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FOREWORD

This is not 2 Jazz theory book

The su of jazz theory kas already been thorosghly examined, analyzed, and ex-

spon by vanicus mmummmmmm

cery Coker. This is, rather, Q‘M-b“boﬂ.mbwtwh-bmmd-

jmhmubmmlnlnulmimn-cmdmmmoﬂhmwidmm
key words here are “good sounding”.

Ex. Al
Dot & d
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The voicings offeced in Ex. A,1 are, yes, theoretically coerect, aad Be voice leadiag is
smooth; however, Herble Hancock or McCoy Tyner woold not voice this pro-
gression in this mannce. Although coerect, they leave much to be desired in terms of

h.Moﬂmtﬁmaﬁi&wﬁdw -FIS Hm.thaewm by
explaining which voicing should be used

wiy one would voice & F13 ia the progression C9 Fl lbe
MNFI)M““MWPI! <D+

[ other words, considoration st be given jo 1, -hmywnmh.h.(l
coding darmony), and 2, whore you're going %o (e, the following

ngs. Regret i

10 achicve this objective. Howerer, the material will b proscated with the intent of easy
sysiematic inteliectoal assimilation in that undue drudgery can be avoided and that
your invoivement with mesio can be & fun and a rewarding eaperience,
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Chapter 1: AN OVERVIEW OF TRADITIONAL
JAZZ HARMONY

Jazz harmoay, as all harmonic sysiems that we've come 1o designale as “Westera," is based upon an
equally lempered scale which aes the interval of 3 half sicp as its smallest unit. Albeit beyond e swope
and inlent of this book 10 chronicle the ovoletion of the Pythagorean scale 10 oer cerrently used equally
lemipered acale, P still facinated by the existence of other scales curreadly wsed in other civilizations.
If we had boen born theee hundred years earller, o if we had been raised today i an Eastern cultese,
say in China, this westers sotion of divideag an ectave into twelve equal divisions would strike osr can
as dissonant and uneatural

The laserval of the thind is the basic building block of chord strectares. Starting on an arbitrary tonic,
we stack thirds (every other scale stop) above the toalo 10 create the desired harmony. Incembent upon
lidmmmmdmmmmumuaumm:m
nies will be initisted depending upoa the diatoaic parssecters of the scale or mode employed,

For cxample, let's pick an arbitrary toak of “F" sad coastrect a major scale,
Ex. 1,1

i Nt VW W

Prode STEAUSE lousrlucrew: ¥

Now, Jet's stack thinds and cosatruct magoe family harmosics,
Ex. 12 F mak pwrd (Ff)

ﬁmm '_.g

Since the 11th aad | 3th are domisam family comtructions, the major ninth is the largest major family
coastrection possible withou! cheomatically altering the sieps of the major scalo.

From aa “F, lety construct 3 Dorian mode, the parent scale for minor family harmoaics.

B3 ¢ g g
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The ressitant harmonics from stacking thirds within this Salonic sysiem anc
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Starting with an “F", let's construct a Mixolydian mode, the pasest scalo for al'dominant family

Ex-15 £ siocrome mag

DIRONC SYEAUSE Mzmo'g’ wg%wfw

Whes we stack hirds within this mode, e resultant darmonics are:
Ex. 1,6

wéiém () Tm (€!)
ﬁum_(f'] v F ouerecrd (¢9)

For dimiaished (amily chords, ket's comstruct am V' dimindshod scale and see the reselts of stacking thirds.
BCLT ¢ hwwigies Sk

DiaTdeve SYEPansE Muorma w f TRV RWE
Ex. 1L.8(")
0) .. F omarsio seunt (F*) o ﬁw‘m

If we are %0 perceive aupmentod chords & alterations of magor or Sominant family cosatructions (de-
pending oo which Eatonic vystem is used for the langer extensicoas), we Bave now covercd four basic dia-
tonsc systems (L.e. Major, Dorlan, Mixolydian Dyminished) which govemn jarz barmoaics.

One froquently heard and encountored excoptson (aren’t there always exceptions) to sertially (see Glos
sary) coastrected (stacked thirds) darmonses is the sixeh choed.

TR

Our task is now to inspect alternative ways of voicing thess barmonies. A favored meass 10 contempo-
fary sou volciags Is to “detertialine™, or rearrango our stacked thinds so that the desired harmeay
is achieved, bet the strict seccession of tieds is avosded.

*When posmible I"ve tried %0 adopt the choed constractions and respective desgnalions & espoused by
Carl Brandt and Cimton Roemer in their book, “Stasdardized Chord Symbol Notation™, However, with
diminished chords, [ must take msue with the claim that the * symsbol indicates a $-voice constrection.
Girasted, in practice, the seventh step of the Sminished scalo may bo played with no adverse 1oaal repes-
cussions. Bet, how do we designate a simpie diminished triad? The Brandt-Roemer sodution of Minor
triad with a flatied fifth, is, for my taste, 100 combersome. Therefore, Pve clected 0 “stick to sy guns™,
udtdu.;oth‘uﬂduwﬁuﬂﬁyb&e“":dhhﬁdm&immmm
symbed, 7.
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Chapter 22 GENERIC VOICINGS
(and the “Rule of Thamb™)

Guak\hawmﬂmmodmmmham for theee basic choed families:
major, minoe, and dominant. They are simple mmmnm.mmm:ym

Ex. 2,1
The Rule of Thumb
Genenally, with S-voice chord constrectioas, the top
mmmﬂgwmmhmmmm
voices by the loft. Ex 21
et
Ex. 2,2

luordwwmmow.mw»
mn"Mtomm-mummbﬁ
Kagther‘gﬂhndthmhthcocmmmw-
e Cand (one octave higher). This rule helps play- L5 Trens
ers avoid muddy sonorities that cas result when the
right and thumd moves below siddle C.

stmw.mummnwnumbuma.m
resulting sonornty i generally teo thin for compang,

Natural .mmnﬁaldmthumymdﬂmﬂ(mdnn or lower sosority, bet ssost
Tﬂ:g::. WMMoMlMM sonority will be obtained whon the “Rule of

Generic voicings relogate ali mag famaaly chords into the legory, “Geseric Major”. Major fami
chonds inchude Magor tiads, Major St Major Sevemmns oet o pceic Mjor~ ¥

L .
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Due % 1he absence of the Major Seventh, the reselting choed is actually an F&Y. Theoretically, 9
we do not have an exact 'Ma®, however, there are no offensive choed tones, tertiality has been
avoided {In this case, restructured), and the nght thumb is betwoen middie Cand C1, The choed
i in De beat position on the keyboard foe soncrity, and most important, e system works,

Generic Magor voicings can also be coastrucied feoms the fifth scale tone of 2 given harmsony do-
scending in perfect fourtha in 2 similar fahion as those coastructed from Be tonk dowa. For
example, our FMa%® cas bo voiced in two ways:

Ex. 2,5 mmmp{mvw roa’

TEY Fra’
With the ganenc construction descending feom the fifth scale degree, we achoeve am exact F'Ma$,

- but the point 50 be stressed Is that elther voicing s sufficient and context Setermines which we

would use.

Let's cbaceve the cyclical progreasion IMas - TVMs i e key of G: GMa? - CMa7,

grnmuummouz wing froem the Jomic descending, and the C Major voic-
we derive

ing from the ffth descendi the voaGRg
Ex. 26 G . Cod
)
+—8
R Gy Ol

Obvviously these constructons wosld similarly fusction for any two major harmonies whose re-
spective fonics arc & fourth spart { BM."-AM-‘L%-M&MNWUB
Wvdawimhubmmmnm" (in fact, climinased), the “Rale of Thomb™ has decs
obscrved for the sake of sononty, and the resultant voicisgs sowad seemingly mare sophisticated
s the “third city™ (see Glossary) readition of the same progrestion.

EX. 27 Y 008 THRO-2atr RENOTOW o 6 Ve e’
6% Cou? ~

8% .
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The triscac i reversed with the two different geaernc dominaat coastroctions; when cosatruct-
od from the waic desceading, the thind is on the Botseas. Coaversely, when comtructed from
the fifth descending, the seventh s the lowest woice,

for example FT—D87 or 17-=1V7, we can constrect the

When we ’
anmmwmum from the fifth descending 10 obiain sinimal motica
betwees the two vokcings.

Ex. 2,14 F’ e’,

S .

When voiced in this fabdcn, caly the triloos indicators move while the right hand voloes re-
m“hnq%-mm been avoided, the nght thumbd (nsures optimal seaorily
by obscrving the “Rule * and minimal motion has been achicved Between the adja-
coat harmonies.

Chapter 2 In A Nutshell:

Objectives:
1. Good sounding voicings that musimize voice Jeading Detween two harmonics.
2. "Detertiskratica™ or restrocturisg of text book tertial harmonses.

Points to Remember
A All Generic Yoicings are $aoto coastroctions.

B. Generic Majors have two comatructioss, They may bo comstructed from elther the sosée or
the fiNk dcwcondiag in perfect fourths
C. Generie Minoes have one construction: il fourths descending froms the minor tind.

D, Generic Dominaats have two constroctions. They may be coastructed from cither the
tonic down or the fifth down. The 109 three voices are quartal with the Jod asd Dominant
seventh (n the lef hand. '

E. ORderve the “Relo of Thumb™ (R.H. Thamb on the middle of e five tones played be-
tween middle C and Cl) If comtent requires the R H. thumb 10 dip below Middle C, be cer-
tain that the tonle replaces the lowest voice of the generic constraction. This will be ex-
plained later In more detail
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Chapter 3: GENERIC VOICINGS WORKOUT

The most freqocesly peogression in jaxz and commorcial suusic is the #-V7-1 progres-
sion. Let's use Generio 10 constrect a U-V7.0-peogression in B,

Ex. 31 Gewdes mzm oH ig-z:

e
_+ 3 4

Reswt: Qo ” Fe UYL

From the macm«mmwmwmmmnh
the as 10 the Ceneric of e F? from e 10a5¢ down, Resolatson 50 the 1 chord,
(ma-Mm-bm 9 is vpiced from the Sth descending, We Bhercby have
%0 move caly cac voice a half step.

wmemmmmmmwmmmw»mwdo-«xm
2o aad nunimal motios Betwoesn hamonies. Remember: move as litde as posstble and observe
the “Raude of Thumb™, Answen oa M”’-

, l'.x.3,4

13

[ o' God' E ¢ B B A
Ex. 33 Ex. 35
&' & i o G o Eu A s

SR g g g

”

Afler these progressions have been played, practice Exampies, 3236 & all 12 keys.
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ANSWERS

Ex. 32
Am”

-

GC c, A. D'
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Ex.35 pm' g’ A1 Dmf
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Chapter & MIRACLE VOICINGS

Youll find e desigration "M Voicing" i this book. The “maracie™ sipect of these voicings Is that they
mmnwdlﬁ%'gm o 4 og on which 1000 is usod as the k), and tiey belp

us in cur poal of avoidieg tertial voloimgs. Like Genenic Miracke Yolcings are five-note chond contructions,
Miracle Yoicing I (M.V.I) Ex. 4.1 w .
To construct MLV, L, start from asy given tone (I've o Fwbikwé
acbitrarily chosen an “E™) and doscond wsing the fol-
lowing istervaly Major thied, Path, Path, Péth. -4
=3
- 24 4 R B

As mestioned, we caa use this cosstruction % sccommodate fve different barmondc functions:

Harmonic functions of Ex. 4,1, (M.V.I) Teak
Streag Major (led and 7th present) F
Weak Major (7th not pressat) c
Minor A
Saspended Dominant (1 1th choed) D
Lydian s

Ex. 42 MRAMWC Fuerov

ey =
) — A— — S—

:qj'LIQ.EIL!

' o AT
¥ WEAK  muoe siT.°
MM&% mm‘“

To Jocane the 1oaic 50 be used for the various hammoaic functioas, we Be followisg method:
1. The wonic of the srong major fenction, is % slep sbove the top voice. In the case of Ex. 4,1: “F".

2. To find the tonic of the weak major fusction, use the second voice from tie 109 of the construction as the toake
{root). In this case, “C™.

3. The lowest voice i the constroction serves st Bhe tomic of the minoe function. For Ex, 41; A",

4. To fiad e 1000 of the susponded dominant, or §1th choed lunction, use the socond voice from the bottom,

s. m%_amxmmwm«.mm—mnmawmmmmwm:nm.
ca, '

g&mmuk«lnuummmnnuumumwmmw«

13
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Miracle Voicing 11 (M.V.11) .
Misacle Voiciag 11 is identical 1o oer old fricads, Geseric Major and Minor. [t is 3 $-noic con-
struction, bedlt entirely from perfect fourths, Like MOV.E, M.V 11 serves five diffesent barmonic
functions: 2 Majee, 1 Minor, | Seapeaded Dominanl, aad | Lydian,

Let's arbitrarily start from a "G and dmcend in fourths s llows.

Fx. 43

INERALL
GonsThicTon FaLERwWS
L4 4

pe {_
125 S

Let's now find the toaics (roots) of the five different harmoaic functions.

Ex. 4.4 Aol Fuvemine )
g S S S S
— . 4 mgp—

Al

$ i . T £ )
2AY A "

0.
ALY A58
( wunk 448 Lromd
Harmonée fusctions of M.V, 1L Tooke
Strong Magor (3¢d and Tth prosent)
\\'ukuajw(m”gml)

“rmOn

Seapeaded Dominant (1 1th choed)
Lydian

To Jocate the tomic of the S variows harmonic fanctions, proceed as follows:

1. The wp voice is The root of the weak major function. (Meatical %o Gesaric Majer from the
tonis ing) In this case “G™,

2, Since the Oeneric Major voicing from the S0h descending is alo identical to MLV, 11, the tomc
will o a P.4th above the %op voice. In this canmple, “C™. This is the strong magor feaction
since both the Nrd and 7th are present,

3. The 2ad vosoe from the bottom is the tonic of the mince functios. In this case, “E™, This con-
straction s also identical 10 the Generic Minor with the miner third scale sicp a1 the p

4.mu@$mummamntm«wmmhm@-
S, The root of Be Lydiaa function is a tri-tone froes the bottom volce. In this case, “F,

Note that foe MLV, 1 the tosic of the Lydan functios is 2 titone feom the 10p voice, Coaversely,
for MLV, 1L, the waic of tho Lydian fusction i a tritase from the botioss voice,



Ex. 51

Chagter 4 In 2 Nutshell:

A. Thore are two miracle voicings desigaatod as MLV, | and M.V, 11, both are five-voice
constructions, .

0. Mirack Voiceg | bas & major thicd botween the top two voilces. Otherwise it is a guartal
coastruction.

C. MLV, 11 Is constructed oatirely of perfoct fourths.

D. MMMWzmﬁwdimwfmwinw-ﬁamh
cmployed as the

Chapter 5: “WORKOUT” WITH GENERIC AND
MIRACLE VOICINGS

Uning caly Ocacric Majors, Minoos, Dosinants, and M.V, [and M.V. 11, let's voice some sam.-
progressions bearing in mind the “Rule of Thumb™ and minimal ssotion between adj
Remember that appeaximations of chord qualitics (e.g. CMil | for 3 desired OMiT)
are permissible as long as there are no chord tones present aro not mombers of the parcnt
scale/mode of the given hamnmony. ‘

W

17

Ex.
@m’ Am' B’ s fs'g" g g g b,
l‘.x..s,l Ex. 55
&' & Am' 0 Gl iw Gw O Fmd
ﬁ - i
Ex. Ex. 56
:e..’ A’ Om’ G! Cw gm’ 8%  eF7 b

R

Answers on ollowisg page.
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1 ANSWERS

Analyze the step-wiso or inlervallic motion of the root movements of cach preceding progres-
sion and then transpose the progreasiond 8o otder keys,

Lhs sq4 o gl ght gt bt
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Chapter 6: VOICING SUSPENDED AND ALTERED "

DOMINANT CHORDS AS POLYCHORD
FRACTIONS

Dos't be intimidated | the title of this chagoer. The concept here is as casy 10 assimilate as Ce-
neric and Manacio ngs weee in the previous chaplers, Let's deginn by redefining the ferms

I, Dominant fasily choeds Tths, $ths, and §3ths (1 1th chords are usique Because in applica-
tion tho third is replaced by the &th or | 1th scale tome)

2 memmmemw%wW( 0o cre-
ate new sounds of “lonsions”. Alerations 10 be covered: 35, or §11, 83 or 513, ¥, B0, and
possibde combinations of alierod soncs, for ex, (P995).

3. To voice these altesed dominants we're going %o think of two harmanies stacked one on 10p
of e other like & fraction:
AT ALY -
derominater

= G
"

S=

General information and explanation of symbols used
1. “x" is smy gives tosality, g, F, B, B, et
2 The Roman numernals in the fraction refer 10 the major scalie stega of the “x™ wonality.

L. Triscae indcaions for dominant family choeds are Ma Jed aad domisant seveath (the inters
vl botwoen these two tones is a tritone) with the excoption of | 183 chonds (suspeaded doemd-
ramt chords) whore the thind is abeent. The Maled and dominant Tth are the oaly mandslory
chord toaes for the denomsinator, o¢ bottont 2alf of the polychord fracticn.

4 The “sumermioe” tnad on top # always a triad, and any inversion, Le. 100t position,
first inversson, of second inversion is eqeally as the “sumeraioe”™ or 20p half of the
polychond fraction. .

s Mhm%&wmﬂe&ﬂb&v»&a?&.ﬁhd 13ths & intee-
changeable. In other when we see 2 choed symbol designation of a 7th, te ninth o=
sixth (1 3th) may be added in performance thereby ealancing, not detracting, from the chord

Let's start with the one exoeption, the 1 1th chord (or sespended domimant).

Desired harmony Fractica Example Implementatcn
L x11 or xTwas ~ cu "

This harmony is the one exception ¢ lwo reasons
L himpmm.uchadmmh&cuwwm
2. The third is not used in application, heace the tritone indicaton for the dmomisaior arc not
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Notein Bx. VLI, mmtmummnmummbmwwm)mw
ly fanctional. bn order 1o keep all voices 23 compact &1 possible, it is sometimes acoossary

verse the tomic and filth in e lefl hand Note that in the mandzuduvuﬂum«&
6,1, the toaic is now sbove the s in the koft hand. Wide imtervallic “gaps™ Between the two
haeds Showuld be avoided in the intercst of somonity.

Example 6.2 lists the polychord fractions to be used for other altered domisaat choods,

Ex. 621  FNYCHIRD FRALTRNS FOR AITERED DimainTs

DESIRED RmuY FRALT) EXANALE INPLEMENTAT

PRI T o B
5 @ T c’$"’ g

" has arbitrarily chosen as the x tonality since most of ws fiest kearsod the C scalie and therefore
feel 22 heene im “C™,
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Lat's voice e procedisg:

Ex.

63
a. C""” s %T‘s ‘gl"

2



Two Answers:

1. By using this method of vescing, we insmantly dave 2 guaraniced stato of the art sounding S-aote coastruc
tiom for the desirod harmony.

2. Expendable chord tomes are heredy deletod

gr 24 Why Polychord Fractions?

,‘)

s )

Memaring the § polychoed fractions and review kil the association botween the fraction and the de-

# sired harmony are astomatic. For example, the (31 1) alteration should sitimately tngger & mental response
B dﬂ'

t

: | In recapitulaticon, remember:

‘1 1. Sespended dominant choeds are sot akered domisants. Bowever, the fraction concept of *{¥
{i

oot only works, bet offess 2 palatable solutioe. Root and fifth serve for the LH. denominator.

2. Tritone indicators (3ed and Tth) may fenction for all altered dominants & the representative tones for the
et hand (denominator). However, should the third or seventh be presest in the nemerator triad, tho tonsc
tray replace the doubled 1one in the left hand (dencesinator)

h,iulad!olhe“ku&oﬂh-b"ﬂlhm&"minwm“.mmmm
Because root positicn, first inversion, and secoad inversion tnads could feasibly place the right haad thumb
within the confines of middk C to C1, only coe answer will be offered. If you've moved as Htle a3 possible
and adhered to the “Rule of Thumb™, your voiciegs are equally correct,

Randoms sespended and ahiered dossinans

6.5a. A C1+¢{P), BI eu&;nwsxwmlnu.mmu AP396S)
6,85, DINF11), GNE9), Cr 289), PIB9), Mb0sus, ATRGHS), E57(BS), DoT(E 9), ENGIHS)

Ex. 6,8a.
W00 go0 g oll) ® gt o) goly)
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Chapter 7: APPLICATION OF POLYCHORD
FRACTIONS IN THE ii7-V7-1
PROGRESSION

With the addition of Polychord Fractions as alicrod'suspeaded Dominants 0 our darmonic vo-
cabulary, we are now capable of voiciag familiar progressions with some degree of

mmwu&wmmmw-mm 1Vt using varsous alterations for the
dominanmt V7.

As befors, the veicings will be S-note constrectons, which adbere 1o the “Rule of Thumd™ and
e principle of mintmal motion,

Ex. 7,1 i’-2’-2 w 8?
S —
o $1 4L

Acroh WWaw?: Noy” Y B¥uat .
frscime ust?: myes . lu‘. :?3’1\

Ex. 7,1 showy generic and sicacle cmployed foe 8 §i7-V7-Lin B, Let's alter the domi-
nant V7 10 inchade the alieration ). The (raction is Y, o in this case FISOTX .

.

Renes. Hatmat' Con” 10 (L)
Placst, asd: MX 2 (41} e
I Ay

Dy playing Ex. 7.2, we notice 3 couple of new favonble woal bosuses

. The vokce leading of the veice has mare seae of motian and resolution thaa in Bx,
7.1 &ue 10 e descending ism of the Nae. (This topic of the mclodic sopraso voikoe
leading will be ad&sessed later in Chapler 11.)

2. The descending triads in second inversion ia the right hand create 3 smooth sural of-
foct, and from the altered V7 1o e [ sounds more coavincing than in Bx. 7,1 be-
Cwase there bs more tension in the altoration and no %oaes common 10 both harmonies. Hence,
e resodation is simply more “resolute”.



28 Let’s try a [V 7.1 with ancther dominsat alieration @85). Our pelychord fraction for this siter-
ation is WY,

Ex. 7.8

=t

" b .
rv # L ‘1 =
Acruse daen, Cm? FeTW) Braat
Massril: W I 2 1 w.‘u.ut
he T

T

Practice this progression until it is “mgrained™, Utilize both & cyclical key sequesce (Ex. 7.9) for
motor memory, and a random key sequence (Ex. 7,109 for the theoretical sssimalation,

Ex79  pree 1M2lR)-1 » 24PGPEDC} 5,0,6,40 oF,
bl FUEN bt BN W gt RS DRTINO Ryt

ot
3 WEY% |¢ Ugre lig

W pgaer
‘ﬁ’%mom“‘mm KEY SEdvdwel:

Ex. 7,10
Du’ Ge'™ Cmt RS 8T8 g0
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The dominant sleration (bHDS5) which is accommodatod by the palychond fraction ¥ is equally
umaaieulhoi‘?-wslm‘ 9 1

Ex. 7,11a lﬁz’moz w6 Ex, 7,11b

===s==:=
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Practice Examples 7,11a and b like the previous examgles in this chapeer; both over a cyciical
and random key soquence.
Cyclical 17 « VNbDS) « 1 in the following keyx: G, F, Eb, Db, I, A, AD, G5, E, D, C, Bb

Randeoe Inveat your own sequence, of use that of Bx. 7,10,

The domisant alterations (99) and @1 1) could be used i 2 ii7-V7 progression as examples 7,12
and 7,1} demonstrate.

Ex. 702 1-X'%.2 %" Ex. 213 g o e

== —io—i =1
- Lt gy g

fer, Mo An” p* %) Geao' ! A’ puie Gual!
fewornt: Mzl L ok Sad A4 6Ew, ELY)
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The domisant abierations of (89) and @11) ace, however, different frem the other In
a much as tonal propertios do not reguire resolutzon. In other words, the domdsast
and dominant (211) are (30 bocrow a baseball ) free agenis. By the nature of their sonoei-
mdomnqmmmaw—c.' bt , are self: harmosses that may

ma capacily For cxample, the frst chord in Coltrane's Blse Trane
is the waic E3? with the alieration

Similarly, the swspended domdsant or 116 chord is sl harmonically indepeadent, and its
tomal properties (tessions) do not require 2 resclution. The negation of Bis V-1 domisant-tonic
relaticaship i evident in the jazz wandasd Malden Voyage by Herbie Hascock.
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1n the A section, 4 baes of D9sus are followed by four bars of Fiwes, The roct movement is ob-
Mmmw-l).b-mw.l-kll B section begms with 3 harmony of Ebsus
followed by Dbmil 1, Agais, we doa't have a cyclical V - I 100t relationship, and the “free
agent” states of the suspeaded dominant (11 choed has been validated.
mmdn«um-v the suspeaded dominant choed: the voicing will be e
ticad 1o that of ii7 voicing in a ii-V7-] progressica,

Ex. 7042 i -Zhse2 w 6" Ex. 7,14b

==="::

|

" v &
-
Ar. e Am” o* Gaa? 1 A"’ p* Gnr
Pemcnts MY X mel w.au..ml : MVI  MeI G, AT, S &
B
GEn. .y X mov. 1

Umuhdokdmiﬁwmwmo&mlmhmuhuabmu
xeaples, the samse chord serves two functions, the miner ii, and e suspended domi-
naat V. The bass player wpply the different tomics,

In Summation:
1. Acguaiat yourself with the various fractions for the altered and wuspeaded domi-
nants. Devise a method %o drill on these fmactions until they are aulomatic.

zmmmmm-wawmnmhm.mmmm ’
with §6-V7.I's every day of your ssusical lives waless you chooss %0 pursse & career of atooal '
or senial perfoemance. If this be the case, pood luck.

3. Remember becawnc of 1he “tensions™ which aurally suggest & resaletion, the dest alierations
for the Sominant in the i17-V7-I peogression are: ;

a 5 Pohychord fractions 1
b, $965 Polychord fraction ¥
c. 93785 Pulychord fraction Y]

The otber alterations, $9 (M) aad $11 well as the i
(Dol a st oratomen Dy

R
E
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Chapter 8: VOICINGS FOR THE BLUES
AND OTHER COMMON
PROGRESSIONS

Let's sow use combinations of Generic Voicings, Miracle Voicings, and Polychord Fractioas
10 veice various blues We can play the basic blees in "Ab" (Three choed progres-
siom) with only dominants.

Plesae note that some rhythmio ingenuity must be em by the jaxz planist with the sug-
voicings, rather thas simply wyznmmmmuMqum
uumedlyoohutouhoocdmuuwmumdlwmmdimnmdw

Ex. 81
TR - E
—A
foor: M T VS ag F
Mwmtink: g:‘nr. ., Cam. Srhé
= =
d 2 g | '
2 = —
) ) W
Ak 2ot DO aby

Practice Ex. 8,1 and all subsequent exeecises in all twelve keys.

N
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Ex. 8,2 is & blees progression in b with mare variety tham the basic thros choed version shown

e et

Ex. 8.2
P D [P

7
PP TR P T £ 4 bo'hc
Mwtines GPT4 69.;5&0 My X
53 3 Z
4 b
3 —
® om0 LY ooy
“ oot
i >

Nmthubdmmhﬂwbvetheq&alch-“l VI-11-V-1-% with bars 3-10
using altored or sspended domtinants, More imporsantly, notice that the soprane voice remaine
unchanged (good) throughout the entire progrossion.

h.t..\ the blees even mare with altermnate 15-V"s asd the “Coltrase tuma-
gll LR a! hlt-om

"‘"*?, et d! O G’ O E g’ EY

=i

et 2o Lgge 1o |4 WFk

- . .4 - % . L b |

.5'“: " ‘b." 0P “pat” %’ t(.’..' f‘:) Bruat b
Nwenk: 6.oM1. 7] G ’!5_ bw A Gy SRS b

\ ‘.-’ + Fi M 07 ‘A.

et e gt —
T aet oot T Pl Moo gy TR gham
P T My, 2 _5_ Gmust wLT MLz _%_
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Notice that the voicings of the chords in progresion 8,3 move with minimal motioa between
adjaceat harmsonies and that the “Rule of Thumb™ is in effoct. Observe asotbher peerequisite for
seccewsful comging:  the logical mclodic contour of the soprano voice. By tying all identical ad-
Jacoat soprano noces, we darive the following:

Ex. 84 i
gs iy - _thz

B

4

e

X ' - ) _—
- v

There arc sumerous other blues progressions. A Daa Hacrle handout Nists 16 Biues peogressions
with the footnote “Portions of thess progrossions could be combined with each other %o combrise
bundreds of slight vanations of the above. ™ However, as long as we're aware of minissal sotion,
“Rulke of Themb®, and the new concept of melodie sopeano voice keading, there's no for
anxiety even if there were one million possible bies progressions. We would jost s and kog-
ticea) to accomodate e devired harmardcs,

Let's now tacklie the peogect of comping for 3 tune which docsn't use a blues progressios, Tad

Damercn's
Ex.85  “LayBYie" oy Tad Dumascn
c'," — . + &’ d L a;b’
ﬁ—b === ; ’
' 3 T ; - -
0?' i 2 -2 OH, e w— 6” M
o= :
= — = : o
.ﬂ’.ﬂ. F A . ! P~
i S ’
== 5;%*:”%:!,:3'
D’ 7 £~1 e* 7 ‘b“y Q‘l’

%W‘“ﬁm-‘.



@' 3 Ex. §,6 offers a seccossful way of voicing the chord symbols 10 Ladybynd.

Bear in mind that soags in lead sheot form, 0. a single line mclody with accompanying chord
¥ mmmmmmmmmmmmn-m
: the planist's option, i net respoasibaity, 10 embeilish o sophisticase the given harmoay. Of
course, corslderation must be 10 the meclody. The planist may add extensicas or aliered
toacs only 10 the extont that do not chash with the saclody,

Gaiw Cout” fu'! B O’ B’ £V

Ex. foss Bl WiCwes Rl "lLAovBYRD" By Tas Camescn

—7— F—F % i

il ke
R'IML“'C“ Fons* 73"{&) ™ b ’a’ v $ e tin)
: Metinl: ®Y. I MY 2 Wi T ot G, &
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Let's amalyze 8.6 %0 ascortain why wo did what we did.

Bari: M.V.1inte magor fusction with the Ma7th as the soprano voice. Generic major
:::.Wlhurm somic or the fifth descending would have functioned equally as well
rt bat,

Bar 2: 4

h“& The MLV, 1 Pl ] was obteined by sinply ssovisg all $ voices of the peeceding harmsony
up ¥ step.

Bar 4 RM%wad t.iwcnelhuhc kands on the nco-diatonic “E”,

which cas cither bo analyzed s Y5 or §1 1, Since the chord for this bar (167) is a dominant

construction, we can employ the polychord fraction [§ 10 accomodate both melody and hanno-

zn%msmmabucm.rwmomumww
m w -

Bar & Simply for variance with bar 1, Generic Major (M. V. 11) from the 1omic descending
p&u“ﬂinmhduofﬂ'oddmalﬂ. o

Bar 6: 7/

Bar 7 all 5 voices of the Generic Magor C6/9 in bar 5-6 up ¥ ose
m?&m,&mn. REIS-. o

Bar & Refer 1o Ex. §.5 10 check e melodic symmetry between bars 4 and 8. Again, in bar
&, the melody lights on the #1 1 whilo the basic harmony is domisant. The fractions here is || or
& Tritcae iadicatons (3rd and 7th) seflice for the Sencminatce, ED7, while the right hands
msoves i little ax peasible from the preceeding comatroction in bar 7 %0 the nearest F triad.

Bar 9: Here's the Generic Majoe costructicn for tho Ab from the Sth descending. M.V 1 (weak
major) woukd Bave boen closer 10 the previcus harmony, but the ever-so-stight jamp to MLV 1T
Is jestificd by the stroager sonority.

Bar 1: /4
Bar 11 The closest minor voicleg from the previoss is MLV (Amill),
Bar 12: D7 is voiced as & Generic Domisast from the tomic doscending (D9

Bar 1% NOMM)EMMWMMMMMWM
have the sopeano voice leap from the “D™ in the previoes dar 10 aa “F* above Mince
construction for Dmi) or 1o am “A™ below (MLV.] misor fusction), Pve opeed for the ncarent
G9sus (F/G) since the ingredicsss (D, F, A, C, G) of 2 Dmill sad & 0% are identical.

Bar 14 Ounce sgain, I've taken the liberty 1o alter the lead sheet , G7. The main motive
behind sclocting the alieration (99) was twofcld: A, The paralied motion of the Right
hand triad from the peevious bar, ie. ¥ triad to U triad offers a nice tonal effect. B, The
polychord feaction ] is & high tension dominaet alteration which makes the sesclution in the

next bar auraly gratifyng.

Bar 15: M_V.1 ps the resolution 10 the 1(C Major, strong function) necessitates the least miove-
meol. Foe the 7.Mum«lw~mtyée~|om.m As this chood
is cosstrocted in & Jower (bet allowable) segivser of the keybeard, I've vebst the root for the
Major seventh as the Jowest voice. This avoids 3 potential “tonic clash™ with the bassist.

Bar 16: M.V.1 (weak major function) accommodates the AbMa 7 while adbering 10 the “Rude
- ! ; - ; !
tion of the bar since it functions for both AD and D& Major.

s



36 Obviously, in performance the prececding bas by bar analysis and execution must happes spon-
tancously, with no time for dciberation. However, we now have covered all the voicings used
ia Ex. 8,6 and enderstand the kogic involved in moving from ose harmoay 10 the next, Ex, 8,7
supplics the caly siasing ingredient 0 make cur compiag rendition of Ladybyrd sound like that

of a master: rhythm,
: 2 Dy Tad Demeson
Ex.87  "LADYBYRD gbs )

(atd : ;

1 l

Practice Ex. 8,7 until it feels natursd, or Bke wrote it", Uning the ssme voiciags quoted in
Ex. 8,6, comp, bet with your own l‘lﬁhﬁ.w
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Chapter 9: VOICINGS FOR DIMINISHED AND

HALF-DIMINISHED SEVENTH CHORDS

mm.ndaluol quartal chord comstruction are obvicusly impossible to implement with har-
whose basic (ntervallic bullding block s the ssisor thind

Ex. 9,1a
E D"é mum% ! 0?7 o D/’ Jm Durbnis)

m.omwlhu\idty% tertial comstrection) is necessary o voice diminished and
half-diminisbhed seveath chords. are, however, ways to restructure these harmonics so
that whes voiced, the sound is palatable and avedds the strict succession of ssacked thirds.

For fully diminished sevenths, an aliemative voicing i coastrected as follows:
With the soaic note on top, foem & majoe triad in second inversica. Add the toae & tritoae

lower than bottom woice of the inverted triad %0 sepply & fourth voice, This is 2 4-voice
comstroction.

ho 9|2
mgn!
" ' ,
T.T E g v
‘L rewvie

If we consadier the top voice of Ex, 9,2 as the waic, the secoad voice is indeed a son-cheedal
tome, having nothing o do with the pareat scale, C diminishod. 11 is rather the construction
of this Le., the second imversicn rmajor tnad over the tritose, ples the peescace of Soth
the A and AD which gives it a distinctive sonority.

Cotacadentally, if analyzed with the some “F™ as the tonic, we have the altered dominant,
or W', This comstruction also serves “B™ oc "™ as s 1309), o | .

Ex. 93 Al CondrReation wifk FTas mwi,

==t
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i text of a standard tuse, Jobies's “Wave"
) Ex. 9 'w "" - By Avdondo Cardos Jotem
A e Does? & A
+ — —p
Musne: My I Mmyv. X 4-35 a--.f# MV T
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In exseepie 9.4, I‘wmmnedmdimhhhgavﬁu‘q(&. 9,4) from the “(* descending is

wguenoed be intervad of & masor thind to move
qldmuemdooy.lfupodmldmhmho(mhbhm«lm-&m

4. \oTE PrsiSuco M.y I
ContraucTon Gl o .

uh@mdumwwmmmmmmmm
ca= be inveried at the imerval of 3 minor

third. In other words, the following disisished
Mirections patierned after Ex, 9Jmum‘;& o
G = B - (I -
P o A9 O o g
P o AN - P - pe
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The scaority of half diminisbed seveath chords can also bo improved by avolding a strict succes.
sion of the thinds. An alicrnative voicing

Mi3
7
»
Tomic

P96 @17 w Gm?0W)
===

3 (T3
L 4

This construction extracts the thied from te triad and puts it in the sopeano. This speeads out
mmmmmm

mmmummmoﬂunmsmmammmwm
muummmdmwwmmmmamm

For cxample:
A" could be volced s & FI3 from the Sth descending, poneric construction.

Ex.97  foud 86 WeLo 45 Av t"atm Donwavr Flaw
Tk £ DESCEVOW
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