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HARMONY I 

Harmony deals w1th the study 0( chords and their relationshiP to one another. 
The understanding of ,~armonic practice IS essent:al to the uncerstandmg cf 
the language of mus1c. As 1n learnmg any language, the firs~ step 1n the 
learnmg process IS the development of a vocabulary. 

THE STAFF 

The foundatJOn 0( our notation system is a gr1d of five lines called a staff 

The position of notes placed on the staff visually represents relat:ve 
"highness" or "lowness· of pitches . 

. high low 

CLEFS 

Each line and space of the staff may be assigned a letter name. The letter 
names are arranged alphabetically in ascending order: A B C D E F 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) The F clef locates F below "middle Con the fourth line of the staff. 
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Harmony I 2 

The G clef, also known as the treble clef. locates G above "middle C" on the 
second line of the staff. 

~ 
# • # • 

6' " 
, 

G A 8 c D E F 

The C clef locates "middle C" on the middle line (or, in some cases. on the 
fourth line) of the staff. 

IH , • , a z 
# z 

A B c D c F G 

I~ & z I 
z , z # 

F G A 8 c D E 

Note that the music alphabet goes from A to G, and then starts over. 

C D E DEF@ABCDE 

18 
THE GRAND STAFF 

When two staves and the treble and bass clef are used together, the result IS 

called the Grand Staff or Great Staff. 
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LEGER LINES 

Small lines called Ieger lines are added to extend the staff. 

+.L 
+.L--

-T 
7 + 

Notice that the notes 1n the spaces directly below or directly above :~:e staff 
do not need added I eger 1 i nes . 

.L 

The same app 1 ies to notes m the 
spaces beneath or above the Ieger 1 mes. 

)( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( :E 3( )( )(*** 
)( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )()( )( )( )( )( )( )( )( )()()( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )()(:E)()()()()(**** 

To summarize, pitch placement devices used in music notat10n are: 

1 l the staff, which shows the high/low relationship between different 
notes. 

2l the clefs, which locate p1tch names QlYen to lmes and Sie2Ces of the 
staff. 

3l the Ieger lines, which extend the five lines of the staff for higher or 
lower pitches 

--··-·----- - -~- -~--
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C D E F G DEFGABCDE 
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Homework numbers: 1, 2, 3 
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ACCIDENTALS 

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

In order to mamtain the :ntegrlty of the alphabet, the other five pit:nes are 
represented as alterations of the bas1c seven pitches. The terms ~sea are 
sharp and flat. Sharp= I /2 step higher, written as~ ; flat= I /2 s;:es :ower, 
wr1tten as~. A ··c=·· is the pitch ! /2 step above C and 1/2 step below D. The 
sharp s1gn is placed before the note for reading purposes 

c c= D 

' -e- ~'19- 0 

.-.-~ ;.· .. ·. 
··-~ . ·,- ........ . ... ";., .. :-· 

.::. --' 



Harmony I 

1 The names of the twelve notes m ascenc:ttng or.jer are: 
.J 

['·' 

(j:. '·•' 

A A" B c C" D D"' E ~ F" G G" A ' 

® 6' Z& ~ ~.9 !) ~~ -&-
{ia Z2 

?J #u ;$' ?2 

ThiS ser: es of notes IS cal led the coromatic scale. These no[2o . - tne ~' 

chromatiC scale may also oe examined 1n descena1ng order 

As wJtil sharps, fiats are placed before the notes to wn1c:1 they aco:•, 

A b~ G Gb F E Eb D Db c 8 Bb ' 

& 
-&- 0 bo e I I Z:2 '~ z z e ?6' I l5 e 9<9 u 

" 
Note that there are two options for naming the five black key 01tc~e5 ,: ~, Dt 
~r '" c-;, or D"' <>rc 1 When ther" ~r" t•No (or mor<>1 no""l .. Di" n~m'" '··c '"" '-' '-' 'L'-' '""" ,,, ' ' '-"" "" "'' !"' .._,.._, "' ''-' "'-~ ._, ·---

same pitch, it is said that enharmonic spelling IS bemg appliea. 

BCDEFGAB E• 

~ -' 
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Once a sharp or a flat has occurred 1n a measure, there must be a ,T:eans M 
cancelling (neutraiiZmgl it so the no{e reverts to its unaltered cor,altlcn The 
s·imbol used for this is a natural ( ~ l. Collectively, snarps, :'ats and 
naturals are called accidentals. 

'.vithln an octave (eight consecutive letter namesl, there 2r2 :wel·;e 
ha If -steos: 

I 2 3 4 5 6 7 8 9 10 II 12 

I 

CDEFGAB DEFGABCD 

c_ ___ Octave -----1 

In certain situations, it may become necessary to raise or lower:: Jltch bv 
two half-steps. The symbols for these purposes are·~· -for a double-sharp 
and * for a double-flat. These symbols are also called accidentais. 

·' .. ·' ;. -: -
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X)( X X)()( X;>(****)( :c)(;()()( X*******X-J€ )(X X*****************'(:<)( :€ IE :c ;( i(***** 
)(:c)()()()()()( X X)()()()()( X)()( X)()()( X)( X)()( X J( X)()()( X**X )( )( )( )( )( )( X**X )()()()(X:<)( :c X)(><*** 

The rules for sharps C ~ ), flats C b ), naturals ( q l, double-sharos (·~· l, and 
double-flats Cppl are:' 

I. A natural cancels a sharp or flat. 
2. A single sharp or flat will cancel a double-sharp or couble-flat 

respectively. 
3. One natural alone Will cancel both double-sharos and double-flats. 
4. An accidental remams 1n effect for the duration of the measure It 1s 

in, or for the duration of tied Pitches, 1ns1de a measure or across the 
bar-! in e. 

5. To raise a note which has already been sharped, use a dcL:ole-sr'larp, 
to lower a note which has already been flatted, use a coubie-flaL 

6. An accidental ONLY affects a specific note, iff that oc;:ave, m that 
clef. All other notes of the same name are NOT affected. ~ · 

" \ 
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Homework numbers. 4, 5, 6, 7, 8. 
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A scale is a ser1es of ascending or descending notes in a stepwise pattern. 

!I 

This Is a chromat1c scale. It uses all the notes between the F's and all the 
pitches move by I /2 step (Chromatic implies" 1/2 step.") 

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

?2 a 
?£ 

a This is the familiar 
c major scale. 

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

'} 
D to D E toE F to F 

a 8 '): a e n '): 6' n 

D Dorian 

G toG 

& u 
.do 

6'01:7 

G Mixolydian 

E Phrygian F Lydian 

A to A B to B 

S' a 

A Aeolian B Locrian 

,.,_·_-> 
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,:., :I or' ~rk aoov e are sea I es, out tr-;ey re no c cne same k 1 nd or sc2 12. ;:-," 
C1aracter1st:cs of the C maJor scale above are the 1/2 steps r'rom tr;e :5rd to 
4th degrees and from the 7th to the I st degrees. The distance becween the 
other notes :s a whole step (two I 12 steps) In the other sc2ies snown 
above, the half-steps Urom E to F and 8 to Cl occur in dlfferent :;ar:s -~1 ;:ac: 
respective scale. This creates a coilect1on of related scales ,,~cwn as 
modes. The modes shown above are all relative to the C maJor sc2'e. T;~1s 

means that each mode starts and ends on a different note of :t:e : .caJor 
scale. 

Here aga1n IS the C maJor scale. 

0 
I 

a z> 
1/2 

e u e 

1/2 

if thiS stepwise pattern IS applied starting on G, the result 1s a G major 
scale. 

? z C) ?7 

1/2 

All major scales utiliZe the same stepwise pattern. 

L o 
en~ 

l/2 

J::>:~: ::~;. :;.; : .. :-.,:..-. ---. :._· 
------~ 
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,'-1QQE NAME CHARACTERISTiCS 

1/2 steos between degrees 

Ionian (major) @ }-4; 7-1 
-&-

Dorian 2-3; 6-7 

Phrygian 1-2; 5-6 

Lydian 4-5; 7-1 

Mixolydian 3-4; 6-7 

-.:s 

Aeolian (minor) 2-3 5-6 
' 

Locr:an 1-2; 4-5 

0 

Harmony 1 . I 2 

SCALE 

(Parallel to "C") 

'2 6' 6 a 
~ 

A >s ? 
?)r;;;7 

v 

6' n 

'-../' 

6' i'. .#G o 
?2 

'2 6' ? 2 

v 

6' ?,i 
0 ~ 

s ?2 

I ~~ t:z ~ '?) ?) ;r 

.. : ' 
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Scales may also be described by comparmg them to the parallel major or 
minor scale. 

? a 

..,o-6'
r a WI"'" s ?) ;;r 

Thus, Donan mode may be described as a mmor scale wlth the 6t:: degree 
ra1sed: 

( ~) 
., & bo ~ 

?7 

Phrygian mode may be described as a minor scale with the 2:;c degree 
lowered: 

(b) 7-s bo -6'-,,, 
$@ bn & ?2 

( ?2 

Lydian mode may be described as a maJor scale with the 4th degree ra1sed. 
( ~) (2 ~ 

,,. Jr r2 tJ 
~· ~ u 2v-?J 

,'1ixolydian mode may be described as a maJor scale With the 7tn aegree 
lowered: B$1 v 

~: 6' ? 2 & Z:::! & 
/ ?2 

Aeolian mode Calso known as the minor scale): 

t. - fa:, -6'-
-~-- t r?J;e -- 6' ~?) r;;;;r ?2 

Locrian mode may be described as a minor scale with the·2nd and 5th aegrees 
lowered: 
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The minor scale (Aeolian mode) IS also known as "naturar mmor or 
"pure" minor: 

~)i 

' a 8 lza 

The harmonic minor scale may be described as a minor scale w1tr, the 7th 
degree raised: 

?2 

The melodic minor scale may be described as a minor scale with the 6th 
and 7th degrees raised in its ascending form; in its descending form the 
melodic minor scale reverts to pure minor: 

~ ·• I """ ~ c9 ,u ..,.. 
?2 

The maJor pentatonic scale is a five note scale. It contains scale cegrees 
1, 2, 3, 5, 6 from the major scale, and does not contain any half-steos. 

I 

?• ?2 
?:? 

¢:]. 

·Homework numbers 9, I 0 

.. J" :::: ·:: ::: .. ·. ; .. /~. :·.· ·. .. ':·: ·.~: .:::c:~ ::::: .~~.;;;;:.-:: ' '' '' '' '·' ' ::i:i;::< · ·: ·: · · ··:.:.:.: 
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KEY SIGNATURES 

Key signatures allow us to place the requJred accidentals of tne vanous 
scales at the beginning of a p1ece of music. They are placed directly to the 
right of the clef 

" 

The reader, before reading the music, will look at the key s1gnature 2nc ~or1ce 
the acc1dentals to be used for all the affected notes. With the acc::er,rals M 
the key Signature at the beginnmg, the key IS recogn1zable 1mmea:2teiy even 
If there IS a lot of subsequent chromatic alteration. 

I 

Refer to the homework for scales. The sequence of examples was not 
arbitrary (C, G, D, A, etc.). This sequence is the result of a phenomenon whiCh 
you will see throughout the study of music. It is called the cycle of Sths. 
To be logically sequenced, the building of key signatures follows t~e cycle of 
Sths. The placement and position of the .f..l.at..;r in a key signature foilows the 
cycle .cim'L!l in fifths: 

Bb Eb Ab Db Gb Cb Fb 

The key of Cb has 7 flats (all notes flatted) 

..... ~. ' 

·--···-~-·-........--~- ~._..,.. -. . 
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. The placement and pos1t10n of the sharos in a key signature follows tr,e cycle 
ld.Q.-m fifths: 

[ ~ 
B"" I • 

I 

(~. -~~ <' 

The key of C"" has 7 sharps; all notes are sharped. 

In order to be immediately recognizable, key s1gnatures must always oe 
placed consistently on the staff 

RIGHT WRONG 

J The best way to recogn1ze any key IS to know the number of sharps or flats 
used for 1t. Another way to recognize the key signature is: 

j 

_j 

I) For flat keys, the key IS represented by the flat BEFORE the last flat 

~ 

2) For sharp keys, the key 1s a half step ABOVE the last sharn: 

~ lbb !II• ' "c• 

3) The key signature of one flat is F major The key signature or no 
sharps or flats IS C major 
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Note that there 1 s no necessity to use I eger I mes for the o i acement of any 
accidentals in a key signature. Unlike the general rules concern1ng :he use of 
accidentals, key signatures affect all notes of the same name regardless of 
their octave. 

Homework number: I I. 

-
,.,.-,-,--- ------~ 
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INTERVALS 

The relat10nsh1p of adJacent notes 1n all the prev1ous scales IS a whOie-s;:ep 
or half-step. As part of our vocabulary, we need a metrwd to identify tr,e 
relationshiP between any two notes. 

In order to do this, we need a logical me3ns of showing the distance, or 
interval from one note to another. 

A s1mpie numerical means of accomoliShlng this is to count eac:-1 ooss1bie 
staff degree between the two notes to find which number tr,e ~op ~Ech 

represents. 

4 ' ') ' ~ 
8 8 ~) a a 

-6'- ( .., v II vC 1 -:9-

2 3 4 5 = 5th 2 3 4 = 4th 

·:a The intervals 1n a maJor scale between the first note and the other notes are 

,-\ 

''ll 
LJ·.·.' 

~ ?2 ~ 
?2 

$ 
u ~ 

-:9--&- # v -6'- -&- -&- -6'-

perfect major major perfect perfect major major perfect 
unison 2nd 3rd 4th 5th 6th 7th octave 

If a major mterval is made smaller by a half-step Cby lowermg the top note 
or raising the bottom note) the maJor interval becomes mtnor: 

@~.·; w lp J (u; ! & 
... v t+ 

mmor mmor minor mmor 
2nd 3ra 6th 7tl1 

·. :·.•::;: :' . :: : ... •. :. :. ' . 

-<_, 
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NOTE: Intervals may occur as melodic intervals Cone note following the 
other), as the minor 2nd and minor 3rd in the above example, or as harmonic 
intervals Cboth notes together) as the minor 6th and minor 7th above. 

When a mmor or perfect Interval Is made smaller by a half-steo, :: .:)ecomes 
diminished: 

@ [,u 
I Pa 

~:; 
on 
I 

(~)..9--&- *..9-
aim. aim. dim. d1m. 
4th Sth 6th octave 

Notice that in all intervallic relationships, one must first count the number 
of staff degrees involved, and then qualify the relationship. 

Major and perfect intervals made larger by -a I /2 step are called augmented 
intervals: 

$ $6' f6' 't *$. I ?2 
?2 

~1'19- b# C''t9- ·v- ~-61- -61-
aug. aug. aug. aug. aug. aug. aug. aug. 
unis. 2nd 3rd 4th 5th 6th 7th oct 

. •'•'•'•'•'•'• .. :~:. 

~ .. 
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Diminished Intervals made smaller oy an additional half-step :Xc:Jme double 
diminished: 

~6' 

*-a-double 
dim. Sth 

:~ 
double 
d1m. 6th 

double 
dim. oct. 

Augmented mtervals made larger by an additional half-step become double 
augmented: 

® bit #n 
b'-&- t: 

douole double double 
aug. 3rd aug. 4\h aug. 7th 

It IS also possible to have an interval which exceeds the octave: 

This interval is called a 
major 1Oth 
(or a major 3rd plus I octave). 

'): 
:'t. 
?2 

)( )( lE )( lE )()( )( )( )( JE )( )()E)( lE JE J( )()( H ;( )( JC J( J( )( )( )( )( )( JE JE )(JOE JE JE ;c JE JE JE JE J( JE lE***lE )( )( ;(:c)( ;c JE ?E :c :E* 

)( )( )( )( )( )( )( )()()()()()()(JOE)()( JOE)()()( J()( )( )( )( )( )( )( JE JE JE )( )( )( )( )( )( )( :c JE JE JE )( )()()(JOE)( lE )()(:HE :c :E** 

Here are the basic rules and names (when examining the distance from the 
first note of a maJor scale upwards): 

I ) 
2) 
3) 
4) 
5) 
6) 

7) 

2nds, 3rds, 6ths and 7ths are ma 1or mtervals. 
Unisons, 4ths, Sths and octaves are perfect intervals. 
Major intervals made smaller by I /2 step become mmor. 
MaJor intervals made smaller by 2 half-steps become dimimshed. 
Perfect intervals made smaller by I /2 step become diminished. 
Perfect intervals made smaller by 2 half-steps become 
daub le-diminished. 
MaJor or perfect intervals made larger by I /2 step are 
augmented: by two half-steps they become double auomented . 

Homework numbers: 12, 13. 

._J:\i::+.<::· .•••••.••••• , •.•...• .; .· .. _;·.·.· 

~ ' 
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INVERSION OF INTERVALS 

Intervals describe the distance between two notes. The notes involved can 
appear and sound in two ways: 

or: 
?2 

tl tl 

In other words, any interval can be turned upside-down Clnvertedl 

~~~)~~a~~o~~~~ IS the inversion of ~ij~uE~"'~~~~ ana v1c2 I..'Ersa 

When an mterval is inverted, the note names involved are still tne same, and 
the intervallic relationship follows a pattern, In the above example, one 
interval is a major 2nd; the inversJOn is a mmor 7th. Some stmpie rules for 
inversion of intervals follow: 

I l "9" minus the number of the interval equals the ;nvers10n 
interval: 

$ ; II & ; '~ II 
#" 

I 
II 

9 minus 2(nd) = 7( th) or: 9minus7(th) = 2( na) 

2) MaJOr intervals inverted become mmor intervals: 

$ #s ~~0 II 
Ma)ar 3rd Minar 6th 

3) Minor intervals inverted become Major: 

£, ;~b 
~~ 

I 
ol 

Minor 6th Major 3rd 



.! 
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.-iarmony 1 

tl 

P~riect 5th Perfec: 4ttr 

5) Auamented mtervais ;nvenea become a1m1n1sne·J: 

Aug. 6th Dim 3r~ 

6) Dimmisr,ed 1ntervais :nverted beco~~c;arnence·: 

* I I-@ l~'S ' !) 

Dim. 3rd Aug. 6th 

7) Double dimmished intervals inverted become double auarnentec 

II 

Daub 1;: 
D1m. 4th 

Double 
.•.ug. 5th 

Sl Double augmented intervals mverted become 
~ p~ t I ~5 ~ 7]" '[I:! 
Double 
Aug. 5th 

Double 
Dim. 4\h 

i 

1n or!Jer- to correctly produce an mverston of any mterv"!l, the bottom P!tU' 
must be ratsed one octave or tl"le top pltch must be lowered one octave. The 
1nvers10n of a perfect un1son becomes a perfect octave and v1ce ve'"sa 

-6'-

~ mmus 1 i unloon) = 6 i octave; 

.. : .- .. · 
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The tritone interval (augmented 4th) 1s a spec1al case. Unlti<e 2ny other 
mterval, when 1t is inverted, the number and qualifier change, buc '( rema1ns 
a tn tone. 

'r 8 
IS an augmented 4th (tritone- 3 whole steos) 

0 

'): e 
6' 1s a dim1n1shed 5th (still tritone- 3 whole "'~ps) 

Homework number: I 4. 
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TRIADS 

\Ve have ]OQke'd 3t :iOt>::S ;:~r;ne ~n SC31e sn·..;a~~SnS an~:: t.'S':; .1o:r;s ~,:.::ctr.o:-: 'fi 

1;-"~;:ervai situat;>Jns. N0··N, w2 w: 1 l placet~.:---~.::- .-~c~cs tog=t;Jer tc ~o;-m ~ r:.~·.);'"'G. 

The terms usea to descnse thre:: ;,ote cnor:::s w:11 o~ r_,'"\e same -1s >fcr2 
major, minor. augmented, an<:l diminished ("Pe:f-:c~· 1s '-'~ca :,-:., .v:rh 
~ntervaisJ. 

T~.~ee note -:~orcs are cJIIed triads. 1;1e oas1c buiiOing o'cc:< ~Jr-:~::::c~ '3 
tr.e l;tcervai or a 3r-'l To s;:art nit.k. the maJor scale mil be us;,~: 

6' :> 0 
-9- "' 

?J & p 

Abcve eacll note 1n the scale w11~ Je ~lacec two r:lcre Ji:ches- t::~ f•cs' :::tch 
1 3rc Jbove tr,e note from u-,e 5cc;:e ~r,e second pitch a 3rd aoove :.~2 5eccno 
pitCh: 

§ 

Ail L!1e pitcnes used to bl!i Ia the c'lotrJs a~e from tne key cr.: major >:,ey ::n 
diatonic to::= m-aJ·Jr 

The diatonic triads in the key or C maj-;r contain ~nree of the fcur ;;c:ss·;'ble 
tr1aoic c;,o,-c. str'Jctures rmaJor, mmor, and di:r:i:ilsne(J) : r che ir:ce-va Lc 
relationships within each cnord are studied. these three -:nora types 2,,.j tte1r 
cnaracter1st:cs canoe seen: 

1 l Majur tr1ad;: chcrds w1tf\ intervals of J rnajor :=-rd 'rem the rwt 
(b0ttom note: tc t.1e m1dcle r.ote, and 2 oerfect Yr. from tr.~ root ~'j 

tilt top note 

c F G 

41 t § i 
~ 

2l MI~..JCR TRIADS. chords w1::h mterval3 of a minor 3rd Jnd Pf~fect S.:.:tl 
from tre root respectwely: 

D mm E m1n Amm 

£ § j § 
rl 
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3l DIMINISHED TRIAD: ·a chord with an Interval or a m1ncr 3rd ana 
diminished 5th, resoecttvely 

B dim 

' ; ,. 
Note that in all cases, the Jetter name of the triad signifies the cotc::m note. 
This note is called the root of the chord. 

In addition, each chord will be identified with a Roman numeral reoresenung 
the scale degree of the bottom pttch: 

I maj n:mm mmiD IV maj V maj VI mill VII dUll I ma:j 

$ ~ § ~ i j § 
t ~ 

Here are some untversally accepted abbreviations used for triads: 

C = C major triad. Optionally ·major· or its abbreviation ·maj" may 
appear: i.e., C major or C maJ. 

"min" is the abbreviation for minor. Also used, though not universally, is 
the mmus sign .. - .. (which will remain the choice for this cocrsel 
"A minor· wi11 be notated in this course "A-... 

Diminished is represented best by "dim" or a small ctrcle above the tr1aa 
name, i.e.; B dim or B 0 

The diatonic triads are: 

I maj 11 min Ill min IV maJ V maj VI min VII dim 1 maJ 

OR 

II- Ill- IV v VI- VII o 

It @ ~ § j § ~ § 
@ 

~ r 

~ 
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The fourth type of triad, besides maJor, mmor and diminiShed, is the 
augmented triad. It is abbreviated either "aug" or .. + .. The augmenred triad
has a maJor 3rd and an augmented 5th from the root: 

F• A+ Eb• Bb• D• 

'*~ 
The augmented triad is not diatonic to any maJor key. Its usage will be 
discussed later. 

There is one more type of chord. tt is a very common chord m contemporary 
music, and it doesen·t fit the normal pattern of stacked thirds. ~~ iS the 
"suspended 4th" chord. The chord symbol used is sus4. A suspendec fourth 
chord (sus4) is a triad in which the 4th degree replaces the 3r:: degree 

G( sus4) G-(sus4l 

I~ 1 '1 
)( )( )( )( )( )( )( )( )( )()( J( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )( )(;( )( )( )( )( )( 

·· To summarize; 

Major triads are constructed with major 3rds 
and perfect Sths from the root: 

Minor triads are constructed with minor 3rds 
and perfect Sths from the root: 

Diminished triads are constructed With mmor 3rds 
and dimmished Sths from the root: 

Augmented triads are constructed with major 3rds 
and augmented Sths from the root: 

Homework number: 15. 

~ 
c- -

@~ 

. ·>-·: -. 

- ' 
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C"HORD (CNSTRUrTION CCONT'O) 

SEVENTH CHORDS 

The logical extension of a diatonic triad Is the addition of another d1aton1c 
third above the fifth of the triad. 

j t 
The result is a diatonic seventh chord which contams a diatonic 7tn cearee 
above the root. In tnads there are only three 1ntervallic relatJOI"lSh'GS. rooc 
to 3rd, root to 5th and 3rd to 5th. With the added p 1 tch of 7th craJs, Cr•t 
complexity doubles. root to 3ra, 5th, 7th; 3rd to 5th, 7th, 5th to 7th. Thus, 
7th chords are more camp lex than triads. 

Chords with a maJor 3rd, perfect 5th and major 7th from the root def;;e a. 

Cmaj7 Fmaj7 

~h~ro; 7th ; J ~ 

Chords with a mmor 3rd, perfect 5th and m1nor 7th from the root define a: 

D-7 E-7 A.-7 

minor 7th 
I@ ~ ~ i chord 

A chord w1th a maJor 3rd, perfect 5th and minor 7th from me root aermes a: 

dominant 7th 
chord 

G7 

i 
A chord with a mmor 3rd, diminished 5th and mmor 7th from the root defines 
a: 

minor 7(b5) 
chord 

B-7Cb5l 



_, 
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It helos to compare these seventh chords with the triads on which t~ey are 
built: -

The chords built on C and Fare maJor triads with major 7ths: 

Cmaj7 Fmaj7 

fr J ~ 
The chords bu i It on D, E and A are m mor tr1 ads with minor 7ths: 

D-7 E-7 A-7 

!@ ~ I ~ 

The chord built on G IS a maJor tnad with a minor 7th: 

G7 

The chord built on B is a diminished triad with a minor 7th: 

tl 

B-7(b5l 

~ 

§ 

The chord symbols for seventh chords which will be used in this course are: 

maj 7 = major triad w/major 7th 
-7 = m mor triad w lm inor 7th 

7 = major triad w /minor 7th 
-7(b5) = dim. triad w /minor 7th 

The diatonic triads inC maJor are: 

1 maj7 11-7 111-7 IV maj7 V7 Vl-7 Vll-7(b5) 

C maj7 D-7 E-7 F maj7 G7 A-7 B-7(b5l 

£ I ~ 
~ 

l ~ J ~ 9 
.; 

A 
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There are other 7th chord structures which are not diatonic to a maJcr keyc -

r 
:. The +7 (augmented 7th chord) which consists of an augmented tr1ad wJth a 
1 J rinnor 7th: 

The 0 7 (diminished 7th chord) which consists of a diminished tried w1th a 
diminished 7th: 

C dim7 

~ w~91J 
1'Jote: 1n the diminished 7th chord, the diminished seventh Interval is 
sometimes written enharmonically. 

C dim7 or: C dim7 

The m1nor/major 7th chord [symbol: -<maj7lj which cons1sts of a mmor 
triad with a maJor 7th: 

C-(maj7l 

Not1ce 1n the chOrd symbol, the .. _ .. represents the basic chord sound (mmorl 
while the "(maj7thl" indicates the 7th quality. The parenthesis IS necessary 
to keep mmor and maJor from being confused. 
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The major 6th chord and the -6 (mmor 6th) chord which cons1st of a major 
or minor triad respectively and an 'added" 6th degree: 

C6 C-6 

; t' .,.. ~ 't-2 

The dominant 7(sus4) chord which consists of a suspended 4th triad with a 
minor 7th: 

G-7(sus4l 

?~ 

Homework number: 16. 

····· .:>.·-· :' ·,·.-.· 

..... , 
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INVERSION OF CHORDS 

The basic rule for invertmg triads is the same as that for intervals: bring the 
bottom pitch up an octave. There are as many positJOns of inversion for a 
triad as there are notes In the chord (i.e . .t.b.ctt in a triad). 

c 

® J-- 2 ? ;, /'" ~ 

If the root is positioned on the bottom (where it would normally be for 
naming purposes) the chord is in root position: 

c 

@ t 
The first inversion is accomplished by bringing the root up an octave: 

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

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

. ···••;._,;_.';: .. · .. · 
-··----------· ............... _ ... ______ =".. ._ ......... _...,...,... 



,-_, 

-I.C> 
I-, 
L. 

Harmony: 

Since seventh chords contarn four notes, there are four positions or :r,'.<:rs:on 
possibie: 

I. Rootposition: 
Cmaj7 

@ t 
2. 1st inversion with the root on top and the 3rd on the bottom. 

3. 2nd inversion with the root and 3rd brought to the top ana :.-e St:'i 
on the bottom: 

4. 3rd inversion With the root, 3rd and 5th brought to the toP 2nd :he 
7th on the bottom: 

Homework numbers: 17, 18, 19, 20. 

... __ , 

.· .. ·: -:_.-:. 

c--.......... ~"0'~"~'"="'"'""' 
~- -.. 
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TFNSIONS 

Consideration IS now given to further extensions of the 7th chord: 

C maj7 

@ l I 
# 

~-

B 
# 

& G , 
3 5 7 9 II 13 

I 
Chords larger than 7ths exceed an octave and create intervallic relat:onships 
which are much more tense than the Simple octave-or-less intervals :r tr1aas 
and 7ths. 

No matter what the inversion IS, all the intervals 1n a triad or 7th ·=~.ord are 
less than an octave in size. 

Triad: Plus added 7th: 
C C maj7 

~ t ( ~ ;)t,i=:JWl~ %J II ! :J $3 
""" ~:I 6i"-<.!: ;J ; 

Extend a 7th chord in 3rds as far as possible without repeating Pitches 

H 6' ~ 
& 

& ~ 

~ 
3 5 7 9 I I 13 

There are now 21 intervals in this chord! A 7th chord in root position ~as 6, a 
triad 3. The number of intervals has more that tripled from those of t~1e 7th 
chord, while the 7th chord has only twice as many as the triad. In addltJOn to 
the intervals which are less than one octave, there are now compound 
intervals (the 9, II th and 13th). Some facts about these extende{l 7ths 
chords should be recognized: 

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

2. They create tense interva\lic relatwnshiPS with the chord tones. 

i 
. :.:..:..:_ .. ,·.' . . ·.· ' . ' . ' ' . ·· ... :.:.;., ' ,., .. . f ... • .. :-·:-
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Because of thls tense relationship with the chord tones of the 7tn chora, 
these extensions are called tensions. I, 3, 5 and 7 are the chord tones; 9, 
II and 13 form the basis for the chord's possible tens10ns. Here is a C majl 
chord with 1ts oossible tensiOns: 

H:r :r :r 
The 9th (0) is a major 9th above the root; the II th (F) 1s a m1nor 9th above 
the 3rd; the 13th (Al is a maJor 9th above the 5th. The tens10ns whicn sound 
best will be those a maJor 9th above a chord tone. (A minor 9tr, ;me:val is <_. 
extremely harsh sounding.) In the following examples all tensions are :hose a 
maJor 9th above the chord tones: 

' 
~. :r ~:]#II :(3 Note that the T' has been sharped 

in order to create the major 9th 
interval. 

maj 9th maj 9th maj 9th 

The 13th (Al Is a major 9th above the 5th; "II (F"l Is a major 9th above the 
3rd; 9 Wl is a major 9th above the root. Notice that tens1on -=11 IS not 
Identified as ··augmented I L" Tensions are labeled as follows: 

( 13) "II 
Cmajl 9 

+ 'I 
The chart of available tensions for all chord changes is on the followmg page. 
Most of the available tensions are those which are a maJor 9th above a chord 
tone. Any available tens10ns that are not a maJor9th above a chord tone are 
I is tea separately as except ions. 

Maj7 Is inc~uded In the list as a soeclai tension situation available on certam 
chord structures. -

--- ____ ,_ . -~-------------- --· -.-••--:""''~·-·--~ .... -
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AVAILABLE TENSIONS 

AVAILA8LE TENSIONS 
~CEPTIOHS TO THE 

AVAILA8LE AJ 9TH ABOVE A 
TENSIONS WHEN DIATONIC 

1
cHOJ~o- TONE RULE 

CH®D TO KEY 

maj (triad) 9 

mm (triad) 9 

aug (triad) 9.•11 (or b5l I 

~- dim (triad) 
All available tensions must be a maj 9th above each chord lone 
and diatonic to the key. 

sus4 (triad) I 1 Cas chord lone l g 

maJ 6 I maj7, 9 .,, 
min 6 maj7. 9. 11 

ma J /las cnord toneJ 
maJ 7 9, 13 •11 

min (maj 7) 
m•j7 (ao chord tone) 
9, 11, 13 

13 not available except 
min 7 11 9 in Dorian mode context 

min 7Cb5l \1, b13 9 

dom 7 9,•11. 13 
b9, •9. b5(see note 1 l. 
b 13 

dom 7 (sus4l 
9.1Has chord lone). 

very rarely: o9. -9.b 13 13 

aug 7 9, •11 Cor b5l 

dim 7 
All available tensions must be a maj 9th above each chord tone 
and diatonic to the key.""- . 

Note 1 - bS is a special tension situation involving an alteration of the 5th. 

Note 2 - The available tensions on dim 7th chords are not numbered 9, II, 
13, etc. Unlike other 7th chords, a maJor or minor 9th above each 
chord tone results in four possible tensions, not tliree. n-,e 
numbermg system to 13 will not work here. Speciiic available 
tenswns for dim 7ths will be shown when the chords are snown in 
context. 

... ·-.· ... ·.,., 
··~ 
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)( )( )( )( )( )( )( )( )(******** )( )( )( )( )()( )( )( )( )( )( )(**** )( )()( )()( )( )( )( )( )( )( )( )( )( )( )( )( )( )(:..:)(X X)()()(** 

--' Summarv of Available Tensions 

Tens JOn: Available on: 

maJ 7 maj7; -(maj7l; maJ6; -6 

9 All chords (when diatonic to the keyl 

b9 and/or "'9 dom7; rarely, dom7(sus4l 

11 all forms of minor chords; 
as a chord tone on dom7(sus4l 

"'11 maj7 and maj6 when diatonic to key; dom7; •7 

' i 
; ) b13 -7Cb5l; dom7 

13 maj7; -Cmaj7l; dam 7; dom7Csus4l 

Chord symbols used to show tens10ns fall into two categor1es: 

1 l The 1 isting of tens10ns which are not diaton1c; D 

2l The optional "courtesy" listing of tens10ns which QC.e.. diatonic. 0 

•..J Tensions which would not normally be available MUST be _included in the chord 
symbol: 

l~ 

L 

Cmaj7("11l 

C maj7 InC major implies only 9 and 13 availability. C maj7("'11l would 
indicate use of a non-diatomc tension. 

Homework numbers: 21, 22. 

..... __ , 
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DIATONIC HARI"IONY 

Any diatonic chord may progress to any other diatonic chord. The 
control factor is the relationship between the roots of the chores. This :5 

called root motion and falls into three categones 

I J The strongest d1aton1c root motion is movement down in Sths (the 
cycle of SthsJ 

lmaJ7 1Vmaj7 Vll-7(b5l 111-7 Vl-7 ! i -7 --~ I ' 

Gmaj7 CmaJ7 F"-7(b5) B-7 E-7 A-7 
. ' --'.) I 

iJ:f4 lij F ~ r j r' J G ~-~ 

The tensions available are determined by the function of the chord in ~~~e kev, 
the tensions that are diatonic to the key and the tensions that are a major 9th 
above a chord tone. 

lmaj7 1VmaJ7 VII-7Cb5) 111-7 Vl.,-7 11-7 V7,---

9: *$ ~j '2 J e J ! J jl l c s 
I 

TENSIONS: ( ~3) ( ,.~~~) c11T) ( I I) 
( 191Jnl) en 

V7 to I is the strongest diatonic root motion in the key, therefore !t rece1ves 
a special analysis symbol 

The arrow will always be used to show dominant resolution down a 
perfect fifth. 

2) Root motion down a diatonic 4th is also strong although not as strong 
as root motion down a diatomc 5th. 

V7 11-7 VI- !II- Vll-71 b5) IV 
G D7 A-7 E- 8- F"'-7( b5~ c 

£1 iJ: If I(= f
2 e j ~r J r u 

I __:._.; 1......-.--1 j . '---------' 

TENSIONS (9) G3) (~I) ( 9) 
( ~~3~ (9) 

.;. 

~ __ , 
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3l Stepwise root motion IS a little more subtle than root motion or 4ths 
and Sths. 

II- Ill- IV- Ill- II- I 
G A- 8- C 8- A- G 

'J: i¢ I(<J J J i J ; J I J 
IV V(sus4) 
C 07(sus4l 

Jc__J 

VI- V7---
E- 07 

F f 

4) The other d1aton1c root mot1on IS down or up H1 thirds. Movement 
down IS more common than movement up 

VI- IV II- Ill- II- IV VI- V(sus4) ......--

G E- c A- G 8- A- c E- 0(SUS4)~ 

•Ji¢; 1~ c e J J j J j J ~ 

I f ::1 
..____, '---' <-J '---' '----' 

In rev1ewmg all of the previous examples, take note that they are repeated. If 
an ending pomt 1s sought, the best final chord w1ll be the 1 chord_ The I 
chord may be followed by any other chord because it represents a 
point of harmonic arrival. 

~ 
__ , 

. ·~-
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V7 CSUS 4) CHORDS 

The V7Csus4l chord is usually built on the dominant degree of the key: 

D7Csus4) 

!): ~ 
-61-

1 , , , , 
2 3 4 5 

The strength of dominant resolution lies in the root motion of a .:Jerfect 5th 
down. 

Since the V7Csus4) does not contam a tritone, its diatonic funct;on :s 
dependent on context: 

lmaj7 1 Vmaj7 V7Csus4)~6 V7Csus4l V/--

I~ 
Gmaj7 Cmaj7 D7Csus4l G6 D7Csus4l 07 

?:l$ I J e I r e :] ;;: ;;: r 

Another observation concermng the V7Csus4l chord can be seen if the 
structure is categorized as having a subdommant upper structure (since the 
tritone is not presentl. The chords sound subdom1nant but the root 1s 
dominant: 

( 
• 

( . . 

~ 

11-7/ 
/s of key 

A-7/ 
/ D bass 

~t 
Dom I nant roots: 
.I 

1Vma)7/ 
/Sofkey 

CmaF/ 
/ D bass 

..~ 

The above two chords each contain a subdominant sounding upper st;ucture 
and the dommant degree of the key as their root. 

.. · ... ·.-,: .:._:;.!..:: ··-.. ···.·· 

"'~-I 
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These chords are common in contemoprary tunes: 

11-7/ 

/s ofkey 

A-7/ 

/ D bass 

:9 

IV 

G(add9l c 

I 
?2 

IVmaA 

5 of key 

Cma% 
G(add9l 

D bass 

;J 
I :$ 

11-7 over 5 of the key and IVma_j-7 over 5 of the key are both subtle versions of 
V7(sus4l and snould be analyzed as sucn: 

V7(sus4l ....-----1 IV V7(sus4) --------.....1 

A/o 
D bass G(add9) c 

Cma% 
D bass G(ada9l 

2'·f * :$ j ;J 
I & & 

The 11- ( 11-7) over 5 of the key and the I v (I vmaj7l over 5 of the key can be 
seen as chord structures derived from the extended structure of the V7Csus4l: 

/o A-_% /o Cma/c D7(sus4l, II, 13 
- D 

'f ! ~ z f fJ 

_,.,~, 
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Di3t·J~ic ct~0,...G3 r.av-:: r"\,ames l:3~ed of tt-12 lor:j~1on of tr.e1r :--oGi:S ·N~Lh 1 rl ~!:e 

sc<Jie. The I chc;-o ;s ·:ai:r.c tonic; 1:t,~ v c~.c.~d 1.: domi:1ant cc,e IV cr,c,·c: •s 
cai !eo subdom inant 

,1.,11 diatonic cnorcs can be cate~or•zed as sourd'r,g ir one ·Jf the t.~:-e2 

:ate'Jories: 

1 ( tri~) 

l~aj7 

!£~ ~ i 
Tonic: 

.. 
! I - :V(trl'ld) 

Subdomtnant: 
,~ 

! 1-7 

$* 
:vma}7 

§ ~ t t .,; 

I (tried) 'I; I am: 
V7 Vil-7(bS) 

;~ ~ ;~ § ~ s 
"" 

Dominant: 
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j 

l 

._j 

I 

.! 

-; 
-·~ ., 
_1 

-' 

' ' 
~ 

~ 
~-.:··'·' ... 

,, ~ ) 

' . . . ' I 

:- ' , ' -i ., I 

li) 
'{7----

1)7 

- - \. 

., 

I 
i ,I i I 

I ' 
' l I I \ 

I 
I 
' 

( 

( 

. 
, 

. . 
) 

.~ :Jom:~ant r:ct wnn 0 =TOI'IC@ =SUBDOM!tlhNT ®=DOMINANT ( ~) = 5uodominart Joper 
"-....:/ structure 

. .. 

a'/ substituting ctr,er chcrds frorn the szme r\:nctional su'Jnc catego:-; :t ~~ , __ . 
poss iDle to reharm on i z~ tne above examp: e. The erd resu It w:: i 2e a ~ew 
chord pr0<;ression wr~ich so~,;nds similar to c:,e onginai. 

0 0 @ .--..._ (-f\ 0 @ 
(So:\ 

(_v '-.;...-' 0 
111-7 Yl-7 11-7 V7.- Vl-7 16 ;V6 V7(,us-'~ 

/i . I 

J!o j 
B-7 :-7 A-7 D7 E-7 G6 C5 ~· ~.o.;... ' 

' 

' 
... ., 

: I -

I ' i 

, \ r 

In c0mparing t:<ese two progresswr.s, sorne m,pnrtant facts must be 
cons i C:erea: 

I l the ~oct ;net ions are not the same, though the mzi-'Jdles are; 
2l · the melody and reharmonizatior. choices must be compatable; 
3l the or1gmal resolutions of the two dominant chO.-ds are no longer 

aown a pe,·f~ct fifth (the norm2! expected re;o!~Ction fo~ V7 or 
V7(:ous4) is aown a perfect fift!'l to the 1 rhordJ. 

•.::•::: .... ·.. . ·.·.-.__._ .·.·:-· 

-- ~"' :·---~ ---w· 
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V7 ....----..1 V7(sus4) ,.-..I Vj; Vl-7 V7(sus" 111-7 

D7 G D7(sus4l G D7 E-7 D7(sus4) 8-7 

~:$ 6' II & !I 2: ~2 II 6' I :9 :9 & 

Notice that the analysis symbols for the "deceptive" resolutions of V7 to 111-7 
or Vl-7 are different from those for the resolution of V7 to I. The root 
motion is not down a perfect fifth, so there is no arrow. The analysis symbol 
is: V7 1 I. V7 11 means V7 of 1; V7 is expected to progress to I, but ~eso lves 
deceptively (decept1ve resolut1onl to another tonic chord. ~--· 

... -;...:-. 
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CADENCE 

The term cadence means melodic and/or harmonic movement to a pomt of 
rest. That point of rest is the cadence. 

Dominant cadence: 

0 G) 0 G) 0 
5: I G: V7.....-..l Eb: v7---...l 5: V7...--...l 

5maj7 D7 Gmaj7 Bb7 Ebmaj7 F.::-7 Bmaj7 

9:~,~~~ * t7 

E ~ A 

~ 
lw -~ 7 I "e J 7 I 

Subdom i nant cadence: 

0@ 0 0@ 0 CD@ 0 0@ 0 
F: I IV I Bb: I IV C: I IV I F: I IV 

F 5b F Bb Eb Bb c F c F 8b " 

'JiF e J I 6l II J 
I 

:j 
=1 r ! ' P' j ;? 

I I 12~2 

I : .. '1 22 ... I ; 

A subdomlnant to dominant to tonic progression Is considered a 
1J.ill. cadence since all the functional sound groups of the key are 
represented: 1 V to V to 1 Is the traditional full cadence. 

@@ CD 
IV V .....-----_1 
C D G 

~ ID t7 

( 1 ,II r ~ 
,I . 

l 
. 

' 

.-. ·. :.: .. 

~ ··' 
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Other cadent1al variations are possible: 

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

IV V(sus4) .....---....I 
C D(sus4) G 

• J. ,.n tJ 

I 
tl r ~ ~ 

I 
( 

IV to IV/dominant root to I is even more subtle because the mot:cn '~em the ·~, 

subdom mant to dom mant only mvo Jves root motion from IV to 'I or' :~e ~ey 

IV V7(sus4) 

The 11-7 to V7 to I cadence is very strong since all the root mot:on is down 
in perfect Sths. This particular variation of the full cadence IS so strong that 
some styles of contemporary music rely on it almost exclusively: 

6: 11-7 V7 ......---....lmaj7 F: 11-7 V7-lmaj7 

A-7 07 6maj7 6-7. C7 Fmaj7 

'J:t; J cJ I 6J 
1 a 

& qv 
Bb: 11-7 V7 ....---....lmaj7 6: 11-7 V7 _. .,.,lmaj7 

C-7 F7 Bbmaj7 A-7 07 6maj7 

~~ ,J ~r I ~ ~ I V6' z; 
& 

' . .I '· . ' ::: . . . 



H~rmony I 46 

. ' ·' 

.,,, ... , .. 



.... 
•'f' 

.L 

NAI"I'--------------'-- H.ARI"IONY I HO~E\vCPi' ,-

HOMEWORK 

11 identify, by p1tcn name, all the follow1ng Pitches 

NOTES: 

?2 I 

2) Notate the melody in ex 1, above, :n the bass clef. Use !ece: !mes 
when necessary Both examples should sound exact!'! the same Jn ~he 

~1ano . 

3) Identify, by p1tch name, all the following notes :n two of the C clefs. 

NOTt:. 

IG3 
H s ?> 

a a 

0 0 

-
... •-"- •··--···<~· •e· •• 
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NAMe_ ___________ _ HARMONY I HOME\vCP!<. .:!9 

4J Wr1te th1s short melody: 

I 

I One oCtave BELOW 

• 

2. Two octaves BELOW 

I 

~. One octave -"'BOVE: 

I 
' >j .,. 

.. 
i.· 

4. Two octaves ABOVE: 

I 

< .:· :> •.·;·; ......... '· ':::: .. ·: . ···. :::->. 
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-

5) Notate chromat1c mot10n between the gJVen pitches. Observe the rules 
governing acc1dentals. 

@$ I 
I 

J bJ E J 0 

I uJ e » 

~r I 2 I ! 

I I ! i w i• I :'' 
--j--' I 

~ 

6) Rewrlte the previous example I /2 STEP HIGHER. 



( 

;j 

·-:;t 

f-+ARI"10NY I HO~E'tiCf:;k. 5 i 

7) Identify by name all the pitches. Then, place the number for all notes of 
the chord on the aooroor1ate key of the keyboard below. The firsc "~arr:c:~ 
15 completed. 

'"' b,-, ' ,! 

' ' 

~ . - I I~ '~ if"" ~ ' :i 
I I '' ' I 

-&- boG- I, .2. 
.i! 

' ~ .(?. i! ' I. ' . 

"' 
,. 

2 4 5 6 7 8 

• u • .... .... 
"' Q /7'. 
!: '-V 



--:-;~ 

' i 
.< 

. -~ 

~~ 

J. 

.\JA~l"---------------- HAR~\ONY I hC~[',·/C~:r·:. 5~ 

8) Complete the following enharmonic pitch cr,art: 

Natural Sharp Flat Doub le-snaro 0oub le- flat 
Nota \Jon: Notation: Notat10n: Notation: Notat;on: 

$ )lCP;[ 1~0 ~6' i<s ) '' ' I~' [. 

" 

,_:__ ... 



I~ 

' ' 

-:-:_:, :· 
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9) Complete the rollow:ng ~~har: c,f maJcr and m!r,or sc;J 1 ~s. lnd!cace t~,e 

s~eos. Co not c:se enharmonic spel1i''9 De net m1x snJrcs W1tn r::::tY. 

,,lur.loer of 
shar?s or flats 
,1ecessary for 
related major 
and m1nor: 

MAJOR SC..A L E. 

None 
I • -&- " . "-.} 
J C maJor 

1: 
I 

I 

II 

i! 

\. B minor ii 

(gg: ~~~~~~ 

I;, A maior 

ij 

. '~ .. 
'' ' '~ 

.·.·.:.:..:__:. 



~, 

i 
I 

,, 

' ,, 

': 

l 
i 

., 
. j 

.-= 

_-3 

·~ 

·• ' 

~I ~ "1C 
I ~l""\l rL.--------------

MAJOR~E P.ELA.ItD NAiJRAL. ~lNCP 

( ~ ·-i 
.. i7-G' \1¥' r \j l! I 

( -

:·: :,.;.:._:;.;: 
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MAJOR s::.ALE: RELATED NATURAL MINOR: 

' 

(~~~~~~~·-~~~~~~~~~~~~~ 

Ab major 

( 

• 
~ ~,-,-&-

,, 
v 

i 
II 

G minor 

'/ 
F major 

-·'•' 
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I OJ Identify the following MODES: 

F Dorian 

& [,n ~6' & 12 z 2 & !& ~6' :'? :::2 
:::! '" ,, & a & ?2 

" 
., & 

a -& ~ . 
~=~: 9 ,:2 & : :j: *6' ~~ ~ G' ':2 J!u §& W2 

( ·2 t?j & 

~. 

I~ 
9 I 

96' "): 1,; on 
M M " u j'z:; n ... s 

~ " G' ~2 '; 

' $9 I~ 
~6' :2. -:;. 

Z2 ;r~ G' Z2 
9 ?1 $9 ~~n 

t) & u 

tl & 

p 6' :2. ~ !;!& I 

~: :2 1~:: I :£2 t2(2 
6' ~~2 & Z2 2: ~ ft bs 

p~ b.:2. ~ ba f6l :; '): ~ 6' po 
G' ?) 

& " ·-61-b~ + -~ 

I 
~ 

$ !z! 
I 

I~; 
¢6 ip, @ ~ ?2 I tl 

( 6' ?2 jlS '" ~ & &- zr ~ 

~ 12. ~~~ .. 
I :2. --

*): 9 ::2 6' :£ '2 9 I 1ft, S' ;~a *6' ~tl s .. 

-~-, 

- .. ·_-. ":---·-::.- ;_:::: -
·-··-- ~----·-¥•• - .. , .. .__ .... .,;;-,..,..,., ,.,.-_""'"''•¥•- ~-~~-- ------ -·--- .-·--~ .. -- ... _~< •"-"'':--:-----~ 



.• 
"'! 

' 
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11) Write the key signatures for the followmg keys and iaentify the 
-_ m1ssing tonality 

G maJor _maJor D maJor 3b r7~aJor 

_minor D mmor _ mmor _,'";l1nor 

@ ?; ® ~i: 
( 

_maJor Eb major _maJor _'71aJor 

F" mmor _minor C" minor F '71Jnor 

$ '} @ ~: 
( 

_maJor c maJor _maJor Cb maJor 

A minor _minor A" mmor _mmor 

$ ;t: @ 'j: 

_maJor Gb maJor _maJor _maJor 

D" minor _ mmor G" m1nor 3b mmor 

@ "): £ q: 
2 

• 

( 

i 
. ~ .... 

~~~ 



-· 
l 

-, 

···•. 

j 

.-.-: 
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12J Complete the following chart of mtervals from the key of Eb. '<eeo t.'1e 
highest p1tch diatonic. Use the appropriate accidentals. 

Diatonic 
interval: 

mm 2nd 
'i"' 

~ 
1 A!JO 

I ~- M ;;or 

® 
~ ~; ,.:2~ ' ,.[2• ?i. 

~2 

• y .. 

r-' I 

" 

! 

D1atomc interval 
reducea by 
I 12 step: 

dim 2nd 
I 

~8 pn 

-

I 

Cl1atomc mter·,ci 
:ncr eased by 
1 /2 steo: 

maJ 2nd 
I p& ;m 

' 

I 
I 

I 
I 

.· .. -. _,_._ . . _ .. _.,.; 



.) 

NAI"l'---------------

-, 

• ' . -: 
:~-- ,;,). :·::.:.:.;:··· . 
~ 

Diatonic 
1ntervai: 

?c • !.:w • .,_n 
tl 

1 I 

~ ~ t ' ,j;» 
' =t:;w71Qr 

tl r 

L 

., , 

:--,-.·.··· 

D1atcmc mterval 
reducec by 
1 /2 step: 

HARMONY i HC~E\vCRK 60 

1 ncrsasea ov 
1/2 step: 



NAML-----------------------

" 
, 

tl 

tl 
, 

• ,_ 

A 

' 

" 
,_ 

tl 

• -
" 

" r-

' 

Diatonic 
interval: 

.. ~ 

,.-.., 

-

__, 

I 

I 

I 

I 

j_ 

I 

L 

I 

I 

Diatonic interval 
reducad by 
1/2 step: 

HARMONY I HOMEWORK 6 I 

Diatonic interval 
increased by 
1/2 step: 



' _;! 

' J 

~ 
~ 
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13) Flewr:te th:s melody 

I ) A major 2nd h1gner 

el ; 

2 l A major 6th n1gher: 

.. 
:) 

• 

3) A major 9th lower (in bass cleO: 

I 

4) A major 13th lower: 

S) .11 minor 3rd lower: 

6) .A periect 4\h h1gner: 

I 

I 

I 

I 

I 

I 

~1: . : · .. ----.-, .·.· . :·:-·<: .... ; .. :::·.· . ;. '< :;:::;:.:: :; ,_:: : 
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14) Complete the following chart of intervals and their inversions diatonic 
to the key of G. Label the Intervals: 

Diatonic 
Interval: 

min 2nd 
Ji.'O 

~ #. y6' lS ,,,. 

Inversion of 
diatonic interval: 

maJ 7th 

f6' 

Diatonic 
Interval: 

,•" 
ol 

I nvers10n of 
diatomc ;nterva 1: 

l® ~~ .~~~· ,~arr-:;~f' ~" IE~I ~ • .£ • • .~1 t 
~ } !11 ~-· 

; , M, .f•it' I l@ ~~ £~, ·~· ·~lf'9~' ~~~> 

~f ~~ -~· ~5~-~~;4~1 ~~I ; j .•.•. # • 

~ . J ... f.;; I 

r JJ.l, 4:: .• s .,6' ! @ , , v : 

... »I , .. 

I' 

'• -:·, :.;:;.·.; ... 



,,.,., 

'' ',._.,, 
1'11""1 ''-------------

( Ex. 14 contmued:) 

Diatomc 
i nt.erval: 

•• 

; •• 

. '.,5--·~' 
@ g; .... f.' 

i 
:w~:· :-.<::·::. ::: .... 

HARMONY I HO~EWOPK 6~ 

I nvers10n of 
Olatomc mr.ervol: 



-~ 

,r .1. rv1 
.,., .... J · '--------·--------

'C::', 
I ..! I 

c 

tl 

C.b 

@ 
AD 

$ 
Gb 

@ 
F= 

@ 
E 

' D 

Ccrst~un t!"'.e :~dic<::ced TC!AOS 
>Onharmon; c see II in g. 

c- C aug C Gim C( SJS4) 

ol 

ob- et cu<J cb d'm ilb(sus4) 

AD- F.b cUQ AD d1m AD(sus4) 

Gb- Go aug Gb dim Gb( sus4) 

ol 

F=- r:"' aug F"' dim F=( sus4) 

rl 

E- Eaug E dim E( sus4) 

I@ 
D- Daug D dim D(sus4) 

Oo no: 

F ,_ 

Eb Eb- E: J! .. Q Eb ·jtm ~jt Stn4 :· 

.•.. .-.: __ , 

00 :Jo- 0o aug on tJ1m Do~ SL~: 

Cb Cb- Cb =~g Cb aim Cb( susll!' 

B B- 5 3Cy j d~ii1 3( 3U:4) 

A A- A aug A c!im A( sus4) 

G G- G aU} Gdim G(sus4) 

_;_ ..... 
-

---~-.--..···. ·-··· ....--.....----... -~--~~ 



·~ 

.. , 
' 

·--- ·---,----~-
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16) Construct the Indicated SEVENTH CHORDS In root oos1tion 

C ma)7 C-(maJ7) C6 C-6 

C-7(b5) C7 C aug? C7( sus4) C dim? 

F ma)7 F-(maj7) F6 F -6 r-7 

F-7(b5) F7 F aug? F7( sus4) F mml 

Bb ma) 7 Bb-( ma) 7) 806 Bo-6 Bc-7 

Bb-7( bS) 8b7 Bb aug 7 80 7( SUS4) Bo mm 7 

Eb ma) 7 Eb-( maji) Eb6 Eb-6 Eb-7 

·. ;;.. . ', ..... , .;.:.:·· 



~, ~ ""--•r i"'ir\1 !(. _____________ _ 

~tl- 7( b5) Eb7 Eb aug 7 Eb7( sus4) Eb dim 7 

Ab maJ 7 Ab-(maJ7) Ab6 Ab-6 A.b-7 

Ao-7(b5) Ab7 Ab aug? Ab 7( sus4) Ab aim 7 

Db ma)7 Db-( maj7) Db6 Db-6 Db-7 

Db-7(b5) Db7 Db aug7 Db7(sus4) Db Glm 7 

Gb maj7 Gb-( maj7) Gb6 Gb-6 Gb-7 ., 
~ 

~~ 
,.,, 
·; 
~~ 

" Gb-7( b5) Gb7 Gb aug7 Gb7( sus4) Gb dlm7 

fl 

. -,"1 

J-.~: ~ ... · ·,--.,.-. .. · .. :-:.:.:::·:.::·. '• ,• 
:-::·::·.' :·:· :· ... 
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Cb maJ 7 Cb-(maJ7) Cb6 Cb-6 Cb-7 

Cb-7(b5) Cbl Cb aug? Cb7( sus4) Cb mm 7 

F-"-(maj?) F.:t -6 

F= aug7 F'=7( sus4) F= dim7 

8 maj7 8-( map J 86 a-6 5-7 

8-7(b5) 57 5 aug7 57( sus4) B Cim7 

tl 

· E maj7 Hmaj?) E6 E -6 t.-7 

" 

:-:-· 



1 

' 

J 

' 

1 
::j 
~ 

j 
j 

., 
I 

_J 

~, A •·-·lr 
I ·~1""".1 ;c. 

E-7(DS) 

tl 

A ma)7 

A- 7( bS) 

D maj7 

D- 7( bS) 

G ma] 7 

G-7( bS) 

E7 E aug? 

A-( ma) 7) A6 

A? A aug? 

D-( maj7) 06 

D7 D aug? 

G-(maj?) G6 

G7 G aug? 

·-

HA~J1G~~y I HCf-~E'v.iCPt< 
.. 

' 
' ·~ 

E7(sus4) Emm7 

A-6 A-7 

A7(sus4) 

D-6 D-7 

D7(sus4) D dim7 

G-6 G-7 

G7( sus4) Gdlm7 

·.·:.:::·: .. ···· .. ·. 
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: 7l RealiZe chord symbols for the followmg triadic cr,ord structures: 

c 
~~ ' 

(: IE. 
' 

• 
,ll ~~~ *~~ .,K~)~ r: I ~ ~ ~' ~ -ii~ i ll' .. • ' 

I 

I I 
! 

(' . 
' 

, 
" ~~ '11 , 

-.. 

( 



., 

'I 
~'" 

'_-.. ,~ 

''L_ _.< .. 
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18) Complete this triadic chord progression b_y adding the remam1ng chord 
tones beneath the melody pitches. Then indicate, beneath the cnord, the 
inversion usmg the following: 

R =Root position; 1 = I st inversion; 2 =2nd mvers1on 

F A- D- G B dim c D- r 

f r 1L t9r ~a ..&-
!):, a I 

r 
.;. 

i I 0 : ... ~ 

I 
R 

Bb Bb- F B aug E G:- C"'- 0 G t-

~~ r r *~ t 
b'k t~ g f & 

II I r : r I 

A- o- E dim A aug 0 G aug b~ F dim r 

f ~f l*t 
-6'- f. p_ .;.. - f ~ ' r- f IP 

I 
i I I I 
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11'90 Realize chord symbols for the piano harmonizations below. All chords 
U have their roots in the bass clef: 

c maj7 

\ 
-~ ~ \ • W' ~f'." 1t- '_,; t7 Til~ ;3f ~ 

( . 

I "\ I ~ 

A 

,; ~" 1 " : , . ., li~ jr ~ :Iii' :Ytr1"' ~;~r ~b\,7 

( : 

7 + • v-

( ~ 
" 

"' ,. ~C' ll'. ~ ~~19.,~" + •. ,. - • ·~r 

( . 

-61- "' ' 

I 

( 
~ .. ·~ ~ ., w· ~ ·~ " "' . 

( . 
' 

- - ~ 

~ po 

- ---- .. ·!!_ 



.. ,;.; ,., 
.~ 

::.J .. 
.~j 

j 
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1J 20l Complete this harmonization of the cycle of fifths by placing the 
remaining chord tones beneath the melody pitches. Then indicate the 
Inversion for each chord. 

R =Root position; 1 = I st mvers10n; 2 =2nd inversiOn; 3 = 3rd inversion 

D-7 G7 C maj7 Bb6 C7Csus4l F6 

$:1 ~ F t i s 1 p 

R 2 R 

C-7 F7 Bb maj7 F-7 Bb7 Eb maj7 

'4 ,J i ?a 
i 

?2 96' e 
I 

Db6 Eb7 Ab maj7 Gb6 Ab7Csus4l Db6 

b~ 1 I ~~ J i 6' Po 
I I 

Ab-7 Db7 Gb maj7 C"-7 F.,.7 86 
~ r 

go,~, 



I'; 
'---' 
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21) All the melody prtches below are ava1lable tens10ns. 
tensron number for each note: 

I rm ca te the 

C rna) 7 G ma}7 ('_ 7 F7 Bb ma} 7 ':;., "n-<:117 
~ -- ''""J' 

@$Icy 
9 

J ,,J J ! j ~ (} 
a I 

Zl 

A-7 D7 5-7 F7 E7 A-7 D7 G :nc.1 -

r r r lzill!! !! I! ., 
(2 ; 

i:J J. gl ' I I I J.,. 

Gb ma]7 F maj7 Ab maj7 G maj7 

il [2?1 J ; I 

J J :96' ?2 
I 

c=- 7C b5l C-(ma)7) B-7 Bb7 E aug? A-7 F7 Bo6 

I J p ?j w& ~r 
~ rr :I i j. 0 I 

n 

I ' 

. .....:.-



1 
; 

-' 
"] 
.; 
j -

-~~ 
--i 
_::] 

'. 

HA.RNONY I HONE\vCPI<. -;'6 

Rea11ze cnord symbols for th1s piano part Place m parenthesis tt1e 
tens1ons bemg used. AI I charas .are m root pos1t10n 

~ 
I ' c ~: '. . 

I .; , ~-: i p~: i I .. 
I ' I 

I 

~f 
i ~ . ! 

!. '):# ~11 ' 

: ~:r I ; • • . 
I 

~· 

( ., .;.: ·~~· i r~ ~~· W'"'. ~~~~· 
I $f: i ~~: I 

~@: !ill~: 
! !i (J')i ! 

( I . . . 
ol . I fr'' -zlf' I 11 ... .; I • • 

' 
,_ . 

I I I 11'· '"": 

(, . . . 
' 

. . 
""!' 1" -6' 

(: 
. . . . . . . 

ol ~~~ 
I 

~ ~. I 
~b~ .: '::~ i 

I i 
I I 

' 
: (/ . 

( . . . . . 
I ' . . r .....__ 

..:__, 


