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Abstract
| developed a sixveekcurriculumfor teachingazztheory, including
harmonyand aural skillsto community singers. Research i@adily available
teachingmaterials revealed that mybooks include piano instruction tHairly
quickly progresseto advanced skillsand materiatievoted to theoretic instruction
assumesprevious exposure to theory rudimemisademic research focused on
creating theory sessions for singgrshe comnunity is sparse, and dissertations and
theseghataddress vocal improvisation and jazz theory education largely focus on
students in academia. Theory classé¢so difficult to locate in CalgarAB, focus
on material beyondommunitys i n g e r s dundlerstarmlidgt h o f
Community singersvith whom | spoke prefer to learn in coe-one lessons
or in classes offered over only a few wedkeir work and family schedules make it
difficult for themto commit the timenecessaryo learnand absorb theomplex
subject of jazz theorin selfstudy sessions
| designedhiis sixweek course to fulliithe following objectives:
1. Offer the vocalists basic jazz theaggucation grounded iwural
skills, rather than written theory;
2. Clarify concepts and termology comnon in the jazz idiom;
3. Provide examplesn how they can immediately use this training in

their pracice and performanceand



4. Introduce the concepts oftervals, triads, sevenths, common chord
progressions, forms, and chart analysia vocalst-friendly manner
rather than frowewgomt i nstrumentalisto
| taught hecourse in a series oixscasuafi ppat p 0 sessions, much |
houseconcert. We alternated venugseklyamongst partip a n t s dandchtlteme s
students sat comfortably around the pidrencouraged them to ask questions as
they occurred, and we ended each session with a discussion about how they might
incorporate the ideasto their practice sessions and performances.
It was challenging to createcourse that was brief enough to emege their
participation without an onerous tireemmitmentdifficult enough to speak to their

adult intellects and emotiopsndbroadbasedenough to include the pertinent

aspects of jazin orderto provide asolid foundation.
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For all community singerswho aspire t&know more
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Chapter Onei The Evolution of a Jazz \Ocalist

Introduction

My training as &lassical singrwas very techniqueriented my lessons
focused ordeveloping the technicéhcility needed to create perfect vowel sourads,
consistent vocal resonanea evervibrato andvocal line reliable breath
management, and a wide vocal raregapng other thing&Vhen | listened to
classical singers, | listenédr thesesame things asell as tothe melody and words
When | decided to pursue jazzdivelyassumed the same parameters applied to
singingjazz. | had not yet come to the realization that classical vocal training did not
afford me immediate transference to, or acceptamgaiz.

As therewere nocollegiatejazz voice programs in my city and | was
unaware of private teachers who specialized inrclassical repertoire, | registered
for a vocal jazz workshop offered by one of kbeal jazz singersWe learned
microphoneé¢ c hni que, how t o T#tetun& andbadand and TfAcou
opportunity to sing with a professional rhythm sectibmesenecessargkills are

challengng tonovice jazz vocalist$ut | had expected to learn abgatz theory,

jazz vocal techniquend interpretationThere waseither theorynstructionnor

'iTal king downo and fcounting inodo are colloquial te
section. Talking down a he involves providing brief instructions on the introduction and ending, feeling,
tempo, and any other vital data necessary for the performance.
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advice offered on nenlassical vocal skilld.am sure that mgongrendition was an
agonizing experience for the rhythm section because | incorporated the correct
classicalibrato, observed thecore with precisiorheld all of my notegs notated in
the musi¢and did nothangehekeyto appropriatelyeflect cone mpor ary musi c0s
typical melodicrange
At a subsequent workshppe wererequired to learn to singn instrumental
solo, butwe wee not provided with guidance as to what we should listen\fer.
wereonlyinstruictedt o Al earn t o.peirtm@pas Bdramtl wneé h Arr
was unaware that | should listen for such thingartisulation, phrasinghe space
created bysilene, root movement of the chords, the juxtaposition between chord
tones and nowghord tonespn- or off-beat stress, syncopatipand other
rhythmically interesting motives thought an appropriate sabould sound
complex and contaimany notes
Eventualy | studied jazz theory with an instrumentallsaf | found it very
confusingwhentheinstructoraskedmeto improvisewith some Jamey Aebersdld
tracks.He reproachedne for not heang the chord progressionisyt dd notsuggest
how I mightlearn thaskill. Perhaps he assumed | knew that | should be trying to
listen to the root movemenithin a couple ofessons we were discussingdrie
substitutionsDespite having studiedassicaimusic theory during my Bachelor of

Music, | foundjazz theoryconceptsto befar beyond my grasp

2The Jamie Aebersold series of plalpng books and CDs is wedhown by jazz instructors and students
alike. At last counthis multi-volume set containk35 productsseveral specifically for vocalists.
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Anotherjazz instrumentalist uggested that | Alisten

become a better jazz vocalist. After spending many hours on this besigme
discouraged andave up in frustratian felt | was getting nolWwerebecause nothing |
heard made sense to nktad the instrumentatisuggested that | start wigén
individual like, say,Ben Webster and work my way towards Parkerhapd would
have met with more success.

Although singers in other cities may enjgsier access to classes devoted to
jazz theory instruction, such is not the case in Calgary, AB. Thiolagsources
prompted me tareate the course | wighatl hadhadwhenl wasbeginning to

study jazz singing.

Why the Lack of Theoretic Information?

MicheleHe nr y wr orimany votahses,tmelddy seems to take
precedence over the rhythmic and harmonic scbe8®; they seem to lack a
nuanced awareness of the rhythmic values and flow qualities that are integral to the
proper perception of medly, and a consciousness of the underlying harmonic
rhythm. Their sense of place via landmarks (that is, location within the song
structure) integral to music is often vague. | have noticed that if singers forget the
words or drop a beat in the song, tlsegm more concerned with ensuring they sing
the text than they are with adhering to the ongbiagnmonicrhythmand song
structure

Part of the problenin the lack of rhythmic and harmors&ill in vocalists

seems to sterfiom the conservative stance dégsical voice teachers, who still
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dominate the voicéeaching profession (Bennethd Feinber®7; WardSteinman
"Vocal Improvisation and Creative Thinkidgand who do not delve into rhythmic
and harmonic issueBlements in jazz that are completely unfhar to classical
teachers includestablishing the key, finding the correct note on which to enter, and
importantly, establishing the correct tem@rgwther45).

The problem, however, is not uniqueviacalists Kynaston and Ricdeel
thatfone of tke challenges for young [instrumental] improvisers involves merely
keeping the correct place in the progressing harmonies, and that many sdudents
cannot hear the chord changes and cannot conceive the passage of rhythmic time as
it is related to the compit®n being performed(qtd. in Poulterl2). Toronto pianist
David Restivathinksthat young instrumentalists struggle with the same problems as
do singers, busayst hat fi n sé& spendéhe reqaited tene to learn the
concepts, whereas it seerhattsingers do nat

During interviews with Torontdasednstrumentalists and teachd&gan
Katz and Frank Falcdoth suggestethat singers seem to be more influenced by the
possibility of stardom than by tloareer path of the jazz singand that éw actually
want to be jazz singers at dlopulartelevision shows likémerican Idol, The
Voice,andThe X Factopr omot e Asingingo and dAperfor man
alreadyromanticized art by promoting the possibility of instant famith no
conconitant nod to the amount of wothkatbeconing a musiciarentails Dutch
voice teacher Ronald Douglas expressed a similar wvidgus referencéo the young

people auditioning to become famousldals(Ho | | aarstbi® gfAmerican 1do).



filn my opiniong statesDouglas fithose TV shows make it worse for those who take
their job as a sinSiledensen32)seri ousl yo (qtd
Vocalists often question the need to study harmony and rhythm, and Weir
proposeshat singers are not interestedipaying tte dues necessaryo work up to
the highestleve{ Si nger s are from KryptKarew). York U
Burke sayghat although there are some good simsgh her choral groups, voice
students have asked her whnalltheywapttodeed t o s
is sing. One participant in my jazz theory class questioned how learning theory and
rhythm applied to singersazz pianistAndréa Petrityelaed a conversation she had
with a singer who had #Adr optheeedvasdoot 6 of sev
much theory.
Although @mmunity sngersdo seem to want to participate in jazz and be
known agazz singerstheyoften seem to bmfluencedby the fun aspect of singing
withoutrealizing the high level ofmusicianshipequired to deliverrminteresting and
intelligent performance-or example, ne Calgarycommunity singesaid that when
she started singing twelve years ago, she just wanted tdtsivagyearsbefore she

realizedthe extent of knowledge she still neededcquire(Lomnes2014).

Emotional and PsychologicalAspectsd B e i n gSifinJguesrto a

A hierarchical divisiorexistsbetween instrumentalists and sing&iagers
are rarely considered to be artistic leadersardenerally assumed to be marginal
to the tradition poor musical proficiencyis most often cited as the reason for the

exclusion (Pellegrinell8; Weirfi Si nger s ar @ Byidetifyingkbmeselft on o
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as a Asinger, 0 one is caught in a kind of
stereotypes (Pellegrineill32). According toPellegrinellj the instrumental realm
often becomes the measuring stick by which singers evaluate themselvasd 85)
singers indicat¢hatthe path to acceptance within the greater jazz culiesal
oneds removal d(82p Mheipdsitonas autsiders jazzise n
implicit in the namesised bysomefiopen mi@® sessionsCh a | k e in dogont® u b
usedtohosa fAsi ndyér | & mi & adiNighs @utowhere gentlmenwere
welcome todParticelli 2015)C a | g LaféKdbdfiddJsazz énd Mored open
as a vocalistentred evenin 2010, but has now removed any referencéi®word
fivocalisb in the advertising
Some of the negative stereotypes associated with singers include:
1 they are more concerned with thperformance than they are with the
MusIG
1 despite their inferior musicianship, they tend to get top billing and
audience accolades
T they spend more time hustling gigs o
they dopracticing;
1 they are often dependent on instentalists to write their charts and
run rehearsals, yet get nAdi(Waki gnant o

ASi ngers are from Kryptono)

SA0Open micd is a colloquial term used to denote a m
hired to act as t he i playwithéhe ibdavidudls i attdntaece and thereis as ked t
often no predetermined performance order.



Jazz pedagogue Rosanna Vilnmkslack of jazz knowledge leadsingergo
feel defensive andversensitive, and thahe instrumentigts do not respect them
(A Wi sdom f pThe Serentgpesvhidegenerallyfounded in some historical
truth about vocalistgrecertainly not applicable to the community as a whole (Weir
ASingers are from Kryptono).

Shockingly,a professoiof a Canadian universifjazz program referreid
female jazz vocalistin front of a large jazz theory cldss the "tits andeeth of the
band (e-mail communication with faculty membekugust12, 2014). An e-mail
with a formerstudenin theclass(who asked that her identity be kept anonymous)
confirms that the statemewts infactmade. The intervening years have caused the
student to forget whether the contekthe commenivas r egar di ng fiback i
dayso or t he ptitudef Thespsofessad specifically exeluded tha
female student from his comment®wever,so one may assume that he was sharing
his current viewge-mail communcation with student 208). How canvocalists,
especially femakg be expectetb perseveré their studies within the acadenand
even within their rehearsals and-stageperformancesaftersuchpublic
condemnatiof

During the student introductions at the first session of a graduate level jazz
seminar introduced myself asjazz singer wharansitioned from classical music
many years ag@ith what | perceived as a tone of derisitre professor asked
Aand howds that wosubkequerillaunahed injoa criscemf ar 20 He

and demonstratioof the sins that jazz singeaiegedlycommit, like using vibrato



on each note and holding all of the notes too |&tidnough there isome truth to
what he said| felt humiliated and that | had no place being there; | dropped the
course prior to the next sessjtargely because dghat encouter.

One studentasuallyrelated to me that she felt embarrassed about not
comprehending what the rhythm section W&sussing. Be did not pursue gigs
because she felt she did not know enough; she did not belibeesiglf David
Greennag relates aimilar personal observation from his time at the University of
Miami. He stateshat many of the jazz vocalists there did not seem to possess a
positive sefimage (as improvisers) and to some degree displayed a sense of
intimidation concerning improvisian (46).

Crowther and Pinfold quote an unnamed instrumentalist who has

accompanied many of the best jazz singers,
bitches to work with. o Apparently, even th
married fals into thatcategory 49).

Finally, singers were barred from membe
as recently as 1985. They were also requir

Equity Association and the Union des artists (UDA) or the Alliance of Canadian
Cinema, Television, and Radio Artists (ACTRM®I¢uffe, HéleneMabel Laine,
John Berke, Susan Spier, Annick Pougsart

The previous examples support the statement that the environment for

budding (and, | would suggest, advanced andcaréer) jazz singeis often hostile



and emotionally damaging and negative-pelfceptions can be sgierpetuating

(Berkman i).

Gender

Historically, there has been a preponderance of women occupying the jazz
vocalist role (207). Bob Stoloff reports that in his improvigatitasses there may be
only Aone or two g¢uy s.inWadswortthalkea20®),larmls s of t
Sheila Jordan was emphatic that women predominateiidtdadsworthWalker
207). Of the seveptthree vocalistswhonGour se | i st s hal®80é emer gi ng
and®0s,the names abnly twelvemen appeaf370).Crowther and Pinfold write
that the field is mostly women (12) and in
big band era, Friedwald states ththet t hey i
figureheads oGenadeshiipp .a.l.sco (ad8)uded to in t
example above with the AGirlsdéd Night Outo
wel come too. O

In the several iterations of the jazz theory and harmony classes | have taught
to community jazz singers in Calgary, only one man has taken the course, compared
to eight womenWithin the Café Koi community in Calgary, there are only two other
men who typically attend with the express purpose of singing, compared to at least a

dozen vomen.



Improvising i The Scatting Epidemic

Many singers who seiflentify as jazz singerare either fascinated by seat
singing, or feel it is expected of thedordar). Scatting is difficult to do well,
however, withoutistenng and practing agreat dal to develop thessentiahural

skills, and singers have the reputation of not doimgréguisite work (Berkman ii;

Crowther and Pinfold 114; Melton20B.ar r y Harri s expl ains t hat

[they] love to scat. They always want to be greatecats , but t hey dondt
know about the musico (Rees DVD).
Must one scasing to be considered a jazz sing€rewther and Pinfold offer
that:
a jazz singer is someone who uses his or her instrument in a disciplined and
intelligent manner to sing sga in a jazz setting and wigo communicate
not only a commitment to and love for the music to the audience, but will
also, at times, improvise within the framework of the masiz(14).
Friedwaldoffers that the best jazz singexntinuallyborrow iceas from
instrumental jazz (xii)They know that rhythm is at the heart of jazz and realize that
keeping in time is more important than keeping in tune (Xiefeelsthat scatting is
an essential part of singing jafmtin the passixty years therbave beerfewer
than ten artists who ought bave beepermitted to scahirty-two bars(xii).
S i n guse oth@rmonic content and improvisational concepts are derived
from the swing era rather than from bebop or modern jazz, so when they do

improvisett y are | iterally dec &vwemodditngdnsi ndo i

who choose more contemporary tunes, instrumentation, and arrangements, tend to
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choose | ess sophisticated note choices 1in
VocalistKurt Elling agrees that most new singers are not exploring the rhythmic and
har monic freedoms of {(Sogdraareustwayonghei nstr umen
backwater, as far as the musical development of the genoeone has gone the
way the heavies in instrumehta j a z z  hqg&dvireCrogtbenandPinfold 113).

Improvisation is not justboutscatting, however. Berkman questions the role
of scatting in the world of vocal jazz (i). He acknowledges that scatting is hard to do
well (ii), and feels that manyofhs t or y6s most <cheri shed vocal
versions of the melody wherein lyric phrasing, feeling, sound and timing are the

primary considerations, not complex soloing osfeordchanges (i).

Vitro discusses | yric i nipsrecsvi saast iaon eaasc h
because she feels it is becoming a | ost ar
with Iyrics, they don6t | ose the audience.

elements of rhythm and scale/chord note choices, but they also haterthe play

wi t h. It is specific singer territory (AWi
Clearly, although singers are possibly disinclined to do the vegykired to

becomegood musicians (Crowther and Pinfold 1Mglton 201;Rees DVD), or are

at leastunawareof the learning process, they need to be able to study jazz theory,

harmony, aural skills, and rhythim a way that makes sense to thd@rhey need to

be able to use the conceptsnform their performance in a meaningful and

intelligentmanner Whethe singeramprovise by scattingr by paraphrasing the

melody, they need an awareness of intelligent note cha@indshat only comes

11



from studying more than just the melody and tBxtscatting well, a singer
demonstrates his or her internalization of the clebi@hges and therein a deeper

understanding of the music.

Definition of Terms

The following definitions will be applied to the terminology in this study:

Articulation: How one treats the timing, approach to, and departure
from particular notes and phras@gith brass and wind
instruments, articulation deals largely with the
embouchure and tonguing to create behaviors like slurs,
shakes, slides, and staccatos. Typical vocal articulations
designed to mimic instrumental approaches include the
shake, &ll-off, enclosure, and slide.

Syncopation; on Syncopatiorand beat stress provide the rhythmic drive

or off-beat stress: forward in the music. Syncopation is created by
stressing the fAoff o -23elat s
in a common time piece, for examptee would stress
the fAando & & etct)he beat (1

Chord tones and Chord tonesare those notes consonavith a given
non-chord tones: chord. In a seventthord for example, chord tones fall
on the first, third, fifth, and seventh notes. Ndrord
tones are tones outside of the chardiwhich provide
a harmonic clash if played or sung over the chord.

Community singer For the purposes of this dissertatioagnmunity singer
is defined as: a singarho mayor may nothave prior
vocal trainingand wio sings primarily for the joy of
performing.Community singer is often conflated with
Afamat eur, 0 but some singe
previous vocal training and ageliite skilled. This
individual typically lacks music theorinstructionand,
due to circinstances, is unlikely to be able to attend

12



Jam sessions:

Jazz theory:

Jazz vocalist or
jazz singer

university or collegelevel theory course$heis also
unlikely to beinterested in pursuingdvanced theoretic
training butmay becurious enough teeeksomebasic
knowledge (Some singers in the Calgary coramty,

with which this study is primarily concerned, have been
involved with music for many years and derive part, or
all, of their income from live and recorded
performances. Whether they have chosen music
performance as a profession or as a hobby, the
commonality amongst them all is a deficitharmony

and rhythmeducationtheylack anunderstanding of
music beyond what is contained in the melody line and
lyrics.)

Musical sessions whereat individuals can sing music of
theirchoosing. Ata jazzfocused jam session, a
participant should provide lead sheets to the house
band. The ternopen mids oftenused interchangeably.
There are no rehearsals and music is created in the
moment.

The study and practicg how one employs #h
principles of jazz harmony and rhythm.

A jazz vocalistabove all, is a musician and is
conversant with the terms, styles, history, rhythmic, and
theoretic components of jazz music. One is not required
to scatsing (althawgh many singers do) and one needs
to be able to make musical and creative alternate note
choices when modifying the melody. A jazz singer
needs to develop a personal and individual
interpretation to any song and employ a variety of
phrasing techniques (gece 4647). A jazz singer,

often modeling his or her style on the approach of
instrumentalists, also needs an accurate sense of pitch
and rhythm.
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Vocal jazz:

Lead Sheet:

Rhythm section:

Scatting:

The termvocal jazzs often used to denote a choral
ensemble which specializes in jazz, thutan also be

used to refer to the genre of solo singing which focuses
on repertoire from th&reatAmerican Songbooknd

jazz standardsn vocal jazz, a opposed to classical
singing, oneds treatment
conversational and the vowelsed to be natural to
replicate those found in speech.

Also knownasa chord chart these oneor two-page
references provide a sketch of the song. In its most
basic form, it provides the chords and form of the song.
Singers typically includéhe melody and lyrics in their
lead sheets.

Often comprised of drums, piano and/or guitar, and
bass, thehythm sectiomprovides the underlying

rhythmic and harmonic structure and reference point
for the rest of the band. The vocalistdarhythm section
should work as an ensemble rather than the rhythm
section being seen as the

Vocal improvisation using sounds to imitate or

replicate instruments. Syllables often employed include
Abah, 0o fidah, dmany athets that cail d o
be used in a staccato fashion, similar to a hbiney

can be used for long tones but especially to facilitate
short, punchy staccato sounds, similar to a horn.
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Purpose of the Study

| created the course to provide germane theoirgormation to the singer
who is familiar with the appearance of a jazz lead sheet but who has little formal
musical education. Hence, he or $fieksunderstanding of how the melody interacts
with the underlying harmony. Given appropriate theorestrugiion in a format
based on aurakills trainingand experience rather than tédsed lessons, a
community singer can cultivate aural acuity and acquire relevant education necessary
to discovera more indepth understanding of the music. Harmonic eps can be
streamlined and presented in a format i mme
and performance, and timecoastanst t o an adul t
| designeda six-week course to fulfill the following objectives:
1. To offer the vocalits basic jazz theory education grounded in aural
skills, rather than written theory;
2. To clarify concepts and terminology common in the jazz idiom;
3. Provide examples on how they can immediately use this training in
their practice and performances, and;
4. 4. Introduce the concepts of intervals, triads, sevenths, common chord
progressions, forms, and chart analysis in a voefiestdly manner
rather than from an instrumentalisto
| presented the exploratory study at a community music school intinea

of 2012, after which time | expanded the course and taught it October to December

2013. The current version of the course was initially taught in the winter of 2015.
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Statement of the Problem

Vocal i stsdé | ack of knowl eaformamcesand r egul ar
often manifests in hesitation to-eater after the instrumental solo. The problem is
yet more pronounced because they frequently seem to be unconscious that they have
lost their sense of rhythmic and harmonic place within the structuhe song. For
example, | witnessed a vocalist (who has been singing jazz material for many years
and is married to a jazz drummer) count in a tearter time song and lose her
sense of tempo and pulse during the {oar instrumental introduction. Shetered
the song at the wrong point and then lagged behind the instrumentalists throughout
the song, apparently unaware of the chaos she was causing. She later told me that she
thought rhythm and pulse coordination were innate and that they just happened.

The issue, however, encompasses more than a simple lack of rhythmic sense.
BarryHarri s states that fAin the same way that
store, buy an instrument and get a gig the next day, a singer must work just as hard to
master thevarious parts of jazz improvisation. These elements include rhythm, scales
and the ability to hear chord changeso (Re
knowledgeable about song form, harmonic rhythm, root movement, chord
progressions, and cadence psirtike instrumentalists, singers need to be able to
exploit the dissonances created by the juxtaposition of chord tones from one chord to
another by knowing the sounds of thenin7 going to the I¥min7, for example, or

the major moving to minor (Rees.Mhere are no shortcuts in this learning process.
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My frustration with the lack of appropriate resources during my transition
from a classical singer to one who sings jazz prompted me ask myself the following
research questions:

1) What theoretic concep{ecluding harmonyjlo community singers

really need to know?

2) How much jazz theory would they be likely to use?

3) How could a course be designedrtstruct the necessary conceptsl
affect singersodé perceptions of jazz th
potentidly impact their study habits and artistic development?

4) How will the creation and dissemination of a course for jazz singers
impact my own musical performance and teaching style in the private

studio?
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Chapter Two i Literature Review

| performed aranalysis ocommercially availablé v o cal j azz 0 pedago
materialsthat| thought might appeabtadult students for home studyvas curious
as towhether the materials focused ugbeoretic principle and aural skillsor
whether theyconcentratedn artistic endeavours and tpleysiology of jazz singing
| was alsanterestedn their appropriatenes®r selfstudy useAlthoughrecent
researchievealsseverakheory programs for singers in academia (Brent 2008;
Cooper 1992; Swan 2000; Laughlin 200ohnson 1999iktle has been done to
create coursegearedspecificallyto adult singers for whom higher education is not
an option.

My searchiurned up a modest list appropriatenaterials. They range from
short documents which discuss the artinfisg jazz to more substantial books
involving piano study and basic theory, harmony, and rhythm. References were
sourcedrom internet and library searches, bibliographies in periodicals and books
andmusic storesuch as Saks Music and LoagdMcQuadein Calgary. |
approached this exercised studied each bodals if lwerea community singewith
little understanding of jazz theqrsather tharanacademic researcher. | also viewed
the material from an aesthetic point of view as to whether they vgrally

appealingand inviting clearly and logically organized, and concise.
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According to Aitken and Aebersold, theeas in vocal jazevhich still require
attentionfrom singersncludescaleschords, and chord chang@. Harris suggests
that jpzz vaalistsshouldbe able to identify and sirtge diminished and augmented
chords, the wholtone and diminished scales, and major and minor arpedgees (
DVD). In addition to the above, othareas of concern inclug®ngform, harmonic
rhythm, root moverant, chord progressions, cadence pointsps and endingshe
process of learning new tuneimprovisation lead sheetonstructiorf, and basic
piano skills.

With those areas of study in mind, | analyzed the folloveoigymercially
available resource®avid Berkmar® $heJazz Singer's Guidebook: A Course in
Jazz Harmony and Scat Singing for the Serious Jazz VodalsElaytond Sing
Your Story: A Practical Guide for Learniramd Teachingthe Art of Jazz Singing
Dr. GloriaCooperand Don Sicklay 3azz Phrasing: A Workshop for Jazz Vocalists
DenisDi B | aCuideofar $azz and Scat Vocalists: Survivor Manual for Aspiring
Jazz SingetsRonMcMurdy and Willie Hill Jr6 dazz Improvisation Series:
Approaching the Standard3udyNiemacld Blear ItandSing It Exploring Modal
Jazz SteveRawlings 21 Bebop Exercises for Vocalistsd Instrumentaliss; Jim
Snider@ 3azz Conceptimi 21 Solo Etudes for Scat Singingz¥Phrasing,

Interpretation, andmprovisation Bob Stoloffé Scat! Vocal Improvisation

‘A 1l ead s heaatndios wayifiofomtotating the chords one is r
sheet includes chord symbols above the staff, Cfioaj@xample, and often the melody line and lyrics.
They are typically only one or two pages long, and do not include a paho
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TechniqguesandMicheleWeird 3azz Singer's Handbook: The Artistry and Mastery
of Singing JazandVocal Improvisation

The public does not have easy accessctmlemic research papdrst| felt it
prudent to reviee some recent research materfthoughthe studiesocusedon
singers in academia, | wondered wheteyof thefindingswould be useful to
includein acoursefor community singers. The research documents | consulted are
as follows:Timothy Bren® svo-gemester course sequence for jazzmrdning with
application for vocal improvisatigiGloria Coopebd multidimensional instructional
approach for the solo jazz sing&/illiam Sward aural approach to teaching the
fundamentals of jazz theqr§amed.aughlind sotated and aural exercises
pedagogical procedures to develop harmonic accuracy among beginning jazz
improvisers andMichaelJohnson mstructional approach for a university jazz

vocal improvisation course incorporating jazz theorystesning, and keyboard.

Jargon, Definitions, and Lead Sheets

Lead sheets created by jazz singeesadten criticizedor lacking precision
and clarity Theyoftencontaina varying number of measures on each lomeit
repeatsigns andcontainillegible or wrong chord symbols. It is importahat

instruction manuals provide at least a model of a properly constructed lead sheet.

Theory instructioniBer k mandés chapt erispoobably ead Sheet
beyondthe capacity ba beginning student. He dods an excellent job in discusg
whatfueb i nst r ucnoenmptlaa iinsttss Gabout t hd52)cbhtor ds i n
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never discusses the process of creating a lead sheet and does not even include an
example of a good lead sheet.

Jay Claytorincludes a section on lead sheets and transpas8ion
illustratesthetypically-usedkeysin jazzand provides &ranscription of the major
scales and corresponding natural minors. She also provaetailedexample of her
method of transposing amdovidesa goodexample of a legible chart. Shautions
about which keysto avoid,amdr i t es t hat Amusi cians are aco«
certain keys.. some keys have so many sharps or flats that instrumentalists simply
have t o t hl4nWithdutssome lraaningliowriften theory, though, sirsger
do notseem taunderstand that concegb Clayton needs to be more mindful of a
beginnerés knowledge | evel

Cooperand Sicklerconcludetheir Jazz Phrasing: A Workshop for the Jazz
Vocalistwith a full lead sheet arrangement that includes lyrics, rhhenations
and transcribed trumpet sol@kl). Further discussion involves the use of
background motifs in arrangementhesedetailediead sheeéxampledook
professional

DiBlasio states that hiSuide for Jazz and Scat Vocaligsntended to hel
singerswi t h t hei r i andis dyectedbtowprdssibgers wing are already
performing but Awho need a Ilittle directio
instrumentalists (1). He includes an example of a basic and legible lead sheet and
provides ips like keeping the same number of measures on each line, using rehearsal

letters, and inserting double bars every eight measurddigook is not at all
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appealinghoweverpecausets contents aréisorganizecndcrowdedinto too few
pages
McMurdy and Hill include one palue of nj azz
their explanations are very bri&gingers who lackome theoretic knowledgeould
likely struggleto understand the conteffthey do not discuss provide instructions
on how one createsl@ad sheet or what components are necessary to include.
Stoloff begins hisScat!with a few informative pages on the history of scat
and jazz vocal improvisation. Although there are examples of lead sheets in his book,
he doesiotdiscusghe process afreating one as hifscus isonimprovisation
Michelle Weirprovides lead sheetsr five jazz standardis keys appropriate
for both male and female singéd a z z S i n g e) GhaptetNanaliscbsees k
lead sheeatand provideglearinstructions anéxampledor melody, lyrics, and
chads. At the end of Chapter TéWeir describes the components she feels are
important to includen a chord charsuch as the chords and rhyibrfeel, form,
and endings. Shalsoprovides a fairly substantiglossarythat includes common
t er ms, | askal asBixpressichghad community singers are unlikely to

have come across, | i ke Aquartal .o

Chords and Scales

Berkman acknowledges the difficulties that singers may experience when
they practicdong scalapasages because of vocal range limitations. He suggests
thatvocaliss maybecome distracted from the point of the exercise because the

technical demands are so challengiagd advocates the usesohaller, more vocal
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friendly tetrachordsand guiddone lires for harmonic studfii). Despite that, &
introduces chord scales in Chapter Feved devote€hapter Sixo the method of
applying thescales tahe chords
His discussios arecomplicatedor a community singeMhile teaching a
studentatherhome I noticed Berkmands book besi de |
wasenjoying itand she replied that in the year since she purchased it, she had not
lookedat it very mucltbecause of her travel schedule for wRasmusse@014).
She also explained thdtesfinds it much easi¢o learnconceptsn aoneon-one
lesson, after whichime following the book is much easier. She finds it hard to get
it ract i o nadystudy manuatikisolatpn, regardless of its clarity, and
stated: Al f clyedule withdimited time abdiysuyknow that you have to
focus on maintaining the voice muscle, you do your warm ups and sing through
sometune¢ youdve spent an hour or two and then
ready to go back to work the next day. Spieg another hour on theoéy the time
j ust s eems Rasmusse(H4. Shesaittleabas ¢n adult student, she
wants information immediately pertinent to her situation without having to wade
through pages déxt
Jay Cl ayt on 0 sheetsand trangpositiomciudetaescald chart
and key signatures of the typical keys used, but her focus is neadmnghe
scalessoshe does not discuss scale constructitre alsaloesnotindicate which

scale is typically used over specific ch®1d6).
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Di Bl agsides past of the large Jamey Aebersold sesesncludes
Aeber sol doés Thesylabus is a geheficansart sommon amoal)®f
the Aebersold producemndincludes scales like the Hindu, Spanish and Jewish
scales, which are beyond the concern of the typical community singer (20).

McMurdy and Hill have transcribed eachtbé scales for the chord
progressions contained in the songs.ylise solid note heads to indicateord
tonesandunfilled note head®r the nonchord tones. Unfortunately the authors
never refer to the scales in their brief explanations of the songs so, without prior
theorystudy, an individual would likelynot understand/hat these scales represent,
or why some notes as®lid while othersare noffilled in.

Niemackexplores thescalemodes and provides vocal workotds the
lonian, Dorian, Phrygian, Lydian, ikblydian, Aeolian, and Locrian scaleShe feels
that it does not matter hoknowledgeable one is regarding music theory becduse
one canot hear itonecannot sing it (5). Shadescribeandillustratesthe mods,
indicates over which chord the scale would be best, asetincludes exercise®r
practice.lt is an interesting concept for a bodkitthe snippets of information
assume pragus study andnaybe confusingor students who lack sufficient
theory foundation

Stoloff briefly introducesmodesand describesow instrumentalists employ
scales in their improvisatier{53). He limits his discussiomt firstto thelonian,
Dorian,Lydian, Mixolydian, Locrianand diminishedcalesas he feels that these are

the ones singers may uste then introduces minor scales, including tredadic,
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harmonic, minor pntatonic Aeolian andPhrygian(62). Stoloff eventudly includes
the bluespebop, lydian dominant, Jewish, Hindwhole tonediminished whole
tong and ymmetrical diminishedcalesmany ofwhich arefar beyondthe
capabilityof community vocalist One needsigno skillsin order to play the
examples as there is no vocal guahethe CD.

Weir begins with scales and modesherVocal Improvisationlt is a modest
introduction and she explains that because the main thrust of the book is to teach one
how to improvise by hearing key centers, she does not want to dwell on Shales.
lists and transcribesnly the commonly used scales and the chords over which they
may be usecand writes that theubiquitous use in the working vocabularfybebop
musiciangnake thorough aquaintance with them a wise choice for si(d@rs
Despit her intent to not dwell on scales, the information becamor@plex quite

quickly.

Progressionsand Harmony

Berkman reminds the reader thiatgde-line instruments like the voicae
usually more aware of the hooiatal nature of a melody, rather thaeth me | ody 6 s
vertical relationship to the chords and bass nated the subsequent harmonic
colours that occur as the chords chaf&f$}. He writes that a pianist caensitively
accompany a rubato performance if a vocalisterstands how the relationship
between the text alignment and the chord changes afffecthiftingharmonic

colours (57).
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To develop a connection to the harmphg suggests thatngersassign
numericvalues to thenelodynotes. Heuses foumeasu es of fAWe 61 | Be
Againo to demonstrate. fie vocalist singsi@li 2i 41 1i 3i 41 3i 4i 51 7i 61 4 over the
chord progression G7, GajY, AE7, Dmin7, G7, Amin7, D711 (60). While singing a
G over the Dmin7 chord, the chord changea @7 andone hears thdramaticshift
in chord colouas the dissonant fourtiecomestte tonic of the nexthord Itisan
interesting exercisdyut assigning numbers to the notes may be an unnecessary
complication A singer may derivgreatembeneft by slowly hunmingthe melody
and pausin@s the chords changeorder tohear thedissonancesaused byhe
shifting undelying harmonies.

Berkmandiscusses guide tone lines in Chapter Nim# his guidetones are
not simply the thirds and sevenths. He recommends using as many tensions and
altered tensions as possifile his exampléne incorporaterinths, flatninths, aal
flat-thirteenths in addition tother chord tones (106)h& result isarich-sounding
stepwise linavith lush dissonance3heinformation isfascinatingout it is unlikely
that an adult studemtould devote théime to this intensive study.

Clayton wses the blues arfilhythm changesas the primary formgor
learring harmonic progressionShe introduces blues collagg/herein me
participantsings abluesa cappella and he next singer joins at the appropriatenpoi
with a different blues. fie othe singers in the group subsequently enter with their
choices, whichresulsin a medley over the tweldzar form.Blues collage is an

effective exercise foearstretching, rhythm, and concentration during a masess
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or group lesson situatiq@3). Shealsorecommendsiang thebasdine of a
harmonically friendly tuneyut omitting passing tonedp learnto improvise She
suggests groupgamein which one singer isesponsible fothe chord roots, another
sings the melody of the song, aathird singerimprovises 45).

Her brief activity-basedmanual does not include any discussion on theoretic
elements. This style of learning seems to weel, though,especiallyfor adult
students who appreciate being able to apply concepts immediately.

DiBlasio deals with only the iM7-I progression in both major and minor
forms. He approaches it from a pianistic point of view and provides piano voicings
for the progressiorHe recommends playg the root of the particular chord in the
left handwhile playingth e voi cings in the &andht hand At
harmony in your ear andi n d oThefe7s)no discussion as to how to apply the
exercise to the voice.

Mc Mur dy and Hill created their workbook
harmonic anghythmicj az z v o ¢ a b intluae clearly wriBen exanmpkks of
howto constructan improvised solo (1) o learneffectivelyfrom this book
studentsnust be able to transcribe the provided vocal improvisatidms authors do
not discuss chord progressiamrsharmony.

R a w | siJazzs @onceptionsontains exercises based on bebop lines. He
writes in his introduction thdbcusingon twenty-oneclearly defined examples
allowsoneto memorize them easily argdinan understanding of chord alterations,

phrasingand note selection options (3). Rawliasan instrumentalist, is committed
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to thepedagogicapreceptof performng exercises in all twelve keyBecause

singers do not have to figure out fingerintpg necessity of the tweldeey teneis
debatableWithout the help provided by a slow track on the CD, a very finely tuned
ear, and the ability to play the figures on the piano, the chromaticism of the melodic
material would rendeheexerciseextremely difficult.

Stoloff focuses on 4V modal jazzpattegnsin two-measurescending and
descending phrasésr many melodic mtives(37). Thisusefulexerciseorovides
somemelodic fragments fasoloing andeartrainingfor root movementThe
melodic embellishmentseincludes aretriplet figures, extended greggio exercises
around the circle of fifths, as well as altered scalefidorand sharminth practice
(48). They are interesting and fun to perform, but take a good deal of stiedyrto

In Vocal ImprovisationWeir writesthat the maingoalistoe abl e t o
the main key centres of tuneshichis more useful thatrying to hear every chord
changeas aseparatentity (45). She touches on chord function, tirele of fifths,
andchord progression analysis, goivides examples afsabletwo-measure
melodic motives. Weir also includése minor sixth to haHdiminishedflat-nine
progression for prading the harmonic minor scal&o be able to hear and sing
chord root movement, stseiggests singing the roots at first and then adding simple
rhythms, after which one scats on adjacent pitches, gradually incorporating more
melodic experimentio(103). She and her colleagues demonstregexercisand
improviseon the last iterationwhichthe studenshouldlearn andhentranscribe.

Like McMurdy and Hill, Weir assumes that the student has musical and theoretic
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training One could omit this step, however, and staijuireaural skills bylearning

the improvisation

Aural Skills, Ear Training , and Improvisation

The ability toscatsingwell shows thata singer has internalized the chord
changes in a deep wadrkmani) but, unfortunately, singers often omit that step
when learning a sonén instrumentalist who singsne who has spent years
immersed in harmony stuthg skilled with vocal improwsation due to awareness of
how the melody interacts with the underlying harmony (Berkman ii).

Berkmaninstrucs the student to learn the roots of the chords by playing the
melody on the piano while singing the roots and then playing the roots whilegsingin
the melody. Personal experience indicates that tiwsrigbeneficialnot only to
learn the song, but also for éaaining.Bertkman suggestgarring to hear and sing
theseventh chordby staring with the inner voices and mmg upwards and
downwardsin addition tobeginningat the rootHe acknowledges théhis intensive
work will not be a quick processle includesnterval drillsin his penultimate
chapter(119).

Theexercisesre not difficulf provided that one can actually devote the time
to study. The biggest stumbling block is thatsbeérills areout of musicalcontext
As suchthe drillshave little appeal for adult learners.

Clayton addresses improvisation by discussing phraaimdshe
recommendshat ondistento singerswho are casidered to be storytelle(41l).

Singersshould scat onlywhen theyhave something to sagecauséi s cat t i ng f or
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sake of scatting will always sound contrivebduti when a singer knows
well and connets with its meaningmprovisation happensaturally without efforb
(42). She clarifies that being able to solo ovarmonicchanges is a lifelong
endeavourandlearning the bass line as a melaslyhe first step42).

DiBlasio briefly addresses the topics of scatting anetrearing and wriés
that one must listen extensively, study the recordings, and transcribe three scat solos
(6). His book is so disorganized that one page of discussion is followed by four
pages of complex piano voicings after which he suggeatshe readescat to
fiHappy Birthday DiBlasio suggests that if one lacks harnedmowledge one
shouldsing thesongmelodyand then embellish,iand learn atie or pattern from a
recordingand articulag it exactlyasthe instrumentalisioes(12).

McMurdy and Hilb s  sotes lgieflp comment on crucial harmonic points,
assuminghat the student ha®memusic theory education. For example, in their
di scussion of Parkero6s ANowbsmaiohe Ti me, O
minor, anddominant scales and chords (6). For eafcthe songsthe authorsefer to
only one or two theoretical and harmonic poihistthey feel aressentiglbut hey
focus onwritten transcriptionsWhile community singers could easilganagehe
aural transcription sectigiranscribing onto manasgpt paper may pra/to be too
much of a challenge

When jazz vocalist Judy Niemack began singing she did the same thing that
mostsingers dd she improvised by ear amer success depended upon her

inspiration and familiarity with the song (5). She qujciealized thashe needed to
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study jazz theory in order to be abled®velop her musical vocabulary and
improvisational skill She learnethow to transcribe instrumental solos by aad
howto sing and play them, amelarned tdocus her practice sess®on chords and
scales separatelfgllowed bychord progression$). Her book could function as
interval study and edraining drills, but it is unlikely a community singer would
easily make the connecti@s to wher¢he modal scales could be usedisong.
Additionally, simply singing intervals and scales wonét hold much appeal fahe
adultlearnerwhois unlikely to derive immediate benefit

Al l of t he e xsbhookfocsiscopattermsad e playedionsand
over standard progressmitClearly, some of the difficukthromaticpatternsvould
be beneficial for singers buas withNiemaclo book adult learners wouldot
derive much gratification because tggplicationto songs is not obvious toyone
unschooled in jazz theogndunable to aurally recognize specific chord
progressions

Eartraining worki n St Scatléotused largely omajor, pentatonic, and
bluesscalesExercisesoverthe blues formandblues compositions providexamples
of different styles. The section on ceding bass lines particularly interesting as one
would garner appreciation of the harmonic progressiandlearn to hear and
anticipate the forthcoming chords within a progressidre whole book is focused
on exercises to create better scat singersStoloff provides exercises that sound
very instrumental, both in articulation and note choice.diffeulty is that many of

the vocal exercises are in timale vocal rangeo womenmaystruggle andthe
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complexity of the exercisenayprovedifficult for home studyn the absence of

professional instructian
In Vocal ImprovisationWeir starts with the blues progression ussngple

syllables, melodic and rhythmic variatiaand ornamentatiorshe demonstrates call

and response witthord changeshasd on t he f amiol iIAar t mM®ummert i

melodic ideas become Igar, Weir scats over the formndrecommendshat

studentdearn and transcribie lines(74). She makesdr mostastutepoint about

listeningwhen shesaysfisi mpl y hear i ispgrobablyé¢he smglemost i t sel f

hel pful met hod of | edr ning jazz i mprovisat
Wei AiBlear i ng t he sdctiornclgdesguideBane lines and

arpeggios to the ningland learning to improvise around the thirds and seventh of the

chords, rathethan just the rooté/ocal Improvisatiori53). She makes a key

comment regarding hottoroughlysingers ne@to know the harmongndwrites:

Athe true test is this: i f you can i mprovi

changes, you havedonewo har moni ¢ homewor ko (152).

Song Form, Arrangements, Intros,and Endings

Clayton writes only a few lines about song fanddoes not provide any
exampleg11). Sherefers to ehead arrangemepind includes onepagediscussion
onthe most commoimtros and endingwith audio exampleprovidedon the

enclosed CI¥33). This book lacks transcribed examples of the intros and endings,

5 A head arrangemeris a song form that cave discussed in a few sentences and uses only a few standard
options for introdictions and endings. It is not tgpily written out ahead of time and can be created on the
spur of the moment
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although she does suggest that most players will know the Ellington ending, for
example 83). She also does not suggestralédve chord progressions for intros and
endings agazz theory is not a focus in her bodkeremphasiss on simplicity and
using arrangements sing&an doon their owrnwithout instruction.

Weir6 mformativeHandbookdiscusses arrangemen8everatracks on the
accompanying CD demonstrate the numermtatedexamplesf introductions and
endingsin both major and minor key$1-57). Thissection is very valuable,
especially fovocaliss lacking piano skills and theoretic knowledgho often leave
the choice ofntroductions and endings up to tinstrumentalistsBy notating
speific introductions and endings, a vocalist allowsdarthange from thdefault
chordchoices. Weir includes examples of chord charts (excluding lyrics and melody
lines) aml describes the components she feels are important to include, such as

introduction, form, feebr song moodand ending65-73).

Rhythm and Phrasing

Cooper offers a practical, hands approach to firtuning impatant
elements of jazz phrasingerbook'CD combinatiorprovides practical information
by providing correspondingusic notabn to performanceracksby therhythm
section and vocalis{®). She demonstratdsw tempoaffect phrasingand swing
rhythm by usingwing eighthnotesplayed in incrasingly faster tempasvertwenty
tracks(8). She draws attention tbe change in theon@® moodasthe basshiftsto
a walkingbass lingthe eightnotes lose their swing feelnd the drummer adjusts to

playing time on the cymbals$
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St o | exdcises begin with rhythm etudes nonpitched rhythmic
patterngo practiceriple- and dupletime syncopated rhythms, accents, and potential
scat syllablesHe states that he has inclugs@t syllables ithese drills because the
first questiomovice jaz singers fien askis aboutwhat syllables to us@5). Stoloff
alsoincludes rhythm exercises, accematsd syllabificatio in his bluedocused
Blues Scatitudes

Weir includes ahythmsectionin herVocal ImprovisationAs in Stoloffé s
Scat!,she appvaches them by using short and simple motives and adheres to easy
syncopations. She recommends using a metroriopracticethe onemeasure call
andresponse rhythmiexercisas. Although the exercises are not as extensive as
St ol déykeem adequafer thenovicesinged ehythmic study andvarmups.
Her AAdvancea section works otincreasingly complexhythmic conceptand
melodies Weir cautions that the student must be meticulous during practice because

chromaticism is so often difficult for singe(144).

Piano kills

Berkmanprovides a beginneitevel introduction topiano skilk, and include
a diagram of a keyboard with the note names written on the \R&tfsn
approximately fourteen pages proceeds from instrung how tolocat notes with
one fingertovh at h esingereveicings’® afid upper extensions, aqdickly

thereaftemoves taaltered tones and rootless voicings. For a chapter entitled

Ber kman uses the term fisinger voicingohdlgt denot e

handand the third and fifth played the right hand.
34
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fiBecoming a Functional Pianidthere is an overwhelming amount of fairly
advanced material.

DiBlasio includes a section on piano chord voicings and illustrates two
three, and fournote chords. Heecommendshatsingersshouldmemorize the
voicings so that they are automg(frg. Theblues inF and Bflat follow, also with
two-, three, and bur-note piano voicings, as well agjor and minofi-V-I
progressions in rogiositionandinversions He recommends that the vocahsdo
memorize them (8).heartilyagreewith his premisethati y ou r eal |y donot
to think about where they@pon the keyboard or what they will sound like when
youbr e p andthabvocalistsidp beed some piano ski{B¥ But unless a
vocalist isalreadyvery familiar with playing the piangthese few pages delve into
material that igar too complexandlikely beyond the patiengability, and goalof
theadult student

Weir includes a modest five pages on

k e

singer canot see, feel and hear jazz chord

relying exclusivelyon their ear to make sense of the shifting key centgezbf
s t a n d(@l). lcagree with her and also appreciate that she keeps the piano focus at

a basic level.

Dissertations

| locatedseveral dissertatiortbatdiscuss teaching strategibst can e used
to develop improvisational skills in vocalists, and otheet propose theory classes

for singers Theyfocus onsingers in academendrange from class formats based
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on written theory taelasses based @uralskills. | was curious as to how tlees
courses were constructadd the complexity of information they contained. In their
current versions, it is doubtful that they abble used for community singers.
Timothy Brent proposes a twsemestetenunit class based cawuralskills.
Units one tdive cover the first semester and address s$hiclys as rhythm, melodic
sightsinging, intervals to anajorninth using a number system he devisedenote
the ninth, flat nine, and shanine (51), aural transcriptions with an improvised solo
to the orginal recording, and the subsequent transcription of two improvised solos,
whi ch he suggestrseshpee cpli avyed6dl8nGEime secwntieenit ro
five-unit segment is similar to the first but contains more advacivertiswith
altered extensiongazz minormodes creatingand perfornmg bass linessinging
guidetonelines modal vocal improvisation, multheter sections, nediatonic
examples from the jazz repertoire, and modulatior1@)6
Brent 60s eollegeltecekttreoryaanceauralkills texts, responses to
interviews of five jazz eatraining teachers, and the syllabi from prominent jazz
programs (22). He writes that the abild/a jazz musiciainespecially a vocalisto
be acutely awaref which chord tonethey are singingt anygiven moment is
essential (3P Althoughthe ability to hear common progressions and chord qualities
and to anticipatand identifythe upcoming key areas and harmonic sequesces
undeniaby important without perfect pitch and concurrent training on aeot
instrumenta singelis unlikelyto beable to identifywhen they are singingpecific

pitches.
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Gloria Cooper wrote her dissertation on a mdithensional apgach for the
solo jazz singer. Shadicates that her work is a guideline for the beginmidglt or
collegeaged jazanusician, whethea singer,aninstrumentalist teaching vocal jazz,
or aclassical voice teach&achinganunfamiliar (to him or herjazzidiom (25).

Writing in 1992 Cooper discovered that materials for the beginning vocal
jazz student were primarily directed towards saging or improvisation, which
shethinks can be overwhelming for the beginning stugnhtHer researchoals
wereto provide the followingan overview of the vocal jazz idigrstructured
materialswith whichto develop vocal techniquisteningsuggestions and a
discographystudeniactivities includingexamples, songs, avdcaks’ exercises
and a list of referencd®5). She designed hamstructional materials to provide an
understanding of thieistory, developmenand styles within vocal jazz, teach correct
and healthy vocal habitsytroducechord progressions by outlining the chords and
roots,and demonstrate the basic vocal tone produeiitimn various styles (25).

Cooper 6s cibjazptheery begins with acte values, key
signaturesthe staff, and note names. She progresses through the chromatic and
major scales, intervalfjads,dominant seventh chasdstandarcchordprogressions,
andthe classical version of the melodic mirszale® but makes no reference to the

jazz melodic minor. She ends her theory chapter with aextehsions to the

"Vocalesés a style whereimritten or improvised lyricaresung ovemelodies that were originally
instrumentapiecesVocalisei s t he «c¢cl assi cal use of the voice, with
used for technical develagent and practice.

8 The melodic minor scale in classical theory contains a lowered third, but raised sixth and seventh degrees
ascending. In the descending version, the sixth and seventh and third are lowered. The melodic minor scale

in jazz does not lowar the sixth and seventh scale degrees in the descending form.
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thirteenth, as well agdiscusson of suspended chords and sixth chokdist
descriptions are brigind excludexamples extractefrom the standard repertois®
it would be difficult for a beginning jazz vocstiito make sense of her descriptions
without guidance fronman instructor
William Swam researched an aural approach to teaching thefoedtals of
jazz theory. Helirectedhis study at the beginnindevel colege or universityaged
studentand traditional theory educators who wish to incorporate jazz into their
theory courses (vBwam writes that the jazz theory texts developed for higher
education courses assume a prior knowdealgbasic musitheory Their focus is on
written theoryand, as sucheaching methods advocate wrgiscales, chords, and
progressionsand playing examples that emphasize each new; tapialskills have
notbeenintegrated2). He suggests that theeal curriculumwould add singing to
assimilateaural and written skills in order to train the ear and eye simultane@)sly
Swannbeginsby extensively addressing jazz rhythms and includes many
rhythmic exercisewith which topractse swingand varias Latirinfluenced
rhythms. Subsequent sections discuss the major scale and its modes, jazz harmony,
theii-V-1 progression, and the blues. He excludes minor key harmonies because they
are beyond the scope of his paper due to their complexity§8@nnuses
pentachords tmtroduce themajorscale and itsnodesso thatthe studentmay
recogniz and becoracomfortable withtheir sourd (85). His discussion of jazz

harmony quickly becomes complag he paya great deal of attention to piano
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voicings. Manyof his aural exercises, howevaraybe practical in clagsfor
community singers.

James Laughlin also researched notated and aural exercises as pedagogical
toolsto assisbeginning jazz improviseia developingmprovisatioral techniques.

His comparisns of pre and postest scoresf high school band students who had

not previously participated in jazz barelealed that the group that learrmsdear
produced significantly higher scores than the group that learned by and played from
notationalone both groups received equivalent scores in thetigses (60). The aural
method of learning a solo represed the least developed ski#it it produced a

greater improvement for the learning objective ohi@mic accuracyql).

Michael Johnsonlevelopedeaching materials foa twoyear, foursemester
universityleveljazz vocal improvisatioslass involving jazz theory, eatraining,
and keyboardraining Thegoalwasfor singers to develop advanced improvisational
skills, knowledge andinderstaniohg required tofunction at a professional leviey
the end of theirecond year (ii). He feels that it is imperative to hastaadard
method of improvisatioal study so that futurg@zz vocalistwill be known agazz
vocal musiciang19).

Begimingwith a chapter on fundamentalsg proceeds through seventh
chords,théol ues, and t he ni rotesefiustfeundetionnf a good
comprise the first semester (8@hord extensions, an additional section on the
blues, chord/scale theory and the modeb® major scale, along with the\i-1

progressiommake upthe second semester (90he third semestdregins with the
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trit one, fArhythm changes, 0 aascdleg90hehelmast| odi c

semester covers the blues again, pentatonic antiefyc sales, modal jazz, and
Coltrane[chord] changes (90)Chapterassignmentsequirethat the students be able
to sing, play, and notatbe exercises, artlatvocalistssingthe scalesn all keys.

As has already been discussed, duspttstraintof vocalrangeand techniquehis
practice has the potential to turn into a technical exerCisarly, tie course is too
long for a typical adult student.

WadsworthWalker suggests that, in the absence of a physical instrument to
assist in the absorptn of the concepts, the primarily theoretical approaches used by
instrumentalists are too rooted in the physicality of their instrument to be
successfully used by vocalists. She feels that singers need a course of study that is
independent of the placemeartd the proprioceptive aspects of the hands and fingers
(7). She suggests that if vocalists were to undertake the methodical approach
instrumentalists do as theyacticethe chord roots, arpeggeathe chords, and create
guidetone lines, the exercisedsght prove useful in nurturing the aural awareness
required for improvisation. At the time of her writing (2005), she found few
pedagogical materials to fulfill that mandate (8).

In her literature review, she observes that the educational materiatbésail
for prospective jazz ensemble directors vary widely and present a conundrum: the
cognitive skills required for some of the more thorough text baokséikely
daunting to someone unfamiliar with the jazz idiom (€k)e can reason that adult

vocal stulents would have an even more difficult time with books on jazz theory
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given the studentsodo typical | &he gurveyf t heor e

respondents and master pedagogues she interviewed feel that actively listening to
jazz in order tomitate and innovate is crucial to learning the of&afi8) followed by
application with harmonic reinforcemeny using the roots and guide tones (162)
The progression for deepening knowledge of the tune progressekefnonmgonly

the melodyand lyrics to the chord roots followed byigle tonesarpeggiosand the
form of the song (145WadsworthWalker does not propose a program of study to
obtain the skills.

Venesile identified and described the forms of pedagogical camtened by
vocal jazz eduators for the vocal jazz ensemble. He feels that in order to be capable
of teaching jazz concepts andaanfidentlydisseminate the knowledge to
instrumental or vocal students, educators should familiarize themselves with the
basic idiomatic elements dié¢ genre by way of an immersion period in the
fundamentals of jazz theory, vocal pedagogy, and the study of the evolution of
various styles (106). His participamhdicated that listening activities atensidered
the means to acquire jazz knowledge aalll €07), followed by seHstudy in
various topics related to jazz (108) and attending summer workshops\(&88%ile
does not propose a program of study to obtain theoretic knowledge.

Madura found a strong correlation betweehievements imocal jaz
improvisation and jazz theory, imitative ability, and jazz experience. The best order

of predictordor success ithe blues improvisation task wksowledge ofazz
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theory, jazz experience, and imitative abillihe obtainedisiilar results on thei

V-1 progression (vi). This study does not propose a method of jazz theory instruction.

Conclusion

There are many resourcagailablefor the community singdo purchase
rangingin scope from an artistic approatb piane and theoryintense manual8ut
any purchasés a wasted expengethe buyerdoes not have the determination,
initiative, or the time to devote to stuohg the contents

Many of the products and studies deal with theoretic information from a
written perspective. My discussions withgens revealed that daily commitments to
work and family do not allow for the additional time necessary to study theory. As
well, the textheavy manuals deterred the singers as they could not find material they
thought immediately applicable. Without guidanfrom a teacher within a formal
classroom or having the concepts first brought forward within a private lesson, the
contents of any of these study guides will likely remain untouched.

For an individual whose instrument is located within the body, kcessary
to focus on the aural and experiential components. In addition to basic theoretic
instruction as to song form, progressions, intervals, scales, and chords, one needs to
be able to Adoo the concepts to ultimately
constructs.

The coursehatl propose extracts the basic theoretic information required to
create a deep relationship between the melody line, lyrics, and harmonic structure. It

combines a significant amount of aurglills training to create an understamgl of
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how the melody interacts with the underlying harmony and provides ideas as to how
use the exercises within song performamegortantly, the students are able to
become familiar with idiomatic musical treatments in order to be able to internally
hear and name them, like common endifmsinstanceUnlike other materialghis

coursedoes not rely on the acquisition of piano skills.
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Chapter Three i Curriculum DesignConsiderations for Adult Learners

Adult singing students Calgarywho wish topursugazz theory education
are faced with a difficult problemsthere is now no higher education institution
offering appropriat¢azztheoryinstruction A brief internet survey to search for jazz
theory classes revealed that several community masa@oss offer lessons in
rudiments, harmony,istory, andcounterpoint apreliminary to gradewo level. The
University of Calgary has a thigkear jazz musicianship class open to music majors
and minors which focuses on the aural perception of jazz stadesiodes, seventh
chords and extensions, common jazz progressions and rhythms, but has a
prerequisite of a secongar theory and composition course. The university will
allow others into the class, with department confdniversity of Calgary)The
prerequisite, however, would be far beyond the typical knowledge of a typical
community singer. Ambrose University College utilizes sessional instructors to
provide instrumental jazz instruction in their music program, but tqgpear to be
nojazz theory ourses.

A local jazz saxophonist offered an introdugtjazz theory class, which
several community singers took. Although he had advertised the class as beginner
level, | was not surprised when the material in the first class rapidly became
complex. Thenstructor began with chords, scales, keys, and chord symbols, but

quickly progressed to thmodes of thenajor scale, chord progressions, fthatonic
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chords, chart analysis, and chromaticism. The second session focused on the
harmonic and melodic minor@es and their modes, the mineWil progression,
symmetrical scales, and further chord progression analysis (Belliveau).
In e-mail communications afterwards, singers indicated that not only were the
concepts too advanced, libeyalsowished for mordandson activitiessuch as
being able to sing the scales and exerciBsy found thaliscussion of secondary
dominantgo becompletely baffingOne individuawr ot e t hat At he i nstr
me at the end when he started talking about the fifthoftw@o r what ever 6 ( Der
2013. Another participant wrote thahecould not envisiofow to use what was
beingtaughfsh e was | ooking f or i andaskedvicatsheon t o h e
needed to know for singingnd howto apply it to her crafpradically and
immediately(Matley 2013.
Thecurriculumintended for adultommunity learneraeed to be modified
from curriculain higher educationTheinformationmust bebasic enough so that
studentglo not become frustrated and give up, but also niedois advanced enough
to retainstudent8interestand challenge their adult intellecishey want to know
how theory will make them better singing musicians and how to immediately apply
the concepts, so the course content needs to be tailored to tift gpal.
One musadaptthe delivery to accommodate busy schedBesvles
suggestsveekly evening courses for one to three motdhg, and not moréhan
two hours per week/{). Theteacher must be cognizantoft u d @me tosstraints

outside of tass and the materials need to be easy to follow and read.
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Adult Education or Andragogy?

Adult education is a broad term and encompasses everything from basic
literacy to personal fulfillment, to obtaining advanced degrees. Beyond the basics of
high schod equivalency (GED), adult learners may take courses offered via the
Continuing Education Department of a university to work towards a certificate,
career training courses at a college,-sppnsored courses geared towards leisure
pursuits, corporate tnaing, community school courses, and stifdy or elearning
courses at home. LH®Ng learning is sanportantthat there are grachtedegrees
available in Adult Learning and Community Education.
The terms andragogy and adult education are often usedwyously, and
reflect the involvement of adults in learning (Draper 3). Freeman writes that while
pedagogy derives from the Greek wpald,me ani ng Achil d, 6 and is
associated with the art and science of teaching children, andragog\affemos
meaning Al eadingo) focuses on the role of
knowledge. Andragogy, from the Greakerwith the stemandr, meani ng fdAman, 0O
shifts the focus from the teacher to the student, and denotes helping adults learn (12).
Kruse suggsts that adult music education can be defined as andragogy
because it is selfirected, seHlnitiated learning behavio displayed by adultdHe
writes that andragogy is a style of learning, whereas adult education is the process or

institution of learnig that takes place (15)
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Who are Adult L earners?

Adults now outnumber those younger than eighteen (Kruse 6). Between July
2007 and July 2008, an estimated 10 million Canadians agéd, ¥8presenting
almost half of the Canadian population of that ageticipated in some type of
education or training, whether for personal interesheir job (Knighton 9). For the
purpose of this study, adult learners are assumed to be over eighteen years of age,
can be engaged in formal learning at a higher educistitution or informal
learning opportunities, and are taking toeirse for their own enjoyment and
personal interest, or further education.

Most people experience music by listening, attending concerts, dancing,
performing in community ensembles, orfiigying in garage bands (Abril and
Kerchner 7). Reimer writes that music participation in schools reflects only a small
portion of the total enrolment of the school population and only a small proportion of
secondargchool participants go on to pursuesiaun college, university, or
conservatories (gtdn Abril and Kerchner 7). Ernst suggests that many who formally
studied an instrument or voice in school abandon rrsiking because of other
adult responsibilities, or because they perceive music ¢govibeation reserved for a
chosen few (qtdn Abril and Kerchner 7). VanWeelden found that less than 10% of
the adultsurveyrespondents to her survey who had participated in music in
secondary school continued to sing or play an instrument into theidiadal(29).

Instructors who provide education to adult students need to be cognizant of

the typical characteristics of adult students. Their voluntary participation means they
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are intrinsically motivated, enthusiastsglfdirecied and willing learnersvho take
responsibility for what thelearn and how they go about it, but they will leave if they
do not feel they are receiving what they want (BowleRaylston 344; Freeman 12
Brookfield qtd. in Kruse 16). They are pragmatic and prefer probbéemired

learning that is applicable to specific personal concandssinceparticipants will
enroll in a course to fulfill a particular negbley need to know the purpose of the
tasks before they are ready to learn the tasks (Bowles 4; Brookfield ¢idisel6).
Freeman points out a changdime perspective from a postponed to immediate
application, and theyiew theiraccumulated life experience as an increasingly
important learning resour¢ereeman 29). Brookfieldiscussesheir diverse

learning stylesthey learn in different ways, at different rates, for different reasons,

and they need to see themselves as learnersr{d€duse 16).

Why do Adults Participate?

Music is one of the best mediums for recreabenause oits wide appeal
unlimited possbilities for pleasure and lontermintellectualchallengeof exploring
and mastering new slgliMusicis asociallyacceptable form of expressitmt
appeals t@ll ages because music stuthn begirat any age. It is always available
and affords mangpportunities for experiencing a sense of belonginggto the
cohesiveness, stability, purpose, safety, and solidhatyaccompanies many

community music gatherigsgGraessle 8; Kruse 3).
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Roulstonand Coffmardiffer in what they think motivatesduls to
participatein music educationCoffmard analysis ofcommunity music
organizations founthe following reasons:

1 personal motivation for sexpression, leisurseltimprovement and
recreation

1 musical motivation for the love of music, in ordeléarn more about music
andperformance for oneself and for others

1 social motivation in order to meet new people, spend time with friends, or

achieve a sense of belonging (dtdKruse 16)

In contrast to Coffman, Roulston found that their reasonshaag no
explicit connections at all to the content or purpose of the activity, and that adults
will take classes simply for the sake etamulating knowledge3é3).

VeblenandOlsson found that marmgommunity musicians acknowledge a
positive sense of idity, responsibility, and sekxpression through their voluntary
and selselected participation (gtth Kruse 10) Community orchestra members
revealedhat the main reasaheycontinue to participate in music is to remain
musically active. Onendividualstated that if it were not for the community

orchestra, he would nevprck up his instrument (Shangky
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Constituency for the Study

This study is based on the comntyrsingers within Calgary, Alberta,
CanadaThe singers are typically older, withamy being retired from fullime
employment and pursuing singing as a hobby. Most are female and have varying
degrees of previous musical education, ranging from advancedspiatyseveral
decadesn the pasto currently pursuingccasionajazz pianoéssonsMany of the
singers haverevioustaken jazz theory courses and express enduring confaisebn

frustration

Music in the Communityf Ca | g &af§Kdis

Calgaryodos Caf® Koi enthusiimaltoormsal | y sup
(Café Koi).Many amatar, semiprofessionagland professiondlalgary singers
attend the weekl ¢ nviohrueros doapye nis, amgl tie sfieJsaszi zo n
majority of participants appear to be well upwardfodly years of ageSingers and
instrumentalists witlvarious music edicationbackgroundsranging from music
lessons as children to ongoing less@me,welcome to participate and create music
together; it is typically very crowded with bgblerformers and listeners alike. The
participantderive joy, camaraderie, and suppioom forming friendships with a
group of likeminded individuals, antelishthe challenge of performing solo with a
rhythm sectionThey get to experience sing for a live, supportive, and
sympat hetic audience. By poarticipantsi pating and

experience a sense of collective excitement and create a bond (Sacks 266). Because
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of the weekly opportunity to sing in front of an audience, the singers who attend
regularlyi there aremanywho go every wedakavegainedpracticalexperienceand

feel comforablewhenworking with a live band.
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Chapter Four i Discussion
Vocaliss who performin publicoccasiondy, or atleast participain open
mic sessiongarealready familiar with the appearance of jazz lead shBets.
becauselteylack sufficientmusical educatiothat would enabléhem to tanscrbe
the music from a recordintheycreatetheir own chordcharts by copying the
melodyand chord symbols from a baddnbeknownst to thepthe chords are often
incorrect(Berkman 3133), and theythentransferincorrect chordso the new chart.

Recently, singers relied upaMikifonia, a website which containdteelead sheets

The singers with whom | spoke loved the site because they were able to transpose

thar charts into their preferdekeys without having to rewrite thepbutone pianist

reported that:

| have occasionally looked at other people's Wikifonia charts and they were

generally quite awful. They would have chords likeiBthem. What
mystified me was why people couldn't cdpg chords accurately from a

reliable source, gecially for the jazz standardsdoubt people were entering

them having tried to transcribe the tunes byéeaypical errors were extra
bars, too many beats in a bar, and bad chords. So as an accompaasst
often best to mostly ignore the chartd fake it, which only works if you

know the tune& we were actually thrilledat the site was decommissioned

(Ascroft2014)

The singers did not undgand why the charts were wroaghow having
wrong char$ could negately impact their performanseMuch to thdrritation of
the instrumentalistshe singergontinued to rely on the sitentil it was
decommissionedn account o€opyright issues.
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My difficult journey of experiencing and witnessing thefpenance
environment and dearth of educational opportunities for community jazz vocalists
prompted me to find a remedy. | wanted to prowidealists with the tools to enable
them to question the contents and organization of their jazz lead ahdatsle
deeper into the music, rather than considering only the lyrics and mélody
curriculumwith clear explanation&as needed to help singemsmediatey apply
musicalconcepts tgracticesessions and performancealso wanted to be able to
use thecourse conceptsn my privateteaching to encourage my students to explore

the music more deeply.

SessionOnéd 2012 AExploratory Phasebo

| first testof my notion that community singers would appreciate a jazz
theory coursgdesigned specifically for thenm the fall of 2012 The curriculumof
the eightweek coursevas loosely formulated and excluded aural skills. The
informal textl used provided only a general outline of the topics to be covered. |
taught that course to explore topics thiitoughtwould bemosthelpful to
community singerdncluding the major scale, internaltriads, seventh chords, the
circle of fifths, common chord progressions, and basic chart analyfsis
completion | had a better idea of which topics needed to be formahzleidhtopics

| needed to includéor future sessiongaindwhich neededupportfrom examples.
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SessionTwd 2013/ 2014 AThe DemBpil mento (Appendi X

In 2013 | expanded the course to ten weeks. | modified, enhanced, and
formalized the instructional text, anddetinumerousexamples for easy reference.
During the first six weekswediscussed fundamentalzz theory conceptand
devoted theast four weekso auraiskill development and chart analysis.

In my efforts to appeal to the intellect of mature studériscame carried
away with providing as much information as | could and added inform&tro
beyond that of a typical introductotiyeory course. Most importdpf | did not
adhere to my premise of providing sindeendly jazz theory information. For
instance, in the012 exploratory sessionsg discussed the major scale and its
modes The studentbecameconfused during chart analysis when they tried to relate
all of the chords to the major scaléhey had a difficult time understanding why the
pitches and notation of a minor two chord diffdieom a minor two with a flatted
fifth; they wanted a explanationMinor scales are complex on their own, but despite
my intuition that the modes would be far beyond the intent of this course, | chose to
includethem in the 2013 class.

| had been critical of instrumentalists and their complicated curriculums, and
although my intentions were honest, | salgcoveredhat | was teaching the subject
rather than the student. My sixeek course should have been taugyer at least six
months. On a positive note, however, when the students performed chart analysis
they found it much easier to identify the progressions and did not qutstion

presence o flatted fifth on the two chord.
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Session Threég 2015 C u r tr @ppendix A)

After realizing my mistake, fevised the course to align with my original
intent which wasto provide vocalists with singdriendly jazz theory and aural
skills trainingtailored to their specific requiremenie firstsection of the aurse
incorporates musical rudiments as singers need this basic knowledge in order to
appreciate how the melody line interacts with the underlying harnexgluded
any discussion of theodes of thenajorandminor scalesanddiscardedseveral
other adanced topicsinstead, focused on providing theoretic concepts that were
immediately transferable to their songs.

Teaching voice privately for many yeansdhoning my own aurakills has
mademe acutely aware @hetuning and pitctthallengeshat sngers typicallyface.
Theauraltrainingexercisesiseshort melodic phrases to allow the studéotfocus
on tuning and to creaawarenessf how much precision one nee@y
presenting the mat er i athesingerscanfoaustieorc al i st 6 s p
attention orhow theymightimmediatelyuse theconcepts

Bowles suggests that additicused courses be a maximum of twelve weeks
long (vi). My proposal of that length of course received less than positive student
responses. One individual wroteat, despite being a retiree, twelve weeks was
Aqui te a cDeWaai2@ld &ven waith g sixveek format, it was difficult

to maintain full attendandeecause ofamily vacations and work commitments;

there were only two weeks with full attendance.
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Interviews with Participants

In postcourse interviewsparticipants reveatthattheyexperienced a
significant increase in harmonic knowledge about the jazz material they sing.
Interestingly, the more astute individuals acknowledged that they coutidulyot
assess how much they now know sincefitky n 6t know whad they don
(Lomnes 2015Rasmussen 2015) Lomnes mused on the topic o
there is to knowo and how she heooyfopar ed t o
years and are gerts. ecorrectlyassessed that | was looking #oratingas tothe
s t u d growth ®fknowledge preto postcourse (2015)Rasmussen referred to
what she knew (or did not kdbowfomparyegrs
myself to people who reglknow jazz very well and where | understood jazz theory
ten years ago and where | do now but where | sit comdparpeople who really
knowitoShe said that Ayou | earn what you dond
eyes as to how much more there isimolerstand about the ... depth and the
complexities of whatoés there. | | earned ho
As important ass the increase of knowledgte increase in sefisteem and
happinesss equally significantLomnes said several timdsatshe is now very
pleased abeing able to converse more direcityd clearlywith instrumentalists,
having a deeper knowledge of her mugeling more confident when she works on
material,andhaving theability to aurally identify common progress® (2015).
Matley, aprofessional Calgarpased vocalist who sings regularly with the

Prime Time Big Band, reporteat shenowfeelsmo r e ibécaugeithie course
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Areal |l y t ur nballks, espacially msoeg rl ii tgihnmg. 0 She expr ess
frustraticn  wi t h bi g band charts that do not pr o\
versionbecause, now, she pays attention to the chords whereas previously she did
not Matl ey appreciates feeling more comfort
understanding what heelfow players are saying. Duringsangwriting course she
found thatshe was the only one with any knowledge of music thandgtated that
A .l was kind of bored, really, because there was a lot of theory that needed to be
talked about, and sothite | t real |l y goodo (2015) .

Interviewees reported that they have gained aaearenessf what the
instrumentalists d@Millard 2015 Dertell 2015) Millard indicated that she has a
new appreciation of how knowledgeable a singer needs to be and that ijuistn
Agetting the starti n@hesan tha priarnodhe oofirfe, you go o
sheviewed the rhythm section as an accompaniment and interjécikd, | could
do this a cappellaif Iwantedto&an t hey 6 r e j aMNowsh&i nd of there.

ackrowledges their importance and how the group functions as an ensemble (2015).

General Observations and Participant Feedback

Interval construction and inversion were unexpectedly confusing for the
singers. One of the participants expressed surpriséréinaposing keyeither up an
interval of a fourth or down a fifth results in the same.keyShe expesi enced h
hao moment when weDedNaalrelaled that @h inptiurheatalistc | a s s .

had once suggested that she transpose either up a fodaWwma fifth. She asked
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which one she should use because she did not realize that the resulting key would be
the sam€2014)

| was also surprised that the students did not know that the letter in the chord
symbol, as in D7, represents the chord root. ditete of fifths caused more
difficulties than | had anticipated; the students were confused with the notion that by
following the circle countec | oc k wi se t hrough the Aflato ke
Aupd the keyboard by fourths.

One of the most befieial activities for the students was singing the root
movement in common progressions. For instance, they had all heard the expression
At Mive-one, 0 but did not know what it was or
the root movement of the chord3ne of the students sent @mail after the end of
the course and stated that | would be proud of her because she was able to quickly
identify the itV-Is in the new chart she was working (&hatley 2013).

A similar issue became apparent with other pregsei o n s ,-sixtwok e fAone
five. 0o #Huwenihad heardofat, but did not know what it meant or what it
sounded like. | played the progression for them in arpeggio form and they were
excited to recognizthe songi Mr . Sandman. 0

Students appreciatghe section on intros and endiragsl, inparticular
hearing the patterns being played while simultaneously looking at written examples.
Theyhad hearaf theEllington andBasieendings, but had no idea of the chords
involved and could not tell the eings apart. When | playetiem the students

recognized the sounds and created identifying mnemonics
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They respomaleldo wvlh éan AtChey | earned to si |
loved doing chart analysis. One participant saiehaffidedly that she was hag so
much fun that she could not believe the session was over for the evening (Lomnes
2014).Thissame singer related that when she started to sing jazz thirteen years ago,
she just wanted to sing. She never understood how the music worked on an
intelledual basisAfter working with instrumentalisishe started to realize how
much she needed to legiromnes 2014)She and another student remarked that
they have to take courses repeatedly because as older adults, they do not retain
information as well awhen they were younger (Lomnes 200é Waal2014).

Lomnes also appreciated that this course incorporates songs that ar®likely
bef ami |l iar to singers, |l i ke AAutumn Leaves,
songs | i ke @AMai de naspeasedtigael planfied hedcbyrse She w
material to coincide with how singers use the material and intends to work more on
identifying chord progressions aurally, lmaidthas he fAdoesndét think it
necessary as a Ssingernstend®lkakeadimgersnoragr ee t ha
seriously if she or he is more familiar with chord progressions and other theoretic
principles.

One of the students suggedheenddithe hat t her
book, with the circle ofifths, a glossary of termand the charts of the songs we
di scussed ficrammedo ont o one&0ld.Anothewvo pages

student requested that there be review questions at the end of each chapter, and
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indicated that my fprintedam@as ebo@hk,s arse cwe
c | e BeVgaalZ014).

| overlooked one practical consideration when | created the materials.
Because ol der adult studentsoO epo@ts are not

font | used was often not large enough.

Limitations and Delimitations of the Study

Although many individuals expressed interest, only four participants enrolled
in the course the first two times | offered it. The 2015 course had seven participants,
with three of them being repeat students.

Oneof the studentss aprofessional vocal artist; several are community jazz
vocalists, and one of the participants of a previous course is an amateur blues guitar
player with no prior music theory trainingwo individuals completed the Royal
Conservator yo0s n6SmanyyearslagopandRnost of the vocalists
have taken various jazz theory courses previously. Their primary complaints were
that instrumentalists taught the courses and the topics quickly progressed to concepts
far beyond their comprehension. None @& #ingers hemuchjazz keyboard
experienceseveral studied classical piano many decades ago

On account othe relatively small number of participants, one cannot
generalizéhatthe satisfaction and learning outcomesuld be experienced by
others in faure courses. Some students repeated the course several times, which may
indicate their eagerness for jazz theory information taught in a way easily

understood. One may also reason that it takes singers longer to absorb the concepts
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due to the lack of piantraining. Perhaps age is another factor; aside from one
individual, all of the participants have been overB@o studens commented many
times thatheyneed repeated exposure to retaimat they have learned
The course needs beassessed over tinte ascertain the effectiveness of the
teaching materials and methodology. The course has been taught at only one
community music school and einnt scda shuwane si, p orpu ¢
like a houseconcert. It would be prudent to offer the couts®ugh university
Continuing Edgation éepartments to gain a broader perspective on whether other,
perhaps younger, adult students also report a noticeable increase in theoretic
knowledge and aural skills.
This course does not include a keyboard compordtnough | agree that
singers need keyboard training and that they should be familiar enough with the
piano to be able to find specific notes, many easily obtainable piano instruction tools
already exist. Students reported a shortage of available étmedn classes that
they could dedicate for review, so they requested brief recaps at the beginning of
each session. Adult studentsd cflomssroom ex
their reallife experiences (VanWeelden 28),wbereasan individual nay express a

desire to learn to play the piano, reality may often dictate otherwise.
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Conclusion

This coursaes still in transition andvill continue to undergo further revisions.
It has, however, been receiveery wellso far. Many former students donue toe-
mailme about fAahad moment saswmhesuliofthdiey make di
knowledge acquired by taking the cour&eparticipant recently reported thstte felt
her public performance went much better than she expdatetbhaving taken the
course. | will continue my modifications to ensure that community vocalists receive
the topical information they require to become more conversant in jazz so that the
lead sheets they produce conform to high standards.

Not only have the vocalists been atdancrease their knowledge of song
form and harmonic structure, they report a sense of increased pride imeteir
knowledge and are pleasttit they are betteble toconverse withnstrumentalists.
Theyalsohavea deeper appreciatidhe depth omusical knowledge
instrumentalists have, and how much more thereksdav. Importantly, the sense
of fear about jazz theory seems to have abated, and an interest in further education
ignited.

My own teaching has been significantly impacted as a resdésafjining and
teachinghis course. | novincorporateauratskills trainingas a major component of
individual voice lessons and often incorporate chart analysis. Depending on their
age, past musical education, and repertoire focus, my students leiagn tteeschord
root movement as well as chord arpeggind guide tonegndtheyapply this

knowledgein their practice, improvisation, and performance.
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Future Directions

This course would be appropriate to offepwstsecondarontinuing
Education depamentsandcommunity music schoalé& condensed formatould be
appropriatdor summer jazz workshops a weekend workshojgvhile this course in
its present form excludes thedepth exploration of advanced theoretic concepts,
typical of a posseconday course, the aural component could easily and effectively
be assimilated into a university or college class.

| will expand the rhythmic portion and offer further pop sessions dealing
exclusively with creating and singing bass linemmmost particurly interested in
incorporatinga section on songriting, as he practie of creating a song from
scratchwill solidify the concepts presented in the theonebition and provide

additional insight intahe relationship between melody and harmonic myth
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Appendix AT Pop-up Jazz Theory Course for Community Singers
In order to make jazz theory as accessible as possible, | have used informal
language and familiar terms throughout this couraerived at this model based on
an earlier curriculum design (Appendix B) which | mgglon account oits

complexity.

Pop-up 1: Scales, Intervals and Key Signatures

The intent of this series of jazz theor
focused vocalist, with some aural skills and theoretic knowledge to help you make
intelligent choices when modifying the melody of your jazz song or scatting. But first
there are some basic musical principles and constructs that every singer should be aware,

and scales and intervals are two of them.

Scales and Intervals

Music has many scas and, while we often hear instrumentalists using parts of
scales in their solos, singers tend to avoid them. Perhaps singers are unfamiliar with
scales and their construction, or maybe they do not know when and how to use them. |
like to use certain scad to transition between two pitches a few notes distant from each
other, especially the wholene and chromatic scales.

The easiest scale with which to begin isttegor scale It is probablyfamiliar to
you i f you knraReMi ¢ hEhe ®unda MUsi€Dm the musical staff

beginning on middle C, it looks like this:

77



Figurel. Major scale
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U Exerise: Sing the soniy D-Be-Mi fdom The Sound of Musig suspect that
you know this song). You have n@ung the majorcale. Start on several
different pitches and sing the song again. Observe that it sounds the same,

regardless of the starting pitch.

And, on the piano:

Figure2. Piano keyboard and staff
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(Cazaubofi Keyboard Layout 0)

You will notice on the piano keyboard diagram above that the keys repeat in a
pattern alternating between white and black keys. Look at middle C. The next white note
is D. From C to D is a whole tone (W), also called a major second interval or whole step.

There is alack note between the C and D. That note is callstiap (notated by using
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1)

a 0O sign) and -filtatc a(nn oatlasfiwe dbidthoujgulisliendg Da i
Western musi c kndweasagugme@edhison &ad C to Bas a minor

seond Kostka 22) we hear the interval between C and the black note as a minor second
interval, semitone, or ha#ftep (H).Observe that althoughnote may be spelled in two

different ways and be situated in a different location on the sta@iuitdsthesame. It is
enharmonically equivalent, much the same as how we use 2:45 pm and a gaoarter

three to express the same time.

Figure3. Enharmonic equivalence
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Playing the notes in the first two measures in Figure 3, you wouldlea
despite the differences in their written appearance, they both sound the same: C and
B , an d&£(Goubdefiat). MPasures three and four follow the same principle:
measure t hr ee £ dndmeasure fauridustrat€s D aadididle D
sharp indicated with a figure that looks like @énx Blease note that double sharps
and double flats are not seen in jazz often, if at all, and would most likely take a
player by surprise if they appeared in your music. Please avoid using them, as well

not es | i K\We vl discass mhoreGbout that later.

0O Letdos do an exercise: Sing a major secon:

particular attention to theining of the semitone. Use several different starting
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pitches, and please be diligent wytbur tuning. Singermust develop an
accurate sense of pitch.
U Using either a real keyboard, or by referring to Figure 2 above, what is the

interval between:

u F and G2 F and G ?
U EandF? B£and C?
U EfandE? Df£and B?

| have been using the termiole toneandsemitone These terms refer to
intervals, which are the distance between two notes or pitches. A pitch is the
frequency that we hear and a note is what we see on the paper.

The major scale is constructed usinigole tones and semitones in a specific
pattern. Any major scale follows the interval pattern o¥WAH-W-W-W-H, no matter
what note on which it begins. For the C scald® is a tone, EE is a tone, and-E is a
semitone (or halstep) because there is Nadk key between them. The distance
between FG, GA, and AB are all whole tones, whereas the distance between the last
two notes, BC, is a semitone (a hastep like EF) because there is no blaaky between
them. Each note in a scale is also knowa asale degree. So F, for example, is the
fourth scale degree in the C scale. C and F on the stafinseswal with a distance of a
perfect burth.

U Exercise: Sing the major scale from the top down. Yog gaupwards with the

s ong-Ré&Wio. 0 P atientienxottuniag the notes between C and B, and
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then Fand E,thetwohadft eps i n the scale. You might
ensure that they dondét sound fl at. Use e]
0 Exercise: Sing the firganestwdewdBrrddeafo tYh
sang a perfect fourth.
In the Cscale, C is the first note, D is the second, E is the third, and F is the
fourth. Two pitches may be separated by a second, a third, and so on. The distance
between one C and the next C is calledetave.

Figure4. Intervals.
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Intervals are not just in one static format, though, and this may be easier to
understand from a visual perspective. On the keyboard diagram (or real piano), find
(or play) a C and then a D. Thatamajor second and an easy interval to sing.

When we invert that interval, we take the lower notehis case the and play it

an octave higher (or we could take the higher note and play it an octave lower). By
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doing so we c¢han gnerval dneit bBcbrhearainoriseventho f t h e
from D to C now. Aurally, it is difficult for us to make a connection that we are
singing the same note names because large intervals are difficult to sing and hear
without a great deal of ear training. We can gdese track of the sound and the
sensation of the notes if we do not have a piano handy to help us.
U Exercise: Sing thbeginningo f Sormewhere f WestsideStory(tiher eds a
place for ué )The first two wordsare sung om minor seventimterval Inthe
key of C, you would sing C and ascend t Belate all intervals to a couple of
notes in a song that is familiar to yauypical songs used in aurskills classes
0 Our national anthem, "Oh Canadali€Tinterval between the first two
notes sung on "®Can" is a minor third.
oln AMy Bonnie Lies Over The Ocean, 0 th
notes sung on AMy Bond is a major sixt
o A"Aul d L an gerf8cyfoudhdo ni § ha hwourlds afuS d. o
o ATwi ek Twi nk |l e tth, and soan, lpuewillimean mord to
you if you use songs that you know.
Notice in measure four o &ugnehtedfoartha mpl e b
interval. The perfect fourth from C to F is two full tones plus a semitone. When we
augment, we make the interval larggida dd t he A . 0 It is now t hi
F . When we invert that interval and pl ace

diminished fifth. From F natural to C is a perfect fifth and contains three full tones plus a
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semitone. When the F becens F | t he di st anc eiwddaninisle en F &
the size of the interval.

Figure5. Examples of intervals and inversions
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Key Signatures

You are now going to discover and write the key signatures for a few maja scale
to get you started and give you some practice in the order of flats and sharps. First we
must discuss the naming protocol for key signatures.

Sharps and flats do not appear together within a key signature. Even although
C a isdunddhe same, theylbeg in different key signatures. Sometimes you
will see an accidef@t abr ( ddd)otvaidt ii g ht he AMWs
itself, but that just changes the note to which it is affiicedhat measureonly.
Also, sharps and flats always app@ a specific order, and there is a mnemonic
to help you. The first letter of each word in this phiagatherCharlesGoesDown And
EndsBattle is the order of sharppd= C G D A E B. The order of flats is that same phrase
in reversd Battle EndsAnd Down GoesCh a r Fa¢hsribB E AD G C F. You will
never find a G in the key signatur £ witho

without also having B E£, and AL
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This is illustrated by theircle of fifths, which is simply the arrangement of all
twelvenote®f t he chromatic scale that approxi ma
within tunes follows portions of the cycle. Think of each note on the cycle representing a
Afkey. o You will find that many of the typi
cycle counterclockwise.

Figure®6. Circle offifths
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U Exercise: Try to do this exercise without looking at the Circle of Fifths for help.
Using the WW-H-W-W-W-H construction, write t& major scale beginning on
F, G, and B You will need to use sharps and flats to make these scales conform

to the pattern of tones and semitones.

Figure7. Write the major scale

NG
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Thechromatic scaleis constructed completely sEmitones. There is only
one chromatic scale because it is the same pattern no matter which beginning note
one uses. Learn to sing it. 't i s superb t
sing in tune, and you can use it to ascend or descenddietiord tones.

Figure8. Chromatic scale

Chromatic Scale

U Exercise: Begin on C and sing up to D, ascending by semitones. Name the notes
by using either Aone, 0 Atwo, 06 fAithree, 0 ol
C. It might be easier tose numbers rather than letter names although | find that
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by using letter names and ascending and descending slowly, one learns to hear
this small interval more precisely. Sing this exercise until you can do it without
the piano and you begin and end ongame pitch without being flat or sharp.

U  Then, begin on C again and sing up to E and then back to C.

i  Begin on C and sing up to G and then back to C.

U Tryto sing the chromatic scale up and down a whole octave in a comfortable
range. The previous work on slea portions will have tuned your ears to the

importance of internally hearing the pitches, and being conscious of your tuning.

HINT: Pay close attention to your tuning.
Think Aupd as you as
directors ask their singers to lifteir
eyebrows, but | prefer to just smile a bit and
concentrate on internally hearing the pitches.
Li kewise, on the way
pitches do not géiat.

Another very interesting scale and one that is also difficult to sing (which
means iis great for eatraining) is thewhole tonescale. It is created by using only
whole tones, so rather than thé Wi Hi Wi Wi Wi H as in a major scale, or
semitones like in the chromatic scale, it is six whole tones only: Cto D; D to E; E to
F F t Bt oG A /@Etd CBThe whole tonecale is a very interesting
and rather exotic sounding scale. It provides a very striking effect when a singer
knows how to use it. Learn it and you have the opportunity to add interest and

unexpected sophistication to your melodic lines. | had one ofaugg students sing
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a whole tone scale at the end of one of her songs and she loved it. She felt good
about herself because she learned to sing something challenging.

Figure9. Whole tone scale
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U Exercise: Sing the whole tone scafefour note§ stay on the fourth scale
degree for moment. What do you notice about your tendency on that fourth
note? Our Western ear s-ramfeadot hatedsitwgit g
the raised fourth is difficult. Think higher for that note. Rember that note and
the term Asharp four. o0 Does that sound f
U  Sing the whole tone scale up to the fifth note.

U  Sing the whole tone scale the complete octave.

HINT:On t he way up, thi
notes that come after the third. On tiny
down, thinkflowerd for the second note
because our tendency will be to sing a minor
second rather than major second.

There are severahinor scales and minor scale theory is complex. Rudimentary
theory texs typically cover three of them. For our purposes, we will only discuss one: the
natural minor.

Thenatural minor (a.k.a. relative minor and the mode calfegblian) contains

the same notes and uses the same key signature as the major scalenidosteto
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(starting)ndtse,l oxcratfeddo an i nterval of a min
natural minor. The natural minor beginning on A, for instance, has the same notes and

key signature as C major. The natural minor sbafginningon C is taka directly from

the major scale with three flats, which is tHenfajor scale. Eis three semitones above

C.

Figure10. Natural minor and major
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U Exercise: Begin on A and sing the first three notes of the minor scale. Adterna
those three notes with the first three of the major scale. Hear the difference? If
you know sol fege syl |l abl-tedsqg o0 sfiarg tthe miina
third, and t-lemi piftfoheshéomajido t hird.
U Begin on A, and sing the wiehatural minor scale as written above, paying
particular attention to the tuning of the sixth and seventh scale degrees.
U Begin on C now: Sing the C major scale, and then sing the C natural minor

scale.
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The songs ASoftly, asarch &r pboethadeg abent
based on the Aeolian mode.
Although key signatures are easily attainable in any theory book and online, |
have included most of the major scales and their corresponding key signatures as an easy
referenceln jazz music, it is quite uncommon to see key signatures with more than
four sharps and flats A quick scan of one of my Real Books (specifically for low voice)
reveals that there are many songs with two, three, or four flats, few songs with more than
one sharp, and manytlino sharps or flats. Think of it this way: if you are in a jam
situation, you may or may not have an experienced player and you want to ensure the
best performance for everyone involved. If your chart is in the key of B (five sharps) why
not makeiteasir on everyone and transpose it into

has no sharps or flats.
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Figurell Major scales and key signatures
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Pop-up 2: Triads and Seventh Chords
Triad Chords

As vocalists, unless we have a venusual talent, we can sing only one note at a
time. An instrument like a piano, though, can use chordal structures and one of the most
basic chordsis calledtesad. Tr i ads are not played that mu
what we intkoptektaseaofitBoaond, skoucthert hey a
chords. As the name would imply, triads are thmete chords. In theoot position of the
triad, the bottom note is called the root; the middle note is the third; the top note is the
fifth. The notes are spaced closely together, and we call thelbdezl position
Jazz pianists do not typically use the closed position in chords, preferring instead
to space the notes out and use what is callegpan position They might use C on the
bottom then G and E more than an octave away from the root. If the C is on the bottom,
the chord is still in root position. For our purposes, though, we are only going to use the
closed root position because it is easier to sing intervals that are closertogsibeially
at the beginning stages of aural skills development.
Locate middle C on your keyboard. The closed root position of the C triad uses
the notes C, E, and G. We can invert (remember that from the intervals?pyriads
moving the bottom note high than the other notes. If we put C on the top, the triad is
now in the first inversion. It is still a C triad as it has the same three notes, but it looks
different on the music and the interval spacing is different. It is now constructed with a

minor thrd (E to G) on the bottom and a perfect fourth on top (G to C). If we move the E
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to the top, the triacs now in the second inversio@, C, and E. It is still the C triad but

now there is an interval of a perfect fourth on the bottom, followed by a thajbr

Figurel2. Triad nversions.

H | 4
&5 : : 4
oJ | e
C major triad C major triad C major triad C major triad
root closed position Lst inversion 2nd inversion open root position
Adiatonict ri ad is a triad Awithin the keyo v

any note. For example, the key of C major contains no sharps off fiatsajor

triad built on C is diatonic becagigt contains notes within the ke, E, and GThe

minor triad built on D is also diatonic. D, F, and A are the second, fourth, and sixth
scale degreesinChemaj or triad built on D (D, F, an

as F is not in the key signature for C ma

Figure13. Diatonic triads.
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If ii iii v v vi vii® I

major minor minor major major minor diminished major

o

If you want to use scatting in your improvisasothere is no short way to
learn how to do it well. You must spend some concentrated time each day working
on aural skillsYou should be able to use triads (and sevenths, but we will get to

that) in your vocal improvisation and if you can, it is an iatlan that you really are
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learning to internally hear the notes of the choftht is where this next section
comes in.

The triads we will discuss areiajor, minor, diminished, andaugmented
Major triads contain a major third, followed by a minor thirdnor triads contain a
minor third, followed by a major third; diminished triads comprise two minor thirds;
and augmented triads are two major thiMajor, minor, and diminished triads

occur diatonically within a key, but is an augmented triad diatokmc&ugmented

triad in C is C to E, and E to G . There
not diatonic. You havprobablys e en t he chord notation #A 50
What do you think that is?
Figurel4. Major, mina, diminished andaugmented triads
) ! . ! : o
oy . = =F 4
Major Minor Diminished Augmented
Do you know the instrumental beginning

Boyo? The first three notes a-E& a major
followed by GC-C. The first four bars of the main theme of thegare also the C
major triad, except it begins on the third note of the chord, goes to the fifth, and then
the octave. It is in the first inversion.

The third of any chord defines iggiality as being major or minor. A major

chord uses a major third olmet bottom whereas a minor chord uses a minor third.
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The following exercise will help you learn to hear and identify the chord qualities.
You may notice that the major triad is fairly easy to sing. The minor is a bit more
difficult, and both the diminisheand augmented triads are challenging.

Figurel5. Triad exercise.

AMNajor Triad
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A Augmented Triad
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U Exercise: Sing the A major triad in all of the inversions.

U Exercise: Use a keyboard to assist you, and sing the A minor triad in all of the
inversions. If you strggle with the tuning, break the exercise down into
individual intervals. In the root position, sing from the root to the minor third,
and then down again. Sing from the root to the fifth, and then down. Sing the
root, third, fifth, and root. Sing the fift root, and third. Sing it while you play it
on the piano enough times so that you can eventually sing the correct pitch prior
to playing it on the piano.

U Exercise: Approach the diminished and augmented exercises the same way.
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Seventh Chords

Lush and bautiful seventhchords are prevalent in jazz. You need to learn what
they sound like and how to sing them so you can use them when you improvise. For our
purposes, we will concentrate only on the closed version of the chord so that the intervals
are easieto hear and sing.

Seventh chords are built upon triads with the addition of one more interval of a
third, from the fifth to the seventh scale degrees. Major keys contain two diatonic major
seventh chords, which are found on the first and fourth scateel€the solitary
dominant seventh chord (also a major chord quality) is built on the fifth scale degree. The
three minor sevenths are located on the second, third, and sixth scale degrees, and the

half-diminished chord on the seventh scale degree.

Figure 16. Diatonic sevaths in C major.
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As with a triad, the bottom interval distinguishes the chord as having a major
or minor chord quality. When the bottom interval is a major third, we interpret the
sound as happy perhaps. létimterval is a minor third, weayhear that as dense, or
maybe gloomy.
The other distinctive aspect of a seventh chord is the seventh itself, which can be

either a major or minor seventh. Major seventh chords contain the interval of a major
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seventh fronthe root of the chord to the seventh, and are found on the first and fourth

scale degrees (see Figure 16 above).

i

ExerciseMajor s2venth Sing the C major scale ascending and descending
several times, using letter names, numbers, or solfege. Nexthsisgéale but

stop on B. Descend back down to C. Now sing C and then B, but omit the notes
between. This is a major seventh, and is the interval between the root and top
note of a major seventh chord. What do you feel on that top note? Do you feel
like youwant to ascend by a semitone and sing the C after the B? Does that
tendency increase if you sing all of the notes between the top and bottom notes

of the interval, afsDReMipy®ubdre singing

Exercise: Sing the first four notes atthe begqingi of A Mr . Sandman.

major seventh arpeggio and can easily be used in vocal improvisation.

One might expect that the dominant seventh would have a major seventh

interval between the lowest and highest note, since it is a major chord. Ifiit did,

would be called a major seventh. The dominant and the minor sevenths all use a

minor seventh interval from the root to the seventh.

i

ExerciseMinor seventh Sing a minor triad from C to G, ascending and
descending a few times and then add the minad tmrtop. Again, you should
end up on B If you have difficulties hearing that top minor third, sing G, &, B
several times, and then go right from G #® Bry the whole arpeggio again

when you feel comfortable. Try it descending from the top.
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U ExerciseDominant seventhSing a major triad from C to G, and then add a

minor third on top. You should be or£Bf you have difficulties in hearing that
minor third, singhe notess, A, andB£several times, and then go right from G

to BE Try the whole arpeggiagain when you feel comfortable. Try it
descending from the top. You have just sung a dominant seventh.

U Exercise: Alternate between singing a dominant seventh and minor seventh.
You might find it a challenge to quickly switch between a major third amémi
third. It also might be difficult to tune the fifth note after singing the minor third.
The tendency is to sing the fifth a bit flat.

0 InThe Jazz Si n,PavidBeakm&@udcamenéndsahat, in addition
to singing up and down from the root fdr @ the seventh chords, one start on
any of the chord tones and sing upwards and downwards (69). For example:
1,35,7;1,3,7,5;1,5,3,7; 1,5,7,3; 3,5,7,1; 3,1,7,5; 7,3,5,1; 7,1,5,3; etc. There are
many combinations you can do to try to get the sountisea$eventh chords in

your ears and the exercise is very intensive

The chord on the seventh scale degree is going to be challenging. Although
the triad built on the seventh is called a diminished triad, the diatonic seventh chord

is actually called &alf-diminished seventh chord. In jazz parlance, the half
diminished seventh chord is also called a minor seven flat fiv&{jmThis will be

easier to understand if you look at a keyboard, or at least the keyboard diagram.
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Figurel7. Keyboard

(Cazaubofi Keyboard Layout 0)

The chord is built on B because it is the seventh degree in the C scale. From
B, we ascend by a minor third, which brings us to D. From D, add another minor
third, which results in F. So far we have built egished triad. From F, and staying
within the key of C, we must add a major third, which brings us to A. If we were
creating a fully diminished seventh, the top note would dt remember, we are
just dealing with diatonic sevenths right now and tlaeeeno sharps or flats in the
key of C.

U ExerciseHalf-diminished sventh Sing from B to D, and then D to F. Sing all

of the notes in the scale if you need to, but accent the B, D, and F. Descend back
down to B. Ascend again, but this time when you em& @ontinue withG and
then the A. Repeat the process numerous times so you become accustomed to
the successive minor thirds followed by F, G, and A.

U ExerciseSing B, D, and F again. Can you now sing the G silently to yourself

and still end up on A? @sa keyboard to help you.
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The following figure illustrates the difference in notation between the diatonic
seventh chords and some others frequently seen in jazz music. We have sung through the
first four.

Figurel8. Types of seenthchords

p  Cmaj7 7 Cmin7 Cmin7(>5) or C%7 Cdim7 or C°7
4o Heo —y Hta H e }
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5 p Cmin(maj7) CMaj7(45) Cdim(maj7) C7sus
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To practice seventh chords within the context of one of your songs, you can

do the following:

U Learn the roots of the chords as a second melody. Feel free to experiment with
some variations in rhythms rather than just singing whole nokesletter in the
chord symbols on your music page denotes the root of the chord. If you were
learningtosingih Aut umn Leaveso (in a key appropri
you would sing D, G, C, F, B, E, and then A over the first eight bars.

i Singthero@ whil e you play the songb6s mel ody
roots while you sing the mel ody. I n AAuULt
possible to sing the roots and the melody within the same exercise. In the second
measure (on the Dmin7 chord), timelody falls to the root from the minor third
of the chord. In the fourth measure (on the CMaj7), the melody falls from the

major third to the root.

99



U  After you learn the roots, sing the thirds of the chords against the roots. Play the
root of the chord whd singing only the thirds. Distinguish between major and
minor thirds (Berkman 69).

i Once you can sing the major and minor thirds accurately, learn to sing each

seventh chord ascending from the root.

Figurel19.A" A0 s e c tti womn olfieodisAmargprated into song melody.
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(JosephKosma,JohnnyMercer,andJacques Preveft Aut umn Leaveso)
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Pop-Up 3: Common Chord Progressions

Chord charts often contain a melody line, lyrics, and the chords instrumentalists
use to cree the musical foundation for us. Lead sheets do not have to include the
melody and lyrics, though; instrumentalists often use charts that contain only chords.
Instrumentalists often prefer to have a chord chart that does include the melody and lyrics
whenthey work with a singer, however, because, as one instrumentalist revealed to me,
they are never completely confident that singers know where they are. This same
individual said that a singer can put a band at ease by exuding confidence (without
bruisingegos) and knowing his or her own charts cold; the instrumentalists can tell
within the first few measures whether a singer knows his or her stuff (Smith). That means
knowing more than just the melody and lyrics to the song!

For a beginning jazz singer, thkarts can look as if they contain an
overabundance of chords yet, upon closer inspection, one will find that the same chords
repeat over and over. The chords form part of what is catkdra progression which
is the movement from chord to chord witta song. There are some very common
progressions that appear in jazz songs and vocalists must have the ability to hear chord
progressions and key centres (the sense
Learning to hear and sing the roots of clsarda progression is the first step.

Chords operate biyinction within a scale, based upon their location and
behaviour within a given key and within a given phrase. Just as there are some colours
that are primary, like blue, yellow, and red, there areesohords that may be thought of

as primary too (Maclachlan). Although some songs are built on only one chord, such as
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AChain of Foolso (DeGroot), most songs ¢
and V, especially from the country and pop genres.
The first primary chord we will discuss is ttamic. It is the home base and is
built on the first scale degree. In the C major scale, the tonic note is C, so a chord built on
C is called the tonic chord. In your lead sheets, you might see this chardered by a
C, aC6, or a Cmaj7, and perhaps a C6/9, which is a lovely chord on which to end a song.
The next important, or primary, chord is built on the fifth scale degree and is
called thedominant chord, or dominant seventh. Its purpose, or funci®tg lead our
ears back to the tonic chord. In the C major scale, G is the fifth scale degree. The triad

built on G contains the notes G, B, and D; the dominant seventh contains G, B, D, and F.

U Exercise: Sing the C major scale up and down a few timas.vithen yousing
it, stop on B. What do you notice? What do you want to do? You may remember

this feeling from ouearlierscale exercises.

Our Western ears have become so attuned to the dortimémprogression over
the centuries that once we have #yrastablished and connected with C major, we
recognize that the B, called tleading tonein that key, wants to move to ODominant
chords function the way they d@causehe third note in the chord is the leading tone
(the seventh note) in th®me base key The B is a tendency tone, which means it tends

to progress to certain pitches more than others. The seventh scale degree typically
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ascends by a semitone to the tonic (Open Music Theory). We respond instinctively and
expect the resolution to thistpern once we have established a key (Meye224
The following figure illustrates this concept. It is the third indte B that
resolves, or moves, to the tonic. Dominant chords candukfied or enhancedith
a BN o n78%) 9, and76everal other wvariations
functionality of the chord because the third is still present and wants to lead us to C.

Figure20. Dominant to tonic function.
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Another primary ad important chord is the one built on the fourth scale
degree, which is called tlsebdominant Its function is to lead our ears to the
dominant chord. The triad built on the fourth, in C major, contains the notes F, A,
and C; the seventh chord built oeéntains F, A, C, and E, which forms a major
seventh.

You might understand this sonic experience better if you use a keyboard, or
have someone play the chords for you. Place your right hand on F, A, and C, and
play an F in your left hand; this is thertat. Now shift both of your hands by one
note to the right. You are now playing a G in the left hand, and G, B, and D in your
right hand, the dominant triad. Next, keep your right hand thumb on the G, but move
your other fingers to the right by one notelglay a C with your left hand. You

have just played from the IV chord, to the V, to the | chord.
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Figure21. Subdominant, dominant to tonic function.
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The secondary colours, those made up by combining blue, yellow, andered, ar
like the secondary chords, some of which have a tonic, dominant, or subdominant
function. Those chords are built on the second, third, sixth and seventh scale degrees and
cansubstitute for other chords in a progression, as long as the chords havertbe sa
function within a scale.

The toniefunctioning secondary chords are built on the third and sixth scale
degreesAny chord that contains the root but not the fourth scale degesséstiallya
tonic chord. In the C major scale, those chords are E raimebA minor, or Emin7 and
Amin7 in your chord chart®espite botlthordshaving a minor tonality, they can be
used in place of the C chord.

Thedominantfunctioning secondary chord built on the seventh scale degree,
the leading tone, and normally obges to the tonic (but it may first move to the dominant
chord) (Kostka 213)in the key of C, tediminishedtriad is B, D, and F; the half
diminished seventh is B, D, F, and A.

The subdominanfunctioning secondary chord is built on the second saaiece.

In the key of C, this is the D minor chorthe triad contains the notBs F,and A,and
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the minor seventh contains D, F, A, and @alh be used in place of the IV chord. The
common i+V7-I chord progression in your jazz songs is the subdomidantjnant,
tonic function. In C, the chords are Dmin7, G7, and Cmaj7.
The table below summari zes the above pa
subdominant, dominant, and tonic functions. | have grouped the chords together into
function and organizethem to reflect the IV/iV-1 progression. The roman numerals

indicate the scale degree on which the chord is built.

Tablel. Chordfunctionsin major keys

IV Maj7  Substitute forii Min7pften serves as a temporary key cease
a change from the tonic

i Min7  Substitute for IV Maj 7

V7 Progresses to |

vii Min76& Substitute for V7

| Maj7 Establishes the key centre,
progress to other chords, but may go anywhere

= = | O O 0w
<

i Min7  Subditute for | Maj7

T vi Min7  Substitute for | Maj7; is also the relative minor key centre

(Haerlel3)

Now that you are a bit familiar with chord function, we will discuss some
common chord progressions and how they function. Please note that coralention
notation uses lower case letters to signify minor chords and upper case letters for

major chords.
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ii-V-1 T The Most Common Progression

You will often hear jazz musicians using specific phrases when they discuss the
mu s i ¢ afivedonéiturnaround 6  fiiiew o e V-1 ()i,i or -fji weM), fti wo
are three of -M-lh® s=xi. mpflhye demrant €9 it he stronge
progression in jazz. The chords are buil't
and t he Al auw to¥diaate tthad anyaf the chords are seventh chords, so you
do not havifive deweiiosnaey; oOitiwvo j azz, the seventh i
The ii-V-I progression not only appears throughout songs to provide movement
towards temporary key centres, butlgo acts as a cadence and appears at the ends of
sections to solidify the feeling of being back in the home key.
Actually, we already briefly discussed theViil progression on the previous page
where | referred to chord substitutions and the subdomgemaindary, dominant, and
tonic chords. In the key of C, the Aii o0 ch
G7 and C. You can probably guess that in any key, we build-the irogression the

same way using the chords built on the second, fifthfaist scale degrees.

U Exercisesii-V-I ProgressionWhat are the chords in the\itl progressions in

the following major keys: F: BE
C: G:
U  Sing the root movement of the\ii-l progression in several keys.
U Playany note on the piano. That is your tonic. Now sing thé&liroot

movement of the progression.
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U Form into two groups. Have one group sing or hum the roots ofthé, while
the other group sings or hums only the tonic. Switch parts.
U Have one groupisg the major scale, for example C. Have the other group sing
or hum the roots of the-W-I progression.
it Sing the notes of the ii7 chord ascendi n
singing the note names in this instance will help. If we use thefk€& major,
then:
0o What notegorm the ii7 chord?
o What note did you end on?
U Now you are going to sing the V chord, descending. You will sing the notes B,
G, F, D and then C. Those are the notes in the G7 chord in an inversion
followed by the tonicnote It 6s still the same G7 <chord
the bottom note. You have sung th&iarpeggio. By singing a C as the final
note, you complete the-\-1 progression because you are back at the tonic.

Choose a new pitch as your tonic, and reffleaexercise.

The next figure illustrates what you have already sung. Notice how seamlessly

one can move from the Dmin7 to G7 arpeggio by becoming familiar with chord

inversions. The G7 arpeggio is in the second inversion and easily resolves to the CMaj7
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Figure22. ii-V-l arpeggios.
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The following example illustrates what the minor progression looks like.

Figure23. Minor ii-V-I chords and roots
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(Levine77)

The following exeavesofpomviides uaan é&xce
of a songouilt largelyonthis progression. This is just a short segment, but if you
have a songbook or a lead sheet, take a look at it and see how thprbgression
is used throughout. What do you notice aboatttnality of the progressions? The

first one is the V-1 in C major. The second one is thé&/il in A minor.
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Figure24. iAutumn Leaves" segment.
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leaves of red and gold. I see your

(Joseph Kosma, Johnny Mercer, and Jacques Pfevei t umn Leaveso)
Thingsto remember:
1 In a major key, the ii chord is always a min8y the V chord is always the
dominant ¥, and the | chord is a majo{'7
1 Sometimes music will have a stringoMidé s wi t hout the resol ut
or sometimes a ¥ without the preeding ii chord;
1 In minor keys, the chords change slightly£s7 V78; or VAT iMaj(min)7.

The root movement is the same as in major.

Other Common Progressions
[-vi-ii -V

The -Bbotwod i veo i s an -¥-kptogressian,amd isoftenetsh e i i
as aturnaround at the end of a song. A turnaround is a chord progression that is used to
return to the beginning of the song. Many musicians will use it as a song introduction too,
as it is easy to repeat the progression as many times as neededfEhirds Vegas

|l ounge act with the band playing in the ba
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| ounge lizard thingo with the audience. 1t

and the song Al Got Rhythmo is based on it

Figure25. I-vi-ii-V; I-VI-ii-V
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U Exercisel-vi-i-V. Sing the beginning of the song
just arpeggiated thewi-ii-V chords.

U Exercisel-vi-ii-V Roots.Sing the roots to the progression (the first four bars in

the above exaple) in several keys.
U Exercise: One individual or group sing t|
another individual or group sings the roots. Switch parts.
U  Exercise: One individual or group sing the roots of thieil-V progression.
Another individuh , or group, sing the first four
while a third group sings @ Mr. Sandmano
U Exercise: Sing the arpeggios again, but use the last four measures in the example

above. What do you need to do the change the Amin7 to the A7?

The basic progression i n «ifi®#repeateadg Al Go
several times but, as with any music, the musicians of the day modified the changes in
their search for more creative and sometimes more complicated sounds. As jazz became

more complex, the original changes from the 1930s were seen as too simple.
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Figure26.i 1l Got Rhyt hmo
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The first two measures of the above example show the simpler changes. The next
two measures show a chord substitution, using the iii (Dmin7) insteaf] ah@ ¥
rather than Grm7.
i -VI-ii -V
This is a variation of theVI-ii-V and is often used in turnarounds. The chords in
C Major are: Emin7, A7, Dmin7, and G7. As in the4ii-V progression, the vi chord is

often played as a major VI rather than the diatonic minor, wigishlts in the chords:

Emin7, A7, Dmin7, and G7. Sometimes all four chords are played as dominant sevenths.

V of V (Secondary Dominant)

The term Afive of fiveo means that the
fifth to another dominant chord. An expha will help to clarify that statement. In the key
ofBEmaj or, which is the most common key for
changeso or just Achangeso) FErhisshedominanhor d w
of B£ and C7 is the dominanft the dominantlf you see dominant chord built on the
second scale degree, |Ii ke a D7 in the key

chord on the second scale degree would normally be minor (Levine 24).
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The example below is of a string of darant chordsThis chord progression
forms the bri dg®@otwneasire fougthe¢ F7Rhos F ltoant ap five
notes on the keyboard to arrive at C. C is the dominant of F (measure three). Move one
more measure to the left. G is the dominan€ phnd moving left some more, D is the
dominant of G.

Figure27. V of V

19 G7 C7 F7

o
R

The first four chords of a diatonic progression are quite commonly used. In the
key of C major, the chords are CMaj7, Dmin7, Emin7,and FMaf7.6 s a ni ce pr o
if a tune ends on a major seventh chord in the last two bars. Ascending from | to IV and
then back down again provides some movement while the singer holds that last note.

Open any book of jazz charts and flip to any page. | did faund myself
|l ooking at the song il Donét Want to Set t
ends on a C chord for two measures. | played the diatonic chords on the second, third,
and fourth scale degrees, and then descended, just as in the exalmpldt provided a

nice and easy finish to the song.
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CMaj7 Dm?7 Em7 FMaj7 Em7 Dm7 CMaj7
0 A |
D’ A /1 '} A T 1 T N |
tes—7% , n ﬁ : i i | i |
ANV 4 il |
) o° -° $ ” S 2 $ o
(Levine27).
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Major chords are often followed by another major chord found an interval of

a fourth up, and sometimes the second chord will deminant seventh. Again, our

example of AAutumn LeavesoOo shows the
four, using Maj7 chordd_evine 27).
Figure29. I-IV.
D min7 G7 CMaj7 FMaj7

o) | - = | . |
o — — e e e e
Had—=—r—F} H—a—— 1 ! e e T

[Y) [ J [

The fall - ing leaves drift by my win dow the au - tumn
B m7(bs) E7 A min7 A7
]

—e . t I f —" ¥ { i
; e — < l’—'—"—”i —
5

leaves of red and gold. | see your

(Joseph Kosma, Johnny Mercer, and Jacques Pfeveti t u mns oL)e a v e

See if you can find some of these progressions in your music. You should
practice singing the root movement of the chords in theliil-vi-ii-V, and HV
unt i | know them wel |l

progressions y ou

music.
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ARhythmo Changes

Thefrhythm changesis the seconainost popular progression after the blues
form, which weoll discuss in the next <chap
progressions in Gershwinos Giil Crazgwete s&h yt h mo
for count | e(asew meody ofiehlagdam existing chord changes).This
occurred because the changes were fun to play over and the chords could be easily
substituted and altered, thereby creating
compositions (Levia2 3 7 ) . I f a musi ci anorshaslrefemingftoor t he

the chords in Al Got Rhythmf 0 Onewmaveabkso

which one wishes to sing, although please be awar®#fiatthe standardand

expected key for this chord progressionSome songs based on rhythm changes include:

AFl intstones, 0 A0l eod (GCharlieRar Relt ) i n8Lpt fidn
(ADukd d i ngt onan,i nidlongousonn k) , AStrai ghtte&n Up

(Nat fA®olng)y, Denzal Sinclaireds ATofu and G

The original chords of this song are on the following page (Figure 30). Notice that
the B section uses only dominant se&venth ¢
secondary dominants.

l't probably comes as no surprise that t
diminished seventh chords and changed minor seventh chords to dominant chords (Figure
31) (Levine237). The changes used today are even more compléxakated chords in
the A sections and-V-I chords in the bridge, but the root movement is essentially the

same.
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Figure30. fiRhythnd changekoriginal.
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Figure31. ARhythnd changesvariation.
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23
(Levine239)

U  Exercise: Using theriginal chord progresions for rhythm changes (Figure 30),
sing the root notes while the chords are played on the piano

U Exercise: Sing the roots and then the thirds that match each chord. Then add the
fifths and finally the sevenths.

U Exercise: Sing the full arpeggios that ntatibe chords in the original version.
One group will sing the roots of the chords while the other group will sing the

arpeggios. Switch parts.
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Exercise: Using the changes in treiation version (Figure 31), sing the roots
of the chords

Exercise: Split ito two groups. One group sings the root movement of the
variation, and the other group sing the melody (and words if you want) of the

song Al Got Rhythm. o0 Switch parts.
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Pop-Up 4: Song Forms

With the exception of the blues, which is normallylifs lorg (although
there are eight and dar forms too), most tunes are made up of digintphrases.
Acquiring aural skills combined with knowledge of song form, or structure, will help
you find your place during the band solos. You will also be able to mesngrir

songs more easily. Some typical forms are:

AABA

There are hundreds of jazz songs in this category as it is the most popular form for
jazz music from the Tin Pan Alley era. Why is it AABA? A musical phrase is typically
eight measures long, sowedalhe f i rst eight bars AA. 0 The
|l ooks very similar to first eight, so we <c
l etter AB. 0 We assign t besaudeéhismneibothin BO t o i n
melody and chordsss i gni fi cantly different from the
the song returns for a final eight measure
structure is A8A8-B8-A8. We refer to the complete AABA
Sometimes the 3Bar form is peceded by a section called trerse The verse
establishes the mood or background of a song derived from the musical theatre genre.
This section is not included in the measure count of the form as it is a separate section
unto itself. The versis often performed very speelike and out of time; the tempo
stretches forward or slows as if one were actually speaking the words. We call that

techniqueubato which means robbed time.
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Keep in mind that terminology has changed a bit over timeufwere to discuss
form with a pop musician now, his or her understanding of verse and chorus is very
different from how we describe jazz song forms fromAhgerican Songbodkadition.

Song examples with a typical &ar form (ABA8-B8-A8) includefi Sat Dol | , 0
ABody and SodTrai mTaké@Theee i s no Greater
AitTheGi r I from | panema, (bevirer3&) Sorgancan alsohave-§4 mo r e
bars (1616-16-16), and these examplesincludeCh er okee, 06 fAiLove for ¢
iINi cads LBvine3dBGho (

According to Leving387), composers will occasionally add a small section to the
AABA form, which results in amxtended AABAform:

1 36bars (8-8-12ifi The Nearness of You, o0 Al Rememl
1 56-bar(1616816)iAUp Jumpegd Spri
1 38bar (10108-10)in God Bl essé the Chil do
1 12-12-8-12 patterns usually ablues with a bridge but there are songs in the
same form which are not bludsevined s e x a niipTlhees Baerset Thi ng f
andi Wa .o lalisagree witthimonthefom f oe B&hkt Thiahg for Y

versions | consulted athe 8-8-8-12 AABA form.

ABAC (or ABAB)

Three melodically distinct sections are
that the | etter ABO0O does not autlanati cal ly

ABAC form do nothave a bridge at all. It just means the section is distinctly different
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from the AAO0 s éform,ithe B meahsnhatthh secoAdBAdktion is
slightly different from the first B sectiéperhaps the melody has a small &taan, or the
chord changes are a bit different.
1 32bar(8-888):fANature Boy, 0 AYou Stepped Out o
Prince Wi ll Come, 0 AFour,o dAlf | were a
Stay, 0 fiHereds That Rai ang madwnyorel@evine How Hi

388; WeirVocal Improvisatiorb7)

ABCD

All four sections in the ABCD song form have substantially different melodic
material andhaveeight measures per section (in al&# form), but not all ABCD forms
have 32bars.
1 32bars(8-8-8-8)ii Come Rain or Come Shi nlewneand AB

388).

AABC

Unlike the AABA form, this form is unusual because the section after the bridge
i s not an fAo0 Heeeatimuswal material. These sotage seldem 32 |
bars.
1 64bars (6-16-1616)if The Song i s Youo a.aldvoufll Conce
suggest that the form be slightly modified to #8& as the second iteration of the
A section is slightly different.

1 44bars (1414-8-8)iih Al one Toget hero
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1 74-bars(8-8-8-10-8-8-8-16)ii S p rWi n d Really Hang You Up
unusual because the whole song is often repeated. The resulting form is
AABCAABCY. The secondtof6edars. The sospnalssibed e d

preceded by a 1Bar versel(evine 389).

Other Song Forms

1 Aiavery shortédrm with smoothlyflowing melodic ideas so that there are
no clear demarcations. Miles Davisods 0B
(Levine 391).
1 ABI 16 bars, and is often played twice to make it appear to be an ABAB
form. The song @Bl ategorBlewnse28®). f al | s i nto
1 ABAit wo di fferent sections. Levine provioc
ALi ke Sonny, 0 and Wayne Shorterds Al nf a
1 ABCi distinctly different melodic sectior{tevine 390)
T AABiABo i s t hieapgears atifgeed ofithe dune. A 1RBar blues
fits into this category, as well as Job
ANIi ght and Day, 0 and Hor aleégne®0).l ver 6s fAS
Some song forms that are unique to indi
prescri bed form. For example, fABegin the Be;j

AABCDE (Levine391).

121



U Exercise: Identify the forms for several songs in your book of charts. Once you
have identified the form of familiar songs, look at a few unfamiliar songs an
see if you can identify the song form of those.

U Exercise: Sing the roots of the chords in an AABA song. Notice the similarities
in the AAO sections. What happens at the
bet ween the | ast chord time tfhier sste comalr di Aion
section? Find several more AABA songs. Are there any similarities from song

to song in regard to root movement and/or chords used?

Blues

The blues form is most i mportant for | a
afeelandinterpretation of musifdas i n a fAbl uesy avalel £hdlldiok &
a song with fAbl ue notibdbdibisdlsodoen (\WedVatat e | Fel
Improvisation5 8) . A song can have the worBy Abl ues:

far the most common form is the-bar blues, although there ard8r, 16bar, and even
24-bar forms. Blues with a bridge is also very commoni2-3-12).
Two main el ements make up the blues: th

chord changes. THeor i gi nal 06 bl ues progression consi

Scale degree Chord name (C Blues)
[T 1717 C7|C7|CT7|C7

ViIvViIT F7|F7|C7|C7
VIiIVIiIil G7|F7|C7|C7
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The basic scheme is still played today, and all ottiwds tend to be
dominant sevenths rather than diatonic to the key. Classical music theory suggests
that the dominant chord is unstable and should always resolve to the diatonic chord
on the first scale degree, Ibiutty on optr osvoi diens tt
distinct sound we associate with the blues. If the chords were diatonic sevenths
instead of dominant sevenths, what would change in the above scheme?
In the 1930s, the basic blues changes evolved slightly to include the IV7

chord in thefirst phrase:

Scale degree Chord name (C Blues)
LTIV T C7|F7|C7|C7
\VVARVARRN F7|F7|C7|C7
VilViliV G7|F7|C7|G7

(Levine221)

The musicians in the 1940s bebop era changed the chords again. They started to
substitute more complex chords for the simpler ones. The example below uses something
called a Atritone substituti omtone(levinmy t une
222).l n the fourth fAbaro of the pr doer d&ss/i,on b
and the F 7 is the tritone substitution fo
dominant (V of V) as well. There are many different chords compared to the previous
version. See if you can figure out what they are.

Scale degree Chord name( Blues)

i IvVili 17 |V C7 | wc7 |
IV i iv VII7 i i VI T fii 817 F7 | Fmin7 B7 | Emin7 A7 | Emin7 A&7
i7 7 V7117 VITTii7 V7 Dmin7 | G7 | C7 A7 | Dmin7 G7
(Levine222)
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Thedescendingblues or fABird bl tdeofiBales Koownl
Abaaxykcl e, 06 or fANew York bl ues cbacbluegses o), i s
progression. The first chord is unusual for a blues because it is a major seventh rather
than a dominant seventh. Also unusual is the descendhgia@vement in the-VI-

ii-V progression in the last two batseine 228 Jefferson).

Scale degree Chord name (C Blues)

IMaj7 7 vii7& W7 7 vi7 0771 v7 17 CMaj7 | Bmind E7 | Amin7 D7 | Gmin7 C7

IV7 1 iv7 VII7 T 1ii7 VI7 T 8ii7 &V17 F7 | Fmin7 &7 | Emin7 A7 | Bmin7 AE7
07 17 V717 VI7 717 V7 Dmin7 | G7 | Emin7 A7 | Dmin7 G7
What follows is a simpler bebop blues, sim
Ti meo by Charlie Parker:
Scale degree Chord name (C Blues)
77 IV7 w1771 v7 17 C7|F7 F°7 | C7 | Gmin7 C7
V77 iwve7i 177 iii7 VI7 F7 |F°7 | C7 | Emin7 A7
07 7 V77107 VI7 1717 V7 Dmin7 | G7 | Emin7 A7 | Dmin7 G7

(Aebersold fACharlie Parkero 1)

The most common jazz blues played today is:

Scale degree Chord naméC Blues)
77 V711771 v7 17 C7|F7|C7|Gmin7 C7
IV7 7 Vo7 i 177 iii7 VI7 F7 97| Q7 | Emin7 A7
W7 v V71 17 VITT 07 V7 Dmin7 | G7 | C7 A7 | Dmin7 G7

(Berkman 116)
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The blues scale we will use in this class is built on the minor joemtascale.
A pentatonic scale has, as the name suggests, five notes. If we play only the black
notes on the piano beginning on D sharp (#laB, the resulting sound is a minor
pentatonic scaldJsing solfege, lalo-re-mi-sol is also a minor pentatonia the
figure below, notice that the blues and pentatonic scales look alike until the F. The

blues scale includes a Asharp fouro as wel

Figure32. Pentatonic and blues scales.
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U Exercise: Sing the naturalinor scale, and then sing the pentatonic scale.

The blues scale contains six notes, excluding the note an octave above the

root, compared to seven in the major scale. This is what a blues scale in C looks like
compared to the C major scale:

Figure33. Major scale and blues scales.
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Notice that the blues scale has both a flatted thirdlattdd seventh (the
Ablue noteso), as well a sworderfulthingsalbodt f our t h
the blues scale is that one camysthe same blues scale over the complete basic 12
bar chord progression. One can even sing the minor pentatonic over the blues
progression since it is so similar to the blues scale.

U Exercise: Learn the blues scale. There is a minor third between trentirs
second notek watch your tuning there. Also pay attention to your tuning on the
F, F Jthagascdndi®y chromatic section is difficult to tune. Finally, there
is a minor third from G to B and a whole tone to the C.

U Exercise: Sing the blues $eaver a blues progression. Listen closely and be
aware of your tuning on the flatted third because there is no flatted third in the

chord progression. There is also no raised fourth in the chord progression.

Tritone Substitution
To clarify a comment | mde previously in the discussion of the blues
progressiontritone substitution, or tritone sub, is simply the practice of substituting one
dominant seventh chord for another one where the root of the new cliarekeisull
tonesaway from the root of thprevious chord. Three full tonésrm the interval of an
augmented fourtbr diminished fifth, also known as a tritone.
We can do this substitution because there are two common tones between the two
seventh chords. For example, thedBthe C7 chord [te seventh) is the same tone as the
A (the third) in the F 7. Li kewise, the E

root of the chord changes which provides an interesting root movement. Well, the fifth
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changes too, but the root, third, and séweme the most important notes in the chord. In
turnarounds (the chord progression at the end of the song), it is common to use tritone

subs. In fact, tritone substitution is one of the most common substitutions used in jazz.

Figure34. Tritone substitution.
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Below is what tritone substitution looks like in &/t turnaround. The first three
measures are the typical diatonic chords in C major; the next three show the substitution
of DE7 in the place of G7. Notice the smootiot and innewoice movement of the chord
as it descends by semitones.

Figure35. Tritone substitution in a-N/-I.

Dmin7 G7 C Maj7 D min7 Db7 C Maj7
[ 9 % T T i | T t T i |
A —f 0] 1 7= T P i | o) —1 DTy = i |
EOA—8———F———+——9—————————+——¢—————+——H
o O O S O O pse

Back to the blues forms!
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Special Blues Types

Just as there are major and minor songs fronGtieat AmericarSongbook
there araminor blues as well. Michelle Weir provides an example of a minor blues

progression in hevocal Improvisatiorbook (59):

Scale degree Chord name
61T I7H VO 67T i6 Cmin6 | DmIinB G | Cmin6 | Cmin6
V6T ive T i61 i6 Fmin6 | Fmin6 | Cmin6 | Cmin6
7857 VIOT 161 176 VIS Dmin76 | G | Cmin6 | Dminkb GO

Another version of the minor blues:

Scale degree Chord name

iTiTiT I7alt Cmin | Cmin | Cmin | C7alt

(ARANEE Fmin | Fmin | Cmin | Cmin
gVI7altt V71 i1 V7alt Afralt | G7 | Cmin | G7alt

(Levine224)

Did you notice anything about the chord
above of the minor blues? There are not many seventh chords. Weir includes sixths (a
beautiful chord that funiins as a tonic chord), and Levine only indicates that the chord
is minor. Mark Levine writes in hi3azz TheoryBookhat At he mi nor chor ¢
C minor and F minor, rather than as a Cmin7 or Fmin7 because, functionally, they act as
a tonic minorgather than minor seventh chords. The improviser has more choices as to

what scale s/ he uses, other than just Dor.i
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There also seems to be some disparity in the minor blues chord usage. Blog contributor
Dr. Matthew Warnock uses nothing but seventh chords in his versions of minor blues and
David Berkman uses minor seventh chords in his discussion of the minor blues form and
chord progressions (117). What does that mean for us? Probably not much unless we use
scaks in our improvisations.
The important things to remember are that the root movement is essentially the
same as any other blues, the number of measures is consistent with starmardlags,
and that the minor chords all havenanor third. You shoull also be able to identify if the
blues you are performing is in a major or minor key.
Levine writes thablues waltzesare generally longer than the typicaldar
blues, with 24bars being common, and often contain unusual changes because of the
greateramount of harmonic space (22Ble suggeststh@a v i s 6 s OfisAl | Bl ues
example of dlueswaltz and illustrates it in threquarter timgLevine 225) The
versionghat | haveare allin 6/8timeT oot s Thi el mands fABluesette
The column a the left of the following table shows the measure scheriie i Al |
B | u #writien in threequarter time as Levine suggest&e righthand column
illustrates the same song, but written in 6/8 time.

Table2. Jazz valtz comparinghreequarterto six-eighttime.

G7|G7|G7|G7|G7|G7|G7|G7 G7|G7|G7|G7
Csus | Csus |Csus |Csus |G7 |G7 | G7 |G C7|C7 G7|G7 |

D7 9 | £D799| |[DE 9 | (D7 9 |9ED7 9 | G7 |

129



Theblues with a bridgeis a standard tBar blues placed into an AABA song

form, but the fABO secti on ectisns @mn ke bdilt obteer s | o
basic blues using I, IV, and V chords. The bridge often contains the same chords as the
bridge in @Al 7@GH7TVRNLetine286). Youlcanlalgo use what is
known as the AHoneysuc kIl ede®edifronhgtlee bridgeiinn  whi c
AHonNneys uckilNTIIRYA. &dticehhatall of the chords are dominant
sevenths. The AABA form becomes 4-Barsbars | o
each, plus the-Bar bridgeevine2 26 ) . The song®ui M midglind OKk
ABl ack Coffeed are both blues with a bridg
U Exercise: Find some songs in your chart books that you think are the blues. Are

they really the blues form, or are they |
U Exercise: Learn to sing some. ,bd ufeMdovéesads

the Ti me, 0,Nond hfmSterrai gMotul d be good pl ace

has some practice CDs that contain blues

U Exercise: Listen to the song ABorn to be

Isthisablue? 1 tés got the word Ablued in the
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Pop-up 5: Intros, Endings, Verses and Other Special Sections
Intros

One of the primary purposes of an intro is to set up the mood of the song, so the
introduction you choose should reflect hgou intend to perform the piece.
Introductions can take many forms, from written out arrangements to the fairly standard
I-vi-ii-V chord progression that you can request when you get up to sing. You can come
right in on the first note of the first measiirey o u 6 | | need to request t
played), which works well if you are singing the verse. You can also ask for an arpeggio
(a chord played in an ascending pattern from the root) on the dominant (V7) chord if
youodr e si ngiubmmbakad (WeirHandbood58). Yau do not have to notate
that on the music staff, but a written direction at the top of the page would be handy for
the musicians. Often ballad introductsoare four measures long, and an eight to sixteen
measure intro works wellnosongs with a quicker tempo. The intro can be the last four or
eight bars of the form, a whole AAO0O sectio
tone on V (WeiHandbook51-54).

A vamp, which ioftentwo different chords repeated for a predeieed number
of measuresor until you provide the cue, is effective as an intro. The chords of a vamp
areoftenil | , which provi des iflhwhiclapovidesali ng soun
Adescendi ng sVWawmglhan( Hamammreddut 6) mpld, kAl t he Kk e

is an ascending root movement of C t# D£VIl is C to BE Often this twemeasure
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vamp is playedour times. This scheme provides an eighgasure phrase of music (Weir
Handbook52).

Figure36. Intros.
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Some intros are associated with specific songs, suchasthm®m@s ur e A Sat i

Dol 1l 6 intro, a -damhythmps ewcrttiioln duwneaa of counr ANi ght

eightbar intro that Miles Davis added where the pianist imitatesbetis Al f | Wer e
Bell , o-bardesckeodi ng moti veaim,0Takd BheampPpd k
AKill er Joeo from Bennbevin€3®l).sonbés tune, fAKi

Endings (Outre)

We need endings, or outros, on our songs not only to provide a feeling of
resolution to the listeners but also to provide the band with a formula so they stay in time
with each other and end at the same ti me.
time tago typically being t hBgnetagme thietiingn ao
repetition of only part of the phrase (Welandbooks7). It is easier for the band to end
together if the vamp doe®t occur in the last bar. The vamp is best placed in the second
and third last bars, with a fermata over the chord in therlaasure (WeiHandbooks9).

Ballads often havatard or rubatoendingsWhat is the difference between these
two terms? Rubato is very conversational; the tempo slows and speeds according to the
cadence of the lyrics. Ritard indicates a gradual decreasmpo.A ritard indication
may be placed in the secotalast measure, for example, and a rubato can be placed in
the third last measure to give time to end the song in a sfikedhshion (Weir
Handbook59).

Perhaps you havenheaanddofiBabheedEEhdhngyge
probably familiar with them aurally, but d

also ask for an abrupt or direct ending, which uses the last chord of the song and is played
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on the first beat of the last measure (or gan arrange it so that it is played on another

beat, but it would be written into your chart that way).

Figure37. Endings

"Basie" ending

Dm7 G7 C N.C.
[ 9 % T T | . 1 }\ ]
g — = = : P u: ]
[ \.)V s 3 1 1 1 ﬁ% 81)’]-‘] ]
"Ellington" ending
D m7 G7 C Con)
! 1 1 1 1 | | 1 “
r = T = = { —
|5 T 1 1'/ > t#i_H i ]
#1V ending
Dm7 G7 F#m7(bs) F min7
E' | l’9
f - f - — : -
[ i e ! 'q
9
bVI - bVII - |
Dm7 G7 AbMaj7 BbMaj7 Cwo
|
| = | = B = F——
[ 1 1 — I L 1
Is be o o
i-bl1-i B m7(s) E7(9) A mé Bb7 A m(maj7)
f - I - I — é —8 H
l i —
20 ” bz =~

(Schroedl AEndi ngso)
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I n the |l ovely song Al Rememb-<®&6Geithéraup, 0 mo
a whole step or up minor third, then return to the original keyife392). Below isny
ending for the song.
Figure38il Re member Youo special ending.
G MINT QbMAﬂ EMINT €09 ﬁbnnﬂ AMag7 Abmu‘l 679
Jo . ’ |
vy T i e kg P !
I!7 L4 ’l :I i‘. J 1 ‘1! r 0.4 1 H' Iﬁ" # Ibv ]
tell them | re - mem - ber, tell them | re - mem - ber,
obum @ Mag? BMINT $b7(b9) AMacd
bl I I { n 1 1 I 1 | B | — i |
41 I"l Ii T Ii i |
tell them | re - mem - ber you.
(Victor Schertzinger and Johnny Mercer Al Remember

Things to notice:

U Measures 2: The coda uses sa@ences of descending bass liaekieved
through tritone substitution. Rather than keeping the chafdsij C7 | Fmin7
B£7 (as written in one of my fake books), | decided to use G@&#Maj7 |
Fmin7E7() and continue that idea through the nigatations The chords
built on GEand E7are the tritone subs. Gmin7 in place &viaj7 works
because the notes in the G minor chord are the same as startidlyl&jé &n

the third As we discussed earlier, a chord built on the third scale degree can

function as a tonic chord

135



U | ascended the segnce by a minor third to finish in a different Keym that in
which we started. The first twioar sequence starts on Gmin7, the nextfn B
and the last on @ all minor thirds away from each other.

U  Tritone substitutionthe E7) in the second measureplace of a B/, and the
G7() in the fourth measure actually stihgesfor D£7. The AMaj9 chord at

the end is a tritone away from the starting key 6f E
Jeff Schroed| has a great website where you can listen to recordings of many
intros and endingS here is a lot of good information on the site in addition to intros and
endings, but his audio clipsJazz Sinvgdruadl
Handbookhas many audio tracks on the included CD that demonstrate her written
e x amp | e s ultohdardanilidr pattepns and see what they actually look like on the

musical staff.

Verses

Verses are common in vocal music, but are rare in instrumental versions. They are
typically playedrubato (out of time) to enable a singer to create a dialogue
conversational manner. Most of the songs with verses come from musicals or movies, so
the lyrics of the verses are closely connected to the action occurring at the time. The plot
provided the backstory to the song and a reason for the charactesttmtmusong.
Singers often omit verses because, when su
make sense and the lovely choruses of these songs with verses can stand on their. Some

examples of verses iecRaidiethevdi®d e mb elprene OWe
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all the world is a hopejuststad withthecchdrusaf but of

=]

8mewhere over the rainbowéiDamagleer shwi nds

sunnyé. ; 0 ASomerde & h as Wghknavh eeBathahbedingith

=]

Therebds a saying ol deée. o
It is important to remember that the verse is not included in the improvisation, and
neither is it part of the chorus of the piece. It is an additional section at the beginning and

is typically doneonly once,although yoicertainly can arrange a song to repeat the verse.

Shout Chorus (Arrangero6s Chorus)

Arranger and teacher Hans Hansen discus
website. I n instrument al pieces (think Abi

end of the ece (perhaps threguarters of the way through, and after the last solo but

before the | ast chorus). This section is a
different melodyfromt he AAO0 section, and does return
conpl ete the song. As the name implies, ito:¢
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Improvised Sections

Some tunes have an improvised section with no arranged melody, and only chord

changes provided. A0l eodo is one of them. I

written melody in the AA0O section, and an

Figure39. A Ol eod | ast four measures of AAO | eading
L. 2 Fine

la ‘P > T Y I | . Illlh m‘"

}V Il‘ o I;Ii5 géﬂ ’}} II/ iiv f[l i |

6 ' — Y —— —

D7 G7

I

a1 - T - T - T - ]

= i % : |

10

C7 F7

| D.C. al Fine

1 T T T N |

P = ! = ! = : = q

L Il I I N |

14

(SonnyRol | i ns AOl eod)

Interlude

The interlude is a specially written section of agtimat is played after the head
(chorus) and before the sol®@izzyGi | | espi eds ANight in Tuni si
(Levine392) . Anita OO0Day uses the interlude as
solos, and as an ending. The following figuhasirates what the interlude looks like for

ANi ght in Tunisia.o | bet you will recogni
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Figured0. Nfight i n Tunisiao showing the inst

Interlude
Coda
D E min7(55) Eb7en)
I 9 T N { 1‘\ — I S e S o — ———
T T 1 1 1 | ) | I 4 7] 1 ! P | 1 1
PO == s b
Eb7en) D min G 7¢n)
{ B | I [ I‘\ I % — % [r—— | 1 1 Ik\ | I % ]
i 5 .11 ] 1 ﬁ% 1 ﬁi i i i 011 I : K- | | R 1
27
G 7¢1) G mmay?) G min7 Gb7o)
S m— s s N1 } — T T T 1 hN——1 } —
v et = ==
31 w -
Gb7o F wyj7 F vij7 E min7(p5) A 79)
{ I | T—I T T | N |
-~
—

John AM@iilzlzgdpi e ANight in Tunisiaod)

Slash Chords

Slash chords are often used tehegmonize standards to make them soundem
modern Levine103). Unless marked otherwise, a slash chord is a triad that is played
over a bass note. In most root movement the bass player emphasizes the root and fifth,
but if a composer wants a specific root movement, like a ddstgor ascendmbass

line, she ohe can specifically notate it, such as C/B.
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Sometimes slash chords are simpler ways of thinking of chords we already know.
For example, E/C is an E major triad over a C root note, but it is also the chord known as
a CMaj 7 -G -Bfoiirhae E tHad and C is the root in this ca@&course you ma

use minor chordever the root note as well, as in Dmin7/C.

Figure4l. Slash chords.

Db/C D/C EW¥C E/C F/C GHC G/C A¥C A/C BKC B/C

N
N
N
(1IN
N
N
N
1
N
1
N
|

Digging into the Music

| like what David Berkman writes about the subject of digging into the music and
using guide tone lines. He feelsat singers need to spend more time and energy on
creating more melodically interesting lines by stressing the unusual or interesting notes of
the chords. Byjote mp hasi zing unusual or Aoutsi deo
pretty and will fit withwhatever the band is doing. It will loautious, however, and
w 0 n 6& with thelgoal of jazz, which is to create new, fresh, and interesting

interpretations (105).
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Guide Tone Lines

Guide tone lines are slow moving melodic lines, held in long tonesteehord
progression. The guide tones are typically the thirds and sevenths of the chords; the third
indicates the tonality of the chord (whether it is major or minor), and the seventh
indicates whether the chord is a major, minor, or dominant seventh.dne chord to
the next, the guide tone lines move in whalesemitone movement because the third of
one chord resolves to the seventh of the next chord. But why not add extithsisas
notesthatare more than an octave from the faotother note§rom the chord, like the
fifth, sixth, or even root?

| &m sure youodve seen "cpd'idilailfof iTkhBoss et h a
are common chord extensions and by including them into an internaltguielenelody,
the result is sometimes magicahéeTfirst example below is the fairly simple third and
seventh version, followed by Berkmands mor
you will hear, a guide tone line is much more interesting when we use extensions to
create this alternate melody. Wenw#o add notearound this melody with notes from
the chord scale, chord tones, and chromatic approach note patterns when we improvise.
Guide tone lines are an excellent way to study the chord progressions of your songs.
Figure42. Guide tone linesvith thirds and sevenths

D min7 G7 C Maj7 Ce

O
O

4

Py
©
©

G S8
NN

o]

v
NN
)

-

O O
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Figure43. Guide tone line including extensions and alterations.

Gmin7 Ci F Maj7 BbMaj7
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T
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s

9

(Berkman 106)

U Exercise: Sing the root and then the third in the chords of one of your songs.

U0 Exercise: Sing the root and then descend to the seventh of the chords.

U Exercise: While playinghe chords in raoposition on the piano (or having
someone play for you), sing from the third in one chord to the third in the next
chord. Repeat the exercise but this time, sing from seventh to seventh instead.

U Exercise: While playing the chords in rqgausition on the, create a guide tone
line using the thirds and sevenths. Hear how smooth the voice leading is?

U Exercise: Create your own guide tone line in one of your songs and include

extensions, not just thirds and sevenths.
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Below is a simple guidone line constructed on thdues inB-flat.

Figure44. Guide bne Ineq blues in Bflat.

Bb7 Eb7 Bb7 F min7 Bb7
H |
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1 X L ® ) 1 O 1 1 [#] 1 =Y 1 1
17} 1 1 =] 1 1 ! 1 ]
4 I I At I 1 1 = ]
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U  Sing the guide tone lines on thkies inB-flat. Ideally, if there are enough

people, one individual should sing the root, one individaled the middle line,

and another sing the top line.
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More on ChordExtensions

To clarify, with these exercises and for our purposes we will define extensions as
additional thirds stacked on top of the seventh chords. Michele Weir defines extensions
as fi-chordal tones, specifically thé'911", and 180f a gi ven chord é c
added to chor ds fVoaal ImprovisatiorB3y The figarelbelovo | our o (
shows the extensions built on a C major scale.

Figure45. C major £ale with extensions.

Io | | I [ ] ] I. @ 2‘ N |
=~ |
o L = | I ‘
Note that the ninth scale degree is the same tone as the second, except that
ités displaced by an octave. The same octa

eleventhscale degreesind the sixth and thirteentbale @greessame tones,

different octave. Most musicians Ui xt ho when referring to ma
that stay within the octave afithirteentlo when referring to a dominant (V7) chord.

The same applies for the eleventh (fourthh i nk @A f o uand duspended maj or
chords (as in sus4), arfidleventld for minor and dominants.

Why do we someti mes see a 4 or 11 and
as unaltered? Referto Figurealilovén ot i ce t he F in the wupper
are some tones thhavehistoricallyb e en t hought of as fAavoid n
semitone clash between the third and fourth scale dedviegor chordscontaina

major third as the lowest intervalo the eleventh/our t h fineeds o to be r
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110) t oemratane dlagh. Mirorechogds, with the minor third, use the natural
fourth. | think itdos a personal preference
how well in tune one sings, as to whether the fourth should be raised. It has

traditionally been done.

U Exercise: A few individuals sing and hold an F while the others sing the C major

scale, slowly, and stop on E. Notice how difficult it is to keep the F in tune.

Michele Weir provides a great chart in hacal Improvisatiorbookthat clearly
summarizeshe typical extensions found on all of the seventh chords (35). For instance,
on the major sixth chord, commonly used extensions includetaerdd 11, and on
minor sixth a 9 and natural 1. Extensions of the'® " &ntl 18 on the major
seventh are common, andl, 41" and 18" are used with the minor seventh. Dominant
seventh chords have a greater scope for extensions andaitethtin major and minor
seventh chords;hord extensions can include any of tHe 9" £gg" ™ 13" and
£13" (35).

The figure below shows a C7 chord over
9. Listen to how the pattern resolves to the fiittthe F major seventh chord. Itis a

beautiful way to finish a song.
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Figure46. 9 over &4l pattern.
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U Exercise: In several keys, playthelV pr ogressi on anf® try to

notes and then resolve to the fifthta of the | chord.

Bass Lines

It seems that singers, especially those new to jazz, often listen mostly to the piano
when singing with a rhythm section. Or maybe that was just my experience coming from
classical singing and working exclusively with pidasi€Experienced singers tend to pay
attention to the bass. We need to train ou
actually the bass that can keep us on track (provided the bass player plays clear and in
tune lines).

| have created some introdacy bass lines. Learn to sing them in order to
increase your awareness of the root moveme
read the bass clef, this will be a bit tougher, but do persevere. The first example-is the ii
V progression. Notice the setmne approach notes to some of the chords on the first

example:
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Figure47.ii-V 6 s .

Am7 D7 Bm7 E7
1 : . X
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Here is a blues in#at followed by one in F. Choose whichever suits the

range of your voicéetter

Figure48. Bluesin B-flat with roots and haistep approach.
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Figure49. Blues in F bass line
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Bob Stoloff includes a complete chapter on vocal bass lines BchitHis
worthwhile exercises take the student through simplellressusing only the root

and fifth, to more advanced bass lines using the roots, thirds, and sevenths (90).

U Exercise: Aurally transcribe the bass | i
Davisodos al bum of the same natmdoalloft s a |
it. 1tds one of the easiest | think becal
and the bass remains prominent throughout.

U Exercise: Do the same thing toBléewWhen Li gl
Haze.The bass is not quite as obvsoon this one so it might take a bit of
listening. Notice the change from de&l to a walking bass. It might be easier to

hear the bass line during the piano solo.
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Active Listening

Active listening means digging into the music a bit more than what pieatly
do. What do you do when you want to learn a new song? Listen to a number of different
renditions of both vocalists and instrumentalists for sure, but do you listen to the music
and what the instrumentalists are doing, or just the words and melody?
Some steps for hearing more of the music:
U After listening to several different versions, choose one (a vocal version) and
write the words out on paper.
U Listen again, and divideach line into measuresoFexample  hsehe @&y |
do it
AAl'l ofnote,t avkhegy all of meod turns into
All of | me, why not take | all of me
If the recorded vocalist bagdhrases or froaphrases, you need to figure out
aschemeimr der to notate it. For example, perh
appears somewhene the middle of a word, or perhaps you need to subdivide the
measure into individual beats so you know on which beat vocalist enters.
U Go back and listen line by line, and make a road map for you to listen for vocal
slides, shakes, inflections, and turnsslidle might be notated by a descending
arcshaped line where it occurs and a shake by a squiggly line. Use whatever

makes sense to you as you note them on your lyric sheet.
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Go back and listen line by line for instrumental fills, and what sorts of limgs th

are playing behind the melody |ine €& or
with the soloist? Sing some of them.

Go back and listen line by line to the drums. Tap the drum part (if you can)

while you sing (this wilprobablybe the ride cymbal thaby notice the most

the part that-addesgbhewddignpedti hg
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Pop-Up 6: Song Analysis and Rhythm

We should spend some time away from just singing a song to study the
Amusi co behind the melody and | yrics. One
knowledge of our songs, and thus make ourselves more informed and confident, is to

analyze our songs for internal and temporary shifts of key.

Key or Tonal Centres

Despite the key signature at the beginning of our samgfsin the song we often
travelthough mul ti pl e At e mp opr@ablybe unaldeyto idemtifyt r e s .
this occurrence by only listening to the melody. In fact, it will also be difficult to aurally
identify these temporary key centres until you investigate what exactly is occurtihe
song with regards to root movement and chord progressions.

When a chord contains only the notes within the key (diatonic), there will be no
sharps or flats other than what is dictated by the key signature. If there is a chord outside
of the key there will be accidentals present. The diatonic chords in C major are below:

Table3. Diatonic ¢ords

I Il 11 v \Y, Vi Vi

7 B C D E F G A
5t G A B C D E F
3rd E F G A B C D
Root C D E F G A B

Chord: CMaj7  Dmin7 Emin7 FMaj7 G7 Amin7  Bmin75
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This same scheme works for all of the other keys

diatonic seventh chords in the other major keys:

Table4. Diatonic chordsall major keys

. The following table contains the

I ] I v \% VI Vil

C CMaj7 Dmin7 Emin7 FMaj7 G7 Amin?7 Bmin766

F FMaj7 Gmin7 Amin7 BAVaj7 C7 Dmin7 Emin76

BE BMMaj7 Cmin7 Dmin7 EfMaj7 F7 Gmin7 Amin76

EE EfMaj7 Fmin7 Gmin7 AfMaj7 B£7 Cmin7 Dmin76

AE AfMaj7 Bfmin7 Cmin7 DMaj7 EE7 Fmin7 Gmin7s
Df C| Df QVaj7 | Ef Dmin7 | F/ Enin7 | G Maj7 | A & | BE Amin7 | C/B#min75
F E| F#HGAMaj7 | G /AWin7 | A /MmBn7 | B/[CAMaj7 | C /KD D #in7 | E miR75

B BMaj7 C min D min EMa7 F 7 G min A mifn]

E EMaj7 F min G min AMaj7 B7 C min D mifn]

A AMaj7 Bmin7 C mi n DMaj7 E7 F min G miftn

D DMaj7 Emin7 F min GMa7 A7 Bmin7 C mitHn ]

G GMaj7 Amin7 Bmin7 CMaj7 D7 Emin7 F  mi®Hn
(DiBussoloJazz Guitar Lifg

So, what does this mean and sdctons otbeo e s

song ALover ManqQanthSherdbamv Bel oRamsr ehe

beautiful song.
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Figure50. "Lover Man" first A section
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Analysis:

Form: AABA

U The tune suggests a blues and contains a serie¥ akiilences (phrase endings).

This chart begins in A minornd migrates to C major, the relative major. The
original key is in five flats, beginning infBninor and moving to Pmajor.As |

suggested in a previous class, some pianists enjoy the keSbot Dnless you are
certain that the instrumentalists with whgou are working are capable of playing in

key signatures with many flats (or sharps), keep it simple. The key of A minor is far

easier.

U Measures 2:ii-V in the key of G. Look for a dominant chord (V7). The
dominant seventh typically resolvestotheioc (t he Al 06 chor d)
a string of itV sequences without resolution to the tonic. Even if that is the case,

it still provides information as to what temporary key you are in at any given

moment.

U Measures3ii-VinC
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U Measure 5: V in kepf F, or V/V (secondary dominant) inEB
i Measure 6:Vin B
U Measure 7: #V in E£ goingto itV in C

U Measure 8: #V in A

Figure51. fALover Mano bridge

Key of D: iii-VI-ii-V in D:
mn Emn®7? Emn? A7 Dun? Emn? Fhn” B7 Enn A7
o 2 ¢ —3—
= —_— —_—— — !
= — T !
17 & & + g 7
I've HEARD IT SAID THAT  THE THRILL OF RO MANCE CAN BE UKE A HEA VEN v DREAM.
Key of C: ii-V in A minor:
Dui’ Du™? Dun’ G’ Cwuat’ Bun’®? E7¢)
—3—— —3——
[ I I I 1 I 1 1 1 I 1)
[ 1 7 e | 1 5 e 1 1 . 1 1 1 1 1 1 I 1 i |
— —— — e e 1 1
21 < & [ 4 & =]
] G0 TO BED NITH  THE PRAYER THAT  YOU'LL MAKE LOVE T0 NE, STRANGE AS T SEEMS.
U BeginsinthekeyofD.The® (i n the | ast meatsure of

in Figure 49) is the V of E. We expect to resolve to an E Major chord, but by
modal substitution, or borrowing a chord from the minor, the composer (or
perhaps arranger) uses an E minor instead, which is where we begin.

U Measure 1720: Key of D, with neasure 20 being a-\/I-ii-V in D

U Measure 2223: ii-V in Key of C

U0 Measure 24: iV in A again

U Measures 2832: repeat of first A section again

U The last two chords of the tuneareaBmh7y and E7( -8) f or mi

turnaround. The halfliminished (minB5) chor d i s the minor
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dominant. Although the chords are from various minor scales the root
movement i s the/pogesston |t os stildl a i
The above analysis shows how the song is made up of just a few chords that
follow a logical pogression. Learning the song has just become much easier. Now your
job is to learn to hear the root movement and aurally identify¥grogressions.
U Exercise: Learn the root movement of the chords in the previous analysis.
U Exercise: Several individusking the roots while the rest sing or hum the
melody. You need to sing quietly enough so that you can hear the person next to
you. Switch parts.
U Exercise: Learn the arpeggios of the chords.

U Exercise: Create an alternate melody (guide tones) from yoeggigpexercise.

Letbébs try another song, but this ti me

the chart on the previous pages.

155



Figure52. JutFr i ends . 0
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Analysis

i

i

The key signature is

What chord do you begin on?

What scale degree in the home key is that chord built on? Thisis a
good example of the first chord in a sarg helping you to identify the key!
What key does thefin7 to EE7 at the end of the first line indicate?

But what happens?

The Afmin7 to DE7 in the second liievhat key does that indicate?
In the third system, what progression is evident in the first three bars?
What is the progression in the fourth measure of the third system, and first

measure of fourth system? In what key?

Measures 15 and 1&hat progressions are happening there, and in what keys?

In Section B, measui25 to the end, descriltiee chain of progressions

How can you describe that last measure?

You have now identifiednultiple key centres in this song, asitbuldhave a

much deeper understanding of the song. You should do at least some of these exercises

with all of your songs.
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Tips for Analyzing Chord Progressions

1. The chord qualities may vary. You may expect a mgswenth chord, but the
composer or arranger may choose to substitute a dominant seventh chord in its
place. This is especially true for the ii7 and vi7 chords.

2. Tritone substitution may be present. Theywseally dominant sevenths, but can
be other chordjualities as well. Theglwaysprogress down a seftone or up a
fourth. Sometimes the original choaidd the substitution will be present.

3. The progression iv6 to IMaj7 and/BYll to IMaj7 are common, even though they
are exceptions to the tendency of therds progressing courtelockwise
through thecircle of fifths.

4. Fake book®ften have wrong, or at least unusual, chord changes (Weial
Improvisation51-52). Berkman says one of the reasons why this happens is that
Broadway arrangements tend tofiled with passing chords and jazz players
prefer paredown versions so there is sonic space to allow for improvisation
(34).

5. Are there any sharps or flats that dono
temporary key hagrobablyoccurred.

6. Are there some | chords that are not major chords, ii chords that are not minor,
and chords built on the fifth that are not V7s? If so, this could be pointing to a
modulation.

7. Common tendencies of root movement are cowltakwise in thecircle of

fifths, andor descending by semitone.
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8. Is there a major'7chordthat isnot a | or IV? If so, this could be the tonic of a

new key (Coketmprovising Jazz4).

Jerry Coker provides an excellent graph (below) to clarify the chord functio
and which substitutionsscn be used. For i nst a¥W-te,
progression, the V@ouldbe in the form of & | 7 ,iv®7por any of the dominant
functioning chords. Or, there might be a IVMiaj#°7iiii7, which satisfies the typical
subdominantiominanttonic progression, but avoids all of the typical chords.

Table5. Tonic, dminant, andubdomnant functions andubstitutions.

TONIC DOMINANT SUBDOMINANT
IMaj7 or IMaj6 V7 iimin7
Vii7(£5)
ii7 a17 IVMaj7 or IVMaj6
i°A
vi7 P7i
F

Direction of progressior

(Coker, JImprovising Jaz80)

WhyAr e Our ChangesgARlbways AW

The chord changes that jazz musicians play have gone through a long
evolutionary process. For instance, Levine describes a hypothetical tune from the
1920s/30s:

U  Songwriter writa tune and gives to publisher
0 Publisher accepts tune and -tpireades t
popul ar version known as fAsheet mu
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U0 Singer, band, etcrecord the tune
U Recording becomes popular and public buys sheet music
U Jazz musicians like the song and modify the chords
U Famous jazz musician likes the song, records and modifies the chords (for
instance, Coltraneds version of ABody an:i
Davisbs version of fAlBwdke B(yMi IBd sa clkxav ir d@®s W
Aln Your Own Sweet Wayo), and/ or a speci ;
of AAlIl the Things you Are; 0 Ellington o
0O Recording becomes popular with jazz musi
stendard (403).
The bottom line is that you need a healthy dose of skepticism regarding the chords
in some of the fake books. The chart you see is just one version taken from one
recording. If you peruse the internet in search of chartegtyeskeptical otthe chords.
The defunct Wikifonia website that singers often used was notorious for having chords
that simply did not coincide with the expected and natural progression of chords, and the
charts were | argely illegible. To quote on
| have occasionally looked at other people's Wikifonia charts and they
were generally quite awful. They woul d
Typical errors were extra bars, too many beats in a bar, and bad chords. So
as an accompanist it was often best tstly ignore the chart and fake it,
which only works if you know the tune. We were actually thrilled that the
site was decommissioned (Ascroft 2014).
Al so, be aware that some of the Awrongo
wrong root has been indicateln the example below, the chord in the first bar iSa B

could also be a rootless &7 Pianists often play rootless chord voicings because the bass
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player will look after the roots. Sometimes a diminished chord is used, though, to provide
a nice oot movement.

Figure53. Wrong chords?

Be7 G(b9)
o)
7 I N |
£ ) 1 1 N |
1S A )] 1 r N |
| Nav4 <) I N |
o S .

Song Choice and Context for Performance

A guitar player who often works with singers specifically suggested to me
that | should discuss performance context in this course. When you ¢ano yoou
may decide what songs you wish to perfomompto leaving homgand when you
arrive at the venue you find that there is only a drummer and one guitar player. If
you have chosen to perform a bebop tune, the guitarist is likely not going to have a
good experience becausedreshehas to do everything. He has to provide the bass
line and the chord changgsus perform a solo, all at a fairly fast tempo. He will
undoubtedlyfeel unhappy with his performance. You and the musicians would be
better sered if you were to choose medium swing tunes and the blues for that type
of situation. Leave the bebop tunes for an evening where there is at least a bass

player to take some of the pressure from the guitarist (or pianist).
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Rhythm

We cannot ignore rhythrand rhythmic feel because that is the essence of this
musi c. When something Aswingagcreatelesy f eel th
the emphasis of ofbeats, triplets, and syncopation. You may feel that you have a
good rhythmic sense, as in feeling tregoing pulse within the measures, but if you
only sing on the strong beats and avoid incorporating sytioopaff-beats, and
triplets, the resulting music is rather plain. Noted educator and bebop pianist Barry
Harris writes thatt dideeeluphgisBsigantdse @b | it
well to feel 066 while playing in 4/ 4 ti me
j azz phr asi ng dilustRiestse ofbeds. The firsg staff shows the
off-beats of all four beats within timeeasire. The next staff shows the -tféat on

only beat one.

Figure54. Off-beat rhythm
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(Rees 1)
0 Exercise: Clap the quart-awothreeboes . @whil e c
Then adtwiandtlereeandfour-a n d 0 \llonlylclappisgton the

quarter notes. Whn y ou s ay i a-bedt, Aomusichl ahtrasewdll t he of f

~

of t en begidnoacerfaintbéae A a
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U Exercise: Now clap the quarter notes, antys ay t he Waourad fAand. 0
speaking only on the offeats ow (top staffin Figure 54above).

U Exercise: Clap or tap oftevo-threefourwhi | e si nging fAbupd only
beat after bat one. Rpeat theexercise and sing only on the -ti¢at of two,

three, and four (Rees 3).

The following figure illustratesther i pl et fi gure that we he
impossible to precisely note actual swing rhythm because some instrumentalists lay
back and are more languid in their approach to the triplets, and some play right on

top of the beat. Some even approach tripbst playing ahead of the beat.

Figure55. Swing

U Exercise: Swing r hywoteef oQlrap whibeatyo ufi ¢
idayraho per c¢clap. When you feel comfortab

that is comfortable, emphasizeh e | ast -eimph@asanrne ddéde first
Below are triplet figures that are played over four quarter notes in 4/4 time.
Rather than a set of eightiote triplets per beat, these quartete triplets are spread

over two half notes.
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Figure56. 6offeel.
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(Rees 3)

U Exercise: At a fairly slow pace, clap otveo-threefour while at the same time

sl owl y rtepdet, twetripi cene 0 When vy

ou

say

should be clapping on beat three. You might neeg@ionome for this one to

maintain the steady 4/4 clapping (Rees 3).

t

Apply these rhythmic variations
song to help you practice both ditats and triplets.
Figure57. A Aut umn Leaveso
Dmin7 G7 CMaj7 F Maj7
o) | P > | D — " |
II. T { i 1 I — T (7] (] T F { I T ]
YA e
I 1 | 1l | I bt Il I 1 I | .
o I 1
The fall - ing leaves drift by my win - dow, the au - tumn
B m7(bs) E7 A min? A7
[ O Py I 1 1 I I I
[ - ) o 1 | 1 | L® )] | 2
I5 i o ——fo—=® i e - l.' : !
leaves of red and gold. I see your

(JosephKosma, Jagues Prevert, and Johnny MertAutumn Leaves)
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U Exercise: Treat the three quarter notes in the-pkneasure as a quarteste
triplet. What beat will you enter on? Apply the triplet to other measures.

U Exercise: Clap on orvo-three-four. Sing the words on the dffeats. In the
pickkup measure with the words Athe falling
beats two, three, and four. In the first
the fiand of 0 beat one.dsl mdmdadsturbey tmyog ,0 wi

sing on the fiand of o beats two, three, a

Perhaps you have come to the realization that music, and the theory of music,
is quite changeabl e. It is a set of #Arul es
what we hearAlthough there is a common thread of development that evolved
|l ogically, there is no one single, all i nc
subj ect i theorgda Irlae ch edtjutichzaam dj a hzatdé t he onl y tr
music itself Levine vii).

This completes our six peyp sessions on jazz theory for community singers.
| hope you have enjoyed learning how to apply some of these concepts to your vocal
stylings as much as | have enjoyed teaching it. Please feel free to get in ittuch w

me if you have questions,upa&d swmosusidonsi'lke to
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Appendix B 1 Basic Jazz Theory in Six Week$2013/14)

| diligently researched materials to extract useful information and spent many
hours creating a rich curriculum. | quigkbecame enticed by the allure of providing
Aal l 06 of the i nf or yteathingthe subjedtrateehthanthes ul t ed i
student. By teaching unsuitably challenging information, | became thedtwsttu
had originally criticized.

The followingApp e ndi x -f B nah o f gaitasfnat edited fbre
clarity. It is the Afailedo course which demons

become trapped iateaching the subject rather than teaching the student.

T Week 1i Intervals,major scalesminorscales, modes of the major scale, key
signatures, transposing, circle of 4ths/5ths

1 Week 2i Triads and % chords and their scale relationships

T Week 3i Progressions ii-V-I; iii -vi-ii-V-I; chords and scales involved

1 Week 4i Forms- Blues; Rhythm Changes

T Week 5- Digging into the music

1  Week 6- Song analysis
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INTERVALS

To make theory as unintimidating as possible, an interval is simply the
distance between two notes. All scales and chords are created by using intervals, so
music, really, is simply a geence of intervals placed together in a structure that we
hear as a melody. Two pitches can be separated by a second, a third, and so on. We
see them separated by lines and spaces on the staff, and interpret the distance of what
we hear between one notedathe next as an interval.
The types of intervals arperfect,minor, major, diminished, and augmented.
Intervals are not just in one static format, though. When we invert an interval, we
take the lower note and put it on top and by doing so we chngeti f | avour 6 of
interval. A major third (like from C to E) inverted becomes a minor sixth, from E to
C1 same notes, but a different sound. Likewise, a major second, from C to D,
becomes a minor seventh when we put the C above the D. Major becomes mino
minor becomes major. A perfect interval stays perfect (fourths and fifths),
augmented shifts to diminished, and diminished changes to augmented. Notice in
measure four of the example below: C toi$an augmented fourth interval. The
perfect fourthis from C to F, and is two full tones plus a sdawomne. When we
augment, we make the i1 atketva$s hawgehraedf a
When we switch it around, putthe Contopandusetre$d t he root, 1 tdos 1
called a diminished fifth. From Ro C is a gerfect fifth and contains three full
tones plus a sentone. Because the is naturalthat decreases the size of the

intervali we diminish the size.
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Figure58. Intervalsandinversions.
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Major 3rd  Minor 6th Major 2nd ~ Minor 7th Perfect 4th Perfect Sth Augmented 4th  Diminished 5th
This is importani we nesd to know this for transposing! If you must
transpose a chart up by a major sixth to put your song in a more comfortable key,
you might find it easier to lower it by a minor thirdyou end up in the same key, but
somehow itds e as isathirdavway than isisiasixthavay. t h e
Likewise, if you transpose a song up a perfect fourth, it is the same key as going

down by a perfect fifth.

You have probably heard of chord extensions (9ths, 11ths, 13ths) if you sing

jazz. They are the same as sets) fourths, and sixths, except written and heard in
the next octave (more on these later!).

Figure59. Intervals
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SCALES

It may seenas thouglthere are many scales, but most jazz charts and their
chords can be interpreted @mtaining onlyfour different scales: major, melodic
minor, diminished and whole tonkdgvine 32). There is also ehromatic scale

which vou should learn to sing in order to train your ears to hear semifones

description of the diminished and whole @sstales is provided for your awareness,
but weprobablywon 6t wuse them in this course.
The major scale is the one with which you are likely already familiar. It is
also known as thivnian mode The other modal scales used in jazz, and that are
most impotant for a vocalist to learn to hear, &erian andMixolydian
The major scale is created by the interval relationships-9¥\N-W-W-W-
H (W = whole tone; H = senrtbne, or half of avholetone). All major scales
conform to the abtopicturefihis asm@theeC.majorscalém e asy
the piano (all white keys).-D is a tone; BE is a tone; EF is a semione because
there are no notes, black or white, between the®, &A, and AB are all tones,
with the last two notes, B, being the finakemitone. Each note is also known as a

Afscale degree. o0 For example, F is the four
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Figure60. Pianokeyboard, showing whol®nesandsemitones.
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Figure61. Major scales.
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There are a few versions ¢fetminor scale. Thenatural minor (relative

minor, or theAeolianmode) contains the same notes and key signature as the major

scale whose tac note (starting note, or "tpis located a third above the tonic note

of t he

Aeol i an

as C Major, except the scale starts on A.

Themelodicminor is a bit trickier. In classical music theory, one tends to
raise the sixth and seventh scale degrees when ascending, but then lower the sixth

and seventim the descending form (séigure below). The descending form is the

same as the natural minor so jazz musicians usasttendingorm only as the

melodic minor scale. Thenly difference between the major scale and melodic minor

in jazz is the lowerethird.

Figure62. Naturalandmelodic minor sales.
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Scale degrees 6 and 7 are lower
in classical theory.
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Thechromatic scale iSormedcompletely of semitones and there is only one
chromatic scalé i
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Figure63. Chromatic sale.

The whole tone scais created by usingnly whole tones, so rather than W&
Wi Hi Wi Wi Wi H as ina major scale, it is seven notes only, and all whole tones (see
figure below). Wholetone harmony is not played that muchlare are no minor
seconds or thirds, no perfect fourths and fifths, or major sixths or sevenths. Singers really
dondédt wuse it very much at all, so the pote
some interest and unexpectedness to your melogis. |
Thediminished scale is an eightote scale and symmetricalunlike the major
and melodic minor) so the interval pattern is regular. It comes in two forms: one
alternates a regular pattern of whsteps and haléteps, and the other alternases
regular pattern of halteps and wholeteps.There are only three dimshed scalesone

starts on Ganother on & and another on ASome chords you might have seen in your

music that # g oarewhevi7f and thenDinsP¢°7)s c al e s

Figure64. Wholetone and diminished scales.
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Modes of the Major Scale

In early jazz (1930s/40s), musicians improvised more on chords, so they were
thinking vertially. That means if they saw a Gajur seventhchord, for instance,
theywould think of the notes of €-G-B. In the 1950s/60s, jazz musicians started to
think more horizontally, or scalar, as much as they thought vertically because, for
improvising, a scale is much easier to think about than a series of thirds in a chord
(Levine 31).

One can play any scabeginning on any one of its seven notes and each
scale has its own namehis displacement of the starting note (the tonic) will also
inevitably change the location of the two semitone intervals, and this is largely
responsile for the different sound and feeling generated by those displacements.
Since there are seven notes in the major or minor scale, there are six possible
displacements, each with its unique sound and feeling and each with its own name.
To clarify, C Maj (nasharps or flats) played from D to D is the minor scale called
Dorian; from E to E, the scale is also minor, but called Phrygian, and so forth. As a
vocalist, you will be most concerned wittmian (C to C in the C scalelporian (D-

D in the C scale), andllixolydian (G to G in the C scale) as those scales correspond

to the very common-V-1 progression, which we will learn in the following lessons.
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Figure65. Modes built on thetepsof the major <ale.
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KEY SIGNATURES

Donot put your | ead sheets (or charts)
You might end up working with an instrumentalist fairly new to jazz, and who might
be inexperienced on their instrument. Complex key signatures often lead to
unexpected chord sywols and are difficult to read, especially when sigiading
music.

Table6: Key sgnatures

Okayto  C Majori No /£ F Majori BE
use: G Major'l' F BEMajori Bf EE
D Major (maybe) F , C EEMajor i BE Ef, AE

AEMajori BE EE Af DE

Try to AMaji F,C,G DEMajori BEf Ef Af Df GE(but some
avoid: E Maj iF,C,G,D pianists enjoy this key)

BMaji F,C,G,D, A GEMajori BE EE Af, Df, GE CE

F Maji F,C,G,D , A,

E

Figure66. Key sgnatures.
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F Msj Br Maj Es Maj Ay Maj D» Mzj G» Maj Cr Mzj
d min g min C min fmin oy min 2 min 2, min

When you need transposefrom one key to another, if you are not using a
program that does it for you, like one of the Finale products or Musescore, it is

convenient to write out the original scale on one linthefstaff paper, and then
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i mmedi ately bel ow
your chart, you c
which fAnewod chord

write out t he

an see which Anewo

ma t ardwusirsg a minsie nafiom | d o

S

cal e i

not e C

chord.

program, please ensure that your chords make sense in the new key. For example, if

youendupwithafZ , change

to read.

Figure67. Transposingcales.
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Figure68. Transposinghords.
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CIRCLE OF 5THS

Thecircle of fifths is simply the arrangement of all twelve notes of the chromatic
scale that approxi mates fdAreal o |ife as mos
ofthecycle. Tmk of each note on the cycle represece
are typically taught to use it clockwise, but jazz musicians prefer using it counter
clockwise because the movement from note to note follows many of the typical chord
sequences in thausic.

For example, the4V-I progression in the key of C is ii=D, as in Dmin7; V=G, as
in G7; 1=C, as in CMaj7. You can see (on the following figure) that the chords move
Abackwar ds-clackwise, froonahe D to & to C Hte top of the circleThe
circle of fifths takes some of the mystery out of the arrangement of chords in your music
because you can see that the chords make sense and follow the cycle. The song is not
random chords thrown in wherever the composer thought would sound good. They

follow a scheme, and one that our Western ears are very used to.
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Figure69. Cirde of fifths.
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In this example below of thewelln own st andard fAAutumn Lee:
the Dmin7 moving to the G7 to the CMaj7 to the FMaj7. The moveasaards to
the counteiclockwise movement in the Cycle of 5ths. It occurs again in the second
line with the Bmin®) to E7 to Amin7.

Figure70. f Aut u mircholdsefalawahe Circlef fifths.

D min7 G7 CMaj7 FMaj7
f) I - e i I D — . |
1 a3 | P i Il Il T (] () T F T I 1| ]
%? ll: 1 Il i o I 1 1 1 1 I
1 11 & | 11 1 1
I Il al | il 1 I 1 1 | O |
dJ [ I [
The fall - ing leaves__ drift by my win - dow, the au - tumn
B m7(b3) E7 A min7 A7
Il
[ P=e P I 1| T T 1 |
| -~ 1 | | 1 L9 ] | P F
[ 1 Il vy L. Il | &
| 1 & ﬂi L - 1 1 I 1 1
3 T ¥ L | I
leaves of red and gold. I see your
Dmin7 G7 CMaj7 FMaj7
> —————
B 5 FF z e
: . — ; H—— |
) [
lips the sum - mer kis - ses,____ the sun - burned
Bm7(>s5) E7 A min7 D min7 A min7
| |
= —— = 1
{ T %’ T !  — 1 - u i

(Joseph Kosma, Jaaes Presrt, and Johnny MercéAutumn Leaves)
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TRIADS AND SEVENTH CHORDS

Triads are simply threenote chords built by stacking thirds on top of each other
(in a closed position). The bottom note is known as the root; the middle note is the third;
the top notes the fifth.A triad in which the root note is in the lowest position is in root
position; if the root note is on the top, the triad is in first inversion, and when the third is
on top and the root is in the middle, the triad is in the second inversion.
Adiatonict ri ad is simply a triad Awithin
alteration of any note. For example, a major triad built on C, ikgh®f C major is
diatonic because it iImade upf the notes within the key. Likewise, a minor triad
built on D, inthekey of C is also diatonic because it fits within the key signature C
of having no sharps or flats. D, F, and A are the second, fourth, and sixtinnbies
key of C. If it were a mjor triad built on D (D, F, and A), it would benon-diatonic

in C because Fis not in the key signature for Cajor.

Figure71. Diatonic tiads.

o) . | | |
A4 | f | 3 - A
1 | N |
iy $ $ 2 | F F | | i
I ii iii v A% vi vii® I
major minor minor major major minor diminished major
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The four types ofriads are: major, minor, diminished, andgenented. There

are also sus2 and sus4 triads, which we see in jazz and pop music.

1 Major triads contain a major third, followed by a minor third.
1 Minor triads contain a minor third, followed by a major third.
1 Diminished triad$ravetwo minor thirds.
1 Augmented triadbavetwo major thirds.

1 Sus2 has a major second on the bottom, 8as4 major second on the top.

Figure72. Types of tiads.

Major Minor Diminished Augmented Sug Susd
ltds i mportant that you are able to aur

following exercise will help you learn to hear and identify the chord qualities
(whether the triad has a uldtjisemportantnotmi nor qu
only to be able to sing up from the root, l@l$o be able to sing down from the fifth,

andto start on the third of the triad and sing the notes on either side.
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Figure73. Triad exercise.

C Major Exercise
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C Diminished Exercise
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A =i it y ——— A T " T S— " T—— f 1 f =
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Use the "root" as the 3rdin a Use the "root" as the Sthina
From the root ‘ new diminished triad - A dim new diminished triad - F# dim
A i — I : — I
[ fan | E | hea | | 1 | | | | | |
ANV [ hgl Lo | | L\d | [ | | |
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C Augmented Exercise
o) . ; , ; : :
P A 1 | | | | I Il I | T Il ! I | 71 ]
g —Tug— —
ANV [ & L . A [ g [ < A [ B Dot | | L1 | L« At ) A [ - A & | & & [ |
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Use the "root" as the 3rdina  Use the "root" as the 5th in a new augmented
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y i I I , I I — I Fag i I i |
[ fan | I o g | I | I I | F Vi ] B | =™ L. | Il |
AN | P " | | [ o | [ X i | | L - o 1 |
J & . < 9% : i =
enharmonic equivalent - E+
spelling - E,G#, B#
(Dickinson10)
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Theseventh chordscome from the modes and we construct seventh chords by
playing every other note of each modal schkvinel7). They are essentially a triad
with the addition of one more third stacked on top. The third and seventh noteond a ch
define its quality, whether ités major or
chords is to show them in conjunction with the modal scale from which they come. These
are the diatonic seventh chords in the key of C.

Figure74. Modeson the major scale witbeventh chords

Ionian (Major Scale) & Maj7- the I in a ii-V-I S
I 9 % = T T—¢ | T |
HoA4— ! 4 » = . 2 F 8 |
e k4 L4 b | T Rsd
root 2nd 3rd 4th Sth 6th 7th octave I
. S s § ST D min7
Dorian - D-D - mostly used in ii-V-I progression on the "ii" chord
+ 1
[ 4 1 1 1 1 o 1 ]
- t il 5 - el e = —$3 !
L 1 & s 1 1 1 1 1 <€) ]
i - T T i O
root 2nd 3rd 4th Sth 6th 7th octave il
E 7sus(?9)
Phrygian - E-E i
— f 1 i[ — = » = 9 |
’l’ i » o t I!' i I 1 8 i
root 2nd 3rd 4th Sth 6th 7th octave iii
Lydian - F-F - sounds like the major scale but with a #4 FMaj76:4)
— t 1 T = r ot 33 ]
. e » £ = = ; ‘ 8 |
i |
10 f v
Mixolydian - G-G - mostly used in ii-V-I - it's the scale on the V chord.
Sounds like the major scale with lowered 7
The V chord is known as the "dominant" chord and resolves back to | G7
—t } = » £ T 1
=== i
13 ' v
5 % 5 5 < g A min7
Aeolian - natural minor (relative minor) of C major &
—1 = = » e T —8 ]
. f = - 1 I t 3 |
1 1 1 11 y 1 - ]
16 I ' vi
Bmin7( bS)
B &
Locrian = » e
= . - r e £ i } = 1
t Jl t 1 1 = . — H
18 viio
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Notated another way, in thiellowing figure you can see the difference
between the diatonic seventh chords, and some others frequently seen in jazz music.

Figure75. Types ofsevenths

A Cma7 C7 Cmin7 Cmin7(>5) or C%7 Cdim7 or C°7

P A | T Il T 1 ; 1 ]
e o/ - S————, © S—————— 0, S————— T 2, - S——— 1.0 - S———
SV x =4 1 p=4 I b 2% | £ T T 4 | L Y =4 ]
) o o -4 - . - 4
g p Cmin(maj7) CMaj7(45) Cdim(maj7) C7sus

P | I 1

There are a couple of ways to practice seventh chords.
Exercises

U Begin at any pitch, and sing all of the chords ascending and then descending. Feel
free to help yourself out at the piano (if you have piano and meading skills such
that you can find individual notes).

U David Berkman,inhi§ he Jazz Siookgegesdtsnot@nlyisidgmnd up
and down from the root, but also starting on the using any of the chord tones and
working upwards and downwards from it. For example: 1,3,5,7; 1,3,7,5; 1,5,3,7,;
1,5,7,3; 3,5,7,1; 3,1,7,5; 7,3,5,1; 7,1,5,3; etc. There argyroombinations you can

do to try to get the sounds of the seventh chords in your ears (69).
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To practice these chords within the context of one of your songs, you can do the

following:

U Learn the bass line as a second melody. Sing the roots and phaglddy at the
piano, then play the roots and sing the

to sing the roots and the melody within the same exercise:

Figure76. f Aut u mimootk iecarpom®dinto song melody.

Dmin7 G7 CMaj7 F Maj7
o) | - | ; |
g % | ] = | | I | & T | | | Il ]
13 | | I I | Py K | (7] | | | |
:Mb_\'_ﬁ ] i g o & ® T f I
| | L 1 ] S i | { | I
oJ [ ! T T
6 Bmbs E7 A min7 A7
o) ; | |
D’ A I ! T | I Il | [ il |
y an i =Y | | | I | | 2 I | ¥ | N |
| oo Y il | | | ui o g 1 [~ s & N |
%7 | || & oY [ e 1 | [ I i |
= i @ " —— : ]

(Joseh Kosma, Jagues Prevert, and Johnny MeréAutumn Leaves)

U After you get the sounds of the roots in your head, practice singing the thirds
against the roots. Play the root of the chord, and sing the thirds as you play the
roots. Distinguish between fjoa and minor thirds. Next, try to sing the root and
the third consecutively while you play the chords, and then sing only the third as
you play the chords (Berkman, 6o through this practice with the fifths and
sevenths. You can choose any of yourgson
Themelodic minor modes are very complicated for a basic jdezory course,

and we only really need to pay attention to the modes built on scale degrees |, IV, VI and

VII, as illustrated on the followinfigure.
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Figure77. Modes on the elodic minorwith seventh chords.

Melodic Minor Modes & 7th Chords

First mode - Minor/Major; minor 3rd & major 7th; can be noted as Cmin#7. It functions as a minor I chord
(not as a minor 7th), and is also called the tonic minor chord. These can be played as a substitute for a min7th
(if the "ii" chord is NOT part of a ii-V-I progression, so is not followed by a V7). It works well with a min6
or min(Maj)7. Can be the I in the minor II-V-1.

Cm(maj7)
f) , |
| A /] n T I 1 I T ]
oS —t f — I i » . o 8 {
I 1 I I hes ]
ry) j v e [ T LS
root 2nd 3rd 4th 5th 6th 7th octave

Second mode - susb9 chords. This scale contains a minor 3rd and minor 7th, so seems to indicate that it would
be a minor 7th chord, so you would play it over a Dmin7. The Eb would be the b9, though,so would sound very
dissonant over a minor 7th. Typically played over susb9 chords. Dm7(b9)

| |

[ M T Il r
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| THER

I Y I
= 2 E 2 :
1 i I 1

4
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Third mode - ExMaj#5. Major 3rd and major 7th, but has a raised 4 and 5. The 3rd, #5th, and 7th form a major

triad, so this sometimes appears as a slash chord, in this case G/Eb. This scale is known as the Lydian

Augmented - Lydian describes the raised 4th, and augmented describes the raised Sth.
EbMaj 7(#5)
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Fourth mode - 7#11, known as the Lydian dominant. Has a major third, and minor 7th, so you would expect to

be able to do the mixolydian scale on this chord, but the B: is a "raised"note (there is a B in the F major

scale). This mode works well with dominant chords. F7411
|
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Fifth mode - this mode is rarely played because of the dissonances created by the C and Eb against the 1, 3,5, 7
chord. Chordls built on the fifth mode function as tor}ic chords.

[ | I

G000

P S S | S
| .

13 )

The sixth mode has a minor 3rd and minor 7th, which suggests Amin7. However, the scale has an b5 (Eb) and b6
(F). Remember, a melodic minor scale is different from a major scale only because of the 3. If this were to be
compared to the A major scale (both major and minor beginning on A), there should be an F# & G#. This chord
can also be notated as Ag and is often called the Locrian #2. It is important to note that it functions as a II

chord and is the II in the minor II-V-I. Amin765)

[ I 5 I II)F I= ’ I' I %)8 ]
5 F | s | 1 I ! 1 (] 1
£ . ! = J ' = :

16 I ! .
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The seventh mode - works well with dominant chords with altered notes and can be the V in the minor
ii-V-I. This is a complexity of notes. Firstly, it appears to have a minor 3rd - B, C, and D. The note after D
(the minor 3rd) is an Eb, which is actually a major 3rd above B (enharmonically spelled D¥). So, this scale
has a minor 3rd and a major 3rd! The true 3rd is the Eb. What is the D then?

The minor 7th combined with the major 3rd would indicate a B7 chord, so the mixolydian mode. B is the
Sth note in the key of E Major, and E has four sharps. This scale obviously doesn't conform to that key so
cannot be a mixolydian scale.

This scale and chord is called "altered" because, as a B7 chord, it has been altered in every way possible.
The Ct is the lowered 9th, the Dx is the raised 9th. Fi is the #11, or b5, and the G is the 13 or #5. The complete
chord symbol would be B7:9%9%11513 - impossible to read! The "alt" covers it all. Some call this the
diminished whole-tone scale because it starts out like a diminished scale, but ends as a whole-tone.

B7alt
= e+ P8 :
Hoyeo—F i ©
=D T I i = : I !
1) 1 .
9 29 #llorbS 513 or#5
Compare this scale, the B Mixolydian, to the one above.“‘ He . .
[ o He r #® bt 1 T n |
l_’—HF F - d e 1 1 I 1 1 N |
i 1 I 1 — . H
24 ! '
(Levine58-73)

As | stated prewusly, the minor scales and their modesvary complexand
really should not be ,godrynottoogéttoawrdpped gpiinc 0 t he
them. Most of our music is based on the major scale, so it might be easier simply to

considertheminorrod s as fAexceptionso to the rule.

COMMON PROGRESSIONS
A Achord progressiono is the movement f
Chords operate biyinction within a scale, based upon their location and behavior within

a given key and tsiotmet ed ofralrs a«tame ri saubesr ds i
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Table7. Chordfunctionsin major keys

. Establishes the key centre and

I Maj7

anywhere

Substitute for IV Maj 7; progresses to V (down"3, ®r down a halstep
i Min7

to

Substitute for | Maj 7; progresses to VI (down"8,®r down a halktep
i Min7

to All
N Mai7 Substitute for ii Min7; progresses to V; often serves as a temporary k

4

centre for relief

V  Dom7 Progresses to | (down=)

Substitute for | Maj7; ppgresses down a"5o ii, or down a hakstep to
vi  Min7
Bi; is also the relative minor key centre

vii Min76  Substitute for V7; progresses to |

(Haerle 13)
Maybe itdos easier to |l ook at it this way:
9 Tonic functioninggo u p , meaning that they give a

o Scale degrees one, three, and five are the most important to establish that
sense of feeling fAat home. 0o Al of
sixth scale degrees share some of thogmrtant notes. The triad built on
the first scale degree gives us our most positive sense of home base, and in
the key of C, it has C, E, and G. The triad on the third scale degree is E, G,
and B. It has two of the notes, but not the C, which is the impsirtant.

The triad on the sixth scale degree is A, C, and E. It has the C and E,

which are scale degrees one and three in C.
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1 Dominant functioning group, meaning that their main role is to move to I: V, vii

0 These chords must contain scale degrees falisaven to qualify as
having a dominant function, and should have the second scale degree as
well because it tends to resolve to either one or three (both tonic
functioning notes). The seventh scale degree is the most important because
it is a semitone kelow the tonic, and has a strong sense of resolution to the
toni c. In C Major, the vii chord 1is
because it is comprised of minor thirds. The chord built on the fifth scale

degree contains G, B, and D.

1 Subdominant futioning group, meaning they precede the dominant: ii, IV

0 Subdominant functioning chords contain the sixth and fourth scale
degrees. The triad on scale degree two has D, F, and A (in C Major), so
uses two, four and six. On the fourth scale degree, tliedoiatains F, A,
and Ci scale degrees four and six, along with the tonic. The chords do
NOT contain the B, which is the leading tone, and which strongly pulls the

ear back to the tonic.
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MINOR KEY FUNCTIONS:

Minor key functions are a little more congated because of the various forms of
the minor scales (whether you are using a natural minor or melodic minor), but you will
notice some similarities in the chord functions and substitutions.

Table8. Chordfunctionsin minor kes.

Min6,

Min7 (or

min(maj7) Est abl i shes the key centre a
if using anywhere

melodic

minor

Substitute for iv Min 7; progresses to V (down'd,%r down a
ii Min75 half-step
to I

Substitute for i Min7; progresses tB/1 (down a "), or down a

1l Maj7 . . .
J half-step to Il; is also the relative major

Min7 if using natural (pure) minor. Substitute for ii M7
\Y Min7 progresses to V or #VIl (down a 8"); often serves as a temporar
key centre for relief

If used with the melodic minor, IV becomes a dominant becaus

vV Dom7 . .
the raised B and 7" scale degrees. Resolves to i.

\% Dom7 Progresses to i (down &%

Maj7 if using natural minor. Substitute for i Min7 or iv Min7;

VI Maj7
J progresses down &'5o A1, or to V (down a hakstep)
VI Min7ss Min7£5 if using jazz melodic minor. Substitute for i Min7; progress
to ii (down a ') or down a halktep tofVI
Dom?7 if using natural minor. Transitional chord between iv Min7 ¢
VIl Dom 7 . , h
i; progresses to i or Bl (down a 8"
VIl Dim7 Dim7 if using jazz melodic minor. Substitute for 87 progresses to
(Haerlel3)
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Figure78. Basic chord gbstitutionandfunction.
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Gl i 7 i E ‘ ris i |
b E! 11 ) 7y 12 5 2] i |
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L x | | . % | o | i |
5 F I ’ I
imin(Maj)7 i min7 11 Maj7+ IV Dom7 V Dom7 £VI min7s5 £VII m7-5
(Haerlel3)
So, now on to progressionség.
ii-V-I:

You will often hear jazz musiciansimg specific phrases when they discuss the
mus i ¢ afiwedo niiet wour n afivewome, @ @ rfwigvues, to fatrweo t hr e
t hose. Thwl @ hgiamel iidenotes a standard musi
strongest and most common progressi i n j az z. ltds a cadence,
appear throughout songs to provide movement towards temporary key centres, but it also

appears at the ends of sections to solidify the feeling of being back in the home key.
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In week one, we discussed the @or Mixolydian and lonian modal scales as

they relate to the Major scal e. Dorian i s
AV, o0 or dominant, and |l onian is the major
major, for example, the progressiDmin%-G7-CMaj7 istheiiv-l . The #Ai i 0, AV,
Al 0 indicate the scale degrees, or note nu

U Exercises: Spell out the V-l progressions in the following keys:

F Major: AEMajor:
B£Major: C Major:

U Find a note o the piano, play it, and sing theMil root movement of the
progression.

U Sing the root movement of the\ii-1 progression in several keys.

U Sing the arpeggios of theV-I seventh chords, and try to use inversions so that
the transition from chordtoohr d i s smooth (think of AMr

U Divide into groups where one or two individuals sing the roots, while the others
arpeggiate the seventh chords.

Things to remember:

1 In a major key, the ii chord is always a minor 7th; the V chord is always the
dominar 7", and the | chord is a majot'7

T Someti mes music wvdsohavehausttrhegres$oh
chord, or sloomewiitnmeosuta tihve pr eceding #fii

1 In minor keys, you will see a #81 V78; or VA1 i7
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Again, hereisaporto of WA Autumn Leaves, 0 which

of a songoasedargelyonthis progression. This is just a short segment, but if you
have a songbook, take a look at it and see how-d progression is used
throughout.

Figure79. Segment of AAutumn Leaves."

Med Bossa
o} | P - i I e . |
X T 1 o —® t T 72 77 @ T T —
1 T I | E—— — f 1 I 1
I:WF 0l - ) [ _— — 1 1 o tl
1 1 1 T et i T—1 1 1
'Y) | I [
The fall - in leaves____________ drift by my win - dow, the au - tumn
< B m7(bs) E7 A min7 > A7
|
e . f I } —o ¥ ] H
[ T 1 - gl T (i > ot = |
[ I i e 7@ I 1 i I i
T - bl I I
5
leaves of red and gold. I see your

(Joseph Kosma, Jaaes Prevert, and Johnny MeréAutumn Leaves)

In the following figure, you can see the smooth voice leading (the movement of

one note to the next) withimprogression. As the chord moves fréme Dmin7 to the

G7, the F in the top staff stays the same, and the other two notes move. When the chord

moves from G7 to the CMaj7, this time the B stays the same in the top staff, and the other

notes move. We always need to strive for smooth voicéngdmtcause, for the singer,

notes closer together are easier to sing and maintain proper technique and good tuning.
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Figure80. ii-V-I chords and root movement.
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In the next figure, you can see how the arpeggios look in-W¥d progression.
Notice how seamlessly one can move from the Dnon@7 arpeggio just by singing a
semttone lower at the top from C down to B natural. The G7 arpeggio is in the second
inversion and moves to the CMaj7 just as easily. You might recognize this as a portion of

nMr . Sandman. 0O

Figure8Ll. ii-V-I arpeggiosand oots.
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VA / s | I € i |
x =S I i |
°
Minor ii-V-I:

The minorii-V-I consistsof a haltdiminished chord, an altered dominahbrd,
and a minommajor seventh. So in the key of A minor, for example, the chords would be
Bmin7()i E7alti Amin(Maj7). The progression can also resolve to a Mdjoehord.
What you midpt not have realized is that the three chords are fhoee different
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melodic minor scaled his is unlike the major4V-I, wherein all of the three chords are
from one particular key.
The haltdiminished chord is from the sixth scale degree of a melodior, and
not the ii, as it would be in the major. Takered dominans fromthe seventiscale
degree of a melodic minor, and not the dominant. Therefore, the notes played over the

Bmin7(£5) are from the D melodic minor (D is the sixth note in Bg, ibtes over the

G7alt are from the Bmelodic minor (because G is the vii iJAand the notes played
over the Cmin(Maj7) are from the C melodic mirjbevine76). Levine provides a
beautiful example of one version of the mineYiil, below.

Complicatel ? Yes, but é

JUST REMEMBER THIS:
1 the root movement is the same in the mindf-ii as it is in a major;
it 6 s-diminighed?fnot a minor ¥ for the iichord
T ités an altered dorortheent r at her th
T itds a Min(Mtel) 7 or Maj 7 for

(@)}
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Figure82. Minor ii-V-I chordsandroots

Dm7(b5) G7alt Cmin(maj)7
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(Levine77)

Do you recall from the previous coupl e

on the seventh scale degree in the melodic minor scale? So, in the above ittetance,
G7alt is from the key of A That means that the G7alt chord has the potential notes
of G, Af, BE, B, Df E£ F and G.

Yes, itbés complicated and beyond what a
but now when you see these chords in your music, maybpe y wonét seem to

guite so mysterious.
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Other common progressions:

[-VI-ii-V:
The Aone six two f i-V-epbogressionand isefteh @esads i o n

as a turnaround at the end of a song. Many musicians will use it as an introducéien too
itdéds easy to continue running the progress
band playing in the background while the f
thingo with the audience.

|l tds one of most commobephegrdssnonhéeis
Got Rhythm. o Originally, the first four ch
Dmin7, G7. Today most players use a dominant seventh chord rather than minor seventh
as the VI chord so it would be A7 rather than Amin7. THepfovides a stronger sense

of resolution and there are more opportunities to use chord alterdtensg25).

Figure83. I-VI-ii-V.

Em7 A7 G7 E7 A7 G7

G IS8
MHSHS
[
[
[
[

The basic Al Got Rhy tW-imbover and gveregoetas on i s
with any nusic, musicians always want to modify the changes to search for more
creative, and sometimes more complicated sounds. As jazz became more complex, the

original changes from the 1930s were seen as too simple.
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Figure84. fAl Got Rhyt hmo

>

The first two measures of the above epdarshow the simpler changes. The
next two measures show a chord substitutio
B£ and ¥ rather than Gmin7.

i -VI-ii-V:

This is a variation of theVI-ii-V and is often used in turnarounds. In C Major,
this wauld be E7, A-7, D-7, and G7. As in the other progression, the VI is often played
as a dominant, rather than minor seventh (which is diatonic to the key), so it would be E
7, A7, D7, and G7. Sometimes all four chords are played as dominant sevenths.

V of V:

This is also known as a fAsecondary domi
chord in a key resolves down a fifth to another dominant chord, as in C7 down to F7 in

the key of EE F7 is the primary dominant, but C7 is the dominant OF the dominant.

Someti mes youoll see sever al domi nant seven
fithscountefc | ockwi se (|l i ke the bridge of Ger shwi
chord, |l i ke a D7 in the key of Oey,awhances
key centre, you happen to be in. Nor mal |y

198
























































































































































































































