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utting the music of “Light
Years” together for this book
resulted in a new understand-
ing of the meaning of the ferm
“original score’’

| had been evaluating the difference
between the transcription of a recor-
ded rendition and the written music
which was the original score andideas
of the composer.

Sometimes, it’s easy to see the differ-
ence between the transcriptions and
original score when the composing
process is really completed and the
notes written down before the music
begins to be performed. Other times,
it's more difficult when the composing
process continues into rehearsals and
first performances of the music. In the
latter case, what written music there s
tends to get revised a lot.

The problem was compounded with
“Light Years” (and also the first Efektric
Band album) with the fact that the
original scores and written notes for
these albums were incomplete and not
drafted onto score paper for each
piece. Much of the composing was
done with a sequencer and the rest of
the ideas were added in the recording
process.

So, to putthe music of “Light Years” into
a music book form presented the prob-
lem of retracing my steps to find out
which notes comprised, in my mind, the
original score.

The first format attempted was the
litera! transcription of the recorded
rendition of the music from the album
“Light Years!” When | began to inspect
the transcription, 1 saw that | had the
problem of deciphering what the



original score notes were (or would
have been if | had written them down)
from the notes and expressions of the
players’ on this particular rendition. Do
| notate the players’ rendition, or do |
write the notes of the original score (or
what the score should have contained,
it | hadnt written it down at the time)?

| decided to use only the notes from the
original score. | thought that it would be
helpful to the player to know whether
he’s reading the notes of the original
score or the notes transcribed from the
players” interpretation of the original.
So, a “transcription” of a rendition is
differentfrom the “original” score. This
is how it got sorted out.

What you'll find here is the original
score, even though it got completed a
while after the recorded performance
on the “Light Years” record. When
sections are added that are originated
by the players, a note is made to
indicate that.

I've tried to make the original score
as simple and straight-forward as
possible.

2 Sep 88 — Chick Corea

DEFINITIONS:

Transcription: the written-down notes
copied from a recording.

Score: the original manuscript of the
composer.
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Philosophy

| use chord symbols as a direct
invitation to the player to improvise
and add notes and embellishments.

The chord symbol indicates the scale
that | intend to go with the melody.

The voicing of a chord can be written
out note-for-note, or it can be impro-
vised by the player — as when the part
has a chord symbol and melody note
only.

| find it confusing to try to “write out’ @
voicing by only adding extra numbers
and signs to the chord symbol.

Chord symbols that indicate the first
four notes in a chord (bottom to top)
are usually sufficient to give all the
information quickly, and at a glance,
that the player needs. {For example:
C=C root, E third, G fifth, B seventh;
G7 =G root, Bthird, Dfifth, F seventh.)

Altered notes that are in the written
melody, | also never include in the
chord symbol, (i.e. if there’s a C#
written in the melody and it's a G7
chord, | never add “b5” to the symbol,
as it's already written in the melody).

When there’s an “important” note that
the voicing needs, | first try to write the
note before attempting to add it to the
chord symbol.

Most “altered” notes are “passing
tones” anyway — and if a little extra
time is taken to write them — often «
nice counter melody begins to develop.

| use chord symbols for a quick
appraisal of the harmony and scale
of the part it applies to. They invite
improvisation.

SYMBOLS



Application
1) Triads and chords without 3rds or
/ths are called by just the letter of the
root —

l.e. — C=CMajor triad; E=E Major

triad, etc.

2) The 7th degree of the chord is
usually the highest number given in the
symbol. The 9ths, 10ths, 11ths, etc. —
aren’t put in the chord symbol, as
they're usually in the melody line.

3) The only times other notes in the
chord are added after the basic root,
3rd & 7th (i.e. Dm7) is if the added
notes are notinthe melody line of that
bar and are needed for the sound of
the harmony. A b% or b5 is sometimes

added.

4) The form of the chord symbol:
* “m” is used for minor:
Dm7, Cm
* Caps are used for alf root notes:
C7, F4#7
* “b" and “#” are used instead of
"—"and “+7;
Db7, Bbm*>
¢ Other than the basic root, 3rd/7th
construction, added notes are
done in smaller size and above:
Cm7b5 C7b?
* “A"isused for “Major 7th”:
CA ="C Major 7th”
* 6" or “m7Y5” are used for half
diminished 7th chords:
D87 or Dm7»5
* horizontal slash is used when ¢
bass note, different than the root
of the chord symbol, is needed:

Dm7, CA, F7, efc,
G E Eb

chord on top; bass note on bottom

¢ The chord symbols should be
placed right above (or below —
depending on staff construction)
the melody note it starts on.
* Glossary:
a)Dm7 D m 7
(1) (2) {3) see below
(1) — root of chord |
(2) — 3rd
(3) — type of 7th — when
without “#” — it means
dominant 7th or b7
b} m=minor
¢) A =Major 7th
d) # =half-diminished
e} Dm7 = chord
G = bass note

f) C=C major triad
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CHICK COREA PRODUCTIONS
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