
— —
’)\Q L, —F e ————— n —— e  E——
[ fan M| "4 | | | [ | | 1 I/\ } I I .'\ | [ |
sV ! ! ! L' [ [ ! | 1 | 4 [ L1 | 1 |
o —s5— '
spring a - gain and birds on the wing a - gain start  to
21 Amin7?9 D709 Gmin7 C7
“ — .
. I J ) (X & | | | I [ |
(5>— D— - " o — —=~ — p3 i i
SV [ 14 [ 1 74 I | i = A | i}
Q) 4 [ [
sing a - gain The old mel-o0 - dy "I
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JAZZ LEAD SHEETS

D
|
(o)

C709

250 Gmin7(?%)
£\ I’\ ()

[ fan M|

(o)

po

it

and

songs

of

song

the

that's

you,"

love

c7 FMaj7

Gmin7

G7

29

(@)

and me.

to you

be - longs

all



CHAPTER TWELVE

Keyboard Textures

WRITTEN ASSIGNMENTS

1. Complete the following progression using Model 1.

Gmin7® C7 Cmin7 F7
o | l[l Ih
== 2
[iis V/vi [ii’ Vi
Fmin7 Bb7 Bbmin7 Eb7
o {7 L
'\QJ)]MV 0]
[ii’ V'V i \4




2.

3.

KEYBOARD TEXTURES

69

Complete the following progression using Model II.
A7 D7
o)
/5 < ; 7 i ¢ < —7 5
'\fyh" ‘ Vi P VA VA - & VA Vi ﬁﬁ’
o fe - e - K
hd l: l I 4 I
Z—H— I I 2.
;} <
V/vi Vi
G7 C7
)
o |
(5>
SV
[Y)
¢ ":'b‘
VIV \%
Complete the following progression using Model III.
Dmin7(?9) ey Gmin7 C7
o | l[) Q 0_58\_
(6> > °c —
[
b —s ©
D H—
[iis} Vi [ii’ Vi
Cmin7 F7 Fmin7 Bb7
o !7
(oY)
ANV
[y,
)
v
[ii’ Vv i’ Vv’
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4.  Complete the following progression using Model IV.

Fémin7(® B7 Bmin7 E7
Hto ="
@ (@) TOY
0y,
DB | = £
>, = = |
[iis Vi [ii’ Vi
. Emin7 A7 Amin7 D7
m
&
Y,
4
[ii’ Vv i’ \%4
5.  Complete the following progression using Model V.
Amin®(®9) D79 Dmin® G709
| =
"’{“:l')”uog Jﬂ(‘(’
© o
) o
[ii)} Vi i’ Vi
Gmin? C709) Cmin? F7(49)
,’\’lnir)lf)
o
o ,b;,
[ii’ Vv i’ \%
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6. Complete the following progression using Model VI. Analyze your realization with lead-sheet
symbols.
C#min9(>5) F£7(0%)
C#min7(>S) F#7 Fémin7 B7
Hrson o0
658 oo
[
o= 1 n i
7 I I 2
bl = UI
[ Vi [ii’ Vl/ii
Bmin7 E7 Emin7 A7
A 5
@ hl
[y}
i
74
[ii’ Vv ii’ '
7. Complete the following progression using Model VII. Analyze your realization with lead-sheet
symbols.
CHmin!! F#7(||:193)
C#min7(>S) F#7 Fémin7 B7
D" co ©
D) O
§—O fo
'I' ‘“ﬁ O
O
[} Vv [ii’ Vi
Bmin7 E7 Emin7 A7
A 5
@ bl
[J)
Eod
DES
[ii’ Vv i \%




CHAPTER THIRTEEN

Idiomatic Jazz Progressions

WRITTEN ASSIGNMENTS

1. On the staff below, notate the following chord progressions. Make sure to implement good
voice leading.

"Drop 2" Five—Part Voicings

]

Imaj’ vi i’ Vv TRV Imaj

o)
o |
=2
SV
)
.
'I':i‘)
Imaj’ bIII’ bVImaj’ \% Imaj’
MODEL IV
v
D) ©-
b H— I
J hH |V | |
vV | ()
o
i s \%4 (i3 Vv iv’
MODEL VI
8
i
[ O an YA
(& 2
Y,

Imaj’ V/hVI bVImaj’ V/II Imaj Vv’ Imaj’
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2. Analyze the following chord progression with lead-sheet symbols and Roman numerals.

Gmaj® Em°
[« & |
o = L D O
y AN |2 YI= ~
[ fanY = Vh A O
AR D& =4
DY) =
G major o
T - 1 be el
ot VI = V= (@]
hll "2
Z
.7 .7
Imaj vi
| ‘ ‘ |
o 1D ; ; ho |
y AW 1] | 0] O
| an N/ | 0.0 h o =] L [P
SV r V_ & = ) I"[@ ]
D) it T "o
Eb major b
- o
o | 1 (@)
hdll KXW/ 2Y | = O
J b | L l )1® ]
v h
v
s | | | | \ \ | |
o = LT I I I M| I I
V AN Y i L g g
[ & an W v AL L= ] o)
SV 7 ST e | ) m
; [Y)
A major
s I I T i ! J‘ I f
hll KO- 3Vt [ [ [ I ) [ I I J q | | M
4 o | | = | | = @ | = he
hul o) o | r | bt | et L
7 T I 1
[
o D hH
P H |V
(N7 D b
ANV VO Lo | ) O
: o ° 52 & hg-o
Bb minor
| |
L I | |
Y1 D | | I
Z b |V O o Do O
1’4

KEYBOARD REALIZATION

Instructions for Exercises 1-5

Realize the harmonic progressions from the assigned figures (TEXTBOOK) using specific models of
keyboard style playing. Play in all keys. (Answer not provided)

Figure 13.13: Models I and IT
Figure 13.16: Models IV
Figure 13.19: Models IV
Figure 13.23: Models VI
Figure 13.24: Models VI

G 2
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EAR TRAINING DRILLS

Instructions for Tracks 41-46

On the staff below, notate the bass line and analyze the progression with lead-sheet symbols and
Roman numerals. (Answer Key)

Track 41: TEN four-bar progressions with a single [ii”-V”] /X interpolation (TExTBOOK: figure 13.13)

TRACK 41

The tonic chord is: CMaj7

N

—

he tonic chord is: EMaj7

[

N

The tonic chord is: AbMaj7

)

Y
oo

N

The tonic chord is: GMaj7

[4]

N

The tonic chord is: FMaj7

5]

N



The tonic chord is: DMaj7

[6]

IDIOMATIC JAZZ PROGRESSIONS

7

The tonic chord is: B>Maj7

7

The tonic chord is: GMaj7

7

The tonic chord is: FMaj7

[e]

N

The tonic chord is: AMaj7

o)

N
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Track 42: TEN four-bar modulations (TExTBOOK: figure 13.16)

TRACK 42

The tonic chord is: CMaj7

N

The tonic chord is: BMaj7

N

The tonic chord is: DbMaj7

L
s
oo

N

The tonic chord is: EbMaj7

[4]

N

The tonic chord is: AMaj7

5]

N

The tonic chord is: GMaj7

[¢]

7




The tonic chord is: FMaj7

IDIOMATIC JAZZ PROGRESSIONS

77

):

2 4

-

N

The tonic chord is: EMa;j7

raY

N

The tonic chord is: AbMaj7

[e]

N

The tonic chord is: B>Maj7

s
oo

A g

N

Track 43: TEN four-bar modulatory paths (TexTBOOK: figure 13.19)

The tonic chord is: CMaj7

TRACK 43

N

—

he tonic chord is: B-Maj7

[

N




78

The tonic chord is: Dmin7

INTERMEDIATE

N

The tonic chord is: Bbmin7

[4]

N

-

he tonic chord is: Emin7

5 ()

N

The tonic chord is: Abmin7

[6]

.
) O

7

The tonic chord is: BbMaj7

7

The tonic chord is: Gmin7

V4

The tonic chord is: Fmin7

9]

V4
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The tonic chord is: Bbmin7

79

7

Track 44: TEN four-bar progressions with a single [ii”"®-V7] /X interpolation (TEXTBOOK: fig-

ure 13.21)

TRACK

The tonic chord is: Cmin?7

44

N

—

he tonic chord is: Bbmin7

[

N

The tonic chord is: Abmin7

)

N

The tonic chord is: Gmin7

[4]

N

The tonic chord is: Fmin7

N
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The tonic chord is: Ebmin7

(6]

INTERMEDIATE

7

The tonic chord is: Dbmin7

7

The tonic chord is: Abmin7

o)

N

—

he tonic chord is: Gmin?7

<]

N

The tonic chord is: Amin7

7

Track 45: TEN four-bar progressions with two [ii’~V”] /X interpolations (TexTBOOK: figure 13.23)

The tonic chord is: CMaj7

TRACK 45

N




—

he tonic chord is: DMaj7

[

IDIOMATIC JAZZ PROGRESSIONS

N

The tonic chord is: B-Maj7

N

The tonic chord is: AbMaj7

[4]

N

The tonic chord is: GMa;j7

5]

N

The tonic chord is: FMaj7

[6]

).

I

N

The tonic chord is: EbMaj7

raY

N

—

he tonic chord is: DbMaj7

(=]

L
s
o

N
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—

he tonic chord is: GMa;j7

INTERMEDIATE

<]

N

The tonic chord is: AMaj7

V4

Track 46: TEN miscellaneous four-bar progressions (TExTBOOK: figure 13.24)

The tonic chord is: CMaj7

TRACK 46

N

The tonic chord is: Bbmaj7

N
Y

The tonic chord is: AbMaj7

) =)

q
I
H

BT

N
Y[

The tonic chord is: GMaj7

D[]

L
=
A v v

N
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IDIOMATIC JAZZ PROGRESSIONS

The tonic chord is: FMaj7

The tonic chord is: EbMaj7

rax
)

The tonic chord is: AbMaj7

1
12Y

J hH [V

rax
bl /)

The tonic chord is: EMa;j7

-

hll - IAE

The tonic chord is: DMaj7

rax

#
hdl CF-)

The tonic chord is: B-Maj7

"y




CHAPTER FOURTEEN

Voicings

WRITTEN ASSIGNMENTS

1. On the staff below, notate the following upper-structure formations.

0

’{ Iy ﬁ()

[ fan WIS )

SV T €

Q) s
o

. ﬁ()

','- Ty
F4 Dmin B Abmin Gb Fémin G G#min
E7 Ab7 D7 F7 Bb7 A7 Db7 B7

2. Analyze the following upper-structure chords with lead-sheet symbols and slash notation.

b9
E7(}3)
) o |
p A =4 71e) i
y AREY =4 ¢y D¢y i O oy vy
| o WA= D¢ DI ¢y DO S @) PRI ) PR )
bv PA e ) blb p= 8 g %#'ﬂ() %ﬁﬂg
S Py
W h=al bo I o) ro
RITe) o P P= I e) oy O zO
)y 7o 78 =N o ure) PAITe ) oy ir'e )
P=
7 L= 129 24 17T 71O
PSS P4 ” ute) =
~ HO
Bb
E7

3. Using upper-structure triads on the dominant 7th chord, provide a six-voice harmonization for
the following two-note segments. Make sure that your harmonization follows the rules of good

voice leading.

Gbmin
F7

F1(%) Bb%
p” A l[l o | lf) l | 1
y AW l g\ hH | n- 2=
@5 (GEEEE =
e D - D)
e ) | =~ ) Y I
hdl KXWV hdll KXWVJ
AR A

|4 9 vV

%4 Imaj® \%4 Imaj°
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VOICINGS

|
|

Y 4
[ Fan WY

Imaj

Imay

et
o e LTI

&
bl -3V

4
Zo

He v

o =LY

-J
S)ay

Imaj

Imaj

() = ﬁ.hJ

o AT
o
71—
O .
hl X -3l .
o
T

|
T 0 2Y
|
[2Y
J H |V
8

0
b’ A
[ O an Y ) B

&
[Y)

)

)0

|

27

Imaj

Imaj

Analyze the following four-note rootless formations in the context of complete four-, five-part,

4.

and larger chord structures.

Emin%

Al

25278 Cimin!1 k9

A\,
)

GMaj7(bs)
) ¢t

O

VD O

[ FanY

)
[ fan WL ® ] i)
i)

1

NV O

|

Eb7alt.
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5.  Analyze the following three-note rootless formations in the context of complete four-, five-part,
and larger chord structures.
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EAR TRAINING DRILLS

Instructions for Tracks 47-56

Each of the following exercises contains TWELVE L.H. dominant structures containing the root
and the guide tones. After hearing each chord, sing/play the assigned upper structure. After a brief
pause, the answer is given.

Track 47: A major upper-structure triad on II
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Track 48: A major upper-structure triad on VI
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Track 49: A major upper-structure triad on bV

TRACK 49
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TRACK 50

B7

Track 50: A major upper-structure triad on *ITI
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Track 51: A major upper-structure triad on bVI

TRACK 51
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Track 52: A minor upper-structure triad on v

TRACK 52
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