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SECTION

Basic Theory 10

PITCHES AND THE STAFF
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CHAPTER | PITCHES AND THE STAFF 5

We can find the name of each white key relative o the black keys {i.e., w the sets of two
or three black keys).

* The note C is always to the left of the two black keys.

The note 1) is always in the middle of the two black keys,

The note E is always to the right of the two black keys.

The note F is always w the left of the three black keys.

The note G is always between the firse and second key, within the group of three hlack
keys,

“The note A s always between the second and third key, within the group of three black
keys.

* The note B is always 1o the right of the three black keys.

1f you have a piano or kevboard handy. you can play a fun exercise m help you identfy
where these white keys are. Start with any letter of the musical alphaber—let's say, F—then
find and play the lowest {lefimost) F on your keyboard. Then play each F successively
maving up the keyboard, ending with the highest F. Next, repeat this exercise with each
of the other letter names (jump around the musical alphabet, o) untl you've covered all
the notes.

‘There’s a particularly important “C nore” (not a $100 billl) on the kevboard, called middle
C, which as you might expect is in the middle of the piano kevhoard. This 1s & central
reference point in our study of music theory, as we will see later on.

Next we'll ook at the note names for the black keys on the keyboard. These will use the same
letter names (A up to G, but with cither o sharp or flat sign added.

The term sharp (8) means to raise the pitch of a note, and the term ot b) means w0 lower
the pitch. When we move to the right on the keyboard, the notes become progressively higher in
pitch, and when we move 1o the left on the keyboard, the notes become progressively lower.

Gal]t

Note that each black key has been given two names: For example, the black key in between C
and [ can be called either CF (*C sharp™) or 1% (*D flat™). In other words, we can sharp (or raise)
the pitch € to get w C3, or we can flat (or lower) the pitch D t ger wo Db,

The term enbarnranic is used to describe the same pitch having more than one name. For
example, the note names C# and DP are enharmonic equivalents, (You can fmpress vour
friends ar parties by tlking about enharmonics!) You might be thinking: “Why would we
need 10 have more than one name for the same note? Wouldnt one name be enoughs”
Well, believe it or not, depending on which key or scale we are using (much more abeout
keys and scales later on), we may prefer to use one name or the other. Stay tuned!
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Now we'll introduce our first interval, the baif step, 1f we move from any note on the keybaard
to the nearest note on the right or left, this movement will be an interval of a half step, For exam-
ple, if we start on the note C, the next highest note (i.e., the nearest note to the right) is the hlack
key berween C and D (e, the note C2 ar De); this black key is, therefore, a half step higher than
the note C.

When we sharp a note (by adding the “#” suffix to the note name), we are raising the pirch
by a half step; when we flata note (hy adding the 7 suffix o the note name), we are lower-
ing the pitch by a half step,

Ready for another interval? The next one we'll learn abour is called the ocrave, This is the
distance between any note and the nest note of the same name, either to the right (higher) or o
the Jeft (lower), Our diagram, for example, begins and ends on the note C, so the interval berween
the € on the left and the C on the ight is an octave, On o grand piana (or an electromic kevboand
of equivalent size) you have a lictle over seven octaves o play with, On a guitar you have a range
of around three-and-a-half octaves, and on a standard four-string bass you have o range of nearly
three octaves,

1f you count startng from the C on the left of the kevhoard wo the C on the nght, you'll
see that there are twelve half steps in one octave, This is a fundamental relationship upon
which almost all Western music is based!

You'll notice that certain pairs of white keys on the kevboard don't have a black key in berween
them (a consequence of the black keys being grouped into sets of two and three). For example,
if we start on the note E, the nexr highest note (ie., one half step higher) is the note F, because
there is no black key between E and F. However, the note F eould also be called E2, as it s the
result of raising the pitch E by a half step, So, in fact, altermate note names exist for the nores E,

F, B, and C.
Y This is another reason why beginning musicians find it easier wo relate to the piano when
learning note names and enharmonics. For example, the fact that there is no other note
axtras. between E and F (E up w0 F is a half step) is visually apparent on the piano keyboard,

but not on the guitar frethoard (with all due respect w my many guitarist friends and
colleagues),

FINDING NOTES ON THE GUITAR

Speaking of the frethoard, let’s now take a look at how the notes are laid out on the guitare. One
important difference (among many!). berween the layouts of the keyboand and frethoard, i that
while any given note anly has ane location an a piano keyboard, it can have multiple locations on
a guirar frethoard. For example, there 15 only one way w play middle C on the plano, and that is
of course o depress the middle C Ley on the keyboard, By contrast, there are four different places
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(i.e., combinarions of sering and fret position) on the guitar where middle C can be played, as we'll
see shonly.

But let's start by Inoking at the notes created by the open stimgy om the guitar (i.e., the natural
sound of cach string vibrating without any frets being depressed).

1

I
1 1

mE» 00 mm

“This dingram shows the first fifteen fres of the guitar frethoard, Each fret position i< a balf step
higher than the previous position (equivalent to moving berween immediately adjacent keys on the
piano), The gray circles on the dizgram represent position markers. Novice there are two circles
or markers at the twelfth frer. We remember from looking ar the keybeoard Layout diar there were
ewelve half steps in ome octave. So, for example, playing the low-E string while fretting the owelfth
fret would result in the note E an octave above. Other position markers are typically placed at the
third, fifth. seventh, and ninth frets, and the equivalent frets up in the next octave.

The string producing the lowese pirch (E, nearly two octaves below middle C) is shown ar
the botom of the diagram, and the other open strings (in ascending order, from the bottom up)
produce the pitches A, D, G, B, and E. The high-E string sounds two octaves higher than the
fow-E string.

Not to forger the bass players out there, the above diagram applies to your instrument,
ton! The standard four-string bass is tuned o E, A, D, and G (like the bottom four strings
of the guitar). However, the sirings on the bass sound one octave lower than the strings
on the guitar, So if the low-E string on the guitar is nearly two octaves below middle C,
then the low-E string on the bass is nearly three octaves below middle C (this is the lowest
F on an B8-note kevhoard).

Wie've mentioned already thar middle C (MC) is located ar several positions on the guitar
fretboard, Let's go ahead and add to the frethoard diagram all the places vou can play this note,

>0 =m
i

So o play middle C on the guitar, vou have same optians:
* Depress the A string (second from bottom) at the fifteenth fret.
* Depress the I sering (thind from botwom) at the tenth frer.
* Depress the G string (third from top) ar the fifth fret.
* Depress the B sering (second from top) ar the seeond fret.



5= 1F yous have 3 guitar handy, pick it up and try these four playing positions. You'll hear that
the pitch of the note (middle C) is the same in cach case, but the tone color i different.
Coal, huh?!

You may her that (back in Keyhoardland) we were shown thar the musical alphabet,
namely the lerers A, B, C. D, E, F and G are used to name the notes. Well now its time w add
the letters of the musical alphabet w the frethoard diagram.

egF G A B—C ™0 ETF G
B Mmc o T F G —A B—C -
G B MC D EF G——A

[} F G A T MC o E-1F
A —C D E-TF 1 G A B-TMC
4 G A B—C D E—=F G-

You can see there is a bot of duplication of notes ameny the strings of the guitar, For example,
fresting the low-E string at the fifth frer gives us the note A, which is the same pitch as the next
open string. All of the pitches from the fifth fret upward on the low-E string will, therefore,
correspond t pitches available on the A string. Similar relationships oceur herween other pairs of
adjacent strings on the guitar,

So now that we have all of the notes that are equivalent to the white keys on the piano, we'll
aidd the notes in berween (which are equivalent w the black keys),

£ F P/ G GYATA—TAYB BT C—C/D D DYE-E— F—F/GG

sfuctom Lo torle T s jeiol e Jom-AJamE s c oo,

b R Semiat ol 9, A 4 B AR el B o
LA B4 Gl oy S Bl PR Roonds o Il 1 =

. K o B e B S500 L e A B o e M B2

e F—F/6—G—GA—A-NB B C—C/D-D-DE-E—F—F/6—G

you really ds need 1 learmn where the notes are located on your frethoard, In this ook
we'll be working with regular music notation, and we'll also see examples of rablarure (3
guitar and bass notation method showing the strings and frets to be used). Although work
ing with tablature can be fun and useful when learning, it's not a substitute for knowing the
notes on your instrument and being able to relate them to real music notation. Hopefully
if you're already working through this book, then I'm preaching to the choir!

A friendly note to all the guitar players out there: If you're serious about your instrument,

THE STAFF

Now we'll begin tw unlock the mysteries of music notation. The good news is that this is sctually
easier than you think, Once you learmn and understand the rules, it all stams w make sense. Music
notation will tell you which notes to play. and when and for how —
langz to play them (amang other things). We'll start out with the saff,
which is a collection of five paralle] lines.
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When notes are written on the staff, they can be written on the lines (“line notes”) or on the
spaces berween the lines (“space notes™). Now we need some way o relate the musical alphaber
to the lines and spuces on the seaff, so that we know which note corresponds 1o each line or space,
This is achieved by using a dlef, which is 0 symbaol placed at the beginning of the stff.

THE TREBLE CLEF
The first clef we'll be looking at s the trebde def. This clef 1s used to notate music for piano and

guitar (as well as other instruments). For piana masic, the reble clef s wsed w represent the notes
in the upper portion of the piano kevboard (from around middle C opward),

This clef is 2 G clef; 1 you ke 3 cose louk o the dlef symbaol, vou'll notice the lower part of
the symbol areles around the second line from the bottom of the staff, This clef is telling vou that
the second staff line from the botom represents the G above middle €. Once we know that, we
can then work out which letter names are allocated o the other lines and spaces on the staff.

a0
F A L= E

Nate that the G above middle C is shown as the second “line note” in the lefi-hand diagram,
S0, the other letter names are allocated o the remaining lines and spaces on the staff, aceording
to the musical alphabet, For example, the next note abeve G on the keyhoard is A (as we “wrap
around” to the start of the alphabet) and, if you look in the right-hand disgram, A is the second
nate shown; it is the next note moving up the staff from G,

Its pussible to use mnemonic sayings wo ger acquainted with the notes in the treble clef.
For example, the “line notes™ in the treble clef (E-G-B-D-F) could correspond 1o the
phrase “Every Good Boy Does Fine.™ Also, the “space notes” (F-A-C-E) spell the word
“FACE." While these mnemonics may be fun and handy at the very initial stages of learn-
ing, they are not suitable as a long-term way to leam the nowes if you're serious about
music, 1ts much better to develop a relative or positional technique to learn the notes on
the staff, combined with drills using flasheards..., more about this shortly,

S0 far we've only been dealing with the notes on the staff corresponding o the white keys on
the piano keyhoard. Next we'll see how to notate the black keys. Earlier in this chaprer we named
the black keys with either a sharp (8) or a flar (b). For example, the black key berween F and G
could be called either F# or Go, Now we'll see hiow these notes are notated on the staff,

_5— — e
H——go———t—

The firss note shown above is F amd the nest note is F Notice thar F8 i aill in the F space,
bt now with & sharp sign (2) w it lefr. Similarly, following the G we have a G, which is still an
the G line, but now with a flat sign () to its lefr,
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THE BASS CLEF
On wo our next clef, the bas def. This clef is used to notate music for .
piano and hass (as well as other instruments). For plano music, the % =
bass clef is vsed w represent the notes in the lower portion of the
piano keyboaed (from around middle C downward).

This clefis an F elef. If vou take a chose look at the clef symbol, vou'll notice that the clef scems
1 be attached to the second line from the wop of the staff. This clef is telling you that the second
staff line from the top represents the F below middle C. Once we know that, we can then work
out which letter names are allocated o the other lines and spaces on the staff,

D= e = 5 o o i L

G B +] F A A c E G

Note that the fourth “line note” in the lefi-hand dingram is F, as this is on the second line from
the top of the staff (between the two dots in the clef symbal), Again, the other lerrer names are
allocated 1o the remaining lines and spaces on the saff scoording to the musical alphaber.

& Ir’s possible 1o use mnemonics t get scquainted with the notes in the hass def, too. For
example, the “line notes™ in the bass cef (G-B-D-F-A) could correspond 1o the phrase
“Good Boys Do Fine Always,” and the “space nores™ in the hass clef (A-C-E-G) could
correspand to the phrase “All Cows Ear Grass.™

THE GRAND STAFF

Fasten your seat belte., now its time w join the weble and bass clefs Ié
together to create what is known as the grand saff. This is normally how |
plano music is written, with the night hand playing the treble-clef partand |
the left hand playing the hass-clet part. Nooee there is o line connecting (
the two staffs together; o bracket is also added, signifying thar the ctaffs are
grouped together,

=Y Even if you are not a piano player, 1 recommend becoming familiar wich the notes in both
trebile and bass clefs, Its always nice, when I'm rehearsing or performing, if the hass player
can read treble elef and the guitarist can read bass clef. It comes in handy sometimes, and
it indicates an extra level of professionalism!

MIDDLE € AND LEDGER LINES
Now we'll return to the note middle C. It rarms out that this note is just 2
litrle below the treble clef, and just a lirde above the bass def. So we need o ;§
extend the clefs by adding another small saff line (known as a ledger fine) 1o & -
sccormmodate this note,

It’s important to understand that bath of the notes shown to the night are (L8 = =
middle C. We know thar the bortom “line note” in the treble clefis E. Well, ™
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if we go down one lemer name m 1, this note would sic nighe below the bottom staff line; then one
further nare down to C would need an evira staff line below—which is exactly what the ledger line
is. Similarly, we know thar the tog “line note” in the bass clef i AL If we go up one letter name to
B, this nate would siv right above the wop staff fine, and one further note up to © would need the
ledyger line,

Middle € is hoth the first ledger line below the teble clef and the first ledger line above
the bass elef, This important relationship will help you get orented to the grand stff,

LEARNING THE NOTE NAMES

Now we'll develop some techmigques w learn the note names across the =
range of the grand swff. In my classes and books 1 often ralk abour develop- .&

ing “guideposts” w help you recognize the nores, Our firseser of guideposss Y
consists of all the C: notes (no, these are still nor S100 bills!) within a four- ﬁ‘;} -
octave range, cenered around middle C. = =]

Comparing this 1o the previous disgram, we notice that the midile Cs
are still there, but we now have some extra notes. We remember that the
seoond space from the top of the treble cef is C (an octave above middle C), and that the second
space from the botrom of the hass clef 1s C (an octave below middle CL. The notes ar the very wp
and botrom are also Cs, and require two ledger lines each.

Learning and memorizing where these Cs are on the grand staff is fairly easy—notice that
there is 3 “mirror-image,” or symmetrical relationship, on either side of middle C, These guide-
posts ure handy when figuning out other notes on the grand staff—at least you could count up or
down within the musical alphabet from the nearest C.

s
The next stage s w memorize some more guideposts. How about "'f 4
adding all of the Gs within the four-octave range? Lets try \ =3

Now the stack of notes looks a bit more intense, but all weve done is -
add two Gs in the treble clef (on the second Jine from the bottom, and right (_9"__3 —
above the top line) and two Ge in the bass def (in the top space, and on the 3
bottom linel, Although these are not exactly symmetrical on either side of
middle C, they're pretty close—and they're easy 1o visually memorize.

Twould recommend that you first learn and memorize where all the Cs are locared, then where
all the s are located. So when vou're mrving w figure out other notes in either the treble or bass
clets, you'll never be more than two notes away from a Coor a G, and you ean wark up or down the
musical alphabet as needed. This is, of course, only a temporary method, unal you gradually leam
all of the notes individually: however, it snll way better than fooling sround with mnemonics for
note names—at least in my humble opinion!
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Let's now fill in the blanks and take a look at all of the notes herween the lowest and highest
Cs shown m the previous examples.

foaen®

5

= S— _ — 3
i -

CDEFGAGBCDETFGARCDETFGaADNCDETFGaLBC

. o ——
(= RPERCE S e
o= S —
B A mikdle ©

You should make it a goal to learn all of these notes individually, On the road wward this
goal, learning the guideposts in the previous ples will definitely help you,

= Another way to increase your ! g and ization is by using s that
you can buy at your local music store. Each card has a note written in treble or hass elef on
the front, and the note name shown on the hack. The idea is to name the note as quickly as
you can, and then check the back of the card to see if you're right. Simple, but effective,

One last thing to mention in this chapter: When a piano player reads 3 note on the stff
(for instance, the middle C in the center of the previous diagram), that is the exact noe
that is heard. “So what,” | hear you ask, “Why monddi’t it he?™ Well, believe it or not, there
are some instruments that prouce a note different from the one heing read. These instru-
mients are referred to as sranspusing istranents, becanse the note being read is pansposed
{or moved) by a particular interval (more about intervals shortly), The guitar and bass are
hoth transposing instruments, in that the notes they sound are one octave lower than the
notes they read. So if you were writing a guitar part and you wanted the sound of the D
right above middle C, you would acrually write the [ an octave higher (on the second line
from the top of the treble clef), Similarly, if you were writing a bass part and you wanted
the sound of the G on the battom line of the bass clef, you would sctually write the G an
octave higher (in the top space of the bass dlef).




CHAPTER 2
TIME SIGNATURES AND RHYTHMS

What's Ahead:
*  Dividing music into measures
« The +/4 time signature
= Naote lengths, rests, and rhythmic counting (whole, half, gquarne
sinteenth notes)

hith, and

«  Doted and vied notes

DIVIDING MUSIC INTO MEASURES

In the last chaprer we dealt with the pitches of the notes (e, how high or low they are), and
where they are positioned on the saff. Now we'll learn about the vital part that rhythm plays
in music, and in how we notate the music, Most styles of music have a rhythmic fear or pulse o
them. When you tap your feet along with a piece of music, most likely you are tapping along with
the beat. These beats are grouped into measmres (or bers) when the music is notated. Heve is an
example of a trehle seaff with harlines separating the measures:

b :

4/4 TIME SIGNATURE
Mast of the music that you will play will have four beats 1 the measure, This means that when
we count the beats, after we get to “4" we will go back to 1" (e, we will coune: “1, 2,3, 4,1, 2,
3. 4" ete.). By now you're probably thinking that we need o way to ler whoe
reading the music know how many beats there are in each measure. Well,
be right: we use a time sigmatare placed rght after the clef sign,

meawre

T'he top number of the time signawre (*47 in this case) indicates how many beats there
are in each measure—these are where vou would normally tap vour foot! The bottom
number of the time signature (4" in this case) indicates which rlytbmnic value is assigned
o the bear.

We're about to encounter different rlytbmi
nates, and whole notes. The =47 at the bottom of the time signature means that each beat in
the measure will be a quarter note. The +/4 time signature, therefore, means that there are four
quarter-note heats per measure (more about quarter notes in a minute

The 4/4 time signature is also referred 1o as commron time, prohably because é o
it is overwhelmingly the most common time signarire in music. Commeon time 0
also has its own Hme signatare symbal,

wiwes (note lengths), such as quarter notes, half
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Soany time you see this “C" symbaol wsed as 3 gme signature, thats equivalent to 44 dme—
vou can use either one and it means the same thing. Later, in Chaprer 8, we'll see some more time
signatures (other than 4/4).
INTRODUCING NOTE
AND WHOLE NOTES

MNow we need o get mto wre fengris ithe number of bears each note lases), Let's first have a look
ar the guanter sare, which lasts for one bear:

==

The quarter note is written as a black (or “filled-in™) notehead, with o long stem
artached.

So why is this called o quarter note? Well, we alrendy said thar music most often wses the 4/4
sinse siguariere (e, has four beats per measurel. $o in this case, the note lasting for one beat is also
a quarter of the measure, Notive the counting shown under the notes (“1, 2, 3, 4" Fach note is
held for one beat.
ext we'll look at the daff note, which lasts for two beats;

41

connl 1 4

ol 8

The half note is written as 2 white (or “empty™) notehead, with a long stem attached,

Sumilar logic i behind the naming of the half note: Since it lasts for two beats, it s also half
of o /4 measure. Again, the count is shown under the notes: Each note is held for two bears,

Yo probably noticed that both the quarter notes and half notes have stems, in this case
“‘: tor the right of the notehead and going upsard, However, once the notchead gets to the
bl middle line of the staff or above, the stem is then placed to the left of the note and goes
downward.

Next we'll look ar the whafe mare, which lasts for four beats:

&a

oot J a

The whaole note is writen as & white (or “empty™) notehead, without o stem,

Simnilar logic is behind the naming of the whale note: Tt lasts for four beats, or ane whale 4/4
measure. The count is shown under the notes: The whole note is held for foar beats.
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CHAFTER 2 TIME SIGMATURES AND RHYTHMS

COUNTING RHYTHMS WITH QUARTER, HALF,
AND WHOLE NOTES

Next we b
how

an example written in /4 time that combir

r way thros

ditferent rhythmic values, We'll see

. . B
i | 2 + 0 : 0 s | 2 5 Il
= - - - s
] J 3 1 2 P ‘ | 2 3 | 3 4

Notice the counting under the statf We have one number (one beat) under each quarter note,
phers (two bears) under each half note, and foar numbers (four beats)

ot each whole

isten o Track 1 on the CD, and clap these rhythms while counting along. Notice that
there is ome “count-off measure™ on the C13, before the music starrs: Four clicks wo ler vou know
, and where to come in. If vou have an instrument handy, you can play along with the
ample, ton.

“The sum of all the rhythmic values in each measure has to march the tme signature (which
in this case indicates four beats), For example, in the third measure above, we have tw
quarter notes (one beat cach) and one half note (two beatsk 1+ 1+ 7 = 4 hears waal, so
we're okay.

INTRODUCING RESTS: QUARTER, HALF, AND WHOLE RESTS

Sometimes the music needs tm rake a break, rather than keep playing notes continuously, This is
shown in the music with rests, which et you know how many beats to rest (or not 1o play), Here

& ¢ = E

Hal Rext Wheie St

are same examples:

Guorier &

These rests last for one, two, and four beats, respectively, Now we'll combine some notes and

’ — N I -
- < =
'és 5 b= =
s - s -

Listen s Track 2 on the €D, and clap the rhythm while counting along.
this example on your imstrument, make sure you play the notes, but don't play
Again there is one “count-off measure” on the €D, before the music starts,

vou're plaving
during the rests.
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The sum of all the rhythmic values (now including notes amid rests) in each measure still
have to march the time signature. For example, in the seventh measure of Track 2, we
have ane half rest (two heats), one quarter note (one beat), and one quarter rest {one bear):
22141 =4 heats woral, so again we're okay,

EIGHTH NOTES AND RESTS
Next up is the eightb ore, which lasts for half a bear. The eighth note is written as o black (or
“filled-in") notehead, with a long stem atached and either a fug Gif the note is by iself), or 2 beam
(if the note is joined to other notes). Sometimes the beam may join two eighth notes together
within one beat, or the beam may join four eighth notes within two successive beats,

The next example shows the various ways eighth notes can he notated. Notice the rhythmic
counting underneath the staff, which now uses an *&" berween each of the beat numbers (& is
what we count for notes that fall halfway berween the bearsy.

B &

Listen to Track 3 on the CI3, and play or clap this eighth-note rhythmic pattern while count-
ing along. As usual, vou have one “count-off measure™ on the CI, before the music starts, and
the click is on every quarter-nate heat. This means that you will be plaving in berween the dlicks
when playing on the *&"s.

FE B B B B I A B B S
Aok 1 & 1 & & 4 a

-wil

In contemporary chythmic siveations where eighth notes are ised, the notes falling on the
beats (e, on “1," “2,7 “3,7 or “47) are referred 1o as downbeats, and the notes falling on
the “&"s are referred tw as wpbeats. Also, the eighth note following bear | is referred 1o as
the “& of 1,” the eighth note following beat 2 is referred 10 as the “& of 2, and so on.
Chapter § contains much more about upbeats and downbears.

So why are these guys called eighth notes® We saw earlier that note lengths were named
acenrding o what fraction of 2 4/4 measure they used, Well, an eighth note (lasting half of one
beat) takes up one-cighth of o 4/4 measure. Eighth notes may also be heamed (or joined) o other
er noite values, such as sivteenth notes (more about sivteenths soon),

Now we'll ger acquainted with the eigheb reer (which, as you might expect, also ¥
Insts for half a beat).
Next we'll ook at another melody, this ane including some eighth notes and ress.

[ 1 kR 1= ¥ -8

Clap or play the shove example while counting, then listen o Track 4, 1§ vou're playing an
nstrument, make sure that you don't play during the rests,
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DOTTED AND TIED NOTES

Now we will go boldly into the realm of doered moter! Whenever a dot is pliced after a note, it
adds half as much to the note’s rhythmic value or length (or, if you're a math whiz, it multiplies
the existing length by 1.5}, Let’s check out the following example:

e . J‘
dated hoif doted quorier domed saghth
13 bwenl 11772 bt {%/e bean]

Withour the dot, the first note would just be a half note (lasting for two bearsk; but with the
dot, we add half as much to the original length, so the note now lasts for three beats. Similarly,
the dotred quarter note lasts for one-and-a-half beats (instead of just one beat), and the dotted
wighth note lasts for three-fourths of  beat (instead of just half a bear).

Next we will see how these dored half and dotted quarter notes can be used in a melody.
(Later we'll see an example with same dotted eighth notes.) If we use a dotted balf mote (three beats)
ogether with a quarter note (one beat), the resulting total of four beats will fill 2 44 measure,
If we use a doteed guarter wate (one-amd-a-half beats) together with an eighth note (half 2 beat),
the resulting total of two beats could occupy the first or second half of 2 4/4 measure. These are
extremely common rhythmic combinations, as shown in this melody:

e >
- T
&3 2 b 3

-

Clap or pls\ the above example while counning, then fisten to Track 5 w check your work
Now we're ready to look ar ried motes, When two notes of the same pitch are joined Ty a curved
line, they are ded wztlhcr This means that the r.ncond note is not pla\cd s:pumu < instead, the

Listen 1o ‘Track 6 and dap or play the eighth-note rhythm pattern while counting along,
Nate that the C, on the “& of 47 in the first measure, lasts right up until the start of beat 2 in the
second measure. In other words, this ted note lasts for one-and-a-half beas.

This example shows the most commaon situation in which a tie is needed: When the note
is longer than the remaining number of beats in the measure. In this case, the last C in
the first measure falls on the “%& of 47 (so there is only half a beat left in the measure), and
vet we need the note to last for one-and-a-half beats. So tying across the barline w the
quarter note in the next measure neatly solves this problem.

17
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‘ audio 'i§
".r"*' 1
Try playing or clapping the above example, and then listen w Track 7 w0 see if you got it

right,

Now we'll look at another example involving tied notes:

v = 4

“But wait!™ T hear you cry. “Why did we need that first tie? Couldn’t we have used
dotted quarter note (which lasts for one-and-a-half beats) starning on the “& of 27 in the
first measure? There's no barline anywhere in sight!” Whoa... calm down a minute! The
reason we did it this way is to show the start of bear 3, Thar is 1o say, whether or not we
are actually playing on beat 3,5t is very good practice and courtesy 1o shaw a nore or rest
right on heat 3, This greatly aids sightreading, as players can scan quickly through the
music and pick out beats 1 and 3 (sometimes called the prinsary beats) in 444 dme. If you're
ever preparing charts for other musicians (maybe 1o demo or perform your own songs),
they will definitely appreciare it if you do this,

SIXTEENTH NOTES AND RESTS
The stvteensd nore lasts for a quarter of a beat, and bs written as a black (or *filled-in") notehead,
with a long stem artached, and either a double flag (if the note is by itself), or s double beam (if the
note is joined o other notes). Sometimes the beams may join a pair of sisieenth notes wgether,
or the beams may join all the sixteenth notes within one beat.

Now that we're dividing the heat into four pieces, we need o different counting method.
So the rhythmic counting now uses the three symbols “e,” &, and “a" between each of the
mumbered beats,

Listen 1o Track 8 and clap or play this sixtee
there are four notes for every metronome click
hetween the downbears,

A linthe while ago we talked abour combining dored notes with other nores (e, doted half
» quarter = four beats; dotted quarter « eighth = two beats). Well, now thar we have the sivteenth
nate, we can combine it with a dotted eighth note (lasting for three-fourths of & beat) for o total
duration of one bear. The next melody includes some of these dored-cighth/siveeenth-note
combinations.

G 4 —

e & n 2 sk nd 4

h=note rhythm while counting aloud, Now
v tospace the notes as evenly as possible

P—

-l

Listen to Track 9 and elap or play this sisteenth-note rhythm while counting aloud.
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It% good practice o count all of the sivteenth notes {i.e, *l e & 2, 2 ¢ & a." erc) in the
Track 9 example as you clap or play it, even though you are not using all of these thythmic
subdivisions. That way, when a sixteenth note comes along {for instance, the [} in the first
measure), you'll be ready for it

Newr we'll ger acquainted with the sixteenth rest (which, as you have probably  ————
guessed, lasts for a quarter of 4 beat), This rest looks like the sighth rest, except ¥
that it has two flags instead of one.

Tor conclude this chapeer we'll look at a melody that combines quarter notes and reses, eighth
notes and rests, and sivreenth notes and rests. Note the countng under the staff, and the new
sixteenth rests (each lasting for 3 quarter of 3 beat) in both measures.

4

Listen to Track 10 and clap or play the cxample while counting along. As before, make sure
that you don't play during the rests. And don't forget to have fun!

=&l
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CHAPTER 3
MAIJOR SCALES, KEYS, AND KEY SIGNATURES

What's Ahead:
«  Building major scales

+  Finding major scales on the piano and guitar
o Major key signatures and accidenuals
o The circle of Sthefdths (or circle of keys)

THE BUILDING BLOCKS OF SCALES

I this chapeer we're going to learn about the s sale, which is the mose commonly used scale
in Western music, Most fimous melodies that voo know are constructed from major scales.

A saale 15 a sequence of notes created osing a specific set of intervals, Most scales Gincluding
the major scale) are built using half and whole steps, although some scales contain larger intervals,
Back in Chapter 1 we saw that the half step was the interval berween any note and the nearese
note gither above ar helow. Now we will define the whole step as double the size of 2 half step.

whale hal
i'fu sen
G c
whls i
tep o
ke veg
£ G A -0
B " o ——F .
G = At b= M —+F
o -E——F G — MC
A -8—1—C o G
g G A o

Notice that each whaole step is equivalent to two half steps. For example, the whole swep F-G
includes two half steps (F=F2 and FF-(3). S0 now that we have our half and whole steps figured
out, we cin build all of our major scales pretty easily!

BUILDING MAJOR SCALES
We are now going o buld o C major scale, using a specific sequence of whole and half steps (W
= whole step; H = half step).

audi . =
‘ = é e o ——
11 . § : .
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CHAFTER 3 MAJOR SCALES, KEYS, AND KEY SIGNATURES

The major scale is a seven-note scale (i.e., there are seven different pitches). Notice that
we have used cach of the letter names in the musical alphabet once.

The major scale should be a familiar and recognizable sound. Your mner ear already under-
stands the sound of this scale {assuming you've had some exposure 1o mainstream music). Now
we'll start this pattern of whole and half steps from F, to create the F major scale:

|
Latai

Naotice that we now have the note B as the 4th degree of this scale. This is because we need
a half step berween the 3rd and 4th degrees. We already have A as the 3rd degree, and we need
to use the next lerrer name (B) for the next note, so we flat the B {ro BY) to get the required half
step above A

Next we'll use the same method to build 2 G major scale,

Notice thar we now have the note F# as the Tth degree of this scale. This is because we need
2 whule step berween the fith and Tth degrees. We already have E as the fith degree, and we need
to use the next letrer name (F) for the next note, so we sharp the F (o F?) w ger the required
whole step above E.

Here are all of the mapor scales, for your reference:

C Major 8 Major
j T — ——
'% T e e T =
- o
Eb Majar A5 Maior Dé Major
; sar

= =
T arato oot
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well-knewn tunes ar
Polka,” which v

It from major scal
a complere de

Can Can Polka
from ORPHELIS IN THE UNDERWORLD
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Note that when we build the C major seale on the pianao, it so happens that we use all of
the white keys on the kevboard, But when we build the major-scale interval pattern (using
whole and half steps) from any note other than C, we get a mixture of black and white keys
(for example, the F and G major scales each contain one black key).

Bear in mind that the same note can be played in different places on the guitar frethoard
(as we saw in Chapter 1), so the major-scale parterns shown for guitar give only one of the
mumerous ways in which each scale can be played.

LABELING THE MAJOR SCALE DEGREES

Different conventions are in use for naming the degrees within the major scale, We can use:
numbers
solfeg syllabl
traditional classieal names (1.

upertonic, mediant, ete.),

Here are all three labeling styles shown with respect to the C major scale:

= o - o :
o a o =
1 ] 4 5 3 7 It
RE M 1+ )
wpertic  medum subdominan b whmnbiant eaingwne ot

probably used the most, and the solfeg sillables are ala
Il have more wo say about solfeg and scale

OF these methods, the numbers a
useful when doing vocal drills and ear training. (We
degrees later!)

MAJOR KEY SIGNATURES
When we play the C major scale, we can hear that the note C sounds like the “home base” (or
tonic) of the scale. 1If a song uses the C major scale, it is most fikely tw be in the key of C.
A key sigmarare 1 3 group of sharps or flats at the beginning of the music that lets: -
e know which key you are in (and \l'hu.h major scale o usel. You may not have
noticed the key signature used in th n Can Polka." That’s bec s it uses the C ki
major scale, and is therefore in the key of C (the key signarure for C major has no Y ¥
compare this to the key signature for F major (see hoteom lefel, { 2

Relating this to the F major scale we built cardier, we remember that 9:
i we needed Be as the 4th degree of the scale. S0 the key signature reminds
\'é 5 vou to play B (instead of B) when playing in the key of F That way we don't need

e to keep writing flat signs for all the Bes thar come up in the music. Pretty cool lahor-

shiargs or

F major

G major

(; saving de
: 9 ¥ Now we'll Took at the key signature for G major (see right),
Relating this to the G major scale we built earlier, we remember thar we (|
needed F5 as the Tth degree of the scale. So the key signanure reminds you to play F# ‘ o
(instead of F) when playing in the key of G. That way we don't need w keep writing
sharp signs for all the F2s that come up in the music, fj 9] =
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Here are all of the major key signatures, for your reference:

C major F magor W major Er magor A major

Y 3 B Py B |
Gimagen Dmaor
= - —

major 4 major i major

PO )
{F? 5 &5 l:’f-g'g ’3{’-}_ = _i'é’fl'_ =

A i £ major
=

You'll notice that each key signature consists of either flats or sharps, but not both mived
together. This is because there is no major scale that needs both flats and sharps.

Now if you're reading a piece of music and you see a key signarure at the beginning, it's very
handy (not to say essentiall) for you to recognize the key that you're in, That way you'll know
what major scale to use, and which flats or sharps you'll need 1w play,

In flat key signatures, the second to last flat in the key signature is the key that you're in.
For example, looking at the key signature of Ab major, we see there are four flats, The
second t last flat in the key signature is Ak, your key! For sharp keys, the last sharp in the
key sigmature is the Tth degree of the key thar you're in, so you just need t go vp o half
step from this note (using the nest letter name in the musical alphabet) to find the key.
For example, looking at the key signature of A major, we see there are three sharps. The
last sharp in the key signature is G#, so if we go up a half step from this note {and go w
the next letter name) we get to A, our key!

ACCIDENTALS
Key sign area ient way of indicating a major scale used in a piece of musie. But what
happens when we want w move outside of thar scale? Then we need o use accidentaly. These
are sharp, flat, or natural signs placed in the music that will contradict the key signature 2t that
poant. The mataral sign contradicts a sharp or a flat that would otherwise be required by the key
sigmature—so the term “B nacural” (B just means plain old B (ves, the white key, if you're sitting
at the piano)!

An accidental will be in use for the remainder of the measure in which it is introduced, and
will then be cancelled by the next barline (or beforehand if necessary, by a sharp, flat, or natural
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that re-establishes the key signature). Let’s now look atan example in the key of F that uses acci-

dentals

bk,

(1) This is the note Bo, as required by the key s

(2) This is the note B2, which contradicts the ke

131 This is the note Bb, as required by the key signarre,
accidental (o courtesy secidental is placed as a reminder),

(4) This is the note B2, which con

(8} This is still the note BE. The a

1#) This is the note By, which needed 1 flae sign o cancel out the accidental, as we're seill in
the same measur

i

barline cancelled the previous

licts the key signature,

idental is still in force until the next barline

vou should do just fine,

Sa watch out for those accidentals! Bur if you follow these rules,

THE CIRCLE OF 5THS/4THS (OR CIRCLE OF KE

T'he major key signarures can be derived by using the crele of by (which is also called the cirde of

Hels or uf beys). You should be aware that there are different interpretations of what is meant
by this circle {across a wide range of rextbooks and methocds), so [will try 1 cover these interpre-
rations in a way that will make sense! First of all, ler’s stare with a hasic eircle diagram.

Dr
) Ft
led)

Fach of the entries around the circle can represent either individual notes or major keys,
Notice in this diagram that the sharp keys (G, D, A, etc.) are written to the right of the C at the
top, and the flat keys (F, Bb, Eb, etc.) are written to the left. This is how the circle appears i
v of textbooks, However, some modern methods (including theory texts by D
leading American music educator of the lare 20th century) show the circle written the other way
(1.e., with sharp keys vo the left, and flatr keys to the right). | don't think it actally marters which
way you write it, as long as you understand the concepts and relationships 1 am ahout m pres-
ent!
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“The simplest and most traditional interpretation of the circle of Sths is as a series of ascending
perfect Sths berween individual notes, moving clockwise (starting from the C ar the top), Dont
worry if vem're pot vet sure what a perfect Sth is—all intervals will be covered in detail shortly.
For now, just be aware that C wp o G is a perficr $ob (G is the Sth degree of o C major scale), G
up to [ is another perfect Sth, and so on. If vou continue this patrern all around the circle, you
will evenrually ger hack to the starting point, €.

Tt starts to get a hit more interesting if we assign a majpor scale (or key) to cach stage of the
circle. It turns out that neighboring scales on the circle share maost - of their notes. Or, tm
put it another way, only one note is different between immediate neighbors on the circle,
For example, carlier in this chapter we built the C major scale, which had no sharps or
flars. The F major scale (1o the lefr of C major on the circle) had one flar, and therefore
only ane note different from the C major scale. Similarly, the G major seale (0 the right
of € major on the circle) had one sharp, and again only one note different from the C
major scale, Most tunes that change keys do so by moving o a key that is adjacent on the
dircle, so that the original major scale is not completely altered. That way the listener has
more chanee of keeping up with whats happening!

Once major keys are assigned w each stage of the circle, we can use the circle w help us
remember the key signatures we covered earlier.

As we count around the circle, moving clock- C
wise from C, each successive sharp key has an
extra sharp in the key signaure. For example,
the key of G has one sharp, the key of DD has By Diany
wao ihnrp-. and so on. This sequence ends with
the key of €3, nlmh bas seven sharps. ‘slm:l:rl\
moving kwise fram C, each Erin
flat key has an extra flat in the key signature, For
example, the key of F has one flat, the key of Be
has two flats, and so on. This sequence ends with — Ap 40
the key of Co, which has seven flats,

Gy

Ay

Eiaty

Note the overlap zone at the bottom of the Dby Bt
orcle, where altermate (enharmonicl keys exist cl:m Fhoor Cblf'm
(., D=/CE, F2/Gh, and B/C=) Ghime)

Wi can also use the crcle to figure out which sharps or flats eccur in 2 key signatre, and
in which specific order,

For the sharp keys, we cumulatively take the Tth degree of each major scale, moving
clockwise around the cirde from the top. For example, to figure out the key signature for
E major (which has four sharps}, we would take the Tth degree of G (F#), the Tth degree
of D (C4), the Tth degrec of A (G#£), and finally the Tth degree of E (D8). This gives us
the four sharps in the order needed: F3, C2, G#, and D3,

For the flat keys, we cumulatively take the 4th degree of each major scale, moving
counterclockwise around the circle from the top. For example, w figure out the key signa-
ure for Eb major (which has three flats), we would take the 4th degree of F (Bb), the 4th
degree of Be (E5), and finally the 4th degree of Eb (Ab). This gives ws the three flats in the
order needed: Be, Fb, and Ab,
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To conchude, we'll Ioul at a2 more sophisncared interpresaton of the arcle, one often used by

i and ed We've already seen thar each stage of the circle can
n:prcq:nt a majar key. So rather than thinking of the circle as simply a series of intervals, we can
instead think of it a8 a series of keys. For example, we could move from the key of C w the key
of G imeving clockwise on the arcle), then to the key of 1, and so on. One of the smplest and
most comman ways to do this in contemporary styles is tw build major riads from each stage of
the circle {much more abourt wiads shordy). Each dme we land at 3 new stage on the circle, i
typically feels like we've arrived ar 2 new key's tonic, It is useful, therefore, to consider the rela-
tiomship between the previous stage of the cirele and the current stage at which we have armived,
This is where a more contemporary (and, 1 believe, mare useful) definition of the circle of Sths
and circle of 4ths comes into play.

For instance, the Jimi Hendrix song “Hey Joe™ repeats the same major-triad progression
throwghout the «mg-. C-G-D-A-E (moving clockwise around the cirele). When we move from C
feels like we're in the key of G, so we can define the C-G movement as a TV-1 relation-
ship in G. Then the nest G-D movement s a IV-Tin D and so on. The verm airdle of 4rhs is used
w this type of h herween chords and keys {i.e., cirele of 4ths = [V-1
relationship),

Well, not exactly danger.... but be careful 1o avoid confusion here! The mraditional defini-
tiom of circle of Sths (wsed by entry-level and college texts) refers t the interval movement
C~G-D-ere, as outlined at the beginning of this section, Now we're saying that the move-
ment htbkl.:ﬂ dmrd.s.l“l:ry‘s of C-G-D-ete. is an:uull: a circle of 4ths, due w the implied
V-1 hips. Some i make this distinetion by referring to the melodic and
harmonic |.1rd=>. respectively. It really only terminology at the end of the day—just be
aware of the different interpretations that are out there!

Continuing with the harmonic aspect of the arcle, if we move berween the chords G-C-F
fas in the Toto song “Rosanna”), this counterclockwise movement is a series of V-1 relation-
ships, eventually leading s to dhe key of . The verm sirele of Sk is used o reference this type of
harmanic movement between chords and keys fi.e., circle of Sths = V-1 relationship),

Many songs use these chordal movements around the circle, especially the drcle of 4ths.
Some notable examples are:

Rolling Stones, “Jumpin’ Jack Flash” C-G-D-A (circle of 4ths)
Simple Minds. “Don't You Foarget Abour Me"™  De-Ab-Fb—Bb (circle of 4ths)
Talking Heads, “And She Was” E-A-D-A-E (circle of 5ths and circle of

dths}
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CHAPTER 4
INTERVALS AND MELODIES

What's Ahead:
»  Creating and altering intervals
*  Inwervals in melodies
*  Melody charactenstics

INTRODUCTION TO INTERVALS
An fmterzad is the distance between any two notes, We've already
gotten 1o know a few intervals in the earlier chaprers, such as the half
and whole steps. Now we're g ervals,
based on the visual distange between the notes on the staff, Let’s look
at the interval on the right, and figure out what it s

The firse thing we need to decermine is the interval number. To do this, we count up from the
bhottom note (startng at 1), and count each successive line or space untl we get o the top note,

ing to derive some larger ing

* The fiest nove shown is C: thisis 1,

* The nest note up (immediately below the bottom line of the staff) would be D: this is 2
= The nest note up (on the bottom line of the staff) would be E: this is 3.

* The next note up (in the bottom space of the staff) would be F: this s 4.

* The next note up {on the second line from the botam of the staff) would be G: this is 5,
* The nest note up (in the second space from the bottom of the staff) is A: this is 6,

The last number was f; therefore the interval from C up to A is a 6th. Now, there are differem
types of fths (the most commaon being major and minor), but more about this in a moment?
Heres another interval—actually two intervals, both of which are C up o E:

==

Again, to determine the interval number, we start at 1 and count upward, including all the
lines and spaces. So on the left we have a 3rd, and on the right we have a 10ch. Both of these
intervals consist of C up to E, but the E on the right is one octave higher than the E on the left
Therefure, a 3ed plus an octave is equal to o 10th

The difference berween these two interval numbers (“3% and “107) is seven, which leads
to the following rule: Adding (or subtracting) seven 1o an interval number increases (or
decreases) the size of the interval by one octave.

INTERVALS IN THE MAJOR SCALE
u remember the C major scale thae we built in che last chaprer? Now we'll look at the interval
hetween the starting note (C) and each of the other notes in this scale.
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pertect
LTt E—

Motice that the mterval numbers (Ind, 3nd, 4th, etc.) are shown below each mterval,
together with an interval description, which is either major or perfect. The 4th, 5th, and
octave (and 11th, 12th, and two octaves) are the perfect intervals, and the remaining inter-
vals are major.

The perfect intervals have this name because they occur prominently in namures over
tane serier (the upper harmonics that result from natural scoustic vibrations), The name
“major” is given to the other intervals occurring in the major scale.

ALTERED INTERVALS
When we alter the intervals thar oceur within the major scale, we get minor, augmented, and
diminished intervals, To wnderstand these intervals, we first need w learn abour dosdde flaer anid

il shirps,

En w0 e i

u W flat 1l dovble flat A bl sharp

We already saw in Chapter 1 thar if we flat the note B by a half step, we gee Be. Now if
we flat by a further half step, we get B (“B double flat™), which is in fact equivalent to
the note A “50," [ hear you ask, “Why can't we just use A then?"™ Well, believe it or not,
there are some key and scale contexts in which it ts bewer w use the double accidental:
For example, if we are flating a note that ulready appears as a flavin the key signature,
Similarly, if we sharp A by a half step, we get AE, and if we then sharp by a further half step
we get A% (“A double sharp™), which, is equivalent 1o B, Note that the dauble fla symbol is
two flats sigms together, but the demdle sharp symbol is not two sharp signs!

Now U'm going to give you the five rules for figuring our altered intervals,

Rule 1: A muajor interval reduced by half siep becomes a minor interval.

==

mijor T mirer T

We've already seen that Cup wo B isa major 7th: When we reduce this by a half step, we ger
a minor Tth.

29
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Rule 2: A minor interval reduced by a further half step becomes a diminished mterval,

Sk - " S—
047 :§ o 3
- o

s T dismistisherd T

In the previous example we saw thar C up o B 1s 2 mmor Tth. When we reduce this by a
further half step, we get a diminished Tth,

to B. However, we have already seen that the Bbb is equivalent to A, and that C up o A
would be a major fith. We can say, therefore, thar the major fith and diminished Tth are
equivalent to one another, These intervals sound the same, but are written differently,

This interval is still called a 7th because the letter names written on the staff are C up

Speaking of the major fith, let’s use 1t in the next example.
Rule 3: A major interval incressed by a half step becomes an augmented interval,

Trach 14
fotey
mapr fa
Previously we saw that C up o A is 2 major 6ith, When we increase this by o half step, we get
an angmented 6th.
So far we've been altering major and minor intervals. Now its time w0 alter some perfeer
intervaks,
Rule 4: A perfect interval reduced by a half step becomes o dimmnished inverval.
Track 14 7 s S— ~ ]
o 6- o i |
L - -
pertes S demnishe St
Farlier we saw that C up to G is o perfect Sth. When we reduce this by a half step, we geta
diminished 5th.
Rule 5: A perfect interval increased by o half step becomes an augmented interval,
Trock 14 _—_:_”
;28 - b po—
perfect i sugmested dth
Wi saw hefiore that C up to F is a perfect 4th. When we increase this by a half step, we get
an augmented 4th.
=Y Natice there are some more intervals here that are equivalent o one anather:

* The augmented 6th (from Rule 3) is equivalent to the minor Tth (from Rule 1),
* The augmented 4th (from Rule 5) is equivalent o the diminished Sth ifrom Rule 4).
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wm the previoes examples thar:

| when increased by half step.

P@RP We can observe
| * Both majo

half step, and then be

vaur intervals, vou'll have 2

ever need. Hang i

|NT‘RVMS IN MELODIES
hese intery ed in well-known me

a
“All the Things You Are™

here

start aut with

see how some of

b the jaze stand:

A|| "l! Tlllllg; You Are

ARM FOR MAY v +

phrase uses Hehs (perfect and o

e in measires 3 a

22 s ore vocol
and enduring melodies

d

we Iy Here 1o Stoy
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Nexr up we have an excerpr fro
many artists, including the Righo

m the omeless pop song “Unchained Melody,” recorded by
Brothers:

Unchained Mel

from tha tation Picors UINCHAINED

The verse s SOMgE Starts out

" ing major Inds, moving to rds and 4ths in messures 34,
A minor fith 1s found in measure 6,

“Unchained Melody™ (composed by Alex North) is one
of the most rec

sded songs of the 20th ¢

wrury, with
ges. Probably

)

hundreds of versions in many different Lingus
is the Righteo
from 1965, produced by Phil Spector. In the 19905 this
versi yed 4 resurgence after being used in the hit
mowvie Ghage, Elvis Presley also performed the song during
his last television appearance in 1977,

the most famoo

Brothers” record

i enje

ety TR AehomealR

Righteoas Brothers

So now ir's time to ke a closer |
a maore informed listener, and/or y
o he aware of:

MELODY CHARACTERISTICS

In the previous examples we have seen that me
rhythms. The melody is the musical “heart”
whistle. While ther

ik ar what makes a melody *tick.” If vou want to become
are writing your own melodi

1 s. here are some ground rules

s are created by combining intervals with
cart” of the song, the part that we can sing, hum, or
is an infinite number of ways to combine intervals and rhythms, the follow
ing fundamentals commonly apply 1o well-known melodies across all styles.

onie: Most melodies will have a tonic (or “home base

) that corresponds to the key that the
g is in. The melody will o

gin and/or end on this note, in order 1o sound resolved.

en be

Mation: Ir's normal for m
rather than stayin

clodics vo have moton (1
an one note all

rove upward and downward in piech,
the time); this generates interest for the listener.
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vs. Small Intervals: Most of the intervals in vocal melodies tend 1o be small Gie., 2nds
or $rds). This makes them more lyrical, as well as easier to sing. (These constraints will apply less
if you are working in instrumental or fazz styles.) Larger melodic intervals (i.e., Sths, 6ths, Tths)
are often followed by smaller intervals moving in the opposite dircerion.

: The majority of vocal melodies will have a range (distance from lowest t highest
note) of around one octave, again 1o make them casier to sing. Instrumental melodies will often
have a larger range (depending on the particalar instrument used).

Sparse vs. Busier Rhythms: Contempaorary melodies normally reflect the rhythmic subdivi-
stom and style of the song. For example, 1 rock song with an eighth-note feel would sypically have
eighth-note rhythmic figures in the melody, and an R&B ballad with 2 sisteenth-note feel would
normally have sixteenth-note figures in the melody. For voeal melodies, it's hest not to make the
rhythms too busy, as this makes the melody harder to sing.

Reperition and Phrasing: Most classical and contemporary melodies are organized into
phrases, which are often two, four, or eight measures in length. Longer phrases can be created
by combining shorter ones. For example, you might come up with 8 two-measure monf (2 short
mielodic phrase) v start your song, If you then repear the same two-measure phrase with some
alteration (to the melody andfor ehythm), you have ereated 3 four-measure phrase. The listener
expects w0 hear some repetition, as it gives the song some structure and makes it casier w listen
. Too much repettion, however, may make the song monotonous. Let your cars be the judge!

We'll now take a closer look ar some more well-known twnes, starting with simpler rhythims
(whole, half, and quarrer notes), and then move tw some cxamples with eighth notes. All these
examples are on the CD.

The Surprise Symphony

By Frars Josaph Hayds

A good example of rhythmic repetition! Measures 34 use the same rhythm as measures 1-2,
bur with different melody notes. In this way o four-measure phrase is created from an original
rwo-measure motil, The mehudy uses triad arpeggios: For example, the C, E, and G in measures
1-2 outline a C major triad (more about triads and ampeggios in the next chaper).

Words oy Hay F_ i
Mg by WWibim H. Marik

33
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FIR

:Ei_

SN

%

E

Eﬁ

BN

BEE

“Abide with Me™ is based on four-measure melodic and rhythmic phrases. The chythm used
in measires 1<+ is used again in measures 3-8, with melodic variations. The melody uses small
intervals (2nds and 3rds), except for the larger perfect Sth i measure 2, We'll revisie this mne
later when discussing counterpoint.

SodRint Y L N3 Cantury Erginh Carsi
S :
the - men e ometh - g vow  dis - max

ere 15 2 good example of upward and downward monon i a melody. After the ascending
perfiect 3th in the first measure, we descend from B down to 1D wsing major and minor 2nds, cthen
ascend back up 1o B using the same intervals in reverse. Simple bur effective—and easy w sing!

Piane Concerto No. 2, First Movement Excerpt

This melody starts with 1 series of sscending intervals thar range over an octave in just the
first rwor measures. Then the melody begins o descend using 2 mix of 2nds and 3rds, and also
addils some chrvmaric notes (ie., notes not found within a certain key) in measure 4. There is not
really any repetiion here, so it feels like one long melodic phrase.

Careless Love

Love, b ke sh esre-less b bve, o lme b oesre-les e

Note that, within these four-measure phrases, the first two measures have mast of the rhy
mic gctivity, while the last two measures just contain a whole note followed by a whole rest,
type nr]‘.lhl')‘d“’ 1s used in many popular songs. Again, the same rhythms are used in measures
14 and 5-5.

WMMWN«J

iy Arnn Dunioe
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The "Symphony No. %7 excerpr is a grear example of twwo-, four-, and eight-measure
phrases, Note the rhythmic figure in measure 1, which is repeated for measure 2. However, the
melody notes are different (E up w0 G in measure 1, and E<D=C in measure herely creat-
ing a two-measure phrase. Then between measures 3 and 4 we have thythmic contrast, with two
dotred- |1u1ncr.f:|1(h(h note pairs in measure 3. and a whole note in measure 4. I ollowing on from
myeasures 1-2, this yields o four-measure phrase. The notes and rhythms in measures 1-2 are then
repeated for measures 5-6, and the ehythmic phrase in measures 34 s repeated during measures
8, bur with different melody notes, This effecuvely creates an answering four-measure phrase
in measures 3-8, which together with measures 1-4 produces an eight-measure phrase in wotal,
The melody note in measure 4 is D, which sounds active in the key of C, giving the first four-
measure phrase an unresolved feeling. By contrast, the melody note in measure 8 is €, which
sounds restful or resalbved in this ke 'an.-( hapter 12 for more on these concepts,

LR

Whai shall we d6  with the  dnrkoem il - o Whan shaflwe do withibe dunk- s il - o?
EET R Ho——F - i I 1
= ] = !
Wt stull we o withthe ok - en sl cor e - ly 0 the  mom . mg?

This is another good example of different phrase lengrhs, Measures 1-2, 3-4, and 5-6 all use
the same pwo-meas i phrase. Also, the melody notes in measures 1-2 are moved down
(o transgpased) by one scale degree w create the melody in measures 34, anid these measures
combine to make a four-measure phrase, overall. Also note the melodic variation within the two-
measure phrases: Measures 1, 3, and § contain repeated single notes, whereas measures 2, 4, and 6
have more melodic movement using different intervals, Althowgh measure 3 is a repeat of measure
1, measure 6 introduces new melodic material, leading into 3 different two-measure phrase in
measures T-8, which resolves to D, the tonic in the key of ]) »wnwr {muore about minor keys in
Chapter %), Measures 5-8, therefore, function as an iz fon phrase o
14




36 SECTION | BASIC THEORY 101

CHAPTER 5
BASIC CHORDS AND PROGRESSIONS

What's Ahead:

+  Creanng three-note chords (triads)

«  Distonic rriads, progressions, and cadences
«  “Triad inversions and voice leading

*  Triad arpeggios and suspensions

CREATING THREE-NOTE CHORDS (TRIADS)

Fasten your seat belis! We're now going to plunge inta the fun world of chords. A chond i< created
when three or more notes are stacked an top of one another. A three-note chord is called a .
Must o porary styles are org: 1 harr Iy around chords, We'll now use some of the

intervals developed in the list chapter 1 spell different triads, starting with the mafor triad.

=

-

[ -
- pertect 3th .

You'll see that we've measured the intervals (major 3rd and perfect 5th) up from the meor of the
triad in each case. You'll remember {at least 1 hope you will) that these major and perfect intervals
are found within the major scale, so this triad alse consists of the 1st, 3rd, and 5th degrees of 2 C
major scale,

Also note the letter “C” shown above the triad. This is our first example of a dhand symbol, The
chard symbol rells you which chord is contained in the measure

A chard symbal consistng simply of 2 note name, with no additional suffix or description,
cates a major triad built from the note indicated. So the chord symbol *C” means a
C major triad,

The major triad is the mast basic and fundamental chord; it is used throughout pop and clas-
sfeal styles. Thus it is impartant to learn all of the major triads (noz just C major).

[ IS8 o L E F F* G Ak A B B
SEE= eSS B vEE W
™,

1 you have a piano or guitar handy, try playing through all of these major triads on your
instrument. This will help you learn the sounds and shapes of the major triads in all
keys.
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Nest up we have the minor wiad, which we're also going 1o spell by using intervals.

e
- P p—

Aggain, the intervals (this time minor 3rd and perfect Sth) are measured up from the root of
the triad, When comparing this triad to the major triad, we see that the interval berween the root
and the middle note (or rhird of the chord) is now a minor 3rd instead of o major 3rd. So, another
way this C minor trisd can be derived is by mking the previous C major triad and lowering the
third by a half step (in this case, E becomes F2), This is true for all major triads: take any major
triad, lower the third by o half step, and you will have a minor triad.

The chord symbaol shove the staff is now “Cm.” There are two components to this chord
symbal: the root (*C"} and the suffix or description (*m”). A chord symbal consisting of 2
note name followed by the suffix *m” indicates a minor triad built from the note indicated.
So the chord symbol “Cm™ means a C minor triad,

The minor triad is used just about as widely as the major triad, soit's another good candidare
for learning in all keys. Note the chord symbols above each chord.

Cm  Dim Dm E'm Em Fmn Fim Gm Afm Am Bwmo Bem

’g__JI:?% - I{ﬁ =

Although the major and minor triads are the most common, there are two more mads thar
we sometimes use, which are the augmeneed and diniuished triads.

C -
oy

& —

These two new triads are shown above, so that we can compare them to the C major miad on
the lefr.
* Ifwe sharp the fifth of the C major wiad, we geva C augmented trad. Note that there are
wo chord symibsols above this cherd—hoth the *+7 and “aug” suffixes are commonly used
o indicate an sugmented triad,

If we flar the third and fifth of the C major wind, we ger 3 C diminished riad. Nore that
there are twa chord symbuols above this chord—hoth the *®7 and “dim” suffives are com-
monly used to indicate a diminished triad.

Play the C major triad on your pisno or guitar, and then aleer it to create the C minor, C
augmented, and C diminished triads. Then try the same exercise, starting with different
nmuajor triads.
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DIATONIC TRIADS AND PROGRESSIONS

LLet’s define a couple of rerms thar will help vou understand this section. Drarowic means *belong-
ing to the major scale.” Diatonic triads, therefore, are triads that are contained within 2 cernin
seale. Here are all of the triads contained within the C major scale:

¢ Dm Em G G Am w «
% 1 ¥ ] R ] E

[

[l i ™ v vi vl 1

What we're doing here is building a mad from each note in the C major scale, making sure
that all notes used are conmined within the scale (if vou're siting at a piano, these triads use the
white keys only, which make them preoy easy 1o find!). This process gives us the various triad
qpreadities shown from Jeft to right (major, minor, minor, major, major, minor, diminished, major).

A Roman numeral under the staff is 2 shorthand way of indicating chord funetion. In other
words, we could say that within the key of €, a C major triad is 2 1 chord, a Y minor triad is 11
chord, and so on. Throw this he conversation when you nest want to impiress vour musician
fricnds!

Now we'll look at somme songs that use diatonic triad progressions. A chord progressinn is simply
a sequence of chords used in a song, This will also be our introduction o o leadsheer, which s
a notated version of a song showing the melody and chord symbals (more details on charts and
leadsheets can be found in Chapeer 15),

other new feature found in these next songs is the pickap meamor. So far, in all of our song
examples, the very first melody note has starved on beat 1 of the first measure. “So what?™ | hear
vou say, “Why wouldn't it?” Well, believe it or not, there are a lot of songs that start part-way into
the firse measure. We could write one or more reses at the beginning of the fiest measure to indi-
cate this, but in practice composers normally use a pickup measure instead, which omirs the rests
ar the beginning. So in the first measure of our next example, nstead of the four beats we would
expect in 4/4 time, there are only two sisteenth notes (equivalent 1o half a beat). This is a pickup
measure, with the first melody note (G) falling on the “& of 4, or halfway theough bear 4.

On to our first example of o diatonic tisd progression, the Beatles’ “Let Tt Be™

howr ofdark - news. she i sandmp vight ® ot ol e

wpeskoing weeds of we o dom e be Lesn




CHAFTER 5 BASIC CHORDS AND PROGRESSIONS

Mate the cf
These are the ¢
are drat
are play

s, and if
f each chord ar

W are x will play a hass | e the root

14ge (i,

by comparing it t
in (), the next wriad is G (which is ¥

{ this way, which helps w
is 2 VI-V=IVal i C,

£ up we

analyz

an excerpt from

Isheet format

ented ir

. R

d rhythms {(number of chords thar oecur:

ITEs CONTn i bt mieasures 3 and 7 e neain two chords,

These chord r common across the ¢

e of contemporary pop
kev of C

5 are diatomic

“Time After Time" was the se

wl single from Cyndi
watd album, and is her second-most
{after “Cirls Just Wane e

Lauper’s Ske’s 8o U,

comnmer sucoessiul son

he song |
wered by over a hundre

Miles Davis, Willie Ne

different artists, including
. Marchbox 20, and €

pssanidra

39



40 SECTION 1 BASIC THEORY 101

H:l

Trock 75
23

of
_"!g

Although both of the previous examples were in the key of C, don’t forger thar all the other keys
have diatonic triads toa! For example, here are the diatonic triads in F

F Gim Am w C

N

n m W v v ¥ 1

And here are the diawonic triads in G major:

Am Bm «

Many famous songs use diatonic triads, o you should make it a goal v learn them in as many
keys as possible!

TRIAD INVERSIONS AND VOICE LEADING

So far all of the chords we have developed have been in rar pogition, meaning thar the root of the
chord has been on the bortom, This is the simplest way to write and ta play a chord. However,
as we start to combine chords mogether into progressions, we will need 1o start using dhond jwver
sons, This means having a note other than the root on the bottom. So instead of playing a tnad
root-third-fifth (from bottom o top), we might instead use third-fifth-root, or fifth i
The reasons for doing this are:

* Inversions help us to voie fead or connect smoathly berween chords, withour unnecessary
interval jumps.

* Inversions can be placed below a melody as a way to harmanize (or “flesh out™ vour
Arrangement.

Let's start with the C major trisd, and invert in

c
é = =  © E— = 3
o  — H — == |
oot fire second
ponitzon mersian imvenion position

We'll define these different inversions of the C major triad as follows:

* The first rriad is in root position (with the root on the bottom).

* The second triad is in first inversion (with the thind on the borom),

= The thind triad is in second inversion (with the fifth on the bottom),

* The last triad is in root position, an octave higher than the first.

Earlicr in this chapter we shawed the root-position major triads in all keys, Now its time to
introduce the inversions of all these, starting with the first inversions:
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And niow here are the second inversion major trisds:

Er E F Ft 6 A A B
£ H
Treck 16 l;:ﬁ—.:*‘_g —g—i,‘ﬁ_—ﬁ—:’ﬁ_:;g_t’u
1626 -
If you have a piano or guitar handy, try playing through all of these first- and second-
inversion major triads on your instrument, These are very important chord shapes in all
s, kews!
Now we'll go through the same process for minor triads, starting with the inversions of the
C minor wisd.
Cm
27 i .
oot firw secimt
pasition Inversion imenion

Here we have minor triads in root positon, first inversion, second inversion, and finally rom
position again, from left to right. Now we'll present these minor triad inversions in all keys, start-
ing with the first inversions;

Cm Dfm Dm E'm Em Fm Fhn Gm Arm Am Brm
Track - — T — | | — L L | S '9-‘. e 2o _
WY dg e g ue U o8 # o Wi o sE e u

And now for the second inversion minor mriads:

Cm Dém Dm E*m Em Fm Fim Gm Afm Am B'm

LB 2.
. LG aigt® giw PR )8 g 5
Yok 7 e e R e e 5
=,

Oince again, try playing through all of these if you have an instrument available,

Next we'll see how these triad inversions can be used to voice lead during 3 chord progres-
ston. The nexy example is a brief excerpr from Pachelbel’s Caran fn 13, the most well-known work
from the 17th-century composer Juhann Pachelbel ishown here in the key of C),

Canon

By jmbaen Fackeibal
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This i a piano adaptation of o work that was originally written for a quarter of string
mstruments, Note the chord symbals above the staff, describing the chonds being used. Chord
symbwils are not normally wrinen in dassical music; however, we have added them here w illus-
wrate that this is another diatonic wriad progression. The root of each chond is played m the bass
clef, and the upper triads are inverted o ensure smooth voice leading from left wo right

The eriad inversions used in the treble-clef part can be analyeed a5

ollows:

Measure 1 The C major triad on beat | s in second inversion, with the third of the chord
(E) om rop. The G major triad on beat 3 & in oot position, with the fifth «
the chard (1) on top.

Measure 21 The A minor triad on beat 1isin second inversion, with the third of the chord
(€ on wp. The E minor triad on bear 3 is in root postion, with the fifth of
the cherd (B) on tp,

Measure 31 The F major triad on beat | s in second inversion, with the third of the chord
(A% on top, The C maor triad on beat 3 is in root position, with the fifth of
the chord (G on top.

Measure & The F major trizd on beat 1is in second inversion, with the third of the chord
(A) on top. The G major triad on beat 3 15 in second inversion, with the thind
of the chond (B} on wp.

The top notes of these triads creare o slow-moving melody, which in this case wses salewise
major anid minor 2ndsy throughout.

mirentent (i,

One of the most-watched videos an YouTube is 3 rock guitar version of Pachelbel's Camon,
which has been viewed over thirty million ames! Onginally the performer on the video
was unknown, but be has since been identified as Jeong-Hyun Lim, 3 seli-taughr guitarise
in South Korea. This video spawned many imitators, and a compilation video of the best
guitar performances of the Canon (called Uitimare Canon Rock) has since been created,

USPENSIONS AND ROOT-FIFTH CHORDS

Guing back 1o the major triad we built earlier, we can amend this triad by replacing the thied of
the chard with another note, or amitting it aleogether, When we replace the thind with another
noste, this is referred w as o mspenson. When we omit the third, this is referred 1o as 0 roorfifid
chord {or a “power chord™ in rock music circles!). Here’s an example of amending a C major triad
in these various ways:

i Causd Cousd cs
-

Let's compare these new chords wo the © major riad shown on the lef:

o 1Fwe replice the third of the C major triad with the second (12 s the 2nd scale degree of
the C major scale), we get the Csus2 chord, (The sécond of a chord ¢an also be referred
o as the ninth—see Chapter 11 for more information on chords with ninths.)

* If we replace the third of the € major triad with the fourth (F is the 4th scale degree
of the C major scale), we get the Csusd chord, (1f you see a chord symbol that just says
“Csus,” then the Csusd chard is assumed.)
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= If we omit th
written as

e thied of the C major triad, we ger the C3 chord. This chord can also be
(nodrd)” or “Clomit $nd).”

Both of the suspended chonds sound sctive, and could resolve or move hack to the C major
triad (especially the Csus+ chord). The root-fifth chord has a mansparent and powerful sound,
and is commonly used in rock and metal styles. Nest we will look at some examples of these
new chords in action, beginning with an excerpr from the Cinde Dance by Barik, which uses
suspended triads.

Circle Dance
from GYERMEKEKNEK (FOR CHILDREN|
Ao - T . —
d;?ﬁ \é! r—g - == -

(591: | . |

Ini this plano picce, the lefi-hand chords support the nght-hand melody, Notice the Crusd
chords in measures 2 and 4, which then resolve back o C major mads.
Near up we have o modern rock example using sus? and root=fifth chords: Train's “Drops of

Jupirer (Tell Me)”

This piano groove uses sivieenth-note rhythms commonly found in modern rock and funk
styles. (These styles are discussed more fully in Chapter #) Note the *C F5" chord
symbaols above the first beats of measures 2 und 3. These indicate that only the root and fifth of
each chord are being used. Later in measare 3 {on the *& of 37) we see the “Fsus2™ chord symbol,
as the second of the F chord is now added wo the roor and fifth, resulting in the notes F-G-C, In
aerual practice, we would probably just show the *Fsus2” chord symbol for the whole measure,

43
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as all the notes in this measure are included within the Fsus? (the separate chord symbaols are
shown here merely for your information). Measures 1 and 4 just use the regular major miad chord
symbols “C

Ohccasionally r chonds, the fourth is used in addition to, not instead of, the thied. This
chard can be wrrten with the “add4” suffix (s0 2 Cadd+ chord would include the notes E and F),
“This rather tense sound is used in our next example, which is the guitar intro o the dassic rock
All Right Now”™ by Free. This example will also introduce us w tahlenere morarion (b, for
guitar, Tab nottion shows the guitarist exactly where to place the fingers on the
warid. This can come in handy when learning. since it is possible o play the same noe in
several different places on the guitar (a5 we saw i Chapter 1), This example shows the guitar
tablarure directly below the conventional music notaton, which is a layour commonly osed in
n and transeription books,

All Right Now

oE-
amininpen
-

Let's look at the first A3 chord and compare the tab to the regular notation, On the treble
clef, this stack of notes from bottom to wp is A-E-A-E-A: the classic guitar power chord, with
roats and fifths only, The tab notation shows where w play this on the frethoard: the “0" on the
bow-A string means to play this string open (ot fretted), the *2° on the D and G strings means
m fret each of these strings at the Ind fret. and the “57 on the B and high-E strings means to
fret each of these strings at the 5th fret, Note the “Dadd4” symbol on beat 1 of measure 3: This
combines the third (F2) and fourth () on dhe 13 chord. This then resolves to the D major triad

“All Right Now” remains one of Frees most recognizable
and best-loved songs, It was 2 #1 single in the UK in 1970,
and by 1990 it had received over one million radio plays in
the US. The song has been resurrected for 2ist-century
sudiences at concerts by Queen + Paul Rodgers. The song
Tas also made it into several movie and TV soundtracks, includ-
ing those of Ameran Beauty, Entourage, and The Sapranos,
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TRIAD ARPEGGIOS AND ALBERTI BASS

An arpeggin is simply a “broken chord,™ This means char, instead of plaving the notes of 1 chord
together, the notes are played one ar a dme, in succession. Guitarists and pianists will often play
arpeggios when accompanying on a song. Piano playvers can use gios in the left hand o
accompany @ melody plaved with the right hand. The following piana arrangement of “The Red

River Valley™ demonstrates a particular kind of arpeggio accompaniment known as Afberti s,

where the arpeggio pattern s 2 specific note sequence: bottom-top-middle-wp. This ype
of left-hand pattern is used in many styles, from rock ballads o Mogare piano sonarss,

The Red River Valley
|

Note that we have used wriad inversions in the lefi-hand partern 1o voice lead smoothly from
left o right. In measure 6, we vsed two different inversions (second, then first) on the Bb major
wriad, 5o that the lefr-hand arpeggio did not collide with the right-hand melody,

If you try playing this at the piano, make sure that the rght-hand melody projects over
the lefe-hand arpeggio pantern: Don't play the left-hand part too loudly in relation 1o the
right-hand part.

wce ds i series of chords that ends a section, or an entire piece. In classical terminelogy, a
cadence is sty if it creares an impression of finality, and ek if this impression is not created.
Fallowing are cxamples of the four main wpes of cadences: antbentic, plagal, deceprive, and badf.
Although these terms are not used in contempaorary music theory, these progressions are nonethe-
less found across thee range of contemporary styles, as well as in classical music,

Aushanhic codercs
G C

(6t s 3
(DS E—
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In the key of €, the previous example is a V- distonic-triad ion, which is considered
the mast final- -sounding of all the cadences. Iodmlc-,‘ll) the version here would he called a perfect
authentic cadence, as the mot of cach chord is in the bass clef, and the roat of the tonic chorl
(C) s in the top voice. The use of different chord inversions would result in dmperfect authentic
cadences.

Tenck 37
o8

In the key of €, this is s IV-1 distonic-triad progression, Although this sall resolves strongly
tos the tonie chord, it is not considered as “final sounding™ as the authentic cadence sbove. In
classical pieces, this eadence is often used as a section ending, rather than as 4 final ending. This
cadence is also known as the “Amen cadence,” because of its frequent wsage in hymns and church
e,

Track 32
ot

In the key of C, this is a V-V diatome-triad progression. A deceprize cadence movees from the
V chord o a chord other than the 1, or tonic, chord. The movement shown here (w the minor
VI is perhaps the most common of the various deceptive cadences. Here we have substitured the
V1 chord for the | chord (more about chord substitutions in Chapter 13),

Half codence

Track 32
[F]

In the kev of C, this is o TV=V distonic-trisd progression. A baif cedewce is technically any
cadence ending on the V chord, but the TV-V is among the must commaon. This is considered
the weakest type of cadence, as there is no resolution to the 1 chord,

From the standpoint of contemporary music theory and ear training, we can explain how
these common progressions work in terms of the movement berween active and resting tones
within a major key, We will return to this important topic in Chapter 12!
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Beyond the Basics

MODAL, PENTATONIC, AND BLUES SCALES
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Trock 33

=20

The major scale displaced to start on its 3rd degree is the Plvygian mode. This mode also
has a minor sound due 1o the minor 3rd between the Ist and 3rd scale degrees, in this
ease E and G. It also has a more ahered or dissonant quality due to the half step at the
beginning (between E and F). Anather way to derive this mode is to build a major scale
from the same starting point (E major in this case), and flar the 2nd, 3rd, 6th, and Tth
degrees, Phrygian modes are found in flamenco and Latin styles, as well as in jazz and
fusion music.

The major scale displaced to start on its $th degree is the Lydian mode. This mode has a
major sound due to the major 3rd berween the 1st and 3rd scale degrees. in this case F
and A. It also has a bright and uplifting quality due to its #4 (B in this case). Another way
o derive this mode is t build 2 major scale from the same starting point (F major in this
ense), and sharp the 4th degree. Lydian modes sre widely used in TV and film music, as
well as pop, rock, and jazz styles,

Track 33
P

The major scale displaced to start on its Sth degree is the Mévofdian mode. This mode
has a dominant sound due to the major 3nd between the 1st and 3rd scale degrees, and
the minor Teh between the Ist and Tth scale degrees (much more abour four-pare domi-
nant-seventh chords in the next chaprer). Another way o derive this mode is to build a
major seale from the same starting point (G major in this case), and flae the Teh degree,
Minolydian modes are an essential component of blues, blues/rock, and gospel styles.

A Aolicn made = o

Yrock 33
235

v |8

The major scale displaced to start on its 6th degree is the Aelion mode, This mode has a
minar sound due to the minor 3rd between the 1st and 3rd scale degrees, and is in face
the exact equivalent of the marural minor scale (more about minor scales in Chapter 9).
Another way to derive this mode is w build s major scale from the same starting point (A
major in this case), and flar the 3rd, 6th, and Teh degrees. Aeolian medes are a staple of
contemporary pop, rock, and R&B styles.
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Track 34
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Trock 34
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4 ] b by 1

The major scale displaced to start on its 7th degree 1s the Loorian mode. This mode also has
2 minor sound due to the minor 3rd berween the 1st and 3rd scale degrees, and an altered
or dissonant quality due o the half step at the beginning (between B and C in this case),
This is also the only mode that does not have o perfect Sth above the tonic, which makes
it less stable and useful. Another way to derive this mode is o build a major scale from the
same starting point (B major in this case), and flat the 2nd, 3rd, Sth, 6th, and 7th degrees.
Locrian modes tend o be limited to jazz and more experimental/fringe music styles.

RELATIVE MAJOR SCALE

In a modal contexr, the refasive major scale is the scale that has been displaced 1o create the mode
in question. So the relative major scale for all of the previous modal scale examples was C major,
We will now use this idea to create a mode from a sm:ﬂlll: starting point, which will be helpful
to you in real-world arranging and performance situations. So, for instance, if we had to create a
€ Darian mode, we could ask ourselves: “Which major scale has C as is Ind degrees” Using the
whle and half steps from Chaprer 3, we can figure out thar C s the 2nd degree of 2 B major
seale. 1 we then displace the Be major scale to start on C, we have the C Dorian mode.

€ Dorian mode {ieloves major B

In a similar way, we can create all of the other modal qualities starting on the note C, wsing 2
different relative major seale in each case.

€ Phirygian mode jeloe majar A
s : =
P 2 o 2
e BT ar o
v 3 n § - 1
- = —a o 3
—— == = e =
| b 3 & 5 " ]
7 = ——— = r—
w= - S s e —
4 5 & ]
€ Asali
o e - —
é ———— — B o
N = TS = ——1i
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Alrernatively, you can

Ten Medal Hits You Sheuld Know
The following wellkncwn hmes wse mode! scoles for their
melodies.

Johannes Beahms, Symphany Mo. 4: Mavement ||
[Phrygian]

REM. “Man on the Moan® [Lydion|

The Bootles, “Marwegian Waod” [Mixclydian|

Judas Priest, “Painkider” |Locran]

Isan Sibellus. Symphony Ma. & [Derian)
Zeppelin, “Stairway 1o Heoven”: guitar solo [Aeclian|

ABBA. “The Visitos™ [Mixohydian)

Elmer Barnsten, To Kill @ Mockingbind {lydian]

“Twinkle, Twirile, Litln Star” {lcnion

leflerson Airplane, “White Rabbir® [Phrygion|

still create these modes by
altering a major seale buile
from the starting note,
as shown by the numbers
below each example. But
the relative-major concept
is very helpful for plavers,
as they can think of each
meade as a displaced version
of a major scale that they
already know—rather than
having to learn a bunch of

new scales from scratch!

MELODIC AND HARMONIC USE OF MODES

Now we'll take a closer look at how modes are used in some famous songs. Our firse example is
the main melodic riff from Glenn Frey's “The Heat Is On," which uses the C Mixolydian mode
that we recently heard on Track 34. In general, we can sav thar o tune uses the O Mixolydian
made if the tonic is C, and if all the other notes wsed (including melody, bass line, and chords)
are contained within C Misolvdian,

The Heat Is On

freem the Poromaunt Moton Ficture BEVERLY HILLS COP

Note that this pizno part establishes the root of C with a repetitive octave pattern in the left
hand. {Yes, I know: The B2 during beat 4 are not contained within C Mixolydian, bu these are
on 3 weak bear, and are wsed w connect back o the root (C) on beat I—sn for all intents and
purpases we're still in C Misolydian!) The well-known motif in the right hand makes prominent

use of Be, a5 well as other notes within the mode.
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regular chord progression, with no repeated bass note or bass line? Well, we could il be using
modal harmony, but we might have to dig a little deeper to find it! To help us understand the next
example better, ler's review the diatonic triads available in the key of Ab:

Ak Bm cm o E Fm G Al
audio = T §
35 F — '

] " i v v v il 1

With these triads in mind, ler's now look at ane of the most famous triad arpeggio figures in

2ist-century mock music, the inteo o “Clocks,” by Coldplay,
Clocks
This example uses arpeggios of Er major, B minor, and F minor teiads, and this chord struc-
ture is repeated throughout the song. Because all of these chords are included among the diatonic
triacks of A» mapor, vou might be tempted o think thar this i just another diatonic progression in
Ap. But let’s dig a lintle deeper.

* When a phrase like this keeps repeating, the ear attaches a lot of importance to the first
measure in the phrase, as this 1s the strong measure. In other words, the E> chord that
begins each four-measure phrase will sound like the ronic.

# Ty reflect this, noriee thar a key signatre of three flars has been used, indicating thar E>
is the tonic. An accidental is therefore needed for the D8 (the third of the Bb minor triad)
when it cecurs in measures 2 and 3.

So we've ended up using rriads diatonic w the Ab major scale, bt in @ contest where F> is our

Yhome base,” As Fb is the Sth degree of the Ax major seale, we can say that these triads are
diatomic to E5 Mixolydian, Here are the previously shown diatonic triads in Ab, now repositioned
oy stare on Eb.
E Fm o A m
Track 38 5 : " 3
(5L — i :
o
I (] m w W vl vil i

Feom this pesspective, “Clocks™ is using the 1, V, and 11 triads within E» Misolydian. Note
that the V chord is minor within the Mixolvdian mode characteristic sound thar
contributes greatly to the tune's appeal’
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PENTATONIC SCALE
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Nest up is the inr pentatonic seale. This can be

nsufm-] a made of the pentatonic seale and is
IF‘\c displace the previous C pentatonic seale 1

as the *hlues pent

sometimes referred 1 n
et the following

start on A instead of C, we

A minor perfiatonic

From bottom
step-minor 3rd-whole step.

top, this scale contains the following intervals: minor Ird-whole step-whole
This seale is widely used in rock, funk, and R&E s
the Stevie Wonder classic “Superstition,” which uses an F» minor pentatonic scale

Db},

1gs, incluid

Superstition

BLUES SCALE

Lastly, we'll see how w derive the Hes
|L:||||s|‘

ale by adding ome note ithe b4 or 53) ta the minor penta-
1addd the connecting tone D3

we take the A minor pentatonic scale an
 an A blues seale.
A bluss
A ——
v = o o o x
X H g
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The blues scale is widely used in blues styles (of course!), as well as in rock, gospel, and R&B.
Here’ an excerpt from Deep Purple’s powerful guitar anthem “Smoke on the Warer,” which is
based on a G blues scale (G=Be-C-Do-D=Fk

Smoke on the Water
‘Words snd Muax Sy Riche Slackmon.
tat Cilinn, Regar Gieer, Jor Lovd and ken foe

.._ _l_ﬁ-\' ,_.E-e.“_'_“l

Tablature notation again is shown directly below the convennonal music seaff. This is a series
of mverted power chords on the guirar, with the roor an the wp and the fifth on the botram.
For example, on bear 1 in the first measure, the root (G} is on the top and the fifth (D) is on the
bottam. Such two-note voicings (perfect dths in this case) are also sometimes referred to as dyads.
The tisp nates of this riff (G, Bk, C, and so on) are derived from the G blues scale, Rock on!
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CHAPTER 7
FOUR-PART CHORDS AND PROGRESSIONS

What's Ahead:
»  Creating four-part chords
= Dutonic four-part chords and progressions
«  Four-part chord inversions and voice leading
«  Four-part chord arpeggios and Alberd hass

*  Four-part chord alterations

audia
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CREATING FOUR-PART CHORDS
Follawing on from the hasic wriads explained m Chaprer §, we're now going w derive some fonr-
part chardr (i.e,, chords contsining four notes). Most four-part chords are secenth chonds, in which
the fourth note of the chord is the interval of a 7th above the root, The most common four-part
chords used in pop and jazz styles are the mfor seventh, mgor sxth, minor 5
with flerted fifek (also called balf-diminished seve

seventh, mspended dominant seven:

nth, weismar sepenth
wth), minor siveh, miwordmmagor seventh, duimant
and diminished seventh chords. As before, we will build each
chord up from the root, using specific intervals as follows:

CmajT Ca Cm? Ce7s Cmb Cmimgi”y €7

eSS —is e

o
-

These chords are formed by building the following intervals above the root:

= major seventh chord: major ird, perfect th, major Tth

*  major sisth chord: major 3rd, perfect Sth, major 6th

*  minor seventh chord: minor rd, perfect Sth, miner Tth

*  minor seventh with flareed fifth ch minor 3rd, diminished 3th, minor Tth

*  minor sixth chord: minor 3rd, perfect Sth, major fith

= minor/major seventh chord: minor 3rd, perfect ith, major Tth

®  dominant seventh chond; major ird, perfect Sth, minor Tth
suspended dominant seventh chord: perfiect 4th, perfect Sth, minor Teh

+  diminished seventh chord: minor rd, diminished Sth, diminished Tth

Note that each chord symbol consists of a root note (“C7 in this case) followed by a suffic.

Some chord symbaols have just 2 letter name and @ number (.e., the C6 and C7 chords
abuve), In this case, if the number is less than *7." the chord has a major qualicy; and if the
number is “7" or greater, the chord has a dominane quality, and is therefore likely to lead
back to a tonic chord, (More about dominant chords later on.)
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Chord symbnols can be confusing if you're not careful! Notice that some of the new chords.
we have just created have the same names as some intervals we defined hack in Chaprer
4. For instance, the first chord in the previous example is 2 major seventh chord, which
contains the interval of a major Teh from the root up w the seventh. This will not be
problem, provided you are always dear whether your rerminology refers to a chord or
an interval, This ts particularly important when the chord name does not correspond
the largest interval within the chord. For example, 1 minor sisth chord acrually contains
the interval of a major 6th from the root up to the sixsth—again, no problem if you keep 2
“firewall™ in your mind, separating chond names from interval names!

Some other points to be aware of regarding these chords:

* The sixth chord symbal [*Cmimai7)"] looks rather unusual, as the suffix refers w bath
minor and major. The minor part (“m”) refers to the minor 3ed (C up o E), and the
major part (“maj”) refers w the major Teh (C up to B This rather tense-sounding
chord is commonly used in paze styles.

The suspended dominant seventh chord (CTsusd), is 2 dominant seventh chord in
which the third (E) has been replaced by the fourth (F). This is similar to how we
created suspended wriads back in Chapter 5. The suspended dominant is 4 commaon
sound in modern pop music seyles.

Note that most of these chords (except for the minor seventh with Nared fifth and
diminished seventh) contain a perfect 5th above the root. The perfect 5th does not
contribute to the definition of the chord (i.e., it does not help our ear make the distine-
ton between different four-part chords). Rather, ir is the third and seventh (or sivth) of
the chord thar define each chord quality.

DIATONIC FOUR-PART CHORDS AND PROGRESSIONS

Now it’s ame to see how some of these four-part chonds fir into different major keys, Do vou
remember when we found out ahour the triads living in major keys (the diaronic wriads in C| “haprer
37 Well, we're about w do the same thing with four-part churds. Here are the diatanic four- -part
chords eomeained within the C major scale,

CmajT (&) Pm? Em? Fena? Fh G Am7 Hmn™=5 Cmaj7
by ¢ 8 1 o7t 1
I n n ¥ ¥ ¥ v vl 1

What we're doing here is building 3 four-parr chond from each note in the C major scale,
making sure that all notes used are contained with the scale (which, in the key of C
are using just the white kevs on the piano again), This gives us the various chord qus
here from left to right {major seventh/major sixth, minor seventh, minor seventh, major seventh/
major sixth, dominant seventh, minor seventh, minor seventh with fAateed fifth). Note thar the 1st
and 4th seale degrees each have two chards busilt from them: Both the major seventh and major
sisth chords, As with the distonic rrisds, a lot of songs are written using these distomc four-part
chords,
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The Roman numeral under the staff again indicates chord function, In other words, we could
say that within the key of C, both the Cmaj? and C6 chords are 1 chords, the Dm? is a T1 chord,
and 5o on, (More ways 10 impress your musician friends...) OF course, we can have diatonic four-
frart chords in any key, not just in C oajor? In this chaprer we'll derive the four-part chords within
# couple more keys, starting with 1) major.

Dimaj7? De& Em7 FmT  Gma? G AT Bm? CHaS  Demaf7
r ¢+ 1 1 5 | o
] ] " m ™ ™ v v il 1

Newt we'll look ar an excerpr that uses a diavonic four-pare chord progression in the key of D
major. This is from the classic Motown pop song “Heatwave,” mad i
Vindellas in the 1960s. Here the verse of the song is presented as o leadsheer, showing the melody
and chord symbals.

Heatwave [Love Is Like o Heatwave]
Flia?
H—=
wime - thirg in e
Flmi7
e

Note the chord symbols placed above the staff, which fall on beat 1 of each measure (with
each Bm? chord lasting for two measures). These are the chords used to harmonize the melody.
Naote that all of the chords are diatonic w the key of D {i.e., they are all contained in the series of
four-part chords on Track 381 Again, its a good exercise to figure out the function (Le., Roman
numeral) of each chord by comparing it o the diatonic four-part chords in the key of 1. For
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Track 38

1034

I:j-udlu
tracks,
39

Teock.
011)

Tiock 39

(o) owrn F

example, the first chord is Em7 (which is 11 in D), the next chord is Fém7 {which is 11 in D), and

S0 On.
In preparation for the nest section on four-part chord inversions and voice leading, we'll now

derive dintonic four-part chords in the key of A major:

Ab BT D7 e E?
===

FOUR-PART CHORD INVERSIONS AND VOICE LEADING

Next we'll use some of these diavonic chords in A major ro demonsteare how four-pare chords can
he inverted (in g similar way to the triad inversions in Chapter 53, Here are the inversions of an
w 1, chord in the key of A major),

AmaiT chord (a twonic,

Amaj7

o
[
mers

nth chord as follows:

We'll define these different inversions of the A major se
* The first chord is i root position (with the roat on the bottom).

* The second chord is in first inversion (with the third on the battom).

* The third chord is in second inversion (with the fifth on the bottom).

* The fourth chord is in third inversion (with the seventh on the bottom),
* The last chord is in root position, an oetave higher than the first,

Now we'll go through the same process for the BmT and E7 chords (the 11 and V' chords in

A majork:
Bm?

4 i

meri pin

myeron

Next we'll look ar o distonic four-pare chord progression in A major, seeing how it benefits
ren 1o Track 40 0 hear a series of four-part chords in root

from inversions and voice leading. L
puosition, all diatonic o the key of A,

AmmajT Fim? Bm? ET Amaj? Hm? BmT E7

B ﬁ
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Nutice how the

hecase we are jur

Je smox

oot position, But wi
1. Listen to Track 40 t hear inversions and voice leading

Amai? Fim? It} E7 AmaiT Fim?

DR ot t ﬁ .“'H' : H e ! oif = i oM

v harmionize an esce:

mverted four-par

Be (an Ever 1.7 This will also give us our fi

R B poyp som
i

hree thyt

fri which will be explored further in t t ¥
mie units (usually quarter or e or example,
the first measure starts our wit all under a triplet

wws that these

an. This

twos he

beats) oecupy o
|

This squeczes

asure

. with each note and rest v, the
rest followed b

wanld

starts w

these two events (wh t, with the rest

for two-thirds of a

fast:

Fin
- 3 3 . =3
5 8 P
Ftm? E7
pa—— i B e e
# g 2 .

an Ewerlastin, we)™ was Natalie Coles

“This Will Be

shut single in 1975, 7

he song became one of her great-
est hits, winning her o Grammy for “Best R&B Vocal
Performance.” It remains a staple on many radio play
especially for adult contemporary and s b jazz stai
few years ago the song enjoved a new life as the theme so
on TV ads for a well-known online dating service. Tt has
appeared in various movies, including Pare
While You Were Skecping.

Wil
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=

FOUR-PART CHORD ARPEGGIOS AND ALBERTI BASS

Back in Chapter § we created arpeggios from triads, and now it’s time to do this using four-part
chords, In the recording of “The Red River Valley”™ on Track 31, we used an Alberti-hass pattern
for the left-hand arpeggios, The following excerpt from Diabelli's Sonativa in F Op. 168 #1 hasa
similar left-hand pattern, now mixing in some four-part chords with erads,

Sonatina in F, Op.168 #1

In measure 3 the bass-clef part outlines 4 C7 chord, and in the last half of measure 7 the bass-
clef part (rogether with the BS in the treble clef) outlines & G7 chaord

Note that this example also contains some articulation markings: s (corved lines joining
groups of notes, indicating a smooth and connected playing style) and saccam doss (indicat-
it & short and separated playing style). You'll find more about different artculations in
the next chaprer.

Apart from the two four-part chords mentioned above,
triad arpeggios. See if you can figure out which riads
Refer back o Chaprer 5 as needed

il of the bass-clef parterns use
being used in each measure,

Anton Diabelli was a noted Auvstrian music publisher, editor, and
compaser, In the early 1%th century, he became known through
his beginner-friendly arrangements of popular piano pieces. His
publishing company was the first to publish works by the up-and-
coming Franz Schubert. Diabelli composed the walte on which b
Beethoven wrote his remarkable set of Disbelii Virdations. T

Ao Dibelli
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FOUR-PART CHORD ALTERATIONS

We conclude this chapter by explonng alteratons to some four-part chords, where the ffth of
the chord has been rased or lowered by a half step, We have seen one example of this already:
The minor seventh with flarred fifth chord is an alered version of the minor seventh chord. Now
we'll see thar the fifth can be raised or lowered on major seventh, minor seventh, and dominant
seventh chords,

Crafl  Comai™s  Cmaj?3 Cm? Cm™s Cm7es c? TH ]

§ 8 o W WE WE owE R

These alwerations can be summarized as follows:

Major seventh chords: In measure 2, the fifth is lowered by half step o Gb, crearing
the CmaiTes chord,
In measure 3, the fifth is rised by half step m G, crearing the
CmaiT#3 chord.

Minor seventh chords: I measure 3, the fifth is lowered by half step 10 Go, creating
the Cm73 chord,
In measure 6, the fifth is raised by half step o GE, creating the
Cm7#3 chord.

Dominant seventh chords: In measure 8, the fifth is lowered by half step to Gk, creating
the G785 chord.
In measure %, the fifth is raised by half step tm G, creating the
785 chond.

These altered chords are commaonly found in jaie, as well a5 in more harmonically-advanced
R&B styles.
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CHAPTER 8
MORE NOTATION AND RHYTHMIC CONCEPTS

What's Ahead:
«  Fighth-note chythmic feels and wriplers
= Sisteenth-note rhythmic feels and miplets
= Tempo and dynamic markings
*  Slurs and articulanons
= More time signartures

EIGHTH-NOTE RHYTHMIC FEELS AND TRIPLETS
ghth or a h rhythmic subdivision, or “feel,”
meaning that the smallest n‘wlnl\ aceurring rhythmic unit is either an eighth or sivteenth note.
In contemporary styles, each of these suhdivisions can be played either sright or moing. The
swing feels require the wse of triplets, at either the eighth- or axteenth-note level—but let's wait
 bit before we get to that.

We'll start our with the simplest rhythmic feel, which is sraighs eighbtbs, In a steaight-eighths
feel, each eighth note is of equal length and divides the best exactly in half,

Stroight eighth noes

o —— ——

2 & ]

Most music styles use either an

Lt

Nate the rhythmic counting below the staff. This is how eighth-note rhythms are normally
“2,7 23" and “4” falling on the downbears, and the “&" falling halfway in

counted, with the *1,” “2,
between, on the upbeats.

Many pop and rock songs use o straight-eighths feel, including John Cougar Mellencamp's
“Hurts S0 Good.™ [n contemporary styles, the drummer is typieally responsible for defining the
rhythimic feel, so we're now going to look at the drom part for the chorus of this song, Thas is
our first look at a drwm charr, where lines and spaces on the staff (instead of designaring actual
pitches, as in piane oF guitar notation) represent different elements within the druml ote the
legend provided: this indicates which line or space corresponds o which part of the drumii. In
order to be as clear as possible, it is always advisable when writing deum charns 1o provide a key
of this sort. This drum legend shows the following elements of the drumkit:

* BID (bass drum): Normally based around beats 1 and 3 in most pop,
mock. and R&B.

* 5D (snare drum}: Normally on beats 2 and 4 ithe hackheats) in most
pop. rock, and R&B.

= HH (hi-hat): Normally outlines the rhythmic subdivision {either

eighths or sicteenths)
* TT 1.2, § ithree tom-toms):  Tuned o different pitches; used for fills or emphasis.

* Crash (crash cymbaly: Played on strong downbeats and heginnings of
sections (often following a filll.
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The bass drum {also known as the kick drum) is usually written in the bottom space on the
drum staff. and the snare drum is usually writen in the second space from the top. However, the
placement of the other elements of the drumbkiv is rather non-standardized—which s why irs
gond o provide a legend!

Hurts So Good
“ o
; ——
WA w0 el [ dowy
T

R

Back ar the beginning of this chaprer we spoke about downbeats and upbeats. If we play on an
upbeat and then rest (or sustain) through the following downbeat, this resules in an anticipation,
which is a vital rhythmic element in contempaorary styles. We see this concept at work in the intro
to Deep Purple’s, hard-drving, “Space Truckin',” which has a straight-cighths feel. In the
measure of this drum chart, the bass drum and cymbal land on the of 1" =% of 3," and “&
of 47 (Le., halfway throagh beats 1, 3, and 4), with nothing landing on the following downbeats.
This is a grear example of ehythmic anticipation:

DRUM LEGEND

Space Truckin®

e

You'll find that the drum le
a eraik choke, where the drummer immed
does not ring (indic

rend has some addinonal drumkic elements this tme, meluding

Iy grabs the erash cymbal after playing ir, so that it
ated in the notation with a dat).

65



66 SECTION 2 BEYOMND THE BASICS

Continuing with the drum part for “Space Truckin®,” we'll now look at the chorus, in which
Deep J’urph. drummer, lan Paie b sting use of downbeats and upbeats, Here the
s playvin, la

ing upbears on the

= and the “& of 4. creating a very cool emcopared effect.

Space Truckin’
.

=== ===

Deep Purple hos o salid place in rack music hisiory, and the band is sill active in the
219 century. Moyt of |||e' bestknawn songs were writen ond recorded n the 1970
and incoeporate classicol. blues, ond jozz elements ins o unique hardrocking sne
Here ore ten more of their sangs that you should check out

* “Spesd King'

* “Child in Time

* “Fireball

* “Svange Kird of Woma

» “Highway Ssar

* “Maybe I'm o Leo

» “Smcke on the Water
o Clazy

* “Woman from Takyo®

= “Rat Bat Bloe

O to our next chythmic feel, =
each heat {the “&” in the rhyth
is equivalent to playin
chapter, triplet signs are used 1o fir theee chythmic units (in this case, eighth notes) into the space

narmally oceup rhith-note triplet in the second measure
bebow, the quarter note will land on the downbeat, and the cighth note will land two-thirds of
the way through the he mremporary styles. musicians might apply o swing-cighths inrer-
pretation, where appropriate, to regular eighth notes (as noted in che first measure below), or
this rhythmic feel may be indicated specifically (as in the second measure), In that case, these o

il by two, S0 within each quaner-notede

res become functionally equivalent,

Swing sighth nctes (=) J1

"f'_’:’ (.2.;2..‘...—2.'\.. I_I
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Newt we'll look at an excerpr from 3 fun song by ABBA that uses a swing-cighths feel,
“Waterloo.” This is presented in leadsheer formar, with melody and chord symbals. The notation
just shows regular eighth notes; we need w interpret them as swing egghths i order w sound like
the recond,

af Maic by Beemry Andariia
Biom Uhveut ardt Big Arcimicn

1 wan de - fem ed. you won the war

<l

ol AN GOV AT 48

There will also be times when we nc:d o land om all three parts of an cighth-note miples, In
this case. the swing-cighths rhy will not work, as this only allows us to access
the first andd thind parts of the triplet. Instead, we either need 10 use cighth-nate riplet signs in
44 time, or use | 2/8 time, which exposes all of the eighth notes without the need for tripler signs,
The following example shows these twn different types of notation:

Eighth-note lnpluh i 12.-’3{.»»9

further toward the end of this chapter.

In the first measure above, each beat 1s divided into three equal parts. In the second measu
the rime signature allows for twelve eighth notes in the measure, but we still hear four *big beats
vne at the start of each beamed group of eighth notes, These two measures are therefore fune-
rionally equivalent. A« a general rule, | would suggest notating in 4/4 time unless there are a lot
of eighth-note tripler signs needed, in which case it may be less combersome to notte in 12/8
rime,

Our next example i the famous Whimey Houston ballad “Saving All My Love for You,"
which has an eighth-nate triplet feel, We have a choice a5 to how to notate i tin 44 with
triplet sigms, or in 1278, Following is a leadsheet for this song, notated hoth ways s you can
compare.

67
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First we have the 4/4 version:

Saving All My Love for You

D™ Ci? BmT DE Amai?  Ftm? Al I F

Saving All My Love for You

Ftm7T

Bmd DE

Fim? B Fim? BF A ] Fim?
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There are some chard symbals in “Savin

All My Love for Yo

" thar we hav

befiore
* The B9 chord is a
explained in Chapee
The D/E

bass, creating

form of the Bm? chord. Fiv

part chords like this are

1
ssh chord symbol, and indicates a 1) ma
rger form
-||\|\u--1|u|.ru|< voicings con be

*  The B/F# 1s another slash chord symbe
the bass.

wriad phaced over E in the
rimation shout slash chords and

4 chord. I
sl in Chapter 19

meaning a B major triad with its fifth (F§) in

All My Leove for You™ was the second single from
y L m, topping the charts in hoth
the US and UK. The song won the 1986 Grammy 2
“Best Female Pop

in the movie Hai

oeal Performance.” Houston's acti

ale is reflective of the «
portrays in this son,

Whitne

SIXTEENTI'I-HO‘I'I IHY‘I’HMI: FEELS AND ‘I‘RIPI.!TS

each sixweenth note is of ¢ ||_-.|| ||:Il:_, h .u'\l divides the ¢

exactly into quart

Siroight sixteerth nokes

- o
ween the
nth note wi

bear numbers (*1, ) and the "&7s, we

in each bea

urth sixteenth note within each beat,
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use 3 straight-sivteenths ineluding

4 the funk/
rock fan “As * by Chieen. Here we'll i

the v
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CHAPTER & MORE NOTATION AND RHYTHMIC CONCEPTS

On w our next rhythmic feel, mng nths. In o swing-sivteenths feel, the second and
fiarrh sivteenth notes in each bear (the “e” and “a” in the rhythmic counting) land rwo-thirds of
the way through their respective halves of the beat, This is equivalent o pls

ing on the first aml
iril parts of a <y h triplet. In contemporary styles, musicians might apply 4 swing-
sisteenths interpretation, where sppropriate, t regular sivteenth notes {as notated i the first
measwre below), or this thythmee feel may be indicared specifically (as in the second measure). In
that case, these two measures become funcronally equivalent.

Nest we'll look at an excerpt from “We're in This Love Together,™ a song made famous by
Al Jarrean that uses o swing-sixteenths feel, This is given in leadsheet formar, with melody 1
chord symbols, The notation uses regular sisteenth notes—which we need w interpree as sw
suxreenths in order o sound like the record.

We're in This Love Together

Cm?

the kird thae U Lt for

Gm7

vine W st et all

There are some more new slash chord symbols in “We're in This Love Together":
The Cm7/F means a C minor seventh chord placed over F in the bass, creaving a larger
form of an FTsusd chord.

* The Gb/Ab means a Gb major riad placed over Ab in the bass, ereating a larger form
of an AsTsuet chord.

Another approach tn notating a swing-sixteenths feel is to multiply all of the rhythmic valwes
by twa and notare it in swing cighths: n this case, there would be anly two beats, or pulses, per
measure feach of which would be a half noted, and there would be twice the number of mesures.

Charts like this often have the directions “in 2" or “2 feel™ written ar the top. Strictly speak-
ing, such charts should use the 2/ ome signature, indicating that there are rwo half-note beats
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per measure (more abour different time signatures later in this chapter), However, in fake hooks,
1 do sometimes see this done using the normal /4 tme signature, so be prepared. Here’s an
example of the same excerpt. now using eighth notes in 2 *2 feel

We're in This Love Together

Hem,
by
v
We're - this
s BrmajT
= =
==
Amid like
e s Yew
gLl e

There will also be times when we need to land on all three pars of o siveenth-note wipler,
In this case, the swing-sixteenths rhythmic interpretavion will not work; instead, we need 1o use
wriplet signs w indicate the sixreenth-note rriplets.

Sixteensh:nose friplets
& i A K -l £ £ AL A =& = 4
] e e e

l.“diid‘diidd-ii-’d-’-’-’

It is unusual for contemporary styles vo use all of the sixteenth-note triplet subdivisions in

cach measure. More commonly, sisteenth-note triplets wall be used in part of the measure as
embellishment, Our next example is the intro drum part to the Beatles classic “Come Together,”
prohahly one of the most famous examples of sivteenth-note triplets ever recorded,

DEUM LEGEND

i e

Wiy and Musi
Shoot me me Jebn tmrn and Paud MeC




CHAFTER & MORE NOTATION AND RHYTHMIC CONCEPTS 73

B e www I
- = 1 - =
Notice that Ringo Starr plays triplets on the hi-hat durin Jf beat 2, then
half of beat 4. In total, half ire wses sixtecnth-

3 and the first

furing heat
triplets,

Everything You've Ever Wanted Te Know

was released in Octo

ited o

TEMPO AND DYNAMIC MARKINGS
Now that we know ahout these rhythmic su e do we
J question! The spee

livisions and feels, b
sic is referned
115 often

So, | hear you ask

play o piece of music
her one «

the score, 1s t
the 1empo marking says

mber of
-five beats

are si

Am
i ¥

. L

= = po =

70 BPM rzn,
and bebop |

Ballad tempos are normally in the
th jazz (80-110), pop/rock {110-1
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In classical music, it i
Haydn' “The Heavens Are
wenerally refers 1o a relatively fast tempo.

pical to indicare the tempo range using latian rerms. For example,
cdling” (from the oratorio The Crarion) is marked “Allegro,” which

The Heavens Are Telling
From THE CREATICN By Frons jssagh Mapde
=
2

When the tempe range of a piece is indicated in this way, the exact tempe bs left o the players

2 vick (and/or flashes a light) for each
ic store will have 3 selection of metronomes,

1, The tempa {or number of

discretion,
[ A is a picce of equiy that prod
bear ar the specified rempo. Your local »
Toth meechamical (using a pendulum) and digital

beats per minute) is also referred o as o *metronome mark.”

Tempo Markings You Should Know

 Larpo of Lenko: vaty slow [40-0 BEM|

» Adagiz: slow and stotely [60-76 BFM)

* Andante: of @ wolking pace [76-108 BPM
* Modsrolo; moderately [108-120 BFMI

* Allageo: fost ond bright [120-140 BPM|

* Vivace: lvely and faat [140-148 BPWY)

» Presto: very fast [163-200 BRM)

Some Common Qualifiers
* malto; much or very [e.g.. Allegro maito = very fost and bright]
* fon fappa: el ton much fe.g., Allsgro non opoa = faw
but miat foa Fasl|
* can brio: with vigor o sgirit e.g., Allegro con brin = fast, with vigor}

Listening to Track 44 (section starting (30, you

Mast pieces of music (especially in
contemporary styles) keep the same
tempo  throughout. However, some
picces will slow down or speed up ;
different times. The maost common
wiys o indicate o gradual slow-down
or speed-up in the tempo is o use
the ltalian terms ritaridimds (abbre
ated i) and sverferamnds (abhreviated
respectively, Sometimes it is also
necessary to pause, or kold a note for
a perind of nme, before resuming with
the tempe: this is done with a fermm.
A fermara will often be vsed following o
slowing of the tempo, as in the follow-
mg example:

can hear that the tempo gradually slows in

measure 1, before pausing at the fermara (the sign above the whole note in measure 3}

Nest we'll look ar dvmamic markings, which tell the performer how softly or loudly to play.
The o main dynamic indications used in music are p (pleso, meaning soft) and f(forte, mean-
ing lowd). These can be modified by the prefis m (for sezzo, or medium), as m mp (medivm soft)
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and wf (medivm loud), Beyond p (for soft), we can use gp (prrmrcame, meaning very soft) and
ST (fortizitmo, meaning very loud). We can go even further by using ppp (planisrismme, sometimes
called *triple piano™) and Q0 (fortississtm, sometimes called “miple foree”

Ir's important tw bear in mind dhat dynamic markings are not absolute. The symbol af
doesnt indicate an exact volome level—it just indicates that the music should be a fitde
quicter than f, but louder than e,

Changes in dynamic level can be gither abrupr or
inserting a new dynamic marking in the

gradual. Sudden changes are indi
wusic. (Anad if o strong, sudden acoent is required, we can
czandde marking, abbrevisted ) Gradoal increases and decreases in dynamic level are
indicared by crescendda (or ores.) and decrescendy (or decress.) markings, Dimsnstends (or dim.) can also
be used o indicate a decrease in the dynamic level. *Hairpin® signs (==}
o indicate gradual changes, as in the following example:

=} can also be used

Trock 44
14y

Note that in measures 1=+ of this example, the solume bevel abruptly alternates between p
andd 2 Measure 3 starts at mp, before building gradually during the firse “hairpin® w g, The
volume then gradually rerurns o wp duning the second “hairpin,”

Sometimes ppp or [if just isn’t enough...

Some compasers bave wed dynamic markings with more than thiee fi

o

* Tehalkowsky morked some £ possoges in his 1812 Ovarture, ond he wiote
Popepp for o notatious basscon sale in the lirst movement of the Symphony No. &

o Rochmaninolf used o 0 marking i his Piono Prekde in €F Mincr, Op. 3, No. 2
* Shaslokovich wross fIard QIO in the first mevement of his Sympheny Na, 4

* Mahlar neadad o fFYJf marking in tha second movement of his Symphany No. 7.

Ciustay: Mahler

Sometimes individual notes in o piece need to be played louder, without changing the dynam-
ies of the other notes in that section. This is achieved by using either an awcent mark (=], or (if the
note needs to be very much lowder) with 3 maraere mark (A ). These signs are used in the follow-
ing example:

wr &

In this example, the sccents are used on all the downbears excepr bear 4 of measure
marcato markings are used o emphasize the strong accents during bear 4 of measure 2.
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SLURS AND ARTICULATIONS

When musicians talk shout articulerion, they are referring 1o a performance technique thar affects
how <ingle notes sound, and/or how the transition sounds between notes, Different articulations
result in notes sounding long or short, connected or disconnected, and so on, Here is a summary
of common articulsnons affecting the sound of individual notes (including some that we have
seen hefore):

The first rwo artculations (the accent and marcato marks) cause the nates 1o be played
lomder, The third articulation is a sairo, indicating that the note sounds detached and separate
from any surrounding notes. By contrast, the fourth articulanon is a revst, indicating thar the
note should be held for its full duration.

Y Different i will achieve articulations through various physical playing tech-
niques. For example, brass and woodwind instruments normally articulate by rongning
(using the tongue to control and break the airflow going into the instrument), whereas
stringed instruments will use o mix of plucking and bowing.

1f & musical phrase needs to be plaved smoothly and without separation (known as fegato
articulation), then a sur sign is used over the phrase. The following example shows this nota-
tion in the first measure, and also includes some staccato and tenuto markings in the subsequent
measures:

i

Note the contrast hetween the first two measures: the same musical phrase is 1o be played
legato (smooth and connected) in measure 1, and stacearn (short and separated) in measure 2. The
example then continues with some tenuto markings on the quarter notes in measure 3, leading to
the final whole nore.

& For stringed instruments, legato phrasing normally requires the notes to be played in a
single how stroke (i.e., without moving the bow back and forth). In guitar music, the slur
eutras, is best interpreted using 3 bammer-on (i.¢., not plucking the string after the first note).
MORE TIME SIGNATURES

S0 far we've mostly been dealing with music in 4/4 time, which {as we saw back in Chaprer 2) is
the most commaonly wsed time signature in Western music. Now ity time for us 1o learn some
maore time signatures. There are three overall categories of tme signature that we need o be
aware of ample, compennd, and srregudar (also known as complex or asymmetric).

474 is an example of a simple time signature, in which the upper number indicates the number
of beats in the measure, and the lower number indicates the note value representing one beat (we
can call this the Fear wrir), In simple time signatures, each beat can be divided into two equal parts,
The most common simple time signatures, in additon w 44, are 2/2, 2/4, and 3/4.
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242 time has the same number of quarter notes per measure as 474, but
the hear is felr differently: there are two half-note beats per measure.

@Q‘— 242 i also refierred o as at tiare, which has its own dme signarure symbol,

In the classical world, 2/2 time is often used for marches and fast orchestral music, In contem-
porary styles, the cut time signature is almost always used instead of 2/2 Bme, and is often found
in Latin stvles (especially samba). Here’s a leadsheet excerpr from the mune “Morning Dance” by
the Latin fusion group, Spyro Gyra, that uses cur tme,

Moming Dance

By Joy Beckuratn

#
— vy

at
==

Noice that the tempo marking says “s = 100," indieating thar the half note gets the bear
(instead of the quarter notel. This is very ypical of samba charts: the measures 2ip by preny
quickly when you're reading! &%

Gl

O o 2/4 time, which simply has two guarter-note beats per measure.

“Twe measures of 2/4 have the same number of beats as one measure of 44, However, music
written in 2/4 consists of two-hear measures, so each beat 1 is of equal importance, Here is an
excerpt from Mozart's Allegra in 82 Magor, which uses the 2/4 time signature:

Allegro in Bk Major, K. 3

Next up is 34 or walee ime, which has three quarter-note beats per &g
measure, o

In addinon to waltees, this tme signarre is used for seimees and scberzi (often found as the
third of symphonies). In poary music, 3/4 time is also found in some countey
hallads, a5 well a5 in traditional gospel stvles,
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Here's a piano arrangement of the immortal Blee Dannbe Walez, written in 3/4 ome:

Blue Danube Waltz R,
5 1
et et

Now [t tme to look at some copanad tme signatures, in which each main beat is divided
it three equal parts, The twp number of o compound time signature is normally « mulople of
three, amd if we divide this number by three we get the number of main beats (or pulses) per
measure, For example, in 6/8 time, if we divide the wop number by three, we get two main beas

per me

re. The hottoan number of o compound time signature is normally cight (signifyin
eighth-note beats). but in fact the main pulse is felr on the doatred guarrer wore (Le., every three
eighth notesk. 8o in 6/% vime, there are two main beats per measure, cach lasung for a domed
notes), The most common eompound time signa-

quarter note (which is divided inw three eig
948, and 1278,

48 41 he

(LT

tures are o

me i found in some folk and mraditonal music, and in much classical music. %8 ome is
wsed in traditional wospel, as well as some classical music. 1278 is found mainly in blues and R&B
stles,




CHAFTER & MORE NOTATION AND RHYTHMIC CONCEPTS

Nexr is a well-known example

t hand

3 tune in 6
ean folk song, it was made |

i, This simple pianc arrangement uses an

B, “I
ous by E

wse of the Rising Sun." Onginally a
ie Burdon and the Animals in their P94
in the left ha and the melody in the

House of the Rising Sun

Trodk 43

K-:::'.'-. : .
.).. — e

—_—

Finally, we'll lnok at some irr
a barger prime number. The
the heat unit; for example, 3/4 time has fir

gular tme signarures, in which the wp number can
ottom number of the imegular time s

A [i

e i e
—_— .

he 5.7, or

ent

grature will still repre
quarter-note beats per measure. Three of the o

ore
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Mere Famous Songs with Irregular Time
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Radichead
Gushay F
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Feser Ilyich Tehaikovsky

The Buciles
George Har
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" Other ievegular time signatures include 774 (see Pink
% and 11/

tro to the Cream song “White Room.” Altho
v of the tune is in 44 time, the intro is in §

B in bridge]

o
& ond 15/1& in intro|

“Take Five™ (frc
and Jethro Tull's
el “Money,” includ




CHAPTER 9
MINOR SCALES AND KEYS

What's Ahead:
« Minor scales and key signatures
+  Natural, melodic. and harmonic minor scales, and their distonic triads
«  The circle of 3ths/4ths applied w minor keys

MINOR SCALES AND KEY SIGNATURES

In this chapter we're going o learn about the various minor scales, and how they relate to minor
keys and key signatures, Back in Chapter 3 we learned how to create all the major scales, and we
saw that each major scale corresponded to a major key and used a major key signature. In other
words, 3 sang ereated from the © major scale would typically be in the key of € major, and would
he written using the € major key signatore (which, as you'll hopefully recall, has no sharps and
no flas).

Well, I hate wo break it o you, but all of those major key signatures we developed back in
Chapter 3 also work for minor keys, If we reposition the C major scale to start on the note A (Le.,
~D=E=F-G=A), we get an A watural miwor scale (equivalent to the A Aeolian mode that we
saw in Chapter ). This scale is used in the key of A minor, and the key signature again would
have no sharps and no flaes. The minor key thar shares the same key signature as @ major key is
known as the relative smmor of that major key. The relative minor always starts on the 6th degree
of the curresponding major scale, as A is the fith degree of the € major scale.

Soif you see a key signature with no sharps and no flars, how do you know if you're in the
key of C major or A minor? Well, you have 1o make 1 contextual judgment in the music;
For example, if the “home base™ {tonic) were €, you would most likely be in C major,
whereas if the “home hase™ were A, vou would be in A minor. Many tunes also move back
and forth berween the major and relative minor keys (for example, several Beatles songs,
including “Yesterday").

Here's an updated version of the key signature summary from Chaprer 3, now with all of the
relative minor keys added.

© majer

At  minar




= A ot of pop and rock music in minor keys just uses the natural minor scale,

SECTION 2 BEYOND THE BASICS

NATURAL, MELODIC, AND HARMONIC MINOR SCALES

So here’s the other slightly tricky part: We can use more than one minor seale within o minor
key. The natural minor seale will conform exactly t the minor key signature. For example, the
A natural minor scale conforms exacthy to the key signature of A minor (no sharps and no fats),
In other words, no additional acidentals (sharps or flats) are needed if we are restricted to the A
natural minor scale within the key of A minor. However, other minor scales zilf require us t
contradiet the minor key signature with aceidenrals,

so for these
tunes the extra sharps and flats are not needed. However, it is common in clasical, jace,
Lanin, and folk styles wo mix the different minor scales within a minor key.

Jow we'll investigare all three minor scales (natural, harmonic, and melodic). For consistency
we'll start by building them all from middle C, and we'll see how they work within 2 minor-key
context. We'll also build diatonic triads from each of these scales, and see how these triads are
used {and mived together) in some well-known pieces.

NATURAL MINOR SCALE

Here sre two ways we can look at the € natural minor scale. On the lefi-hand side the scale s
nomted without the key signarure of C minor, so we're using scoidentals w creare the specific
seqquence of whole steps and half steps needed (W = whole step; H = half step). On the right-hand
side the scale is notated using the key signature of C minor, which has three flars (it relative
majar is Ebj,

i
W



CHAFTER @ MINOR SCALES AND KEYS

The narural minor scale {equivalent o the Acolian mode) is widely osed in contempaorary
styles. The first four intervals (whole-hali-whole—whole) are shared by all of the minor scales, so
the only differences are in the wpmaost intervals (in this case, half-whole-whole). Next up is the
F natural minor scale, along with a famous movie theme based on that seale, notsved with the key
signature of F minaor.

Axel F
Therme fram the Faromount Mosion Fickre SBEVERLY HILLS £0F

By Horsld Fbwontye

The key signanure of four flats indicates that the mune is either in A major or F minor,
Notive that the tomic of this melody is F (rather than Ab): The melodic motifs start on F
an heat 1 of esch measure (or anticipating beat 1 in the case of measure 4). This means
we are in the key of F minor. No additional sharps or flats are used, which means that the
mielondy is contained within the F natural minor scale.

ﬁt\ “Axel F” was the instrumental theme for the 1984 movie Beverly Hills Cap, composed and
= recorded by Harold Faltermeyer. Originally topping the US charts in the mid-1980s, the
W wne climbed the European charts to decades larer as a remix by Crazy Frog. The title
refers to Eddie Murphy's character (Axel Foley) in the movie,
Now we'll ook at the triads that are diatonic to the rarueal minor scale. Chord progressions

for many minor-key pop and rock songs employ oanly diatanic triads. The nest example uses the
B matural minor scale, and corresponding diasonic trads,

e fle——r

Bm C# D Em Fm o A Hm

=SS =SS

] mowoov Vv

Sting’s “King of Pain™ is in the key of B minor, and makes substantial use of the triads
contained within the B natural minor scale, as shown in the following leadsheer excerpr
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Track 47
a7

Muiie and Lyries by Siing

Bm Bm A
i.. - =
— -
ESE== S E
ot oo e wn__ weday tha's my sl wp o there

A
=
= Thire's o blwchhat caughi in 3 high— ime lop  Saivmy sl up o there Theresa
. ti A G A Fim G
g w— .

Hap pole  mg_ aml te wind__won't sep_ that's my sl up e

The B natural minor scale (or B Aeolisn mode) is a repositioned or displaced version of the D
major scale, Therefore the triads found in the B natural minor scale are the same as the datonic
triads in [2 major.

HARMONIC MINOR SCALE
We'll see two ways w look at the C barmouic minor sele. On the lefi-hand side we're using flaes

to create the sequence of whole steps and half steps, and on the righe-hand side we're using the

kev signature of C minor,

Note the *3H" between the notes Ap and B, signifying three half steps {or one-and-a-half
steps). This unusually large interval contribures vo the angular quality of this scale, which is char-
acteristic of many ethnic and Middle Eastern melodies. We'll now have a look at the rraditional
Hebrew song “Havah Nagilah™ (which you'll definitely need 1o learn if vou ever get ealled for a
Jevash wedding gig). This song uses the E harmonic minor scale:
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Next we ads thar
= a
minor scale

diatonic to the harmonic minor sci
v for T and TV, but a major qual;
and eorresponding diatonic triads

This seale still gives
v for Vo Here we have the T3 harmenic

Den E ¥ G ) i c¥ Dm
g ra i}
n w v Vi Vit

Dm
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SECTION 2 BEYOND THE BASICS

W mentioned earlier that it is possible to use more than ane minor seale within a minor kev,
This means that the melody and/or harmony may come from different minor scales as needed.
“The following excerpe from Handel's Saratande s in the ke of D minor, and contains melody
nates and chords from both the I3 natural minor and [) harmonic minor scales.

Sarabande in D Minor

L1 B
&
‘...

=

(ORI
¥ 5 Jf
=]
o
L. B

‘_
b=
o

|

"

o
.l
Al

i

We would not normally find chord symbols in classical music notation. However, the
chord symbols are helpful here because they accurately reflece what is happening harmon-
ically, and they enable us to see quickly which chords are being used from the distonic
triads within the minor scales,

The melody uses both the © from the [ narueal minor scale (in measare 3), and the
from the 1 harmonic ninor scale (in measure %), The Dm and G chords belong to both the
harmonic and natural minor scales; the A chords helong to the harmonic minor scale; and the F,
€, and Bemaj7 (a larger version of Br) chords belong to the natural minor scale. The C2 melody
note and the A major chord are also found in the 1) melodic minor scale (introduced in the nest
section]; however, the use of the minor IV and major V chords in the same progression (Gm and
Ain this case) implies the harmonic minor scale.

MELODIC MINOR SCALE

Finally, we'll see two ways to look at the C melodic mamor scade. Again, on the lefi-hand side we're
using flats (actually just one flar this time) o create the sequence of whole and half steps, while
on the i el side we're using the key signature of C minor,

é-“ P T e

WM W W W W M WO W W W W H

Note the rather unueunl sequence of four consecutive whole steps in this scale, from the 3rd
up to the Tth degree. This minor scale is the most similar to the major scale, You only have o
alter one note of the € major seale to ger the C melodic minor scale: change E w Er, The melndic
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minor scale s important i classical and jazz music, and in styles thar make use of jazz harmany
(e, the more advanced R&E and Lann styles).

We'll now have s look ar an excerpr from a waltz by Edvard Grieg, This piece oses the A
melodic minor scale:

Track 48
-t

P

....‘

Note that the right-hand part consistently uses F# and G5 within the key of A minor, This
is like a “neon sign” advertising thar the melodic minor scale is being used!

=N In some classical circles, the melodic minor scale s considered to have different ascending
and descending forms: ascending as shown above, and descending the same as a natural
minor scale. Different ascending and descending forms of this scale are never needed in
contemporary applications.

st we'll ook st eriads thar are diatonic w the melodic minor seale, This scale now gives us
major chords for IV and , bur still 3 minor quality for 1, The nest example shows the E melodic
minor scale and corresponding diaronic riads:

Em Ftm G+ A B cE
bt s===CF = S S EEE=E=C :
1 u m w v V1 Vi 1

is the E natural minor scale, along with is diatonic triads:

Em  F¥ G Am  Bm o Em

Tack 45
0:551
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The popular English folk song “Scarborough F

it” 35 another example of a song dhat
combines chords from different minor scales, ”

his time we'll be using triads from bath the E
melodic minor and E natural minor seales. Look at the following piano arrangement. and note
which chords are used w harmonize the melody,

Scarborough Fair

Notice the left-hand Alberti-hass figures used in this plano armangement. This 15 a
common sceompaniment device across a range of classical, pop, and folk styles.

The melody of this song uses both the C# from the E melodic minor scale {in measure %,
and the IX from the E natural minor scale in measures 7, 8, 12, and 141 (Alernatively, we could
think of all the melody notes a5 coming from the E Doran mode, which can also be used in a
minor key.) The A major triads in measures % and 16 belung o the melodic minor scale, while all
of the other chonds are taken from the natural minor scale.
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The flksomg“Scborough Far”originated from  7th-cncuy Soish bl and b
sifice und pcifitatiss ind ferences to “Searboraugh
Fair” and “parsley, sage, rosemary, and thyme™ occur in versions of the song from the 19th
cenmury onward. The most famous 20th-century version was recorded by Simon and
Carfunkel in the 19605, and was featured on the soundtrack tw the movie The Griaduare.
The song also appears briefly in the 2003 Bill Murray mavie, Lot i Transhatin,

Lastly, we'll look ar another popular song that combines melody notes and chords from the
difterent minor scales, in the key of E minor. The chords for “Greensleeves™ are derived from the
melodic and natural minor seales (as in the previows example), and the melody horrows from all
the minor seales,

18 Cantary Tradmonat Engish
Em
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At the beginning, the melody uses C (in measure 4) and 13 (in measure &) from the matural
minor scale. However, in measure 8 the D% appears, suggesting either harmonic or melodic
minor, Then in measure 16 we have C2 and D2, both from melodic miner, In measures 20 and 28
we have C# and D, implying 2 mix of melodic and nataral minor (or an E Dorian mode). All the
chirds ariginate from natural minor—escept for the B major triads, which are from harmonic or
melodic minor. Note the D/FE passing chardd in measure 11: This is a D major chord placed over
its third (F2) in the hass. (These shash chords are treated more fully in Chapter 19.)

THE CIRCLE OF 5THS/4THS APPLIED TO MINOR KEYS

Back in Chapter 3, we showed all of the major scales and keys in a circle diagram (referred to as
the arele af keys, or the ardde of Sthotbs). Well, now we know that each ey signature does double
dury for both major and minor keys, so we can expand the oniginal circle diagram w include all
of the minor key signatures.
Each of the entries around the outside of the Fity Guin
circle represent a major key (for example, halfway
down on the nght we have the key of A major,
with three sharps m the key signarure). Now for B
each major key, there is a corresponding relative
minor key shown inside the circle (for example,
halfway down on the right we have the key of Eron|Cm Fim] Aty
¥# minor, which shares its key signature with A
majorl. To review: The relative minor is the Ath
degree of the corresponding major key (ie., Fi is  Ariay Eiae)
the fith degree of A major).
As with the major keys, we have an overlap Dbyst
zone at the hotom of the circle. where alternate Chimy Fiety Chmy
(enharmonic) minor keys exist; Ghion

* B minor (five flats) is equivalent i A% minor {seven sharps).

* D% minor (six sharps) is equivalent to Er minor {six flars).

* (% minor (five sharps) is equivalent to A» minor (seven flas).

When figuring out or recognizing minur key signatures, | recommend that you use the rules
and methods we developed earlier for major keys, and then convert 1o the relative minor as the
last stage in the process, The logic and concepts reganding the crele of Sthe and circle of 4ths
will abso apply to minor kevs,




CHAPTER 10

MELODY HARMONIZATION AND COUNTERPOINT

What's Ahead:
= Different ways wo enhance a melody
»  How to choose chards for 2 song
Counterpeint hasics

mudio
tracks|
50
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DIFFERENT WAYS TO ENHANCE A MELODY
The most recognizable and memaorable part of a song or classical piece is generally the melody
This is the part that people will sing or whistle, even if they don’t know anything abour music
Hlowever, as musicians, we are interested in different ways to support or enhance the melody by
adding further notes and parts. We have already seen several leadsheet examples showing melo-
dies with chord symbols, and in this chapter we'll be taking u closer look at how wo add chords o
an existing melody. We can also creare one or more harmony lines below the main melody (often
using 3rds and 6ths), which is 2 common way o generate background voeal and hom parts in
contemporary styles. In general, adding harmony in this way will make the music sound bigger
and fuller, and therefore more interesung to listen

Another way o enhance a melody is o add one or more mdependent melody lines, 2 tech-
nigpue known as cowmterpoing. This often occurs in classical music, os well as in more sophisticated
jaez stybes. In pop music, we find a technique called barmonizasion by bas fine, which can be
thought of a5 2 type of counterpoint Gaithough it does ot adhere striety w classical principles).
And sometimes just a single note (often in the bass) is repeated against the melody; this is known
as a peddal poing, andl it is found in both classical and contemporary stes. In general, we can say
that adding chords or harmonies 1o a melody is mainly abowt the vertical combinations of notes,
whereas creating counterpaint is mainly about the horizontal movement of individual parts. With
thise thoughts in mind, we'll take a simple tune in the key of C and demonstrate some ways in
which the melody can be enhanced. First of all, here’ our melody:

Now we'll apply a simple pedal point in the hass. Favorite choices for this are the tonic or the
Sth degree of the key (C or G in this case). This example uses the tonic (C), repeated as whole
notes:

(bt
(}iu

21



92 SECTION 2 BEYOND THE BASICS

In this next stage, we're still using whole notes in the bass, but now with different pitches.

This could imply the rmats of a chord progression (in this case C-F-G~C), and/or it might be a
slower-moving line (helow the main melody) played in the bass. In this example we've added the

ampl

lied chord symbols, even though the chords are not fully defined.

A C F (l_ C
S sgEs = S R =
b =

Note that the melody notes on beat | of each measure are basic chord tones of the implied
chord symbols: E is the third of C major, A s the third of F major, and D is the fifth of
G major. The melody notes at the points of chord change are often basic chord tones in
a simpler pop style.

Next we'll ereate some harmony parts to be used below the melody. For this we would

normally stay within the key of the song (unless chords from other keys are being used—for
more an this, see Chapter 18). Favorite intervals for these harmonies are 3rds and 6iths, due o

theil

r warm and consonant quality. The added parts should alse work within the chord symbuols,

particularly on the strang beats (L., beats | and 3 of a 4/4 measure)., Here' an example of 3nds
added below the melody, a typical solution for vocal harmony lines:

F [ IS
=re—r— it — 3
g gy & £ Es 1
|
— o 2
- = =

Nate that the harmony notes on beat 1 of each measure are also basic chord tones: C is
the poat uf € mkjor, F 14 th ik 6F F sisjo, xind B i the third nf G njoe;

Here we have the same melody harmonized with fiths:

[ F G [ 7
e R S E—— Y
k 4 @ L I# = = =
i
T — o

Nate that the harmony notes an beat | of each measure are mostly basic chord wones: G is
the fifth of C major, and C is the fifth of F major. The harmony note on beat 1 of measure
3 is F, which is the seventh of the implied G7 chord.
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The next example harmanizes the melody with triads in the bass clef, again using the same
C-F=G-CC progression. Here we are using triad inversions 1o voice lead smoothly from left w
tight, a technique we first saw back in Chaprer 3

We'll have more information soon on choosing the mads to harmontze o melody. Bur firse
lee’s add a counterpaint-type melody below the main melody, in the bass clef.

A counterpoint line can have the same rhythm as the fime melody, or (as in this case) it can
have a different complementary rhythm. This 1s not “formal” counterpoint from a classical poine
of view, but it does demonstrate the adiiton of 4 separate melody line, a5 opposed 1o adding
chords below a melody. We'll return 1o counterpoint at the end of this chapter,

HOW TO CHOOSE CHORDS FOR A SONG
If vou've written a melody and would like to find the right chords 1o go with it, then this section
should get you started. For now we're assuming that the melody is diatonic to a major key (he

we have to start somewhere), Here we're going to introduce three main techniques to harmonize
your melod

* by primary triads;
* by diatonic er

als and wpper-structure trinds;
oy s fine.

HARMONIZATION BY PRIMARY TRIADS

By prémary trinds, | mean the I TV, and V triads in 2 major key (in the key of C major, these are the
C major. F major, and G major triads). Many simpler pop, country, and folk songs are harmonized
with primary trisds.

T'his method involves looking at the melody and derermining which notes from the primary
triads are present. For this purpose, a metody note is more important if it oceurs on a downbear,
especially on a strong bear (1 or 3 in 44 dmeb. In general, longer notes would be more important
than shorter notes when determining the harmony implicanons, Another factor wo establish is the
chord viryrbas (how frequently the chords change). A reasonable starting point would be one chord
per 4/4 measure; however (depending on the melody, sevle, and wmpa), nther chord rhythms such
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as two chords per measure (normally linding on beats | and 31, or one chord every two measures
may be needed. These are good general points to hear in mind as we look at our first melody, the
traditional sonyg “Little Brown Jug.”

‘higrdy ard Misic by

lovedd  num, Wl oy wha we'd Wt of  funl

For “Little Brown Jug” we will assume a one-chord-per-measure chord rhythm. To deter-
mine which of the primary triads (I TV, or V) to use for each measure, we look at the melody w
see which primary triad the melody is “closest o." In other words, if the melody uses some of the
notes from a particular primary triad (often the case in simpler runes), then that erad is likely 1o
work for harmonization. In particular, the melody notes landing on beats | and 3 (in that order of
impartance) are the most significant. With this in mind, we'll look at cach measure in the “Little
Brown Jug” melody,

Measure 1: The melody notes on beats 1 and 3 are E and G, which are both within the T
wriad {C major), The note on the weak beats (2 and 41 is also G, so the C major
trind is the best choice.

Measure 2: The melody notes on beats 1 and 3 are F and A, which are both within the IV
trind (F major), The note on the weak beats (2 and 4) is also A, so the F major
triad is the hest choice.

Measure 3: The melody note on beats 1, 2, and 4 15 B, which is found only in the V rriad
(G major), making this iad the best choice. The nore on hear 3 s A, and while
this is not 3 basie chord wone, it does not conteadier the G chord (it temporarily
ereares a pinth on the chord),

Measure 4: The melody notes on bears | and 3 are C and E, which are hoth within the T
triadd (€2 major). The note on beat 2 is D, another temporary ninth, this time on
the C major chord.

Mote that the melody consists of four-measure phrases, and during the first phrase imeasures
1—4) we start and end with the C major rriad, which is the most restful chord available in the key
of € major. This type of harmonization often occurs with simpler melodies, and gives s a clue
about how o harmonize measures 5-8. The melady in measures 5-7 is substantially similar w
measures 1-3, so we can use the C, F and G major triads again to harmonize these measures.

Measure §, however, seems less clear-cut, as the melody notes on bears 1 and 3 are 13 and C,
which as a pair are not contsined in any of the primary wiads. However, we should, if possible,
harmonize this measure with a C major chord, for symmetry with the first four-measure phrise
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and so that we can end on a restful chord. 18 we do this, the melody note on beat 1 als up
being the ninth of the € chard, which then resolves to the root of the chord on beat 3. So all of

this gives us the following harmonizacion:
Little Brown Jug
G c
T i i T i il =
a n oy bt we i
¢ ¥ G
\ & . * & & 5 ® a = - £ :
" Sk dmed g el 1 oed 1 o whal, we'd !
(5 9 i E |
[ Note that the wriads added in the bass clef are voice led from left w righe. The first C eriad

ad in root position and then to the G wiad in

i in first inversion, which leads 1o the F
second inversion, and so on. In this register, the triads don't get in the way of the melody,
and yet are high enough to not sound “muddy™ on the piane,

HARMONIZATION BY DIATONIC TRIADS AND
UPPER-STRUCTURE TRIADS

You'll remember that we developed diaronic eriads in various keys back in Chaprer 5. Harmonizing
by diatonic triads is the next step after harmonizing by primary eriads, In the key of € if we
ization options to include all the diatonic triads (not just the primary triads
we would have seven in total: C, Dm, Em, F, G, Am, B* (refer to Track 25),
Our Jppnm.l is similar to that taken in the kst example: We look ar the melody and determine
if notes from the diatonic triads are being used. With this idea in mind, we'll exami
from the Eddie Holman pop hit “Hey There Lonely Girl (Hey There Lonely Boy
we might harmonize the melody with diatonic triads

Hey There Lonely Girl [Hey There Lonely Boy]

s 4N excerp
" 1o see how

This melody is suited o triad harmonization, as it uses arpeggios to outline various chords,
We can analyze each measure of this melody as follows:

mil A together create an A minor triad, with the E fall-
cat 1), A minor is the olvions chord choice.

Measure 1 The melody notes E, €
ing on the strong beat (
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Measure 2: The melody notes D, B, and G wgether create a G major triad, with the D fall-
ing on the strong beat (beat 1), G major s the obvious chord choice.

Measure 3: The melody notes C, A, and F iogether create an F major triad, with the Cand A
falling on the strong beats (beats 1 and 3), F major is the olwious chord choice.

Measure 4 The melody notes B and G are present in both the E minor and G major
triads, with the B falling on the sorong beat (beat 1). Both chords would be suit-
able choices. If it seems desirable 1 use a chord that has nor been used yer (a
subjective choice), then we choose E minor, as G major has already appeared in
medsure 2.

So all of this gives us the following harmonizason of the melody:

mmmmmﬂmww
G -

“Bur wait!™ | hear you ery. “I know that tune, and our example doesn't quite sound like the
record!” Well, I gotts admir... you're right! While this harmonization is perfectly okay, it isn't
quite the sarmie as the nne on the. wmnl—lm-.luwe :In record uses I.argvr (fonsr-par) chonls instead
of just triads, S0 we're now going to eriady, which
is 3 neat way to find four-part (and larger) chords o fit your mL]odies. Using this canceps, if
we know that an A minor triad can be used to harmonize the first measure, then larger chords
contuining that A minor trind can also be used, One chord containing an A minor triad is the F
major seventh four-part chord (which we first met on Track 38). We could say that A minor is
an upper-strucrure triad of the F major seventh chord—it’s built from the third of the chord, in
fact, Similarly, the other triads that are used are also contained within larger four-part chords, as
demonstrated in the following example:

Am Frnai? G Em? F Dm? Em Cmaf?
Z a —y
- _lv_g = ==

We can analyze this example as follows:

Measure 1: The A minor triad on beat 1 is conined within the F major seventh chord on

beat 3. The A minor triad could therefore be termed an upper structure (huile

from the third) of the F major seventh chord.

Measure 2: The G major triad on beat | i contained within the E minor seventh chord on
heat 3. The G major triad could therefore be termed an upper structure (huile
from the third) of the E minor seventh chord.

Measure 3: The F major triad on beat 1 1 contaned within the I minor seventh chord on
bear 3. The F major wiad could therefore be termed an upper structure (huile
from the third) of the D minor seventh chord.
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Measure #: The E minor trad on beat 1 15 contained within the C major seventh chond on
bear 3. The E minor wriad could therefore be termed an upper structure (built
fram the third) of the C major seventh chord,

0 |m(c—ad of using the Am chord we could use Fmaj™: instead of using the G chord we could
use Em7, ere. The next example shows these mew bass notes helow the previous triads, ereating
the finrr-part chords that we remember from the classic recording,

Hey There Lonely Girl (Hey There Lanely Boy)
7 Dm7

Em’ Cmaj7
E)

#

=

Note that there are two lines of chord symbols shown. The hotrom line contains the slash

o chord symbels, showing each upper-structure triad over its new hass note (for example,
in messure 1 the Am trisd has been placed over F in the bass). The top line shuws the
compasite four-part chord symbaols (for example, in measure 1 the Fmaj7 chord has been
created by placing the Am chord over F in the hass).

o Building triads from the third (to create four-part chords) is only one type of upper struc-
ure available. We can also build triads from the fifth, seventh, ete., to creste or imply
larger {five-part and six-part) chords, More later!

Comparing these two harmonizations of the song, we hear that the triads sound clean and
simple, whereas the four-part chords sound more dense and full. Generally the size of the chords
used (e tmads, four-part, five-part, ete.) is a stylistic choice. Subject to many variations and
exceptions, we can say that the simpler contemporary styles (such as pop, rck. and country) are
meare likely to use triads, while more sophisticared styles (such as R&B, gospel, and especially jazz)
will use larger chords.

In Chapter 19 we'll explore upper-structure voicings and slash chards in more detail®

HARMONIZATION BY BASS LINE
Harmanization by biss fime involves composing a bass line wndernearh the melody, and then adding
chords in between that work with both the melody and bass line. You can think of the bass line as
a type of slow-moving counterpoint to the main melody, The hass line nommally determines the
chord rhythm. So if, for example, there were owo different bass notes per measure, that would
typically result in 4 two-chords-per-measure chord rhythm (very common in pop and rock stylesh.
With rare exceptions, each note in the hass line needs to create o consomane interval (i
dls&rm:m( or clashml: Jnuh (hr melody at that paint, In simpler contemparary stles, the major-
ry of harn oceur in major keys, when the bass line is moving

o7
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diatonically within the key. Next is one of the most famous melodies harmonized in this way, the
theme from the 1960s gem “A Whirer

shade of Pale,™ by Proeol Harum.

A Whiter Shade of Pale

el Mhstie by
Keh Raid and Gary Bschar

!
ay!
You'll notice thar the melody is in the key of €, s our Im« line n.-ulul nurmalh' Jl.m b in the
same key, When applying this N.'\ilmqu\‘ there are variahles o consider, such as:

* How many bass notes 0 use per measure, For contemporary styles, one or two is the
post commaon, with two being favored at slow-to-medium tempos.

* How the bass line should move ii.e., ascending vs. descending, large vs, small intervals,
The majority of pop bass lines written this way descend in
i in some interval skips. Ar cach stage you need o check the mtervals created between
the melody and bass line, especially on the strong bears of the measure. Some dissonance
is okay on the weak beats, especially if the melody note is of shorter duration (i,
eighth or sisteenth note).

What the starting note should be. A good default choice is the tonic of the ke
works in this case (C below E in the melody). Other distonic notes are possible choices
alses, If your're using & sealewise bass line, you'll often need o look ahead and see what the
implications of different starting notes are in later measures;

With these points in mind, lers start with the tonic (C) as the fiest bass note, and then descend
in the C mapor seale (with some mrerval skips), using twi bass nares per meassre—
did on the record!

A Whiter Shade of Pale
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Note that while most of this bass line descends by scalewise steps, there are some interval
skips and vartations:
* In measure 5, the bass moves up to G (instead of descending to B). This is a subjective
devision based on the following considerations:
* We can't continue descending forever; at some point we need to move up.
* The note B would be in unison with the B in the melody, and while this would be
okay, it doesn't sound as interesting as an interval created between two different notes.
In this case the interval of G up to B creates a warm-sounding major 3rd (plus two
octaves).
* In measure 7, the bass moves up o F (again instead of descending to B). This begins an
ascending series of notes thar rakes us back o the starting note of C. Again, the choice of
F here creates the consonant-sounding major 3rd, this time below the melody note A,

Note thar the interval skips occurring in this bass line are 4ths and Sths, which are consid-
ered very strong. These intervals are most commonly used for skips within a bass line that
otherwise moves by scalewise intervals.

When trying to fit chords between a melody and a scalewise bass line, it will often be
necessary to use a chord thar is inverted over its third, fifth, or seventh in the bass, in
order to stay distonic to the key, This is another type of slash chord, as it is wrirten with
a slash in the chord symbal. For example, “C/G” means o place 2 © major triad over G
(its fifich) in the bass.

S0 when choosing chords to fit between the melody and bass line, we'll not only be consider-
ing which triad is implied by the melody (a5 in the previous section of this chapter], but also we'll
see if the bass note at that point has a useful relationship to the triad (i.e., is it the root, third,
fifth, etc.). If the bass note is a chord tone other than the root, then this could imply a stash-chord
harmonization,

With all these points in mind, let's now look ar an arrangement of the organ intro for “A
Whiter Shade of Pale.” This shows the chord symbaols fitted between the melody and bass line,
and how these chords have been fleshed outin the right-hand part (including some counterpoint-
wpe, secondary melody fragments).

A Whiter Shade of Pale

CaG F AmE — Dm FiC

=
Foww—u
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Let's take a closer look at the chord symbols and amranging choices in “A Whiter Shade of

Pale™
Measure 1, beat 1:

Measure 1, beat 3

Measure 2, beart 1:

Measure 2, bear 3:

Measure 3, beat 1:

Measure 3, beat 3:

Measure 4, bear 1:

Measure 4, bear 3:

Measure 5, beat 1:

M 5, beat 3:

Th:Cm:qwmd(mchmdufdmkﬂ}uthclupuldmmchmd
choice, given the melody note of E and the C in the bass

: The diatonic triad contsining both the melody note (E) and the bass note

(B} is E minor, so the slash chord Em/B would have been an oprion here.
However, the compaosers went with the more tense-sounding C/B chord
(i.e., continuing with the upper C triad, but now over B in the bass). This
is dissonant due to the half step (plus two octaves) between the C (in the C
‘major triad) and the B in the bass {implying 2 major seventh chord, placed
over the seventh). This wension is an arstic judgment eall and is generally
okay, provided it resolves by the next chord (which it does here).

The A minor triad is the logical diatonic chord choice, given the melady
note of E and the A in the bass. Also, the melody note on beat 2 is C,
which is the third of the chord.

‘The melody note C an beat 3, wgether with the melody note E on beat
4 and the bass note G, all outline a C major chord inverted over its fifth
(G) in the bass,

The F major triad is the logical diatonic chord choice, given the melady
note of A and the F in the bass.

The diatonic triad containing both the melody note (A) and the bass note
(E) is A minor, which placed over its fifth in the bass creates the slash
chord Am/E. (Recall that in the similar circumstance of measure 1, the
Emv/B chord was an option.)

The D minor triad is the logical diatonic chord choice, given the melady
note of F (omamented with the sisteenth-note E) and the ID in the bass.
“The diatonic wriad contining both the melody note F and the bass note
Cis F major, which placed over its fifth in the bass creares the slash chord
F/C. In the bass, the eighth-note run (C~D-E-F) is used to connect to
the G in the next measure.

The G major triad is the logical diatonic chord choice, given the melady
note of B and the hass note of G.

The combination of B and F (melody and bass) is not present in a diatonic

Measure 6, beat 1:

triad (except for the rarely used VI diminished), but is present in the G7
chord. The G/F here implies 2 dominant seventh chord inverted over
its seventh, a chord that often moves to the next chord by a descending
half step in the bass (as in this case). (See Chapter 12 for maore about
dominant-chord functionality

The E minor triad is the logical diatonic chord choice, given the melody
note of G (ornamented with the sixteenth-note F) and the E in the bass,
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Measure 6, beat 3: The diatonic triad eontaining both the melody note G and the bass nore
D is G major, so the stash chord G/D would have been an opton here.
However, the composers wene with the dominant chord G7/D 1o lead
mare strongly w the following C chord. The melody note F (the seventh
of the G7 chord) appears twice during beas 3 and 4.

Measure 7, beat 1: Here the harmony feels like it should move back to the tonic chord, given
the preceding dominant chord. Although the melody note on beat 115 F,
it quickly resolves to E (the third of the C chord) on the next eighth note.
So with the C in the bass, this implies a Csus4 chord lasting for half a bear,
before resolving to the C chord. In practice we just show the C chord
symbol for two beats, with the understanding that this chord is suspended
for the short duration of the F in the melody, Also, in this arrangement
the hass moves tw E (briefly implying a C/E chord) on bear 2.

Measure 7, beat 3: The F major mad is the logical distonic chord choice, given the melody
note of A and the F in the bass. A counterpoint line of C-D-E-F, in
eighth notes, has also been added to support the main melody.

Measure 8, beat 1: The default assumpeion here is a G mujor chord, given the G in both the
melody and bass. Also, the G (V) chord is useful here to lead back o the
tonic () chord in the next section. Although there is a unison berween the
melody and bass, it is made more interesting by the eighth-note counter-
point line (B-C-D-FE) under the main melody.

Measure 8, beat 3: The distonic triads containing both the melody note F and the bass
note A are F major and I minor, In this siration, where the bass line
is ascending, the major chord (inverted over its third) sounds stronger
than the minor chord (inverted over its fifth), so we go with the F/A slash
chord,

Measure 8, beat 4: There is an extra bass note {B) here 10 lead back to the C ar the stare of
the next section. This suggests 4 busier chord rhythm, with chords falling
on beats 3 and 4 in this measure. As in measure 5, the combination of B
and F most often suggests a GT dominant chord. This time, with B in the
bass, the resulting slash chord symbol = G7/B.

Procol Harum’s “A Whiter Shade of Pale” has become
one of the most enduring rock songs of all tme, not
least because of Matthew Fisher’s classically-influenced
organ part on the recording. Originally released in 1967,
it topped the charts in several countries and went on to
become the most-played record ever in the UK (accord-
ing toa 2004 survey). The song has since been covered by
hundreds of artists, incloding Eric Clapeon, Joe Cocker,
Willie Nelson, and Michael Bolvon.

[T TE————

Procol Harum
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COUNTERPOINT BASICS
As mentioned at the outset of this chaprer, coumterpoing is the use of two (or more) separate melody
lines played simul Iy. Classical int melodies (for example, the left- and right-

hand piano parts in a Bach two-part invention) will generally have the following characteristics:
Both lines will be of equal melodic importance (i.e., one line should not be subsidiary 10
the other).
Each melodic line should make sense and stand on its own,
The rwo melodic lines muost fit together in a way that implies the harmonie structure of
the piece.
The intervals created between the melodic lines will usually be consonant, Any dissonant
intervals used will normally be resolved afterwards.

For our first counterpoint example, we'll start with a well-knawn melody to which we will fic
a counterpoint line. Here’s an excerpt from the traditional song “Abide with Me":

Abide with Me
g
[:]mﬂ E = 4 —F—t= ; —
52 Help o J\: help - lem. O 4 - Mde wiih me.

To add a simple counterpoint, we'll compose a line with rhythms identical to those of the first
melody (this is sometimes referred to as a 1:1 rhythmic ratio). Also, we'll emphasize consenant
intervals berween the melodies {such as 3rds and 6ths) and avoid melodic intervals larger than a
fith in the counterpoint ling, as shown in the following example:

Abide with Me
o3 (5 = = —
18 & = 1 f LS - - " T w =
Help of e | hep -lem D x - | hide wis me.
fbi— = E——— — EE
& “w » f + o

Now itls ime to take a closer look at this counterpoin line and the intervals it creates with the
first melody. As the line is written in the bass def, we can also consider the harmonic implications
(.., chord symbaols) of the counterpoin line.

Measure 1: Here the line moves in scalewise steps below the first melody, resulting in 3rds
(plus two octaves) between the two lines, The harmonic implication is a C/E
chord on beat 1, and an F chord on bear 3.

Measure 2: Here the line uses rwo ding 4ths,

| by a d ling 2nd. After beat

1, this results in &ths (plus one octave) between the two lines, The harmanic
implication is an F chord on beat 1, and an F/A chord on beat 3.
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Measure 3: Here the line uses a descending 6th, which is normally the largest interval that
would be used in this type of counterpoint. Note the smaller 2nds before and
after this larger interval, which help us to “digest™ this larger interval. This
results in a 6th (phos one octave) and a 3rd (plus two octaves) between the two
lines. The harmanic implication is an F/C chord on beat 1, and a C/F chord on
beat 3,

Measure 4: In the last measure, the counterpoint line is in unison with the first melody
(implying an F chord). This typically occurs at the end of a piece.

Our next counterpoint example features contrasting rhythms berween the two melodies (i.e.,
no longer a 1:1 rhythmic ratio). This is an excerpt fmm In(mmm No. 13 in A Mawor by ].5. Bach,

the most famous classical I o use iques, This example uses riytimic
displacement, which is typical of more suph:suc:md counterpoint. For example, in measure 1 in
the treble clef, we have two beats of sisteenth nores followed by two beats of eighth notes, and

this rhythmic pattern is then repeated (or displaced) two beats later in the bass clef,

Note the elegant way the two melodic lines fir together, and that each melody makes sense
and sounds musical on its own. Also, 1 lot of consonant intervals (3rds and 6ths, plus ane or two
octaves) are created vertically between the two melodic lines. Now we'll take a closer look at this
example, including the harmonic implicatons,

Measure 1: In the treble clef, during beat 1 the notes collectively form an A minor triad, and
during beat 2 the notes collectively (rogether with the G# in the bass clef) form
an E7 dominant chord. This harmonic implication (Am-ET) is then repeated
during beats 3—4. As with all the measures in this example, sixreenth nores are
used in the right hand on beats 1-2 and in the left hand on beats 34, while
eighth nores are used in the right hand on bears 3 and in the left hand on beats
1-2: Examples of rhythmic displacement.

Measure 2: As in messure 1, the harmonic implicadon is Am (beats | and 3) and E7 (hears
2 and 4). This time the right hand ress on beat 4, which ends the melodic
phrase.
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Measure 3: Beeween both parts during beats 1-2, the notes collectively form an A minor
wriad (with the brief implication of an Am7 chord, due to the G in the treble clef
on the fast sixteenth note of beat 2). Then berween both parts during beats 3-4,
the notes collectively form a D minor triad (with the brief implication of 2 Dm7
chord, due tm the C in the bass clef on the fast sixteenth note of bear 4).

Measure 4: Between both parts during beats 1-2, the nores collectively form a G7 dominant
chord, and because the note B occurs in the lower part of the bass clef on beat 1,
we could say that a G7/B ehord is implied. Then between both parts during beats
3=+, the notes collectively form a C major riad (with the brief implication of a
Craj7 chord, due to the B in the bass clef on the last sisteenth note of beat 4),

o You too can write your ewn counterpoint melodies! Start off with a simple four- or eight-
measure melodic phrase, with rhythmic values no smaller than eighth notes (at least for
now), Make sure that the lase melody note (probably falling on beat 1 or bear 3 of the last
measure) is the wnic of the key. Then create a counterpoint line to the first melody, using
the same rhythms (i.e., a 1:1 thythmic ratio, as in “Abide with Me"). Also, make sure o
use consanant intervals (especially 3rds and 6ths) berween the counterpoint and the first
melody ling, and finish on the wnic of the key below the last note in the first melody
(erearing a unison intervall. When you have written a few of these simpler counterpoint
examples, yot can move on to some pieces using different rhythmic relationships berween
the melodies, Oh, and don't forger to listen o some Bach stuff. His inventions, chorales,
and fugues are o good place to swre. Counterpoint doesn’t get any betrer than that!

Counterpoint Isn’t Just for Classical Music

Althaugh counterpoint was made famous by the Bareque compasar lohans Sebastian
Bach, this compesitional echaigue is chie wsed in various pes, jazz, ond musical
hacter styles

® In e progressive rock ara of the sarky 1970s, bonds such as Yas, Gande Gian,
and Gryphan mads significant use of caunterpaint

* Motable usages of counterpaint In jazz inchede works by Stan Gesz, Gerry
Mulligan, Bill Halman, ard the impravisations of pianist Deany Zaitlin.

= In the world of musical theater, sangs from Sweeney Todd |Ssephan Scndhaim),
Les Misdrables [CloudeMiche! Schanberg), and la Coge oux Folies (lerry
Harman| featwe vorious fypes of counterpaint.

Stephen Sardbeim

I —
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SECTION

mediate Stuff
CHAPTER 11

FIVE-PART CHORDS

What's Ahead:
Creanng five-part chords
Five-part chord alterations
Major and minor add? chords

CREATING FIVE-PART CHORDS

Fallowing on from the four-part chords explained in Chapter 7, we're now going to derive some
frve-part chonds (i.¢., chords containing five notes). Most five-part chords are ninth chards, with
the fifth note of the chord being the interval of a 9th above the root. The most commaon five-part
chords used in pop and jazz styles are the major sk, magor 6/9, mimor ninth, mwar/mjor ninth,
iy 6/9, demeimant ningh, and ruspended dominant ninth chords. Again, we will build each chord
up from the roor, using specific intervals as follows:

Cma@ ch Cmd Cm¥imajT)

Cosusd
2
Aaucio i — — T — 7
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These chords are formed by building the following intervals above the root:
* major ninth chord: major 3rd, perfect 3th, major Tth, major Sth
* major 6/9 chord: major 3rd, perfect Sth, major 6ith, major 9th
* minor ninth chord: minor 3rd, perfect 5th, minor 7th, major 9th
* minor/major ninth chord: minor 3rd, perfect Sth, major 7th, major 9th
* minor &9 chord: minor 3rd, perfect Sth, major 6th, major 9th
* dominant ninth chord: major 3rd, perfect Sth, minor 7th, major 9th
.

suspended dominant ninth chord:  perfect 4th, perfect 5th, minor Tth, major Sth

As with the four-part chord symbaols we saw in Chaprer 7, some of these five-part chord
symbols have just a letter name and one or more numbers (i.e., “C§" and “C97). In this
case, if the first number is less than *7" (as in “C§7), the chord has a major quality; other-
wise the chord has 3 dominant quality, Again, be careful to distinguish between interval
descriptions and chord descriptions: For example, the minor ninth chord contains the
interval of a major 9th from the root up to the ninth,
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& Some other points to be aware of regarding these chords:

* The chord symbol “Cm%maj7)" has a suffix that refers w both minor and major, simi-
lar to the “CmimajT)" symbol we saw in Chapter 7. The minor part (“m”) refers to the
interval of 2 minor 3rd from the root up ro the third, and the major part (“maj”) refers

o the interval of a major Teh from the root up o the seventh,

“The suspended dominant ninth chord (Csus4) is a dominant ninth chord in which the
third (E) has been replaced by the fourth (F); it’s similar to the suspended dominant
seventh chord we saw back in Chapeer 7.

You'll notice that each chord on Track 53 (first section) containg an interval of 3 major
9th from the root up to the ninth, All ninth chords will contain the note that is a major
“th above the root, with the exception of some altered dominant chords thar we'll see
later in this chapter. While it is technically possible to alter the ninth (i.e., add 2 minor or
augmented 9th) of s non-dominant chord, the results will net be useful, at least for the vast
majority of Western music styles. So... Erecommend that you don't do this on any music
that you're getting paid for!

Now it’s time for another general rule about chords: The larger the chord is i.e., the more
notes it has), the less likely it is to be plaved as a simple vertical stack of pitches, This applies
especially to five-part (and larger) chords. For example, lets say we saw a “Crmai¥" chord symbol
in a song and we played it as in the example on Track 53, Well, although this would be techni-
cally correct, it would not sound especially interesting or stylistic. So we need to get beyond just
the simple spelling of the chard (important as that is), and get tw know how the chord might be
voiced in a real-world sination,

In the last chaprer, we were introduced 1o some upper-structure triad voicings for four-part
chords used to harmonize 3 melody. Upper structures are also very useful for voicing five-part
chords in contemporary styles. For instance, one can build an upper four-part chord from the
third or fifth of the original five-part chord, Let’s hear this principle at work on some five-part
chords in the key of Eb major:

BPmaj® Gm7 Fm%  Abmaj? Gm? B Armaf®  Cm? B sund Fm7
L a -
rock 53 borg———g B—f——¢ 2 f B 5
(L) Z=s == = = : b . :

In each measure above, the first chord is a five-part chord (except in measure 3) and the
second chord is an upper struerure, which when placed over the roor of the first chord creates
the chord quality needed. So why do we have a Gm7 (instead of o five-part Gm9) at the start of
measure 33 Well, we're about to use these chords in a song in the key of Ex, and while we could
build a minor ninth chord from G (which is the 3rd scale degree of the key), the ninth of this
chord would be the note A, which is not contained within the key of Eb, This would not be a
problem in jazzier or more sophisticated styles, but will most likely be an issue in more commer-
cial situations. So to avoid this problem we just have a four-part Gm7 chord in measure 3, with
its upper-structure Br major triad,

We can comment further on each chord and its upper structure as follows:

Measure 1: The Gm?7 is an upper structure built from the third of Ebmaj9.

Measure 2: The Abmaj7 is an upper structure built from the third of Fm9,
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Measure 3; The Bb triad is an upper structure built from the third of Gm7,
Measure 4 The Cm?7 is an upper structure built from the third of Abmaj®,
Measure 5: The Fm7 is an upper structure built from the fifth of B¥9sus4,

All of the upper structures are shown in root position—except for the last chord, where the
F minor seventh chord (upper structure from the Bb suspended dominant ninth chord) is in third
inversion. When applying these upper-structure voicings to o song, we can invert and voice lead
them as necessary 1o ensure smooth movement berween chords.

Next we're going to look at an excerpt from the "70s pop ballad “Make It with You,” by Bread,
This is in the key of Eb and uses the five-part chord symbols shown in the previous example.
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Now we're going to create a ssmple piano mmping (or accompaniment) part for this song using
upper-structure voicings to interprer the chord symbols.

Ermaj9 Bosusd E*majd Bosusd
AGmT/E") (Fm7/B%) (GmTE) (FmTB)
5 5
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Note that there are two lines of chord symbaols in “Make It with You.” The battom line
contains the slash chord symbols, showing each upper structure over its new bass note
{for example, in measure 1 the Gm7 chord has been placed over E> in the bass). The wp
line shows the composite chord symbols {for example, in measure 1 the Ebmaj% chord has
been created by placing the Gm7 chord over E5 in the bass), Note the inversions used in
the treble-clef part: The upper Gm7 in measure 1 is in second inversion, leading to the
upper Fm7 in measure 2 in third inversion, and so on.

Check all of the previous chords and voicings against Track 53 (section starting 0:19) w
see how each compaosite symbol has been voiced using the appropriate upper strucure,

FIVE-PART CHORD ALTERATIONS

An aftered five-part chord is a chord in which the fifth andfor ninth haveshas been raised or
lowered by a half step. In Chapter 7 we saw that altered four-part chords had the fifth either
sharped or flatted (leaving the definidve third and seventh of the chord intact) and we noted that
we could alter the fifth on major seventh, minor seventh, and dominant seventh chords {as on
“Track 42). Similarly, we can aleer the fifth (without altering the ninth) on major ninth, minor
ninth, and deminant ninth chords, However, only three types of ninth chords with alrered fifths
are in common usage: The minor ninth with fatted fifth and the dominant ninth with either
flarted or sharped fifth,

As mentioned earlier, the only time we will alter the ninth within a chord (at least in conven-
tional Western harmony) is on dominant chords. The alvered ninth can be the only alteration, or
it can be combined with an altered fifth.

The following example, showing five-part altered chords, is divided into three parts: The
first part is for five-part chords with an altered fifth only (as mentioned above, only three of these
chords are in common usage). The second part is for five-part chords with an alvered ninth; these
will only be dominant chords. The third part is for five-part chords with an altered fifth and
altered ninth; again, these will only be dominant chords,

Cmgts  CE CHE CPe CM ol off €18

These five-part altered chords can be summarized as follows:
PART 1 (five-part chords with altered fifth)
* minor ninth chords:  In measure 1, the fifth is lowered by a half step to Gb, creating
the Cm%3 chord.
* dominant ninth chords: [In measure 2, the fifth is lowered by 4 half step wo Gb, creating
the C95 chord,
In measure 3, the fifth is raised by a half step o G2, creating
the C#25 chord,
PART 2 {five-part chords with altered ninth)
= dominant chords: In measure 4, the ninth is lowered by a half step to D9, creat-
ing the C769 chord.

In measure ¥, the ninth is raised by a half step to DE, creating
the C7289 chord.
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PART 3 (five-part chords with altered fifth and altered ninth)

* dominant chords:  In measure 6, the fifth is lowered by a half step to G, and the
ninth is lowered by half step to Db, creating the €71 chord.

In measure 7, the fifth is lowered by a half siep ® Gh, and the
ninth is msed by half step to D2, creating the C72F chord,

In measure 8, the fifth is raised by a half step o G, and the
ninth is lowered by half step to Db, creating the €73 chord.

In measure 9, the fifth is raised by a half siep 1o GE, and the
ninth is raised by half step to D#, creating the €731 chord,

Some other points to be aware of regarding these five-part altered chords:

* Although all combinations of altered fifths and ninths on the dominant chord (measures
6-9) are available, in practice the combination of a flarted fifth and sharped ninth (as in
€718y is used less frequently than the other combinations.

* On altered chords, the flarted fifth (*b5") is sometimes written as a sharped eleventh
(“411), and the sharped fifth (*#57) is sometimes written as a flatted thirteenth (5137).
These terms are considered interchangeable within chord symbaols. (See Chapter 16 for
‘more information on larger chords with elevenths and thirteenths.)

* Sometimes you will see the chord-symbol suffix *7alt" (as in the chord symbol *CTale").

This means that all altered fifths and ninths are available to use at the player’s discre-
tios, In many cases a good response to this symbol is w use a dominant seventh with
sharped ninth and sim'p:d fifth chord (e, “CTalt” is interpreted as CTiE), unless
another combinati jons fs suggested by the musical context.
Mast of the altered dmnmnntdmrdsshm here are commonly used in jazz and in the
jazzier pop/R&B styles—excepr for the dominant ninth with altered fifth (measures
2-3) which is more prevalent in Broadway and show tunes. This chord also implies o
wwbale-rome scale (more about this in Chapter 17).

We saw earlier in this chapter thar larger chords are not normally voiced in the same way as
their stacks are literally spelled. Instead, upper-structure voicings are often used to apply these
chords in real-world contexts, Well, this is also true of five-part altered chords. With this in
mind, our next excerpt is from the Leon Russell elassic “This Masquerade™ (recorded by George
Benson, among others). We'll look at the chords and upper-structure voicings used for an eight-
measure section of the verse. The original chord symbols are a mix of triads, four-part and
five-part chords, including some altered dominant chords. First of all we'll investigate the upper
structures available on some of these chords

Fro{mmaj Th Abs Fm? Ad B DmTs
- =22 = g

4 i
Dl Fmms Gm7 B c7i Emes CT§ Bms
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In each measure on the previous page, the first chord is a literal spelling of the symbol used
in the song (either a four- or five-part chord), and the second chord is an upper structure which,
when placed over the root of the first chord, creates the chord quality needed. We can comment
on each chord and upper structure as follows:

T —

Measure 1: The AP sugmented triad is an upper structure built from the third of the
FmimajT) chord (refer o Track 37, measure 6),

Measure 2: The Ab major triad is an upper structure built from the third of the Fm?7 chord
(refer vo Track 53, section starting 0:19, measure 6),

Measure 3: The Dm7b3 chord is an upper struceure built from the chird of the Bb9 chord
(refer to Track 53, first section, measure &),

Measure 4: The Fm7s5 chord is an upper structure huile from the third of the Db9 chord
{refer to Track 53, first section, measure 6),

Measure §: The Bb major triad is an upper structure buile fram the third of the Gm?7 chard
{refer vo Track §3. section starting (1%, measure 3),

Measure 6: The Emaj7b$ chord [lrfrr to Track 42, measure 2} is an upper structure built
from the third of the €7 chord (refer to Track 54, first section, measure 9}
The wp note is shown as l:li rather than D2, for consistency with the song's key
signature of Ab major.

Measure 7: The Brm7b5 chord is an upper structure built from the seventh of the €75 |
chord (refer to Track 54, first section, measure §). This particular upper sorue-
twre is used in second inversion (whereas all the others are in root position).

Next we have the leadsheet from “This Masquerade,” which includes the chord symbals from

the previous example.

This Masquerade ki b
Fin FsimajT) Fm? pig. vea Rt
§orye B P T ¥ 1
R e i FEP |
¥ ¥ —_— L
A e resl-ly  hmp - @ e with this lone - Iy game  we play, —
y F? D Gm? =
F o= - - T = |
Bk - E 22 : E |
R —— -
look - lng  for words___ woayt

Comrg © 073, 199 w3350 301 P ACH snd by s Coprrian B
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Now we're going to create a piano comping part for this song (in a simple Latin/pop style)
using upper-structure voicings to interpret the chord symbeols.
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Again there are two lines of chord symbols showing both the composite and the slash

chard symbals. The first chord is simply an F minor triad, so we have shown the slash

chord symbol “Fm/F™ to indicate that the F minor triad has been placed over its root. All

of the other chord symbaols are four- or five-part, and for these, either miad or four-part

upper structures have been used. For example:

* In measure 2 the Ak angmented triad has heen placed over F in the bass, creating the
Fmimaj7} chord.

* In measure 8 the Emaj755 chord has been placed over C in the bass, creating the
C7i chord,

Again, note the inversions used in the teble-clef pare: For example, the upper Bem
end of measure 8 is in second inversion o voice lead smoothly from the upper Emaj7

position.

Check the above chords and voicings against those on Track 54 (section starting 0:27) o
see how each composite symbol has been voiced using the appropriate upper strucrure.

MAJOR AND MINOR ADD9 CHORDS

A major or minor add¥ chand is the result of adding a ninth to a major or minor triad. This is
equivalent to a major or minor ninth chord (refer to Track 53, measures 1 and 3), but with the
seventh omitted. Here are examples of major and minor add? chords:

Cmiadds)
: —
g
There are two basic configurations shown for these add? chords. In measures 1 and 3 the

ninth is shown as a major %th above the root, and in measures 2 and 4 the ninth is shown as &
major 2nd above the root. Functionally the note I is really a ninth on these chords, even if it is




112 SECTIOMN 3 INTERMEDIATE STUFF

voiced just abave the raot (although you may sometimes see the more colloquial chord symbol
“Cadd2” used in this siteadion). Another variation on the add¥ chord is to omit the third—some-
times written as “Cadd%omit 3rd)” or “Cadd9(no3rd).” This is equivalent to the Csus2 chord we
Ieard on Teack 29,

These add? chords are commonly used in pop styles, especially ballads, Here's a leadsheeet
excerpt from the James Ingram ballad “Just Once," which nses add9 chords together with some
ather four- and five-part chords.

Just Once wmﬂ;.hlrcrukn W
Cadds Froai Em7 Amg Wanic by Barey Mo
g - = = = —

?} T : — — * — = |
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, bm? GF Em? Amiadds)
e —— — = -
(=== = S

e we e back  where  we  werm— be - fome
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Again we'll create a piano comping part (this time in a pop ballad style) using a mix of add9
chords and upper-structure voicings to interpret the chord symbols.

Cadd9 Fmaj% Em7 Amd Dm7 GF Em? Am{add¥)

We can comment on the voicings used as follows:
* Add% chords with the ninth placed next to the root have been used for the Cadd9 and
Am{add9) chords in measures | and 4.

Four-part upper structures have been used on the Fmaj® (building an Am? from the
third) and Am® (building a Cmaj7 from the third) in measures 1and 2.

Triad upper strucrures have been used on the Em? (building a G rriad from che third)
and Dm7 (building an F triad from the third) in measures 2, 3, and 4.
* The G/F in measure 3 is a slash chord: a G7 inverted aver its seventh in the hass,

-

This mix of add% chords and tiad/four-part upper s is a rypical v
sound,




CHAPTER 12
THE 1i-V-1 PROGRESSION

What's Ahead:
+  Diatonic solfege and resolutions in major keys
»  The II-V-I progression in major keys
Chromatie solfeg and resolutions in minor keys
The 11=V=I progression in minor keys
»  Combining [I-V-1 progressions from major and minor keys

L7

DIATONIC SOLFEGE AND RESOLUTIONS IN MAJOR KEYS

Solfrge s 2 sysvem of syllables we can use to label the pitches in 2 major seale, One famous solfere
user was Julie Andrews in The Sound of Masic, You may have encountered solfege syllables if vou
have studied ear waining or sightsinging. Although these syllables are really just labeling rools,
they help us understand the resolutions that oceur within a scale or key. Here is a C major scale
shown with solfege syllables assigned to each pirch within the scale:

e = = 3

W
Do RE M FA 50 La T ba

The solfege system was first introduced by Guido of Arezzo, Ialy, during the early part of
the | Ith century. He noticed that each line of the hymn Ur guean lovis began on a differ-
ent degree of the scale. This prompred him to assign the first syllable of each Latin phrase
used in the hymn w each scale degree in succession,

Whar we will see is that each of these scale degrees has a unique active or resting properry
with respect t the tonic of the key (or DO). These properties are fundamental to understanding
how melodies and chord progressions work in many Western music styles. The solfege syllables
work in all keys using 4 movable DO system; in other words, DO can be assigned to the tonic of
any key and the active and resting properties will work in exactly the same way. Every major scale
degree has these properties:

DO: This is the tonic or “home hase™ of the major key we are using, and so this scale de-

gree is the most restful or “resolved” within the major scale.

RE: This is an active tone thar generally wants to resolve down by a whole step vo DO (or
up to MI).

MI:  This is a resting tone within the major scale; it is very definitive, as it clearly signifies
1 major-key quality.

FA:  This is an active tone that normally wanes 1o resolve down by a half step o ML
Because the half step is very strong and “leading,” FA is a very active tone within the
key.

S0: This is another resting tone within the major scale; SO has a very stable quality. SO
is also written as SOL in more formal/classical circles.
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ok 34
Lal]

Track 56
38

LA:  This is an active tonie that generally wants to resolve down by a whale step to 50O (or
up to DO via TT).

TL: This is another active tone which normally wants to resolve up to DO by half step.

These properties can be summarized as follows:

* DO, MI, and 503 are the resting or “resolved” tones of the major scale.

= RE and LA are mildly active, as they resolve to adjacent resting tones by o whole step.

* FAand TI are very active, as they resolve to adjacent resting tones by a half step.

We can therefore say that the main active-to-resting resolutions within 3 major key are:

* RE down o DO (by whole stepl

* FA down o MI (by half step);

* LA down to 50 (by whole step);

* Tlup to DO (by half step).

Listen for these resolutions on Track 56:

@ =
C b &
DOy RE - DO FA - Ml LA - 5O mn - no

THE 1I-V-1 PROGRESSION IN MAJOR KEYS

A JI-V=] progression is a series of chords built from the 2nd, th, and Ist degrees of the key. Back
in Chapter 7 we derived the four-part chords that were diatonic 1o the key of C major (refer to
Track 38). If we simply extract the chords built on the 2nd, Sth, and 1st scale degrees from this
series of four-part chords, we get the following (notice that there are two forms of  chord shown;
these are often used interchangeably in jazz):

Den? Gr Comay7 e

] v =

It turns out that, when using four-part (or larger) chords, this pmgn:mn is uniquely good
at defining the key to our ear, as it provides the crirical ncnw:anrpmnng resolutions (FA-MI and
TI-DO) within the key. This is significant in jazz and faze-infl | styles in which the music
often moves through different momentary keys during the course of a mne. The definition
provided by these resolutions helps us keep track of where the tune is going—a very good thing
for all you aspiring jazz musicians our there!

In Chapter 7 we saw that it was the third 5 Dml G7 Cmaj?
and seventh of each four-part chord that helps = AL :
define the chord quality (i.e., major seventh, % E B — i T
minor seventh, etc.) to our ear. Let’s now ke L% ] il
anather look ar this I1-V-1 progression in C () —— |
major (using the major seventh form of the I =% — - -
chard) just isolating the thirds and sevenths of

the chords in the weble clef (what I call a *7-3" voicing), with the root of each chord in the bass
clef.
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‘We can make the following chservanons abour this TI-V-1 progression in major:

* The third and seventh of each chord complerely define the minor seventh, dominant
seventh, and major seventh chord qualities (refer ro Chaprer 7 and Track 37)

This progression enables us to move between DO and T1 of the key (from the m7?
chord to the VT chord) and between FA and MI of the key (from the V7 chord to the
Imaj7 chord), Bath of the leading half steps in the major scale are used, which is the
maost efficient way to let our ear know which key we are in.

* The root of the [I-V-I progression {D-G—C in this case) uses a strong and

leading circle-of-fifths motion (see Chaprer 3).

Jarz tunes make frequent use of I1-V-I progressions and partial TI-V-I progressions (for
example, the II-V, the V-1, or just the V chord). This can occur within the key signature of the
song, and also within different momentary kevs used in the harmony. In this chapter we'll begin
1o see these concepts at work in some classic jazz tunes. In Chapter 18 we'll explore the concept
of momentary keys in more detail,

Our first song example in this chapter is the jaze standard “Misty," which uses TI-V-I harmony
in major kevs. Here's a leadsheet for the verse of this song:

Misty Yords by ooy Burke
Erma)T BmT EF Manic by Eroll Goroer
e — ==
foLEs —— ===
= e
Lok @t ™, m m heip - lews - " e m up "
5 ArmafT Abm? [ Ermaj 5 Cmit
S i A — i P—— . e i
e - ==
R 7 3 ° —
e ond 1 feel like Fm cling-ing o a2 cloud. 1 't un-der-sand 1 pet
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We can summarize the complere and partial TI-V-1 pmg‘rtssinm in “Misey,”
Complete: Bbm'."— b7-Abmaj] (measures 2-3) is a II-V-I in the momentary key of

Partial (TI-V}: A&mr—Dh (measure 4) is a -V in the momentary key of Gh.
Fm7-B67 (mcasure 6) is 2 11-Y in the overall key of the song (Eb).
Partal (V only): The G7, C7, and F7 chords (measures 7 and 8) are V' chords in the
mamentary keys of C, F, and Bb, respectively.
The BT chord in measure 8 is 2 'V chord in the overall key of the song
(EF).
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In addition re the 11-V=-I chords in major, “Misty™ has 3 substitute chord: The Cm7 chord
in measure § can be considered a substitute for an Ermai7 chord (a 17-for-1 substitution in
the key of Eb major). This is based on the principle that the II-V-1 chords are definitive
chards within a key {once the harmmw gets 10 four-part chords or above) and that other
available chords can be und d as i for these definitive chords. We'll discuss
these substirate relationships mare fully in Chapter 13,

There are two different ways that we ean use solfeg when working with this type of song,
which can be termed moveable DO and fived DO,

* Using the former, we move DO around to the tomic of each momentary key. For exam-
ple, we start out with E» as DO becanse we are in the key of Eb, Then we reassign DO
to Ab in measures 2-3, as we have changed o the momentary key of Ab, and so on.
Using the latter, we keep DO assigned o the tonic of the tune (E» in this case) through-
out. We then use chromatic solfege syllables {extra syllables for pirches not within the
key signature) t deal with any momentary key changes that accur,

Jazz musicians and edueators often prefer the second approach for standards, as the key
signature of the une sull everts a significant influence over the song as o whole (most
typically in the melody), even though momentary key changes may oceur in the harmony.
Muore on mamentary keys is coming in Chaprer 18,

CHROMATIC SOLFEGE AND RESOLUTIONS IN MINOR KEYS
Diatonic solfege works fine if we stay within a major key, but we'll need to introduce syllables for
the other (chromaric) pitches if we are in a minor key, or if we use the fived DO approach outlined
abave, Chromatic solfege syllables have enharmonically equivalent names, similar to enharmonic
note names for sharps and fats, For example, the notes C2 and Db are the same pitch, but we
would use one name or the other depending on whether we were actually sharping the note C or
flarting the note D, Similarly, we will use a different chromaric solfege syllable if we are sharping
DY than we will if we are flating RE. This concept will then work in all keys. The following
examples show all of the chromatic solfege syllables, in between the diatonic solfege syllables (and
with DO still assigned o C)

Ascancing sllblax:
E == ===
[Ea] ol RE L] Ml FA " S0 s LA u T Do

Desconding syllables:

. S— —

. = o e __ :

F— e
Do T TE LA LE S0 SE FA Ml ME RE A Do

Note that the syllables for the sharped pitches all end with the vowel *i," pronounced “ee”
(as in “dee,” “ree.” erc.), and that the syllables for the flatted pitches end with the vowel
“e," pronounced “ay” (as in “tay,” “lay,” ete.}—with the exception of the flatted RE which
becames RA (pronounced “rah”). Again, don't forget that this works in all keys (noe just C)!
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In Chapter % we derived all of the minor scales (natural, harmanie, melodic) and saw how
they were used within 2 minor key. In the next section we'll take a closer look ar these scales from
a chromatic-solfege point of view, We'll start with the harmonic minor scale, as this scale is a
uniguely important source for the active-to-resting resolutions within a minor key, and will help
us to develop the definitive I-V-I chard progression in minor. Later we'll use the melodic and
natural minor scales to derive useful alternative oprions for the [ chord.

Here is the harmonic minor scale built from the tonic of C, with solfege syllables artached
(including chromatic syllables where needed):

€ hamanic minee
¥l
— = = 1
E=—————————— :
(] e ME FA 50 1E m Do

When comparing this harmonic minor scale to the major scale shown earlier, we can see
that:

* ME (the flatted 3rd degree) has replaced M1 (the 3rd degree).
* LE (the flatted 6th degree) has replaced LA (the fth degree).

ME replaces M in all of the minor scales, and ME therefore becomes an important new
resting tone in a minor key. LE enables us to resolve into the resting tone S0 by a half step
{which was not possible in a major key), therefore LE becomes an important new active
tone in a minor key. T1 is stll as actve in minor as it was in major (i.e., resolving up 1o
DO) and enables us to derive a dominant chord (contining a major Ird above the root)
built from SO, to lead back to the tonic—more about this in 1 moment.

Whether the minor scale degrees are in all the minor scales (like ME) or in just some of
them (LE is only in the natural and harmonic minor scales, and T1is only in the harmonic
and melodic minor scales), we can stll use these scale degrees as needed within a minor
key, as a whole, withour worrying about which minor seale each particular scale degree
may have come from. Believe it or not, this makes life much easier!

So the main active and resting properties for minor keys and minor scale degrees can be
summarized as follows:
* DO, ME, and 50 are resting tones of the minor scales.
* RE and FA are mildly active, as they resolve down to adjacent resting tones by whole
steps, (Although RE can resolve up to ME by a half step, this resolution is not as strong
as the other half-step resolutions.)

* LE is very active, as it resolves down by half step to an adjacent resting tone (SO)

* Tlis very active (just like it is in major), a5 it resolves up to the tonie (DO) by a half step.
We can therefore say thar the main active-to-resting resolutions within a minor key are:

* RE down o DO (by whole step);

* FA down to ME (hy whole step);

* LE down to SO (by half step);

* Tlup to DO (by half step).
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i

You can listen to these minor-key resolutions on Track 57,
4
% £ -zt
= CR— e

Do RE - DO FA = ME LE - 50 n - po

For completeness we should add a couple more seale degree properties available within
the natural and melodic minor scales:
* TE ithe flatted Tth degree from the natural minor scale) is mildly active, as it can
resolve up to DO by a whole step.
* LA (the fich degree from the melodic minor scale) is mildly active, as it can
resolve down to SO by a whole step (in the same way it does in a major key).

THE 1I-V-1 PROGRESSION IN MINOR KEYS

Phew! Now that all that’s out of the way, we can use these new scale degrees to create definitve
II-V-1 progressions in minor keys, When creating the 1I-V-I progression in minor, there are two
uiding principles we should bear in mind:

1) The resulting chords should sound different than their major counterparts (for example,
the [T chord in minor should sound different from the 11 chord in major).

1) The movement between chords should make good use of the sctive-to-resting resolu-
tions in minor, and in particular the new LE-50 half-step resolution (which was not
present in major).

Because the harmonic minor scale is 3 useful source of active-to-resting resolutions, we'll start

with that scale to build the I1, V, and I chords in a minor key.

II chord:  If we start from the note D (RE) and build a four-part chord, we ger D-F-Ab-C
(RE-FA-LE-DO). This spells a Dm7%5 chord, which differs from Dm? (11 in
major). Also, the chord contains Ab (LE), a useful extra active tone of the 11
chard in minor,

Vchord:  If we start from the note G (50 and build a four-part chord, we get G-B-D-F
(SO-TI-RE-FA), This spells a G7 chord, which is the same thing we would get
in major, However, if we exrend thiz to a five-part chord by adding Av (LE), we
get o GTb9 chard, which is a recognizably different sound compared tw the Vin
major, Also, the chord contains Ab (LE), a useful extra active tone in the V chord
in minor.

Ichord:  Ifwe start from the note C (DX0) and build a four-part chord, we get C-Eb-G-B
(DO-ME-SO-TI). This spells a Cm{majT) chord, which is different from
Cmaj7 (I in major). Also, the chord contains Eb (ME), a definitive resting tane
of the 1 chord in minor.

So far so good, but now we need to develop some alternarives for the 1 chord in minor, and
for this we'll look at the other minor scales. Earier, when deriving the 11-V-1 in major, we saw
that the major sixth chord was an alternative tonic chord to the major seventh chord, Similarly,
for the tonic chord in minor, the minor sixth chord is an alternative to the minor/major seventh
chord. We can derive both of these chords from the melodic minor scale.

n—
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s =

Do RE ME FA s0 LA m Do

Within this C melodic minor scale, if we start from the note C (DO} and build a four-part
chord, we again get C-Fb-G-B (DO-ME-SO-TI), which spells a Cmi{maj7) chord. If we build a
sixth chord, instead of a seventh chord, we get C-Eb-G-A (DO-ME-50-LA) which spells a Cmé
chord, In jazz these two chords are often used interchangeahly as tonie chords in a minor key. This
is similar to the use of the major seventh and major sixth chords as tonic chords in major keys,

But wait... there’s more! Unforrunarely, it nov quite enough to have just these forms of the
1 chord in minor. Both of them will sound jazzy and somewhat angular (the minor with major
seventh chord, in particular). Consequently, for more commercial or pop styles, we'll need the
option of using a minor seventh as the wonic chord. We can derive this chord from the natural
minor scole:

4 ;
LY

= o
ba RE ME FA L] LE TE pa

Within this C natural minor scale, if we stare from the note C (DO) and build a four-part
chord, we get C-Eb-G-Bb (DO-ME-SO-TE), which spells a Cm7 chord.

Okay, here’s where we're at with all these IT-V_1 progressions in minor keys:

* The IT chord in minor keys is invariably a llm7h§ scross the range of jazz styles. There
are no eommeon alternative forms that you need to be concerned with (phew!).

The mast basic and definitive choice for the V chord in minor is the V789 chord. More
broadly, all altered dominant chords can function as V' chords in minor keys. (See
Chapters 11 and 16 for more information about altered dominant chords.)

The 1 chord in minor has some different forms, The Imimaj7) (found in the melodic
and harmonic minor scales) and its close cousin the Im6 chord (found in the melodic
minar scale) hoth impart a jazzy and sophisticated sound, For more seraightforward pop
applications, go with the Im7 chord (found in the natural minor scale).

Let's now have a listen wo these 11-V-1 chord options in minor:

G CenfmajT) Cmé €m?
- — e —
I

(popvicnmune et

i 4
2q

When deriving the II-V-I progression in major, we focused on the definitive tones, which
were the thirds and sevenths of each chord {refer ro Track 56, section starting 0:32), Now, for the
[1-V-1I progression in minor the definitive tones include not only the thirds and sevenths, but alsa
the altered fifth and altered ninth. (The fifth or ninth does not impart any definition to the chord
unless it is altered.} Following are the definitive tones of the II-V-1 progression in C minor, first
with the progression ending on the Imi{maj7) chord.
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Dm™3 G™ CnimajTy
Track 57 :
1535
And now here's another version with the progression ending on the Im7 chord:
2 D3 G Cm?
ek 57
fC-d5)

We can make the following observations about these TI-V-I progressions in minor

(eompare these examples to those on Track 56, section starting (:32):

*® The third and seventh of each chord (together with the altered fifth of the first chord
and altered ninth of the sccond), define the 1Tm7b3, V759, Im{mai7) chord qualities.

* This progression enables us to move between DO and T1 (from Hm75 w V769),
between FA and ME, and LE and S(J |fmm V709 to Im(maj7)]. All these movements

ally the LE-50 resal ly define the minor key center to our ear,

* The root movement of the I1-V-I progression (D-G-C) uses a strong leading cirele-

of-fifths motion, just like in the major key.

Nest we'll look at the Latin jazz standard “Black Orpheus™ to check out some TI-V-I
harmony used in a minor key (and its relative major key), As we did in “Misty,” we'll see partial

11-V=I progressions. Here's a leadsheet excerpt from this song:
F W ed Misic by
Luie Berkt
Am7 Bm™s E™  Am? BmTs E™S® Am?
I T — o - =
¥ A
bmT 67 Cmaj? ] AT DT a
‘s —
= * e : Y e
o = -
- Frmaj7 BmTs ETO AmT Bm™s ETO
. -~
# \ : 23 % : F—— P = |
[ CJ - e = i ———
Comprge -m:cz-nf.-
[ 4 o P

e =@ 2=
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Notice that in measures 2-3, 4-5, and 13-15 of “Black Orpheus” we have [-V-1 progres-

sions in A minor (Bm7k5-E7b9-Am7). Then in measures 6-7 and 9-11 we have II-V-1
progressions in C major, which is the relative major of A minor. This type of harmonic
movement (berween the relative major and minor) is common in both jazz and pop styles,
Also, in measures 8-9 we have a V-1 progression in D minor {A7#9-Dm7) with the Dm7
chard then becoming the I chord of C major. This Dm7 chord is therefore a linking
chord that functions in both the preceding and following momentary keys (D minor and

C major).
[N Besides the II-V-I chords in minor and major, this example has some substirute chords.
* The C#7 chard in measure 8 can be considered a substiruee for an AThY chord (3
wias VII-for-V substitution in the key of D minor),

* The Fmaj7 chord in measure 12 can be considered a substitute for a Dm7 chord (a
IV-for-11 substitution in the key of C major).

Chaprer 13 is full of more i ion ahout substi laticnshi

COMBINING II-V-l PROGRESSIONS FROM MAJOR

AND MINOR KEYS

So far we have been using 11-V-1 progressions from a major or minor key only (for example,
Dm7-GT-Cmai7 in the key of C major, or Dm755-G7b9-Cm?7 in the key of C minor). However,
[1-V-I chords from major and minor keys can be mixed freely, For uamplf we might use the
11 chord from C major (Dm7), followed b} a V chord in C minor (GT#9), followed by a 1 chard
from C major (Cmaj7). This type of mixing is very commaon in jazze. Let’ now take a look at an
excerpt from the famous jazz standard “Autumn Leaves™ that uses this technique:

Englth Iyt by Johmy Marcst
Pk i b s Mot
Josagh Kowma

7 Gimaj?
f_l_——-_ S - 1
i == = * —
e ===== f ———
The fall - ing leaves —____  drift by the win « dow, e - fums
5. Flmms u7 Em? Am7 o
04 - o — -1
S————rts FEm=— =
% v e i s
lemves, of red md gl T osee your lp——  the sm-mer
CGimaj? Cmaf? FimTrs B7 Em7
"
e — : - 1
£ = - = b = q
‘- ===
tim - the sentumed hands | omed s hold

£ 1847, 1953 Bemmed BHOCH T OF
o o 5.4 Cant AT LU . b st N0 108
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In messures 1-3 of “Aurumn Leaves™ we have a II-V-1 in G major {(Am7-D7-Gmaj7).
In measures 3-8 we have a mixed [I-V-1 progression {from the keys of E minor and E
major). The FEm7b3 is a 11 chord in E minor, the B7 chord is a V chord in E major {as
this dominant chord is not altered), and the Em7 chord is a I chord in E minor, An altered
ninth of this B? chord would have clashed with the melody, which contains the unaltered
ninth of the BT chord {C#) on beat 3 of the measure, The harmonic structure in measures
1-# is then repeated for measures 9-16.

“Autumn Leaves” is one of the most-recorded jazz standards of all tme, The song
originated in France (where it was known as Ler fowilles mortes) with the music written
by Joseph Kosma. English lyrics were then added by the American songwriter Johnny
Mercer in the lote 19405, The song was fearured in the 1956 movie Aurwomn Leaves, star-
ring Joan Crawford, with Nat King Cole singing the title sequence, A virtual “whe's whe'
of jazz luminaries have performed and recorded the song, including Louis Armstrong,
Cannonball Adderley, Bill Evans, Miles Davis, Oscar Peterson, Joe Henderson, and Chet
Baker.

}
|




CHAPTER 13

CHORD SUBSTITUTIONS

What's Ahead:
Substitutions for the I-V-I chords in majar
Substitutions for the 11-V-I chords in minor
Tritone substitutions and approach chords

<

Trock 58
i

SUBSTITUTIONS FOR THE 1i-V-1 CHORDS IN MAJOR

In the last chaprer we derived the definitive 11, ¥, and I chords in a major key, (Just o reminder:
in the key of C these chords are Dm7, G7, and Cmaj7 or C6, which you can find on Track 56.)
These are considered primary chords in the key, but there are other available four-part chords
that ean act as substitutes for them. For a chord t be able w substitute for o primary chord, it
will need to have notes in commaon with that primary chord and, in particular, it will need to share
the same active or resting characreristics, as explained in
the last chaprer. We'll start with the IT chord in C major
(expanded to its five-part form: Dm%) and look at the
upper part of this chord o see if a suitable substiture can
be derved.

Notice that the wp four notes of the five-part Il chord (DmY) form an Fmaj7 four-part
chord, This Fmaj7 chord {a TV chord) has several notes in common with the original Dm9
chord, including the important active tone FA, {In Chapter 12, we saw how FA resolved
to MI across the [-V-I progression in major.) So we can consider this TV chord to be a
substitute for the 11 chord in major. This means that (subject to context) we can either
substiture the IV chord for the 11 chord, or replace the IV chord with the original defini-
tive 11 chord, This will change the vertical quality of the chord and the root movement
of the progression (i.e,, the intervals hetween the roots of successive chords), but it will
preserve the active quality within the key.

The two songs at the end of Chapeer 12 both contained IV chords in major keys (which
could be considered substitutes for IT chords), Check out the Fmaj? chord in measure 12
of “Black Orpheus,” and the Cmaj7 chords in measures 4 and 12 of “Aummn Leaves.”
Next up is the V chord in C major {expanded o its K Hl‘rjl-‘.\
five-part form: G9). We'll look once again ar the upper &= — —
part of this chord to derive a substinte.

=

Notice that the top four notes of the five-part V chord (G9) form o Bm785 four-part
chord, This VII chord has several notes in cominen with the original V chord, including
the important sctive tones TT and FA. 5o we can consider the VII chard t be a substinate
for the V chord in major. This means that (subject to contest) we can either substitute the
VI chord for the V chord, or replace the VII chord with the original definitive V' chord,
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It turns aut that the [ chord in major has rwo available Ly By
weckss  diatonic substirutes, To derive the first one, we'll expand -
B4 the Cnai7 form of the I chord t the five-part Congf9 —ff———H——"
chord. e

Notice that the top four notes of the five-part I chord (Cmaj?) form an Em7 four-part
chard. This 11 chord has several nates in common with the original [ chord, including the
important resting tone ML So we can consider the 111 chord 1o be a substitute for the [
chord in major, This means that (subject to context) we can either substitute the 111 chord
for the I ¢hord, or replace the 111 chord with the original definitive I chord.

(43 AmT

okt “Tor derive the second substirure, we'll now rake the ! X
B:21) four-part C6 form of the I chard and invert it, placing the ‘% i —
R | S

sixth in the bass. e

Notice that the four notes of this I chord (C6) have been rearranged to form an Am7 four-
part chord. This V1 chord has all four notes in common with the original | chord, including
the important resting tone ML So we can consider the VI chord o be a substitute for the I
chord in major. This means that (subject to context) we can either substiture the V1 chord
for the I chord, or replace the V1 chord with the original definitive I chord,

the last two examples; in practice the II-for-1 and VI-for-1 substitutions will work for all
four- and five-part forms of the I chord {i.e., Cmaj7, C6, Cmaj9, C§, erc.). Because the VI
chord is a little more restful within the key than the 11 chord, the VI-for-1 substitation is
used more commonly than the [1-for-1.

@ Although we started out with different forms of the I chord (i.c., Cmaj? and C6) to derive

Now its time to ize these chord-substi | hips in major keys, The
primary 11, \, and I chords are shown above the staff and the substitute chards are shown below
the staff,

a7 Cmaj?
v 1
— —_—— |
BT Em7
vu m
Am?
vi

* The IV chord can substitute for the 11 chord,
* The VII chord can substitute for the V chord.
* The Il or VI chord ean substitute for the I chord,
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Now we'll see some of these chord substitutions at work in the popular Roberta Flack song
“Killing Me Softly with His Song™

Killing Me Softly with His Sang b Mroan Skt

Mutie bry Chorimn Fas

I B s e e = T o S e,
[ — | came i see_ him 0 lis - wen for 8 while
Coppright € 1977 ol e st P bl Povatucoms, b (P01 B (A2, ety i, S0 95300 LB
Corriiloess
[URRETE.-.. ., see - TERO N

This sang contains 2 good example of a VI-for-1 substitution in a major key. In measures
1-3 we have a II-V-I progression in Ab (Bbm7-E9-Abmaj7). In measures 56 we repeat
the same [1-V progression, but instead of going to the I chord in measure 7, we use the
VI chord (Fm7) as a substitute. Additionally, the Dbmaj7 chord in measure 4 is a IV chord
which can be considered a TV-for-1T substitution in Ab.

SUBSTITUTIONS FOR THE 1I-V-I CHORDS IN MINOR
In the last chapter we also derived the defimitve [I-V-1 chords in a minor key. (Just a reminder:
In the key of C minor these chords are Dm7r3, G789, and Cm{maj7) or Cmé or Cm7, which you
DmTE b can find on Track 57.) We'll now derive substitutes
L L that share the same active or resting qualities as these
primary chords. We begin with the I1 chord in C minor
(Dm7e3), inverted so that the third is in the bass.

MNotice that the four notes of this 11 chord (Dm75) have been rearranged to form an Fimn6
(IV ehard). This chord has all of the nates in commaon with the original IT chord, including
the important active tones LE and FA. (In Chapter 12 we saw how FA resolved o ME,
and LE resolved to 50, scross the II-V-I progression in minor.) So we can consider this
IV chord o be a substitute for the 11 chord in minor. This means that (subject to context)
we can either substitute the IV chord for the 11 chord, or replace the IV chord with the
original definitive 11 chord.

Nexr up is the five-part V chord in C minor
(GT+9). Again, we'll look at the upper part of this
chord to derive a suitable substitute.
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Notice that the wp four notes of the five-part V chord (G769) form a BT four-part
chard. This VII chord has several notes in common with the original V chord, includ-
ing the important sctive tones T, FA, and LE. So we ean consider this VII chord o be
 substitute for the V chord in minor. This means thart (subject to context) we can either
substirute the VI chord for the V chord, or replace the VII chord with the original defini-
tive V chord,

As in a major key, the 1 chord in minor also has
two substitutes available. One of these will apply 1o
the jazzy forms of the [ chord [Tm{mai7} or Im6], and
the other will apply to the pop form of the I chord
(Im7), To derive the first substitore, we'll ke the
Cmt form of the T chord and invert it, placing the
sinth in the bass.

Track 39
(=2

Naorice that the four notes of this Cmfi I chord have been rearranged to form an Am755
chord, This VI chord has all four notes in common with the original I chord, including
the important resting rone ME. $o we can consider this V1 chord to be a substitute for the
jnzzy forms of the [ chord in minor [i.e., Cmimaj7), Cmé, Co%{majT), Cm§]. This means
tha (subject to context) we ean either substitute the VI chord for this type of 1 chord, or
replace the VI chord with the original definitive I chord.

Cm ErmajT

T derive the second substitute, we'll expand the Cm7
form of the I chord to the five-part Cm® chord,

Notice that the top four notes of the five-pare [ chord (Cm®) form a four-pare Ebmai7 (111
cherd). This chord has several notes in common with the original I chord, including the
important resting tone ME. So we can consider this Il chord to be a substitute for the
pop forms of the [ ehord in minor (i.e., Cm7, Cm®), This means that (subject to context)
we ean either substitute the 111 chord for this type of 1 chord, or replace the 111 chord with
the original definitive T chord.

Now it time o ize these chord-subst [ hips i minor kevs. The
primary I, V, and | chords are shown above the staff and the substitute chords are shown belaw
the staff,

DS G Comaf7)  Cmbi Cm7
n v 1
—_— — ——
Fmt 87 AmTS Ebmaj7
W i Vi ]

* The IV chord can substitute for the 11 chord.

* The VII chord can substitute for the V chard.

* The VI chord can substitute for the jazzy forms of the 1 chord.
* The Il chord can substitute for the pop forms of the I chord.
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Lets see some of these chord substitutions at work, first in the Cole Porter song “T Love

You,”
| Love You
Froem MENICAN HAYRIDE wordy ord Mavc by
B c Cola Porter
e = = = : 1
¥ —
# fove i g A pril besese

= = B your

g 156
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This song contains 3 good example of 3 IV-for-11 substitution in a minor key, In measures

=2 we have a IV-V progression in F minor (Bem6-C759), The Bbmé is 2 substitute for
the II chord (Gm7%5). (This substitution is often shown on leadsheets for this song—
although the Gm73 that’s hiding undernearh this Bsmé chord symbaol sounds prery good
too!) This leads to an Fmaj7 chord in measure 3 (recall Chapter 12, where we saw that
I-V-I progressions in major and minor can be freely mived together). We also have a
I-V-1 prog in G minor in +-3, linking into a “mived” I~V-I progression
in F minor and F major in measures 3-8,

Ten More Cole Porter Songs You Should Know
Cole Porter is ene of the most celebroted composens and songwriters of ofl fime. Like hia contem:
porarias Gearge Garshwin ond Irving Barlin, he wrote many Broadwoy shows and songs,
olthough his greatest successes did not come until his middle and loter years. Many of his contri-
Eifions b the “Great Ameticon Songbuok” have: ben performsed o recorded by successive
gansrations of jozz musicians, nosably including John Colirane’s version of *1 Love You" on the
album Lush Life, Hore are tan more of his works that you should check our:

‘Le(sDoIr[inlaFﬂllmLovaI 'IGnuKkaaldbbu’

“You Do Somathing Bagin the Bgulne'

“What ls This Thmp Cullnd Lowed™ “Just Onl of These Things"

“Might and Day” “Easy To Love™

“love for Sole” “Abways True ko You [in My Fashien]” Caole Porter

Nextwe'll look at the jazz standard “It Could Happen to You,” written by fimmy Van Heusen

in the 1940s.
It Could Happen fo You
From the Parameuat Picurs AND THE ANGELS SING Wirds by Jehrisy Burke
Muic by Jorvas Von Meuien
7 Al BmT CmajT Ffm™5 BT9 Bm7 E™9
==: e 1
= 1
Hide your heaifromsight,  lock jour dresmsatnight 0 cosld Bappen w  yoa
o B T e A M g U
s
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“It Could Happen 1o You™ has some good ples of VII-for-V substiretions in minor
keys. In measures 2-3 we have a VI progression in A minor (G#*7-Am7), in which the
G2°7 is a substitute for the V chord (E759). Similarly, in measures 45 we have a VII-I
progression in B minor (A#77-Bm7), with the A#°7 substituting for the V chord (F#7b9).
(These substitutions are often shown on leadsheets for this song, slthough the “original™
ET#9 and F#759 chords work fine as well.) We also have a II-V progression in E minor in
measure 7, and a mixed [1-V progression in A major/minor in measure B,

TRITONE ‘umﬂ"’ FOR DOMINANT CHORDS

Nexr we'll check out a chord-sub hnique known as eritae substitucion, which i

across a wide range of jazz and jazz-influenced styles. This involves replacing a dominant chord

with another dominant chord whaose root is a tritone (an augmented 4th or diminished 5th) away

from the root of the original chord. This is most often done within a [1-V-I progression, or a

partial I-V-1 (i.e., just the V-I). In order for this technigue w work, the melody at thar point

in the tune has to fit within :||= replacement dominant chord. Lets first of all look at the II-V-1
ion in C major (isolating the definirive thirds and sevenths of each chord, as we did on

Tratk 56), and see how this ncl:hmqm: would be applied o the G7 dominant chord.

Dm? G7 Crmaf7 Dm? o CmajT

In the second three-measure example above, we have replaced the G7 chord with a Db7
chord. The root of the substirute dominant chord (D) is a tritone away from the root of
the original dominant chord {G). Notice that, berween these two chords, the third and
seventh “stay the same™—actually the third of the G7 chord (B) becomes the seventh of
the DB7 chord and the seventh of the GT chord (F) becomes the third of the D87 chord,
Because of this, the movement of these 7-3 lines (by half steps and common tones) across
the TI-V=I progression is not altered as a result of the tritone substitution, which makes
this substitution uniquely useful in jazz styles.

Next we'll see this rechnique at work in another famous jazz standard, “All the Things You
Are” by Jerome Kern. Following are the first sixteen measures of the song showing the basic
definitive chord changes most commonly used.




CHAFTER 13 CHORD SUBSTITUTIONS 129
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To impl this tritone substitution, we look for a [I-V-1 progression and see if the melody
an the V chord would also work over the substitute chord.

* The first [I-V-I progression occurs in measures 2—4 in the key of Ab (Bam7-Eb7-
AbmajT). The mitone substitution for the Eb7 in measure 3 would be A7. The melody at
this point is G (the third of Eb7), which would also wark over the A7 substiture chord,
where it would become the seventh of this chord.

The second II-V-I progression is in measures 10-12 (Fm7-Bs7-Esmaj7) in the mo-
mentary key of E5. The tritone substitution for the B57 in measure 11 would be E7,
The melody at this point is D (the third of B 7), which would work over the E7 substi-
tute chord, as it would become the seventh of this chord.

Here is the same section of the song with these mitone substitutions applied:

Al the Things You Are
Fm? Bim7 AT AbmajT Déma?
T — —_ i : e
— e : :
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———— v —
e the  bresth-lew hsh of
[ Gimaf?
? s i
W -
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V-I progressions in measures 6-7 (G7-Cmaj7) and 14-13 (D7-Gmaj7), However, if we
replaced the G7 in measure 6 with a D7, we would have no root movement hetween
measures 5 and 6 (i.¢., from Dbmaj7 to DbT), which sounds less interesting and attractive.
A similar siteation happens in measares 14-15.

1t would also be technically possible m employ this substitution technique within the
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DOMINANT APPROACH CHORDS

This is s chard-embellishment technique that is related to the previous topic. A domimant approach
chord is an extra dominant chord inserted into a progression, one whose root approaches the root
of the following chord by a descending half step. This chord movement is similar to that of the
tritane substitute chord in the previous examples, but with the following differences:

* The chord being approached can be 2 major, minor, or dominant chord (i.e., we are not

limited to approaching major chords),

* The new approach chord “steals” part of the measure (typically the last one or two beats)

from the chord originally preceding the rarger.

Tor apply this technique, we look at each of the chord changes in the song and figure out what
the dominant approach chord would be (i.e., the dominant chord with a root o half step higher
than the chord in question). We then look at the melody notes immediately preceding the chord
o see if they would fit over the new dominant approach chord. If so, we can then insert the new
approach chord below these melody nores, “stealing™ one or more beats from the chord. “All the
Things You Are” presents several opportunities to do this, a5 we will see,

All the Things You Are
Bhm? {E7} Eb? 1AT) Armaj? Dtmaj? AT
e ==
are W prom-bed M of  apeing-ime et makes e lone - ly
DFT) Cmag? Fm? (B7) BT (ET)
P =
e —
™ N —
i Ebmaf? Abmaj? (AN Cimal
R L e e - .
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The various approach chords have been added as follows:

* Looking at the Eb7 in measure 3, the dominant approach into this would be E7, The
melody note on heat 4 of the | ling measure is Ab (equivalent to G#), which is the
third of E7. We can therefore insert the E7 as a dominant approach chord on beat 4 of
measure 2, leading into the F57 in measure 3.

Looking at the Abmaj7 in measure 4, the dominant lppﬂnch into this would be A7.
The melody note on beat 4 of the preceding measure is G, which is the seventh of 2

We can tf insert A7 as a.d pproach chord on beat 4 of measure 3, Jc:d:
ing into the Abmaj7 in measure 4.
* Similar logic applies to the ining added domi pproach chords, leading into

measures 6, 7, 11, 12, 14, and 15.

As with all types of embellishment, don't overdo it! Although this song allows for numerous
dominant approach chords to be added, you probably shouldn't use this technique at every
opportunity, as it could become distracting. Deployed with restraing and raste, however,
these approach chords can certainly spice up your jaze arranging and performing.




CHAPTER 14
SONG FORM AND STRUCTURE
What's Ahead:
Sections of 4 song
«  Common song forms
«  Classical forms

SECTIONS OF A SONG

Whether you're writing your own songs or listening to somebody elses, you should be aware of
the different sections that tagether make up the form of the song (such as the intro, verse, chorus,
bridge, etc.). First we'll discuss form in contemporary popular styles of vocal and instrumental
music. And then we'll conclude the chapter with an introduction o some commonly occurring
foorms in classical music,

There are many different ways to combine sections within a song, as we will see shartly. Some
sections can be labeled alphabetically Gi.e., “A.” “B.” and so onj—here’s where you can impress
your musician friends by telling them that your new song has an “AABA" form! Jazz musicians
often use this system of letters t refer to the parts of a tune. Lerters can also be used to describe
the form of 3 pop song, though labels like “verse™ and “chorus™ are more comman, In this chaprer
we'll look at some song forms in both pop and jaze styles.

We begin by examining the various sections thar may appear within a pop song:

INTRO

The fnero (if there is one) to a contemporary song is normally an instrumental section that sets
the groove and mood. The chord progression is typically borrowed from another part of the song
(such as the verse or chorus) and any melody or instrumental hook is likely to return later on.
Intros in commercial pop styles are mostly short (four or eight measures) and lead directly to the
verse or chorus,

VERSE

The verse in vocal songs is normally where the lyric “tells the story.” Most vocal songs have two
or more verses, usually with different sets of lyrics. In contempora les the verse leads into the
chorus (or the pre-chorus, if there is one) and is often at a lower intensity level than these other
sections of the song. The verse can also be referred to a8 an “A” section within the form.

PRE-CHORUS (SET-UP)

The pre-chorns (if present) is an extra section of a vocal song, added beoween the verse and the
chaorus. The pre-chorus is somerimes called the set-up. The function of the pre-chorus is 1o add
maomentum and energy in building toward the chorus, Pre-choruses, like intros, are normally
short {again, four or cight measures is typical), The melody and chord progression used in the
pre-chorus are often different from those of both the verse and chorus. The pre-chorus can also
be referred to as 3 “B" section within the form. Later in this chapter we'll look at “Shartered
Dreams,” by Johnny Hazes Jazz, which has a grear example of a pre-chorus.

CHORUS

The chorws is the section of the song with the most energy and intensity. Melodically the chorus
normally contains a repeared section, or book, designed to ger the listener's arention, Lyrically the
chorus will contain the “main message” of the song, which is often reflected in the song’ title.
This is the part of the song that most listeners or fans are most likely to remember. The charus can
alses be referred to as a “B” section within the form (or a “C” section if it follows a pre-chorus),
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BRIDGE

The bridge (if present) normally accurs after the second chorus of the song and provides contrast
and variation before leading back into anather verse or chorus. The lyrics here often introduce 4
another element to the story, or tell it from & different angle. Musically, the melodic and/or
harmonic material normally differs from that of the verse and chorus. The bridge can also be
referred to as u “C” section (or a “D" section if a pre-chorus is present). One of the most effective
pop-music bridges ever written is in the song “Every Breath You Take™ by the Palice,
INSTRUMENTAL SECTION OR SOLO

Many voeal songs will feature an instrumental section or solo to change the focus and build
excitement. An instrumental solo will generally be improvised over the chord progression from
the verse or charus, whereas an i | section is a composed melody part added to the
song. Highly regarded instrumental solos (which have greatly enhanced their songs’ popularity)
include Bobiyy Keys' sax solo on the Relling Stones’ *Brown Sugar” and Eddie Van Halen's guitar
sola on Michael Jackson's “Beat It.” Great examples of composed instrumental sections are found
in Nik Kershaw’s “Wouldn't Tt Be Good" and Peter Gabriel’s “Sledgehammer.”

ENDING (OR CODA)

Maost recordings of pop songs will fade out aver repetitions of the charus, but for live perfor-
mances—and even on some recordings—an actual ending is used. This might be as simple as
ending the song (typically on a 1 chord) after the last chorus, or it might involve an extra ending
section (cod) based on an earier part of the song. Some artists will add an extended instrumental
ending using different material, which then becomes 4 special feature in its own right. Memorable
examples of this oceur in Erie Clapton’s “Layla” (from Layls and Otber Asorted Love Songe by
Derek and the Dominos) and “Speedway at Nazareth™ by Mark Knopfler.

COMMON SONG FORMS
Now we'll look at some famous popular songs and analyze their forms. First up is Elton John's

“Candle in the Wind,” which is based on a verse~charus form (which we can also call an “AB"
form). This means that the verse—charus (or “AB”) unit is repeated throughout the song.

This chare is written in cut time {equivalent wo 2/2 time), which means there are two half-
note bears per measure. In reality, this tune has a sisteenth-note feel; but instead of the
chart being written in 4/4 time using sixteenth notes, it has been written in cut time using
eighth notes—with twice the number of measures. For example, the verse is sixteen cut-
time measures long, which wuu]d be equivalent 1o eight measures of 4/4 time. You will

see this hnique in pop fakebooks, This is dene to aid readabiliny
{on the suppesition that eighth notes are easier to read than sixteenth notes)—bur don't
furger that the measures go by twice as fast!

Candle in the Wind
Wioeds ard Mesic by
X Even Johe e Barie Teusin
== = ! === - -E_'_..__!
- dem Taouh| neveer Moy Jois W
S T — the wogh-ex rede you e < o played

oo € AT A a1




CHAFTER 14 SONG FORM AND STRUCTURE

— you  had B gws  w hold
Z Helolywoodom - mi-ed @ m

P A Asusd A
s e e
Ko ===
= They crmwled ot of  the  wood - wurk . they. whispeered
o And eV - e when you  died: o the prewi
A E'Gl
1 k
ﬁ T e ]
: = : : ;
m - W0 your brain. They sem you_— on & wead mill and they
- will hound - dod  you. All the m - pon bl W was dhal
Ansd A
= ===
And it
A
e W M you bveyoor (e ke 8 ocan - dle e e wind, neveer
31 AE E B Bsusd H
e e
= =
\aow-img  who_ sachag____ a0 when the rain vt in— Aad | woud_

A B Pim? E

133



134 SECTION 3 INTERMEDIATE STUFF

“Candle in the Wind™ has an “AB” {or verse—chorus) form,

The verse (or “A" section) is sixteen measures long. Two lines of lyrics are shown (for
verses 1 and 2), On the third repeat of the form, the lyrics from the first verse are used
again.

The chorus {or "B section) is seventeen measures long (the result of adding an extra
measure toward the end of a sixteen-measure phrase), After the third repeat of the
form, half the chorus is repeated again, creating an end section (or coda).

(nY The leadsheet for “Candle in the Wind” includes some slash chord symbaols.
* The E/GE symbol means an E major triad placed over its third (GE),
exiras * The A/E symbol means an A major triad placed over its fifth (E).

You'll find maore about slash chords in Chaprer 19,

i
% “Candle in the Wind" is one of Elton John's most famous songs.
P It was written (with John's Jongtime lyricise Bernie Taupin} in
w 1973 and was included on the Goodbye Yellow Brick Road ulbum of
the same year. Originally inspired by the life of Marilyn Monroe,
the sang was reworked in 1997 as a wibute o Diana, Princess of
Wales. The CD single of this version became the second-best-
selling single in history (eclipsed only by Bing Crosby's “Whire

Christmas”).

e DeemarMterme
“Fon Johin

Nexe we'll look at the pop/rock rune *Shatered Dreams” from the British band Johnny Hates
Jaze. This is based on a verse/pre-chorus/chorus form (which we can call “ABC"). Again, this
means that the form is repeated as necessary during the song.

(@] Verse Shottered Dreams
Den AmT Bhmaj?
*—a—y — = =
—_— -_
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This song has an “ABC" {or verse—set-up—chorus) form,

* The verse (or “A" section) is eight measures long, Two lines of lyrics are shown (for
verses 1 and 2).

The pre-chorus {or “B" section) is four measures long. This is a short section that
builds energy and momentum inta the chorus, Two lines of lyries are shown (for pre-
charus | and 2).

The chorus (or “C" section] is cight measures lang.

(% Tt is rypical for pop music forms w be varied (sections repeated, key changes added, and
s on) for commercial recording purposes, These can be considered arrangement tech-
niques that are applied to the original structure of the song. The recording of *Shattered
Dreams” is a good example of this. Although the basic structure of this song is an “ABC”
form, on the recorded version the chorus is repeated on the second time through the form.
This is followed by a short instrumental section leading to a repeat of the pre-chorus and
chorus {now transposed up by a half step). This all helps to increase the song’s impact and
radio appeal.
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<&
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Johnny Hates Jazz was a British pop/rock trio thar will forever
be known in the US for the hit single “Shattered Dreams.”
The band was primarily a vehicle for the vocal and songwriting
malents of Clark Datchler. The group's big break came when
they were signed hy Viegin Records in 1986—ironically on the
strength of a performance at 4 jazz club!

[T r———
Johnmy Fares Jaz

Owur next song is the famous Disney classic “Beauty and the Beast,” by Alan Menken, This is
hased on a verse-chorus-bridge form with a twist: The bridge has a built-in key change (from E#
major to F major). Following the bridge, the verse and chorus is repeated in the new key. 5o to
indicate the form fully, we could use the lemers “ABCAB" (the last A and B sections being in the
new key),

Beauty ond the Beast
[B]] Verse from Wah Disney's BEAUTY AND THE BEAST i by Howard Aibno
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Tlns song has an “ABCAB" (or verse—chorus-bridge-verse-chorus) form.

* The firse verse (or “A" section) is eight measures long.

The first chorus (or “B” section) is also eight measures long, It starts similarly o the
verse, but then builds in intensity, ending with the song title in the lyric,

The bridge {or “C” section) contrasts with the preceding sections, It is seven measures
leng and transitions into the key of F major. The unusual phrase length and the key
change eombine to create an effective build into the next verse.

The second verse (or “A” section) is again eight measures long, in the new key:

The second chorus (or “B” section) is also eight measures long with an extra tag of three
measures added ar the end.

Now we're going to look ar some song forms typically used in jazz runes and standards. When
analyzing these jazz song forms, musicians are more likely to use just letter names for the sections
(i-e., “AABA"), rather than terms such as “verse,” “chorus,” and so on. Our first example is the
well-known standard “Body and Soul,” which uses the “AABA™ form.

137
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Body and Soul
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This song has an “AABA” form with each section being eight measures long (making

() thirty-two measures in tozal). Notice that measures 9-16 (the second “A” section) are a
repeat of measures 1-8 (the first “A™ section). Then measures 17-24 (the “B” section)
have different harmonic and melodic material, leading into measures 25-32 (the last “A”
section) which repeats the first section once more,
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Some More “AABA” Jaxz
Standards You Should Know
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After the “AABA™ form,
the next most common song
form in jazz is the “"ABAC”
form. As with the “AABA"
\ form, most unes using the
“ABAC” form are thirgy-
two measures in length, Our
next example is the Rodgers
and Harr standard My

ake the “A' Train® P Romance.”
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“My Romance” has an “ABAC™ form, with each section being eight measures long
Ola (making thirty-two measures in total), Note that measures 9-16 (the “B” section) contain
utlllél different harmonic and melodic material than measures 1-8 (the first “A” section),
5 " However, measures 17-24 (the second *A” section) are a repeat of measures 1-8 (the firse

melodic marerial from that of the other sections,

Some More “ABAC” Juxx Standards
You Should Know

*ABAC" is olso o popuar sang form for jazz ond san
darda. Heee are six more "ABACT classics thal you should
chack out

Jimmy Van Heusan, *I Thought Abeut ¥ou”
Jarama Kem, “Dearly Baloved"

Miles Dervis, “Four®

Frank Loasser, “IF | Wers o Sell”

Frank Chyechill, “Samaday My Prince Will Come”
Mocio Herh Brown, “Vau Skepped Out of o
Dream”

Jezome Kem

A" section). Finally, measures 25-32 (the “C" section) contain different harmonic and

Now we'll switch gears
and talk about the blues form.
If you're jamming with your
buddies and someone calls
out “Lets play the blues in
C." most likely this is the
form you'll be using. Most
blues songs have a owelve-
measure form, which means
that a twelve-measure chord
progression is repeated for
both the melody and the
improvised solos. Our next

example is 3 piano arrangement of the traditional blues song *C.C. Rider,” 3 twelve-measure
blues in the key of C.

C.C. Rider

Traditional

you  hares done, |
———
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We can analyze the “C.C. Rider™ blues progression as follows:

* The chords used are dominant sevenths buile from the 1st, 4th, and Sth degrees of the
key (C major), which we can refer to as the 17, IV7, and V7 chords.

The twelve-measure sequence breaks down into three sections of four measures each.
The first four measures normally use the 17 (C7 in this case). A commen variation is
to move to the IVT (which would have heen F7 in this case) in the second measure,
remrning to the I7 for measures 34,

The next four measures (measures 3-8 of the form) begin with the IV7, normally
returning to the 17 after two bars (i.e., in measure 7).

The third four measures (measures 9-12 of the form) begin with the V7 (G7 in this
case), typically followed by the IV7 (in measure 10), returning to the 17 in measure 11,
Measures 11-12 then act as a turnaround section, leading back to the beginning of the
form. Many chord progressions are possible here; the simplest oprions are 1o sty on
the I7 or 1o move to the V7 in measure 12.

There are many variations on the blues pi ion, particularly in jazz/hlues, where more

substitutions and complex chords can he used r\]so. although the twelve-measure form s

predominant, other lengths are used as well:

* The eighe-measure form is commonly found in New Orleans blues styles.

* The 24-measure form is sed in some blues/rock and jaze/blues styles—in particular
the jaze waltz, as we will see shartly.

Ohur next song example is the Ray Charles R&B classic “What'd I Say,” which uses the basic
twelve-measure blues form, this tme in the key of E

What'd | Say
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Note thar this wne follows the basic rwelve-measure blues form exactly, with the 17 (F7)
on measure 1, the V7 (Bb7) on measure 5, and the V7 (C7) on measure 9. The melody is
simple, consisting of two-measure motifs that repeat and develop over the blues progres-
ston, Sparse and repetitive melodies are common in simpler blues styles,
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Now we're going to look at 4 more sophisticated blues, a jaze/blues waltz with a 24-measure
form. In Chapeer 8 we learned that 3/4 time was also known as waltz time. The jazz/blues walz
is written in 3/4 tme and rypically doubles the number of measures in the blues form. Jaze/blues
chord progressions are often much more involved than those of the basic blues, using various
1I-V progressions, substitute chords, and so on. We can see all this at work in “Bluesetre,” the
famous jazz wale written by Toows Thiclemans.
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Although this rune has many more chord changes than the basic blues, it is still loosely
based on a 24-measure blues form in G major. The first eight-measure section beging with
the Gmaj7 chord (instead of G7) and the second eight-measure section begins with Cinaj7
(instead of C7), As a variation, the last eight-measure section begins with an Abmaj7 chord
and then moves through variows -V progressions toward the D7 chord,

Other notable jazz waltzes that use 24-measure blues forms include “All Blues™ by Miles
Dravis and “Foorprines™ by Wayne Shorter,

CLASSICAL FORMS

Within the world of classical music, many different forms exist, such as the cantata, concerto,
fugue, march, minuet, opern, oratorio, sonata, symphony, and various others. Each of these forms
have a specific structure chat the compaser needs tm be aware of. Here we'll meet three of the
best-known forms,
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CONCERTO

The o features a solo voice or instrument accompanied by a full orchestra. This form origs-
nated in the Baroque period and has been popular ever since. The majority of solo concertos ha
a three-movement form (fast, slow, fast),

cer

Recommended Listening:
Maurice Ravel, Piawe Concerto
Johann Sebastian Bach, Brands
Peter Ilyich Tehaikovsky, Piana Can

Nao, 4 in G M,
1 in B Mi

e
Op. 23

SONATA
Most sonatas from the Cl
a piano accompanying anoth

ical period onward feature either solo piano or
er instrument (often violin or cello). Somatas
exist in one-, two-, three-, and four-movement forms, with four move-

ments becoming the established norm in Beethoven’s dme.

Recommended Listening:
Ludwig van Beethoven, Pin
tigne”)
Franz Liszt, Pinio Sonata i B neior

John Cage, Somatas and Inseriudes for Prepared Piano

Peter llysch oviky

Sanatas No. § i C Minor; Op. 13 (“Pathé-

SYMPHONY

The spruphony is a large-scale orchestral work, maditionally with four
separate movements. The symphony is the principal form of instru-
mental classical music and has been featured prominently in concert

an Beeshoven  DTOErams since the rise of professional orchestras in the early 19th
century.
Recommended Listening:

Ludwig van Beethoven, Synspbany No. 3 1
Antonin Dvobik, Spmpbery No, 9 in E Miner; Op. 95 (*From the !
Warld™}

Aaron Copland, Symphony No. 3

Antonin Drofdk
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CHAPTER 15
CHARTS AND FOLLOWING THE ROADMAP

+  Fakebooks, charts, and leadsheers
+  Roadmap directions

FAKEBOOKS, CHARTS, AND LEADSHEETS

Now it's time to explore the fun world of fakebooks, charrs, and leadsbeets. A chart is a nowred
version of a song showing the melody and chord symbols, or just the chord symbols without the
melody. A chart should also show the overall form and sections of the song (intro, verse, chorus,
ete.), as well as any “roadmap” directions, which might include repeats of sections, D.C. (mean-
ing go back o the beginning), D.5. (meaning go back to the “sign”), To Cods (when to go to the
coda), and so on. (More shout following roadmaps in 3 moment!) When presented with a chart,
the musician will then improvise a part based on an understanding of the musical style.

You'll want vo know some basic vocabulary:

* Ifthe chart has melody and chord symbaols, it is also referred to as a feadsbeer, Many of
the songs in this book are presented as leadsheets.

* A fakebook is a collection of leadsk normally in a particular style (i.e., pop/rock, jazz
standards, erc.).

* 1f a chart just has chord symbols, it is also known as a chord chare. Chord charts are not
normally published in books, but are prepared by musicians and bands as needed for
rehearsal or performance.

A chord chart might consist of just chord symbols and slashes; this tells the musician to comp
{accompany) according to the style, as in the following example:

Dm? Gm?
e

a.’};...',,,,, s =

Oy

The chord chart mighe also include specific rhythmic information, with the exact chord voic-
ings still being left up to the player.
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A leadsheet will include the melody as well as the chord symbols:

D7 aTs

The individual charts in fakebooks are normally no longer than rwo pages, which makes them
easy to use on the gig and means that ¢ach ook can contain many different songs.

Ten Fakebooks You Should Know
Heen are fan fakeboaks thal | use, grouped imo theee averoll categories. Check out as many of them out as you canl
* The Real Book, &t ed

The Rea! Bocks are fhe bmllmgmuxx baoks of all time, Since the 1970y, jazz musicians hove trusted these valumes
oher night. The problem is that the bocks were illepally produced and distributed,
or reyalfies poid fo the composers wha created vLu musical mosterpisces
imate and legal adiﬁona of these books ever produced. The charts are clean,
eay fo read, a i arrors have been Fxed, The & Edition remains rus o the Real Bock design,
the 35 lih s necrly identcal, and the price for the Hal Leoncrd edition is even cheaper than the criginall

The World's Grealest Fokebaok [contemparcry and fusicn jozz, maly from the 19708 onward)

The Mew Real Book, 3 vols. [vocal siandards, elossic and husion jozz, Lotin and Brazilian, some pep and soul siandards
in Valuma 3)

The Standards Real Book [vocel and jaxz standords, scme pop standards|

The Albjazz Real Bock [clossic ond cantemporary jozz, Latin and Brozilian)

Thase ore oll Sher Music publications. Like many warking pros, | think the Chuck Sher fakebosks really are wm:—
art, They ore meticulously fromscribed, begutifyl ycnplls and wery easy o v, Any cre of these bocks can pro

o great educesion o how o natate and lay out o cantemporary chart, Al h the Sher fokabacks lean hwwly
toward joxz, The Standards Real Book and The Mew Real Book, Volume 3 both have nice selecfians of pog sangs.

The Ullimate Fop/Rock Fake Book (Hal Leanard)
The Classic Rack Faka Book |Hal Laanard)

Thess bocks are gaod sources of pop and rack sangs—good places i siart if you are o beginner ar ore new fo using
fakabaaks, as pop and rack dnes rarmally hove sasler cheed progressions and melodias than the jazz reperaire.

T ——"
ROADMAP DIRECTIONS

Now we'll leam how to navigate our way through a chart using roadmap directions, These
conventions apply whether you're reading a leadsheet from a fakebook, printed sheet music with a
piano arrangement, or a chord chart that you've prepared for a gig with your band. The following
chord chart illustrates the basic roadmap directions that you'll need to be familiar with.
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Let’s take a tour through “Readmap Rock™ and see how we follow the roadmap,

The first four measures (labeled “Intro”) have repeat signs around them. To the left of
measure 1, the repear sign is the double barline with the twa dots to the right. The march-
ing repeat sign is at the end of measure 4 (the double barline with the two dots 1o the left).
This means that we play these four measures and then repeat them (making eight mea-
sures total), before proceeding o the next seetion, These four measures eontain thythmic
natation as well as chord symbols,

The next section (starting at measure 3) has the rehearsal lerter “A” artached and is also
labeled “Verse.” In practice, usually one or the other of these labeling methods will be
used. Rehearsal letters (carresponding 1o the sections of the form) are convenient; you
can call our “Let’s take it from lemer ‘A" during rehearsal, which is often quicker than
I:rymg to find a measure number on the chart. Notice tha this section is prﬂ:td.cd by a

“sign” (), This means that later on we're going to jump back to this point, via a “DE"
{dal segme, meaning “from the sign™) command. Also, we have o repeat sign to the left of
measure 3, with its corresponding repeat sign further on in the next secnon.

The next section (starting at measure 13) has the rehearsal letter “B" attached and is
also labeled “Pre-Cherus.” We have now changed to slash notation, where the chords
are indicated without specific rhythms. In the second line of the *B" section we have the
matching repeat sign for the one at the start of the “A” section, with the two measures
before the repeat marked as a fint endig. This means thar, after playing through the *B”
section and the first ending (measures 19-20), we repeat back to measure 3, then play the
“A" and “B" sections again. This tme we omir the first ending (measures 19-20) and skip
directly from the end of measure 18 1o measure 21 (the beginning of the sevond euding),
then continue on to the “C" section,

The next section (starting at measure 23) has the rehearsal leteer *C7 amached and is also
labeled *Chorus.” This section contains a mix of slash and rhythmic notaton. At the
end of measure 30 we notice a “coda™ symbal (€}, We ignore ‘this sign for now, as we
have not yet come to a “D.S. al Coda” or “D.C. al Coda” instruction. (Coda signs are not
nctive until we have execured one of these instructions.) Then at the end of measure 34
we see 2 “IDLS. af Coda" indication, which tells us to return to the sign (which is at the
start of measure 5} and continue through the chart until we get to the (@) sign (at the end
of measure 30). At this point we will jump two the “Coda” section [measure 35, preceded by
the second (@) sign]. When tsking the LS., the default assumption would be to observe
the repeats (meaning that we would repeat the “A” and “B” sections again on the second
pass through). But in this case the “D.S. al Coda™ instruction also had the qualifier “take
2mdl ending." This means that after the D.S., we just play the A" and “B" sections once
and take the second ending (omitting the first ending by skipping from measure 18 to
mieasure 21), before continuing to the *C" section.

Onee we are in the C section for the second time {after tking the D.8.), the (€ sign at
the end of measure 30 becomes active. So after measure 30 we jump over to the *Coda”
(measure 35), playing through to the end (measure 42). The end is sometimes labeled
“Fine" (pronounced “FEE-nay™), which is Iealian for “end.”
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Although this particular chart (*Roadmap Rock”) has 3 “D.5. af Coda” instruction, vou
will often see “D.C. af Coda™ used instead. “D.C.” stands for da cape, meaning “from the
top,” So rather than returning to the %, you would go back to the beginning and continue
from there.

You may ulso see the “Nashville numbering svstem® used on some charts as an alternative
o the more traditional chord symbol notation. For example, to notate the chord progres-
sion of C=F=G in the key of C, the Nashville chart would simply show the numbers |-4-3
abave the statf. This can be a useful shorthand in the studio and can faciliate key changes
more casily.

If you haven't done so already, consider investing in a computer notation program to run
on your Mac or PC. This way vou'll be able to produce publisher-quality charts and lead-
sheets of your songs. The leading notation software contenders in 2008 are Sibelius (www.
sihelius.com) and Finale (www.codamusic.com). These are especially handy if

your hand-copying skills (like mine) are less than world-class!




SECTION

Advanced Stuff
CHAPTER 16

MORE CHORD EXTENSIONS AND ALTERATIONS

What's Ahead:
= Introduction to chord types
= Estensions, alterations, and scale sources for all chord types
»  Using altered and extended chords

INTRODUCTION TO CHORD TYPES

In my classes and other hooks T make use of the term chord sype as a way to group rogether chords
with common characteristics, For example, we will see that the C major wiad, C major seventh
chord, and C major ninth chord all belong to the majar chord type, as they all sound major and
(for four-part and larger chords) all share the same definitive tones (which, as we saw in Chapter
12, are the third and seventh). So in this chapter we're going to extend each chord type beyond
the ninth to include the eleventh and thirteenth, (You won't need to go any higher than the thir-
teenth of a chord least not in © al Western music.) For each chord type, we'll also
see what common forms are used and which scale contains all of the notes (basic chord tones and
extensions),

This chaprer will develop the extensions, alterations, common farms, and scale sources for
the following chord types:

* major; * minor sixth, minor/major seventh;

* minor seventh; * dominant seventh (with four levels of alteratons);
* minor seventh with flarted fifth; * diminished seventh.

EXTENSIONS, ALTERATIONS, AND SCALE SOURCES FOR
ALL CHORD TYPES

THE MAJOR CHORD TYPE

In earlier chaprers we derived the major triad (Track 22}, major seventh chord (Track 37), and
major ninth chord (Track §3). Now we'll extend the major chord type all the way up to the thir-
reenth,

Cmaf131  Reot 3 5 7 % it 1

® +1

intorvals:
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The chord symbol “Cmajl 33117 shown above the stack in the previous example is the
version of this chord type that is created when all of the notes in the stack are used
together. Note thar the eleventh of this chord is in fact a sharped eleventh 1o avoid clash-
ing with the third of the chond.

In general, use of the higher wnes in the chord stack (and particularly the sharped eleventh
here) is reserved for the more sophisticated and jazay styles, Simpler pop or commercial
styles will stick to the lower tones of the chord.

Neat we'll look ar the common forms of this major chord type: The chord symbaols vou will
see typically used in songs, together with how these chords literally are spelled. Now a player or
arranger is likely to voice these chords in different ways depending upon the musical style. For
example, we've already seen some upper-structure voicings used on various chords; we'll develop
these and other voicing concepts later in Chapter 19, For now, knowing how these chords are
spelled will at least ger you out of the gave, and knowing that they are all connected {i.e., members
of the same chord ype) is conceprually important. Wich this in mind, let’s see all the common
forrms of this chord type, again buile from the root C,

C ] ch Cmaf? Cmaj™s ol Cmag
» Cinaled)
I = - " e
Ak ]
L _3 o £ -
Cma% ineind) Cadds C ndd9 (nadrd)
= - Ei 3 £

‘While most of these chords are definitive of the major chord type (containing the third
and seventh/sixth of the chord), some are not—for example the Cmai®(nodrd) or the
Cadd?¥ chords. This is an important barometer of musical style: Mainstream jazz snles
will generally use more definitive chords, while modern pop, rock, and smeoth jazz will
use less definitive and more “open” chords,

Now its tme tw look at the scale source for this major chord type. This is derived by
compressing all of the notes within the chord stack into 4 one-octave range (in this case, by taking
the top notes D-F#-A and transposing them down one octave), It's important to realize that the
seale source is simply a collective term, referring to all the notes (hasic chord tones and exren-
sions) that are available within the chord and is not necessarily indicative of the key that we're in
at the time. Here’s the scale source for the major chord type, built from C:

Trock 42 = g — — il
42 § = o 4
] = = a
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The numbers below the staff shaw the functions of the scale degrees within this chord type.
Naotice that the “$11" and “#3," and the *6” and “13,” are enbarmonic equeivalents (which is a fincy
way of saying that these different functions refer o the same tone). This scale is a C Lydian mode,
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which, as we saw in Chapter & (Track 34), is 3 G major scale displaced o start on the note C.
Knowing the scale sources of chords is vital to improvising musicians, as they can use thar scale
a5 a source of notes when soloing over the chord changes.

Okay, now it’s time to break out the stacks, common forms, and scale sources for all of the
other chord types listed in the introduction, beginning with...

THE MINOR SEVENTH CHORD TYPE

In earlier chapters we derived the minor triad (Track 23), minor seventh chord (Track 37), and
minor ninth chord (Track 53). Now we'll extend the minor seventh chord type all the way up o
the thirteenth,

Dm13 et 1 s 2 4 n 13
o . — i o .
——H = o 1
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inservie i 3nd--4
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The chord symbol “Dim13" shown above the stack is the version of this chord type that is
created when all of the notes in the stk are used together. Everything up 1o the eleventh
on this chord type sounds stable and works for most styles, But the thirteenth sounds
rather tense and is normally reserved for more sophisticated and modal jaze styles.

Next we'll look at the common forms of this minor seventh chord type, built from the root D,

Dm Dm? Dms Dniadd) Bmil DmiTyadd1 1) Dmi3
q o #H -
o H H -
i i i i
o H- L o L

The minor triad is a less definitive form of this chord type, because it could also be a repre-
sentative of the minor sisth or miner/major seventh chord type, as we will see shortly, Now we'll
derive the scale source for the minor scveth chond rype, again by compressing the chord stack into
4 ome-octave range.

= = o
root a E] 1 ] 13 T

The chord functions of the scale degrees are shown below the staff. This scale is a D Dorian
mode, which as we saw in Chapter 6 (Track 33) is a C major scale displaced to start on D.

THE MINOR SEVENTH WITH FLATTED FIFTH CHORD TYPE
In Chapter 7 we derived the minor seventh with flarced fifth chord (Track 37), Nexr we'll exrend
the minor seventh with flated fifth chord tvpe all the way up to the flatted thireenth.
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The dominant hierarchy is cumulative, meaning that the higher levels will also include any
alterations introduced at the Jower levels.
* Level Three will also include the sharped eleventh/flacted fifth from Level Two.
* Level Four will also include the flatted ninth and sharped ninth from Level Three,
and the sharped eleventh/flared fifth from Level Tvo.

In jazz styles, it is routine for plavers and arrangers o upgrade basic dominant chord
symbaols by adiding one or more alterations (context permitting). In terms of the structure
presented here, this means advancing to a higher level in our dominant hicrarchy.

Oy, now that we've covered some ground rules, ler’s explore the different levels individually,

LEVEL OME: THE UNALTERED DOMINANT SEVENTH CHORD TYPE

O first and simplese dominant chord has no alterations, but does come in both suspended and
unsuspended forms, In Chaprer 7 (Track 37) we learned the dominant seventh and suspended
dominant seventh chords. The unaltered dominant seventh chord nepe includes both of these
chords, Now we'll extend this chord type all the way up to the thirteenth.

H. =: = =

BN
g

~-major F3th -

Although the chord symbol “G13" is shown in the above example, this stack of notes has
a conflict: The third (B} clashes with the fourth/eleventh (C), so these nores would not
normally be used together, As we are about 1o see, the G13 chord uses the third instead of
the fourth/eleventh, whereas the G13sus4 chord uses the fourth/eleventh (the suspension)
instead of the third. This chord type is used widely (in unsuspended form) in basic jazz,
blues, and gospel, and (in suspended form) in modern pop, R&B, and smooth jaze styles.

Next we'll look ar the comman forms of this chord type, buile from the root G; these are
divided into unsuspended (first system) and suspended (second system) forms.

Unsuspancad
G a7 a9 Gl
B xE
2 i3 i H H# =
Suspencied
Cisused G Tsusd &g;slnlpl C%suisd Gl susd Gl 3susd
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The major triad is a less-definitive form of the Jed domi anil the suspended
trind is a less-definitive form of the susy d

Among the suspended dominants, some alternate chords and chord symbols are shown,

* The chords symbels “GYusd” and G117 mean the same thing (as the eleventh is the
suspension on the chord), Two possible placements of the fourth/cleventh are shown,

* Two alternate versions of the G13sus4 chord are shown (with and without the fifth, D).
The fifth is not essential, as it does not impart any definition to the chord.

Any chord symbol consisting of just a letter name followed by o *7" or greater is a
dominant chord symbol. G7, G9, and G13 are all unsuspended dominants and G11 is a
suspended dominant (in which the fourth/eleventh has replaced the third),

Now we'll derive the scale source for this chord type by compressing the chord stack inw 2
OnC-OCTave range.

= — =5 o
ool Ll 3 am 5 3 "

The chord funcrions of the scale degrees are shown below the swaff. This scale is the G
Mixolydian mode, which we met in Chapter 6 (Track 33)—a C major scale displaced to start on
the G note.

LEVEL TWO: THE DOMINANT SEVENTH WITH FLATTED FIFTH/

SHARPED ELEVENTH CHORD TYPE

The next level in our hierarchy adds the flarted fifth/sharped eleventh ro the dominant chord. In
Chapter 7 (Track 42) we derived the dominant seventh with flateed fifth chord. Now we'll extend
this chord type all the way up to the thirteenth.

Gl oot 3 ] Ll L] H1 13

AR S S

The chord symbol *G138117 shown above the stack is the version of this chord type thar
is created when all of the notes in the stack are used tugc(hcr The use of this chard fpe
(in any form) is lly indicative of a fazz or jazz-infl style “This dominant chord
is particularly suived for empl as a tritone substi approach chord
(see Chaprer 13), with the sllarpcd eleventh becoming the ﬁ&h of the subsequent chord.
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Next we'll look at the common forms of this chord type, built from the root G,
) GRS Gobs aniy Gt Gl
B B B B |

“The major triad with flarred fifth is o less definitive form of this chord type. Now we'll derive
the scale source for this chord orpe.

4

ack &7
0:27]
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The chord functions of the scale degrees are shown below the staff. Notice that the sharped
eleventh and flatred fifth are enharmonic equivalents of this chord. This scale is the fourth mode
of the D meladic minor scale (i.e.,, a D melodic minor scale displaced to start on its 4th degree).
This scale is also referred to as the “Lydian dominant scale” by some jazz musicians and educa-
tors.

LEVEL THREE: THE DOMINANT SEVENTH WITH FLATTED NINTH AND

SHARPED NINTH CHORD TYPE

The next level in our hierarchy adds the flatted ninth and sharped ninth to the dominant chord,
while keeping the flatted fifth/sharped eleventh that was added at Level Two. In Chaprer 11 we
derived the dominant seventh with flatwed ninth and dominant seventh with sharped ninth chords
(Track 54). Now we'll extend this chord type all the way up to the thirteenth,

oot 3 3 L) L] L LTl i3
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The chord symbol “G13(59, $9, £11)" shown above the stack is the version of this chord
type that is created when all of the notes in the stack are used wgether. The use of this
chord type (in any form) is lly indicative of a jazz or jazz-infl d style. Dominant
chords at Level Three (or above) have a strong tendency to resolve to the next chord on
a V=T hasis, due to their altered ninthis).
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Nexr we'll look at the common forms of this chord type, built from the root G,
are GTe

G758 [ an) arr9ies)
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These common forms can be divided into two groups; Chords without the thirteenth (firse
line) and cherds with the thirteenth (second line), Each chord in the second line is the resule
of adding a thirreenth o the corresponding chord in the first line. For example, if we take the
1

first chord in the first line (G769) and add a thirteenth, we get the first chord in the second line
(G13b9),
|

As you can see, all combinations of *9," *89," and 311" are possible within this chord
type. In practice, however, the most-used combinations are:

* “b07 g the only alteration (first line, first chord);

* “b0" wogether with “#117 (first line, fourth chord);

+ “9" tagether with “13” (second line, first chord);

¢ “b0" together with “B117 and *13" {second line; fourth chord).

Now we'll derive the scale source for this chord type.

= = T = o
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The chord functions of the scale degrees are shown below the staff, We notice thar the
sharped eleventh and flatted fifth are enharmonic equivalents of this chord. This scale has eight
different pitches, in contrast 1 the seven-note seale sources we have veen 5o far. We anly have
seven letters in the musical alphabet, so we have to use one letter twice (in this case the sharped
ninth is B, and the third is B). The interval between the first two notes (G-Ab) is a half step,
and the interval hetween the next two notes (A-Br) s a whole step. This interval parcern (half
step-whole step) is then repeated as we continue up the scale. For this reason the scale is often
referred to as the “halffwhole” scale, We can also use the term eighe-wote domimens to describe this
scale, as it is an eight-note dominant scale source. There’s more about eight-note dominant scales
in the next chapter,
LEVEL FOUR: THE DOMINANT SEVENTH WITH SHARPED FIFTH/
FLATTED THIRTEENTH CHORD TYPE

The final level in our hierarchy adds the sharped fifth/flareed thirteenth w the dominant chord,
while retaining the fatted ninth and sharped ninth from Level Three and the flatted fifth/sharped
eleventh from Level Twa. In Chapter 7 we derived the dominan seventh with sharped fifth chord
(Track 42). Also, in Chapter 11 we derived the dominant seventh with sharped fifth and flarred
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€

ninth chord and the dominant seventh with sharped fifth and sharped ninth chord (Track §4).
Now we'll extend this chord type all the way up to the fatted thirteenth,

|‘u'¢'ll 13 o 3 s L ] B "y
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The chord symbal “G7(b9, 89, #11, b13)" is the version of this chord type that is created
when all of the notes in the stck are used together. Ar first sight it looks like we have ei

different pitches (as in the Level Three dominant), but the "#3" (D4} and the “#13" (Eb),
which are both shown, are equival we're back twa seale for this chard,
as we'll see in & moment. The use of this chord type (in any form} is nommally indicative
of a jazz or jaze-influenced style. Dominant chords at Level Four have a st.mng rendency

1o resolve to the next chord on a V-1 hasis, due w0 the altered thirteenth

Sometimes you will see the suffix “7alt.” as in the chord symbaol “GTale.” This means
that any/all ofdv: Level Four alterations (“b9," *49," “811,7 "b!!"} are available for the

chard.

Next we'll look at the common forms of this chord type, built from the oot G,

With shorped fih |
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With flamed thirteenth
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These comman forms can be divided into two groups: Chords with the sharped fifth (first
line) and chords with the flatred thirteenth (second line). We have seen that the sharped fifth is
equivalent w the famed thireenth, so essentially these are different ways of writing the same
chord, Also, we have two alternate symbols for each chord in the first line, The “+" sign in a chord
symhol means “sharp the fifth of this chord,” regardless of any other number actually following
the “+" in the chord symhbol. So for the first chord in the first line, we have two chord symbols:
“(5785" (which means “G7 chord with sharped fifth™) and *G*7" (which means “sharp the fifth of
this G7 chord™). Below this, in the second line, we have the G+ 13 chord—which is also equiva-
lent, as D# and Eb are two names for the same pitch.
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CHAPTER 16 MORE CHORD EXTENSIONS AND ALTERATIONS

As you can sce, all combinations of “59,” *89." *b3/811," and “§5/613" are possible within
this chord type. In practice, however, the most-used combinations are;

* “85/613" as the only alteration {first chord of each line);

* “25/%13" wgether with 9" (second chord of each line);

» “35/413" rogether with “89” (third chord of each line).

We'll now derive the scale source for this chord rype.
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The chord functions of the scale degrees are shown below the staff, Note chat the sharped
eleventh and flated fifth, and the sharped fifth and fatted thirteenth, are enharmonic equivalents
of this chord, This scale is the seventh mode of the Ab melodic minor scale (i.e., an A> melodic
minor scale displaced o start on its Tth degree), This scale is also referred 1o as the “altered scale”™
by soume jazz musicians and educarors.

Lastly, we'll explore a variant of the Level Four dominant chord that combines the *85/5137
with the unaltered ninth. This has 2 more “floating,” non-definitive quality and is useful in older
pop and Broadway styles.

G
Geuf1 1

imlervals:

« - mmgmented | ith

The alvernate chord symbols “Gofi" and “G+9(#11)" refer to the version of this chord
type that is created when all of the notes in the stack are nsed together.

And now we'll derive the scale source for this variant.
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The chord functions of the scale degrees are shown below the staff. This scale has only six
different pitches, so we will nor need all seven lerters of the musical alphabet (in this case, the
letter E is not used). The interval between each successive pair of notes in this scale (G w 4, A
w B, and so an) is a whole step, so this scale is referred o as the wbale-rome sale. We'll retumn o
this scale in the next chapter,
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Trock 71
g

THE DIMINISHED SEVENTH CHORD TYPE
In Chaprer 7 we derived the diminished seventh chord (Track 37). Now we'll extend the dinrin-
isbed seventd chordd type all the way up to the flarred chirteenth.

et § .
minor |3th -«

The chord symbol “B°7(add maj7, 9, 11, b13)" is the version of this chord type that is
created when all of the notes in the stack are used vogether. The use of this chord type
(with the upper ions) is normally indicative of 1 jazz or jazz-infl d style, This
chord type has several unique charscteristics:

The chord stack has two seventhe The diminished seventh (Ab in the above chiord) is
u definitive chord tone, while the major seventh (A# in the above chord) is an available
upper extension.

The chord stack ean be divided into four basic chord tones (root, flatted third, fatted
fifth, double flarred seventh) and four upper extensions {major seventh, ninth, eleventh,
flatted chirteenth).

Each of the upper extensions is equally impertant and the use of one does not imply
the use of any other. For example, using “117 would not imply the presence of “maj7™
or “8." For this reason, we can use “add” in the diminished chord symbol to refer w
any/all of these extensions. For example, if we add the note C# w a B*7 chord, the
recommended way 1o write this would be “B*7(add¥)"; the symbol “B°0" would be
incorrect.

In Chaprer 13 (Track 59) we saw that the B*7 chord could substitute for the G769 chord
in a minor key, So we would expect a close relationship to exist between this diminished
seventh chord type and the dominant seventh with flacted ninth and sharped ninth chord
type discussed earlier. In fact, if you examine the chord stack for the G13(b%, 89, £11)
chord (Track 68), you'll discover that if we took the note G from the beginning and
racked it on at the end, we would get the sequence of notes for the B*7(add maj7, 9, 11,
#13) chord stack (Track 71).

Now we'll ook at the commaon forms of this chord type, built from the root B.

Be BT BT w7 BT BT
(dd Ty (a9} (add11) 1ad 13}
b
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The diminished triad is a less definitive form of this chord type, as it could also be a version of
the minar seventh with fatted fifth chord type that we saw earlier. The last four chords show each
of the upper extensions sdded to the basic four-part diminished seventh chord, More advanced
jazz applications will combine these extensions as need

Now we'll derive the scale source for this chord type.

4
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The chord functions of the scale degrees are shown below the swaff, This scale has eight
different pitches {like the dominant seventh with flacted ninth and sharped ninth chond type we
saw earlier), so again we will need 1o use one leter of the musical alphabet twice (in this case,
the major seventh is written as Bb, while the root is B8}, The interval berween the first two notes
(B-C#) is a whole step and the interval between the next two notes (C4-D) is a half step. This
interval pattern (whole step-half step) is then repeated as we continue up the scale. For this
reason the scale is often referred o as the “whole/half” scale, We can also use the term eighr-note
dimimished to describe this scale, as it is an eight-note diminished scale source. There’s more about
eight-note diminished scales in the next chapter.

[+Y The affinity hetween this diminished seventh chord type and the dominant seventh with
flatted ninth and sharped ninth chord type can also be seen by comparing their seale
sources (which, as we'll discover in the next chapter, are the two varieties of oetatonic
scale). For now, note that if we take the eight-note dominant scale from Track 68 and
place the first lhree notes (G-Ab-B¥) at the end, we ger the eight-note diminished scale
from Track 7

USING ALTERED AND EXTENDED CHORDS

To conclude this chaprer, we'll see how some of these altered and extended chords are vsed in
the classic jaze rune “Blue in Green,” by Miles Davis, We'll also relare the chord symbols wo the
chord types previously outlined.

Blue in Green
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We can analyze the chords used in “Blue in Green” as follows:

Measures 1, 5, 11:

Measures 2, 6, 12:

Measures 3, 10:

Measure 3:

Measure 4:

Measures 7, 13:

Measure 8:

Measure %

The Bbmaj% 11 is a form of the major chord type (Track 62, twelfth
chord),

The AT is a form of the dominant seventh with sharped fifth/flarred
thirteenth chord type (Track 69, third chord).

The Dm# is a form of the minor seventh chord type (Track 63, third
chord).

The DeT#11 s a form of the dominant seventh with flared ffth/sharped
eleventh chord type (Track 67, fourth chord).

The Cm® is a form of the minor seventh chord ype (Track 63, third
chord). The FI369 is 3 form of the dominant seventh with flatted ninth
and sharped ninth chord type (Teack 68, seventh chord).

The Dmé is a form of the minor sixth, minor/major seventh chord type
(Track 65, fifth chord).

The E74} is a form of the dominant seventh with sharped fifth/flatced
thirteenth chord rype (Track 69, third chord),

The Am% is a form of the minor seventh chord type (Teack 63, third
chord).




CHAPTER 17
MORE SCALES

What's Ahead:
While-tone seale
= Ocratonic scales

If we divide an octave into six equal parts, we get a series of whole steps, which are referred w
collectively as 2 whale-rone sale. Here is a C whole-tone scale:

When writing out a whole-tone scale, we will use six {out of a possible seven) letrers of the
musical alphaber. Unlike with the major scales, there are some alternate naming options
for notes within the whole-rone scale; for example, the F#, G#, and A# above could have
been named Gk, Ab, and Bb.

This scale ean in fact be named after any note in the scale; for example, this scale is also a D
whole=vone scale, an E whole-tone scale, an F# whole-tone scale, and so forth, This is because
the scale consists only of whole steps and can be started ar any point, This interval structure also
accounts for the racher “floating”™ impression left by this scale.

We can also find 3rds within the whole-tone scale by taking alternate notes of the seale. For
example:

* we can start with C, then skip over D to E, creating the C-E major 3rd;

* we can start with D, then skip aver E to F#, creating the D-F¥ major 3rd;

= we can start with E, then skip aver F# to G¥, ereating the E-G# major 3rd;

* and soon....

Track 72
[F]

0]

Like the whole-tone seale itself, these major 3rds also impart a “floating” impression, which
can be put to good wse in certain songs and styles. Following is the keyboard intro to the Stevie
‘Wonder song “You Are the Sunshine of My Life.” Check our the sscending major 3rds in
measures - and 7-8.
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Teuck 77
14

You Are the Sunshine of My Life

These 3rds are from the F# whole-tone scale, which—as we have already discovered—
contains the same notes as the C whole-tone scale. This type of sound is normally reserved for
fazz or more impressionistic styles, bur Stevie Wonder is known for smuggling jazz harmony and
voicings into the pop chares!

Relating this example back to our work on chord types in Chapter 16: The F#985 chord is
a variant of the Level Four domimant chord thar contains the sharped fifth and unaltered
ninth (refer o Track 70).

Our next example is what we call the “soap opera flashback.” Running a whole-tone scale
rapidly up and down {over two or more octaves) is a cliché phrase often used in old TV shows to
indicate that a “fashback” in dme is occurring, If you've heard this sound before. .. well, mayvbe
you've been warching too much TV!

OCTATONIC SCALES

Okctatonic scales are eight-note scales that result from dividing an octave into four equal parts,
and then further subdividing each part into half steps and whole steps. For example, if we ke
middle C up to the C an octave higher, then divide it into four equal parts, we get C-Eb-F2-A-C
{which spells a C diminished seventh chord). Each of the internal intervals is a minor 3rd (three
half steps). If we then divide each of these minor 3rds into a half-step/whole-step pair. we get an
eighr-note deminant scale. Here is the C eight-note dominan scale:

"y
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In the previous example, note the “H” (half step) and “W™ (whole step) characters below
the suiff. Because this scale starts with a half step and alternates between half and whole
steps throughout, it is sometimes referred o as o “halifwhole” scale.

We saw in Chaprer 16 that this eight-note dominant scale was the source for the dominant
seventh chord containing the flatted ninth, sharped ninth, and/or sharped eleventh (refer
Track 68). Now we'll find out what happens when we play the C eight-note dominant scale over
a 7 chord.

b
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You can hear that some of the scale tones sound rather tense against the chord, as they are
upper extensions or alterations on the C7 chord, These sounds are often found in jazz and Latin
styles, but are rarely used in commercial pop and rock, Next up is 4 brief melody using the notes
from the C eight-note dominant scale, again over a C7 chord.
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Now let’s create a different ocatonic scale, You'll remember thar we divided the ocrave into
four equal parts; C-Eb-F8-A~C. Well, instead of dividing up each internal minor 3rd into  half
step/whole-step pair, lets now divide each interval into a whole-step/half-step pair. This creares
an eight-nate diminisbed sale. Here is the C eight-note diminished scale:

audio g — —
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Note the “W" (whole step) and “H" (half step) characters below the staff. Because this
scale starss with a whole step and alternares berween whale and half steps throughour, itis
sometimes referred to as a “whole/hall” scale.
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We saw in Chapter 16 that this eight-note diminished scale was the source for the diminished
seventh chord (refer to Track 71). Now we'll find out what happens when we play the C eight-
note diminished scale over a C*7 chord.

4

e
[ -

As hefore, some of the scale tones sound tense against the chord, as they are upper extensions
of the C*7 chord. Here is a brief melody using the notes from the C eight-note diminished scale,
again over a C°7 chord,

W e

Something 0 watch out for: You will see different names for these scales in different
books. For example, | have seen the eight-note dominant seale referred to as o *diminished
scale” in some texts, You have been warned!

Experiment with vour own whale-tone and ic seale melodies, Try writing down
andfor recording the results. Let your ears be your guide...




CHAPTER 18
BEYOND DIATONIC CHORDS

What's Ahead:
«  The secondary dominant concepe
«  The momentary key concept
* Mixing major and minor keys
«  Non-harmanic ones

THE SECONDARY DOMINANT CONCEPT

In Chapter 12 we derived the T1-V-I progressions in major and minor, and saw some examples of
tunes using chords from different keys (i.e., beyond what was available in the key of the song). At
that point we introduced the momentary key concept tw keep track of where the song was going
harmonically. Laver in this chapter we'll do some more work with this idea,

First of all, though, we're going to explore a more traditional way of looking at chords
borrowed from ather keys, called the seeondary donsinans coeepe. This is an adequate alternative
approach if the non-diatonic chord is 2 dominant chord (with a distonic root) that leads back w
a distanic chord, normally on a circle-of-ths (V-1} basis. We can apply this concept w the tradi-
ricnal song “Aura Lee.”

Aura Lee
Wierds by W.W. Foadich
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Using the secondary dominant concep, we can analyze the chords that are not distonic to

the main key of B> as follows:

Measures 2, 6, 14: The C7 chords lead into the F7 chords (in measures 3, 7, and 15) on a
V-I basis. In other words, if we were in the key of F, the C7 would be
the V' chord leading back to the tonic, The C7 is therefore a secondary
dominant and can be called V of V {as it is a V chord with respect to the
F7 chord, which in tum is a ¥ chord in the key of the song).

Measure 9: The D7 chord leads into the Gm chord in measure 10 an a V=1 basis. D7
is therefore a secondary dominant and can be called Vof VI (asitisa V
chord with respect to the Gm chord, which in turm is a VI chord in the
key of the song).

Measure 10: The Ba7 chord leads into the Ebmaj7 chord in measure 11 ona V-1 basis,
The Bb7 is therefore 4 secondary dominant and can be called V of IV fas
it is a V' chord with respect to the Ebmaj7 chord, which in mern is a IV
chord in the key of the song).

Measure 13: The G7 chord leads into the C7 chord in measure 14 on a V-1 basis, The
7 is therefore a secondary dominant and can be called V of Il (as itisa V
chord with respect to the C7 chord, which is built from the 2nd degree of
the key of the song and acts as a secondary dominant of the F7 discussed
ahove).

Next up is the chorus from the John Lennon ballad “Imagine,” which uses secondary domi-
nant chords in a different way, This example includes the piano accompaniment figure, written
below the vocal staff,
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The only chords here that are nor diatonic w the key of C are the E7 dominant chords. Using
the secondary dominant concept, we could call the E7 chord a V of VI {Am being the VI chord
in the key of C). However, this example is different in that the E7 chord isn't actually followed
by an Am chord: instead it moves to an F major chord (a IV chord in the key of the su’ng} This
is not as typical, bue it still works becanse the E7 chord leads smoothly into the F major chord by
a half step.

t THE MOMENTARY KEY CONCEPT

i When analyzing tunes that employ multiple TI-V or II-V-I progressions (which may include
substiture chords) from different keys, the more tradidonal secondary dominant approach
becomes inadequate, It is recommended that vou instead use the muomentary key concepr. We gor
& head start on this back in Chaprers 12-13, when we began w analyze the 1I-V-I progression
and subsutuh:: d\un[s a5 used in jﬂ'ﬂ. standards. Now it's time to delve into this in mare detail,
by that we can use to analyze tunes using this [1-V=[-style
harmnm [dm mclu.dr_i 1azz standards and older pop styles like that of the Beatles).

Stage 1:  Look for the dominant chords first. The default assumption is that they will be V'
chords in either the key of the song or another momentary key. If the dominant is
not functioning as a V, then the two most likely options are:

it is 2 dominant approach chord (refer ro Track 60), moving down by half step

to the next chord;

it is a ¥VII dominant, moving up to the tonic chord by a whole step (for example,

F7-GmajT). which is 2 signature jazz sound,

Stage 2 Look before the dominant for a [T chord (or its substitute) and after the dominant for
a I chord (or its substiture). Also, don't forget that we can mix II-V-I progressions
(including substitute chords) from major and minor keys (for example, Dm7-G 75—
Cmaj7 is 2 mived I-V-I progression, with the [1and I chords coming from the key
of C major and the V chord coming from the key of C minor), Review Chaprers
12-13 if you're still not sure about this, And don't forget that we can do a VII-for-V
substitution on the dominant chord iself—although this doesn't happen a lot in
actual practice, and when it does happen it's normally in minor keys,

Stage 3:  Any chords sull to be analyzed after Stages 1-2 are likely to be:
* diatonic chords in the key of the song;
= substitute chords in the preceding andfor following key;

*  momentary I chords in a new key,

Next we'll look at the Beatles ballad “Here, There and Everywhere,” checking out the
momentary keys being used in the harmony.
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Although most of the chords in this song are diatonic to the key of G major, there are some
other momentary keys used as follows:

Measures 5-6, 18-19: The BT chord is preceded by an F#m7 chord. The two together createa
1I-V progression in E major, Note that the Em following the BT chords
is both a momentary [ in E minor (creating a mixed [I-V-1), and a V1
in the key of the song (G major). The Em is therefore a linking chord
between these keys.

Measure 9-12:  The F7 chord is followed by a B major chord, cresting a V=T progres-
sion in Be major. This is then followed by the VI and [T chords in the
same momentary key. The D7 is from the key of the song, but it leads
toa Lin G minor (3 mixed V-1 progression),

Now its dme o look at a jazz wune with 8 more sophisticared mix of momentary kevs and

substitute chords, Following is the leadsheet for the ssandard “I Remember You™ by Victor
Schertzinger.
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Although this song is in the key of G major, there are lots of other momentary keys and

substitute chords used as follows:

Measures 2, 10, 26: The F#7 chord is preceded by a C8m7 chord, a II-V progres-
sion in B major. In each case, however, the F&7 chord moves
tack to Gmaj7, which is the overall tonic. This works because
the F27 chord leads smoothly, by a half step, to Gmaj?.

Measures 4=5, 12=13,16-17: The G7sus4 and G7 chords are each preceded by a Dm?7 chord
and followed by a Cmaj7 chord, creating TI-V-1 progressions
in C major.

Measures 6-7, 14-15: The F7 chard is preceded by a Cm7 chord, a II-V progression
in Be major. The F7 resolves to the 1 in measure 7, but leads
back to Gmaj? in measare 15, Here F7 is functioning as s bVIT
dominant, moving up to Gmaj7 (the tonic chord in the key of
the song) by a whole step.

Measures 18-19, 20-21:  The B75 chord is preceded by an Fém7 chord and followed by
an Emaj7 chard; this constirutes a mixed [I-V=I progression in
E major/minor. The CEm7 in measure 19 is a VI chord in the
momentzry key of E major,

m
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Measures 22-23: The A7 chord is preceded by an Em7 chord and followed by
a Dmaj7 ehord, a 11-V-I progression in I major. The Bm? in
measure 23 is a VI chord in the same momentary key.

Measures 28-29: The E7b9 chord is preceded by a Bm7 chord and followed by
an Am7 chord, a mixed II-V-I progression in A major/minor.

Measure 30: The F9 chord functions as a PVII dominant, moving up to
Gmaj7 by a whole step.

Measures 32-33: Here we a have a disguised [I-V-1 progression, where a tritone
substitution has been applied to the V chord. (The chords
moving by descending half steps C2-CE-B are an important
clue here.) % is & tritone substivute for FE789, which would
have ereated a I1-V-1 progression in B minor.

Measures 33-34; Measure 33% Bm7 becomes a IT chord in another disguised
TI-V-T progression. Bb7 is a tricone substioate for E7, which
would have created a mixed [I-V-I progression in A major/
minor.

Measures 34-35: Measure 345 Am7 becomes a 11 chord in a mixed II-V-I
progression back to G, with the D759 chord being 3 V in G
minor,

“I Remember You® is an enduringly popular jaze standard, Originally published in 1941,
it was fearured in the movie The Fieets I, starring Dorothy Lamour and William Holden.

W The diverse list of pop and jazz artists who have covered the song includes the Beatles,
“Tony Bennert, Stan Gerz, Ella Firzgerald, Bjick, Art Garfunkel, John Denver, George
Michael, and Diana Krall.

MIXING MAJOR AND MINOR KEYS

We've already seen examples of mixed II-V-1 progressions: For example, taking a II chord from
C major (Dm7), a V chord from C minor (G759), and a [ chord from C major (Cmaj7). This
is commonly done in jazz and jozz-influenced styles. Now we'll look at the equivalent idea in
modern pop/rock/RE&B styles, which is to mix diatonic triads from o major scale and a minor scale
(normally the natural minor) built from the same tonic. Some educators and texts refer o this
coneept as modil mivture, Before looking s the next song, lee’s review the triads available within
the C major and C narural minor scales,
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A lot of hit songs have been written using this mix of triads! We can hear this concept at work
in the song *Crazy Linde Thing Called Love” from the rock band Queen.

Crazy Little Thing Colled Love
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Although this song is written in the key of C and includes diatonic triads from C major {ie.,
the C and F major triads), it also includes triads from the C narural minor scale as follows:

Measure 4, 8, 10:  The Bb major chord is the #VII triad from the C natural minor scale.

Measure 10: The Ak major chord is the BVT triad from the C natural minor scale,

Queen's lead singer Freddie Mercury reportedly wrote
azy Little Thing Called Love” in under ten minutes,
The song’s rockabilly style and Elvis Presley-influenced
wocals contrasted with the grandiose rock epics that
Qieen was otherwise known for. Its carchy melody and
upheat lyric has made it one of Queen’s best-loved songs,
and it beeame the band’s first #1 hit single in the US,

B T ——

Cucen

The last example combined chords from major and minor scales built from the same 1o
Now we will look at two pieces thar combine chords from the major and relative minor scales.
You'll remember from Chaprer 9 tha the relative minor begins on the 6th degree of the corre-
sponding major scale. For example, the keys of GG major and E minor are relative to one another
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and share the same key signature (one sharp). As the E natural minor scale has the same notes as
the G major scale, deriving triads from the E natural minor scale would give us the same triads
wvailable in G major. However, deriving triads from the E melodic or harmonic minor scales
would give us some extra mriad optons—in particular the major V triad in the minor key (ie. a
B major triad in the kev of E minor). So before we look at the next piece, let’s review the triads
that are available within the G major and E harmonic minor scales,

G major
G Am Bm C D Em F#e a
H 1 |
$' T = 3 ¥ : |
1 i § § :
I n m w v Vi v I
E harmenic mincr
Em Fi» G Am B o = E'nl
P R — A L - " !!
tracks ] = ¥ ‘3 = : i
ks # =
I n L w v Wi Vit I

Now here is an excerpt from In Church by Tehaikovsky, which moves between the relative
keys of G major and E minor, using a mix of the ahove triads,

In Church (A L'eglise], Op. 39, MNo. 24
froem ALBLIM POUR ENFANTS [ALBUM FOR CHILDREN] i T
Em B Em D Em

Track 77
Ll \
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We can analyze the triad progression and movement berween the major and relative minor
keys as follows:

Measures 1-2:  The piece begins in the relative minor key (E minor), moving from the E
minor triad (T) to the B major tiad (V) and back again. The E minor wisd
belongs to both the G major scale and the E harmonie minor scale, and in this
piece it acts as a linking chord between the major and relatve minor keys.

Measures 3-7:  The E minor chord in measure 2 leads us into the key of G major in these
measures, where we find the following chords: D major (V), E minor (VI),
D major (V), G major (1), D major (V), and E minor (V). This last E
minor triad leads us back into the relative minor key again,

Measures 8=9:  Now we're back in the key of E minor with a B major (V) triad leading to
the E minor triad (T) in measure 9. This E minor triad then leads us back o
the key of G major again, being followed by o D major wiad (V in G).

Measures 10-12: After the G major tiad (1 in G), we then transition back to the key of E
minor (ending with the V=T triad progression), This section also uses some
slash chards: the F#° triad inverted over its third (A), and the Em triad
inverted over its fifth (B).

On to our next example that combines chords from the major and relative minor keys: The
Beatles ballad “Yesterday,™ written by Paul McCarmey. This song uses some four-part chords and
[1-V=-I-type harmonies, so we can look ar the movement between major and minor keys from a
momentary-key point of view (similar to how we looked at the Beatles song “Here, There and
Everywhere” earlier in the chapter). This song is in the key of F major, so we'll be on the lookout
for movement between the relative keys of F major and D minor.

Yesterday Wi aed Mve by

ek ol ity
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B F F
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LEr s === — —
he-liven  in you o e dan Sud-den - Iy,
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—
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Although most of the chords used in this song are distonic to F majer (including varioos
T-V-I, IV-V-1, and IV-1 progressions). the song does go through some other momentary keys
(in particular the relative minor) as follows:

Measures 2-3, 9-10, 24-25; The Em7-A7-Dm is a mixed [I-V-I progression ending in

minor {the relative minor), Note the accidentals in the
melody (B2 and C#) in messure 2—the melody at this poinc is
using 3 D melodic minor scale.

Measures 6, 13, 28: The Dm7-G7 is a [I-V progression in C major.

Measures 15-16, 19-20: The Em7-A7-Dm in the bridge is another mixed II-V-1
progression ending in D minor.

NON-HARMONIC TONES
Finally, we'll explore the use of mon-barmanic tanes in same well-k pieces. A won-b
tone is 3 melody note that appears to contradict the harmony in force at the time, This may
work for several reasons: The melodic motif may be sufficiently strong to counterace any versi-
cal contradictions that occur, and/or the non-harmaonic tone may resobve strongly back into the
harmeny again (typically by a half step). The melody may also have a distinctive rhythm patern
{for example, using anticipations) which then floats over fand s not constrained by) the harmonic
structure of the song.

Owr first example in this section uses suspensions in the melody. We saw in Chapter 3 thar
a suspended chord is one where the third has been replaced by another note (most typically the
fourth). If we use the fourth in the melody on 2 major chord, this would be a non-harmonic tone
which would then normally resolve to the third, This occurs twice in the jaze standard “Stella by
Suarlight” by Victor Young.

Stella by Starlight
fram the Paramount Ficure THE UNINVITED B
; i : ¢ by Vi Youmg
Em™3 AT Cm? Fi3 Fentl
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& - —_— e |
= thal  mp - pls by 0 nock  uhere w0 dov o ens hide
o 8 508 b 4 M g U
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Notice in measures 9 and 13 that we have the fourth in the melody over a major chord: The
E5 over the Bbmaj7 chord in measure 9, and the B> over the Fmaj? chard in measure 13, These
are non-harmonic tones that resolve to the third of each major chord on beat 2 of these measures,
These resolutions, together with the strength of the melody as 2 whole, allow the ear to accept
these non-harmonic tones,

Next we'll Inok at ewo examples that use chromatic neighbor mnes. These non-harmenic tones
are chromatic (i.e., do not belong within) to the key of the piece, are normally placed on o weak beat
{or an upbeat), and almost always resolve into an adjacent diatonic tone by a half step. Heading back
inte the classical world, we'll see this concepr at work in Beethoven'’s famous Minwer in G Major.

Minuet in G Major

By Lidhwig van Bewhoves

In measure 1, notice the Af and C# on the last sixteenth note of each beat in the reble-clef
part. These are chromatic neighbor tones, which lead back to the diatonic tones B and D, A simi-
lar idea oxeurs in measure 5, with the chromatic tone A# again leading into the distonic tone B
(the F#~G movement below is diatonic),

Next up is a simple piano arrangement of the traditional song “Down by the Riverside,”
which uses chromatic neighbor tones in a similar way.

AR " Down by the Riverside e Arwion Sl

Pt
2
i
it
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In measure 3, notice the C8 and E halfway through beat 4 in the treble-clef pare. These are
chromatic neighbor tones, which lead back w the dintonic tones D and F (within the By major
chard) in the nest measure. The same idea is repeated in measures 7 and 11, And in measure 5 the
chromatic neighbor tones GF and B2 resolve to A and C (within the FT chord) in measure 6.

T conclude this chapter, we'll look at the verse melody in Nirvana’s grunge anthem “Smells
Like Teen Spirit.” This is an interesting example of repeated melodic aneicipations, giving the
melody something of a separate life from the harmonic structure of the song. This allows the
melody (which includes some mild non-harmonic tanes) to float over the chord changes.

Word and Megi by K Coboin,
¥ Movowc 0nd Do Grohd

—t — = = T T " |
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Notice how the melody is almost always anricipating (i.e., landing an eighth note ahead of)
beats 1 and 3 in each measure, Although there are no notes that are chromatic to the key, there
are some melody notes that are non-harmonic tones: For example, d!e Eb on the Bb3 chords. The
open sound of these root—fifth chords, together with the rhythmi ions and the ch

of the melody, helped make this song one of the all-rime rock classics of the 1990s!




CHAPTER 19
UPPER-STRUCTURE VOICINGS AND SHAPES

What's Ahead:
» Upper-structure triads and slash chords

Four-part upper-structure chords and slash chords

Double-4th and =7

extended voicings

Palychord voicings

UPPER-STRUCTURE TRIADS AND SLASH CHORDS

Contemporary styles often require the use of spper-stractire voicings. These are three- or four-
part chords that are built from a chord wae (third, fifth, seventh, etc) of the overall chond, This
iz very efficient voicing method, not least becawse the same upper structure can he used within
various different overall chords, First we will ook at the use of upper-structure triads, sometimes
o as triad-over-root voicings. Different rules will apply depending epon what overall
type of chord (major, minor, dominang, e1c.) we are trying w create, Here are the commauonly used
triad-over-roat voicings for major chonds:

Cie (=0 EmC |~ Cmai?) GC | = Crnaiinodnd]
audia') | & 8 - a ;
tracks| (- —— s 1 t =
e e e g &
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The upper structures in the treble-clef part (eriads in this case) are each built from differ-
ent chord tones of the overall chord (from the roor, third, or fifth of C major in this case),
Each inversion of the upper structure is shown in the treble clef, while the roor of the
wwerall chord is shown in the bass clef. There are two chord symbols abeve each measure,
The first is a slash chord symbol with the upper-structure triad to the left of the slash, and
the root to the right. The second is the equivalent composite symbol, showing the overall
chord created by placing the upper structure over the roor. The specific voicings shown
can be analyred as follows:

* In the first measure, we are building o major triad from the root of the averall major
chord (C/C) This is a simple triad-over-root voicing and just creates a basic major
chord.

In the second measure, we are building a minor triad from the third of the overall major
chord (Em/C). This creates 3 major seventh chord overall.

In the third measure, we are building a major trind from the fifth of the overall major
chord (G/C). This creates a major ninth chord with an omicted third,

Nexr we'll check out the commonly used mmad-over-roor vorcings for minor and suspended
dominant chords,

179
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These voicings can be analyzed as follows:

* TIn the firse measure, we are building a minor triad from the root of the overall minor

chord (Ca/C). This is a simple triad-over-root voicing and just creates a basic minor

chaord.

In the second measure, we are building a major triad from the third of the overall minor

chord (ESC). This creates a minor seventh chord overall, (Note that Eb is a minor 3rd

ahave the root of C.)

* In the third messure, we are building a major triad from the seventh of the overall
suspended dominant chord (F/G). This creates a suspended dominant ninth {ak.a.
dominant eleventh) chord. (Note that F is a minor Tth above the root of G.) This voie-
ing can also work as a less-defined incomplere minor eleventh chord,

And now we'll Iook at some trad-over-root voicings for inverted major and minor chords,
placed over the third or fifth m the bass.

5 O oG CnE
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None that the term inperted here refers 1o these triads being placed over the third or fifth
in the hass (not the fact that the upper triads themselves may be inverted). These voicings
can be analyzed as follows:

* In the first measure, the major wiad is placed over its third in the bass {C/E).

* In the second measure, the major miad is placed over s fifth in the bass (CAG).

* In the third messure, the minor triad is placed over its third in the bass (Cm/ES),

* In the fourth measure, the minor triad is placed over its fifth in the hass (Cm/G).

These are all common sounds in contemparary pop, rock, and R&B styles, Next up is a brief
chord progression in a pop/rock rhythmic style, using some of these trad-over-root voicings.

Crna?

meobe

Gl
i
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We can summarize the voicing choices in the previous example as follows:

* In the first measure, the Crnaj7 chord is voiced by Iuilding 3 minor triad from the third
(Env/C),

* In the second measure (beat 1), the Dm?7 chord is voiced by building o major triad from
the third (F/D).

* In the second measure (beat 33, the G11 chard is voiced b
the seventh (F/G).

uilding a major triad from

In the previous example all the upper-seructure triads are in second inversion, resulting in
smooth voice leading through the progression. Nete that we showed only the composite chord
symbaols (Cmaj7, Bm?, G11) above the saff, which is the most tpical sitwation when reading
from a chare. However, we ean translate these into slish chord symbols w derive the necessary
riad-over-ront voicings.

[ Although you will see the composite chord symbols on charts most of the time, you will
still commonly see slash chord symbaols for inverted major and minor chords (as on Track
80}, and also when 4 series of triads is played aver a repeated bass note, or pedal pant,

Now ir's ime to look at some well-known music thar uses erind-over-root harmony. Perhaps
ome of the most famous examples is the 1980s rock hit “Jump” from Van Halen, The synthesizer
intro 1o this song uses several triad-over-root chords, mostly over 0 repeated bass note of C,

Wordh and Muvc lry David Los Rovh

We can analyee the triad-over-root chord symbols and voicings in “Jump” as fallows:

Measures 1, 2:  The G/C chord is voiced by building a major triad from the fifth of a
major chord,

Measures 1, 3: The C chord is simply voiced by building & major triad from the root of
4 C major chord.

Measures 2, 3. The F/AC chord is voiced by inverting an F major triad with its fifth (C) in
the hass,

Measure 4: The CAF chord is voiced by building 3 major triad from the fifth of an F
major chord, and the Gsus4 chord s voiced by suspending the G major
triad, replacing the third (B) with the fourth (C).
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Next up is an excerpt from Chopin’s Prefude i € Minor, which was also used as the intro to
“Could Tt Be Magic™ by Barry Manilow, This uses an interesting mix of trisd-over-root and four-
part chords,

Larga

Prelude in C Minor, Op. 28, No. 20

ELEN ] 13 A G C7 Fmisdd¥) Cm

3

-

Again, we wouldn't normally write chond symbols on a piece of classical music! However,
the symbols help us see that the chords in this piece fall into the following categories:

* mad-over-root chords;

four-part dominant seventh chords: G7, €7, D7 (see Chapter 7k

farger dominant chords with npper extensions/alterations: G725, Eb13, D13, AbTEIL
(see Chaprer 16);

four-part minor seventh chords using =7-3" voicings: Bm7 and Am? (sec Chapter 125
minor add¥ chords: Fm{add?) (see Chapter 11).

Wi can analyze the triad-over-root chond symbols and voicings as follows:

Measures 1, 3, 5, 7, 8: The Cm chord is voiced simply by building a minor triad from the

root (Cm/C).

Measure 1. The FmT chord is voiced by building a major miad from the thind
(AR/F)L

Measures 2, 8: The A» and De chords are voiced simply by building major triads
from the roots (Ab/Ab, De/Di).

Measures 4, fic The G chord is voiced simply by building a major triad from the roor

(GAG).
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Measure 5: The Ab/C chord is voseed by inverting an Ab major triad over its third (C)
in the base. The Ge/Bb chord is voiced by inverting a G minor triad over
its third (BE) in the bass.,

Measure 6 The G/F implies a four-part G7 chord over its seventh in the bass, (This
i aiften wsed as part of a descending bass line.)
Measure 7 The Cmv/Er chord is voiced by inverting o C minor triad over its third

(E2) i the hass. The G/B chord is voiced by inverting a G major rriad
ower its third (B) in the hass.

FOUR-PART UPPER-STRUCTURE CHORDS AND SLASH CHO|
Now ir's time 1o look st some far-pars apper-seructnre voicings, These are four-pare chords thar are
builr from a chord wone (third, fifth, seventh, erc) of the overall chord, Here are the commaonly
userd four-part, chord-over-root voicings for major and minor chonds:

Em7C( = Cmal) Ehma O { = Cady
audio, B :
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Note that {as with the triad-over-root voicings) both slash chord and composite chord

symhbols are shown, and all inversions of the upper structures are shown. The specific

voicings can be analyred as follows:

* In the first measure, we are building o minor seventh four-part chord from the third of
the overall major chord (Em7/C). This creates a major ninth chord,

* In the second measure, we are building a major seventh four-part chord from the third
of the averall minor chord (Ebmaj7/C). This creates o minor ninth chord, (Note that
Eb is a minor 3rd ahove the root of C.)

Next we will look at a series of foar-part, chond ot voicings for o and
suspended dominant chords. These are all common sounds in R&B and jazz styles.

BmTS 0 - 09y Fmaj 3G = GIY Dm7G ¢~ G%susd or GLIY - Fmaj740 | = G dsusd)y
Track B2 e e H 2 — 3
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These voiangs can be analyzed as follows:

* In the first measure, we are building 3 minor seventh with flated fifth four-pare chord
from the third of the overall domnant chord (Bm7h3/G). This ereates a dominant
ninth chord.
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In the second measure, we are building a major seventh with flarted fifth four-part
chord from the seventh of the overall dominant chord (Fimnaj7s3/G). This creates a
dominant thirteenth chord.

In the third measure, we are building 2 minor seventh four-part chord from the fifth of
the overall suspended dominant chord (Dm?7/G). This creates a suspended dominant
ninth (or dominant eleventh) chord,

In the fourth measure, we are building a major seventh four-part chord from the
seventh of the overall suspended dominant chord (Fmaj7/G). This creates a suspended
dominant thirteenth chord.

Next up is  brief chord progression in an Ré&Bismooth jazz chythmic style, using some of
these varcings, This example shows just the compasite chord symbuls, which we can then trans-
late into slash chord symbsols w desive the necessary four-part, chord ViHCings.

L Frmagi Gl Jausd

meob gy e
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We can summarize the voicing choices in this example as follows:

In the first measure, the Cmaj? chond is voiced by building a minor seventh four-part
chord from the thind (Em7/C),

In the second measure (beat 1), the Fmaj9 chord is voiced by building a minor seventh
four-part chord from the third (Am7/F).

In the second measure (heat 3), the G 3susd chord is voiced by building a major
seventh four-part chord from the seventh (Fmaj7/G).

0

Now we'll see some of these voicings used in the keyboard figure from the popular Doobie
Brothers song *What a Fool Believes,” written by Michael McDonald and Kenny Loggins.

@ Fool Balieves Wards and Muiic by

Afldsisd AN Ghadd DHF Micheal MeDanid snd Kanny Loggirs
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The chords in this example contain 2 mix of four-part, chord-over-root voicings and rriad-
over-root voicings. This use 1s rypical in more advanced contemporary pop/R&B styles

Measure 11 The Ab 1 3sus chord is voiced by building a major seventh four-parrt chord from
the seventh (Gbmai7/Ap), leading o the AbY chord, which is voiced by build-
ing 3 minor seventh with flatted fifth four-part chord from the thind (Cm 785/
Ar). The Gradd® chord is voiced with the ninth, third. and fifth of the chord
{somenmes referred o as a dister), This leads to an upper Ak wriad shape thar
momentarily implies an A57 chord, with its seventh (GB) in the bass,

Measures 1-2: The De/F chord is voiced by placing 0 ¥ major wriad over its third (F) in
the bass. The remaining upper shapes in measure 2 are heard in the context
of this Db major chord: The Ab major triads are built from the fifth, and the
three-note cluster (repeated from measure 1) 15 now the fifth, sixth, and root
aof the chord,

Measure 3:  The Exm7 chord is voiced by building a major triad from the third (Gh/
Eb). (The C° upper pasrng i is derived from the Dorian mode).
The Ab%sus+ chord is voiced by building 2 major triad from the seventh
(Gr/A). The A®T chord is voiced simply by building s diminished seventh
chord from the root (A"7/A), The Bom7 chord i voiced simply by building a
minor seventh chord from the root (Bem7/Bs)

Measure & The upper shapes during beats 1 and 2 are heard in the context of the preced-
ing Bbm7 chord: The D= major riad is built from the third, and the A» major
triad is buile from the seventh. The A% chord is voiced with the seventh,
ninth, and third of the chord (another cluster voicing). This leads to an upper
C minor eriad shape, momentarily implying an Am7=5 chord st the end of the
measure,

“What a Fool Believes” was recorded for the 1978 Doobie
Brothers album, Minute by Minute, and featured Michael
MeDonalds iimitable lead vocal style. As a single, the
sang briefly opped the charts in the US and received
two Grammy awards in 1980, Co-writer Kenny Loggins
also included a version of the song on his 1978 album,
\Jgﬁr atch. The song has been covered by numerous
aruists including Aretha Franklin, George Michael, Dionne
Warwick, and Mart Bianco.

DOUBLE-4TH AND “7-3" EXTENDED VOICINGS

Inn this section we'll look at some more advanced chord voiangs (suitable for more sophisticated
pop/R&B as well ss jazz styles), beginning with double—4th shapes. These are three-note voicings
created by stacking two perfect 4ths on wp of another, In my books and classes | use the term
“shape” when referring to these, because (unlike the upper-structure triad and four-part voicings)
they are not easily or helpfully described with individual chord symbols. Now we'll see how o
use this shape w create double-4th-over-root voicings for major, minor. and suspended dominant
chords,
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Although this cxample shows the double-4th shapes in root position, note that (as with the
triad anel four-part upper structures) they are often inverted. The specific voicings shown
can be analyzed as follows:

* In measure |, we are building douhle-4th shapes from the ninth, third, and sixth of the
overall C major chord. These upper shapes add various combinations of the sivehs and
ninths 1 the chord.

In measure 2, o double-4th shape built from the ninth of the C major chord has been
placed over the third (E) i the bass.

In measure 3, we are building a double-+4th shape from the fourth/eleventh of the over-
all CenT chord, This upper shape adds the fourth/eleventh to the chord.

In measure 4, e are I:mhhng nluuhl:-hh shapes from Illr fifth and root of the overall
C minor or C chord (these i work for both npes of
chord). Both of these upper shapes add the fourth/eleventh w the minor chord.

Although we used derailed chord symbols in the previous example to describe the exten-
stonsfalterations added with the double-4th shapes, experienced musicians will often use
these voicangs to upgrade basie major, minor, or dominant chord symbaols on a chare G
the style and context permit),

Caddd o’
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In the previows example, we saw thar it was possible o build double-4th shapes from the
fourth/eleventh and the fifth of minor seventh chords, Heres o twelve-bar minor blues thar uses
these voicings on all of the minor seventh chords.
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Nent we'll see an example of double—4th shapes used in 2 modern rock song. Here's the piana
inten fram “Brick™ by Ben Folds, which uses arpeggios of double-th shapes and triads,

The arpeggisted chords in the treble clef of this example can be analyzed as follows:

Measures 1, 3, 5: The I3 chord 1s voiced with arpeggios of a T} major triad, with a ninth (E)
adided during beat 3.

Measures 2, 4, 6 The G5 chord is voiced with arpeggios of an inverted E-A-13 double-4th
shape, built from the sisth of the chord (refer to Track 83, measure |1,
thind veicing).

Measure 7: The Bm? chord is voiced with arpeggios of a D major triad (buile from
the third of the chord), with an dleventh (E) added during bear 3.

Measure 8: The E

ust chord is voiced with an arpeggio of an inverted E-A-D
double-dth shape, built fi

from the root of the chord (refer 1w Track 83,
g). The ET chord is voiced with an arpeggio of
the third, seventh, and root of the chord.

measure 4, second v

Next we'll take a look at an interesting type of voicing that 1 eall o 7-3 extended toicing. You'll
recall that in Chaprer 12 we introduced “7-3" voicings (the sevenths and thirds of the chonlsh into
our discussion of the II-V-1 progression (refer to Track §6), The seventh and third of a dominant
chard (for example, the notes Fand B of 2 G7 chord) form the interval of 2 tritone (augmented

187
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deh/diminished Sth), and we can add a third note to this interval o extend the “7-3" voicing.
Here is a series o " extended voicings of the G7 chard.

Gl ary Lepl G o9 (e
i
-na p—
tracks| i Tha I
Fa— o T» EETE—
84 % = Hod o
(94 : ; : ; =
o o T o o o

The bottom two notes of the treble-clef voicing in each case are the seventh and third of the
7 chord, and above these an extra note has been added. Note that the second measure has some
alternare chord symbols provided. We saw in Chaprer 16 that the “+” symbol meant thar the fifth
of the chord was sharped, and that the sharped fifth was equivalent to the fared chi h. The
three chond symbols in this measure are thus equivalent.

These addiions to the basic dominant “7-3" voicing can be analyzed as follows:

* In measure I, the thireenth (E) has been added to the basic G7, creating 3 G13
chord,

In measure 2, the sharped fifth or faed thireenth (E5) has been added o the basic
G7, creating a G743, G7R13, or G7 chord.

In measure 3, the fifth (D) has been added to the basic G7, As this is also a basic chord
tone, the resulting chord is sull a G7.

In measure 4, the sharped ninth (spelled here as Bb, for consistency with the implied
key of C minor) has been added o the basic G7, ereating a G789 chord.

In measure 5, the ninth (A) has been added ra the basic G7, creating a G9 chord,

In measure 6, the flatted ninth (Ab) has heen added o the basic G7, creating a G729
chord.

Review Chapter 16 for more information on dominant chords and their exvensions/altera-
thoms,

-

Now we'll ook at a rhythmic pattern in a jazzy RE&R style that uses some of these voicings.

DT GHS AbL3 G B= BT 6
Tk 84 éi i : - s = =
°XL] - RTE ~a

Te e

e d#;g

The “7-3" extended voicings in this example are derived as follows:

* The ninth has been added above the seventh on the C% in measures 1 and 4, and on the
BB in measure 4.

* The sharped fifth (b13) has been added above the third on the AT45 in measure 1, and
on the (745 in measures 2 and 3.
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* The sharped ninth has been added above the seventh on the D789 in measure
on the B739 in measure 4.
* The thirteenth has heen added shove the thind on the A#13 in measure 3,

Next up is an example of
Here’ the kevboard intro o Sweely Dan’s “Deacon Blues.”

3" exended, double-dth, and spper-trisd shapes used in a well-
knuwe jaeerock song

CmayT Gusl8 Bemaj T FausZ'A Dmaj?
(ot—— '
o —;

Cmay?

=5
ash |
a0

£

Measures 1-5: The major seventh chords are all voiced by building minoe triads from the

third (EmdC, DmdBe, Fao/D, and Gk,

Measures 1-4: The chord on bear 3 of each measure is voiced as a double-4th shape, built
from the ninth of the major chord placed over the third in the bass (refer o
Track 83, measure ).

Measures =6 The chorid is voiced by using a * extended shape (*3-7-89"), which

15 then arpeggiated in successively higher netaves during measure 6.

“Deacon Blues” is one of Steely Dan’s best-loved
songs, and was included on their groundbreaking 1977
album Aj ce the early 1970, Steely Dan has been
a vehicle for the jazafrock songwriting and performe-
ing talents of Donald Fagen and Walter Becker, and
the hand is sull sctive well into the 21st century. The
Aja albom fearured some of the worlds finest jazz and
studdio musicians of the period, including Larry Carlton
(guitar), Victor Feldman (keyboards), Pete Christlich
(saxophone), and Bernard Purdie (drums).

i

Phana by
Steely Dan
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POLYCHORD VOICINGS
Finally we'll book at some pofychand voicngs, where we place one chord over another. This is
an essential rechnique for jazz pianists and writersfarrangers, Although many chord and shape
combinations are possible, here we're going o focus on a staple of the jazz sering: A iad or
four-part chord, in the treble clef, aver a double-4th or *7-3" extended shape in the bass clef.
These [m|\(hnrli voicings work best when the lower shape is placed around the area of middle
C. Here's another look at the firse half of the jazz rune “Stella by Starlighe,” which we inigally
encountered in Chapter 18,

Stella by Starlight
Em™a ATH

e

ib

The g g yean
ATHE DmT

2 [IREEN] Ermrag?

&
$i
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The polychord voicings used in the previous example can be analyxed as follows:

* The EmT5 chord in measures 1, 10, and 14 s voiced with a G minor triad in the treble
clef (huilt from the third), Ve the “root-+5-77 of the chord in the bass clef. This bass-
clef voicing also looks like 2 *7-3" extended shape, excepe that it is built from the root
of the minor seventh with flatred fifth chord pather than from the third of a dominant
chord,

The A7H chord in measures 2 and 14 is voiced with an F major triad in the treble clef
(built from the sharped fifth), over a *7-3" extended shape (*7-3-835") in the bass clef.

The Cm7 chord in measure 3 is voiced with an E» major wiad in the rreble clef (buile from
the third), over 1 double-4th shape (builr from the fourth/eleventh) in the bass elef.

The F13 chord in measure 4 is voiced with an F major triad in th
the root), over 4 *7-3" extended shape (*7-3-13") in the bass clef.

e elef (bilt from

The Fm¥ chord in measure 3 is voiced with an Abmaj7 four-pare chord in the treble clef
(huilt fram the third}, over a double-4th shape (built from the root) in the bass clef,

The Bb1369 chord in measure 6 is voiced with a G major triad in the treble clef (built
from the thirteenth), over 8 *7-37 extended shape (“7-3-137) in the hass clef.

The Ebmaj7 chord in measure 7 is voiced with o B major triad in the treble clef (built
from the fifth), over a double-dth shape (built from the third) in the hass clef.

The Ab13211 chord in measure 3 is voiced with 3 Be major triad in the meble elef (buile
from the ninth), over a “7-3" extended shape (*7-3-137) in the bass clef.

The BbmaiT chord in measure 9 is voiced with a B2 major triad in the wreble clef (buile
from the root), over a double-4th shape (built from the thind) in the bass def.

The ATo9 chord in measure 10 is voiced with a C2°7 four-part chond in the teble clef
(built from the third), over 2 ¥7-37 extended shape (*7-3-5") in the bass clef,

The D7 chord in messire 11 is voiced with an F major trisd in the ereble elef (built from
the third), over 0 double-4th shape (built from the fourth/eleventh) in the hass clef.

The Bbm7 chord in measure 12 is voiced with a Db major triad in the treble elef (huile
from the third), over a double-4th shape (built from the fifth) in the bass clef. The Eb9
Lhnrri is voiced with an Eb major triad in the wmeble clef (hwle from the root), over a
enncled shape (*3-7-97) in the bass clef,

The Frnaj7 chard in measure 13 is voiced with an ¥ major wiad in the reble elef (haile
fronm the rooe), over a double-4th shape (huilt from the third) in the bass clef.

The Am7h3 chord in measure 15 is voiced with a C minor triad in the treble clef (huile
from the third), over the “root-b3-7" of the chord in the bass clef. This bass-clef voic-
ing again looks like a “7-37 extended shape, similar t the Em7h3 chord voicings in
measures 1, 10, and 14,

3" e

The D789 chonl in measure 16 ia woiced with an F major triad in the treble clef (buile
from the sharped ninth), over a *7-3" extended shape (*3-7-297) in the bass clef.

Fach of the dominant chords in the previous example is one of the chord npes explained
in Chapter 16, Review Tracks 66=69 4s necessary,




SECTION

Solfeggietto: C.P.E. Bach (piane)
Saffeggiert 15 a solo piano piece i C minor composed by C.RE. Bach, the second surviving
son of Johann Schastian Bach. The melody moves hack and forth berween the treble and bass

clefs, wsing arpeggins: For example, the Cim-G-Cm sequence in measures 1-2 and 34, and the
Cm=F-Br~E> sequence in measures 5-6,
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This Love: Maroon5 (pianc)
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Satin Dell: Duke Ellington (guitar)

“Satin Doll” is a swing-era jazz standard written by Duke Ellington (probably in collabboration
with Billy Stravhorn). The guitar is the featured instrument on the CD track, and this transerip-
tion shows the guitar part in both regular notation and tablature, The guitar plays the melody
on the first two choruses, before playing an improvised solo over the chord changes. On the last
chorus, the guitar plays in o chard medady style (adding voicings below the melody).

Satin Doll
X : from SOPHISTICATED LADIES ot b ke Hnor o A
Moderately = 128w 5 At by Duke Blingon
Gl Sound
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RN,

audia’
trachs,

Money: Pink Floyd (bass)

“Money™ is one of Pink Floyds best-known songs, with the bass part providing the main thematic
heak. This transcription shaws the bass part from the recording in both regular notation and
tablarure. Most of the song uses an odd-time signature (7/4), which moves to +4 and 6/4 at the
end of each verse. The time signature then switches to 4/4 for the guitar solo. The form of the
rune is hased on o minor blues (using the L IV, and V chords): A modified thirteen-bar blues
{using odi-time) for the verses, a 21-har savophone solo, and 4 more straight-ahead 24-bar blues
for the guitar solo,
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Message in a Bottle: The Police (drums)
A in a Bortle” was a chart-topping single from the 197% album Reggarta de Blane by the
Police. This transeription shews the drum part from the recording, wogether with the lyrics. The
song has a straight-eighths rhythmic feel overall, with some sivieenth-nore subdivisions added.
Stewart Copeland is one of the most inventive drummers in rock music, and here the kick drum
part is of particular interest, using upbeats during the intro,
1 more sparse part during the verses, a busier eighth-now DR LEGEND
pattern in the pre-chorus, 3 steady quarter-note parern "
during the chorus, and so on.

Message in o Bottle
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MESSAGE IN A BOTTLE:
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