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Chapter 1 Harmony 4 1

DECEPTIVE RESOLUTIONS OF DOMINANT SEVENTH CHORDS

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

1. A dominant seventh which normally resolves to a specific diatonic chord goes
samewhere else,

b2

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

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

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

PRIMARY DOMINANTS (Review)

The primary dominant and its substitute (V1/I and subV7/T) resolve deceptively when
they go to any chord other than I. V7/1 resolves deceptively more often than any other
dominant 't'th.bﬂ and-. m&aﬂy_ goes to one of the foll_{cz&b*.%:)zg chords: [II-7. [I-7b)
17 N 17 17 7. o)y T
I/ ‘E"' Tmaj7, ,_bﬂmaj'ff,ﬁj, #‘[L___.‘

After 2 deceptive resolution of V7/1, the progression usually returns to I in a familiar
pattern of chords and root motion. The patterns have many variations, but the
following are typical: o

C:
G7 E-7 AT D-7 GT C
E705) AT0G® | D7 G7 C
ET A7 D7 C7 C
A7 D7 D-7 G7 c
Ebmaj7 Abmaj7 DPmaj7 C
Abmaj? Dbrmaj7 C
Dbmaj7 C
F-1 B C
F#.700) F-6 E-7 EbT D-7 GT c

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

G1 | E-7 EbT D7 Db | C
E7 E Ab7 Dby
E-7 A7 Ab7 Dby
A-7 Ab7 D-7 Db7
A-7 Ab7 Ab7 Dby
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SECONDARY DOMINANTS

Secondary dominants and their substitutes traditionally resolve down a perfect Sth or
down a half-step to the appropriate diafmmic chord. Any other resohation is
considered deceptive, even though deceptive resoltwions are not wusual, especially in
contemporary jazz and fusion music.

The following resolutions, then, are cansidered “normal”:

T _ = = = A
vin o o1 I subV7/ 1 11T
Y
van b7 sub V7/AII 1 III-7
S =
VIV | IVmaj7? subVT/IV | IVmaj7
P —_ = T
Viv. i vi7 subV7/V I V1
- — T T
VIVT VT stbVI/VT | VI
An indirect resolution is sof considered deceptive:
0 ,-"J - ‘
c: Vi1 VIV I VT L
! — A
IOAT D7 i D-7 G7 N
= ' |

Other exceptions to these "normal” resolution patterns will 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 v7/11 11-7

, Fmaj? D7~ >G-7 C7 -Fmai?
T‘T?r i | <> : - } E
WL \ = — v 1
-z ¥l I L i

L ' | hl <

(V7/11) bVImaj?

Fmaj7 D7» == = ==xDbmaj7/ c7 Fmaj7
s, 0 7 — T : i i
T = ey Y T T "
A ] ! - o Sl rap.d Y
- it | T
MR { i Fard
subV7/11 11-7
Fmaj7 Ab7-77 7 ~G-7 c7 Fmaj?
3_"\" ri B : : . 1[
a7 t - , zZ
iy : BT &4 =
I v el <«
 (subV7/11) _ °VImaj7
Fmaj7 Ab7————"3Dbmaj7 C7 Fmaj7?
Piil. v 1 i L I:r- I T
=54 ] oy ot = !
L &7 " | =
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Please note that arrows and dotted arrows show the acfmm/ resolution of the
dominant 7th (down a perfect 5th or down a half-step). and that parentheses only are
used to indicate deceptive resoiutions. :

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

F: VI ey
Fmaj?  G7  §.,7 c7 Fmaj?
e : — :
—F & i T 1 il
AR 4 Y] . = v =
1 reed = L= o
(VI/V) = =7 = ===
. - G-7 -
Fmaj7 = G7 - o Gb7 Feaj’
T N7
| Y20 R 24 . :
AN o] : : T
= 174 i =y oY | =]
L & = = re <~
-7 subV7/Y — — 777 T =~ | .
Fmaj7  Db7~ G-7 >C7 Fnai?
o, W — H : - :
LS — H> ra.a I
P : : —
1 i = (=4
(SUbY7 /U)o L
Fmaj7 Db7 Db-~7 Gh7 Fmaj7? =, =
h = 5 k= i : :
-’1 SL' f I‘ - 'la/" L ;
1T | ] e =
subV7/V . v = = = = _
F L4 - - bt -
maj7 Db7 D3_7______j~_97 Fmaj7
Foon. W I‘I < — ] i : I
7 nil T p‘g C:} ya T
P A T : -
L | i =

A complete analysis for the examples above would use the Roman nmmeral II-7 for
G-7 (the diafanic 1I-T), but not for DP-7. The technical term for DP-7 would be, “the
refated 11-1 of subV7T/L* but a bracket or dotted bracket is sufficient. The analyses
below are complete: ' -

11-7 ' V7/1
F: Imaj7 v7/\f/‘—\ Imaj7
- - _— :
Fmaj7 G7 ? 7 57 Fmaj?
' |
S5 e — % ;
511 . = —) i )
T—= = = L
11-7 subV7/1 -
Imaj?  (subV7/V — Ch7 = = = - = Imaj?
Fmaj7 Db7 o e *Fmaj7?
Vo W1 e I . T
s S B : : :
v : — ) .
) 1 | = " <7
Imaj? (subVMubV? /1 Imaj7
Fmaj7 Db7 Db-7 Gb7-~ 77T TFmaj7
g:[ L ;_,-. :gﬁf- : :
v = i s :
) I i Ve Ford
Im2j7 V7 /¥ — g;” Imaj7
Fmaj7 G7 e e - ——— - ) ™Cmaj’
o AF § t‘l_ - ;5,1 % M __]I
- 7 I1Z /1‘ L= — :ll
1 & hatl i =7
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Some deceptive resolutions are only slightly deceptive and very subtle. For example, a

secondary dominant may resolve to the correct roo

keyofBD, A7 is VI/III which normally resolves to III-7.

t, but the wrong chord Zpe. In the

U7/111 ITI-7 V7/11
Bbmaj7 a2/ G/ > -7 F7 Bbmaj7
FJ_;_L ’J ‘ =) : : . :
-, & z? = <= ; — '
L a il

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

required.
(VI/111) (V7/VD) PIlImaj?
Bbmai7 A7 D7~ -~ ->»Dbmaj’ Cr7 B7 Bbmaj7
T — : — — SR
. P rabl ! L L - __if_l—/ ]‘y L=
1
ROOT MOTION

In contemporary

resolutions of secondary dominants are, 1) up ahalf-step,

music, the most common forrms of root motion in deceptive =--
2) up a whole step, and

3) down a half-step. For example, V7/V may normally resolve to V either directly or

indirectly.
\]7/V/—\\>~
, Ebmaj? F7 E-7 Bb7
e I ) 1P 4 =] i sy |
T TR S X = . <=l -
T =
LA S [

The examples below show three commeon deceptive root motion patterns from VI/V.

Imaj7 (V7 /V) bIlImaj7
Ebmaj? F7 Gbmaj? Bmaj7 Emaj’
¢ 2 —— NI ‘ ! v
s =2 = S
LA & ] i I |
Imaj? (V7/V3} III-7
. Ebmaj’” F7 G-7 c7 F-7 Bb7
r‘!:L }7. — e I3 —P ;f.’_ : y] :
= - — i T
L4 T T g
Imaj7 (v7/v>  _ _ _ _ bpIImadi’
Ebmaj’ F7--"""~""-= *Emaj’ B-7 E7
Fam WY La L ) TV \. T
';}.‘bll?:i_l " }{]- Eqil’J P:‘ __1;

o
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MODULATION

A deceptive resolution sometimes results in a modulation. When this oceurs, 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 modulation
from F to AD, as well as several other deceptive resolutions of secondary dominants.
Root motion patterns are typical.

(V7/VI)
F: Imaj7 f-3 Ab: subv/I .
17 - ] (b13) Imaj?
}' _ Frmaj’ c7 E‘mg_]7 A? 4444444 4 Abmai7 Eb7 W
Er Vawd N e H T ; —— 7 + '
A — T — zz = - g
/ L i ] f 7 I
, sbmai? c7(°9) Dbmaj7 p-7¢03) 57009 yppay; pp (13D
Fom : ‘ 1"y _[f_ ‘ i‘. -
[oF Spnri =1 = NAF e ] 1 T 1 T T
oy < > — Ld ] T y o
'] A
\ Emaj7  Eb7 #9) Abmai?
I‘:AE‘I : l "‘]
M‘“ﬁ"l )l!L . ’ 3
I Cia 7

CHORD SCALES

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

In the preceding example, the A7 in the second meastre takes a chord scale for
VT/VI (Mixolydian b9, P13 or aitered), zo¢ Lydian b7 for subV7/I.

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

Although oceasional exceptions to this principle can be found. it is nearly always the
most effective way to treat deceptive resolutions. _
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CONTIGUQUS 1I V's -

)The 11 V pattern is sometimes used in ascending rather than descending motion.
When this occurs, functional analysis (Roman numerals in a key) is no longer
relevant. The chord progression is justified on the the basis of continuity and
repetition in the melody. harmony and root motion. This is known as

( "non-frmetional” analysis.

In the following example, the E-7 A7 pattemn is contiguous to (or "next to") the
F-7 BD7 pattern, but has no fimctional relationship to the other chords in the key of
EP, 1t is therefore called a contigmoas 11 V.

---Conciguous---~~---~-----s-"---=--ToT

i‘ -
{ 11-7 . V?/%\Ima]7
| E-7 a7 - F-7 ma ;7

Bb7 I Ebmaj7
— 5 L )
fom 5 o St . T I : T
P, Nl : L— ] : =
. : i VaJ i
:1_6‘_ 1 ey

A contigwous II V is usually a whole or half step away from another I V whichis |
analyzable in a key. In the preceding example, the E-7 was a half-step away from the i
F-7. In the following example, the A7 is a half step away from the Bb-7.

}-—Contiguous ——————————————————————————
11-7 y7/1 | Tmaj7
| E-7 A7 Bb-7 Eb7- | ™ Abmaj7
| S——— L -
™~ - f : r
e — = z T
o Z )P T o . = ’ ——r
4 q—x:?—- i i

A contig&ous II V may be interpolated in an otherwise functional progression. In
these cases, the dominant 7th chord frequently resolves in a normal way. In the
following_examples. the A-7 D7 pattemn is reharmonized with a contiguous :

I V (AR7 Db7) which does resolve to the nextI V.
(b5)
Fe #IV_st) V-6 ITI-7  V7/1I
B-7 Bb-6 ac7 Dy~ >G-7 c7 Frmaj7
s — — — — f
e ——> — = = =
T i = 7
(b5} :
#Iv-ZbS) V-6 subV7/¥ o = o _
B-7 Bb-6  A-7 Ab-7 Db G-7 M™C7 Fmaj7
|
Fan¥] ! : L : ! ‘ ‘
e E— — ; — T F — .
7z 7 ..;v ol Fard g] i o= .0
(b5)
V-t ) 1v-6 SUBVT /Y = == =~ = o _ .
B=7 Bb-6 Ab-7 Db7~ G-7 ACT Fmai7
R | ‘ -
3 T T H - L 1
o — o I A — 4{,‘5 — — ;
Z’:l’;‘IS < — ey :

)
i\
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- The next example invelves a series of ascending Il V's.
7 _( 3 T——Conciguous——-—-{
) oF I1-7 V7/1 [I1-7 v7/11
D-7 c7 | Eb-7 Ab7 | E-7 AT
[ | S —— ———————
¥ W T : i ‘
R [~ I A e [l e &Y i i Fa.l T
K y S W T L : T b T
el : O b l ;} fattd ‘i Yar)
11-7 V771 [maj7
D7 G7 =" TCnmaj7
Yo Wi : J‘ T
o Ty ] I .
e — -5 —
l L=
The final example combines contiguous II V's with modulation and deceptive
resolution.
j-Contiguous-1 gy, 171-7 v7/1 Ipaj7
E-7 A7 F-7 37— > Zbmaj’ 2la
| — i ——— -
! |
Y - : ’ ‘ Eo— )
Y A o 0P " ¥ + T T — . |
. rd I 4 1 ! e e T ) = |
! [ I pary
T-C’éntlguous-——--[ i-—Contiguous-“T
v-7 (bBVII7) ‘ ob: I1I-7 v7/1
| Ab-7 Db7 | | D=7 G7 | . +2 Ep-7 ARTTTT TN
o r— — : : :
. ra :‘ 7 o e =4 - z2
" I —— = -
J e lmaj7 f::?’_ 5557 g;/I/'—-\I-
Dbmaj7 . o c-
T s oY = : ! :
7 AT 1 v oo JVr/f-/ A oz :
" ;7 i g
b
: - o '_; 4o - -
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ON_DOMIN ORDS

The word "dominant™ in harmonic theory can refer either to a Zype of chord or to the
function of achord. C7 is a dominant 7th {(chord type), and as V7 in the key of F, it
also has dominant fimetion. ~ As 17 in blues in C, however, it has Zfonic bloes
fumction. 111s therefore a special function dominant seventh.

A dominant seventh szz& dominant fmction normally resolves directly or indirectly
to another chord whose root is down a perfect 5th (arrow) or down a half step (dotted
aIToW),

X "
Direct Resolution: { A-7 APT | G-7 C7 | Fmaj7 ||

—— | S|

-

N TN
| A7 D7 1 G7 Gb7i Fmaj7 1|

pap————

/_N’--‘_l
Indirect Resolution: | D-7 D7 | Db-7 GB7 | Fmaj7 |

- ‘A/—N
| D.7 DP71 G7_C7 | Fmaj7 1|

Substitute dominant fimetion is a kind of dominant function, and is not considered
“special®. -

A chord with dominant function may also resolve deceptively without changing its
functional analysis.

F: (VIIVD Vv subVT/1
Tz = -7 T
Gb7 | Fmaj7 |

| Fmaj7 A7 | Bbmaj? 6T 1G7

I7_and IV

Specialfimction dominants, on the other hand, are not deceptive resolutions. I7 in
the bimes sounds like the tonic chord, and IV7 sounds like the subdominant chord.

17: Tonic bloes function
IV7: Subdeminant bloes function

VT is also diatonic to melodic minor, and has subdominant function in that context
as well.

Melodic minor: FV? -
x'r 7 - x
AT . r L rr 1 =t Fram
L Wi T Far, = L e
gl » ral it (e
P ~ A ’ -

et e el



Chapter 3 B Harmony 4 9

The {ollowing examples use 17 and IVT: N

17 v7 17
F7 o7 7

Natural minor: Py117
: .
4 b—gr -
i’IV"\ i lﬂ b Fruptd
B W . 195 A
Sl oy Fa.d L
i - <

W17 normatly resolves to L and is closely related to the IV- chord in natural minor.

Ij‘worexmnple, if the root of PVTI7 is placed below [V-6, the resulting structure becomes
I7.

. Tyt byr17
C mlno:: Fog g7 ¢(9)
@ a7 s .4
] rir e WiFw
Fap) Ll
" =

Since IV- (or IV-6 or IV-T) is the subdominant chord in natural miner, other chords
closely related to it have subdaminant minar fimection. Therefare, when either [V-
or D117 resolves to L, it is called a subdominant minor cadence.
bVII7: Subdominant minor function. o
IV-7 and DVII7 are frequently used together in a subdominant minor pattern.
SDM SDM*

8 V-7 vz -
1C- {F7 Bb? I1C 1|

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

~ 11-709) and WWimaj7
II_7(b3) DVImaj7

Natural minor:D—?ch) Abmai’ -

I i)
:1[7 L
" 57 g .4 T =~
et A 4 T yar = .
= [

{I-7¢(b3) has the same chord tones as IV-6;
B%/Imaj7 can be seen as an extension of [V-7.

| r1-7%7 1ves Pytmaj7  TV-7
C minor: D_7(b3) F-6 %bmaj7 ez
.. — b3 e ;
r—rtfr -2 s i s :
O = -

These chords all have the common tone D6 (AD in the key of C minor), and all are
subdominant minor. Only BV117, however, is a special function dominant Tth.

C minor:
SDM SDM SDM SDM SDM
TV- by117 11-7¢P3) 1y-y ®YImaj7
f Ly e,
. 7o A o)
) o DR 0 In 1. T Lr T 0
= 2z = e
-~ i g

The process of mudzlmm allows d.iét.onic minor key chords to be used in
the parallel major key (see Harmony 2). Subdominant minor chords are often used
this way, especially in strong cadential patterns such as the one below.

Imaj? v7/IV IVmaj?
Cmaj7 G-7. .C'7 S Fma i/
|
ﬂ i ! !
A t — T ' r ‘
= = 1 : e 4 = < T :
P B ; ——
SDM « v ’
.. SDM
v-7 VIL7 Imaj7
F-7 Bb7 Cmaj7
; : : :
] J 1
Faid T 5 T

(Please note that the C7 above falls on a weak beat and fimctions as V/IV, notas a
tonic blues chord). '
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byy7:
17 is usually analyzed as subV7/V, wit@;_s_grbsﬁtute dominant ftmction.
sub VIV

it S
| Cmaj7 A-7 1APT - G7! Cmaj7 ||
The same chord, howevef, has a reasonably common resolution to I of the key,
creating a special fumction cadence: 17 tol.

Imaj7?
Cmaj7

i
Al

The W17 chord is originally derived from chromatic harmony of the 19th centumy.
Chromatic passing tones used between familiar voicings created fresh new melodic
and harmonic soncrities such as the augmented 6th chords. The simpie voicings
below show a familiar pattern. _ N

EN

s F/a C/G
Y] "= —— !
& 3 6 4 !
|
e Lo 2 ‘
\' Bl il e T
A M
,. .
6 )
3 &

In this example, traditional figured bass indications appear below the bass notes,
showing the intervals between the bottom and upper voices. For an 18th ar 19th
century harpsichordist, the bass notes and figures were "chard symbols,” sufficient to
indicate this cadence fram IV to I in € major.

Below, chramatic passing tones are added in the top and bottom voices creating an
augmented 6th. The resulting voicing was called an Italian augmented 6th chord,

“which, spelled enharmonically, equals an Ab7 oszVI'I in the key of C.

. 1V b

—t

V17 I
ll). F/a C/G 2) F/A Ab7 C/G
e = T~
= o .F v Hj!a
T == —— -
augb

- - b - b

LW Lot Coll o Var .4 — I

I A T  — —

- \

LA
J

Lo Oy ]
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In contemporary practice PVI7 can resolve to 1 in either root position or second
inversion, but it must resolve to I. The same chord resolving elsewhere is analyzed as
subV7/V, as usual.

The fobt of W17 is the scale degree (D6) which all subdominant minor chords have in
common. DVI7 is therefore closely related to the IV- chard, although not diatonic to a
minor key. Since the b7th of the chord is not in natural minor, A7 has  altered

subdominant miner fimetion.

C Natural minor: b VI7
—~F- ‘o
} L, - 7 b‘f*‘ i 1 b= b
X = :J’{) L= : Ui ‘{5’
== 22
i

oz

7 is similar to BVIT in several ways. It shares the same tritone, and is normally
analyzed as VI/V, with secondary dominant function. The chord is analyzed as H7
primarily when it resolves directly to [, and this resolution involves chramatic motion _.
from #4 to 5 of the key (comparable to the augmented 6th passing tone in Vi) -

L ®y17 2 117
i F/a Ab7 C/G F/A D7/A C/G
T : z e = : : = 4
/ - 5 —lo—s___,—rl—A = i
; I (no i
root) |
-. b - - i
¥ o = - - = = <z :
. l 1
=z I ‘

17 is even moare closely related to #IV-7(P5) which, although not a dominant 7th,
contains the same tritone, almost the same chord tones, and often uses the same
resolttion pattern to I over its 5th.

VI- #IV-7{(03) = 1 VI- 117 I
10) A- A=7/G F§-7(b5) C/G 2) A- A-7/G D7/F# c/G
i |
tr—% — % zz
% > & = < = =2
o ——_—. vy - IE;%;
= : === =
I
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 Like #Tv-7(5) a first inversion of II7 can also resolve with bass motion chromatically
down to IV or IV-.

- 117 v I
A- A-7/G D7/F# FO C/E

The following resolution patterns, then, are available for HI7:

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

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

i .
7
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If the same chord resolves in some other way, it is analyzed as VI/V.

66|r|0%1 |nv
1 3
2 il
el
nEe
H o~ L4
= e [UR— i W
N
oo \\rnv%il ilu
™
5
49 f ;,Ti RN
} | |
[
| N
. '}
—vll
AT L
>D, Lnf_mvll me
bl B L itk
=\
~
e~ 1
it g
pasi T
Bl
<N NN
~ 1]
o.clr TJ TR
° 8 R
~ 8 LN
v ~iE ]
e
L

ENOH

m

_Aa_

T -

Bt

L 4

|7
'l
' ]
L

rd

Ray or

o D-7 o7 (1)

I
HO)

Iz7
b7

2
e~
2 MR ﬁ
b
[
~
8 TN
NG A%
ph
L TS #r;
;
[TW] } hmu
-~ ™ N

nired
-

THR- g9l
.l

!L_Mmr diI
A dli
AR |

-

Cmaj7

B et
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7 is related to IV major and ¥IV-7(b9) by both common tones and resohution

patterns. Although nen-diatonic, it is in the major key subd

ominant area and has

altered smhdominant major function. The triadic form of II major is also used,
especially as a substitute for #Iv-7 (09)with P13 in the melody (a difficult note to voice).

513
21v-7%7
. T (b13)  1a
1) Key of F: (25 ) V-5 gy B-7/C 11 Iv-6
D-7 p-1/C B-7 Bb-6 D-7 l } G/B  Bb-6
' } !
= e e 1
W — S—— " t—— T : ‘
= 1 Ford L I !
/ ~— f’ Pf’ —e— & d
o St = = = &2 ‘
. B . ra. Er 5 = = o e
4 1 i T ! T I
Vviiz7- | =i,
The dominant chord en VII is usually analyzed as V7/IIl, with secondary dominant
function,.
V7/I1I
b9 - b9 b9
C: . ( III-7 (~- ) (b )
Fp-q (83 37 bl3 E~7 VAL D-7 c7'PH3 Cmaj7
o ———— S —
4 1 I f ! ! .
= = e 5 : ;
F S w; rap. f[‘g r}-g 4.F 2= L ;r = >t
] | v ]i i3 Ex
T £ > =7 =X ma—— Pz
1 g i ’ 1 1 = ravd
y i v 1 e T 1 Lt
p i L= g )
A S +

B 1 e e BT T
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When this chord resolives to [ from a weak beat of short duration. it is sometimes
simpiyv a deceptive resolution of Vi/IIL

; (V7/11L) -
K (b9 > Inai? (bS )
p N
- pp-7(03)  gy\b13 Cpaj?  Fmai D) pog g7wl3 Crmai?
SN — | | S
A i | |
p T ;l T T 1
v urad < =i = ! L
[ . X = Oy L= ; T T =
Nt =1 [ Ml Ty = o R =
p L fr,rc? L Faty i I V.‘-ij‘_ _g_
P 4 s 2 P 4
I L | = T ]
Y ad | 1 T | e
PANR 1 Ty ] T T 1 ra
rad 1L el 1 | r ) I
7 —F iR

However. when the chord has a more prominent harmonic
directly to L, it is analyzed with special function as VII7.

rhythm and resoives

VII?
Cmaj7 ?‘) B7 Cmaj7
9 , ! o]
v T Ty ————
L : e N Ll
P o #:’f ;V e L T —
, ﬁ( %C? 4(
- ' —
V¥ 3 {7‘ - 7 = <z
£ 71 T :
A T a7 Y — =
] e i T =
| Z

simply czdepfial

Since VII7 is not associated with any particular area within the key, its framction is

The primary difference between VU7 and VT/HI is that VIIT normally takes tensions
and 913,

;Qand

+ et

B'13. while VI/II takes 29
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SUMMARY OF SPECIAL FUNCTION DOMINANT SEVENTH CHORDS
Special Special Functi nalysis with
Cherd  Function Chord Scale Dominant on
17 Tonic Blues Blues, Mixolydian, VIV
Lydian b7
|\ Subdominant Blues, Mixolydian, subV/1l1
Blues or Lydian o7
Subdominant
_ Melodic minor
B1I7  Subdominant Lydian b7 in Major subV7/V1
minor Mixolydian in minor
17 Altered Lydian b7 subVI/V
Sabdominant
minor
7 Altered Mixolydian or Vv
Subdominant possibly Lydian b7
Major
VII7  Cadential Lydian b7 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 tonic mode or scale. The modal name for owr majar scale, for example, is
"Tonian”, 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 MODES

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

C NATURAL MINGCR

o
U

9 I- TI° bI:I v V- VI VII
A . L \“{,1 s34 T -_,‘:r,’
iF AV }1(1 Lﬁ'a % V'-?h 1’757]7 ;I—h}
A A T ) Wil o =Y Fab = v
Y e 7 e
-7 17-7%03) TIimaj7  IV-7 v-7 Pyinaj7 Y117
4 I &3 L2 1
![\f't _;Ln Lt i-\ r'fﬁ Lr’\;*-& PQ% ; =
LS ey o i .4 ¥ Lo B A = L B a4 .
[ s il 4 = a4 Ll ¥
I rod 7
C HARMONIC MIN ’
lILOR& N . * A new diatonic chord
, - 1 dr11+ 1v- v vl VII®
A I I T ULl f g
[ 1S T LI 1 Ty MFad = Ny
| ¥ W A P e I = 5% o &4 wt oy i Lr ot B
LA A I 7T = T
- S
] *
I-(maj7) 11-7¢P) Pritmaj7¥3) 1y-7 v7{®®) Oyrgayz. yIres
4 i (b-o- L &2 =
1 Foy= L L e B Ty
[ ALY T T e L | SR T I i Ty
A L of v N rﬂﬂ ey L2 4‘5 =
TTX o LN 7 T e ¥
) :ﬁ_ rog ¥ i ]
Harmonic minor
II v
C MELODIC MINOR (ascending) : .. .
pry _ - - * A new diateonic chord
I- II- bIII+ v v VI°© VII®
g Lo =
F i - 4 3 YA P
Y Le o Ly 1y L iy
7 Se—— 7 A 194 B "y -
e 5 il .4 TR >t = r &
=z = rad A ’
. : b #5) oo e
I-(maj7) I-6 I1-7  PITImaj7 V7 v7 y1-7(P3)  yII-7%
1 o |2 e
T B t oy 2 s e By - -1
U L e Ny R Prer=y L | T o et Ry :J o
= TEL e I T P TRy i el 1) 1
Pl ¥ rog = -

P
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Punctional classifications are not absolutely clear cut in minor, but they are still
hased on the Tonic (I), Subdominant (IV), and Dominant (V) chords. [ minor and
DI major chords are Tonic. V7 and VII®T chords are Dominant. IV, IL %I and

chords are all Subdominant. Harmenic cadences in minor keys are based on
motion from Subdominant and/or Dominant chords to Tonic.

~—Line Cliche'

J e
(Toaiclns)
I- I-(maj?) I-7 - (55)
L F- _ F-(mai?)/E ___F-7/Eb _D-7
GHTr = Tz Tatry b :
a7 — — — . 1
: ' . Harmonic minor II v—
SDM EI- {b5) _V7(b9)
Yimaj7 12bs) NSNS
. Dbmaj7 :
P ] il | LY : 1|
e e o 8 .t : Z :
-~ 174 :I I =t
SDM L SDM -,
I- N7/ V-7 Y117 1-6 »
. B F7 =3 Bb-7 =b7 F-f o ——
Peoain, SOF I PPN 4 1 s i ' 1 = ; ‘/;
L v L : : Far - 1
T T — !
— b l[ L=t L L L
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OTHER MINOR MODES

Any mode containing 2 minor 3rd above the tonic is considered minar. Although
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, frequently found in contemporary Western harmonic

- practice.

The modal gmality of any of the less familiar modes is determined by a characlerzsiic
pofe: the note in the scale which makes it different from natural minor (or different
from fonian for 2 major mode).

Dorian: The characteristic note of the Deorian mode is L'!S.

C Natural wminor C Dorian
4 _ .
= - 7 Y Fo = FaP i
T I % [ 8 Tl L —x Lo |7 =l )
Sl .y o — Ll 1 M Far.d = N7 ]
/T - &Y —e - 7 Py
. q

The Daorian mode is Jike a natural minor scale with a raised 6th. It can be formd on
the white keys of a keyboard by startingon D. _ "

D Dorizan D Natural minor

/ o — : = ,

(A" <3 Lr = . o Faw.d ~— i

T = L ol ey L P :

Ly — =7 = T — ravd ot 1
) ra4 L4 ravd T

The accidentals for C Dorian come from BY 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 h 6, most diatonic
chords which contain that note are called chsrscfersstic chards .

It is important to remember that we are not using "Darian® as the name for a II-7
chord scale here; we are referring to a Zowic mode. Listed below are the diatanic
triads and seventh chords in the gy of C Dorian.

T c . ¢ A .
I~ II- III IV V- vVi® VII
Io 1 S LCJ n';‘:
= — — T——5%
ALY ral Tl Fa.d hal
TV as o
c C/a A c
. b . _
1-7 11-7. IIImaj7  IV7 -7 vi-7¢P3) Byrigaj7
0 i -~ L2
A L oy a H-E‘Z’ ?:‘:“! 1P rar.d Ig_
2 e r2a 2 o r
PR == P 1%
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"T* means famie. The letter "C" denotes a charactaristic cbard, and "A" means

 an avord chard. "C/A" denotes a chord that contains the characteristic note;, buat is
only sometimes modal sounding.

Unlike 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 chords establish the modal flavar, and a resolution from a
characteristic chord to I is a modal cadence.

The diminished triad and the minor 7 ®) chord are avoided in modal cherd
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 progressicn establishes the sound of C Dorian effectively.
C - C
C Dorian I—(O) I1-7 - PYIImaj7 I-
c-- D-7 Bomaj’? C-
il ' .
i 2 =——=
i = Yo} <
J Y= | o7 } =
: 1
|
) ~r E - [ | 2
b = = :
'1 : |§ . [.f,—" ! Far.l

The Wilmaj7 was introduced in Harmony 2 as a non-diatonic cadential chord,

tly used in modal interchange to the parallel major key. The chord can now
be derived from the Darian mode. However, when it is used in a man-zoda/ major
key progression, it is considered subdominant (related to the IV chord).

SD SD

F major  Imaj7  VI-7 TVmaj?  °viImazj7  Imaj’
Fmaj7 L-7 BQmaj? Ebmaj’? Fma j7
Voon W =1 T ‘r . )
¥y i1 [ L=l ) ! - —
e = = : :

The next progression fails to establish C Darian, even though it is "technically”

correct. o _ 5 C C/A L
C Dorian? I-7 VIiIimaj7 iv7 I-7
c-7 Bbmaj7 77 c-7
1 | !
bt = I o e
Lom—" 4 = =
¢ = =
2 k= -y &2
F S y_ 1 —
(N N TP 4 - I
I Ll P o ; L
- z__¥ 1 by
- " . =

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 tanic
on Bbinstead 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 Darian pattern, if the relative

X major sound is avoided. C/A . _
+ C Dorian I- V- I- Iv7 I-
R b b C_(9) G- C_(9) F7 C_(9)
’Iﬂ I'lﬁ l ‘I‘ h T 1 T I " T ! T
FA W A . — = _'___'_ll'ﬁi  —— yaed
72 R TR »2T b ’m-g-——-——q‘ — 2
5 = = L s g — =
| | | v =T
<2 -3 e o - ——
e = — .
7wt 7 T T i ] T 1
L v ! I R ¥ - T

L i
The use of a tonic triad instead of a seventh chord increases the stability of the mode.

Key Signatures:

Normal major and miner key signatures are used throughout this book, bat modal
key signafures are also Eossible. A modal key signature is the same as its relative
majar key signature (BP Major for C Darian). To aveid confusion, the name of the
mode (egz "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 b2.

C Natural minor C Phrygian

4 ,

A Y : -1

L s =Y Fa ! 1 o Fav.d
AN L <7, L Y L PN I AN

i T 3 LT - b | ! S rari e ¥

o O Y o= T v

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 Phrygian E Natural minor
i
A = 07 1
Ay pro= ravs = 1 -
- e e —
- = Y L= — —— = o —
P M, =

E The accidentals for C Phyrgian come from AD major, its relative major. The relative
major of E Phyrgian is C major (a major 3rd below).

Lot
.

et

R et pn el e,
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Listed below are the diatonic triads and seventh chords in C Phrygian, with the

Harmony 4

tonic chord, characteristic chords (containing b9y, and avoid chords indicated.

T _ .C : EN e
- TP i Tv- ye byt VII-
i 1 .y
mﬁ ; ; 7 :.—[3-,:. e A=
(& . —— 17 D2 e = iy o S
St =5 | ey Fard =
- =
B ¢ b 5 (bsy b b
1-7 [Imaj7  ~1II7 V-7 V-7 Vimaj?
1 ' L?} L Ig ;'
T = -3 1 1 L n_“
o= v e 3 i 2 =
N P oy e =y y oF
P 7 < v .

The DIT7 in Phrygian is avoided because it almost inevitably implies the relative

major key.

Intended sound

in C Phrygian: III7 I-7 brir7  Iv-7 byr1-7 ®1117 PVimaj?
Actual sound
in Ab major:(V7/I) III-7 (V7/1) VI-7 I1-7 v7/1 . 1
b7 C-7 Eb7 F-7 Bb-7 Eb77 ™Ab
G0 e = e
> } = ; ra.d

1

The following progressions establish the Phrygian mode effectively. (Key signatures
are for the normal miner key, as ustal). )

C
" F Phrygian: 1I- I-7 Iv-7 bIImaj? I-
F- £-7 Bb-7 Gbmai7 F-
Yo — : :
s . ; e T - :
b B¢
G Phrygian: I~ I-7 Vimaj? IV-7 IImaj? I-
G- G-7/F Ebmaj7 <C-7 _Abmaj’ G-
g = —= . f . Y T
=T b/ - ED = J fJ e S — Eni- - :
; , 2
. G SR
a-Phrygian:I-7 VIiIi-7 I-7 VII-7 “1Imaj7? I-7
} A-7 G-7 A-7 G-7 Bbmaj? A-7
P W] = T T T T T
|~ S A A : p— T !
— Th,’.. ras =y St —
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bﬂmaj'? was introduced in Harmony 2 as a non-diatonic cadential chord. It can now
be derived from the Phrygian mode. However, it is frequently used in zosmoda/
majar or minor key progressions. In these sﬁuaﬁaggbtihmuﬂ7 is considered a
subdominant minor chord, related to the IV- and I-7 chords in natural minor.
It does contain scale degree D6, common to all subdominant minor chords.

=
i

1
i

- SDM SDM . SDM
C minor: IV~ II—F(DS) bIImaj?
X t ‘
=z T =——x=2r
/ 7 vy - < 26
B
. o soi _SDM
) JTT
T I- Vi/1T  “Ilimaj? Wz;,ib’ YImaj7 ®Ilmaj7
F- C7/E Abmaj7/Eb D7 A=~ s Dbmaj’/ ] Gomaji7
i‘\’dJ\ﬁf 't l " : } ' 1i- ; !
Y AR G . = 3 7. T i !
| |
“ \
i
L‘- Ford L'o . r H
o e > Fm gq = :
i Iy SR W) ; T ! - — : = = 31
1 = g : ! ; L v L
- .DSDM bSDM
I1-7 VI6 V7 ITmaj7 Tmaj7
G-7 Db c7 Goma]j7 Frmai?
o, E 1 1 ' !
Al 7 1 H f I T
35 o = T = :
a1 L = e rev. = ; ran s
T 2 T = : i
T — T T 3 - Ty ) L
N r/ | ¥ [y
wed
i -
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AFOLIAN: The Aeoclian mode is identical to the natural minor scale, and therefore
does not have an unusual modal quality. Most minor key harmony, however, draws
on natural, harmonic and possibly melodic minor chords, as well as secondary and
substitute secondary dominants. When a piece of music is composed exc/asively of
Aeolian chords and cadences, it does have a "modal” sound.

The characteristic note of the Aeolian mode is bg. 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

major). -
A Aeolian = & Natural aminer
/1 e 3 o2 =
i = Fard -
PAY N Y Fair s =
| W] L —
S X
] 7

Listed below are the diatonic triads and seventh chords in C Aeoclian, with the tonic,
characteristicmand avoid chords indicateéi.

C
I- rre Prir fv- v- By Py
Iga t 155' L 2 e ijfg;; i:‘% )
i!' L ! “8 "ZE_: ')g i":_z:l L ,'3\-—“
e o 7 F
N e . ) . .
I-7 11-7¢P%7  P11imaj7 Iv-7 V-7 byIimaj7  Bvirz
g \ - L bz
P 27 rd i =5 o =
1. W LA 2 Lr IV T r L res I Wi 7 =
L A e LT Yy L L
RS = o e
The following progressions establish the Aeolian mode effectively.
e om0 C
i X c c
D Aeclian: I- V-7 bVImajV 1- I1-7 bVImaj? v-7
D- A-7 Bbma3i? D7 D-7/C Bbmaji/ G-7
| }
B ¥ T T — ;
T . ] = [ revy :
.4 v I17 a4 — 1 — = S
A b C,
I- V1L Vimaj7 I-
D- ¢t 3bmaj7 D- /-
| '
b, © pe
G Aeclian: I S I-7 Vimaj7 VIL7
G- G-7/F Ebmaj’? F7
s "u..% 1 1 E $ T
v + 1 I :
X L= . - - Cade
- C bC
I- V-7 VI1i7
G- v/, Cc-7 F7
' 1 i / r I 13
G = = =
v S- 1 5- pan =
I-
G- G -
oF; =]
s — v =
_ -'\_.__—-_-—____—__/ _
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MAJOR MODES

Any mode containing a major 3rd above the tonic i considered major. (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 Ionian, Lydian and Mixolydian. 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 (Ionian).

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

p C major C Lydian
71“ <3 Faw.d : e L7 .
[ A ey yawd —r == yard L
Lj_ = = 7 Ll : — ()‘2%;;

The Lydian mode is like a major scale with a raised 4th. It can be fomd on the white

keys of a keyboard by startingon F. -

F Lydian F major

7ﬂ - =7 <~ :‘ — — = —y A .
o o —

) #% -

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. '

T C A C
1 It I11-  #IV° v VI- )LII—
_g_ = = ret—
rev 4 i rastd THSS
S—=—=5 - — = = =
S —Z o & uti
T C/a A (h5) C/A C
Imaj7 117 I11-7 $iv-7 Vmaj’ vi-7 VI1-7.

e — e o i 7 =

= s Pre7 o = = -

~7 = RN dl

The 117 (C/A) is similar to V7 in Dorian in that it may imply the relative major key.

C Lydian? Imaj? 117 Vmaj? Imaj7
0 Cmaj? D7 Gmaji? Cmaj?
i L .
A" WA ey
[ R -y Y™ 7
ord > 2
T{ ¥
y A yar.i yans

In the example above, D7 to Gmaj7 sounds like V7 to Imaj7 in G, and Crmaj7 sounds

like WmajT.
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The Vmaj7 ((7A) may sound like [ in the relative major, even if it is not preceded by

7.
C Lydian? Imaj? Vmaj?7 Imai?

Cmaj? Gmaj7 Cmaj?
9 - f T
A .4 ] t T
T A 7 t 37 o o= -

2 Vo di L
Y] j{ 1)' { -.,_ 1 1
[ ", — - —+ = .
=¥ ——

T 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 fimction dominant 7th. In the Lydian mode,

the II major tiad is usually more effective.

rhythm is carefully controlled. and the I chord emphasized.

Vmaj7 can be used if the harmonic

S

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

signatures are wsed).

C C
Bb Lvdian: Imaj7 II Imaj?7 VII-7 Imaj7 IT
Bbmai?7 C Bbmai7 A-7 Bbmai7 c
4 R A = — A — — A_
e L oW1 % — - : 1 1 : s ] T z
i —‘_ y o— I L me-ma. - 7 l. f o va—
Qﬁ:@z:g_: x e T e —— =
. ! : . i
Ty - T : f 7
17{] ;’ ‘L "= .l -‘.’—J' [}[ " ¥ =
- s .
1 w/a .
* Imaj7 Vmai7 I Imaj7
n Bbmaj7 _ Fmaj7a Bbmaj7
A Tl . 1 L »
A¥ . V) & . T L T ,r
S5S CB e
- :3: ‘ e
. {
T Za T
el - s
c C :
D Lydian: Imaj7 VII-7 I11-7 VI-7 I VIiI-7 I
==IS2ER Dma3? Ch-7 Ff-7 B-7 SAC R Y 5
) % ' | [
Pdt T = =1 r Al ™1 &.
LT =i o
I s e i 308 ~ v r =
4 ] { ' |
S r— ? . ! 1 = T =
L AR~ bt Fard i T 1 Ll Farrd =
P A" ; ! ; L= -
i [=4 1
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MIXOLYDIAN The characteristic note of the Mixolydian mode is 7.

. C major C Mixolydian
¥ T
é‘:’ pa 4 e —— = — ; = =¥ v i =
- : = by
The Mixolydian mode is like a major scale with a lowered 7th. It can be found on the
white keys of a keyboard by starting on G.
G Mixolydian G majer
_Li = Fad & < } yord <A o :;5' < -
e e !
i

v

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

Listed below are the diatonic triads and seventh chords in € Mixolydian, with the 7=
to;xic_, characteristic and avoid chards indicated.

T A C bc
. I1i- 1I1° IV V- vI- Pyl
! T ya ‘-/-F:
fo— = G z =5 T
oy Tty rabd ::’? Fard el
j A pard
T 8 c c
17 11-7 111-723)  tvymaj7z V-7 VI-7 Sy T1maj7
o 3 Fard q
- Po—tx— yor —b iy = oy —k}:
BRI e Fars ¥ iy Fard %4 Far =
L 4 L= 4 o & Fabd =
i

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 “modail® [ chord in the presence of a Mixolydian cadence.  The I majar
triad and the I7(5554) are often used as Mixolydian tonic chords, since the [7 could, in
some cases, imply the relative major. ) '

C Mixolydian?

17 IVmaj? 17
C7 Fmaj7y c7
P, W T
|~ A C —y r rord
[j t
7

The progression above really sounds like V7, Imaj7, V7 in the key of F because the
sounid of dominant cadence is so familiar,
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The following progressions estabiish the Mixolydisih mode effectively.

\ T Mixolydian:
- {sus4) c {susé) C
IY(sus&) bVIImaj?. 17(sus~’+) V-7 L
F7 Ebmaj7 F7 c-7 . F
1",_1_ r — ; a ;
Ee— L = =
/ e 4 e — = = =
Vi N
il yor.a l
= g b.‘g— 7 -0
bC C b C
Ebh M_j_xo]_ydj_an: L VIIQ) vi-7 V-7 I (9) I11-7 VIIIIlaJ7 I (9)
E Db c-7 Bb-7 Eb F-7 Dbmaj7 Eb
y z | | _ ,
: fk%‘% " 4 ; — j; — g — =
v— L=t :{J T I.”’{ » - #’7.‘——'——‘!
4 + = o i ¥ ) H
1?
, | ) :
| S 1 —T H : ' —= t v
SR —— = —F T —— -
Y T L 1 - L T N T T T
M | B ] 1 T

T

AVAILABLE TENSIONS

Both V-7 and BVIlmaj7 are familiar chords from the Darian mode, but are cansidered
: Mixolydian cadential chords when resoiving to I maar.

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.

In the E Phrygian mode, however, the note F# is

. would be a D, which is not available on a minor 7th

—

}
A
A

T

=y
=

]
L

i

b3 5

chord takes tension 11 anly.

.:r_‘l".'*b""
o7

9 11

not diatonic. F h is diatonic, but
chord. Therefore, a Phrygian I-7



!

- Chapter 4 Harmony 4 0

The characteristic notes of all three minor modes (Derian, Phrygian and Aeolian) are

o avoid notes on their I chords. We will make an exception for the Dorian mode here,

% but other modal voicing techniques must wait for "Advanced Modal Harmony”. The
' modes are established harmonically with modal cadences.

To voice a '3‘1 8, or tension 13, on the Do'rian.ﬂl-'l, use an gpper sbrocture tiad .

13 A
11 (13)
/ \g = D‘? 1}.

I ]

]

jwe]
i
i~

i

Y
g

e
Wix

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 majar triad a perfect fourth higher.

The chord symbols for upper structure triads can be called campoand  chard

Acompoundcbordsymbolwithammllimr, like the ones above,
indicates a chord over a chord - two chards played simuitaneously. A compound
chord symbol with a disgona/ line , like the ones below, indicates a chord over a
single bass note.

LA

r E-/D = E-7 (3rd inversion) G/D = G (2nd inversion)

i . —
L= ]
L =
rd
g .
3 A chord over a single bass note may represent an inversion, as above, or a hybrid

veicing 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 P7 is a chord tone on 17, and the Lydian's #4 becomes tension
#11 on | major in any form. Tension #11 is frequently a member of an upper
structure triad.

o - Cc\
C (triad)

e
a

ol

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

B T T
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MODAL INTERCHANGE

We have already examined the use of subdominant chords from natural minor in the
parallel major key. This process, called modal interchange, accomnts for several very
common cadential patterns. - ol

F
SDM

Imaj7 VIV [Vmaj? V-6 Imaj7
Pl
Fmaj7 F7 | Bbmaj7 Bb6 | Fmaj7 1|

SDM SDM
Imaj7 V¥V IV-T W7  Imaj7

N
Fmaj? F7 | BB7 EDPT | Fmaj71!

SDM _SDM
07 VUD Wimaj? MYMimaj7  Imaj?

G7 C7 1 Dbmaj7 Gbmaj7 | Fmaj7 ||
| SOV .

The wse of the harmonic minor [I V in the parallel major key is another cominon
form of modal interchange.

F:
. Imaj7 sbVII I-70GD VT Imaj?

-

Fmai7 APT 1 G705 CI®D| Fraj7i !
| SR |

Modalmterdnange,thmisaprocessmvo}vmgthemeofchmﬁsﬁomonemodem
the harmonic context of another parallel mode. It can also be described as
barrowing a chord from a different mode on the same tonal center. The borrowed

chord suggests the scxmd of its own mode without actually modulating to that mode.

Theomﬁcaﬂy,anychordfmmanymodeisapotmﬁalmndalmtemhange(bmm
However,smnedmrdsammedmbﬂmumﬁequenﬂythanothers,andsomeahmst
never occtr in other modes.

We may begin by listing the possible chards 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 (iriads, although not listed, are of course availabie
instead of seventh chords). _




g
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SCALES FOR POSSIBLE I CHORDS
Chord Modal Sources
Imaj7 777 lonian, Lydian
I6 Ionian, Lydian
[-7 Aeolian, Dorian, Phrygian
16 ~ Melodic, Dorian -
I{majT) Harmonie, Melodic
I7 or T7¢susd) Mixolydian, Blues
These are all frequently used MI chords. Some progressions are actually based an a
series of different ¥ chords.
Imaj7 (loaian) 17E§E§2§ (Mixolydizn)
Dmaj7 D7
‘s | —1 N N S
- : " - T ‘ : :
e e ia C— e : - ¥
3 & L —— -
|
!
i
K G ' mﬂ?,_
T = - .
. 1;(_5{] b g -
=z T B e
1elill) (Lydian)’
Imaj7 (lonian) E
Dmaj7? D (triad)
)y — r
F G 40" : 1
R — = ==
—— =5
L (Fre -l
i z e i
4 Lol I ——
r
(Ionian} {Lydian)
Imaj7 i-7 A- G
Fmaj? (lonian) F-7 (Aeolian) T T
] L | - - :
o -—'—o——fj . 1 ;
: ———e 2 s
‘—— hat | !
: :
"(Ionian) '
c_ G- <
' F- F-7 F
=
' R — .
~—— e
i :
& ] — I
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Other times modulate freelyﬁ between parallel major and minor keys.

F: T- b\]I
S £b-7 ab Ty Bimad
[ S T2 — E=
> v l ;I{]
II—Z}(;bS) V7€I V72/11
“-(b3) b9) Imaj7 _ (b3) ({
Glf (_3]i7 maj? a7 | D?—ﬁL\a.-
L I ! T T
w7 v '; T ‘::1 1
s .f:'l = — T : 1
y11-7:02) V7 /VI
11-7 g-7(%3) a7t®2) o y1-
G-7 G-7/F ‘ ) T T
5-\';! :’7 < Par'd T -t
.o : ; f yard

When a chord can be derived from more than one mode, the choice of chord scale and
available tensions may be determined 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 wark in most situations.

Imaj7 and I8 are normally [onian 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 symbeol or a melodic 2.

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

I7 is usually interpreted as a blues chord. In ﬁies of different I chords,
however, it is usually Mixolydian, and 17(susd) s nearly always Mixolydian.



e

g
]
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POSSIBLE I CHORDS
Chord Modal Sources

I1-7 lonian, Dorian, Mixolydian. Melodic

I-7(bS)  Aeclian, Harmonic .

bImaj7 Phrygian (also a subdominant minor chord)
7 Lydian (normally a special fumction dominant)

A MI chord other than I will take a chard Mé that is diatonic to the fonic mode
it comes from.

-7 in a major key is normally from lenian, so it takes a Darian chard scale .

¥ Major: 1I-7 - e
oy, F Ionian ' G-7 (Dorian) .
A T = For S T — = &3
{”E\F p pai o o = T — ——y - Fav »
|\ S . L= L -
‘ 1 19 &3 Tl 5  (6) b7

o

II-7 in a Mixolydian modal context, on the other hand, would take an Aeclian o&@d
scale.
F Mixo : II—7

4 F Mixolydian G-7 (Aeolian) /1.

+— T — 2y —T I Ly

&= = T e s R — i — < = -

Sl reb = e « :
i 1 T9 b3 T1ll 5 (bg)* b7

[I-7 in a Dorian modal context would take a Phrygian chond scafe .

F- Dorian: II-7

4 F- Dorian r G-7 (Phrygiam) .

’ : = VLT . ; T == r  —
o t A = ” t <P e

!L} _— = [ d 7 L= :T = g. P‘;.—-r artd)

1 {b2) &3 Til 5 (b6) b7

[I-7 in a melodic minor context would take a Phrygian % 6 chard scale .
' | F- Melodic: II-7

F- Melodic G-7 (Phrygian, 56)
1‘ I 14 = ol A : — .——-15'—**
Fi¥a 1 A L2 Lot I ta =1 pard Ll T
¥ I ez = > ey A :

1 (b2} b3 TIli 5 {e) b7

By using these less familiar chord scales, I-7 can sound like an MI chord - it can
imply a tonic mode offer than Jonian.

Although we will not list every possible chord scale for every chord, this same process
can be applied to any MI chord.
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[1-75)  is nommally found in a harmonic minor II V. In a minor key it always
takes a Locrian chord seale, but when used in a major key as a MI chord it may take a

Locrian {9 scale.
F minor:1i-7¢P% F Major: T1-7¢93)
G—Y(bj) (Locrian) : | G—7(DD) {Locrian h9) |
4 l == i ” e .
?J; + é&, Ford o -l e HS Q'ﬂ% .{:S Favd e e |l
R {b2} b3 Til b3 Tbl3 b7 1 T9 b3 Til1 b5 Tbl3 b7

The Ah ( h 9) in Locrian 4 9 above is considered appropriate in F major because it is
the major 3rd of the key,

I-7(b5) can also resclve up by step to Milimaj7 and down by step to L.

I- 11-74237  PIlimaj7  1v-6 I1-8 V-5
F- G-7 Abmaj’7 Bbf6 F-56/C Bb-6 7~
3 L g |
[ o
‘ /_ e = b_p_ b
1 ! 4 E L’ L 'Cj e
o 1y Il <3 rard = T v
" 7 | i ! I
1-7 11-7:23)  Imaj7
F-7/4b G-7 Fmaj7?
g L ! :
liﬁiﬂllf 9 v 1 |
¥ 1l L = [N Va4
\ 4 7 L= L T et Y
7 Fo =%
; - o 7 Y o
G t - T T
7 =
i reg

Other patterns for I-765) would be extremely rare.

=R

i

r
H
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MImaj7 always takes a Lydian chord scale (diatonic to I- Phrygian).

. b .
) TImaj7
. C- Phrygian Dbmaj7 (Lydian)
ﬁﬁ : tr S a— t S yo an:
- } "HA P = 1P B :E [v-:! -~y p==1 {l{] M el T
;I = e U yes e

-~

1 T9 3 T#ll 5 T13

When used in a simple maior key context it is generaily considered a subdominant

minor chord.
SDH SDM SDM
Gmai7 D7 Tomail Abmal? Gmaij? c7 Bbmaj’ Abmai7 Cmaj?
. | ! i | )
6:'3?“:“;1_ = : :—;7 i zT : - T - T : } J’
i 11 Farl L4 1a T Fard I 1 | 1
” ‘,_-,—J H T' Fard - = ;' a4 1 ~=* I

In a more complex harmonic context, b{Imaj7 sounds more like the characteristic
Phrygian chord it is.

’\:’0

E minor: E- Fmaj7 Emaj7 B7 Cmaj7
.lyr - -

Gorrer Z - yovs
[T 1] ’~ ! TIF ; =+ L2

T ! i

A-T Fmaj7 Emaj7 E-
r\u'l' 7 I
Wi ;
JI £ 3] I[

J-Lag —=— ——

07 usually ocems as VI/V. When it resolves to [ or IV it is considered a special
function deminant chord. Therefore, it can rarely, if ever, be heard as a Lydian
Modal Interchange chord.

PR -
A5
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POSSIBLE Il CHORDS

Chord _ Modal Sources
-7 fonian, Lydian

Hlmaj7 Dorian, Aeolian

Y{IImaj 7(#5) Harmonic, Melodic ]
by Phrygian B

111-7(65) Mixolydian
[I-7 normally takes a Phrygian chord scale. An Aeolian chord scale would impiy a
tonic Lydian context.
, C Lydian J.?:“.L—;I(AEOLLan)
%1 — :"}'{/ = yard &‘—‘ — .- = ¥ = . |
f =4 = Hi 1 %

E-Laj,, 4 familiar natiral minor chord, takes a Lydian scale when used in a major
key. In atonic Aeclian context it takes an Ionian chord scale. o e

_ 1ilma;i?
] C Aeclian Ebmaj/ (Ionian}
1 " T TT T e
£k T —— T DA —ry T —5e = —
e e e '

E!_]ILmj:I_(*s) takes a chord scale derived from either melodic or harmonic minor.

P111maj7#3) 511 1ma;7 #S)
)
/ Ebmaj7(65) (from C Melodic) Ebmaj7(#5) (from C Earmonic)
oy - o yor ] = o =7 >
[ AR = L 17 gt A I <=3, Ty i
\_Y‘_?&‘! Fa.d =l N AN ‘|}¥;6" a4 = y N

BII7 is heard as subV7/IL or as a linking chord in a blues context. It is therefore
not considered a real Modal Interchange chard from Phrygian.

MI-7(M3) is also frequently used as a linking chord in blues progressians. However, it
is clearly related to the I7 chord in Mixolydian and takes a Locrian chard scale.

17.7(b5)
£-7037 (Locrian)

- C Mixolydian
]
T 1 e R
FAr.al o 2 oy st =
[ e, Fal.d ) =] v d e
j . ) P Lt ) el L

J =~ pard L = L=

111-7 ®3) is psually formd as the related II of VI/IL

(b3) (59) o« .
Cmaj7 B7—TE7 A7 D-7 G7=——x Cnaj7
] 1 y
o I ! ; —— — :
ujru — &,' ji() — F— = T
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POSSIBLE IV CHORDS

Chord Modal Soarce

Vmaj? Ionian, Mixolydian

V7 Dorian, Melodic, Blues

V-7 Aeolian, Phrygian, Harmonic
#1y-7(09) Lydian

IVmaj7 takes a Lydien chord scale.

IV1 is usually heard as a blues subdominant chord. As such, it generally takes a
Lydian U7 or a blues scale.

IV-7 takes a Dorian chord scale. The IV- tz‘iad,IV-SandIV-(majT)chardsarealsd

used as Modal Interchange chards in the parallel major key. IV-6 and IV-(maj?)
take melodic minor scales. (V-6 may also take a Dorian scale.) :

#y.7(b5) is considered an altered subdominant major chord, and therefore does not
have Modal Interchange function.

POSSIBLE V CHORDS

Chord Modal Scarces

\'x Ionian, Melodic

v7(b9) Harmonic -
V-7 Dorian, Mixolydian, Aeclian
v-7(b3) Phrygian

Vmaj7 Lydian

¥7 and VI are virtually the same chord. v7(b9) has a greater tendency towards
resolution and suggests a tonic minor key.

Y-7 is normally found as the related If of VI/IV. When it moves to a I major chard,
hcwever,itismeﬁecﬁveModalInmchangecadenﬁalchmdwhichmuaﬂymkesa
Dorian chord scale. A Phrygian chord scale on V-7 would imply a tonic natural
minor context.

j _ C- G-7 {Phrygian) L - C-
A » T == [P =
0 7 - i i et s — - -
AL v # - S —F—F
L
Cmaj7? G-7 (Dorian) - . Cmaj7
e e— e ——
. i i .4 -\”‘1 ol ) = \E“H_'I y iz Vi

a4, 3 y vy sm—

ST
N
N
N
N

=
v hat v ¥ CIE -l it I T ol
Y
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V-Ib5) occurs only as the related [-755) of V/IV, and is not considered a Modal
Interchange chord.

Vmaj7 is a possible Modal Interchange chord, but difficult to establish, since in
context it tends to sound likeaIchord.

Imaj7 Vmaj7  Imaj7
Cmaj7 | Gmaj7 | Cmaj7ll

(really sounds like)
IVmaj7 | Imaj7 | IVmaj7i|

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

Ymaj7 Vmaj7?
Cmaj7 Cmaj7 Gmaj7 Cmaj’? Cmaj7 Gmaj?
] : ‘ I — ’ ! ; ; E— T :
S Tw e e ww w rw— |
LE VI CH ‘
Chord Modal Sources
Vi1-7 Ionian, Lydian, Mixolydian
VI-7(3) Dorian, Melodic
WImaj7 Phrygian, Aeolian, Harmonic

VI-7 normally takes an Aeolian chord scale. With a Darian scale it implies a Lydian
tonic mede, and with a Phrygian scale it implies a Mixolydian tonic mode.

C Ionian A-7 (Aeolian’
ey L2
7‘ L =X FutPd ‘g e =
AL ] Far i~ yar.d [l
P il =

= </ =
. C Lydian A-7 (Dorian) m
I'{_A ] oy pard 5 £t T T
N_L L oy ravd = vl L7 T
p.v ) = s (=il T
e —E— Ford padl e § ]

* C Mixolydian A-7 (Phrygian)
‘d - + = t = yard = p—
fir.ay 4 p—p— o P =7 =
U ey o Faal =l T =
e X Fab ot —

- W Y =
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VI-7(5) s ustally heard as a melodic minor chord, and therefore takes a Locrian

qﬂchordscale
_7(54J
C Melodic Minor A—7(b5) (Locrian §9)
i P
T I . = Q(/ = |
&l — e |
§ < [=4 7

WImaj7 normally takes a Lydian chord scale.

tonic Phrygian mode.

With an Ionian scale it implies a

C Phrygian

“Yimaj7
Abmaj7 (lonian}

I‘ N T " + ‘- 14 < 2 "
[L‘_LI; = :?—0 —— ==Y ’rt_('7 i fr.«ﬂ e _I[
POSSIBLE VII CHORDS
V117 (03) Tonian, Melodic o
Nmaj? Dorian, Mixolydian
VII-7 Phrygian
VI-7 Lydian
V117 Aeolian
V7 Harmonic
VI-7(b5) usmally ocewrs as the related I of V7/VI, and is typically preceded by a |
chord. Its chord scale is Locrian.
7 viz-7¢830  yrvt
Cmaj? B-7¢P>) £7 57T TN -
7 y . — ; % ——
It is rarely, if ever, used in a cadence to L.
bylImaj7 is a frequently used cedential chord, and in major keys takes a Lydian
chord scale. An Jonian chord scale would imply a tonic Dorian mode.
bVIIman
g C Dorian ' Bbmaj7 (Ionian)
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byYI-7 , although relatively rare, can be an effective cadential Modal Interchange
chord. Tt takes a Dorian chord scale. R

VII-T is also a strong Modal h:lterchange chord, especiaily when going to L. Its
chord scale is Phrygian.

bYII7 is a famitiar SDM chord which takes a Lydian D7 scale in major keys, and a
Mixolydian scale in minor keys.

VII*7 sounds iike the first inversion of VTIYL. Its scale is based on the tonic
harmonic miner.

) VIies
| C Harmonic Minor 3°7
F T i [N
PPN Y - ; L.
Ay Ay K g Ty — 17 .
L_X; = n‘;‘_‘,—! Fabd - i l' 0 fy‘&‘l rard =l T
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Pedal point derives its name from the organ, an insgrument with pedals arranged
like a keyboard for bass notes. A single bass note sustained through a series of chords

iscalled pedalpoms.

In most cases, a pedal point is sustained on the tanic 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 Fmaj7/C E-7/C D-7/C Cmaj?
\[l_"i — —y I yar N =z - ‘ Fard
rd 7 T T
Cmaj?/G D-7/G E-7/G Fmaij7/G E-7/G D-7/G Cma37/G
A = ' :
, .
z = - = mwz :
s
Because a sustained pedal point creates a styong feeling of continuity within a key, a
high level of tension and dissonance is acceptable above the pedal. Even *wrong”
notes sotnd good if they resolve to available notes.
, Fmaj7? E/F Eb/F E/F
T Y 1 v 1
= Zig = =it
T == o o
7t > — - : - ——— > -
F’;I :/ 1 - + : - ! ; T CE
p [+ i o 4 Py I [ 4 ! 4 & i r J
The pedal in the exampie above is slightly rhythmicized. Some pedal points
emphasize a rhythmic motive. : L
- Ebmaj? §74 Gb/Eb ' v
- A > > - A > '>==
T e e e e
17 v P4 —T 7 1P ST s T T 1 N B . T+ -
?  — r r— — 14 7 ¥
] Fmaj7/Eb Emaj7/Ehb Ebmaj’7 .
. - A > - J o 1 A = /(:L_
R e > e S — Y ——
A L T 1 1= L ™Y h t . ¥ r - . — ++ ;
R _' B [d i ) — T !
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Although a pedal point is usually the bass note, internal and sopranc "nedals” are

Harmony 4

44

also possible.
Eb Emaj7 F7 Emajl
i 4 | , | i (
. a i T L2 <2 < R :
m\‘-‘jj L ~ &“ J = &‘u ‘? = = :; T
L !
i
|
. A | ISP el
e~ : yo s - S # gf___u A7
! ! A e L e F : [re— F " FVEn T ¥
e e = e :
i —re— —r— :\—ie—‘s T— IU' Fp‘—.le— -

A repeated figure invoiving more than one note is called an  oslzpalo. Like pedai

point. it usually occurs as a bass figure, but it may be written in other ranges as

well.

Ostinato figures uswally emphasize the tonic of the key and often empioy sfrong

rhythmic ideas. The examples below represent some _cm?,monly used cstinato

.

—ed

figures. . ¢
Gmai7?
. il
T T T ‘
s o — i, 2. oo 4 i ; i :
£ = ot L > il hl T » +
e 4 4
us
GY(S 43
—”T"'?r'l ; - — i —
1 “ ot ——
y S 7 M LI - 2z 1 : F i
I I i XY [l W
— 7 1 7
>
G7 c7 >
i1 ~_ - 0 {
Eﬁ, H——— m o : ; +——a LAy
<, - = _1"_" — -j!' = _g%_'.-:?‘_ o~
i V ——— /

Pedal peint and cstinato are offen usefid

establish a strong sense of the tonality.
characteristic notes of a mode.

in modal contexts, since they can serve to
An ostinato can include both the tonic and
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Finally. fwo or more ostinato figures mav be used iogether in different ranges ic
create 2 Jayered ostinato effect. Rhythms must be controiled to aveid condlicts
which could be perceived as playing mistakes. The following examples could be
used to esiabiish any C minor tenalify.

}
= = = : =
A\ S 4 T
v [ A
| g®) o
-
AT ——X — % S > 7 ='b‘_? =
e o o ——
—— —— —r—« / - Y
4 , !
an — T — g i!‘ r‘ T ; : — =
H JJ r
léé E o ! lh —w! e/ o
I’ i/l : U# = !y ' : .'
= T e T — >
= 7 77 = 7 = 7 77
0 l
o — A = :
v -. T
| 7 P \ - Pl
_ L= F brﬁslngf-ﬂf
{jj' & = —¥ — !
= T ) g
Pedal peint 2nd ostinate are frequently wsed for introductions. interludes and
endings. but they mav also be used in the main body of the music.

|
CaA A
S
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> Compotmd chord symbols may be used to represent {wo kinds of structires:
1. Achord over achord: Gb

7

A chord over a chord is called an upper structure {riad or upper structure

seventh chord. and the notes of the upper structure are interpreted as upper

extentions of the chord below. /¢
L c7( )

-

b5

1]

- —~t —3
b‘ﬁ'—b? -l
i C7 {no 5th) M.
. P Fb i 1

by
The example above is an upper siructure triad voicing for C7 (b5 ), This kind of
voicing is sometimes called a "polychord”, since it combines two chords which
can be heard hoth serparately and together as one voicing.

Gb c
c7 F (triad)
4 §
O i S TR 711 %, - s L3 g2z —
E W AT AR ¥ ]
7 LY - kol \HT‘-”
+7 Vol ‘
- = 3
[ ll/ lbg T =
= L‘}I r Fuld ; e 5
—— = 1

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.

4

L

i

G| <

ol
BT STT

(Y

b o

o
1D

\'

ARG

However, this distinction is not wmiversally observed. and it is useful to label a lower
structure that is a major friad: G
- F {triad)

T T AT A ST T R A N AT T T ST
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1. Achord aver_a bass note: GWC

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

A. Aninversion: GOBY ]
When the bass note is the 3rd, 5th or 7th of the upper structire, the Wicing is
interpreted as an inversion (one exception will be discussed later). The
following are ail inversions of C-7:

C-7/Eé  GWG CI/Bb

(The chord ED6 has the same notes as C-7/ED, so the specific interpretation
must depend on the musical context at the time). oo

B. A hybrid structioe: Gbrc

When the bass note is zaf  the 3rd. 5thor 7th of the upper srtcture. the
voicing is interpreted as a hybrid structure. The following exarmple, G-I/
is mof C-Tover its 11th, because the ear does not perceive bass botes as
tensions. The voicing actually sotmds like, and therefore Is, F7susd) or
possibly p-7lsusd),

(sus ¢ or 11)
T by p;

——————————

A hybrid voicing typically does not contain the third of the chord it represents.
[f we reduce oar first example. Gb . to a hybrid. it becomes GYC.
C7

Gb
C7 Gb/C
I =17
! J 17
=
. = e ——— ]

POLYCHORD HYBRID
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Although the hybrid does not contain an E, it still represents the sound of C7 o0,
and would normally resolve to F major or F minor. These voicings, ‘then. are
characteristically ambiguots sounding, because the 3rd would normally
establish a major or minor quality, and would also create a tritone for
dominant Tth chords. :

The following are some typical hybrids:

Dy(susa)
Qr
| G/C = Cmay7 A-7/D = D-7 Cmai7/F = Fmaj7 #tl)
1 TT 7 - =
A =3 7 T Fard i i = 4
‘l&l b 5 i Faite] 17 - T 7
~T = g - = 7 L =0 L5
N - -
1z bt ' ——

ANALYSIS OF COMPOUND CHORD SYMBOIS

The wuse of 2 compound chord symbol does not in any way change the functional
analysis of the chord. If C7 is V7 in the key of F. then Gb and GYC are also V7 in the
kevofF. C7

Anv inversion of C7,suchas C7/G, also remains V7 i F.

POLYCHORDS: A chord over a chord is analyzed in terms of the fanction of the
Jower stucture. The upper structure simply represents tensions or extensions of
the basic chord. The following progression is analyzed in-C in terms of the lower
structmres. The lower structures do not contain Sth's. which are considered
tnnecessary unless altered.
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c: Imaj7  V7/IV Tvmaj7  °ITmaj? Imaj?
- G Gb -7 C~ G
i Cmﬁj? c7 F (triad) Dgmaj/ Cma]/
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INVERSIONS : A chord over a bass note that is its 3rd, 5th or Tth is an lnversion.
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
sotund is characteristically less complex.

"

Imaj7 V7/IV v °Timaj7 Imaj7
Cmaj7? C4Bb FAA Dbmaj’/Ab Cmai7/G
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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 roef motion
remains the same, and the chords are essentially of the same fype.

HYBRIDS : A chord over a single bass note that is aef an inversion (3rd. 5th or 7th
in the bass) is usually a hybrid. Therefare, the bass note shouid be considered the
root, and the notes of the upper structure used to defermine the chord type.

In the following example, C is the root and the notes of the upper structure create a
ath, major 7th and majer 9th above the root.

Since the voicing contains no 3rd above C. it could be interpreted as either Cmaj7 or
C-(maj?), In most situations the more common Cmaj7 would be the obvicus choice,
but the overall harmonic context might indicate the atlemnative. Because of the major.
7th. it coald not be interpreted as a dominant or minor 7th chord.
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The nevt examnie mes the sarme chord progression. bet with ail hybrid voleings.

- - - T - 7“‘ o . - = -
C: Imaj? - V7/IV IVmaj7 bIImaj? Imaj7
G/C Gb/C E-7/F C—|/Db G/CJ
£ !’I : — ! I ! T T
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Each chord type in this progression is determined by the relationship of the upper
structie notes to the root.  We have seen that G/C equals a formuda of 1.5.7. 9. Gb/C
equals a formula of 1, 5. 7, D9, E-7/F equals a formuia of 1, 7, 8, #11, 13, and C-/Db
equals a formula of 1. 7, 8, ¥11.
‘ g/C Gb/C E-7/F C-/Db . A
Iy
q I L h? - /3
' | - T
. :
| T =7 o - :..’z’ j
-1

I each case the chord formula derived from the voicing strongly suggests the chord
tvpe, and therefore its fimetion in the key.

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

11-7
Bb Imaj7 oT y7/v y7(sust)  1pay7
, F/Bb G-/C Eb/F F/Bb
"‘.‘-’;‘;3' 7 v 4 _51‘ J,'q 5 rar &
— 1 & g o =
“ I‘r“j rd
P = ==/ =

The G-/C in this example equals a cherd formuia of 1, 3. b7, 9. which could be either

C-7 or CEsUS4), The harmonic rhythm would allow either interpretation. so unless
the melody indicated one or the other. a choice would be made on the oasis of the
overzil musical context and style. Fither choice would be technically correct.
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Another area of tncertainty involves an exception to the inversion rule (referred to
eartier). A major triad a whole step above the bass note (F/EP) has two altemnative
interpretations: 1) The inversion rule would make it a dominant 7th with the b7th in
the bass (F'rg:, 2) the hg%-id interpretation would give it a Lydian sound (EP major
Lydian or EP7, Lydian B7). Again, the choice must be made on the basis of musical
confext. :

The first example beiow uses F/ED as an inversion of F7. The second uses the same
compotmd chord symbol, and the same voicing, as a hybrid version of EP major
Lydian.

F: I V7/1IV I8Y 1 7
F F/Eb Bb/D F/C c7
§ A ] | ! ' ‘
¥ ’ i T T 1 T . T
v —‘_/—-n — = (1]
T =7 S =1 *
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1 | |
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M4z =
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P-—é-— ro'g P
Eb: Imaj? Tmaj. (Lyd.) - 17(8984) (Mix0.) Imaj. (Lyd.)
Ebmaj? F/Eb Db/Eb F/Eb .
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TENSIONS AND CHORD SCALES

Since the use of compound chord svmbols does not change the rules of harmonic
analysis. neither does it change the principles of tension and chord scale use. As
always, the harmonic analysis dictates the choice of chord scaie.

However, specific voicings for poi{ihords and hvbrids often indicate specific aliernate
chord scales. Cur first example. & or GY/C. clearly indicates an altered daminant
]

scale. even if the chord is VI/I (in F) or VT/IV (in ©). In summary, tensions that are
included in the voicing should also be included in the chord scale.

Gb 1

; T7 Gb/C c7lated
{—E———E—‘;‘La—-—*?ﬂin'%_i S7E T bqj’? . : r = “/_7 ;}'-—’3
o > 7 < b5 : t = = e 7

¥ —= o 7C AY -

1 b9 3 b5 b7

fam ) 7 :

1] i

i L {)-—Hi T

L T

The use of inversians similarly does not affect harmonic analysis. Inversicns are
nearly always used to accommodate a stepwise bass line, but the roof motion stays
the same even if the Azsy motion changes.

When the 3rd o Tth of a chord is in the bass, however, altered tensions are difficalt
to use because thev somd more dissonant. In most cases. then. inverted chords
sound best with chord tones and natural tensions.



HYBRID CONSTRUCTION

We have seen that it is possible to reduce a polychord to a hybrid: Gb can become
GYC for a more ambiguous, indefinite sound. - C1

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 intervals within the voicing. It can be

ased in isolated sitmations, in combination with other compound chord symbols, or in
a series of hybrids to create a very ambiguous sounding progression. )

A hybrid structare is made up of notes from the chord scale of the moment and
retains the original root, but is indefinite soanding because it omits the 3rd of the
chord. These principles are used in the following examples; the secand is the same
as the first except that some of the original chord symbols are replaced with hybrids.
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(Tonian) -~ T~y  (Lyd. b7) (Dor.) (Mixo.bld),
. v7/111 111-7 subV7 /I v7/1 /"“;;‘naﬁ
melTo G - (#11) o9y fmall
i Bbmaj7 A7 D~7 Db7 c-7 A maj
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e e — = — 5o — :
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F/Bb A7 PR3 b-7  Eb/Db  G-7/C ED-/F Bbmaj7
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Procedure )
The procedure for deriving hybrid voicings from simple chard symbeols 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. Determine which triads and sevenths chords can be used as upper structures
ahove the root. Melody notes (except approach notes) must be 1, 3, 5or 7of the
upper structure.

a. Theuppersnﬁcmreisustmﬂyama;ororminnrtriad,ora major, minor of
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 chard scale.

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

The procedure given above is followed in the following example:

o

{Dor.}) (Mixo.) {Lydian)
v7/1V IVmaj7
Dmaj?y A;__?_____Eﬂ 3 Gmaj7 Dmai’?
i’ 4\}4 | | | f—— y ; !
- : = T : T : =
B e o= e =
v ] l
t i t t
Available Triads: B- E- Fif- ' a
G i D 1 Fé#-
E- : 1 D
f
1
Available Sevenths: Gmaj7 tCmaj? F#-7 L F§-7
E-7 1 Dmaj7 ! Dmaj?
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1f any of the available upper siructure triads or sevenths soumd appealing, the
progression may be rewriften with compound chord symbols.

Dmaj7 E-7 Dmaj7 Gmaj7/A& Cmaj7/D D/G A/G Dmaj7
1) . 1 | | i""'—é-- A ! |
T T rd i : ! ! I H T T 1 T] " - T T
S e e = -
Ky ET—ar ) Lol . E3 7 oy — T .l
/ - —— , . . i
=% 77 i I“f" “'] .%L ,
. "y A ‘ . I
ﬁ%@im - ‘ = : : = :
.4 IS4 A - I Pald : l /1- /1 i —
1 I ] J i [ = [~

The other voicings in the example above could also have taken compomnd chord
symbols: F#- /D and G/E. This, however, would be unnecessarily complex, since
they are exactly the same as Dmaj7 and E-7 respectively. Therefore, compound chord
symbols should be used only for specific harmonic technigues.

. '5"\:.4

S O A



PR

R

Chapter 8 Harmony 4 58

CONSTANT _STRUCTURE CHORD PROGRESSIONS

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

Fmaj7 B8bmaj7 Ebmaj7 Abmaj’ Dbmaj7 Gbmai7 Fmal7
! 1

|
T

S

7 =) L T T ]
v | A ai o ; R 1 : 1 L5
: o B : ) I . 1 i 1 = 1
|74 T L v 57 T T =
' %4

i k &

In the example above, each chord is a major 7th chord. Itis therefore a constant
structure progression, and its analysis can be undertaken from two different

perspectives.

Pirst, it is clearly a functional chord progression in the key of F:

¥: Imai?7 IVmaj7 pVIIimai7 bITImaj? oVImas7 bIImaj’ Imaj7
Fmaj7 Bbmai’ Ebmaj7 Abmaj’ Dbmai7 Gbmaj7 rmaj’
H | 1 .
rd P 1 e - T1 ] T
SF_]TAG T, ,1 “}F {DG T i
7 = T 7 T ! o L : B L
T i I P& F;

However, since all the chords are of the same type, and the root motion is a consistent
interval of descending perfect Sth's, the listener may hear the pattern of motion maore
clearly than harmonic function in a key. The description of patterns and sequences
in constant stricture progressions is called non-functional analysis. .

The following example can be analyzed both fimetianally and non-frmetionally:

C: bIImaj7 Tmaj7 bVImaj7 Ivmaj’ bIImaj? Imai’?
Dbmaj? Cmai7 Abmai’ Tmai’ Dbmaj’ Cmaj’7
0 — E ; — i s s
A Pl if 1 ! T 7 T T ) T t T T T P
| e 2 — A=
H
:'7ﬁ/ ] 1. 1
S 720 7 7 ; T i 5
[— | A A Fi [.) 1] ] il
i I 17 0L —
! X =
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A non-fanctional analysis of the previous example would include the following considerations:

1.
2.
3.

It is a constant structure majar seventh chord progression.
The root motion is in descending thirds.

The root motion spellsanmaj? chord, which is the cadential chord in the
progression.

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

The same melody note becomes richer sounding on each cherd. 1t starts as the
5th of Cmaj.7, and becomes the 7th, 9th and #11th on successive chords.

Some constant structure progressions are purely non-fnctional; this means that
analysis within a key is difficult, if not impossible, and the real meaning cr sound of

the music lies in root motion patterns and melodic and rhythmic sequences.
(Slow) —Constant Structures
C-7 Eb-7 3 D~7 -7
=% T "ﬁ A — — ”—"; b
Hoor % 5 g s — i \ - ! -
a_r ¥ r ¥ PR l F ! >
el ; IS : [ 5 P i ;
] r_r 7’ 1 TR SR —
Va4 1 e
b ’1! c . V) Q
—7 T
Ab:subV7/I Imaj?’
! {$11)
= eeeend A7 T A 3 Abma]’7
a ’( il ) l
p i i E =z
e B e P h
Y bW J v - I T
"t — 3 T
. W4 ATL !
i Farl T :
2 : f)" L}Q 13

In this example, 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-fimctional to fomctional harmaony

Itis
-7

the last of the constant structure minor 7th chords, and it becomes the related -
of AT#1D).

As in the example above, most non-functional progressions involve a statement
(measure 1), a repetition (measure 2), and then a variation of some kind (measure 3}.
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- Tunes with constant structare sections nearly always contain familiar fumctional
harmony as well. Caonstant structure passages usually end with root motion that is -
- stepwise or down a perfect 5th. :

Constant structure progressions are usually made up of major or minor seventh
- chords. Other chord types, atthough possible, are often considered either too unstable
= or too bland for this kind of harmonic motion.

_ Root motion can be either one consistent interval (all 3rds or all Sths), or a pattern of
two or possibly three intervals (up a 3rd, then down a 5th). In the following example,
theﬁnalmtervalisstepwiseinardertoremtoEb:

Ebmai? Gmaj? Cman’ Emal’
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