CHAPTER 1:

The “Jazz Rule of the Octave”

Duting the Baroque pctiod the Rule of the Octave provided a basis for composition -
kl:ybua.td lnsttm:tmns Mastcring the Rulc was a ncocssary stopping stonc for any aspi
musician and as such, was i.1:|1:i.t-1:|:i.t|:l].r related to theart ufimpmvim!'im‘. and compog]

its most basic form, the Rulc offcted normative harmonizations for the major and
occurring in the bass, just as demonstrated in E.xa.m]:l]l: ]

Example 11 — Rule of the Octave™
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Example 1.2 — Jazz Rule of the Octave
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The most fundamental difference between the oo harmonizations i 1
part chords on cach sealc degree in the jazz vetsion, The jazz version |
the baroque version tnnic:izmg an the way down. The baroquc -
different types of chordal structures while the jorr version fea
chord structyres in close position. Unlike E.xam_p;’{' 1.1 when
ily in contrary motion, the Jazz versioh fcatures a parallcl
In other sityations, the usc uf]J:lraﬂq:l octaves ih ontct
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Example 1.4b — Parallel Planing — Varlation 2
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Example 1.4c — Parallel Planing — Varlation 3
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In Exalnpll; 1.8a, the members nftlju: tonic and cl;:_:mi_nant c:hul‘d__— iB and 51'-?— atc harmo-
nized with the same hannpti}r' 'and'cunncctdc_llwiﬂj a passing chord on i and E, rcspnctlw:ly
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The usc of passing chords intensifics the importance of structural chords, improves the overall
voice leading and, as demonstrated in Example 1.5b, infuscs the diatonic progression with a
subtlc chromaticism. The passing chords in Example 1.5b accur in the farm of a diminished
7th chord, which is the most important idiotmatic structure in jaze harmo ny, as far as passing
formations atc concctned, The two diminished 7th cherds in Fxample 1.5b, Ddim? and
Bdim7, share the same Pitr.'h content, As stated in Part 1 of Jazz Vascings For Praro: The Con
Pkﬂ: Lir’:edrﬂiop_marﬁ, the diminished 7th chord is clnscly rclated to the dominant ane
as the upper Embpart structure of dom7{h9) projects the diminished 7th chord by
Imsjor 5]:{1 of the dominant. In Examplc 1.5h, i :mdg arc eonnected with a rootle
and & and 8 with a rootless E7(59); both structures employ the same diminish
“Thesc "sccmingly” randem assaciations stem from the fact thar the din

isa s;_'mmctrit:.'il formation eapable of capturing the sound of differes
whosc toots arc a minor 3rd apart. Example 1.6 illustrates the the
Cdim7, C#dim7, Ddim7, and thdir pﬂssihlc memberships
dom7(:9) chords.®

Example 1.6 — Three Diminished 7th Chords
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Examplec 1.8 illustrates the two realizations of C major bebop: (1) with block chords (Fxam-
ple 1.8a), and {2) with parallc] 10ths in the outcr voices {Example 1.8b).

Example 1.8 — Jazz Rule of the Octave: Ma|or Bebop Scale
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Exa.mplc 1.9 llustrates the pitch s
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1z Octave — Variatlon 1
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