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SECTION 0 
PITCHES AND THE STAFF 

What's Ahe ad: 

Finding notes on the piano and guitar 

Reading and 11 riting notes on paper 

The treble. ba~~. and ~rr:md staff~ 

FINDING NOTES ON THE PIANO 
\\·e·ll start out b1· learnmg the note names and 11herc the 
notes arc I()C;lt('(i on the t;iano. If you look at the ke~·:. on 
a piano. ~-ou'll notice th:n ~ome are ,,-hire and some are 
black. and lhat lhe~- arc arranged in an interesting pattern 
(see right): 

Ill 111 1

1 Wll1llJ Y;u·ll also notice that the black keys are grouped 
together in sets ofn1o and three. repeatedly up and down 
the ke\"board. This is 1·en· hand1· (not to sa1· essential!), a~ 
it cnal;les us to i<lcnrify the not~s and whe~e we are on the keyboard. Or, to put it anolher w:1y: 

If the keys just :Ji ternated 11 hite-bbck-whire-hbck all the 11:1y up and down the keyboard, piano 
pbyers would be hopdcssl~ lo~t (and the~· ll'ould prohabl~· :1!1 hal'e to learn guitar instead)! 

It is nor essential for you to be a piano player in order to understand music theory. 
llowever, be!,.>inners are often more comfortable relating theory concepts to the piano, 
due to the 11ay the notes are laid om on the kerboard. Don't feel left out if you're a guitar 
player; shortly we'll see how the notes are laid out on the guitar fretboard! 

:\"e>:t we're going w he introduced to the musiat! 11/piMbrt. This refers to the letter...\, B. C, 
D. E. F, and G rhat we u ... e to l.Jbcl the notes (11 hich on the piano are also the n:JmCS of the "hire 
ke~·s). You'll ne\'CT need to go bc~·ond the letter G, as'' e ''wrap around'' ag.1in to the letter -\. So if 
~omcone asks you to fin<l :111 "I['' on the piano (or on any other instrument), you can safely :1ssumc 
th:u he or she is in de ... per:ltc need of this book! :-\011 wc'lllook at the keyboard diagram ;l~.•<l in, this 
time 11 ith the letters of the mu~ical alph:Jbcr added (sec honom right): 

You'll notice that this diagram start:. and end'i on 
the note C. It just 'o happens (hat the white key:. on the 
keybo:ml collccti1cl~ make up a C major scale-much 
more aUout thi~ later on! \!, we ~aid before. notice that 
:lfter we use the letter name G. 11e rcrurn to th!! hct..>in­
ning of the music:1l alph:1bct again to use the letter \. -f·hi~ 
series of se1·en terre~ repeat:. all the wa~- up and down the 
keyboard. 
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CHAPTER I PITCHES AND THE STAFF 

\\'e can find the name of each white key rclarive to the hbck keys (i.e .. to the sets of two 
or three black keys). 

The note Cis always to the left of the two black kepi. 
The note D is always in !he middle of the rwo black keys. 
The note E is always to the right of the t\IO black keys. 
The note F is always w the left of the three black keys. 
The note G is :1lwars between the first and second key, within the group of three black 
keys. 
The note A is alwars betY;een the second and third key, within the group of three black 
keys. 
The note B is always to the right of the three black keys. 

If you h:we a piano or keyboard handy, you c:m play a fun exercise to help you identify 
where these white keys arc. Stan with any lencr of the musical alphabcr-lct'!i say, F-thcn 
find and ph~· the lowest (leftmost) F on your keyboard. Then play each F successively 
moving up the kerboard, ending with the highest F. (\ext, repeat this exercise with each 
of the other lener names fjump around the musical alphabet, too) until rou\·e OO\·ered all 
the notes. 

There's a particularly important "C note" (not a SIOO bill!) on the keyboard, called middle 
C, which as you might expect is in the middle of the piano kerboard. This is a centrJ.I 
reference point in our srudy of music theory, as we will see later on. 

;'\'ext we'lllook at the note names for the bbck key~ on the ke~-board. These" ill tbc the same 
letter names(:\ up ro G), but with either a ~harp or flat sib'll added. 

The term sbm-p ( ~ )means ro raise the pitch of a note. ;lnd the termfl(lt &> me:Hh to lower 
the pitch. \\'hen we mo\c to the right on the keyboard. the note~ become pro~'Te'iSi,ely higher in 
pitch, and \1 hen we mon:= to the left on the keyboard, the notes bcmme proh'Tessi\cly lower. 

:\"ote that each black key has been gi\·en two names: For example, the black key in between C 
and D can be called either c: ("C sharpK) or Db ('"D flat"). In other 110rds, we c:m sharp (or rJise) 
the pitch C to get to 0, or we can flat (or lower) the pitch D to get to D~. 

The term enbm?!IQ!Iic is used to describe the same pitch having more than one name. For 
example, the note names c: and Db are enhannonic cquil':llents. (You c;m impress your 
friends at parties by talking about enhannonics!) You might be thinking: "\\'hy would we 
need to ha1·e more than one name for the same note? \\'ouldn't one name be enough?'" 
\\'ell, belie\'e it or not, depending on which key or scale we are using (much more about 
keys and scales later on). we may prefer tO use one name or the other. Stay nmed! 
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!'\ow we'll introduce our first intcrY;Jl. the htdfsrrp. If we mo1·e from any note on the kcybo:Jrd 
ro the nearest note on the right or left. this mo,·cmcnt will be an intcr.·a l of a half step. For exam­
ple. if \IC start on the note C. the next highest note (i.e .. the nearest note w the right) is the black 

key between C and I) (i.e .. the note C: or D~); this black ke~· is, therefore. a half step higher than 
the nO[e C. 

\ Vhcn we sha'l> a note (by adding the" : '· suffix to the note n;J mc), we are raising the pitch 
by a half step; when we fb r a note (by adding the "~M suffix to the note name), we are lower­
ing the pitch by a half step. 

Ready for anolher imcr.,.al~ The next one we'll learn alxmt is called the octlli:r. This is the 
distance bet\1ecn any note and the next note of the same name, either to the right (higher) or to 
the lch (lower). Our diab'Tam, for example, begins and ends on the note C. so the interval between 
the Con the left and the Con the right is an octave. On ;J grand piano (or :m electronic keyboard 
of equivalent size) you have a little over seven OCt:l\CS to play with. On a guit:u you ha1·e ;J range 
of around three-and-a-half ocu1·es. and on a standard four-string bass you h:wc a range of nearl~· 
three octa\"es. 

If you count starting from the Con the left of the keyboard tO the Con the right, you'll 
see that there arc twelve half steps in one octave. This is a fundamenta l relationship upon 
which almost all \ \'es tern music is based! 

YOu'll notice that certain p:1ir.. of white key~ on the keyboard don't ha\"e a black key in between 
them (a consequence of the black keys being grouped into sets of n10 and three). For example. 
if 11e stan on the note E. the next highest note (i.e .. one half step higher) is the note E bec:mse 
there is no bbck ke1· ben1een E and F. l-l owe1"Cr, the note F could also be called E: . as it is the 
result of raising the ·pitch E by a half step. So, in fact, :1hcrnate note names exist for the notes E. 
I~ B. and C. 

T his is another reason why beginning musicians find it easier to relate to the piano when 
learning note names and enharmonics. For example, the fact that there is no other note 
bcn1·ecn E and F (E up to F is a half step) is \"isuall~· apparent on the piano keyboard. 
but not on the guitar fretboard (with all due respeet tO Ill}' many b'llitarist frie nds and 
colleab'l.les). 

FINDING NOTES ON THE GUITAR 
Speaking of the fretboard, let!. now take a look at ho11 the notes are laid out on the guitar. One 
iml>Ort:lllt difference (among many!). ben1een the layouts of the keyi>Oard and frcd>Oard. is that 
while any gi1·en note only has one location on a piano keyboard. it can ha1·c multiple locations on 
a gui t:lr frctboard. For example. there is onl~· one 11ay to pia~· middle Con the piano, and that is 
of course to depress the middle C key on the ke~·board . B ~· contrJsr, there <lrc four different place~ 
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(i .e., combinations of srring and fret position) on the guitar where middle C can be played. as we'll 
see shortly. 

But letS st;m by looking at the notes created b~· the opm strings on the guitar (i .e .. the nantral 
somHI of each string \·ibrating without :my frets being depressed). 

~ I I I I I I I I I I I I I I I I 
'fhi s diagram shows the first fifteen frets of the guitar fretboard. Each fret position is a ha lf step 

higher than the pre,·ious posicion (cquiv:llent w 1110\'ing ben,·cen immediate]~- adjacent keys on the 
piano). The gra~· circles on the dia~rram represent position markers. l'\oticc there :1re two circles 
or markers at the twelfth fret. \ \ 'e remember from looking at the ke~·board byour that there were 
twelve half steps in one oc~:n·c. So. for example, playing the lo11 -E string while fretting the twelfth 
fret would result in the note E an octave above. Other position markers arc typically placed at the 
third, fifth, Se\'cnth, <Htd nimh frets, :md the e<lui,·alenr frets up in the next octm·e. 

The string producing the lowest pitch (E, nearly two octaves below middle C) is shown at 
the bottom 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-[ string sounds two octaves higher th;1n the 
low-E string. 

Not to forget the bass pl;1yers out there, the above diagram applies to your instrument, 
too! The standard four-string bass is runed ro E, A, D, and G (like the bottom four stri ngs 
of the guitar). However, the strings on the b;1ss sound one oct;1vc lower th;1n the strings 
on the guitar. So if the low-E string on the guitar is nearly two ocr:wes below middle C, 
then the low-E string on the bass is nearly three octa\·es below middle C (this is the lowest 
Eon an 88-note keyboard). 

\\ 'c"ve mentioned already that middle C (MC) is IOC':lted at several positions on the guitar 
freeboard . Let's go ahead and add to the fret board diagram all the places you can play this note. 

So to play middle Con the guit;tr, ~·ou h;we some options: 

Depress the A string (second from bottom) at the fifteenth fret. 
Depress the D string (third from bottom) at the tenth fret. 
Depress the G string (third from top) ;1t the fifth fret. 
Depress the B stri ng (second from top) at the second fret . 
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If you have a guitar handy, pick it up and try these four pla}ring positions. You'll hear that 
the pitch of the note (middle C) is the same in each case, but the tone color is different. 
Cool, huh? ! 

YOu may remember that (back in Keyboardland) 11e 11ere ~hm1n that the musiC"Jl alphabet. 
n;nnek the lettcN A. B, C, D. E. E and G are used to name the notes. \\ 'el l no11 it'~ time to add 
the le;tel'!. of the mu:o.ical alphabet ro the fretboard diagram. 

A~C D§ ER G E F G A B C 0 
MC D E F G A 
G A B MC D E F 
D E F G A B MC 
A B C D E F G 

You c;m ~cc there is <l lot of duplication of notes among the strinbrs of the f,'l.litar. For example, 
fretting the lo11-E string <H the fifth fret gil'es us the note ,\, 11hich is the sa me pitch as the next 
open srring. All of the pitches from the fifth fret upward on the low-E string will, therefore, 
correspond to pitches a1~Jibble on the A string. Similar relationships occur between other pairs of 
adjacent srrings on the guitar. 

So no11 that 11c h:l\'e all of the notes that are equi1·alent to the "hite keys on the piano, we'll 
add the note:. in between (w hich are equi,·<~lent to the bh1ck key:.). 

A friendly note to all the guitar players our there: If you're serious about your instrument, 
you really do need to learn where the notes are located on your fret board. In th is book 
we'll be working with regular music notation, and we'll also sec examples of wblamn (a 
!,'1Jitar and bass notation method showing the strinbi'S and frets to be used). Although work· 
ing with t<lblamrc can be fun and useful when le:1rning, it's not a substitute for knowing the 
notes on you r instrument and being able to relate them to real music notation. ll opefully 
if you're already working through this book, then I'm preaching to the choir! 

THE STAFF 
~011 ,,e'll begin to unlock the nwsteries of music notation. The good news is that this is acnulh· 
easier than 1·a"u think. Once mu iearn and understand the rules. i~ all starts to make sense .. \1~ 
notation will tell you 11 hid~ notes to play. <Jnd when and for ho\\ 
long to play them (among mher things). \ \'e'\l start out 11 ith the sta.ff: 
11hich is a collection of fh-e parallel lines. 
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\\'hen notes arc 11 rittcn on the staff. they can be written on the lines ("line notes~ ) or on the 
sp:~ccs between the lines ("sp:1cc notes'"). :"011 we need some way to rcbte the mu~ical alph:Jbct 
to the lines and spaces on the staff. so that we kno11 11 hich note corresponds to each line or space. 
This is achic1 ed by u~ing: a def, which is ;J sy1nbol placed ;lt the beginning of the st:lff. 

THE TREBLE CLEF 
The first clef ''c'Jl be looking at is the treblr drf ·rhis clef is used to notate music for piano and 
guitar (as well as Olhcr instruments). For piano music. the rrcble clef is used w rcprc~em the notes 
in the upper portion of the piano keyboard (fro m around middle C upward). 

This clef is a G clef. If you take a close look :H the clef symbol. you'll notice the lower pan of 
the Sl'lllhol circle~ around the second line from the houorn of the staff. Thi~ clef i~ telling vou that 
the sCcond st:1ff line from the bottom represent~ the G :Ji)QI"C middle C. Once 11 c knm: .that. 11 e 
em then work out 11 hich letter names are alloc:lted to the other lines and sp:1ccs on the staff. 

~ v .. 
E G 

};, u _ o _ o 

" 
Xotc that the G al>o1·e middle Cis sho11n as the second 'line note'' in the left-hand diagrJm. 

So, the other letter names are allocated to the remaining lines and spaces on the staff. acco~rding 
ro the musical :tlphabet. For example, the ne.\t note above G on the ke~rhoard is A (:h we ··wrap 
around"" to the start of the alphabet) and, if you look in the right-hand diagram, :\ is the second 
note shown: it is the next note moving up the sr:~ff from G. 

It's possible to use mnemonic sayings to get acquainted with the notes in the treble clef. 
For example, the kline notes., in the treble clef (E-G-B- D -f) could correspond to the 
phrase "E 1·cry G ood Boy D oes F ine." Also, the "'space notes" (F- A- C -E) SJ>ell the word 
"FACE.- \Vhile these mnemonics may be fun and handy at the \"ery initial sr:~gesofleam­
ing, they arc nor suitable as a long-term wa}' to learn the notes if you're serious about 
music. It's much better to de1·elop a relati1·e or positional technique to learn the notes on 
the staff, combined with drills using flashcards ... more about this shortly. 

So f:tr we·l"e only been dealing with the notes on the staff corresponding to the 11 hire ke~·s on 
the piano keybo:1rd. :'\ext we'll see how to notate the black keys. Earlier in this ch:tpter we named 
the black keys 11ith either a sharp (:) or a flat(~). For example. the black ke~· l>et11een F :md G 
could be called either F: or C b. :'\ow we'll see ho\\ these nolCs are notated on the St:.lff. 

-~-

-

"l'he first note sho11 n abo1·e is 1;; and the next note is F: . !'\otice that F: is still in the F space. 
but now with a sharp sign (=) to its left. Similarly. following the G 11 e hal"e a C b, which is still on 
the C line. but no11 11 ith a flat sign {I>) to its left. 
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THE BASS CLEF 

~~:1111~ ~~~ ~~:~ ~!~f~1t~~ ~;;s~~~~~ -ir~5~sr~:~:::~;~c1~!0t; ,:~~::~.~~~~~~(~~ :~~ ~: 
bo1ss dcf is used to represent the notes in the Jo,,cr portion of the 
piano ke~ bo:ud (from :I round middle C do11 nward). 

Thi~ clef is an F clef. lf1·ou ukc a close look :n the clcfSI1nho1. \"Ou'll notice tlut the clef seems 
to be ano1ched 10 the scrond line from the top of the staff. ~rhis ciCf is telling- ~·ou th:n the scmnd 
staff line from the top represent:. the F hclo'' mi<ldlc C. Once we kno11 that. 11e can then work 
out 11hich lcncr names arc allocated to the other line\ and space<; on the st;lff. 

?'-- .. 
G G 

:-\ore that the fourth "line note '' in the left-hand di:J(,,'Tam is F. :1s this is on the ~ccond line from 
the top of the St:tff (between the two dots. in the clef s;·mbol). \~"Jin, the other letter n:1mes :1re 
allocated to the remaining line~ :md spaces on the ~t:tff according tO the mmical alphabet. 

It's possible to tbe mnemonics to get acquainted with the notes in the bass clef, too. For 
example. the .. line notes~ in the bass c\ef(G - B- 0 - F- A) could correspond to the phrase 
"G ood Boy~ D o F ine Always," and the "space notes" in the bass clef (A- C - E-G) could 
correspond to the phrase ,;All C ows E at G rass." 

THE GRAND STAFF 
Fasten your <>e:n belt:. ... now it's time to join the treble and bass clefs 
together ro create 11hat is kno11n as the g;mml sttif/ T his is norma\1~· ho11 
piano music i~ written. 11 ith the right hand playing the trehle+clef part and 
the left hand pla~·ing the bass-clef pan. :'\oticc there is a line connecting 
the two staff~ together: a bracket is also :.deled. signifdng th:n the suff~ :1rc 
~'Touped togethe-r. - · -

Even if you arc not a piano plarer, I recommend becoming fa mili:.r with the notes in both 
treble :md bass clefs. It's always nice, when I'm rehear~ing or performing. if the bass player 
can read treble clef and the guit:trist can re:.d b:1ss clef. It comes in handy sometimes, and 
it indic:Jtcs an extra level of professionalism! 

MIDDLE C AND LEDGER LINES 
:'\o11 ,,e·ll return to the note middle C. It runh out that this note is ju~t a 
little belo11 the treble clef, and ju~t a little abme the b;~~, def. So we need to 

extend the clef~ \)1 ;Jddin!! :mother :.mall ~uff line (known a~ a lrdf!.rr linr) to 

accommodate thi~ note. - ' 
It's important to understand that both of the note~ ~h011 n to the right are 

middle C. \ \ 'c knO\\ that the bottom ''line note'' in the treble clef is E. \\ 'ell, 
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if we co down one letter name roD, this note would sit ri~rhr below the bonom st:1ffline; then one 
ti.1rth;r note down tO C would need :lll cxtr.l staff line hcl~w~which is C.\actl~· 11 hat the ledger line 
is. Similar!~-. we know that the top "line note'' in the bass clef i~ A. If we go up one letter ;,Hnc to 

B. this note would sit right abO\·c the top smff line, and one further note up to C would need the 
ledger line. 

§J Aliddlc C is both the first ledger line below the treble clef and the first ledger line abo,·c 
don 't the bass clef. This important relationship will help you get oriented to the gr.md staff. 
forget 

LEARNING THE NOTE NAMES 
Xow we'll de,·clop some techniques to lc:1rn the note names across the 
r:mge of the gr:md staff. In my classes and boob I often talk about dc,clop­
ing "guideposts'' to help ~·ou rcco~'llizc the notes. Our fir~t set of guideposts 
consists of all the C notes (no, these arc still not SIOO bills!) within :1 four­
octal·c ran2e, centered around middle C. 

Comp~ring this to the pre1·ious diagram, we notice that the middle Cs 
are still there, but 11e now ha1·e some extra notes. \\ 'c remember that the 
second space from the top of the treble clef is C (an octa1·e aho1'e middle C). and that the second 
S]>:Ke from the bonom of the bass clef i~ C (an octave belo11 middle C). The notes at the very top 
and bottom :1rc also Cs. and require tii'O ledger line~ each 

Learning and memorizing where these c~ arc on the b'l'and sr:1 ff is f:1irl~· easy-notice th:n 
there is a ··mirror-im:lge, ., or S~'lnmetrical rcbtionship. on either side of middle C. These guide­
posts are hand~· when figuring out other notes on the grand staff-at lca~t ~·ou could count up or 
down 11 ithin the musical alphabet from the nearest C. 

rhe next snge IS to mcmonz~ some more gmdcposts llo11 1bout ~~-:-;'~ 
1ddmg 111 of the Gs 111thm the four-octne rmgc Let's tn 1t ::; 

?\011 the stack ol notes looks a b1t more Intense, but 11! 11e 1e done 1s l 
1dd t11o Gs 111 the treble clef (on the second !me from the bonom, md nght ~ 
1bo1C the top lme) md t\10 Gs m the b1ss clef(m the top space md on the * 
bottom line) . . \I though these arc not exact!~· s~· nunctrical on either side of 
middle C, they're prctt~· close-and they're easy to 1·isu:1lly memorize. 

I would recommend that you first learn :md mcmorilc where :11l the Cs arc loc:ncd. then 11 here 
:Ill the Gs arc located. So when mu'rc m ·ing to fil.,"llTC out other notes in either the treble or bass 
clefs. you'llncver be more than ~wo note~ :111:ay fro~n a Cor a G. :md ~·ou can work up or down the 
musical alphabet a~ needed. This is, of course. on]~· a tempor;1r:-· method. until you gr:ldU;Illy le:1rn 
:Ill of the notes indil'i(lu:lll~·; howe1·er. it's still 11·a~· better than fooling around 11ith mnemonics for 
note names-;Jt least in m~· humble opinion! 
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Let's now fill in the blanks and take a look at all of the notes between the lowest and highest 
Cs shown in the pre\·ious examples. 

BCOEFGABCDEFGABCDEFGABC 

You should make it a goal to learn all of these notes individually. On the road toward this 
goal, learning the guidepostS in lhe previous examples will definitely help you . 

Another way to increase your note· learning :md memorization is by using flashcards that 
\ 'OU can buv at vour local music store. Each card has a note written in treble or bass clef on 
~he from, a·nd the note name shown on the back. The idea is ro name the note as quickly as 
~·ou can, and then check the back of the ca rd to sec if you're right. Simple, bur effective. 

One last thing to mention in this chapter: When a piano player reads a note on the staff 
(for instance, the middle C in the center of the pre\·ious diagram), that is the exact note 
that is heard. "So what," I hear you ask, "\Vhy wouldn't it be?" \Veil, believe it or not, there 
are some instnnnem.s that produce a note different from the one being read . These instru­
ments are referred to as n·tmsposing instruments, because the note being read is n·1msposed 
(or moved) by a particular inten·al (more about internls shortly). The guitar and bass are 
both 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 Dan 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 meG on me bottom line of the bass clef, you \\·ould acrually wri te meG an 
octave higher (in the top space of the bass dct). 



CHAPTER 2 

TIME SIGNATURES AND RHYTHMS 

Whcrf's Ahead: 

Dividing music into measures 

The ~/4 time signarure 

i'\ote lengths, rests, and rhythmic counting (whole, half. quutcr, eighth, and 
sixrcemh notes) 
Dotted and tied notes 

DIVIDING MUSIC INTO MEASURES 
In the last chapter we dealt with the pitches of the notes (i .e .. how high or low thcr are), and 
where the~· are positioned on the suff. :\'ow 11·c'll learn about the l'it~JI part that rhythm pla~·s 
in music. and in how we notate the music . . \lost styles of music ha1·c a rh~·thmic brat or pulse to 
them. \\'hen you rap your feet along with a piece of music, most likely ~·ou are tapping along 11 ith 
the be:n. These beats are grouped into met~sures (or bars) when the music is notated. II ere is an 
example of a treble staff with bt1r!ims separming the measures: 

r---meo•ure~ 

borline endborline 

4/4 TIME SIGNATURE 
,\lost of the music that you will play will ha\'e four beats [0 the measure. This means that when 
we count the beats. after we get to ···f' we will go back to"]'' (i .e., we will count: ··t, 2, 3, .f, L 2. 
3 . .f, ··etc.). By now you're probably thinking that we need a w:1y to let whoe\'Cr's 
re:1ding the music knO\\"hO\\" many beats_ there are in each 1_neasurc. \\ 'ell, ~;ou'd -:-),-j--
be right: we use a tmu srgnnturr placed nght after the clef stgn. ~ 1 

The top number of the time sif.,>·nature (".f '' in this case) indicates how many beats there 
are in each measure-these are where you would normally tap your foot! The bottom 

don 't number of the time signature ("4" in this case) indicates which rbytbmit value is assigned 
forget to the beat. 

\ \"e're about to encounter different rb_ytbmic mlurs (note lengths), such as <JU:lrtCr notes, half 
notes, and whole notes. The ".f" at the bottom of the time sign:tn1re me:ms that each beat in 
the measure will be a quarter note. The .f/.f time signature, thc~efore, means that there are four 
quarter-note beats per measure (more about <Juarter notes in a minute ... ). 

The .f/.f time signature is also referred to as common rime. probably because i_ -
it is o\·erwhelmingly the most common time signature in music. Common time ~-c.:=_ 
:1lso h:JS its own time sigmture symbol. 

13 
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~ 

So :lily rime ~-ou ~cc thi~ ··c·· symbol used ''"a time sign:nurc. that\ cquinlcm to -+f.+ timc­
~·ou c:m the either one :md it me:ms the same thing. Lner. in ChapterS. we'll see some more time 
si~'ltamre.., (other than 4/-j.). 

INTRODUCING NOTE LENGTHS: QUARTER, HALF, 
AND WHOLE NOTES 
:'\011 11 c need to get into notr lmgtbs {the number of beats each note lasts). Let's liN ha1·c a look 
at the qum1er note, which h~b for one be:n: 

~-}= 
" . 

The quancr note is written as a black (or "filled-in") notche:td, with a long stem 
attached. 

So 11 hy is this c:lllcd a quarter note?- \\ 'ell. 11c already said that music most often u~es the 4/-1 
rime sigmltm"t' (i.e., has four he:l£S per measure). So in this case. the note lasting for one beat is also 
a qu:mcr of the measure. ~otice the counting shm1 n under the notes(" I, 1. 3, -r'); Each note is 
held for one bear. 

:--..-c,t 11e'lllook :n the balfnou, 11hich b~t" for two beah: 

The h;1lf note is 11 ritten ;Js a white (or ,;empty'') notehead, with a long stem attached. 

Simibr lol!:ic is behind the namin!!: of the half note: Since it la~t..-. for t110 beat:-., it i.-. also h:1lf 
of a 4/4 rnea~~re. :\gain, the counr is ~hown under the notes: E:lch note is held for two hens. 

You probably noticed lhat both me quaner notes and half notes ha1·e stems, in this case 
to the right of the notchead and going upward. ll owe1·er, once the notehead gets to the 
middle line of the staff or abol'e, the stem is then placed to rhe left of the note and goes 
downward . 

Xc,t IIC'Illook at the ;:.·holt nou. 11hich la ~h for four heats: 

The whole note is written as a white (or "empty") notehead, without a stem. 

Simii,Jr lo!!ic is behind rhc naminl!: of the 11 hole note: h b~ts for four be:1ts, or one 11 hole 4/4 
me;hure. The-count i~ ~h()llll under t-he note.'>: The 11hole note i.-. held for four be:Jt~. 
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COUNTING RHYTHMS WITH QUARTER, HALF, 
AND WHOLE NOTES 
:--:ext 11c ha\'C an cx:1 mplc written in -1/4 rime that combines different rh~·thmic I"<Jiucs. \\ 'c'!l see 
how to count our way through it. 

4-j; . ~~~~~~-------ci 
mum: I 2 

l~ =-=ytf[J5 
;'\oricc the couming under the suff: \ \ 'e h;n·c one number (one be:n) under c:Jch quarter note, 

two numbers (t110 beats) under each half note, and four numbers (four beats) under each 11 hole 
note. 

Listen to Track I on the CD, and cbp these rhythms 11hile counting along. :-.:Nice th:u 
there i~ one ·'count-off measure .. on the C D. before the music starts: Four clicks to let \'OU b1011 

the tempo, :md where to come in. If ~·ou ha\'e an instrument h:uuly, ~·ou c:m pia~· along with the 
example, roo. 

The sum of all the rhythmic \'a lues in each measure has to match the time signature (which 
in this case indicates four beats). For example, in the third measure above, we have two 
<1uarter notes (one beat each) and one half note (two beats): 1 + I + 2 = 4 beats total. so 
we're okay. 

INTRODUCING RESTS: QUARTER, HALF, AND WHOLE RESTS 
Sometimes the music needs to t:1ke a bre:lk, r:1ther than keep playing notes continuously. This is 
shown in the music'' ith rests, 11 hich ler you know how man~· bea~ to rest (or not to pby). II ere 
:1resomeexamp!es 

l- ----=--
OuorterRest HolfRest Whole Rest 

T hese rest~ last fo r one, two, :md four beats, respecti\"el~·· ;\"ow 11·e'll combine ~onw notes and 
rests together. 

2±2 

Listen to Track 2 on the CD. and clap the rhythm while counting along. If ~·ou're phl~·ing 
this t·x:Hnplc on your instrument. make sure you play the notes. but don "t pb~· during the rests. 
Ag-.1in there is one ··count-off me:lsurc"' on the CD. before the music St:JrtS. 
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The sum of all the rhythmic values (now including notes and rests) in each measure still 
haxe w match the time signature. For example, in the SC\'Cnth measure of Track 2, we 
have one half rest (two beats), one qu:mer note (one beat), and one quarter rest (one beat): 
1 + I + I = 4 be:~ts tot:JI. so again we're okay. 

EIGHTH NOTES AND RESTS 
.:\ext up is the rigbrb note, which lasts for half a beat. The eighth note is 11 rincn as a black (or 
··filled-in") note head. 11 ith a long stem attached and either a jlffg (if the note is hy itself). or a bt,lm 
(if the note is joined to other notes). Sometimes the beam 1113\ join two eighth notes together 
11 ithin one be:lt, or the beam mar join four eighth notes within. two succcssi~c beats. ~ 

The nc.\t C\:lmplc shows the nrious ways eighth notes can he notated. :--:oticc the rhythmic 
counting underneath the staff, which nOll" USes an"&" ben1cen each of the beat numbers(""&'' is 
11hat 11c (.'Ount for notes th:n fall h:1lfway benveen the beats). 

~ i .\ -;~ )\=*.) =l~~=F-~.:tEz~. '7F~.Fc 'TJ 
& " 

Listen to T rack 3 on the CD. :md pby or chip this eighth-note rh~ thmic pattern while coum­
inu- along. As usual, \'Oll h:nc one ·'count-off mea:.urc'' on the CD, before the music starts, and 
th~ dick~i~ on e1ery quarter-note beat. This means that ~·ou will be playing in ben1cen the dicks 
11 hen playing on the"& "s. 

In contemporary rhythmic situations where eighth notes arc used, the notes falling on the 
beats (i.e., on'"!,'' "1." "3," or·'-+") arc referred to as dfT.::nbtats, and the notes fulling on 
the "&"s are referred to as upiNats. Also, lhe eighth note following beat I is referred ro as 
the"& of 1." the eighth note following beat 2 is referred to as the"& of 1,'· and so on. 
Chapter 8 contains much more about upbeats and dmmbears. 

So 11h1 arc these 1..'11\"s called eighth notes~ \\'e sa11 earlier that note lengths were named 
according ~o 11hat fr;Jc;ia"n of a -l-/4 1~1easurc the~· used. \ \'ell, ;1n eighth note (!;sting half of one 
heat) takes up one-eighth of a 4/4 measure . Eighth notes ma~· also be beamed (or joined) to other 
smaller note \"a lues. such as sixteenth notes (more ;Jbout s i .~teenrh~ soon). 

;\'ow we'll get acquainted with the eigbth rrst (which, :IS you might c.~pcct, also 
i:msforhnlfabcat). 

:'\'e.~t we'lllook <It :mother melody. this one including ~orne eighth notes :md rests. 

~d r I -L~. ~,H±~~~22J~~J~1·~~~~9~y=j~ 
.1 & ~ ,1, 

C:bp or play the ;lbme example while couming, then lisu~n to Track 4 . If you're pla~·ing an 
instrument, make sure th<lt ~·ou don"t ph!~- during the rest:.. 
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DOnED AND TIED NOTES 
~o11 we will go boldly into the realm of tfotttd notts! \\'henevcr a dot is placed after a nme, it 
adds half as much to rhe note'~ rh~·thmic I'Jiue or length (or, if you're a math 11 hiz. it multiplies 
the existing length b~· 1.5). Let's check out the following e.\;unplc: 

=if= 
donedhclf dcnedqucrter 
(Jbeors] (llt2beoos) 

\\ithout the dot, the first note would just be a half note (lasting for two beats); but \1 ith the 
dot. we :.dd half as much to the original length. so the note no" l;sts for rhrec beats. Similarlr, 
the dotted qua ncr note la~ts for one-and-a-half beats (instead of just one beat), :md the dotted 
eighth note h1sts for three-fourths of a beat (instead of just half a beat). 

i'\c."<t we will sec ho\1 these dotted half and dotted quarter notes can be used in :1 melodr­
(Latcr we'll see an example 11 ith some dotted eighth notes,) If 11e use a dotwl ht~/fnott (three beab) 
together with a quarter note (one beat), the re:.ulting total of four beats will fill a -lN measure. 
If 11e use a domd qutwur nott (one-and-a-half beats) together with an eighth nme (half a beat). 
the resulting total of two heats could occup~ the first or second half of a -l/ 4 mea!>ure. These are 
extremely common rhythmic combinatiom, a:. ~hown in thi~ mciO<Iy: 

CI:Jp or play the :lbO\e example 11 hile counting, then listen to Tmck 5 to check your work 
;-.·ow we're read~· to look at tird nom. \\ 'hen two notes ofthe same pitch arc joined by a cun·ed 

line, the~· are tied together. This means that the second note is not played separ:Jtcly: instead. tht' 
note la~b for the combined lenbTth of both notes. Check out the follm1 ing ex:nnple: 

Li-.rcn to Track 6 and ch1p or pia~· the eighth-note rhythm pattern while counting :Jiong. 
:'\ote th:n the C. on the''& of r in the tirst measure, lasts right upumi l tht' start of be:lt? in the 
second measure. In other words, this tied note lasb for one-and-a-half beat!.. 

T his example shows the most common situation in which a tie is needed: \ \ 'hen the note 
is longer than the remaining number of beats in the measure. In this case, the last C in 
the first measure fa lls on the"& of-!" (so there is onh• half a beat left in the measure), and 
yet we need the note to bst for one-and-a-half beats. So tying :1cross the barline to the 
quarter note in the next measure neatly sokes this problem. 
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:"011 we'll look :It :lrlothcr example in\'oking- tied notes: 

l= -.- .. -, 
Try playing or cbpping the abo\'e example, and then listen to Track 7 to sec if you got it 

right. 

<; But wait!'' I hear ~·ou cry. M\\'hy did 11e need that first tie? Couldn't we ha1·e used just a 
dotted quarter nme (which lasts for one-:md-a-half bears) starting on the -& of r in the 
tirst measure:: There's no ba rline an\'\lhcre in sight!" \\ 'hoa ... calm down a minute! The 
reason we did it this way is tO show .the St:.lrt of heat 3. Tha t is lO say, whether or nor we 
arc actually playin g on bea t 3, it is \'cry good practice and courtesy to show :1 note or rest 
right on beat 3. This grc:1tly aids sighrrcad ing, as pla~·ers ca n sean quickly through the 
music and pick ou r beats I and 3 (sometimes cal led the primmy brats) in 4/4 time. If you're 
CI'Cr preparing chartS for other musicians (maybe to demo or perform your own son~rs), 
they will definite!~- appreciate it if you do this. 

SIXTEENTH NOTES AND RESTS 
T he sixtcrl/fb notr b st.s for a quarter of a be;n, and i~ 11 ritten <lS a hl;"Kk (or "tilled-in "') notchead. 
11 ith ;~long stem attached, and either a double lbg (if the note is 1)\" ir:.clf), or a double be;un (if the 
note is joi~ted to other note.s). Sometime.s the l:lC~1ms may join a i>air of ~i-..:tcenth note.s together. 
or the beams ma1· join all the si,tcenth notes within one beat . 

:-.,-011 tlut ,,~·re di1iding the be:n into four piece~. we need a different counting method. 
So the rh1·thmic counting n011 mes the three sunhols ·'e,"" ·'&," ;md "a'" hen1een each of the 
numher<:<iheab. k • 

-~-;\~--_\ )":-: .=.-~ .•• ;~ 
l~&a~~&a_,~.\.a.l~.\. a 

Listen to Tr:~ck 8 and clap or pb~· thi\ si.lteenth-note rhythm 11hile counting aloud. '\o11 
there :m: fo ur notes for el'cry metronome click. Try to space the note~ as e 1·enl~ a~ pos,ihle 
between the downbear.s . 

. \ little 11 hi le ago 11c ulked about combining dotted notes with other notes (i .e., dotted h.1lf 
+quarter"' four be;ts; dotted quaner +eighth= "f..,o l:lC:llS). \\ 'ell, 11011 that 11e ha1·e the .sixteenth 
note. 11c c;m combine it 11 ith a dotted eighth note (l;hting for three-fourths of a beat) for a toul 
duration of one bear. T he ne-..:r melod~- include.s some~ of these doncd-eighrh!si-..:teemh-now 
comhinarion~. . -

~.-. ~;; :-

Listen to T rack 9 and clap or pia~· thi~ sixteenth-note rh~"thm 11 hile counting ;~loud. 
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h S good practice to count all of the sixteenth narcs (i.e., "I e & a, 2 e & :~," etc.) in the 
Tr:.1ck 9 example as you clap or play it, even though you are not using all ofthese rhrthmic 
subdivisions. That war,\\ hen a sixteenth note comes along (for insmnce, the Din the first 
measure), you '11 be ready for ir! 

='ext we'll get acqu:~inted with thesixrwuh rtst (1\hich. as you h:ne probably - -
~rucsscd, lasb for a quarter of a bear). This rcsr looks like the eighth rest. except 
that ir h:b two fl:l~ insre:HI of one. 

'10 conclude this chapter we'lllook at a mclod~· that combines quarter notes :Hld resr~. eighth 
notes and rcsb, and sixteenth notes :~nd rcsrs. X ore the counting under the ~raff, and the nc\1 
si\tCl'rHh rcSb (each bsring fo r :1 quarter of a beat) in both rnc:Jsurcs. 

Li~tcn to Track 10 and clap or pby the example \\hilc couming along. \s before, make sure 
that you don't pby during the rests. And don't forget to ha\C fun! 



20 SECTION 1 BASIC THEORY 1 01 

~audio 
tracks 
11 

CHAP 
MAJOR SCALES, KEYS, AND KEY SIGNATURES 

Wllat's Alle ad: 

Building major SC:lles 

Finding major sc:llcs on the piano and guitar 
.\lajor key signature.., :lnd accidentals 
The circle of 5ths/4ths (or circle of keys) 

THE BUILDING BLOCKS OF SCALES 
In this chapter we're going w learn about the major mdr, which is the most commonly used scale 
in \\'estern music. ,\ lost f:lmous mdodies that you know are constructed from major scales . 

.\ sc(l/r is ;1 sequence of notes created using a specaic set of interYa ls .. \l ost scales (including 
the m:1jor scale) arc bu ilt using half and 'rhole steps. although some sc:~les cont<lin larger interY:JlS. 
Back in Chapter I \\!.' s;111 th:l t the half step 11 as the inter.·:~ [ between an~· note :1nd the nearest 
note either abo,·e or bclo11. ~o11 we will define the whole step as double the size of :l h:llf step. 

whole hoi! 
•:ep ilep 

' G B c 
whole ho'f 
•rep •lep 

·~"""""'" G ·gm"'"·~ D§ ER G 8 MC D . E F G A B C D 
G A B MC D E F G A 
D E F G A B MC D E F 
A B C D E F G A B MC 
E f G ABC D EF G 

~otice that each 11hole ~rep is e(]uivalcnt to f\IO h:1lf step~. For ex:lmple. the 11holc step F-G 
includes r.1·o half steps (F-F: and F: -G). So no\\ that "e h:ne our half :~nd 11 hole ~rep~ figured 
out. 11e c-Jn build all of our m<~jor scales pretty e:1sily! 

BUILDING MAJOR SCALES 
\\'e are 11011 going to build a C major scale. using 3 specific sequence of whole :lnd h:1lf steps(\ \ ' 
:: whole step: I I :: h:~lf step). 
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The major scale is a SC\'Cn-note scale (i.e., there are seven different pitches). Notice that 
we have used each of the letter names in the musical alph:1bct once. 

The major scale should be a familiar and recognizable sound. Your inner e:Jr already under­
stands the sound of this scale (assuming you\c had some C\j)QSUrC to mainstream mu~ic). :\"ow 
\\C'Il St:lrt this pancrn of whole and half steps from F. tO create the F major scale: 

:"oticc that we no'' h:t1c the note B~ as rhc 4th degree of this scale. This is because we need 
a half step between the 3rd and -hh degree~. \\'c :1lready ha1c \a~ the 3rd degree, and 11c need 
to u~c the next letter name (B) for the next note, so we tlat the B (to B~) to get the required h~lf 
~tep ~ lxwe A. 

:"ext we'll use the same method to build a G major scale. 

:"oti<.:e that we no\\ ha\'e the note F: as the ith degree of this scale. This is becau~e we need 
a \1 hole ~rep between the 6th and - th degrees. \ \ ·e alread~· h:we E as the 6th degree, and we need 
to use the ne'\t letter name (F) for the ne'\t note. so \\e sharp the F (to F: ) to g-et the required 
11 hole srep <1bo1·e E. 

!!ere are <~II of the major scales, for your reference: 

E~Mojor 

~c;. .. .,~.;s-" 

OMojor AMo jor 

~ 0 "'" 

~Major 

~Mojor 

c~-tl <•- u ~ •· -~ 

EMojor 
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As we said. many \I"Cll+knO\m nmes are built from major scales. Here's an excerpt from 
Offenbach's familiar .. Can Can Polka, .. which uses a complete descending C major scale. 

Con Con Polka 
from ORPHEUS IN THE UNDERWORLD 

FINDING MAJOR SCALES ON THE PIANO AND GUITAR 

Tradtlonal 
6yJocqt~e•O~enbo<:h 

:'\ow ,,·e'll re,·isit the C. F, and G major scales to see where the~· are ]Q(·arcd on the keybo:m! :1ml 
fretboard 

CMoior 

FMaior 
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;-.;'me that when we build the C major scale on the piano, it so happens that we use all of 
the white key~ on the keyboard. But when 11e build the major-scale interval pattern (using 
whole and half steps) from any note other than C, we get a mixrure of black and'' hire ke~-s 
(for example, the F and G major scales each con rain one black key). 

Hear in mind that the same nme can be played in differem places on the guit:ar fretboard 
(as we sa11 in Chapter 1), so the major-scale patterns shown for guitar gi\e only one of the 
numerous ''ay~ in which each scale can be played. 

LABELING THE MAJOR SCALE DEGREES 
Different conn:ntions are in use for naming the dt•gras '' irhin the major Selle. \ \ 'c em u~e: 

1H1rnbcr' (i.e .. 1. 2, 3. ere.): 

• ,o]fcg \ylhlble~ (i.e .. DO. RE .. \IL etc.); 
• tr:Jdition:JI cb~sic;JI n:nnes (i.e .. tonic, supcrtonic, mcdinnt, etc.). 

!Jere arc all three labeling styles shown with re~pcct ro the C m:1jor ~c1le: 

numlw:-"' l 
.,..u~~ l:lO 
dJ" ''JI: l<>n•• 

' FA ' so ' L\ 
i fll 
Tl 1001 

k:.>o.hnMIOM 

Of thC'iC method~. the numbers arc probably u~ed the mO'it. and the solfeg syllables arc ;~l~o 
u,cful \\hen doing Hx:3l drill~ ;~nd car t:r;Jining. (\\ 'e'll ha\ C morL' to ~a\ · :1bout solfcl!" ,md SC"JIC 
degree~ latL' r!) - ~ . -

MAJOR KEY SIGNATURES 
\\'hen \lc play the C m;~jor scale. 11e c;~n hear that the note C sound~ like the ''home base" (or 
ton it) of the scale. If a song uses the C major scale, it is most likely to be in the key of C. 

-\ h')· rign11t11rr is ;I group of ~harps or _flats at the beginning of the mu~ic tlut lcb C mojor 

you knO\\ which key you arc in (and wh1ch m:1jor scale to usc). You 111:1y not h:J\e ~ 
nor_itcd the key sign:1mrc used in the ··em Can Pol b.'' That\ becau~c it uses the C ( 
maJor ~c1le. :md is therefore in the ker of C (the kcr si~rnan1rc for C major ha~ no ) 
,harps or tlats). Lct"s_comp:m~ this ro the_key signamre for F n~ajor (~cc bottom left). {!J 
F mojor Rt.:latmg th1s to the F maJor ~calc \IC built earhcr, \IC remember _that 

~ 
\\C needed Bb as the -1-th de2:ree ofthc sc:1lc. So rhc kc\· ~ign:Hurc rcmmds (r I> ~·ou to pb~ B~ (in~tc:Jd ofB) \I hen pbring in the kC~ ;r E Tim way we don"t need 

) to keep\\ riting flat sign~ for all the Bb s that come up in the music. Pretty coollabor-

ll . Sa\ing de\"ice, huh: 
9·p ~0\\ \IC'lllook :It the kC\' sig-n;~mrc for G m:ajor (~ee ril!ht). G major 

Relating thi~ to the G major.scafe we built earlier, we rcme~1ber that we (f72..:::i= 
needed F: a~ 1he -{h degree of the seale. So the kc~· sign:an1re reminds ~·ou to ph1r F: )~ 
(imtcad of F) \I hen pl;~ying in the key of G. Th3t \I:IY \le don't need to keep writing l .. 
sh:1rp ~i~n'l for all the F: s that come up in the music. f:>:=t= 
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I I ere are all of the major key signamres, for your reference: 

Cmajor Fmajor B>maJOr PmaJOr Nmajor 

~~~~~~~~~~ 
~~~~~~~~~~ 

e:.· :t %. 11:-:t:::J 
)::~:=!~~~F=::'-::J 

You'll notice that e:1ch ker signature consists of either flats or sharps, bur nor both mixed 
together. This is because there is no major scale that needs both flats and sharps. 

;'\"ow if you're reading a piece of music and you see a ke~' signature at the beginning. it's 1·ery 
handy (not to say essenti:Jl !) for you ro recognize the key that you're in. T h:1t wa~· ~·ou'll kno\1 
what major scale to use, and which flats or sharps you'll need to pb~ ·· 

In fl at key signan1res, the second to last flat in the key signature is the key that you're in . 
For example, looking at the key sign:1mre of AI:> major, we see there are four flats. T he 
second to last flat in the key signature is A!>, your key! For sharp keys, the last sharp in the 
key signature is the ith degree of the key that you're in, so you just need to go up a half 
step from this note (using the nexr letter name in the musical alphabet) w find the key. 
For example, looking at the key signature of A major, we see there are three sh:1rps. T he 
last sharp in the key signanJre is c ;, so if we go up a half step from th is note (and go to 
the next letter name) we get to A, our key! 

ACCIDENTAL$ 
Key signatures arc a con,·cniem way of indiCJting a major scale used in a piece of music. Bur what 
happens 11·hcn we want to lllO\'C outside of that St:Jlc? Then we need to usc accidentalc These 
are sharp, fhn, or nan1ral signs placed in the music that will contradict the key sign;1n1re at that 
point. The lltltnml sign contradicts :1 sharp or a flat that would otherwise be required by the ke~· 
sign;Jhtre-so the term '·B natural" (B~) just means plain old B (yes, the white key, if ~·ou're sitting 
:Jt the pi;1no)! 

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 namral 
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that re-establishes the key signature). Let's no\\ look at an e:~:ample in the kc~· ofF thar uses acci­
dcntals: 

(I) This is the note Bk as required b~· the key sign;lturc. 
(1) This is the note B;, which contr:1dicts the ke\' si~:.,rnaturc. 

(3) This is the note Bb, as required by the key signa;urc. T he barline cancelled the prc\·iou:. 
accidcnt:ll (a courtcs~· accidcm:~.l is pbccd :ts a reminder). 

(~) This is the note )3 : . which contradicts the key signature. 

(5) This is still the note B=. The accidental is still in force until the ne .~ t b:Jrlinc. 

(6) "J'his is the note Bb, which needed a flat sign to cancel out the accidcnt:ll, as we're stil l in 
thcs:lmCmC:JSurc. 

So watch out for those accidcntals~ But if you follow these rules, you shou ld do just fine. 

THE CIRCLE OF 5THS/ 4THS (OR CIRCLE OF KEYSI 
The m:1jor key signatures can be deri1·ed by using the cirdr of 5rbs (which is also called the cirdr of 
.frhs or cirdr ofko·s). You should be aware that there are different interpretations of what is meam 
by thi~ circle (across a wide range of textbooks and methods). so I 11 ill try to co1er these interpre­
tations in a 11ay that will make sense~ First of all, let'~ sta rt with a basic circle di:1gram. 

!::» 
(G) Fl 

(Gi>) 

D 

A 

E:1ch of the entries around the circle can represem either indi1·idual notes or major key~. 
~oticc in this dia~rr:un that the sharp ke~·s (G, D.:\, etc.) arc written to the right of the Cat the 
rop. and the tlat keys (F, B:>, 8>, etc.) are written to the left. This is h011 the circle appears in the 
majority of textbooks. ll owe1er. some modern methods (including theory texts by Dick Gro;:r. a 
leading ·\merican music educawr of the late 20th cenrury) sho11 the circle 11 rinen the mher 11ay 
(i.e .. wi th sharp keys to the left. and tlat keys to the right). I don't think it actuall~· matters 11hich 
11ay you 11rite it, as long as you understand the concept!> and relationships I am about to pres­
em! 
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The ~implc,t :lnd mmt traditional interprcr:uion of the circle of 5rhs i~ a~ a ~eric~ of ascending 
perfect 5ths hctiiCcn indi1idual notes, mo1ing dockwi~c (~tarting from the C ;lt the top). Don't 
110rry if~·ou'rc not yet ~urc 11hat a perfcn 5th i~-al1 inn.T1:1ls will be COICrcd in dct:1il shortly. 
For now, ju~t lw <lll:lrC th:H C: up roC is :l pe1jCcr 5rb ((; i~ the 5th degree of a C major scale), G 
up to Dis another perfect 5th, and so on. If you continue this pattern all around the circle, you 
will e1·cnnmlly get back 10 the st:~rting point, C. 

It starts to get a bit more interesting if we assign a major sea le (or ke~·) to each stage of the 
circle. It rurns our rh:u neighboring SC:l.les on the circle share most of their notes. Or, to 
pur it another way. only one note is different hen1een immediate neighbors on the circle. 
For e.\"ample, earlier in this chapter 11e built the C major scale, which had no sharps or 
flats. The F major scale (to the left of C major on the circle) had one flat, and therefore 
on]~· one note different from the C major scale. Similarly, the G major scale (to the right 
of C major on the circle) had one sharp, ;~nd :lg<lin only one note diACrenr from the C 
major ~calc . . \lost tunes that change kers do sob~· moving to a ke~· that is adjacent on the 
circle, so that the original major scale is not completely altered. That way the listener has 
more chance of keeping up with 11h;~t's h3p]:.Ciling! 

Once m:1jor lc~.., arc assigned to each St3gc of the ci rcle. 11e can use the circle to help us 
remember the key ~ignatures 11e co1cred e:1rlier . 

.\s 11e count around the circle. mo,·inl!: dod- C 
11 ise from C, each succe,si,·e ~h:1rp kc~ ~ ha~ ;HI 

extra sharp in the ley ~i~'llature. For e\amplc. 
the ke~ of C ha~ one ~h:1rp. the key of D h:h 
t\10 sharp~. :md ~o on. This ~equence ends 11ith 
the key of c:. '' hich has ..,c,cn sharps. Similarly. 
mo1ine: countercli>chli~c from C. e:1ch .. ucces~i1c E" IJ·I A (3 ' ) 

flat ke~ h:h an C\t~l flat in the kc1· sit..rnamre. For 
examp.le. the key ofF has one tla~. the ke~· of B!• 
has t\10 flats, 3nd so on. This sequence ends 11 ith 
the key of Cb. 11 hich ha~ ~e1 en fi:Jts. 

:"ore the 01 crl:lp zone at the bonom of the 
circle. 11here :lhern:ltc (enharmonic) ke1~ e\i~t 

(i .e .. Db/G, F: tcb. :uul B/Cb). . 

\ \ 'e can also use the circle to figure out which sharps or flats occur in a key signature, and 
in 11 hich specific order. 

For the sharp keys, we cumul:ni,·cly mke the 7th degree of each major scale, mo1·ing 
clockwise around the circle from the top. For example, to figure out the key si~I'Jtarure for 
E major (11hich ha~ four sharps), 11e would tale the -rn degree ofG (F: ), the ~th degree 
of D (C: ), the -th degree of A (G: ), :md finally the ith degree of E (D: ). This gi\es us 
the four sharps in the order needed: F: , c:, G: , and o:. 

For the flat kers, we cumulati,·ely t3ke the ~th degree of each major scale, 11101 ing 
counterdock11 ise around the circle from the top. For example, to figure out the key signa­
ture for E.b major (11 hich h:ts three flats), we would t:~ke the ~th degree ofF (Bb), the ~th 
degree of Hb ( I~). and finally the ~th degree of I~ (Ab). This gives us the three flats in the 
order needed: IJb, £1., and \b. 
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TO conclude, IIC'll look at a more sophisticated interpretation of the circle, one often used by 
contemporary musicians and educators. \\ 'c'vc already seen that each st:Jgc of the circle c:m 
represent a m:1jor key. So r:nher than thinking of the circle :1s '>imply a series of in ten als. we can 
instead think of it as a series of keys. For C'iample, we could 1110\'C from the ke~· of C to the ke~ 
of G (moving clockwise on the circle), then w the ke~· of D, :md so on. One of the simplest :md 
most common ways to do thi s in contemporary styles is to build major triads from each stage of 
rhe circle (much more about triads shorrk). Each rime we land :lt :l new st:l!!C on the circle, it 
typically feels like we'n:' arri1·ed at :1 new key's tonic. It is useful. therefore, to- consider the rela­
tionship between the pre1·ious stage of the circle and the current St<lge :H which we han~ :1rri1·cd. 
This is where a more comemporary (and, I be lien;:, more uso:ful) definition of the circle of 5ths 
and circle of -lths comes into play. 

For instance, the Jimi llendrix song '"! Icy Joe'' repeats the same rnajor-tri:ld progression 
throughout the song: C-G-D-A-E (mo1·ing clockwise around the circle). \\11cn 11e !110\"e from C 
toG, it feels like we're in the key of G, so we can define the C-G mo1·emem :lS a 1"\'-1 rebtion­
ship in G. Then the next G- D moi'Cmcnt is a IY-l in D. :md so on. The term circle of-+tbs is used 
to reference this t~pe of harmonic mo1·ement bet11ecn chord~ and ke~·s (i.e., circle of -lths = JY- 1 
relationship). 

\\'ell, not ex:1ctly danger ... but be careful to a1•oid confusion here! The traditional defini­
tion of circle of 5ths (used by entry-le\"el and college texts) refers to the intervalmo1·cmenr 
C-C.--D-etc., as outlined :H the beginning of this section . i\ow we're saying that the mo\"e­
ment bemecn chords/keys of C-G-D-etc. is actually a circle of 4ths, due to the implied 
IV-I relationships. Some instructors make this distinction by referring to the melodic and 
harmonic circles, respecti\"elr It's really only terminology at the end of the day-just he 
aware of the different interpretations that are out there ! 

Continuing with the h:mnonic aspect of the circle, if we mo1'e bet11ccn the chords G-C-F 
(as in the Toto son!! ''Rosanna'"), this countercloch1ise mo\"ement is a series of \"- 1 rebtion­
ships, el·enruall~· lea~ling us to the key of F. The term cir& of 5tb:; is used to reference this type of 
harmonic mo1·emenr bcn1·een chord~ and keys (i.e., circle of 5ths = \ '-1 relationship). 

,\!any son&rs use these chordal movements around the circle, especially the circle of 4ths. 
Some notable examples are: 

Rolling Stones, "Jumpin' Jack Flash" C-G-D-A (circle of -lths) 
Simple Minds, "Don't You Forger About Ale'' Db-A):.-EP-Bb (circle of -lrhs) 
lJlking 1-! e:Jds, ''And She \\'as" E-A-D-A-E (circle of 5ths and ci rcle of 

-lths) 
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CHAPTER 4 

INTERVALS AND MELODIES 

Creating and altering imcrYals 

lntCr\'als in melodies 

.\lelodycharactcristies 

INTRODUCTION TO INTERVALS 
.\n imrr'i.,'tlf is the di~rancc bcrw.cen :my t\.1'0 notes. \\ 'c\·e. already --i'j~~~~~~ 

;~~t~:~ht~l;~~~;):. ~~~:,~:~-~-;~s ~~~~~e ~~r~i:~~~;:~~~~1r:. 1 :~;~ra:11t~~~~!~ ~ &3 
b:tsed on the l'isual dist:mce between the notes on the staff. Let's look 
at the interval on the right, and figure out what it is. 

The first thing we need tO determine is the interval number. TO do this, we count up from the 
bottom note (starting at 1), and count each successi,·e line or space until we get to the top nore. 

The first note shown is C: this is l. 
The next note up (immediately below the bottom line of the staff) would be D: this is 2 . 
.. !"he next note up (on the bottom line of rhe staff) would be E: this is 3. 
The next note up (in the bottom sp:1ce of the st:Jff) would be F: this is-!- . 
The next nore up (on the second line from the bottom of the staff) would beG: this is 5. 
The next note up (in the second space from the bottom of the st:Jft) is A: this is 6. 

The bst number ll'as 6; therefore the inter\'al from Cup to A is a 6th . A' ow. there are different 
~1)es of 6ths (the most common being major :md minor). but more about this in a moment! 

!!ere's :mother interval-actually t\10 intervals, both of which are Cup toE 

Again, to determine the interval number, we st:lrt at I and count upw:1rd, including all the 
lines and spaces. So on the left we h:l\'e a 3rd, and on the right we hal'e a I Oth. Both of these 
imen·:1ls consist of C up to E. but the Eon the right is one octa1·e higher than the Eon the left. 
Therefore, a 3rd plus an octa1·e is e<1ual ro a lOth. 

The difference between these two interval numbers ("3" and "10") is seven, wh ich leads 
ro the following rule: Adding (or subtracting) seven to an interval number increases (or 
decreases) the size of the inten·al by one octave. 

INTERVALS IN THE MAJOR SCALE 
You remember the C major scale that we built in the bst chapter? !'-'ow 11·e'll look at the inten'al 
between the st:lrting note (C) and each of the other notes in this scale. 
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~0 H 0 ~~~~:: -==4k~ 
maJor maJor peJ~~-~ 
~nd .1rd 

pcrf~<·t maJor maJO• 
~lh 6th 7th 

r~~ 
!X'rfC<:l 

Xth!o•:taH'J 

penc.:t 
l~th"'''''"'u'e" 

Notice that the interval numbers (2nd, 3rd, 4th, etc.) are shown below each interval, 
together with an interval description, which is either major or perfttt. The 4th, 5th, and 
OCCI\'C (and II th, 11th, and two ocmves) are the perfect intervals, and the remaining inter­
~·alsaremajor. 

The perfect inter.'als have this name because they occur prominently in narure'~ our­
tonr sn-its (the upper harmonics th:n result from narural acoustic vibrations). The name 
"major" is given to the other internls occurring in the major scale. 

ALTERED INTERVALS 
\\'hen we alter the intcrv:lls that occur 11ithin the major scale. we get minor, augmented. and 
diminished inten;lls. ·10 understand these inten;lls. we first need to learn about doublr jlius and 
doublesiJIIrps. 

\\'e alreadr saw in Chapter I that if we flat the note B by a half step, we get B~. i'\ow if 
we flat bra further h;llf step, we get B~~ ("B double flat"), which is in fact equi\':tlent to 
the note A. "So,'' I hear you ask, "'\ \'hr can't we just usc A then?" \\'ell, belie\'e it or not, 
there arc some kc)' and scale contexts in which it is bcucr to usc the double accidental: 
For example, if we arc flatting a note that already appears as a flat in the ke)' signarure. 
Similarlr, if we sharp A by a half step, we get A: , and if we then sharp by a further half step 
we get Ax (''A double sharp"), which, is cquivalcm to B. Note that the doublr jlnt symbol is 
two flats signs together, but the doublr sbmp symbol is not two sharp sib'lls! 

:'{o\\ l"m going to ~ri\·e you the fi\·e rules for figuring out altered inten·;J]s. 

Rule I : .\ maior inten·al reduced by half step becomes :1 minor interval. 

-~ .. . 
majorith 

\\ 'e\·c already seen that Cup to B is a major ith. \\'hen we reduce this by a half step, we get 
a minor 7th. 
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Rule 2: \minor intcn;J] reduced by a fun her half ~tcp becomes a dirnini~hcd intcrv;Jl. 

~ --'fu- l 
mill<>f ~ lh 

In the prc1·imh C\ample we <;:l\\ that Cup 10 B~ is a minor - th. \\ 'hen II C reduce this by a 
funher h;~lf step, 11 c ~ct :1 diminished -th. 

This interval is still called a ith because the letter names "ritten on the staff are C up 
ro B. However, we h:n·c already seen that the Bbb is cqui1·alenr to A, and rhar C up ro A 
would be a m:1jor 6th. \\'e can say, therefore, that the major 6th and diminished i th are 
equivalent w one another. These imcn·als sound the same, bur are written differently. 

Speaking of the major 6th, let's use ir in rhc ncxr e~:lmplc . 

Ru le 3: A m:1jor intern. I increased b~ a half step becomes an augmented inten·al. 

Previously 11e ~:111 that C up tO .\ is :1 m:~ior 6th. \\'hen we increase this by :1 h:1lf ~tep. we get 
:m augmented 6th. 

S~ f:1r we'\"e been altering m:~ior :1nd minor imcn·:1ls. :-..:o,, it's time to alter some perfect 
intCTTals. 

Rule 4 : \ perfect inten·al reduced by a h:1lf ~tep becomes a diminished intenal. 

Earlier 11 e sa11 that C up toG is a perfect 5th. \\ 'hen 11 e reduce thi~ by a half step. we get a 
diminished hh. 

Ru le 5: A perfect inren·al imTe:~sed by a half step becomes :m :1ugmemed inren·:1l. 

+ .. ~ 
~u~~m<"t!Jth 

\\'e s..111 before that Cup tO F is a perfect -lth. \\ben 11e increase this by a half step. 11c get 
an augmented -lth. 

l'\'otice there are some more inten•als here that arc equil':llent to one another: 

The augmented 6th (from Rule 3) is equ iv:~lcn t tO the minor 7th (from Rule 1). 
• The augmented -lth (from Rule 5) is equivalent to the diminished 5th (from Rule -1). 
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\\ 'e can observe from the previous examples th:H: 

• Both major and perfect inten·als become augmented when increased by half step. 
• The m:1jor imervals become minor when reduced by half step, and then become 

diminished when reduced by a further half step. 
• The perfect imer•als become diminished when reduced by half srcp. 

The p:1yoff for all this is rhar once ~·ou know all your inten·als, ~·ou'll han~ a foolproof w:Jy of 
~pelling all the chord~ ~·ou'll C\'CT nee<!. I lang in there! 

INTERVALS IN MELODIES 
:'\'ext we'll see how some of these inten·als are used in \I ell-known melodies. \\ 'c'll start out 11ith 

an excerpt from the j:1zz standard ''All the Thing~ You .-\rc'' 

All the Things You Are 
from VERY WARM FOR MAY lyroe>byOocorHommeu!e;nn 

Mv,;(byJe<omaKern 

l""tLe=o P<~ .... ~, o·~=~-~~-==~~-~'=.t===;/=~~~~-~"to'"oo'~~·b~~C~"'::"'&9"''";"~;~""~'j" 

ton~.--

19)9UN""~W I'OIYGR.I.MMEtNAloo-w."-$1,..1"-G . ...C: 
c...,.og>< • ........, 

All~-lo..--IU..dbo,P'""-

;\"otice this melodic phr;1se use~ -hhs (perfect and augmented) ;md 2nds (major and minor). ;JS 

well as some repeated notes in measures 3 and 5. 

Jazz Standards 

•All the Things You Are" is o great example of a iazz standard. Jazz standards ore vocal 
tunes , generally written in the 1920s-1950s, that hove very strong and enduring melodies. 
Successive generations of ]OZZ musicians always "cut their teeth" on the standards 

Here ore ten more jazz standards that all musicians and li steners should be acquainted 
with. Although pretty much everything else will most likely change over the next hundred 
years , it's o sole betthotthese tunes wi ll sti ll be played by 22nd<enlury performers! 

Johnny Mercer, · Autumn leaves" 
Johnny Green, "Bodyond Soul" 
George Gershwin, "Our love Is Here to Stay" 
Bart Howard, "Fly Me to the Moon" 
Bronislaw Koper, "On Green Dolphin Street" 
Richard Rodgers , "My Romance" 
Cole Porter, •N ight and Day" 
George Gershwin, • A Foggy Day" 
Victor Young, "Stella by Starlight" 
ErroiiGorner, "Misty" 
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r--:c:n up we ha\'e an excerpt from the timeless pop song 'Unchained .\ lelody,'" recorded by 
man~· artists, including the Righteous Brothers: 

Unchained Melody 
from the Motion Pictvre UNCHAINED tyroc by Hy Zaret 

Mu>icbyAie~Nonh =- :5g±SEJ~-·~ 

long 

ling. 

C 19~5 ;~-....l]Fit>.N<MJJ.ICCOR• 
AJ'.g'~··-

gen.-d for }OUr 

The verse of this song starts out using major lnds, moving to 3rds and -+rhs in measures 3-+. 
A minor 6th is found in measure 6. 

'' Unchained ,\ \elody., (composed by Alex North) is one 
of the most recorded son&'S of the 20th century, with 
hundreds of versions in many different languages. Probably 
the most famous is the Righteous Brothers' recording 
from 1965, produced by Phil Spector. In the 1990s this 
\'Crsion enjoyed a resurgence after being used in the hit 
movie Ghost. Elvis Presley also performed the song during 
his last television appearance in 19i7. 

So now it 's time to take ;J closer look at what makes a melodv "tick.'' Ifvou want to become 
a more informed listener, and/or you arc writing your own melodies, here ar~ some ground rules 
to be :nrarc of: 

MELODY CHARACTERISTICS 
In the pre,·ious examples we have seen that melodies :1re created by combining inrervals with 
rhythms. The rnclod~, is the musical "heart'' of the song, the part that we can sing, hum, or 
whistle. \ \'hile there is an infinite number of w:ws to combine inten·als and rlwthms, the follow­
ing fu ndamentals common]~, apply to 11 ell-kno11:n melodies <Kross :lll styles. . 

Tonic: .\lost melodies will h:we <1 tonic (or "home b<Jse") that corresponds to the ke~' that the 
song is in. The melody will often begin and! or end on this note, in order to sound resolved. 

,\lo tion : It's normal for melodies tO ha1·c motion (i .e., move upward and downward in pitch, 
r:uher than staying on one note :11l the time); this gcner:nes interest for the listener. 
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Large vs . Small Inte rvals : ,\ lost of the imcrv:1ls in \ 'On I melodies tend to be small (i.e., 2nds 
or 3rds). This makes them more lyrical, as well as e:1sicr to sing. (These constraints will apply less 
if ~·ou :1rc working in instrumental or jazz styles.) Larger melodic inten·als (i.e .. 5ths, 6ths, iths) 
are often followed by smaller interY:lls Tllo\·ing in the opposite direction. 

Range: T he 1mjoriry of \·ocal melodies will ha\·c a mnge (distance from lowest to highest 
note) of around one oct~wc, again to make them easier to sing. Instrumental melodies will often 
ha\·c a larger range (depending on the particular instrument used). 

Sparse \ 'S. Busier Rhythm s: Contemporary melodies normally rctlen the rhythmic subdivi­
sion and style of the song. For c .~ample. a rod song with an eighth-note feel would typically have 
eighth -note rh~·thmic figures in the mdody, and :m R&B balbd with a sixteenth-note feel would 
normally ha1·e sixteenth-note figures in the melody. For \"Ocalmelodies, it's best not to m:1ke the 
rhythms too busy. as this makes the melody harder tO sing. 

Repetition and Phrasing: .\ lost classical and contemporary melodies :1re orgJnized into 
phr:1ses. 11 hich are often two, four, or eight me:lsures in length. Longer phrases can be created 
by combining shorter ones. For example. rou might come up with a rwo-me:Jsure mot1j" (a short 
melodic phrase) tO surt ~·our song. If you then repeat the same two-measure phr:1se with some 
:Jiteration (to the mclod~· and/or rhythm), you ha\"e created a four-measure phrase. The listener 
expects to hear some repetition. as it gi\"es the song some strucmre and makes it e:1sicr to listen 
to. Too much repetition, howe1·er, ma~· make the song monotonous. Let ~·our ears be the judge! 

\ \ 'e'll now take a closer look :H some more well-kno11 n tunes, st:lrting with simpler rh~·thms 
(whole. half, and quarter notes), and then lllO\"e to some examples with eighth notes. All these 
ex:Hnples :1re on the CD. 

The Surprise Symphony 
ByfronzJo.epf.Hoydn 

I • - .;:::;g:g;gJ 

A good ex:Hnple of rhythmic repetition! .\leasures 3-4 use the same rhythm as measures l-2, 
but with different mclod~· notes. In this w:1y a four-measure phrase is created from an original 
rwo-rneasure motif. The melody uses triad :1rpeggios: For example. the C, E, and G in measures 
1-2 outline a C major triad (more about triads and arpeggios in the next chapter). 

Abide with Me 

deep 

WotdobyHenl)'f.ly!e 
Muoic byWill.om H. Moo~ 
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·'\bide with \!c'' is based on four-measure melodic :md rhythmic phrase~. The rh~thmused 
in measures 1-4 i~ used :l!f.lin in mC:t')Curcs 5-S. with melodic ,·ari:uions. The mcloch u'cs .<.mall 
intcrYa[, (1nds and Jrd~).~e,ccpt for the [;lrger perfect 5th in tnC;h\JrC 2. \\ 'e'll re\·iSit this tune 
!:ncr when discu,,mg coumcrpoim. 

God Rest Ye Merry, Gentlemen 

llc rc is :1 good example of up11 ani ;md dm1 nward motion in a melody. After the a<;ccnding 
perfect 5th in the tir~t mC:l~urc, IIC dc,ccnd from B down to Dusing m:ljor :uulminor 2mh. then 
hccnd luck up to Busing the same intcr\'als in rc1erse. Simple but cffecti\!.:-:md easy to ~ing! 

Piano Concerto No. 2, First Movement Excerpt 

~j- . --:=· • ~ 0 .=£=-- • -· • 

This mcloch starr... 11ith a ~erie ... of ascending imenal~ that r;mge O\er <Ill octa1e in iu~t the 
first rno measu~es. Then the melod~· begins to descend u~ing a mi~x of 2nds and 3rds. ;md also 
adds some tbromfttic notes (i.e .. notes not found within a cermin ke1·) in measure 4. There is not 
really an~ repetition here. •,o it feels like one long melodic phrhe .. 

Careless love 

)_~a ______._.-----------+-~- ~ • ..,.. ·~~ 'lj'= · • r • r • • -re-o l- -· ~·-

:\"ote that. 11ithin these four-mea~ure phrhe.'>, the fir~t t110 mca~ures ha1e most or the rhyth­
mic ;lcti,·in·. while the last t\10 measures just conuin a 11 hole note followed ll\· a 11 hole rc~t. Thi s 
type of ph~sing is u ... ed in many popubr song-;. \gain. the :O;Hne rhythms a~c used in measures 
1-4 ;lnd 5-8 . 

! • . 

lorgo from Symphony No. 9 
MNewWorld" 

==!I 
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The ''Symphon~· ):o. 9'' excerpt is a great cx:lmple of two-, four-, and eighr-mc:Jsure 
phrases. Aote the rhythmic figure in measure L 11hich is repeated for measure 2. llowc1·er. the 
melody notes are different (E up to G in mc:Jsure I, and E-D-C in measure 2), thereby creat­
ing a t11o-measure phr:1se . Then ben,een me:1sures 3 :md-+ 11e han: rhythmic contrast, wid1 two 
doned-quartcr/eighth-notc pairs in measure 3. and a whole note in measure 4. Follo11 ing on from 
measun:s 1-1. this ~·idds :1 four-me:Jsurc phrase. The notes and rhythms in rnc:Jsures 1-2 :Jrc then 
repeated for measures 5-6, and the rh~·thmic phrase in measures 3-4 is repeated during me:Jsurcs 
7-8. but 11 ith different melody notes. This effecti1•ely creates :111 answering four-measure phrase 
in measures 5-S, 11hieh together with measures 1-4 produces :111 eight-measure phrase in toul. 
The melody note in me:1sure 4 is D, which sound~ active in the key of C. giving the first four­
measure phr:1se an unresoked feeling . By contrast, the mdod~· note in me:1sure 8 is C. which 
sound~ restful or resolved in this ke~·· Sec Chapter 12 for more on these concepts. 

The Drunken Sailor 

car • l~ 

This is another good example of different phrase lenbrths . . \l casures 1- 1. 3-4. and 5-6 all use 
the ~a me two-measure rhythmic phr:lse. Also, the melody notes in mca~urcs !-1 :1rc moved down 
(or tmnspowt{) by one scale degree to create the melod~· in measures 3-4, :Hld these measures 
combine to make a four-measure phrase. overall. Also note the melodic l';u iation within the two­
measure ph rases: .\ I casu res l, 3. and 5 contain repc:ncd single notes, whereas measures 1, 4, and 6 
ha1·e more melodic mo,·ernent using different intervals . . \ I though me:1sure 5 is a repeat of measure 
I, mC:lSurc 6 introduces new melodic m:lterial, le:1ding into a different two-measure phrase in 
measures i-8. which resolves to D, the tonic in the kel' of I) minor (more about minor kevs in 
Ch:lpter 9) . . \\ e:1sures 5-8, therefore, function as :1n an~wering four-me:1sure phrase to mea~urcs 
1-4. 
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AP 
BASIC CHORDS AND PROGRESSIONS 

What's Ahead: 

Cre.uing threc-nQ[c chord~ (triads) 
Diatonic triads. progressions, and cadences 

Triad in\Crsions and 'oice leading 
Ti-iad arpeggios and suspensions 

CREATING THREE-NOTE CHORDS (TRIADS) 
Fa~ten ~·our ~en belts! \\ 'e'rc now going to plunge into the fun world of chords A rbord i~ created 
11 hen three or more notes are stacked on top of one another. A three-note chord is c:Jlled ;J triad. 
,\ \ o~t contcm por;u·y styles are organized h;Jrmonicall~· around chord~. \\ 'c'll 11011 usc some of the 
imcnals ,lc\cloped in the hl~t chapter to spell different triads. starting 11ith the m11jor n·i(/{1. 

---m.J'v .1rd- . .., 

pcorf.:.r 'th 

You'll ~ee th:n 11c\·e mea~ured the intervals (m:1ior 3rd and perfect hh) up from the root ofthe 
triad in c;~ch c:be. You'll remember (:lt le;~st I hope rou ''ill) th:lt these major and perfect intern Is 
;~re found 11ithin the major scale. so this tri:ld also consi~t~ of the I~~- 3rd. and 5th de!!'rees of :l C 
major scale. ~ 

\Jso note the letter ·-c~ sh011 n ;~hove the triad. This is our liht e\amplc of a cbord rywtf.of. T he 
chord symbol tell~ you 11 hich chord is cont:lined in the measure. 

A chord symbol consisti ng si mply of ;1 note name, with no additional suffix o r description. 
indicates a major triad built from the note indicated. So the chord symbol "C" means a 

C majorrriad. 

The major triad is the mo~t basic and fundamental t·hord: it is u~cd throughout pop and cbs­
sica! style~. Thu~ it is import:mr to le:lrn all of the major triad~ (not just C m:1jor). 

( r: 

41 ~= ::~ -t~ j~ ':~ - g 

If you ha1·e a piano or guita r handy, try playing through all of these major triads on your 
instrument. This will help you learn the sounds and sh:li>CS of the major triads in all 
keys. 
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:\"ext up we ha1c the minor triad,'' hich '' c'rc also going w spell by using intcr.-:lls. 

Cm 

~~'ll ~ ... 
._ -mon<>r1nJ- --< 

pcrrc.:< ~lh 

Again. rhc imcn'lls (this rime minor 3rd and pcrfccr hh) :1re measured up from the root of 
the triad. \\ben comparing this triad to the major triad, we see th:n the intcn·al bcn1ecn the root 
and the middle note (or rhird of the chord) is 11011 :t minor 3rd instead of a major 3rd. So, another 
w:ty this C minor tri:~d can be dcriYed is by taking the prc1·ious C major tri:1d and I011Cring the 
third b~· a half step (in this case, E becomes 1:.1>). Thi'l is true for all major triads: take an~· major 
triad, lower the third by a half step. and you will h:t\'C :1 minor triad. 

The chord symbol above the staff is now "Cm.'' There are two components to this chord 
symbol: the root (''C") and the suffix or description ('·m"). A chord symbol consisting of a 
note n:~rnc followed b\' the suffix "m'' indic:~tes a minor tri:~d built from the note indicated. 
So the chord symbol ~Cm" means a C minor triad. 

The minor tri;Jd is used just about :~s widely as the major triad, so it'~ another good c:~ndidate 
for learning in :11l key~. :'\ore the chord symbols :~bO\c e:1ch chord. 

Cm D•m Dm P m l:m Fm Jlm Gm 

Ahhoul!h the m:~jor and minor tri:~ds are the most common. there ;Jrc two more tri:1ds th:n 
we someti1~es use. which ;Jre the tmgmrmrd :md diminishrd trituls. 

These two nC\\ triads arc shown abm c, so that we can compare them to the C major tri:~d on 
the left. 

If we sharp the fifth of the C major tri:Jd. we get a C augmented triad. :-\otc that there are 
two chord symbols :1bo\·e this chord- both the .. +" and ·':mg .. suffi.\CS arc conunonly used 
to indicate an augmented triad. 

If we flat the third :~nd fifth of the C major tri:~d. we get a C diminished tri:~d. :-\ore that 
there are two chord s~·mbols abo'c this chord-both the .. o-. and "dim .. suffixes arc com­
monly used to indicate a diminished triad. 

Play the C major triad on rour piano or guita r, and then alter it to create the C minor, C 
augmented, :md C diminished triads. Then try the same exercise, so rting with different 
majortri:~ds. 
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DIATONIC TRIADS AND PROGRESSIONS 
Let's define a couple of term~ that will help you undcr~und this section. /)/II(OIIic mc:ms "belong­
in~ to the m~1jor scale." Diatonic tri;H]s, therefore::. arc triad~ that are com:l incd within a certain 
S(';lc. I h:rc :Ire all of the triad-. contained \1 irhin the C major scale: 

Dm fm 

\\'hat 11c'rc doing here i~ building a triad from each note in the C major sc:1le, making sure 
that all notes mcd are conuined within the ~lc (if~-ou'rc Sitting at a piano. these triads use the 
11hite ke~:. onl~-. which m:1kc them pretty easy to find~). Thi!> proce"- gi1cs m the \'ariou!> triad 
q/((lfiries .<.h011 n from left to right (major, minor. minor. major, major. minor. diminished. m:1jor) . 

..-\ Roman numcr:ll under the staff is a shorth:m(l '' av of indicating chord function. In other 
11ords. 11 e could say that'' ithin the key of C. a C major (riad is a I ch~rd, ;J D minor triad is a II 
chord. and soon. Thr011 this into the comcrsation when you next 11anttO impress your lllU!>ician 
friends! 

:"011 11 c'lllook at some songs that usc diatonic triad progressions._\ chord progrrssion i~ simply 
a sequence of chords used in a song. Thi~ will also be our introduction to a leadsheet, which is 
a notated 1er!>ion of a song showing the rnclodv and chord Sl'lllbols (more details on chan~ :1nd 
leadsheets can be found in~ Chapter~ 1 5). . . 

. \nother ne11 fe:1rure found in the~ ne\t songs is the pidwp mtiiSIII't. So far. in all of our song 
e>.:amples. the 'cry first melod~ note h:JS ~t:lrtL'd on beat I of the first mca~ure. "So 11hat?K I hear 
~-ou say, "\\'hy llotddn"t it?" \\'ell, belie,-c it or not. there are a lot of song~ that ~t:Jrt p<lrt-II<JY into 
the first mea~urc. \ \ 'e muld 11 rite one or more rests at the beginning of the first mca~urc to indi­
cate this. hut in practice composers norm<Jlly usc a pickup m;.Jsurc instead, 11 hich omib the rests 
;It the beginning. So in the first measure of our next ex:nnple. instead of the four beats 11c would 
C\]lCCt in 4/4 time. there ;Jrc only two sixteenth notes (equil·alcnt to h:1lf a beat). Thi!> b a pit·kup 
mea~ure, 11 ith the first melodr note (G) f,JJiing on the K& of-t" or halh1a1· through heat -L 

On to our first example o.f :1 diatonic triad" progrc~sion, the Beatie~· .. 1-.ct It B~": 

let It Be WO<doondMuKby 
Joi>~'--""""MdPaol,\o\((oftn*Y 

i ~~·":--. - .- "--: d '-j_"; •• ~ •• : .~ ••• .r~ . 0J 
~~-· .. :f . .. -~. • ::..- :..........= -=- --.J==F=± =-- =----'---=---=---'-- ~= 

When I fonJ m)·'-<"lf_ on"""'' oftrou -t>l~ . mott>..-r \1...- ) ,·on~r• 10 me. •pca~-on~'""nJ, of"j, d<•m. lclll 

'~--0 ~.\ :-: -~· -:__:--:-: .. : 
0<_ 

c 
And on Ill) 

:_~ ;:· _;,/---_._. ~ 
•pcal·lllJl "'..-.J,of,._,, 1~1\1 ~--

-::.·~ _. ·-=-= _.-;_ ~ 
•lanJ-ong risht on fmnl_ of ""'· 

"~' · ~ C U I· C 
..!J. • • • ~ cr•---:=£_ • ~--. • - · • • ~~ ---pi ·-==- ~ -±------ --= - - ~ ~:::::::31 

"---" 

' ""'"'·''""'I 
"-''~""""'"""'-odO,-S..,iAlVM. ·;,'t,!~"-"' s.,.-.w ... No,_•lo. TNJT10l 

, __ ,.,......'*"'odAI•Ogho>Oo-.od 
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:\ate the chord symbols pbccd above the staff, 11 hich fall on beats [ and 3 of each measure. 
These arc the chords used w :tcwmpan~' (or bltrmolli:,e) the mclo<ly. ;\"me tlt:lt :Ill of the chords 
:uc di:nonic to the kc1· of C (i.e .. thcv are all cont:tined in the series of triads on Track 25). If \ "Ott 

are pla~ ing the song ~n a guitar or Piano, you will play a pan based on the chord ~~'mbols, an·d if 
~·ou arc playing bass, you will pby :1 bass line th:lt will normally include the root of each chord at 
the point of chord ch:mge (i.e .. on beats [ and 3 in this case). 

ItS a good exercise to fit.ttlrC om the funnion (i.e .. Roman numeral) of C:lch chord in this song­
by comp:;ring it to the diat~nic triads in the key of C. For example. the first triad is C (which is [ 
in C), the next triad is G (which is\· in C), and so on. The chords for many simpler songs C;Hl be 
analyzed this w;Jy, 11 hich hdps 11hen ~·ou'rc communicating 11 ith other players (as in, ''I ley :\"igel. 
that chorus is a \'1-\ '-J\'- 1 in C.''). 

~e.xt up 11c ha1·e an excerpt from the 11ell-known Cyndi Laupcr song ''Time After Time '' 
(presented in !e;l(]sheet format): 

Time After Time 
Word•andMu•;~by 

Cynd; tauper aod ~ab Hyma~ 

11 ~ou 

C,.og .. 198JfolloW.,»<(o W!M.H(o<p ...do...bNooo. 
.., •- oloo-follloN. cCo ..... ,,.,.,odt>,-loo<>yi,.TVM.,,~'"",I.~UC '""'"'~w•• """""'"" 'NJ720J 

"-'gl-t>loo-DvbNo>oo-·••....Ot>,-WS"'-.•·<Co-p 

•----'<"""'"""""'",...'"'Qh~·-

)OU : I' ll tl(:_ 

This example also uses a pickup measure: There arc onl~· three eighth notes (cqui1·alcnt to 
onc-;md-a-h;J]f beats) in the fir~t measure. so the first note Lmds on the"& of 3,'' or halfw;Jv 
through beat 3. ~ore the different chord rhythms (number of chords per measure) that occu~: 
.\lost of the measures contain onh- one chord. but measures 3 and 7 each contain t\10 chords, 
falling on beats I and J. These cho~d rh~·thms arc common across the range of contcrnpor;Jry pop 
;md jnz st~·les. Ag;1in, note that <11l of the chords arc diatonic to the kc~· of C. 

''Time After Time'' was the second single from Cyndi 
Lauper's Sbe's So Um/Siwl album, and is her second-most 
commerci<1lly successful song (after "Girls Just \\'ant ·ro 
l-la1·e Fun''). The song received a Grammy nomination in 
1985 for ·'Song of the Year." and still shows up on adult 
contemporary radio playlists. The song has also been 
CO\'Cred by 0\·er a hundred different ;Jrtists, including 
Miles Davis, \·\'illie i'\"elson, ,\latchbox 20, and Cassandra 
Wilson. 
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Although both of the prc,·ious examples w(.'rC in the key of C don't forget that all the other ke~-s 
ha,·e diatonic triads too! For e>.:<~~nple. here are the diatonic triads in F major: 

Gm Om E" 

And here arc the diatonic triads in G major: 

Em P 

~=~~~ 
" I r-1 

I 

.\lam· Ennous songs u;;c diatonic triads. ~o 1·ou should make it a U"oal to learn them in as manv 

~-~- - . - . 
TRIAD INVERSIONS AND VOICE LEADING 
So far all of the chords we ha1·c de\'cloped ha1·c been in root position, meaning that the root of the 
chord has been on the houom. This is the simplest w:1y to write and to play a chord. llowe\'er. 
as we stan to combine chords together into progressions, we will need to start using chord im·tr+ 
siom. Thi., means howing a note other than the root on the bottom. So instead of pla~ing a triad 
root-third-fifth (from bottom to top). we might instC:Jd usc third-fifth-root. or fifth-root-third. 
The reasons for doing this ;Jre: 

Inver~ ions help us to ;•oirr lrt1d or connect smoothly between chords. without unnecessary 
intenal jumps. 

• Im-c r~ions can be placed belo\\ a melody a.-. a \\:lY to harmonize (or ·'flesh out-) your 
:lrrangcmcnL 

Let'.-. .-.tart with the C major triad, and irwert it: 

p<:Nlmn 

\\ 'e 'll define these different in\·ersions of the C major triad as follo\\S: 

The first triad is in root position (\\ ith the root on the lxmom). 
• The second triad is in first im·crsion (with the third on the bottom). 
• The third triad is in second im·ersion (with the fifth on the bonum). 
• The last triad is in root position, an octa\·e higher than the first. 

Earlier in this chapter \\C ~hawed the root-position major triads in all keys. :"O\\ it's time to 
introduce the im·crsions of all these, starring with the first im·ersions: 
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And now here arc the second inn~rsion major triads: 

If you ha\·e a piano or guitar handy, try playing through all of these first- and second­
im·ersion major triads on your instrument. These arc very importa nt chord shapes in all 
keys ! 

l\.'011 we'll go through the same process for minor triads, starting with the in1·ersions of the 
C minor triad . 

Cm 

¥;, J J 
,, ____.. 

I 
·~' 

Here we h;n-e minor triads in root position. first in\'ersion , second in\'ersion, ;lnd finally rom 
position again, from left to righ t. Now we'll present these minor triad irn·ersions in all ke~·s, start­
ing with rhe first inn•rsions: 

And now for the second irwersion minor triads: 

B0m Bm 

• :~~AAg 

O nce ag-Jin, try playing through all of these if you have an instrument a\'ailable. 

:-\ext we'll see how these triad im·crsions can be used tO ,·oice lead during a chord progres­
sion . The next ex:lmple is :1 brief excerpt from PachelbelS Ct111011 in D, the most well-known work 
from the I ith-century composer j ohann Pachelbel (shown here in the key of C). 

Ccnon 
Sy,lohonnPochelbel 
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Thi~ is :l piano adaptation of a work th:H was ori~rinally written for a quartet of stringed 
instruments. :"otc the chord snnbols :lhO\·e the sraff, de~cribin!.(' the chords being used. Chord 
snnbols are nor normalh- 11rir;en in clh~icalmmic: howe1cr, w~ h:ne added then; here to illus· 
t~:llc th:H thi~ is :mother-diatonic tri:ld pro~rrcssion. The root of each chord i~ pl<l~cd in the bas:. 
clef. and the upper triad~ are inwrted to cn;ure smooth 10kc leading from ldr to righL 

The triad inn:rsio1h used in the trchlc-clcf part can he :Hul~-/ed as follow<.: 

1\ leasu rc I: The C major triad on heat l is in second inn:r~ion, 11 ith the third of the chord 
(F.) on top. The C maior tri:Jd on bear 3 i~ in root position. 11 ith the tifth of 
the chord (D) on top . 

. \Ieasu re 2: The \minor triad on IX!;ll I i~ in second imer<;ion. with the third of the chord 
(C) on top. The E minor rriad on beat .~ i~ in root position, 11 ith the fifth of 
the chord (8) on top. 

Measure 3· The F tmjor tri;ul on be;H I i~ in second inl"er~ion. 11 ith the third of the chord 
(.\)on top. The C m:1jor tri:1d on beat 3 i~ in root position, 11ith the fifth of 
the chord (G) on tap . 

. \Ieasure 4: The F major triad on heat I i~ in second im er,ion. with the third of the chord 
(.\ ) on top. The c; rmjor triad on beat 3 i~ in ~cconcl im·cr<.ion. '' irh the third 
of the chord {H) on top. 

The top notes of these triads cre;lte a ~low-mo1 ing melody, which in thi~ ca~c usc~ sm/r,::ist 
mot"I'/1/0it (i.e .. major and minor 1nd~) th roug-hout. 

One of the most-watched ,·ideos on You1Ube is a rock guitar 1·ersion of Pachelbel's Ca11011. 
which has been 1·iewed 0\W thirty million rimes~ Qri;rin::ally the performer on the video 
II"::IS unknown, but he has since been identified as.Jcong-l lyun Lim. a self-taught guit:Jrist 
in South Korea . This 1 ideo spawned many imitators, :md :1 compilation video of the best 
b>'ll itar performances of the Cano11 (called Ultimatt C1111011 RM/.:) has since been created . 

SUSPENSIONS AND ROOT-FIFTH CHORDS 
Coing b::ack ro the major triad 11e built earlier. 11c can :!mend thi~ triad by replacing the thi rd of 
the chord 11ith another note. or omitting it :!!together. \\l1en 11e replace the third 11ith another 
note. this is referred to :IS :1 mspmsion. \ \ 'hen 11e omit the third. this is referred tO :IS a ITJOt-Jiftb 
chord (or ::a "po11er chord" in rock mu~ic circles!). ll ere\ an C\arnple of amending a C tmjor tri:1d 
in these l"arious 11ay~: 

l .er·~ comp:1rc the~e 11e\1 chorch to the C rn:1jor triad ~h01111 on the left: 

If '' e replace the third of the C major triad'' ith the second (D is the 2ml '>C:Jle degree of 
the C m:~jor scale). 11 e get the c~u~1 chord . ( r he ~ccond of a chord can also be referred 
to as the ninth-sec Ch:~pter I I for more information on chords 11 ith ninth~. ) 

If we replace the third of the C ma1or triad '' irh the fourth (F is the 4th ~calc degrcL' 
of the C m::ajor scale), we get the c~us4 chord. (If ~·ou ~ee a chord s~ mhol th;n just sa~) 
··Csus, ··then rhe Csus4 chord is a~~umed.) 
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• If we omit the third of the C major rriad. 11c get the C5 chord. Thi, chord c;m also be 
''rittcn a, .. C(no3rdr or .. C(omir 3rd)." ~ 

Both of the su~pended chords sound actin::, and coul<l resolve or 1110\C back tO the C major 
tria([ (espcci:Jil~- the C:,u'i-+ chord). The roor- tifth chord h;Js a tr:m~parent ;lnd p011crtid sound. 
and i~ commonly u~cd in rock and metal style~. '\e\1 11e will look at sornc C\;unplc~ of these 
new chords in anion. beginning 11 ith an excerpt from the Cirdr Dffnrr by lhru'ik. 11 hich uses 
suspended triad-.. 

~~~~·~. \~. 
~~9;H I 

Circle Donee 
from GYEmEKEKNEK (FOR CHILDlUN) 

• -+· •• 

1,-=-<" t r- • 

In this piano piece, the left-hand chords 'uppo rr the right-hand melody. :'\oticc the Csus-+ 
chords in mc;hUr61 ;md -+. which then re'iOhC back to C major triad~. 

:\'ext up 11e ha1e :1 modern rock example u'ing ~u\~ and rom-fifth chonb: Tr:Jin'~ ''Drops of 
Jupiter (ICII \\c)." 

Drops of Jupiter (Tell Me) Watdoa~d M.Jooc by Pa•Manaha~ .. "'"'YS!Offotd 

C Ci 5 RobHotth .. ,._Chori·•Col•ncndSco" Underwood 

(',i =r----/=r s'"":. ja-.-.- . ..-. ~ 
) o--- • • -=:::::. • •· o-• • • •· 

t.~-~. ~ ~- ~-::::::::"- ·=-.. ~ .... 
·-~· · 

,... ~'"' _)... """ ,,..J>oQ. ..... , ' .. H•• _.., . .,.,.,...,.. _...._>-:;,..,.;: 
''"" ,.,.,.,. II.AC~..-oco... ...::: 

._,..,, __ 
This piano groon: uses si.\tCemh-note rh~·thm~ commonly found in modern rock :md funk 

styles. ( rhcsc ~tyle~ arc di~cusscd more fully in Chapter 8.) :\"ote the "G5" and "F5" chord 
s~·mbols :Jbo,-c the 1-ir~t beats of measures~ :md 3. Thc~c indic:nc that only the root :md fifth of 
each chord arc being used. Later in measure 3 (on the"& of 3'") we sec the " l•\u,2" chord symboL 
;b the second of the F chord is now added w the root :md fifth, resulting in the notes F- G- C In 
:lcnml practice. 11t:: IIOuld prob:1bly just sh011 the HF~u~~" chord syml~ for the 11holc mc:1sure. 
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as all the notes in this me:1surc are included within the Fsus2 (the separate chord symbols are 
shown here merely for ~'our information) .. \le:Jsures I :md -J. just use the regular major triad chord 
symbols "C" and ''F. " 

Occasion:tlly on major chords, the fourth is used in addition to, not instead of, the third. This 
chord can be written with the ":1dd-J." suftix (so :1 C1dd-J. chord would include the notes E and F). 
This rather tense sound is used in our next example. which is the guit:Jr intra to the classic rock 
song ''All Right :"ow" by Free. This example will also introduce us to ttJbltltlll'l' notation (ttlb, for 
short) for the h'lLitar. "Eill not:nion shows the guit:Jrist exactly where to pbce the fingers on the 
fretboard. This can come in handy when learning, since it is possible to play the same note in 
sen-:ral different p!:lces on the guitar (as we saw in Chapter \).This example shows the guitar 
tablamre direct!\' below the con\'entional music notation, which is a hl\'out commonlv used in 
guit;lr instructio;l and transcription books. . . 

A5 A5 

All Right Now 

Dadd-l 

C<'P'r"l)htCJ 9701J"*""""""'' "'·""t.od 
(QP'r''ll"'l.........O 

"' loghO> !o_...o(kod!>yJ>..~, ,...., 

Wotd•ondMuo>cby 
Poul ~odgea ond Andy F<o-.t 

A5 

Let's look at the first A5 chord <lnd compare the tab to the regular notation. On the treble 
clef. this stack of notes from bottom to top is A-E-A-E-A: the classic guitar power chord. with 
roots and tifths only. The tab notation shows where to play this on the freeboard: the "0" on the 
low-A string means to play this string open (not fretted), the "1"' on the D and G strings means 
to fret each of these strings at the 2nd fret, and the ''5'' on the Band high- E strings means to 
fret each of these strings at the 5th fret. :\"ore the "Dadd·+"' symbol on beat I of measure 3: This 
combines the third (F= ) and fourth (G) on the 1) chord. This then resoh-es to the D major triad 
on beat 3. 

''All Right Now" remains one of Free's most recognizable 
and best-loved songs. It was a #I single in the UK in 19i0, 
and by \990 it had received O\"er one million radio plays in 
the U.S . The song h:1s been resurrected for 21st-century 
audiences at concerts by Queen + Paul Rodgers. The song 
h:1s also m:1de it into Se\'CrJl movie and TV soundtracks, includ­
ing those of Aml'rictm Beauty, Emouragr, and Thr Sopranos. 
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TRIAD ARPEGGIOS AND ALBERTI BASS 
\n mprg__~io is simply a .. broken chord:· This means that, instead of playing the notes of a chord 
rogcrhcr, the note~ arc pla~ed one at a time, in succes.-.ion. Guitari~rs :md pianisrs will often pla~­
arpeggim 11hcn accompanying on a song. Piano player~ can u:.c arpeggios in the left h:md to 
accompany a mclod~ played'' ith the right h:md. The follm1 ing pi:mo arrangement of"Thc Red 
Rin:r \ ":~llcy·· demonstrates a particular kind of arpeggio :1ccompmimcm known as .-llbrni b<~ss. 
11hcre the arpeggio panern follows :1 specific note sequence: bottom-top-middle-top. This rype 
of left-hand pattern is u:.ed in man~· styles, from rock ballads to .\loz:m piano son:ua~. 

The Red River Volley 

~me that 11c ha\'e used triad imersions in the left-hand pattern ro \-oicc lead smooth!~· from 
left 10 right. In mca~urc 6. we used rwo different in\ersion~ (second. then fir~t) on the B:. maior 
triad, so that the left-hand arpeggio did not collide with the right-hand mdod~-. 

If rou try ph1ying this at the piano, make sure that the right-hand melody projects m·er 
the left-hand arpeggio pattern: Don't pl:t}' the left-hand part too loudly in relation to the 
right-h:md part. 

CADENCES 
.\ t,1dma i'> a scric~ of chords th:n ends a section. or an entire piece. In clas~ical terminology. a 
cadence i~ srrong if it creates an impression of fina lity. and <:'fill: if rhi~ imprc,sion is not cre:ned . 
Folio\\ ing :lrc cx:unples of the four m:1in t).llCS of cadence~: 111/tbmtic. pltlf{fll. detrpri;:r. and baif 
.\lllmugh these tcmh arc not u~cd in contcmpora0 music theory. rhese progrcs~ions are noncthe­
les~ found across the range of comempora0· styles. as well :h in clas~ic:JI mu~ic. 

Authenliccodence 
G C 

\~z==! 
l~.:::I-,;_ = 
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In the kl::y of C. the prc\·ious ex:Hnplc is :1 \ '-I diatonic-triad progrcs~ion, 11 hich is considered 
the mo~t final-sounding of all the cadences. Ti:chnically the 1crsion here 110uld he c1llcd :l perfect 
authcmic cadence, :1~ the rom of each chord i~ in the b:b~ clef. and the root of the tonic chord 
(C) is in the rop 1·oice. The use of diffen::rH chord inn::rsiorh would re~ult in impe1jfct :mthentic 
c:ldence.<.. 

Plogol cadence 
r 

~~~=% 
lf2d:-• 

In the key of C:. thi~ is a 1\ '- [ diatonic-triad progrc,~ion. \ hhough thi, ~tillrcsohes strongly 
to the tonic chord, it is not considered as ··fin:JI sounding" :1s the :mthenrit C:Jdent·e :lbO\"C . In 
classical piece,, rhi~ c:!dcncc is often mcd a~ a ,cction ending, rather than :1s :1 fin:1l ending-. This 
cadence is :l lso kn011 n ;h the '"...\men C;Jdcnce."' hec:lu~c of ib frequem m:lge in h~mtb and church 
rnu~ic. 

In the ke~ of C. rhi~ i~ a \ ·-\ l diatonic-triad progres~ion. \ drcrptiu cadence mO\"CS from the 
\·chord to <I chord other than the I. or tonic. chord. T he rno1·ernem ~h011 n here (to the minor 
\"I) i~ perhaps the most common of the I"Jriou' deccpti1·e cadences. Here we ha1·e ,ub~tiruted the 
\"1 chord for the I chord (more :lbout chord ~ulmirurions in Ch3pter 13 ). 

Hollcodence 
F 

In the key of C. thi~ is a 1\"-\" di:ltonic-triad progression.:\ hlllfcndmct i~ technically :ln~ 
cadence endin~t on the\" chord. but the 1\"-\" is ;Hnong the most common. T his is considered 
the'' e:lkest ry)>e of cadence. as there is no resolution to ~the I chord. 

From the 't<ltHipoint of contempOrJry mu~ic theory ;md e;Jr tr.tin ing. 11e c;Jn cxpbin h011 
these common progres~iom work in terms of the rno1emcnt between aeti1e and resting tones 
wit hin a rmjor key. \\ 'c will return to thi~ impOrt<1nt topic in Ch<llltl'r 12! 
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MODAL, PENTATONIC, AND BLUES SCALES 

What's Ahe ad: 

.\lodal ~C;Jie~ ;md the rcbtil e major 

\lelodic and harmonic use of modes 

Pcm:nonic. minor pent:ltonic. and blues scales 

CREATING MODAL SCALES 
:---·a,, we're going to head into the world of modes, or mQiitll smlrs. A mode i~ simply the result of 
displacing another scale (i.e .. ~t:lrcing the sc:~le on :a note other than the norn~;~] tonic or starring 
note). This disphccmem is most commonly done to .1 major sC:llc, although it is also pm:.ible 
to crC;Hc modes from other scales, as we will sec btcr on. The use of modes is I'Cn common 
in contcmpor:l~ ]>op :lnd jnz strles. \\C'IJ st:Jrt 11ith the C m:1jor scale. that we b~ih b:Kk in 
Ch:lpll.:r 3. 

CmojO<"Kole 

~ .. 
The regular, undisplaced major scale also has a modal name: the Ionian mode. So a song 
that just usc~ the major scale in the nonnal way (for example. the C major scale with the 
note Cas the tonic) can be considered w be in the Ionian mode. The numbers below the 
sta ff indic:nc the major scale degrees being used. 

If we then uke this ~calc and displace it to stan on 1":1rious other scale degrees. we dcri1·e the 
other modal ~calc~: Durinn. Phl)·f{irm. L)·<lirm .. \lixofrdirm .. leolilfn. and I.Nrimt. :'\ote the numbers 
bclo\1 c:1ch mode. ~howing 11 hi~h sca le .degrees h:n~ hcen altered (compared to :1 major scale built 
from the same 'taning note). 

D Dorion mode 

The major scale displaced to start on its 2nd deb>Tcc is the IJorirmmodr. This mode h:1s a 
minor sound due to the minor 3rd between the I sta nd 3rd scale degrees, in this case ]) :md 
E Another way m deri\·e this mode b to build a major st.-ale from the same Sr:Jrting point 
(D major in this case). then flat the 3rd and 7th degyees. Dorian modes are found in folk. 
R&B/funk, and jazz styles. 

47 
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The major scale displaced to start on its 3rd degree is the Phrygian modi'. This mode also 
has a minor sound due to the minor 3rd between the 1st and 3rd scale degrees, in this 
case E and C. It also has a more altered or dissonant quality due to the half step at the 
beginning (between E and F). Another way to derive this mode is to build a major scale 
from the same Starting point (E major in this case), and flat the 2nd, 3rd, 6th, and ith 
degrees. Phrygian modes are found in flamenco and Latin styles, as well as in jazz and 
fusion music. 

f Lydian mode maj :a d;1pl ced •o sta·r )n F' 

4=0 .. -=" 
' ' 

The major scale displaced to start on its 4th degree is the Lydianmodt. This mode has a 
major sound due to the major 3rd between the 1st and 3rd scale degy-ces, in this case F 
and A. It also has a bright and uplifting quality due to its ; ..J (B in this case). Another way 
to derh·e this mode is to build a major scale from the sa me sraning point (F major in this 
case), and sharp the -lth degree. Lydian modes :m~ widely used in TV :md film music, as 
well as pop, rock, and jazz styles. 

G Mixolydion mode ~ol d splcced · 

:F 0 

··=--0 
' ' 

The major SC~ I c displaced to start on its 5th degree is the .\lixoiJdian modr. This mode 
has a dominant sound due to the major 3rd between the 1st and 3rd scale degrees, and 
the minor 7th between the 1st and 7th sc::~lc degrees (much more about four-part domi· 
nant-scventh chords in the next chapter). Another way to deri\'e this mode is to build a 
major scale from the same starting point (G major in this case), and flat the 7th degree. 
,\lixolydian modes are an essentia l component of blues. blues/rock, and gospel styles. 

A Aeolian mode c a sploc~ ·: ~·o•' "' AI 

o ~-- o 

The major scale displaced to stan on its 6th degree is the Aeolianmodt . This mode has a 
minor sound due to the minor 3rd between the 1st and 3rd sca le degrees, :md is in fact 
the e.~:lct equivalent of the natural minor smlt (more about minor sca les in Chapter 9). 
Another way to deri,·e this mode is w build a major scale from the same starting point (A 
major in this case), and flat the 3rd, 6th, and ith degrees. Aeolian modes are a staple of 
contemporary pop, rock, and R&B styles. 
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The major scale displaced to start on its ith degree is the Loo·ian modt. This mode also has 
a minor sound due ro the minor 3rd between the 1st and 3rd scale degrees, and an altered 
or dissonant quality due to the half step at the beginning (between Band C in this case). 
This is also the only mode that does nor h:wc a perfect ;rh above the tonic. which makes 
it less stable and useful. Another way to derive this mode is to build a major SC31c from the 
same starting point (B major in this case), and flat the 2nd, 3rd, hh. 6th. and 7th degrees. 
Locrian modes tend to be limited ro jazz and more cxperirnentaVfringe music styles. 

RELATIVE MAJOR SCALE 
In a modal context, the rdtlth·r lll(ljor smle is the scale th:H has been displaced to create the mode 
in question. So the rebtive major scale for :1l1 of the prc\'ious modal scale examples was C major. 
\\"e will now u:.e this ide:\ tO create a mode from a spetitic starting point, which will be helpful 
to you in real-\\orld arranging and perfonnance situations. So, for instance, if we had to create a 
C Dorian mode. we could ask oursekes: "\\'hich major scale has Cas its 2nd degree~·· L'sing the 
whole and half steps from Chapter 3, we can figure out that C is the 2nd degree of a B::o major 
scale. If we then displace the B::o major scale to stan on C. we ha\·e the C Dorian mode. 

C Dorion mode rf'IOtrvE mo B~·, 

; .. 
~o---O 

In a similar way. \le can create all of the other modal qualities starting on the nme C. using a 
different relati\"e major scale in each case. 

C Phrygian mode o•. o,. A>; 

~ o &n ==> o •• ---=:1'.0 0-===:'31 

C Lydian mode 'relo t rv~ mo,or Gi 

-~ :o 0~ 

C Mixolydian mode <>· •o ,, 
o ---t>•• 0 23 

-o 

C Aeolior1 mode irelorrve mo1 ' E'l 

c~ o o -tJ·v-----0 .. ----=:.;r_n ___ , ., 0~ 
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Ten Modal Hits You Sltould Know 
.\ltcrnati\"ch, \"Ou can 

still create thcs~ n;()(\es b~ 
alrcrinl!: :1 major sc-Jic built 
from -the st:utintr note. 
:ls shown b,· the ~umbers 
bd011 c:lch. example. Hut 
the rcbti\e-major concept 
is n:ry helpful for pbycr~. 
as the~· can think of each 
mode a~ :1 displaced 1 ersion 
of a major sc<~le th:u thc1 
alre:Jd~- know-r:nhcr tha;l 
ha1·ing to learn :1 bunch of 
ne11 ~calcs from ~cratch! 

The following well-l.nown tunes u$e modal Kales for tbeir 

melodies 

Johannes Brahms, Symphony No_ 4: Movement !I 
(Phrygian) 

R.E.M_ ·Man on rhe I'J.oon" (Lydian) 
The Beotles ''Norwegian Wood" (Mixolydian) 
Judas Priest, " Painkiller" (locrion) 
Jean Sibelius. Symphony No. 6 (Dorion) 
led Zeppelin, "Stairway to Heaven"· guitar wlo (Aeolian) 
ABBA. "The Vis•tou· (Mixolydian) 
Elmer Bernste•n. To Kill o Mockingbird (Lydian) 
"Twinkle, Twinkle,littleSrar· (Ionian) 
JeHersonAirplone,"WhiteRobbit"(Phrygion) 

jcanSihchu> 

MELODIC AND HARMONIC USE OF MODES 
:'\o11 we'll t:Jkc a doser look at h011 modes :JrC u~ed in some f:unous song\. Our first example is 
the m:1in melodic riff from Glenn Frey·~ '"The I feat bOn.'' 11hich uses the C .\li-.:olydian mode 
th:n lit.' reccmh- heard on Track 34. In general. we c:m S;J\' th:u a rune u~es the C .\ li-.:oh-dian 
mode if the tor;ic is C. and if all the oth~r note~ u,cd (incl~tdin!! rncloch. lu~~ line, :md chonb,) 
arc l'Ont:Jinecl 11ithin C .\li-.:ol~·di:m. ~ . 

The Heat Is On 
from the Paramount Morioo Picture BEVERlY HILLS COP 

Word>byKe·!l>for"'Y 

\"·~u~~ = -= ·- -, ::::;-~ 'rJ ~ ••••• - ~'\!-.--,• • • • • • • • ~ 
f • • • •• 

. ~ -f:-j:::. _-:t==I=- -+--. --. -- ---lb~g. . ~.1 . - . ~-J ~ ~~- ·-
• • • • =• • • ; =· 

~Of¥ ' •O• 98~ l ,;AI'<...._ '" 'IJl-. 
AJI1-v"'> ....... ,.....,...,.S,..,-A!VM.. P""''oogUCIM,,.__.Wo•Noo•'·•'NJn( 

'-" . ''11''*"'.0""'"""-

~otc that this piano p:1rt cstabli~hes the root ofC 11ith a rcpetiti1·e octa1c pattern in the left 
hand. (YC~, I know: T he B=~ during beat 4 :Ire nm contained within C .\li\:olwlian. but the~c arc 
on a IIC:Jk bc:n, and arc med to c~nnect back to the root (C) on hc~t 1-~0 fo r :1ll intent~ and 
purpose~ ,,e·rc still inC .\li-.:olydian!) The ''ell-known motif in the right h:1nd make~ prominent 
u~c of B:>. :lS 11 ell as other note~ ,,-ithin the mode. 
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regular chord pro~rrcssion, 11 ith no repeated ba<>~ note or bas~ line? \\ 'ell. we could still be u:.ing 
modal harmon~. but we might h:we w dig a little deeper to find it! To help us under!>t<lnd the next 
ex:1mple better, let'!> rc1icw the di:nonic triads ai:Jibble in the key of .\ !> : 

Cm 

\\lth these triad\ in mind, let'~ 11011 look at one of the most famous triad arpeggio figures in 
11 st-cennn·~ rock mu~ic. the intra to .. Clocks:· by Coldplay. 

Clocks 

B'm 

WO<do cod Mu"c by G"Y krrymo~ 
Jo"llu<:klood w, IICI'Iomp•QtiOftdCf.ri•Martin 

Fm 

\r-i~ • • • • • .£>·~· .~ 1'_· -~~=-:-:.] ~ . • • ~ • • • • • i - • •--=--==+ ----
t - .~ .... ,. . ... , ... ·~=rr ... . 

:>~"'.:::· -·-~_:_ ~ ~· . • ~ 

This cx:Hnplc U~C!> :lrpeggio!> of n major, Bl> minor, :md F minor tri:ld~. and this chord ~rruc­
ture is repeated throughout the :.on g. Because all of these chords are included among the diatonic 
tri:~ds of.\!> m:1jor. you might be tempted tO think th,n this is just another diatonic progn:ssion in 
:\!>. But let"s dig a little deeper. 

\\ llen :1 phr.he like this keeps repeating. the car a naches a lot of importance to the first 
me:1sure in the phra~e, h this is the Mrong measure. In other wonk the Ei> chord that 
begins e:~ch four-mc:JSurc phr.1sc ''ill sound like the tonic. 

To reflect this. noricc th:Jt a key signamre of three A:n~ has been used. indie:ning that E~ 
is the tonic. \n accidental is therefore needed for the I)~ (the third of the Bb minor triad) 
when it Ot"Curs in me;Jsure~ 2 and 3 

So 11e\e ended up thing triads diatonic to the \b major sc:lle. but in a cornc:~:t 11here l:.l> is our 
··home b:~se."" -\~ Eb is the 5th deb'TeC of the -\b maJOr sc1le. we can S>lY that these triads are 
diatonic to I~ \ \i\olydian. !!ere are the pre1 ioml~ sho11 n diJtonic triads in .\b. 11011 repositioned 
to ~tan on Eb. 

Cm D I 

-----"91 · ~ 
From this pcrspcctiiC. ··Clocks"' is using the I, \ '. ;Jnd [[ trialls within Eb ,\l i.\Olydian. :\"ore 

that the \ " chord is minor 11ithin the .\ lixol~di;~n mode-thi~ is a l"cry charactcri~t ic sound that 
contributes greatly to the tune·~ appe;JI! 



54 SECTION 2 BEYOND THE BASICS 

Trock 36 
(0 06) 

''Clocks'' was the most successful commercial hit from 
Coldplay's 2003 A Rush of Blood to tht 1-lradCD. winning 
a Gr.unmy for ·'Record of the Year." h has been used in 
\arious n· shol\:o and movies, including ER.In Amtricn. 
and Confidmu. To dare it has been the highest-selling 
song at Apple's iTune~ music store. 

PENTATONIC SCALE 

_..,.t) ... oi.O.U.'Jtmul.od. 

Cold Jib) 

:"011 it\ time w look at ~omc orher seale~. hcginning with the prlllatol/it mile. Thi~ i~ a fi,c-note 
~calc u~ed acro~s a range of pop ;md jan ~tylc~- It em he <lcri1 cd by t:1king: the major ~c1le <llld 
remm·ing: the -hh and -th dc~rrce~. 

C pentotonic 

·~ 
., 

From bonom ro top. rhi~ wale com;Jin~ the follo"·ing imcnal'>: ''hole stq>-11holc ,tcp-minor 
Jrd-11 hole step-minor Jrd. \!any f;nnom nmc~ ha1·e been crc:ncd from this sell c. :~sit~ combina­
tion of whole stcp'i :md minor 3rds h:~s an inbuilt melodic quality. One of man~ C\;unplcs of this 
i~ the following C\Cerpt from the song''\\ Ill the Circle Be L·nbroken." populari7C<I h~ the ~-iny 
Gritty Dirt Band. :unong others. The rune the~ the E pentatonic ~c:1le (:111 E rn:1jor ~c:1 le \\ ithout 
the 4th :md -rn degree': E-F=- G=-B-C:). 

Will the Circle Be Unbroken 
We<dobyAdoR Hobeul>o<o 
Mllooc by Cl>or~o H Gobr·~ 

'; ~:': ~ =±=.. 4=.7 ____,..... ~. 
~ _d-- • • ~0 • • .....::±..o o __ o - • -o_-===:J 

b) and b~·---

s=-o._o 
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MINOR PENTATONIC SCALE 
:'\'ext up is the minor pellttJtonic smlr. T his com be considered a mode of the pcmaronic scale omd is 
sometimes referred to as the ·'blues pentatonic.'' If we displace the previous C pcnt:Honic scale to 
~ t:lrt on A insrc:1d of C. we get the following.\ minor pentatonic SeliC : 

Aminorpentotonic 

o_~ 

m3 

From bottom to top, this Selle conu ins the follO\ring inten·als: minor 3rd-wholc srcp-11·holc 
step-minor 3rd-whole step. This scale is ''ide]~· used in rock. funk. :md R& B songs, including 
the Ste,·ie \\ 'onder classic .. Superstition ." 11hich uses :m Eb minor pentatonic scale (E~-G~-Ab­
Bb-Do). 

BLUES SCALE 

Superstition 

1972:•o.......d200CljJ()e<T[,.J$1<_CO.INC...O&w: < ~ ...... SoC 

o.>r-So<u<o0C..d0,.'-"..-

Last!~ . we'll see how to derin.~ the blues smlr b~· adding one note (the b-1- o r b5) to the minor pent~ ­
tonic St:llc. For ex:nnple. if 11e take the \ minor pem:nonic sc:1le :md add the connecting rone D ~ 
bet11cen D and E, 11e create an .\ blues scalt> . 

A blues 
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The blues scale is wield~· used in blues styles (of cour~e!), as well ~1 s in rock, gospel, and R& B. 
!Jere's an excerpt from Deep Purple'~ powerful guitar :unhcm ··Smoke on the \\3ter:· ''hich j.., 

based on a G blues scale (G-Bb-C-D:>-0 -F): 

~l=-t=J 8[ --

Smoke on the Water 
Wordoot>dMo>><:byR•IC~•e8k>clunor. 

lanGollcn.~~Gia..r_lonlo<dondlanPa." 

' lablanJre notation alf,lin is shown directh· belo\\ the con\'entional music ..,raff. This is a series 
of im·ened power chord.., on the guitar, with the root on the top and the fifth on the bottom. 
For c.":unple, on beat I in the first measure, the root (G) is on the top and the fifth (0 ) is on the 
bottom. Such two-note ,·oicinh>'S (perfect -hhs in this case) are also sometimes referred to as dyads. 
The top notes of this riff (G. B~. C. ;~nd so on) are dcrl\ed from the G blues scale. Rock on! 
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CHAPTE 7 

FOUR-PART CHORDS AND PROGRESSIONS 

Wltaf's Ahead: 

Creating four·part chords 

Diatonic four-pan chords ;~nd progressions 

Four-part chord im·ersions and \·oice leading 

Four-pan chord arpeggios and A.lberti bass 

Four-part chord ahcr:nions 

CREATING FOUR-PART CHORDS 
Following on from the basic triads explained in Chapter 5, we're now going to dcri\'C some }Our­
pm7 chords (i.e., chords containing four notes). ,\lost four-p:lrt chords are sn:mtb chords, in which 
the fourth note of the chord is the inter•al of a ith abo\'C the root. The most common four-part 
chords used in pop and j;lZz styles :~re the major sn:rmh. major sixth, minor sn·rmh, 1111110r m:mth 
;::ith jlattrd fifth (also c:~.llcd hni{Jimiuishtd sr.:mtb), mmor sixth. mi11orlmajor m·rmb. dfJmimmt 
m:nltb. sttsprndrd dfJminont sr.:rmb. and JiminislmJ sn.·rmb chords. As before. we will build e:ach 
chord up from the root. using specific intervals as follows: 

Cm" Cm7'5 Cm6 Cm(maJ7) c- C7susJ 

These chords are formed by building the follm1 ing intervals abo\·c the root: 

major se\enth chord: 
major sixth chord: 
minor se,·enth chord: 
minor SC\·cmh with flatted fifth chord: 
minor sixth chord: 
minor/rn;1jor seventh chord: 
dorninam SC\enth chord: 

major 3rd, perfect Sth. major ith 
major 3rd. perfect 5th. major 6th 
minor 3rd. perfect 5th, minor ith 
minor 3rd, diminished 5th, minor ith 
minor 3rd. perfect ;rh, major 6th 
minor 3rd, perfect hh, major ith 
major 3rd, perfect 5th. minor ith 
perfect 4th, perfect 5th, minor ith 

C'l 

suspended dominant SC\"Cnth chord: 
diminished seventh chord: minor 3rd. diminished 5th. diminished irh 

:\'me that each chord symbol consists of a root note (MC'' in this c-Jse) followed b~· a suffix. 

Some chord symbols have just a letter name and a number (i.e., the C6 and C7 chords 
above). In this case, ihhe number is less than "7," the chord has a major quality; and if the 
number is "T' or greater, the chord has a dominant quality, and is therefore likely to lead 
back to a tonic chord. (1\ lore about dominant chords later on.) 

57 
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Chord symbols can be confusing if rou're not c:~reful! Notice that some of the new chords 
we h:we just created have the same names as some inren·als we defined back in Cha pter 
4. For instance, the first chord in the pre\·ious example is a major SC\'Cnth chord. which 
contains the interval of a major 7th from the root up to the SC\'enth. This will not be 
problem, pro,·idcd rou arc a[w;Jys dear whether your terminology refers to a chord or 
an interval. This is p;lrticularly important when the chord name docs not correspond to 
the largest inten·al within the chord. For cx:unple, a minor sixth chord actu::ally con~::~ins 
the interval of a major 6th from the root up to the sixth-ab'3in, no problem if you keep a 
"fi rcwaW in your mind, separating chord names fro m interval names! 

Some other points ro he aware of regarding these chords: 

T he sixth chord srmbol [ .. Cm(maji)"J looks rather unusual, as the suffix refers to both 
minor :1nd m;1jor. The minor part ("m'') refers to the minor 3rd (Cup to EJ.), and the 
major part (Mmaj'") refers to the major ith (C up to B). T his rather tense-sounding 
chord is commonly used in jazz styles. 

T he suspended dominant seventh chord (C7sus-l), is a dominant SC\'Cnth chord in 
which the third (E) has been replaced by the fou rth (1~). T his is similar to ho\\ we 
created suspended triads back in Chapter 5. T he suspended domi nant is a common 
sound in modem pop music styles. 

~ote tha t most of these chords (except for the mi nor seventh '' ith flatted fifth and 
diminished SC\'enth) cont:lin a perfect 5th abo,-e the root. T he perfect 5th does not 
contribute to the definition of rhe chord (i.e., it does nor help our ear make the distinc­
tion bet\\een different fou r-part chords). Rather, it is the third and se,enth (or sixth) of 
the chord that define each chord quality. 

DIATONIC FOUR-PART CHORDS AND PROGRESSIONS 
::"\011 it\ rime w ~ec ho11 ~ome of these four-p;lrt chords fit into different major key~. Do ~·ou 
remember when 11c found out :1bout the triads li,·ing in major ke~ s (the diatOnic triads in Chapter 
5F \ \ 'ell. we're :~bout to do the ~ame thing 11ith four-part chord~. ! !ere :1rc the di:1tonic four-part 
chords contained \1 ithin the C major <>calc. 

Cmaj7 ((> Dm7 Em7 lmaJ7 16 G7 Am7 CmaJ7 

~ .- ( I ( 1- ·~ 
' 

\ \ "hat w(·"re doing here is building a four-part chord from each note in the C major scale. 
makine: sure that <Ill notes used are contained 11 ith the scale {which, in the ke1 of C, means we 
arc usi~1g just the white kep on the piano ag-Jin). This gi\'CS us the 1·arious cho;d qua lities ~hown 
here from left to right (major se\-cnth/major si\'th, minor se1enth, minor sc,·cmh, lll<ljor sc,·cmh/ 
major ~inh, dominant SC\'enth, minor Se\cnth, minor sc,·enth 11 ith flatted fifth). '\ote that the 1st 
and -+th scale degrees e:1ch hJI e two chords built from them: IJoth the maior sc,·emh :1nd major 
sixth chord~. \s 11 ith the di,uonic tria(". :1 lor of son~rs are written using thew diatonic four-part 
chord~. 
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The Rom:Hl numer;l] urulcr the st:lff a2:ain iTl<licatcs chord function. In other words, we could 
sav that within the kc1· ofC, both the Cm~1j/ :md C6 chords :ue I chords. the Dm/ is :1 II chord. 
:H~d so on. (.\ lore way~ to impress your musician friends ... ) Of course. we can have diatonic four­
p:lrt chonls in :my key, not just inC major! In this chapter we'll dcri1·c the four-part chords within 
a couple more keys. starting 11 ith D major. 

Dmaf' 06 Em7 Pm7 Gmaj7 G6 \ 7 Bm7 c:m7•5 Dmaj7 

-. I 

0:ext wc'lllook at :m excerpt that uses a diatonic four-part chord progression in the key of D 
major. This is from the classic .\lotown pop song "lleat\l'al·e," made f:1mous by .\\arrha and the 
\ "andclhls in the 1960s. I !ere the 'erse of the song is presented as aleadsheet. showing the melod~· 
and chord s~·mhols. 

Healwave (Love Is Like a Healwave} 
Word>ondMv•icbyEdwordHc:>lond 

lomontOozerondBroonHc:>lond 

[m7 Pm~ 13rn7 

_,_.,~---=*~~-gl=l- .9=tii=J.;:==¥~· ~~~~ 
thin~ in 

u _ • l££lJ .. . 
-1%3">..--.dl9011JOBU!MJJ!>ICCO.NC 

AJ 'oh~Coo•<>Lod.....JMm• ro<od ... EMIIolAC~W<X:oMUSIC-.( ... boloolloii10NE .. GJ..l[lo' . .I!>ICI .. (l,• -<>JOe<T!IN!>ICCQ.I'>([ 

.<~.~~·- ·--cow.gMS.OV.od u..o""'""""" 

:'\ore the chord symbols pbccd abo\·e the staff, which fall on beat l of each measure (with 
each Bmi chord lasting for two measures). These arc the chords used tO harmonize the meloch-. 
:'\ore th:Jt :1ll of the ch~rds :1re diatonic to the kev of D (i.e., the\' are all contained in the series ~f 
four~part chords on Track 38). \gain. it's a goo~\ exercise to fiiure out the funnion (i.e., Rom:Hl 
numeral) of each chord by comparing it to the diatonic four-part chords in the key of D. For 
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c::xoHnplc, d1c fir~t chord is Erni (which is II in D), the next chord is F~rn7 (which is Il l in D), and 

In preparation for the next section on four-part chord im-crsions and \ "Oice leading, we'll 11011 

dcri,-e diamnic four-pan chords in the key of -\ major 

D6 E~ F'm7 G: m"' •S AmaJ1 

- r- 1 I I ~~ 

FOUR-PART CHORD INVERSIONS AND VOICE LEADING 
':'en 11c'll use some of thc~c diatonic chords in A major w dcmonstr.Jte how four-pan chords c-Jn 
be irll crtcd (in a similar 11 a~- to the triad imcr~ions in Chapter 5). I !ere are the in1 cr~ions of an 
.\maji chord (a tonic, or I, chord in the ke~' of A major). 

Amaj7 

\\ 'e'll define thc~c different in\'ersions of the r\ major sc1·cnth chord <IS fo llows: 

The firs t chord is in roor position (11 id1 the roor on the bottom). 
The second chord is in first i1wersion (with the third on the bottom). 

• The third chord is in second im·ersion (with the fifth on the bottom). 
• The fourth chord is in third inversion (with the se\·enth on the bottom). 
• The last chord is in root position, an oct;n·e higher than the first. 

:"\0\\ we'll go through the same process for the Bmi and Ei chords (the II and \ " chords in 
,\major): 

Bm7 

.. ---! --J_ - •====j s -"'--' I 

:"\ext we'll look <it a di;nonic fou r-p:Jrt chord progression in .\ 1mjor. seeing hO\\ it benefirs 
from im·ersions and voice leading. Listen to T rack 40 to hear a series of four-part chords in root 
position, :lll diatonic to the kc~· of A. 
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~oticc how the previous example sounds rather disjointed, because we arc jumping around in 
root position. But with the use of in\"ersions, this progression can be made smoother and more musi­
cal. Listen to Track -W to hear in\'ersions and \'Oicc leading applied to these four-part chords 

\\ 'e will next usc these in\"erted four-pan chords w harmonize an excerpt from the classic 
R&B/pop song .. This \\~11 Be (an En!rlasting LO\'C)." This will also giw us our tirst sneak peck :n 
n"iplets, which will be explored further in the next chapter. Ji·iplers are used to squeeze three rhyth­
mic units (usually qua ncr or eighth notes) into the space normally occupied b~- two. For cx;Hnple, 
the first measure starts out \\"ith a quarter rest followed by two quarter notes, all under a triplet 
sign. This shows that these three events (which would normally oecupy three beats) on:upy only 
two beats, with each note omd rest bsting for two-thirds of :1 he:H. Simibrk. the second measure 
starts with a quarter rest followed b~· a1~ eighth note, ag-ain under a tripl~t sign. This squeezes 
these two events (which would nonnall~· occupy one-and-a-half beats) into one bear, with the rest 
lasting for two-thirds of :1 be:H. and the note h1sting for one-third of a beat. 

This Will Be (An Everlasting love) 

'"This \Viii Be (an E\•erlasting Lo\"e)" was Natalie Cole's 
debut single in 1975. The song became one of her great­
est hits, winning her a Grammy for "Best R&B Vocal 
Performance." It remains a staple on many radio playlists, 
especially for adult contemporary and smooth jazz Stations. A 
few ye-ars ago the song enjoyed a new life as the theme song 
on TV ads for a well-known online daring service. It has also 
appeared in \'arious movies, including The Pm-ent Tmp and 
Wbile You Were Sleeping. 

l\'~talicColc 
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FOUR-PART CHORD ARPEGGIOS AND ALBERTI BASS 
Back in Ch,lptcr 5 we created arpeggios from triad~. and mm it"., time 10 do thi~ using four-p:lrt 
chord~. In the recording of''The Red Ri1·er \'alley" on Track 3 1, 11c u .. ed an \lhcrti-ba<;~ p:ltlern 
for the left-hand arpeggios. The following excerpt from Di;lbdli'~ So1111ti1111 in F. Op. /68 #I ha~ :1 

,imil:1r left-hand pattern. 11011 mixing in some four-part chord~ 11 ith triad~. 

Sonatina in F, Op. 168 # 1 
By Ao..,...Dicbel' 

~~~ j ~· - • I _ 

/l I ~. ~~ .c::- I c,;--. • 
:.~ , >, 1 ~-a=rFLo ;,~ri ; · i · r. ~ · --- --- ----

\1,~· · - ·-$'j~=f ,__- . ~. "'!~· • • r • · fl• • • • ~· ·..::...._- ' ....__,.- ... -- --
~. ~. -- -- ~ ~ --l:>'· . . ~ . · ·~· .-!..:.~ · ••••• ~--f . -- ___::.=·~·-- .__ ·-- • ~ 

In measure 3 the ba:.s-cll'f pan omline~ a C~ chord. and in the l:ht half of measure - the bass­
clef p.m (together'' ith the s: in the treble clef) oudines a c;- chord. 

'-""otc that this example also contains some ;lrticulation markinb'S: s/urr(curved lines joining 
groups of notes, indicating a smooth and connected playing style) and rtllmlfo tlou (indicat~ 
ing a short and separJted pla)ing style). \Ou'll find more about different articulations in 
the next chapter. 

Apart from the two four-part chords mentioned abm·e, :~II of the bass-clef p:~tterns use 
tri:ld :lrpeggios. See if you can figure out which triads :1re being used in each measure. 
Refer back to Ch:~pter 5 :1s needed. 

Anton Diabelli was a noted Austrian music publisher, editor, :md 
composer. In the early 19th century. he became known through 
his beginner-friend!}' arrangements of popular piano pieces. I lis 
publishing company was the first to publish works by the up-and­
comi ng Franz Schubert. Diabell i composed the waltz on which 
Becthon:n wrote his remarkable set of Di11btfli I ln"inrions. 

\nton Diabelli 
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FOUR·PART CHORD ALTERATIONS 
\\'c conclude this cholpter by exploring :1lrer.nions to some four-part chords, 11hcrc the fifth of 
the chord has been rai~cd or lowered b~· a h:alf ~tcp. \ \'c ho11·c seen one example of this already: 
The minor ~c1 enth 11 ith flatted fifth chord i~ olrl altered 1·cr~ion of the minor SC\'Cilth ('hoT{!. :\'011 

we'll ~cc th:u the tifth em be r:aised or lowered on major ~cwnth. minor SCI'Cnth, and dominant 
sc1·emh chorck 

CmaJ- CmaJ-'5 CmaJ-:5 Cm~ Cm.,'5 

~ n ~.l! ~ u ¥ 4lJ " :u 
T hese alter.nion~ can be summarized as folio''": 

,\lajor sc,·enth cho rds: In measure 1, the fifth is lowered b~· half step 10 G~. creating 
the Cmaj ~b5 chon!. 

In measure 3, the fifth is raised by half step toG: , creating the 
Cmaj7: 5 chord . 

. \ linor SC\ 'Cnth cho rds: In measure 5. the fifth is lowered by h:llf step tO C.~ . creating 
the Cm -:-eo 5 chonl. 

In measure 6. the fifth is ruised by half step to c : . creating the 
em -:-: ; chord. 

Dominant seventh c hords: In measure 8, the tifth i~ lowered b~· half ~tcp to G~. creating 
the Ci~ 5 chord. 

In measure 9. the tifth i~ ruised b~· h:llf step to c:. crc:ning the 
c;: ; chord. 

The::.e altered chord~ .1re commonh found in jazz. :h well as in more harmonielllv-ad,·:mced 
R&Bsryle:.. . . 
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CHAPTER 8 

MORE NOTATION AND RHYTHMIC CONCEPTS 

Wllaf's Alte ad: 

Eighth-note rhythmic feels and triplets 

Sixteenth-note rh~~hmic feels and triplets 

·n~m]>O ;~nd dynamic markings 

Slurs and articulations 

.\lore rimcsibrnarurcs 

EIGHTH-NOTE RHYTHMIC FEELS AND TRIPLETS 
,\ lost music styles usc either an eighth-note or a sixteenth-note rhythmic subdivision, or "feel,., 
meaning that the smallest TC!:,rularly occurring rhythmic unit is either :111 eighth or sixteenth nore. 
In contempor:ary style~. each of these subdi1·isions can be played either stmight or r.::i11g. The 
swing feels require the use of triple~, at either the eighth- or sixteenth-note ]c,·cl-but letS wait 
a bit before 11 e get to that. 

\\"e"l\ start ~ut 11 ith the simplest rh~'thmic feel. \1 hich is stmight rigbths. In a straight-eighths 
feel. e:~ch eighth note is of equ:~llength :~nd di,·idcs the be;n ex:~ctly in half. 

Srroighreighrh notes 

):ore the rh\·thmic countin~r belm1 the staff. This is how ei~rhth-note rhvthms are normalh• 
counted, with d~e ··1. ., ,;1:· .. 3:'-and .. 4'" falling on the downbea~. and theM&·· falling halfwa~· i~ 
between, on the upbeats . 

. \\any pop and rock songs use a str:tight-eighths feel. including John Couh-rar .\lellencamp's 
"Hurts So Good.- In comempor:u·y styles, the drummer is ~vic-all~· responsible for defining the 
rhythmic feel. so 11 e're 11011 going to look at the drum part for the chorus of this song. This is 
our first look at a tlmm chan, where lines and spaces on the staff (instead of designating :1ctual 
pitches, as in pi:Hlo or guitar notation) represent different clements within the drum kit. A'ote the 
legend pro1·idcd: this indicates which line or space corresponds to which part of the drumkit. In 
order to be as dear as possible, it is always advisable when writing drum charts to pro\'ide a ke~· 
of this son. This drum legend shows the folio'' ing clements of the drumkit: 

• BD (bass drum): 

• SD (snare drum): 

II II (hi-hat): 

TT I. 1, 3 (three rom-roms): 

• Cr:1sh (crash cymba l): 

)."ormally based around heal!. I and 3 in most pop. 
rock. and R& B. 

)."ormalh- on bears 1 and 4 (the backbe:1rs) in most 
pop. rock, :md R&B. 
:\"orm:1lh· outlines the rh\·thrnic subdivision (either 
eighths ~r ~ixteemhs) . 

Tuned to diffl.'rem pitches: used for fills or emphasis. 

Played on strong downbeats and be~rinnings of 
sections (often following a fill ). 
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The bass drum (a lso known ::as the kick drum) is usually written in the bottom space on the 
drum staff, and the snare dnun is usually written in the second space from the top. lloiiCicr, the 
pbcement of the other clements of the drumkit is rather non-standardized-which i~ wh~· it's 
good to pro1·idc a legend! 

Hum So Good 

____ ....;.•""" 
-- ~ -·~-

W<><doandM.ooocby 
Jolwl ...... li...,.;QMPO .... Goo<~G,_, 

~~~~~~~~~~~~~ 
I 

~19!2fY fC_.<ff." • 
..,,.g,~~-- "-""""-e"'*- ........ ~ ..... ....,., 

Back oH the beginning of this (:hapter we spoke :1bout downbeats and upbeats. If we pl:i~· on an 
upbeat and then rest (or sustain) through the following do11 nbeat. this result:-. in an muicipation. 
which is a 1·iral rhythmic clement in contemporary ~tyles. \\ 'e see this concept :It IIOrk in rhe intra 
to Deep Purple's. hard-dri,·ing. "Sp:1ce Truckin'.'' ''hich h:1s 3 srrJighr-eighths fed. In rhe tirsr 
measure of this drum ch:m, the bass drum and C\mbal hind on the~& of 1." ~&of 3,'' and"& 
of-+" (i .e., halfwa~· through bears I, 3, and-+). ,,ith nmhing landing on the following downbea£:.. 
This is a great example of rhythmic anticipation: 

-"-"- •-
n£~-~ ' 

Space Truckin ' 
Wordoai\CI,. .• ,ocbyR·tc~•e61oc<more 

lanGillan ROQ¥= ' .IOI'lordcndlanPc•<• 

You'll find that the drum legend has some :1dditional drumkit clements this time, including 
a t'riiSb chokr, where the drummer immediately grab~ the crash crmbal after pla~·ing it. ~o that it 
does nor ring (indicated in the notation with a dot). 
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Continuing 111th the drum parr fo r ''Sp;tcC Tmckin','' 11t'll 11011 look at the chom~. in 11hich 
Deep Purple drummer, lan Paice, make~ interesting usc of d011 nbcat:. and upbcab. II ere the 
'narc drum i~ pbying <Ill of the downbeatS. ahernating with the b:tss drum pla~·ing uphc:ns on the 
"&of rand the -.x of ·t" creating a \'cry cool <;yncopatcd effect. 

Space Truckin' 

n' . -;-
-!i • s 

fen More Deep Purple Songs You Should Know 
Deep Purple has o ~lid place in rod: music history. and the bond is still active in the 
21 sr century. Most ol their besl-lc.nown rongs were wrillen ond recorded in the 1970s 
and incorporate donicol. blues. end jazz elements into o unique hard-rocking style 
Here ore ten more of their songs thor you should check our 

Trock.t3 
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"Speed King" 

"Child in Time" 

"Fireball" 

"StrongeKindofWomon" 

"Highway Stor 

"Moybe I'm oleo· 

"SmokeontheWoter" 

"lo~· 

· womon from Tokyo" 

Rot Bot Blue" DcqJI'urple 

On to our nen rh~·thmic feel. ;,::ill(( righrhs. In a~~~ ing·eighths feel. the second eiglnh note of 
each bear (the··& .. in the rhvthmic counting) land~ f\IO·third:. of the 1131· throu!!:h the hc;ll. This 
i~ cqui1 alent to playing on tl~e first and thir~l pan:. of an eighth-note rriJ;Ict. \ s ~e S;l\1 in the la:.t 
chapter. tripk:r signs are used to tir duec rhythmic units (in this C;tse . eighth notes) into the space 
nonmtlly occupied by f\\o. So 11 ithin each tJUarter·notc/eighth·note triplet in the second measure 
bclo11. the quarter note 11ill bnd on the dOIInl>e<Jt. and the eighth note will land f\IO·thirds of 
the 11a~' through the beat. In contempor;try styles, mu:.icians might appl~· a ~wing-eighth:. inter· 
pn::tation. where appropri:tte, to regular eighth notes (as noutcd in the lir~t me:tsure below). or 
rhb rhythmic feel may be indicated spccific;tlly (as in the second measure). In that case, these f\10 
measures become functionally equil;tlcnt. 

Swingttighthi"!Otes4 .": = • • '1 
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0:cxt 11 e'll look :H an excerpt from a fun song by ABBA th<H uses a swing-eighths feel. 
" \\':1terloo." This is presented in leadshect format, with melod~· and chord symbols. The not:nion 
just shows rCSTtJiar eighth notes: we need to interpret them <l S swing eigh ths in order to sound like 
the record. 

Waterloo 
- ' 

WordsondMusicbySennyA.nder,.on 
8jornUfvueusondSrigAnder>t>r1 

( • • = • • ' 1 

~-~~~-£---,. •] •. · -·jW 2¥l 
Wa ter-loo I "a' de-f~a1 ed )OU 

C~og,.0197• UNCN$0NGSMUSJ~J.AG~ 

COJ>'I"'9'•R.......d 

.. 
}OU fore' 

.t.c 'og!>~·• .... IJo>o<I$-. ..... CO"O<IoC--....!Moo·•·-.dbvU"-·<l'O>AJ..!.QNGSOf Kl<YGU.M<NTlON~lOON.>.i..INC ....tEwOOOVEPJ.I(MUI.iC. ·....: 
>Jlt-r.o.....d UoodO,.,._~""'"' 

"fhcrc will :1lso he rimes when we need to bnd on all three pans of :m eigh th-note triplet. In 
this case, the swing-eighths rhythmic intcrprct:Hion will nor work. :JS this only allows us w :Jccess 
the first and third parts of the triplet. Instead, we either need to use eighth-note triplet signs in 
-[.f..l. time. or usc 1218 rime. \1 hich exposes all of the eighth notes without the need for triplet signs. 
The following example shows these two different types of not:ltion: 

Eighth · note triplets~.1 2/8time 

~F~~~r=f=rn ~ ........... . rn .=n .tf5l 

1118 (twelve eighth-no te beats per measure) is an exam ple of a compound time signature. 
where the top number is divisible by three . Compound time signatures arc discussed 
further toward the end of this chapter. 

In the first measure :1bove, e:1ch bear is di\·ided into three equal parts. In the second measure. 
the time signature :1llows for t'\leh'e eighth notes in the mc:Jsurc, but we still he:lr four "big beats,'" 
one at the ~ran of each beamed group of eighth notes. These two mC:Jsures arc therefore func­
tiomlly N]Ui\':Jlent. A.s a general rule, 1 would suggest notating in -[./-[. time unless there are a lot 
of eighth-note triplet signs needed, in which case it m:1y be less cumbersome to notate in 1218 
tllne. 

Our next example is the famous \\'hitney ll ouston ballad '·Sa\"ing :\ ll .\\ ~, Lo\"e for You. " 
which h:1s an eigh th-note tr iplet feel. \\ 'e h:we a choice as w how to notate it: either in 4/ 4 \1 ith 
triplet s ib'11S. or in 12/8. Following is :1 leadsheet for this song. notated both w:Jys so you can 
compol re. 
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Fir~t 11 e h:ti'C the 4/4 1·ersion: 

Saving All My Love for You 
WO<dobyG.rryGolf,n 

M..o.icbyM><:IIo.IMao-

.\maj~ Flm~ Bm9 D r 

4':' j I ')=-----';=:=£'--=~ • -;~ __ } - '__ .,d • 'i'3J -- J 
-- - . 0 
'"--th.ot .. (•~ 

Bm9 Dr 

~~~~ 
-~ -- ·-~· .. 
'""~-- ,...,d l"" w .... _ _ Thooih 1 

Flm7 ~ r:m7 BP flm 7 B Fl 

b:' -:--=--~ ~~~~~ 
~ ·- · . . . .. ·- · .. 

U)-lOn:·•l•t._bc-ongla,t_on)Oilfh•t 

~~~/'" ~~ • ~~' • ~'J~~ i Bml 

,o l"m '~' '"i all Ill) l<"c f"'" >·ou. __ _ 

~-o~ •. 10tl ~~H"<G!MS.I'W"'"- "« \A,~.,_NE! '"· ol(l'l( """""'~t,W...USOC::C"'" 
AJ'-ioo-LA~! ... W'I'$UVMW$.11;•...:: ---- -lo,SCI1f"'Gl~",.,u;:N; 

.,. ·--- c_..,.s..:.oJ..ao,.- ... 

. \nd now the 11/H 1crsion: 

.\maj~ 

Saving All My love for You 
flm~ 

13m9 

Pm7 BF' 

Bm9 

DE 

OF 

Pm 7 

'~ •:' • - }¥4¥- _,__. ·- ~~. 'F __ ~.E_=!o-.-~-·-·~ 
~ •.:_• . •:_• . . •.:_• . ·-

ll') bc-tng la•t Ofl)oorh•t. but no oth - er man·, 

~ ~ ... (., :m~ c:· - DmaJ7 c : m~ Bmi DE AmaJ · Pm7 

~·: ·~--~. -;-% i--•=i . .- •'l -J?= , 
Bm9 DE 

do. '" l"m •a1 . ong all tn) h>~c fM )ll\l 
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There :1re some chord symbols in "Saving AJI ,\Iy Lo\'C for You" that we ha\'Cn't seen 
before. 

The Bm9 chord is a larger form of the Bm7 chord. Five-part chords like this are 
explained in Chapter II . 

The DIE is a slash chord symbol, and indicates a D major tri:Jd placed over E in the 
bass, creating a larger form of an E7sus-l- chord. Information about slash chords and 
upper-structure \'Oicings can be found in Chapter 19. 

The B/F~ is another sbsh chord symOOI, meaning a B major triad with its fifth (F#) in 
the bass. 

"Saving All Aly LO\'C for You" 11'35 the second single from 
\ Vhitney Houston's debut album, topping the cha rts in both 
the US and V K. The song won the 1986 Grammy award for 
''Best Female Pop Vocal Performance." Houston's acting role 
in the movie IVaiting to Exhalr is retlecti\'e of the character she 
portrays in this song. 

\\'hitncy Houston 

SIXTEENTH-NOTE RHYTHMIC FEELS AND TRIPLETS 
:-\ow we'll look at rh\'thms usina- sixteenth notes. In a sixteenth-note feel. all the ei!!:hth-note 
upbeats (''&"s) will E{JJ exactly h:1lfw:Jy between the downbeats. Additionall~·. e:1ch eighth-note 
must now be subdivided in a manner th:lt determines the rhythmic feel. In a stmigbt-sixtmltbs 
feel. e:1ch sixteenth note is of e<1ual length and di\·ides the eighth-note ex :lttl~· in half (and the 
beat exact!~· into qu:lrters). 

Stroightsi::deenthnotes 

f* .... ;I 
See the rhythmic counting below the staff; this is how si.xreemh-nore rhythms normall~· :1re 

coumed. In between the beat numbers (''l:' "'2," "3," "4") :md the ''&"s, we ha\"C ''e" on the 
second sixteenth note within each beat. and ''a'· on the founh si.neemh note within e:1ch beat. 
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.\!any R&B, funk. ~nd modern rock songs usc :1 stra ight-sixteenths feeL including th e funk/ 
rock f:noritc ''Another One Hites the Dust .. by Queen. Here we'll take a look at the ba~s part fo r 
the \'Crsc of this sone. which includes t:lblarure as well :JS rt'(!U);Jr not;Jtion. Because the hass has 
four ~trings. there a~e four lines on the bass-tab st.1ff. The frehlc-clef staff on rop contains the 
\·ocal mdod~·-

Another One Bites the Dust 

l , 1 ·- · 

Wordoond M"''cby 
John Deacon 

(Am) 

--: .. _.\~n 

· - · "1 

~ . 10) - ((;5 ) ---- · (C5) ---((i5 ) 

~ ~ . ·. . . -~~ ¥ =·---·. · -·- ·. -j==l -';'! ·~-~ -~·. - ;c..=.= --v • _.=~ ---- ~ 

l'lllo.A!-. ... ..s.:::,m 
.... , ,...,., .....tc...-c ---·,..odl>rii:!<•Nc-.•"' _,· •• 
r .... .., ... .,•·;. :\~"":,~~==·~::;-:,%:,."·"" :"' -~_...,.,r;:. 
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On m our next rhythmic feel. s-. .::ing sixtrmtbs. In a swing-sixteenths feel. the second and 
fourth sixteenth notes in each hc:1t (the "c'' :md .. ,, .. in the rll\'thmic counting) bnd t\10-thirds of 
the ll':ly through their rc~pccti1 e h:1kcs of the beat. This is c~tUi\'alcnt to pla~·ing: on the fir~t and 
third pans of :1 ~i\tCl'rHh-nmc triplet. In comcrnporary ~tylcs, musiciMlS might apply a swing­
si'l:tCcnths interpretation. 11 here appropriate. to regular si\tcemh notes (:IS not:ncd in the first 
mc:tsure below), or this rhythmic feel ma~· be indicated specifically (as in the second measure). In 
th:u case. thc\c two mca<,urcs become functionally C<JUil·alcnt. 

Swing !oixteenth nole$ t.~ "' .-:-:-: I 
;_ ::1_ - ,,- , :--_- , J .,~ . =-J~~~r~ 
~ -.. .. .. .. .. .. .. .. .. ..-.. -.. .. .. .. .. .. .. . . . .~. -· . . . . . . . 

le.\.J1c&~1e & a ~ c&J 

:\'e.\t 11e'lllook ;11 ~n excerpt from ''\\C're in This LO\'C l Ogether,'' a song m~<le f~mous b~, 

\] J;trreau th:H w;c-; :t '''ing-~ixteemhs feel. Thi) b gi1·en in leadsheet form;H, with melO(k and 
chord srmbol~. The notari~n usc~ regubr si.\tccnth ~wtes-which we need to interpret asS,, ing 
~i\leemhs in onler to .-.ound like the record. 

We're in This love Together 
!.":":"": =_--:-:-; . 

Wo-cloonc:IM...s..:by 
Keoi. S"'ggII ond iogo<M.i"O~ 

C m7 F 

9~~B ·:~:........=-~: - ·~ • • ~· :~ 
~ ~ F.-· -;: . :-: • ;; 

l<l·jlCth 

1!0maj1 vm-

,~~1>_ .-: I 

Cm 7 Cm7F 

w-ge1h-

!9tQ ''"IU,; <w; )M, IN( ..0~"·•11\A! Me ~ (.U!!O~ ,.., • ..,.., , ........ '"""' '"'*~ .... ,.~ ......... 

There arc some more new slash chord symbols in ~\ \ 'e're in This Lo,·e -!Ogether .. : 

The Cmi/F me:ms a C minor SCI'enth chord placed Ol'er Fin the bass. creating a larger 
fonn of an Fisus-t chord. 

• The GI>/Ab means a Gb major triad placed 0\'Cr ,\1> in the bass, creating a larger fonn 
of an AI> ; sus-t chord. 

\nother approach to notating a swing-.-.i.\teenths feel is to multiply all of the rhythmic 1:1lues 
by two :md notate it in wing eighths. In thi~ case, there would be on I~ two bear.:-.. or pulse~. per 
measure (each of 11 hich would be a half note), and there would be twice the number of measures. 

Cham. likl' rhi~ often h:t\e the direction~ "in 2" or "2 feel'' 11rinen at the top. Stricti~- speak­
ing. such chans should usc the 2/2 time signature. indic:ning th:n there ;ue t\10 half-note beats 
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per measure (more about different time sigmturcs later in this chapter). Jlowe,·er. in fake hooks, 
I do sometimes see th is done using the normal -+1-+ time signature. so be prepared. llcre's an 
example of the same excerpt. 110\\ using eighth notes in a "2 feel'': 

(.-: = .. ') We' re in This Love Together 

Gm7 Cm7 Cm~ F 

. . ... , • ~ · ~ · • IT •• ·~ 

Cm7 Cm7F 

G• \ 

~ci;'~~ 

There 11 ill also be times when we need to land on all three pan.:. of a sixteenth-note triplet. 
In this case, the swing-sixteenths rhythmic interpretation will not 110rk: instead, we need to use 
triplet signs to indicate the sixteenth-note triplets. 

Sixteenrh·notetripleh 

7' ' ' · ~ · ~ 

It is unusual for contcmpornry styles to u:.c all of the sixteenth-note triplet subdi,isions in 
each measure .. \lore commonly. sixteemh-nme triplets will be used in pan of the measure as 
embellishment. Our next ex;lmplc is the intro drum p<lrt to the Be;nlcs classic ··Come Together," 
probably one of the most fumous examples of sixteenth-note triplets C\'er recorded. 

Come Together 

We<doa<>CIMuoocby 
Johnlenno.nandPaul"""c""ty 

·=~~~--~ 
c...,.9"C'90~$oovAI\I"'-"'"-'bb-"'"''lliC c.,..,..._ 

"''V0>- "".OO.,$oovi.,l\l""'"',...."'"'lliCI"""'_.."'""""',..,.ft<l72<ll __ ,...,.,....,loo<..-.dUO'II .... O.-..d 
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;'<orice that Ringo Starr plays triplets on the hi-h<n during the first h:1lf of beat 1, then on the 
roms during beat 3 and the first half of beat 4. In total. half of each measure uses sixteenth-note 
triplets. 

Everything You've Ever Wanted' To Know 
Aa,ouf #Come Together" 

"Come TogetherH was released in October 1969 as the B.side to the George Harrison 
song, "Something." It was also the opening track Ol'\ the Beotfes album Abbey Rood 
Although credited to lennon/McCartney, the song was written mainly by John 
lennon 

A lawsu it was filed against lennon by Chuck Berry's music publisher, Morris 
Levy, claiming that part of the "Come Together" lyric was very similar to the Berry 
song "You Can't Catch Me. " The suit was settled oul of courl, and Lennon subsequent1y 
recorded several songs in Levy's catalog. 

In the UK, the song was banned for a while by the BBC, on the grounds that 
the mention of NCoca Cola" in the lyric was a reference to drugs 

The song has been covered by many artists, including Aerosmith, Michael 
Jacbon, Tina Turner, Joe Cocker, Michael Ruff, ond Soundgorden 

TEMPO AND DYNAMIC MARKINGS 

P""" ' i"''"<l<dt..l'lo<>k<t 

Th~ B~atle~ 

So, I hear vou ask: "0-'ow th;Jt we know about these rhvthmic subdi,·isions and feels, how do we 
know how .fast tO play a piece of music~'' Good question·~ The speed of a piece of music is referred 
to as the trmpo (another one of those Italian words). In comempor<Jry styles, the tempo is often 
indicated CX<Ktly on the score, as the number of beats per minute (abbre\"iated " BP.\1 "). In the 
following pop ballad . the tempo marking says "• = 65"; this means that there are si.ny-fi,·c beats 
per nHnute. 

~'"dio 
tracks 
44 

Ballad tempos <Jre normally in the 50-iO BP.\1 range. Examples of other style tempos arc 
smooth jazz (80- 11 0), pop/rock (110-1 -l-0), <lild bebop jazz (180 <lnd up). 



74 SECTION 2 BEYOND THE BASICS 

Track4A 
[0201 

In chlssic;JI rnu~it·, it i:. typical to indic-au· the tCIIlJ>O r:1ngc u,ing ha li:m terms. For ~·x:unple. 
I b nln ·~··The ll en1 ens .\ rc "ICilin!!'' (from the or:norio J'lJr Cnwrion) is marked ''Aile~ro. " 11 hich 
gcl~er:Jll~· refers to a relati1ely fast~tempo. ~ 

\t~t:~ 
lbJ. ·-l 

The Heavens Are Telling 
from THE CREATION 8yfro~z)ooephHcydn 

=~~ ~ ~I 

.~. ~ .. : ·=±· ~. ~J . ---
\\'hen the tempo range oL1 piece is indic:Hc<l in this way, the cx:lCt tempo i, ldt to the pbyer~ 

discretion . 

A mrmmomr is a piece of equipment that produces a tick (and/or flashes a light) for each 
beat at the specified tCillJ>O. Your loc:JI music store will ha1·e a selection of metronomes, 
both meciJIIniml (using a pendulum) and digital (computerized). T he tempo (or number of 
beats per minute) is also referred to as a "metronome mark." 

rempo Marlclngs You Should Know 
.\l ost pieces of rn u-;ic (cspcciall~- in 
contempor.Jry St} lr.:~) keep the same 
tempo throughom. ll owcl <:r, wmc 
piece~ 11 ill sl011 d011 n or speed up at 
different times. The most common 
11 ay~ to indicate a ~rr:1dual sl011 -d01n1 
or speed-up in the tempo i~ to usc 
the luli:m term-. riwrdmulo (abbrc,·i­
atc:d rir.) arul llc.-rlrrmulo (ahbrc1·i:ned 
accr/.), respccti1 ely. Sometime~ it is also 
necc,sary to pause, or hold :1 note for 
a period of time, before resuming with 
the tem po: this i, done 11 ith :1 fermat// 
A fl.'rnl:H:I 11 ill often be used fo llo11 ine: :1 
sl011 ing of the tem1>o. :1s in the folio~'­
ingeumple: 

• largo or Lento: very slow !A~ BPM] 

• Adagio: slow ond ~rarely [60-76 BPM] 

• Andante at o walking poce (76-108 BPM) 

• fv\oderoro: moderately ( 108-120 BPM] 

• Allegro: lo~t and bright ( 120-1 AO BPM] 

• Vwace lively ond lost (1 A0-168 BPM] 

• Presto: very lost (168-200 BPM) 

Some Common Qualifiers 
• malta: much or very [e g Allegro moho • very lmt and bright) 

• non rroppo: nor too much (e.g. Allegro non troppo- lost 

bur not roo lost) 

• con brio: with vigor or spirit (e.g. Allegro con brio • fo~r. w<rh vigor) 

Tro<k44 
(030) 

Listening to Track ..J...J. (section start ing 0:30), ~·ou ca n hea r th:H the tempo gndually ~lo11·s in 
me:1~ure 2. before pausing at the fermata (the sign a]>O,-e the whole note in mc:1sure 3). 

:'\'e1t we'lllook :H J_rtumtic lllltr1·ing.f. which tell the performer h011 softly or loud]~ to play. 
'l'he t\10 rmin drnamic indieo1tions u~cd in music :1re p (piano, me:lrling ~oft) :Hid f (j'onr. mean­
ing loud). ·rhe~e C:lll be modified b~, the prcti.\ 111 (for me-:.-:..o, or medium), a~ in mp (medium soft) 
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~nd mf (medium loud). Beyond p (for soft), we can usc pp (pianissimo, mc:ming I'CT~' soft) mel 
ff (j(missimo. meaning w~ry loud). \ \'c c:m go Clen further b~· using ppp (pirmississiwo, sometimes 
olled '' triple piano'') and jJJ' lfonississimo, sometimes called ''triple forte"). 

It's important to bear in mind th:n dynamic markings are not absolute. The symbol m.f 
doesn't indicate an exact volume level-it just indicates that the music should be a little 
<]uicter than j: but louder than mp. 

Changes in d~·namic lc1·d can be either :1brupt or gr:Jdu:JI. Sudden ch:mgcs :1re indicated by 
inserting :1 llC\1 d~·namic marking in the music. (And if a strong. sudden accent is required, 11e can 
usc a sfor:-~mdo marking. abbre,-i:ued if:. ) Gradu;ll incrC.lSCs ;md dccrc:Jscs in d~·namic [e,-cl are 
indic;ned bv crescendo (or tTrsc.) and derrescwdo (or den·esc.) markings. Diminuendo (or dim.) can also 
be used to indicate a decrea~e in the dynamic level. "llairpin ·· si£-ns (.....::::::) (:::::-)can :llso be used 
to indic;uc gr:Hiual changes. :IS in the follo11 ing c.xample: 

~-=i~ , 
p 

4~ :...:.:_ J . 34# 
111p-- jJ' ~--lllp 

.':ore th:n in me:1sures 1---4 of this example, the volume le\'el abruptly alternate~ berween p 
and f .\Ieasure 5 ~t;lrts at 111p, before building gr:ldu:J il~- during the tirst ''h;Jirpin" to !f. The 
,·olumc then gnduall~· remrns to 111p during the second "hairpin." 

Sometimes ppp or jJJ' fusf isn ' t enough ... 
Some compo~ers hove used dynamic markings with more than three f~ or ps 

Trock44 
(1:06) 

• Tchaikovsky marked some ffffpo~sages in hi~/812 Overture, and he wrote 
pppppp for a notorious bassoon sola in the first movement of the Symphony No_ 6 

• Rachmaninoff used a ffffmorking in his Piano Prelude inC: Minor, Op. 3. No_ 2 

• Shostakovich wrote ffffand JJJJJ' in the fir~t movement of his Symphony No.4 

• Mohler needed a .JJJ)J'marking in the second movement of his Symphony No . 7 

Sometimes indi,·idual notes in a piece need to be played louder, without changing the dynam­
ics of the other notes in that section. This i~ achic,ed b~- using either an 1/(t'e//t mark(>), or (if the 
note needs to be \'en• much louder) with a mtlmtto mark ( \ ). These signs <Ire used in the follow-
ing example: . ~ 

In this example, the accenb arc used on all the downbc;Jts except beat -1- of measure 2 The 
m:lrcno !ll:1rkin6.-s an: used to cmph;Jsize the strong :Jcccnt.~ during bc:H -1- of rnc:Jsurc 2. 
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SLURS AND ARTICULATIONS 
\\ben musicians talk :~bout a11imlation, they are referring to :a performance technique that ;~ffccb 
how single notes sound, and/or ho\1 the tran~ition sounds between notes. Different articulations 
result in nmc' soundine: long or short. connected or disconnected, and so on. Here is a summar.· 
of common :Jrticulatio~~ :1ffccting the ~ound of indi1·idu:~l notes (including some that we h:w~ 
seen before): 

The fir~t n1o articulations (the accent and marcato marks) cause the notes to be played .. 
louder. The third articulation is a stamuo. indicating th:n the note sounds detached and separate 
from am surrounding notes. 81· contrast, the fourth articulation is :1 tl'll/lto, indicatine: that the 
note sh~uld be held f~r ih full ~luration. k 

Different insrruments will achie1·e artirularions through l':lrious physiC;I[ playing tech­
niques. For example, brass and woodwind instruments nonnally articulate by ro,gui"g 
(using the tongue to conrrol and break the airflow going imo the instrument), whereas 
stringed instruments 11ill use a mix of plucking and bowing. 

If a mu~ical phrase needs to be pla~·ed smoothly and without separation (kno11 n as lrgt~ro 

articulation), then a slur ~ign is used 0\ er the phrase. The follo11 ing e\:ample shows this nota­
tion in rhe tirst measure, and :1lso includes some st:Jcc:no and tenuto markings in the subsequent 

b.;~ 
~~ 

~ote the contrast between the first two measures: the same musical phrase is to be pla~·ed 
leg-Jto (smooth and conne<.:ted) in measure I, and staccato (short and separated) in measure 2. T he 
e.\:ample then continues with some renuto markings on the quarter notes in measure 3.1eading to 
the final 11 hole note. 

For stringed insmnnems, leg-Jto phrasing norma l!)' requires the notes tO be played in a 
single bow stroke (i.e., without moving the bow back and forth). In guitar music, the slur 
is best interpreted using a hflmmrr-o11 (i.e .. not plucking the string after the first note). 

MORE TIME SIGNATURES 
So far 11·c\·e mosd~, hecn dc:1ling with music in -+!-+time. 11 hich (:IS we saw back in Ch:lptcr 2) is 
the most commonh· used time si~mature in \\'estern music. ~o11 it'~ time for us to le:1rn some 
more time si~maru~es. There :1re -three o,·ei"Jll cate!!'ories of time si!!'narure th3t '' c need ro be 
:nrare of: sim'Pir. rompomu/, and irrrgulflr (a lso knm1 1; as comple!~: or a;rmmetric). 

-+!-+is :Hl example of a Stmplr time sib'Tl:lnlre, in which the upper number indicates the number 
of beats in the measure, and the lower number indic:nes the note 1·alue representing one beat (we 
can call this the brm 1111it). ln simple time sign:ltures, each beat can be dil'ided into rwo equal parts. 
The most common simple time signatures. in addition to 4/4, are 111, 2/4. and 3/4. 
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1/l t~mr has the same number of qu:Jrter note.'> per measure as -i/4. but i._ ., .. 
rhe beat 1s felt differently: there arc rwo half-note beats per measure. ~---:2, 

-~-€::= ?11 is :1lso referred to :1s mt time, \1 hich has its 011 n time signature~~ ml>al. 

In the classic;J] \IOrld.1/2 time is often used for marches and fast orchestral music. In contem­
porary styles, the cur rime sign:nure is almost al\\:lys used instead of l/1 time, and i~ often found 
in Latin styles (especially samba). llere's a leadshcet C\cCrpt from the tune '',\lorning Dance·· b~ 
the Latin fusion group. Spyro Gyra. that uses cut time. 

Morning Donee 
a =IOO 

4-t=~: 
F r\ 13'm7 "' 

F B•ma1 "' C9su~-l 

'-Jc------=-- - • =£. ~~c________:-~ ---:-reel 
-~. ~ ... 

---~~~=:~"97~~~'ZY-4?:. 

Aotice that the tempo marking sa~·s .. "' = 100:· indicating that the half note gets the bear 
(i nstead of the quarter note). T his is \"cry typic1l of samba charts: the rnea<>ures 1ip by pretty 
quickly when you"re reading! )_ 

On to 114 time, \\ hich simply has No quarter-note beats per measure. -~-1 

-l\1·o measures of 1/4 ha1e the same number of beats as one measure of 4/4. ll m1e1Cr. music 
written in .?/4 consists of t\\O·beat measures. so each beat I i~ of equal import;mce. ]Jere is an 
excerpt from .\ lozart-.., .11/tgro in Bt:t .\lnjor. which uses the 1/4 time signature: 

Allegro in Bb Major, K. 3 

:-..·ext up is 3/4 or 1\alr1. time. \lhich has three quarter-note beab per ~ ~ 

In addition to waltzes. this time sig-nature is used for minuets and srberz.i (often found as the 
third mo\·ements of ~rmphonies). In c;ntemporary music. 3/4 time is also found in some country 
ballads. as well as in traditional gospel styles. 
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II ere\ a pi<lllO :arr.mgcment of the irmnort:tl /JJut /),mubt ll itlr-:-. wrincn in 3f.+ time: 

Blue Danube Woltz 

I 
I I 

I . \ ~~ · __/· 
. + $ •=t• $ 

•__/ 
.. . 

/:> ~ p - t . I ~ ~ ~~ 

\ '~ · __/·\~ ~ :· - ~ .. 

I 

• d 
~ 

l :J :---:-i ~"" · I I~~ ~-3 :-tg 

I 

t :-+-: ~ 

I 
± . 

;\o11 it'~ time to look at some (ompound time signatures, in 11hich c:~ch main beat is di1·ided 
into three cqu:rl p:rrts. The top number of :l compound rime ~ign:1ture i~ normal]~· a multiple of 
three, and if 11 e di1 ide this number by three 11 e get the number of m;1in beats (or pulses) per 
rnca<;ure. For ex:unplc. in 6/8 rime, if we divide the top number by three, 11 e get two main beats 
per me:r~urc. The bottom number of :1 compound time ~ign:nurc is norma l ]~ eight (signi~·ing 
eighth-note bcab), bur in fact the main pul~c i~ fch on the dorm/ qtun1rr note (i.e .. e\·e~ three 
eighth notc\). So in 6/8 time. there arc t\\o main ben~ per mc3\UrC. c:1ch b~ting for :1 cloned 
<JU:artcr note (\\hich is di\ided into three eighth notes). The mmt common compound time si!,rna­
rures :1re 618. 9/8, :md 12/S. 

6/8 time i~ found in some folk and tr:Jdition:Jl mmic. and in much cbssicalmusic. 9/8 time is 
u-.ed in tn1ditimul gospel. a~ well as some clhsical mu~ic. I ~/8 is found nuinly in blues :md R& B 
\t:-le\. 
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:\"ext is :l well-known CX<llllple of <l mnc in 6/8. ''l l ou~e of the Rising Sun.'' Originally a 
Southern-.\merican folk song, it wa~ rn:Jde famous by Eric Burdon and the Animals in their 196-1-
rccording. Thi~ simple piano arrangement uses arpeggios in the left h:md. :111d the melody in the 
right hand. 

House of the Rising Sun 
S.WthernAmericnnFolb oog 

~-£t~;:j . -- -- --

~ 
c;-=~ 

Em 

~~-,n= G~oo ~~~~~=,~ ~~ ~ 
Fin:1lly, \\C'lllook at some iiTrgular time sigmmres, in which the top number can be 5. 7. or 

a brger prime number. The bottom number of the irres•ular time sign:Jmre will still represent 
the bc:u unit: for example, 5/-1- rime has five quarter-note beab per measure. T hree of thl' more 
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widely-known e.\:amples of 514 time are P:lUI De~mond's "T:1ke Fi\·e'' (from D;we Brubeck's 
pioneering juz :llhum Timr Out), the theme from .\limon: lmpossiblr, and Jethro Tull's ··U,·ing in 
the Past.'' Other irregular time si~rnatures include i/4 (sec Pink Floyd's ".\I oney;• included in our 
Songs section), as well as i/8 and ll/8. 

llerc is the drum pan for the inrro ro the Crc<Hn song '"\\'hire Room." Although the main 
body of the nme is in 41-+ time. the intro is in 5/4. 

DRUML.E<K:ND 

:-i·: -u_1 
Ill I 

White Room 

u. = · • • • 

More famous Songs wlrh Irregular flme Signatures 
Arri5t Soog Tempo 

Rodioheod · 15 Srep· {5/ 4) 
G!J~Iov Hol~t Mar~ from The Planets {5/ 4) 
Sting · seven Days {5/ 4) 
PererllyichTchoikovsky Symphony No. 6inBM1nor 

TheBeolles 
George Harrison 
Dove Brubeck 
Pe•er Gabriel 
Soundgorden 
Incubus 
Genesis 
Oevo 
Groreful Dead 
The Beotles 
Genesis 

•Potht!tiqve• 
· Hoppiness Is o Worm Gun· 
· w;rhinYov, Witho,.rYo,. · 
· uniq!JOre Donee· 
•Solsb,.ry Hill" 
•Outshined· 
·Malc.eYo..~rlell" 
"Donee on c Volcano· 
wjocko Homo· 
· rheEleven· 
"Here Comes the Sun· 
"FirrhofFiflh• 

[movement II in 5/4) 
[portiolly in 5/4) 
[portiolly in 5/4) 
17/41 
17/4) 
17/ 4) 
[portiolly in 7 / 4) 
{7/ 8) 
{portiolly in 7 / 8) 
{11 / 8) 
[mi~t of 7/ 8 ond 11 / 8 in bridge) 
[mi~tof13/ 16ond 15/ 16 in intra) 

WordiOftdMol''by 
Joc0.BrucecndP.,.8rcwn 



0 & 
""Is 
& bolts 

CHAPTER 9 

MINOR SCALES AND KEYS 

What's Ahearl: 

.\linor sc:1lcs and kc~· sign:m1rcs 

.\.'arural, melodic. and harmonic minor scales. and their di;nonic triads 

T he circle of 5rhs/-hhs applied tO minor keys 

MINOR SCALES AND KEY SIGNATURES 
In this chapter we're going to learn about the \'arious minor scales, and how the~· relate to minor 
keys and key sign<lturcs. R1ck in Chapter 3 we learned how to create all the major scales, and we 
saw that C:JCh major sc;Jie corresponded to a major key and used :1 major ke~· sign:trurc. In other 
\I"Ords, a song created from the C major scale would typicall~· be in the key of C major, and would 
be written using the C major ke~· signan1re (which . as you'll hopcfull~· recall, has no sharps and 
no tlars). 

\\'elL I hate to break it tO you, but all of those major key signatures we cb·eloped bacK in 
Chapter 3 also work for minor ke\·s. lf\1e reposition the C major scale tO stan on the note A (i .e .. 
A- B- C- D-E-F-G-A), we get an·A ntltllrttl minor smle (equi\·alent to the A Aeolian mode that we 
saw in Chapter 6). This scale is used in the key of A minor, and the Ke~· signamre agJin would 
h:we no sh:1rps and no flats. The minor Ke~· that shares the same key signature :~s a major Key is 
known as the relatiu minor of that major key. The relative minor always starts on the 6th degree 
of the corresponding major scale, as A is the 6th degree of the C major scale. 

So if you see a Key signature with no sharps and no flats, how do you know if rou're in the 
Key of C major or A minor? \ \'ell, you have to make a conte.xtual judgment in the music: 
For example, if the "horne base" (tonic) were C, you would most liKely be in C major, 
whereas if the "home base" were A, you would be in A minor. 1Vlany tunes also move back 
and forth between the major and relative minor keys (for e.xarnple, several Beatles songs, 
including "Yesterday"). 

]-]ere's an up&ncd 1·crsion of the key signature summ:1ry from Chapter 3, now with all of the 
relati1·c minor keys added . 

Fmaj()r 
Dmmor 

B>maJOr 
Gm1nor 

E• maJor 
CminQr 

~~~$===~ 

81 
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!)' ""'l'-"" (j, nu)Or ; :;~:.;~ Cimay,>r D maJc>r 
ll" mmor F'mmur I mmur llmoi\OI" l 4 c~,~ 

=~·v~, j '= ~~, 
\ ~'? - ~_J~!1-

If:>_;;,~.-=- e;,~-;_ t~~;\ L ~~, 
-\ maJor 
l-1mm<•r 

I maJor 
<1 mmor 

ll nuJor 
( i1 monor 

F' m~JOf 
D1mmor 

( ' m.1J"'" 
\ 1 mn'K>r 

\ ~ ·:' "::~ r=· ~:,~=~~ d 
.. ...!:: 

tt:P:' ~::~ ~~ "::~::L 

NATURAL, MELODIC, AND HARMONIC MINOR SCALES 
So here·~ the other ,]ighd~- trick~· part: \\ 'e can use more than one minor scale within a minor 
key. The n:mtral minor sctlc ''ill conform cxactl~- to the minor ker signamre. For C\:lmplt:. the 
\ namral minor scale conform~ cx<~ctly to the key signarurc of \ minor (no .-.harps and no flns). 
In other 11ords. no :Jdditional accidmfllls (sharps or fbts) are needed if 11 e :m.: restriCicd to the :\ 
nan.r.1l minor M:ale \\ithin the key of c\ minor. llowc1er, other minor scales ;::ill require us to 

comradict the minor key ~ignanJre '' ith acddenuls . 

.:\ lot of pop and rock music in minor keys just uses the nawml minor scale, so for these 
tune~ the extrn sharps and flats are not needed. ll owexer, it is common in daS!;ical, jan, 
Latin. and folk styles to mix the different minor scales within a minor key. 

~o11 11e"ll imestibrate all three minor ~cales (naturnl. harmonic. and melodic). Forconsistcnc:o 
we'll ~t:lrl b1· building them :11! from middle C, :md we'll ~ec ho11 thev work within :l minor-ke1· 
context . \\ 'C'II :~l~o h~1ild di:~tonic triads from each of the~c scales. a~d sec ho11 these triad\ arC 
used (and mixed together) in some well-known pieces. 

NATURAL MINOR SCALE 
llere are two '' :1\"S we can look at the C natur-Jiminor ~calc. On the left-h:md side the scale i~ 
not:ned 11ithour ~he ke~· ~igmture of C minor, so we're using accidcnt:Jh to create the spet·ific 
sequence of" hole ~tep~ and half '>tep~ needed (\\ ' = whole step; II = h:~lf step). On the right-hand 
side the S(:ale i~ not:ned U\ine: the ke1 ~i{!"naturc of C minor. "hich has three flats (its rcl:ui,·c 
major is Eb}. - · ~ 
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The natural minor scale (equi1:1lent to the Aeoli:m mode) i~ wide]~, used in contemporary 
stdcs. The first four intervals (whole- half- whole- whole) are shared lw :1ll of the minor scales, so 
tl~e on I~· differences are in the topmost intervals (in this ehe. half- wh.ole- whole). ~ext up is the 
F namr:llminor scale. along with a famous mo1·ie theme b:1sed on th:H st·ale, notated with the ke~· 
signamre ofF minor. 

Axel F 
Theme from the Paramount Motion Picture BEVERLY HILLS COP 

ByHoroldFa·""rmeyer 

.R.-t~-o~~~===---tH" · ~· 1 j:~ ~~-=r--=.::: • • --·- · • ===c:·~ 

~~~~~· ~-~-~. ~. ~. ~.~==w==-~s 
-= 

c_.ogh• 1oa. IOa~s.,..,.;AlV"""',._...,,"'Iu.c 
.. >;..,M~·"·-bys...,.•~lV,._,~,._..,..,,uc.s......,,,~w.,. ""''""" TNJ720J 

'-~ c_. .. ,, *'"'"" ""' ~-~~·~ ~ .......... 

The key signature of four flats indicntes that the nme is either in Al> major or F minor. 
1\"otice that the tonic of this melody is F (rather than AI>): The melodic motifs start on F 
on beat I of each measure (or anticipating be:H I in the case of measure -1) . This means 
we are in the key ofF minor. No additional sharps or flats are used, which means that the 
melody is contained within the F namral minor scale . 

"the] F" was the instnunen t;Jl theme for the 198-1- movie Broer~y !-fills Cop, composed and 
recorded by llarold Faltermeyer. Originally toppi ng the US charts in the mid- 1980s, the 
rune climbed the European charts two decades bter as a remix by Crazy Frog. The title 
refers to Eddie ,\ \urphy's character (Axel Foley) in the movie. 

:'\011 we'lllook at the triads th:H <lre diawnic to the natural minor scale . Chord progressions 
for m:my minor-key pop and rock songs employ onl~· diatonic triads. The next example uses the 
B nanm1l minor scale. and corresponding di.nonic triads. 

Sting's ,;King of Pain'' is in the key of B minor, and makes substanti;Jl use of the triads 
cont:Jined wi thin the B natural minor scale. as sho11 n in the following leadsheet excerpt. 
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King of Pain 

Bm 

(<l· dl) 

G -\ G A Pm 

-:+, . _;s=; . . = .. -=-~ -· .-· • . . . - ---==:::::::... - ----=±;t=i' iT~ 
ot' • the -.>me old th.ong .., 

1 G \ G 1\ flm G 

~!'-~ p .. --.-.=·- -,---~--m-~ -~ 

oo~·-"'~· 
-.~-..!i>y !" M• """'!""''Ci.M "'!O 

~' ,,._ --- ,_ -loot od ,.....,.,__ 

The B namr:~lminor ~calc (orB Aeolian mode) is a repositioned or displaced 1·crsion of the D 
major scale. Therefore the triads found in the B natural minor scale :1re the same :IS the diatonic 
triads in D major. 

HARMONIC MINOR SCALE 
\\"c'll sec two 11:1\"S to look :n the C h{frmonic mi110r m1lt. On the left-hand side we're usine- flats 
to create the scq~cnce of 11hole steps and half steps, and on the right-hand side 11e're usi •~g the 
key ~ig-namre of C minor. 

'r .... 
0 0

_;-----u u 3 ° ~ 
!! IH II 

:-\ote the ''311" between the notes \l> and B, sib•nifying three half steps (or one-and-a-h:1lf 
~reps). This unu::.uall~-large inrer..-al contribures to the :ln!:\'ubr quality of this scale. 11 hich is char­
acteristic of many ethnic and \Iiddle Eastern melodies. \\C'l\ 11011 ha1 e a look at the tr:•ditional 
ll ebre11 song ··J ]:JI·ah :-\:Jgilah ·• (11hich mu"ll definiteh- need to learn if \"Ou c1er get called for a 

_l c11 ish wedding gig). Thi; song uses rhC E harmonic 1~1inor scale: . ~ 

._. _ o __ 
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Hovah Nogiloh 

B7 fm B7 

~~~' ,. -ii¥Ff' . . -;b----~ ~ 
na ~1-lah. ha · '""' na-~o-bh. ha '~h na-~1-l~h. ""- m··<:ha 

B" 

. ; -: ~ - r, .=~.a.~. o~g, \'j_ . . ~ 
·r.l n' na. •ah n"-111-n na. ' · "''- m'-cha 

IP l m 

, . . . . .... ;=f;;-=~- ~ 
"' ' - m·- ,·ha 

\ m * ~~-m~; ~-· Qd 

• : ~3=¥.26 • i-o.;; " @I 
'-------! 

u-ru a·Ch>m b'·k• ..a-me-a<h. u-ru a-dum, b'-k, -.1 • 

;-.;ext we'lllook :n rhc rri:His that arc di:n onic to the harmonic minor scal e. This scale still gi\·es 
us a minor chord quali ty for I and 1\ ·, but a major qu:1liry for \ ·. !!ere we h:JI'C the D harn~onic 
minor st·alc, and corresponding diatonic triads: 

For comparison, here is the D natura l minor sca le, along \1 ith itl> diatonic tri:tds: 

Dm E' F Gm \ m B Dm 
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\ \"c mentioned c:lrlicr th~lt it is possible to use more than one minor <>calc 11 ithin a minor kc~. 
This mcam that the melod~ and/or harmony m:ty come from different minor scales as needed. 
The folio'' ing excerpt from I lander.-. Stm1lwulr i~ in the L:e~ of D minor. and contains melody 
notes and chords from hoth the D narural minor and D h:1rmonic minor scales. 

Sarabande in D Minor 

Dm ' \ t~ ~ ~ 
l • f.1£-<' -

•B • 
+e==a l 
:o G ~=g l ,. 

tf2_~~ p==r- t_, = 
. ·-· ~ 4a= ~ . 

(im Dm B'·maJ1 

,·~~-~ ~ - s • I§ §=l . {; ~: ::~----==r-- -

J 11:>', ,j o~p . ~- --r=-- t~l . . 
__a-= 

\\ 'e would not normal11· find chord s,•mbols in classical music notation. ll owc,cr, the 
chord symbols are helpfi.•l here becau.-.e they accurntely reflect 11 hat is happening h;~nnon­
ic:.lly, and they enable us to sec quickly '' hich chords are being used from the diatonic 
triads within the minor scales. 

The melody uses both the C from the D namral minor scale (in measure 5), :md the c: 
from the ]) harmonic minor scale (in measure R). The Dm and Gm chords belong w both the 
harmonic and narural minor ~lcs: the .\chord~ hclomr to the harmonic minor scale: and the F. 
C. and B~maj- (a t1rger ICr<;ion ofB,) chord~ belong,; the natui'JI minor scale. The c: mdod~ 
nmt: :md the ·\ major chord arc :1lso found in the D melodic minor ~calt: (introduced in the ne\t 
section): hoiiCI'Cr. the U~l' of tht: minor IY and major \ ·chord~ in tht: s:unc progre~sion (Gm and 
:\ in thi~ ca~c) implies the h:mnonic minor ~t·ale. 

MELODIC MINOR SCALE 
Finalll'. 11t:'l1 see two wan tO look at the C mtfOilit minor smlt. \t..rain. on the left-hand side 11e're 
using ·flab (actually just Ont: flat thi~ time) to create the sequen;e of 11 hole and half ~tep~. 11hile 
on the right-hand side ,,c·rc using the key sign;lturc ofC minor. 

" -b u 
0 =t'.= . .... 

:--:ore the rather unu~ual ~cquence of four r:on~ccurin• whole stt:p~ in this scale. from the 3rd 
up to the -th dq.<ree. This minor scale is the mo~t ~imilar to the major ~calc. You only h:11c to 

:I her one note ofthe C llloljor ~clle to get the C melodic minor scale: clungc 1:: to FJ>. "l"hc melodic 
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minor scale is irnport:HH in cbssiol :md jazz music. and in styles that 111:1ke use of jazz harmon~· 
(i.e ., the more a(kmced R& B and Latin stvlcs). 

\\'c'H now h:we a look at an excerpt from :1 waltz by Ednrd Gricg:. This piece uses the A 
melodic minor scale: 

o = ::.o =i-• o _ =::gj 

Woltz, Op. 38, No.7 

Note that the right-hand part consistently uses F: and c; within the ker of A minor. This 
is like a "neon sign" advertising rh:n the melodic minor scale is being used! 

In some classical circles, the melodic minor sc:Jle is considered to ha\·e different ascending 
and descending forms: ascending as shown above, and descending the same as a narural 
minor scale. Different ascending and descending forms of this scale are ne1·er needed in 
contemporary applications. 

:'\ext we'lllook ;H triads d1:H :1re di~tonic to the melodic minor scale. This scoJle now !!ives us 
111:1jor chords for 1\ · :md \ ·, but still a minor <]ualiry for I. The next example shows the E ~1elodic 
minor scale and corresponding diatonic tri:JdS: 

For comparison, here is the E mmral minor scale. along 11 ith it~ <liaronic triads 

Lm F' G Am Bm C D Fm 

-~~.=-:=E. =="=7=. ~ ·- hJ=:=I 
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The popubr English folk song ·'ScarOOrough Fair'' is another C.\ample of a song that 
combines chords from different minor scale:.. This time we'll be u~ine: triads from both the E 
melodic minor and E natural minor scales. Look :l.t the follo11 ing pi:m'O :trr.mgement. and note 
11 hich chords arc used 10 harmonize the melody. 

Scarborough fair 
Trodt<O"' Eog .,~ 

1!:£i .~:t:z:: 
Em bm 

' 

,.~-.. . '~. ··~ ·--t-:t:r=-· . - ---

Notice the left-hand Alberti-bass figures used in this piano arrangement. This is a 
common accompaniment device across a range of classical, pop, and folk srylcs. 

The mclodv of this son!!: uses both the c: from the E melodic minor scale (in measure 9), 
and the D fran; theE naru~lminor scale (in measures-. 8, 12. and H ). (Alrcrnarivck. we could 
think of ;1l1 the melodr n01es ~h coming from the E Dori:an mode. \1 hich can :also b~ used in a 
minor key.) The .\ major triads in measures 9 and 16 belong tO the melodic minor SC':l.lc. while all 
of the other chords arc taken from the natural minor SC':l.le. 



~audio 
tracks 
49 

CHAPTER 9 MINOR SCALES AND KEYS 80 

The folk song "Scarborough Fair"' originated from a 17t!t+ccnrury Scottish ballad, and has 
since undergone numerous modifications and adaptations. The references to '·Scarborough 
F:lir" and "parsley, sage, rosemal)', and thyme" occur in ,·ersions of the song from the 19th 
cenrury onward. The most f:nnous 20th-century version was recorded by Simon and 
Garfunkel in the 1960s, and was fean1red on the soundtrack w the movie Tbr Gmdllfm. 
The song also appears briefly in the 2003 Bill A·lurray movie, Lost in 1hmslation. 

Lastly, we'lllook at another popular song th:n combines melody notes and chords from the 
different minor scales. in the ke\· of E minor. The chords for "Greensleeves" are derived from the 
melodic :1nd natural minor scal~s (as in the previous example). and the melody borrows from fill 
the minor scales. 

Greensleeves 

\'~~~~~~~~ 
/'~~~~~~~~ 

st:t~ 
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At the be~rinning, the melO<k uses C (in measure 4) and I) (in measure 6) from the natur.JI 
minor scale. I [ o,,c,~er. in rneas~re 8 the D~ appear.,, suggesting either harmonic or melodic 
minor. Then in mc:1surc 16 we ha,·c c: and !): , both from melodic minor. In mCa\urCS 10 :md 18 
we have c: and D. implying a mix of melodic and natural minor (or an E Dorian mode) .. \II the 
chords originate from n:Jmralminor---except for the B major triads, which arc from harmonic or 
melodic minor. ::..:ore the DtF: ptming cbonl in measure II: This is :1 D major chord placed O\'CT 

it~ rhinl (F: ) in the has~. (The~ slash chords arc treated more full~· in Chapter 19.) 

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

Back in Chapter 3, \IC !.howed all of the major scales and key~ in a circle diagram (referred to as 
the cirdr ofkey·s, or the cirdr of5rbs/-lrbs). \\ 'ell. n011 11c kno11 that C:JCh kcr signan1rc docs double 
duty for both major and minor keys. so 11c c;m c1pand the origin~1l circle diagnm to include all 
of the minor h·\' ~il.,"'lolnlrc!~-

Each of the. en~ric~ around the outside of the 
cirde represent a major key (for example, halfway 
down on the right we h:JI'C the key of.\ major. Dm 

;~~~ ~~:i~r st;~~~~hi~.~:~~ :e~o~fs:~~~~ ~~~:nf~~ ~ 1 
z, 

1 
Gm 

minor ke~ shown inside the circle (for c.\:nnplc. 
halfwa1· down on the ri(!ht 11e hal'e the ke,- of E•ll,l Cm 
F: mi~or. 11 hich sh:m:s its ke1· siqn:mm.' 11 i{h \ 
major). To rel'ic11: The rclati1:e n;inor is the 6th Fm 
degree of the corrc~ponding major ke~· (i.e., F: i-. A~(4·l 
the 6th degree of A major). 

As with the major keys, 11e hal'e an 01crlap 
zone at the bottom of the circle. 11 here :Jiternatc 
(enharmonic) minor key~ exist: 

B>m 
(Ai m) 

D~1s•J 
O n:1 

B~ minor (fi1·e A:n-.) is equi1·alem to_\ : minor ('ie1en sharps). 

• Q : minor (si1 sharps) is e<]Uil·:!lent toE~ minor (si\ flats). 

• c: minor (fil'e sh:lfJlS) is equi1·alent to \~ minor (se1·en Aab). 

c 
Am 

Dim 
(E>m) 

Em 

Clm 
Gtm E(4:J 
(Atm) 

B1511 
0(7>) 

\\'hen tib'1Jring out or recognizing minor key ~i~,rllature~. I recommend that you tbc the rules 
and method~ we de1cloped earlier for major key,, and then COill'ert to the rebti1e minor :1s the 
bsr st:lge in the procc~~- The logic and concepts regarding [he circle of 5ths and circle of ·hhs 
will also :1pply to minor ke~·s. 
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Different 11:1y~ to enhance a melod~ 

llo11 to choo~e chords for a song 

Counterpoint ba~ics 

DIFFERENT WAYS TO ENHANCE A MELODY 
The mo!>t recognizable and memorable pan of a song or cl:lssical piece is generally the melody. 
This is rhe pan rhat people will sing or whistle, even if they don 'r kn011 :mything about music! 
I lowel·cr. as rnusiciam, 11 c :m:: imcrcsrcd in different ways to support or cnh:mce rhc mdody by 
adding further notes and parts. \\ 'e h:we already seen 5CICr:lllc:ldsheet examples showing melo­
dies 11 irh ~.:hord symbol!>, and in this chapter we'll be taking a clo,er look :H ho\1 to add chords to 
an cxi!>ting melody. \ \ 'c t·an :llso create one or more harmony lines bclm1 the main melody (often 
using 3nb and 6th!>), which is a common wa~· to generate background ,-oell and horn par~ in 
comempor:Hy ~tyles. In gener.1L adding h:mnony in thi~ way 11ill m:1ke the mu~ic sound bigger 
and fuller, .md therefore more interestine: to listen to. 

\nother 11a~ to cnh:mce a melody i; to add one or more independent melody lines. a tech­
nique kno11 n as roumrrpoim. This often occurs in cb~sic.1l music. as well as in more ~ophistic:ned 
jazz s~lc:o.. In pop music. 11e find a technique called h11rmoni:.tlfionl~l' b.1ss linr, 11hich em be 
thought of as :1 ~lX' of counterpoint (although it docs not ;ldhere stricdy to cla~sical principles). 
-\nd sometime~ just :1 single note (often in the bass) is repeated :lg;.tinst the melody: this is kno11 n 
;IS :1 prtlt1/ poim. and it is found in both classical and comemporary styles. In gener.1l, 11e can sa~­
that adding chords or harmonies to a mela<h- is main!\ :~bout the 1ertiC:JI combinations of note~. 
11 hcre:l:o. <:r:aring coulllerpoilll is mainly abo~t the horizontal mo1emem of indil'idual part:-.. \\ lth 
these though~ in mind. we'll take a simple rune in the key of C and demonstrate some ways in 
11 hidt the melody can be enhanced. First of all. hen:":-. our melody: 

:-.:o,, 11 e'll appl~· a ~imple pedal point in the bass. F;11·orite choice:'> for thi:o. are the tonic or the 
5th degree of the key (Cor Gin this case). This cx;unple uses the tonic (C). repeated as whole 
note~: 

....... ( . ..e J,- . 
10.111 ,~ 

(t:Jj_o 
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In this next sr:~gc. ,,e're still using whole notes in the bass, bur no\1 with different pitches. 
This could imply the roots of a chord progression (in this c:~se C-F-G-C), and/or it might be 3 

slower-moving line (below the main melody) played in the bass. ln this example we\·e added the 
implied chord symbols. even though the chords :~re nor fully defined 

\~~: ~~~~~~~~ 
~~ 

i'\'Q[e th:n the melody notes on bear I of each measure arc basic chord tones of the implied 
chord symbols: E is the third of C major, A is the third of F major, and D is the fifth of 
G major. T he melody notes at the points of chord change are often basic chord tones in 
a simpler pop style. 

:"ext we'll create some ham10n~· pan~ to be used below the melod~·· For this we would 
normally stay within the key of the song (un less chords from other keys are being used-for 
more on this, see Chapter IS). Fa\·orite imer\"-als for these harmonies are 3rds and 6ths. due to 
their warm ~md consonant quality. The added parts should also work within the chord s~·mbols. 
particubrly on the strong beats (i.e., beats I ~md 3 of a 4/4 measure). l lere'~ an example of 3rds 
added below the melody, a typical solution for \"ocal h~mnony lines: 

\~~~~~§g~~~ 

(f2_~~0 
Note that the harmon}' notes on beat I of e~1ch measure are also basic chord tones: C is 
the root of C major, F is the root of F major, and B is the third of G major. 

Here we ha\'e the same melod~· harmonized with 6ths: 

Note that the harmony notes on beat I of each measure are mostly basic chord tones: G is 
the fifth of C m~1jor, and Cis the fihh ofF major. The harmony note on beat I of measure 
3 is I~ wh ich is the se\·enth of the implied G7 chord. 
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The next c.umplc harmonizes the melody with triads in the bass clef, ag:ain using the same 
C-F-G-C progression. !Jere we are using triad imcrsions to ,·oicc lead smooth!~· from left w 
right, a technique 11c first saw back in Chapter 5. 

\\ 'e'll h:wc more information soon on choo~ing the triads to harmonize a melody. But first 
let's add a countcrpoin t ·t~•pe melody belo11 the main melody, in the bass clef. 

\~4----:-~ t=A. ·===t. ~ 
~~~~~~~~0~ 

A counterpoint line can ha1·e the same rhythm as rhe first melody. or (as in this case) it can 
h:l\'C a different complementary rhythm. This is not ,;formal .. counterpoint from a classical point 
of view, but it does demon~tr:ne the addition of a separate melody line, as opposed ro adding 
chords below a melody. \\ 'e'll rentrn to counterpoint at the end of this chapter. 

HOW TO CHOOSE CHORDS FOR A SONG 
If 1·ou\·e written :1 meloch- and would like to find the ril!"ht chords to 1!"0 with it. then this section 
sh~uld get ~-ou started. F~r now we're assuming that the melody is diatonic to a major key (her. 
we ha,·e to start somewhere). Here 11e're going to introduce three main techniques to harmonize 
your melody: 

b~· primary triads; 
• b~· diatonic triads and upper-strucntrc triads; 
• b~· b:1s~ line. 

HARMONIZATION BY PRIMARY TRIADS 
By prinwry trimls. I mean the I. f\ ·,and \ "triads in a major key (in the key of C m:1jor. the~e are the 
C major. F major, and G major triads) . . \lany simpler pop, country. and folk sonbrs arc harmonized 
with prima0' triads. 

This method im·okes looking at the mclod~ and determining 11 hich notes from the primary 
triads are present. For this purpose. a mclod~ note is more important if it occurs on a downbeat, 
especially on a strong Pr11t (I or 3 in 4/4 time). In general, longer notes would be more important 
than shorter notes when determining the harmony implications. Another fac tor to establish is the 
chord rk)•tlnll (how frequently the chords change). A rC:lsonable starting point \IOUld be one chord 
per·+!-+ measure; howe1·er (depending on the melod~·. style, ~md tempo). other chord rhythms such 
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:-~s t\\o chords per measure (normal!~· hlrHling on beah I and 3), or one chord e\"Cry t\10 measures 
may he needed. The5e are good general points to be:-~r in mind ~b 11 e look at our lir~t melody. the 
traditional song ''Little Br011 n Jug." 

little Brown Jug 

~--], . . 
Wtf~ .llld ht · tle IOj! 

WordsondMu•;cby 
X. .. phEW>nne< 

•-=-a 

For "Little IJro,,n Jug" 11c will :~ssume a one-chonl-per-mea'oure chord rhythm. ·ro deter­
mine" hich of the primary triad-; (I, IY. or\) to lbC for each me:bure, we look at the mclod~ to 

sec'' hich primary triad the mclod~· is ·'c]o<,cst to.~ In other word~, if the melod~· uses some of the 
notes from a panicubr prim:1ry triad (often the c1se in ~impler nmcs). then that rri~1d is Jikcl~· to 
work for h~1rmoniz:nion. In particular. the melody notes landing on beats I and 3 (in that order of 
importance) are the mo~t significant. \\lth this in mind, we'lllook at e:1ch me:..~ure in the "Little 
Br011nJug'' melody . 

. \l c:Jsurc I: The melod~ notes on he3t~ I and 3 arc E and G. which arc both within the I 
triad (C major). The note on the weak beats (2 and -1-) is <ll~o G, so the C major 
tri;H] is the best choict. 

,\l c,lsurc 2: The melody notes on bc<lts I and 3 arc F and .\. 11hich ::arc both within the 1\' 
triad (F major). The note on the \I Cal beats (2 and 4) is also ·\. ~o the F major 
triad i~ the best choice. 

t\l c:lsurc 3: The mclod~· note on beats I. 1, and 4 is B. which is fouml onl~· in the\' triad 
(G major), makin!! this rri<~d the best choice. The note on be~n 3 is A. and 1\hile 
this is nm a basic :hard tone. it does not contradict the G chord (it tem1>0raril~· 
creates a ninth on the chord). 

1\l easure 4: The meloch- notes on beats I and 3 :1re C and E. which are both within the I 
triad (C ma.jor). The note on beat 2 is D, another temporary ninth. this rime on 
the C major chord. 

'"ote th:u the melody con~i~•~ of four-measure phr.hcS. :md during the fir)t phr;ISe (measures 
1-4) we starr and end 11 ith the C major triad." hich is the most r<·stful chord a1 :1ilable in the ke~· 

of C major. This type of h:lrmonization often occurs 11 ith simpler melodies, and gi1·es u~ :1 due 
about how to harmonize men~ures 5-8. The melod~ in me:lsures 5-- is suh~t:mti:Jlly simibr to 
measures 1-3, so we can u~e the C. F. and G major triads a~r;~in to h:mnonize these measures . 

. \Ieasure 8, ho11e1·er. seems less clear-cut. as the melod~· notes on beab I .md 3 are D and C. 
which as :1 pair arc not contained in :-~ny of the primary triads. IIOIICicr. ''c should, if JlOSsible. 
harmonize this measure with a C m:1jor chord. for s~ llltiiCtr~· with the first four-me:1sure phr<ISe 
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:lnd so that we C<Hl end on a restful chord. If we do this, the melody note on beat I (D) ends up 
bcin!!: the ninth of the C chord . \1 hich then rcsoh·es to the root of the chord on bear 3. So all of 
thi s gives us the following harmonization: 

little Brown Jug 
G 

Note that the triads added in the bass clef arc voice led from left to right. The first C triad 
is in first inversion, which leads to the F rri:td in root position and then ro the G rri:1d in 
second inversion, and so on . In this register, the triads don't get in the \I':JY of the melody, 
and yet are high enough to not sound "muddy" on the piano. 

HARMONIZATION BY DIATONIC TRIADS AND 
UPPER-STRUCTURE TRIADS 
You'll remember that we develope<! diatonic triads in 1·arious keys back in Ch:1ptcr 5. ll annonizing 
br di:ttonic triads is the next step after h:trmonizing by primary triads. In the ke~· of C, if we 
e.xpanded our harmonization options to include all the diatonic triads (not just the primary tri:1ds 
of C, F, and G), we would ha\·e se\·en in rota!: C, Dm. Em, I~ G, Am , W (refer to Track 25). 
Our approach is similar to that taken in the last e.xample: \ \ 'e look at the melody and determine 
if notes from the di:ttonic rri:1ds are being used. \\'ith this idea in mind . we'll examine an excerpt 
from the Eddie llolman pop hit " I ley There Lonely G irl (I ley T here Lonely Boy).'' tO see how 
we might: harmonize t:he melody with diatonic triad~. 

Hey There lonely Girl (Hey There lonely Boy) Woo:h ond Muo;c by 

~~=ttrt:.; ;;. ~~~ 
l..orn:-ly girl. lonc·l) g1rl. let me mal C)OOf bro- l en he..rt li l c 

c.,..,.-r l~o2;~--"lbvN. :Solo.c..-..,.""""~ 

'''"'-"""''"""'-rs.c...odAJ-1~1....-..d 
top<"""'"'",..'"'"""' 

This mclod~· is suited to tri;J(I harmoniz;Hion. :1s it uses arpeggios to outline \";Jrious chords. 
\ \ 'e can analyze e:Jch measure of this melody as follows: 

Measure l The melody notes E, C, and A together create an A minor triad, with the E fall­
ing on the strong beat (beat I). A minor is the ob\·ious chord choice. 
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.\I easure 2: The melody notes D, B, and G together create a G major triad. with the D fall­
ing on the strong be:u (heat 1). G m:1jor is the obvious chord choice. 

1\lcasurc 3: The melody notes C,r\, and F together create :m F major tri:1d, with the C and A 
f;1lling on the strong be:us (beats l and 3). F major is the ob\'ious chord choice. 

Alcasurc 4: The melody notes B :md G arc present in both the E minor and G major 
triad~. with the B f:~lling on the strong beat (beat 1). Both chords would be suit­
:lble choices. If it seems desirable to use a chord that has not been used ,·er (a 
suhjecti,·e choice). then we choose E minor. as G major has alrcad~· appea~ed in 
lllC:lSure .?. 

So all of this g:i'cs us the following hannoni7 .. ation of the melody: 

Hey There Lonely Girl (Hey There Lonely Boy) 
Am G F___ _.........- !.m 

\~~~~~~~~ 
, 1.....,.·1• B"l. 

l~:Jl~ _gg=-t~ll ~~~~~~ 
.. Bur wait!- I hear you cry. ··1 knm1 that tune, and our example doesn't quite ~ound like the 

record!" \\'ell. I gott;J ;~dmit... you're right! \\'hile this h;~rmonizarion is perfectly okay. it isn't 
quite the same as the one on the record-bec;~use the record uses brger (four-part) chords instead 
of just triads. So \\e're now going to introduce harmonization by upper-strucrurt n·i11ds, which 
is a neat w:1y to tind four-p:lrt (and larger) chords tO tit ~·our melodies. Using this concept. if 
we knm1 that an A minor triad can be used to harmonize the first measure, then larger chords 
containin~r th:n \ minor triad can also be u~ed. One chord comaininl! an A minor triad is the F 
major SC\'~nth four-part chord (which we first met on Track 38). \\'~cou ld sa~· that A minor is 
:m upper-structure triad of the F major se\enth chord-it's built from the third of the chord. in 
fact. Similarly, the other triads that are used :1rc also comained within brger four-pan chords. as 
demonstrated in the following example: 

FmaJ7 Em7 Em 

~J- =Bf===:::& 
\\'e can analyze this e.~ample as follows: 

.\Ieasure I: The.\ minor triad on beat I is contained within the F m;~jor se\cnth chord on 
beat 3. The A minor triad could therefore be termed an upper structure (built 
from the third) of the F major se\enth chord. 

1\ leasure 2: The G major triad on beat I is contained within theE minor se\·enth chord on 
beat 3. The G major triad could therefore be termed an upper structure (built 
from the third) of the E minor SC\'enth chord. 

1\l easurc 3: The F major triad on beat I is cont:Jined within the D minor SC\'Cnth t·hord on 
beat 3. The F major triad could therefore be termed an upper structure (built 
from the third) of the D minor SC\'Cnth chord. 
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,\1casure + TheE minor triad on beat I is cont:Jined within the C major sew:mh chord on 
be:n 3. TheE minor triad could therefore be termed an upper strucmrc (built 
from the third) of the C tmjor scn:nth chord. 

So instead of using the Am chord we could use Fmaj7; instC:Jd of using the G chord 11 t' could 
use Em7, etc. T he next example shows these new bass notes below the pre1·ious triads. creating 
the four-part chords that we remember from the classic recording. 

Hey There Lonely Girl (Hey There Lonely Boy) 
fmaj7 Em7 Cmaj7 

Ct:j:!~~ 
0 0 u 

Note that there are m·o lines of chord symbols shown. The bottom line contains the slash 
chord symbols, showing each upper-structure triad over irs new bass note (for example, 
in measure I the Am triad has been placed over F in the bass). The top line shows the 
composite four-pan chord symbols (for example, in measure I the Fmaj7 chord h~1s been 
created by placing the Am chord over F in the bass). 

Building triads from the third (to create four-pan chords) is only one t).1>e of upper struc­
mre available. \ \'e can also build triads from the fifth, seventh, etc., to create or imply 
larger (fi1·e-p:1rt and six-p:lrt) chords. ,\lore later! 

Comparing these two harmoniz:nions of the song, we hear that the triads sound clean and 
simple, \ 1 hereas the four-part chords sound more dense :md full. Generall~· the size of the chords 
used (i.e., triads, four-pa n , fi\·e-part. ere.) is a St).'listic choice. Subject to tmny variations :md 
exceptions. we can sa~· that the simpler contempor:~ry styles (such as pop, rock, and countr~') are 
more likely to usc triads, while more sophisticated styles (such as R&B. gospel. and especially jazz) 
will usc lanrer chords . 

In Cha(>ter 19 we'll explore uppcr-strucmre 1·oicings and slash chords in more detail! 

HARMONIZATION BY BASS LINE 
1-/armoni:-_tlti()ll lry bass !iiU' invokes composing a b:1ss line underneath the melody, and then adding 
chords in between that work with both the melod\' and bass line . You can think of the bass line as 
a t).1>e of slow-moving counterpoint to the main melod~·- The bass line norm:11ly determines the 
chord rhrthm . So if. for example, there were two differem bass notes per measure, that would 
~1>ically result in a rwo-chords-per-me:Jsure chord rhythm (n:ry common in pop :lrHl rock St).•les). 
\ \ 'itb rare exceptions. each nore in the bass line needs to create a consonant intel"\·al (i .e., not 
dissonant or ··clashing'") with the melod~· :H that point. In simpler contempor:lry s~·les. the major­
it).· of h:mnonization-b~·-bass-linc situations occur in major keys. when the bass line is mm·ing 



98 SECTION 2 BEYOND THE BASICS 

diatonic;Jll\' '' ithin the ke1. :'\ext is one of the most famous melodies harmonized in this'' a1. the 
theme fr01~1 the 1960~ ge;n "A \\niter Sh:~de of Pale ... by Procol I brum. · 

A Whiter Shade of Pole 

~ J, " -.____;o• •• ~. - • • • • 

WO<dsorodM....cby 
K."'R•dondGooy~ooke< 

• •• _ . __ .---;------< 

·~ p· -;__•fJ:~~ ~ · o • ••• 94. ~ I . . "' 
If you han: ;J kcybo;Jrd ha!HI~·· go ahead and pby this melod~ (preferably using an organ 

~ound). Unle~s ~·ou'l'c lil'ed in a can· for the last fe11 decades, you'll recognize it righ t :1\\ ;Jy! 
You'll notice that the melotk is in the kc1· of C. so our ba~s line would norm:Jll \· also be in the 

same key. \\l1cn :1pplying this t~chniquc. th~re arc ,·ari:lblcs to consider. ~uch as:· 

ll o11 man~· b;l ~~ notes to use per measure. For contCm]lOrary sr:o les. one or two is the 
most common. with rwo being f;~,·ored at sl011 -to-medium tempos. 

] ]o,, the bass line ~hould mo1·e (i .e .. :JScending- h. de~cendin~. lar~c \'~. sm:Jll inter. :11~. 
etc.). The m:Jjorit:o· of pop bass lines 11 ritten this way descend i~1 a s~ale11 ise pattern. mix­
ing in some intcn·:JI skips. At each stage you need to check the inten als created between 
the melody and bass line. especi:1lly on the strong heab of the mc:Jsure. Some dissonance 
is okay on the 11eak be:Jb. cspeci:11ly if the melody note is of shorter dui"'Jtion (i.e .. an 
eighth or sixteenth narc). 

\\lun the starting note should be . . \ good default choice is the tonic of the ke~. 11hich 
\\Orb in thi~ t·a~e (C bclm1 E in the melody). Other diatonic notes are possible choices 
also. If \·ou 'rc usinl!a scalewise bass line. \·ou'll often need to look :1head :Hid sec what the 
implica.tions of differenr starting notes a;c inlatcr meo1sures. 

\ \ ith thc~e poinb in mind. let's Start with the tonic (C) as the fir:.t ba~~ note. and then descend 
-;c;Jl cwise within the C m:1jor scale (with some inter1al skips). using t\10 bas~ notes per rnca~urc­
just like they did on the record! 

\~~ " 
tb~-= 
\l· 
b, 

A Whiter Shade of Pole 

~~--::;::~ 

=:t==~~.F' 

•t ~ -E-----=:3 =- .. ·- ·- · 7==3 

' =='t---
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cJ , _ ••• ~1 

;t,_ • =cJ-o i 
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Nore that while most of this bass line descends by scalewise steps, there are some inten·al 
skips and nriations: 

In measure 5, the bass moves up toG (instead of descending to B). This is a subjective 
decision based on the following considerations: 

\\'e can't continue descending fore\·er; at some point we need to mO\·e up. 

The note B would be in unison with the B in the melcxk, and while this would be 
okay, it doesn't sound as interesting as an interval created between two different notes. 
In this case the inten•al of G up to B creates a warm-sounding major 3rd (plus two 
octaves). 

In measure 7, the bass moves up to F (again instead of descending to 8). This begins an 
ascending series of notes that rakes us back ro 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 that the interval skips occurring in this bass line are 4ths and 5ths, which are consid­
ered very strong. These inten·als are most commonly used for skips within a bass line that 
othen1•ise mO\"es by scalewise inten·als. 

\Vhen trying to fit chords between a melody and a scalewise bass line, it will often be 
necessarv to use a chord that is inverted over its third, fifth, or seventh in the bass, in 
order to. stay diatonic to the key. This is another type of slash chord, as it is written with 
a slash in the chord symbol. For example, "C/Gn means to place a C major triad O\·er G 
(its fifth) in the bass. 

So 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 (as 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.). Ihhe bass note is a chord rone other than the root, then this could imply a slash-chord 
harmonization. 

\Vith all these points in mind, let's now look at an arrangement of the organ intra for "A 
\\'hiter Shade of Pale. n This shows the chord symbols fitted between the melody and bass line, 
and how these chords ha\"e been fleshed out in the right-hand part (including some counterpoint­
type, secondary melody fragments). 

A Whiter Shade of Pale 
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Let's take a closer look at the chord symbols and arranging choices in "A Whiter Shade of 
Pale": 

Measure l , beat 1: The C major triad (tonic chord of the ke)•) is the logical diatonic chord 
choice, gi,·en the melody note of E and the C in the bass. 

Measure 1, beat 3: The diatonic triad containing both the melody note (E) and the bass note 
(B) is E minor, so the slash chord Em!B would have been an option here. 
However, the composers went with the more tense-sounding C/B chord 
(i.e., continuing with the upper C triad, but now O\'er Bin the bass). This 
is dissonant due to the half step (plus two octaves) between the C (in the C 
major triad) and the Bin the bass (impl~~ng a major se,·enth chord, placed 
orer the se,•enth). This tension is an artistic judgm.ent call and is generallr 
okay, provided it resolves by the ne:-.'t chord (which it does here). 

Measure 2, beat 1: The A minor triad is the logical diatonic chord choice, gi,·en the melody 
note of E and the A in the bass. A.lso, the melody note on beat 2 is C, 
which is the third of the chord. 

Measure 2, beat 3: The melody note Con beat 3, together with the melody note Eon beat 
-J. and the bass note G, all outline a C major chord im·ened over its fifth 
(G) in the bass. 

Measure 3, beat 1: The F major triad is the logical diatonic chord choice, given the melody 
note of A and the F in the bass. 

M easure 3, beat 3: The diatonic triad containing both the melody note (A) and the bass note 
(E) is A minor, which placed O\'er its fifth in the bass creates the slash 
chord Am/E. (Recall that in the similar circumstance of measure I, the 
Em/8 chord was an option.) 

Measure 4, beat 1: The D minor triad is the logical diatonic chord choice, given the melody 
note ofF (ornamented with the sixteenth-note E) and the D in the bass. 

Measure 4, beat 3: The diatonic triad containing both the melody note F and the bass note 
Cis F major, which placed over its fifth in the bass creates 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. 

Measure 5, beat 1: The G major triad is the logical diatonic chord choice, given the melody 
note of B and the bass note of G. 

Measure 5, beat 3: The combination ofB and F (melody and bass) is not present in a diatonic 
triad (except for the rarel}' used\ 1I diminished), but is present in the Gi 
chord. The G/F here implies a dominant seventh chord invened O\'er 
its se,·enth, a chord that often moves to the next chord by a descending 
half step in the bass (as in this case). (See Chapter 11 for more about 
dominant-chord functionality.) 

Measu re 6, beat 1: TheE 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 containing both the melody note G and the bass note 
D is G major, so the slash chord G/ D would have been an option here. 
However, the composers went with the dominant chord Gi !D to lead 
more strongly to lhe following C chord. The melod)' nme F (the se,·enth 
of the G 7 chord) appears twice during beats 3 and 4. 

Measure 7, beat l: Here the harmony feels like it should move back to the tonic chord, gi,·en 
the preceding dominant chord. A.lthough the melodr note on beat I is F, 
it quickly resokes toE (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 ro the C chord. In pr;lctice we just show the C chord 
symbol for two beats, with th.e understanding that this chord is suspended 
for the short duration of the F in the melody. Also, in this arrangement 
the bass mo\'es toE (briefly implying a C/E chord) on beat 2. 

Measure 7, beat 3: The F major triad is the logical diatonic 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 ro support the main melody. 

Measure 8, beat 1: The default assumption here is a G major chord, gi\·en the Gin both the 
melody and bass. Also, the G (\) chord is useful here to lead back to the 
tonic (I) chord in the next section. Although there is a unison between the 
melody and bass, it is made more interesting by the eighth-note counter­
point line (B-C-D-E) under the main melody. 

Measure 8, beat 3: The diatonic triads containing both the melody note F and the bass 
note A are F major and D minor. In this siruation, where the bass line 
is ascending, the major chord (inverted m·er its third) sounds stronger 
than the minor chord (inverted O\'er its fifth), so we go with the F/A slash 
chord. 

Measure 8, beat 4: There is an extra bass note (B) here to lead back to the C at the start of 
the next section. This suggests a busier chord rh~'thm, 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 Gi dominant chord. This time, with Bin the 
bass, the resulting slash chord symbol is G7/B. 

Procol Harum's "A \;\,'hirer Shade of Pale" has become 
one of the most enduring rock songs of all time, not 
least because of Matthew Fisher's classically-influenced 
organ part on the recording. Originally released in 196i, 
it topped the charts in several countries and went on to 
become the most-played record ever in the UK (accord­
ing to a 2004 sun·ey). The song has since been CO\'ered by 
hundreds of artists, including Eric Clapton, Joe Cocker, 
Willie Nelson, and Michael Bolton. 

""""'~c....:l\~ 

ProoolHarum 
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COUNTERPOINT BASICS 
As mentioned at the outset of this chapter, cormurpoillf is the use of two (or more) separate melody 
lines played simulraneouslr. Classical counterpoint melodies (for example, the left- and right­
hand piano parts in a Bach two-part im·ention) will generally ha,·e the following characteristics: 

Both lines will be of equal melodic importance (i.e., one line should not be subsidiary ro 
the other). 
Each melodic line should make sense and stand on its own. 

The two melodic lines must fit together in a way that implies the harmonic structure of 
the piece. 

The intervals created between the melodic lines will usually be consonant. Any dissonant 
inte!Tals used will normally be resolved afterwards. 

For our first counterpoint example, we'll start with a well-known melody to which we will fit 
a counterpoint line. Here's an excerpt from the traditional song "Abide with t\ le" : 

Abide with Me 

Help of he lp ·less. 

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 I: I rhythmic ratio). Also, we'll emphasize consonant 
inrervals between the melodies (such as 3rds and 6ths) and avoid melodic internls larger than a 
6th in the counterpoint line, as shown in the following example: 

Abide with Me 

Help of he lp le><. 

Now it's time to take a closer look at this counterpoint line and the intervals it creates with the 
first melody. As the line is written in the bass clef, we can also consider the harmonic implications 
(i.e. , chord symbols) of the counterpoim line . 

t\l easure 1: Here the line moves in scalewise steps below the fi rst melody, resulting in 3rds 
(plus two octaves) between the two lines. The harmonic implication is a CIE 
chord on beat I, and an F chord on beat 3. 

t\leasure 2: Here the line uses two ascending -1-ths, separated by a descending 2nd. After beat 
I, this resuhs in 6ths (plus one octa\·e) between the two lines. The hannonic 
implication is an F chord on beat I, 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 ro "digest" this larger interval. This 
results in a 6th (plus one OCta\·e) and a 3 rd (plus two OCta\·es) between the two 
lines . The harmonic impl ication is an F/C chord on beat I, and a CIE chord on 
bear 3. 

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

Our next counterpoint example fearures contrasting rhyThms between the two melodies (i.e., 
no longer a I: I rhyThmic ratio). This is an excerpt from lnvmtion No. 13 in A .\linor by j.S. Bach, 
the most famous classical composer to use counterpoint techniques. T his example uses 1'1J.ytbmic 
displnmnmt, which is typical of more sophisticated counterpoint. For example, in measure I in 
the treble clef, we have two beats of sixteenth notes followed by two beats of eighth notes, and 
this rhythmic pattern is then repeated (or displaced) two beats later in the bass clef. 

Invention No. 13 

==~: , ;r; , :t~=~~~ 
f ; ' : 1 

. : ; j ; r :: I: . : r : • : J : : r : II 
Note the elegant way the two melodic lines fit together, and that each melody makes sense 

and sounds musical on its own. Also, a lot of consonant interYa[s (3rds and 6ths, plus one or two 
octa\·es) are created \'erticallv between the two melodic lines. Now we'll take a closer look at this 
example, including the harn~onic implications. 

M easure I : In the treble clef, during beat I the notes collectively form an A minor triad, and 
during beat 2 the notes collecti\·ely (together with the c; in the bass clef) form 
an E7 dominant chord. T his harmonic implication (Am-E7) is then repeated 
during beats 3-4. As with all the measures in this example, sixteenth notes are 
used in the right hand on beats 1-2 and in the left hand on beats 3-4, whi le 
eighth notes are used in the right hand on beats 3---+ and in the left hand on beats 
1- 2: Examples of rhythmic displacement. 

M easu re 2: As in measure I, the harmonic implication is Am (beats I and 3) and E7 (beats 
1 and 4). This time the right hand rests on beat 4, wh ich ends the melodic 
phrase. 
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Measu re 3: Between both parts during beats 1-2, the notes collectively form an A minor 
triad (with the brief implication of an Am7 chord, due to ilie Gin the treble clef 
on the last sixteenth note of beat 2). Then between both parts during beats 3-4, 
the notes collectively form aD minor triad (with the brief implication of a Dm7 
chord, due to the C in the bass clef on the last sixteenth note of beat+). 

Measure 4: Between both pans during beats 1-2, the notes collecti,·ely form a G7 dominant 
chord, and because the note B occurs in the lower part of the bass clef on beat I, 
we could say that a G7/B chord is implied. Then between both pans during beats 
3-4, the notes collecti,·ely fonn a C major triad (with the brief implication of a 
Cmaj7 chord, due ro the Bin the bass clef on the last sixteenth note of beat -1). 

You too can write your own counterpoint melodies! Start off with a simple four- or eight­
measure melodic phrase, with rhythmic values no smaller th:m eighth notes (at least for 
now). l\lake sure that the last melody note (probably falling on beat I or beat 3 of the last 
measure) is the tonic of the key. Then create a counterpoint line ro the first melody, using 
the same rhythms (i.e., a 1: 1 rhythmic ratio, as in "Abide with Me"). Also, make sure to 
use consonant intervals (especially 3rds and 6ths) between the counterpoint and the first 
melody line, and finish on the tonic of the key below the last note in the first melody 
(creating a unison interval). \Vhen you have written a few of these simpler counterpoint 
examples, you can mo\·e on to some pieces using different rhythmic relationships between 
the melodies. Oh, and don't forget to listen to some Bach stuff. His im·entions, chorales, 
and fugues are a good place to start. Counterpoint doesn't get any better than that! 

Counterpoint Isn't Just for Classlnd Music 
Although counterpoint was mode famous by the Baroque composer Johann Sebastian 
Bach, this compositional technique is olro used in various pop, jazz, and musical 
theater styles. 

• In the progreuive rock era afthe early 1970s, bonds such as Yes, Gentle Giant, 
and Gryphon made significant use of counterpoint. 

• Notable usages of counterpoint in jazz include works by Stan Getz, Gerry 
Mulligan, Bill Holman, ond the improvisations of pianist Denny Zeitlin 

In the world of musical theater, rongs from Sweeney Todd (Stephen Sondheim), 
les Misilrob/es (Claude-Michel SchOnberg). and to Cage oux Foiles ~erry 
Hermon) feature various types of counterpoint 
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CHAPTER 11 

FIVE-PART CHORDS 

What'• Ahead: 

Creating five-part chords 

Five-part chord aherations 

,\ lajor and minor add9 chords 

CREATING FIVE-PART CHORDS 
Following on from the four-part chords explained in Chapter i, we're now going to derive some 
jive-pn11 chords (i.e., chords containing five notes). Most fi \·e-part chords are ninth chords, with 
the fifth note of the chord being the inten·al of a 9th abo\'e the root. The most common five-part 
chords used in pop and jazz styles are the majo1· nimh, major 619, minor nimh, minor/major nimh, 
minor 619, daminam nimh, and suspended dominant nimh chords. Again, we will build each chord 
up from the root, using specific intervals as follows: 

Cmaj9 C* Cm9 Cm9(maj7) emS C9 C9sus~ -These chords are formed by building the following intervals above the root: 

major ninth chord: 

major 6/9 chord: 

minor ninth chord: 

minor/major ninth chord: 

minor 6/9 chord: 

dominant ninth chord : 

suspended dominant ninth chord: 

major 3rd, perfect 5th, major 7th, major 9th 

major 3rd, perfect 5th, major 6th, major 9th 

minor 3rd, perfect 5th, minor 7th, major 9th 

minor 3rd, perfect 5th, major 7th, major 9th 

minor 3rd, perfect 5th, major 6th, major 9th 

major 3rd, perfect 5th, minor 7th, major 9th 

perfect 4th, perfect 5th, minor 7th, major 9th 

As \\ith the four-part chord symbols we saw in Chapter 7, some of these five-part chord 
0 & symbols ha\·e just a letter name and one or more numbers (i.e., "C~" and "C9"). In this 
~u6!lts case, if the first number is less than "7" (as in "C*"), the chord has a major quality; other­

wise the chord has a 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. 

lOS 



I 06 SECTION 3 INTERMEDIATE STUFF 

TrockSJ 
(0 :19) 

Some other points to be aware of regarding these chords: 

The chord S}'ITibol "Cm9(maj7)" has a suffix that refers to both minor and major, simi­
lar to the "Cm(maj7)" srmbol we saw in Chapter i. The minor part ("m") refers to the 
interval of a minor Jrd from the root up ro the third, and the major part ("maj") refers 
to the inten·al of a major ith from the root up m the seventh. 

The suspended dominant ninth chord (C9sus4) 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 Chapter 7. 

You'll notice that each chord on Track 53 (first section) contains an interval of a major 
9th from the root up to the ninth. All ninth chords will contain the note that is a major 
9th above the root, with the exception of some altered dominant chords that we'll see 
later in this chapter. While it is technically possible to alter the ninth (i.e., add a minor or 
augmented 9th) of a non-dominant chord, the results will not be useful, at least for the vast 
majority of \\'estern music styles. So ... I recommend 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 ir is to be played as a simple \"ertical stack of pitches. This applies 
especially to fi,·e-part (and larger) chords. For example, let's say we saw a "Cmaj9" chord symbol 
in a song and we played it as in the example on Track 53. \\ 'ell, although this would be techni­
cally correct, it would not sound especially interesting or stylistic. So we need to get berond just 
the simple spelling of the chord (important as that is), and get to know how the chord might be 
,-oiced in a real-world situation. 

ln the last chapter, we were introduced to some upper-strucrure triad ,·oicings for four-part 
chords used to harmonize a melody. Upper strucrures are also \"ery useful for ,-oicing five-part 
chords in contemporary styles. For instance, one can build an upper four-part chord from the 
third or fifth of the original fi\"e-parr chord. Let's hear this principle at work on some fi\"e-parr 
chords in the ke~· of E~ major: 

E' maj9 Gm7 Fm9 A>maj7 Gm7 s> A>maj9 Cm7 8>9sus4 Fm7 

~ I ~ lpq , , I , b 
I 

In each measure abo,·e, the first chord is a five-parr chord (except in measure 3) and the 
second chord is an upper structure, which when placed 0\"er the root of the first chord creates 
the chord quality needed. So why do we ha,·e a Gm7 (instead of a fi,·e-part Gm9) at the start of 
measure 3? \\'ell, we're about to use these chords in a song in the key of D, 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 kev of D. This would not be a 
problem in jazzier or more sophisticated styles, but will most like!); be an issue in more commer­
cial siruations. So to a,·oid this problem we just ha,·e a four-part Gm7 chord in measure 3, with 
its upper-strucrure 8~ major triad. 

\\'e can comment further on each chord and irs upper structure as follows: 

f. Ieasure 1: The Gm7 is an upper structure built from the third of El>maj9. 

!\ Ieasure 2: The Al>maj7 is an upper structure built from the third of Fm9. 
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The B~ triad is an upper structure built from the third ofGmi . 
The Cmi is an upper structure built from the third of Al>maj9. 

The Fm7 is an upper structure built from the fifth of 8~9sus4 . 

All of the upper srrucrures are sh.O\m in root position-except for the last chord, where the 
F minor sevemh chord (upper structure from the B~ suspended dominam nimh chord) is in third 
inversion . \ \ 'hen applying these upper· strucrure voicings to a song, we can invert and \"Oice lead 
them as necessarv ro ensure smooth movement berween chords. 

!'\ext we're gOing to look at an excerpt from the '70s pop ballad ",\lake It with You,'' by Bread. 
This is in the key of E.P and uses the fh·e-part chord symbols shown in the previous example. 

~I >' 

~· 

~ •' 

Make It with You 
WordoondMo.ooic by 

OovidGote• 
E ~ maj9---=--.. B~9sus4 E•maj9 

21 ·n· IJ JQ J II c FTT1f1 
Hey. ___ · ly ruch·ing oo•-

n>9sus4 A'omaj9 . ; I J3 II r 2 1 r i 
= I r ' G -----. 

- ·~ ' =' lnJ OI'I -

Gm7 Fm9 B'.9sus4 

~:: I r I@ []I I I 
by. her.l 

~CI I ~705aooy/ATV-~UC 

Al~--......o .... 5Gooy/ATV-~~-~Woot.-.INJ7lOJ 
-.......~Sow<WA11ptooor<od 

(\ow we're going to create a simple piano romping(o r accompaniment) part for this song using 
uppeNtructure \·oicings to interpret the chord symbols. 

£bmaj9 B'.9sus4 E>maj9 B>9sus4 

f:::~:~:t ~ l::t' i· j: 
A>maj9 Gm7 Fm9 B'.9sus4 

e~·,, l*:t," =:r@:f :l 
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Note that there are two lines of chord symbols in "i\lake It with You." The bottom line 
contains the slash chord srmbo\s, showing each upper strucrure 0 \'Cr its new bass note 
(for example, in measure I the Gm7 chord has been placed over Eb in the bass). T he top 
line shows the composite chord symbols (for example, in measure I the Ebmaj9 chord has 
been created by placing the Gm7 chord over £1, in the bass). Note the inversions used in 
the treble·def part: The upper Gm7 in measure I is in second im·ersion, leading to the 
upper Fm7 in measure 2 in third in\'ersion, and so on. 

Check all of the pre,•ious chords and ,·oicings against Track 53 (section starting 0: 19) to 
see how each composite symbol has been voiced using the appropriate upper structure. 

FIVE·PART CHORD ALTERATIONS 
An altered five-part chord is a chord in which the fifth and/or ninth ha\·e!has 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 definitive third and se,·enth 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 alter the fifth (without altering the ninth) on major ninth, minor 
ninth, and dominant ninth chords. However, only three types of ninth chords with altered fifths 
are in common usage: T he minor ninth with flatted fifth and the dominant ninth with either 
flatted or sharped fifth. 

As mentioned earlier, the only time we will aher the ninth within a chord (at least in com·en­
tional \ .Vestern harmony) is on dominant chords. The altered ninth can be the only alteration, or 
it can be combined with an ahered fifth. 

The following example, showing five-pan altered chords, is divided into three parrs: 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 altered ninth; these 
will only be dominant chords. The third part is for five-part chords with an altered fifth and 
al tered ninth; again, these will only be dominant chords. 

These five-part altered chords can be summarized as follows: 

PART 1 (fi\·e-part chords with altered fifth) 

• minor ninth chords: In measure I, the fifth is lowered by a half step to Gb, creating 
the Cm9~ 5 chord. 

• dominant ninth chords: In measure 2, the fifth is lowered by a half step to Gb, creating 
the C9H chord . 

In measure 3, the fifth is raised by a half step toG~, creating 
the C9;5 chord . 

PART 2 (five-part chords with altered ninth) 

• dominant chords: In measure 4-, the ninth is lowered by a half step to Db, creat­
ing the C7b9 chord . 

In measure 5, the ninth is raised by a half step to D~, creating 
the C7: 9 chord. 
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PART 3 (five-pan chords with altered fifth and altered ninth) 

• dominant chords: In measure 6, the fifth is lowered by a half step to Gl>, and the 
ninth is lowered by half step to D~, creating the c; C~ chord. 

In measure 7, the fifth is lowered by a half step to Gb, and the 
ninth is raised by half step too:, creating the C7:~ chord. 

ln measure 8, the fifth is raised by a half step toG:, and the 
nimh is lowered by half step too~. creating the C7t~ chord. 

In measure 9, the fifth is raised by a half step toG:, and the 
ninth is raised by half step too; , creating the C7;~ 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 

t;(~)~~ ~;:~~~~:· /r~:;:~~~e!: ct~~l~~~~~~~~~~n~~t~:~.fifth and sharped ninth (as in 

• On altered chords, the flatted fifth ("b5") is sometimes written as a sharped ele\·enth 
("fll"), and the sharped fifth (":5") is sometimes written as a flatted thirteenth ("bi3"). 
These terms are considered interchangeable within chord symbols. (See Chapter 16 for 
more information on larger chords with ele\·emhs and thirteenths.) 

Sometimes you will see the chord-symbol suffix "7alt" (as in the chord symbol "C7alt"). 
This means that all altered fifths and ninths are available to use at the player's discre­
tion. In many cases a good response co this symbol is to use a dominant seventh with 
sharped ninth and sharped fifth chord (i.e., "C7alt" is interpreted as C7:~), unless 
another combination of alterations is suggested by the musical context. 

• Most of the altered dominant chords shown here are commonly used in jazz and in the 
jazzier pop/R&B styles-except for the dominant ninth with altered fifth (measures 
2-3) which is more pre, -alent in Broadway and show tunes. This chord also implies a 
u:holt-tOIJt stolt (more about this in Chapter 17). 

\Ve saw earlier in this chapter that larger chords are not normally voiced in the same way as 
their stacks are literall}' spelled. Instead, upper-structure voicings are often used to apply these 
chords in real-world contexts. \Vel!, this is also true of five-pan altered chords. \Vith this in 
mind, our next excerpt is from the Leon Russell classic "This Masquerade" (recorded by George 
Benson, among others). \ Ve'lllook at the chords and upper-structure voicings used for an eight­
measure section of the \·erse. The original chord symbols are a mix of triads, four-part and 
fi\·e-part chords, including some altered dominam chords. First of all we'll im·estigate the upper 
structures a\·ailable on some of these chords. 

Fm(maj7) Fm7 Dm7•5 

o>g Fm~5 Gm7 B~ C7;~ Emaj7>5 C7~3 a >m7' 5 

1~' ' ~~ I'~ , I l,f 
* 

g 



I I 0 SECTION 3 INTERMEDIATE STUFF 

In each measure on the previous page, the first chord is a literal spelling of the syrnbol used 
in the song (either a four- o r fh·e- part chord), and the second chord is an upper strucrure which, 
when placed o,·er the root of the first chord, creates the chord quality needed. \\'e can comment 
on each chord and upper strucrure as follows: 

M easure I : The AP augmented triad is an upper strucrure built from the third of the 
Fm(maj7) chord (refer to Track 37, measure 6). 

Measure 2: The A~ major triad is an upper structure built from the third of the Fmi chord 
(refer to Track 53 , section starting 0:19, measure 6). 

Measure 3: The Dm7b5 chord is an upper strucrure bui lt from the third of the Bb9 chord 
(refer to Track 53 , first section, measure 6). 

Measure 4 : The Fm7~5 chord is an upper structure built from the third of the 0~9 chord 
(refer to Track 53 , first section, measure 6). 

Measure 5: The B~ major triad is an upper structure bui lt from the third of the Gm7 chord 
(refer to Track 53 , section starting 0:19, measure 3). 

Measu re 6: The EmajiH chord (refer to T rack 42 , measure 2) is an upper structure built 
from the third of the C7~~ chord (refer to Track 54, first section, measure 9). 
The top note is shown as Eb, rather than o;, for consistency with the song's key 
signature of AI> major. 

Measure 7: The B~m7~5 chord is an upper structure built from the seYenth of the C7;l 
chord (refer to Track 54, first section, measure 8). This particular upper struc­
ture is used in second im·ersion (whereas all the others are in root position). 

!'ext we ha,-e the leadsheet from "T his ,\ lasquerade,'' which includes the chord S}mbols from 
the previous example. 

This Masquerade 

Fm Fm(maj7) Fm7 

1•' if I qJr ~~~r H giJ 
All: we real-ly hap py hell:_ with this lone l)gnmc wcpln).-

Fm7 

~~. 
Gm7 

EE! II 

1\row we're going to create a piano camping part for this song (in a simple Latin/pop style) 
using upper-structure ,-oicings to interpret the chord symbols. 
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Fm Fm(maj7) Fm7 B~9 

~:: :"r } t::f . :r ~:::, 
Fm7 0 >9 Gm7 C7:~ C7~~ 

f:::':" 1, : 1 1f!: l ii:: rffCj 
Again there are two lines of chord symbols showing both the composite and rhe slash 
chord symbols. The first chord is simply an F minor triad, so we ha\·e shown the slash 
chord symbol "Fm!F" to indicate that the F minor triad has been placed over its roar. Al l 
of the other chord symbols are four- or fi\·e-part, and for these, either triad or four-part 
upper strucrures h:we been used. For example: 

In measure 1 the AI> augmented triad has been placed over F in the bass, creating the 
Fm(maji) chord. 

• In measure 8 the Emaj7b5 chord has been placed over C in the bass, creating the 
Ci:~ chord. 

Again, note the inversions used in the treble-clef part: For example, the upper Bbm7b5 at the 
end of measure 8 is in second im·ersion to voice lead smoothly from the upper Emaj7b5 in root 
position . 

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

MAJOR AND MINOR ADD9 CHORDS 
A major or minor ndd9 ch01·d 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 I and 3), but with the 
se\·enth omitted . H ere are examples of major and minor add9 chords: 

Cadd9 Cm(add9) 

There are two basic configurations shown fo r these add9 chords. In measures I and 3 the 
ninth is shown as a major 9th abo\·e the root, and in measures 2 and -+ the ninth is shown as a 
major 2nd abo\·e the root. Functionall~· the note D is really a ninth on these chords, e\·en if it is 
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voiced just above the root (although you mar sometimes see the more colloquial chord symbol 
"Cadd2" used in this situation). Another variation on the add9 chord is to omit the third-some­
times written as "Cadd9(omit 3rd)" or "Cadd9(no3rd).n This is equivalent to the Csus2 chord we 
heard on Track 29. 

These add9 chords are commonly used in pop styles, especiall)' ballads. Here's a leadsheeet 
excerpt from the James Ingram ballad "just Once," which uses add9 chords together with some 
other four- and five-part chords. 

Just Once 
WordobyCynt!oioW•il 

Am9 MuoicbyaarryMonn 

· n . v3 1 

Cadd9 

¥a 
Fmaj9 

ffll 
Em7 

I didm) be>l.-

3 
Dm7 Off 

+wz¢fl: :--: 
Em7 Am(add9) 

be-fore. __ _ 

Again we'll create a piano camping part (this time in a pop ballad style) using a mix of add9 
chords and upper-structure voicings to interpret the chord symbols. 

\Ve can comment on the voicings used as follows: 

Add9 chords with the ninth placed next to the root ha\·e been used for the Cadd9 and 
Am(add9) chords in measures I and 4. 
Four-part upper structures have been used on the Fmaj9 (bui lding an Ami from the 
third) and Am9 (building a Cmaj7 from the third) in measures I and 2. 
Triad upper structures have been used on the Em7 (building a G triad from the 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 im·erted over its seventh in the bass. 

This mi.x of add9 chords and triad/four-part upper structures is a typical conrempor:~ry 
sound. 



CHAPTER 12 

THE 11-V-1 PROGRESSION 

Wltat'• Ah••d: 

Diatonic solfege and resolutions in major keys 

The II-V-I progression in major keys 
Chromatic solfeg and resolutions in minor keys 

The ll-V-1 progression in minor keys 

Combining II-V-I progressions from major and minor keys 

DIATONIC SOLFEGE AND RESOLUTIONS IN MAJOR KEYS 
SQ/ftge is a system of syllables we can use to label the pitches in a major scale. One famous solfege 
user was julie Andrews in The Sound of.Husic. You may ha\'e encountered solfege syllables if you 
have studied ear training or sightsinging. Although these syllables are really just labeling cools, 
the}' help us understand the resolutions that occur within a scale or key. Here is a C major scale 
shown with solfege S)'llables assigned to each pitch within the scale: 

DO RE DO 

The solfege system was first introduced by Guido of Arezzo, Italy, during the early part of 
the I I th cenrury. He noticed that each line of the hymn Ut qutnllt ln.nJ began on a differ­
ent degree of the scale. This prompted him to assign the first syllable of each Latin phrase 
used in the hymn to each scale degree in succession . 

\Vhat we will see is that each of these scale degrees has a unique active or resting property 
with respect to the tonic of the key (or DO). These properties are fundamental to understanding 
how melodies and chord progressions work in many \\'estern music styles. The solfege syllables 
work in all keys using a 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 base" of the major key we are using, and so this scale de­
gree is the most restful or "resoh-ed" within the major scale. 

RE: This is an active tone that generally wants to resolve down by a whole step to DO (or 
up to MD. 

Ml: This is a resting wne within the major scale; it is \"ery definitive, as it clearly signifies 
a major-key quality. 

FA: This is an acti,·e tone that normally wants to resolve down b)' a half step to ,\I I. 
Because the half step is ,·ery strong and "leading," FA is a very acti,•e tone within the 
key. 

SO: This is another resting rone within the major scale; SO has a very stable quality. SO 
is also written as SOL in more fonnal/dassical circles. 

113 
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LA: This is an active tone that generally wants to resoh·e down by a whole step to SO (or 
up ro DO ,·ia TI). 

TI: This is another active tone which normally wants to resolve up to DO by h;llf step. 

These properties can be summarized as follows: 

• DO, .\U , and SO are the resting or "resolved" tones of the major scale. 
• RE and LA are mildly acti,·e, as they resoh·e to adjacent resting tones b}' a whole step. 
• FA and Tl are ,·ery acti,·e, as they resolve to adjacent resting tones by a half step. 

\ \'e can therefore say th:n the main acri,·e-to-resting resolutions within a major ker are: 

RE down to DO (by whole step); 
• FA down to ,\ II (by half step); 
• LA down to SO (by whole step); 
• T l up to DO (by half step). 

Listen for these resolutions on T rack 56· 

(00) RE - DO 

THE 11-V-1 PROGRESSION IN MAJOR KEYS 
A ll-V-1 progression is a series of chords built from the 2nd, 5th, and 1st degrees of the ker Back 
in Chapter 7 we derived the four-part chords that were diatonic to the key of C major (refer to 
Track 38). If we simply extract the chords built on the 2nd, 5th, and 1st scale degrees from this 
series of fou r-part chords, \\"C get the following (notice that there are two forms of I chord shown; 
these are often used interchangeably in jazz): 

Dm7 G7 Cmaj7 C6 

---- ,/ 
It turns out that, when using four-pan (or larger) chords, this progression is uniquely good 

at defining the key to our ear, as it prm·ides the critical acti\·e-to-resting resolutions (FA-1\II and 
T I- 0 0) within rhe ker. T his is significant in jazz and jazz-influenced styles in which the music 
often mo\·es through different momentary keys during the course of a tune. The definition 
provided by these resolutions helps us keep track of where the tune is going-a \·ery good thing 
for all you aspiring jazz musicians out there! 

In Chapter 7 we saw that it was the third Dm7 G7 Cmaj7 
Trock 56 and se,·enth of each four-part chord that helps 

!0--321 define the chord quality (i.e., major seventh, 
minor se\·enth, etc.) to our ear. Let's now take 
another look at this ll-V-1 progression inC 
major (using the major se\·enth form of the I 
chord) just isolating the thirds and sevenths of 
the chords in the treble clef (what I call a "7-3" voicing), with the root of each chord in the bass 
clef. 
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\Ve can make the following observations about this II-V-I progression in major: 
• The third and seventh of each chord completely define the minor seventh, dominant 

seventh, and major seventh chord qualities (refer to Chapter i and Track 37). 

This progression enables us to mo,·e between DO and Tl of the key (from the llm7 
chord to the Vi chord) and between FA and Ml of the key (from the V7 chord ro the 
lmaj7 chord). Both of the leading half steps in the major scale are used, which is the 
most efficient way to let our ear know which key we are in. 

• The root mo,•ement of the II-V-I progression (0-G-C in this case) uses a srrong and 
leading circle-of-fifths motion (see Chapter 3). 

jazz runes make frequent use of II-V- I progressions and partial II-V-I progressions (for 
example, the IT-\: the \"-1, or just the V chord). This can occur within the key signarure of the 
song, and also within different momentary keys used in the harmony. In this chapter we'll begin 
to see these concepts at \\·ork in some classic jazz runes. ln Chapter 18 we'll explore the concept 
of momentary kers in more detail. 

Our first song example in this chapter is the jazz standard ",\listy," which uses II-V-I harmony 
in major keys. Here's a leadsheet for the verse of this song: 

Misty 
E•maj7 B~m7 

Wordoby)ohMy&url<• 
Muoicbyf•roiGorr~er 

¥£40 IJ J J I ,j 
help·less 

A~m7 0~7 

9 . pj J I ·OIJ F 
E~maj7 

rh 
Cm7 

J I j l 

Fm7 .. , 07 C7 

ins 

C"Pr"gi<Ql95,byQc.,..Mo"',..,..,."''lc"'P.-."'-<~olo"'lCo."'<.--Mo"".""'"'dMuoocOO'<IMyOoci'•Sooq>.o.c 

.>di'IJ'~""'""""'Mu..:Miill<;"'et•~~.;~ .... U"'-">>Mu>~·MGISooq> 
.>di,Pio<lopo--..:::..~~~·s::t~~ ...... ..,. •• ,_,...,...,.., 

\Ve can summarize the complete and partialll-V-1 progressions in "1\ liscy. " 

' 
J ; 

Complete: B~m7-E~7-Al>maj7 (measures 2-3) is a U-V-1 in the momentary key of 
AI>. 

Partial (II-V): Al>m7-D~7 (measure -l) is a 11-V in the momentary ke}' of (;I,. 
Fm7-B~7 (measure 6) is a IT-V in the overall key of the song (Eb). 

Partial (V onl}'): The G7, C7, and F7 chords (measures 7 and 8) are V chords in the 
momentary keys ofC, F, and B~. respecti\·ely. 

The Bb 7 chord in measure 8 is a V chord in the overall key of the song 
(D). 

J I 
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Ln addition to the U-V-1 chords in major, ",\listy" has a substitute chord: The Cm7 chord 
in measure 5 can be considered a substitute for an 9maj7 chord (a VI-for-I substitution in 
the key of E.l> major). This is based on the principle that the U-V-1 chords are definitive 
chords within a key (once the harmony gets to four-part chords or abo\•e) and that other 
a\·ailable chords can be understood as substitutes for these definitive chords. \Ve'll discuss 
these substitute relationships more fully in Chapter 13. 

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

Using the former, we move DO around to the tonic of each momentary key. For exam­
ple, we start out with E} as DO because \\·e are in the key of Eb. Then we reassign DO 
to AI:> in measures 2-3, as we have changed to the moment;lry key of AI:>, and so on . 

Using the latter, we keep DO assigned to the tonic of the tune (E~ in this case) through­
out. \Ve then use chromatic solfege syllables (extra syllables for pitches not within the 
key signature) to deal with any momentary key changes that occur. 

Jazz musicians and educators often prefer the second approach for standards, as the key 
signature of the tune still exerts a significant influence over the song as a whole (most 
typically in the melod~·), even though momentary key changes may occur in the harmony. 
i\lore on momentary keys is coming in Chapter 18. 

CHROMATIC SOLFEGE AND RESOLUTIONS IN MINOR KEYS 
Diatonic solfege works fine if we stay \\·ithin a major key, but we'll need to introduce syllables for 
the other (chromatic) pitches if we are in a minor key, or if we use the fixed DO approach outlined 
abo\·e. Chromatic solfege syllables ha\·e enharmonically equivalent names, similar to enharmonic 
note names for sharps and flats. For example, the notes C~ and D~ are the same pitch, but we 
would use one name or the other depending on whether we were actually sharping the note Cor 
flatting the note D. Similarly, we will use a different chromatic solfege syllable if we are sharping 
DO than we will if we are flatting 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 to C). 

00 00 

De5cending 5ylloble5· 

' SE ME RE 

Note that the syllables for the sharped pitches all end with the vowel "i," pronounced "ee" 
(as in "dee," ''ree," etc.), and that the syllables for the flatted pitches end with the \·owe] 
"e," pronounced "ay" (as in "tay," "lay," erc.}--with the exception of the flatted RE which 
becomes RA (pronounced "rah"). Again, don't forget that this works in all keys (not just C)! 
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In Chapter 9 we derived all of the minor scales (natural, harmonic, melodic) and saw how 
they were used within a minor key. In the next section we'll take a closer look at these scales from 
a chromatic-solfege point of view. \Ve'll start with the harmonic minor scale, as iliis scale is a 
uniquely important source for the active-to-resting resolutions wiiliin a minor key, and will help 
us to develop the definiti,·e II-V-I chord progression in minor. Later we'll use the melodic and 
natural minor scales to derive useful alternati\'e options for the I chord. 

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

C harmonic minor 

DO ~IE so LE DO 

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

• ,\IE (the Aaned 3rd degree) has replaced All (the 3rd degree). 

• LE (the Ratted 6th degree) has replaced LA (the 6th degree). 

ME replaces Ml 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 SO by a half step 
(which was not possible in a major key), therefore LE becomes an important new active 
tone in a minor key. TI is still as acti\'e in minor as it was in major (i.e., resolving up to 
DO) and enables us ro derive a dominant chord (containing a major 3rd above the root) 
built from SO, to lead back to the tonic-more about this in a moment. 

Whether the minor scale degrees are in all the minor scales (like ,\IE) or in just some of 
them (LEis only in the natural and harmonic minor scales, and Tl is only in the harmonic 
and melodic minor scales), we can still use these scale degrees as needed within a minor 
key, as a whole, without worrying about which minor scale 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 SO are resting tones of the minor scales. 

RE and FA are mildly active, as the)' resoke down to adjacent resting tones by whole 
steps. (Although RE can resoh·e up to ,\IE by a half step, this resolution is not as strong 
as the other half-step resolutions.) 

LEis very active, as it resolves down by half step to an adjacent resting tone (SO). 

TI is very acti,·e Gust like it is in major), as it resolves up to the tonic (DO) by a half step. 

\Ve can therefore say that the main active-to-resting resolutions within a minor key are: 

RE down to DO (by whole step); 

FA down to AlE (by whole step); 

LE down ro SO (by half step); 

TI up to DO (by half step). 



II 8 SECTION 3 INTERMEDIATE STUFF 

~audio 
tracks 
57 

\IQu can listen to these minor4 key resolutions on Track 57. 

LE - SO Tl - DO 

For completeness we should add a couple more scale degree properties available within 
the natural and melodic minor scales: 

TE (the natted 7th degree from the natural minor scale) is mildly acti\'e, as it can 
resolve up to DO by a whole step. 
LA (the 6th 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 II·Y·I PROGRESSION IN MINOR KEYS 
Phew! Now that all that's out of the way, we can use these new scale degrees to create definiti\·e 
II-V-I progressions in minor keys. \Vhen creating the 11- \ '-1 progression in minor, there are two 
guiding principles we should bear in mind: 

1) The resulting chords shou ld sound different than their major counterparts (for example, 
the II chord in mi nor should sound different from the II chord in major). 

2) The mo,·ement between chords should make good use of the acti,·e-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 a useful source of active-to-resting resolutions, we'll start 
with that scale to build then , \: and I chords in a minor kev. 

II chord: If we start from the note D (RE) and build~ four-part chord, we get 0-F-A!>-C 
(RE-FA-LE-00). This spells a Dm7~5 chord, which differs from Dm7 (II in 
major). Also, the chord contains A!> (LE), a useful extra active tone of the n 
chord in minor. 

V chord: If we start from the note G (SO) and build a four-part chord, we get G-8-D-F 
(SO-TI-RE-FA). This spells a G7 chord, which is the same thing we would get 
in major. However, if we extend this to a fi\"e-part chord by adding A!> (LE), we 
get a G7~9 chord, which is a recognizably different sound compared to the V in 
tm1jor. Also, the chord contains A!> (LE), a useful extra active tone in the V chord 
in minor. 

I chord : If we start from the note C (DO) and build a four-part chord, we get C-E~-G-8 
(DO-,\IE-50-T I). This spells a Cm(maj7) chord, which is different from 
Cmaj7 (I in major). Also, the chord contains E.lt (1\l£), a definiti,·e resting tone 
of the I chord in minor. 

So fur so good, but now we need to de,·elop some alrernati,·es for the I chord in minor, and 
for this we'll look at the other minor scales. Earlier, when deri,~ng the 11-V-1 in major, we saw 
that the major sixth chord was an alternati,·e tonic chord to the major se,·enth chord. Similarly, 
for the tonic chord in minor, the minor sixth chord is an alternative to the minor/major se,·enth 
chord. \\'e can derh-e both of these chords from the melodic minor scale. 
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so 00 

Within this C melodic minor scale, if we start from the note C (DO) and build a four-part 
chord, we again get C-Eb-G-8 (DQ-,\IE-50-Tl), which spells a Cm(maji) chord. If we build a 
sixth chord, instead of a se,·enth chord, we get C-Eb-G-A (DQ-,\1£-SO-LA) which spells a Cm6 
chord. In jazz these two chords are often used interchangeably as tonic chords in a minor key. This 
is similar to the use of the major se,·enth and major sixth chords as tonic chords in major keys. 

But wait ... there's more! Unforrunately, it's not quite enough to ha,·e just these forms of the 
I 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 rhe tonic chord . \ Ve can deri\"e this chord from the natural 
minor scale: 

so 00 

\\'ithin this C natural minor scale, if we start from the note C (DO) and build a four-part 
chord, we get C-n-G-Bb (00-,\IE-SO-TE), which spells a Cmi chord. 

Okay, here's where we're at with all these ll-\'-1 progressions in minor keys: 

The li chord in minor keys is im·ariably a llm7b5 across the rnnge of jazz styles. There 
are no common ahernati,·e forms that you need to be concerned with (phew!). 

The most basic and definitive choice for the\' chord in minor is the V7b9 chord . ,\lore 
broad!\', all altered dominant chords can function as V chords in minor kevs. (See 
Chapt~rs I I and 16 for more information about altered dominant chords.) · 

The I chord in minor has some different forms. The lm(maji) (found in the melodic 
and harmonic minor scales) and its close cousin the lm6 chord (found in the melodic 
minor scale) both impart a jazzy and sophisticated sound . For more straightforward pop 
applica tions, go with the lm7 chord (found in the natural minor scale). 

Let's now have a listen to these II-V-I chord options in minor: 

Cm(maj7) Cm6 

------._ ,/ 
(ja~) 

Cml 

I 
(poplrommtriral) 

When deri,•ing the U-V-1 progression in major, we focused on the definiti,·e tones, which 
were the thirds and se\"enths of each chord (refer to Track 56, section starting 0:32). Now, for the 
II-V-I progression in minor the definiti,·e tones include not only the thirds and se,·enths, but also 
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 11-\'-1 progression inC minor, first 
with the progression ending on the Im(maji) chord. 
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Cm(maj7) 

And now here's another ,·ersion with the progression ending on the Im7 chord: 

Cm7 

i~, 1.!' --------------------
;:=:::::::::::::::: :: '~-:--

\\'e can make the following observations about these 11-V-1 progressions in minor 
(compare these examples to those on Track 56, section starting 0:32): 

• The third and se,•enth of each chord (together with the altered fifth of the first chord 
and altered ninth of the second), define the ll mib5, V7b9, lm(maj 7) chord qualities. 

• This progression enables us to move between DO and TI (from llm7b5 to V7b9), 
between fA and ME, and LE and SO {from V7b9 to lm(maj7)]. All these movements 
(especially the LE-SO resolution) effectively define the minor key center to our ear. 

• The root movement of the II-V-I progression (0-G-C) uses a strong leading circle­
of-fifths motion, just like in the major key. 

Next we'll look at the Latin jazz srandard "Black Orpheus" to check out some 11-V-l 
harmony used in a minor key (and its relati\·e major key). As we did in ".\list:.•," we'll see partial 
ll-V-1 progressions. Here's a leadsheet excerpt from this song: 

Black Orpheus 

Am7 Bm7~S E~9 Am7 Bm7~5 

~~ . If n I I ,;J I I J 

~ 
Dm7 G7 Cmaj7 c:o, 

I . I o____ls· 
G7 

'Ph I 
Fmaj7 Bm7>5 E~9 Am7 Bm~S E7~9 

• e--e • J. ~ I • ___ J) l II 
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Notice that in measures 2-3,4-5, and 13-15 of"Black Orpheus" we ha\·e II-V-I progres­
sions in A minor (Bmib5-E7b9-Am7). Then in measures 6-7 and 9-11 we have II-V-I 
progressions in C major, which is the relaci,•e major of A minor. This type of harmonic 
mo\•ement (between the relari,·e major and minor) is common in both jazz and pop styles. 
Also, in measures 8-9 we ha,,e a V-I progression in D minor (A7b9-Dm7) with the Dm7 
chord then becoming the II 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 
Cmajor). 

Besides the ri-V-1 chords in minor and major, this example has some substitute chords. 

The C# 0 7 chord in measure 8 can be considered a substitute for an A7b9 chord (a 
Vll -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 
11'-for-II substitution in the key of C major). 

Chapter 13 is full of more information about substitute relationships. 

COMBINING 11-V-1 PROGRESSIONS FROM MAJOR 
AND MINOR KEYS 
So far we ha\·e been using II-V-I progressions from a major or minor key only (for example, 
Dm7-G7-Cmaj7 in the keyofC major, or Dmib5-Gib9-Cmi in the keyofC minor). Howe\·er, 
n-V-1 chords from major and minor keys can be mixed freely. For example, we might use the 
11 chord from C major (Dm7), followed by a \.chord in C minor (G7b9), followed by a I chord 
from C major (Cmaji). This type of mixing is very common in jatt. Let's now take a look at an 
excerpt from the famous jazz standard "Autumn Lea\·es" that uses this technique: 

Autumn leaves 

Am7 07 

II ; 
fall· leaves ___ drifl by 

Em7 

,J I ' I! 
y ~-
"' gold I 

Cmaj7 flm 7>5 67 

rTir ; I ! I; . . 
lin es.-- the sun-burned iwlds __ _ 

Gmaj7 

J l .. your 

w j 

Am7 

EnglilhlyricbyJohnnyMercer 
frtnc~lyric byJ<xq .. , P,..,.rl 

MuoicbyJo>ephKo•ma 
Cmaj7 

I r J l I 

07 

If l 
-lips ____ 

Em7 . I 
' 
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ln measures 1-3 of "Aurumn Lea,·es" we have a Il-V-1 in G major (Am7-D7-Gmaji). 
In measures 5-8 we have a mixed 11-V-1 progression (from the keys of E minor and £ 
major). The Frm7~5 is a II chord in E minor, the 87 chord is a V chord in E major (as 
this dominant chord is nm altered), and the Em7 chord is a I chord in E minor. An altered 
ninth of this 87 chord would ha,·e clashed ''~th the melody, which contains the unaltered 
ninth of the 87 chord (C: ) on beat 3 of the measure. The harmonic structure in measures 
1-8 is then repeated for measures 9-16. 

"Aurumn Lea\'es" is one of the most-recorded jazz srnndards of all time. The song 
originated in France (where it was known as Les ftuilles 111011es) with the music written 
by joseph Kosma. English lyrics were then added by the American songwriter Johnny 
Mercer in the late 1940s. The song was featured in rhe 1956 movie Autumn Leavts, star­
ring joan Crawford, with Nat King Cole singing the title sequence. A virtual "who's whon 
of jazz luminaries have performed and recorded the song, including Louis Armstrong, 
Cannonball Adderley, Bill Evans, Miles Da\riS, Oscar Peterson, joe Henderson, and Chet 
Baker. 
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CHORD SUBSTITUTIONS 

What'• Ahe ad: 

Substitutions for the 11-\"-1 chords in major 

Substitutions for the II-V-I chords in minor 
Tritone substitutions and approach chords 

SUBSTITUTIONS FOR THE 11-V-1 CHORDS IN MAJOR 
In the last chapter we derived rhe definitive II, V, and I chords in a major key. Oust a reminder: 
in the key ofC these chords are Dm7, G7, and Cmaj7 or C6, 11·hich you can find on Track 56.) 
These are considered primary chords in the key, but there 11re other available four-part chords 
thllt can act as substitutes for them. For a chord to be able to substitute for a primary chord, it 
will need to have notes in common with that primary chord and, in particular, it will need to share 
the same active or resting characteristics, as explained in 
the last chapter. We'll start with the li chord in C major 0~9 F~~7 

(expanded to its fh·e-part form: Dm9) and look at the ~U ~ 
~~~e:rh~~-ofthis chord to see if a suitable substinJte can ~ ··-··· f..t..······ · 

Notice that the top four notes of the fh·e-part II chord (Dm9) form an Fmaj7 four-part 
chord. This Fmaji chord (a IV chord) has several notes in common with the original Dm9 
chord, including the important active tone FA. (In Chapter 12, we saw how FA resoh·ed 
to ,\tl across the II-V-I progression in major.) So we can consider this IV chord to be a 
substitute for the 11 chord in major. 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 defini­
ti\·e II chord. This will change the vertical quality of the chord and the root movement 
of the progression (i.e., the intervals between the roots of successi\·e chords), but it will 
preserve the acti\'e quality within the key. 

The two songs at the end of Chapter 12 both contained IV chords in major keys (which 
could be considered substitutes for II chords). Check out the Fmaj7 chord in measure 12 
of"Black Orpheus," and the Cmaji chords in measures 4 and 12 of"Autunm Lea\·es." 

Notice that the top four notes of the five-part\' chord (G9) form a Bmi~5 four-part 
chord. This \11 chord has se,·eral notes in common with the original V chord, including 
the important acti\•e tones TI and FA. So we can consider the VU chord to be a substitute 
for the\' chord in major. This means that (subject to conrext) we can either substitute the 
VIl chord for the\· chord, or replace the VII chord with the original definiti\·e V chord. 

123 



1 24 SECTION 3 INTERMEDIATE STUFF 

Troc:k58 
f0: \4) 

0& 

""" &bolts 

Track 58 
(0:2 1) 

0& 

""" &bolts 

don't 
forget 

It turns out that the I chord in major has n•;o available Cmrj9 E~7 

diatonic substinues. To deri,·e the first one, we'll expand 1~J~~~~~~~ 
~~r~.maj7 form of the I chord to the fi,•e-part Cmaj9 ~ ··-····· MJ······ · 

Notice that the top four notes of the five-part I chord (Cmaj9) fonn an Emi four-part 
chord. This ill chord has several notes in common with the original I chord, including the 
important resting tone i\II. So we can consider the ill chord to be a substitute for the I 
chord in major. This means that (subject to context) we can either substirute the UI chord 
for the I chord, or replace the Ill chord with the original definitive I chord. 

C6 Am7 

To derive the second substitute, we'll now take the ~~~~~§~~~vr~~~ 
four-part C6 form of the I chord and invert it, placing the 
sixth in the bass. -------·MJ ········ 

Notice that the four notes of this I chord (C6) have been rearronged to form an Am7 four­
part chord. This VI chord has all four notes in common with the original I chord, including 
the important resting tone Nil So we can consider the VI chord to be a substitute for the I 
chord in major. This means that (subject to conrext) we can either substitute the VI chord 
for the I chord, or replace the VI chord with the original definitive I chord. 

Although we started out with different forms of the I chord (i.e., Cmaj9 and C6) to derive 
the last two examples, in practice the ill-for-I and VI-for-I substitutions will work for all 
four- and five-part forms of the I chord (i.e., Cmaj7, C6, Cmaj9, C i , etc.). Because the VI 
chord is a little more restful within the key than the III chord, the VI-for-I substitution is 
used more commonly than the III-for-I. 

Now it's time to summarize these chord-substitution relationships in major keys. T he 
primary II, V, and I chords are shown above the staff and the substitute chords are shown below 
the staff. 

Dm7 G7 Cmaj7 

¥?" v I 

Bm~5 Eml Flruaj7 vrr "' Am7 

" 
The IV chord can substitute for the II chord. 

The VIJ chord can substitute for the V chord. 

The III or VI chord can substitute for the I chord. 
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Kow 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 Song 

E09 A~maj7 

: I o • -._JI J II 

~·-
good_ 50nJl. 

E'o Fm7 

UJ • , , J ; I I 
andso_ I 

Word1byNonnonGimb.l 
Mu1i<:by CI>orl., fox 

o >maj7 

• ·-· J J_J 
llw:ard lw:~- 51)lt._ 

Copy<?o01912hoW....,.~ood fo~ ~>.lo< 1!0 ... 1$ 221 e.-lyHilo.<:A90:109~ 

--.....Copy<'";~ .... -

This song contains a good example of a VI-for-I substitution in a major key. In measures 
1-3 we have a II-V-I progression in~ (Bbm7-&9-Al>maj7). In measures 5-6 we repeat 
the same ll-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-+ is a rv chord 
which can be considered a IV-for-II substitution in AP . 

SUBSTITUTIONS FOR THE 11-V-1 CHORDS IN MINOR 
In the last chapter we also derived the definitive II-V-I chords in a minor ker. Oust a reminder: 
ln the keyofC minor these chords are Dm7~5, G7~9, and Cm(maji) or Cm6 or Cmi, which you 

Dm7~5 Fm6 can find on Track 57.) \Ve'll now derive substirutes 

~ 
II tv that share the same acti \·e or resting qualities as these 
ij· ·ifS±d primary chords. \ Ve begin with the II chord in C minor 

<:·· LE···_ ... ·· (Dm7~5), im·erted so that the third is in the bass. 
'··FA··· 

Notice that the four notes of this II chord (Dmi~5) have been rearranged to form an Fm6 
(IV chord). This chord has all of the nares in common with the original 11 chord, including 
the important acti\·e tones LE and FA. (In Chapter 12 we saw how FA resolved to 1\<lE, 
and LE resolved to SO, across the IT-V-I progression in minor.) So we can consider this 
IV chord to be a substirute for the II chord in minor. This means that (subject ro context) 
we can either substitute the IV chord for the II chord, or replace the IV chord with the 
original definiti\•e II chord. 

Next up is the five-part V chord in C minor 
(G7~9). Again, we'll look at the upper part of this 
chord to derive a suitable substitute. 
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Notice that the top four notes of the fh·e-pan V chord (G7~9) form a so; four-part 
chord. This \'11 chord has several notes in common with the original V chord, includ­
ing the important acti,·e tones TI, FA, and LE. So we can consider this VII chord w be 
a substirute for the V chord in minor. This means that (subject to context) we can either 
substitute the VU chord for the V chord, or replace the VII chord with the original defini­
tive V chord. 

As in a major key, the I chord in minor also has 
two substitutes available. One of these will apply to 
the jazzy forms of the I chord flm(maj7) or Im6], and 
the other will apply to the pop form of rhe I chord 
(Im7). To derive the first substitute, we'll take the 
Cm6 form of the I chord and im·err it, placing the 
sixth in the bass. 

Cm6 Am7'o5 
' v• 

········ ME -········ · 

Notice that the four notes of this Cm6 I chord have been rearranged to form an Am7H 
chord . This VI chord has all four notes in common with the original I chord, including 
the important resting tone ME. So we can consider this VI chord to be a substitute for the 
jazzy fom1s of the I chord in minor [i .e., Cm(maji), Cm6, Cm9(maj7), CmSJ. This means 
that (subject to context) we can either substitute the VI chord for this type of I chord, or 
replace the VI chord with the original definitive I chord. 

Cm9 E>maj7 

·········ME ········· 

To deri\·e the second substitute, we'll expand the Cm7 
form of the I chord to the five-part Cm9 chord . 

Notice that the top four notes of the fi\·e-patt I chord {Cm9) form a four-part Ebmaj7 (ill 
chord). This chord has several notes in common with the original! chord, including the 
important resting tone ME. So we can consider this ill chord to be :1 substitute for the 
pop forms of the I chord in minor (i.e. , Cm7, Cm9). This means that (subject to context) 
we can either substitute the Ill chord for this type ofl chord, or replace the III chord with 
the original definiti\·e I chord. 

Now it's time to summa rize these chord-substitution relationships in minor keys. The 
primary II, \~ and I chords are shown above the staff and the substitute chords are shown below 
the staff. 

Dm7'o5 G7~9 Cm(:naj7) 

¥{ 
v 

B•7 Am7•5 
•v vn v• 

The IV chord can substitute for the II chord . 

The \11 chord can substitute for the \'chord. 

Cm6 

The\ 1 chord can substitute for the jazzy forms of the I chord. 

The rn chord can substitute for the pop forms of the I chord. 

Cm7 

E>maj7 

" 
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Let's see some of these chord substirutions at work, first in the Cole Porter song "I Love 
You." 

Ami>S 0 7°9 Gm7 

I Love You 
from MEXICAN HAYRIDE 

C709 

you" _ _ _ 

C7>9 

Fmaj7 

F6 

Woo:hcndMuoic by 
Coli Porter 

pril tm.eze. _ _ 

This song contains a good example of a f\qor·ri substirution in a minor key. In measures 
1-2 we ha,·e a IV-V progression in F minor (Bbm6-C7b9). The Bbm6 is a substitute for 
the ll chord (Gm7b5). (This substirution is often shown on leadsheets for this song­
although the Gm7b5 that's hiding underneaili this Bbm6 chord symbol sounds prett)' good 
too!) This leads to an Fmaj7 chord in measure 3 (recall Chapter 12, where we saw that 
11-V- 1 progressions in major and minor can be freely mixed together). \Ve also have a 
II-V-I progression in G minor in measures +-5 , linking into a "mixed" il-V-I progression 
in F minor and F major in measures 5-8. 

ren More Cole Porter Song• You Sboulll Know 
Cole Porter is one of the most celebrated composers and songwriters of all time. like his contem­
poraries George Gershwin and Irving Berlin, he wrote many Broadway shows and songs, 
although his greatest successes did not come until his middle and later years. Many of his contri· 
butions to the "Greot American Songbook" have been performed and recorded by succeuive 

~ibue~a;i~5hsL~J/~:r~~sr~i~~s,m:~~~rhii~c;~;k~,~~~~~o~th~~j~scl,e;~~o~u~:f "I love You" on the 

"let's Do II !Let's Fall in love)" 
"You Do Something to Me" 
"What Is This Thing Coiled love~· 
"Night and Doy" 
"love for Sole" 

"I Get a Kick Out of You" 

:fue:T~!e o~~::~hings" 
"EosyTo love" 
• Always True to YO\I !In My Fashion)" Cole Poner 

Next we'll look at the jazz standard "It Could Happen to You," written by J immy Van Heusen 

in the 19-lOs. 
It Could Happen to You 

from the PoromO\Int Picture AND THE ANGELS SING 

Bm7 Cmaj7 

Hide your bean from siah!. lad your dnams 11 nighr . h could hap-pen 

Word1 byJohnny8urkt 
MuoicbyJomeoVonlie<rMn 

F'm~S B7>9 Bm7 E 7>9 

~C1~""$ooor/~=~11C 

.U~ .... ...o..;,.,; ,_b<)'by/ATVMu~~.I"-<J.ooo<oWo~.No-.TN J7'20J 
-.........,.c"PP";glos.e....d.UI~ Io......d 
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"It Could Happen to You" has some good examples of Vll-for-V substirutions in minor 
keys. In measures 2-3 we have a VII-I progression in A minor (G#0 7-Am7), in which the 
G#0 7 is a substirute for the V chord (E7b9). Similarly, in measures +-5 we have a Vfl-1 
progression in B minor (M0 7-Bm7), with the A:o7 substiruting for the V chord (F:7b9). 
(fhese substirutions are often shown on leadsheets for this song, although the "original" 
E7b9 and F;7b9 chords work fine as welL) \Ve also have a ll-V progression in E minor in 
measure 7, and a mixed 11-V progression in A major/minor in measure 8. 

TRITONE SUBSTITUTIONS FOR DOMINANT CHORDS 
Next we'll checkout a chord-substirution technique known as n·irollt substitution, which is common 
across a wide range of jazz and jazz-influenced styles. This involves replacing a dominant chord 
with another dominant chord whose 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 11-V-1 progression, or a 
partial II-V-I (i.e., just the V-I). In order for this technique to work, the melody at that point 
in the tune has to fit within the replacement dominant chord. Let's first of all look at the II-V-I 
progression in C major (isolating the definitive thirds and seYenths of each chord, as we did on 
Track 56), and see how this technique would be applied ro the G7 dominant chord. 

>v 

In the second three-measure example above, we have replaced the G7 chord with a Db7 
chord. The root of the substitute dominant chord (Db) is a tritone away from the root of 
the original dominant chord (G). l\"otice that, between 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 G7 chord (F) becomes the third of the Db 7 chord. 
Because of this, the mo\•emem of these 7-3 lines (by half steps and common tones) across 
the D-V-1 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 technique 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 
definiti\·e chord changes most commonly used. 
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All the Things You Are Lyri<:obyOoccrHotn...,.'l!~un l 

Fm7 B~m7 El7 A>maj7 
~ , MuokbyJ•r,.,..Kern 

0 maJ7 

prom-ised kiss ,, 
~pnns·umc lone-1) 

G7 Cmaj7 Cm7 Fm7 .. , 
~ ' .. ,. __ _ breath-leu hush of 

A~maj7 ~J----. Gmaj7 

~ - ~ ~ •• ;J I ~ ..... _____: 
brinkof a love-ly sonll·---

To implement this rritone substitution, we look for a II-V-I progression and see if the melody 
on the V chord would also work O\"er the substitute chord. 

The first 11-V-I progression occurs in measures 2-4 in the key of AJ, (Bbm7-Eb7-
J\l,maj7). The rritone substitution for the £17 in measure 3 would be A7 . The melody at 
this point is G (the third ofEb7), which would also work O\·er the A7 substitute chord, 
where it would become the seventh of this chord. 

The second II-V-I progression is in measures 10-l2 (Fm7- Bb7-Ebmaj 7) in the mo­
mentary key ofE.b. The tritone substirution for the 8~7 in measure II would be E7. 
The melody at this point is D (the third of Bb7), which would work O\'er the E7 substi ­
rute chord, as it would become the seventh of this chord. 

Here is the same section of the song with these tritone substitutions applied: 

All the Things You Are 
Fm7 B~m7 A7 A>maj7 D~maj7 

¥® I" IJ .m I I I J 
Yoo prom ·ised lis~ "' spnng-ume lono·ly 

G7 Cmaj7 Cm7 Fm7 E7 

~ long ___ _ 

A>maj7 D7 Gmaj7 

J I • • • • I ; ,. J 
e>.~ • ning !hal trem·ble$ on the bnnl: of 1 Jo,-~ · 

It would also be technically possible to employ this substirution technique within the 
V-I progressions in measures 6-7 (G7-Cmaj7) and 1+-15 (D7-Gmaj7). Howe"er, if we 
replaced the Gi in measure 6 with a Db7 , we would have no root mo\'ement betv>'een 
measures 5 and 6 (i.e., from Dbmaj7 to Db7), which sounds less interesting and attracti\'e. 
A similar siruation happens in measures 14-15. 
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DOMINANT APPROACH CHORDS 
This is a chord-embellishment technique thar is relared w the previous topic. A dfJ111inn11t 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 w that of the 
tritone substitute chord in the previous examples, but with the following differences: 

The chord being approached can be a 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 target. 

To 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 :1 root a half step higher 
than the chord in question). We then look at the melody notes immediately preceding the chord 
to see if they would fit over the new dominant approach chord . If so, we can then insert the new 
approach chord below these melody notes, "stealing" one or more beats from the chord. "All the 
Things You Are" presents several opporrunities to do this, as we will see. 

fml 

PYoo 
Gl 

All the Things You Are 
B~m7 (E7) E' l 

lj 
prom·i>ed 

(0'.7) Cmaj7 

~ 
~«m lona.-- -

(A7) A~maj7 

kiss of 

Cml fml 

D~maj7 (A~7) 

I• 
lone-1} 

{87) .. , (E7) 

< 
breath -le.!.~ hu>ll of 

A~maj7 (E>7) 07 (A>7) Gmaj7 

The \'a rious approach chords have been added as follows: 

~"0"------­
~··---

Looking at the £1:.7 in measure 3, the dominant approach into th is would be £7. The 
melody note on beat 4 of the preceding measure is AI:> (equivalent toG#), which is the 
third of E7. \ Ve can therefore insert the E7 as a dominant approach chord on beat 4 of 
measure 2, leading into the £1:.7 in measure 3. 

Looking at the Al:>maj7 in measure 4, the dominant approach into this would be A7. 
The melody note on beat4 of the preceding measure is G, which is the seventh of A7. 
\.Ve can therefore insert A7 as a dominant approach chord on beat 4 of measure 3, lead­
ing into the Al:>maj7 in measure 4. 

Similar logic applies to the remaining added dominant approach chords, leading into 
measures6, 7, II, 12, H,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 
opporrunity, as it could become distracting. Deployed with restraint and taste, however, 
these approach chords can certainly spice up your jazz arranging and perfom1ing. 
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SONG FORM AND STRUCTURE 

Wllaf's Allearl: 

Sections of a song 
Common song forms 
Classical forms 

SECTIONS OF A SONG 
\\'hether you're writing your own songs or listening to somebody else's, you should be aware of 
the different sections that together make up the form of the song (such as the intra, verse, chorus, 
bridge, etc.). First \\·e'll discuss form in contemporary popular styles of vocal and instrumental 
music. And then we'll conclude the chapter with an introduction to some commonly occurring 
forms in classical music. 

There are man}' different ways to combine sections within a song, as we will see shortly. Some 
sections can be labeled alphabeticall)' (i.e., "A," "8," and so on}--here's where you can impress 
your musician friends by tell ing them that your new song has an ":\ABA" form! jazz musicians 
often use this system of letters to refer to the parts of a rune. Letters can also be used to describe 
the form of a pop song, though labels like ",·erse" and "chorus" are more common. In this chapter 
we'll look at some song forms in both pop and jazz styles. 

\Ve begin by examining the various sections that may appear within a pop song: 

INTRO 
The intro (i f 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 w return later on . 
lntros in commercial pop styles are mostly short (four or eight measures) and lead direct!}' to the 
,-erse or chorus. 

VERSE 
The vrrsr in vocal songs is normally where the lyric "tells the story."' Most ,-ocal songs ha'"e two 
or more ,·erses, usually with different sets of lyrics. In contemporary styles 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 as an "A" section within the form . 

PRE-CHORUS {SET· UP) 
The prr-chorus (if present) is an extra section of a ''ocal song, added between the verse and the 
chorus. T he pre-chorus is sometimes called the set-up. The function of the pre-chorus is to add 
momentum and energy in building wward the chorus. Pre-choruses, like intros, are normallr 
short (again, four or eight 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 a "8" section within the form. Later in this chapter we'll look at "Shattered 
Dreams," by johnn~· Hates Jazz, which has a great example of a pre-chorus. 

CHORUS 
The cborus is the section of the song with the most energy and intensity. J\ !elodically the chorus 
normally contains a repeated section, or book, designed to get the listener's attention. Lyrically the 
chorus will contain the "main message" of the song, which is often reflected in the song's title. 
This is the part of the song that most listeners or fans are most like!)' to remember. The chorus can 
also be referred ro as a "8" section within the form (or a "C" section if it follows a pre-chorus). 

131 
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BRIDGE 
The bridgr (if present) normallr occurs after the second chorus of the song and pro,~des contrast 
and variation before leading back into another ''erse or chorus. The lyrics here often introduce 
another element to the story, or tell it from a different angle. J\lusically, the melodic and/or 
harmonic material normall}' differs from that of the verse and chorus. The bridge can also be 
referred to as a "Cn section (or a "Dn section if a pre-chorus is present). One of the most effecti,·e 
pop-music bridges e,·er written is in the song "[,·ery Breath You Take" by the Police. 

INSTRUMENTAL SECTION OR SOLO 
Many vocal songs will feature an instrumental section or solo to change the focus and build 
excitement. An instrumental solo will generally be impro,"ised 0\'er the chord progression from 
the verse or chorus, whereas an instrumental section is a composed melody part added to the 
song. Highly regarded instrumental solos (which have greatly enhanced their songs' popularity) 
include Bobby Keys' sax solo on the Rolling Stones' "Brown Sugar" and Eddie V.1n Halen's guitar 
solo on Michael jackson's "Beat It." Great examples of composed instrumental sections are found 
in Nik Kershaw's "\Vouldn't It Be Good" and Peter Gabriel's "Sledgehammer." 

ENDING (OR CODA) 
,\lost recordings of pop songs will fade om O\·er repetitions of the chorus, but for live perfor­
mances-and even on some recordings-an acrual ending is used. This might be as simple as 
ending the song (typically on a I chord) after the last chorus, or it might invoke an extra ending 
section (coda) based on an earlier part of the song. Some artists will add an extended instrumental 
ending using different material, which then becomes a special fearure in its own right. ,\lemorable 
examples of this occur in Eric Clapron's "Layla" (from Loy/a and Other ASlOrttd Love Songs by 
Derek and the Dominos) and "Speedway at l\"azareth" b~· ,\lark KnopAer. 

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 \-\~nd,"' which is based on a verse-<:horus form (which we can also call an '"'AB" 
form). This means that the \·erse-<:horus (or "AB") unit is repeated throughout the song. 

This chart is written in cut time (equivalent to 2/2 time), which means there are two half­
note beats per measure. In reality, this rune has a sixteenth-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 would be equivalent to eight measures of 4/4 time. You will 
sometimes see this notational technique in pop fakebooks . This is done to aid readability 
(on the supposition that eighth notes are easier to read than sixteenth notes)---but don't 
forget that the measures go by twice as fast! 

l.. 3. Good· by~ 
2.lon· li 

;[;: 

Candle in the Wind 

!. • j J 

Tlloughl ne••· er 

We><do<>ndMuoieby 
Ell<>n.k>lon <>ndkrn;. T<>upi n 

'-"-;lo~191J~........e:SMUSICl1tl 

l>lt.p. .. ... """'""-oodCooo>cloCGM.-ood--l>yl.N'o"tUN.·SONGSc:AIQI.l'GIM<t-."TI-TIONAI.NC 
Ml;gln-Uoodl>y--
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"Candle in the \Vind" has an "AB" (or verse-chorus) form. 
The \•erse (or "A" section) is sixteen measures long. 1\\'0 lines of lyrics are shown (for 
verses I and 2). On the third repeat of the form, dte lyrics from the first verse are used 
again. 

The chorus (or "B" section) is sevenreen 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). 

The leadsheet for "Candle in the \:Vind" includes some slash chord symbols. 
• The E!G# symbol means an E major triad placed over its third (G#). 
• The NE symbol means an A major triad placed over its fifth (E). 

You'll find more about slash chords in Chapter 19. 

"Candle in the W'ind" is one of Elton John's most famous songs. 
It was written (with John's longtime lyricist Bernie Taupin) in 
1973 and was included on the Goodbyr Yr11tr<» B1·ick Road album of 
the same year. Originally inspired by the life of .\laril)'ll J\lonroe, 
the song was reworked in 1997 as a tribute to Diana, Princess of 
\Vales. The CD single of this version became the second·best· 
selling single in history (eclipsed only by Bing Crosby's "White 
Christmas"). 

Elton john 

Next we'll look at the pop/rock rune "Shattered Dreams" from the British band j ohnny Hates 
Jazz. 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. 
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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 I and 2). 
The pre-chorus (or "B" section) is four measures long. Th is is a short section that 
builds energy and momentum imo the chorus. Two lines of lyrics are shown (for pre­
chorus I and 2). 
The chorus (or "C" section) is eight measures long. 

It is cypica\ for pop music forms to be varied (sections repeated, key changes added, and 
so 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 fonn. 
This is followed by a shon 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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johnny Hates Jazz was a British pop/rock trio that will fore,·er 
be known in the US for the hit single "Shattered Dreams." 
The band was primarily a vehicle for the ''ocal and songwriting 
talents of Clark Datchler. The group's big break came when 
they were signed by Virgin Records in 1986---ironically on the 
strength of a performance at a jazz dub! 

JohnnyHatesJau 

Our next song is the famous Disney classic ~Beauty and the Beast," by Alan Menken . This is 
based on a ,-erse-chorus-bridge form with a twist: The bridge has a built-in key change (from £1. 
major to F major). Following the bridge, the ''erse and chorus is repeated in the new key. So to 
indicate the form full)', we could use the letters "A.BCAB" (the last A and B sections being in the 
new key). 

Seauty and the Beast 
~ Verse from Walt Disney's BEAUT'Y' AND THE BEAST 

Modera te Rock tempo 
E>add9 B~ 7sus4 8~7 
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"i ; I 
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Gml Fml B~7sus4 .. , 
; J J j J 

j J J ; I 
~i - lher~~- -· Beau-ty """"' 

[Q Bridge 

a•7sus4 Gm A0add9 A!o add9 AJ 

;.JJIIB Jan 1 
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This song has an "ABC.I\.8" (or verse-chorus-bridge-verse-chorus) form. 
• The first verse (or .. A" section) is eight measures long. 

The first chorus (or "B" section) is also eight measures long. It starts similarly to 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 
long and transitions into the key ofF major. The unusual phrase length and the key 
change combine 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 "8" section) is also eight measures long with an extra tag of three 
measures added at the end. 

Now we're going to look at some song forms typically used in jazz runes and standards. \.Vhen 
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. 
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This song has an "AA.BA'' form with each section being eight measures long (making 
thin:r-r:wo measures in total). 1\otice that measures 9-16 (the second "A" section) are a 
repeat of measures l-8 (the first '"A" section). Then measures 17-H (the "B" section) 
ha\·e 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 11AA8A"' Jazz 
Sforulorcl• You Sltoulrl Know 
"AABA" is the most popular song form lor mainstream 
jazz and standards. Here ore six more "AABA" dos. 
sics thot you should hove in your collection: 

• Herbie Hancock, "Maiden Voyage" 
• Dul:e Ellington, "Sotin DoW 
• Miles Davis, "Nordis" 
• Thelonious Monk, "Well, You Needn't" 

Duke Ellington, "Toke the 'A' Train" 
• Benny Golson, "Killer Joe" 

IAl 
My Romance 

from JUMBO 
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~d . u iW ; I J J 

After the "AABA '' form, 
the next most common song 
form in jazz is the "ABAC" 
form . As with the "AA.BA" 
form, most tunes using the 
"ABAC" form are thiny­
two measures in length. Our 
next example is the Rodgers 
and Hart sta ndard ",\ !y 
Rom:m ce." 
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";\ ly Romance" has an "AB.>\C" form, with each section being eight measures long 
(making thirty-two measures in toral). Note that measures 9-16 (the "B" section) conta in 
different harmonic and melodic material than measures 1-8 (the first "A" section). 
H owever, measures 17-H (the second "A" section) are a repeat of measures 1-8 (the first 
"A" section). Finally, measures 25-32 (the "C" section) contain different harmonic and 
melodic material from that of the other sections. 

Same More "'ABAC" Joss Sfonrlorrl• 
You Shoufrl Know 

~~~~~~~~~ 0~: ~K~~~0!A~;~. ~~:,: ~~~zy~~~h~~1d 
checkout: 

• Jimmy Von Heusen, •1 Thought About You" 
• Jerome Kern, "Dearly Beloved" 
• Miles Davis, " Four" 
• Fronkloesser, "lfiWereoBell" 
• frank Churchill , "Som&doy My Prince Will Come" 
• Nocio Herb Brown, "You Stepped Out of o 

Oreom" -~·qlc.M<Poctut.. 

jerome Kern 

i\ow we'll switch gears 
and talk about rhe blues form. 
If you're jamming wirh your 
buddies and someone calls 
om "Let's play the blues in 
C," most likely this is the 
form you'll be using. Most 
blues songs ha\·e a twelve­
measure form, which means 
that a tweh·e-measure chord 
progression is repeated for 
both the melodv and the 
impro,-ised solos." Our next 

example is a piano arrangement of the traditional blues song "C. C. Rider," a t\\'eh-e-measure 
blues in the key of C. 

~audio 
tracks 
61 
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\.Ve can analyze the "C. C. Rider" blues progression as follows: 
• The chords used are dominant sevenths built from the l st, 4th, and 5th degrees of the 

key (C major), which we can refer to as the 17, TVi, and \"7 chords. 
The t\\'eke-measure sequence breaks down into three sections of four measures each. 
The first four measures normally use the I7 (C7 in this case). A common \'ariation is 
to mo\·e to the f\!7 (which would have been F7 in this case) in the second measure, 
rerurning to the Ii for measures 3-4. 
The next four measures (measures 5-8 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-!1 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 II. 
1\leasures 11-12 then act as a rumaround section, leading back to the beginning of the 
form. Many chord progressions are possible here; the simplest options are to stay on 
the 17 or to move to the V7 in measure 12 . 

There are many variations on the blues progression, particularly in jazz/blues, where more 
substirutions and complex chords can be used. Also, although the twel\'e-measure form is 
predominant, other lengths are used as well: 
• The eight-measure fonn is commonly found in New Orleans blues styles. 
• The H-measure form is used in some blues/rock and jazz/blues styles-in particular 

the jazz waltz, as we will see shortly. 

Our next song C.'tample is the Ray Charles R&B classic "\Vhat'd I Say," which uses the basic 
tweh·e-measure blues fonn, this time in the key of F. 

F7 

Tell me\\hafd t .. , 
Jay?_ 

C7 

What 'd I Say 

a•1 
II Q : J IJ 

say7 

s.ay? 

Wordsot>dMuJicby 
RayCOorles 

Note that this rune follows the basic tweh'e-measure blues form exactly, with the 17 (F7) 
on measure l, the IV7 (8~7) on measure 5, and the V7 (C7) on measure 9. The melody is 
simple, consisting of two-measure motifs that repeat and develop O\'er the blues progres­
sion . Sparse and repetiri\'e melodies <lre common in simpler blues styles. 
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Now we're going ro look at a more sophisticated blues, a jazz/blues waltz with a H·measure 
form. In Chapter 8 we learned that 3/4 time was also known as wain time. The jaz.z/blues waltz 
is written in 3/4 time and typically doubles the number of measures in the blues form. j azz/blues 
chord progressions are often much more inmlved than those of the basic blues, using \"arious 
II-V progressions, substitute chords, and so on. \Ve can see all this at work in "Biuesette," the 
famous jazz waltz written by Toots Thielemans. 
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Oml G7 
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s >maj7 

Am7>s 0~9 

Bluesette WO«isbyNom.onGimbel 
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""' ]ll(l· 

' "' Jo•·c-ly 

Bml .. , Aml 07 

Although this rune has many more chord changes than the basic blues, it is still loosely 
based on a H-measure blues forminG major. The first eight-measure section begins with 
the Gmaj7 chord (i nstead of Gi) and the second eight-measure section begins with Cmaj7 
(instead ofC7). A5 a variation, the last eight-measure section begins with an Al>maj7 chord 
and then mo\·es through \'a rious Il-V progressions toward the D7 chord. 

Other notable jazz waltzes that use H-measure blues forms include "All Blues" by Miles 
Davis and "Footprints" by \Vayne Shorter. 

CLASSICAL FORMS 
Within ffie world of classical music, manr different forms exist, such as the cantata, concerto, 
fugue, march, minuet, opera, oratorio, sonata, spnphony, and various others. Each of these forms 
have a specific structure that the composer needs ro be aware of. Here we'll meet ffiree of the 
best-known forms. 
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CONCERTO 
The conmto features a solo voice or instrument accompanied by a full orchestr.t. This form origi­
nated in the Baroque period and has been popular e\·er since. The majority of solo concertos ha\'e 
a three-mo,·ement form (fast, slow, fast). 

Recommended Listening: 
1\laurice Ravel, Pinna Conwto for tbe Left Hand 
J ohann Sebastian Bach, Bmudrnburg Conmto .Vo. -.1 in G .\Jnjor 
Peter lt~·ich Tchaiko,-sL:y, Piano Concmo Xo. 1 in BJ .\Iinor. Op. 23 

SONATA 
,\ lost sonatas from the Classical period onward fearure either solo piano or 
a piano accompanying another instrument (often '~olin or cello). Sonatas 
exist in one-, two-, three-, and fou r-mo,·ement forms, with four mo,·e­
ments becoming the established norm in Beetho,·en's time. 

Recommended Listening: 
Ludwig van Beetho\·en, Piano Sonata .Vo. 8 in C .\li11or, Op. 13 tPnthi­
tiqut'/ 
Franz Liszt, Piano Sonata in Bminor 
John Cage, Sonntnsn11d lmrrludtsfor Prtpnml Piano 

SYMPHONY 
The rympboJI)' is a large-scale orchestral work, traditionally with fou r 
separate mo\·ements. T he srmphony is the pri ncipal fo rm of instru­
mental classical music and has been fearured prominently in concert 

Ludwig \"lll"l Beethol"en programs since the rise of professional orchestras in the early 19th 
century. 

Recommended Listening: 
Ludwig \·an Beethoven, Sympbony .Vo. 3 in f) Jlnjo1; Op. 55 ('Eroicn~) 
Antonfn Ovof.lk, Sympbony No. 9 in E ,\lino1; Op. 95 ("FI""Om tbt .Vr.;· 

lfiwld') 
Aa ron Copland, SympboJ~)' No. 3 
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CHAPTER 15 

CHARTS AND FOLLOWING THE ROADMAP 

What'• Ahead: 

Fake books, charts, and leadsheets 
• Road map directions 

FAKEBOOKS, CHARTS, AND LEADSHEETS 
!\ow it's time to explore the fun world of faktbooks, charts, and luulshms. A chart is a notated 
\'ersion of a song showing the melody and chord S)'lllbols, or just the chord S}mbols without the 
melody. A chart should also show the overall form and sections of the song (intra, verse, chorus, 
etc.), as well as an}' "roadmap" directions, which might include repeats of sections, D.C. (mean­
ing go back to the beginning), D.S. (meaning go back to me "sign"), To Coda (when to go to the 
coda), and so on. (,\lore about following roadmaps in a moment!) \Vhen presented with a chart, 
the musician will then impro\~se a part based on an understanding of the musical style. 

You'll want to know some basic mcabulary: 
If the chart has melody and chord symbols, it is also referred to as a leadsbeet. Many of 
the songs in this book are presented as leadsheets. 
Afalubook is a collection ofleadsheets, normally in a particular style (i.e., pop/rock, jazz 
sra.ndards, etc.). 
lf a chart just has chord symbols, it is also known as a chord chan. Chord charts are not 
normally published in books, bur 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: 

Dm7 Gm7 

The chord chan might also include specific rhythmic information, with the exact chord \·oic­
ings still being left up to the player. 

Dm7 Gm7 

iii I u II u II u II u 
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A leadsheet will include the melody as well as the chord S}rmbols: 

A7;5 

• I r· 

c~ 

~. F r 1 

F7 

If F • I I ]j 

The individual charts in fakebooks are normally no longer than two pages, which makes them 
easy to use on the gig and means that each book can contain many different songs. 

Fen FalceiJooJu You Should Know 
Here ore ten fokeboob that I use, grouped into three overall categories. Check out as many of them out as you coni 

The Reo/ Book, 6th ed. 
The Reo/ Boob ore the best-selling jazz books of oil time. Since the 1970s, jazz musicians have trusted these volumes 

~~~~u~~~ythr~~r~ ~~e~~~~iat?~;,ft~r ~~;~irr;se ~~;l~m ~~ ~~~r;=~h:,e~~~=~~:~od;~:a\"~a~;~;~~::: 
Hal leonard has published the first legitimate and legal editions of these books ever produced. The cherts ore deon, 
e<ny to reod, end ell of the nototlous errors hove been fixed. The 6th Edition remains true to the Real Boo.l: design, 
the song list is neorly identical, ond the price for the Hoi Leonerd edition is even cheaper then the originoll 

The World's Greatest fokeboo.l: (contemporary end fusion jazz, mostly from the 1970s onward) 
The New Real Boo.l:, 3 vols. (vocol standards, donie Ol'ld fusion jazz, lotil'l Ol'ld Broz.iliol'l, some pop end soul standards 
in Volume 3) 
The Stonclords Reo/ Boo.l: (vocal ond jazz stondords, some pop standards) 
The AlJ.Jozz Real Boo.l: [donie ond col'\ temporary jazz, latin ol'\d Brozilion] 

These ore oil Sher Musk publications. like many working pros, I think the Chl.ICk Sher fokebooks really ore state-of-the­
orr. They ore meticulously tron:~eribed, beautifully copied, end very eosy to use. Any one of these boob col'\ provide 
o great education on how to notate ond loy out o contemporary chert. Although the Sher fokebooks leal'\ heavily 
toward jozz, The Standards Reo! Book Ol'ld The New Real Book, Volume 3 both hove nice selections of pop songs. 

The Ultimate Pop/Rock Fake Book [Hoi Leonerd) 
The Classic Rock Foke Book (Holleonord) 

nese books ore good sources of pop ond rock songs-good places to start if you ore o begil'lner or ore new to using 
fokebooks, os pop ond rock tunes normally hove easier chord progressions Ol'ld melodies then the jozz repertoire. 

ROADMAP DIRECTIONS 
i\"ow we'll learn how to na\~gate our way through a chart using roadmap directions. These 
com•entions apply whether rou're reading a leadsheet from a fakebook, primed sheet music with a 
piano arrangement, or a chord chart that you\·e prepared for a gig with your band. The following 
chord chan illustrates the basic roadmap directions that you'll need to be familiar with. 
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Let's t;lke a tour through "Roadmap Rock" and see how we follow the roadmap. 

The first four measures (labeled "lntro") ha,·e rrptnr sig11s around them. To the left of 
measure I, the rrptat sigu is the double barline with the two dots to the right. The match­
ing repeat sign is at the end of measure 4 (the double barline with the two dots to the left). 
This means that we play these four measures and then repeat them (making eight mea­
sures total), before proceeding to the next section . These four measures contain rhrthmic 
notation as well as chord symbols. 

The next section (starting at measure 5) has the rehearsal letter "A'' attached and is also 
labeled "Verse. " In practice, usually one or the other of these labeling methods will be 
used. Rehearsal letters (corresponding to the sections of the form) are com·enient; you 
can call our ''Let's take it from letter 'A'!" during rehearsal, which is often quicker than 
trying to find a measure number on the chart. Notice that this section is preceded by a 
"sign"(%). T his means that later on we're going to jump back to this point, via a "D.S. " 
(dal srgno, meaning "from the sign") command. AJso, we ha\·e a repeat sign to the left of 
measure 5, with its corresponding repeat sign further on in the next section. 

The next section (starting at measure 13) has the rehearsal letter "B" attached and is 
also labeled "Pre·Chorus." \Ve ha\'e 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 first rnding. This means that, after playing through the "8" 
section and the firsr ending (measures 19-20), we repeat back to measure 5, then play the 
"A" and "8" sections again. This time we omit the first ending (measures 19-20) and skip 
directly from the end of measure 18 to measure 21 (the beginning of the strond mding), 
then continue on to the "C" section. 

The next section (starting at measure 23) has the rehearsal letter "C" attached and is also 
labeled "C ho rus." This section contains a mix of slash and rhvthmic notation. At the 
end of measure 30 we notice a "coda" symbol (-e.). \ Ve ignore ·this sign for now, as we 
ha\'e not yet come to a "D.S. a/ Coda" or "D.C. a/ Coda" instruction. (Coda signs are not 
acti\·e until we have executed one of these instructions.) Then at the end of measure H 
we see a "D.S. a/ Coda" indication, which tells us to return to the sign (which is at the 
start of measure 5) and continue through the chan umil we get to the (-e.) sign (at the end 
of measure 30). At this point we will jump to the "Coda" section [measure 35, preceded by 
the second($) sign). \Vhen taking the D.S. , 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. a/ Coda" instruction also had the qualifier "take 
2nd 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 
measure 21), before continuing to the "C" section . 

Once we are in the C section for the second time (after taking the D.S.), 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·nar"), which is Italian for "end." 
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Although this particular chan ("Roadmap Rock") has a "D.S. a/ Coda., instruction, you 
will often see "'D.C. a/ Coda" used instead. "D.C." stands for dn capo, meaning "from the 
top." So rather than returning to the %:.you would go back to the beginning and continue 
from there. 

You mar also see the "Nash\'ille numbering system" used on some charts as an ahernati,·e 
to the more traditional chord symbol notation. For example, to notate the chord progres­
sion ofC-F-G in the keyofC, the Nash,·ille chart would simply show the numbers 1-+-5 
above the St<lff. This can be a useful shorthand in the studio and can filcilitate key changes 
more easily. 

If you haven't done so already, consider investing in a computer notation program to run 
on your 1\lac or PC. This way you'll be able to produce publisher-quality charts and lead­
sheets of your songs. The leading notation software contenders in 2008 are Sibelius (www. 
sibelius.com) and Finale (www.codamusic.com). These programs are especially handy if 
your hand-copying skills (like mine) are less than world-class! 
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CHAPTER 16 

MORE CHORD EXTENSIONS AND ALTERATIONS 

What'• Ahead: 

Introduction to chord types 

Extensions, alterations, and scale sources for all chord types 

Using altered and extended chords 

INTRODUCTION TO CHORD TYPES 
In my classes and other books I make use of the term chord typr as a way to group together chords 
with common characteristics. For example, we will see that the C major triad, C major seventh 
chord, and C major ninth chord all belong to the major 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 
ll, are the third and seventh). So in this chapter we're going to extend each chord type berond 
the ninth to include the e]e,·enth and thirteenth. (You won't need to go any higher than the thir~ 
teenth of a chord-at least not in conventional \\ 'estern music.) For each chord type, we'll also 
see what common fonns are used and which scale contains all of the notes (basic chord tones and 
extensions). 

This chapter will develop the extensions, aherations, common fonns, and scale sources for 
the following chord types: 
• major; • minor sixth, minor/major se,·enrh; 
• minorseventh; • dominant se,·enth (with four levels of alterations); 
• minor Se\'enth with flaned fifth; • diminished se,·emh. 

EXTENSIONS, ALTERATIONS, AND SCALE SOURCES FOR 
ALL CHORD TYPES 
THE MAJOR CHORD TYPE 
In earlier chapters we derived the major triad (Track 22), major seventh chord (T rack 37), and 
major ninth chord (Track 53). Now we'll extend the major cbord type all the way up to the thir~ 
teenth. 

Cmaji311J '" 

-!-·~· major 3n1 -~ -1 
!-- ~ .. •• .. .. perfecl 51h • ....... ; 
l-. .. .. ............ rnajor71h 
!- ....... rnajor9th ...................... ; 
1-------------------- ----- .... augmenled llth ......................... ; 
l----- ------------------------------- rnajor l31h --------···----------------

149 
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The chord srmbol "Cmajl3:ll" shown ai:Mwe 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 that the eleventh of this chord is in fact a sharped e]e,·enth w a,·oid dash­
ing with the third of the chord. 

ln general, use of the higher tones in ilie chord stack (and particularly the sharped eJe,·enth 
here) is reserved for the more sophisticated and jazzy styles. Simpler pop or commercial 
styles will stick to the lower tones of ilie chord. 

Next we'll look at the common forms of this major chord type: The chord S}'mbols you will 
see typically used in songs, together with how these chords literally are spelled . t\ow a player or 
arranger is likely to voice these chords in different ways depending upon the musical style. For 
example, we'\'e alread}' seen some upper-structure voicings used on various chords; we'll develop 
these and other voicing concepts Iacer in Chapter 19. For now, knowing how these chords are 
spelled will at least get you out of the gate, and knowing that they are all connected (i .e., members 
of the same chord type) is conceptually important. \Vith this in mind, let's see all the common 
forms of this chord type, again built from the root C. 

\Vhi le 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 Cmaj9(no3rd) or the 
Cadd9 chords. This is an important barometer of musical style: 1\ lainstream jazz styles 
will generally use more definiti\'e chords, while modern pop, rock, and smooth jazz will 
use less definiti\·e and more "open" chords. 

Now it's time to look at the scale source for this major chord type. This is derived by 
compressing all of the notes within the chord stack into a one-octave range (in this case, by taking 
the top notes 0-FLA and transposing them down one octa\·e). It's important to realize that the 
scale source is simply a collecti\·e term, referring to all the notes (basic chord tones and exten­
sions) that are available within the chord and is not necessarily indicati\'e of the key that we're in 
at the time. Here's the scale source for the major chord type, built from C: 

'11 ~s 

The numbers below the staff show the functions of the scale degrees within this chord type. 
l':otice that the~ : II" and "b 5,'' and the "6n and "13,n are rnh111711011ic tqui;.:nlmts (which is a fancy 
way of saring that these different functions refer to the same tone). This scale is a C Lydian mode. 
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which, as we saw in Chapter 6 (Track 34), is a G major scale displaced to start on the note C. 
Knowing the scale sources of chords is vital to improvising musicians, as they can use that scale 
as a source of notes when soloing over the chord changes. 

Oka)', now it's time to break out the smcks, 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 derired the minor rriad (Track 23), minor se\·enth chord (Track 37), and 
minor ninth chord (Track 53). l\ow \\·e'll extend the minor se,•enth chord type all the way up to 
the thirteenth. 

,, I) 

··minor3rd-- -l 

~~~~~~:~~~~~~~"~~:,~ -~ 
------------- ------major 9th ---------------------1 
-----· · ·· · ··· · - -- - ------- perfectll!ll 
-------------- - - - - - - - -------- majorl3!11 

The chord symbol"Om13'' shown above the stack is the version of this chord type that is 
created when all of the notes in the stack are used rogerher. Everything up to the eleventh 
on this chord type sounds stable and works for most styles. But the thirteenth sounds 
rather tense and is normally resen·ed for more sophisticated and modal jau styles. 

1\' ext we'll look at the common forms of this minor seventh chord type, built from the root D. 

Om Dm7 Dm9 Om(add9) Dmll Dm7(add11 ) Dm13 

The minor triad is a less definiti\·e form of this chord type, because it could also be a repre­
sentative of the minor sixth or minor/major seventh chord type, as we will see shortly. Now we'll 
deri\·e the scale source for the minor sevrnth chord type, again by compressing the chord stack into 
a one-octave range. 

II 13 ., 
The chord functions of the scale degrees are shown below rhe staff. This scale is a 0 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 
ln Chapter i we deri\·ed the minor se\•enth with flatted fifth chord (Track 37). Next we'll extend 
the minor se,·enth with flatted fifth chord type all the way up ro the flatted thirteenth. 
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The dominant hierarchy is cumulari,·e, meaning that the higher levels will also include any 
alterations introduced at the lower Je,·els. 

Le,,e] Three will also include the sharped eleventh/flatted fifth from Level Two. 
Le,,e] Four will also include the flatted ninth and sharped ninth from Level Three, 
and the sharped ele,·enthlflaned fifth from Level Two. 

In jazz styles, it is routine for players and arrangers to upgrade basic dominant chord 
symbols by adding one or more alterations (context permitting). ln tenns of the structure 
presented here, this means ad,·ancing to a higher level in our dominant hierarchy. 

Okay, now that we\·e covered some ground rules, let's explore the different levels individually. 

LEVEL ONE: THE UNALTERED DOMINANT SEVENTH CHORD TYPE 
Our first and simplest dominant chord has no alterations, but does come in both suspended and 
unsuspended forms. In Chapter 7 (Track 37) we learned the dominant seventh and suspended 
dominant Se\"enth chords. The unaltered dominant seventh chord type includes both of these 
chords. Now we'l! extend this chord type all the \\·ay up to the thirteenth . 

~ 

f----~jor Jrd - --1 
f---------- prn~sth 
l- ····· --- - ------minor7th 

. , 

f----------- - ------ -- - - ~jor91h 
f------- ----·-······ -------- prn.-ctllth ---------------------------·-1 

I) 

,_ ----------------------------- major 13th -----------·-····· · ··- -- _. 

Although the chord symbol ''G 13" is shown in the abo\"e example, this stack of notes has 
a conflict: The third (B) clashes with the fourth/e)e\'enth (C), so these notes would not 
normally be used together. As we are about to see, the G 13 chord uses the third instead of 
the fourth/eleventh, whereas the G 13sus4 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, :md smooth jazz styles. 

Next we'll look at the common forms of this chord type, built from the root G; these are 
divided into unsuspended (fi rst system) and suspended (second system) forms. 

Suspended 
Gsus4 G7sus4 G9sus4 

Gil 
G9sus4 
Gil 

Gl3sus4 Gl3sus4 
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The major triad is a less-definiti,·e form of the unsuspended dominanr, and the suspended 
triad is a less-definiti\'e form of the suspended dominant. 

Among the suspended dominants, some alternate chords and chord symbols are shown. 
• T he chords symbols "G9sus+" and "G I I" mean the same th ing (as the e]e,·enth is the 

suspension on the chord). 1\vo possible placements of the fourth/eJe,·enth are shown. 
• 1\vo alternate ,·ersions of the GI3sus+ chord are shown (with and without the fifth, D). 

The fifth is not essential, as it does nO[ impart any definition to the chord. 

Any chord symbol consisting of just a letter name followed by a ''7" or greater is a 
dominant chord S}'mbol. G7, G9, and Gi3 are all unsuspended dominants and Gi l is a 
suspended dominant (in which the fourth/ele,'enth has replaced the thi rd), 

Now we'll derive the scale source for this chord type by compressing the chord stack into a 
one·octa\'e r.1nge. 

4 11 l3 ,, 
The chord functions of the scale degrees are shown below the staff. This scale is the G 

,\ lixolydian mode, which we met in Chapter 6 (T rack 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 le,,el in our hierarchy adds the flatted fifrhfsharped e]eYenth to the dominant chord. In 
Chapter i (Track 42) we deri,·ed the dominant seventh with flatted fifth chord . Now we'll extend 
this chord type all the way up to the thirteenth. 

f-···m3jor3rd···--l 
f-········perf«l5th 
f-··············- mmor7lh 
1-- ·········----major% 

,, 

1-- -----augmentedlhh·-------- ················--l 

l3 

f-····················· ··········m.ljorl3th ----······ ············ ··············--l 

The chord symbol "G 13; I I,. shown abo,·e the stack is the version of this chord type that 
is created when all of the notes in the stack are used together. The use of this chord type 
(in any form) is normally indicative of a jazz or jazz-influenced style. This dominant chord 
is particularly suited for employment as a tritone substirute or dominant approach chord 
(see C hapter 13), with the sharped eleventh becoming the fifth of the subsequent chord . 



1 56 SECTION 4 ADVANCED STUFF 

Track67 
10:131 

~audio 
1.-acl<$ 

68 

0& 

"""' &bolts 

Next we'll look at the common forms of this chord type, built from the root G. 

G(l-5) G7 ~5 G9>5 G7'11 G9: ll Gl31il 

~ btt &g~J Iii II r-a 
The major triad with flatted fifth is a less definiti\'e form of this chord type. Now we'll deri\·e 

the scale source for this chord type. 

., 
The chord functions of the scale degrees are shown below the staff. Notice that the sharped 

ele\'enth and flatted fifth are enharmonic equivalents of this chord. T his scale is the fourth mode 
of the D melodic 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-

LEVEL THREE: THE DOMINANT SEVENTH WITH FLAnED NINTH AND 
SHARPED NINTH CHORD TYPE 
The next level in our hierarchy adds the flatted nimh and sharped ninth to the dominant chord, 
while keeping the flatted fifth/sharped eleventh that was added at Level Two. In Chapter II we 
deri\'ed the dominant seventh with flatted ninth and dom inant seventh with sharped ninth chords 
(Track 54). Now we'll extend this chord type all the way up to the thirteenth . 

Gil 
~9.111) 

~, .. 
. , ., ., \) 

~ 

1-···major3rd··--l 
l-·········perfect5th········--l 
l-·············-minor7th---
l-····· ---minor9th 
1- ·············---augmemcd9th--
l-········· - ·--~ugmtnted llth. ------------------------1 

-----------·-···········--majorl3th -·-································--1 

The chord symbol "GI3{1>9, ;9, ; II)" shown above the stack is the version of this chord 
type that is created when all of the notes in the stack are used together. The use of this 
chord type (in any forn1) is normally indicative of a jazz or jazz-influenced style. Dominant 
chords at Level Three (or above) have a strong tendency to resolve to the next chord on 
a V-I basis, due to their altered ninth(s). 
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Next we'lllook at the common forms of this chord type, built from the root G. 

G7' 9 m=9 G7;; m,'f. m,'f• 07~9.=9.1 11) 

013;9 013 19 our~ ., 
013:11 '9 Gl3sn Gl3(' 9.'9.=tl ) 

These common forms can be divided imo two groups: Chords without the thirteenth (first 
line) and chords with the thirteenth (second line). Each chord in the second line is the result 
of adding a thirteenth to the corresponding chord in the first line. For example, if we take the 
first chord in the first line (Gib9) and add a thirteenth, we get the first chord in the second line 
(GIJ>9). 

As you can see, all combinations of "b9," ";9," and"# II" are possible within this chord 
type. ln practice, however, the most-used combinations are: 

"b9" as the only alteration (first line, first chord); 

"b9" together with"; II" (first line, fourth chord); 

• "b9" together with "I3" (second line, first chord); 

• "b9" together with"; II" and "13" (second line, founh chord). 

Now we'll deri\·e the scale source for this chord type. 

,, ·~'U' 

3 I] ., 
The chord functions of the scale degrees are shown below the srnff. \Ve notice that the 

sharped eleventh and flatted fifth are enharmonic equivalents of this chord . This scale has eight 
d\H:erent \?\tches, i.n c.ontnst to the. se.\'e.n-note. s.ca\e. SO\ltc.es v.·e ha\·e ~en so hx. \Ve. onh; have 
seven letters in the musical alphabet, so we have to use one letter twice (in this case the sharped 
ninth is Bb, and the third is 8~). The interval between the first two notes (G-1\9) is a half step, 
am.\ t'r.e \ntetva\ 'net\\•ee.n the. next two notes~~-~\,) \'i> a who\e 'i>tt\) . '1'\\i.'i> \merva\ \'lattem ('na\\ 
step-whole step) is then repeated as we continue up the scale. For this reason the scale is often 
referred to as the "half/whole" scale. \:Ve can also use the term righr-nott domina/If 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\e\·e\ in our hierarchv adds the sharped fifth/flatted thirteenth to the dominant chord, 
while retaining the flatted ninth and sharped ninth from LeYel Three and the flatted fifth/sharped 
eleventh from Le\·el Two. in Chapter 7 we deri\'ed the dominant se\·enth with sharped fifth chord 
(Track 42). Also, in Chapter II we deri\'ed the dominant seventh with sharped fifth and flatted 
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ninth chord and the dominant se\·enth with sharped fifth and sharped ninth chord (Track 54). 
!\"ow we'll extend this chord type all the way up w rhe flaned thirteenth. 

·u 
~-·-major3rd··-l 
J.-······· auimenl~d~th 
f---------------mmor71h 

., ., ., 

f--------------------mmor9!h­
f-····················---auJI:menied9!h --------------------1 
f- -----------nugmenl~d I !th ••••• 

'II 

f-······ ................... minorl31h --------------------··-

'" 

The chord symbol "G7{1>9, #9, ~II, ~ 13)" is the version of this chord type tha t is created 
when all of the notes in the stack are used together. At first sight it looks like we have eight 
different pitches (as in the Level Three dominant), but the "~5" (0#) and the "~13" {£1>), 
which are both shown, are equivalent-so we're back w a seven-note scale for this chord, 
as we'll see in a moment. The use of this chord type (in any form) is normally indicative 
of a jazz or jazz-influenced style. Dominant chords at Le,·el Four ha,·e a strong tendency 
to resoke to the next chord on a V-I basis, due to the altered thirteenth. 

Sometimes you will see the suffix "7alt," as in the chord symbol "G7alt." This means 
that anv/all of the Le,·el Four alterations ("b9," "¥9," ";I I," "b 13") are al-ailable for the 
chord.· 

Next we'll look at the common fonns of this chord type, built from the root G. 

Witht7~~1ifth G7;~ 
G7(:5.=9) G7(= S.~9. : 9) G7(l5.~ 9.:11) 07(15.19.: 11) G7(:5.~9.:9.:11) 

G""7 G~~9 G.._7:9 G-7(1-9.=9) G-<-7(09.'11) G.._7(19.'11) G~7( >9.:9.:11) 

*tit ~~ 
WithAortedthirteenth 

G7>n G7(> 9.~ 13) 

~ ' :: :; 

These common forms can be di,~ded into rwo groups: Chords with the sharped fifth (first 
line) and chords with the flatted thirteenth (second line). \Ve have seen that the sharped fifth is 
equi'"alent to the flatted thirteenth, so essentially these are different ways of writing the same 
chord. Also, we ha,·e two alternate symbols for each chord in the first line. The"+" sign in a chord 
~,nbol means "sharp the fifth of this chord," regardless of any other number acruall~' following 
the"+" in the chord svmbol. So for the first chord in the first line, we ha\"e two chord S',mbols: 
-'G~ : ;·• (which means."G7 chord with sharped fifth") and "G+7" (which means "sharp th~ fifth of 
this G~ chord"). Below this, in the second line, we ha'"e the G7b 13 chord-which is also equi,·a­
lenr, as o: and 9 are two names for the same pitch. 
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As you can see, all combinations of"b9," ":! 9,'' "b5/#ll,n and ":lj/bJ3" are possible within 
this chord type. In practice, however, the most-used combinations are: 

";5/b 13" as the only alteration (first chord of each line); 

• "#5/b13" together with "1>9" (second chord of each line); 
• ";;Jb 13" together with ": 9" (third chord of each line). 

\Ve'JJ now deri\'e the scale source for this chord type. 

,, ., 
The chord functions of the scale degrees are shown below the staff. Note that the sharped 

e!e\·enth and flatted fifth, and the sharped fifth and flatted thirteenth, are enharmon ic equivalents 
of this chord . T his scale is the se\·enth mode of the Al> melodic minor scale (i.e., an AI> melodic 
minor scale d isplaced to start on its 7th degree). This scale is also referred to as the "altered scale" 
by some jazz musicians and educators. 

Lastly, we'll explore a variant of the Level Four dominant chord that combines the "#5/b 13" 
with the unaltered ninth. This has a more "floating;· non-definitive quality and is useful in older 
pop and Broadway styles. 

~ 

1- --- major Jrd ----1 
1--- aug~nc«<5tlt 

1------- - mmor7th -------1 
1---- --------------------major9tb-------·················-l 
1-- -- ········---- ------- -- -- -- aug~nt«<l ltll ---

0 & The alternate chord symbols "G9,?1" and "G+9(~l l)n refer to the \"ersion of this chord 
~u~~lts type that is created when all of the notes in the stack are used together. 

Trock70 
[0: 11 ) 

And now we'll deri,·e the scale source for this variant. 

17 

The chord functions of the scale degrees are shown below the staff. This scale has only six 
different pitches, so we \lill not need all se,·en letters of the musical alphabet (in this case, the 
letter E is not used). T he inten-al between each successi,·e pair of notes in this scale (G to A, .-\ 
w B, and so on) is a whole step, so this scale is referred to as the ;::holr-tonr unit. \\'e'll return to 
this scale in the next chapter. 
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THE DIMINISHED SEVENTH CHORD TYPE 

In Chapter 7 we derived the diminished seventh chord (frack 37). Now we'll extend the dimin­
ishrd sn:rmh chord typr all the way up to the Aatted thirteenth. 

B'7 ,, ,, 117 '" 
~~+~ .. ~·,~·~~~~~~~~~~~~~~~~~~~~~ 

mttr-als· ~-··minor3rd··-l 
'-··-----dimini>htd5th- - - - -..., 
~--·----------dim inished 7th 
f---------········ --- major7th -----------------1 
!-· -······ --------------major9th--­
l-····--·-····--------------perfe<: t l llh 
f-·----- -----·-···· ··---------- --- minor 13th ------

The chord symbol "8°7(add maj7, 9, II, ~13)" is the version of this chord type that is 
created when all of the notes in the stack are used together. The use of this chord type 
(with the upper extensions) is normally indicative of a jazz or jazz-influenced style. This 
chord type has several unique characteristics: 

The chord stack has rwo sevenths: The diminished seventh (Al> in the above chord) is 
a definiti,·e chord tone, while the major seventh (A~ in the abo,•e chord) is an a\·ailable 
upper extension. 
The chord stack can be di,;ded into four basic chord tones (roO[, flatted third, flatted 
fifth , double flatted seventh) and four upper extensions (major seventh, ninth, eleventh, 
flatted thirteenth). 
Each of the upper extensions is equally important and the use of one does not imply 
the use of any other. For example, using " II " would not imply the presence of "maj7" 
or "9. " For this reason, we can use "add" in the diminished chord symbol to refer to 
any/all of these extensions. For example, if we add the note C# to a 8°7 chord, the 
recommended way ro write this would be "8°7(add9)"; the symbol "8"9" would be 
incorrect. 

In Chapter 13 (Track 59) we saw that the 8°7 chord could substitute for the G7~9 chord 
in a minor key. So we would expect a close relationship to exist between this diminished 
se,·enth chord type and the dominant seventh with flatted ninth and sharped ninth chord 
type discussed earlier. In fact, if you examine the chord stack for the G13(1o9, #9, :11) 
chord (Track 68), you'll discover that if we took the note G from the beginning and 
tacked it on at the end, we would get the sequence of notes for the 8°7(add maj7, 9, 11, 
~ 13) chord stack (Track 71). 

Now we'll look at the common fonns of this chord type, built from the root 8 . .. .. , .. , 
(addmaj7) 

tJ v 
.. , 
'"""' 
lf 

.. , 
(add l l) 

ii 
.. , 
(~~ 
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The diminished triad is a less definiti,·e fonn of this chord type, as it could also be a ,·ersion of 
the minor seventh with flaned fifth chord type that we saw earlier. The last four chords show each 
of the upper extensions added to the basic four-part diminished se,·enth chord. l'lore ad, -anced 
jazz applications will combine these extensions as needed. 

Now we'll deri,·e the scale source for this chord type. 

·-9 IJ IS I ]J 

The chord functions of the scale degrees are shown below the staff. This scale has eight 
different pitches (like the dominant seventh with flatted ninth and sharped ninth chord type we 
saw earlier), so again we will need to use one letter of the musical alphabet twice (in this case, 
the major seventh is written as Bb, wh ile the root is 8~). The inten';ll between the first two notes 
(B-C:) is a whole step and the interval between the next two notes (C:-D) is a half step. This 
inten'a l pattern (whole step-half step) is then repeated as we continue up the scale. For this 
reason the scale is often referred to as the "whole/hair scale. \\ 'e can also use the term tight-nott 
diminishtd 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. 

The affinity between this diminished seventh chord type and the dominant se\·enth with 
flatted ninth and sharped ninth chord type can also be seen by comparing their scale 
sources (which, as we'll discO\·er in the next chapter, are the rwo \·arieries of octatonic 
scale). For now, note that if we take the eight-note dominant scale from Track 68 and 
place the first three notes (G--A!>- Bb) at the end, we get the eight-note diminished scale 
from Track 71. 

USING ALTERED AND EXTENDED CHORDS 
To conclude this chapter, we'll see how some of these altered and extended chords are used in 
the classic jazz tune "Blue in Green," by .\liles Da\'is. We'll also relate the chord symbols to the 
chord types pre\'iously outlined. 

Blue in Green 
8yMi!.sDovis 

~. I I I J I J 
• i! •• 

,, 
IJ D I;'' I I 

Dm9 [)1.7~11 Cm9 Fl3•9 B•maj91 ll 

Dm ~ Am9 Dm9 s>maj9'll 
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\Ve can analyze the chords used in "Blue in Green" as follows: 

Measures l , 5, 11: The Bbmaj9~ I I is a form of the major chord type (Track 62 , twelfth 
chord). 

Measures 2, 6, 12 : The Ai;~ is a fonn of the dominant SC\'Cnth with sharped fifthlflaned 
thirteenth chord ~lle (Track 69, third chord). 

Measures 3, 10: The Dm9 is a fonn of the minor se\·enth chord type (Track 63, third 
chord). 

Measure 3: The Obi; II is a form of the dominant SC\'Cnth with flatted fifth/sharped 
eleventh chord type (Track 67, fourth chord). 

Measure 4: T he Cm9 is a form of the minor seventh chord type (Track 63 , third 
chord). The Fi3b9 is a form of the dominant SC\'Cnth with flatted ninth 
and sharped ninth chord type (Track 68, seventh chord). 

Measures 7, 13 : The Dm$ is a form of the minor sixth, minor/major seventh chord type 
(Track 65 , fifth chord). 

Measure 8: The Ei:~ is a form of the dominant se\·enth with sharped fifth/flatted 
thirteenth chord type (Track 69, third chord). 

Measure 9: The Am9 is a form of the minor seventh chord type (Track 63 , third 
chord). 
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Wlrat'• Ahead: 

Whole~cone scale 

Octatonicscales 

WHOLE·TONE SCALE 

CHAPTER 17 

MORE SCALES 

If we divide an octa\·e into six equal pans, we get a series of whole steps, which are referred to 
collectively as a u:hofe-tonr smlr. Here is a C whole-tone scale: 

Ia 

\Vhen writing out a whole-tone scJ.Ie, we will use six (out of a possible se\'en) letters of the 
musical alphabet. Unlike with the major scales, there are some alternate naming options 
for notes within the whole-tone scale; for example, the F#, G#, and A~ above could have 
been named~. Al>, and Bb. 

This scale can in fact be named after any note in the scale; for example, this scale is also a D 
whole-tone scale, an E whole-tone scale, an F; whole-wne scale, and so forth . This is because 
the scale consists only of whole steps and can be started at any point. This interval strucrure also 
accounts for the rather "floating" impression left by this scale. 

\Ve can also find 3rds within the whole-tone scale by taking alternate notes of the scale. For 
example: 

we can start with C, then skip o'"er D to E, creating the C-E major 3rd; 
we can stan with D, then skip over E to f ; , creating the D-F# major 3rd; 

we can start withE, then skip over F~ toG#, creating the E-G# major 3rd; 
and so on .. 

t:::;zs:;; • FB'•• 

Like the whole-tone scale itself, these major 3rds also impart a "floating" impression, which 
can be put to good use in certain songs and styles. Follo\\·ing is the keyboard intra to the Ste\·ie 
Wonder song "You Are the Sunshine of .;\ly Life." Check our the ascending major 3rds in 
measures 3--4 and i-8. 

163 
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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 normall)' reserved for 
jazz or more impressionistic styles, but Stevie\ Vander is known for smuggling jazz harmony and 
\'Oicings into the pop charts! 

Relating this example back to our work on chord types in Chapter 16: The n9: 5 chord is 
a variant of the Level Four dominant chord that comains the sharped fifth and unaltered 
ninth (refer to Track 70). 

Our next example is what we call the "soap opera flashback." Running a whole-tone scale 
rapidly up and down (o\·er two or more octa\·es) is a cliche phrase often used in old TV shows to 

indicate that a "flashback" in time is occurring. If you'"e heard this sound before ... well, maybe 
you\·e been watching too much TV! 

• ' •r :1 ; \I"F't•,J J J 
OCTATONIC SCALES 
Octatonic scnJrs are eight-note scales that result from dividing an octave into four equal partS, 
and then further subdi\~ding each part into half steps and whole steps. For example, if we take 
middle Cup to the Can octave higher, then divide it into four equa l parts, we get C-Eb-F;-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 
rigbt-110tr do111i11a11t scale. Here is the C eight-note dominant scale: 
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In the previous example, note the "H " (half step) and "\V" (whole step) characters below 
the staff. Because this scale startS w:ith a half step and alternates between half and whole 
steps throughout, it is sometimes referred to as a "half/whole" scale. 

\Ve saw in Chapter 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 to 
T rack 68). Now we'll find out what happens when we play the C eight-note dominant scale over 
a Ci chord. 

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 rarelr used in commercial pop and rock. Next up is a brief melody using the notes 
from the C eight-note dominant scale, again o,·er a Ci chord. 

Now let's create a different octatonic scale. You'll remember that we divided the octa,·e into 
four equal parts; C-Eb-FLA-C. \Veil, instead of dividing up each internal minor 3rd into a half­
step/whole-step pair, let's now divide each interval into a whole-step/h:llf-step pair. This creates 
an eight-nett diminishtd sen/e. H ere is the C eight-note diminished scale: 

Note the "W" (whole step) and "H " (half step) characters below the staff. Because this 
scale starts with a whole step and alternates between whole and half steps throughout, it is 
sometimes referred to as a "whole/half'' scale. 
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\Ve saw in Chapter 16 that this eight-note diminished scale was the source for the diminished 
se\•enth chord (refer to Track 71 ). ~'ow we'll find out what happens when we plar the C eight­
note diminished SCOlie 0\·er a C0 i chord. 

As before, some of the scale tones sound tense against the chord, as they are upper extensions 
of the C0 7 chord. Here is a brief melody using the notes from the C eight-note diminished scale, 
again 0\"er a co; chord. 

Something to watch out for: You will see different names for these scales in different 
books. For example, I ha,·e seen the eight-note dominant scale referred to as a "diminished 
scale" in some texts. You ha,•e been warned! 

Experiment with your own whole-tone and octatonic sca le melodies. Try writing down 
and/or recording the results. Let )'Our ears be your guide .. 
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CHAPTE 8 

BEYOND DIATONIC CHORDS 

Wll•f'• All•ad: 

The secondary dominant concept 

The momentary key concept 

Alixing major and minor ke}'S 

Non-harmonic tones 

THE SECONDARY DOMINANT CONCEPT 
In Chapter 12 we derived the II-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 ke}' of the song). At 
that point we introduced the momentary key concept to keep track of where the song was goi ng 
harmonically. Later 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 other keys, called the secondary dominnm concrpr. This is an adequate alternati\"e 
approach if the non-diatonic chord is a dominant chord (with a diatonic root) that leads back to 
a diatonic chord, normally on a cirde-of-5ths (\'-1) basis. \Ve can apply this concept to the tradi­
tional song "Aura Lee." 

Auro lee .. C7 F7 

\1. 
l 

C7 F7 

) 

• : h···• h•"m , ,·,, ""~ in praise of Au - ra 

_l 

•• 

07 
__1._1 

I 
ral..cc. 

WordobyW.Wfosdick 
MuoicbyO.O.Q•R. Poubon 

sat andpiped. I 

Gm .. , 
__], _h_j_ 

167 



I 68 SECTION 4 ADVANCED STUFF 

Using the secondary dominant concept, we can analyze the chords that are not diatonic to 
the main ke)' of Bb as follows: 

J\ l easures 2, 6 , 14: The Ci chords lead into the F7 chords (i n measures 3, 7, and 15) on a 
V-1 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 rurn is a V chord in the key of the song). 

Measure9: 

Measure 10: 

Measure 13: 

The 07 chord leads into the Gm chord in measure 10 on a V-I basis. 07 
is therefore a secondary dominant and can be called V of VI (as it is a V 
chord with respect to the Gm chord, which in turn is a VI chord in the 
key of the song). 

The Bb7 chord leads inro the Ebmaj7 chord in measure II on a V-I basis. 
The B~i is therefore a secondary dominant and can be called V of IV (as 
it is a V chord with respect to the E~maj7 chord, which in turn is a fV 
chord in the key of the song). 

The Gi chord leads into the Ci chord in measure 14 on a V-I basis. The 
Gi is therefore a secondary dominant and can be called Vofl l (as it is a V 
chord with respect to the Ci chord, which is built from the 2nd degree of 
the ke~· of the song and acts as a secondary dominant of the F7 discussed 
abO\·e). 

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 \"oca] staff. 

Imagine w.,..d, or.d """''"'by 
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The only chords here that are not diatonic to the key ofC are the E7 dominant chords. Using 
the secondary dominant concept, we could call the £7 chord a \·of V1 (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 song). This 
is not as typical, but it still works because the E7 chord leads smoothly into the F major chord by 
a half step. 

THE MOMENTARY KEY CONCEPT 
When analyzing runes that employ multiple TI-V or ll-V-1 progressions (which may include 
subsrirute chords) from different keys, the more traditional secondary dominant approach 
becomes inadequate. It is recommended iliat you instead use the momemnry key concept. \Ve got 
a head start on this back in Chapters 12-13, when we began w analyze ilie II-V-I progression 
and substitute chords as used in jazz standards. Now it's time to delve into this in more detail, 
b}' developing a three-stage procedure that we can use to analyze tunes using this II- V-I-style 
harmony (this includes jazz standards and older pop styles like that of the Beatles). 

Stage l: Look for the dominant chords first. The default assumption is iliac they will be \ • 
chords in either ilie key of the song or another momentary key. If ilie dominant is 
not functioning as a\~ ilien ilie two most likely options are: 
• it is a dominant approach chord (refer to Track 60), moving down br half step 

to the next chord; 
• it is a ~VI I dominant, moving up w ilie tonic chord by a whole step (for example, 

Fi-Gmaj7), which is a signature jazz sound. 

Stage 2: Look before the dominant for a II chord (or irs substitute) and after the dom inant for 
a I chord (or irs substitute). Also, don't forget that \\·e can mix 11-V-1 progressions 
(including substitute chords) from major and minor keys (for example, Dmi-Gi~9-
Cmaji is a mixed U-V-1 progression, wiili the Il and I chords coming from the key 
of C major and ilie V chord coming from the key of C minor). Re\~ew Chapters 
12-13 if you're still not sure about this. And don't forget that we can do a\ 11-for-V 
substitution on ilie dominant chord itself-although iliis doesn't happen a lot in 
actual practice, and when it does happen it's normally in minor keys. 

Stage 3: Any chords still w be analyzed after Stages 1-2 are likely to be: 
• diatonic chords in the key of the song; 
• substitute chords in the preceding and/or following momentary key; 
• momentary I chords in a new key. 

:\fext we'll look at the Beatles ballad "Here, There and E\'erywhere," checking out ilie 
momentary kers being used in the harmony. 
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Here, There and Everywhere 

G Am7 Bm • .-s 

87 

L.__ I 
mak-ong each day_ of 1he 
run-non~ my hand,_ 1hrough IM:r 

87 

G 

·IT· 

Em 

Am7 8m 

WO<cloor.dMusicby 
JoMI.eMotlondPo.IMcCortn-r 

c 

Chang-inam} life_.,..ilh 1 .,.·ave_ 
B01h of u> 1hmk · m&hov. 8ood-

~ 
I t£B ; A itt££j j :I 

_ of her hand._ thing .,., 
D7 F7 B' Gm Cm 07 Gm 

t!J I c 'j r 
and if she 's be-silk me. I \:nO" l n«d 

Cm 0 7 

?%; !'. "'J - r r r • 'r t I r ~ · 
Am7 Bm C 

I aiJ-. G Ami 

KOO\<·ins that love_ 

Pm7 8 7 Em Am 

IE£B f DittEJ -r n 
and hop ing rm al . 

®; Am7 G Am7 Bm C G Am7 Bm C G 

"'J 1 I. • ~ I r tD J I j 7 I" :..n I t 1 II 
there.~ 1 ,.;II be the"' and ~· ·ry · "lw:"'-- tbtre and e•--l)'• "'he"'---

c_..roe19ooSooriATV _ _..,..\LC 
.................. odb)>$oo)'/AN"'"~~ ........ ~W ... -.TNJnoJ 

-~- ... ~ ..... -
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 Bi chord is preceded bran F;mi chord . The rwo together create a 
11-\' progression in E major. Note that the Em following the 87 chords 
is both a momentary I in E minor (creating a mixed 11-\'-I), and a \1 
in the key of the song (G major). The Em is therefore a linking chord 
between these keys. 

Measure 9-12: The Fi chord is followed by a Bl> major chord, creating a \'- 1 progres­
sion in Bl> major. This is then followed by the VI and ll chords in the 
same momentary key. The D7 is from the key of the song, but it leads 
to a l in G minor (a mixed V-I progression) . 

Now it's time to look at a jazz rune with a more sophisticated mi....: of momentary keys and 
subsrirute chords. Following is the leadsheet for the standard "I Remember You" by \ ictor 
Schem.inger. 
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I Remember You 
from tile Paramount Picture THE fLEET'S lN 
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Although this song is in the key of G major, rhere are lots of other momentary keys and 
substitute chords used as follows: 

Measures 2, 10, 26: The F;7 chord is preceded by a C~m7 chord, a 11-V progres­
sion in B major. In each case, however, the n 7 chord moves 
back to Gmaj7 , which is rhe overall tonic. This \\·orks because 
the F~7 chord leads smoothly, by a half step, to Gmaj7. 

Measures 4-5, 12- 13,16-1 7: The G7sus4 and G7 chords are each preceded by a Dm7 chord 
and followed by a Cmaj7 chord, creating ll-V-1 progressions 
inC major. 

Measures 6-7, 14-15: The F7 chord is preceded by a Cm7 chord, a 11-V progression 
in B~ major. The F7 resolves to the I in measure 7, but leads 
back to Gmaj7 in measure 15. Here F7 is functioning as a ~\ 11 
dominant, mO\ing up to Gmaj7 (the tonic chord in the key of 
the song) by a whole step. 

!t l easures 18-19, 20-21 : The 87~9 chord is preceded by an F;m7 chord and followed by 
an Emaj7 chord; this constitutes a mixed ll-\·-1 progression in 
E major/minor. The C: m7 in measure 19 is a VI chord in the 
momentary key of E major. 
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Measures 22-23: 

Measures 28-19: 

Measure 30: 

Measures 32-33: 

Measures 33-34: 

Measures 34-35: 

The Ai chord is preceded by an Emi chord and followed b}' 
a Dmaji chord, a Il-V-1 progression in D major. The Bm7 in 
measure 23 is a VI chord in the same momentary key. 

The E7b9 chord is preceded by a Bm7 chord and followed b~­
an Ami chord, a mixed JI-V-1 progression in A major/minor. 

The F9 chord functions as a b VII dominant, moving up to 
Gmaj7 by a whole step. 

Here we a ha,·e a disguised II-V-I progression, where a tritone 
substitution has been applied ro the V chord. (fhe chords 
mO\cing by descending half steps 0-C:.--B are an important 
clue here.) C9 is a tritone substitute for F#7;9, which would 
have created a II-V-I progression in B minor. 

Measure 33's Bm7 becomes a II chord in another disguised 
II-V-I progression. Bb7 is a tritone substitute for E7, which 
would have created a mixed II-\"-1 progression in A major/ 
minor. 

,\Ieasure 34's Am7 becomes a II chord in a mixed 11-V-1 
progression back to G, with the D7b9 chord being a V in G 

"I Remember You" is an enduringly popular jazz standard. Originally published in 1941, 
it was featured in the mm~e Tbt FlutS In, St"J.rring Doroth}' Lamour and \Villiam Holden. 
The di\"erse list of pop and jazz artists who have co,·ered the song includes the Beatles, 
Ton}' Bennett, Stan Getz, Ella Fitzgerald, BjOrk, Art Garfunkel, john Denver, George 
,\.lichael, and Diana Krall. 

MIXING MAJOR AND MINOR KEYS 
\Ve've already seen examples of mixed ri-V-1 progressions: For example, taking ail chord from 
C major (Dm7), a V chord from C minor (G7b9), and a I chord from C major (Cmaj7). This 
is commonly done in jazz and jazz-influenced styles. Kow we'll look at the equiv-alent idea in 
modern pop/rock/R&B styles, which is to mix diatonic triads from a major scale -and a minor scale 
(normally the natural minor) built from the same tonic. Some educators and texts refer tO this 
concept as modalmixturr. Before looking at the next song, let's re,•iew the triads available within 
the C major and C natural minor scales. 

C mcjcr 
c Om Em Am .. 

i j 
I 

• VII 

Cnoturol minor 
C m o• •• Fm Gm A> •• Cm 

i ,j i ~ · •• ! ~ ~ , II 

~lll >v1 IV]] 
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A lot of hit songs ha\·e been wrinen using this mix of triads! \Ve can hear this concept at work 
in lhe song "Crny Linle Thing Called Lm·e" from the rock band Queen. 

Crazy Little Thing Called Love 

J;;; 

Oh. this tiling_ 

• J I 2 [D IJ 

~~·)· l} lit·tlr thing tailed 

019790UHNMU5iCLID 

Won:bor>dMu>icby 
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B• F 

Q ~ j 41 
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B' F 

C:JrtfEG I .---r I 
-roond to i!._ I 

Al~lo< ... US <l'l<iC....:.O.c-olo<l .............. -..l~lllKHWCIOOMIJSICC~ 

... i?'o ..... -.. ... ~':!:==.....~~:~\TO 

Although this song is wrinen in the key of C and includes diatonic triads from C major (i .e., 
the C and F major triads), it also includes triads from the C natural minor scale as follows: 

Measure 4, 8, 10: The B~ major chord is the bVll triad from the C natural minor scale. 

Measure 10: The A!> major chord is the bVI triad from the C narural minor scale. 

Queen's lead singer Freddie ,\l[ercury reportedly wrote 
"Crazy Little Thing Called Love" in under ten minutes. 
The song's rockabilly style and Elvis Presley-influenced 
vocals contrasted with the grandiose rock epics that 
Queen was otherwise known for. Its catchy melody and 
upbeat lyric has made it one of Queen's best-loved songs, 
and it became the band's first #I hit single in the US. 

Queen 

The last example combined chords from major and minor scales built from the same tonic. 
:\'ow we will look at two pieces that combine chords from the major and relati\'e minor scales. 
You'll remember from Chapter 9 that the relati,·e minor begins on the 6th degree of the corre­
sponding major scale. For example, the keys of G major and E minor are relati\'e to one another 
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and share the same key signature (one sharp). As the E narural minor scale has the same notes as 
the G major scale, deri,ing triads from the E natural minor scale would gi\'e us the same triads 
:n11ilable in G major. Howe,·er, deri,·ing triads from the E melodic or harmonic minor scales 
would gi,·e us some extra triad options-in particular the major\' triad in the minor key (i.e., a 
B major triad in the key of E minor). So before we look at the next piece, le['s re,iew the triads 
that are :l\11ilable within the G major and E hannonic minor scales. 

Gmojor 
G 

Ehormonicminor 
Em 

f " 

Bm 

, .. o-

j 

Em , .. 

C Ole 

'Fti====tf 
•v• 

Now here is an excerpt from In Church by Tchaiko\'sky, which mo,·es between the relati,·e 
ke~rs of G major and E minor, using a mi.x of the abo\'e rriads. 

Em 

In Church (A l'eglise), Op. 39, No. 24 
from ALBUM POUR ENFANTS (ALBUM fOR CHilDREN) 

P 0 A Em/B Em 
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\Ve can analyze the triad progression and tno\'ement between the major and relative minor 
keys as follows: 

J\·leasurcs l -2: The piece begins in the relati\·e minor key (E minor), mO\~ng from the E 
minor triad (I) to the B major triad (V) and back again. The E minor triad 
belongs to both the G major scale and the E harmonic minor scale, and in this 
piece it acts as a linking chord between the major and relati\·e minor keys. 

Measures 3-7: The E minor chord in measure lleads us into the key of G major in these 
measures, where we find the following chords: D major (V), E minor(\ 1), 
D major (\). G major (1), D major (\'), and E minor (VI). This last E 
minor triad leads us back into the relati,·e minor key again . 

. Measures 8-9: ~'ow we're back in the key of E minor with a B major (V) triad leading to 
theE minor triad (I) in measure 9. This E minor triad then leads us back to 
the key of G major again, being followed by a D major triad (V in G). 

Measures 10-12: After the G major triad (I in G), we then transition back to the key of E 
minor (ending with the V-1 triad progression). This section also uses some 
slash chords: the F: o triad im·erted m·er its third (A), and the Em triad 
inverted o'·er its fifth (B). 

On to our next example that combines chords from the major and relari,·e minor keys: The 
Beatles ballad "Yesterday," written by Pau\,\lcCarmey. This song uses some four-part chords and 
n-V-I-rype harmonies, so we can look at the mo,·ement between major and minor keys from a 
momentary-key point of ,;ew (similar to how we looked at the Beatles song ;' Here, There and 
E\'erywhere" earlier in the chapter). T his song is in the key ofF major, so we'll be on the lookout 
for moYement between the relative keys ofF major ;lnd D minor. 

F Em7 

i· i. II 
Yes-ler·<br 
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Although most of the chords used in this song are diatonic to F major (including \·arious 
II-V-I, f\·-\·-1, and fV-1 progressions), the song does go through some other momentary keys 
(in particular the relati,·e minor) as follows: 

t'rleasures 2-3,9-1 0, 24-25: The Em7-A7-Dm is a mixed II-\--1 progression ending in 
D minor (the relative minor). l\"ote the accidentals in the 
melody (B~ and C~) in measure 2-the melody at this point is 
using a D melodic minor scale. 

Measures 6, 13, 28: The Dmi-Gi is a LI-V progression inC major. 

Measures 15-16, 19-20: The Em7-A7-Dm in the bridge is another mixed II-V-I 
progression ending in D minor. 

NON·HARMONIC TONES 
Finally, we'll explore the use of 11011-bnnnonir touts in some well-known pieces. A IIQII-bnrmonir 

tom is a melody note that appears to contradict the hannony in force at the time. This may 
work for several reasons: T he melodic motif may be sufficiently strong to counteract any t·erti­
cal contradictions that occur, and/or the non-harmonic tone may resolve strongly back into the 
harmony again (typically by a half step). The melody may also have a distinctive rhythm pattern 
(for example, using anticipations) which then floats over (and is not constrained by) the harmonic 
strucrure of the song. 

Our first example in this section uses suspensions in the melody. \Ve saw in Chapter 5 that 
a suspended chord is one where the third has been replaced by another note (most t}tpically the 
fourth). If we use the fourth in the melody on a major chord, this would be a non-harmonic tone 
wh ich would then normally resoh·e to the third. This occurs twice in the jazz standard "Stella by 
Starlight" by Victor Young. 

Stella by Starlight 
from the Paramount Picture THE UNINVITED 
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Notice in measures 9 and 13 that we ha,·e the fourth in the melody o,·er a major chord: The 
9 o,·er the B~maji chord in measure 9, and the Bb over the Fmaji chord in measure 13. These 
are non-harmonic tones that resoke to the third of each major chord on beat 2 of these measures. 
These resolutions, together ,,;th the strength of the melody as a whole, allow the ear to accept 
these non-hannonic tones. 

l'ext we'll look at two examples that use chromatic neighbor tones. These non-hannonic tones 
are cbrrmmtic (i.e., do not belong within) to the ke~· of the piece, are nonnally placed on a weak beat 
(or an upbeat), and almost always resolve into an adjacent diatonic tone by a half step. Heading back 
into the classical world, we'll see this concept at work in Beethoven's famous .\Iinurt in G Jlajar. 

In measure I, notice the A: and C; on the last sixteenth note of each beat in the treble-clef 
pan. These are chromatic neighbor tones, which lead back ro the diatonic tones Band D. A simi­
lar idea occurs in measure 5, with the chromatic tone A# again leading into the diatonic tone B 
(the F#-G mo,·ement 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. 

Down by the Riverside 
AlriconAmericonSpirih.>ol 
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In measure 3, notice the C~ and E halfway through beat~ in the treble-clef part. These are 
ch romatic neighbor tones, which lead back to the diatonic tones D and F (within the Bb major 
chord) in the next measure. The same idea is repeated in measures i and II. And in measure 5 the 
chromatic neighbor tones G; and B~ resolve to A and C (within the F7 chord) in measure 6. 

To conclude this chapter, we'll look at the verse melod~' in l'\in·a na's grunge anthem "Smells 
Like Teen Spirit." This is an interesting e.xample of repeated melodic amicipations, gi\~ng the 
melod)' something of a separate life from the harmonic structure of the song. This allows the 
melod~· (which includes some mild non-harmonic rones) ro float o,·er the chord changes. 

Smells like Teen Spirit WOtrJ,oi"ICIM.oKbyt::urrCoboin. 
KmiNOYoseliotonciO......Gtohl 

F5 s•s F5 Bl>S 

~·' ~ P ;:: -a j IF c._· ? ftJ 
bring_ friend~.-

~ FS 

.~I J j I 

.. , o•s 

f'rrrn G g . 

" .. , A'S 

~·' ~ f or Q) 
arc dir 1y wonh._ 

i\'otice how the melody is almost always t111ticipati11g (i.e., landing an eighth note ahead of) 
beats I 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, the£> on the Bb 5 chords. The 
open sound of these roor-fifth chords, together with the rhythmic anticipations and the character 
of the melody, helped make this song one of the all-time rock classics of the 1990s! 
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UPPER-STRUCTURE VOICINGS AND SHAPES 

What's Ahead: 

L'pper-stmcturc triad, and slash chords 

Four-pan uppcr-strucmrc chords and slash chords 
Double-4th :~nd ~i-r extended voicings 

Polychord 'oicinf:,rs 

UPPER-STRUCTURE TRIADS AND SLASH CHORDS 
Contemporary style~ often re<Juire the use of upper-stniCfure micinbrs. These arc three- or four­
pan chord~ that are built from a chord tone (third, fifth, seventh, etc.) of the 01eral1 chord. This 
is a \Cry cfticicnt ,·oicing method. not lc::~st because the same upper structure can be used within 
\';Jrious different O\'Crall chords. First we will look :It the use of upper-strucmre triads, sometimes 
referred to as triad-o,er-root voicings. Different rules will apply depending upon what OICT:lll 

type of chord (major. minor, dominant. etc.) 11 c arc trring to create. !!ere arc the commonly used 
rriad-O\Cr-roor \Oicings for major chords: 

c c ( Cl Em( ( Cm3J~I (; c I Cmaj~no3rd)) 

\r~ - !l S-= 
l! t fl !! u - ii 

/[R_ 0 ~ 0~0- ~~ 
The upper srmcn1res in the treble-clef part (triads in this case) arc each buih from differ­
ent chord tones of the O\"Cr:lll chord (from the root, third, or fifth of C major in this case). 
Each itwersion of the upper structure is shown in the treble clef, while the root of the 
overall chord is shown in the bass clef. There are two chord svmbols abo\·e each measure. 
The first is a slash chord symbol with the upper-stmcture tria~] to the left of the slash, and 
the root to the right. The second is the C<]ui\·alcnt composite srmbol, showing the overall 
chord created by placing the upper structure over the root. T he specific \'Oicings shown 
can be analrzed as follows: 

In the first measure, we are building a major triad from the root of the m·era\l major 
chord (C/C). This is :1 simple triad-m·cr-root voicing and just creates a basic major 
chord. 
In the second measure, we are building a minor triad from the third of the O\"crall major 
chord (Em/C). This creates a m:tjor se,·enth chord o,·erall. 
In the third measure, we :tre building a major triad from the fifth of the O\"crall major 
chord (G/C). This creates a major ninth chord with an omitted third. 

:--.:c\t \\C.II check our the common]~ used triad-mer-root \Oicings for minor and suspended 
domin;HH chords. 

179 
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These \'Oicings can be :mal~ -zed as follows: 
ln the first measure, we are building a minor rriad from the root of the o,·erall minor 
chord (Cm/C). This is a simple triad·o,·er-root ,-oicing :md just creates a basic minor 
chord. 
Ln the second measure, we arc building a major triad from the third of the over.tll minor 
chord (Eb/C). This creates a minor seventh chord O\'CralL (i\1ote that Eb is a minor 3rd 
above the root of C.) 
In the third measure, we are building a m:1jor triad from the seventh of the O\'ern ll 
suspended dominant chord (FIG). This creates a suspended dominant ninth (a.k.a. 
dominant eleventh) chord. {i':me that F is a minor hh abo,·e the root of G.) This ,-oic­
ing can also work as a less-defined incomplete minor eleventh chord. 

And no\\ 11e'll look :at ~ome triad-ol'er-root 10icim,rs for im·erted major and minor chords. 
placed Ol'er the third or fifth in the bass. ~ 

CE CG Cm [' Cm(j 

\~=u il U-r.o_!l_ 
0~ .. u n - n u n~o 

I 
<.> •• u-~• .. ==;§ 

t'ote that the tenn im·mtd here refers to these rriads being placed o,·er the third or fifth 
in the bass (not the f.lct that the upper triads themselves ma~· be inverted). These voicings 
can be :malrzed as follows: 

In the first measure, the major rriad is placed m·er its third in the bass (C/E). 
In the second measure, the major triad is placed over its fifth in the bass (C/G). 
In the third measure, the minor triad is placed o1•er its third in the bass (Cm/Eb). 
Ln the fourth measure, the minor triad is pbced over its fifth in the bass (Cm/G). 

These are all common sounds in contemporary pop. rock, and R& B styles. ;\ext up is a brief 
chord progression in :l pop/ rock rh~"thmic style, using some of these triad-mer-root voicings. 

~~~ ! 
lh:::v=-- I 

Dm' Gil 
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\\ 'e c:~n summarize the voicing choices in the previous example as follows: 

• In the first measure, the Cmajf chord is \'Diced by building a minor triad from the third 
(Em/C). 
In the second measure (beat 1), the Dm7 chord is \Oiccd h)' building a major triad from 
the third(F/D). 

• In the second measure (bear 3), the Gil chord is voiced by bui lding a major triad from 
the seventh (F/C). 

In the prc1·ious example all the upper-stmcntre triad., arc in ~ccond imersion, resulting in 
~mooth \'okc le:tding through the prof,>TCssion. :\'ore th:u 11c shm1cd only the composite chord 
symbols (Cmaj7, Drni, Gil ) abo1·e the staff. which is the most typical sintation 11hcn reading 
from a chart. I IOIICI·cr, 11e can translate these imo sb~h chord ~rm bols to dcri1c the necessary 
tri;ld·O\'Cr·root IOicings. 

Although you 11 ill see the composite chord symbo ls on charts most of the time, you will 
sti ll commonly sec slash chord symbols for inverted major and minor chords (as on Track 
80), and also when a series of triads is played Ol'er a repeated bass note, or prd11f poim. 

:"011 it~ time to look at some well -known music that uses triad-on:r-root harmony. Perhaps 
one of the most famous e-;amples is the 1980s rock hir ''Jump" from \ 'an l lalen. The synthesizer 
inrro to thi:. song uses se1·cr3l rr iad-o,·er-root chords. mostl~· 01er a repeated bass note of C. 

G C FC GC 

Jump 
WO<doo...!M.....:byOov.dt..R.,.., 
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........ · ~·--···· 
'.;orr~:.~~~~=:~"~""t;f:s."";;;;"::""'" 

~ •+- ... .:;o;;:-;.:::/7..:;~~ .. : .. ~"'" 

\\ 'c can anal~•zc rh c triad-m·cr-root chord symbols and 1·oicings in "J ump" as follows: 

Aleasures I. 2: T he G/C chord is \'Oiced by bui ldin g a major tri;Jd from the fifth of a C 
major chord. 

Al easures I , 3: The C chord is simply 1·oiced b~ building a major triad from the root of 
a C major chord . 

. \ t easurcs 2. 3: T he F/C chord is ~·oiccd by im-erting an F major triad 11ith its fifth (C) in 
the bass . 

. \ Ieasure -4: The CJF chord is \"Oiced b~ building ;1 major triad from the fifth of an F 
major chord. and the Gsus-1 chord is 1oiced by suspending the G major 
triad. replacing the third (B) with the fourth (C). 
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:"ext up is :m excerpt from Chopin's Prrl/1(/t inC .\1/llor, which 11;15 also u~cd a~ the intra w 
"Could lr Be .\lagic .. by lhrry .\hnilow. This use~ an interesting mix oftriad·olcr-root and four­
p:lrt chords. 

Prelude inC Minor, Op. 28 , No. 20 
l.a.-,:o 
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Ag:Iin, we wouldn't normally 11 rite chord symbols on a piece of classical music! ll owe1·er. 
the s~'lnbols help us see that the chords in this piece fJll into rhe following c:ncgories: 

rriad-m·cr-root chords: 
four-part dominant se,·emh chords: Ci, C7, D7 (see Chapter 7); 

• larger dominant chords with upper extensionshltcrations: G7! 5, £1.13, D l3, N-7 =11 
(sec Chapter 16); 

• four- p:m mi nor SC\'Cnth chords using ''7-3" voicings: Bm7 and Am7 (see Chapter 12); 
• minor add9 chords: Fm(add9) (see Chapter I I ). 

\ \ 'c can analyze the rriad-01 cr-root chord symbol~ and 1·oicings as follm1 ~: 

.\ Iea.sures I. 3, 5. 7, 8: The Cm chord is \Oiccd <;impl~ by building a minor triad from the 
root (Cm/ C ). 

,\ Ieasu re 1: 

J\ 1easurcs 2, 8: 

,\ lcasurcs 4, 6: 

The Fm- chord is \Oiced by building a major triad from the third 
(.\0/F). 

The A~ and D~ chords are 'oiced simply br building llliljor triads 
from rhc roots (A~/.\~. Db/m). 

The G chord is 1oiccd ~impl~· by building a major rriad from the root 
(G/G). 
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J\l casurc 5: 

1\l casurc 6: 

,\I easure 7: 
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The :W!C chord is \oiccd by im-crting an A~ maior triad 01er ib third (C) 
in the bass. The Gm/B~ chord is 1·oiccd lw im·crtin~ a G minor tri<ld o1·er 
ih rhird (B:>) in the ba~s. . ~ 

The G/ F implies a four-part Gi chord O\'cr its sc1cnth in the bass. (T his 
is often used as part of a descending hass line.) 

The Crn/Et> chord is ,-oiccd b\ imerting a C minor triad o'er ib third 
(fJ.) in the bass. The G/ B chOrd is \'oicCd by imwting a G major triad 
OH.'r ib third (B) in the h:l~'>-

FOUR-PART UPPER-STRUCTURE CHORDS AND SLASH CHORDS 
~011 itS rime w look :n sornc}Our-p(fn upprr-m-rlctllrr •·oitings. The~e are four-part chord~ rh:n are 
built from a chord tone (third . fifth, SC\"enth. cu:.) of the 01wall chord . !!ere :1re the commonlv 
used four-p:ur, chord-mer-root \"Oicings for major :md minor chords: . 

~~~~'JI:: . 
h'maj7 C ( Cm9) 

/:> 

Note that (as with the triad-over-root voicin&rs) both slash chord and composite chord 
srmbols :1re shown, :md all inl"ersions of the upper strucrures are shown. T he specific 
,·oicings can be analyzed as follows: 

ln the first measu re, we arc building a minor se,·enth four-part chord from the third of 
the 01·erJII major chord (Em7/C). This creates a major ninth chord. 
In the second measure, we arc building a major seventh four-pan chord from the third 
of rhc o,·erallminor chord (£.l. maj7/C). This creates a minor ni nth chord. (i\'ote that 
Eb is a minor 3 rei abo\"e the root of C.) 

:'\"ext \\C \I ill look at a series of four-part, chord-01·cr-root \"Oicin~rs for domin:mr and 
~u:.pcndcd dominant chords. These arc all common sound~ in R&B :md jazz styles. 

Um7•5G( G9) FmaJ7°5G{ GlJ) Dm7Ci{ (i9,u;JorG1l) Fmaj7{i{ G13"u,J) 

\1-~ ~-It' ii" !!~~ :o==fH H" lJo-=-.,o H uu ifu - !l~ 

bo 
These voicings can be analyzed as follows: 

In the first measure. we are building a minor SC\"enth with flatted fifth four-part chord 
fro m the third of the overall dominant chord (Bm7b5/G). T his creates :1 dominant 
ninth chord. 
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In the second measure, we are building a major se\'enth with flatted fifth four-pan 
chord from the SC\'Cnth of the O\'eralt dominant chord (Fmajib5/G). This creates a 
dominant thineenth chord. 
In the third measure, we are building a minor se\'cnth four-pan chord from the fifth of 

the O\'Crall suspended dominant chord (Dmi/G). This creates a suspended dominant 
ninth (or dominant ele\·enth) chord. 

In the fourth measure. we are building a major SC\'Cnth four-part chord from the 
se\•cnth of the O\'Crall suspended domin:1nt chord (Fmaj7/G). This creates a suspended 
dominant thirteenth chord. 

:'\'ext up is a brief chord progression in an R&B/smomh jnz rhythmic style. using some of 
these I'Oicings. Thi~ cx:Hnple shows just the composite chord symbols, which we can then trans­
late into slash chord symbols to dcri,·e the necessary four-pan, chord-o\'er-root ,·oicings. 

\~~'"':' 

~~~ 0 

Fmaj9 

\\ 'e em summarize the \"Oicing choices in this example as follows: 

Gl3sus4 

• In the first measure, the Cmaj9 chord is \'Oiced by building a minor se1·enrh four-pan 
chord from the third (Emi/C). 

In the second measure (beat I), the Fmaj9 chord is 1·oiced b)' building a minor se,·enth 
four-part chord from the third (Am71F). 

• In the second measure (beat 3), the G13sus4 chord is ,-oiced b~· building a major 
se,·enrh four-part chord from the se,·enth (Fmaj7/G). 

~o'' we'll see some of these ,·oicings used in the keyboard figme from the popular Doobie 
Brothers song ··\\'hat a Fool Belie\'es,'" written by .\lich:lcl.\lcDonald and Kennr Loggins. 

What a Fool Believes 
D• F 

WOtdlondMu>icby 
M<(hc~McOoncldcndKennylogg,ns 
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The chords in this e.\"ample contain a mix of four-parr. chord-0\·er-root voicin&'S :Hld triad-
0\'Cr-roor \'Oicin&rs. This usc is typical in more adv:~nccd contemporary ]>Op/ R& B styles. 

t\l casure I : T he :\!. 13sus chord is \'Diced by building a major SC\Cnth four-p:m chord from 
the sc,·cmh (Gbmaj 7/Al:>), leading w the Ab9 chord. which is miccd lw build­
ing a minor seventh with flatted fifth four-part chord from the third (Cm7 t:> 5/ 
Ab). The Gbadd9 chord b \'Oit·ed with the ninth, third, and fifth of the chord 
(sometimes referred to as a duster). This leads to an upper A!> triad shape that 
momentarily implies an A>i chord, with iu; seventh (Gb) in the bass. 

,\I casu res 1-2: The D>IF chord is voiced by placing a J):o major triad o'er ib third (F) in 
the bass. The remaining upper shapes in measure 2 arc he:1rd in the context 
of this Db major chord: The Ab m:1jor tri:1ds arc built from the fifth. and the 
three-note duster (repeated from measure I) is now the fifth. sinh. :ln<l root 
of the chord. 

Measure 3: The El>mi chord is miced by building a major triad from the third (Gl>/ 
I::P). (The co upper passing triad is deri\·ed from the E1> Dorian mode). 
The Al>9sus4 chord is voiced br building a major rriad from the se\cnth 
(Gb/Ab). The Ao- chord is voiced simply by building a diminished se,enth 
chord from the root (A0 i/A). The Hbmi chord is miced simply by building a 
minor seventh chord from the root (B::omi/ Bb) . 

. \Ieasure 4: T he upper shapes during- beab I and 2 are heard in the context ofthc preced­
ing Hl>mi chord: The ot major triad is built from the third, and the Ab major 
triad is built from the SC\'enth. The :\9 chord is voiced with the se\·enth, 
ninth, and third of the chord (anOlher cluster voicing). This leads to :1n upper 
C minor triad shape. momcntaril~· implying an Am -:" b5 chord at the end of the 

"\\'hat a Fool Bclie\·es"' was recorded for the 19i8 Doobie 
Brothers album, !llimttt by Mimur, and featured .. \l ichacl 
,\ lcDonald's inimitable lead meal style. As a single, the 
song briefly topped the chans in the US and recci\'ed 
two Grammy :1wards in 1980. Co-writer Kenny Loggins 
also included a \·ersion of the song on his 19i8 album, 
.Vighr.:..'lltth. The song has been covered by numerous 
artists including Arctha Franklin. George 1\lichael, Dionne 
\\'a rwick, and ,\!art Bianco. 

Th-e Doobioe Brothers 

DOUBLE-4TH AND "7-3" EXTENDED VOICINGS 
In this section \It'll look at some more advanced chord \-oicings (suitable for more sophisticated 
pop/R&B as \IC\Ias fazz styles), beginning with doublr--1-th sh11pes. These arc three-note \·oici ngs 
created by stacking 1'\IO perfect ·hhs on top of another. In my books and classes I usc the term 
"shape" when referring to these. because (unlike the upper-sm1cmre triad :1nd four-pan voicings) 
the~· :1re not easily or helpfully described with indi,·idu :~l chord symbols. :-.:0\1 we'll sec ho\1 to 
use this shape to create doublc--1-th-mer-rooti'Oicin~ for major, minor, and suspended dominant 
chords. 
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Although this example shows the double--lth sha1>es in root position, note th:Jt (as 11 ith the 
triad :md four-part upper strucrures) they are often imcrtcd. The specific \Oicings shm1 n 
can be an:llvzcd as follows: 

In mcasl;re I, we are building double-4th shapes from the ninth, third, and sixth of the 
OI'Ct:lll C major chord. These upper shapes add various combinations of the sixrhs and 
ninth~ to the chord. 
In measure 2, a double-·kh shape built from the ninth of the C major chord has been 
pbccd over the third (E) in the bass. 
In measure J, we are building a double-4th shape from the fourth/ele1cnth ofthe OI'Cr­

all Cmi chord. This upper shape adds the fourth/eb·cmh ro the chord. 
In measure-+. we are building double--+th sha[>CS from rhe fifth and root of the 0\·eral\ 
C minor or C sus1>ended dominant chord (these combinations work for both types of 
chord). Roth of these upper shapes add the fourthlele,·emh to the minor chord. 

Although we used detailed chord srmbols in the pre,•ious example to describe the exten­
sions/alterations added with the double--+th shapes, ex1>erienced musicians will often use 
these ,·oicings to upgrade basic major, minor, or dominant chord symbols on a chart (if 
the style and context permit). 

In the pre'"ious example. 11e sa\\ that it \\JS pm~ible to build double--+th shapes from the 
fourth/ebcnth and the fifth of minor se1emh chord~. II ere\ a [11chc-bar minor blues that uses 
these ,·oicinh.., on all of the minor se,·emh chords. 

\m7 

\f~i 
t 'n-:~=r-· 

) -~1; ~ : : :-li' ·-· . : : : ~: 

lt.?'j, --f--i _-_ -:__ . j l l ~ 
,; ,; 

\ '~ 
Dm~ \m~ 

j 
:~ 

~-=*j ' -~ .. ' E~g: ----=-=H •:::::_o. ·-· 
b .. j r- ~;lCI 
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:'\ext we'll sec an C\ample of double-4th shapes u~cd in a modern rock song. llen:'s the piano 
intro from .. Brick" by Hen Fold,, "hich uses arpeggim of double-4th ~hapes and triads. 

~~~~~. ) . 

ll:n, ; .~ 

Brick 

(j~ 

W.,.doaodM...oo<by 
e..- Fold1 a"d Dorr•~'-• ... 

--=;::j .. 

The arpeggiated chords in the treble clef of thi~ c\ample can be an:~l~"led as follows: 

.\I casu res I . 3. 5: The I) chord is I'Oiced 11 ith ;1rpcggio~ of ;l D major triad, 11 ith a ninth (E) 
added during beat 3. 

Measures 2, 4, 6 : The G $ chord is 1·oiced with arpeggios of an in\'Crtcd E-.-\ - D double-4th 
~hapc. built from the ~i .\th of the chord (refer to Tr.tck 83 , measure I, 
third 1 oicing). 

,\I easure 7: The Bm- chord is \"Okcd with arpcg~tios of a I) major lriad (built from 
the third of the chord), with an dc,-cnth {E) ;~dded during beat 3. 

,\I easure 8: The F':"sus-l chord is ,-oiccd 11ith an arpeghtio of an imerted E-.\-D 
doub1e--lth ~hape, built from the root of the chord (refer tO T rack 83 , 
mca~urc -t second ,-oicing). T he C chord is 1·oiced 11 ith an arpeggio of 
the third, SCI'Cnth, :md root of the chord . 

:\ext 1re'll t:1ke :1 look :H :Hl interesting type of 10icing that 1 call a 7-3 cxremlcd r·oicinK. )Ou'll 
rec:1ll that in Chapter 12 11 c introduced "i - 3" I'Oicings (the ~e1cnths :md thirds of the chords) into 
our discussion of the 11- \'- 1 progrcs~ion (refer to T rack 56). T he sc1·enth and third of a dominant 
chord (for example. the note~ F and B of a c· chord) form the imerl'al of a tritont (au~"Jnented 
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4th/diminished 5th). :1nd \\C can :ldd a third note to this imcr.-al ro extend the - ':'-3"' \'Dicing. 
II ere is a serie:. of"-;' -3" extended 1·oicings of the c - chord. 

Gl3 G" 'l3 G~ G7=9 G9 (;7'9 
(j7 15 
Ci ·7 

The bottom two notes of the treble-def,oicing in each ca:.e are the se1·cnth and third oft he 
c- chord, and abO\·e these :m extr.~ note h:1s been added. :"ore that the second mc:tsurc has some 
alternate chord :.ymbob pro,idcd. \\ 'e saw in Chapter 16 that the''+'' s~·mbolmcant that the fifth 
of the chord ''as sharped, :1nd that the sharped fifth w:1s C<]Ui i':Jicnr ro the tbned thirteenth. The 
three chord symbols in this measure are thus equi\<llcnt 

These additions to the basic dominant ·'7-3" ,-oici ng can be analyzed as follows: 
• In measure I, the thirteenth (E) has been added to the basic Gi, creating a Gl3 

chord . 

In measure 1, the sharped fifth or flatted thirteenth (El>) has been added to the basic 
Gi, creating a Gn5, G7bi3, o r G+i chord. 
In measure 3, the fifth (D) has been added to the basic Gi. As this is also a basic chord 
tone, the resulting chord is still a Gi. 
In measu re 4, the sh :~rped ninth (spelled here as Bb, for consistency with the implied 
key of C minor) has been :1dded to the basic G7, creating a G7 ~ 9 chord. 
In measure 5. the ninth (A) has been added to the basic Gi, creating a G9 chord. 

In measure 6, the flatted ninth (A!>) has been added to the basic G7, creating a G~b9 
chord. 

Review Chapter 16 for more information on dominant chords and their e.nensions/altera4 

tions. 

X ow we'lllook at a rhrrhmic pattern in a jazzy R&B sryle that uses some of rhc:.e \"Oicings. 

The '"'7-3' extended \'Oicings in this example are dcri\·ed as follows: 
The ninth has been added above the se\•enth on the C9 in measures I and 4, and on the 
Bb9 in measure 4. 

The sha rped fifth (1> 13) has been added above the third on the A7! 5 in measure l , and 
on the Gi;S in measures 1 and 3. 
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The sharped ninth has been added above the seventh on the 07 ~ 9 in measure 2, and 
on the B7: 9 in measure -t. 
T he thirteenth has been added abo,·e the thi rd on the J\1. I J in measure 3. 

;:-..·ext up is an example of .. - -3 ·· extended. doublc-·hh. :lnd upper-triad sh:~]>CS used in a IICII­

known jn7/rock song. ! !ere's the keyboard intro to Steely Dan·~ ··Deacon IJlucs." 

Deacon Blues 
WotdoandM..oocby 

Wai,..B«<e<a"C!Oonok!Fogen 

\sus: c: 

The 1·:arious uppcr-strucrure micings in this example can be analyzed as follows: 

.\l casurcs 1-5: The major scn•mh chords are all ,-oiced b\ building minor triads from the 
third (Em/C, Drn/Bl>, F: m/D. and Gm/Eb). -

,\ 1casurcs 1-4: T he chord on beat 3 of C<lch measure is 'oiccd as a double-4th shape. built 
from the ninth of the major chord placed 0\ er the third in the bass (refer to 
T rack 83 , measure 2). 

1\l easures 5-6: T he Ei : ? chord is miced by using a ~;-r extended shape ("3-i-: 9 .. ), which 
is then arpeggi;ne<l in successively higher on;l\ c~ during mC<I5urc 6. 

" Deacon Blues" is one of Steelv Dan's best-lo\·ed 
songs, and was included on their ~oundbreaking J9i7 
album Aja. Since the early J9i0s, Steely Dan has been 
a \·chicle fo r the jazz/rock songwriting and perform­
ing talents of Donald Fagen and \\ 'alter Becker, and 
the band is still active well into the 21st century. T he 
llja album featured some of the world's finest jazz and 
studio musicians of the period, including Larry Carlton 
(guitar), \'ictor Feldman (keyboards), Pete Christlieb 
(saxophone), and Bernard Purdie (drums). 
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POLYCHORD VOICINGS 
Finall~- ,,c"ll look at ~orne fHJ~)·rhord :·oicingr. where Ill' place one chord O\'Cr an01hcr. This is 
an c~~cntial technique for jazz pianisb and 1\fitcrs/arr.mgers. \]though many chord and shape 
comhitutiom are po.,siblc. here ,,e·rc going w fcx·us on a staple of the jazz sening:: .\triad or 
four-p:m chord. in the treble clef, O\W :1 double--+th or "-:--3'" C\tcnded shape in the has~ clef. 
These ]>Olychord micings work best when the lower ~h:l]>C is placed ;~round the arc:l of midcllc 
C. I I ere\ :mother look at the tirst half of the jnz tune ''Stella by Starlight." 11hich 11e initially 
encountered in Ch.lptcr IR 

Lrn7' 5 \ 7:~ 

~·' i . J .. _ __._~ 
'" 

Stella by Starlight 

Cm7 

~.;e_~, B~"9 cc;~i~L'~""=r~I'~- b~·q~, ~~I n~=~·J~'~ 
';'/ ~ • • • . n O· •L=f=. 

k" 'fll1"~' --

113 Fm9 

\m7 

'\'m\ \\e"ll appl~ some polychord \-oicings to the chord~ in thi~ si\tecn-measurc section. 

-\-:~ Cm~ fiJ Fm9 8'13'9 

\' ~ '' l! 

11
..,., . U 
f~' ; u 

T~ .. 

\r~~,;~r 
/~:>'.' ~ 

B'm7 
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The pol~·chord voicin~,rs used in the previous c.x;nnple C<ln be :malyzcd :JS follows: 

The Em iPS chord in measures I, 10, and 1-l is ,·oiccd with a G minor triad in the treble 
clef (built from rhc third), O\'er the '"roor-lo5-_,of the chord in the bass clef. This h:~ss· 
clef voicing also looks like a "7-r' extended shape, except that it is built from the root 
of the minor seventh with flancd fifth chord r:nher than from rhc third of a dominant 
chord. 
The \7:~ chord in mc:tsurcs 1 and 1-l is voiced with an F major triad in the treble clef 
(built from the sharped fifth). over a ''i-3" extended shape ("'7-3-: 5'") in the bass clef. 

The Cm :- chord in measure 3 is \'Oiced with an Eb major triad in the treble clef (built from 
the third), over a doublc-·hh shape (built from the fourth/cle,•enth) in the bass clef. 

The F13 chord in measure~ is voiced 11 ith an F major triad in the treble clef (built from 
the root), OIW a ''7-3" extended shaJ>e ("7-3-13") in the b:m clef. 

The Frn9 chord in measure 5 is 1·oiced 11 ith :m A~maj7 four-p:lfl chord in the treble clef 
(built from the third), 01er a double-~th shape (built from the root) in the bass clef. 

The Bb 13~9 chord in measure 6 is 1·oiced with a G major triad in the treble clef (built 
from the thirteenth). Ol'er a"~ -3" extended shape (M7-3- 13") in the bass clef. 

The Ebmaji chord in measure 7 is ,-oiced with a Bb major triad in the treble clef (built 
from the fifth), o1·er a double-~th shape (bui lt from the third) in the bass clef. 

The Abl3 : II chord in measure 8 is 10iced with a B~ major triad in the treble clef(built 
from the ninth), mer a ;;7-3" extended shape (''7-3-13") in the bass clef. 

The B~maj~ chord in measure 9 is "oiced with a Bb major triad in the treble clef (built 
from the root), o1er a double-4th shape (built from the third) in the bass clef. 

The A 7t>9 chord in measure 10 is ,-oiced with a c =o7 four-pan chord in the treble clef 
(hu ih from the third), mer a "7-3" extended shape ("'7-3-5") in the bass clef. 

The Dm7 chord in measure II is voiced with an F majortriad in the trebleclef(built from 
the th ird), o1·er a double-4th shape (built from the fourth!elc,·emh) in the bass clef. 

The B~m7 chord in measure 12 is voiced with a Db major triad in the treble clef (built 
from the third), mer a double-4th shape (built from the fifth) in the bass clef. The El>9 
chord is \'Oiced with an El> major triad in the treble clef (buih from the root), 01·er a 
"7-3" extended shape (''3-7-9") in the bass clef. 

The Fmaj7 chord in measure 13 is voiced with an F major tr iad in the treble clef (built 
from the root), 0\'Cr a double-4th shape (bu ilt from the third) in the b:JSS clef. 

The Am7~5 chord in measure I 5 is 1oiced with a C minor triad in the treble clef (built 
from the third), 01cr the "'root-!>5-i" of the chord in the b::ass clef. This bass-defl'oic­
ing again looks like a "7-3"' extended shape. similar to the Emi~S chord voicings in 
measures I, 10, and 14. 

The 0 7! 9 chord in measure 16 is voiced 11ith an F major tri::ad in the treble clef (built 
from the sharped ninth), over a "7-3" extended shape ("3-7-~ 9") in the bass clef 

Eaeh of the dominant chords in the pre1·ious example is one of the chord types explained 
in Chapter 16. Re1·ie11 Trncks 66--69 as necessary. 
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SolfeggieHo: C.P.E. Bach (plano) 
Soljfg_r.rimo is a solo piano piece in C minor composed by C.P.E. Bach, the second sur,•iving 
son of Johann Scbasti:Hl Bach. The melodv mo\'CS back and forth between the treble and bass 
clefs. using arpeg~rios: For example. the C1;1-G-Cm sequence in measures 1-2 and 3-4. :md the 
Cm-Fm-8::.-Eb SC<Jucncc in measures 5-6. 

SolfeggieHo 
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This Love: MaroonS (piano) 
''T his Lo,c'' was the second si ngle from the hit album Songs t1b0111 Jtmr by the 1lst-ccntur:· rock 
b:md .\broon5 . This tr:mscription shO\~:o the actu:ll piano part on the recording, together \lith 
the lc;l(l ,oca] part. ~otc the cxtcnsi'e use of upper tri:1ds and four-p:m chords in the piano part. 
The rhvthmic feel is b:1~cd :\round :1 straig-hH.:i~hths rhnhmic sulx\i,·ision. with ~ome ;Jdded 
sixteenth-note syncopations. - - · 

[)7 

~->'& 

\lodtro~ tcl~ • =96 
GB 

D-.\ 

\~"'":~ .-.-. 
!FJj,\ • 

This Love 

G D Cm 

Gil 

~l i 

Wa<doo...!M....cby 
AOomlev•necN:I.IeoMCorm~ 

GO 

--;-- ;; 

Cm ('m(i CmG Fm7 

~_.e,_," . - .-.~ ~ · 
Fm71 

~ -=:-~ 
Mr ~!~' !h.. du-o• thai C<'>l'l trollrd 
·I') m~l11: '" h.onl u• l«p. hc!r 

~~cO\ I 

lb-.. 
• 

C~CI20ClO,.l-.."' .,.;;a~~-.. ~· _.._,. -~..0,...._..,_.,-........_ A.l> Vo .,.v..,_.,.,_,.u..oo.! __ .,.._., __ ..,..,..,. 
,..,....,, , ... ~·-loo<""""""' " .......... --.~- ...... - ........ c.-. _, ......... ~ .. ·7"'·-



1 96 SECTION 5 SONGS 

J~~.~ .·.' .. "~~~'! ~ 
GO 

~~ 

r'~~;. · . 
apla"" 

- a~;J.n'K'. pre-l~nJ. '"~- 10 "" 

~ . __ ; •· 

bm al ·"a)' on m) ~>can 

a rounJ and •~~'~ 

~~cg, I I ~ ~-;==.~~FG~t'~;.~;.~;;--;. ;. 

b".~«-~ 1 
• 
0 ;7 

f~i's<=--
Oh' I 

J,\!boo-dup tx>.\ 

em- lm~ JJ • 

Cm7 

~~ ' • ,=0J¥t--T • 

Fm7 



THIS LOVE: MAROONS (PIANO) 197 

G D Cm CmG CmG• Fm7 Fm7f• 

£T:E== s ~· J 

D- D 7.\ D 71! ' GB '·C 

~~~~~-~ 



198 SECTION 5 SONGS 

(m? 

- -- : ~--t ;-=-::.q i±·- - __] 

d _ _ • : - · :. · 

Fm7 r•maJ? 

r~=-~.J:;;·-~·-'E~~~ :,·~";(:_· ., 

J 
,. - ,. -c~•9 11 .--. • .-... • • .. :.- - . 
~ ~ct=~ -- - __. - ---' 1 - . • . . .. 

C\··1) lllo:h <>I l>c<3U"' I liiO'o\ Cl!.of• 10ha1 "'" "'""' ITO(''" 

J 
Cm1 Fm7 



THIS LOVE: MAROONS (PIANO) 199 

\ ~'>', .-. 3_ .~~ 

(? ,;, - , .~~ ~ ~~4--:J--v== t - ,.v 
· - ··· - - • "! "! • ~ -

r~·" ~,,, . 
I I hM 

A' Gll Cm7 Fm7 

.__l 

I "on't '>II) ~<10<1- l>)o an ) 

~~~,, •• 'I 1\ ,,.- ,.c)-. -==E':~ 

I . ~- h:... -
. ? ';'; - i'= ~'- . --~. -- • -- •. ~ :. . . . :•._• •· 

~~ ~ • .- ~ Cm.., Fm· 'C 

~·'• _._. :.. • ="1 • ,~. , ,__._ ••••• 
Cm"'~ Fm' 

l~l-~n•f•loll. """"'' •h<'•'.:ud ~ooJ-b)~ too rrun·)llme•~-lor., 

\ r~~,--~ 
(?,, 

•• - •• • -.~?~~ .- . ·r · .. - - - ----:+::--- - :::::J:_- l -

- - - - -

~ .-

N~pealtmJfade 

H P Cm - F7 G F 

l ', ~--- . ·:m-=r=-+· ~ :...:._:__· i -· . ~ 



200 SECTION 5 SONGS 

~audio 
tracks 
88 

Satin Doll: Duke Ellington (guitar) 
··Satin Doll" is a S\1 ing-cra jnz st;Jndard written by Duke Ellington (probabl y in collaboration 
with Billy Strayhorn). The guitar is the featured in~mnnem on the CD track. and this transcrip­
tion shows the f,'1litar pan in both regubr nor:~tion and tabb n1re . T he gllitar plars the rnelodr 
on the first two choruses. before playing an irnprO\ ised solo O\"er the chord changes. On the last 
chorus, the guitar plays in a rbord mrlod_r style (adding ,·oicin!_,'"S below the melody). 
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Money: Pink Floyd (bass) 
··.\ lone(' is one of Pink Floyd's best·btoll n songs. 11 ith the bas~ p;~rt pro1·iding the main thematic 
hook. This tr.mscription show:. the bas!> part from the recording iu both rcgubr notation and 
r;~b[:mm:. \ lo~t of the son!! u:.c:. an odd-rime Si!!n:nurc F /4), 11 hich rnon:::. to 4/ 4 :md 6/4 at the 
end of each 1c~e. The rin~c signature then swii.che:. ro 4/4 for the l.'llitar solo. The form of the 
nme i:. based on a minor blue~ (using- the I. IY. and \ 'chords): \ -modified thirteen · b:lf blues 
(using odd-time) for the ,-erses. a 2 1-bar saxophone solo, :md a more srrnight-ahcad H-bar blues 
for the guit:tr solo. 
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;Jlaudio 
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Message in a BoHle: The Police (drums) 
·· .\less::~gc in a Hottle .. was a chart-topping single from the 19- 9 :1\bum Rtg_'{tlttfl dr IJ/anc by the 
Police. Thi~ transcription shm1~ the drum pan from the recording. together'' ith the \~Tics. The 
SOil\! hob a :.tr-Jil!ht-eighths rhnhmic fed on-rJll. "·irh some :.i~teemh-note :.ubdi,·isions added. 
Stc~·an Copcl:1~d is o~nc of th~ most i1wenti1·e dnunmcr~ in rock mu~ic, and here the kick dnnn 
p:m is of particular imeresr. using upbeats during the imro. 
:1 more sparse part during the 1·erses. a busier eighth-note 
p:mern in the pre-chorus. a ste::ld~- qu<lrter-nme p:mern 
during the chorus. :md so on. 

lntro Message in o Bottle 
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