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HARMONY 2

SECONDARY COMINANTS

Tne strongest characteristic of dominant resciution is root motion down a
perfect Tifth. The "primary daominant® in the key of C is G7:
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A gominant chord's resolution may be to ANY quaiity of chord a perfect Tifth
icwer except a diminished 7th chord:

677 Cmaj?7 G777 ~C-7 G777 TC7 G7TTNC-7(63)
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The chord of resolution couid therefore be any aiatonic chord 1n a major or
minor key. '
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wWhen a secondary deminant raseives as expectad {own a perfect fi1th 1 the
diatonic chorg), an arrow is ysed to show the resolution

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

Bb- AD: G:
V7 V7 V7
Y -7 /ﬂ;z H1-7 //}v tymaj7
677 T C-7 577 C-7 677 “Cmaji7
v T 1 g Fab.
g- o0 L Fard
F: Eh:
V_’
S V7 Vi -7
577 ~C 677 ~C-7
L. Fotid ; T
g —

As with the anaiysis V7/1 (V7 of i}, the diagonal slash means "of" . (V//il =
V7 of 1.} Alse note that it is not necessary to indicate the quality of the
chord of resotution in the analysis symbol.
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All secondary gominantis have certain common chgracteristics.

1) They are non-diatonic structures. (AL least one of their chorc
tones {8 NOT in Lthe key.)
2) They are expected to resolve te a diatenic ¢hord a perfect fifth

below.
3) They are all built upon a diatonic root.

This 'ast characteristic (a diatonic reot) is the reason for V7/¥il inamajor
[/ Key being omitted from the category. The root a perfect 7ifth above
. {f VI1=7(b3) is not diatenic,
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AVAILABLE TENSICNS - SECONDARY DOMINANTS

Tensions on secondary dominant chords will reflect the diatonic functicn of
the cherd:

' V7 V7 V7 V7
el / { ¢ /
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The available tensions are those which meet the prexigus criteria: non-chord
“ones which are ftlatomé and which are & ma}or mnth““above chord tones.

However, with gominzrt chords tnere zre some- iMmportant excepiions to tne
major 9th - above- 3 - chord Zone rule.

1} The tension b9 IS available on dominan: chords if it is dizionic,
or i1 1t is indicated in the chord symbol.
2} Tension b3 is available on dominant chords if it is diatonic.

[
|

}_{

3) Tensions b9 and #*9 may coexist on the same cominant chord if
y

either one (or both) is diatonic.

CHART CF AVAILABLE TENSIONS FOR SECONDARY DOMINANTS

Available Optional Available
Chord: Tensions: Tensions:
V7/11 9,b13 =g (diatonic) and bS*
V77111 bg, bl13 *9
V7/1V 8,13 .
V7/V g, 13 *g (diatonic) and bS*
V7/VI bG, b3 =9

*5ince © and 9 are both diatonic to these chords, either may be avatlable to
the chord, but not together. If ¥9 is available, 09 may also be used.
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HARMONIC RHYTHM

The number of beats per chord Withiﬂﬂ' a progression is called "harmonic

rhythm”
beats:

Harmenic riwytnm of 2 beats per chord:

C A7 Fo07(susd) C  A- F o G7(sus4;
/'1; —
327! : gl . e R — I S o iyl
= .
#

Harmaonic rhythm of 4 beals per ¢hord:

in 4/4 time, the most common harmenic riwythms are 2, 4, and 8

CE A7 -7 G7
-
< gy, gty Pt —gret i fJ_r_ ::
p, 7
Harmonic rhythm of 8 beats per chord:
D-7 G7 £-7 A7
L
r‘r‘ r_-r ."l "" " r‘ ‘VJ' " V‘_'AT‘ ‘r‘. _r‘_r‘ T‘ r‘ .r‘. *
[

In 3/4, the most common harmonic ~hythms are 2 or 6 deats:

Cmaj7 Fmaj7 E-7 A7 B-7 57 Cmaj7 G7(susd)

o 2 bW
= P .t ..t A i L A .

F 4
B-7 G7 A-7 D7
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Chords in a progression will receive strong or weak siress, depending upon
their placement. This relative strengtn or siress will ¢ften cetermine the
chord's function. '

In any grouping of four pulsations, the Tirst pulse is the strongest the jast
pulse is the weakest; the second puise is weak, the third puise is sireng.

S W s w 5 W s w 5 etc
(S = very strong; s= strong, W = weak; w = very weak )

This stregs pattern holds true for harmonic rhyihms of:

Z beats per cherd:

C A- Fo G7(sus4) C A- P G7(sus4)
- T : -
- —
/ S W S W S W ) W
4 beats per chore:
} Co A7 D-7 57
Jr 1 i I
E = Lal - -"_"—_ " " " - " ]_’4 Fal - TA » JI- V‘_r‘_ ,J_r‘_ :
2L —- —
’ S W S W
8 beats per chord:
L -7 G7 E-7 A7
dl]r'd_"_f ral IIJ r‘ r‘ r‘ f: "’ I " ’L"_" ‘IJ Ll L fJ .r‘ 7‘!— -
‘ I! - [ _If_ [
S W 3 W

3 or 6 beats per chord:
Cmaj7 fmaj7 E-7 A7 D-7 G7 Cmaj7 G7(sus4)

F_
- |
e a e P e A o sl el - - a " I
1 L rd ~ - E i Lammmn [ F L4 » .l o w— L " L il il l -
;|
S W S W S W S W
D-7 o7 £E-7 A7
P j
o . L 1
}d . e e =L . P ! L ) ! ol : Fir) Z L]
A - " A ) t v ”~ L | 7 . L L 1 A Ll i ]
ey ! ]
’ S W S W 4
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Cadences most often occur from a weak beat t¢ a stronger beat:

F Bb F Bb C7(susd) F 2b
e e e
=== ——
S (W—s w S W—s w

Since the V7 chord is the primary cadence chord of the key, it is typically
found on g weak stress point:
— -7 — . '
1!7V?‘/|I|I,VI7 -7 VT 16
A-7 D7 B-7 E-7 A-7 D7TG6
s Wes w S (W—s w

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

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

V7 V7 V7
majz Sm -7 S v Sy V7
Cmaj7 B7 TE-7 E7-7 TRA-7 0 D7 NG7
E i s — :
Eal —rr - J i L . —_—
y L L el _r:; —
5 W——s W—>5 W—=s5 @W—
) V7
. Ay IVmaj7 i -7 v7 16
C €777 "™Fmaj7 A7~ ™D-7 G777 ™(6
| ) L 1 ’_l_ :_
—_——— 2 — i
— 1 aT v 1 —
—3 @-————-s @————b—S @———-s W

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

Oominant chords which are on str'ong stress noints will _@ sound as
secondary deminants. The typical location for these chords is either the
beginning of a pnrase or the beginning ¢f the second half of a phrasa:

W=7 V7 Imaj’ -7
T e T T A
b7 G-7  C7 Fmaj7 A-7
yr—r—— ? ! t : .
ol e . 1 P
A ran I P Furd
) - &
&) W 5 W
11-7 V7 Imaj7
e -
D7 -7 C777 T™Fmaj7 |
0 = I : : T
el - 1 il
Ly V=l
~ Y
3 =W S W

Such chords are "extended dominants® and have an expectation 10 resoive
down a perfect fifth to another extended cominant or any diatonic chord.

o

77™G7 7 “C77 F7
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Once the extended dominant pattern siarts, there is an expectation for it Lo
continue, and eventually end with g diatonic resolution:

imai7
X D767 “C7T TF7 ”"‘“Bbmaj?
e - =7 o
r, % ———

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

1) Extended cominants are either found on a strong stress or;
- 2) they are continuations of an-extended dominant pattern which
starts with an extended cominant.



o R

Harrmony 2 9

The anailysis for extended dominant motion is an arrow 1o ihe resolution
down a perfect ifth  In order 1o lacate the extended dominants’ relation to
the key, the scale degree of the root of the first extended dominant is
included in parenthesis using its Roeman numeral {without chord qualityX

(1 V7 imaj7
077677 "C7T TF77 T Bomai?
-3 ! : 1 : 7
— i el ! Dl 4 "
) 7 i e 1 el i
Vi < H | i
/ = &

e=r [

zch exiended cominant in a series can de seen (and heard) 2s being
emporarily in 2 key other than the eventuzl diatonic key:

67 57 7 7 Bbma}7/
o I 1 — e i s N
ing XN Vel H . -
—e D L4 N2 i : =Y : o —
yd e H H t =4 —r
4 &
D7
E%{Expected resolution to §7: V7/Vin ()
”»
&7 G/
. |
i W] {Expected resotution 1o C7: V7I/VinF)
¥ - ‘,: 1
D7 67 c7
L R e,
o TR A 1 - 1 .
H ke o 1 (Expected resolution ta F7: V7/Vin Bb}
V 2t +—
Py
D7 67 (7 F7
ﬂ“ I
— o <t : ror tSince this dominant is on the weekest
y- & stress of the praogression, most listzn-

ers witl expect it 1o function as V7:
key of BD.)

Thus, each of the extended dominants will oe V7/V in a "key of the
moment,” except, usually the final dominant, if 1T 1s weakly stressed, wiil
sound like the primery dominant.  Additionally, to some experienced
listeners, the chord which {s actually functioning as V7/V (the C7 above)
sounds tike V7/V and not an extended dominant; ils anaiysis as either an
axtenged dominant or as V7/V is correct {since 211 extended dominants sgund
like V7/VI.

since ali extended dominants function as V7/V in their key of the moment or
he grimary Key, their availzbie tensions are 9 anc 1 3; the same as V7/V.

SR e et e 3 ST e ey
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DECCPTIVE RESOLUTION

Another commonly found trait of extended cominants can be gemonstrated if
the previcus example Is continued with a seconcary dominant occurring on 2
very weak stress point

VY

(L) V7 Imaj7 il
D7 G777 TC7TTF7TT Bomaj? A7
‘\:i i i i L —
Er s = Z 1
1- If é V‘-..._____ i |2l e g -

S W 5 W S W S @

fn context the A7 meefs 3l the criteria for a secondary dominznt. It
piacement 1S weakly stressed and it has potential for a resglution 19
strong stressed deat. Taken out of context however, it Is the first in a
series of aomirent motion fellowing the cycle of fifths: A7 D7 G7 C7 F7.

3
a

Therefore, this chora sounds like a secondary dominant, but resolves as an
extended dominant. This 1s a commonly found exampie of "deceptive
resolution’, and requires an appropriate analysis.

Chords are first analyzed for thetr sound within the progression:

. vy
(1) V7 imaj? I
. D767 “C77 F77 " Bbmaj7 A7
X : ‘55 01_ e - it
Any deceptive resolution is parenthesized:
i)
ain V7 Imaj? : (/III)
| D767 (77 F77 " Bbmaj7 YN
o . - }i 3
= << = —S v -
T L= a s ———— rd

(A7 does not resolve as V7/111 to D-7.)
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Then, justification for the chord's actuzi resolution is added. In the case of
A7, the resolution is down a perfect fivth (not as V7/Ii, but as V7 oi the
extended dominant D7), and therefore, an arrow will show that:

B e L L T R T

{
V7
(amn V7 imaj7 *\/m)
, 0777677 ™C77 “F77 “Bbmaj7 AT
'I:iTL/ £ ,E_ ; 1 ‘,
=P - —t 7 " "

- \
—r . -

TONowy Loae ima Lt ey 20
insummary: . O I PR

AN N -~ - i ;
ol —r E;."’/ IG.-\ RS o - {

Luswa 2¢ op 20 | 1) Secondary dominants are dominant chords a perfect 7ifth above &
diatonic chord  Their placement 1s on a relalively weak
stress point with the chord of resolution on a sironger
stress.

Towe o
DT RICEE

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

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

/‘.
LSTESE 3) Extended dominants are dominant chords which are placed at a
PO TogT sirong stress peini, or within 2 patiern of__d_o_m_@_a_gt
o ' resolution following  the.cycle of fifths with an_extended
. SERIE ; / dominant as the stgrting point for the pattern. The available
. AUTERA2i0M tensions arandéfor extended dominants.
- PRoPRIE :

_ 4} Extended dominanis are analyzed with an arrow, since their

# expectation is to resolve dewn a perfect fifth. The first

| extended dominant of the pattern has the added analysis of its
i . - root's Roman numerai in parenthesis.
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MELODIC ANALYSIS

Almost all music has one commen trait: repetition. The repeating of musical
iceas will De one focus ¢f the melodic analysis process. Before descricing
the process, it 1s necessary 0 understand ihe ways in which meiccic
repetition cccurs,

Most song ferms (as describec in Arranging) contain 2 certain amount of
ohrase repefition. In AABA form, three of the Tour phrases in he Wwne are
the same or $0 similar that they can be said Lo be the same.

AABA
AL ) | s
A% LJ’ b — — - 1 L ]T__L t s T
=] - H
P e ! -y o' i ': J |
-~ = o I | r #
t~a
v
1 (z.
1 ; .
|l S, 1 i Iy .
o M A T v - %_._E_ o
i — I——" —
),
o) ! N F l 1 X
P S— — - l_g—- e
w—y— y N X =
7T 7 ' ST —
1 - \
N ‘ lﬂ O - 11
| I} H‘__ ' e ra Fa]
! T 1 g — —
I b T —
= T é i FI 'L T Tﬂ—
I
— -i_'i - A Ford -
=
1 ] i
— N o i H
— a [ - el
=4 F - : ) { _' r T'—: =
pu—1  — — e
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Some 30ng3 contain z repeated phrase which is only slightly diffarent than
the ¢riginal onrase, :

AABA
A l.. |
7‘5 Lk 1-} e : L _— M — 1
Vi 4 | N - T
[y = Ford = " :
= o e e =
» P4 )}
L. Hz
L 1 | A .
i T ) - $
L 1 2 o] I L ) . e
P g S =
= " L b B ——
b i
T S e W X
r T % T~ - L) - -
t-' L i T ¥ I . »_ .
Iy < 11—_ i!_,r ) = ‘: l_ | 1 -
L
[ T
o 1 - br ¢ 27 : )
i T & : I » 7 7 )
T 1 T M — -
r i ! v
1 i
74 | — 1 ) N 5 T
Fa S T T
4 . 1 & j i_‘ ‘g‘
T - o r J v
-
"
_ﬁ) Y t o L )i
: e e e s e
14 L= y..Y . =
) T Y

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

Phrase repetition will be found in 2imost ail common song forms. AABA,
ABAC, ABA, ABCA, ABABC, etc. The form AB is most often repeated over and
over resulting in the form ABABABAB etc. Twelve-measure blues is repeated
to produce the form AAAAA efc. '

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

1) Antecedent - the Tirst half of the pnrase which requires a
2) Conseguent - the second half of the phrase which may end with &
5) Melodic cadence - movement to a peint of rest.
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An exceplion Lo phrase repetiticn is founc in "through-composed” songs.
Through-composed songs achieve unity through motivic repetition and
manipulation rather than phrase repetition. A "motif” is a musical fragment.
. Mest motifs are shorter than 2 measures in iength. Melodic motife may
: repeat themselves either exactly or in disguised fashion:

ol

Iy 1
Y 4 1 ! T .4{ j T = p—
~ H - y f H = :
U*ZUE  — XA _g Ll - — & S ’
vl 7 2. 5. 4 e
s I Le o s
A A - TE .
l — e — —
1 ! T ]
5 & 7 - Ry
L ; -U‘\:_r
et . — ].—-—‘1'_ -
— e S
B 10 . 7 3 12.
L i i by [
i V- i — . T - | o]
et e = I m—
b . T LA v
3. 14 5 16,
¥ Ll
: ; = ) —f——
' L Fur i) __H Fom!
i d | H 1 1171 i
=4
4
4 o . P P T
7] H L 1 oy H -y Far £ Y j
At T 2o
21. 22, 23, A,
- L - L
: P T i — . fm' aa Fout i *
| | 5 v o 1 L 1 i
i ! L = j ™ w !_
' 25. 26. 27. 28 29.
l‘ Y p———
i T  —— I
Y G — = = pal
- St
30, ar. 22. 33, 34

1
¥

O
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Mctifs may be manipulated using any of the fcllowing methods or
comoinations: -

1) Iransposition (Motif moved to angther pitch level.  This is
also known as sequence.)

<

H \
i ; | e
1] = =4

g3

{|

-
| 2
) \
L

-

e

1, 2. 5. b.

[
2) Inversion (Motif is presented upside down.)

—

A 1
¥ T/ . 1 | ] L
N — 7S o ot - i . 2
v 19 a0. 21, 22. . -,
3) Retrograde (Motiy is presented backwarcs.)
:ﬁ”;blz o g —
: A ——— e A —
LWL 1 H il L
&5 7 15.
4) Rhythmic variation
e
l ‘ 1/ » ‘ i
PY R 11.
5)Melodic interval variation
e
M i : & Fil 1.-_::: { ’_'
¥ 25, 26, 27, 28
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MELCRIC ANALYSIS PROCEDURES

The first step In the melodic anélysis process 1s to determine the song form.
~hrases which repeat exactly will be analyzed exactly.

AABA’
Ebmai? Bbmaj7 Ebmaj7 Btmaj? c-7 F7
1 .
??-L 'J' %—.ﬂ 1 1 v I ks )| 1 !
e e e e o e o e
Vi ¢4 2 EN 4. - 5
H
Bbmaj7 G57(*9) | T C-7 F7 Bbmaj7 Cc-7 F7 Bb
L 1 Al )
Hp——— a : 1 : 31,%”:- o ; =l
d |y | W oy | -3 -~ B A ] -~
= - | o T . ==
6. “<J 7 8 -+ 7 s, .
Ebmaj? Eb-6 Bbmai? chmaj? Eb-H Bh
|'1U 'i' | ﬂf k_\ - -{
- .:\'- = : _:‘ = O # f;_ —
e e e e r S e
17 8. - 9. = 0.
a7 c7 D7 Q7 7 F7
1 S | -; Y
14 r‘}_{ v‘ 1 + =4
e | S e o ¥ e o
21 vz o 25 — 24
5-7 b-7 Ehmaj? Bbmai?7 -7 F7
{ . —— _
"hv— T :u- ? f_ai 11— i L; i —
e m=4 v = = @tﬂ—“' = oy
5. w.¢ 1 27 26. 29. -
;BbmajTr' G7(#q9) (-7 7 D-7  G7 =7 F7 Bb
L I : . -
e = _xg-;_:# o— I‘\FF, ] - = l
| -T LIH ‘A i éhl ; H " - |
3. ‘ a1, - - 32. 33. .

Motifs should be enclosed in brackets ({ 1),
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The next step In the anaiysis process is the identification of individual note
relationships to each other and to the harmonies. Each rotes willfe either:

1) an available pitch
(a) a chord tone ¢r
(b) an availabie tension.

2) an approach note.
An "approach ngte” is z note which is a quarter ncte or iess in Zuration and

wnich moves by step to a chord tone or avzilable tension. Approach notes are
round in many configurations.

Passing tones are approacn notes which move by Step between two chorgr=
tones, between two available tensions, or between a chord tone 2nd fension
(or a tension and chord tone).

A . D7 0-7 D-7 D-7
g 1 N A | 1 1
= T I — PE———— 5 l
% : —& b -il @uqu]- F '.()} -
b2 g 9 N i >
5605 1 P71 S 5 b7 5 3557 9

If the passing tone is diatonic to the kKey of the moment, it is analyzed as a
"scale” apprcach note ("S™),

The pitches preceding the passing tone and foilowing it are identified with
the number representing their harmonic reiationship to the chord.  In
addition, the approach note is identified with 1ts scale relationship to the

chord:
, D-7 D7 0-7 D-7
=Sasee s
5 4035 11 563 9 11 > e +
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Passing tones may alsc be chromatic. Jnlike scale passing tones, they will
most often not be diatonic to the key of the moment. Chromatic passing
tones are analyzed as "Ch” (for chrematic):

-7 G7

A . & —
¥ L ; i1 . :
1
Ly e i
H T

L ey
! S iy
V. 5 sl o5 5 45 1

Approach note petterns may start curing one chord dutl resolve t¢ 2 not2 on
anoiher chord:

&

T

D-7. c7
y - . N
L S : —

et
#.ﬁi -

BT 5 b3 CH———a1 b7 5 CH— 3

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

, T A7 D-7 &7 C
t 1 T\_ :
e

11

5=
Vo 91 BT B3 11 SbT~13 13 S4—s 5
(0r: 1 Sz==1 b7 5p3—=11 b7 13 56 6T 5 )

An unprepared approach _note, unlike a passing tone, has NO preparatory
pitch but, like all approach note patterns, it must reseive. Unprepared
approach notes are either preceded by a rest, 1eaped into, or a riwthmicaily
repeated pitch:

< - S
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Neighbor tones zre upper or ‘ower movement frem an available pitch and
back to the same pitch (either by scale step or chromatic step):

G7
"

A
ra 1 1
1
o a2 ) :
Y 98399 '

(r: 93 99

R "P

07

1
Hi1)

In addition 1o the above apdroach note patterns which involve single melodic
pitches, there are two gasily recognizable muitiple approach note patterns.
ALL APPROACH NOTES (SINGLE OR MULTIPLE) MAY TOTAL CONLY ONE
BEAT.

—. =

The double chromatic _approach is consecutive chromatic motion in the.*-
same direction to a note of resolytion:

p-7  G7 Cmaj/7 _C6
e

% P A

QCHCH 1CHCH 7 CcHOH 1
(oR- 9 b3CH 19 cH 7 CHT )

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

1
1

Fa)

b

The other consecutive approach note pattern is the indirect resoiution.
Two approach notes appear, one above the note of resolution, and one below,
and then the resplution occurs:

D-7 67 Cmaj7

—-‘A
iy

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

, . D7 67 Cmaj7
’ " LY " r_!.
R SSSSivesS *
¢ | I o
34523 CH CH 5
(R: 875 39 cd 5 )
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SPECIAL MELODIT ANALYSIS SITUATIONS

Tners are possible rhythmic alterations to melocies which affect the
melodic anatysis. (5ee "Arranging 1)

An anticipation is seen as a metody pitch occurring & 1/2 peal oriorto a
stressed beat (1 or 3). it may beé tied into the beal it znticipates or thers
may De 2 rest on the beat:

Cmaj7
B
T

PF 3

’}V .
3
.

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

Cmaj7 B-7 G7 Cmaj/

A

)4 A

Foh S Yo :.Hlj—q:p—? m
R~ < -

] L

‘5543 82b3 5453 s455
(r: 5543 353 11523 s455)

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

Fmaj7 C/7(sus4) 5-7 (€7 Bb7 F7
4 ANT. !h--_—-(f 4

A
éj%“u%r "LTF;"S—_:%I - fif.)
R A IR S TR S SRR S
7 15518 S54 152633 $45p7 55131
(oa- 7519 13 54 19623 S4547 5521)

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

E‘f' E/ l'ﬁv-\‘!"]l_'.@/
Ffan FL ) 1 ‘:’1 !{ : ’ —
[T T i
Y Y 1559 5 543 1
(575 119 5 s431)



Harmony 2 21

Infrequently, anticipathons and delayed atiacks may occur by a whoie beat.
This is most often seen in jazz compositions and arrangements:

Eh ANT. .\
A L TP R S Sojlsusy)
o ol - _‘;,r ";_ N j. ¥y =g ;
e e e e e =
v {5 5 & 5 5 1
. Bo7 Py
| s )
— A —e—
] Y hnt
11 13

A meiodic suspension is a melody pitch which is tied into a2 difierent

chord change for 2 beat or less. Melodic suspensions are anaivzed as the >

chord tene or tensicn of the chord from which it is suspended:

; D £7 A7 Fe-7 -7 A7
artE— e e i
Jy S6b7 5 543 11 11 3

(m: 1 1345 M43 1 7 3)

I NS I PN I I PN I e S

The melodic analysis procedure in summary:

i) Note the sgng form.  _
2) Bracket each motif and include any meiodic cadences.
3) Analyze each note in the motif as either an avajlabie

note from the chord structure or as an approach note 10 an
available pitch. (S = scale approach; Ch = chromatic approach.)

4) Analyze repeéted motifs with a cepeated analysis.

B S P P S e e e e T
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HARMONIC CONTINUITY - VOICE LEADING

Chords cresented so far have been in "close positicn. All the chord tones are
as close as possibie Lo adjacent chord tones:

Cmaj7 D~/ E-7  Fmaj? A-7  G7 Cmaj?
A 1 l vl
T A1 1 = i . "J’ )
H_ ro ;71 f - !
A b Wy s g | = ]
J T v t il >
Chords Nave been seen in root position as well as inverted:

Cmaj7 A7 D-7 67 FE=-7(b5) F-% Cmaj?
i ;i 5 t l' EuY oo

: ol . ) = —!ﬂ—‘_{ﬂ
-

% § 71-" s

Note that the Lop voice defines the regquired movement of fhe chorg tones
geneath it 1T the top voice were nol the controliing factor, the example
could be “voice led” Any pitch (except the roots) from a chord structure
would move to the nearest chord tone of the stbsequent chord following an
arder of preference:

(1 1) common tone (no movement)
\ . 2) half-step movement
V1 3) whole-step movement

- 4) movement in thirds (major or minor)

Cmai7 A7 D-7  G7 F=-7(b5) F-6 Cmaj7
Alf_ -——";;Ef.r——l—l::i ——— J'; _"
m\.u} s _ﬂf___ _._E_..-l ,.______-v — —— 6‘ -
v & - ———
_ {
- o T g 77
- - 1 U} - 1
“ T

R —
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when a harmonic progression is voice ied (as above), “harmenic
continuily” is said t¢ be in effect. A progression can alsc be demonstrated
by voice leading conly the essential pitches of each chord. The essential
chorg tones are the rootf, third (or feurth on susd chordss, and sevanth (or
sixth on 6th chords); these pitches make each chord sound major versus
mInor, and the major or minor seventh further cefines the chordai scund,

Craj7 A7 D=7 67 F=-7(05) F-6  Cma)7
: i -
ol 3 ;
For ] M T
‘ 3 3 - ol Farr, W (: el 5 -
v oz, 4P (1Fw P = bt 7.
bha n3 J
/ . , :
I X2 1
ol O i 1
L 1 Ll : v
( e e ﬁ H :q *

Generally, the position for the starting chord structure is determined by
sound; the best location for the chord tones (3rd and 7th) is within the
following range:

Ld
“—

e

N T Ll
il B o

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

Cmaj7 D7 D-7 67 FE-7(05) F-7 D-7 Bb7 e

I e}

"

i

™ L

FANS il ol —
:

tuzrﬁ'ly' : =
X4

iF
=

3
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il

S b
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SHi
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Considering the list of preferential motion, chords progressing with
drchanged root motion (cherds with commen roots) will use common tone
and/or stecwise vaice leading of the essential chord tones:

cmaj7 D/ D=7 G/ F#-/b3S) F=7 D=7 3b7 €S
j‘;— - ! . !
M 1 T i ! T '
[N - I . ) i L6 Wl
Y.;;J ;‘IT?J —_:_'?_él- it ;&.ﬁ d '1;.-;
< ~ 2 é_.—bgh )
e 4
i 1 I _
Bl I . =1 L :
— = T Z
_ b _,r(?—--qo' zr-
PARALLFL

{Uniike traditional practice, the use of garallel motion [two voices meving in
the same direction with the same intervallic relatiorship] may occur in
confemporary music.)

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

Cmaj?7 D7 D-7 GV F#-7(bS) F-7 D-7 Bb7 e
e .
. [j_ é 3_ —= >z
—_ = o { L V¥ A

— # 4 7

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

0-7 Bb7

Cmaj7 D7 D-7 G7 F#F-7(b2) F-7 Co
— ez .;._—:___*;Jfr-:g%_b & T
e |
= ¥ 7z —
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Root motion in thirds will usually require that at least one ol the essential
chord tones is voice 'ed in thirds also:

Cmaj’ D7 -7 G/ =E-7(D%) F-7 -7 Bb7 Cs
gr\ P T I n 1 —1y —r
S = e —

7T 7 z2 be—T |
, ] ! ! ' 1
! I ] , -
it 1D E| o ) 0
Ilf il | = v Ll - : - : ? L

Intervallic voice leading larger than thirds is generally net necessary.
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GUIDE TONE {INES

The resull of the previous voice leading of the essential chord tones is root
molion and the two "guide fone lines ™ Guide {one iines are single lines
which are developed by the vgice leading of the essential chord tones anc
guide the listener through the chord orogression

indivicual guide tcne :ines may be one of three configurations: ellher ong of
the two Tines created from the previous process or a combination of the two
lines frem the voice -leading process:

Cmaj7 D7 -7 67 E=-pSF-7 D-7 Bb7 Co
7t ¥ T
.o 1 : 7 T T " s [ -
ina 13 T — iy wz . I
~ " ez 2y et Pt > —
Y, o b 4 [=4 =4 :
4 :
X
A7 L =8 T T i !
P, ; = T s m——
4 T 7 7 h& & :
iam T : —t ‘
yiay! T Et'_h_jj :_ 1. ——
1 ! B o
] '] — —-—l _1 i
i‘ L 4 > o 7 b"" w

If the developing guide tone tine appears Lo De appreaching the limits of the
given range, an adjustment may be made by utilizing one of the following

alternatives:

1) Within the duration of the chord, it is possibie to ieap from 2
guide tone toeithen

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

Cmai7 A-7 Fmaj7 D-7

e,

P,
14

L 1 i
. A N ;

Ve &

5} another quide tone tine.

E

Cmaj7 A-7 Fmai7 D-7

al

174

A

filfa . I [

o : 1 o ]

» e — ,ﬁ.
ol i
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2) 3r voice leading may be suspended and the line started zgain at
adifferent pitch level etther:

a; fellowing a cadence to the | chord, or
0) at the end of a pnrase.

Ebmaj7 Bomaj7 Ebmaj7 Bbmaj7/ C-7 F7
+— j . —
S— : — =

3 2.
Bomaj/ G7(*S) C-7F7 Bbmaj7 C-7F7 8bo
> : 0, -
T 7w 3F Oz 7 7 z.
Ebmaj7 Eb-§ Bemaj7 Ebmaj7 Eb-6 Somaj7
5z o —Z—F2 —
G7 C7 b7 G7 c7 7
;_ A ‘T 7,%[— :‘rr_‘! e 5 :
7 it ¥ H a-a
6-7 D-7 - Ebmaj7 Bbmaj7
1 =
."-.._______..._-‘_pn
-7 F7 _Bbmaj7 67(*9) C-7 F7 BD6
— 4 5 — > '
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MINGOR KEY HARMONY - NATURAL MINOR

Mincr key harmonies are stmilar to major key harmonies.
The common Mmiror key scaies are;

Natural minor:

|

174 P T

Pl 1 B A 7
74 ! N P T

vy ) P2 Fal o

& I

L
eare2.

Harmonic minor (natural minor with a raised seventh scale scale d

7

mﬂ — <&
—t

S —— =

v e ¢ FF

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

£

ya o — ;

Irany 1 e T S " P .

v — el — T

The diétonic chords in natural minor are:
=7 11=7(bS) blimaj7 |v-7 V=7 bvimaj/ bVii7 b}—?
Ly

-
A L. g | 2 bg |
— P T : ¥ S
-z £ " 4 r o =4 ¥
v

A4 o

v‘?_ 4 v
o o

(24

It should be noted that the diatonic chords built upon tiwe third, sixth, and
seventh scale degrees are 1abeled relative to their location above the tonic: a
minor third (bli); a minor sixth (bV1); a minor seventh (bVI1).
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Since naturai minor shares the same diatonic structures as the related major
key, the context in which the chords appear determines the topality, major or

aedlatolal
= iv-=7 =7 V-7
C-7 F=7 c-7 6-7
f}ll;:’_‘r' 1 1= 7 |
A Aalig 11— ! T — . .
R a—— 4 - —— i —
v ¥ 2 3 + ¥ 4 =
Z
t-7 V-7 bvil7 -7
L £-7 F-7 Bh7 c-7
. fre——— : "
4 : — ’ o
5 5 M 5 <&

Two impertant characteristics about the diatonic chords in natural minor are .7,

1) The diatonic chord bullt upon the dominant scale degree of the ey
{scale degree S, the V-7) is not a dominant structure; it does not contain
atritone.

77 2} The diatonic chord which is a dominant seventh chord structure is
" | built upon the seventh scale degree (bVHI7).

when observed in context, the V-7 Coes not receive an arrow for analysis

3
3 since it 15 not a dominant ¢chord wih resolution down a perfect fifth:
-7 V-7 -7
Cc-7 G-7 Cc-7
. S
17 T
. T - P
A ——— am g —
v 3 S P 5
The diatonic chord in natural minor which is a dominant structure is not built
upon the dominant (Sth) scale degree of the key. The bVII7 is an exampie of a
1 5 gominant chord without dominant function:
-7 bVii7 -7
F-7 Bb7 C-7
AL
- ¥ 3_{_;‘ i _.rl
ﬁ;_” AAAAA ; i i

N
YL

jl

Ay

$
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The typicai cadences in natural minor are-

V-7 -7
oy 07 C-7
- S S — 72A V-7 o I-7 (Me'odic analysis
ot d T . . ."‘]
V-7 -7
a7 C-7
s T M R
V-Ttol-7 g
v 9 b3 11 1
®k: 9 b3 5pT 1
DVil7 -7 _
BL7 c-7 S
!; ;}} 1 1 E H i
b2 3 bVIltoi-7
v 3 b7 1 1
or: 13 BT sE7 1
H=-7(b3) -7
. D=7(b5) C-7
11-7(bS) to 1-7 e e oe— 7. :
|
v 11 b5 bi3 1
or: 11 p5  Sb? 1
pVimaj7 =7
Abmai7 C-7
4 .[- T f +—
“ bVimaj7 to {-7
»
7. 851 9 1
®: 7 1 SbT 1
,-"/
L K\ﬂuﬂ.\ O ol a4\ }
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AVAILABLE TENSIONS - NATURAL MINOR

The available tensions for diztonic chords 1n minor tonalities are normally
those which are diatonic. However, optional tensions exist which are
gererated from other forms of minor Keys.

Optionai
Avatiable Avallabie
Chord: Tensionsis) Tension(s):
- {triad) 9
-7 S i1 12
[1° (triad) 1
H=7(b2) 11 bl13
bill (triad} 9 =11 o oala
blitmaj7 9,13 *11 )
IV-{triag) S 1t
V-6 g, 11 maj7*
(V-7 g 1! 13
~F IV-(maj7)* 9, 11,13
vV-itriad) g, 1t
V-7 11 g 13
bvimaj7 G, *11,13
- BVH7? 3, #11, 13

*The 1V-{ma]7) chord is not diatonic to any miner key since it contains scale
degree major 3. it is listed here since it 1s commonly found in piace of 1V-,
V=6, or IV-7.
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HARMONIC MINOR

“he tack of dominant Seventn motion from V7 to | in natural miror led ta the
aevelopment of harmonic minor. The diatenic chord tutlt upon the Sth scale
gegree Inharmonic miner s dominant:

I-{mai?) I-7(b3) oll+maj? V-7 V7 bvimaj/ VI®7
- L2 D
A gy

A — [_ el
1 o ¥ For ] e rrs ol
A - | sl iy [l - 1 ol L] for)
fawY | s [P 5 E -4 Ny i) L
Sl ¥ Syl fai | bk o =
Y, <« v

o

This alterztion to natural minor for harmonic purposes can oe sesn 2 ing
regson for Lhe pame harmenic minaor.

Three unusual diatonic chord structures are found ir harmonic minor.
1) t=(maj?/) is a minor triad with a major seventh.
2} plli*maj7 is an augmented triad with a major seventh.

3) VI°7 is a diminished seventh chord.

(R harmonic minor, 2n arrow 1s used to show dominant resolution from V7 to

- V-7 - V7 =703 V7 I
.. C- F-7 67 D-7(bS) 67 C-
T t — | — 1
= o s — — — = Ir
bVimaj7 V7 bVimaj7 viI°7 -
Abmaj7 57 Abmaj7 B8°7 c-
Y . A | L
] iy ] i 1 4 A
C———— = .
i l;"a- &
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The typical cadences in harmonic minor are;

V7 |-

A C_
A 1 o . 1

Byt V7 to I- [or I-(maj7]

{melodic analysis

b33

1 b9 3 1 |
o1 b8 87 1 '3 inciuded.)
V-7 -(maj7;
L F-7 C-{maj7;
iv i P
V=710 1-ma]7) Lefr—at ’—E
* b3 9 1 b3
[1=-7¢3) V7(b9) |-
L D-75) 67097 “C-
y, s A t _; h; —
¢ i
P < 4 ] | 1-705) to V7 to I-
s ey = " 7 (Allroot motion is down
i 2 in perfect fifths.)
z
VIIC7 {-
. g7, C-
ol . | T
Vit 7 to i- 7
4 T w7 1 1
o: T b7 57 ]
"
{Vii= 7 can be seen as the ‘—%{
upper structure of V7(b9).] - ma——
v 67(b9) h% r
bvima)7 t-{maj7)
, L Abmaj7 C-(maj7}
2 2 bVimaj7 to i-(maj7)
o p——
d -

5 13 MAT7 5
o: 5 13 S5 5
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AVAILABLE TENSIONS - HARMONIC MINOR
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“he available tensions for diatonic chords in mincr tonaiities are normally

those wnich are diatonic.
generated from other forms of mincr keys.

Chord:

- {triac
-(maj7)
Ne{triad)
(=7(ES)
pi: 1+ {iriad)
blli+maj?y
W=(Iriad)
V-8

V-7
IV-(maj7)*
V (triad}
V7
bVImaj7
Vile?

Availaple
Tension(sk

OO —

.
;|
!

H

W O O D

!
1
1, 13

p13
9, *11, 13

However, optional zensions 2xist wnicy are

Octional
Availaple
Tension(s}):

9CR DY andg *9 **

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

tensions.

\/@* The iV-(maj7) chord is not diatonic to any minor key since it contains scale

=" degree major 3.
V-5, or IV-7.

It {5 iisted here since it is commonly found in place ¢f 1V-,

. *% bS s sometimes used as a special chord tone on the V7 chord,
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MELCDIC MINGCR

Melodies nuilt from the harmonic minor scale have an unusual sound because
of the augmented second interval from scale gegrees o6 to 7.

marmonic Mincr

AL . |
s —_ L ]
Fay i L L
CRF I ; ' = i ﬁ‘ I
[y & H Pl n 1
v & - - ||

Meledic Mincr (ascencing)
L-(maj?) 11-7 bhil+maj7 V7 V7 Vi=7(b3) Vii-7h5) 1-(maj?)

A ) A 1 2 ﬁ i 5
e v 2 iy = —o -
5 > -
flany i i :g Lok L) i ' .
g Ea v iy P o
i 7 .74 Y

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

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

% o
i%i E E ﬁ i P SN
‘t;jrjr ¥ . s ”_L'\_?

The alteration of the harmonic minor scate for melodic purposes is the
reason for the name "melodic minor™. )

As s the case with the bVI7 of natural minor, the V7 of melodic minor
reoresents a dominant structure without dominant function:

I-(maj7} bVimaj7 V7 =7 bVvii7
 C-(maj7) Abmaj7 F7 C-7 Bb7

=

A

"4 V4 Y S ] Y
o e e
V=7 btitmaj7 =7 V7 |-
L F-7 £bmaj7 -7 67 C- -
e e l ?
l —F Z hj- -y -
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The typical cadences derived from the ascending melodic miner scale are:

V7 T -
L G7 J C-
5t —r o —H V7 to 1~ (Melodic analysis
S, " w—"— : is inciuged.
bd 2 4
! 9 2 i
oe: 1 9 37 1
-7 w77 T -
-7 to V7 to i D7 67, C- .
~ e Ant T . .4 al
(All root motion is down @9%7——@- 3
in perfect fifths) i 11 g 3 1
xr: 11 9 357 1 -
V7 |-
L. F7 c- |
74 I )i |
s 74 zZ HIV7 to 1=
v 9 3 ¥ 1
o= 3 3 87
11-7 -
ot D-7 N C-
-7 t0 - B2
v 1 5 3 1
V1i=7(b35) -
L B7s) c-
k' i I e ) )i
T z VH-T7(bS) to |-
v K13 b7 1 1 ‘
kb3 BT ST 1

Additionat cadentiai motion may occur using chords generated from the
descending meiodic minor scale (see the typical cadences of natural minor).
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AVAILABLE TENSIONS - MELODIC MINOR

The aveailable tensions for diatonic chords in minor tonalities are normaily
those which are diatenic. However, optional tensions exists which are
generated from other forms of minor keys. The avatlable iensicns fer the
diatonic meiodic minor chords derived in its descending form may be Tound
under "Availabie tensions - natural minor”.

Gptional
Avzilable Available
Chord: Tension(s): Tension{s):
[-{triad} 9
=5 9, Hi maj/
I-(maj7] 9, 11,13 L
[1~(triad) 11 o
-7 11
bili+{triad) S z1
bill+maj7 9, #11
IV (triad) ' 9 =11
—J 1v7 9, =1t, 13
V(triad) g
V7 b13 9 OR b9 ang *9*
Vi-7(b3) 11,13 S
VII-7(bS) 11,b13 -

* 1S is sometimes used as a special chord tene on the V7 chord.
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SECONDARY AN ZXTENDED DOMINANTS IN MINOR KEYS

1 addition to the use of diatonic chords, miner key chord progressions may
imclude secendary dominants and extended dominants:

- Vi VT L —
D- E7(69) A7 D-  EXDBY) A7

1 T — 2 e ]

A - T
éﬁiﬁ.g_*_m__, i ! — :
/ — — = - v d

¥ pa ¥ ——

N-H
4

- V7, V- DVil7 (- (‘v’?
IV A\
e . —
o- DOV G- c7 D- V7
T L ' ; . -
T Xy '—frl'—‘—l 7 ! i
! H -71 ; : h_‘ i S ; e — J—d

T R e
£7 A7 o7 mer ™

—%‘—_‘_—r = f : — T
i 1 grg — A o/ _:; 77
b . ; e e
nVimaj7 V7
7 F7 Bomaj7 a7
‘! ! Pl i L i |
e e e e zE = =
- V4 V7 - VI V7
D- E709)T A7 TmD- ENpSYT A7 =
e —— 2 e —— =
' z — = " - 2 o 2 !
- iy V- bvii7 -
D- D7 6- 7 D-
= 1 —— S————
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As with the use of extended dominant mcticn in major keys, ine extended

dominants in mior keys will function in a key of the moment and have
available tensions 9 and 13 The available tensions for the secondary
dominants will be diatonic and meet the criteria for available tensions.
However, since the 5th and 7th scale deqrees of any minor Key may de naturai
or raised, these diatenic pitches allow feor different options 7Tor sgme of the
secondary dominants’ available fensions. For exampie:

V7 V7 k
2 "2 7 "7y
a— pi3
"_"b‘-3 —'—‘Qf3 g*—\—-‘w—-*"\ i [
&y = = 252
T kPs R
B7(G) from 37(bS) from £E7(13) from E7(bt3:{rom
narmonic or natural minor narmonic o natural mingr
metodic minar metodic minor

Additionally, bVvll7 and iV/ can be seen as having secondary dominant
potential; both are a perfect fifth above a diatonic chord (bH! and bV
respectively). However, the diatonic function of these chords is stronger than
their potential secondary dominant function; they are diatonic chords bvil/
and 1V7 as opposed to V7/bll} or V7/0VH, even though they may progress as
such:

= 11-7(bd) V7 - ovH7 oillsmaj7 V7 V7 V7 17

. O- E-7(b3) A" "Dy (7 F+maj7 G7 C7 A7 D-7
| T , —
s i s e T ————,

I-..._________‘_VL-—--—""_"



Harmony 1l <40

LINE CLICHES

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

The above 1ine cliche can be identified as the single line:

A
y’ 1
I s
7
]
Y]

A\ NER

&*51‘ 'ﬂ_,*f“ ‘q'a'

while the basic chord remains:

Line cliches are very common 1o minor key harmontes.
Other characteristics of line cliches are:
1) They may occur on the top; in the middle; or, if the line
cliche starts on the roof of the cherd (as the above line

cliche does), on the bottom of the voicings.

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

3) They always appear in the area of the chord above the 5th
and below the root.
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Another of the most common iine cliches is:

; |
y:. —
L H

1)
; | I 1 l
) =]
{ = vV

T

—.
]
T
Fo

when 2 iine ¢cliche is present, the avaiiable tensicns are those for the triad.
or mai/ chord degrees and

Other Tine cliches can be found by startingon &, -7,

moving chromatically:

. T— &
1A N RA
P W, ) LS il L1 WP —ad
[famW' — e ol
Sy’ LI i, i -
.I 1
2 L L
%’. i ] e,
i Foa A ] s
r LT yi
%; i K
A
vt Il e :
] Fdb) il o Far'i
st % i
H N T1 1
1
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Though line cliches are funcamentally associated with mincr tonatities, they
may be seen inmajor key harmonies, Most often on the tor 1V chords:

] iV
Al i | L
if A P4 F Lk,
AR AN < jiffam ol PldTd [ 1 L
oy 1 —_ i . Al e R
- — o FE -
'Yy T i

or ¢on the fi- or Vi- or 1V- chords. When tre line cliche occurs on the ii-
chord, it often progresses to the V7 ¢hera:

PE- V7
_ NS ‘ all
T 7z = 7 L . .
% 4 =z li- 20 V7 in D major.
p-) ! e
_ J
) '\JE._
1 B_'
s ad - — 5
: | e s .
Vi- inD major. Axr—gra—p g !
,,j c‘_)u ‘f'/ 1 e
V-
_ N
h s -—t : : V- in D major.
Sl L : s 1 ¥,
¢ & = it
& Less often the line cliche may appear on the 1i1- chord.
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MODAL INTERCHANGE o

MODAL INTERCHANGE iS THE SORROWiNG OF DIATONIC CHORDS FRCM A
PARALLEL MODE (SCALE) AND USING THEM IN THE PRIMARY KEY:

F-7 &-7(b3; AbMaj7 Bb-7 C-7 Dbmeaj/  Eb7 F-7

Lo W Y o]
™ -
Primary kay: 4D = - = p
(natural minor) dPEv—ry > -
P

F-(maj7) G-7 Ab+ma}7 Bb7 C7 D-7(b3) E-7(b3)F-(maj7)
1 . i
Parallei key: it — — =z &

{melodic minor} {BKsd— - = pat e

Pt

B

-

<X

Mecdai interchange between minor itonalities is a very common harmonic
practice in contemporary minor key tunes:

F natural minor:

P Bb-7 En7 C-7
Bt 1 . ) o
BB e ——
\\.}/ ¥ for'l [ i H :

»
F- _ G-7 F=7 C-7 F-7

- m—— — ;
jg — ﬁ;" fj 5 o]

Borrowed from
F meiodic minor
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The use of miner tanaiity chords in major key harmonies is a cammoniy found
example of modal inferchange. Such chords are borrowed from the parallel

minor key (the kKey of -, an¢ used in the parallei major key (the key of ;
majorl. ) '

Fmai7 G-7 A-7 Bbmai7 C7  D-7 E-7(bS) Fmaj]7
~ P
Primary Key: —— = rori & - —
{F major) FlanT4 > 5 L —
o ' . .
r-7 G-7{b>) Abme;/ 8b-7 (-7 Dbmeaj7 Eb7 -7
A o~
Parallei key: St — par, 1 - ——
{F naturai mincr; E3E—r < = =
v

The natural miner mocal interchange chords peorrowed for major Key use are:
V-, 1V-6, tV-{ma]}7), IV-7 (all the forms of the {V- chord.:

V- imaj7  Iv-6 imaj7 V-7 imai7 1¥-imai7) Imaj/
. Bo- Fmaj/ Bb-®  Fmaj7 Bb-7  Fmaj/ Bb-(ma)}7) Fmal/
AP — o e Sa—r—— 7
B — & et % Fot) :
. S - ool i 1 Lf i
v
bVimai7 VT
ovimaj7: imaj’/ oVt fmaj7
Dbmaj7 Fmaj7 Eb7 Frnaj?
. A ) A
e At
U 5 LA S~ v

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

ti=7(bS3 V7(b9)
G-7(83) C7{bS)

[I=7(b3) V7(b%) imaj/

Froaj7

.
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though not diatonic to ary mincr key, is a very common mocal

| 1 oviimay7,

|/ interchange chord:

/) :

H bVliimai7 .maj’

A - , .

- “bmaj7 Fmaj7
fr—r—t——+ I
W"_! [ o

bilmaj7, though not diatonic to any minor key, 1s a very common modal

interchange chord.
The tonic natural minor chords I-, =7, blil, and bltimaj7 are also found as
mocal interchange chords inmajor:
imaj7 =7 Ime ] i=7
\ Fmaj7 F-7 . Fmaj7 F-7 |
Ll — — L
e ]
\‘L« 1 I : 1 h_‘
imaj7 bltimaj?/ Imaj7 bllimaj7
Fmaj? Abmaj7 Fmaj7/ Abmaij7
= P ———_ > o — :
L, Fu®) -
e B RS —r— '

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

their minor key context.
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RELATED 11-7 CHORDS

The full cadence is represented by the progression of subdorninant to

dominant to tonic chords:

é2
% 7€

A !n
1
WL

T % § | &

rayn i

25—

L=}

The most commen variation of the full cadence has strong roct metion of
perfect fifths throughout:

2—¢

—

o'

2 s

<4
N\
Al
et

T
|

=

Just as an arrow is used to show the perfect fifth root motion between the
dominant chord and its chord of resolution, the relationship between the
l1-7 and the dominant V7 is so strong as to require recognition. A solid
bracket beneath the {7 V7 is used to show the perfect fifth Toot motion:

G'I'{ C? Faajt
e e
:IL_;——E i —

o)
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D The above progression is all diatonic; H-7, down a perfect fifth to V7, down
| a perfect fifth to 1. This {i77__Vy7 relationship is so strong that:  ANY
DOMINANT CHORD MAY BE PRECEDED BY ITS RELATED 1i-7 CHORD.

; A<7 D7 D=7 67 ©-7 €7 C-7 F7 F-7 By7 Bb=7 Eb7 Eb-7 Ab7

Ab~7 Db/ Db-7 Gh/ F*-7 B7 B-7 £E7 E-7 A7
3 [ i F S| L i ) 3

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

Y,'ﬁ"_‘*]r_-, ald ,__,.__I(q)

: "%-:-Z_._g« a_g FC
*F— T — —
Y o ri v
et :r% w1 TR prt——a oy
(bs) A %) T 6] c, ¢ Fuaj”
— = =+ - =

The diatonic analysis and the bracket show the duai function. The avaiiable
tensions for dual function chords (iii~7, VI-7, VII-7(85)) are usually

diatonic. _

Other related 11-7 chords which are not diatonic have available tensions
from the key of the moment:

Tutj? % “ -1 . E!ﬁ
F‘.“J‘f : E-T Al pD-1 Cl.?- FT
ran oY
(§)= 17 in 0 (§)= 117 1n 3°
Ty Ca—wgr  IT-r T
s T 7 g AT g7 F*
14 % - i
— e t : : }
e ﬂ‘_ndr 14 Fod é_ 1 =




Harmony 2 48

The L retation may appear as 1177(bS) V7(b9) (as in harmonic minor):

T." ) Y . .7 6
105} 1049 1 é
A G‘-L A | . F"“J F
|* Y 1 — I
13 1 T 1 :
"}‘L“J—T v L-J] i I 1

indeed, any of the following variations to the beee.—d may occur without
changing the dominant function of the V7 chord:

) (58) by
+- Gf 1 :F gl G (Ic-‘)‘} :a@?) i
s L 7
5 T LLE

3
- ' —n —
e G0 @™

N J =
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Harmonic rhythm directly affects the t—drelationship. With the inclusion
of a dominant chord's related [i-7 , harmonic activity is increased without
deterring from the dominant resolution. The harmonic rhythm of the L —

may be evern:
—_—T T T
B:7 £’ A
g S
o WA -
hall X, 8740l VI v i 7 SR AR 4 Fa FAeny 4 Vi L yd
vI ,1(}[- d & & 4 i P Fi L Fd i Fil rd
W s w
———
1 g1
B:1 E; A
_';_‘_.d: “‘",L";. 11 !1' {l_(f ]/ r/ // r!
S W s w

or the [1-7 may appear for longer duration than the dominant:

Y
¢y £
-
£33 |
bl O ARy A 4 F I I r P S A LIV 4
?'E rd T F A 4 v — r

S w S w S \A} 3 L

F-ar TN —
i u AR i rd i i
FA T i £ J £ F 4 L4

SWs w SWis o

et ET B

or, iess often, the dominant chord may appear for longer duration than the
[H=7:

) ™6 i
_!: S S A— A A S S A — F—f—F—F 7z _ﬂ
S W s w S w s 0w
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Therefore, the 11-7 will appear on a strong siress, the V7 on a weaker
stress, and the resolution will be to a strong stress.

A L—— may repeat prior to progressing:

.
-7 3:; -7 ?:?i -7 31 B/ AN
-7 M .1 -1 1
3; &, ~ p_, h’& E-T A 13 A_I_
= > 11 Lttt tr t 3
] 1 F 4 jal m1 Far J -
=

Line cliches commoniy occur withall- v/

e
c G: Cais T

r“ -
”

1 1

Lo

=
b

i P F—) |

"
3
L1

{
e
u

>

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

A 0T NG er”
'; [ ] a1 e
_a_ r
———
e 877 Ter 4
2 - vz °
| £ fur ]

or, they will be INTERPOL ATED prior to the chord of resolution {the extended
V7)

————— .
R T,

-

[
e =
£

1]
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BLUES

Biues harmonies have their basis in early American church music.  The
primary cadence used in hymns of the Protestant church has deen supdominant
(w:ith dominant cacence deing of ess importance). Subdominant cadence ig

traditionally calied "ptagal cadence™

Y

59 F
=
@V s or)
o %— 3

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

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

harmonies:

G i N - EIIJ S il Ll
% Lok, - A '
I b3 4 S5 b7 1 ®7 S 4 183 I
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“he above blues scale (scale degrees 1, 03, 4, S, L7, 1) canbe seenasaminor ™

pentatonic scale. The important characteristic of the biues scaie is its
exclusion of any half steps and the relationships it creates with the major
key harmonies; the scaie degrees b3 and b7 being the basis for the minor
pentatonic scale create an unusual sound wnen supported by the major <ey
harmonies, This melodic reiationship results in wnat 1s catied "blues notes™

A | 1 —
A 1 ) !
YO ! ] | .
St I —1  —
Y \ .
(F. {Bb)
Gr—= &
\ /' h 1
¥ L
&

when the blues melodic pitches are superimpcsed over the basic harmonic
structures, the extensions for the sevenih degrees of the fundamental chords

can be added:

N -
Yo - L ji J
. A e r 4 T
ran WA~ par 3
'EP_ Far yord )

The I and 'V triads therefore become 17 and 1V7 respectively:

F7 8b7
A !
A Ll l n
Fy B ] For 1 L
faw il L 4 [Vl
N d it i il
J s

The basic available tensions for the primary chords are those which appear
melodically: ‘

£7(=9) Bb7(S)
e
- Yo 1 b1554 49 5 b761 ¢
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An exception to the previous ooservations regarding available tensicns should
be roted in the case of the [7(¥9) chord in blues. Though B9 and =9 normally
may coexist, b9 shouid not be used with #9 on the |7 in biues since it is not
par{ of the blues scaie

The biues form has its origins in the poetic form used for the improvisation
of wyrics. The lyricel content of blues is based on a "rhymed coupiet” with the
first line ¢f the couniet repeated (to allow for adcitional time o improvise
the secend Tine). The rhythm of the lyrics can dbe notated as dotted quarter,
eigb-"h notes with five stressed pulsations (this lyrical rhythm is kKnown as
“{amcic pentameser”):

8y stucying the siress ptacement of the melody and lyrics, it <an be noted

what the overat! form will be: _ ~
p. > > > > .
o A o S S Bt B e e S 2 Yt : —
bl . Lol ol . | 1L — .
S A B B A v
sung lyrics - First couplet line _ _ _ _
> > > > >
et Sk - AL T = P [ :} = —_—
Fulul [l [l il Faind il [
i i I L | P Pl
T 4 ¥ 1 g !
Sung iyrics - Repeated first line _ _ _
Ed > s ? >
{ - i - - ; 1 } -—
. . 2 Pl ]
b M L — HIV t L ) . i i
1 F 1d 1 4 ¥ 12 1

Sung lyrics - Second couplet line . _

The above will therefore pe a 12 measure Torm {(alse known as " 12 bar blues’).
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The placement of the primary cnhords foliows a iogical sequence: the |7 chord
receives the most stress; it will also be cadencec t¢ Trom the |V7 cherd, In
crder to have a variance during the repeating of the first line of the couplet,
the V7 chord is used with 2 cadence 0 17; the final iine of the couplet
contains the final cacence:

F7
) . . ' r
# "t.r : |i| r ’ F- %: E"] : - - 4
[Fa Y4 Wi 1 i . I H
St Ly y r — 1 ! Ford :
Y Firstcouplet line _ . _ _ e _ SIrum _ e
87 | F7
—f—ﬁ']t—f——t* !. > -
A =
First couplet line repeated (lyrics and melody )  Strum __ _ __ ___
)
BP7 {\]_Il \l_ { Fr |
Tt 1 F- - i ] i T -
T i ——— s i

Second coupiet line with cad?ence - _"_.-_ = SN e

it shouid be noted that all the lyrical content of a fundamentai tlues, as the
one above, is within the first 2 measures of each 4 measure phrase; The
remaining 2 measures begins with a cadence and the cnoraal content is the {7
chord. Since blues was most often performed by a soloist, accompanying
nimseifiherself, the last 2 measures of sach 4 measure phrase came 0 be
known as the "strum”, for obvious reasons.
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The next higher tevel of cemplexity would be for blues harmonies to contain
dominant meoticn. This action would then incorporate diatonic s0uncs from
major Key harmeny.

17
F7
#. '__—_bF!:‘ —r— ) —
lravi Wi — ‘_f_. ‘ui]
siv — —7 Tt 7 77
7 |7
E’;b_f's 7
. vy —Py
e =
7 -~
V7 V7 /,’/\W
Bb7 L . C7 ! F7
" . = Y 1 - -
i a E ! L7 x= ? — 77

Cominant cadence

The pasic biues melodic scale has become more complex also; it now containg
chromatic motion petween the 4th and 3th scale degrees - 05 or 74 The
contemporary biues notes are b3, b5 (¥4), b7

| L .
il n Lird, s .
e
For

) 4

Y | B3 4 %4 5 p7 t b7 S bS 4 b3 |
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AVAILABLE TENSIONS - BASIC BLUES

The avaiiaple tensions for the three basic blues chords are those from the
extended structures which meet the previous criteria. diatenic to the blues
scale and either a 9th, or a =9th or ar allowable b9th above a cherd tone;

Oonticnal Structure

Normal blues with diatenic major key
Chord: structure: tensiens:
17 17 (¥9) 17 (79, 13)CR17(9, 12}
V7 V7 {9) V7 (8, 13)
V7 ‘ V7 (¥9) V7 (b3, *9,b13)0R V7 (8, 13)

(Any diatonic chords or secondary dominants from major Key. harmenies will
have available tensions from their majer key context.)
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BLUES VARIATIONS

There is one imoortant characteristic which can be seen in all blues: the
p:acement of the primary chords within the 12 measure form:
. Tonic _
£ = : ™
my ] :
g ] e
*  Firstcoupietline — _ _ _ _ _ _ _ ___ _ _ Strum _ _ _
Subdominant Tonic
3 :
First coupiet line repeated _ _ _ _ ___ _ _ _ Strum
B . a\.‘_..:
Cadence _ _ _ _ _ _ o o o . Tonic
£ } ; )
M % + »f
Strum ] 4

Second couplet line _ _ _ - _ _ _ ____ __

Variations to biues demenstrate this pattern in two different ways:

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

23 Harmonic motion to the next primary chord.

14
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Thus, a tonic chord will apgear in the [irst measure; any subseguent harmonic
activily in the first 4 measure phrase will be hack to a tonic chord and/or

LR

motlion o the subdominant chord which will appear in measure S

Tonic
N F7 | 8p7 T 7 A-T7{05)
A‘f _‘Fq > il il 1 ol - -4 i .‘_ e o - a5 A -l ik i
Irany’d — L Fal —— ra 7 1 Ll L L o . ra Lt o
S |
v 2 3 4
Subdeminant
Bo7
:2, rJ :
3 6 ¥ E
L
i 1 i |
0 | - ¥
T T 3 |
L i A |
9 10 11 12 .

In the above example, there is a subdominant cadence back to the primary
chord {tonic) from measure 2 to 3; measure 4 contains a commonty used biues
chord which approaches the [V7 chord. The li1-7{bS) chord can be identified
as an upper struycture of the 19 chord (which may also be seen as the-
secondary dominant of IV7 [V7/IV):

17 or
V7 [1-7(b5)
g
A s
Fi<t £ ?%_ A'?(DS)
et — o
J
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Measures S and 5 will start with the subdominant and contain moztion back to

subdcminant and/or have movement to tonic in measure 7:

58

Tonic ' '
R F7 8b7 F7 A-7(05)
L
{ﬁ_ r’ .4 ,‘ '1 'I '1 'J ’J " r‘ _r‘ ’_‘- " - _'_‘ —
W 0
v 2 3 4
Sub-dominant Tonic
Bb7 Bob7 B°7 F7
F7 / /C
Fal rA - 'J rJ . TJ '/ ’_p ’J r‘ :_
5 g 7 3
r
g 10 13 12

The B°7 occurring in measure 6 is another commonly found biues chord. The
#1V <7 chord is an approach chord to | from IV; most often the resnlution of

its root is chromatic and therefore the 17 chord appears inverted

Bh7 B°7 F7
7
A".i- L } —_
e S = ) o
1”4 [ q__v
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Measures 7 and 3 stast with the tonic and either move dack 1o tonic and/er
have moticn 10 cadence ¢nords in measures @ and 10, The cadential moticn
may be either dominzni, sutbdominant, and/cr modail interchange cacdence

chords borrowed Trom ~inor:

TaNIC
&7 Bh7 -7 A-7(B3)
'j}_:_ ! 1 —
e B S A S EE S U S S ST A A A R
\LL’ _‘._ }_ . H
o1 2 3 4
%u%ﬁommam . g%mc . .
30 F7 . 297 : 85b / U
F- o e
1 I
m - oL - Y s o ! - - ) PP
ol Ll L Ll Ll & Ll L 13 - Fal Ll Ll i o » »
s A 7 8
Cagence o _ianic
G-7 C7 Sb7 b7 7
5.
o '4 i e ” ,l r‘ ’1 > s ’]
9 19 11 12 7

The above cadential motion contains dominant (C7 - V7), subdominant {Bb7 -
1V7), and 2 non-dominant chorc borrowed Trom natural minor (Eb7 - bVI7).
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Since measyres 1t and 12 begin with the tonic and the first measure is also
tonic, any harmonic moticn here will be pack to tonic:

Tonic

. F7 Bo7 F7 A-7(b3)
IU' -th e e - it - il ok - -l T ~] 3 o -l
rmy -~ Ll - S Lol - -~ - - ~ -, bl -~ ” ~
hary
vy 2 3 4

Sut-dominant Tonic

-t 7 =] r

by R Bb7 B°7 F7/C Bn7 7 D7
‘r‘h e i o -l 3 v - e .
A — L v - y 7 - ; it T
5 6 7 a

Cadengce _ _ _ _ _ _ _ _ _ _ _ _ ___ Tonic

G-7 C7 8b7  Eb? F7 D7 &7 C7 .
- r'lr‘"\:l..n
ra it iy - ——— — I P P :Tl_‘:;
1 :_'
] 10 1 12 r

Another contemporary biues chord (also found th major Key harmonies) has its
basis in subdominant cadence. In the following blues progression there
appears a |V of the | chord and a {V/IV (1V of the 1V chord):

| v | Y :
G C G G C G
o
tzr% gt gt gyt iy gt
o
J —
v Wy Y E Y |
4 C F ol G C G
v Wy v V7 LIV |
4 C F C D77 6 C G
g e R 1 vl ] ol + 3 Y - "]
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In a more complex sitgation, the same chord (IV/IV} would be analyzed as
oV

7 M7 DWViLY 17 H-7(ES)

. 07 7 K7 G7 B-7(b3)
A
T 4 T
A " o i - —
TR - Ll - . - —e— T — ul —— ”
S’
)

V7 b¥17 17 /([ —
4 C7 F7 G/ E7
-7 V7 bvlI7 17

A-7 D7 F7 67
R, i 1
f'(' " ot Iy - - e - ‘ - ]

The following chart includes examples of blues progressions. The 12 measure
form and ptacement of the primary chords adheres to the previgus
requirements. Note that scme of the examples use blues chorcs only, some
use major key harmonies and some use minor key harmenies.
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TONIC SUBDOMINANT  TOMIC CADENCE- - - - TCNIC

- : i ! ! : — 1
i I M BV | T N ! N o |
T a1 e 1 1 ro 1
T T H Il 1 i ! ) L
i 2 3 4 5 & 7 &) a 10 11 12
F7 Bb7 F7 3b7 Eb7
X ™ T t
o} I gt i - - PR iy i
L_? ol o i - - bl il - o f o™ bt -— Ll - hall !
! 2 3 < S &
£7 D7 5=7 C7  By? F7 8o/
il " " —_— R e - R
"_ Lol an Latl L Ll Ll A hail Lol Latl - - - Ll - -
r "
7 3 g 10 13 12
F-7 Bh-7 F-7 F7 3b-7 C7058)
Lk i T
-"! 3 - a— i -y "3 a ! el I -l e R Y ra—
A N w—— v > P [ T et -,
r. "
2 3 4 S 5
F-7 Abmaj? G-7(b5) C{*2) F=7 Bb-7
!'ul ) e sl a— el P =
i - - ¥ —_— — T _— il — —_— hl |
LE — :  §
7 & 9 0 1 12
Frvai? £-7 A7 D=7 &7 7 =7 Bomaj? Bb-6
hod KT - il ot . - . . -
4 ot L L L A ey et g L T e
L
i 2 3 4 ) 5
- Fmai? A-7 D7 G7 C7 Bh7 Eb7 Fmai? 6-7 A-7 Bb-7
L P _l - ~] ol ) i I I - e e, i . =
= r—— T v »—r > —— iy e T -
1" b A L
7 3 9 10 17 12
~ F7 E7 A7 D7 67 c7 _F7 Bb/ Bb-7 Fh7
il LD ya - - el - - i . d
+E o o > -
1 2 3 4 S 6
6-7/ .
F7 Eb7 D/ c c7 Db Gb F7 Eb? B
} P -, ” - - ran I - bl ol ‘( | |
h T L e Lo Ll e . - e Lo - .
¥
7

F7 _Bb7 F7 F7 __Eb7 F? Bb7  £h7 Bh7

fo Y 1 I |
ot 13 P . — H L] £ ) —_— — Ry
= r o T i ey S T o i
'—$ a T T

1 2 3 4 S 6

F7 Bb7 _F7 Bb7 Eb7  Bb7_ Fh7 A7 D7 G-7 CIlsusd)

" H | - ; s ™ | A - ) M 1L
v . — L 2 T

= 5 9 Z T 1z
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TONIC SUBDOMINANT ~ TONIC CADENCE- - - - TONIC
- o o P
Ed | A AL Y ALY ] S m Fr
] e . : ; X L
i 2 3 4 5 6 7 8 g 10 1 12
Fo 5-7 A-7  G-7 Fma;? Abmai? Bbo Bb-6
e 0 . i
Y " T h '
1 2 3 4 5 !
4-7 D7(*9) 5-7(b5} C7(*9 139} F&  A-7(b9) Bb-7 L
I_ ‘h Lot JrJ" ra gl gl : gy L iy Latiiital rJ i ; T
[ |
7 8 9 0 11 12
F& - Bb7_C7 Fmai7} Dbmai7 3b-{maj7} Bb-7 8b-6
-‘/"1:’ LA - ’J " Fall i - LanlC N T’r "_"‘ "' o ’4 |
2 3 4 ) 6
Abmai? 09 57 C7 Gbmai? t-{mai’) gb-6
H - : H
:ﬂ gt —gr i ‘. i e : Ll .I L o e oo g e : e n
Y L ! T T
7 3 g 10 11 12 4
F7 Bh7? Bo? F’?/C A-7(b5} Bhmai? Be=7 EB7
raa 13 }
—,l—'&-,—,’:::— Aty g gt et P
1 2 3 4 9 6
Abmaj7 Cbmai? C7 Eb7 6-7 Bb-7 F7 07 g7 C7
J
= At g o i - g i L ettt
Ll T =
7 B 9 10 11 12
F7  A-7{b5) Bb7 Ba? F7{sus4) 7 A-7(b3) BbY Gbmai7?
%"‘ '1" r‘-r ’..' "’ " sl : A'_‘ " . '.-rd " bl e ; hal " J" ‘
X i L
1 2 3 4 S 6
F7 Eb7 Abmaj7Obmaj7 C7(sus4) Bb7(sus4) [ Abmai7  Dbmaj7 &bmaj7
| |
e e S e e e
L4 | |
7 8 9 ] 1 12
£ Bb F_.Bb I3 F7 _Eb Bb_ Eb Bb Eb7
ik J L - " PR L N~ . L | <
ra = -r e T ot il - Cathal Ctl i il rr -
1 2 3 4 3 & -
F 3b F Eh . Bb_Eb : Bb Eb7 . F : Bb \._:‘

{
|




