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HARMONY 2

SECONDARY DOMINANTS

The strongest characteristic of dominant resoiution is root motiocn Gown &

]
S bl iy

perfect fifth. The "primary dominant” in the key of C is G7:

/—-""_—"—"'\C

The "secondary dominants® in the key of C are:

V7 V7 V7
/ii -7 N =7 i IVma}7
A77 D7 77  TE-7 C7 “Fmaj7
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A dominant chord's resolution may be to ANY quality of chord a perfect fifth

jower except a diminished 7th chord:
G77 Cmaj7 G777 ~C-7 677 C7  G77™C-7(bS)

q~ F i Yo d For | y ;
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Harmony 2 2

The chord of resolution could therefore be any giatonic chord in a major or
minor key.

C tmaj7 G ivmaj7 8o =7
677 ~Cmaj7 577  Cmaj}7 G777 ~C-7

E‘- ol M :' pard Farj ]
7'. i i i . E Favl
Ab: -7 Eb: Vi=-7 £ V7
677 “C-7 67  ~C-7 G777 C7

_" ot il & IE Fald '
pd 7/ : 27 ! 1 ravd

when a secondary dominant resoives as expected (down a nerfect fifth 1o the
diatonic chorad), an arrow is used to show the resojution.

The analysis of a secondary dominant will reflect its expected diatonic chord
of resolution:

Bb: Ab: C}
V7 V7 V7
/II |1-7 I 11-7 /IV |Vmaj7
677 T C-7 67 C-7 G677 - Cmaj7
el Fa : ravr v
F: Eb:
W/ v V7 V7/ Vi V-7
67~ ™C7 677 C-7
q_" Fard 7
yd oL Fard

‘As with the anaiysis V7/1 (V7 of i), the diagonal slash means “of" . (V7/il =
V7 of 11.) Also note that it is not necessary to indicate the quality of the
chord of resotution in the analysis symbol.




Harmeny 2 3

Al secondary dominants have certain common characteristics.

1} They are non-diatonic structures. (AL least one of their chord
tones is NOT in the key.)

2) They are expected to resolve to a diatonic chord a cerfect fifth
nelow.

3) They are all built upon a diatonic reot.

This last characteristic (a diatonic root) is the reason for V7/Vit inamajor
key being omitted from the category. The root a perfect [iftn above
VI1-7(bS) is not giatonic.
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AVAILABLE TENSIONS - SECONDARY DOMINANTS

Tensicns on secondary dominant chords will reflect the diatonic function of

the chord:
V7 V7 V7 V7 V7
r.
h /ll /!H iV /V Vi
A7 B7 Cc7 E7
- b13
13 o1
‘f} g ——opi3 = “b13 1%__-:":” ‘g g-—bo
_,;>r ey Y w] )] d
i .aai z s T
S IE 4% =2 4

The availavie tensio/gs %f those which meet the pra%ir'teria non-cnord
tones which are diatonig and which are @ a ma}or ninth “above chord tones.

However with dommant/c*\ords there are some important exceptions o the
major 9th - above- a - chord tone rule.

1) The tension b9 IS avaiiable on dominant chords if it is diatenic, [
or if it is indicated in the chord symbol. 3

2) Tension b13 is available on dominant chords if it is diatonic. .

3) Tensions b9 and *Q may coexist on the same dominant chord if *'
either one (or both) is diatonic. '

CHART OF AVAILABLE TENSIONS FOR SECONDARY DOMINANTS

Avaiiable Optional Available
Chord: Tensions: Tensions:
V7/1i 9,bi3 =3 (diatonic) and bG*
V7711 bg, b13 *9
V7/1V g, 13 )
V7/V 9,13 #9 (diatonic) and b9*
V7/VI bg, b13 #9g

*Since G and #9 are both diatonic to these chords, either may be avaiiable to
the chorg, but not together. f *3is available, b9 may also be used.
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HARMONIC RHYTHM

The number of beats per chord within 2 progression is calied "harmonic
rhythm”. in 4/4 time, the most common harmonic rhythms are 2, 4, and 8
heats:

Harmonic rhythm of 2 beats per chord:

c A7 FG7(susd) C  A- F G7(susd)
A
1
’
Harmonic rhythm of 4 beats per chord: p
Cé A D-7 G7
i
} L‘ iyt " - A S gyt L Ll f‘ > :E
P ] 4
Harmonic rhythm of 8 beats per chord:
D-7 G7 E-7 A7
4 - . L) P a g . L) T ’ "
s
In 3/4, the most common harmonic rhythms are 3 or 6 beats:
Cmaj7 Fmaj7 E-7 A7 D-7 67 {maj7 G7(susd)
3} : "V" L 'J - "A'A oo ol "’A" '4" - V‘ V-‘ - -
#
b-7 G7 A-7 D7
II [ : P —— -\'_1 - S—— ’1 gt et ’1 B -’4 E
L
—
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Chords in a progressicn will receive strong or weak stress, depending upon
their placement. This relative strength or stress will often determine the
chord's function. o

In any grouping of four pulsations, the first oulse is the strongest the last
sulse is the weakest; the second pulse is weak; the third pulse is sireng.

| | 1 L ! 1 1 ! L
. )| 1 e ! ] ) 1 1 It ] 1

o ————

“s w s w S W s w S etc
(S = very strong; s= strong, W = weax; w = very weak.)

This stress pattern holds true for harmonic rhythms of:

2 heats per chord:

C A= F G7(sus4) C A- F o G7(sysd)
) S
g .i fl r‘ " r‘ ’J F‘ V‘ "‘ " " " " F‘ " " 74_ _:g
= =
s W 5 W 3 W s W
4 pbeals per chorg:
, Co A7 D-7 G7
yi R | - — — — - — —— -
- L » Lt Ll r Ld L Ll »
/ ) W S W
8 beats per chord:
D-7 G7 E-7 A7
——7‘ o [ P L] T L) P '[ g P :
I___L ) r e S L] L Ll LA A A ra »yor r r |l A :
’ S W 5 W

3 or 6 beats per chord:
Cmaj7 Fmaj7 E-7 A7 D-7 G7 Cmaj7 G7(sus4)

LA a—] " R It
O S Ll SO LA L e poy— L L L Y ]

|
|
S W S W S W S W
D-7 57 E-7 A7 N
-z k| + ) el . ) Ll i i Ay 2 T-'El
- v i) =" 7 LA rd Ll L4 = 8
T T B |
- ,
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Cadences most often occur from a weak beat Lo a stronger deat:

F

BD

'F‘

Bb C7(sus4)

FBb

.

r

£,

L.
| O

=

h) r

S (W———s w 5 W——3s5 W

Since the V7 chord is the primary cadence chord of the key, it is typically
found on a weak stress point:

=7 V7/E =7 V=7 1=7 V7 i6
A-7 D7 B-7 £-7 A-7 D77 766

IS S I B | A regptlerargtlhm i eyt
plyte—pt—y LA Pl Py LAY

Tonic chords are-therefore usually found at stronger stress points.

F .
o S @—ss W S

ya

W

This characteristic of dominant resolution from weak stress Lo stronger
stress is also found when secondary dominants are present:

V7 V7 V7
maj7 -7 S wier Sy v
Cmaj7 B77 TE-7 E7- T CA7 D77 6T
—'l':'/ 1' Forl Far ) AI
- = Forl - £ 1[[ -4 L4 :;
s W—s @®—s5 ®—s ®—
V7 A
v vmar A e w7 6
C €77 ™Fmaj7 A7~ D7 G7T "C6
f;} F» i‘;‘ — ol
—5 @-——-—»s @——bs @--._——u-s w

Thus, in addition to _the other characteristics pertaining to secondary
dominants must be added the observation that they are usually piaced on a
weak beat.
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EXTENDED DOMINANTS

Dominant chords which are on str‘ong stress points will 7_@ sound as
secondary dominants. The typical location for these chords is either the
beginning of a phrase or the beginning of the second half of a phrase:

-7 V7 Imai? =7
07 -7 77 “Fma)7 A-7
o) = 1 T
- AL — Aj “ 1 P
/ o I
©) W 5 W
-7 V7 tmaj7
D7 6-7 C7° ~Fmaj7 |
i = T ; i o
n = = ~ I ]
z 7
® - W S W

Such chords are "extended dominants” and have an expectation to resolve
down a perfect fifth to another extended dominant or any diatonic chord,

7677 ~C77 F7

1

!

2%
|~

(>

Fa 't
-y
e

f
»,
v,

<P+

Wil

L

Once the extended dominant pattern starts, there is an expectation for it fo
continue, and eventually end with a diatonic resolution:

imaj7

. D7 G7 ~C77 "F7 —Bbmaj7
Ho— —

-4 ! > Z —

Therefore, extended dominants have one of two characteristics different
than secondary dominants.

i) Extended dominants are either found on a strong stress of;
~2) they are continuations of an extended dominant pattern which
starts with an extended dominant.

SRR )
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The analysis for extended dominant motien is an arrow to the resolution
down a perfect fifth. In order to locate the extended dominants' rejation 1o
the key, the scale degree of the root of the first extended dominant is
inciuded in parenthesis using its Roman numeral (without chord quality):

(i V7 imaj7
D7"G7’"‘*C7"‘F7’"‘Bomaj7
Fr— e :
s e m ] e =

F &

fach extended dominant in a series can pe seen (and heard) as being
temporarily in a key other than the eveniual diatonic key:

D7 67 c7 F7 Bomaj/
- I ! . 1 - - a,
it EOFN7) 1 N 1 f H .
A Lo ol } =y ! ) —
rd T g —
v
D7
E%(Expected resalution to G7: V7/Vin C)
D7 G7
e t
e e (Expected resolution to C7: V7/Vin F)
Y e -
f L~
D7 &7 c7
oo Y P } = -
N -t — (Expected resoiution to F7: V7/V in Bb)
¥ v :
D7 G7 C7 F7
T
s;"in ¢ (Since this dominant is on the wezkest
o = stress of the progression, most listen-
ers will expect it to function as V7,
key of Bb.)

Thus, each of the extended dominants will be V7/V in a "key of the
moment,” except, usually the final dorinant, if 1t is weakly stressed, will
sound like the primary dominant.  Additionally, to some experienced
listeners, the chord which is actually functioning as V7/V (the C7 above)
sounds like V7/V and not an extended dominant; its anaiysis as either an
extended dominant or as V7/V is correct (since all extenced dominants sound
like V7/V).

Since all extended dominants fuhction as V7/V in their key of the moment or
ne primary key, their availabie tensions are 9 and 13; the same as V7/V. -
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DECEPTIVE RESOLUTION

Another commonly found trait of extended dominants can be demonstrated if
the previous exampie is continued with a secondary dominant occurring on a
very weak stress point.

_ V}
(H V7 Imaj7 H
l 0777677 TC77F77 " Bobmaj7 YN
o — % —t—
2 L 2 5 ;‘;; T .:
MJ,f TI. e Ll -
S W S S W s W)
in context the A7 meets all the criteria for a secondary dominant. I[ts e

placement is weakly stressed and it has potential for a resclutien 70 2
strong stressec beat. Taken out of context however, it is the first in a
series of dominant motion following the cycle of fifths: A7 D7 G7 C7 F7.

Therefore, this chord sbunds like a secondary dominant, but resclves as an
extended dominant. This is a commonly found exampie of "deceptive
resolution”, and requires an appropriate analysis.

Chords are first analyzed for their sound within the progression:

. 4
() V7 Imaj7/ HI
., D767 “C7TFTC ‘Bbmaj? A7
: A = ) ? jT ll. s
A= =

Any deceptive resolution is parenthesized:

V
tn V7 Imaj7 ‘ (%Il)

., , D776 ~C77F7 Bbmaj/ A7
% - _]1 . |
_-__‘F Fu ) F:;" > =

(A? does not resolve as V7/111 to D-7.)
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Then, justification for the chord's actual resolution is adced. In the case of
A7, the resolution is down a perfect fivth {not as V7/111, but as V7 of the
extended dominant D7), and therefore, an arrow will show {hat:

(1) V7 imaj7 (V%ID

- i P . .
. D77 67 c7 F7 Bomaj/ A7
CEER o 1 )| 1
bd KXWV ] ) L i ] l 1 =1
2.0 R 1 i Yl i e ) Xl
1% )i =) L [ o - Fos’d .
7 v © z —
ALY AV AY4 I\VV hva ALV ALY !{7\ N vl S LYV \I‘ e V‘\(\(
-, o~ . -
Iy e e 7
j/ ‘\}\/O‘u\""{ ot _s'.-:,’- 5?’\—*:: . I 1 T - - '
in summary: . . P RS IR N
Sove SEgMPTE T -

1 Ty LG
CANIIS 3 P
F\—' LRSS

-Télﬁg inin .

. . ’('
L Do NICHE

/‘

~
b{“:—)

7

|

\
L

1) Secondary dominants are dominant chords a perfect Tifth above a

~

diatonic chord. Their placement is on a relatively weak
stress point with the chord of resolutien on & stronger
stress.

2) Secondary dominants are analyzed as V7 of the diatonic chord a

perfect fifth below. If a secondary dominant resolves
deceptively, the analysis is placed in parenthesis, and an added
analysis is used to justify its actual resoiution. The available
tensions will reflect the secondary dominant chord's expected
resolution, not its actual resolution.

3) Extended dominants are dominant chords which are placed at 2

strong stress_peint, or within a pattern of _dominant

resolution following the.cycle of {ifths with an extended
dominant as the soﬁtmg point for the pattern. The available

tensions are(@and(f3for extended dominants.

4) Extended dominants are analyzed with an arrow, since their

expectation is to resolve down a perfect fifth. The first
extended dominant of the pattern has the added analysis of its

 root's Roman numeral in parenthesis.
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MELODIC ANALYSIS

Almost all music has one common trait: repetition. The repeating of musical
ideas will be one focus of the melogic analysis process. Before descricing
the process, it is necessary to understand the ways in which melodic
repetition occurs.

Most song forms (as described in Arranging) contain 2 certain amount of
phrase repetition. In AABA form, three of the four pnrases in the tune are
the same or so similar that they can be said to be the same.

AABA
AL |
V7 ) | ]1 —_— T : pa—
s = ——
- - < —pr ~—t I—{—'
v / hd
1. 2.
i ; .
A 1 B 1
n - | - ey
¥ V.3 ’ i:! L
~ T ) p i
L 5
T ! g 1% 0
4 ! P —— F- T >
b \
-+ + s
? FH - ¥ — yod 7
i b 1 : d e
r ) ! ! =
a1 - —
_%y ! _Frf : t 1 5 '
L. = L‘ — el T i Yu?d @'— +
L L . .
! N 1 = e "
—— Pz P 2 = = A
. " Atp—-—,—f—f = H—?—F -
h - M
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Some songs contain a repeated phrase which is only siightly different than
the criginai phrase. '

A |
A e T
Y [ n { 1 ]
Y | L S XA F :
=~ . A o o — o
P ! -
L 2.
1 ,
rr y ! " i
B — o ! Lo P =
= f S o) - & g_.,r — =
- T
L [
Ty ! S Y —a
- b - y
o A v # )
L = L ! 2 d - a4 T 1 A
' T 4 * 3 L.
L
Ir'TU Lt - L
{ s Y
r— T — F » 7 ) 77
7 1 T p: =o=
7 ot
Ly —
N7 — n 1 M . . Y
o 1 T > - »] -
4 A 1 . _i_‘_‘
! = yor s A—
o/

‘4 i i
1

\Pi ) ) i
n - ~ -
> Y
et

st ——————

|

The form for the above song is AABA' (AABA “prime”). The last phrase is so
similar to the first two phrases that it can be identiffed as "A", even though
it is not exactly the same.

Phrase repetition will be found in almost ali common song forms: AABA,
ABAC, ABA, ABCA, ABABC, etc. The form AB is most often repeated over and
over resulting in the form ABABABAB etc. Twelve-measure biues is repeated
to produce the form AAAAA efc. '

Melodic repetition occurs within phrases. Most phrases can be broken down
into three areas:

1) Antecedent - the first half of the pnrase which requires a.
2) Conseguent - the second half of the phrase which may end with &
3) Melodic cadence - movement to apoint of rest.
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An exception to phrase repetiticn is found in "through-composed” songs.

Through-composed songs achieve: unity through motivic repetition and

manipulation rather than phrase repetition. A "motif” is a musical fragment.

N Most motifs are shorter than 2 measures in length. Melodic motifs may
repeat themselves either exactly or in disguised fashion:

N
f—ot— ———+— —
& ——= T A
vi. ” 2. 3. =
le 4 i ) )
e — » G —— 7 ———
“ — it M w ; . :
5. T &. 7 8.
ly — [ Al
T e — : T . ﬁ'—l—'TL .
}:&é—_'bﬂ:i—*— =T -
T~ 1
9. 10. . 11. E) 12.
L i L My
1 1 —" T T —J—- N =
4 A L.l i Ll .ﬁji_F;___ 2 =
_L.LlL‘ﬂ_‘i 4_.';2 at i —Hf‘—f;
13, 4. 15 6.
Jl _H_lz 1l7f s - H -
T — = ey 5
— e !
. 5. 19. 20
1 - - o~ -
74 L] P yar '_V
~T ‘H"‘""'I I"LT T

‘ > 4'1"—‘ ‘{ - T 1
! 21. - 22 23, 24.

- - - & by —
| T T e
:: - v . = T 1

25. 26 27. 28 29.
N
= ' ===
.l -
— Ll L
30. 3. 32, 33, -2

Ta
=

B
A




Motlifs may be manipul

combinations:

1) Transposition (Motif moved to ancther pitch level.

also known as sequence.)

_ Harmeny 2

Al { |
" 1 ] -
ARG ol ol )
101y = Pl
e -
Vo1 2. 5. b.
2) Inversion (Motif is presented upside down.)
174 T% /‘1 1 L O ' lI i
& o e
N T : WL — <
JI1g. # a0. 21. 22.
3) Retrograde (Motif is presented backwards.)
AL 1 . H
Y —r =
5 7 15.
4) Rhythmic varigtion
Al [ |
/{ﬂu :) A_H b : % + ;\l |
@ Z & t |_l—‘— Vi' ’ '_t
V3 7/ 11.
5)Melodic interval variation
A o o o ———7
— A
V25 ° 26. 217. 26

O T T e

15

ated using any of the following methods or

This is
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MELODIC ANALYSIS PROCEDURES

The first step in the melodic anélysis process is Lo determine the song form.

Phrases which repeat exactly will be analyzed exactly.

AABA’
Ebmai? Bbmaj7 Ebmaj7 Bbmaj7 c-7  F7
}
9 P r'% H -1‘
e
Vi 4 2 ENS 4 5.
Bbmaj7 G7(*9) e Bbmaj7 c-7  f7 3b
i AN
P r=Rii N ] 1 5 1 =
e e e —S=——
6. <l 7 [ = 15 = .
Ebmaj7  Eb-D Bbmaj7 . thmaj7? Eb-6 Bb
b { ﬂl \1 T —%
SN s ESFESa e e
17. v T 18, - 19. = 20,
67 c7 D7 G7 c7 £7
Lr - .
o — ot = a =
mi 1 )] = ’1 fo i ol L
L 1 LS =] 1 e —
21. vo2z. 7 24
5-7 D-7 Ebmaj7 Bbmaj7 c-7 7
L y— .
M ! = i__dl ' > i T-r—
- = é L - (J"i ) <
25. 2%.¢ 1 21~ 28. - 29. ©
;Bbmaj'/' 67(*9) C-7 F7 D-7 167 c-7 F7 Bb
1 a—— " — N  ———C
14 T o =] =
2, <47 31. - 33. .

Motifs should be enclosed in brackets ([ 1).
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The next step in the analysis process is the identification of individual note
relationships to each other and to the harmonies. £ach notes wilipe either:

1) an availabie pitch
(a) a chord tone or
(b} an available tension.

2) an approach note.

An "approach nofe” is z note which is a quarter note or less in Zuration and
which moves by step to a chord tone or avaiiable tension. Approach notes are
found in many configuraticns.

Passing tones are approach notes which move by step between two charg>=
tones, between two available tensions, or between a chord tone 2na tension
(or a tenston and chord tone).

L D7 D-7 D-7 D-7
A" i N N N .
) Y 1 3 1 N N | LY )
] v [_.—\1 T % 11 } ‘1. 1} : 1
r - - - R
5 855 5 n 3§ 9 n » S 5 oo o 507 9

If the passing tone is diatonic to the key of the moment, it is analyzed as a

~ “scale” approach note ("S™).

The pitches preceding the passing tone and foilowing it are identified with
the number representing their harmonic relationship to the chord. In
addition, the approach note is identified with its scale relationship to the
chord:

L. D7 D7 D-7 D-7
%: E. JE ] 1 i. 11 g ‘l j 'i\} 'E } }. ?}*]]
a"J —F %
5 4b35 11 539 M pwooy 957§ STbT 9
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Passing tones may alsc be chromatic. Unlike scale passing tones, they will
most often not be diatonic to the key of the moment. Chromatic passing
tones are analyzed as "Ch" (for chromatic):

D-7 G/
I s p— J ?:j:b-?—f

V 5 st o5

-
L

et
15 CHs5 1

Approach note patterns may start during one chord dut resolve t¢ a note on
another chord:

-

D-7, G7
"7i \111

;i >y li ‘i ﬁ 1

BT 5 b CH———1 p7 5 CH—3

=28

ALL -APPROACH NOTES RESOLVE TO A NOTE AND CHORD OF
RESOLUTION. They are analyzed relative to the chord of resoiution.

L C A7 D-7 &7 C
=+ D -—+ Pr—t _L
S — A —

{ 97— b7 b1 11 SpT~13 13 34— 5
(or: 1 Sz2—=1 b7 Sb3—=11 b7 13 S6 6T 5)

An unprepared approach note, unlike a passing tone, has NO preparatory
pitch but, like ail approach note patterns, it must resolve. Unprepared
approach notes are either preceded by a rest, leaped into, or a rnythmically
repeated pitch:

» C A7 D-7- G/
fﬂ_k%fﬂ I]- . -
j ;J Ll 1 - |
’ Sb3 9 5 56 5§ 5013

(or: 1 9 5 9 5 1313)

_ A T L e an e sveme A s e s - R — SR
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Neighbor tones are upper-or lower movement from an available pitch and

back to the same pitch (either by scale step or chromatic step).

. G7

val rTi}Z]ll.' —J—

g i! | ‘él —
Y 98559 1R 1 1
(oR: 98 99 1cd11)

In addition to the above approach note patterns which involve single melodic
pitches, there are two easily recognizable muitiple approach note patterns.
ALL APPROACH NOTES (SINGLE OR MULTIPLE) MAY TOTAL ONLY ONE
BEAT.

The double chromatic approach is consecutive chromatic motion in the_;i‘@

same direction to a note of resolution:

0-7 67 Cmaj7 _Cb6
7 Y ) Ha

SCHCH 1CHCH T CcHCH A1
(R: 9 63CH 19 CH 7 CHT 1)

Note that the analysis for any form of chromatic approach notes(s) is Ch.

<3

The other consecutiv'e approach note-pattern is the indirect resoiution.
Two approach notes appear, one above the note of resoluticen, and one below,
and then the resglution occurs:

D-7 67 Craj7

—
- ek
i

=

—h.
Fal
T

As with ail approach notes, each note of the indirect resolution patiern is
analyzed as S or Ch:

D-7 G7 Cmaj7

1]

2 =

=~
34523 c ch 5
(®: 675 39 ¢4 5 )

A
'

19
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SPECIAL MELODIC ANALYSIS SITUATIONS

There are possible rhythmic alterations to melodies which affect the
melodic analysis. (See "Arranging 1”.)

An anticipation is seen as a melody pitch cccurring @ 1/2 beat prior 1o a
stressed beat (1 or 3). |t may be tied into the beat it anticipates or there
may be arest on the beat:

Cmaj7 D-7  G7 cmaj7
3 Y- —y <
Y : AY i |- 1/';2' 1'[ 1/ -
o —_ gy H‘l\ i \N_7
v . —

ANTICIPATIONS ARE ANALYZED WITH REGARD TO THE CHORD THEY
ANTICIPATE AND THE CHORD SHOULD BE CONSIDERED TO ANTICIPATE
ALSOC:

Cmaj7 D-7 G7 Cmaj?
=+ [“ Y — T e
[ - — >
’ =2 ——

5543 82b3 S45 3% S455
(arz=5543 2 y3 11523 3455)

Some styles of rock music and jazz incorporate double time feel notation.
Anticipations in double time feel will appear as sixteenth notes:

. Fmaj7 C7(SUS4A;?VT g-7 (7 B;JT F;
T St e
F

T 13513 554 152033 S45p7 35131
(oa-.m 913 54 19b23 4557 5521)

The opposite of an anticipation is a delayed attack. Here the rhythmic
alteration is seen a 1/2 beat after the stressed beat (1 or 3)

A-7 D7pa - G
D.A D-Aw-\
A X ~ 1'\/ *" ".
Yf um; ui l'—!'-i@/T
@ Falkl —u L M
Y Y _prs53519 5 543 1
(®:b15 119 5  s431)

Lot
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Infrequently, anticipations and delayed attacks may occur by a whole beat,
This is most often seen in jazz compositions and arrangements:

c ANT.
1‘} IL[f }i o /_?_6 Il - i % lh'l leﬂ(SL{{Sﬁ) t
wa p 5' paw; q!\Lf ‘: : : 5 ' * ’I R 5} j- - ;
v i 5 5 5 5 1
. BO7 b7

A melodic suspension is a melody pitch which is tied into a different
chord change for a peat or less. Melodic suspensions are analyzed as the »-

chord tone or tension of the chord from which it is suspended:

D £7 A7 F#-7 E-7 A7
v s 2 - 1
e rer e ]
Jl
1 " %bT 5 543 11 113
(m 1 13345 34 3 11 1 3)

The melodic analysis procedure in summary:

1) Note the song form.

2) Bracket each motif and include any melodic cadences.

3) Analyze each note in the motif as either an available
note from the chord structure or as an approach note to an
available pitch. (S = scale approach; Ch = chromatic approach.)

4) Analyze repeéted motifs with a repeated analysis.

VSV VLV VP LV AV AVEVAVEVAVEVEV VRV AV AVEVATA VAT L A

| b A T IS = LT e g e
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HARMONIC CONTINUITY - VOICE [EADING

Chords presented so far have been in “close’position. All the chord tones are
as close as possibie to adjacent chord tones:

Crmaj7 D-7 -7 Fmaj7 A7 67 Cmaj?
T} } 2 ek » ;
igh ‘3_ -
hnav | " i = o]
T E Z | Z

Chords nave been seen in roat position as well as inverted:

Cmaj7 A7 D7 67 FE-7(05) -6 cral?
S — « -

i
:I‘l : P IL: 1 1 f;ﬂ
ST ST =
>

Note that the Lop voice defines the required movement of the chord tones
peneath it. If the top voice were not the controiling factor, the example
could be “voice led" Any pitch (except the roots) from a chord structure
would move to the nearest chord tone of the subsequent chord following an

order of preference:

L 1) common tone (no movement)

1 2) half-step movement

L 1 3) whole-step movement

' 4) movement in thirds (major or minor)

Cmaj7 A7 D-7 G7 F#-7(03) F-6 Cmaj7
e ]
m— — =

|
= — = ==
S T T '
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when a harmonic progression is voice led ({(as above), “harmonic
continuity" is said to be in effect. A progression can alsc be demonstrated
by voice leading only the essential pitches of each chord. The essential
chord tones are the root, third (or fourth on sus4 chords), and seventh (or
sixth on 5th chords); these pitches make each chord sound majer versus
minor, and the major or minor seventh further defines the chordal sound.

Cmaj7 A7 D7 67 FE-7(05) F-6  Cmaj7 T
IT' [
e —— |
. 21 3. j"f - 6 Mo ML {; b z 5 -

3 "b7 T3 s L

[= T \l L ‘I
hi A bl 1 o

Fol i L= . oL : -l

o = - : : .
e

Generally, the position for the starting chord structure 1s determined by
sound: the best location for the chord tones (3rd and 7tn) is within the
foliowing range:

o)
VA

The roots of the chords will be the foundation for the essential chord tones
which are voice led following the previous list of linear intervallic motion.
(Common tone: chromatic; whole step; thirds.)

Cmaj7 D7 D-7 G7 F=-7(b3) F-7 D-7 Bb7 Cé
s : |
¥ J - | = : =
25T

vP
== ; — .‘ '5:}{ ~ !
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Considering the list of preferential motion, chords progressing with
unchanged rect motion (chords with common roots) will use common tong
and/or stepwise voice leading of the essential chord tones:

Cmaj7 D7 D-7 G7 F#-7(bS) F-7 D=7 Bb7 ce
7 1 J
Fal i T T
=" v - s
T e—T % 7 Z1p= *
. L L 7
e ——
Ol [*d -~ — IL - j} . i
PARALLFL

(Uniike traditional practice, the use of parallel motion [two voices moving in
the same direction with the same intervallic relationship] may o¢ccur in
contemporary music.)

Chords which have Toot motion in fourths and fifths will have voice leading
of the essential chord tones by common tone, chromatic, or whole step:

Cmaj7 D7 D-7 G7 F#-7(bS) F-7 D-7 Bb7 Cé
f 1
A L I 1] | |
s ——— o — — 2 —i
& L . 2 e & v
—_— ¥ |4 =

Step-wise root motion will require voice leading by step in parallel or
similar motion (movement in the same direction):

D-7 Bb7

Cmaj7 b7 D-7 G7 F#-7(b3) F-7 Cé
’l}ﬁ 1 TI El F» — Al_ ‘hf } l ]
’__.5. -3 -ap__“‘-*ﬁ—bv P 1=
9]:' ‘} fi 11} l ! =
_’7 Far) L= - - 'IL_ :{1’ i | |

HEN
}

o O ————e 5%
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Root motion in thirds wiil usually require that at least one of the essential
chord tones is voice led in thirds aiso: ;

Cmaj7 D7 D-7 G/ F#-7(b5) F-7 D-7 Bb7 cé
7 ‘ — = ]
—— = e e =
v %— gl ZP ;L by "//E,gL i
1 | .
91 5| 11[ f'* : - _
DAY S = 1 - — n__ —;

S~

Intervallic voice leading larger than thirds is generally not necessary.

LY
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GUIDE TONE LINES

The result of the previous voice' 1eadi‘ng of the essential chord tones is root

motion and the two “guide tone lines” Guide tone lines are singie lines
which are develcped by the voice leading of the essential chord Lones and

quide the listener through the chord progression.

Individual guide tone lines may De one of three configurations: either one of
the two Hnes created from the previcus process or a combination of the two
lines frem the voice -leading process:

Cmaji7 D7/ 0-7 &7 F#-7(b5)F-7 D-7 Bb7 Cé

! : — 1 1 _% T o
T ] a0 11 7 17 -l
V] 4 At 4 1o rd

i}

== ; } =

v 7 T T L FEpE T ;

' ——— i moma—— — i

< v S ! ! -

g i T 7 mbi: *Lﬁjj v

{f the developing quide tone line appears to be approaching the limits of the
given range, an adjustment may be made by utilizing one of the following

alternatives:

1) Within the duration of the chord, it is possibie to leap from a
guide tone to either:

a) the same guide tone note an octave higher, or

Cmai7 A-7 Fmaj7 D-7

A
1"
) 1
1AL {
-y |
" » —
+ |

b) another guide tone line.

cmaj7 A-7 Fmaj7 D-7

A
17
A T
& =
= 1
;l — .6I.
ol

HERIR R ORRTINIE
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2y Or voice leading may be suspended and the line started again at
~adifferent pitch fevel either:

a) following a cadence to the | chord, or
b) at the end of a phrase.

. Ebmaj/ Bbmaj7 cbmaj’ Bbmaj7 c-7 F7
e —
S —
v [ 0-—_,______/0\___....._1 —

1 2.
Bbmaj767(*9) | C-7F7  Bbmaj7 C-7F7 Bb6S
o
ol 'l_ =

T T F ZF 7 Z z
Ebmaj/ ED-6 8bmaj7/ Ebmaj7 Eb-6 Bbmaj7/
T j . t
Z ! )]
_...sj_ 459 o “ . if ’

% G7 C7 D7 G7 c7  F7

a2 a 1 .
= 4# = LI, [‘llj £
EL = i 1 T
. G-7 D-7 Ebmaj7 Bomaj’/
=
.\-—-—.-’?
C-‘7 F7 ~Bbmaj7/ 67(39) C'-7 F7 Bbb
E—: —= 5 —_—




Harmony 11 28

MINCR KEY HARMONY - NATURAL MINOR

Minor key harmonies are similar to major key harmonies.
The common minor Key scales are:

Natural minor:

D
\

\
\

!ﬁ%?c:

P

Harmonic minor (natural minor with a raised seventh scale scale degree):

=3 Fur
ror A

3T

ul

]
Y F -
v

t@al‘db

=)
L=

.5..0

Melodic minor (natural minor with both a raised sixth and seventh degrees
ascending and natural minor descending:

2 23
e For ARV
L4

[
bW L

5 7

A
—r
e
[fanm
Sl

v

The diatonic chords in natural minor are:

-7 11-7(bS) biiimaj7 V-7 V-7 bVimaj/ beII7bI~7

A L L2

—r e 181"

Xl
|r ) W oW

zJ .~
v 4 e
. b

o 0 o 244 0

It should be noted that the diatonic chords buill upon the third, sixth, and
> seventh scale degrees are labeled relative to their Tocation above the tonic: a
B minor third (bl a minor sixth (bV1); a minor seventh (bVIIi).
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Since natural minor shares the same diatonic structures as the reiated major
key, the context in which the chords appear determines the tonality, major or
minor:

-7 V-7 -7 V-7
C-7 F-7 C-7 6-7
T —
— T .! : T T
v L 2 “— 3 -;- il- 4 -
zZ
=7 V=7 bvIl7 -7
L7 F-7 37 c-7
uri i L |
e s g
5 5 7§, C 8§ <

Two important characteristics about the diatonic chords in naturai minor aret =,

1) The diatonic chord built upon the dominant scale degree of‘the Key
| | (scale degree S, the V-7) is not a dominant structure; it does not contain

| atritone.

2) The diatonic chord which is a dominant seventh chord structure is
built upon the seventh scale degree (bVH7).

when observed in context, the V-7 does not receive an arrow for analysis
since it is not a dominant chord wih resolution down a perfect fifth:

-7 V-7 | -7
c-7 G-7 Cc-7
A e
LA T
IIHL\I? I'I N ——— ’[ } T T é_ hrtumuis
v 7" S——
v 3 *- o 4 > 5

The diatonic chord in natural minor which is a domma_nt structure is not built
upon the dominant (Sth) scale degree of the key. The bVII7 is an example of a
dominant chord without dominant function:

-7 bV1i7 !
F-7 Bb7 c-

g

[
\il

a\

%
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V-7 -7
. 67 c-7 .
2 T 1 } :
e ————g——t - V-7 to 1-7 (Meledic analysis
N Lo R .
v 1 Sp2 b3 1 is included.)
V=7 =7
AL F"7 - I C_7
¥ i 1 L L L
V-7 t01-7 Ayt
v 9 b5 11 1
®: 9 b3 SpT 1
bV117 -7 _
Bb7 Cc-7 T
1 —
{‘SE';; 5__‘54 < BVII to i-7
v 13 b7 1 1
or: 13 b7 sb1 1
H-7(b5) -7
., D-703) c-7
11-7(b3) to 1-7 éﬁm:ﬁ—‘ 2
Y 11 b5 b3 1
or: 11 b5 S5b7 1
bVimaj7 t-7 -
Abmaj7 c-7
Gl'ljl S E i
2 bVimaj7 to -7
Y 7 819 1
+ :
“\ &M Jov -&\ﬂT =
1 _-._



Harmony I 31

AVAILABLE TENSIONS - NATURAL MINOR

The available tensions for ciatonic chords in minor tonalities are rormatly

those which are diatonic. However, optional tensions exist which are

generated from other forms of minor keys.

Optional
Available Availabie
Chord: Tensions(s) Tension(s):
- {triad) 3
=7 9, 11 13
1 (triad) i1
[=-7(b3) 11 b13
bill (triad) 9 11
bltimaj’/ g, 13 =11
[V- (triad) S 1
V-6 9, 1 maj7*
V-7 g, 11 13
~F 1V-(maj7)* 9, 11,13
v-{triad) 9,11
V-7 11 9, 13
bVimaj7/ g *11,13
bVIH7 g 11,13

*The |V-(maj7) chord is not diatonic to any minor key since it contains scale
degree major 3. It is listed here since it is commonly found in place of V-
V-6, or IV-7.

]
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HARMONIC MINOR

B The lack of dominant seventh motion from V7 tc | in natural minor led to the
development of harmonic minor. The diatonic chord built upon the Sth scale
degree in harmonic minor is dominant:

~(mai7) [1-705) blll+maj7 V=7 V7 bvimaj7 ViI°7 I-(ma7)

A - n - W) b o
7 ] 19w yly PRIF*i a_ |Vl
A o) sl Syl 1 - L7 iy e O farl
[fanY | e |0 ) ] ot ik )] -
N v iy For o oy f ) W
o 43 Z v

o

g the

)

This alteration to natural minor for harmonic purposes can De s&en
reason for the name harmonic minor.

Three unusual diatonic chord structures are found in harmonic minor.
- 1) 1={mai7) is a minor triad with a major seventh.
2) blli*maj7 is an augmented triad with a major seventa.

y 3) VII°7 is a diminished seventh chord.

{n harmonic minor, an arrow is used to show dominant resolution from V7 to

AW }
1

V7 1-703) V7 I
: c- F-7 67 D-7(bS) 67 C-
=

-
=
)
~J

== — i : '
] w—# — ——
] oVimaj7 V7 ovimaj7 VII©7 |-
. Abmaj7 67 Abmaj7 B7 C-
] i if : }
: | E—— r r - o e
‘L h,- 6-

| ST ]
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The typical cadences in harmenic minor are:

o 5

V7 -
R 67/1/’.r\kcz"
AN AP 1\ - .
Ao gt 2 2 V7 to 1= or I=(maj7)]
Y ’ b 3 y (me‘lodlc analysis
w:1 b3 57 1 1$ inciuged.)
V-7 i-(ma
L F7 C-(maj:
I tmaiy T ' !
V-7 to i-(maj7) %?v,b T3 =
¢ b3 9 1 b3
[1-7(b3) V7(b9) [=
. D-7(05) 679"  “C-
rﬂh"; [U 1 Lol : - T
\Jy T
I ; [1-7(05) to V7 to i-
4 T ,i 1 (ANl root motion is down
i = in perfect fifths.)
z
V7 [-
s &7 C
VH°7 tO f‘ my el % A—'EI‘ &l
T Twr 1 1
or: T bbT 57 1
L
[Vlie 7 can De seen as the ) Z
upper structure of V7(69).] 3= R s -
v G7(b9) % _
bvimaj7 t-(maj7)
\ Abmaj7 C-(maj7)
s — 4 bvimaj7 to i-(maj7)
Y5 pmrT 5
13 55 5 .
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AVAILABLE TENSIONS - HARMONIC MINOR

The available tensions for diatonic chords in minor tonalities are normally
those which are diatonic. However, optional tensions exist which are
generated from other forms of minor keys.

Chord:

|- (triad
{~{maj7)
e{triad)
[1-7(b3Z)
bili+ (triad)
olll+maj?7
IV=-(triad)
V-6

V-7
[V-(maj7)*
Y (triad)
V7
bvimaj7
Vile?

;/Q * The 1V-(maj7) chord is not diatonic to any minor key since it contains scale

Optional
Available Avatlable
Tension(s): Tension(s):
g
g, 11 13
i
[ 513
g =1 -
9 =11 B
9
g, 11 maj7 *
9, 11 13
9, 11,13
9
bil3 9 OR b9 ang *g **
9,*11,13

All available tensions must be diatonic and a major
ninth above a chord tone. The numbering system to 13
does not work here since there are four potential
tensions.

-~ degree major 3. It is listed here since it is commonly found in place ¢f 1V-,

V=5, or {V-

7.

~ ) .
. *¥% hS is sometimes used as a special chord tone on the V7 chord.
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MELCDIC MINOR

- Melodies built from the harmonic miner scale have an unusual sound because
of the augmented second interval from scale degrees b6 to 7.

Harmonic Minor
A L | |

7 : . TR T |
AT | 1] H 3 H Vo —_
j[fanS"2Rvi I ! : = 1 ]
jar _i - T T T i
v = - - _ —

Meledic Mincr (ascending)
—~(maj7) 11-7 bill+maj7 V7 V7 VI=7(bS) VII-7(05) 1-(ma]7)

A Ly o i 2 ﬁ |5

A = 7 ) X o o ;

2 = o) = pos 5 yor, " v | e
ot - p.) A1 y”s -
oy oA pat =

v [ U

The traditional melodic minor scale above utilizes a raised 6th and 7th scale
degrees when ascending melodically. This allows for the use of a dominant
seventh chord on the fifth degree of the scale.

The 6th and 7th scale degrees are lowered when descending melodically. The
resulting diatonic chords are thus the same as those in naturat minor.

.

m@%
4,

i
rori =]
A —d

L

The alteration of the harmonic minor scale for melodic purposes is the
reason for the name “melodic minor". -

As is the case with the bVIi7 of natural minor, the [V7 of melodic minor
represents a dominant structure without dominant function:

{—(maj'J) bVimaj? V7 =7  bVI7 -7
AL C-(maj7) Abmaj? F? . c-7 Bp? . c-7
= e
7%599 > e o A 2] )

V-7 bHImaj7 =7 V7 i-
CF-7 Eomaj7 -7 67 -
N7 ) 1 n N |
e r —]
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The typical cadences derived from the ascending meledic minor scaie are:

AL G7 . . C-
T’:{n;‘:‘ub - n‘l;:# > V7 to I- (Meledic anaiysis
= a ‘ 15 incluged.)
! g 3 1
oe: | g 37 1
=7 V7 {-
-7 to V7 to i- D7 S/ < .
(A1l root moticn is down -@;ﬁ‘-b-———-trxi:ﬁi ~ 3
in perfect fifths.) v 1 3 3 1
x: 11 9 37 1
V7 -
o il —— = '
:@ﬁq:qtﬁé = V7 to t-
v 9 3 41 1
om: 9 3 37 1
=7 [-
G ‘Fl Dd? 1 :_ ) C—
H-7tol- fybr—g—ta—at————
v 1 5 e 1
VII-7{bS) -
i 3-7(1353 X C-
Tt Z VII-7(b5) to |-
oY b13 b7 1 1 :
w:b13 b7 87 1

Additional cadentiai motion may occur using chords generated from the
descending melodic minor scale (see the typical cadences of natural minor).

BT Y PRI ]
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AVA|L ABLE TENSIONS - MELOD!IC MINCR

The available tensions for diatonic chords in minor tonalities are normally
those which are diatonic. However, optional tensions exists which are
generated from other forms of minor keys. The avatlable tensions for the
diatonic meledic minor chords derived in its descending form may be Tound
under "Available tensions - natural minor”.

Optional
Avzilable Available
Chord: Tension(s): Tension(s):
|-{triad) 9
(-6 g, 11 maj’/
I-(ma7) 9, 11,13 i,
[t-(triad) 11
1-7 11
blii+(triad: 9 Z1
oill+*maj7 9, #11
IV (triad} ‘ 9 =11
IV7 9, 11,13
V(triad) 9
V7 B13 9 OR b9 and *9*
VI-7(b5) 11,b13 g
VI=-7(b5) 11,b13

* b5 is sometimes used as a special chord tone on the V7 chord.
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SECONDARY_AND EXTENDED DOMINANTS N MINOR KEYD

'n addition to the use of diatonic chords, minor key chord progressions may

include secondary dominants and extended dominants:

P "
LD E709) AT o- e709 A7
P — e
S e zr —— g,
- V7 V- pvIl7 |- (vy)
Y ¥
o- o7~ 6 C7 D- 87 °
M "1‘ : : H ) 1 —— Y
"TE7 A7 07— ~e7
= {U b= "‘_H—'&I_ = JT r
n-aZa = 2 — z
bvimaj7 V7
7 F7 Bbmaj7 A7
e e i
- V7 V7 - V7 V7
IS AN A A
D- E7(b9) A7 D- E7(DS) A7
. t — — ‘; T t +——fm———
Z7 d:_‘_l“"i = i‘ s
- V¥ V- -
o /'V bvil7 f
D- D7 G- C7 D~
¥ t
' I !_'?_":F_' Yoi >
: z i o ot ~— -




Harmony 11~ 39

AS with the use of extended dominant motion in major keys, tne extended

dominants in mincr keys will function in a key of the moment and have
available tensions 9 and 13. The available tensions for the secondary
dominants will be diatonic and meet the criteria for available tensions.
However, since the 6th and 7th scale degrees of any minor key may be natural
or raised, these diatonic pitches allow for different options Tor some of the
secondary doeminants’ available tensions. For exampie:

/7 Y V7
YA V7 Ty N
[ Bi3

N o —D13 ——b13 ﬁi'__._ﬁ i -

jri . | Y i
‘ - — i = 7 45

L e S 1 I RN WS l.r :E )I- ‘151

o *?bf} ?dmé} -
B7(S) from B7(b9) from £7C(135 from E7(b13; from
harmaonic or natural minor harmonic or natural minor
melodic minor melodic.minor

Additionally, bVlI7 and 1V7 can be seen as having secondary deminant
potential; both are a perfect fifth above a diatonic chord (bl and bVl
respectively). However, the diatonic function of these chords is stronger than
their potential secondary dominant function; they are diatonic chords bvil?
and 1V7 as opposed to VZ/blil or V7/bViL, even though they may progress as

such:

- 11-75) V7 |- bVI7 bll*maj7 iv7  bVII7 V7 17

D- E-7(03) A77 D= C7  Femaj7 G7  C7 A7 D~/

_-:‘1_‘-. o) — yos ! 7 i .
', _LP L= f { L f, - A s &l L
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LINE CLICHES

A line cliche is a single line which moves through a single chord. The iine
cliche will always move chromatically:

maj7/;

R ¢
D- D-Imaj7)

Cal Ll

gyl
» L |

4
R
ol

=1
'

The above line cliche can be identified as the single tine:

#"Z)
iy

8

) I

{5

= ¢
A

==

while the basic chord remains:

D_

Line cliches are very common to minor key harmentes.
Other characteristics of line cliches are:

1) They may occur on the top; in the middle; or, if the line
cliche starts on the root of the chord (as the above line
cliche does), on the bottom of the voicings,

2) They are used as guide tone lines and as lines developed in
the voice leading process.

3) They always appear in the area of the chord above the Sth
and below the root.
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Another of the most common iine cliches is: T

A . - 11

[V ! 1 | S l

.Y - I } LWl Pl
TONY et LW L 1
e ==

Line cliches do not always continue their motion in the same direction:

C_(éjfa
\sE
1 ] |
vy
Gl
st
Byl

when a line cliche is present, the available tensicns are those for the triad

Other line cliches can be found by starting on 6, -7, or maj/ cnerd degrees and
moving chromaticatly:

.1
N M
S s
» L L
\j ’} 1 1 _
A L L
Y. n % ] 1
S —— EE—
!
M 1
A
Mot 1 1 i
2y i j§ W 1 L.
LN L L e L
_& ! 1 LA !
t ’
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Though line cliches are fundamentally associated with miner tonalities, they
may be seen in major key harmonies, Most often on the 1 or 1V chords:

| v
A il' L !
A4 i [ ) Pod Il Wl
A 1t =~ [ o ol - pid L L
fanl o S« N 1=4 Pt M L I
Nt bl 1 ) "
'. L]

or ¢n the ii- or Vi- or V- chords.
chord, it often progresses to the V7 chord:

when the Tine cliche occurs on the fi-

H- V7
} E_ A7
i? # ﬁ: by ‘HI‘ i
e m—_ = A =~ li- to V7 in D major.
' . : !
-
V-
Aé B— >~ 1
. . V- NA T T L
VI- in D major. e ——, %
Sl = -~
‘} 13
PV=
ag o
1Y T} : :
ax ¥ ' - V- in D major.
pran 1 ' N
P 7 vz ~ "

Less often the line ciiche may appear on the |- chord.

P P
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MODAL INTERCHANGE o

MODAL INTERCHANGE S THE | BORROWING OF DIATONIC CHORDS FROM A
DARALLEL MODE (SCALE} AND USING THEM IN THE PRIMARY KEY:

F-7 G-7(bS) AbMaj7 Bb-7 C-7 Dbmaj7 Eb7  F-7

Ao tdey

Primary key: A4S o yor s & — =
~ (natural minor) f\gﬂyy > & i =
F-(maj7) G-7 Ab+maj7 Bb7 C7 D-7(b3) E-7(bS)F-(maj7)

L " { o
Parallei key:  ——a — S— 1=z &
{meiodic miner) hH—p—— & L —— -

[

Modal interchange between minor tonalities is a very common harmonic
practice in contemporary minor key tunes:

F natural minor:

. F-7 Bb-7 Eb7 C-7
i = | = i
e ===
J T
F-7 _ G-7 F-7 C-7 F-7

T — n n

Pt | 1 1

¥ I/ Far X L g

il Fa A0 ) ~J

Borrowed from
F melodic miner

e g R ABETAT R T S AN  S TaorgE
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The use of minor tonality chords in major key harmonies is a commonty round
example of modal interchange. Such chords are borrowed from the parallel
minor key (the key of 1-), and used in the parallel major key (the key of !
major). ) '

Fmaj7 G-7 A-7 Bbmaj7 C7 D-7 E-7(b3) Fmaj/

fa

Primary key: == — — = raris
(F major) i v o - =
M

£.7 6-7(bS) Abmaj7 Bb-7 C-7 Dofaj7 Eb7  F-7

A b
Barailel key: e = pari = — =
{F nalural minor} (E——— e - —

»

The natural minor mocal interchange chords borrowed for major Key use are:
V= V-6, IV-{maj7), IV-7 (all the forms of the V- chord.):

V- imaj7  Iv-6  imaj7 V-7 imaj7 IV-(maj7) Imaj7
_ Bb- Fmaj7 Bo6  Fmaj7 Bb-7  Fma)/ Bb-(maj7) Fmaj?
i — — — ‘[
@Vﬁv o - =4 Z7 — < ya) - < i .1
v
bvimaj7: bVIN7:
bVima] 7 Imaj7 BVII7: Imaj7
Dbmaji7 Fmaj7 - Eb7 Fmaj7

A A
. T
N il i FAVEE ) 1 )i
I W AR R 1 _@.{_‘j“_t o
J ibisl < v

The harmonic minor modal interchange chords borrowed for major key use are:

H=7¢b3) V7(b9) H=-7(bS) V7(b9)  Imaj/
6-7(b3) C7(b9)  Fmaj7/
T_/I'f; ! e s ;
h‘—bﬂ—?‘-—ﬂ = J



e

o

/’ Evilmaj7, though not diatenic to any

/ interchange chord:

y bViimaj7

Imaj7
Fmaj7

Harmeny t! 25

mincr key, 1S a very common modal

L

|
= Ebmaj7
D —t—
o

blimaj7, though not diatonic to any minor key, is a very commen mogal

interchange chord.

The tonic naturai minor chords |-, 1-7, blil, and bllimaj7 are also found as
modal interchange chords in major: :

imaj7 -7 Imaj7 =7 .
, Fmaj/ F-7 L Fmaj7/ F=7 1
e ==z
s e — e —

imaj7 bifimaj7 Imaj7 bllimai7

Fmaj? Abmaj7 Fmaj/ Abmaj7
A L. !
'l P — ———— L
= e } :
v —

The available tensions for modal interchange chords are the same as listed in

their minor key context.
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RELATED 11-7 CHCRDS

The full cadence is represented by the progression of subdominant to

dominant to tonic chords:
2 3¢
A
¥ }Pi 1 1
L4

l% 7
% & B

Y]
21
AN
¥

[

The most common variation of the full cadence has strong root motion of
perfect fifths throughout:

L8 @9

A= t
. [
& E=
e —

Just as an arrow is used to show the perfect fifth root motion between the

| 117 and the dominant V7 is so strong as to require recognition. A solid
bracket beneath the 1137 V7 is used to show the perfect ifth root motion:

JRE % AR

- 17 T wigj !
G‘f C? Fua) 1
- - ': 3 _}—

)

dominant chord and its chord of resolution, the relationship between the

e ) i A T e
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The above progression is all diatonic; -7, down a perfect fifth to V7, down
a perfect fifth to . This ligZ__Vy relationship is so strong that: ANY
DOMINANT CHORD MAY BE PRECEDED BY 1TS RELATED [1-7 CHORD.

A-7 D7 D-7 67 6-7 C7 C=7 F7 F17 By7 Bby7 Eb7 Eb7 Ab7

Ab~7 Db7 Db~7 Gb/ F=77 B/ B-7 E7 E-7 A7
4 { d Legndd L - L 2

The related ti-7 chord of some secondary dominants will also be diatonic.
Such diatonic minor seventh chords have DUAL FUNCTION. :

I ot Y& “pet '2';’ "‘“‘*f((;%
F A D¢ GG F
— > T =

m.f@sﬁ I%Aw TR A g Ly
gal? 4 Y 01.17 G G ¢ Fazi”
4

)|

21
=

O L

1
1
]

o
¥

-6-

The diatonic analysis and the bracket show the cual function. The available
tensions for dual function chords (IHi-7, VI-7, VII-7(bS)) are usually
diatonic. -

Other related |1-7 chords which are not diatonic have available tensions
from the key of the moment:

. Yo —= T |
Iutj’ -7 R
Fai T 1A D-1 BT
5 —= : y .
L P Furr =
('1‘)— II-7 in D (5{2= 117 in 3°
T i’ %"’"“'E" -~ T
asi T L AT GT F*
T 5 o




[ )

M

KRR
Lae T2

The t——s retation may appear as'l'i'-|7(b5) V?;bg) {as in harmonic minory:
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.E_:lgf) IT?Q} —_——— L‘}-T IS
{11 1 1. = - -y 1
e rr—o z=——]

Indeed, any of the following variations to the tee—— may occur without
changing the dominant function of the V7 chord:

Q-;‘f o R S~

enl

2 5”@)’?

1

) I T N e |
I |
P

1

t
7

S V5 J &
G 22 ¢ G709 @™
—
=S Te Tty
J 4 [4 -3 Py wd <
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Harmonic rhythm directly affects the t—drelationship. With the inclusion
of a dominant chord's related [1-7 , harmonic activity is increased without
deterring from the dominant resolution. The harmonic rhythm of the L——uJ

may be even:
S
-7 E‘!
A A
B £ 7 o L 2 2 A A 77 7 77 =7
07 SN S S S LAY S AR 77— —7 i
S W s w
.
-7 T
BT E1T A
Ly B A ~
L8 L. 417 i i Fal r A4 VA 4
i :_"L) L I i _f L Z I L4
S W S w

—rn
-7 1 b
¢~ £ B
= 1
haill IR0 B 7z 7 7 I s £ Fy I r _J yd Fd 7
L 9 F 4 £ r 4 z F AN 4 rd 4 i LA L ¥ r A0
S VJ 3 w S W 3 w
w———
et fT B
Fa T L
v ¥y 1] A A 4 rd rd yd yl 4
A Y L £ Jd rJ 1 4

SWs w SWs w

or, less often, the dominant chord may appear for longer duration than the

=7

- — T

= AL D7 G

:.:4 ﬁ%’% y = 7 f——ffif- S —

S W S w S W s w

“’ KD 6
% rd VANV S A r L yrd
7 727
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Therefore, the |1-7 will appear on a strong stress, the V7 on a weaker
stress, and the resglution will be to a strong stress.

A {——J may repeat prior to progressing:

! ¥ It 7
E” A E-1 AT

A
D1 G;__

pyt &7

l

1
1

-

i

1
]
4

1
T

-t ¥

eV

MIRE

¥4 m-1 Y& Vs

Line cliches commonly occur withall-  V/:

G}

%

L

|

r—

—_—

i
hal
e’

Cais T

3

i
L

1

s

g

|

b

7

e F‘)

Related i1-7 chords of extended dominants may be either the chord of
resolution:

AT___.___QIJI T G'r‘ 7 617
Y et
—
R Bl e A
2 b 7z }
A j2d )

or, they will be INTERPOLATED prior to the chord of resolution {the extended
V7 .

T N
U




Harmony 2 S

BLUES

Blues harmonies have their basis in early American church music. The
primary cadence used in hymns of the Protestant church has been subdominant
(with dominant cadence being of less importance). Subdominant cadence is
traditionally calied "ptagal cadence™

v I
Bb F
-
Ll
aa— =
o F Z

Typical of piagal cadence is the sound of "A-men”, used foliowing most hymns:

-

@V > o)
v &% =
"Acmmm e - = -rmen. "
vl’:
PR Y 5
<

Thus, the primary chords found in blues are the | and iV chords (and
occasionally the V7 chord).

The basic scale used for blues melodies is a pentatonic (S note) scale, but
NOT the major pentatonic scale. The blues scale is NOT diatonic to the

harmonies:
A L Al
= 7z = g £ "
e va > L “ ~ T
v =
I b3 4 5 b7 1 b7 S5 4 B3I 1

RERE AL T T T i e e DT e et T L e D T e e s e
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The above blues scaie (scale degrees 1, B3, 4, 5,07, 1) canbe seen asaminor

pentatonic scale. The important characteristic of the blues scale is its
exclusion of any half steps and the relationships it creates with the major
key harmonies; the scaie degrees b3 and b7 being the basis for the minor
nentatonic scale create an unusual sound when supported by the major ey
harmonies. This melodic relationship results in what is called "blues notes™

a - ! ! P
1P 2] 1 I i | }
A 1 . ! ! ] "
Oy L |- B R
(F) (Bb
—% -
il L= -’
i o
L=
ol

when the blues melodic pitches are superimposed over the basic narmonic
structures, the extensions for the seventh degrees of the fundamental chords
can be added:

_'s v“ uaj + +

! 2 L

A AT - A T

Jfan WA L )

C‘JJT yos Zr r )

The | and 1V triads therefore become 17 and V7 respectively:

F7 Bb7
A —
Mo 77 1
ol ol ¥
Ay v L )r»)
Nl L ol
J é

The basic availabie tensions for the primary chords are those which appear
melodicatly: '

F7(*9) Bb7(9)

A m—
¥ - 1 el
’ L | oL
[ 1P !

!_

- 157534 #9 5 b751 9
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AR exception to the previous observations regarding avaiiable {ensions should
be noted in the case of the 17(*9) chord in blues. Though b9 and #9 normally
may coexist, b9 shouid not be used with *9 on the 17 in blues since 1t is not
part of the blues scale. -

The blues form has its origins in the poetic form used for the improvisaticn
of lyrics. The lyrical content of blues is based on a "rhymed couplet” with the
first line of the coupiet repeated (to allow for adgitional time to improvise
the second line). The rhythm of the lyrics can be notated as dotted quarter,
eighth notes with five stressed pulsations (this lyrical rhythm is known as
"{ambic pentameter™:

By studying the stress placement of the melody and lyrics, it can be noted

what the overall form will be: : a
> z > > >
o A S 2 S . B . SO SRS o O B . —
bl | L L L 1] 1/ 1 -
| Y | 8 ¥ ! I H
Sung lyrics - First couplet Tine _ . _ _
> - > b4 >
e o o S, . B o e RO o S 7~ —
Ld LIV 1 j i 1 ol
L 7 4 1 14 4 v
Sung lyrics - Repeated first line — _ _
> > > k4 >
a a2 o S T . S—
L M i 11 1 i el
\ d { ' Y '

Sung lyrics - Second couplet iine . _ _

The above will therefore be a 12 measure form (also known as "12 bar blues™).

e L T et TR "
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The placement cf the primary chords foliows a logical sequence: the 17 chord
receives the most stress; it will atso be cadenced to 7rom the |V7 chord. In
order to have a variance during the repeating of the first line of the couplet,
the 1V7 chord is used with a cadence to 17; the final line of the couplet
contains the final cadence:

F7
e . ’- '- N
T%"i%; 11 UI ~/[ 7! 7 ’;—Tﬂ;ﬁ ==
St L4 L4 i VA - Far'd
Y First couplet line — . _ __ o STPUM o
Bb7 i . F7
| R :
E'Jf,‘ l} } ?7/; [F___'”}_!I- If/i 7 | — : - ' o
¥ s .
First couplet line repeated (Tyrics and melody )  Strum —
b7 7
| Bi N lh] j \} !1 k\ F —r
i 9 i - ¥ - - #- ' - |
I i 5 . =
Second couplet line with cadence — _ _ _ _ Strum . _

b5 It shouid be noted that all the lyrical content of 2 fundamental biues, as the
one above, is within the first 2 measures of each 4 measure phrase; the
remaining 2 meastres begins with a cadence and the chordal content 1S the 7
chord. Since biues was most often performed by a scloist, accompanying
himself/herself, the last 2 measures of each 4 measure phrase came to be
known as the "strum”, for obvious reasons.

!

4
it
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The next higher level of complexity would be for dlues harmonies to contain
dominant motion. This action would then incorporate diatonic sounds from
majior key harmony. '

17
F7
& , o= 1N
A '»q - 1 i y X > F b H - .
%{Y}V - '(} — | T roi _i
v ¥
V7 |7
Bb7 F7
[l -~ ’m‘_-". . ik‘f
7 T s Ll.—'L_F;_,r)_‘l'l ——
14 ra ; }/1 T Vot ,
V7 V717
807, F7
0 .
S L —o by * —
; 1’ ir/ > — 27

Dominant cadence

The basic biues melodic scale has become more complex also; it now contains
chromatic motion between the 4th and Sth scale degrees - b5 or =4 The
contemporary biues notes are b3, b5 {(¥4), b7

' b i :
L 1l .
- —— . S st
L=y
o Vv’ L Fr

Y | p3 4 ®*4 S b7 1 b7 S bS 4 b3 |
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AVAILABLE TENSIONS - BASIC BLUES

The available tensions for the three basic blues chords are those irom the
extended structures which meet the previous criteria: diatonic to the biues
scale and either a 9th, or a *9th or an allowable bSth above a chord tone:

Opticnal Structure

Normal blues with diatenic major key
Chord: structure: tensions:
(7 17 (¥9) 17 (%9, 13)0R 17 (9, 13}
V7 V7 {9) V7 (9, 13}
V7 ] V7 (¥9) V7 (b9, #3, b13)OR V7 (9, 13)

(Any diatonic chords or secondary dominants from major key. harmonies will
have available tensions from their major key context.)
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SLUES VARIATIONS o

3 There is one important characteristic which can be seen in all biues: the
j placement of the primary chords within the 12 measure form:

A Tonic
Y1
LY
(ayy
[y
¥ First couplet line _ . _ _ _ _ _ _ __ __ SEPUM o
Subdominant Tonic
: :
First couplet linerepeated _ _ . . _ Strum -
Cadence _ _ _ _ _ _ _ _ o Tonic |
% i

Second couplet line - — . . . _ SUPUM
Variations to biues demonsirate this pattern in two different ways:

1) Harmonic motion from and back to the primary chord in each
area of the form, and/or

2) Harmonic motion to the next primary chord.

..................................
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Thus, a tonic chord will appear in the first measure; any subsequent harmonic
activity in the first 4 measure phrase will be back to a tonic chord and/or
moiion to the subdeminant chord which will appear in measure 5

. F/ 8o’/ F7 A-7(05)
)
A i’ . o - <. ” -~ L Z L ™ o~ o ] - o
mv Ll Lal Cd ” L4 L r rd Ll ¥ Ll rd ”~ ” » L4l
St
v 2 3 4
Subdominant
Bb7
T
7 [ i
5 5 7 8
& =

In the above example, there is a subdominant cadence back to the primary
chord (tonic) from measure 2 to 3; measure 4 contains a commonly used blues
chord which approaches the IV7 chord. The 111-7(b5) chord can be identified

as an upper structure of the (9 chord (which may also be seen as the -

secondary dominant of V7 [V7/1V}):

17 or
1-7(b3)
"7y |
4 5
< £ 'g — A-7(b5)
\j/ =




Measures S ang 6 will start with the subdominant and centain motion back o
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subdominant and/or have movement to tonic in measure 7/:

Tonic
N Bb7 F7 A-7(55)
1V AT I
A ] ) o ., 2 2 ] " - - % - ! - . -
jr.avi LA r r Ld r T T Lt ; LA A
N’ f
v 3 4
gut%-dominant Tonic
b Bh7 B°7 F7
F7 /C
1H "l ] »l >l o .l >3 rl
"4 v » L rd Ll Ll Cal [l ™
5 7 8
5 t
v T
1
9 10 1 12

The B°7 occurring in measure 6 is another commonly found blues chord. The
#|\V <7 chord is an approach chord to | from IV, most often the resolution of

its root is chromatic and therefore the 17 chord appears inverted:

B8b7 B°7 F7
7c
5_'.\_‘ }
o =
= “

o
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| Mezsures 7 and 8 start with the tonic and either move back to tonic and/or
nave motion to cadence chords in measures ¢ and 10. The cadential moticn
may De either dominant, subdominant, and/or modai intéerchange cadence

a-" chords borrowed from minor:

Tonic
- F7 8h7 =7 A-7(b5)
o :
H_ “ > 2 o "y ] w vl o > 3 - - 3 . e > ] o
ANy > Ll > Ll > Ll Ll L .l s Ll L Cal > » Ll
S’
Vi 2 3 4
Subdominant Tonic
8b7 F7 Bb7 B°/ F7/ Bb7 F7 D7
e C
{ : I
" ’J "‘ " I’ Il I‘ 7" : " ", " 'l " r‘ ’l '1 T
5 B 7 8 R
Cadence _ _ o o Tonic

G-7 C7 3b7 EbY ;—

<l
b\
\
"
h
A
h
A
h
4
-
|
h
‘\
Y
h
kL

The above cadential motion contains dominant (C7 - V7), subdominant (Bb7 -
V7, and a non-dominant chord borrowed from natural minor (Eb7 - bVII7).

o]

g .
[FRPT— |

[T o
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Since measdres |1 and |12 begin with the tonic and the first measure is also
tonic, any harmonic motion here wiil be back to tonic:

Tonic

. £7 Bb7 F7 A-7(b3)
pavy
v 2 3 4

Sub-dominant Tonic

Bb7 F7Y Bb7 B°7 F7/ Bo7 £7 D7

C

EJE’ o ”a _— . o o . _a ) .
;'V > > > Ll o il hotl > Call hatl il i L
5 6 7 8

Cadence _ . o Tonic

G-7 c7 Bb7 Eb7Y F7 D7 67 C7

P&:‘,—l

] . ) o’ Pl . Y I il Ao
Y Ll hl ot fal hall bt hatl Lt l Ll > —
e 10 11 12

Another contemporary blues chord (also found in major key harmonies) has its

basis in subdominant cadence.

appears a |V of the | chord and a IV/1V (1V of the 1V chord):

in the following blues progression there

l LY |
G C G 5 C G
a4
AT L . . . -
[aW) il hagl -~ " T Lt Lt S — e T
S
J —
IV IV/IV Y | |V |
4 C F o G C G
A v V7 Y |
4 C F C D7° ™5 C- G
g
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In a more complex situation, the same chord (IV/IV} would be analyzed as

oA
7 W7 ovIl7 17 |11-7(05)
, 97 7 F7 67 3-7(b5)
A
HE— ———— —
@ st > - - T —— T g gy - o
J
V7 oVII7 17 Y/ {—
s 7 F7 67 E7
11-7 V7 ovil7 17
Sy D7 F7 67

b o4 o
L

- ’y
' o - L > - L Lot Lt > v - bl Ll

The following chart includes examples of blues progressions. The 12 measure
form and placement of the primary chords acheres to the previous
requirements. Note that some of the examples use biues chords only, some
use major key harmonies and some use mincr key harmonies.
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TOMIC SUBDOMINANT ~ TONIC CADENCE- - - - TONIC

-

il K HEEW) 2 [ LT e P !

> ot e
T

i [] . i
T 1

F-7 Bb-7 -7 F7 Bb-7 C7(td)

: I
b ep e ame e ety — L wngptegtrgr
14

L2
(7]
ot
an
o

F-7 Abmaj7 G-7(bS) C7(*9) F-7 Bb-7

" ]
— »” e gl g gttt — gt ety e

4
7 8 g 10 11 12

Frai? -7 A7 D-7 _G7 C7_F7 Bbmai? Bb-6

) gt -y ) e, . -~k -t
I - > gty gyt gy P gy
L

i 2 3 4 3 5

- Fmaj? A-7 D7 67 C7 Bb7 Eb? Fmaj7 67 A-T Bo-7

™ it e ot gl £ - - e PR 2

T ———— T e S ———
¥

8 9 10 11 iz

F? £E7 A7 b7 &7 ¢z _F7 Bb7 Bb-7 Eb7

} A - ) - -
O A S iy > gt " iy prigagptg iy yolye
1%

F7 Eb7 D7 %t o Db Gb £7 Eb7

(b‘ Ll ’l iy iy V‘f‘ r‘r '," r‘ »*- priegtiogiliogy e :'
1"
7 8 k] 10 11 12
“ F7_Bb7 F7 F7 b7 F7 Bb7 _ Eb7 2b7
- %‘ﬁ!; ’Jr‘ ara -y Ll — et g gt pmpeipiny

1 2 3 4 S 6

"y - .
o L Ll r]

L
¢
T

£7 Bb? ___F7 Bb7 Eb7 Bb7 Fh7  A-7 D7 67 Clsusd)
I H
11
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J TONIC SUBDOMINANT  TONIC CADENCE- - - - TONIC

b =2 ) g 2L I A [
Fa. 7 iy ) | )
! e

5 & - 7 8 9 10 11 12

RN ¥
~
W
j <y

F6  G-7 A=7 G-7 Frmai? Abmai/ Bbb Bb-6

?""1 ol e ' ) “ { P | I lr . o~ '{ R
T Ll ——r 1 4 e > n L bl H et iy P H
14 I T

1 2 3 4 =] )

A-7 D7(*3) G-7(65) C7(=gb8}  F& A-7(bS) 8b-7 L

,L_" gt g "4'/7‘ T PP | —— i gl .:
r I H
7 8 9 10 11 12 4
F-6 Bb7 C7 F~{mai7) Dbmai7 Bb-{mai7) Bb-7 Bb-6
q-‘l ” ) ‘ = e s i —
AN AL A il L Ll e ity L L ar Y
L4 1
1 2 3 4 5 6 ) . N
Abmai7 D9 37 C7 Gbmaj? F{mai7} Bb-6
'h " r " J" J"l "" hall - Ll ’T‘ V‘ » r”r - 'J' £l b
12 ™
7 8 9 10 11 12 4
F7 .
F7 Bb7? Ba7 C A-7(b5) Bbmaj7 Bb-7 EB7
Py rag T3 T
A ot KT IR ey g gy : P ——— R I
j 7 ;
1 2 3 4 5 8
j . Abmai7 Dbmai? C7 Eb7 5-7 Bb-7 F7 D7 57 C7
: i — —ie ey iy A it
W
"l 7 8 9 10 3 12
F7 A-7(b5}) Bbh7 Bo7? F7{sus4) F7 A-7(bS} Bh7 Gbmaj7
S — —_— i m———
ra Ll L Ll v [ il 13 » v i - v
L
i 2 3 4 S &
,.; F7 Eb7 Abmaj7Dbmaj7 C7{sus4) Bb7(sus4) F Abmai7  Dbmaij7 Gbmaj/
= - ) i i e - s i - oyl 2,
FE hf L -~ Ll L LA et - Ll -
7 8 -9 10 11 12
£ Bb F__Bb F F7 Eb Bbh b Bb _Fb7
’ _?;;i"r‘ iyt LA - iy it i - rlrl Lo ""‘
1 2 3 4 5 6 -
' - £ 2h 3 Eh . Bb _Eb Bb EbY : F : Bb




