SCORED CHANGES

All the music relating to this website is written in conventional form.
Scale-chord charts are also provided for many of the tunes. Experienced
players can ignore these, but they may be a help to some people in getting
around severa of the more difficult progressions.

CONVENTIONAL SYMBOLS

The chord symbols used are as follows:

amajor seventh chord 2 eg. C2

aminor chord m eg.Cm

aminor seventh chord m’ eg. Cm?

adiminished chord © eg. C°

ahalf-diminished chord ¢ eg. C? (ie. Cm7-5)

an altered chord alt eg. Calt

aflattened 9th and a sharpened 9th 9 and #9

aflattened 5th and a sharpened 5th -5 and +5

(Note that atriad with a sharpened/augmented fifth omitsthe 5, thus C+ ,
whereas a dominant seventh with a sharpened fifth is either C’+or C7+5) )

A dominant seventh where the major 3rd is replaced by the 4th is either
written as, for example, C7sus4 or Gm?7,C (which pianists often prefer) or
Cl1, Because the C11 takes up much less space than the others | have used
this symbol where thereis very little space available. (I have taken into
account the fact that the 9th and 13th can often be added to this chord.)
The (mgjor) 3rd of this chord is omitted, unless specified otherwise, owing
to the clash between the 3rd and the 11th (the E and the Fina C11).

Two other symbols need to be mentioned. C2 refersto a C triad with

the 2nd (D) added to it. Thisfattens up atriad without turning it into a
dominant seventh. Itisfoundinalot of modern pop music.

A C+4, which | used in the bass part of Hibakusha, merely means that
the sharpened 4th should be played in place of the natural 4th, ie.
the Lydian mode.

SCORED CHANGES

SCORED CHANGES is away of showing which scales apply to the
chordsin aprogression. Theterm SCORED is derived from the words
scale and chord with the spelling somewhat amended.



By including the scales as well as the chords, an improviser cantell at a
glance which notes are available to be played: the chordal notes and the
notes in-between. This should make it easier to play solos on complex
sequences which are often found in modern jazz.

The notation consists of two levels. On the top isthe scale, separated by a
horizontal line from the chord. Although this can appear daunting at first,
it doesn't take long to get used to and it removes alot of uncertainty which
can result in hesitant or inaccurate playing.

The scales that are mostly used are as follows.
(The Cin the examples can be transposed to other notes.)

C (ie. just the note) = C major scale

Cm = C minor, ie. the ascending form of the melodic minor
(Thiswill be referred to as the minor scale)

CmH = C harmonic minor

Cmmel = C melodic minor (rarely used)
CWT=Cwholetonescale(ie. C D E Ft G# Af C)

C° = Cdiminished scale (ie. CD E* F G* A> AB C)

C69 = C magjor pentatonic

Cm® = C minor pentatonic

CA = C Arabian/Middle-Eastern scale (ie. CD* E F G A*» B C)

All modes which use the same notes as a major scale are referred to as the
major scale, thus:

c C C C C_ C

Dm7  Em’ Fa G7 Am’ B9
representing the Dorian, Phrygian, Lydian, Mixo-Lydian, Aeolian and
Docrian modes respectively.

The same applies to scales/modes starting on the different notes of the
minor scale, for example:

Cm Cm Cm
F7 G7 B7

The last one is how the altered scale/chord |ooks.

The Dorian is the most common mode used for a minor seventh chord.
The scale is sometimes written like a chord, for example, a Bm? instead of
an A (an A major scale).



The reasonsfor this are two-fold. It spells out the arpeggio of the chord in

certain combinations, for example G# BD F#(A), in this symbol:
Bm’
G#?
If the scale was written as A instead of Bm7, there might be a temptation,

at least amongst inexperienced players, to hang on the first note of the
scale which would not sound very pleasant.

The other reason isthat it is easy to write two alternative scales, merely by
enclosing the 7 in brackets. Cm(? can thusrefer to Cm or B¢ (C Dorian).

Brackets are also used to avoid repetition in cases such asCm(H’ instead
of Cm/CmH.

Alternative scales are in most other instances shown by aforward slash:
C/G
CA
Harmonic minor and more exotic scales are placed above the other scale to
make them stand out more.

Of course where the scale is obvious, it need not be included at all.

A continuous line from a scale indicates that the scale is continued over to
the next chord or chords.

One last point with regard to scales. By specifying which scales can be
used, thisdoes not preclude the use of chromatic notes of any kind -
passing notes, neighbouring notes, blues notes, etc. Chords and patterns
within the scales can be used rather than thinking in a purely scalar
manner. The scales, in fact, need not be strictly adhered to, but they will
guide you through some of the trickier chords and give a clearer indication
of the tonality than a series of elaborate chords can hopeto do. Thereis
also the possibility of replacing the scale with one of your own choosing if
desired.

Regarding the chords underneath, all of them must have a symbol to show
they are chords and not single notes. This means that for mgor chords a2
or a¢ must be added to the note, eg. CA.

Where the conventional chord callsfor apeda note or note other than the
root note to be the bass note thisis stated in thisway: C(G bass.

In the case of the slash chord Cm7/F (another way of writing F7sus# or F11)



the only change necessary isto changethe F to F!l. As stated earlier, the
Cm’ isthen treated as the Dorian (B> major scale).

The same thing appliesto C?/F (ie. Cn®),F) where the chord becomes
F11 but the scale changesto E'm (E’m® is an inversion of C?), E'm7 or
E>m( depending upon which scales are required. The chord may also be
written as

C2(F basy.

Only the basic form of the chord isrequired as all the extensions and
aterations can be found in the scale above. Pianists and guitar players -
take note. The only exception is where arelatively uncommon chord is

required, eg CAG+S),

For superimpositions in the original music - one chord on top of another -
for example, F6/E>2 | the lowest part of the chord iswritten first, thus
EA+F6, Many superimpositions are in effect easier ways of thinking
about complex chords. This chord could also be written as an E*A13¢+1D),
For soloing purposes thisis simplified in the scored-changes method to
B>

Eba

Many superimpositions involve triads. To indicate these the symbol 5

iIsused, eg. C5. Thiswill be pointed out in many of the charts where this
ocCCurs.

(Incidentally where chords are written in the stave, one of the stave lines
may obscure the minus sign in the conventional notation. This can occur

in chords such as C7-5. My apologiesfor this.)

Well, | hope this hasn't put you off altogether. It'salot easier than it
seems. So to see how it looks in practice go to the tune called

Two's Company on the next page written out normally and with

a scored-changes chart. A free arrangement of this can be found in the
Small Band section.



CONCERT

TWO'SCOMPANY
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AT A GLANCE

CONVENTIONAL SYMBOLS

SCORED CHANGES
CA, CAY (6,C69, C | Ctriad CA, Co, C5 (if triad)
G G
CO(+1D), C69+11), CAG1D  CAY+1D, C Lydian ce ca
C Gypsy/Hungarian/Arabic (CD*E F G A*» B C) CA
Am AmH
C+, CH5), CAEY) CAM+S) CAGS)
Cm6, Cm%, Cm#, Cm , Cm triad Cm , Cmb (if triad)
C GypSy minor (CDE*Ff G A*B(C) GA (GA"BCD E! F#G)(:Samesc;ﬂe)
B’
Cm7, Cm9%, Cm!!, Cm!3, C-, C Dorian Cm’?
. E’
Cm’7, Cm9, Cm!l, Cm!3, C-, CAolian Coa?
Ab
Cm’, Cm? , Cm!!, CmB, C-, C Phrygian Cm’
D'mH
ce Co, Co
]ﬂn E£m7 El)m(7)
C% , Cm7> , Cm70t5 co , ce c?
Ebm6 Y E‘m E'm? E'm("
F , F Fu , Ful , C@
Fm
C7(+5) | C7+ C7
CTalt, C7G9) C709+5 , C749+5), C7(§959+5) Dbtm
C769 , C7149 (7195 | C7(49595) C7
Db©
C13G9), C3G9), CI13(95), C13695  C13(4959%) | (7
Gm
C765) C95) | C1369) C7
Gm’ Gm’
C , CTsug4 Cl
B triad EmH BA4
C triad C5+B5 C5+B>




