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Introduction

hetp you. One of the goals is to lock at a piece of music and hear it in your head. Another is to be

able to listen to a piece of music and recognize what's going on without having any written music
in front of you. We are not suggesting that you will be able to look at a page of music and hear everything
you see instantly, nor will you necessarily be able to listen to a performance and immediately recognize
everything. Throughout all of recorded history only a very few individuals have ever been able to do that.
What we are saying is that if you study and apply the materials in this book, you have a good chance of
becoming much better at these things than you are now.

T his is a book about hearing music without having to use a piano, guitar, or any other instrument to

All good jazz musicians have had to learn to do this at some point in their careers, many by trial and error.
There's nothing wrong with trial and error—it's actually a very good teacher. It just takes a lot of time and
it isn't always the most efficient way to learn something, especially how to be a good jazz musician. What
we're going to do in this book is share a lifetime of playing and teaching experiences that can help you in
your quest to achieve your musical goals. Some of the things in this book will likely seem a bit unusual at
first, but if you give them a chance and master them, they will pay off. All you need is a sense of dedica-
tion and a willingness to put in the practice time.

How to Use This Book

The material found in this book is intended to be studied in order, but you also have the option to look
through the entire book first, and, if you find a topic you're really interested in, practice it and begin using
it right away. If you choose this second approach, as you get better, you'll hopefully come back to the book,
find something else that interests you, and work on new topics. The choice is yours.

One thing is certain: you need to be able to read basic musical notation (including rhythms utilizing”’
sixteenth notes), but you don't need to be a great sight reader. Most of this material is intended.”
practiced, then applied. And while it helps to have some skills on either the piano or guitar, tk
requirement. It has been observed that many students who didn't play piano or guitar at '

well applying these materials to their practice.

Mastering the material will take time. It can't be assimilated all at once. The ideal -
last fifteen to thirty minutes each day. Any longer and you run the risk of gett’
you can't cram ear-training skills anyway—you have to give them time to b~

Some musicians find it useful to practice ear training in the middle of -
routines. It gives their chops a chance to rest for a few minutes, b’
and mastering the music. However you wish to do it, take it in <

How the Book Is Organized

There are two main sections to this book. The first s¢
ing jazz notation, interval studies, reading and pr
chords, and learning chord scales, as they rels
in major keys. The second section of the br
performing articulations characteristic -

more studies of the topics covered

tion, the last chapter contains m

road maps through the chorr’

Chart Syllabus," which cor

sions found in tunes y-
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How the Music Feels

Because most musicians today come to jazz with a background in pop and rock music, they are familiar
with music performed with a straight feel and somewhat less familiar with music performed with a swing
feel. In the straight feel, the beat is assumed to be divided into two equal halves. With swing feel, the beat
is divided into two unequal parts. The first eighth is equal to about two thirds of the beat, with the second
eighth equal to about one third of the beat. We will begin by discussing jazz articulations in relation to the
straight feel, then move to those same jazz articulations performed with a swing feel.

Full and Stopped Releases

Just as there are two basic ways to start a note, there are two basic ways to release a note, the full release
and the stopped release. When using the full release, a note is allowed to die away naturally. The stopped
release is used frequently by jazz musicians and creates an abrupt or clipped ending to the note. In reading
jazz notation we use doo and dah to define full-value quarter notes.

Doo (— or =) = downbeat with full release dah (= or =) = upbeat with full release

It doesn't matter if the note is accented or not. There is a shorthand symbol for downbeats, which is capital “D;
“or upbeats the shorthand symbol is a lower case “d" to show that the note is on the back half of the beat.

Tne following example illustrates downbeat and upbeat full-value quarter notes with full release. Although

s rotes are full-value, you'll notice that some are accented. Pick any pitch you want and sing these articu-

a7 0ns to yourself. As you sing them, stress the accented notes in measures 1 and 3 to show the change in
2ynamics.

A > > > > >
EE=1 E=meer
At B
mf S mf S
Doo Doo Doo Doo Doo dah dah___ dah dah

The Jazz Quarter Note

The jazz quarter note is different from the full-value quarter note. This is a staccato note t+
considerable frequency in jazz, particularly in swing and blues tunes where it often appe’
with full-value quarter notes. The jazz quarter note has a value equal to about two-t¥
guarter note. And because it's a stopped note, it ends with “t." “Doo” becomes “De

“daht." The important thing to remember is to make the note short, but not tor

staccato eighth note.

Doot (- or =) = a shortened downbeat jazz quarter note
daht (- or =) = a shortened upbeat jazz quarter note
— - >
#‘l—j 2 ; ]l [® ]
3 ——r—— !
mf f
Doo Doo Doot Doot Doo

Upbeat Jazz Quarter N-

The next example shows some upbeat i
by a rest they should automatically ¥
practice, even if there is no accer

(>)implied
%EL_#%

-2
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Dit dit Doo daht dah _dit Dit dit Dit dit Doo daht  daht
9 —h I } s : o e > = 5 i t .} -
e e e r v
A!_)L_ . L —— — 1 A— S E——— — £ ot ¥ A— -
% 4 I >
aht

How 11 is written

Doo dah Doo daht dah _ dah Doo daht Doo dah Doo daht d

The first uses a jazz[rock approach and the second uses a fusion approach. Sing along with the track, then
turn off the voice channel and practice along with the drums only. Again, if you want to make the exercise
more challenging, sing the melodies using the actual pitches. The piano plays a concert G for you at the
start of the track so you can sing the melodies "as written."

Both versions are actually similar, except for the legato eighth notes found in the fusion style. In general,
it's safe to say that jazz/rock makes more use of staccato eighth notes and percussive accents than fusion.
When you sing through the previous example you will be able to hear that the differences between the two
styles are not as dramatic as between Brazilian and Cuban, but it's definitely present.

To Swing or Not to Swing

When jazz music is intended to swing, the music is written in simple notation, but it's not performed “as
written.” To perform it correctly, jazz musicians divide each quarter note into three equal eighth notes
cailed triplets and tie the first two notes together. In other words, the music on the first line of the next
example should be performed as it appears in the second line.

=

U

How it

——rFF w = — t—e =

Doo dah Doo dah Doo Doo dah Doo dah___ dah Doo dah

is plaved

D)

Y
duh Doo duh

= e - s s ¥
[& ] ¥ I ¥- ﬁ,,} M L [ B .|'J
0

Doo duh Doo duh Doo Do

Immediately you will notice that the rhythmic name for the upbeat eightb
"duh” instead of "dah." This might seem like an arbitrary decision, but i*’
swing feel is related to triplets with the first eighth note getting tw
eighth getting one third of the beat. The syllables used in this te

"00," "ee," and "uh" are distinctly different vowel sounds fror

and sing.

Relating Swing-feel to Trir
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Interval Studies for Minor Thirds and Major Sixths

As with the previous interval studies, work through the exercises using the three practice steps.

#3inA

' ﬂ: . = —m—— e —='J_—._" S _r———
P J > : L a— ]
- - '

#74in A

P
go 'ﬁLﬁ*—*—.——‘——, — - .__i_._——_;h:.__———ﬂ
<8 R L_'h.._j;‘— 5 & L z
4 :

#15in Db
ﬁg= — = _— - & — cxi—
) . e % o * " v
#16in Db

- e, * . e
= = e~ ‘,_*_E?_W;
Fprh e — = - - — e
#17inB
ﬁz =rr L4 . —‘—LA—Lj L

fe—u —* ' 5 e——_— —* e,

5 T E— E——— —
#18inB ,

v # = & — I——.—.' = — v
e e = == =3

Major Thirds and Minor Sixths

The major third {four minor seconds) and minor sixth interval pairs are found in *'
MI, FA-LA, and SO-TI.
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Hearing Modulations

Modulations are similar to secondary ii-V progressions, but they differ in one important aspect: they stay
in the secondary key for a while longer before returning home. When this happens we use "in" instead of
“of" to announce that a modulation has taken place. Once we've called a chord “Two in,” or “Five in," or
even “One in" we've indicated a modulation. Everything from that point on is “in" the new key until we
want to leave for another key or return to the home key.

In the following example, the “Two in Three" in the second measure says we're going from the key of F to
the key of A, the third note in the key of F. In measure 6, the “Two in One" says it's time for us to return to
F. Listen to the track, then sing through the second time, or eliminate the voice track and sing through

both times., @

. . ) . TRACK 18
Fmaj7 Bbmaj7 Bm7 E9 Amaj7
%‘.’;L II_ H"__f_—%—i Ir Il ), I, Il I, I, _II
¢ F:1 v A: il v [
maj7 maj7 m7 9 maj7
S35 e = ——_
FF i — =
, ‘ E
One Ma - jor Four Ma - jor Two in Three Five Nine One Ma - jor
Dmaj7 E9 Amaj7 Fm7 Gm?7 C9
4 Z | z ]
:@LL_Z y = —F 7 y - '+++ﬂl
v .
IV \ I vi F:ii Vv
maj7 9 maj7 m7 m7 9
s — 1 | I I 1 i =15 7
- - N I | | | I I 1 [ " | -
! I 3 5
Four Ma - jor Five  Nine One Ma - jor Six Mi - nor Two in One  Five’
Fmaj7 Gm7 Co+ Fmaj7
ﬁ-ﬁf e = 7 77— —
5 -
I ii v I
maj7 m7 9+ me
& — | —r
2 b r ! T 1 ” & #
One Ma - jor Two Mi - nor Five Nine Plus

The difference between labeling something as a secondary ii-V
calling the chord “Two of" something in secondary modulat’
tions. Also notice that in the actual modulation, we onlv

key. After that, all chords are labeled as they functio” _
labeling system invokes only a simple difference * '
powerful message. HICKEY’S
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Moduilation in Bridge

Oftentimes modulations are saved
this happens, the composer wr
by the end of the bridge.

The next example shor
ning of the tune (r
ending on G9, *
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f Hearing Chord-scales,
Part One

"Chord-scales” is a term coined by jazz musicians to describe the relationship between a chord and the
scales that contain the notes found in the chord. Chord-scales are the major scales, minor scales, and/or
artificially created scales like the whole-tone scale or the diminished scale that can be used for soloing.
There are often several possible chord-scales available for any chord. Those that are the most diatonic are
referred to as being “inside” because their notes are all within the home key. Chord-scales borrowed from
some other key are referred to as being "outside” because they contain one or more chromatic notes in
relation to the home key. We will start by examining “inside” chord-scale choices.

Diatonic Chord-scales

Diatonic chord-scales are frequently referred to as modes. For example, the C major scale contains all the

diatonic chords in the key of C. As a result, each mode is also the most “inside” chord-scale for the chord
associated with it.

lonian Dorian Phrygian
Cmaj7 Dm7 Em?7

D R M F § L T D R M F S L T D R M F § L T D R M

Lvgian Mixolydian Aeolian Locrian
Fmaj~ G7 Am7 Bm7b5

F S L TDIRMF S L TDRMES L TDRMFSL T D RMF

The following drills will help you internalize the sounds of the different modes of the major

higher, then stop
Starting from thi
higher, stop and re
from the same note, si
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DRMFSLTD
G major (lonian)

The difference betwe
Don't give up if it
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Hearing Melodies in Minor

The “Three Basic Steps to Hearing Short Musical Phrases” ar
They are presented here in abbreviated form for review purp

Three Basic Steps to Hearing S

Scan through a piece of music until you come across a phra
that happens, apply the following steps to help solve any of
music.

Step 1
Sing through the phrase as a rhythm exercise. In othe
important—rhythms and articulations are.

Step 2

Find a comfortable range and sing through the notes
the notes as a string of intervals.

Step 3
Combine the rhythm and jazz articulations with the ¢

Jazz Phrases

The following melodic phrases give you a chance to apply w
phrases should be practiced using both the swing feel on Tr
the audio, the first four phrases include the voice part. Afte
drum parts specifically designed to go with the rhythmic ch
mainly on intervals and rhythms, but they also include man

#1in D minor

‘ - o >~ . -
ﬁ j:_—x—_l o 1 b ¥ B
#2in E minor




< Hearing and Outlining
# Inversions in Minor

The exercises in this chapter are designed to get you more comfortable using solfege while outlining and
singing inversions in minor keys.

First Inversion Triads in Minor

Give yourself a starting note and sing through the following exercise. Repeat this exercise using different
starting notes until you can do it easily.

Cm(maj7)/EP
Cm7/Eb _
Cm6/EP Dm7b5/F Ebmaj7/G EPmaj7#5/G
| | ‘ | ;
A | N , » R " T o
[F S S = =SS S EEE==
M S D S M F L R L F S T M T S S T M T S
Fm7/Ab Gm7/Bb Galt/B
E | T Jnr1 4 ‘ =
s AN = 4 ‘,——4—)———“
= P > g't T—® 1 - { JI 5 “1—5;‘1' Z T ] q__L‘I ——
3] | : J_DL - v . h,t ;].J‘ ;I = —
L D F D ) T R S R X T B S K T
Abmaj7/C Am7b5/C Bb9/D
| ” | 5
%F‘ZB:P i fL*_ F j £ - - ' =+
9 — - ‘ l:t -
D M L N D R F X ~

Second Inversion Triads in Minor

Give yourself a starting note and sing through the following exercise. Repeat ~

difficult.

Cm(maj7)/G
Cm7/G
Cmé6/G

Ebmaj7"

Abmaj7/E

102

t

M
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Hearing Guide-tone Lines

What is a guide-tone line (GTL)? Guide-tone lines are melodies created from the thirds and sevenths of
chords, arranged so they connect smoothly to each other. When we studied intervals in this book, we
learned about how certain notes, like T, tend to move up, and others, like FA, tend to move down. This is
reinforced by the fact that Tl is the third of a V chord and will move up to DO in the | chord. Likewise, FA,
which is the seventh of a V chord, will move down to M, the third of the | chord. Because of the predict-
able way these notes move, they provide a map of “guide tones" through the progression. In other words, if
a soloist did nothing more than focus on the guide tones, every important chord change would be clearly
defined. Of course, the solo would be rather boring, but there wouldn't be any "wrong notes” either. GTLs
are, in a sense, a kind of musical map through the chord progression.

The first step in creating a GTL is to find all the chord thirds and sevenths in the progression and arrange
them so that the notes connect to produce either stepwise motion or common notes. The line that begins
with the third is called the 3-7 line, and the line that begins with the seventh is the 7-3 line. These lines
tell us if the chord they come from is major or minor, and they also tell us what kind of seventh is in the
chord. The 3-7 line is the preferred GTL to start with because not all chords contain a seventh. If you run
into a chord symbol with an added sixth, use the sixth, or if you want, replace it with a major seventh. The
point is this: you always need four-note chords for GTLs to work.

The GTL Bebop Blues

The following is an example of a typical bebop-era blues called "The GTL Bebop Blues." We'll use it to
demonstrate how GTLs work. Of course, the first step we should always take is to sing through the melody
to hear what it sounds like, and then move on to analyze the root movements of the chord progression.

Swing
Fmaj7 B@j Fmaj7_ F9
I\ ) [ wm [ ! s | >
. N T .. I . | I I | P 1 ]
L G S— S— E _‘;. e T
BbO Fmaj7 Gm7 Am7 D7°9
§ y A ! — ] f - u n | | >
7 . IAY Iﬂ i l‘l.. 1 1 di o W !/—'-\. v ]
ﬁﬁ‘:&_.’?ﬁl‘ﬁﬁ;‘%ﬁ_ﬁ‘__ e — -
J = Yy > T Y
Gm7 C9 Fmaj7 Dm?7 Gm?7 Cc9
- b S ] . : — S S .
- e . : — =] | D 5
oo = i%ﬁ — e, =
\Qj, ; — %E — L s— — Y ¢ " :f ’

If you analyzed the progression correctly and wrote in the root movements in the bass, it should look
something like this.

Fmaj7 BbY Fmaj7,
- A ‘ e e e e e e
(EEEEE S e = --
I i | : " — @
I v I I
maj7 9 maj7 9
Y% —— — = = — —»p & m——
) = & | S r =
One Ma - jor Four Nine Onc Ma - jor One Nine
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Season’s Change

Cm7 F9 Bbmaj7 Ebmaj7
| ~ em—— _ | | - o
— D7 Py = } I | /"\". -
e — ! a 77 — o = P
ANV — - ui ] @ I -
Py | ——l—— ¥ \ z
/P11 VAT bIII bVI
m7 9 maj7 maj7
I ¥y ' 1 | L ' ’
:,}3 i‘,‘b,_ I — 'f*} = & = — = ] T — E H r:‘t!r—
= ___f, ] o ’ : i T T T
Two of Flat Three Five Nine Flat Three Ma - jor Flat Six Ma - jor
1. ' 3
Am7b5 D79 i Gm7 G9 Tl Gm7
b— — ; ———r— — =
: 7] = .E_ o { — | éﬂlj:.._d’_g._.;i
) ~ ~ l B vie @
il \'%i i I i
m7°S by m7 9 m7
HY—h—F—1 — P — - i— F’ P T g
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T : S —_— - = | : |
r— = =====——_
J ' i | ; E————
ii V7 i
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ﬁ-_[r _ 1| I T [#] B I
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Cm7 F9 Bbmaj7 Ebmaj7
— y t . — — P. == & — /‘:Eﬁ
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v - 1 — I 1 1 | I
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Is It Four?

“Is it Four?" is based on a chord progression used by Miles Davis. Most of the progression is made up of
ii-V formulas that don't resolve to | chords until measures 14-15, where a complete ii-V- in Eb finally

occurs.

\ FPmaj7 EPm7 Ab9
{
L2 = ] BB
VvV 1ry |
\‘._jl 1
EPmaj7 Ebm7 Ab9
—
&7
D]
4 N —
'd*‘t.ur 7
Ly B
" Fm7 Abm7 Db9
L » | I
)
Fm7 Abm7 D9
. .
Py
& T ]
—A—a4 1
2 EPmaj7/G Fém7 B9 Fm7 Dm7bs
’_9 }9 =
> b—————
255 1
)
EPmaj7/G Ffm?7 B9 Fm7
O i _
N I
o> 1
‘:_}J T -
1 e T I
LU' } i_—
| » | I
3 Gm7 Fm7 Fm7 Bk9 ' -
|
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