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HARMONY |

Harmony deals with the study of chords and their relaticnship 1 cne another.
The understanding of harmonic practice is essential t¢ the uncersianding of
the Janguage of music. AS in iearning any tanguage, the firs{ sizp In e
learning process is the development of a vocabulary.
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The foundation of ocur notation system is a grid of five line

The position of notes placed on the staff visually represents relative
"highness” or "lowness” of pitches.
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CLEFS

Each line and space of the staff may De assigned a letter name. The letter
names are arranged aiphabetically in ascending order; ABCDEF G The
location of the letter names is determined by a clef placed at the beginning
of the staff. The following example uses the F clef (also known as the bass
clef) TheF clef locates F below "middle C" on the fourth line of the starff.
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he G clef, also known as the trehle ¢lef locates G apove "miadie C” nn the
second 1ine of the stafy.

The C clef locates "middle C" on the middie line (or, in some cases, on the
Fourth tine) of the stafi.
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Note that the music z2iphatet goes from A to G, and then staris over

cipleE(®!6|A|B
?:

THE GRAND STAFF
E when two staves and the treble and bass clef are used together, the result is
4 called the Grand Staff or Great Staff.
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Small Tines called leger linesg are added to extend the starf.

. v L - £

Notice that the nofes in the spaces directly delow ¢r directly abeve &
do rot need acded leger lines.
£

D
U
'l
41}

The same apolies to notzas :n the
spaces beneath or above the leger lines.

M|

To summarize, pitch placement devices used in music notation are:

[) the staff, which shows the high/low relationsnip petween Zifferan:t
notes.

2) the clefs, which locate pitch names given -0 lines and spaces of the
staff.

3) the leger lines, wnich extend the five lines of the starf fcr higher or
lower pitches.
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Homework numpers: 1, 2, 3
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ACCTIDENTALD

“he foregoing information about the Grand Staff covers the letter names of
the white keys on the keyboard. What about the other five notes (ihe black
keys)? '

in order to maintain the :ntecrity ¢f the alphabet, the other five ditzhe
represented as alterations c¢f the basic seven pitches. The tarms .sé
sharp anc flat. Sharp = '/2 steo higher, writen asff , ©'at = 1/
written asp . A 'C#" is tne pitch 1/2 step above C ang 1/2 step
sharp sign Is olaced before the note for reading pursoses.

= D

(@

h"::}

,_.,
=
»

“f



L)

Harmonry z

The names of the twelve notes in ascencing Graer are:

1
ng

A AT g C 5 0D D I F FF G GF A
A , . s da oty &
14 ) = P S~ A . 8.2 o
A ™ S = P LY ) 1=l = i
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Thig series of actes 15 called e chromatic scale  “hese noizs i ne
Corematsc scale mav 2lso be examined 1n Gescending order

AS WITH snarps, fiats are placed befors the not2s 10 whICh they acs.y
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Mote that thers are two cotions for naming the five black ey pitcres 12, 0o
or C#, Ep or C#, erc). Wwhen there are two (or mors) possible namss “or the
same pitch, it 1g said that enharmonic spelling IS Deing appiiec.
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cancelling (neutralizing) it 50 the note reverts to its unalterad congitic
symoe! used for this is a natural | E] ). Ccllectively, snarps, 71als and
raturals are called accidentals.

within an octave (eght consecutive letter npames), thers grz Iwelve
raif-stens:

in certain situatiens, it may become necessary t¢ raise or Iewer 2 Jiiin oy
two half-steps. The symbols for these purposes are <X- for 2 double-sharp
andg b'b for a double-flat. These symbols are aiso called accigentzis.
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The rules for sharps (,1- ), Tlats { 5’ ), naturals f q ), couble-sharps (%), and
double-flats (b)) are:

P A

1. A natural cancels a sharp or flat.

2. A single sharp or flat will cancel a coutle-sharp or ceuble-fiat

respectively.

Cne natural alone will cancel both couble-sharps and deuble-flais

' 4 An accidental remains in effect for the duration of the measurs it 15

in, or for the duration of tied oiiches, Inside a measuyrs or 2Cr6ss he

K par-iine,

To raise a note which has aiready been sharped, se g deudle~shar),

tc lower a note wnich has already been flatted, dse a coubie-riat,

6. An accidental ONLY arfects 2 specific note, in that octave, in rhat
clef  All other notes of the same name ara NCT affactec oAl
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A scale is a series of ascending or descending notes in a stepwise pattern.
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This 15 a chromatic¢ scale. [t uses ali the notas between ne ='s ang att the
pitches move by 1/2 step. (Chromatic implies "i/2 step.”)

The following scale uses all natural notes in an octave from C 10 C

o2 =

This is the familiar
C major scale.

The same notes can be used to beqin and end at different points in the order of
notes:

DtoD EtokE FtoF
o 13 Vo o ‘:’4
/'. 6" : 9 Ja /- ‘.D_‘:_Dgn /. ‘E:D:E

¥ & 7 & 9 - T

D Dorian E Phrygian - F Lydian

GtoG Ato A BtoB "
> — g; o e e__;v 1 eg‘v

G Mixolydian A Aeolian B Locrian




Al o7 the apcve are 3cales, But theyre not The same «id & 3caie. g
characteriztics of the C major scale gbove are the 1/Z steps Trom the Jrd (o
Sth degress an Cl from the 7th fo the I3t deqrﬁes The cistance tetween ne
other notes is 3 whole step (twe 1/2 steps). In the orher scaies snewn
above, the nalf-stens (frem = to F and B Lo ©) occur in diffarent zaris 37 acn
rescective scaie.  This creates a coi-ection c¢f related <scaies «nown 23
modes. 1he modes snewn adove are ail celative to the C maser scaia. This
means thal each moce staris and ends on g differept note ¢f the 7 major

3caie.

) A

nere 3gair 15 the C major scale. A=
s =

| Fan) =
T 2 o s

if this stepw'se pattern 's z2pplied starting on 0, tne result 12 2 6 major

scale.
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Al major scales utilize the same stepwise pattern. -
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MOLE NAME CHARACTERISTICS SCALZ

1/2 steps hetween cegrees {Paral’el tc "C")
Fal
i
. . - 5 e i
lonian (major) 3-4; 7- v ST
v & Y T -
a
1" -
| 38 o o
Dorian 2-3, &8-7 O ST
e T <
1 1
_ _ £ 222
Phrygian -2, 5-6 e A iy 7~ o e —
v Gy N
~
= A
e 7
o= . - A ::! Ful 4
‘ Lydian 4-3: 7-1 & ST
v o og &7 ~ ~
W
oL .
o - A L)
Mixolyadian 3-4, 6-7 s ———r—
v oS ¢ TN ~
A
d . . - r/;f 18 hn_a'-
A Aeclian {minor) 2-3; 5-9% tg}—-—————hz—za—ﬁ—“u“'—“
o ¥
s
| A
1 T
. . A . ! ’_“‘1 Far
Leerian 1-2, 4-5 o) A ~
AN
- v
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Scales may also te described oy compar'ng them ¢ the paraiie! major o
minor scale,

o O
Fay £ =
ol

R
lﬂa

Thus, Dorian maode may be described as a minor scale with
raised

L the &I degree

‘4)
) . ;
i Vi } ?0
Fey i L —
il e ek b
7 =T =

>hrygian mode may be described as a minor scale with

the Zrg ceqrea
lowered:
(b) by R0 - ._
re O P S A a’
il L r“A J[J L .
i Farl Pk

Lydian mode may be described as a major scale with the 4th degree rzised

. (1)

§ o 2
: o -

Mixolydian mode may be cescribed as a major scale with the 7in gegree
Iowerec.

3 oK e

i vl Q
ol F.avd L=

Aeolian mode (3lso known as the minor scale)

S o ha @

vy
P £
L L il

Locrian mode may be described as a minor scale with the '2nd anc Sih deqrees
lowered:

)] O | by o
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The minor scale (Aeglian mode) is also known as “natural” minor or
"pure” minor:

(]

The harmonic minoer scale may be cescribed as a minor scale wiih e 7in
degree raised:

The melodic minor scale may be described as a mingr scale with the 5th
and 7th degrees raised in its ascending form; in its descending form the
melodic minor scale reverts to pure minor:

A Fo -~ P — ?[-7 -
3 e oo v — 4
ne major pentatonic scale is a five note scale. |t contains scale cegrees
2, 3, S, 6 from the major scaie, and does not contain any half-steos.
— —p £ o §
e For 4 L

Homewdrk numbers: 9, 10.
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KIY SIGNATURED

Key signatures aliow us to place the required accidentals of the various
scales at the Ceginning of 3 piece of music. They are placed direclly 9 the
“ight of the clef: '

3

N
EPEP
V'

J

T
L
e
N
3T

The reader, before reading the music, will look at the key signature zng nctice
the acc:centals 1o be used for ali the affected nctes. With the acciientals of
the key signature at the beginning, the <ey is recognizable immec:iateiy even
1If there is a 1ot of subsequent chromatic alteraticn.

Refer to the homework for scales. The sequence of exampiles was not
arpitrary (C, G, D, A, etc.). This sequence is the result of a phenomencn which
you will see throughout the study of music. it is called the cycle of Sths.
To be logicatly sequenced, the building of key signatures follows the ¢ycle of
Sths. The placement and position of the flats in a key signature foilows the
cycle down in fifths:

Bo Eb Ab Db Gb Cb fb

The <ey of Cb has 7 flats (all notes fiatted). .
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The placement and position of the shardg in a key sigrature 1o1:0ws (he cycle
yp-in fifths:

=/
12 4
! - d
r':"r‘ 4
Fxr (T g% OF A% -x Orx ’
)
y. 1Y
pr e 40 LA
1 a4
L
T
The Key o7 C¥ has 7 snares; ali notes are sharped.

In order to oe immediately recognizatle, xey signatures must always 2e
piaced consistently on the stafr:

.l k ﬁ A &)If H %:_.
a1 2 L ~
. N - R A o
TSyt [47] T "
. bl L™
v o
RIGHT WRONG
A | A :
174 ; rrrr )oa i 7 : qf”
F.] ZﬁQ - L
e LA o 7
w v

The best way to recognize any key 15 to know the number of swarps or flats
used for 1t. Anotner way Lo recognizZe the key sicnature is:

1} For flat keys, the key is reprasentad by the flat GEFORE the fast Mlat

= = Db
4

2} For sharp keys, the key is a half step ABQVE the last sharo:

ﬁém’: ==

it

v

3) The key signature of one flat is F major. The key signature of no
sharps or flats is Cmajor -
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Note that there s no necessity to use leger 'ines for the placement of any
accidentals in a key signature. Unlike the general ruies concerning the uge of
accidentals, key signatures affect all notes of the same name regardless of
their octave.

Homework number: |1
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INTERVALS

The relationship of adjacent notes in alt the previous scales is a whole-stap
or nali-step. As part of our vocabulary, we need a methad to identify the
relationsnip between any twg notes.

In order to do this, we reed 2 ‘cgical means of showing the distance, or
interval from one note 1o another.

A simple numerical means ¢f accomelishing this is o Zount £acn 293531l
staff cegree between the two notes to find which numger the 15p Diich
represents.

A A
4 vl
I Fal
[l L] o T Y
T o o PR .
v = ’ o ¢ (7 7 -~
12 3 4 S = &ih ! 2 3 4 = ah

The intervals in amajor scale between the 7irst note and the other notes are;

4
A el ot
LAy o Favj e
p _1? Fa ot
v 88 e & & <5~ & & =
perfect major major  perfett  perfect major major periect
unison 2ng 3ra 4th Sth 6th 7th  octave

i{ a major interval is made smaller by a half-step (by lowering the top note
or raising the bottom note) the major interval becomes minor:

. E#Cﬁ
11
P

ef]

AN |
Wl
]

minor mingr minor minor
2nd Irg . 6th 7th



NOTE: Intervals may occur as melodic intervals (one note foliowing the
other), as the minor 2nd and minor 3rd in the above exampie, or 25 harmonic
intervals (Doth notes together) as the miner &th and minor 7th atove.

when a minor o perfect interval 1s made smaller by a half-step, L zecemes
diminished:

f{: o L ?Q

IR € Ll

A ) & 4

v & 45 4 & )
gim. gim. dim, dim,
4th ath &th octave

Notice that in all intervailic relationshios, one must first count the number
of staff degrees involved, and then guaiify the relationship.

Major and perfect intervals made larger by-a 1/2 step are cailed augmented
intervals:

- — T

{E 3 _ ﬁc -4 |‘§ - -

. Gfs ¥ e UF & pe - & e
aug. aug. aug. auq. aug. aug. aug. aug.
unis. 2nd Ird 4th 5th 6th 7th oct.
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Diminisned "ntervels made smaller by an additicnal raif-step vecome double

diminished:
A
17 | 1
- -1 \ Ll el
AN 2 VY [0l l
‘ L WA¥ P I' I
| v s 3 7
- -coucie doub’e double
zim, Sth dim. oth dim. oct.

Augmented intervals made larger by an acditional half-siep becsme double

augmented:
A
X 7
o = e
b . el , :LT Fan g .
v ooy ' &
. doupie double ccuble
aug. 3rd aug. <th aug. 7th B

L 1s aiso possibie Lo have an interval which exceeds the octave:

&

. This interval is called a .
at -y

major 10th = L

(or a major 3rd plus | octave).

Here are the basic -ules and names (when examining the distanca ifrom the
first note of a major scale upwards):
1) 2nds, 3rds, Hths and 7ths are major intervals.
Z) Unisons, 4ths, Sths and octaves are perfect intervals.
3 Major intervals made smaller by 1/2 step become minor.

E 4) Major intervals made smaller by 2 half-steps become diminishec.
o 2) Perfect intervals made smaller oy 1/2 step become diminished,
Jﬂ €) Perfect intervals made smaller by 2 half-steos become

- gouble~diminiched,
7) Major or perfect intervails mace larger by /72 sied are

augmented; by two half~-steps they decome goubie augmented

Homewcerk numbers: 12 13




[INVERSION CF INTERVALS

intervals describe the distance petween two notes.
appear and sound in twe ways:

or:

Harmony |

The ngtes invgived can

fa.
Fi

I

iy

1+

-y
&

<

In other words, any interval can oe turned upside-down (jnverted;.

anc vifa versa

f?_ I _ _ ?

Th—= 1 15 the inversicn of o
LA ; Sl

’ “ v 7 &

when an interval is inverted, the note names invoived
the intervailic relationship follows a pattern,
interval is a major 2nd; the inversion is @ minor 7th,
inversion of intervais follow:

are still the same, and

fn the above example, one

Some simpie rules for

1} "9" minus the number of the interval eguals the inversion
nterval
I A A
i 4 4 pol N
H Y F Fa! b} — A
Lol vl 17
Nl Nt ¥
4 ey ¢ v L
S minus 2{nd) = 7(in) w: S minus 7(th}y = 2{nd)

2) Major intervals inverted become mingr intervals:
A
3 X -a
i A T
i P S Y * T
K LT N L b
v 1z
) Major 3rd Minor 6th
3) Minor intervals inveried become Major:
? A T f;g: ]
e 0l ol 3 L
L L
S L P ar
: [ k4
Mingr 6th

P oS
.
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<) PErTectnlervals inverisg remain gerat
A 1
R‘Ll! e J
i Fd Fdb| .
pn g
Y] )
Portact Sih Parfsc 4th
o Augment=ad Iintervais inveried cecome giminispes
Y [
17d 3 WAV
i T 1y
(L T4 b L
Tkl .
vy T
Aug Ath Qim. 3ra

nminishes ‘ntervais inverted secome augmeniag
,#ﬁ
e

|
'2 i Lol ol
a1 Lo i
a0 EEE L
o
4
pim. Ird Aug. 5th

71 Douple diminished intervails inverted become doudle 2ygmentss:

¢ — s
7, = T . R, =
4'_61 . i
v . i}
coubla Joubie
D!m. 4th Aug. Sih
- 3) Double aygmentzd intervals mvert ED&P;m@ Goulle gimniangs
=
.7, 4
——r . :
[ o0 T
i
_ J
- Double Doudle
Aug. Sth Dim. 4th
L.
i oraer to correctly oroducs an nversion of any interval, ihe pottam oitcn
: TiusST 0¢ 21580 one octave Or the toD DITCh Must be lowered one actave ine
- v arsion of a perfect unison becomes a perfect gctave ang vice versa
S

q - 7 -
= ; o : i

5L octave

2 MIIUS Tunson )
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The tritone interval {augmented 4th) is 3 special case. unltke any otner
‘nterval, when 1t s inverted, the numoer and gualifier change, but 1t remains
a tritone,

L] l A . . , - .
‘}' — ! IS 2n augmented 4th {tritone - 3 whoie steps}
o, J
—>— _ _ _ e r s . - \
7 —= 15 2 diminisned 3th (stiil tritone - 5 wnole 31208

Hormewark rumper: 14,
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CUORD CONSTRLLTIC
TRIADS
: 'we nave looxsd 2t notss aione 50 scale SITUETIONS and iwg N0NeS {aItrer M
nrerval situal ons. Now. w2 wi'lplace thraz ncies together T2 feem 1 4arg

The termgs yseq tc descrice threg note Cnorcs will O IHe 33me 3S DeiCrd
major, minor. augmented, and diminished ("Periacl’ 15 ueed Shiv wiin
ntervais).

Three note chords are called trigds. The 2asic Buiicing ook for-imizos 3
tne tarervai of 3 3ra. To start with, the majcr scale will te us

]
!"\ =l Fav)
7Y =y T
St ‘1,\ — L
- .& Cr . e S
Above 2ach note n the scale wili o2 21aces two mers Jriches - the " -3 Titeh
3 3rc 2bove the note from the 3cele the sacond pitch 2 2r¢ above the s2cond
]’ .
piten: . _ s

st¢
Ggin
3
¢

? ATl (ne pitches used to build the chords are fromt the key of C major. They are
dtatonic o T major
he digtonic iriads in the key of C majsr contain three of the four seesidle
rriagic cnorg strictures (maier, minor, and ciminisned). :f Ine intemva i
retationships within each cnord are <tudied, these three Zhord Uypes and hei”
characteristics can oe seen: )
1) Major triade:  cherds with intervals of a maior Ir¢ frem he ruot
‘Boattom note) to the midcle rote, ang @ 2erfact Sih from N2 cool
tne Lop note:
C F C
4 7
o -

2) MINCR TRIADS. chords wich intervals ¢f a minor Jrd and periact Soh
from tre root respectively:

b

Dmin Emin A min

==

. )
74
Fal
T
Lk
[ 4

N\ § §
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2y DIMINISHED TR#A_ : a chord with an inferval of a mwncr 2rd anc
diminisned Sth, respectively: "

B dim

23

L = GSHK‘.»

Note that in all cases, the letter name of the triad signifies the Zolilim note
This note is catlea the root of the chord.

In addition, each chord will be identified with a Rcman numeral reoresenting
the scale geqres of the bottom pitch:

Imaj D min TMmin IV maj Ymaj I min YII dim ] maj J.
A /1
= = 3 Z 2 Z
& = e m— —— >
Y o %

Here are some universally accapted abbreviations used for triads.

€ = C major triad. Optionally "major” or its abbreviaticn "maj" may
appear: i.e., Cmajor or C maj.

"min” is the abbreviation for minor. Also used, though not universally, is
the minus sign "~ " (which will remain the choice for this course).
"A mincr® will be notated in this course "A-"

Diminished is represented best by "dim” or a small circle above the triag
name, i.e,; Bdim or B°

The diatonic triads are:

tmaj Timin Ilimin {Vmaj Vmaj Vimin Vit dim | maj
OR:
| H - - v Y Vi- VIl ® |
A Jod
. - = Z . ——
T . ) rr ﬁ ol L2y Fans =
¥ Ty A For L
y = <
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The fourth type c¢f (riad, besides major, minor and diminishec, (s the
augmented triag. [t is aptreviated either "aug” or * + " The augmenied triad-
has a major 3rd and an augmented Sth from the root:

F- A+ £o+ 8b+ D+
A N .
I T r,(ﬁ -
. Fiar LA 3 Ci =
a ! ol o -, 7z I
Fari A AR
¥ T g

The augmented triad is not diatonic to any major key. Its usage will de
discussed later.

There is ¢cne more type of chord. [t is a very cemmon caord in contemoorary
music, and it doesen't it the normal pattern of stacked thirds. 1t is ihe
‘'suspended 4th’ chord. The chord symbol used 1s sus4. A suspendeg fourth
chord {sus4) is a triad in which the 4th degree replaces the 3rg degree:

G{sys4) G-{sus4)

‘I} Fal o |
Fat = P
1_\? 5 =
To summarize;
4 Cmaj
Major triads are constructed with major Jrds X
ang perfect S5ths from the rcot; \;‘ 3
a C-
Minor triads are ¢constructed with minor 3rds i u——

and perfect Sths from the root: %&ZF

a C dim
Diminished triads are constructed with minor 3rds s o
and diminisned Sths from the roct: %9!5_——
A C+
Augmented triads are constructed with major 3rds s w—!
s—re—
ana augmented Sths from the root: v %

Homewoark number: 15.
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The Togical extension of & dlatonic trizd Is the addition of another diatonic

third above the fifth of the triad.

<1

2

il k"] Ford ;

PR A

NH
qnm
Ky

diad,

The result is a giatonic seventh chord which contains a diatonic 7th gegres

above the roct. In triads there are ¢nly three intervallic relationsnics.

to Jrd, root to Sth and 3rd to Stn. With the added pitch ¢f 7th cheras, ne
complexity goubles: root Lo 2rd, Sth, 7th; 3rd Lo 3th, 7th, Sth to 7th Thas,

70 chords are more complex than triads.

VA8

Chords with a major Ird, perfect 3th ang major 7th frem the root gefire

Cmaj7  Fmaj7

major 7th £ z
chord o — vom
PR

Chords with a minor 3rd, perfect Sth and minor 7th from the root define &

D-7  E-7  A-7
. i
minor 7th F———=xf Z
chord ‘:s.J fg -

A chora with a major 3rg, serfect 3th and minor 7th from tne ~oot gefines a:

G7

A
o dominant 7th g
chord '\Z}' 2

A chord with @ miner 3rd, diminished Sth and minor 7th frem the root defines

a
‘ B-7(b3)
A =
minor 7(bS) - 'SF
chord (5‘}
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[T "elps to compare these seventh chords with the triads cn which they ars

buiit:
The chords built on C anc F are major

Cma)7

triads with major 7ths:

fma)7
A
r
e %
Sa” o o i
v -

“he chords ouilt on D, E and A

)

re minor triads with minor 7ths:

-7 E-7 A7
* Z * cs:-
R m— 2 —
Py [ -

The cherd tul't on G1s amajor triad with a minor 7th:

G7
:

(1(5%;:.

The chord built on B8 is a diminished t

B-7(b3)

riad with a minor /th:

E

i

The chord symbels for seventh chords which will be usea in this course are:

maj 7 = major triad w/major 7th

=7 = minor triad w/minor 7th

The diatonic triads in C major are:

7 = major triad w/minor /7th

-7{bS) = dim. triad w/mincr 7th

tmaj7  H-7 =7 IVmaj7? v/ Vi=7 VI=7(b3)
4;. Cmaj? D-7  E-7 Fmaj7  G7 A-7  B-7(b%)
3 ) o i g g‘ .2.
2 ﬁ o —= Yo s = o >
oy L. e o= Fard
v & “ =




—
el
t
)
|

¥
J
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There are other 7th cnord structures wnich are nat diatonic to amaicr key -

: The +7 (augmented 7th chord) which consists of an augmented triad with a

minor 7th:

T

The °7 (giminished 7th chord) which consists of a ciminished trizd with a
giminished 7th;

C dim7/
o i ?'Hﬂ
o A -
o -

Note: :n the diminisheg 7th chord, the diminisned seventh intsrval is
sometimes written enharmonically.

Cdim7 or: Cdim7

-
;T = =
The minor/major 7th chord [symool -{maj7}] whicn consists of a minor

triad with a major 7th:

C-(maj7)
.I 1, g

CHELS S

Netice in the chord symbol, the "-" represents the basic chord sound {minor)
wnile the "(maj7th)” indicates the 7th quality. The paranthesis 1s necassary
{0 keep minor and major from being confused.



Harmeny | 30

The major 6th chord and the -6 (minor 6th) chord which censist of a majer
or miner triad respectively and an "added” 6th degree:

cé C-5

A
v

Ly
filfat]

S ——
o TE T Z

The deminant 7(sus4) chord which consists of a suspended 4th triad with 2

minor 7th:
G/ (susd) G-7(sys4)
— 5
Fal .l Fori 4
fty 1 -y
St 7 = al
,J .

Homework numeter: 6.
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INVERSION OF CHCORDS

The basic rule for inversing triads is the same as that for intervals: bring the
bottom pitch up an octave. There are as many positicns of ‘nversion for 3
triad as there are notes in the chord (i.e. three in a triad).

If the rogt is positioneg on the pottom (where it would normally te for
naming purposes) the ¢hord is in root position:

C

-

i

[

A1 pal
kL1

&

ey

The rirst inversion is accomplished by bringing the root up an octave:

JHhde

The second inversion is accomplished by bringing the root and the 3rd uc an
octave:

One more inversion would bring the chord back to root position, Notice that
there are three possible choices for the top note of any triad.



LB
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Since seventh chords contamn four nctes, mhere are four cositions ¢f inversien
possibie:

|, Root position: _
- Cmaj7/

Ia]

'

Fa

Ll
L 4

r

Ist inversion with the rcot on top and the 3rg on he tottarm

A
¥
d L4
3. 2nd inversion with the ~03t and 3rd brought to e LoD anc me Zih
on the bottom:
fal
¥ .
. L Xk
filfi) LAY
i L=
v
< 3rd inversion with the roct, Jrd and 5th brought 20 the L00 2nd ihe
7th on the pottem:
4 2
—%
flfamY =
Nl
v
Homework numpers: 17, 18, 19, 20
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TINSICNS
Considgeration 1s now given to further extensicns of the 7th ¢cnhora

Cmaj7 S -

-
a — &
s 5 <
o - s g_
’ & # 305 7 %9 1 13

Cherds larger than 7:0s exceed an octave and create intervalhc relaticnsh s
which are much more tense than the s:mple octave-or-less intervals -f rizgs
ang 7ths.

No matter what the inversicn :s, all the intervals in a triad or 770 2nord are
less than an octave in size.

Triad: Plus addeq 7t
. C \ i Cmaj7 .
i —zr—%—t e w— —l=
s====——==s==- -
[ =4 #JV &-
txtend a 7th chord in 3rds as far as possible without repeating pitches:
2% e
3 L
5
I J S 7 9 i 13

There are now 21 intervals in this chord! A 7th chord in root position has 6, a
triad 3. The number of intervals has mare that tripled from those of the 7th
chord, while the 7th chord has only twice as many as the triad. In aggition to
the intervais which are less than one ocCtave, there are now compound
intervals (the 9, Tith and 13th). Some facts about these extended 7ths
chords snould be recognized:

1. The added pitches are not chord tones of the 7th chords;

2. They create tense intervallic reiationships with the chord tones.
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gecause of this tense retaticnship with the chord tones of the 7th chord,
these extensions are called tensions. !, 3, S and 7 are the chord tones; 9,
11 and 13 form the basis for the chord's pessitie tensions. HerzisaC maj’/
chord with 1ts possible tensions;

1“:'5 5 st

;rﬁ- 7

The 9th (D) is a major Sth above the root; tne 11th (F) i @ minor Sth above
the 3rd; the 13th (A) 's a2 major 9th above the Sth. The tensions whicn sound

(&2

i

%

best will be those a majQr Gih above a chord tone. (A minor Sth interval 's |
extremely harsh sounding.) In the fellowing examples all tensions 2rs those 2 -

major Sth above the cnord tones:

PUNEIE - 13
- Y G—F—o—4t Note that the "F” has peen sharped

[Aun! = in order to create the major 9th
. g— o - v intervat, :

maj 9th maj 9th maj 9th

B

The 13th {A) 18 a major 3th above the 3th; *11 (F¥) 1s a major 9th acove the
3rd; 9 (D) is 3 major Gth above the root. Notice that tension i1 1S not

identified as "augmented 1 1.7 Tensions are laveied as follows:
13
=1
Cmaj7\ ¢
—
S
L
¢

The chart of available tensions for all chord changes is on the following page.
Most of the availabie tensions are those which are a major 9th apbove 2 chord
tone. Any avarlable tensions thatl are not a major 9th above a chord tone are
listeq separately as exceptions. '

Ma}7 is included in the 11st as a special tension situation availanie on Ceriain
cnorg structures.
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|
. - EXCEPTIONS TO THE
AVAILABLE A AL TeeIONS 1 vAd 9TH ABOVE A
TE ' RD™ TOHE RUL
CHORD NSIONS O KEY ‘CHO D NE E
maj (lriad) S
min (triad) 3
aug (triag) 9.*11 {or b3)
— ) All avaitagle tensiona muat be a maj Sth above =ach chord tone
= dim (Lriad) and Jiatonic Lo the key.
susq (triad} 11 {as chord tone)} 9
- maj b maj7, 9 '
min 6 maj7. 9, 11
. maj/ (as chord Lone)
maj 7 9,13 =11
maj7 (as chord tone)
min (maj 7) 9, 11,13
. ) 13 not available =xcept
min 7 H 9 in Dorian mode context
min 7(65) 11,513 9
69, *4, bSises nate 1),
dom 7 l 9.%11, 13 b13 '

i 9.11(as chora tonel. .
dom 7 {sus4) 13 very rarely: 29,7S513
aug 7 9, *11 {cr b5}

) All available tensions must be a maj 9th above each chord tone
dim 7 and diatonic to the key gmmn-
Note | bS is a2 special tension situation involving an aiteration of the 3th
Nate 2 The available tensions on dim 7th chords are not numpered 9, 11,

13, etc. Unlike other 7th ¢hords, 2 major or minor 9th above each

. chord tone results in four possible tensions, not three, The

numbering system to 13 will not work here. Zpecitic availabie
tensions for dim 7ths will be shown when the chords are spown i
context. ' - -
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Symrnary of Avaitatie Tensions

Tension: Availapie on

maj 7/ maj/; ~(maj7), majd, -6

3 All chords (when diatonic o the <ey)
bS and/or *9 dom?7; rarely, dem7(sus4)

I all forms of mincr choras;
as a chord tone ¢n dom7{sus4)

11 maj7 and maj6 when diatonic to key; dom7; =7
D13 ~7(b3); dom7
13 maj7; -(maj?7); dom 7; dom7(sus4;

Chord symbols used to show tensions fall into two cateqories:

1) The listing of tensions which are not diatonic; (O

2) The optional "courtesy” listing of tensions wnich are giatonic. (O
Tensions which would not normally be available MUST be inciuded in the chord
symbotl: )

Cmaj7(=11)

'~
[ an| % :
F ;

C mal/ In C major impites only 9 and 13 availability. C maj7(311) would
indicate yse of a nen-diatonic tension. "

1

Homework numoers; 21, 22.
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DEATONIC HARMCNY

An jatoni hord m roqr an jatenic_chord The
contral facter s the reiationship between the roots of the chords. ~ris is
calied root motion and falls into three categories:

11

') The strengest diatonic root metion 1S movement down in Sths (the
cycle of Sths)

Ima)7 IVmaj7 VI.-7(0S) -7 Vi-7 -7 T
Gmaj7 Cmaj7 F*-7(2S) 8-7 £-7 A-7 o7
% 7 5\
b e = —— —
I b - . o + =z ] = =
Ay - : 1 =
# J L 1L 1 i A - —

The {ensions availaole are determinec by the function of the chord in the kay,
the tensions that are diatonic to the key and the tensions that are 2 maior 3in
above a chord tone.

Imai7 I1vma)7 VH-7(b3) 111-7 V=7 11=7 V7o
For U G, 72 1 : = ; -
7. — s — < — :
F = L . L T rol

TENSIONS: (193) (—‘-’[Ij) (31113) (ii) (1?'.)(1;) (O:)

Y7 to 1S the strongest diatonic root motion in the key, thersfore it raceives

a special analysis symbpol:
V7 - N

The arrow will aiwgys be ysed to show dominant resolution down a

perfect fifth .

2) Root maotion down a diatenic 4th s also strong althcugh net as sirong
2s roct motion down a dfatenic Sth

| V7 =7 ¥i- - v1i-7005) v
G 37 A=7 E- 3-  F=-7{b5r C
o v , . =
ﬁ Cam: an J[ — 4-1‘ ! o ;-
1 P | | -
F . N o T ;L LTt it 1L ]l L Vall

G (O () -
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3)  Stepwise root motion is a little more subtle than root motion of 4ins

and 5ths.
| - - Ve - - 1 IV V(susd) V- Y7
' G A- B- C B- A- G C D7(sus4) E- D7
et T [ i I i N [ L .
S 1 ot =
JJ_____J 1L 1L o el & 1', l_ll': IJ!ru JE ',!

4) The ather digicnic root mation is down or up M thirgs. Movement
down IS more commen than movemsent up.

T IV tl- ORI Y VI- V{susd) T ™
l G E- C A= G 3- A- C E- Disus<) -,
. 2z i : - ; .  — }
a2y 8 O enm——— s
” 1 - you — i L ! i
/ L I g i o [ Y S I | I

'nreviewing all of the crevious examples, take note that they are repeated. If
an ending point 15 sought, the best final chord will be the | ¢hord. The |
chord may be followed by any other chord becayse it represents a
point of harmonig arrival

e
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V7 (SUS 4) CHORDS

The V7(sus4) chord is usually built on the deminant degree of the key:

D7{sus4)
&
'ia" - y .

The strength of dominant resolution ties in the root motion of a perfect Sth
down.

Since the V7(sus4) does aol contain a :ritone, its diatonic funciion s
dependent on context:

Imaj7 IVvma}7 V7(susd)~~6  V7(susd) V7 —~
Gmaj7 Cmaj7 D7(susd4) G& O7(sus4)07

T
Lo . H L3
. ' ) =4

15

$
-

Pal
E
L

%

. ., £
- [~

e

Another observatien concerning the V7(sus4) chord can be seen if the
structure is categorized as having a supdominant uoper structure (since the
tritone is not présent). The chords sound sutdominant bul the rool is
dominant;

”7 Wmay
S of key S of key
D

A-7 Cmay
bass D bass
A X
i
A 4
e g o
P % =
Dom inant roots:
Fay T
r K3 ] ]
P ~ -

The above two chords each contain a subdominant sounding upper structure
ang the dominant decree of the key as their root.



Harmony [ 40
_ These chords are common in centemoprary tunes:

II*?/ ! Vo Vmaj? !
5 of key - Aof‘ key

A-7 G{addd) C Cmay? ~ Biage3)
A pass / 0 pass
ro O ¥ + |
i LI o i e il
=z o por s — '
3 - ! i J
- -

=7 gver S of the key ang 1Vma}7 ¢ver 5 of the key are both suttle versions of
v7(sus4) ard snoutd be anaiyzed as such:

Vitsusd) < = Vo VTlsus4) ~T .
i A-?/ Crmaj? e
Vs 0 bass 5iadd9) C y 0 bass Glagas)

1 1
Fap I L ]
N o . 1 ]
d L4 [ W 4 L

il ] el

P - =

The If- (i1=7) over S of the ey and the IV (I¥ma}7} over 5 of the key can be

= seen as chord.structures derived from the extenced structure of the V72(sus4):
A- AT C Cmaj D7(sus4),11,13
Ve Y I
A M Pz fod "9 -‘g:
— s o 5 * o
) F il For ard -
e
- P P4 7 o P-4 g
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Diatanic cho~gs havs names £asea of the feration of their rogis with'n the
scale. The | cherg s 2hied tonic, Lhe V.onarg 12 dominant, ne iV Cncra is
c3iled subdominant. )

* E»:-._,-.e:
. =

All giatonic cnords can be categorized ag 30urding noone 97 he I

zategeries:
t(triad) - Yl=
Tonic: Imaj 7 f -7 =7
Az - A 1)}
! /I.{ - }_I_i -
= = o ——
» v, Y d ¥
' - ¥ (lrizg)
Subdominant: ‘ =7 yma) 7
Ao Ll A zé
T i for ] E{ e
Nkt
~ _
Y (trisgs Yiicm
Dominant: Y7 , Vi-7(b3)
. A o
10 3 p
A > Fur |
S
¢ o &
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.(N_ - f,"—‘“-\\
— - AU :D -
RN il A P /,: o
7 (3D) "\f_ﬁ/’ T L @
| Y6 V7(susd) = ¥iisyss, Y1
3 5 D7susd) G C7(suse; DY
. : | —
111' : ﬁ: T T) e } t ? — -
f ) _*-_511_,_4;.:} TS =7+ purd
N ] - B, . - L
i1e Te : S it
i | r
J i : I |
s ..l r . -+ i ' =
] i e —F = =
N il A ; -
rd {
o~ S Cominant #0t win
@ =TONIC @ =sUBDOMIHANT \\D/} = DOMINANT (\/y‘ = supdomineri ucoer
rucure

3y substituting other cherds from the szme Tunctional sounc Caiagoery. it
possiple to reharmonize tihe above exampie. The end resull wii 22 3 new
chord progression wnich scuncs similar te in2 eriginal.

S

_ o
SLAN
& D0 ®
O @ 8 (o) (2 Y
-7 -7 H=-7 ¥y g Vi-7 fs] ivh Wilsysa)
e /{

I y 3-7 -7 A-7 b7 E-7 T LA 07(5854;-
M ey
|\ = =t S = =

] |

j! i | | A = ; : :
(F,' —7 = — = : — =
L Lol L | Fary 1 !

’ \ -

in Compaf“ing these two D[‘OQFESSiC‘f‘.S, Some 1mpnrtant facts must ha

censigerec:

1) the rogt mciions are not the same, though ine meladies are;

2)  the melogy anc reharmonization choices must be compatable;

3} the omgmal resolutions of the two dominant cho~ds are no lorger
down a perfect fifth (the normal expected resolution for V7 or
V7(sus4) is qown a perfec: fifth Lo the t chord).
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VT V7 (sus4) ~ ™1 V7 Wi-7  Y7{susd) -7
A A
27 G D7{sus4d) G D7 E-7 07{susd) B-7
Far T | ;
T — e e
o I ) 1 A -
L= -

Notice that the analysis symbols for the "deceptive” resolutions of ¥7 to -7
“ne root

or Vi-7 are different from those for the resclution of V7 to |.
metion is not dewn a perfect fifth, so there is ng arrow. The analysis symboi
s V771, V7/Umeans V7 of |, V7 is expected to progress to i, but m2soives
deceptively (deceptive resolution} 1o another tonic chord.
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CADENCE

The term cadence means melodic and/or harmonic movement o 3 30int of
rest. That point of rest is the cadence.

Dominant ¢cadence:

000 © O o O

{ G Y7 ch: ¥7 = B: ¥7 ™|
Bma} D7 Cma} Bb7  Ebma? F=7  Bma7
Fo . r% [ﬂ 7 v T - -
KW 7Y 1 Fal —n 1 P T
P . Ldb? i & 4 T ) —
i 4 | rA 1 i [
’ / ' &

Subdominant cadence:

F@.@ @.Q O. @ O|@ @

|

F Bb F Bb Eb &b 't F c FoBe f
7o T am e = T ——
Z e 2z T - :

A subdominant to dominant to tonic progression IS considered a
fyll cadence since ail the functional sound groups of the key are
represented: 1V to V to | 15 the traditional rutl cadence.

¢ 0 G

I
Y Fi
A
FlabY )
b Jror | W
v ?g 5
!
N t 1
o e ——
A | For J -
i ? . 5!
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Other cadential variations are possible:

IV to V(sus4) te | is subtle since there is no tritone involved:

IV  Y{sus4) - ™|
C D{sus4) G

Iy

N

$>
& SR,
¢

A
8
\
O

IV to IV/dominant roet to i is even mcore subtle tecause the moticn fmom the -

stebdeminant to dominant only involves roct moticn from tV to V ¢f ne ey

IV Vi{sysd) i
c .
c Ao G
4 }M‘ zZ
174 i
Fa W
(1] rd A g
A 55 F
N 1
] [ LI M
C/{"J >— :
S : Z—

The 11-7 to V7 to | cadence is very strong since all the root motion is down
in perfect Sths. This particular variation of the full cadence 15 50 streng that

some styles of contemporary music rely on it almost exclusively:

6: -7 V7T TNmaj7 Fr -7 V7 e edimaj?
A-7 D7 Gmaj7 6-7. C7 " Fmaj7
- i } i
* 2 - :
.l | I
/ v iy
Bb: -7 W77 Tmimaj? G: -7 V7 ~—mimaj7
c-7 F7 Bbma}7 A-7 D7 Gmaj7
= — : : t T
{ & ﬂ i ] 21 L
[ Fat ) \ - . [ ]
| - Y- Pl L o
-
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MNAME : HARMONY | HOMEWCREK =7

HOME WORK -

21 identity, by oitch name, atl the following pitches.

NOTEZ

4 -

. ! I-| ] 'ﬂ ~ | — [ p— T R

2t ! I - r_i M —

v/ - LT O o=
- ;_-.74-

7 T T W T i

- —— —— ——— r —t }_E ; & i

1 . 1 1 | | !

i +++—- — S e — .

_:L;.;,.*r :';:""7"' -

> v

2) Notate the melody in ex i, ateve, in the bass cle?. Jse leger hines
when necessary  Both examples should sound exactly the same o the
Diane.

£

Fon CHI: |

NOTE.
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NAME HARMONY | HOMEWCORK  ~C

4) write this short melcdy,

i ——

I One octave BELCW:

o .‘. : L,
ra .
F |
2. Two octaves BELOW
- Fa TH |
ek ) '
A
-3
'-E ‘
3 Cne gcltave ABCVE:
A
L ) -
A L N
= o f !
.__‘. P
4
- 4 Two octaves ABOVE:
L)
It _
. |
FAl A
u —_
'Y
[ -‘; --------- :"':'.-:-:':—:1.1:'.- ::: _ - _ ‘_ _ T B __ _ """ N N . -—.—-.nTy
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S) Notate chromatic moticn between the given pitches. Cbserve the rules
governing accidentals,

D ———— —T
s o I T T —_—1 A W 1
e W L E— r— -
#
: H Jr—
; ol r 4 Pl — : ;
. = T o — ;
X 1 ' ; ! S———— 4——— or {
3 1 t T T T D N !
[ -t —4 T -2.
om——— T : . 1 -
H - PR . : '
— s
b E——

6) Rewrite the previcus example 1/2 STEP HIGHER.

‘ggtw =

rr —

H

)3

07 4

hdeddd
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NAME

CHARMCNY | HOMEWCRK,

-1

7Y Icertify by name all the pitches. Then, piace the number for 2]l notes ¢f
*ne crhord on the aocropriate key ¢f the keyboard telcw. The first sxampis
15 completed.

a be &
Lr;_ [ P."_é =L i I L 3'6
A f e A ' o . il | - For §
7L e et ) ] 1] A ;
Iy Pl I’:. ol — . :s \ T Lg ;—5—
V- ‘ Kt Ri &
| ‘ H .
! | | : il
< £ Do ‘ i | 2
: - - : ’ L ! Py e :
P 1 L . : R . ] i’ e -
Y. W 1 - Lrh_ ] riE
. r¥) e U = L il
P B i fat Y= Lol b
s o 4 r
al,
" 2 : 4 5 o) 7 3 < Lo '
.
e
N
-
8 ~
£ D
i
) :
| |
T iji\l @ || SN ! ; | :
4 : i | . I
Y | . el l EEEE
L ‘ | | } . ! Lo
! 1 | H
! I i | i [ i i !

-
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3) Cempiete the following enharmonic pitch chart
Matural Srarp Flat Couble-sharn coutbis-ilat
Hotation: Notation: Natation: Notation: Mataticr:
A L
¥ ¥ ; T H
P PIVET i Ve J ' v | V] - N
R T Ll v " A T
\..J H n 1
v
A
17 ] i
A .
l’m. .
Nl e Y I
v dv
| :
Y B L
Y L : L .
filan i) .
v hl .
o
r.
i : M :
A 1 P e ]
il ! o
_ S !
g v
4 A
8 .
o \
Filam Y
Sy’ L |
o o fl
w'-;..' “'
- "!’o 2
rd oL
A
. re O o .
2 ot £ . YA
el 1
L |
; g - '
I~ :
i -
AL
Fin '3 Fav ) | 1
s
e
Fay T T
el x + N :
A H
o £o
o Fa -
Yy A y
i e
1_‘": ) ﬂ. 1 s
o ot &7 =l .
S Z [~ . -
H ; |
" _
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o

S) Complete the rotlowing chart of majcr and mincr sca'=s. Indicata the /7
steps. Do not wse enharmenic speiling. D6 net mix sharss witn ¥

dumper of

sharosor flats

necessary for

related major

and minar:

MAJOR SCALE. RELATED NaTUGAL MINOR

NORg

G
3

'Y
%
s Oy
q
{
3
2|
3 {b"
o
4

T
T
4

i B minar I

&
oy

14

-]
IJ

e {

A majar

i
;
L
%
°'§F
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AELATED NATURAL MINOR:

i

==

)
-

N

Ab major

!.Eé*ﬂn

ko

14

-

H
4

N §

G minor

8 T
-y

Ny

lESJcb

F major

L
-
al

B




LA,

|

NAME

10) ldentify the following MCDES:

HARMONY | HOMEWORK 36

- Dorian
) L - A
- ! L L= ¥ - s
g T e —r—t> FAn X
il oyl T ) =1 ik =
&7 F e, PO
& PY e
& L o
Foa | Q 1 ik Wl
- P Y N o 3 : - y:
vy ) &3 PR NI S LA
ya — = - LI VT A o0 | L
1] '
o
.~y
A ! \
Fon T3 : T - Y e i
-f'. IHA_ Lo :'d —— %I‘ ?l_‘ < - ?HA 'IL-EJ' ]
n Pl J e’ | e o S
P ¢ T ’
A 1 . N Il‘a 5 4
)74 Fard N /I;' sy : i ,.‘rw
a o M s n B | e —
y. Lt Vo A=
» i el v
L - 2 bﬂ b 1
o 1 por =4 o T T T s
3 ol | =/ ;; -
.I‘ 7 = L
o
—_—
v b‘a % by A
P T e 77 =" yu"a
hall I3 L P al
y i) =
[, I 9
v ¢ Fyr F: =
A
L o W
-1 Y -yT
m Y LY RS v ya T =
e L= e ST, S
ag &L ==
- —— "4 L S prey
- can Irm _I,fé.— iJI —a Pory AIV
ey L L =1
- S




HARMONY | RCMEWORK 7

NAME

write the Key signatures for the rollowing keys anc identify the

. e

missing tonaiity:
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i2) Complete the following chart of intervais from the key of Eb. Kzep the
rignest pitch diatonic. Jse the appropriate accicentals.
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Diatonic 211enc 1nterval Diatone nteryal
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Diatonic Diatonic interval Diatonic interval
interval: reduced by increasad by

1/2 step: H/2 step:
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) Rewrite this melody:
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|4) Complete the following chart of intervals and their inversions ¢iatonic
to the key of C. Labet the intervais:

Diatonic Inversion of Diatonic Inversion of

Interval: diatonic interval: interval: diatomic interval:
min 2nd maj 7th

e s T
ezt s = e :
v o _

3 el N 1Y
T 3 ‘

Y o

] -—-—"__"'—__—_1 -
[ .4 ‘_Q . ;.a_l =’

A F"_',/:} A [ Zal
) 1 "' 174 ‘Hl'
- A red !

g EE= = —

A //1 A 1 x

7 1) ! s T E
e - ;
v

37
2 e —— 4
v v
1

i 3 —F fot !

5 '




W el
Ml

HARMCNY  HCHMTWCRe

-
D |

CEx 14 continued:)

Diatomic inversion of
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1Sy Zorstruct the indiczred TEIADS In STC0OT POSTICN. 00 nol uss
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NAME
"8)  Construct the indicatec SEVENTH CHORDS Inraot position:
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18) Complete this triadic chord pregression by acding the remaining cnerd
tones beneath the melody pitches. Then indfcate, beneath the ¢hord, the

inversien using the follewing:

R = Root position; 1 = 'st nversion; 2 = 2nd inversicn

FoA- D= G 5 dim C D~ f
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1)) Realize chord symbols for the piano harmonizations below. All chords
have their roots in the bass clef:
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20} Compiete this narmenization of the cycle of fifths by glacing the
remaining chord tones Jeneath the melocy pitches. Then indicate the
inversion for each chord.
R = Root positien; 1 = st inversion; 2 = 2nd nversion; 3 = Ird inversion
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All the metody pitches below are avznable

tension number for each note:
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tansions.  Ingicate the
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E Realize ¢hord symbols for this oiano part. Place in parenthesis tne
tensions ocemng used. All cheras are In root position
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