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DECEPTIVE RESOLUTIONS OF DOMINANT SEVENTH CHORDS

A deceptive resolution usually oceurs in one of the following situations:

1. A daminant seventh which normally resolves to a specific diatonic chord goes

samewhere 2lsa,

2. A repeated pattern in a particular piece of music is changed.

3. A familar harmonic form (such as blues) is altered with an wnusual chord of

resghrtior.

Of these possibilities, the first is by far the most common.

PRIMARY DOMINANTS (Review)

The primary dominant and its substitute (V7/I and subV7/) resolve deceptively when
they go to any chord other than I, V7/1 resolves deceptively more often than any otbe)r

dominant 7th. and. usually goes.
VIV VI, bmmaﬂ bﬂmaﬂ

e - F——

to one of the fOUO‘WLIJg chords: HI-7. HI- (L3)”

bﬂmaﬂ JV-T, #D‘_l(:’-‘

After a deceptlve resolutmn of VTII, the progression ustually rettams to [ in a familiar
pattern of chords and root motion. The patterns have many variations, bui the

following are typical:

C;

G7 BT _AT D-7 G7 C
E-70S) ATB® | D7 G7 C
ET AT D7 G C
A;!m D7 Dk-;a G7 by c
Ebmaj7 APmaj? Dbmaj7 C
Abmaj7 Brmaj7 C
Dbmaj7 C
F-1 B C
falnites) E-7 Eb7 D-7 G7

Secondary dominants and I
substitote dominants and chromatic I Vs,

G7 | B-7 EW7
E7 E
E-7 A7
A-7 Ab7
AT Ab7

Ab7 Dby

D7 Db7
Ab-7 Dby
Ab7 Dby
D-7 Dbt

C

C

V's in these patterns may of comrse be replaced by
A few possibilities:
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SECONDARY DOMINANTS

Secendary dominants and their substitutes traditionally resolve down a perfect 5th or
down a halfstep to the appropriate dizfonic chord. Any other resolution is
considered deceptive, even though deceptive resoltidons are net unusual, especially in
contemporary jazz and fusion music.

The following resolutions, then, are considered “normal®:

T I
Vil 1 H-7 sVl | 11T
- T T em
vl | HI-7 sub VZ/I | 1T
T N
VIV 1 [Vmaj? subVI/IV | [Vmajy7
T — T T
VIirvy o i vi subVifvV boVT
T, — T T Tty
TN VBT subVIVT 1 V1T
An mdzmct resolution is sef censidered deceptive:
M
C:  VI-T VIV 117 Vil
!
i T T T
bAT D7 i D-7 G7 ,
— A

Other exceptions to these “normal” resolution patterns will be considered in a future

topic. “Special Fumction Dominant Tth Chords™.

When a secondary dominant, or its substitute. resclves deceptively. the Roman

- nwmeral analysis is placed in parentheses.

O v7/11 I'-?
Fmaj? D7~ 5‘G c7 - Fmaj7?
S — :
i L Far H
=z T =
T ] = ey
b".’ H
(V7/11 Timai7
Fmaj7? D7- == = =~»Dbmaij c7 Fmaj7?
Fasiin ) 7z =y T
e S . — i . :
LI = — }VV A
L | o7
subV7/11 11-7
Foaj? Ab77 7T TN *G-7 7 Fmaj?
.1 in T N T
r;,—l— = T T
= ;‘I, ol = o
1 < = <~
{subV7/I1) bVImaj?
Fmaj? Ab?-"—""‘“‘)-Dbm'aj? C7 Fmaj?
—
pa yh: - bz? .;;? =
A =7 o ] - s
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Please note that arrows and dotted arrows show the acfmal resohution of the
dominant 7th (down a perfect 5th or down 2 hal{~step), and that parentheses only are
used o indicate deceptive reseiutions.

In the samme way, brackets and dotted brackets show the actus/ root motion for
I V patterns, and are not intended to indicate deceptive resolutions.
F: V7V

: G-7 C _-
Fmai?  G7 e _17 rmaj’
Fatine, 7] 4 n :
g [~ - 1
Y T 1 Fal l
[y «> e [imgd
(V7/v) Y T
Fmaj? C7 - o %07 Tmaj’
i, W N L, L —
2 : , : :
e 2. . =" P 2y
i b = v o 7
h SUbV7/Y = = 7577 — =~ |
Faa’? Pb7~ G?, *‘17 Faaj?
£ 7“_‘-0 ,IFS L ; T
; 7 - i i
T I = <
A .
Fmaj7 Db7? Do~7 Gg7 Fmaj7 =~ -l
[ : o
—t > : > - : 3
= G 72 i 7!
& — - A R
R I ] L [y
SUbV7/V . o = = o _
Fmaj7 Db7 Db-7 el Fnaj7
F] - L _LHf"l_ Iﬂ/_"l_ : ——t
7' ot = = ~ s
T 1 g

A complete analysis I'or the exampies above would use the Roman numeral II-7 for
G-7 (the diafonrie 11-T). but not for DB-7. The technical term for Db-7 would be, "the
refated 11-7 of subV7i/L" but a bracket or dotted bracket is snﬁiment. The analyses
below are complete:

1i-7 ‘ v/l
F: Tmaj? V?N//’—"\ Imaj?
4 - -—ﬂ-—---—% -
Fmaj? G7 E_? q? fmaj?
7 {
T P : = : : 171 -
R Lo e =
I11-7 subv7/1 "
Imaj7  (subV7?/V — by m = —m oy B2
Fmaj? Db7 R v *Fpaj7
T2 et 4 Py o B p— n
. W, Fil L : T 3
i : | E—— = ~
H | L = wv a
Imaj? (subvw’—"\s-ub\f?;ﬁ - Imaj7?
Fmaj7 Db7 Db-7 Gb7=~ "7 7 T>Fmaj7
P W =¥ I il ! : T
i e s P P — I m— F -
P e 4 - : b Byt . -
T 71 i i V= 4
Imaj7 ViV Db-7 ngl Imaj?
Fmaj7? G7 A GV a7 h‘E'-‘maj 7
|
Famm. W | I 1
o G = :
proi #J_J-J ‘7 ‘::l | — j

R wr-——*-"'"':—"—""’@‘
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Some deceptive resolutions are anly slightly deceptive and very subtle. For example, a
secondary dominant may resolve to the coirect roet, hut the wrong chord Hpe. In the
keyofBD A7 is V7/II which normally resolves to [I-7.

v7sprr LII-7 V771

8bmai7 ar——>r2 7 G7 > o7 F7 Bbmaj?
3 = } = — —Z . P
= | T Yor |

If VI resolves to a dominant 7th on the same root, a parenthetical analysis is
reguired.

(77111 (Y7/9¥I) Pilimaj?
., Bbmaj7 AF——"*D7- -~ ->Dbma:i7 C-7 87 Bbmaj?
A - - — — —t - r —— v
—r e ————— - : ;-:" i i i -i‘j‘}’,"{}
+ _

ROOT MOTION

In contemporary music, the most common forms of root motion in deceptive =--
resolutions of secondary dominants are, 1) up a half-step, 2) up a whole step, and

3) down a haif-step. For example, ¥7/V may normally resolve to V either directly or
indirectly.

Zbmaj7 F7 F-7 Bh7

Faie I ) 17y - = =
rad b

el

T
S e : —=
: - - .
i 1

The examples below show three common deceptive root motion patterns from V7/V.

Imaj? (V7/V) bIITmai?
Ebmai? F7 1Gbmaj? Bmai? Emaj’
i ro—r o= ez ‘__—, T =
2 ; & — —=
Imaj7 (V7/V) III-7
____ FEbmaji- F7 -7 c7 F-7 _ Bb7
W SR PR — = ——ay : L i
- X * '_i' . : -
TragT | T t ot
yod T ]
Imaj7 (Vv7/vy _ _ . _ bIImai’
Ebmaj7 F7---"~"""77= *Fmai7? B-7 £7
P = L=t -ty T __:1.: ﬂ
ﬁ;l_{: ; "l h?.#a : —=1
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MODULATIO

A deceptive resolution sometirnes results in a modulation. When this occurs, a pivot
chord analysis becomes necessary since the dominant 7th chord assumes a new
meaning in the second key. The example below includes a pivot chord medulation
from F to AD. as well as several other deceptive resolutions of secondary dominants.
Root motion patterns are typical.

(V7/VI}

E‘: :mal? f‘} A.:): S'leV/I -

- T - B i (blq} Iman
g, Fmajl C7 . E’mg__j_? AJs=s =<~ ~a abmej7 Eb7 4
o = ==
i L | ' V i | [
,  Abmay? c7tb?) Dbma 37 5-7003) 5789 pnayy 57 (RL3)
o Se— : — N -
s = = 7 - =

- . 4
s Emaj’? Eb?t""gJ _ Abmaj’y
fon : : N
[ e ———" i ;
A ! e

CHORD SCALES

The chord scale for a deceptively resolving secondary dominant is derived from the
pamnOd thetical analysis, regardless of its resolution. This remains the rule, even in a
modulation.

In the preceding example, the A7 in the secand measure takes a chord scale for
VT/VI (Mixolydian 9, Y13 or altered), zof Lydian b7 far subV7/L.

This application of chord scales reinforces the original meaning of the chord, and
therefore enhances the deceptiveness of the resolution.

Although occasional exceptions to this principle can be found, it is nearly always the
most effective way to treat deceptive resoiutions.
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CONTIGUIOUS H Vs

) The I V pattern is sometimes used in ascending rather than descending motion
§ When this occurs, functicnal analysis (Roman numerals in a key) is no longer

relevant.

repetition in the melodv. harmony and root motion

( "non-functional” analysis.

This

The chord progression is justified on the the basis of continuity and

is known as

In the following example, the E-7 AT pattern is contiguous to (or "next to*) the
F-7 BDT pattern, but has no fimetional relationship to the other chords in the key of
Eb. it is therefore called 2 confjemoms 11 V.

A contiguous Il V is usually a whole or half step away from another II V which is

analyzable in a key. In the preceding example, the E-7 was 3 half-step away from the "“:"’

F-7. In the following exampte, the A7 is a half step away from the Bb-7.

--Contiguocus---

l 11-7 vr/r L Inaj7
| £-7 A7 Bb-7 Eb T A abmaid
L L
N T - ! ; T
| BN N PR i ! Faw.d !
.1{ ;‘ ‘J}.ryilt_ - oy -t : : Far s
" q-ﬁ“ { :

A contigmous IV may be interpolated in an otherwise functional progression. In
these cases, the dominant 7th chord frequently resolves in a normal way. In the
followm%_examples. the A-7 D7 pattem is reharmonized with a contlgﬁous

HV(A"D which dbes resoive tothe next Il V.
sru_ 723
Fe HLV ?bs) V-6 111-7  V7/1I
8-7 Bb-6 ap? D7~ ™G-T C7 Fraj?
T ]f' 1 T T N _{_ T
isEe— e —
¥ ] C? pard
_ (b5}
- 16 SUbVT/V o oo _
B-7 Bb-5 ab-7  Db7 G-7 i Fmaj?
3 1 '
P W ) ; — T : ; T
Fotre— 55 e e
1 4 [ = =
. (b5}
V- sy TV-6 SUBVT /Y, == = = L _ _
3=7 Bb-6 Ab-7 Db7~ G-7 T g7 Fmai?
17 o ;‘_AE }[_n_ _‘;.5? —— {_}'
7 :'5" FA ) =t -
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The next example involves a series of ascending Il V's.
_ T——Contiguous——-—;
c. ir-7 V7T = I11-7 v7/11
D-7 o7 | Eb-7 ab7 E-7 AT
[ S —— L —
2 s t— e : !
L —_— T ?;""‘r; ||l ——- —
11-7 V7 Imaj’
D7 G7 Cmaj?
[ S— 1
. W]
e : i
— t =5 : rar

The final example combines configuous II V's with modulation and deceptive

resolution.
JTEOOEREUOUSTT oy ry.7 v7/1 Imaj7 .
: -7 a7 | £-7 BL7 =" "™ Zbmaj’ . e
i, "W J I\. 1 ! - 1
|~ S Y A = - 1 Fav J
A v 2 P E— o : = =
¥ A -o- ™ yard
T-CEntLguous———-T i-—Ccn:iguous-waT
I Iv-7 {byit7) * ' Db: 11-7 V7/1
| 4b-7 on7 | | D=7 G7 | V2 Ep-7 AT T4
G- o : -
7 % == =
i —t— -
A - -
- £
Dbmaj’ o ; -
i, W B { TTT X . T T
i v L '.Fé—/'—;_.f _1— I i ______',_‘
= 4 ;} FL f = .

e = e
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The word "dominant” in harmonic theory can refer either tc 2 Zype of chord orto the
fapction of a chord. C7 is a dominant 7th (chord type), and as V7 in the key of F, it
also has dominant fimction.  As 17 in blues in C, however, it has Ztopic Alues
fmmction. 17 is therefore a speciai function dominant seventh.

A dominant seventh 74 dominant fimction normally resolves directly or indirectly
to another chord whose root is down a perfect Sth (arrow) or down a half step (dotted
ArTew),

77N 7
Direct Resolution: | A-7 AP { G-7 CT | Fmaj7 |}

-

VY -
| AT DT 1 GT GPTt Fmgj7 ||

-

/_\\L"_-‘:;
Indirect Resolution: | D-7 D71 Db-7 GPT | Fmaj7 11

,"'__“;.L/-'N'
| D:7 DP71 G:.7_C7 1 Frnaj7 11

Substitute dominant fometion is a kind of dominant function, and is not considered
Ils;; :]'E ]ﬂ‘ -

A chord with dominant fumction may also resolve deceptively without changing its
fimetional analysis.

F: (VIIVD) VIV subVT/1
“““ = -7 T
TGPT | Fmaj7 1!

I7_and IV7

Specialfanction dominants, on the other hand, are not deceptive resolutions. [7 in
the blues sounds like the tonic chord, and IV7 sounds like the subdeminant chord.

17: Tonic blaes fimction
IV7: Sobdeminant bloes function

V7 is also diatonic to melodic minor, and has subdominant fimetion in that context
as well,

Melodic minor: 1v7 _
I
2 273 ————
[ o 7 s I i S .
R~ = _ '

e e e
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The {ollowing examples use 17 and IVT:

17 v7 17
o7 77 C7

. V7
I-6 / Ly I-% 7 i-6 V7 1-6
minor c-6 7013 g F7 -t a7 Cs
_g ||‘ L n /1 : o 1 1
Pyt e { Ny -y N T N
Sy e ' » f : * — - 3
. T —-——& ; ; g T -
vz
Another special function dominant, %117, is derived from natural minar.
Nartural minor: Oy117
1 b-g- I A
Fom B 5 g yari
>, T

1]
%

/ - <

SWII7 normally resolves to L. and is closely related to the IV- chord in natural minor.

&rexample, if the root of BWTI7 is piaced below [V-6, the resulting structure becomes
LT,

‘ 17-6 bVII?
C m;no:: F-5 3b7(9)
7 i .4 | @
. L A Ao
_&-ﬁ L ] A i
_ bo—

Since IV- (ar V-6 or IV-T) is the subdominant chiord in natural miner, other chords
closely related to it have subdaminant minar fanction. Therefore, when either [V-
or BVII7 resolves to L, it is called a subdeminant minor cadence.

byTI7: Subdominant minor fimetion.

IV-T and PVII7 are frequently used together in a subdominant minor pattern.

SDM _SDM*
- V-7 bviir I
iC- | F-T BbT IC i

* SDM means subdominant minor.
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Two other diatonic natural minor chords are related to IV-:

. T1-7005) and bV Tmaj7
- (b3 I
Ll‘fF ’ DVImaj?
Naturzl minor:D-7 (23’ o Abmai? -
J ] 5
A L L
===
‘ - < o

[I-7(b3) has the same chord tones as V-6
BVImaj7 can be seen as an extension of IV-7.

—rd

These chords all have the common tone 56 (Ab in the key of C minor), and all are
subdominant minar. Only BVII7, however, is a special function dominant 7th.

C minor:

The process of oxda/ interclange allows diatonic miner key chords to be ased in
the paralle] major key (sece Harmony 2). Subdominant minor chords are often used
this way, especiaily in strong cadential patterns sich as the one below.
 Imaj7 V7/1V IVmaj7
Cmai7 G-7. C7 =S Fmaj;
. . 1 — — ——
ete——— . — — =
SDM b ol ”
3 - Iv-7 ViIL7 Imaj7
g F-7 Bb7 Cmai7
: l — ;

R
a

(Please note that the C7 above falls on a weak beat and fimctions as VI/IV, notasa
tonic bloes chord). '
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V17 is usually analyzed as subV7/V, with substitute dominant function.

sub VIV
i RV
| Cmaj7 A-7 1ADT  GT1 Cmaj7 1)
The same chord, however, has a reasonably common resolution to { of the key,
creating a special fumction cadence: WI7 to L.

V17 Tmaj7
Ab7 Chaj?
\. =

The W17 chord is originally derived from chromatic harmony of the 19th centtay.
Chromatic passing tones used between familiar voicings created fresh new melodic
and harmontc sonorities such as the augmented 6th chords. The simple voicings

below show a familiar pattern. -
. F/A /G
Lfi‘ﬂ Fid — -
w) L ~ f: _— ;
6 3 o |4 |
|
N i
T ""' — b ==
6 5
k] S

In this example, traditional figured bass indications appear below the bass notes,
showing the intervals between the bottom and upper voices. For an 18th or 1%th
century harpsichordist, the bass notes and figures were "chard symbols,” sufficient to
indicate this cadence from IV to I in C major.

Below, chromatic passing tones are added in the top and bottom voices creating an
augmented 6th. The resmiting voicing was called an Italian augmented &th chord,
which, spelled enharmanically, equals an AP7 or V17 in the key of C.

W Pyrr 1

i) F/a C/G 2) F/a Ab7Y c/G
ot : .‘ : i — |= _‘ﬂ__:}_ ]:m‘Ln
; i:*'*fl_,___g ' e
augé
AR Lt 2? par s 7 » 'l:" LT
g S I 1 I
o 2 i - —
) 6 ’
3 4
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In contemporary practice BVI7 can resclve to I in either root position or second
inversion, but it must resolve to 1. The same chord resolving elsewhere is analyzed as

subV1/V, as usual.

The root of BVI7 is the scale degree (D6) which all subdominant minor chords have in
BY17 is therefare closely related to the IV- chard, although not diatanic te a
D7th of the chord is not in patural minor,

comimon.
minor key. Since the

subdominant minor function.

Harmony 4

C Natural minor: | V17
> ~F-
Ly e B L7 b _ 0_0 I._ba Df
i P o 2 =l P AP 4
rard L= - LI o J

Ko

ar

[I7 is similar to PVI7 in several ways. It shares the same tritone, and is normally
analyzed as V7/V, with secondary dominant fumction. The chord is analyzed as JI7
primarily when it resolves directly to [, and this resolution involves chromatic motion

from ¥4 'to 5 of the key {(comparable to the augmented 6th passing tone in BVIT).

12

W7 has altered

. "'-‘.

1) VI7 2) it7
| F/A  &D7 C/G F/fa D7/A C/C
73 o W Ar— — - .:_#h: : {
i -lf* "T—’ EZW —r—.____—ro'— = i
(no I
: ICot i
™ - ' ’-"'_""-‘. ]
ot W | : - LA 7.4 - ravd .
LI 4T owm . 1 . = Il -
FA= — — = ——

117 is even mare closely related to #IV-7(b5) which. althongh not a dominant Tth.
contains the same tritone, almost the same chord tones, and often uses the same

resolution pattem to I over its Gth.

VI- #IV-7(bsS) " L

. 2 VI- 117 1
J_d) A~ A=7/G FH-7(b3) c/G 2) A-[ A-7/G D7/F§ c/G
- . |
S == =
; f
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- . Like #1v-7(b%) a first inversion of 117 can also resolve with bass moticn chromatically

down to IV or IV-.

The following resolution patterns, then, are available for H7:

1. 7 over its 3rd (1st inversion) may resclve to I over its 5th (2nd
inversion) or to IV ar IV-,

2. II7 in root position may resolve to I or I over its Sth.
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If the same chord resolves in some other way, it is analyzed as VI/V.

bt

g

X

T

1
F

o7 (#L1)

B
[

D-7

L

-
D%l il

il

L2

TN
.
\QIJ-I
g
& nmr
Akt
£
ol i
o0 K nhwt.
~
A S 1
o
i3
o
~
un S
o
~
-/
EINm-
(~= T8
a
« (MG
)
" kLY
Pas
. )

Key o©

o

Cmaj?y
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L7 is related to IV major and #IV-7(B9) by both common tones and reschrion
patterns. Although non-diatonie, it is in the major Rev subdominant area and has
altered sabdamnipant maror tunction. The triadic form of 1 major is also used,
especially as a substitute for #Iv-7 (b9 with P13 in the meledy (a difficult note to voice).

513
4Ty -70°
- ’ B4 %)
L) Key of F: {b:’;} V-5 gy B-7/0 T1 TV—§
D-7 p-1/C 3-7 b6 D-7 | [ G/B 3b-6
t
i — 1 T T T
¥ — r; = : ;
<7 “o— g —
pE { VF, i
j i | |
L7 < s b &4
T = i F= S —
; I i i
VAT T, m.

The dominant chord en VII is usually analyzed as V7/IIl, with secondary dominant
function.

V7/111I
-9 - [v3t] B9
c . ( .,) iII-7? ( ) ( . )
Ff-7 0% 37 P13 E~7 a7 Pt 2-7 o703 Camaj?
| —— e — | S — |
/ = ! S E— — '
4" nd rov.d =7 —— . I~ T ] 1
g . P 2 T 5
5 e TT Y -y ] - —_
Lo T ] y = E;
‘ g | : iq i g
i J
=T — : = b S RSy —_
T = = = < E:
"'ﬁ_ [{_/ T _F_ ] e
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When this chord rescives to [ from a weak beat of short duration. it is sometimes
simply a deceptive resolution of V7l

(V7/11L) - )
) (b9 > Imaj7 [‘09 )
A Ll :r 1 .
- ri-7(097  pa\Bi3 Cmaj?  Fmaj i) D-7 AR Caaj7
[C—— L .
|
' T L !
rd - p=ry [ L H
id 7 = = e P !
< T =4 e Fatd ‘ ¥ = =5
!
. o
T— r— - , —— =2 7
1 — T I T T | ravd
1 — I — - - — ;
jﬁ} f] —r— l

However. when the chord has a more prominent harmonic rhythm and resoives
directly to [, it {s analyzed with special function as VIT.

,_

-t
[ram —r—cx = = i
f'_ I W ad -. | "
= A = - = T
[ N I E s T ~E .
: 14

@: Since YH7 is not associated with any particuiar area within the key, its fumction is
simply zadenfiad

5 . The primary difference between VII7 and VT/HI is that V7 normally takes tensions

3 59 and 513, while VI takes D9 and 513,

!
1
(e =
:
!
1
/
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SUMMARY OF SPECIAL FUNCTION DOMINANT SEVENTH CHORDS

Chord Fuanction Chord Scale D t ion
17 Tonic Blues Blues, Mixolydian, VInv
Lydian b7
V7 Subdominant Blues, Mixolydian, sabVT1
Biaes or Lydian 7
Subdominant
Melodic minor
YWI7  Subdominant Lydian b7 in Major subVI/VI
minoy Mixolydian in minor
17 Altered Lydian 57 sebVTIV
Subdominant
minor
7 Altered Mixolydian or Vv
Subdominant possibly Lydian b7
Majar
VIIT  Cadential Lydian 57 or VIl
Mixolydian
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MODAL HARMONY

All diatonic harmony can be called "modal” in the sense that it is derived from a
given tomic mode or scale. The modal name for our major scale, for example, is
*lonian”, one of the medieval church modes. When we refer to "modal” music,

however. we mean music based on. somewhat less familiar tonic modes. such as
2 Dorian or Phrygian.
) MINOR MODES

A review of the comparisons among the standard minor scales {or modes) is a useful
starting point. You will recall that the diatonic friads and seventh chords from all
three tonic minar scales are freely interchangeable in minor key chard prognessmns

They are listed below. )
C NATURAL MINCR
g I- 11° B1ry ™ y- Py1 2yit
A ] 1 'ﬂ‘:! :r11 "':';!
g =
L8
i-7 11-7'%°7 PIlimaj?  IV-7 y-7 P Imasy Pyrr7
e L oY L 9 gl - ooty
'_;l"r;r L i % L il ) L b = =
il = zﬁ v =
par v
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Functional classifications are not absojutely clear cut in minor, but they are still
based on the Tonic (I), Subdominant (IV), and Dominant (V) chords. I minar and
DH major chords are Tonic. V7 and VII°7 chords are Dominant. IV, IL BT and

YW1 chords are all Subdominant. Harmenic cadences in minor keys are based on
motion from Subdominant and!or Dbminant chords to Taonic.

Line Cliche'’

f ToRi o
(Toniclps)
I- I-(mail) I-7 - (55)
, F- L F-(mat/)/E L F-7/Eb D-7
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u;g%_%___*- e ey A__-;F:F
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b, 00N 11-7:9% y7¢29)
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o0 A8 P = - : - == F :i
Lriws . —= 9
- P ;} : Il s



Lol 3

Chapter 4 Harmony 4 20

OTHER MINOR MODES

Any mode containing a minor 3rd above the tonic is considered minor. Althoogh
many different minor modes are available, the discussion here will be limited to
Dorian, Phrygian and Aeolian. These are traditional church modes. with names
from ancient Greek usage, &equentiy found in contemporary Western harmonic

. practice.

The modal gmzfify of any of the less familiar modes is determined by a charactersstic
agofe: the note in the scale which makes it different fram natural minor (or different
from lonian for a major mode).

Dorian: The characteristic note of the Dorlan mode is h,fi.

C Natural mincr . C Doriar

[ — P .. - 5____a___._<
{1{7""/ : — ﬁ"?m

: .
o i 2

Ao A, 8

.._FEEH“

- [ .
14

The Darian mode is like a2 natural minor scale with a raised 6th, It can be foimd on

the white keys of a keyboard by startingon D. _ o
9 Dorian D Natﬁ:al minoy )
7 < - o I T 7.4 < 1
g—‘ﬁ"”??_\g_ vi— ! ST A = ——— 1

The accidentals for C Dorian come froms BP major. its relative major. The relative
major of D Dorjan is C maior (no accidentals), a major 2nd below.

Because Dorian gets its modal quality from the characteristic note h 6. most diatonic
chords which contain that note are called cksrsclerrstéier chards .

It is important to remember that we are nof using "Darian” as the name for a II-7
chord scale here; we are referting o a Awric mode. Listed below are the diatonic
triads and seventh chords in the £ey of C Dorian.

T C b c A
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*T" means Zonic. The letter “C* denotes 2 characterislic chard, and "A* means
an gvord chand, “CIA" deno@:es a chord that contains the characteristic note, bat is

~ only sometimes modal sounding.

Uniike standard minor key harmony, modal harmony does not use subdominant and
dominant categories, The I chord is tonic and the others are non-tonic.
Characteristic chards establish the modal flavor, and a resolution frem a
characteristic chord to [ is a modal cadence.

The diminished friad and the minor 7 (B3 chord are avoided in modal chord
progressions, even when they contain the characteristic note. They are quite
unstable, do not rescive effectively to I in these modes, and may imply the relative
major key instead.

The following progression establishes the sound of C Dorian effectively.

C <
. - - - o, - - -
Dorian I- o) 11-7 CTYIimai’ i-
= . .
C- b-7 Boma i’ C-
4 | ! ‘
Ij ;-::i ya P d < A ZT :
{;&‘IV L.t P ol . L = .
1 o3 P — = .
St =5 8 = =8
| i
. o2 l _—— T <2 I
o = Pn =y
for i " == L
: i I

The ™W1kmaj7 was introduced in Harmony 2 as a non-diatonic cadential chord,
frequently used in modal interchange to the parailel major key. The chord can now
be derived from the Dorian mode. However, when it is used in a mag-mods/ major
key progressian, it is considered subdominant (related to the [V chord).

5D 5 S
F maior Imaj? Vi-7 IVmaj? “Vilmaj? Imaj?
Fmaji? D-7 Bbuma j7 Ebmaj’y Fmaj7
e s = Fos R e
rd 7 : —1T

correck. _ c c/a S
C Dorian? -7 ViImaj? iv7 -7
c-7 Bomaj7 r7 c-7
SR
’7IHJI‘ILL1" 3. - :
(g 2 3 — 5
'F = a4 L L =
o L7 ko e Y Ford
o W SR A — 1
" S SR I il | .
F LA P S’ _ e o v
-l r.d 14 e il -
- i [

In this example, the F7, although cbarécteristic, is V7 in the relative major key (B,
Because of its instability and the harmonic rhythm of the phrase, F7 implies a tonic
on BPinstead of C. -
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The same chord, IV7, has already been seen resolving to I in blues and in melodic
minor progressions. It can also be used in an effective Derian pattern, if the relative

major sound is avoided. c/a
C Dorian - V- 1- IvV7 1-,
e S C DR IERIN > 1709
4 | | 5 ~ i
T L L2, T ] " T * T T T -
P W A T A ST J —4% - *’x__:'j‘ﬁi*iﬁﬁ_i_‘_h*g
| I | l p T -
. —53- - [ = wres
T & : .
- Lu rar R — 5 N
) T 4 ;
The use of a tonic triad instead of a seventh chard increases the stability of the mode.

Normal major and minar Key signatires are used throughout this book, but modal
key signatuwes are also gossible. A modal key signature is the same as iis relative
major key signattre (B® Major for C Darian). To avoid confusion, the name of the
mode (eg: "F Phrygian™ should be written along with a modal key signature. It is
also possible, but probably time-censuming, to use no key signature and to add all
appropriate accidentals before notes.

PHRYGIAN: The characteristic note of the Phrygian mode is 12,

C Natural minor C Phrygian
i —
€5 T A £Z — P O A ——
- g Yo I o el bl T ; =y Fav.d =
V R v A o~ P VY

vz

The Phrygian mode is like a natural minor scale with a lowered 2nd. It can be found
on the white keys of a keyboard by starting on E.

E Phrygizan Z Natural minor
R =
i .y
= T L4 p— y o =t !
e = Vo S, - — = — — {
/ bz o

The accidentals for G Phyrgian come from AD majar, its relative major. The relative
majar of E Phyrgian is Cmajor (a major 3rd below).
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Listed below are the diatonic triads and seventh chords in C Phrygian, with the
tonic chord, characteristic chords (containing 2), and avoid chords indicated.

T C A e
- By; birr V- - V° byt Pyrr-
E | | '
R L e = é%w
L7 ) iy —
p W T
T c A A . : L&
I-7 bIIma;? ®yr1z7 iv-7 V—7(b3’ BVImaj? gli—7
£ = z: 5% b7 B
; el r‘Jl ] )_‘/; L=
% '?’ﬁ "nh hal
v 7 5 bo a4 P

The D17 in Phrygian is avoided because it almost inevitably implies the relative

+ i

major key. ~a;'_,.
Intended sound, b 5 o h
in © ?hrygian:“lll? -7 1717 IV-7 Vil-7 “I1XI7 "Vimaji?
Actual sound
in Ab major:(V7/I) 1I11-7 (V7/I) VI-7 1I-7 V771 1
Zh7 -7 Enh7 F-7 3b-7 b7 ™ Ab
- — - ; — T N L -
' " o e Fan e 17 - Fatl I-
% ot 4 - : N } .

The following progressions establish the Phrygian mede effectively. (Key signatures
are for the normal minor key, as usuai).

C
F Phrygian: I- 1-7 1v-7 Sllmaj7? I-
F- F-7 Bb-7 Gbuai7? F-
o e iy T
s a T :
” e o
. b bY
G Phrygian: I~ I-7 Vimaj? IV-7 IImai? I-
. G- G-7/F Ebmaj7 <&-7 Abmaj? G-
F . W | LI o ) - T T |‘ T
BT == =2 EE= =t
; T s
A b b X
4 sPhrygian:I-7 VII-? I-7 VIii-7 “IImaj7? I-7
a-7 -7 A-7 G-7 Bbmaj? A-7
o W] - T T T T
N [T ‘ -t k
e — -y _‘:} et =
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i bﬂmaj'! was introduced in Harmany 2 as a non-diatonic cadential chord. It can now
!. be derived fram the Phrygian mode. However, it is frequently used in sormoda/
majer or minor key progressions. In these situat:io(%ss) Mimaj7 is considered a

subdaminant minor chord, related to the IV- and -7 chards in natural minor.
] It does conitain scale degree D§, comman to all subdominant miner chords.

- SDM SDM (55} bSDH
C minoxr: IV- i1-7 ! [Imaj?
e
[ T 1 o ' e
=7 7 2 e T
¢ 4 vo - 7 26
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I . ] | ™ L L T 1
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] .
. SDM ' L, SDM
I1-7 Vi V7 SImajv Tmaji?
G-7 Dbk c7 Gomaj7 Fma:7
\ -
-3 .5 ! ! | t [
i t v - T - —— b .
r———— '- =
i 4 L ot | =y T = +
e v ot} v T =
| | N '
¢ - ' el o - = =
- HT s > el ” rab
Ll i 2 ¥ - -
| - ¥ Ly 1 H Ty i
! 1 Do <~
e

I T e e L L R T T e e e s A . T VR



Chapter 4 Harmony 4 5
AFEOLIAN: The Aeolian mode is identical to the natwral minor scale, and therefore
does not have an wusual modal quality. Most minor key harmony, however, draws
on natural, harmonic and possibly mejodic minor chords, as well as secondary and

substitute secondary dominants. When a piece of music is composed exc/mssvedy of
Aeolian chords and cadences, it does have a "modal” sound.

The characteristic note of the Aeolian mode is P6. The mode can be found on the white
keys of a keyboard by starting on A, and its relative major is a minor 3rd above (C

majer). ]
A Adeoliap = & Narural sinor

&

i o & 12
:‘yl_!:'—_—g; Y o S, A
Sk

{ bé,

Listed below are the diatonic triads and seventh chords in C Aeclian, with the tonic,
characteristicvand avo_id chords mdicateg.

-
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e g e - .
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EEe s 2 2 = s =
r— L4 ¥
Fi = o7
The following progressions establish the Aeolian mode effectively. _
[ ' c
- . C C
D feelian: I- V-7 b\'fImaj? I- I-7 Vimaj? 1v_7
— D- A-7 Bbma3? - b-7/¢ Bbmaj7  G-7
~7 — : . : — -
i o, Ca— = & ro = :
i L4 T [N i — - ‘_,:
, c.
I- D‘JI%) ®YyTmai7? 1I-
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| |
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o C 5C
G Aeolian: I- 1-7 Vimaj/ VII7
G- G-1/F Ebmaj7? 77
E=sin T — : ; —
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C 1C
I- V-7 ¥I17
G- . C-7 F?
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o /.
n —_ I 1
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Y. ol |
e =

4 e o een



-t

[

Chapter 4 Harmony 4 25

MAJOR MODES

Any mode containing a major 3rd above the tonic is considered majar. (It is rare but
possible to have a mode with both a major and a minor 3rd: this would be a special
case). The major church modes are fonian, Lydian and Mixolvdian. lonian is our
major scale. The others will be described In terms of their characteristic notes: those
notes which make them different from normal major (Ienian).

LYDIAN: The characteristic note of the Lydian mode is #4.

. C major C Lydian
T h
&\ oy i 0 - L
5 — = — - ~—y s ; = = #a_._g_i._"’__.
= i
P Fids

The Lydian mode is like a major scale with a raised 4th, It can be found on the white
keys of a keyboard by startingon F. -

The accidentals for C Lydian come from G major, its relative major. The relative
major of F Lydian is C major ( a perfect 4th below).

Listed below are the diatonic triads and seventh chords in C Lydian, with the tonic,
characteristic and avoid chords indicated, :

m

T C & C
I I 111- #rve g VI- VII-
8
(5 s L — Far =
B —go——
: G 5 _(ps) /4 c
Imaj? 1LY 117-7 FIV-7 Vmal7 VIi-7 VIi-7.
. P J
% = roe 4 <2 .rﬂ_} —gﬁ‘— ;’é,— ﬁ?z
o = f;% L2 ez =
P i T =4 e T

The 17 (CYA) is similar to V7 in Dorian in that it may imply the relative major key.

C Lydian? lmaj? I17 Vmaj? Imaj?
8 Cmaj? D7 Gmlaj? Cmaji?
A T T D
= wama—" a ot ——
oy L e ro. =
y roos i rg e
L 2 == 2 | P g
i — o

In the example above, D7 to Gmaj7 sownds like V7 to Imaj7 in G, and Cmaj7 sounds
like VmajT.
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The Vmaj7 ((JA) may sound like I in the relative major. even if it is not preceded by
7.

C Lydian? Imaj? Vmaj7 Imaj’?
Cmaj7 Gmaj’/ Cmai?
P va t - r ' u
.@E‘q’ = 1 [ vy - et :
T e — o
| |
2 Vordl F2L
o s ML 1 i ; T
o —y L— T
o —: i 3

i

In this example, the progression really sounds like IV, I, IV in the key of G. In
general, the relative major is easily imnplied, simply because major key chord patterns
are so familiar.

II7 has aiready been seen as a special function dominant 7th. In the Lydian mede,
the II major triad is usually more effective.  Vmaj7 can be used if the harmonic
rhythm is carefully controlled, and the I chord emphasized. e

The fellowing examples establish the Lydian mode effectively (normal major key

signatures are wsed). - c
Bb Lydiar: [maji7 Il Imaj? VIL-7 Inai? - II
Bbmaj7 C Bbmaj7 A-7 a37
;o -j _ A 1 _ / A Bbmaji_ _ c A
e P — —— =
L —L y om— I: ] L — j: ra T ‘ e
! é!j — 33: et e n é!: “o— :;:
— L ! : . !
T T — = - : — '
L : ;
I} Py"ldl FarJ JI_;J,- rl 1 =1 £2F
- L <
LAFEY
L Imaj7 Vmaj7 ‘Z'Imaj7 !
[ Bbmaj7 _  Fmaj7, Bbmaj?7 |
e —— '
LS L - )
S 1 =
-
o 7 . T
iy i iy L £ =]
. b - } T " "
c C
D Lydian: Imaj? VII-7 I1t-7 VI-7 I, VI1I=7 I
=== bmai7 cie7 F§-7 B-7 p‘?) Cf-7 p¢?)
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MIXOLYDIAN The characteristic note of the Mixolydian mode is b7.

C Tajor € MiIxclydian

£ : T y
A

o m— e L : e i = bt
VAT = —

=

3 Fan 1 =4 . e = B ?

The Mixolydian mode is like a major scale with a losered 7th. It can be found on the
white keys of a keyboard by starting on G.

G Mixolycian 5 majer

L~ 2 ﬁ_#gx__a—_

P o Al . > ]

= = N ) P o T !

S . T :
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The accidentals far C Mixolydian come from F major, its relative major. The relative
major of G Mixciydian is C major ( a perfect Sth below).

Listed below are the diatonic triads and seventh chords in C Mixolydian, with the »
tonic. characteristic and aveid chords indicated.

T A C bC
I I1- Irre v V- V- VII
1 ; <=
e e ———_ 722 A = 1~
oy L= p—— . L= N— o =
J A =7

—]
|
—
—
1
-
= —

S e e - . S e . . . e e e R t T ey e e A by

1 -y s

i — L L7 o J

{Hﬂ b PN ratJ 174 P, =
r L= o

\ﬁ_ﬂ_r =

The I7 chord in Mixolydian contains the characteristic note, making it =
characteristic chord as well. The chord is of comrse a tonic blues chord, and only
becomes a modal I chord in the presence of a Mixolydian cadence. The | major
triad and the [7(5%54) are often used as Mixolydian tonic chords, since the [7 could, i in
same cases, imply the relative major.

C Mixolydian?

17 IVmaj7? 17
c7 Fmai? c7
1 T
e : —
Ford

The progression above really sounds like V7, Imaj7, V7 in the key of F becanse the
sound of dominant cadence is so familiar,

ey A
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The following progressions establish the Mixolydja_th mode effectively.

T Mixolydian:

{sus4] L C ;- {suséd) C
7 T Tk 17 -
E-(sus&} Dv;‘mél?' - (sus&} V-7 L
F7 Ebmaj’ g7 c-7 . F
, : ]
Tov e 7 - = :
t I P —iﬁ# — 1‘;—-‘.’“—‘%_ P4 —
e = = TE o =
= = < <
..C C o C
Fh Mixolydian: £ YL I1-7 V-7 I 11-7 “Viimaj7 I
g Eb apt?? ooy 35-7 Ept0) F-7 Dbma7 p (%)
1 [ ! ! f
—I = ] o1 : i
rar.| e

I " . - o, .
PR i g Fard . P i - ran.j = W T
[ SR ] - Folll i s - - 1 = H
rF TN 1 — T ; T - +
r-1 i | I 1 |

Both V-7 and PWiImaj7 are familiar chords fram the Dorian mode, but are considered
Mixolydian cadential chords when resolving to | majar.

AVAILABLE TENSIONS

Available tensions for chords in the modes are like tensions for diatonic major key -
chords: 1) they must be available on the given chord, and 2) they must be diatonic to
the mode. For example, an E-7 chord can take tensions 9 and 11.

- =
=

—

A e
i T
r

ek
="

.
=

., 3
=

i
i —
lk}]
1 b3 5 b7 9 11

In the E Phrygian mode, however, the note F# is not diatonic. Fﬁ is diatonic, but
- would be a P9, which is not available on a minor 7th chord. Therefore. a Phrygian -7
chord takes tension 11 anly.
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The characteristic notes of all three minor modes (Dorian, Phrygian and Aeolian) are
aveid notes on their | chords. We will make an exception for the Darian mode here,
but other medal voicing techniques must wait for "Advanced Modal Harmeny”. The
modes are established harmonically with modal cadences,

To voice a :‘1 B, or tension 13, on the Doi-ian.[-?, use an gpper sirociure triad .

13 :
11 (13)
= D-? \9 s _ D"? 11

E-

O Dorian:

As illustrated above, a Dorian voicing can be created with an upper structure triad
above the original chord. The first is a minor triad a whole step higher, and the
second is a major triad a perfect fourth higher.

The chord symbols for mpper stnxcture triads can be called carpaond
symbals. A compound chord symbol with a AarZzonial line, hketheunesabcve,
indicates a chord over a chord - two chords played simultanecusly. A compomnd
chord symbol with 2 disgena/ line , like the opes below, indicates a chord over a
single bass note.

] E-/D = E-7 (3rd inversiorn} G/D = G (2nd inversion)
v T — 5
i — &

<

i T

LA I 3

= bt —
L

A chord over a single bass note may represent an inversion, as above, or a hybrid
voicing of the kind discussed later in this book.
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The characteristic notes of the two major modes are available on their I chords.
The Mixolydian mode's b7 is a chord tone on I7, and the Lydian's #4 becomes tension
#11 on | major in any form. Tension #11 is frequently a member of an upper
structure triad.

TER 13\
|.-'.-‘-1\ 711]
C Lydian: 2 = Cmaj7\ 5// 2 - C\C"/
C {triad)
i
i
I.C._’
~*-
Far.d
Favd

F\:_.-.l

Tensions on other modal chords will be available on the chard and diatonic to the
mode. Melodic approach notes should be either diatanic or chromatic, and are treated
as usual,
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MODAIL INTERCHANGE

We have already examined the use of subdominant chords from natural minor in the
parallel major key. This process, caliednmdal mtembange accounts for several very
common cadential pattems.

F
SDM
Imaj7 VIV IVmai7 V-6 Imaj7

A
Fmaj7 F7 | Bbmaj7 BY6 | Fmaj7 11

SDM SDM
Imey7 VIV V-7 WHT  Imay?
N

Fmaj7 F7 | BR7 EPT | Fmaj7it

SDM  SDM
07  VUD Dimaj7 Yimai7  Imai?

G7  CT | Dbmaj7  Gbmaj7 | Fmaj7 |}
[ A | .

The use of the harmonic minar [ V in the parallel major key is another common
form of modal interchange.

F:
: - maj7 sV 789 v Imzj?

ST T

Fmaj7 A7 G709 c7<b9)1 PmajTi |

Modal interchange, then, is a process involving the use of chords from one mode in
the harmonic context of another parallel mode. It can also be described as
barrowrgg 2 chord from a different mode on the same tonal center. The borrowed
chord suggests the soimd of its own mode without actually modulating to that mode.

Theoretically, any chord from any mode is a potential modal interchange (MD) chord.
However, some chords are used in Ml more frequently than others, and some almost
never occir in other modes.

We may begin by listing the possible chords for each scale degree. We can then
determine which of these are commonly used MI chords and how they are used. The
available chords are listed below (triads, although not listed, are of course available
instead of seventh chords).

. _..__....,-,__.n...:.-w
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FOR _POSSIBLE I RDS
Chord Modal Sources
Imaj7 " lonian, Lydian
I6 Ionian, Lydian
-7 Aeolian, Dorian, Phrygian
16 ~ Melodic, Dorian -
majT) Harmonie, Melodic
17 ar T7¢susd) Mixolydian, Blues
These are all frequently used Ml chords. Some progressions are actually based an a
series of different ! chords.
Imajz tlonian) [?Eiﬁ:i; (Mixolydizsn)
) Dmaj/ o7
! — 1 Vo s
73 ——— : L -
}
E
—— _ |b~e—
Iﬁ(gll; (Lydian)’ "
Imaj? (lonian; E
Cmaj’/ D (Zriad)
4 i g _ .
Ao T 1 L — Al
3 ————— g wra o
T — — L
T I
, (Fre— .
Ty e f—— =
. hy '[ :(
{Ionian) {Lydian)
Imaj? i-7 A- G
LF—? {Asclian) F-I_ ?‘
o — - - »——
= — & s iF
sbo— | ot I !
%1?:' il
= i
(Ionian) '
[N G- ¢
F- F-7 7
I‘
/ A
~ Ve
r1-” 1 AUT [H
AR ] - _ I
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Other times modulate ﬁ*eely-between paratlel major and minor keys.

I- - - by;
F- 2b-7 AD T B2
| > _"I'_L‘?J _—*rL-— T
ey — _]— r_‘_’ 1
-I_z(bsz V7/T V7711
L2{b5) 1%9) Inaj? (b3) b2y
G- o7 ma%? a7 D7
e e — = =3 f”
. y11-7%22) V7/VI
- (b3} S {b9)
I1-7 E-7 A7 V-
—— 0o 7 G-7/7 [ : A
S ———— —= =
_p— T v T i ?

When a chard can be derived from more than one mode, the choice of chord scale and
availahle tensions may be determined by the compeser, arranger or performer. If the
melody does not clearly indicate a scale, the harmonic context should be considered.
The following guidelines will work in most situations.

Imaj7 and I8 are normally [onian uniess #11 is indicated by the melody or chord
symbol.

ET is normally Aeolian, although Darian is becoming a more frequently used
tonic mode. Phrygian is indicated only by the chord symbol or a melodic 272

6 is nearly always melodic minor.
I-{maj7) can be either meledic or harmonic minor,

I7 is usually interpreted as a blwes chard. Ina }esofdiffemnt!chords,
however, it is qsually Mixolydian, and I is nearly always Mixolydian.
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-7 Ionian, Dorian. Mixolydian. Melodic

[-7(%5)  Aeclian. Harmonic :

B{Imaj7 Phrygian (aiso a subdominant miner chord)
7 Lydian (normatly a special fimction dominant}

A MI chord other than [ will take a chord sca2fe  thatis diatonic to the fowic mode
it comes from.

H-7 in a major key is normally from Ionian, so it takes a Dorian  chond scafe .

S £ Major: Li-7 - s
.’{L F Ienian _G-7 {(Dorian)
" 5 yr : P At oo
{'E"_'_'_'__H [7_"_'915 = - Y > =z S
vy Yo d L= i =7 - = ™ -
' 1 T9 b3 Tl 5 {(6) b7

I-7 in a Mixolydian modal context, ont the other hand, would take an Aeclian cARY

scafe.
L ) F oMixo @ IT-7
4 F Mixolvydian G-7 (4eolian) 4o
- T e ey H = Ig :
& e — e O f
u_a ¥ i3 = T
/ 1 T9 ° B3 Ti: 5 (h6) b7

[I-7 in a Derian modal context would take a Phrygian chard seafe .

F~ Dorian: II~7

Y F- Dorian ; G-7 (Phrygian}

i ; . =3 X T . b ‘_—“6’—
Fava i A i = 4 b + ) > e ¥

LA; — = o ol =l LN S— T — j};':'-'

: {b2) &3 Til 5 (b6} b7

H-7 in 3 melodic minor context would take a Phrygian q 6 chard sczle .
F- Melodic: TII-7

F- Melodic G-7 (Phrygian, 56)
— -  — = vsa ] s — — i |
——— —
5 1 (b2} b3 TII 5 (6} b7

By using these less familiar chord scales, II-7 can sound like an MI chard - it can
imply 2 tonic mode offier  than lonian,

Although we will not list every possible chard scale for every chord, this same process
can be applied to any MI chord.

e e e e o T Tt v . e e m—— e S0 -
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is normally found in a harmonic minor I V. In a minor key it always

takes a Locrian chord scale, but when used in a major key as a M chord it may take a

Locrian 4 9 scale.
F minor:11-7¢P%) F Majar: [1-7¢07)
o i
G—?(DD) (Locrian)y - l G—F‘Dj) {Locrian §9)
L] } LN oy L_ "
f e e e s 1 e G
e e -
i1 {pb2) 53 TIl b> Tbi2 b7 179 53 T11 b5 7Tbl3 57
The Ah (% 9 in Locrian 4 9 above is considered appropriate in F major because it is
the major drd of the key.
[1-7(65) can also resolve up by step to PImaj7 and down by step to L.
s
I- 11-7553" Si1rmai7 V-6 1-6 V-8
F- G-7 Abmai’ 35-6 F-6/C Bb-g Al
4 Lot | { I | I ’
s s = == = —_—
4 X s s ot y 1 —r Yot
/ i ~ < = ,l
!i
: ) B g e ez ,,J?_p_ b
Sh=F == e E
4 IR e B . bt ; ;
i ; 1 : T
-7 11-74230 Imayy
F-7/4% G-7""77 Frmaj7?
2 by ! ; _
e - - =
/ = “ - _1i—£?—'
e = =
S = i
AN : 7

Other patterns for IF7(6%) would be extremely rare.
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Bffmag7 alwavs takes a Lydian chord scale (diatonic to I- Phrygian).

b .o
. _ Timaj7
; C=- Phrygian Dbmaj7 (Lydian)
f{._f‘ - i —l{' 7 :
- T i p = Tl £ Vo S = — S S— 4 o At = cerran—.
I —= s < wer .
_ _ ) 1 TS 3 T#LL % T13 7

When used in a simple major key context it is generally considered a subdominant

minor chord.
SDM SoM oM
Smai7 07 Comai? Abmai? Gmaj7 Cc7 Bbmaj’ Abmai7 Gmaj?
2l ! [ {
T } ey 7 I : - - - r !
AR T Fard P LM I s — ] : I
s = : s = ol L ard ——

In a more complex harmonic context, Mimaj7 sounds more like the characteristic
Phrygian chard it is.

-

i
E minor E- Fraj?’ Emaj’ B7 Cmaj?
]
Hf}r ;'f.-l I
T rond 1L rad i
7 — T . 1 ey P
2 T T -
T i
A-7 Fmaj7 Emaj? E-
f"\f% T ;
-y r.a "
i - i
Z v s 3, 1
,’.J’{J —_—— ——

N7 usually ocoms as VI/Y, When it resolves to | or IV it is considered a special
function dominant chord. Therefare, it can rarely, if ever, be heard as a Lydian
Modal Interchange chord.




POSSIBLE 1l CHORDS

Chord

T-7
blﬂma]
bﬂ]maj?(#a)
b7
H1-7(b5)

forian, Lvdian
DPonan, Aeolian
Harmonic, Melodic
Phrygian
Mixolvdian

Harmaony 4

¥

HI-7 normally takes a Phrygian chord scale. An Aeoclian chord scale would imply a

o tonic Lydian context.
11i-7
. C Lydian E-7 {Aecliany
é’(— _é-‘_,? L A ’* - — — = s = ﬂ
B R e S N —
M a familiar natiral minor chord, takes a Lydian scale when wed n 2 major
kev. In atonic Aeolian context it takes an lonian chord scale. i
, %titma:y
;§ < deolian Evmai; (Ienian)
lli —f _L.q |I' + ] i:fﬂ""_:"‘
:é’_;} o .l L1 :‘){! r‘::! : ln . n.’-} ;r:r[] /‘:}_ = _‘—;‘
I S A e
MImaj7 (¥3) takes a chord scale derived from either melodic or harmonic migor.
Y, Ebmaj7(#3) {from C Melodicy Ebmaj7(33) (from C Harmonic)
A 7 = i L R o S O,
13.{;}%5 = ro = 31'377_.:5'1‘9_——_17 I é:- = rard —ep— RO ——
D7 s heard as subV7/L, or as a linking chord in a blues context. It is therefore
_ not considered a real Modal Interchange chord from Phrygian.
- m-7(M5) is also frequently used as a linking chord in blues progressians, However, it
. is clearly related to the I7 cho:ﬁmbﬁxniydlanandtakes a Locrian chard scale.
i T (b3)
4 I11- é 2 |
4 C Mixolydian E-7(5%) (Locrian)
- {‘r;% = — L~ < %:!‘:} = Fulrd — £ ;S — =
= 7 © <
M1-7 33 is osually fomd as the related I of VI/IL
-’bS) {(%9) -
Cmas7 B?""_”E A7~ D-7 G/ Ccqaj7?
| - T -
= - =
T | =
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POSSIBLE IV CHORDS

Chord Modal Soarce

Vmaj? lontan, Mixolydian

Vi Dorian, Melodic, Blues

V-7 Aeolian, Phrygian, Harmonic
#1y-7(®5) Lydian

I¥maj7 takes a Lydian chord scale.

IV? is usually heard as a blues subdominant chord. As such, it generally takes a
Lydian b7 or a blues scale.

IV-T takes a Dorian chord scale. The IV- triad, IV-6 and [V<majT) chords are aiso

used as Modal Interchange chords in the parailel major key. IV-6 and [V<mai?)
take melodic minar scales, (IV-6 may aiso take a Dorian scale.) '

#1y-7(b3) s considered an altered subdominant major chard, and Itherefore does not
have Modal Interchange fonction.

POSSIBLE V CHORDS

Chord Modal Soarces

\'& Ionian, Melodic

v7(b3) Harmonic -
V-7 Dorian, Mivolydian, Aeolian
V-7(b5) Phrygian

Vmaj7 Lydian

VY7 and VI are virtmlly the same chord. V789 has a greater tendency towards
resolution and suggests a tonic minar key.

V-7 is normally formd as the related If of VI/TV. When it moves to a I major chord,
however, it is an effective Modal Interchange cadential chord which usually takes a
Dorian chord scale. A Phrysian chord scale on V-7 would imply 2 tonic natural

minor context.

f_C- G-7 (Phrygian) - C-
1 . L =1 WLz bl

. iZ - i L — |a P —r - r ra
% 'l rJ’ . . '[ ey 'r/fl A rd r 4 !
.7

Cmaj? G-7 (Dorian) - : Cmaj?

1’_ I = chl !

. - — —
AN . . .4 .4 il Ll b hnial Ki’r! - F AR F 4 Y S
1% A o o >4 I kol P oz rd oL r 4
X v v ? G L —

3 '
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V-Kb9) occms anly as the reiated [-7b3) of VIV, and is not considered a Modal
Interchange chord.

Ymaj7 is a possible Modal Interchange chord, but difficult to establish, since in
context it tends to sound like a [ chord. .
Imaj7 Vmaj7  Imaj7
Cmaj7 | Gmaj7 | Cmaj7l!
{really sounds like)

Wmajl | Imaj7 | IVmajTi}

Rhythmic emphasis and duration on I can belp to create the sommd of a Lydian
cadence from Vmaj7.

Ymai/ i
Cmai7 Cmaj7 Gmair Cmaij’ Cmaj7d c

: : : i : £ \ | ' i i | B )
Ly - I - T - - . . + - : v b —— : . e S

LE Vi CH _
Chord Modal Sources
Vi-7 Tonian, Lydian, Mixolydian
V1-7(b5) Dorian, Melodic
bImaj7 Phrygian, Aeolian, Harmonic

¥1I-7 ponnally takes an Aeclian chord scale. With a Dorian scale it implies a Lydian
tonic mode, and with a Phrygian scale it implies a Mixolydian tenic mode.

; C Ionian A-7 {Aeoclian)
!!w = oy P ot ]
@ e - L . s L -
= FulbJ - —_—r]
e =
. C Lydian A-7 (Dorian) m
¥ [l =] Fulw A # paa
Ao iy T e yFard Ll |
li‘!hll — I > i = .l L=
"r e o Ll i}
. * C Mixolydian &-7 {Phrygian)
A . J'n T : Wash 4 = a = =
Pgﬁ Pese— o S . A ot o
NS
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VI-7(bS) ;5 usually heard as a melodic miner chord, and therefore takes a Locrian

41

_ 'qg-cho:ﬂscale. e

B ‘;'7_-7(‘:"3']

. , € Melodic Minor 2-7'93) (Locrian B9y 2 o

4 t o s Rl 7 4
X . e e 22 —]
L. — = Far.d — —L —
[ < e

WImaj7 normally takes a Lydian chord scale. With an lonizn scale it implies a

tonic Phrvgian mode.

: bVImaj?
, © Phrygian Abmaj7? (Ilonian) ,
A . 1 2 i I" =1 :‘;r;r ot 2
{FLK;: , — S —1 I{lr; Lrp e e = — - —H
| J—= . P’CJ it 1
POSSIBLE VI CHORDS
Chord Medal Sources
VI1.7 (03) Tonian. Melodic ~
1Imaj7 Doriar. Mixclydian
OVII-7 Phrygian
Vil-7 Lydian
5% Aeolian
VIl*7 Harmenic
VII-1(39) gsually oceurs as the related I of VI/VL, and is typically preceded by a |
chord. Its chord scale is Locrian.
. | " viz-7¢P3  y7/v1
; cmas? 5-7¢09) £7 (B
E_-}{ =T _L_A Fand ' ;
P | ol T
It is rarely, if ever, used in a cadence to [,
o BWlimsj7 is a frequently used cadential chord. and in major keys takes a Lydian
e chord scale. An Ionian chord scale would imply a tonic Dorian mode.
§, y11maj7
’ r C Derian . Bbmaj7 (Ionian)
j.* .« e(:_f_, e IFS ~ 2 ;pv— - [~y I;S —= =
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byyl-7 . although relatively rare. can be an effective cadential Modal Interchange
chord. It takes a Dorian chard scale.

VII-T is also a strong Modal Interchange chord, especially when going to L Its
chord scale is Phrygian.

BYTI7 is a familiar SDM chord which takes a Lydian P7 scale in major keys, and a
Mixolydian scale in minor keys.

VII*7 sounds iike the first inversion of VOO, Its scale is based on the tonic
harmonic minor.

W
C Harmonic Minor 3

.\,
5-..,

N

13

1

[y F-l T b

e T r
ra

o

5‘*‘“‘“'-@' = ya.d x> ¥ ¢ 1
= 7= = Favd

¥
%
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Pedal point derives ils name from the organ, an instrument with pedals arranged
like a keyboard for bass notes. A smg.ie bass note sustained through a series of chords

iscalled pedal point .

In most cases, a pedal point is sustained on the tonic or dominant note of the key. The
following examples, althougb bland, are typical uses of tonic and dominant pedal
points.

7 D-7/C E-7/C Fma37/C E-7/C  D-7/C Cmaj?
' ) : 1
u}”z} pa. I o ZX Fr'd __,}
Cmaj7/G D-7/G E-7/G Fmaj7/G E=7/C D-7/G Cnaj7/G
o a :

Because 2 sustained pedal point creates a strong feeling of continuity within a Xey. a
high level of tension and dissonance is acceptable above the pedal. Even *wrong®
notes sound good if they resolve to available notes.

Fmaj7 E/F Eb/F E/F

T n T i L
Lrd— = 1 — e I —
e Iy 'H:;’n -f':l;l

The pedal in the example above is slightly rhythmlmzed. Some pedal points
emphasize a rhvthmic motive. '

Ebmaj7 . Gb/ED ' .
'l A > /:-___ - A = />-=
w7 e e e ¥ = ——
Lr it P I 1] L 1) L 1} bl el 1]
T— L e Y T
Fmzj7/Eb Emaj7/Eb Ebmaj7 .
) - A = I 2 > /?_
i w7 r w2
i L L T | T 1 L ol i B 1 i LW A L
i — 7 7 — 4 Y

St et a e mea S S8 L L Lw o mmgne e M 2 e e o — ey eamar s e
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Although a pedal point is usually the bass note, intemal and sopranc "pedals” are
also possible. :

ch Emalil E7 Emaj’
. §

P | 1 | E | i {

1. N . Fip ) T - ol F .. Far | LR o | Vard !
7T _P"T.‘ A - _'_ f T : ’._;r_‘
- i So— £ = —> & =g — N

| l ] ]
: ﬁ_u > | N oz
. 7Y A A ol s
= e g e 4
L gt +[ :i_g—'. - C)‘ [ 4 ;\-—5—: -
i J [ i I | [

A repeated figure invoiving more than one note is called an  esfipafo. Like pedal
pomt. 1t usually occurs as a bass figure, but it may be wriiten in other ranges as
well. .
Ostinaio figures usually emphasize the tonic of the key and often empioy strong
rhythmic ideas. The examples below represent some commonly used ostinato

figures. . ¢
Gma iy :
iy A
4 T T —
- H P S F T .l -
* i H > ] 1
Z = S T i h T L 13
- v v 4
Gj(susﬁ)
L3
i
v
b
.
> r
»

Pedal point and ostinato are often wsefud in modal contexts, since they can serve to
establish a strong sense of the tonality. An ostinato can inciude both the tonic and
characteristic notes of a mode.



!.:HMP tatT

8

Hermwony

rinsily. wwo or more osiinato figures mav De used iogeiher in diflereni ranges io
create a fayered ostinale effect. Rhythms must be controlled to aveid
which couicd he perceived as playing mistakes. The ioilowing exampies could be
used 1o estabiish any € minor tonality.

Uy, ﬂ
Larnihd

P TS
10

]
T — — — — ]
N
Yooy L
L 4
m— ‘J'.
{ + ; ] - o
i i Y Y = e ‘.q -
A" A = > oy Ay . v y —— ~
L I iy : 4 R —— v by = ]
o - f- ——
' /

z e |
= =T T |
IS /Y

Pedal peoint and ostinatc are frequently uwsed for introductiops. interiudes and
endings. but they may also be used inn the main bedy of the music.

A
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Compound chord symbols may be used fo represent two Kinds of structires:

1. A chord gver a chord:

Gb

C7

A chord over a chord is called an upper structure triad or upper structwe
seventh chord. and the notes of the zpper structure are interpreted as upper

extentions of the chord beiow.

%)

ﬁ#—
})_
3
j
o
o
|11

o

7 1-:_'{:‘_(:?{110 5tk R

)

The example above is an upper stracture triad voicing for C7 kbf’ )‘ This kind of
voicing 1s sometimes called a "polvehord®, since it combines two chords which
can be heard both serparately and together as one voicing,

Gb G
c7 # (griad)
] | {
iy 73 - —
{ Vi, cate. 7 87580 T Ty ——
» T " ‘
! l
} ne - 3 t ]
%f{] - = & roshit e —
1 = 2

A chord over a chord is coirectly written with a horizontal dividing line, while a
chiord over a single bass note uses a diagonat line.

G
i T G/F
A =¥ Y
MY gy =
Ny I Y
1 L=l
{
s |
bl ] , .
Fi Fa'4 T T
— T T
< <

However, this distinction is not imiversally observed. and it is useful to label a lower

structure that is a major friad:

G
F {triad)

Tt A A sy

g T e e v g o
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1. A chord over o bass note: GW/C

A chord gver a single bass note is usually one of the following:

A. Aniwversion: GOBY _. _

¥When the bass note is the 3rd, 5th or Tth of the upper structure, the wicing is
interpreted as an inversion (one excepiion will be discussed iater). The
following are all inversions of C-7:

C-T/Ed GG C-i/BD

(The chord E% has the same notes as C-7/EB, so the specific interpretation
must depend on the musical context at the time). o

B. A hybrid souctime: GYC

Vhen the bass note is ¢ the 3rd 5thor Tth of the upper sirtcture. the ]
voicing is interpreted as a hybrid structure. The following exarnple, C-T/F~
is ot C-Tover its 11th, becanse the ear does not perceive bass notes as
tensions. The voicing actually sounds like, and therefore g5, F75usd) op
possibly F-7(susd)

(St ¢ or 212)
el ﬁ;y P

A bybrid voicing typically does not contain the third of the chord it represents.
If we reduce our first example. Gb . to a hybrid. it becomes GP/C,

C7
Gb
C7 Gb/C
1 : 4 :
—— 1 ‘qb?—g_______
K ] sy 1
kil ;s
‘ |
) 1
b= | |
_;;L rora r— o A —
POLYCHORD HYBRID
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b9
Although the hvbrid does not contain an E. it still represents the sound of C799,
and wouid normaily resolve to F major or F minor. These vo icings, then. are
characteristically ambiguous sounding, because the 3rd would normally
establish a major or minor quality, and wouid also create a tritone for
dominant Tth chords.

The following are some typical hybrids:

D7(sus4)
QT
; GiC = Cmaj? 4-7/D = D-7 Craji/F = Fazj7f1L)
i 7 : _',_'— 7= -_i‘\’; = . _;“,z 9'_.’;;
~ rand 7 D S =7 | = A
| |1
i .
L | \
Fil 1 LT —1 2 = :
. o — 2
ANALYSIS OF COMPOUND CHORD SYMBOLS
The use of 2 compound chord symbol does not in any way change the fmctional
analysis of the chord. 1f C7 is V7 in the key of F. then Gb and GYYC are also V7 in the
KevofF. C37
Any inversion of C7.such as C7/G, also remains V7 in F.
POLYCHORDS: A chord over a chord is analyzed in terms of the fanction of the
Jower strocture. The upper sgucture simply represents tensions or extensions of
the basic chord. The following progression is analyzed in C in terms of the lower
structtres.  The lower structizes do not contain 5th's. which are considered
unnecessary thiess altered.
C: Imaj?7 vi/1V IVmai? Ilmaj? tmaj?
: G Gb E-7 C- G
Cm!ajf C".lf F(tziad) DRmaj7 Cmaj 7
A _ - .
[T L o T o e o
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INVERSIONS : A chord over a bass note that is its 3rd, Sth or 7th is an inversion.
and is analyzed as if it were in root position. The following example represents
basically the same chord progression, but uses inversions instead of polychords. The
sound is characteristicailv less complex.

SN

C: lxaj? VI/IV 1Y "Timaj7 Imaj?
2 Cmaj7 C4Bb Tl Cbmai7/ab Cmaj7/g
T — po v —
7 —& 2 222 :
_ - T T =
- ' B -|
|
A |
.[ = :
7 ravs o s —
— S 7 L7 =

A

et

The analysis above is the same as the analysis in the previous example because it is
the same progression. Although the Asss motion has changed the roof motion
remains the same, and the chords are essentially of the same type.

HYBRIDS - A chord over a single bass note that is msef an inversion (3rd. 5th or Tth
in the bass) is usmally a hybrid. Therefore, the bass note should be comsidered the
root, and the notes of the upper structure used to determine the chord type.

In the following example, C is the root and the notes of the upper structure create 2
ath, mzjor Tth and major 9th above the root.

Since the voicing contains no 3rd above C, it could be interpreted as either Cmaj7 or
C-(majT}, In most situations the more common Cmaj7 woald be the obvicms choice,
but the overall harmonic context might indicate the atlemative. Because of the major
7th. it comld not be interpreted as a dominant or miner 7th chord.
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The aeeT exsmpie uses fhe same chord prowression. but with ail hvbric vaiemnes
I maj7 Inmaj?
C -|/ Db G/C
- = — :
bty T " —
¥ i Far
i
[
:~ 1
_ t 1
= Fari :
| 1
Fach chord type in this progression is determined by the relationship of the upper
structire notes to the root. We have seen that G/C equals a formuwa of 1.3.7. 8. Gb/C
equals a formula of 1. 5. b7, B9, E-7/F equals a formuiaof 1. 7. ¢, ¥11. 13. and C-/D°
equals a formula of L7, 9, #11.
, sc Gb/C E~7/F C-/Db ., 2=
]
a1 7 e = 2 DT F;
v —— 5 .’ﬁ—-—_—b; -2 ‘9? - I.‘"r
e : T — 1
; _
¥i ; — |
”;C'___z—_l : red—_ ¥} : Ze—21 ]
=7

Iz each case the chard formula derived from the voicing strongly suggests the chord

4 fvpe, and therefore its fimetion in the key.
In some situations, however. the hybrid formula does not clearly define its chord fype
or fumction.
_ II-7 .
Imaj7 T y7/v yy(suss) Imaj?
F/Bb G-/C Eb/F F/3b
o : h—— 4 — 2
| = = o =
. !
g i !
2 == =4 = =
- The G-/C in this example equals a chord formuda of 1, 5. 97, 9. which could be either

C-7or CTISW4), The harmonic rhythm would allow either interpretation. so unless
the melody Indicated one or the other. a choice would be made on the basis of the
overzill musical context and stvle. Either choice would be technically correct.

. e e e e e T e PP B k1 e —
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Another area of mncertainty involves an exception to the inversion rule {referred to
earlier). A major triad a whole step above the bass nate (F/E™ has two altemative
interpretations: 1) The inversion rule would make it a dominant 7th with the b7th in
the bass (F7); 2) the hybrid interpretation would give it a Lydian sound (EP major
Lwl]an , Lydian DT). Again, the choice must be made on the basis of musical

The first example below uses F/ED as an inversion of F7. The secand uses the same
compermd chord symbol. and the same voicing, as a hybrid version of ED major

Lyvdian.
F I VFiTY v T 77
5 F/Eb Bb/D F/C C7

Eb: Imaj? Imaj. (Lyd.) - 170%98% ) (Mixo.) Imaj. (Lyd.)
Ebm2j7 F/ED Db/Eb F/ED .

o
4
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TENSIONS AND CHORD SCALES

Since the use of compomnd chord symbols does not change the rules of harmonic
analysis, neither does it change the principles of tensicn and chord scale use. As
arways, the harmonic analysis dictates the choice of chord seale,

However. specific voicings for polyghords and hyvbrids often indicate specific alternate
chord scales. O first example, C‘" or GYC, clearly indicates an altered dominant
ol

scale. even if the chord is VI (in FY or VT/IV (in C). In sizmmary, tensions that are
included in the voicing should also be included in the chord scale,

g ! / CS,"C o

L ()—-i

The use cf inversions similarly does not affect harmonic analvsis. Inversicns are
nearly always used o accommodate a stepwise bass line, but the soef moticn stays
the same even if the Azes motion changes.

Yrhen the 3rd or 7th of a chord is in the bass. however, aliered tensions are difficuit
to use because they somnd more dissonant. In most cases, then, inverted chords
sotnd best with chord tones and natuoral tensions.



HYBRID CONSTRUCTION

We have seen that it is possible to reduce a polychord to a hybrid: G can become
GYC for 2 more ambigaous, indefinite soumd. - C1

[t is also possible to create a hybrid voicing from a simple chord symbol if the same
effect is desired.

A hybrid structure always creates a sense of harmonic instability, but its effect may be
either dissonant or bland, depending on the intervals within the voicing. It can be
used in isolated situations, in carabination with other compound chord symbols, or in
a series of hybrids to create a very ambiguous sounding progression.

A hybrid structore is made up of notes from the chord scale of the moment and
retains the original root, but is indefinite sounding becatse it amits the 3rd of the
chord. These principles are used in the foilowing examples; the second is the same
as the first except that some of the original chord symbols are replaced with hybiids,

o

59)
(Toaian) 7 N4 (Lyd. b]) (Dor.) (Mixo.bl3)
tmaj7 V77100 r1z-7 SOVHILT T VLT Thayy
Bbmzi7  a7" R A, F1. _Bbmaj?
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Procedure s
i} - - T
The procedure for deriving hybrid voicings from simple chord symbols can be =
described as follows: \“\
T‘M”-‘J.
1. Choose potential melody notes to be harmoenized with hybrids; these are S
typically notes of long duration. et
2. Analyze the progression to determine the appropriate chord scales.
3. Determine which triads and sevenths chords can be used as upper structures
abave the root. Melody notes (except approach notes) mustbe 1,3, 5 ar 7of the
pper structore.
2. The upper strueture i3 usnally a major or minor triad, or 3 major, minor or
dominant 7th chord. :
b. The upper structare must contain anly notes from the chord scale of the
B mament
¢. The upper structure should not contain any 3rd above the original root. . *’\- ;5*"
d. The upper siructure should not contain the original root itself. ‘--_H '.

e. There are no other avoid notes in the chord scale.

f. Relative dissonance or blandness is cantrolled by the intervals between the
root and the notes of the upper structare.

The procedure given above is followed in the following example:

b
& -
- (Dor. ) (Mixo.) (Lydian)
V7/IV 1Vmaj7
Dmaj 7 ALY D7 . Gmaj7 Pmajl
b A S — e a— ‘ '
FET—F-T??.-% : — i oy
§ | - el M 3
) L ' I T
L t 4 t :
Available Triads: B- E- Ti- A
B G 1 D 1 Fé#-
]- E- ' | D
3= : i
dvailable Sevenths: Gmaj?7 iCmaj? ’ T#-7 L E§-7
Y E-7 1 Dmaj? ! Dmaj7
-
{3

S G
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1f 2y of the avaiiable upper siructurs triads or sevenths sound appealing, the
progression may be rewritten with compownd chord symbols.

Dmaj7 E-7 Dmaj? CGwaj7?7/4 Cmaj?/D D/G A/G Dmaj?

The other veicings in the example above could also have taken compotnd chord
symbels: F#- /D and G/E. This, hewever, would be unnecessarily complex, since
they are exactly the same as Dmaj7 and E-7 respectively. Therefore, compound chord
syrabols should be used ondy for specific harmonic technicues.
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CONRSTANT STRUCTURE CHORD PROGRESSIONS

A constant structure chord progression is a series of chords, all of the same type.

Fumai? 8Bbmaji7? Ebmaj? Abmaj? ICbhmaj? Gbhmai? Fmal’d
| .

. . -

é_ R e [ — - - - e . .
lﬁ;_m R A S .V Y 1 i V- A I
h : = i : 1 7 L L 1 ' e
= 7 : ol - 7 : ! = f :

= =

i

In the exampie above, each chord is a major 7th chord. It is therefore a constant
stricture progression, and its analysis can be umdertaken from two different

perspectives.
First, it is clearly a fimetional chord progression in the key of F:

Imaj? _u'nc_ﬂ f‘*,r‘iA?'cJ;f DEfTIm
Fmali? Sbmai’? Eomat Armat -
. . e _ I ) :
e e e
—Z 4 T = : ? ot A - - i ; T
T ; v i ! - —_——

However, since all the chords are of the same type. and the root motion is a consistent
interval of descending perfect 5th's, the listener may hear the pattemn of motion more
clearly than harmonic function in a key. The descrzption of patterns and sequences
in constant structire progressions is called ,

The following example ¢an be analyzed both fumetionally and non-functionally:

C: bIImaj7 Imai? bVImaj7 Ivmai7 bIImal? Imai?
Dbma Cmai7 Abmai? Tmaj’7 Dbhmaj’ Cmas?

~ [ —pt ety 1 i t h—_ﬂ______ .
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A non-functional analysis of the previous example would include the following considerations:
1. It is a constant structure majar seventh chord progression.

2. The root motion is in descending thirds.

3. The root motion spells a DPmaj7 chard, which is the cadential chord in the
progression.

4. The melody emphasizes cammon tones between chords, creating a smooth,
linking quality.

5. The same melody note becomes richer sounding on each chard. It starts as the
5th of Cmaj.7, and becames the 7th, 9th and #11th on successive chords.

Some constant structure progressions are purely non-functiopal; this means that
analysis within a key is difficult, if not impossible, and the real meaning or sound of
the music les in root motion patterns and melodic and rhythmic sequences.

(31low) =Constant Structures

c-7 Eb-7 D-7 F-7
—0 e T P‘,—'_‘;-q‘ L
. v | T = T T ' J - .
T — e e s G e Sl !
L~ . i - - - P i ]
: — v i [ |Nia PRI g P —
W W4 — — e
1 F AT N |EiF ) e T
=e—= f = - '
{ i T
Ab:subV7/1 Imai?
- 3
E_j?]___[g\?(“lj_}_---‘) Abmat’
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0
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‘| E
:Eh#: =
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L YuE

D
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0

14
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. 1
7 T

In this example, the first and second measures are almost identical: a melodic and

harmonic sequence. The root motion pattem is up a minor third, then down a

halfstep. The E-7 acts as a pivot chord from non-fimetional to fmctional harmany.

g; 115 t}_};%a(litiof the constant structure minor 7th chords, and it becames the related
“Ta b

As In the example above, most non-fimctional progressicns involve a statement
{measure 1}, a repetition (measure 2), and then 2 variation of some kind (measure 3).
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- Tunes with constant struciure sections nearly always contain familiar fimetional

harmony as weil. Constant structure passages usually end with root motion that is
stepwise or down a perfect Gth.

Constant structure progressions are usually made up of major or miror seventh
chards. Other chord types, although possibie, are often considered either too unstable
or too bland for this Kind of harmonic motion.

Reot motion can be either one consistent interval (all 3rds or ail 5ths), or apattern of
two or possibly three intervals (up a 3rd, then down a 5th). In the following example,
the final interval is stepwise in order to return to EP:

Cmaj’ EmaI’
i R— -4
1 '
'1 T - o .l '_nl—' [ 5_..,__,,__ :
T ; T ™ I — H
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Amas? Dbmai?7 Ebomaij’
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