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Ol:apter 1 Harmony J 

DECEYI'fVE ·RESOLUTIONS OF DOMINANT SEVENTH CHORDS 

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

1. A dominant sev·enth v.ilich normally resolves to a specific diatonic chord goes 
somewhere else. 

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

3. A familiar harmonic form (such as blues) is altered with an mmsual chord of 
resolution. 

Of these possibilities, the fJTSt is by far the most common_ 

PRIMARY DOMINANTS (Review) 

1 

The primary dominant and its substitute (V7/I and snbV7/D resolve deceptively when 
they go to any chord other than I. V711 resolves deceptively more often than any otb_f'.r

4 

dQminant 7th. and~ usually goe!i. to one of tbe following chords: III-7. III-7Chli~ 
'!!_IV], ~'!:-7! ~··~. bnmaj7,~7. JtiV-7<b5)' 

After a deceptive resolution of V7/L tbe progression usually returns to I in a familiar 
pattern of chords ·and root motion. The patterns have many variations, but the 
following are typical: 

C: 
G7 E-7 Ai D-7 G7 c 

E-7<b5) A 7(b9) D-7 G7 c 
E7 A7 D7 G7 c 
A-7 D7 D-7 G7 c 
Ebmaj7 Abmaj7 nbmaj7 c 
Abmaj7 Dbmaj7 c 
Dbmaj7 c 
F-7 Bb? c 
p#'.?(b5) F-6 E-7 Eb? D-7 G7 c 

Secondary dominants and II V's in these patterns may of course be replaced by 
substitute dominants and chromatic II V's. A few possibilities: 

G7 E-7 ~ D-7 Dh-7 c 
E-7 Ab.7 Dh-7 
E-7 A7 Ah.7 Dh-7 
A-7 Ab? D-7 Dl:rr 
A-7 Ab? Ah.7 Dh-7 

··--· ... :'".:· .,,,_ ,._. ". --
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Chapr.er 1 Harmony & 2 

SECONDARY DOMINANTS 

Secondary dominants and their substitutes traditionally resolve down a perfect 5th or 
dO\vn a half-step to ·the appropriate diatonic chord. Any other resolution is 
considered deceptive, even though deceptive resoltuions are not unusual, especially in 
contemporary jazz and fusion music. 

The following resolutions, then, are considered 'normal': 
~ 

V7/II I II-7 

V7fiiiiiD-7 
~ 

v7/fV I fVmaj7 
~ 

V7N I V7 
~ 

v7tv1 1 \'1-7 
-~..-----:.,...·--..... 

- - ·~ 

subV7/II I II-7 
- - - -;,... 

sub V7/III I Ill-7 
- . - -;,._ 

subV71J:V I IVmaj7 
--- -;:,..., 

sub'v/N I V7 - -- -;:... 
subv71VI I v1-7 

.- ·, 
An .indired ,resolution is not considered deceptive: 
~ .... ~-/ 

C: \11-7 V7N II-7 V7/l 

i A-7 
~ 

D7 I D-7 G7 

Other exceptions to these "normal' resolution patterns v.ill be considered in a future 
topic. "Special Function Dominant 7th Chords". 

When a secondary dominant. or its substitute, resolves deceptively. the Roman 
numeral analysis is placed in parentheses. 

F: V7 /II II-7 

V'tJ 
Fmaj7 o7- ;.... G-7 
B 

i r & 

(V7/II) bVImai7 
07• • • • --).Dbmaj 7 

r :5r 
subV7/II II-7 

Fmaj7 

')!~t :J 
Ab r.-- "-)..G- 7 

j,z) 

Fmaj7 

9s~f J l ? ? 

C7 
I 

2 ? 

C7 
l 

L? 

. Fmaj 7 

Fmaj7 

0 

Fmaj7 

v 

Fmaj7 

Z> 

I I 

i I 

i I 
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Chapter 1 Harmony 4 3 

Please note that arrows and dotted arrows show the actzml resolution of the 
dominant 7th (down a perfect 5th or down a half-step), and that parentheses only are 
used to indicate deceptiVe resolutions. 

In the same way, brackets and dotted brackets show the actual root motion for 
II V patterns, and are not intended to indicate deceptive resolutions. 

F: V7/V 
Fmaj7 G7 G-7 C7 

Frnaj7 

(V7/V) -- - - - --- G-7 -....._ Gb7 Frnaj7 G7- - L---------...J Fmaj7 

9:&t 
0 t9 t9 ~6! D 

subV7 /':) - -- -- -
Fmaj7 Db7~ c,7 -~C7 

F01aj 7 ' 

9;bi r tr ? ? 
t9 0 

(subV7/V 
Fmaj7 Db7 Db-7 Gj7 fmaj7 I 

fhf; r 9r '2e &Z 0 

subV7 !J _-- -- - _ 
Frnaj7 Dbr Db-7 --1<-c7 Fmaj 7 ._. ________ :; 

9'&f 
' r ~f" 1~7' i 

ZJ 

v 

.-~ 

A complete analysis for the examples above would use the Roman numeral Il-7 for 
G-7 (the cliatoait: II-7), but not for nh. 7. The technical teJm for Dh. 7 would be, "the 
related II-7 of subV7/I; but a bracket or dotted bracket is sufficienl The analyses 
be]O\V are complete: 

II-7 V7 II 
F: Imaj7 V7 IV G-7 C7- Imaj7 

Fmaj7 G7 --;... Fmaj 7 

91§* J -j j 
v C3 D 

II-7 subV7/I Imaj7 Imaj7 (subV7/V 
Fmaj7 Db7 G-7 Gb7-- --- -..._Fmaj7 

~--- ------..1 

g:~~~ e ~r b] I t9 0 

Imaj 7 ( subV7 /V subV7/I Imaj7 
Fmaj7 Db7 Db-7 Gb7-- --- -.)...Frnaj7 

9'~ ~: ,& ~6' ·~)"' 1:;] 
~ ...... 0 

Imaj7 V7/V V7 II Imaj7 Db-7 C7 Fmaj7 G7 
·- -- - - - - - - --J ~Fmaj 7 

9'&* i ~0 ~ 
< , 

;;:) 6' 0 

I 

I 

:I 

I 

I 

: I 

I 

I 
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Chapter 1 Harmony 4 4 

Some deceptive resolutions are only slightly deceptive and very subtle. For example. a 
secondary dominant may resolve to the correct root. but the wrong chord type. ln the 
keyofBb, A7 is V1/III which normally resolves to III-7. 

V7/III III-7 
!; 7__.,_ u- 7 

: u 

V7/I! 
G7---;.._ C-7 

I 

I ! ?? 

F7 Bbmaj7 

d 
Ia 

If V7/III resolves to a dominant 7th on the same root. a parenthetical analysis is 
required. 

CV7/III) CV7/VI) biiimaj7 

4 
Bbma j 7 A7_____,._D7~ -- ·)..DbGia i 7 

6Jlbi:q;:: ?; t9 ¢:"" 

ROOTMIITJON 

C;-7 

?? q 
B7 Bbma j 7 

6) { JO ;~' 

In contemporary music, the most cc=on fonns of root motion in deceptive '":'--' 
resolutions of secondary dominants are, 1) up a half-step, 2) up a whole step, and 
3) down a half-step. For example, V1N may normally resolve to V either directly or 
indirectly. 

Ebmaj7 F-7 

The examples below show three cc=on deceptive root motion patterns from v7N. 

Imaj7 
Ebmaj7 

§l H)~* llo 

Imaj7 
Ebmaj 7--

§l&b~,( ['" 

(V7/V) 
F7 

(V7 /V) 
F7 

! :"' -

biiimaj7 
Gbmaj7 

brz-

III-7 
G-7 ., 
i 

C7 

J. 

(V7/V) biimaj7 
F7- ~------ -~Emaj7 

:e· ;;II/. 

Bmaj7 Emaj7 

:$ •' 

F-7 Bb7 

f' j. 

B-7 E7 

1~:!- '1.•· 

I 

I 

: I 
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MODULATION 

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

(V7 /VI) 

F: f-3 Ab: subV/I I . 7 (bl3l maJ 
A7~----- -~ Abma j 7 

zJ iF' 
Eb7 ,.. 

Iroaj7 
;!;;, Foaj7 

~~* n 

C7 E'm.aj7 .. 
? t 

i 

Abmaj7 

&~ ~ 
Dbrnaj7 

I . /lz' I 

G_(b9) A" ·-
/ .. DmaJ 1 

;) ~ ,. 
? ! 

Ernaj 7 Eb7(//g) Abmaj7 
' ,.,, 

i I •• b ~ to ~ 

CHORD SCALES 

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

In the preceding e;canwle, the A7 in the second measure takes a chord scale for 
V7NI (Mixolydian ~. li13 or altered), not" Lydian br for subV7/I. 

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 resolutions. 



:! 
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CONTIGUOUS II V's 

) The II V pattern is sometimes used in ascending rather than descending motion. 

~
\\'hen this occurs, functional analysis (Roman mnnerals in a key) is no longer 
relevant. The chord pi ogression is justified on the the basis of continuity and 
_repetition in the melody, harmony and root motion This is known as 

(_ "non-functional" analysis. 

In the following example. the E-7 A 7 pattern is contiguous to (or 'next to") the 
F -7 Bb7 pattern, but has no functional relationship to the other chords in the key of 
Eb. It is therefore called a CDLI/IgDoos rr v. 

~---Conc~guous--------~~~;---------,~;~~ Imaj
7 

I E-7 A7 - r-7 Bb7 I Ebmaj7 

A contiguous II 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 a half-step away from the :"::-~ 
F-7. In the following example, the A7 is a half step away from the Bb..7. 

--Conticruous--------------------------
1 ° II-7 V7/I I Imaj7 
I E-7 A7 Bb-7 Eb7~Abmaj7 

.,-·:~):~~ ~~'h~,~~~\~--~· ~~~~~! ~~G'~~~~~,.,~~~~/~2 ~~~~~~~ ~ ' 1--- !" 

A contiguous II V may be interpolated in an othernise functional progression. In 
these cases, the dominant 7th chord frequently resolves in a normal way. In the 
following examples. the A-7 D7 pattern is reharmonized with a contiguous 
IJ V <Ah.7 Dli?) which does resolve to the next II V. 

F: 
IIIV-7CbS) 

IV-6 
B-7CbS) Bb-6 

tF~ c ~w 
IIIV-7CbS) 

IV-6 
B-7(bS) Bb-6 

IIIV-7CbS) 
IV-6 

B~7CbSl Bb-6 

... ·.·.. ·~· :· 

I II-7 V7 /II 
A1 7 DJ- ,_ G-7 C7 Fmaj7 

' 
j <!' ! i I 

? ? 
? a 0 

A-7 Ab-7 
subV7 IV.. - - -

Dbl"' G-7 - .)...c7 Fmaj7 

i J bj FF : :J ? ; ; 
0 

subV7 /V - - - - - _ 
Ab-7 Db7~' G-7 ")..c7 Fmaj7 

' 

zJ 
Z> 

I 

; I 

.I 
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The next example involves a series of ascending II V's. 

C: I!-7 
D-7 

I!-7 
.......---'>-D-7 

V7 II 
G7 

1--Contiguous---- 1 
I Eb-7 Ab7 I 

V7/I Imaj7 
G7~Cmaj7 

II I-7 
E-7 

7 

V7/Il 
A?- -->-

The final example combines contiguous II V's with modulation and deceptive 
resolution. 

J Zil ):1 ' I z -e- I 

T
-Cdntiguous----T 

IV-7 (bVJ!7l 
I Ab- 7 Db 7 I 

z J I 

Eb: II-7 
F-7 

J 

V7/I 
3b7-

Imaj7 
--.;,..;.... ":bmaj 7 

l,. 
B 

1
--Contiguous---T 

Db: II -7 
-J, 2 Eb- 7 I D-7 7 

j 
C-: II-7 
j.- 2 D- 7 

:(&l f : ' 

0 -o-
V7/! I 
G 7----------,._ C = 

tt 

V7/I 
Ab7~ 

?) 
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Chapter 3 Harmony 4 8 

SPECIAL FJJNCI'ION POIIJNANT SEVENTH CHORDS 

The word ·dominant• in hannonic theory can refer either to a type of chord or to the 
fimcifon of a chord. C7 is a dominant 7th (chord type), and as V7 in the key ofF, it 
also has dominant function. As 17 in blues in C, however. it has tonic blues 
fimction. 17 is therefore a special function dominant seventh. 

A dominant seventh with dominant ftmction normally resolves directly or indirectly 
to another chord whose root is down a perfect 5th (arrow) or down a half step (dotted 
arrow). 

/--ol ~ 
Direct Resolution: I A-7 A bf I G-7 Ci I Fmaj 7 I I 

1... ---...l r..___...j 

~/--'::.[ 

Indirect Resolution: I D-7 Dbi I Db-7 Gbi I Fmaj i I I 
~----...J ~ 

~----d ~ 

D-7 Dbi I G-7 C7 I Fmaj7 II 
'- - - - .J 1......--_.i 

Substitute dominant function is a kind of dominant ftmction, and is not considered 
Ill SJ>e'Ci.al" 4 . 

A chord with dominant ftmction may also resolve deceptively without changing its 
fimctional analysis. 

F: (v7/VD (V7!V) sub\17/I 
- - - - - - - --:.~.. -- - ~ 

I Fmaj7 A7 I Bbmaj7 G7 I G-7 Gb-[ I Fmaj7 II 
,__--- _.! 

17 and IV7 

Special./imt:J;iDo dominants, on the other hand. are not deceptive resolutions. 17 in 
the blues sotmds like the tonic chord. and IV7 sotmds like the subdominant chord. 

I1: Tonic blues ftmction 
IV7: Sabdominant blues ftmction 

IV7 is also diatonic to melodic minor, and has sabdominant ftmction in that context 
as well. 

IV? 
I 

l'jj & ;p, 2 (:\9 ( ' 

·. . ·. :· . 
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The following examples use I7 and IV7: 

I7 IV7 I7 IV/ I 7 
Blues: C7 F'7 C7 F7 C7 

&w ~ I 1 r 3 A ;\ ;\ 

~ 
:::l- ;; -3· ~.s~o :s -l I > .. ¥ £i - • ,., 7 

w 

I • ' -
I-6 

C minor: C-6 

~&bb c 6' 

V7 I-6 IV7 
G7(blJ) C-6 F7 

" .;7fEL~ • ., 

I-6 V7 I-6 
C-6 G7 C-6 

}] ' s ' .,, -.. ___ e 

Another special ftmction dominant, h\!JI7, is derived from natural minor. 

Natural minor: bVII7 

l l 8 
lw tT " 

h\'ll7 normally resolves to L and is closely related to the IV- chord in nataral minor. 
Forexrunple, if the root ofby1I7 is placed below N-6, the resulting structure becomes 
bvm. 

IV-6 
bVII7 

c minor: F-6 Bb7(g) 

~ I>U' bg' 
b<T' 

Since N- (or N-6 or N-1) is the subdominant chord in nataral minor. other chords 
closely related to it have SDiidaminanl" nzioor flmt:tioD. Therefore, when either N
or bvii:7 resolves to I, itis called a subdominant Jlli!lor cadence. 

bVIJ7: Subdominant minor fimction. 

N-1 and bvn7 are frequently used together in a subdominant minor pattern. 

1-
IC-

SDM 
N-1 

I F-7 

SDM* 
bvu7 I
Bb7 I C- II 

* SDM means subdominant minor. 

II 

I 

..~,, ~IC 



j 

.. 

-'3 

-

Chapter 3 Harmony 4 

Two other diatonic natural minor chords are related to IV-: 

li-7(b5) 

minor:D-7(bS) 

2! 

bVImaj7 

Abmaj7 

a t.i'#J Sa 

Il-7(b5J has the same chard tones as IV-ii: 
bvlmaj7 can be seen as an extension of IV-7. 

II-7(b5) IV-6 bVImaj7 
c minor: D-7(b5) F-6 Abmaj7 

~ 
,,~ !·g i<g' I I ' 

IV-7 

F-7 
I 

1i'H 

t2 

.! 

10 

These chords all have the common tone lJ6 (Ab in the key of C minor), and all are 
subdominant minor. Only bvii7, however, is a special function dominant 7th. 

c minor: 

SDM bSDM SJ?M_(b5) SDM bSDM 
IV- VII? IL-l IV-7 Vlmaj7 

~ H! tJz i:y 1I'H 1f~ 

The process of motlal ioA:niJanse allows diatonic minor key chords to be used in 
the parallel major key (see Hannony 2). Subdominant minor chords are often used 
this way, especially in strong cadential patterns such as the one below. 

Imaj7 
Cmaj7 

SDM -
IV-7 
F-7 

G-7 
V7/IV IVmaj7 

C7 ~----~Fmaj7 
~---~ 

i ' j 
I ·~ f& 

.,- --
bv!£~ Imaj7 
Bb7 Cmaj7 

(Please note that the C7 above falls on a~ beat and functions as V7/IV, not as a 
tonic blues chard) . 

: --
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Chapter 3 Harmony 4 

bv17 is usually analyzed as subV7/V, with substitute dominant function. 

sub V7/V 
~---.:;~~ 

I Cmaj7 A-7 IAOr G71 Cmaj7 II 

11 

The same chord. however. has a reasonably common resolution to I of the key, 
creating a special function cadence: bvl7 to I. 

>::.-7 Eb7 
~ I 

i. 
I 

! : : 

Imaj7 
Cmaj7 

I 

The bvl7 chord is originally derived from chromatic hannony of the 19th century. 
Cbromatic passing tones used between familiar vuicings created fresh new melodic 
and hannonic sonorities such as the augmented 6th chords. The simple vuicings 
below show a familiar pattern. 

' 
I 

< 

. 
6 

F'/A 

I-&-· 

6 
3 

3 6 

I 

GIG 

1-?-

6 
4 

4 I 
I 

i 

In this example, traditional figured bass indications appear below the bass notes, 
showing the intervals between the bottom and upper vuices. For an 18th or 19th 
century harwichordist. the bass notes and figures were "chord symbols; sufficient to 
indicate this cadence from IV to I in C major. 

Below, chromatic passing tones are added in the top and bottom vuices creating an 
augmented 6th. The resulting vuicing was called an Italian augmented 6th chord. 
whiCh;- spelled enbarmonically, equals an A'rrf or bv17 in the key of C. 

1 ) 
I 

-, 
F/A 

-r- ol 

6 
3 

aug6 

" 

CIG 

~ 

6 
4 

IV bVI7 I 
2) F/A Ab7 C/G 

,, 

~ I 
__._ -+-

I I. 

- - --- . -· . -
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Chapter 3 Harmony 4 12 

ln contemporary practice bv17 can resolve to I in either root position or second 
inversion, but it must resolve to I. The same chord resolving elsewhere is analyzed as 
subV7N, as usual. 

Therootofbv17 is the scale degree elm which all subdominant minor chords have in 
common. bvl7 is therefore closely related to theN- chord, althoug!l not diatonic to a 
minor key. Since the h7th of the chord is not in natural minor, h\IJ7 has al/:en!d 
subdominant minor fimction. 

C Natural minor: 

~~-b7 
: i ~'( 

II7 is similar to bv17 in several ways. It shares the same tritone, and is normally 
analyzed as V7N, with secondary dominant ftmction. The chord is analyzed as JI7 
primarily ·when it resolves directly to I, and this resolution involves chromatic motion 
from -It 4 to 5 of the key (comparable to the augmented 6th passing tone in bvl7). · "~• 

l) 
bVI7 

F/A Ab7 C/G 2) 
II7 

f</?. D7/A C/G 
I 

I .,._ , -#- -i9- -r--r/ ~ I __.1 
(no 
root) 

• --
II7 is even more closely related to .ftN-7( bs) which. although not a dominant 7th. 
contains the same tritone, almost the same chord tones, and often uses the same 
resolution pattern to I over its 5th. 

VI- UIV~7 (b5) . I 

l ) A- A-7/G FU-7(b5) C/G 
D I L 

I 

I 
I 

· .. .:· <· ... ;._·:< . ·:-.·......:...:-.. 

VI- II 7 
2) A- A-7/G D7/FU 

I I 

" 

I 
C/G 

I 

I 
I 
I 
I 



J 
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. Like#IV-7(b5), a first inversion of II7 can also resolve with bass motion chromatically 
down to IV or IV-. 

II7 
A- A-7/G D7/FII 

n ~ 1 

IV 
F6 
r---; 

·r 
C/E 

I 

The following resolution patterns, then. are available for II7: 

1. II7 over its 3rd (1st inversion) may resolve to I over its 5th (2nd 
inversion) or to IV or IV-. 

2.. II7 in root position may resolve to I or I over its 5th. 

' <··.:_·_: 
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If the same chord resolves in some other way, it is analyzed as V7N. 

Key of C: 

I 

Cmaj7 A-7 

.l - ' 

I 
C/E 

I -'0'--

Key o£ C: 

I 

I 

I 

) 

I 

' 

A- A- (maj 7) /Gil 

I h I I 

r I 

,;r u.?::. 

Cmaj7 

(V7 /V) _ _ ,>, 
D7---)>-Db7- - Cmaj7 
I......, I 

I 

A-7/G 

I 

r 

lr~ 

. 

r1 

''I 

II7 
D7 

I 

-&-

I 

II 
I I 

I 

I 

I 

+L 

I 

A-7 

I 

r 

-P-

I 

1<1 

II7 IV-6 
07 /Fi F-6 

II r 
I l. I 
.. 
11'1 

D-7 G7(Ull) 

I I I 

I I 

-15'- ~ 

I 
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ll7 is related to IV major arul #IV-7Cb5) by both common tones and resolntion 
patterns. Although non-diatonic, it is in the major key subdominant area and has 

aflererl .subrfnminant .major function. The triadic form of II major is also used, 
especiallY as a substitute for #IV-7 (b5)with bJ.s in the melody (a difficult note to voice). 

(bl3) 
#IV-7~ 5 

1) Key of F: (
bl3). 

E-7 b5 
IV-6 

Eb-6 
2) 

D-7/C II 
G/B 

IV-6 
Bb-6 

• 

C: 

• 

D-7 D-7 I ' ' I I I 

"T -&-- -r "F --&- I yl 

J ' I I I 

I I I I I I I 

-~ 

The dominant chord on \111 is usually analyzed as V7/IIL with secondary dominant 
ftmction. 

Fl!-7 (bS) 

! I 

I 1 

~ 

VJ /III 

B7m3) 
I 

-11[ 

I 

III-7 
E-7 

I 

~ 

-r-

( b9 ) 
l.7 b i3 D-7 Cmaj7 

I I I 

7f-6'-
I ~~r- 'I -zr-

-p-



_., 

~ 

I 

~ 

.· 

I 

' . 

1&-

\Vhen tb.is ~:hord resolves to I from a \'.'eak beat of short duratJop_ it is sometimes 
simply a deCBptive resolution of \7iiii. 

(V7 /III) 

Fll-7(bS) B7(~i 3) 
I J 

;;r~ 

' 

lmaj7 
Cmaj7 

I 

/7 

' 

' 

Fmaj (!Ill) D-7 C=j7 

I I 

'-' --p- r (J ---z:>-

' 

' 

:fl'/ I I I r 

I 

Howe.,'"er. when t.lte chord has a more oromine..r1t harmonic rh} thm and resolves 
d.irectJy t.o I. it is anal,yzed ~\ith special furicbon as VII7. 

Cmaj7 

1.. lo.. I ~ ~ I I I 

p- T~ 

VII7 B7 

:f!M ::;r """ 

I 

.,. 

c "7 :IlaJ 

' 
~ ')!"" 

..... .. --:- ""' -

Since v1I7 is not associated with any particuiar area v.itbin the key, its function is 
simply t=fenLiaf. 

The pri.:nary d.iHerence betv.-een VII7 an)l V7/ITI is that VII7 normally takes tensions 
; 9 and ~ 13. whJle V7/ill takes l9 a.lld o1a. 

I 
I .· __ . 

' 

I 

I 
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/ 
SUJDIARY OF SPECIAL FUNCTION DOIIINANT -SEVENTH CHORDS 

'l Sw:ial Sl)ecjal FtmctiQll ~is with 
Chord Function Chord Scale Dominant Fgnction .. , 
17 Tonic Blues Blues, Mixolydian, V7/IV 

Lydian 'trJ 

IV7 Subdomirumt Blues, Mixolydian, subV7/lll 
Blues or Lydian 'trJ 
Subdomirumt 
Melodic minor 

bvn:7 Subdominant Lydian 'trJ in Major subV71VI 
minor Mixolydian in minor 

hv17 Altered Lydian b7 subV1N 
Sabdaminant 
minor -~ 

II7 Altered Mixolydian or V1N 
Sabdominant possibly Lydian 'trJ 
Major 

VII7 Cadential Lydian 'trJ or V7/lll 
Mixolydian 

..... ·.·· .. 
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MODAL HARMONY 

All diatonic hannony can be called 'modal" in the sense that it is derived from a 
given tonic mode or scale. The modal name for our major scale, for example, is 
'Ionian', 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 
Dorian or Phrygian. · 

MINOR MOD~ 

A review of the comparisons among the standard minor scales (or modes) is a useful 
starting point. You will recall that the diatonic triads and seventh chords from all 
three tonic minor scales are freely interchangeable in minor key chord progressions. 
They are listed below. 

c NATURAL MINOR 

~ I-
II 0 bill IV V- "vr "vii I 

J~ h§ w~ n b~ !f'H 5~~ 
ll-7(b5) bq- '7 bVImaj7 

·~ 

l-7 _ lmaJ IV -7 V-7 ,"vrr 7' 

~81 
I 

:i'H :iH 911 ;T ;.~ /J 

c HARMONIC MINOR 

bi;I+ * I- IIO IV- v 0VI 

~&A b§ ~~~ !'@ ~~ llg 
t' 

* A new diatonic chord · 
* 

* I-(maj7) bVImaj7 

:,''~ 

Harmonic minor 
II V 

c MELODIC MINOR (ascending) 
* A new diatonic chord * ,. * I- II- biii+ IV v VI 0 VII 0 

~&ji t!g ~~~ !j ~3 gg 
I ~ht ~~ 

* * - * * * I-(maj7) I-6 II-7 biiimajl(I/S) IV? V7 VI-7(bS) VII-7 (' 

($,_ ~§¥ 11B ~~~ ''H 91 !1'~ ij-r :, j 
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Functional classifications are not absolutely clear cat in minor, but they are still 
based on the Tonic CD, Subdominant (IV), and Dominant (V) chords. I minor and 
bfii major chords are Tonic. V7 and VTI•7 chords are Dominant N, II. bv1 and 
bvn chords are all Subdominant. Harmonic cadences in minor keys are based on 
motion from Subdominant and/or Dominant chords to Tonic. 

-
1 

-Line Cliche'--------------------------------------------
(Tonic 1ts) 

fY&1V 

I
F-

b SDM 
VImaj7 

Dbma·7 

I-
F-
e 

V7 /IV 
F7-
6> 

I-(maj7) 
E'-(mai7)/E 

SDM 
IV-7 

~ Bb-7 

s 

I-7 
F-7/Eb 

1 Harmonic 
'!I-7.<~5) 
G-7lDJ) 

SDM 
bVII7 
~b7 

Z2 

V!-7 
- -CbS) 
'.)-j 

minor IJ: V::l 
V7(b9) 
C7 ( b9) 

I-6 
F-6 ~ 

e- > 

i 

'/. 
e 

. ....::..~ .. 

I 
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OTHER MINOR MODES 

Any mode containing a minor 3n:i above the tonic is considered minor. Although 
manv different minor modes are available, the discussion here will be limitea to 
Dori-an, Phrygian and Aeolian. These are traditional chw-ch modes. with names 

, from ancient Greek ~. frequently found in contemporary Western harmonic 
; - practice. 

The modal quality of any of the less familiar modes is detennined by a t:f:tamd:eristic 
note: the note in the scale which makes it different from natural minor (or different 
from Ionian for a major mode). 

Dorian: The characteristic note of the Dorian mode is ~6. 
C Natural minor C Dorian 

ij -e- v §a j>' 

46 
l I 

Z;J 
? 2 

The Dorian mode is like a natural minor scale with a raised 6th. It can be found on 
the v • .fu te keys of a keyboard by starting on D. 

D Dorian D Nacural minor 

2 I 
2 t ? ! 

v e 2? 6' 
Z? 

The accidentals for C Dorian come from Bh major, its relative major. The relative 
major of D Dorian is C major (no accidentals), a major 2nd below. 

Because Dorian gets its modal quality from the characteristic note q 6, most diatonic 
chords which contain that note are called c/zaractedsl;icd10nh. 

It is important to remember that we are not using "Dorian" as the name for a II-7 
chord scale here; we are referring to a /.oDic .mode. Listed below are the diatonic 
triads and seventh chords in the key ofC Dorian. 

T c 
biii 

c A 
II- IV v- vi~ bVII 

I 

-~ g &~~ #) "fl ~'# 
I ~ 9 

I-

~~£ 
c 

bi IImaj 7 
C/A A be -II-7. IV7 V-7 VI-7(bS) . VIImaj 7 I-7 

g 1/l 
I 

"H ~~ bfl r$ 

.• .... 
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'T' means /.oQiL:. The letter 'C' denotes a cluu:acteristil!: chord, and 'A' means 
an BPrJid ciJoni. 'CJ A· denotes a chord that contains the characteristic note, but is 
only sometimes modal sou:Dding. 

Unlike standard minor key hannony, modal hannony does not use subdominant and 
dominant categories. The I chord is tonic and the others are non-tonic. 
Olaracteristic chords establish the modal flavci-, and a resolution from a 
characteristic chord to I is a modal cadence. 

The diminished triad and the minor 7 (b5) chord are avoided in modal chord 
progressions, even when they contain the characteristic note. They are quite 
unstable, do not resolve effectively to I in these modes, and may imply the relative 
major key instead. 

The following progression establishes the soond of C Dorian effectively. 
c c c 

Dorian I- II-7 0 Vllmaj7 I-
C-(9) D-7 Bbmaj7 C-

4 L 
' . 

J I ~ 

' 
-&- _a_ 

I I 

The bvuma.i7 was introduced in Harmony 2 as a non-diatonic cadential chord, 
frequently used in modal interchange to the parallel major key. The chord can now 
be derived from the Dorian mode. However, when it is used in a .l1tMHDDdal major 
key prog!ession, it is considered subdominant (related to theN chord). 

F major Imaj7 Vl-7 
Fmaj 7 D- 7 

SD 
IVmaj7 
B~maj7 

b SD 
Vllmaj 7 

, Ebmaj 7 
Imaj7 
Fmaj7 

The next progression fails to establish C Dorian, even though it is 'technically' 
correct. 

C Dorian? 

I _l 

• 

-·. -

l-7 
C-7 

'"' 

-

b c 
Vllmaj7 
Bbmaj? 

~ 

t. 

I 

CIA 
IV? 
':7 

I 

,.... 
I 

l-7 
C-7 

'"' 

In this example, the F7, although characteristic, is V7 in the relative major key (Bb). 
Because of its instability and the harmonic rhythm of the phrase, F7 implies a tonic 
on Bb instead of C. . 

:1'' 
' i 
I 

-------,_,.;,._,.,.,,~--""'·· •r' 
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-

The same chord. IV7, has already been seen resolving to I in blues and in melcxlic 
minor progressions. It can also be used in an effective Dorian pattern, if the relative 
major sound is avoided. c 1 A 

C Dorian I-( 9 ) V- I-(g) IV7 I-(
9

) 
C- G-7 C- F7 C-

~ I 1 )., I r-1 I r--i 

I I I I ~ ---r 
-P-- -4 ....L!. ~~.a_ _a_ 

. 
I I - . - -

The use of a tonic triad instead of a seventh chard increases the stability of the mode. 

Key Sigmtnrnr 

Nonnal major and minor key signatures are used throughout this book, but modal 
key signatures are also possible. A modal key signature is the same as its relative 
major key signature (Bb Major for C Dorian). 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-consuming, to use no key signature and to add all 
appropriate accidentals before notes. 

PHRYGIAN: The characteristic note of the Phrygian mode is bz. 

C Phrygian 

l ! 

-e- oe ', 

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 Phrygian E Natural minor 

- 8 , 8 n e " 
e i z 

"4fa ;;;;; i 2 6' 
e " > t9 

:; The accidentals for C Phyrgian come from Ab major, its relative major. The relative 

; 

' J 
j-

major of E Phyrgian is C major (a major 3rd below). 

121 
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Listed below are the diatonic triads and seventh choros in C Phrygian, with the 
tonic chord, characteristic choros (containing b.2), and avoid choros indicated. 

T e A 
bVI 

e 
I- bii biii IV- vo bVII-

~ &~~ 
I 

I';~ 
§'~ Jg I# . "H 

111 
io I! 

~ 

T e .A A (b5) bVIrnaj7 
be 

I-7 b_I ·7 0 II I 7 IV-7 V-7 ~II-7 L maJ 

& 0~ s'J 
I 

&2j l'rf ~~-s /@ :?~! ;> 
• ~-6'-

The brm in Phrygian is avoided because it almost inevitably implies the relative 
~oc~ ~ 

Intended sound0 in C Phrygiar1: III7 I-7 biii7 IV-7 bVII-7 bill? bVIrnaj 7 

Actual sound 
in Ab major: (V7/I) III-7 ( V7/1) VI-7 II -7 V7/I I 

::b7 e-7 Eb7 F-7 Bb-7 Eb7-.Ab 

§'"ilt€c v 
! - ?? e 

:""' 
tl - l i 

;; i I ? , 0 2 

The following progressions establish the Phrygian mode effectively. 
are foc the nonnal minoc key, as usual). 

(Key signatures 

e 
Phrygian: I- I-7 IV-7 b1Imaj7 I-

F- F-7 Bb-7 Gl;>maj7 F-

g I 2/J~L & ;o 16' i ~6' i 
0 

Phrygian: I- I-7 bVImaj7 IV-7 
be 

I-IImaj 7 
G- G-7/F Ebmaj 7 e-7 . Abmaj 7 G-

9'~"« 
I 

!j. ('· I,.... : ., lhJ If i I •• 
I 

e e 
A ·Phrygian: I- 7 bVII-7 I-7 bVII-7 

be 
IImaj 7 I-7 

A-7 G-7 A-7 G-7 B]:>maj 7 A-7 

. ': .. :· .·· 

t I 

: I 

: I 



- l 

i 
' ·' 

-~1 
. ··' 
'_,-_j 

··-1 

I 
L 

c 

Chapter 4 Harmony4 24 

~j7 was introduced in Harmony 2 as a non-diatonic cadential chord. It can now 
be derived from the Phrygian mode. HowevN, it is ~tly used in l10I1-li10dal 
major or minor key progressions. In these situatiops.._ bnniaj7 is considered a 
subdominant minor chord, related to the IV- and 11-7 (D:lJ chords in natural minor. 
It does contain scale degree ~. common to all subdominant minor chords. 

SDM 
minor: !V-

SDM C S) 
Il-7 ° bSDM 

IImaj7 

~ 

:: 
J 

7 

.1 

J 

bj! 

'-
F-

I 

-<9--

I. 

II-7 
G-7 

' I 

-d-

1 

!:~ 

V7 II 
C7/E 
' 

--
-
' . SDM 
0VI6 
Db6 

I 

__,... 

I 

I 

I 

' 

-#-

,,~ 
b 

JII:i>:1aj? 
Abmaj7/=-b -

-<9--

~ 

V7 
C7 

' 

-d-

I 

~e ?2 
-e- 0 

(V7'!IJ bSDM -
( ,, lj VImaj 1 

07 )!f- --~Dbma~7 
' 

--- -6l-

bSDM 
IImaj7 
Gbmaj7 

I 

--o--

" I 

0 

e i ?> 

)6 

Irnaj7 
F:,"laj7 

-e-

'-' 

~e 

, S0t1 
D-- . 7 .:. ~maJ 
Go'"aj7 .. 

7:T 

. ' 

• 

.. 



~ 

Chapter 4 Harmony 4 

AEOLIAN: The Aeolian mode is identical to the natural minor scale. and therefore 
does not have an nnusual modal quality. Most minor key harmony, however, draws 
on natural, harmonic and possibly melodic minor cfiotds, as ·well as secondary and 
substitute secondary dominants. When a piece of music is composed err:lusivr!ly of 
Aeolian chords and cadences, it does have a 'modal" sonnd. 

The characteristic note of the Aeolian mode is bs. The mode can be foond on the 'Nh.ite 
keys of a keyboard by starting on A, and its ~lative major is a minor 3rd above (C 
major). 

A Aeolian = A Natural minor 

~! I> 
? > 0 z > 0 

Listed below are the diatonic triads and seventh chords inC Aeolian, with the tonic, 
characteristic and avoid chords indicated. 

I- iro bill ~v- v-

~· &$: !>§ ~ 
~§ :'H w~ 

A c 
1-7 II-7(bS) 0 IIlmaj7 IV-7 V-7 

&( I 
fl~ iJ :h~ 

The following progressions establish the Aeolian mode effectively. 

D Aeolian: 1-
D-

V-7 
A-7 

b, c ' 
V,.maJ7 
Bbmaj7 

1-
D

I 

1-7 
D-7/C 

be 
Vlmaj7 

c 
IV-7 

9'&* 0 j z 

I- 0VII 
D- c<9> 

I 

&= "" 9 111 

G Aeolian: I- 1-7 
G- G-7/F 

91&1'¥ j I I 
0-

I-
G-

WI $ J j. 

I-
G- '/.. 

19L1 
' ;. 1 J. .. 

G' 

. c-
0 Vlmaj7 

Bbmaj7 

6' 

;1. 

!& 
1-
D- ·/-

b c 
Vlmaj7 
Ebmaj7 

I 

---c 
IV-7 
C-7 

' ,, .. 

BbmaJ7 G-7 
' I 

G' ;J 

t I 

' ;;;) .. 

-··~· 
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MAJOR MODES 

Any mode containing a major 3rd above the tonic is considered major. (It is rare but 
possible to have a mode with both a major and a minor Srd: this would be a special 
case). The major church modes are Ionian, Lydian and Mixolydian. Ionian is ow
major scale. The others \viii be described in terms of their characteristic notes: those 
notes which make them different from normal major (Ionian) . 

LYDIAN: The characteristic note of the Lydian mode is 114. 

C maJor C Lydian 

~-e-0 ? ' 
< ' 

<l ?' w::9 ?2 

The Lydian mode is like a major scale \\~th a raised 4th. It can be fotmd on the v.hite 
keys of a keyboard by starting on F. 

F Lydian F major 

n e u 
?? 

i } 

?> 
~& 2? 

?! 

The accidentals for C Lydian come from G major, its relative major. The relative 
major ofF Lydian is C major ( a perfect 4 tb be]0\'1). 

Listed below are the diatonic triads and seventh chords inC Lydian, with the tonic, 
characteristic and avoid chords indicated. 

T c A c 
I II Ill- {/ IV 0 v VI- VII-

~ ~ 
~ ·~~~ $ ~ 

1 #§ 1 

T C/A A C/A c 

~. __ , 

Irnaj 7 II7 II I- 7 ,'/IV-7(b5) Vmaj7 VI-7 Vll-7 

~ :t: ~g j *PH fj B n= 
The II1 (CJA) is similar to lV7 in Dorian in that it may imply the relative major key. 

C Lydian? Imaj7 II7 Vrnaj7 Irnaj7 
C . 7 D7 G 7 C . 7 maJ rnaj rnaJ 

I 

-I " 1 "" c 

~ ~ 

I 

In the example above, D7 to Gmaj7 sotmds like VI to Imaj7 in G, and Cmaj7 sotmds 
like IVmaj7. 

·.·.·;, 
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The Vmaj7 (GA) may sound like I in the relative major. even if it is not preceded by 
II7. . .. 

C Lyd!.an? 

! 

I 

~ 

Imaj7 
Cmaj7 

~· 

,.,. 

. 

Vmaj7 
Gmaj7 

'''-' 

,..,, 

I 

Imaj7 
Cmaj7 

v• 

I 

I 

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

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

The following examples establish the Lydian mode e!Iectively (normal major key 
signatures are used). c c c 

Bb Lydian: Imaj7 II Imaj7 VII-7 Imaj7 II 
Bbrnaj 7 C Bbmaj 7 A- 7 Bbmaj 7 C 

1 I - - II - -

I ~ =:t:: ::::- ~ :p =:= 
' 

I 

~ 

1. ;;~;j 7 
Fmaj7,._ 

Imaj7 
I. Bbmaj 7 _ l

z. 
Imaj 7 

, Bbmaj7 

I 

' 

. r 
c 

D Lydian: Imaj7 VII-7 III-7 VI-7 
Dmaj7 Cli-7 F li-7 • E -7 

I Jl- I 

• ,..__ .., .... -- "-' 

-

' 

I "" 

- -- --~------·-----· .... .,'" _____ --~--~-.,. --~ro---~-~ .. 

D 

I 

A 

., __ I 

I 

c 
VII-7 
CIJ- 7 

r 

I 

- -

--:-: ---
' 

D 
~ 

·: :-:"'-

1\. 

~ 

-
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MIXOLYDIAN: The characteristic note of the Mixolydian mode is b'J. 

C major C Mixolydian 
i? 

?> c9 %7 

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

G :-lixolydian G major 

' 
?> 0 0 ?:J' #? r9 B 

& ?> 
?2 6' '> 

a L"? 6' 
; r1 

The accidentals for C Mixolydian come from F major, its relative major. The relative 
major of G Mixolydian is C major (a perfect 5th below). 

<2 

a 

Listed below· are the diatonic triads and seventh chords in C Mixolydian. with the:':':..... 
tonic. characteristic and avoid chords indicated. · 

T A c c 
I II- II I 0 IV v- VI- bvu 

~ * i'J r~ n bt3 31 ~~ 

T A c b c I7 II-7 III-7 CbS) IVrnaj7 V-7 VI-7 VIImaj 7 

~ i ~~ if ~~ a w y 

The. I7 chord in Mixolydian contains the characteristic note, making it a 
characteristic chord as well. The chord is of course a tonic blues chord, and only 
becomes a ·modal• I chord in the presence of a Mixolydian cadence. The I major 
triad and the I7(Sus4) are often used as Mixolydian tonic chords, since the 17 could, in 
some cases, imply the relative major_ · 

C Mixolydian? 
I7 
C7 

9'c ?! 

IVrnaj7 
Frnaj7 

17 
C7 

?? II 

The progression above really sotmds like V7, Imaj7, V7 in the key ofF because the 
sotmd of dominant cadence is so familiar. 

l 

I . . . ' : -. . . . . . 
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The following progressions establish the Mixolydian mode effectively. 

F Mixolydian-: 

! 

-r 

I7(sus4) 

F7(sus4) 

---z;>G-

-o p 

c 
bVIImaj 7 

Ebmaj7 -

' 

--17- r 

---

I 

I 

I7(sus4) 

f7(sus4) 

~ 

v 

c 
V-7 
C-7 

'-i;L 

I 

~ 

29 

I 
F 

I -t9-

I 

"" 

Eb Mixolydian: I 
.c 
0 VII 

Db I 9) 
VI-7 
C-7 

c 
V-7 
3b-7 

II -7 
F-7 

b c 
VIImaj 7 I 9 Dbmaj 7 Eb ( ) Eb 

' I I I I I 

~ ; ' 
I -. P' , .... 

I """"l:/" I 

' I I I 

' I T 

Both V-7 and hvnmaj7 are familiar chords from the Dorian mode, but are considered 
Mixolydian cadential chords when resolving to I_ .lDti{jor. 

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. 

E-7 

~ *& --61-

o9 
& 

o9 
6' 

1 b3 5 b7 9 11 

In the E P.Q.rygian mode, however, the note F# is not diatonic. F ~ is diatonic, but 
would be a~- which is not available on a minor 7th chord. Therefore, a Phtygian I-7 
chord takes tension 11 only . 

. '''""--'-•'• .. •,. ;.,:,:.-: :·.·.·- ... ·,_:_:__,_. 

I 
i 

I 



The characteristic notes of all three minor modes (Dorian, Phrygian and Aeolian) are 
avoid notes on their I chords. We will make an exception for the Dorian mOde here, 
but other modal voicing techniques mustWait for "Advanced Modal Harmony". The 
modes are established harmonically with modal cadences. 

I . 

To voice a 1 6, or tension 13, on the Dorian I-7, use an upper sirvclrlrP lriatf. 

0 Dorian: 
r 
~ ~ D-7 (~V 
Del 

D-7 

G 

D-7 

G 
0) 

-<>-- ~ 

D-7 

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

The chord symbols for upper strm:tare triads can be called .f!lfllfrclllDII dJDnl 
s;prrl:nh A compoand chord symbol with a JJoiAwJ161 fiDe, like the ones above, 
indicates a chord over a chord - two chords played simultaneously. A compound 
chord symbol with a t~Ugnml JiDe , like the ones below, indicates a chord over a 
single bass note. 

~ E-/0 ~ E-7 (3rd inversion) G/D ~ G (2nd inversion) 

;~ 
~2 A chord over a single bass note may represent an inversion, as above, or a hybrid 

voicing of the kind discossed later in this book. 

; 
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The characteristic notes of the two major modes are available on their !_chords. 
The Mixolydian mode's h7 is a chord tone on !7, and the Lydian's #4 becomes tension 
#ll on I major in any form. Tension #ll is frequently a member of an upper 
structure triad. 

D C Lydian: 
Cmaj7 

I ·~ ) D 

( l3 \ 
1 illl\ 

Cmaj7\ 9 J 

Cmaj7 

D 

C (triad) 

"'"" 

(
13 \ 
1/ll/1 

c " 9 

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

i 

I 
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liODAL TNTRRCHANGE 

We have already examined the use of subdominant chords from natural minor in the 
· ~ parallel major key. This process, called modal interchange, accounts for several very 
i conunon cadential patterns. 

F: 
SDM 

Imaj7 V7/IV IVmaj7 IV-6 Imaj7 

Fmaj7 
.....----,. 

F7 I B~j7 Bil-6 I Fmaj7 II 

SDM SDM 
Imaj7 V7/IV IV-7 bvn7 Imaj7 
~ 

Fmaj7 F7 I Bh.7 Eh-7 I Fmaj711 

SDM SDM 
Il-7 (V7fD bvlmaj7 1Thnaj7 Imaj7 

G-7 C7 I Dlmaj7 ~j7 I Fmaj7 II 

i The use of the harmonic minor II V in the parallel major key is another common 
·1 form of modal interchange. 

_;,: --

F: 
Imaj7 subV7m u.7(b5) V71I Imaj7 

/ .. ---.... .:al 

Fmaj7 A 'r:rr I G-7(b5) 
. -------, 

c?(b9) I Fmaj71 I 

Modal interchange, then, is a process involving the use of chords from one mode in 
the hannonic amtext of another parallel mode. It can also be described as 
btniMiiig' a chord from a different mode on the same tonal center. The borrowed 
chord suggests the sotmd of its awn mode without actually modulating to that mode. 

Theoretically, any chord from any mode is a potential modal interchange (Ml) chord. 
However, some chords are used in MI more freqtiently than others, and some almost 
never occt1r in other modes. 

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

.. · ·. ·....:_:_,. 

-:.. .. 
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SCALES FOR POSSIBLE I CHORDS 

Chord 
Imaj7 
16 

I-7 
I-6 
I-{maj7) 
17 or I7(sus4) 

Modal &mrces 
.... - Ionian, Lydian 

Ionian, Lydian 
Aeolian, Dorian, Phrygian 
Melodic, Dorian 
Hannonic, Melodic 
Mixolydian, Blues 

33 

These are all frequently used MI chords. Some progressions are actually based on a 
series of different I chords. 

' 

Imaj7 (Ionian) 
Dmaj7 

I cl. 

I -I I 
I 

I 7 (sus4) (M" 1 d. ) 
( 4 ) lXO V ~~n 

07 sus J 

I t.. ~ ~ 

i9'~;}C 
--&-

g; 
I b--e--

l~g~~~~-~'~;g~~~~-i .. ~.:.-. 
I6(;;l1J (Lydian) 
E Imaj7 

Dmaj 7 
Ill-

-, -
' (~)-e._ .. 

I 

Imaj7 
Fmaj7 (Ionian) 

(Ionian) 
TI (triad) 

I-7 

I. 
F-7 (Aeolian) 

(Ionian) 
A-
r 

I 

(Lydian) 
G 

" -
·r .. I --- I 

~- 1~?;:~· IL*' 

~ (Harmonic) (Dorian) (Ionian) 
c G· -c 
F- F=7 F 

! (,:\ I I 

--
I 

VL\.a-; 
~ .. 

-----~ 
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Other tunes modulate freely between parallel major and minor keys. 

I
F-

II-7(b5) 
G 7 lb5) 

Eb-7 

V7 II 

' 
7 Cb9) Imaj7 
~maj7 

Ab 7.'----;~bVImaj 7 
- DbmaJ 7 

V7/VI 

V7/ II 
D7(,29l 

II -7 
---,.._G 7 G-7/F 

VII-7(bSJ 

E-7(b5) A7(bg) · VI---....0-

• 

When a chord can be derived from more than one mode, the choice of chord scale and 
available tensions may be detennined by the composer, 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 16 are nonnally Ionian unless #11 is indicated by the melody or chord 
symbol. 

1-7 is normally Aeolian, although Dorian is becoming a more frequently used 
tonic mode. Phrygian is indicated only by the chord S)mbol or a melodic bz. 

Hi is nearly always melodic minor. 

J.{majD can be either melodic or harmonic minor. 

11. is usually interpreted as a blues chord. In a series of different I chords. 
however, it is asually Mixolydian, and J7(sus4) is nearly always Mixolydian. 

. ·"---...:..:· :-· 
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POSSIBLE II CHORDS 

Chord 

II-7 
II-7(~ 
bJimaj7 
II7 

Modal Sources 

Ionian, Dorian, Mixolydian. Melodic 
Aeolian, Hamtonic 
Phrygian (also a subdominant minor chord) 
Lydian (normally a special functiim dominant) 

35 

A MI chord other than I will take a ciJan:l scale that is diatonic to the UN:lic mode 
it comes from. 

11-7 in a major key is normally from Ionian, so it takes a Dorian chorrf scale. 

F Major: ll-7 

~ 
F Ionian G-7 (Dorian) 

~6' Z" j! b& 6' • Z" 6' Z' 
a { ' 6' l > 

{2 

• 1 T9 b3 Tl1 5 ( 6) 

II-7 in a Mixol_ydian modal context. on the other hand. would take an Aeolia.'l ciJah:l 
scale. 

F Mixo : II-7 

~ 
F Mixolydian G-7 (Aeolian) 

~h ;il~ ~6' tl z ~ 
: &a 6' z: z r9' zz 

i! ""' 
?J 6' ?! 

1 T9 b3 Tl1 5 (b6). 

II-7 in a Dorian modal context would take a Pbcygian chorrf SClfe • 

F- Dorian: 
F- Dorian 

II-7 

6' 

b7 

6' 

b7 

~ 
I 

jl ?> 9e ?? 6' 
,) ; ? !I 

G-7 (Phrygian) 

t9 b• Po zz o h· 0 
l ? 6' 

' 
1 (b2) b3 Tl1 5 (b6) b7 

II-7 in a melodic minor context would take a Pbcygian ~ 6 chorrf scale . 

F- Melodic: II-7 
G-7 (Phrygian, ~ 6) F- Melodic 

z 2 
?I I! 6' -

l ? 

1 (b2) b3 Tll 5 (6) 

By using these less familiar chord scales, II-7 can sotmd like an Ml chord - it can 
imply a tonic mode odler than Ionian. 

.JJt':!ough we will not list every possible chord scale for every chord. this same process 
can be applied to any Ml chord. 

6' 

b7 

I 

I 

I 

I 
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II-7(b5) is normally found in a hannonic minor II V. In a minor key it always 
takes a Ipcrian chord scale, but ·when used in a major key as aMI chord it may take a 
Locrian ~ 9 scale. · 

. - ( b5) 
mLnor: li- 7 F Major: II-7(b5) 

) 

G-7(b5) (Locrian) G-7(b5) (Locrian q9) 

~ ~6' 
I e ~6' 

I 

b· ~- i:! z p.::2 .ir ( .Jb? ~6' '' 
;2 2' 

6' "' 0 ' 
1 (b2) b3 Tll bS Tb13 b7 1 T9 b3 Tl1 b5 Tb13 

The A~ (; 9) in Locrian ~ 9 above is considered appropriate in F major because it is 
the major 3rd of the key. 

II-7(b5) can also resolve up by step to hnlmaj7 and down by step to I. 

I I 

I
F-

--6~ 

P' 

1-7 
F-7/Ab 

I 

Il-'(bS) 
G-7(b5) 

I 
' 

(..' 

a 

II-7(b5) 
G-7\bS) 

I 

0
II Imaj 7 
Abmaj 7 

--.9-

I 
Imaj7 
Fmaj7 

IV-6 
Bb-6 

I 

-P-

I 

l-6 
F-6/C 

~-P-

I 

IV-6 . 
Bb-6 ~~ 

I 
,. 

b-f2.--

Other patterns for n-f(bS) would be extremely" rare. 

& 

' I 
b7 
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lumaj7 always takes a L:.'Ctian chord scale (diatonic to I- Phrygian). 

biimaj7 
Dbmaj7 (Lydian) C- Phrygian 

?::> a bo ~a lib ~"" 
(Ia ~a 

i 2 6' 
?' 
1 T9 3 T!/11 5 Tl3 

\Vhen used in a simple major key context it is generally considered a subdominant 
mrnor chord. 

SDM SDH SDM 
Gmaj7 D7 Ebmaj 7 Abmaj7 Gmaj7 C7 3bmaj7 Abmaj7 Gmaj7 

e&i$;:J 
I 

::r ~ \,j lj z2 I~Gi !: ? 
? > 6' 

In a more complex harmonic context. brrmaj7 soiiDds more like the characteristic 
Phrygian chord it is. 

minor: E- Fmaj7 Emaj7 

q:#* £2 ~r f2 
, i 

B7 Cmaj7 

c ?? 

A-7 Fmaj 7 

eyt 
z> :q v 

Emaj7 E-

-&- -&--

ll7 usually occurs as V1N. When it resolves to I or IV it is considered a special 
ftmction dominant chord. Therefore, it can rarely, if ever, be heard as a Lydian 
Modal Interchange chord. 

:·..,~:·. ·, .. > ...... .:..:..:__.· 

? ? 'I ' 
7 

, I I 

.l 
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POSSIBLE ill CHORDS 

Chord Modal Sm:rrces 

Ill-7 Ionian, Lydian 
b[IJma7 Dorian. Aeolian 

b[IJma/7 ( #5) Harmonic, Melodic 
bJ.m Phrygian 

m-?(b.'>) Mixolydian 

ill:I_ normally takes a Phrygian cbord scale .. An Aeolian cbord scale would imply a 
tonic Lydian context. 

I r: -7 
C Lydian E-7 (Aeolian) 

?> ? > i? &! 
-&- 0 

~1, a familiar natural minor cbord, takes a Lydian scale 1Vile.11 used in a major , 
key. ln a tonic Aeolian context it takes an Ionian cbord scale. · .'":·-> 

~ C Aeolian 

? ' 

0 IIImaj7 
Ebmaj7 (Ionian) 

b \9 n e jln 
?? 

bmmaj7(.sl takes a cbord scale derived from either melodic or harmonic minor. 

biiimaj7<1/Sl 

~ ;~ma<:J5) (from C Melodic) 
'' I 's::,!.s' ? , 

bii Irnaj7 Cl/ 5 ) 

Ebrnaj 7 Cl/ 5 ) 

& •I~G' ?) 

(from C Harmonic) 

e bn (~)& n 

bnr7 is heard as sub\17/IL or as a linking cbord in a blues context. It is therefore 
not considered a real Modal interchange cbord from Phrygian. 

ill-7(bS) is also frequently used as a linking cbord in blues progressions. However. it 
is clearly related to tbe I7 cbord in Mixolydian and takes a Locrian cbord scale. 

III-7(bS) 
( bS l · C Mixolydian 

~ -.9- 0 

E-7 (Locrian) 

?! P& II 6' 
& ? 7 ?2 e ? t 

?> 

Ill-7 (b5) is asually fotmd as the related II of \17ill . 
• 

Cmaj 7 BT- ) E-7(b5) A7,U>9l ~ D-7 G7 .,._ 
Cmaj7 

ay L I j v i 6' i z> '2 <2 6' 
: I 
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POSSIBLE IV CHORDS 

Chord 

1Vmaj7 
IV7 
IV-7 
#IV-7(b5) 

Modal Source 

Ionian, Mixolydian 
Dorian. Melodic, Blues 
Aeolian, Phrygian, Hannonic 
Lydian 

1Vmai7 takes a Lydian chord scale. 

lY1 is usually heard as a blues subdominant chord As such, it generally takes a 
Lydian b7 or a blues scale. 

IV-1 takes a Dorian chord scale. The IV- triad, IV-6 and IV-{maj7) chords are also 
used as Modal Interchange chords in the parallel major key. IV-6 and 1V-(maj7) 
take melodic minor scales. GV-6 may also take a Dorian scale.) ,...:.. 

'IY:J(b5> is considered an altered subdominant major chord. and therefore does not 
have Modal Interchange ftmction. 

pnssm{.E V CHORDS 

Chord 

V7 
V7<b9) 
V-7 
V-7(b5) 
Vmaj7 

Modal Sogrces 

Ionian, Melodic 
Hannanic 
Dorian, Mixolydian, Aeolian 
Phrygian 
Lydian 

Y1 and YJ.(b9> are virtaally the same chord. V7<b9> has a greater tendency towards 
resolution and suggests a tonic minor key. 

Y::1. is nonnally fotmd as the related II of V71IV. When it moves to a I major chord. 
however, it is an effective Modal Interchange cadential chord which tiSllally takes a 
Dorian chord scale. A Pluygian chord scale on V-7 wotrld iniply a tonic natural 

- minor context. 

c- hz! c-
"' a e .., .., 

"' I I ~ > • > ? > : 
G-7 (Phrr~ian) 

I - llu p n 
c:...+ -

I I I • 
• 

~ 
Cmaj7 G-7 (Dorian) Cmaj7 

:,til, I bO G' ~,\ ! G' 
I z 7 '7 ? } I I t 

I I "' " I I • • ..._ 
' I 

', ... 

.... 
I • 

' ' I 
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V-'j(b5) occurs only as the related II-?(b5) of V7/IV, and is not considered a Modal 
Interchange cOOrd_ 

Vmm7 is a possible Modal Interchange chord, but difficult to establish, since in 
context it tends to soond like a I chord. 

Imaj7 Vmaj7 Imaj7 
Cmaj7 I Gmaj7 I Cmaj71 I 

(really sounds like) 

IVmaj7 I lmaj7 I IVmaj71 I 

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

Cmaj7 Cmaj7 
Vmaj7 
Gmaj 7 Cr:Jaj7 

Vmaj7 
Cmaj7 Gmaj7 

, I 

~ 
~ . ; ~' .. « • :• s.,; . • • .. < •• 

PO!)SffiLE VI CHORDS 

Olord 

VI-7 
VI-7(b5) 
bvlmaj7 

Modal Sources 

Ionian, Lydian, Mixolydian 
Dorian, Melodic 
Phrygian, Aeolian, Hannonic 

Yl::1 nonnally takes an Aeolian chord scale. With a Dorian scale it implies a Lydian 
tonic mode, and with a Phrygian scale it implies a Mixolydian tonic mode. 

c Ionian A-7 (Aeolian) 

(~-- zz 6> i i z' & 
6' ( ) t9 ?) "" 

"' 6' ? t 

c Lydian A-7 (Dorian) 
~6' ~ !i z z tZ .:9 

4f" t9 u 6' ?} t9 
& -P- d 

• Mixolydian c A-7 (Phrygian) 

~ !I - i: @& ' :! 
a 

' ' 6' 
6' L? "' ?! 

a ? ! , 
-6'- d 

Cl 

a 

a 

:I 

: I : 

I 
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Jl 

VJ-7{b5}is usuallv heard as a melodic minor chord, and therefore takes a Locrian 
~ 9 chord scale. -

VI-7CbS) 

A-7(bS) (Loc:-ian q 9) ~ C Melodic Minor 

?' 6' J! n 6' n o pu 

bvlman normally takes a Lydian ch.ord scale. With an Ionian scale it implies a 
tonic Phrygian .mode. 

C Phrygian 

~-&- ' ? ' 

POSSIBLE Yll CHORDS 

Chord 

\1I·7 (bill 
~1Imaj7 
OV1I·7 
VTI-7 
bvrn 
V1I•7 

Modal Sources 

Ionian. Melodic 
Dorian, Mixolydian 
Phrygian 
Lydian 
Aeolia11 
Harmonic 

0 
'"'VIW1aj7 
Abrnaj7 (Ionian) 

I 

?a 
' 

!> ;& 

Vll-7(b5) usually occurs as the related II of 'v7fVL and is typically preceded by a I 
chord. Its chord scale is Locrian. 

Cmaj7 

VII-7CbS) 

B-7(b5) 

It is rarely, if ever. ased in a cadence to I. 

V7/Vl 
E 7 ( '<;.9-l~ A-

bvnmllj7 is a frequently used cadential chord, and in major keys takes a Lydian 
chord scale. An Ionian chord scale would imply a tonic Dorian mode. 

® C Dorian 
bVIImaj 7 

Bbmaj7 (Ionian) 

2 > 
i t ![ 

v ? 2 

a 

i I 

a 

?? I 
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bvn-7 • although relatively rare. can be an eliective cadential Modal Interchange 
chord. It takes a Dorian chord scale. 

Vll-7 is also a strong Modal Interchange chord. especially when going to I. Its 
chord scale is Phrygi?.n. 

bvn7 is a familiar SDM chord v.fuch takes a Lydian h7 scale in major keys, and a 
Mixolydian scale in minor keys. 

VIIrr sounds iike the flrst inversion of vf(.b9)'I. Its scale is based on the tonic 
hannonic minor. 

~ C Harmonic Minor 

0 
?? 

-~-.-,_, .. 



I 
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PliDAL POINT AND OSTINATO 

Pedal point derives its name from the organ. an instrument 111th pedals arranged 
like a keyboard for bass notes. A single bass note sustained through a series of chords 
is called pedalpoint. 

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

Cmaj7 D-7/C E-7/C Frnaj7/C E-7/C D-7/C Cmaj7 

Cmaj7 /G D-7 /G E-7/G Fmaj7/G E-7/G D-7/G Cm.aj 7 /G 

-~ 

Because a sustained pedal point creates a strong feeling of continuity within a key, a 
high level of tension and dissonance is acceptable above the pedal. Even 'wrong" 
notes sol!!1d good if t.IJ.ey resolve to available notes. 

Fmaj 7 E/F Eb/F E/F 

-z;J- F -.::r -~ 
-

""77 ' --. -o .. ·a , 0 ' -. 
The pedal in the example above is slightly rhythmicized. Some pedal points 
emphasize a rhythmic motive. 

Ebmaj 7 /{ Gb/Eb ;/. 

9'si';,~: 
- ,\ 

,. > - A > 

~- fE· u S' ~ ' % .., ¢ ~· - . r p 
% ·t ...... 

Fmaj7/Eb Emaj 7 LEb Ebmaj7 ;/, 

9! bh!> 
- A :> 

fl' 
A > 

ft· ill ill t P' % ~ ... ill $' v 1' '( _j ' ' -

-- --··-•·····-~~-·- -.•.e 

.I 
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Although a pedal point is usually the bass note, internal and soprano "pedals" are 
also possible. 

I 

' 

Eb 

I 

i 

l I I 

-#-

Emaj7 

I 

,, I I 

~ • r 

F7 
I 

y• 
I 

I. I I I 

r 

Emaj7 

I 

" I I .. 
q-6'-• ..,.. 

A repeated figure involving more than one note is called an ostinato. Like pedal 
point. it usually occurs as a bass figure, but it may be written in other ranges as 
\'lell. 

Ostinato figures usually emphasize the tonic of the key and often employ strong 
rhythmic ideas. The examples belmv represent some COJI1ffionly used ostinato 
figures. . < • / . 

Gmaj7 

f;Jd# t J. v ~ v 'i i z 'l 
G?(sus4) 

:z; 

• 

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

. 

Tl 
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r ll1i.lHy. nw; or more cr.-;ti!'l...ar.o figures may be used together in different ran5nes to 
create a layered ostinato effect. Rhythms must-be cou.trolled to avoid ~nilicts 
;v'hi<:h could be perceived as playing mistakes. The follov.ing examples could be 
used to establish any C minor tonality. 

I 

I & 1. ....., 

---"- y ~ ----· -+-• 

-
v 

r& .. ~ ~e: I ~ ~ ---""..! I ;i-~ . 
. y ~ y _,_ . ~ ~ D -#-• p p 

r· _,_. 
I 

Pedal point and ostinatc are frequently used for introductions. interludes and 
endings. bat they may also be used h'l the main bociy of the music. 

y 

I 

I 

~ 

I 

~ ' . 

l 
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COMPOUND CHORD SYMBOLS 

Compound chord s:rmbols may be used to represent two kinds oi structures: 

I. A chord over a chord: Gb 
C7 

A chord over a chord is called an upper structure triad or upper structure 
se~th c_f:!ord. and the notes of the upper structure are interpreted as upper 
extentions of the chord below. (b9 \ 

Gb Cl bS ) 
C7 

--·1 -61- -.? ~ 
~~~~~§§~:!: C7 (no S~h) 

The example above is an upper structure triad voicing for C7 (~ 1 This kind of 
voicing is sometimes called a "polychord". since it combines two chords v.fuw.'l 
can be heard both serparately and together as one voicing. 

I 

·; 

• 

Gb 
c:r 

I h_., 

I 

y 

G 
F (triad) 

-13 il:tt. :...., q 

3 

5 
:. 

A chord over a chord is correctly written with a horizontal dividing line. while a 
chord over a single bass note uses a diagonal line. 

I G/F 

. I 

However. this distinction is not universally observed. and it is useful to label a lower 
structure that is a major triad: G 

F (triad) 



• 

J.7 

H. A chord over a bass note: Gb/C 

A chord over a single bass note is usually one of the follO\\ing: 

A . An inversion: GbfBb 

\\ben the bass note is the ~kd. 5th or 7th of the upper structure, the v-uicing is 
interpreted as an inversion (one exception will be discussed iater). The 
following are all inversions of C-7: 

C-7/G C-ifBb 

(The chord r:\:ti has the same notes as C-7/Eb. so the specific interpretation 
must depend on the musical conte.xt at the time). 

B. A hybrid structure: Gh!c 

\\'hen the bass note is .oot the 3rd. 5th or 7th of the upper structure. the . 
voicing is interpreted as a hybrid structure. The follawing example, C-~ 

is not C-1 over its 11th. because the ear does not perceive bass notes as 
tensions. The \'Oicing actually sounds like, and therefore iS, F7sus4) or 
possibly F .[<sus4). 

C-7/F 

-:f. 

A hybrid voicing typically does not contain the third of the chord it represents. 
Ifv..-e reduce our first example. Gb. to a hybrid. it becomes Gh!c. 

C7 

HYBRID 



,_ 

Ctl3ptar 7 H=nwny J. 

b9 
Although the hybrid does not contain an E. it still represents the sound of C7 b.'). 
and v.'Ould normaily resolve to F major or F minor. These voicings. then. are 
characteristically ambiguous sounding, because the 3rd would normally 
establish a major or minor quality, and would also create a tritone for 
dominant 7th chords. 

The foilowing are some typical hybrids: 

07 <sus4) 

or 
A-7/0 ~ D-7 

ANALYSIS OF COliPOUND CHORD SYMBOLS 

Cmaj7/F ~ Fmaj7(ljll) 

The use of a compound chord symbol does not in any way change the functional 
analysis of the ~hord. If Ci is Vi in the key of F. then Gb and d¥c are also Vi in t.~e 
key· ofF. - C7 

Any inversion of C7, such as C7/G, also remains \7 in F. 

POLYCHORDS: A chord over a chord is analyzed in terms of the function of the 
lower structure. The upper structure simply represents tensions or extensions of 
the basic chord. The following progression is analyzed in C in tenns of the lower 
structures. The lower structures do not contain 5th's. which are considered 
unnecessary unless altered. 

~ 
C: Imaj 7 

G 
V7/IV IVmaj7 biimaj? Imaj 7 

G 
CniiJ7 

Gb E-7 C-
C7 ~F~( t::,..r'""'i-a"""d"") "'Dtj""=m""'a"J~7 CmaJ/ 

~ I I 

I ~ v V'-' 'v .'-' 
-

n h.n -P'- n 

I I I 
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INYERSfONS: A chord over a bass note that is its ;lrd. 5th or 7w':l is an inversion. 
and is analyzed as if it were i11 root position. The following example represents 
basically the san1e chord progression. but uses inversions instead of polychords. The 
sound is characteristically less complex. 

C: 
I 

I 

Imaj7 c . -"'aJ/ 

~ 

I 

/~ 
V7/IV IV 
C/,Bb ~1 t . lA 

~ ' 
...,9-

I 

I 
' 

b IImaj 7 
b I D jllaj7 

'I v 

-

Imaj7 
Ab Cmaj7/G 

..;;;>-

The anaiysis above is the san1e as the analysis in the pre\1ous ex=ple because it is 
the same progression. Although the .bass motion has changed. the root motion 
remains the same. and the chords are essentially of the same type. 

HYBRIDS : A chord over a single bass note that is not an inversion (3rd. 5th or 7th 
in the bass) is usually a hybrid. Therefore, the bass note should be cousidered the 
root. and the notes of the upper structure used to determine the chord type. 

In the following ex=ple, C is the root and the notes of the upper structure create a 
5th, m<>jor 7th and major 9th above the root.. 

G!C 
I 

" 1 ~ 5' 
I • 

• I 
I i 

Since the voicing contains no 3rd above C, it could be interpreted as either Cmaj7 or 
C-CmaJ7l. In most situations the more common Cmaj7 would be the obvious choice. 
but the overall harmonic context might indicate the atlemative. Because of the major 
7th. it could not be interpreted as a dominant or minor 7th chord. 



-c 
~ 

~ 

i • 
"' ~ 
. 

Cb~t.er 7 

T!-:re n~~-c exa.rnpl~ rrs.es t-h~ sa..r-ne chord prc.~.;-ssior ..... but ~vith all h_ybrici vaic.L.J.gs~ 

C: 

d 

I 

~ 

Imaj 7 
G!C 

I 

LJ 

I 

-~ 

V7 /IV 
Gb/C 

I 

\/"' 

I 

IVmaj 7 
E-7/F 

I 

""' 

L/ 

I 
I 
I 
I 
I 
I 

I 

Imaj 7 
G/C 

£/ 

Eac..l:l chord type ii1 this progression is determined by the relationship of the upper 
structure notes tu the root. 'iVe have seen that G/C equals a formula of L 5. 7. 9. Gb/C 
equals a formula of 1. bs. bf. bg_ E- ifF equals a formula ofl. 7, 9. #11, 13 . .o.nd (.fDb 
equals a formula of 1. 7, 9, #11. 

G/C Gb/C E-7/F 

-.1. t)...=:-_! :f 
-.1. 

In each case the chord lormuia derived from the voicing strongly suggests the chord 
type. a.t1d therefore its function in the key. 

In some situations, however, the hybrid formula does not clearly define its chord type 
or function. 

Bb: 
I 

' 

I 

Imaj7 
F/Bb 

-t9-

-

II-7 
or V7/V 

-G /C 
' 

?'1 
-.:;:r--- ;,1 

I 

-J. 

V7 Csus4) 

Eb/F 

~ 

C,/ 

Imaj7 
F/Bb 

--

Tne C-iC in this example equals a chord formula of 1. 5. bf, 9. which could be either 
C-7 or c;'('sus4). The hannonic rhythm would allow either interpretation. so onless 
che melodv indicated one or the other. a choice wuuld be made on the basis of the 
overdl mlisiC:31 context and style. Either choice would be technically co=t. 

. :·.· .. ;.: .. 

I 
I 
I 
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Another area of oncertainty involves an exception to the in~ion role (referred to 
earlier). A major triad a whole step above the bass note (FlED) has two alternative 
inteqlretations: 1) The inversion role would make it a dominant 7th with the h7th in 
the bass (F7); 2) the hybrid interpretation would give it a Lydian sound (Eb major 
Lydian or Eb7, Lydian b7). Again, the choice must be made on the basis of musical 
context. 

The first examole below uses F!Eb as an inversion ofF7. The second uses the same 
compound choid S)mbol. and the same voicing. as a hybrid version of ED major 
Lydian. 

I 

• I 
I I 

' -&-

<-' 

I 

V7/IV 
F/Eb 

I 

-------0~ 
I 

I 
I 

I 

.. 
IV 
Bb/D 

-177 

I 

I '17 
r:;c c7 . 

t 

-&'- ~~:.4 
---

Eb: Imaj7 
Ebmaj7 

Irnaj. (Lyd.) 
F/Eb 

I7(sus 4 ) (Mixo.) Imaj. (Lyd.) 
Db/Eb F/Eb -I I I .- ·, r':' 

I ·-t:T- !~-&- ~·1v 
=! 1,...9-
~ 

I 
I 

- ! 
I 

-6'- ---

' 
i 
I 
t 
I 
I 
i 
I 

,, 

I 

I 
I 
t 

' 
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TENSIONS AND CHORD SCALES 

Since the use of compound chord symbols does not change the rules of harmonic 
analysis. neither does it change the prindples of tension and d10rd scale use. As 
always. t'1e harmonic a.-:~alysis dictates the choice of ci10rd scale. 

52 

However, specific voicings for polr_<;hords and hybrids ofr.en indicate specific alternate 
chord scales. Our flrst example. !,ill or me. clearlv indicates an altered dommant C7 . 
sc...Ue, even iJ. the chord is V7/I (in F) or V7/IV (in C). 1-:~ sumrnar,c. tensions t.hat are 
included in the voidng should also be included i11 the. chord scale.· 

Gb 
Cl(alt) 

d 
C7 Gb/C 

~ "! '1 r 

b5 ~0 ~6' ;n ~6' 
7& "& I -&- "1 

l b9 3 b5 b7 

~ 
;!. 

The use of inversiO!l.S sirnilar!v does not affect harmonic analvsis. Inversions are 
nearly al\Vq_Vs used to accommOdate a steP"ise bass line. but the root motion stays 
the same even if the hass motion changes. 

\Vhen the 3rd or 7th of a chord is in the bass. however, altered tensiO!l.S are difficult 
to use because they som1d more dissonant. In most cases. tl1en. invert.ed chords 
sound best w:ith chord tones and natural tensions. 

1 

1_. •· ...• ~ 
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HYBRID CONSTRITCI'JON 

We have seen that it is possible to reduce a polychord to a hybrid: .Gh can become 
GbfC for a more ambiguous, indefinite sound. - C7 

It 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 inte!vals within the voicing. It can be 
used in isolated situations, in combination with other compound chord symbols, or in 
a series of hybrids to create a very ambiguous sounding progression. 

A hybrid structure is made up of notes from the chord scale of the moinent and 
retains the original root, but is indefinite sounding because it omits the 3rd of the 
chord. These principles are used in the following examples; the second is the same 
as the first except that same of the original chord symbols are replaced with hybrids. 

I I 

I 

I I. 

J 

(Ionian) ~ (Lyd. b7) __ (_~or.) 
ImaJ·l V7/III III- 7 subV7/IV II- 7 

b9) 
(Mixo.bl3) 
V7/I ~ · 

!jbmaj7 

I 

F"/Bb 
I I 

-a-

' .·. · .. -: .<-.-:_ .. 

A7 
(f/9) (//11) 

D;7 Db,? C-7 F 
(bg) lmaJ7 

7 Bb . 7 maJ 

I 

. 

( 
119 1 

A7 b13) 

I 
. 

If&-

I 

I 
I 

D-7 
I I 

-&-

I 

I v 

Eb/Db G-7/C Eb-/F Bbmaj 7 

' 

-z:r 17- '-v- p 

L 

' I I 

i 
I 
I 

I 
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Procedwe 

The procedure for deriving hybrid vuicings from simple chord symbols can be 
described as follows: 

1. Choose potential melody notes to be harmonized with hybrids; these are 
typically notes of long duration.. 

2. Analyze the progression to determine the appropriate chord scales. 

3. Detemtine which triads and sevenths chords can be used as upper structures 
above the root. Melody notes (except approach notes) must be 1, 3, 5 or 1 of the 
upper structure. 

a. The upper structure is osually a major or minor triad, or a major, minor or 
dominant 7th chord. 

b. The upper structure must contain only notes from the chord scale of the 
moment. 

c. The upper structure should not contain any 3rd above the original root. 

d. The upper structure should not contain the original root itself. 

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

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

The procedure given above is followed in the following e-rample: 

( Dor. l· (Mixo. l (Lydian) 
V7/IV IVrnaj7 

A-7 07 Grnaj7 Ilmaj7 
..3 

Drnaj 7 
I r - r· 

1¥ ; .. e .. • J. .. - ?! • ' t :t t 
~~H*j 

I 

B- 'E- Fll- ' A ' I F II-G ' D I 
E- I 

I D 
I 

Available Triads: 

I I 

Grnaj7 1Cmaj 7 Fll-7 I Fll- 7 
E-7 I Dmaj 7 I Drnaj7 

Available Sevenths: 

I 

.. 

; ~ . 

- -----

.-
'~_,........ __ . _____ .. 

I 
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If ili'1Y of the available upper structure triads or sevenths so1.llld appealing, the 
progression may be rev.Titten v.ith compound chord &-ymbols. 

' 

Dmaj7 E-7 Dmaj7 Grnaj7/A Cmaj7/0 D/G A/G Dmaj7 
3 I cl. ' I I l I I 

. 
J F -r __,_ 

I r --&-' I ~---I 
i 

I 

I I -r I 

The other voicings in the example aboVe could also have taken compound chord 
symbols: F#- ID and GIE. This, hovv-ever. would be unnecessarily complex, since 
they are exactiy the same as Dmaj7 and E-7 respectively. Therefore. compound chord 
symbols should be used only for specific harmonic techniques. 

I 



I 
L_ 

[_ 

Chapter 8 56 

CONSTANT STRUC,'TIJRE CHORD PROGRESSIONS 

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

Fmaj7 Bbmaj 7 Ebmaj7 Abmaj7 Dbmaj7 Gbmaj7 Fmaj7 
I 

J )tJ? w c=f ;; ; 12 ' i& e n L ,j ~ 0 

In the example above, each chord is a major 7th chord. It is therefore a constant 
structure progression, and its analysis ean be undertaken from two different 
perspe(:tives. 

First, it is clearly a functional chord progression in the key ofF: 

F: Imaj7 
Fmaj7 

IVmaj7 
Bbm<'\j7 

bVIImaj7 
Ebmajl 

biiimaj7 bVImaj7 biimaj7 
Abrnaj 7 Dbmaj 7 Gbmaj 7 

Imaj-; 
FmajJ 

!Vl9c; r ; : ! / f 1 ; : D rl 
0 

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 oattern of motion more 
clearly than harmonic function in a key. The description of patterns and sequences 
in constant strocture progressions is called non-functional analysis. 

I 
I 
I 
' 

The following example ean be analyzed both functionally and non-functionally: 

C: biimaj7 
Dbmaj7 

v 

I 

Imaj7 bVImaj7 
Cmaj7 Abmaj7 

I I 

I 
' 

IVmaj7 biimaj7 
?maj7 Dbmaj7 

I 

0 b-d-

I 

_Ima 7 
Cma 7 

v-

!I 

I 
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A non-functional analysis of the previous example would include the following C<JDSiderations: 
1. It is a constant structure major seventh chord progression. 

2. The root motion is in descending thirds. 

3. The root motion spells a Dkmaj7 chord, which is the cadential chord in the 
progression. 

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

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

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

(Slow) r--Constant 
C-7 

Structures ----------------
Eb-7 

r--- 3 --......, 
D-7 F-7 

t J r r 
Ab:subV7/I Imaj7 

(#11) .• E-7 A 7 •• ----,_. AbmaJ 7 

.....r1 L I 

" ' 

In this e""'mple, the first and second measures are almost identical: a melodic and 
harmonic sequence. The root motion pattern is up a minor third, then down a 
half-step. The E-7 acts as a pivot chord from non-ftmctional to functional harmony. 
It is the last of the constant structure minor 7th chords, and it becomes the related 
II•7 of A7(#11). 

As in the example above, most non-functional progressions involve a statement 
(measure 1), a repetition (meastlfl! 2), and then a variation of some kind (measure 3). 



Harmony A. 

Tunes with constant structure sections nearly always contain familiar ftmctional 
harmony as welL Constant structure passages usually end with root motion that is 

-. stepwise or down a perfect 5th. 

" Constant structure progressioDll are usually made up of major or minor seventh 
::1 chords. Other chord types, although possible, are often considered either too unstable 

or too bland for this lUnd of harmonic motion. 

_ Root motion can be either one consistent interval (all 3rds or all5ths), or a pattern of 
ti<."O 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 Eb: 

Ebmaj7 Gmaj7 C;naj7 Emaj7 

I 
I 

I 
~~.~~~b~r·~~~r'·~~~,;.~~~v·~~ 

.· 

. 
-,~ 

i- :_~
L---~ 

.f 

I 

I 

-

'-! .. 

1 

P..ma j 7 

,•,.; .__,___._. 

t.v.._---....,.--~~-~--~~--·-

' I J 

I r I 
Dbma-i7 Ebmaj 7 

I 
' ' 

' 
I I I 


