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* Notation is the most profound communication tool between the composer and the performer. If the
music is not notated clearly, the performer will fail to sight read. The composer, most likely, has to
be present at the rehearsal, and the performer will demand more payment for the over work. On the
other hand, if the music is written perfectly clear, the performer will be blamed for a bad perfor-
mance. As most of the college assignments will not accept hand written paper, this class requires
basic notation skill by hand. The assignments done by unreadable hand writing or notated by
computer will not be graded.

« Basically, a right up angle of 30° should be kept in mind. This angle is the maximum and/or
comfortable angle to the sight reader's eyes.

TIP  Unlike written language, music notation is very psychological to the sight reader. You must
pretend to be a a performer reading the music for the first time, trying to get all the necessary
information (tempo, dynamics, articulations, etc.) as quick as possible.

* Note Head * Quarter Rest e 8th Rest
30° right up angle. Starts from the bottom. Should fit be-
Note that the starting circle tween the 2nd and
is on the 2nd line. the 4th line.
A A

i J—

—=——2 == ==

e Treble Clef (G Clef) » Bass Clef(F Clef)
Starts from the bottom, should make Starts from circling the
a sharp top, and circle the note G. note F (4th line).
My ql- g -
Y —A = ot - S - ——
1‘1. LY {_ﬁb‘-‘ -'I = "E-
T e
e Stem * Flag
The length of the stem is an 8va. The The direction of the flag is the same
direction of the stem switches at the 3rd side of the note head, going down, and
line. up.
Same space as the
3 e Important: Each <|£_ staff space
— ledger must be_EI I
the same size w3 <
the staff space. If = i’  exended

the ledger lines
are more than two, the length of the stem is extended to
the 3rd line.
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* The Beam Angle
Should not exceed 30°.
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» The direction of the beam is decided by the first and the last note. However, it is better to
use a leveled one when many notes in the beam are distant.
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* Imaginary Bar Line
An imaginary bar line is a line drawn in the middle of a measure that has a time signature in
even beats (2/4, 4/4, 6/8, 12/8 etc.). It is a sub-division of a bar.

The dotted quarter on the 2nd >< | O |

beat crosses the Imaginary b | - I—1

line which makes it harder t | — 1 |-

read. The sight reader will n SR T {__ﬂ' .
I

be able to tell the time signa-
ture of the piece without going back to the top of the piece. Therefore, it must be written as
shown in the 2nd bar.

‘L Exception to this rule is when the note value is bigger than 2
. beats (half note in this case), because it is not as difficult to
"j‘" £ identify the imaginary bar line in sight reading.

* Space
Spacing is one of the biggest issues. If each note is not spaced in relation to the others, the sight
reading will not be easy.

_} & \ 7
"”'_.l N/

A Ll

N 1
1
= : -~ =

7 A\
/ \ / \ | | | |

L

The example on the first measure here makes sight reading almost impossible. You have to
rewrite it as in the 2nd measure.
= = it

11

i — r

L
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Class Restriction (the big rules)

* The neat manuscript skill is required as described in page 2 and 3.
When the Interval is asked verbally, the prefix must always be said along with the number. For
example, 7th will not have any meaning if Major, minor or other prefixes are not attached.
* "-"sign must be used for chord tone8rd and- 7th, while b sign is used for tension®th and
b13th.
"Aug" and "dim" sign must be used for chord tones, Aug5th and dim5th, Whiegh is used for
tensions$9th andi11th.
* The Chord spelling must follow the class rule as shown below:

Never in this class Prefered very much in this class
X Qu7 )
Major CMaj7
X C7
minor X Gm7 C-7
minor 7th with flatted 5th X  Cs7 C. 705)
Never "Half Diminished"!
There is no diminish function.
Augumented X G7 CAug7
diminished X &7 Cdim7
b1
Chord with tensions X & bob13 C7(bg 3
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Circle of the 5th

The Circle of the 5th only
goes clockwise, because
5th goes down to resolve.
For example, "C" is a

tonic, which becomes the D
5th of "F", so "C" goes

down to "F". "F" become
5th of "Bb" S:y

P5th Down E Dl’

P5th Up §
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Intervals

CDEFGAB(_C)!

THET'>~j \“\‘ THE
SPO SPOT

0
s o —
ANV
o r 112 Step1
C Magjor Scale Starting from the Tonic
Major 2nd No Spot
M aJ Mjor 3rd No Spot
Perfect 4th 1 Spot
Perfect 5th 1 Spot
Major 6th 1 Spot
Major 7th 1 Spot
Perfect 8th 2 Spots
>
>
>

Y

Half Step
Half Step

Y

Double Augmented

One level
One level

Y

Double Augmented

Y

double diminished|

If the interval is 4th, 5th, and 8th, use this chart.

double diminished

If the interval is 2nd, 3rd, 6th, and 7th, use this ch
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* How to get the correct interval with no screw-ups

1.

2.

% Lets find the interval shown here, step by step as shown below.

Hide any accidentals. %

Use your fingers to count the distance.
E F G A B C D E F G
1 2 3 4 5 6 7 8 9 10
Now you know the interval is some kind of 10th. When you count, do not forget to include the
first note.

Write down the numbedOW.
( 10th)

Since this is more than an octave away (the number is greater than 8), you have to take the top
note down an octave in order to find the kind (Major, Perfect, etc.) or it will not fit with the chart

shown on page 6.

Now this is a 3rd that will fit in the chart. The third is the Major-minor group, not the Perfect
group. So, is this Major or minor?
Lets use the keyboard chart.

10y

| Major 3rd ||T
1

According to the chart on page 6, C to E is a Major 3rd and does not have the Spot (where the
black key is missing). But E to G has the Spot, which tells you the interval is a step shorter than
Major 3rd. Therefore, it is a minor 3rd.

Put the accidental back in.
From here on, forget the keybord

Use both of your hands vertically, and add the accidental.

'® ® Adding a$ on the

bottom note makes

I E to G = minor 3rd a@_ the distance shorter
Cé:— 7 by a step.

Now you know the answer is a diminished 10th. Easy!.

* The MORE Spots, the SMALLER the Interval. The Fewer Spots, the BIGGER the interval.
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Ch d The definition of a chord is two or more notes in a certain interval
or away vertically. To be a tonal harmonic chord, the root and the 3rd are

essential.
Diatonic Triads
Major Triad minor Triad
CMaj A-
0
o o
ANV =4 O e O O
J o © e 8 — © 14
L_M3rd | L -3rd |
| P5th | P5th
Augumented Triad diminished Triad
Eaug Ctdim
0
GELE: s fo fo g _ S o
Dl L M3rd | pe # -3rd |
I Augsth | dimSth
Seventh Chord
Major Seventh minor Seventh
CMaj7 A-7
0
68 o—= 5 >
J 8 ey © 8 — © ©
L M3rd_| p-3rd | |
| P5th | P5th
| M7th | - 7th
Dominant Seventh minor Severﬁ'ﬁ)
G7 B- 705)
N o o b4 o ©
y - S © — o — Py M54
(GRS o e e e
D) L M3rd_| L -3rd |
| P5th | dim5th|
| - 7th | - 7th
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Chord Tone & Tension (references)

C Major Scale
0
~ o O ©
A\NVJ Py b
J o o e
Root (1) TOth 3rd (4) 5th 13th M7th
A minor Scale
0
(~ S
A\NVJ Pay ~F
o P O © o e
Root (1) T9th - 3rd T11th 5th b6th - 7th
G Dominant Scale
o o o
i~ o O ©
A\SY =
o
Root (1) Toth 3rd (4) 5th T13th - 7th
_s . i 9 56
CMaj7(*5) Cdim7 CMaj6 Cé C-6 c- 00
[a
l’f(uh #Q T %Q P= o) Oro P 0 T b.{)
A\SVAF: D24 Vvl <> <> <> 2924 2N 2 4
g '8 8 8 8 ’g 8
M7th dim7th M6th M9th M6th - 6th
Aug5th dimbth P5th M6th P5th P5th
M3rd - 3rd M3rd P5th - 3rd - 3rd
Root Root Root M3rd Root Root
Root
CMao C-9 G709 G7013) G769 c- (D)
[a) o) |
s s b 8 y o
A\NVJ ey by e~ 2924 bl O
J P »e 8 °
M7th - 7th Root M3rd T.Aug9th - 3rd
P5th P5th P5th M3rd - 7th - 7th
M3rd -3rd M3rd Root P5th T.P11th
T.M9th T.M9th T 9th T- 13th M3rd Root
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Inversion

* Chord: Root Position and Inversion
Almost every type of chord is formed with a rule. That is, if the root is on the staff line, the rest of
the chord tones above it will also be on the line. Similarly, if the root is in the staff space, the rest
of the chord tones above it will also be in the space. Therefore, whenever you see a chord formed
with notes that are a mix of on the line and in the space, you should assume the chord is an Inver-

sion.
FMaj7/E FMaj7 APMaj7/EP APMaj7

| @
i D
D

i
Y
> 5

14

CD%O

G S8
Nee

« Examples shown below containg &, and B. Those spellings are necessary to find the
root of the chord.

Db7 F.705) Gb7 ct- (Maj7)
N, | he
Y 1 |y I'Hb7 &S
g 1 DO 1 bV T & . Py
XN DO 9] V" Hes [. &34
A\SVASIES ) Udhd 1S
o 8 "8

» Likewise, all the tension notes must be written in the same rule to be a root positioned

chord.
CMaj7(13) Eb- 7(13) DpMaj7#1D) E-9
©O
n © M to P
Vi I'bo nm #
. O b7 &S U € L2
[ (anYH24 bV T &3 THC =
©F 58 18 :

* Diminished chords are the ones you need to spell correctly, or you may never find the right

scale.
Edim7? Ddim? Fdim? DPdim7
A | , | ,
Y T Hhey Al | DD il
A HhV & | DO D1 11D
NV & 9] D) D | DDy
A\SVJ <> D) 9 |
a F D PO

* Exceptionis Six and/or Six Nine chords. Though usually, the Six chords are regarded as a
type of inversion.

6 6
A CMaj6 C-6 C9 C-9
\J O O
l’f(r\ o0 [Par 0] UnD I Un()
A\SV O b O S 294
¢J © g3 © 'S
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Church Mode

Parent KeyC Major

lonian
| Maj7

Dorian
-7

Phrygian
-7

Lydian
IV Maj7

Mixo-Lydian
V7

Aeolian
VI-7

Locrian
Vil - 705)

Transposed t€ Root

A C lonian C lonian
)(l Py O O O
rN O O 7 O O e
A\NVJ O 7 O 7
Q Py O b o O ©O

R T9 3 (4 5 T13 M7 R
A D Dorian C Dorian
v o © Pe—
[ [an) O O | Py L
\\au S—— E— < © bo O ©

R T9 -3 Tl 5 (6 -7 R
A E Phrygian (T13) C Phrygian
\J Py O | |
y 4 O 7 | boO O
N O O b y | o PO VT
T2 o b bo o °

R (@2 -3 T1l 5 @6 -7 R
A F Lydian C Lydian
) o O ©
y O O bt O O
[ [an) O O 7 1 Py O 7
Fo—s o o ofo°

R T9 3 11 5 T13 M7 R
A G Mixo-Lydian o C Mixo-Lydian
) o O © I
. O 7 b o O
N o O e O O V7

o

Y 2 19 3 4 5 T13 -7 R
p A Aeolian o © C Aeolian
\J O O y |
4 O O 7 | b o O
rN_ O e I o—? e
S o oo

R T9 -3 T 5 6 -7 R ©
p B Locrian o © © C Locrian
v o O © . I
y PN e I | boO O
[ £an Y | | bo PO VF
A\NVJ b I’[)O O VY
Y R @ -3 T k5 P13 -7 R ©

[x=Avoid Note]

C Maijor Diatonic Chords

*Note: The 6th note of Dorian becomes Avoid Note
only when it is followed by V7 chord of the
key, because the note will create Tritone with
the- 3rd, which will be a duplicate of the Tri-
tone following V7 has.

Diatonic Chords are chords built on each of the scale notes within the
5 same key. Therefore, no note will have accidentals except melodic and
harmonic minor scale.

CMaj7 D-7 E-7 FMaj7 G7 A-7 B- 705

o) o b4

g Pay O S

4 O [0 S O d b4
[ [an W24 [0 S S b
W & ) S sl

J o i -

lonian Dorian Phrygian Lydian Mixolydian  Aeolian Locrian
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* How to get the correct mode scale with no screw-ups

Parent Key: C B- (5)<
A- <
G7 < .
S|s
< Slg
F Mg < 8l T|3
cls 5|8
0 |5 5‘<
- S E
£ 3 (5
E- < S|s §§
= glg *|=
m,% 'E__l
<  3[2
sel8 =T
v.lonian =Y3
C Mg

. Lets find the correct scale fob Beolian using the chart above.
First, write out the notes across an octave from E to D (ignoteathiis point).

©

)
c

o)
e

94255:)

* Next, using the chart above, find the Parent ke foxdplian. The Aeolian is located at

the Major 6th above the Parent key. You will getM&jor going down a Major 6th from
B as the Parent key.

* Apply the key signature ofEGMajor to the scale above. The key signature f:olk/l@jor is

Bb-Eb-Ab-Db-Gb-Cb.

o | | Ln
(~ - bo bo bo PO
NV Hh e O I
o 7©

- This is the EAeolian scale. Easy, Isn't it?!
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Tension

*

Tension notes are notes other than chord tones that can be placed 8va above the chord, yet will not
createé9th interval from one of the chord tones. If the note createStthinterval from one of the
chord tones, the note becomes a scale note rather than a tension note.

Non Chord Tones

v v v

Pay O
O

! ! ]

Chord Tones

0
©
o

KGR

—> ¢

Avoide Note

CMaj7 CMaj9 CMaj13
o =M9th

04255:)
098 | O

6000
9900

7 -

MOth »Oth

The example above shows that each one of the non chord tones from the C lonian scale can be
placed above the chord, except the 4 th note. The scale note 2nd (D) becomes Tension 9th, and the
scale note 6th (A) becomes Tension 13th. The scale note 4th (F), however, wiktheiaterval

from the chord tone 3rd (E). Therefore, the 4th note in a lonian scale becomes an Avoid Note,
which is identified by writing with a parenthesis, like (4), and is called "The scale note 4".

The b9th interval is the most dissonant interval that will destroy a sense of quality of the chord. In
the example above, as soon as the note F is played over C Maj chord, it destroys a sense of Major
harmony.

The definition of the Avoid Note is;
1) Do not start with.
2) Do not hold with.
3) Do not end with.

Note that in general, passing the Avoid Note with a value smaller than an 8th note will not create
any effect. Occasionally, even the beat value (i.e., quarter note in 4/4) is acceptable if the note is
placed on the weak beat (i.e., 2nd and 4th beat in 4/4).
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Tritone

ac/2 =b: (8va/ 2 = Tritone) * The word Tritone originally came from the in-
terval built with three whole tones. However, it
| | | is often talked about as the three points within

-, | an Octave: the bottom note (a), the top note (c)
& f oy and the very mid point note (b). Since the Me-
J o " | dieval Era, this interval was often called "The

Devil's interval” because of the difficulty in per-
formance. Since this interval must be exact mid
point of an Octave, the enharmonic spelling will
not matter.

Whole Note x 3

* The real importance of the Tritone interval is as follows:
The Tritone interval is the most unstable interval to the human ear, and it wants to be resolved. In
other words, this interval will not create a stable sound for use as a stand-alone chord. If this
interval is used in the end of a music, it will never sound a sense of complete release.
Note that it became more popular to purposely use the Tritone to make an unstable impression in
this century.

The Primary Resolution G7 From Fto E C
(Inward resolution) | Down by 1/2 step
Tritone goes inward to re- O —_———

solve to the root and the third

of the target chord. The N = FromB to C

chord itself resolves down Upby 1/2

from G7 to C byPerfect 5th. Py P

The Secondary Resolution G7 FromF to & Gh
(Outward resolution) 1Up by 1/2 step
Tritone goes outward to re- N o ——=—=——=—= )»h L)g
solve to the root and the third —_——

of the target chord. The \\j/ =

chord itself resolves down From B to B’

from G7 to G by minor 2nd. { Down by 1/2 step
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Tritone Substitution Chord (Substituted Dominant, or Suby/7)

As shown before, a dominant chord can resolve to 2 targets, one by going down Perfect 5th as a

primary dominant motion, the other by going down minor second. This is Salbestituted Domi-
nant Motion.

The example bellow shows that there are two dominant chords that can be resolved to a target
chord, C Maj. Note that G7 (Primary Dominant) and [Substituted Dominant) have the same
Tritone, F and B(§). This means thathd can substitute G7. Thus, this function of the dominant

resolution is called Tritone Substitution. Coincidentally, the distance from the root of G7 to the
root of D7 is a Tritone away.

G7 Db7 FronC'toC C
A B=C>  1Upbyl2siep
) 1 ]
F=F FromFto E
J Down by 1/2 step

*

This is an example of a Be-Bop line over a Substituted Dominant chord.

Db7 CMaj7
O | P | N
(~ —Dpe ¢
\\QU €
3rd Tf11th T9th R b7th R T13th T9th
LE4 >
é\. V] AN
— 2

*

When the same line is played over the Primary Dominant, the natural tensions, 9th, 13th, and a least
important chord tone, 5th becomes Altered Tensions.

G7 CMaj7

ANy

[a)

u . I |
an) —De
\SV ’

)

b7th R P13th h5th 3rd h5th T#9th T9th

M
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* As seen in the example, an Altered Mixolydian scale is a result of a superimposed Substituted
Dominant scale.

G Mixolydia,p (parent Key: C)

Y o ® © \
Db Mixolydian (parent Key: 2
- | | be e —
6o | be s be b ve |
By o ve —~

G Altered Mixolydian =
(Db Mixolydian Superimposed__ —
over G Mixc’)\lydian) L///

[ )

|
ﬁ

0y

Db Lydiarb7th
(Raised 11th in order to maintain
the substitu}\e function)

A

* There are few important points that must be remembered:
1) ONLY on a Dominant chord is-@th interval allowed for the non-chord tones, because Tritone
is stronger than th®th dissonance effect.
2) The 4th note of the Mixolydian (includes any kind of tension noteS)LWAYS theAvoid
Note, because the 4th note is the root of the target chord. Tritone must maintain the wanting to
resolve, so it cannot anticipate the target.
3) Note that the tension 9th splitsb@ith andf9th as a result of superimposing the Substituted

Mixolydian.
V to | motion ) )
G7 c Altered Mixolydian (Commonly called; Altered Scale)
H—g (o) b bo h24
(~S Py P bo fo © ”
A\SVA.d © ©
) o

R(1) T#9th TWoth 3rd (4) b5th  TW13th  b7th

suby to | motion
Lydianb7th (Mixolydian with#11th)

Db7 CMaj7
[a ) )
\J | ) | |
y 4 [y O | bo DO
(XN D o4 } I O DO VvV
A\SV) | b4 | bo O F
PS) ke P34 PO PO

R(1)  Toth 3rd  Fllth  5th  T13th  47th
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Cc7

| | ‘P

Toth R 3rd ’7th T9th R 5th

C7 s
D — -
— i
5th (4) 3rd *7th Toth R 5th
1/2 st
C71/2 step 1
n — .
Dy e de e . & -
[ \Q_j/ (> 3 I | I—— L ‘y
Toth Pass.3rd *7th Toth R 5th
C7 1/2 step |
A Ir)
v .
Oirt—"' e .
5th App.3rd *7th Toth R Sth
Cc7 12 step |
. 1/2 step Tl —~\
\ i\\y‘ L 3 ] | H'f\ > 4 e
Py  ammma —— |
T9th R 3rd W.App. R 5th
App.
C7 /BT
\ O y/ T \k\’ i 1
W@—‘—'
¢ \
brth  b7th TH3th
C7 /BT
\ O 7/ i T\’ “r\‘ !
%szq:b:—.j—‘/—d—'
¢ \
b7th  P7th  Th3th ’sth
-18 -

Melody Analysis | * This is jazz specific, while classical music theory explains further.

*  Analyzing melody is done by numbering each
note according to the mode (C Mixolydian, in
this example).

An Avoid Note
An Avoid Note is one of the Scale Notes as ex-
plained before, so it will be marked accordingly.
In this example, the 4th note is the Avoid Note
to the Mixolydian. Therefore, it will be marked
as (4), which indicates it is one of the Scale
Notes.

A Passing Note
Passing Note is a note located between the notes
from the mode. APassing Note must be pre-
ceded by a 1/2 step, and followed by a 1/2 step
as well. Note that £in this example is not{9th
because the Passing Note function is obvious.
An Approach Note
An Approach Note , unlike a Passing Note, is a
note that is followed by a note from the mode
by a 1/2 step. Note thatf[h this example is
not T§9th because the Approach Note function
is obvious.

An Double Approach Note
An Double Approach Note is a note that is fol-
lowed by an Approach Note. Note that a Double
Approach note must have the opposite direction
of an Approach Note by a whole step.

Anticipation
Anticipation is defined by a value smaller than
the beat value (i.e., Quarter Note in 4/4). In this
first example, if the note A is a quarter note
placed on 2 instead of an 8th note on the end of
2, it becomes T13th against C7, and will be
changed to7th on beat 3 even though the note
is tied over.
The second example shows that the Anticipa-
tion appears followed by a rest. It is easier if
the imagination is used to hear the ring of the
note over the rest.
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Number each note according to the chord.

*

Yardbird Suite by Charlie parker

Melody Analysis Exercise

B|’7 Cc7 Bb7 A7

N [———

F-7

A7

[

D7

B7(#9) 371

C7

=3

A7

o
b

11

14

A

ANV

E-7

%:#i—"
12

13

Db7

D-7

D7

A7

£ 5)

D-7

L

——
17

ok

Bb7 Cc7 B|’7 A7

A f—

F-7

22

21

G7

27

371
sl

25
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Summary of Chord and Tension

» The definition of a Chord is any combination of more than one note piled up vertically.

» The definition of Tension is one of the non-chord tones from the scale (including the church mode
scales), and can be placed an octave above the chord and yet does riéticiesteval with any
one of the chord tones. However, ith violation will not affect the dominant chord which Avoid
Note is always (4).

CMaj7 C2 CMaj6 CMaj13
) ©
y = S
®-g P 8
J 8 &P 8 8
7 1 1
This is still a chord| | Note the difference. The Major 13th chord may
Note that there is np| have hidden 9th and #11th.
3rd, 5th or 7th, bef
cause 2nd is thp
highest chord tong.
c-7 c-6 c-09) c-713)
[} o
AT | o
D58 P Plaa < s 58
DGR < =3 o . <

* As shown above, the number attached to the chord name indicates the available tensions. In 6
chord, because 6 is the highest number, 7th, 9th, 11th, and 13th will not be available in the strict
sense in theoryHowever composers often write 6 chord to prohibit only 7th. Especially in Major
chord, Major 7th chord cannot be used if the melody is the root. Because the melody always
sounds an 8va above the chord no matter what the actual range of the note is, it will sound the
violation with theb9th interval. Even though the melody is played in a close range on the same
harmony instrument, it will still be weak sounding by a 1/2 step above the M7th of the chord. Thus,
when the melody is the root of the chord, M6th or 6/9th chord must be used to maintain the integrity
of the melody.

« The minorb6th chord in the example above may be easier if treated as an inversidvMag? A
chord. However, spelling this chord this way maintains minor quality which affects the perfor-
mance, and indicates Aeolian mode as well.

* Important Chord spelling rule:
If a number appears with no prefix (i.e., C9, C13), it is a dominant chord; while the Maj sign must
be used to indicate a Major chord (i.e., CMaj9, CMaj&8tept on 6 chord, which does not need
any prefix to identify whether Dominant or Major because 6 chord is prohibited to have 7th note
which is needed to create Tritone in the dominant chord, and therefore it will never be a dominant
chord.
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Diatonic Functioning Chord

Basic Cadence

CMaj7 FMaj7 CMaj7
[a
Vi
T - SD - T A\SVED = 4 o0 O i
8 8 8
CMaj7 G7 CMaj7
o)
\J
T-D-T 68 S 8
g 8 o 8
CMaj7 FMaj7 G7 CMaj7
o)
T-SD-D-T 68 % o :
J <« © O ©
CMaj7 D-7 E-7 FMaj7 G7 A-7 B- 705
A © ) ﬂ
S 8 8 8
O Q 8 ©
Jlo O =
T SD T SD D T D
T = Tonic Function SD = Subdominant Function D = Dominant Function
Tonic Functioning Chords CMaj(13) E.7 A-7
. . . n ©
- (E-7) |§I Majo WIthOUj[ the Root. 2 s g g
VI- (A-7)is Inverted Majs o 8 @)
Subdominant Functioning Chords Dominant Functioning Chords
II- (D-7) is Inverted IVMaj®3) VII- (B- 705)) is V7 without the Root.
EMaj(lg) D-9 G709 B- 7(55)
N — ng b4
Vi \J 4
T7an) - o
A\SVJ A\NY
DY) O Y

Note: In jazz theory: 7¢5) will not substitute the dominant
even though it contains Tritone. This chord is a member of
minor chords, instead (i.e., Il degree in a minor key).
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Find all the Dominant Chords first

* When you see a set of progression: __7 (any Dominant 7th, including altered tension(s)) going
down Perfect 5thto any kind of chord, draw an arrow.

— T
[V to | Motion] G7 P51 CMaj 7
Scale: Mixolydian —
with or without G7(I79) P51 C-6

altered tension(s)
* When you see a set of progression: __7 (any Dominant 7th, including altered #élhthangoing
down minor 2nd to any kind of chord, draw a dotted arrow. (See page 13 for the scale)

[SubV to | Motion] == -
Scale: Lydiarb7th D7 -2 C7

* When you see a set of progression:- 7 (any minor, including _-7(55)) goingup Perfect 4th
to 7 (any Dominant 7th, including altered tension(s)), draw a bracket.

D-I7 P41 C|§7
[Il - V Motion]
D-705) b, G7(9)
I I
Complete Major Il -V - |
d
D-7 P41 G7 P51 CMaj 7
I |
Complete minor Il -V - |
d
b5 bey P51 C-
D- 7(°5) P4 G7(9)

-22 - Jazz Theory I, New England Conservatory Extension Division, ©1997 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)



Harmonic Rhythm

Harmonic Rhythm is a division line in music that evenly divides the section.

l.e., a 32 bars music form is divided in 16 bag the 16 bars section will be divided in 8 bags

the 8 bars section....., a measure in 4/4 is divided in 2 v@ats and so on.

Harmonic Rhythm creates a sense of section which affect melody as well as chord changes.

Note that the Blues form differs in division. The 12 bars form could have been divided into 6 bars
each, but the 6 bars section cannot be divided into 3 bars each because it is an odd number. There
fore, the Harmonic Rhythm in a 12 bars Blues form is 4 &8s

In most of the standard jazz music, which written in a 32 bars form, the Harmonic Rhythm subdi-
vision is 8 barx 4, because most common form styles are "A-A-B-A" and "A-B-A-C".

A(A) 4 4

A(B
32 bars (B)

form
B(A)

A(C) 4 4

IMPORTANT: Note that any of the dominant functions are not affected when it appears within
Harmonic Rhythm; However, Il - V motion are affected. As shown in the examples , if the Il -V
motion is seen across the Harmonic Rhythm division, it will never sound Il - V motion.

Harmonic Rhythm Division

| A|7({79) D-7 G7

Harmonic Rhythm Division Harmonic Rhythm Division
cMmaj7 E-7 | A709) D7 E709 A709 D7 &7
n L 1 |
[ I ]
[IA\SVAE 3 s [ s |
o | I

In both examples, & will sound an extension of CMaj7 becauserls a tonic
functioning diatonic chord. Therefore, it will not be analyzed with a bracket.
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Secondary Dominant

» Secondary Dominant Chords are non-diatonic dominant chords that resolve to a diatonic thord. V
chord is already a diatonic chord, so it is called primary dominant chomlis N6t a Secondary
Dominant Chord, because expected destination (Perfect 5th dov{rm lisvehich is not a diatonic
chord. However, it may be considered &st& 7 chord which resolved to HIZ (minor 2nd down),
so it could be analyzed asbv7/Ill.

C
CMaj7 D-7 E-7 FMaj7 G7 A-7 B- 705)
0 - Q 8
A\QVED >4 [ ad F
o8 8 S
A A
V) -7 Vi -7
A7 D-7 B7 E-7
[a}
)(l J y.4 y.4 J J J y.4 J J y.4 J y4 J y.4 y4 J
l\@ 4 y.4 y.4 4 4 4 y.4 4 4 y.4 y 4 y.4 4 y.4 y.4 4
)
o
Vi IV Maj7 Vi V7
Cc7 FMaj7 D7 G7
[a)
)(l J y 4 J J J y 4 y4 J y4 J J y 4 y4 J g g
(\ﬂ\u 7z y 4 7z 7z 7z y4 4 7z 4 7z 7z y4 4 7z y4 y4
)
A A
b
Vg V-7 V| Vi - 79
E7 A-7 = 5.7 °5)
N
)(l g J g g g J V4 g V4 g g J V4 g 4 4
’\MU V4 7z y .4 y .4 4 7z 7z y .4 7z y .4 4 7z 7z y .4 7z 7z
)
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» Available Scale for Secondary Dominant Chords.

V7)1 A7 Mixolydianb13 (see the option bellow)

)
Y
y

N
A\SV

®
Q

a

[7) L4

===

7] @

R T9 3 (4) 5 $13 b7

Vit B7  Mixolydian bs,b9,b13 (Can be Altered Mixo witho added)

_ G
0 4o . o e
R 79 3 ) b5 13 b7
V7hv C7  Mixolydian
p, =
’\? © . © . 2 ¢ —
R T9 3 (4) 5 T13 b7
Viy D7 Mixolydian
9 = 2
© = fo . o °
Py o o 1t
R T9 3 (4) 5 T13 b7
V7pg  E7  Mixolydianb, b13
[a
e &
R 79 3 ) 5 P13 b7

V7 F7 Mixolydian b5,b9,b13 (Can be Altered Mixo witho added)

a

7] @

=S o
Q

Y &
A\SV} %0 v

R 9 (4) b5 13 b7

w

* Itis very common to seeM I with Th9. This is because-It is assumed as ai momentary, so the
key signature of that assumed minor will apply, whid®i® V7/Il. This option will not occur with
any other Secondary Dominant Chord.

V7, A7 Mixolydianb9,b13
[a)

I W ]
bo 1O |
PO il }

R 79 3 ) 5 13 b7

Jazz Theory |, New England Conservatory Extension Division, ©1997 Hiroaki Honshuku (A-NO-NE Music, Cambridge, IVIA-’)E) -



Extended Dominant R ERYIeerEy

* Extended Dominant Chords are dominant chords in a pattern of Circle of 5th which eventually
reaches to a target. The changes shown below are typical Rhythm Changes bbidg'dadmaget
chord after this section ié?B/laj?, which is IMaj7.

(V 7V N /V) (V 7V /V)
N T\ V7/V N V7 N
D7 G7 c7 F7
0
(fﬁu IIIIIII IIIIIII IIIIIII IIIIIII IIIIIII IIIIIII IIIIIII IIIIIII
© Extended Extended Secondary Primary
Dominant Dominant Dominant Dominant

* Note that the Roman Numeral Analysis is usually not applicable to the Extended Dominant Chords.
However, this class will apply them with Parentheses as shown.

Hiro Honshuku with

Dave Liebman and
Tiger Okoshi at Live
House RAG.

Bottom Honshuku with his
Boston Blazing Or-
chestra andMike

Stern.

Left
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Related II-

* Any dominant chord can be preceded by a minor chord, which is a P4th below the dominant chord.
This is because the dominant chord is assumed asa Yhatter where it is resolving to, so the
added minor chord becomes a thord as the relationship. Therefore, the Roman numeral analy-
sis are not applied, but brackets are needed.

* Shown below is the bridge of Rhythm Changes and an arrangement applied with
related I} chords. This kind of re-harmonization was common during the Be-Bop

Era.
TN TN
B , D7 G7 c7 F7
)(IIII III III III III III III III
II-
Bb - - - - F7
I—I I—I I—I I—I

[}
i
9 7 J / J J J J J S g J J J J S ] J J J J J ] J J
l\(DIIIIIIIIIIIIIIIIIIIIIIIIIIIIIIII

* The example shown below is Autumn Leaves, and its arrangement. Note that the target is
completely ignored and replaced with a sequenéetyf7 and its related 417.

V-7 bvil7 bill Maj7  bVI Maj7 11 - 705)
ﬁ
G- c-7 F7 BbMaj7 EbMaj7 A- 7(55)
1 1
9 'bl” — o e s =SS ~
'\3‘/ e r e ———
V-7 bvi7 suv7py, 11- 705) V70:9)
G c-7 F7 B-7 E7 B-7 Eb7 A 7(|’5) 5709
A | | | I— I I 4 [ |
Y 1D N1 7) N N | o e o o N - \
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Analysis (cont.)

PEACE

Horace Silver

™ “TT T T TN
-768) 709 -7 V7
G- | | F | l
A-709) 5709 G-7 c7
Q | }7 h/l3/: N : @ o [\l .3ﬁ ’\3\‘
G4 — = e
1 2
SN TN -
bl Maj7 I1-705) v7(49) | Maj7 -7 V7
Bb Bb- ITI Bb A L
BMaj7 c-705) po(9 BPMaj7 B-7 E7
3 3 —
N | [ — \ | 3 3T
A 1 | G o =
0" i | i
6 N——"
3 4 5
N R
| Maj7 (I Maj7) VI-7 (VI-7) = II-705)  Suby7 | Maj7
AMaj7  A/GH F-7  Fi-E eh- 709 71 DbMaj7
3
N | \ I ﬁ ﬁ\ | |
paY i P O O
o fo ! —— A
6 7 8
n/a Suby7 | Maj7
Bb
c7t1D)  g7¢11)  ghyajy
37 1
N | ‘ |
Y 1D | I N
@ E [ } ‘3
o =
9 10
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Analysis (cont.) P EACE Horace Silver

N “TTT TN
2] VI-709)  v7t9NvI  vi-7 VIV
| | | |
¢5) (9)
A-7 D7 G-7 c7
A ——3 1 37 1 -
"’(uhlbn Fy o ® 32 }’ }. }- s d \
\\QU | | A [ [ [ | — | “4 /)
1 2
SN T~
bl Maj7 I1-705) v7(49) | Maj7
L
BMaj7 c-709) £7(9) BbMaj7 B-7 E7
3 —
A | F— ‘ —s 1 e 37
e — = ;
V . N .,
PY) 2 Hd % ~— @
3 4 5

* The analysis shown on page 22 is a way for improvisation, which is not quite

ng
are landing on bar 4. One reasons is that the 4th bar will sound strong as a target

correct in the sense of strict theory. These complicated changes in the beginn

to the human sense. Another reason is that all of the changes will not sound oo
far away from key in BMajor. Therefore, if all of the progressions of the first 4
bars are analyzed as in key th‘Bajor, it will be shown above. This analysis is
done using a technique called Modal Interchange, which will be explained later
in this book. When you are improvising, it is necessary to see the quick momen-
tary key changes in order to make effective solo line. When you are composing,

it Is necessary to use a related change to get to a landing key.
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Analysis (cont.)

* Available Scale for "PEACE".

A-709) p709) G-7 c7
s LoC | Mixo b9 Dori _ Mixo
$ z ' ﬁ. o :L"e ¢ 4—’_;}.—. ° o o ’_BF

¢ Note: When this is analyzed hd

as VI 7 as theory suggests,

Aeolian should be used instead. As matter of fact, if this
piece is played slow using Aeolian rather than Dorian, it
will sound more effectively.

BMaj7 c- 709 F7(#9) BbMaj7

Lyd Loc Mixo #9 L lon

Wwwb"bﬁ

B-7 E7 AMaj7 Fi-7

Dori Mixo lon Aeo
[ Q—H iy ® |

E = =

Eb-7 p7(¢11) DPMaj7 c7(¢11)
Dori Lyd b7 lon Lyd b7

g7(#11) BbMaj7
 Lydb7 lon

:, i?i"—{%i
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Summary of Analysis

. When you are asked to analyze a tune in the class, the steps shown below are required

1. Arrow and Bracket Analysis, and the Key of the Moment indication with the box.

C
N T N
CMaj7  A-7 D7  G7 CMaj7 FMaj7 G7 E-7A7 D-7
3 I
n p—— | P— | 3 ‘ ——
y = = — o S — —— S
D4 ! i e — " B ! ——— "
D) e T o
i ‘.
2. Roman Numeral Analysis and Mode (Scale) Analysis.
| Maj7 VI-7 V7 V7 | Maj7 IV Majz V7 IIl-7V7) 1I-7
lon Aeo Mixo Mixo lon Lyd Mixo Phry Mixo Dori
b9,13
N -
C| cma7  A-7 D7  G7 CMaj7 FMaj7 G7 E-7A7 D-7
3 I
o) ! | P— | 3 | P—
y - ‘ F o — ——— CE———
hd e | ° %, A P
T e —— ' e
o °®
3. Indication for M.l.(Modal Interchange) and/or D.R.(Deceptive Resolution) if applicable.
| Maj7 VI-7 V7 V7 | Maj7 IV Majz V7 Il-7V7) 11-7
lon Aeo Mixo Mixo lon Lyd Mixo Phry Mixo Dori
v9r13
N T N
Cc| cma7  A-7 D7  G7 CMaj7 FMaj7 G7 E-7A7 D-7
3 I
o) ! | P— | 3 | P—
y - ‘ F o — ——— CE———
hd e | ° %, A P
St e ——== eSS T
D.R.
4, Scale Degree Analysis.
| Majz VI-7 V7 V7 | Maj7 IV Majz V7 IIl-7V7) 1I-7
lon Aeo Mixo Mixo lon Lyd Mixo Phry Mixo Dori
bg b
D.R. 913
T~ 7 T
C| cma7  A-7 D7  G7 CMaj7 FMaj7 G7 E-7A7 D-7
3 [
n p— — | 3 ‘ ——
A4~ o S — —— S S
o104 = e, oo
:ngRT115T9 w 5R 3 Ry gr 3 Rws 3 B 7 5Til)3
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Project

» Write a piece using the technique you have learned

» 32 bars form recommended.
» Two types of the conventional forms are recommended.

1) A-A - = A
i.e.; "Take The A Train"

2) A-B-A-C
i.e.; "The Days Of Wine And Roses"

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

No Blues please.

Check Points

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

» Scale notes
Notes must fit in the chord scales, unless otherwise it is an passing/approach note. Tietefore,
must analyzewith Roman numeral and name of the scale (mode) for your piece referring to the
page 31.

Extra Points

Musical Phrasing.

Intro and TAG (Outro).

Recording of the piece.
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Draft
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Diminished Scales

Diatonic Functioning Diminish Chord

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

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

C | dim7 | Maj 7
Cdim7 CwMaj7
O I L I '
V4 | 2PN O | 1] b e 2PN
[ (an W SN 24 S | be MO W& L
ANV =Y b4 S be O e
g 728 8 o o e
R T9 b3 Tl dim5 6) dim7 TM7
Fl  Hdim7 -7
Fidim7 G-9
QI !7 8 T ;
(~> = 8 T o e (Mo ®
9 © fo—©
R @ b3 (4 dm5 T3 dm7 TM7
5 Il dim 7 I1-7
Dbdim7 Cldim7 C-7
Qlln i I I
(~>— 78 > —»g . . o (Pre—jFe
AV | € (H) 24 m b O b !
1y AS B »—8 fo O 1°
See Tip on Page 29. R (@ 3 (@ dm5 113 dim7 TM7
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G Bl dim 7 -7
Abdim7 B-7
N # "
VA g m————
[ [anY il e iy
\;]U b b
R 2 b3 (4 dm5 T3 dim7 TM7
c AV dim7 V7
Fidim7 G7
n_| o |
= 8 o o o e fo
6 8 fo o o ©
.] m m
R ) b3 Tl  dim5 Th13 dim7 TM7
= V dim?7 V7
Cdim7 C7
ol [l | I] |
b | o (BYO | 1] b e boO
[ [an Y b1 "W & V& | be O we i
AV Vi 24 24 ba O V@
¢ 8 8 . o e
R T9 b3 Tl dim5 (6 dim7 (7
= B dim7 VI-7
Ctdim7 D-7
[a)
41— (0] e o
&8 8 : e o e o e _gjo
By Fﬁ o Fo o @
R 2 b3 @ dm5 T3 dm7 TM7
2 VI dim7 V7
Ghdim7  Fbdim7 F7
Qlln ||% Q o l!?l T |
(~" » Q s Y
AV ¥ jo )
.] b
SeeTip on Page 29. R 2 '3 @ dm5 T13 dim7 TM7
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Symmetric Diminished Scale

Gdim7

@]
<
2
©

w 12 w 12 w 12

| Lo
bo

Wb

DO

N

O
©O

I
bo O
PO

O

©

~
00000}

v

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

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

Combination Dominant Scale

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

R T9 dim3 T11 dim5 T3 dim7 TM7

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

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

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

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

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

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

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

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

There is an exception to the rule above.

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

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

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

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

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

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

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

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

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

A -
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Minor Key (cont.)

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

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

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

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

Diatonic Chords

Natural minor

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

Typical minor diatonic chordsin minor key chord progression.

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

) o

7 o 8 8

J g 8 © o i i

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

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

Therefore, thisis Mixo b9 which containsb13 automatically.

diminished scale for V1ldim7 is shown below.

)
o]

o]
e

o
N
©
V)

Py,

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

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

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

| Love You by Cole Porter
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Modal I nterchange

C Natural minor

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

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

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

V- 7 (G Phrygian)

G-7

N

©
c
0

|
Py D
O

@4@;5'()

R ) b3 T11 5 (+6) b7

« V-7isnot common, because b3 of the Parent minor Key (E> in C minor) which is necessary to
characterize minor sound is not chord tone nor available tension on V- 7 (Phrygian Mode) Scale.
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minor Il -V -1

/_\

11- 765) V7 .

| |

D- 705) G709 c-
0
" = o
A\NY e {’)x
J O [ So 8

* Becausethell- 7(b5) usually precedesthe V7 chord, it isamodal interchange chord from Harmonic
minor.

Altered Subdominant Chord

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

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

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

* Mixolydian Modal Interchange Chord.

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

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

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

e V-7 Dorian

. bvimg7 Lydian

. bviz Lydian b7

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

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

ﬂ? Llp 2 n ] y

o> %! . ; e

o 4 oo —— _ —

1 2 3 4
d
IMaj6 I-7 V769
/"—“\\A b
B’Mai6 B 7 G7("9)

1/ | = N
rN b .7 \ﬁ
9 e

5 6 7 8

IMi6 ad BT V7
B"Maj6 B 7 %7
| |
e
5> 2 o <
Py) “ ‘34 ————
17 18 19 20
r——— - - - - a
B | -7 V7 I
L. _I
IMai6 V-7 Vv
by b T
B"Maj6 F-7 B"7
| |
h I ] - P —
! ?
6" eeress =
21 22 23 24
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Special Dominant

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

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

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

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

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

_ - —

~

bVI17 | Maj V17 V7
Ab7 c AP7 G7

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

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

T\

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

===
CD%O

===
% >

o

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

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

$1V- 705 Locrian
F- 705)

)
©

E ==

O

@4@;5<>

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

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

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

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

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

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

Jazz Theory 11, Draft, ©1997 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)

Night A:d bay p-7t9 G7 — 3 CMaj7 p-709)
/£ ? |
o o - — pS o
o S LA —
1 2 3 4 5
$IV- 705)
. b
. G7 4, CwMaj7 Fi- 709 F-7
4 ?
PN ] | ] ]
o = b
\_/ \_/
6 7 8 9 10
L E-7 Ebdim7 D-7 G7 CMaj7
’l’(‘:\ I — — J — g
e « o \
o o T4 4 -
1 12 — ¥ ;e b‘ ) O 14 0 15 16
The Days of Wine
And RO;S% FMaj7 Eb7 D709 G-7
\J N
VS PR S
PS| > \ \ \
17 18 19 20 21
) Bb- (Maj7)  Bb-7 Eb7 A-7 D-7
| [ |
G | . e
0 _? b o o
22 23 24 25 26
$IV- 705)
B- 705 Bb7 A-7 D-7 G-7 C7 FMaj6
Q O . N
@ —® e o o- $
') S ————
27 28 29 30 31 32



Deceptive Resolutions

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

O

7

<
<
N
=

000 ©

oL O

000 ©
o

@Q&)

VI1- sharesthe root and the 3rd of I.

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

G S8

000 0]
v

~

[11- is| Maj7 without the root.

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

V7 bVI Ma7 V7 bi1l Maj7
G7 AbMaj7 G7 EPMaj7

H o | Q

7 - e 8 £8

[ (an Y24 9 YO (=4

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

Other Modal Interchange Mgjor Chords.

V7 bll M7 V7 bV11 M&7

. G7 DbMaj7 G7 B"Maj7

y ey i 8 565

" o My O V

A\SVAK © o= | [ @ O

o O PO
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Deceptive Resolutions (cont.)

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

No Blues please.

» Check Paints

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

» Scalenotes

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

Extra Points

Musical Phrasing.

Intro and TAG (Outro).

Recording of the piece.
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Project Il

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

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

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

Warning

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

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

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

Tip

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

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

Jazz Theory 11, Draft, ©1997 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA) @



Quiz #1 Name Date

1. Write out the Intervals.

o o o 'ﬁe bo
©F o o > bo
Y bo o i
( ) ( ) ( ) ( ) (
2. Write anote by the given Interval.
o
[ {an (0] ©
9 fo o
- Oth Below P12th Above Aug.6th Below  dim.15th Above - 10th Above
Hint

1. Hide all the accidentals.
2. With your fingers, count the Interval. Do not forget to include the note to begin with.
3. Write down the number NOW.

4. If the Interval is more than an octave apart, take the top note down, so the Interval
becomes within an octave.

5. Find how many of "1/2 Step Spot” in the distance according to the chart. Remember,
you need to think of only C Major scale.

6. Find the kind ( Major, Perfect, etc.) using the bar chart. Use your both hands verti-
cally, so you can picture the distance with the bar chart.
For example, the Interval is 6th with 2 of "1/2 Step Spot" in the distance, because
M6th supposed to have only 1 "1/2 Step Spot”, it becomes one of the bar chart level
shorter, so it is- 6th.

7. Still holding your hands vertically, apply the accidental(s) you hid in the beginning
one by one.

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)




Quiz #2 Name Date

1. Write out the Intervals.

Q © O — JJ.0
= l o o
o = =
©O
( ) ( ) ( ) ( ) (
2. Write anote by the given Interval.
) L)o
)(l O LO
O—Ho —
Y f O
M10th Above Aug.4th Above - 13th Above P15th Below M7th Below
3. Find out the parent key, then write out the given scale.
Parent Key B Phrygian Parent Key Db Mixolydian
p
l\\ﬂ\u
)]
Parent Key A Lydian Parent Key D Locrian
p
l\\ﬂ\u
Parent Key B Aeolian
p
D
)

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)




Quiz Summer '96 par 1 Name Date
1. Write out the Intervals. [4 point each]
) l?g | fo
i/ g g 5o il
O 33 ; foo g -
1t PO © HO
( ) ) ) ) )
) BQ v o Lo v o o
v fr — —
[ {an I [ P2 ; O
\a\} DO ﬁ' I170 o
( ) ) ) ) )
2. Write anote by the given Interval. [4 point each]
— . =
© — o = °
J o
Aug 4th | - 13th | - 9th 1 Aug 5th 1 M16th 1

3. Fill out the blank, write out the Chord Scale and |abel each note. [5 point each]

- Roman Numeral Mode Parent Key P Roman Numeral Mode Parent Key

e ¢ - I B ) g2 (WVImg / / )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key

g ( | FéLoc /1 G ) €D ( /' Fion |/ )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key

§ C ( VI' / / ) § ( V7 / / C Harmonic minor )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key
SlCl(Vvdm / nwa [/ wa ) €S| (blldm/ wa [/ na )

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)



» Analyze the composition shown below by the direction given on the next page.

Hiroaki Honshuku

[Bossa]
J:98 E I? E
F4.709) A-IG FMaj7 E7(’13) EbMaj7 E-709
R7) ® \ i
-y I — ? —
(O S i R ST S S I S AL (S U
g g | | — — \ !
1 2 3 4 5 6
A709) D7 Didim7 E-7
pumnn_
[a) | A e rq o o —ﬁ
Glir e o o T e Ty, TelTie e fTosr "
P ‘
¢ e =t
7 8 9 10 11
F-7  Bb7 E-7 Eb7 D-7 DbMaj7
= = = = R s e e [ X\
Gbe 4, 8, eleeliolio Jolior o olfeeioto d® he o' ¥
M [ /N [ v
¢ —
12 13 14 15 16
GbMaj7 Ab- 7 Bb-7 A7 Ab7
| b 4 [ ] N L- |D /\? N | |l7
ﬁ‘?' } i ¢ ‘Vg’ :/j :/j } ¢ —— —
J = = —— —
17 18 19 20 21
Ab-7 Db7 GbMmaj7 Gdim7
0 I | |r)Q- he—s ) N
G b T8 Fo LY e —
g G —— = —
22 23 24 25 26
Ab-7 Adim7 Ab-7 G7 GPMaj7
N l) | — | | ——
l‘( | ] . ] \’ ) -40 (Y] ﬁ (Y] g‘ (] —‘t ’\0 \D )
O = ¥ 9, & F_F T §riereit * e
) T—— —— == !
27 28 29 30 31 32
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Quiz Summer '96 par 2 Name Date

Direction for the analysis

Indicate the key(s) with box(es) beginning of the piece and whenever modulation occur.
Draw arrows, dotted arrows, and brackets.

Write out roman numeral wherever it applies.

Write out the name of mode or scale for every chords. Be aware of hidden altered tension.
Indicate with M.1. wherever which applies.

Write out the diminished scale on bar 10, 26, and 28 below. Number each scale note bel ow the scale.

Find the notes which are not one of chord tones under every chords, and write the number of the
scale degree or tension number in the each boxesbelow. Use parenthesisif the noteisnot available.
Use n/afor the measure which does not have any one of them. Be aware of anticipations.

1 2 3 4 5 6

7 8 9 10 11 12
13 14 15 16 17 18
19 20 21 22 23 24
25 26 27 28 29 30
31 32
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Quiz #2 Name Date

1. Write out the Intervals.

DO

GRS
===

¢
-—
ol

( ) ( ) ( ) ( ) (

2. Write anote by the given Interval.

0 I “O
(~ po o I
Y 7o e o
- 9th Below P12th Above Aug.6th Below  dim.15th Above - 10th Above
Hint

1. Hide all the accidentals.
2. With your fingers, count the Interval. Do not forget to include the note to begin with.
3. Write down the number NOW.

4. If the Interval is more than an octave apart, take the top note down, so the Interval
becomes within an octave.

5. Find how many of "1/2 Step Spot” in the distance according to the chart. Remember,
you need to think of only C Magjor scale.

6. Find the kind ( Magjor, Perfect, etc.) using the bar chart. Use your both hands verti-
cally, so you can picture the distance with the bar chart.
For example, the Interval is 6th with 2 of "1/2 Step Spot" in the distance, because
M6th supposed to have only 1 "1/2 Step Spot”, it becomes one of the bar chart level
shorter, so it is - 6th.

7. Still holding your hands vertically, apply the accidental(s) you hid in the beginning
one by one.

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)




Quiz Winter '96 Name Date

1. Write out the Intervals. [4 point each]

— = . bo fo
643 ho o ° o

( ) ) ) ) )
O l?g 2O LO ®O e)
6—bo fo bo = o

( ) ) ) ) )

2. Write anote by the given Interval. [4 point each]

p —— . -

G—° . C -

G .
Aug 4th | _13th | _oth } Aug 5th 1 M16th 1

3. Fill out the blank, write out the Chord Scale and number each note. [5 point each]

- El? Roman Numeral Mode - ; Roman Numeral Mode
g ¢ m- / y EIA (VN T )
- Roman Numeral Mode - Roman Numeral Mode
2 ( /| B Loc ) E|F | (sovz )
- Roman Numeral Mode - Roman Numeral Mode
g ( VI- [ B )y & (Sov7, 1 B )
- Roman Numeral Mode - Roman Numeral Mode
gIBl (v 1 )y & ( /| B Phry )

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)



Quiz Winter '96 Name Date

1. Fill out the blank, write out the Chord Scale and number each note. [5 point each]

- E17 Roman Numeral Mode - ; Roman Numeral Mode
g « m- / y ELAY (Vi T )
- Roman Numeral Mode - Roman Numeral Mode
g ( /I B Loc ) E|F | (Sbyzr )
- Roman Numeral Mode - Roman Numeral Mode
& ( VI- |/ B )y & (Sovy B )
- Roman Numeral Mode - Roman Numeral Mode
gIBl vy 1 )y & ( /| B Phry )

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)



2. Analyze the music along with the direction listed asfollow; [50 pintstotal]
» Draw arrows (including dotted arrows).
* Draw Brackets.
* ldentify the Key of the music.
e Apply Roman Numeral Analysis.
* Apply Mode or Chord scale.
» Scale Degree Analysis (applying number below each note against the chord).

Bl’7 A-7 GI’7 FMaj7
)? ® E ® o ' i nf lpﬁ—b‘?—ofl 9 7 2
O e Phe oo D s ¢
) r I — — \
1 2 3 4
G-7 C7 FMaj7 A-7 Al’dim7 G-7 C7
0 N\ p&q ° ) Wqﬁ:ﬁj’i
(n P o \ 1 ® P A Zay S \ N S I R
NSV, v } — 1 } |4 I
5 6 7 8
FMaj7 F#dim7 G-7 C7 Dl’-7 Gl’7 FMaj7
/) > - ¥ ct?‘ e 'b'ﬁ v & 48 1P ¥
(~ P o \ N N R ps N I T "1 ps
y i ! —— < — 17 |z <
9 10 1 12

3. Write out the diminished chord scale appears in the bar 7 and the bar 9. [5 point each]

Jazz Theory Quiz, New England Conservatory Extension Division, ©1996 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)



* Fill out the blank, write out the Chord Scale.

Roman Numeral Mode Roman Numeral Mode

z| Bb | Db :

g ( n- )y & ( IVMg / )
Roman Numeral Mode Roman Numeral Mode

) g G

g ( /| Ch Loc ) £ ( vr |/ )
Roman Numeral Mode Roman Numeral Mode

) @

& ( VI- | G )y & ( m- /1 B )
Roman Numeral Mode Roman Numeral Mode

z| B b g Ct

g (V- 65 / )y & ( / Phry )

- Roman Numeral Mode - Roman Numeral Mode

SLE|l( vi- )y ElA] (Ivmg 1 )
Roman Numeral Mode Roman Numeral Mode

o) A | F

~ ( / B Phry ) 7 ( VI- / )

- Roman Numeral Mode - Roman Numeral Mode

g ( - |/ G )y & (VII-65 | A )

- Roman Numeral Mode - Roman Numeral Mode

gD n- ) & ( /| B Dori )
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Number the melody according to each chords. Non-available note must be parenthesized. Be

aware of the passing note, the approach note, and Enharmonic spelling on the altered tensions.

ﬁ'om Waltz For @eﬁﬁy By Bill Evans

G-7 E7 A7ICk D7I/C G7/B c7

D-7

Cc7

G-7

D7

[ D ¥ ul

[ D 1 IN7K
N (anYH/H NN
[IA\SVAE 3 tg|

16

15

14

13

12

1

10

B-7 ch-7 B-7 G-7 c7 A-7

AMaj7

E7

B-7

25

24

23

22

21

20

19

18

E7

D-7

A7
i

BbMaj7

F7

G-7

D7

[IA\SV A

34

33

32

31

30

29

28

27

Ab7 G-7 Gb7 FMaj7 D-7 G-7 E7 A7/CH

A-7

N fan -
[IA\SV A

43

42

41

40

39

38

37

36

G7/B c7 F7 BbMaj7 BI’G EI’7 A-7 D7

D7/C

52

51

50

49

48

a7

46

a5

EI’7

BbMaj7

A-7

E7

B-7

[IA\SVERY

61

60

59

58

57

56

55

54

F6

c7

G-7

E7

68

67

66

65

64

63

62
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1) Draw solid and dotted arrows.

2) Draw brackets.

3) Write out applicable Roman numerals over the chord.

4) Write out the name of the scales or neame of the modes below each measure.

F7 BEMaj7 G-7 Cc7 C7/B|’ A-7 D7 G-7 Cc7

9 10 1 12 13 14 15 16

D7 G-7 A7 D-7 F7 BI’Maj7 A7 D-7 E7

LA;A S F J | J J J [ J J J | J J J 1 J J J | J J J J J J ! J J J ! J J J|

LA J J | J J J [ J J J | J J J J J J | J J J [ J J J J J J [ J J J]
.I.-'..-'..-'...'...'..-'..-'...'..-'..-
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Theory Il Quiz Spring'98  EWE Date

1. Write out the Intervals. [4 point each]

O #
#

L|Wq ﬂe bo
b

09

el

NP
©

-

o

bo

( ) ( ) ( ) ( ) (

i
LO
bl

0 d
N
c

B

2. Write anote by the given Interval. [4 point each]
bo

o)

E =S
e

I S

M10th Above Aug.4th Above - 13th Above P15th Below M7th Below

3. Fill out the blank, write out the Chord Scale and label each note. [5 point each]

- Roman Numeral Mode Parent Key =[5 Roman Numeral Mode Parent Key

g ( -7 1 I B ) &P (Wiwmg7/ / )
. Roman Numeral ~ Mode  Parent Key _ Roman Numeral ~ Mode  Parent Key

g #Iv-765/ Froc / ) €P-] ( /' Fion |/ )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key

gL C | (swbvry, / / ) ELE| (VN 1 | na )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key
ElB| (1dm7 / na [/ nwa ) E S| Glidm7/ na / na )

Jazz Theory Quiz, New England Conservatory Extension Division, ©1998 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)




Theory | Quiz Spring '98 Name Date

1. Write out the Intervals. [4 point each]

O #
#

L|Wq ﬂe bo
b

09

el

NP
©

-

o

bo

( ) ( ) ( ) ( ) (

i
LO
bl

0 d
N
c

B

2. Write anote by the given Interval. [4 point each]
bo

o)

E =S
e

I S

M10th Above Aug.4th Above - 13th Above P15th Below M7th Below

3. Fill out the blank, write out the Chord Scale and label each note. [5 point each]

- Roman Numeral Mode Parent Key ey Roman Numeral Mode Parent Key

g ( VI-7 [/ I & ) E|B| ( swyr / nla )
. Roman Numeral ~ Mode  ParentKey _ Roman Numeral ~ Mode  ParentKey

g #Iv-705/ Froc / Yy E1Bl( n-v7 1 / )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key
SLC) (v ! I wa ) ELE| (Vi 1 / na )
- Roman Numeral Mode Parent Key - Roman Numeral Mode Parent Key
LB ( Viy 1 I wa ) G| (Ving 1 / nla )

Jazz Theory Quiz, New England Conservatory Extension Division, ©1998 Hiroaki Honshuku (A-NO-NE Music, Cambridge, MA)
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