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FOREWORD

This book and Volume II have been written with the intention of serving:

1. The beginner who needs a text which will provide a thorough understanding of the theory which
underlies the harmony of modern (North) American arranging, jazz, and all areas of composition
which use scales and chords as a starting point. The text assumes only that the beginner has a
basic ability to read music, a knowledge of the treble and bass staffs, a little playing and
listening experience, and an interest.

2. The novice arranger, who is often hampered by the lack of a proper foundation in harmonic tech-
nique and part movement.

3. The professional arranger or composer, who may find tMgt: N codification of harmonic principles
will provide him with a deeper understanding, and per S0 fresh avenues of musical thought.

These are not books on arranging or composition
which is applied to arranging and composition! prder in which the material is presented is
not the only possible order, and teachers may st o re-arrange or modify it. But, a student
working without the advantage of a teacher, Will find that the text and exer@ises follow a graded

, they deal with the harmonic vocabulary

and logical path \
The exercises, with a few exceptiQns egshort (sometimes no longer a iffgle rhythmic unit)

and each is aimed at the specific the text which it accopfia Teachers may, of course,
pﬁgv!ﬁe g‘iﬁ;’

alter the exercise material or ifferent assignments acc o the needs of the student.
The terminology used thrm&@e text is fairly traditional§and fairly standard, but the student

will find that music ws a great deal of incons cy and conflict in word usage and
nomenclature. Effor 3 made herein to define thg s which are not self-explanatory, but
a dictionary of terms & a valuable accessory for any @ian.

Terminology is never, in any case, the importantﬁg, it merely allows oral and written communi-
cation. The real meaning of any technical copswde ion in music is its sound. The student, who
after a year or two, can converse with a da @array of technical terms and erudite references,
but can’t ‘“hear’” the movement of a dom % onic chord, has wasted his time. The development
of the ear must be stressed at ever of®the way. Every proposition, from the first page to
the last, must be comprehended aurall Unfortunately, the intellectual comprehension of musical
techniques can proceed at a faster rate%han can the development of the ear, but the gap between
the two must be kept as narrow as possible. It is essential that the student be aware, from the
outset, that the notes he writes and the notes he looks at represent a succession of sounds, and
he must bend every effort to “hear” these sounds mentally. He should avail himself of an instrument
(preferably a keyboard instrument) to help him become familiar with harmonies and harmonic progres-
sions, but, the instrument should be used as an ally and not as a crutch. Work should be done away
from the instrument, as soon, and as much, as possible, Unless continuous effort is made to develop
the “inner ear” the study of harmony has no purpose.
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The attitude taken to harmonic and melodic elements in these texts is “non-stylistic’”, in the sense
that no attempt is made to teach the practices of any particular composer or arranger, or any parti-
cular “school” of musical technique. Rather, the books attempt to present the principles which
support present day uses of tonal harmony and melody. Nevertheless, any succession of notes or
harmonies creates its own “style’”, and the student must show concern for stylistic consistency,
which is always indispensable to musical coherence. The first few bars, and sometimes the first
few notes, will establish the style of any passage of music. The student must learn to retain the
style he himself establishes.

The reader will note that the use of the “rhythmic anticipation”,i.e.:
| | U

)
this: ° [ instead of:

]
| 1 174 | |4 Y
L ' L4 v —" Ll

L

is notably absent in Volumes I and II. While it is ome of the most distinctive rhythmic devices in
jazz and jagzz oriented music, its use is usually inapproprgate to the “part writing” idiom with
which the text is primarily concerned (for reasons whicly-ape Qiscussed in Chapter IV). And, in any
case, the use of rhythmic syncopation does not affect thib principles of melodic and harmonic
movement. Furthermore, “rests’, which are common a cessary in practical writing, are
generally not used herein. This is because studeg of®en tend to use them to get out of diffi-
culties, or as a means of avoiding grammatical g @ the more advanced exercises of Volume ITI,

a judicious use of rests is acceptable.

This series includes three books: “Modern ic Technique”, Volumes I gand I and “Modern Arrang-
ing Technique”. They have been publish parately in order to minimi nit purchase price
and because a text as comprehenSjJe is would be uncomfortably 10 0, volume.
This first book of the series @
1. Provide the student wit asic components of harmony d me y.
2. Present a practic y harmonic progression in m and minor Kkeys.
3. Aid the student deVelopment of his visual, Wand above all his
aural appreciation the fundamental sounds of®to rmony.
The student who gives close attention to the t \ ti’e exercises, and the sample solutions will

reach proficiency in these things.

The three volumeé are, however, int g‘aii and Volume II is a direct extention of Volume I.
The student who profits from this b 11, %t is hoped, continue immediately into Volume II. In
inwa

it he will find more advanced, and ny cases more familiar, sounds.

The beginner is advised to learn the fundamentals well. The materials of this volume will provide
him with excellent preparation for his ultimate practical aims in music, no matter what these aims
are. The time and effort he takes to erect a solid foundation will contribute immeasurably to his
success with, and probably more important, his enjoyment of the whole magnificent business of
writing music.

Finally, a healthy skepticism is encouraged. With the exception of purely structural elements,
there is nothing that can be called a “law” herein. If a situation arises where a principle is
violated but the resulting sound is good, the principle, at that point, is probably wrong.

Gordon Delamont
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PREFACE

All of the considerations which are part of the writing of music have
something to do with either rhythm, melody, or harmony. Rhythm, the
temporal or duration factor in music, is the most important of these
elements and is, in fact, the only one which can exist alone. No judg-
ment on the effectiveness of any harmonig o lodic point can be made
without taking into account its relationSWip the rhythm.

@c area of inquiry. Rather
% relationship of harmonic and

it will be a continuing concern

But rhythm will not be isolated g
melodic movements to the strong eak beats will at all times be

noted.

This text begins with an ation of scales because music
which is related to‘e ¢ scale is the first and b ient.
For instance, a passge % music is said to be ipsse ’ when the
melody and harmonyWi rawn from or related tv ] s of the “C
major scale’.

While the a more than fifty differen le types in use in the
world e area of music with which xt is concerned draws

ten. A student intereste ore extensive survey of
scales

puld have no trouble fin(?i‘ opriate reference texts.
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Chapter 1

SCALES

INTRODUCTORY

Definition: A Scale is a group of notes assembled in some sort of ascending and/or descending ORDER.
A scale normally covers an octave, and usually moves in steps (i.e., Major or Minor 2nds).

The scale functions as a “stock-pile” of notes, from which the MELODIES (the HORIZONTAL aspect of
music) and the HARMONIES (the VERTICAL aspect of music) are drawn. The scale provides an ORDER
and an ORGANIZATION for the music. Music writing is primari the problem of manipulating the

melodic and harmonic relationships in the scale being usSg. nature and quality of the music
is, to a great degree, a result of the nature and qualj t scale. Example: “Major” music
sounds different from “Minor” music because the qualj t scales is different.
The fundamental scale of “Western’ or “non-Orie usic, the scale from which all others are
drawn, is the 12 tone scale. This “12 tone scalé€ derived from the cycle of 5ths. With the
exception of the octave, the perfect 5th igt simplest interval (Note: a dWscussion of scales
requires reference to “intervals’ as, for j , Major 2nds, Minor 3rds; t 4ths, etc. The
reader who is unacquainted with interva and terminology will fi taled discussion in
Chapter 2, pages 21 to 24). A succeg' perfect bths, ch a transposition of
the starting note on the thirteenth _— = __b__._ o
ra X e
J 147 ] =
fo o 3%
\AVi £
-~ 11 1z
— =
J

s f .;
*In reality the 13th note is out of tune wit arting note, and the error is adjusted by-
spreading it out over all 12 notes. The res called “equal temperament®”, which is the pre-
sently accepted method of tuning.

THE 12 TONE SCALE

&

S

o
-

=os
-

%
|t

The 12 Tone Scale results when the 12 notes of the “cycle of 5ths” are placed side by side within
an octave. When adjusted to equal temperament it divides the octave into 12 equal *“half-tones" or
“half-steps”.



In the 12 tone scale all of the notes have an identical character and quality, because each is
separated from the next by a similar “half step’ interval. None is more “active” than any other;
they differ only in pitch. In the 20th century, music which uses the full 12 notes as a starting
point has emerged. This music involves the use of “tone rows”, etc. However, nearly all tradition-
al “Western” music, and all music in the popular field and most in the jazz field, is based on the
7 note DIATONIC SCALES (scales in which there is a different “letter” for each note). These.are
derived from the first 7 notes of the cycle of 5ths placed side by side within an octave:

/ [ o
s ]
| fam Y 43 "’7
\!‘)\1 0 5 6
A
:& r & ]
49 o
i
\ T 2
1 .
! V-
{ &%)
7% = ra) &5
7 NOTE DIATONIC SCALE Ky - B s m—

This produces an unequal division of the octave (i.e. iWMision is made up of some “half steps”
and some “whole steps’”), and the very inequalit @ivision leads to a varying quality in the
notes. As can be heard, some are ‘“active” and % “restful™. It is the manipulation of these
qualities which is the essence of TONAL music with a clear “tone center” or “tonic”).

Seven different scales are procured by sj y starting on each of the diff&ent notes. These are
the seven “Modes’” or “Modal Scales’’ de names are derived fro ames of provinces of
Greece):
[ 7] +6)
LYDIAN (Key F) ‘ 5 y ) 24
Y]
\ Py [O)
! O e © 7
MIXO-LYDIAN (Key G 5 < o %
’ *
7 — & o &)
AEOLIAN (Key A) — £ L=d
' <
o) . o o ©- —
LOCRIAN (Key B) » =
Y]
0 Pa) [o 1N < o ()
Py Ve | Lo
IONIAN (Key ©) & A —
o
A . N o =Y s 3 2 (L)
DORIAN (Key D) r .o
ANAV]
o
9 o (o)
. o o © o o = —_
PHRYGIAN (Key E) es
v

'

Note that the above scales are all in different “keys”.
(tonic) and not from its “key signature”,

A key is named from its starting note
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| Of these 7 modes, the most familiar, and by far the most common in our music, is the “Tonian”. This

is usually called the Major Scale. Before examining the modes in detail it seems wise to unearth
certain facts about it.

i
|

THE IONIAN MODE

The 7 notes are called “degrees” of the scale, and each degree has a name:

Degrees: ist 2nd 3rd 4th 5th ﬁtlrl 7th  (lst)
f) —
C Ionian:|7He — - P} —2
ANAVA oy £J . TDTUR,
=3 [ dd

Degree names: Tonic Supertonic Mediant Subdominant Dominant Submediant Leading Tone

The DOMINANT stands in the close relationship of a perfect 5th @bove the TONIC (or ‘“key-note”).
The SUBDOMINANT, or “lower dominant”, stands in the relationsfiimgoila perfect 5th below the TONIC:

The MEDIANT is more or less the half-way pgd yween the tonic and the do N he SUBMEDIANT
(“lower mediant’), is between the tonié al@ subdominant:

The SUPERTONIC is the note immediately above the toni \e LEADING TONE is so named because of
its clear “leading tendency” up to the tonic:

0 . ind Tc Tonic

TETRACHORDS PY) -

While there are only seven different notes irf the scale, the use of the octave tonic yields eight.
These can be divided into two groups of four, called TETRACHORDS. A tetrachord is a 4 note scale
covering the interval of a “perfect 4th”. There are four basic tetrachord types which differ in

the arrangement of major and minor 2nds between the outside notes of the perfect 4th. Observe and
listen to the differences:

MAJOR MINOR PHRYGIAN ) HARMONIC
O — 4

T A
= f na U4 ©
1 Ay v

my ma..ma . v
o 2nd  and 2nd




All of the standard 7 note scales show some arrangement of these basic tetrachord types. The
Ionian mode consists of two ‘“Major’ tetrachords, one starting on the tonic, the other on the
dominant:

O N MAJoR 1
.KA_'D T y P — -y
—— = re} &7
_ c 33 L >4
) Te, o Dominant
[
OMIC | AWER TETRACHORD UPPER TETRACHORD

THE TRITONE (Called by early musicians “Diabolus In Musica” - the Devil in music.)

The term tritone is used to refer to two things:

A. A four note scale consisting of 3 WHOLE TONES, covering an AUGMENTED 4th.

+
h 2.

Y o
nrt b

s
n’ A
.
A\AVA

MA Znd MA\ A Znd
B. The INTERVAL (or its “inversion’), formed side notes of this 4 note scale:

5

n “"‘ 2= o

B” 4 T L=

b Pe) o ©

ANV

Auc 4 DIM 5

The tritone is characterized by a m stability (or ’ dlssonance y i tends to “resolve”,
that is, it tends to move to ot t#s which will release i taplity. Such “resolution”
is by “step” and a tritone in ndgu ey signature will show y as follows: (listen!)

(1)

There is a tritone d in the Ionian mode formed b)@ Menation of the 4th and 7th scale degrees

(subdominant and le®ing tone). This tritone 8joWNgfaJtendency to resolve to the TONIC and the
MEDIANT, which happen to outline the TONIC CHORD d, and 5th degrees of the scale).

h 4‘ 4 4/\ 2
. .2 - = -
| 8 .Y sy ~y a7 L4 £
A\N V] oy - c . 4 4 3 — ‘ 3 L] C CH
~— \ v C CHORD ORD
This tritone plays an important pa the outlining and establishing of the “key” because, in the

Ionian mode, it is so positioned thaQits “dissonance’” is directed at, and comes to rest on, the
tonic chord. Therefore, when a tritone occurs between the 4th and 7th scale degrees, as it does
in the Ionian mode, it is called a TONAL TRITONE.

Consequently, the two notes of the TONAL TRITONE in the key of C are “F’’(4) and “B”(7); in the key
of F they are “Bb’’(4) and “E’’(7); in the key of G they are “C”(4) and “F#7(7) etc., etc. A glance
at the other modal scales will show that there is an Augmented 4th or Diminished 5th tritone in
all of them, but only in the Ionian mode is it so positioned that its dissonance is aimed at the
tonic chord. It is for this reason that the Ionian is the most “stable” of the modes, and accounts
for its emergence as the main scale of “Western” music. '
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There are 15 “written’ Major Keys: 1 “natural’” key
7 “sharp” keys

7 “flat” keys

The sharp keys move in the direction of the “dominant”, therefore, the upper tetrachord of one
becomes the lower tetrachord of the next:

SHARP KEYS: o
o Key G Key A
Key € I nLkey e |/I ' Key D iy " y 4_
AW 1 T W% 1t ﬁl : AE
. s . !é_’? n “.A .‘.l.t_%:‘:'zl
v . - ] ] T —
e e e e
———— )L - i (|

; — i r - Ml

LU ~N o \
The flat keys move in the directio \ “subdominant”, theref Qwer tetrachord of one
becomes the upper tetrachord on

FLAT KEYS: @

p Key © key P —1 o Key Eb _—
X T }’ _T 1 M L & U ! L] Eg
> g; ° - Y, g '

o

In actual “sound” however, there are only 12 keys since there are only 12 actual pitch levels.
So, the keys of:

pb (5 flats) is the same as c#(7 sharps)
GP(6 flats) is the same as F¥(6 sharps)

¢b (7 flats) is the same as B (3 sharps) .
They are ENHARMONIC equivalents. (The term “enharmonic” is used to refer to any two notes, scales,
chords, etc., which have the same “sound” but different “letter names ”. )

5



The preceding technicalianaiysis of the Ionian mode is valuable. But, as with all things musical,
the real importance of the Ionian mode is its “sound”. The following observations regarding the
qualities of the notes in the Ionian mode are pertinent: ’

The TONIC: Stable, conclusive. Usually the final melody note.

The MEDIANT and DOMINANT: Fairly secure. Occasionaly function as final notes.
(Tonic, Mediant, and Dominant are the three notes of the “Tonic Triad”.)

The LEADING TONE: Marked tendency up to the tonic. )

The SUBDOMINANT: Tendency down to the mediant.

(Leading Tone and Subdominant are the two notes of the “Tonal Tritone”.).

The SUPERTONIC and SUBMEDIANT: Neutral. Not stable, but no defined direction implied. Often af-
fected by the direction from which they are approached.

(The above observations to be tested at piano.)

ASSIGNMENT 1 (Theql Mode)

‘1. Write major (Ionian) scales in all 15 keys, in eBbheMn® bass clef. Become familiar with the
key signatures. :

2. Create and answer a page or so of question as:

What note is the; ominant in Db?
ertonic in Ab?

ediant in F¥? \
0\@ etc., etc. Q

3. Create and answer a page f questions such as:
D Dominant of what major scal
& e Mediant of what major sca
et .
. . .
4. Name the followin etrachord types. (i.e. m or, Phrygian, harmonic) Sing! Hear!
b3 © Yoy —¥ o S . =4
{2 "'.—,3”3 — “bcbir iy © fxtcdd - A S ¢ . .’S'MQ&
5. Write the four basic Tetrachor st®rting on each of the 12 notes (including some enharmonic
equivalents). Write “diatonical Mg i.e., each Tetrachord to have four different “letters™ To
illustrate:
st Pnﬂl’sl’\l' . a [ aTald P o~
L ) £ i’ 4 i ¥ 0 LR — p N
p—— r d ———— v J 4 AY
U L ] | DY 1 7PN ] | ! ' Y i X 3 1
WSV Dha LY 17 & A W1 Y a7 y i A2 ¥ &7 Al AS b’ A A |
D po VY &7 \po qo L Fd : " \#o W /
RIGHT WRONG RIGHT WRONG

6. Locate the two notes of the “tonal tritone” in all 15 keys.

7. The ear:

A. Develop the ability to sing, and to recognize on hearing, all of the Tetrachord types, and
the tritone.

B. Develop the ability to recognize, after a major scale (key) has been established, any one of
the scale degrees (with its correct name) by “sound”. Any major key can be established by
playing the scale a few times at the piano.

6



THE ECCLESIASTICAL MODES

There have been a number of MODAL SYSTEMS, all of which use the same scales. The systems differ in
usage only and a full investigation of them is not necessary to this study."The ECCLESIASTICAL
MODES serve as abasis for the study undertaken here. It will be shown that, directly or indirectly,
a great deal of modern melody and harmony is derived from these modes. A

Note that, in this system, the first mode is the familiar Ionian. Here they are in “natural” key
signature, the white keys of the piano. (Note the Tetrachord arrangement.)

Madol
1 B Al —
MODE 1 - IONIAN (Key C) o e - — =¥ © o
ANA 7 - P ra) 7
J & [ -~
0 MiNof ———
P 4 T Py
MODE 2 - DORIAN (Key D) e~ e po <y ©
’____f’ﬁiiﬁ_"’_"-——————'x
L . r'e )
MODE 3 - PHRYGIAN (Key E) Py re.) S

*MODE 4 - LYDIAN (Key F)

MODE 5 - MIXO-LYDIAN (Key G) |
Mol
MODE 6 - AEOLIAN (Key A) T —
*MODE 7 - LOCRIAN ( M é%} = 47 Tj : R TFORE
V\
*The LYDIAN MODE (Mode 4) is not often used, gh some writers in the popular and jazz fields
have recently been turning to it. (Folsm§ an®® the score of “West Side Story” shows a strong

Lydian influence.) Its “tonic”, @ the notes of the Tritone, is unstable. However,
differing from the Locrian, it does ha a consonant major chord on the tonic. In the study of
counterpoint, reference will be made to th® Lydian mode, but for now we will more or less eliminate
both the Locrian and Lydian modes from our calculations.

*The LOCRIAN MODE (Mode 7) is virtually never used.
Reasons: 1. Its ‘“tonic” is one of the notes of the unstable tritone.
2. Its “tonic chord” is an unstable and dissonant ‘“diminished” chord, which is not
satisfactory as a final “home base” chord.

This leaves five Modes, all of which have acceptable “tonal stability”. (Of course, because of the
favorable position of the tritone mentioned earlier, the IONIAN is the most stable.) We can call
these five Modes the TONAL MODES.



THE FIVE TONAL MODES:

IONIAN (Mode 1)
DORIAN (Mode 2)
PHRYGIAN " (Mode 3)
MIX0-LYDIAN (Mode 5)
AEOLIAN (Mode 6)

(Modes 4 and 7 eliminated)

A scale is called MAJOR or MINOR according to the type of “tonic chord” it has (i.e., Ist, 3rd and

5th degrees of the scale).
tonic chord the scale is Minor.

Therefore, three of the five Tonal Modes are

MAJOR MODES: IONIAN (Mode 1)
MIXO-LYDIAN (Mode 5)
DORIAN (Mode 2)
MINOR MODES: PHRYGIAN (Mode 3)
AEOLIAN (Mode 6)

We have been looking at the Modes in one key s

a different note and was therefore in a d{fferent
“key-note”.
Here are the ECCLESIASTICAL MODE% il@ke , using the key of “C” fQXl purposes:

\

If it has a Major tonic chord the scale is Major;

Minor scales,

if it has a Minor

two are Major scales:

Consequently, each started on

med for its tonic or

e (“natural”).
“key”, since a key is

Madold
Mode 1 - IONIAN (Key C) o -y o e )
M[QQEL__———————j
Mode 2 - DORIAN (Ke & Vo) (bﬁ{} o
pHRIG1A 1
T s ALY
Mode 3 - PHRYGIAN (Key C) > (b”lﬂ e ra
Mode 4 - LYDIAN (Key C) eliminat¥ for now,  but would be:
) MidoR
i 4 — 1
MODE 5 - MIXO-LYDIAN (Key C) [P ' i —— <
ANV oy 43 -~
D .e. "0 .t
| NTXIAL) B—
M 1IN O — FATAY M
Mode 6 - AEOLIAN (Key C) :?ﬁgbﬁ;' — = e Tha e —o—
’ Y] o T\
Mode 7 - LOCRIAN (Key C) . eliminated, but would be:




PERTINENT POINTS AND TERMINOLOGY
Note that there are three notes which are the same in ALL of the five TONAL MODES:

The TONIC
The SUBDOMINANT
The DOMINANT

These three notes contribute greatly to the “key” feeling, and are called the TONAL NOTES.
Example: The Tonal Notes in the key of C are: C, F, G.

in the key of F are: F, Bb, C.

in the key of E are: E, A, B.

etc., etc.

The remaining notes, the 2nd, 3rd, 6th, and 7th degrees of the scale, CHANGE with the various Modes.
The three Tonal notes outline the “key”, but the 2nd, 3rd, 6th, and 7th degrees indicate the MODE
of the “key” and they are called the MODAL NOTES. Some of the WODAL NOTES have specific names:

The MIXO-LYDIAN 7TH - refers to the use of a FLATTED GREE IN MAJOR. This ‘flatted 7th”
distinguishes Mixo-Lydian Major from Ionian Majo it s the Mixo-Lydian 7th which is CHAR-
ACTERISTIC of the Mixo-Lydian Mode. (example Bb )

The DORIAN 6TH - refers to the use of a MAJ 511 DIANT IN MINOR. Of the, three minor modes
(Dorian, Phrygian, Aeolian), only the Doria has this major 6th degree. = IR is the Dorian 6th
which is CHARACTERISTIC of the Dorian Mode4

Phrygian has this flatted 2nd degreW, d it is the Phrygian 2ng CHARACTERISTIC of the
Phrygian Mode.

The PHRYGIAN 2nd - refers to the usg@ATTED SUPERTONIC. Of Jdag @onal Modes, only the

1 Modes that has a true “Leading-
“flatted 7th” degree. We have
-Lydian 7th, but in the three MINOR
from a true “Leading-tone”.

The SUBTONIC. - You will poti e@ the only one of the five
tone” (% tone below t N is the Ionian. All other

already noted that thi atted Tth in MAJOR is called
MODES it is called the TONIC, in order to disti \

®

Finally, the five Tonal Modes may be compared, n expressive and emotional point of view,
as follows: ’
BRIGHTEST &
0-LYDIAN (b7)
to DORIAN (b7,93)
AEOLIAN (b7,p3, b6)
DARKEST PHRYGIAN (v7,v3,b6, 12)

(At the piano, experience the logic of playing UP the Ionian and DOWN the Phrygian)

Any diatonic melody, which uses only unaltered notes from the scale, may be transformed toanother
mode of the same key in two ways:

1. Leave original key signature and add necessary “accidentals”.

2. Change the key signature.

Here is an example illustrating these procedures. Note that the melody changes character and mood,
but it DOES NOT CHANGE KEY. The TONAL NOTES are not changed, only the MODAL notes:



DIATONIC MELODY IN F IONIAN:

0

©

Y] ©-

Same melody in the other four TONAL MODES:

With Ionian signature retained and
“accidentals” used to change mode:

]

With appropriate change of signature:

5 b1
F MIXO-LYDIAN o1t - Sy
o) o O [« i (%) o ©
s\ p3 h7
F DORIAN .!%? oho—3 o—r—
f) bl ba blo b7
F AEOLIAN Hy———e o 45— e )
ry) oo 7o
fo) ba ha b Ol
F PHRYGIAN O0—0—5
& Fa Y ' &)
oy o o
and re®used. Many writers will

Both of the above procedures p?@dentical results,
T

prefer to use the Ionian signa

comfortable and familiar wi (Since the great majorit

ith the necessary accid

ecause they will feel more

anging is done in the Ionian

Mode, there is a natural, gh false, association of “key” w “key signature ”.) Obviously,
however, the use of eﬁ iate Modal key signature the writing of accidentals.

The use of Mode ch is a technique of “Melodigv joi’ often used in dramatic and background
writing where a “Them can be modally altered to \ y changes of mood in the dramatic context.
ASSIGNMEN (The Ecclesiastical Modes)

1. Name each of the following Modes. ey signatures not given). Hear! Sing!

[a) -~y o £ . {

7 4 ny 2% AJ W &l 1 oy Ly &7 -8 89 $ h /LY
[ nuc'I'I’ — - Aﬂpcnv nac e A‘"()}y’,cayv
SRS 2 == ===
2. Name each of the following Modes. (Key signatures given). Hear! Sing!

O . P 1 I

el o A5 1 t Ul s &3
© O £y w7 | RA =Y 4y
\"aia%y oY ]
Fa PaY TV A dT

3. Write the five Tonal Modes in the keys of Eb, Bb, A, E, without key signatures.

als’ as necessary.

‘Use “accident-




t. Write the five Tonal Modes .in the keys of G, F, D, F§, with correct key signatures.
5. What is the name of Mode 3? Mode 1? Mode 6? Mode 4? Mode 2? Mode 5? Mode 7?
6. What type of Tetrachord is the : Lower in Aeolian? Upper in Phrygian?

Lower in Dorian? Upper in Mixo-Lydian?
7. What are the three TONAL NOTES in the key of Eb? A? E? D?

8. What note is the MIXO-LYDIAN 7TH in the key of Bb major? F major? A major? Eb major?
What note is the DORIAN 6TH in the key of A minor? E minor? BY minor? F minor?
What note is the PHRYGIAN 2ND in the key of D? G? F§? Gb? ,
What note is the SUBTONIC in the key of D minor? F minor? Ep minor? G minor?

9. The melody is given in “D” Ionian. Leave Ionian key signature, but add the necessary “acciden-
tals’” to change it to “D’ Aeolian: Ay

R I

ﬁ‘d — ﬂ

10. Take 8 bars of any DIATONIC (Ionian) song - (i.e. a sgng inWwhich there are no notes used except

-—-th

those which are in the scale. The first 8 bars of “0O Rainbow'” is an example of a “dia-
tonic” melody) - and rewrite it in each of the oth TQllal Modes of the same key, both by
adding the appropriate accidentals and with themgo ct®key signatures.

11. Compose a sentence of melody (approx. 8 bars" Dorian for oboe, and in “G' Phrygian for
trombone. In each case, start and end ongthe TOnic of the Mode and remaip entirely diatonic
in the Mode. Aim to catch the partic quality of the Mode.

€
= ‘NNN‘ b::
Good oboe solo range:%\ Good trog @range:%

12. The ear: Develop the a @ to sing, and to recognize hearing, all of the Modes.

<

-
THE MIXED MODE TECHNIQUE !\

The main way in which the Modes are presentl;@ is in a “mixed” form. All of the five Tonal
Modes can be drawn from any one key.

When all of the five Tonal Modes are n into consideration, you will find that there are, in
any given key, two versions for each of t MODAL NOTES. This can be illustrated as follows:

MIXED MODE SCALE (key of €) Fffm——r— = 5 e — 5
[ 4 b. -4 b 7
O © 9 4 3__b3 L b L hn7

Two versions for each of the Modal notes.
The Harmonic implications of this are extensive and are fully examined in Volume II, “Modern

Harmonic Techique® (See: “Extended Tonality”, Part I). Here we will observe how a melody in
diatonic Ionian may have MODAL VARIANTS applied to it, without loss of key sense.

H



The process (according to taste):

b2 (from Phrygian) may be used INSTEAD OF the Ionian supertonic.

b3 (from the Minor Modes) may be used INSTEAD OF the Ionian mediant.

b6 (from Aeolian and Phrygian) may be used INSTEAD OF the Ionian submediant.
b7 (from all other Modes) may be used INSTEAD OF the Ionian leading-tone.

Illustrations:
(key F) pDiaToNIC lonIAN ‘ A MixED MODE
This: #b—————e—n—,—‘———‘could become, for instance, this: 3#5 O~—
L= 3 VAN @ J I = )
_ == | o L3 oo
DiAa
(key C) ' ll :QIJIC IDL\I'IAIJ — 1 Ml‘fo MDJ)‘E :
This: % E; — = could become, for m P
%;J’— instance, this: I-
. ’ = 0 b7 pe A

guarantee an artistic result. Consequently, de process requires a sensitive handling
of the “altered” notes. The Modal Variantsfa o major are ‘“‘flatted” notes and will, in
general, show a downward tendency. Here is anNgxamp¥le of a diatonic Ionian melody with an insensi-
tive application of Modal Variants (b2,b3,%8, h7)"

Any musical device or technique merely acts as a @ int. The technique itself doesn’t
d

ORIGINAL (key F)

INSENSITIVE USE OF
MODAL VARIANTS
n b2 b6

3" A [ et
N |

sasErRiis

SEEMS BETTER

> }
I |
%&- —

Similar to full Modal change, the application of occasional Modal Variants is a standard ‘“melodic
variation” technique. Further, a great many standard melodies illustrate a use of the Mixed Mode
technique in their original forms. (Examples: “The Man I Love’, “Temptation’’, many of Cole
Porter’s songs, etc.) An examination of a few jazz “heads” (themes) will show that Modal Variants
are extensively used in the jazz idiom.

-+

12



BLUES MELOGDIES

While the “blues” is compounded of more than just a scale proposition, the so-called “Blue Notes”

are technically Modal Variants.

The b7 and b3 are the primary “blue” notes, Example:

) b7 b3

Key of C Ho—p—o——
AN "4 h o
Ly, e

(Mixo-Lydian 7th)

The ‘““blues” gets much of its flavor from the fact that the melodles are essentially “minor” but the
harmonies remain ma]or ” Example

MINOR MELODY
ran

=

mu i N )

W

—t]
38

SR

accepted Blues Scale in descendi

MAJOR HARMO
The flatted dominant (b5) has also. 5\ orporated into the “b Qso that the generally

Key » 5 - - =
« (/

This scale plays an important role in many areas of !&
@‘he Mixed Modes)

1. Write Mixed Mode Scales, with Ionian nature, in the Keys of Eb, F, A, and D.

04 4, _ —
; —— PR T SR & p——
Example (Key of E) 1 T - r= i 1
2 b2 3 b be T b7

provisation and writing.

V:T_
o

Note: A note lowered by “accidental’” is usually called a “flatted” note even when, as here, the
accidental is actually a “natural”

2. The four Modal Variants in C major are Db (b2), Eb (b3), Ab (b6), and Bb (h7). What are the four
Modal Variants in G major, Db major, and BV major?

13



3. A. Diatonic Ionian melody given. To it, apply one or more tasteful Modal Variants (b2, b3, b6,
p7) to produce a Mixed Mode Variation. Try for two or three different examples.

. - [re— ! {
— —F 5 |E I )
2 -
L] [ il 1 ] 1 = 4 - - v 3
ARAV lVl ' ¥ » 1 1 (=4

B. Take 8 bars of any familiar diatonic Ionian melody (example “Over The Rainbow”) and apply one
or more tasteful Modal Variants to it, for variation.

4. List the titles of a few melodies (of a popular, standard or jazz nature) that are basically
Ionian, but which make some use of Modal Variants. (b2, p3, b6, bT)

5. Compose a melodic sentence (approx. 8 bars) in either a song or a jazz style. Use a Mixed Mode
technique (i.e., basically Ionian, but with the use of one or more of the Modal Variants).

6. Write a jazz line which makes some use of the “blues scalQ’ feeling.

7. The ear: Develop the ability to recognize, by % odBl Variants in major.

THE MINOR TONALITY

In common practice, the MODAL SYSTEM @ simplified into a diatoni \em ased on two opposing

poles: L

MAJOR — — — — — — — — !\ —————————————————— MINOR
uses the Ionian Mode (Mode 1 uses the Aeolian Mode (Mode 6)
(The reason for the

i @Jf the Aeolian as the ma inor mode in our music concerns the
tritone. At the w ' ys@f the piano, notice that t ohe “F” and “B” resolves on to “E” and
“C”, The “E”™ and t “C” are not only in the tqgi d of the C Ionian Mode, but also in the

tonic chord of the A A®olian Mode. Consequently, olian is the most “stable’” of the minor
modes. ) '

So, while it is true that there are 3 min
respect to key, will refer to the AE
instance, the term: “Key of C Minor
(i.e. the key signature for “C Aeolial
desired, the specific terms “Dorian’ an

@ (Dorian, Phrygian, Aeolian), the term MINOR, with
ODE and its “artificial’ derivatives (see below). For
re®r to the scale of “C” with a signature of three flats

If specific reference to the Dorian or Phrygian Modes is
“Phrygian” are to be used.

The Aeclian Mode with the SAME KEY SIGNATURE as the Ionian is called the RELATED MINOR.

Example:
MAJOR (Ionian) — — — = — = — = — — — — = — — — — — — — — RELATED MINOR (Aeolian)
C Major A Minor
Eb Major C Minor
F Major D Minor

(Conversely, the Ionian Mode with the same key signature as the Aeolian is called the “Related
Major”, e.g. C major is the “Related Major” of A minor.)

14



The Aeolian Mode with the SAME TONIC as the Ionian is called the PARALLEL MINOR. (Some writers
prefer the term “Tonic Minor”.)

Example:
MAJOR (Ionian) — - — — — = — — = — = = = = — — — — — — — PARALLEL MINOR (Aeolian)
C Major C Minor
Eb Major EV Minor

(Conversely, the Ionian Mode with the same tonic as the Aeolian is called the “Parallel Major”,
e.g., C major is the “Parallel Major” of C minor.)

Two “artificial” minor scales have been derived from the Aeolian, as follows: (‘“C” Aeolian used
for example purposes)

C Aeolian

The AEOLIAN MODE: () i 0
(sometimes called the “Natural Minor Scale’) HpwPh o= Sy OO
AV TR -

s 1
T o

This pure Aeolian Mode was regarded as “inconclus Mhrticularly at endings. The tonic was felt
to lack sufficient stability and finality.

The 7th degree
% step) into the
ed the HARMONIC

This deficiency was overcome by a process cal MUSICA FICTA (“Artifical
(the subtonic) was ARTIFICIALLY raised, b iental, to create a LEADIN
tonic. The upper tetrachord is now‘a ‘ nic tetrachord’, and the s@

MINOR.
Moulr—
SRR rep
n

The HARMONIC MINOR:

V_ MUSICA FICT
ALG: LEADING 1

The use of the “Music &leading—tone produces two
A ¥ step “lead N’ interval into the tonice
2. A TONAL TRITONE b®tween the 4th and Tth sc es.

Consequently the “Harmonic Minor” scale is mo e, and has a more definite ‘“tonality” (key
sense) than the pure Aeolian.

However, the ‘“‘augmented 2nd” interva &the 6th and raised 7th degrees was felt to be ob-
jectionable because:

1. Somewhat awkward to sing.
2. Tends to sound “Eastern’”, “Semite”, and not consistent with the normal character of
“Western’” music.

These objections were overcome with more Musica Ficta. The 6th degree (submediant) was also raised
by accidental, to eliminate the augmented 2nd. The resulting scale is called the MELODIC MINOR.

In its “descending’” form the Melodic Minor scale reverts to the original Aeolian form:

C Melodic Minor P
0 _ MmaToR ———LHRYGiAY
The MELODIC MINOR [ 0—— —muiut Los— St e m—— L A
lmVﬁ" T — 5 V=1 b= IU’J ad c ¥ — an. ]
. = o v ~ musngywb O &
" DoRiAN b L G3hE]
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So, the MINOR TONALITY, as it is commonly used in our music, consists of three scales. One “pure”
Mode and two “artificial” Modes:

L.
1L 17
“PURE" Mode: Aeolian ! OOy
— —o—L2 — L4 -
;J ‘8‘ [+ I o
b 1) -
Harmonic Minor #"ﬂ oy O e —n——5
ANV =Y <3 ~ : - r'e ] =Y
v o © = A ZANK ¢ g
“ARTIFICIAL” Modes:
0 b :
Melodic Minor [Bebb S T— L N —
ANAVA = i * ] - i Ll — F o) Ve Y
J & ° oo
SOME CLUES TO THE USE OF MUSICA FICTA IN MINOR MELO[\
These are grouped under four headings: Q
A. “Logical” use of Musica Ficta.
B. Use of the Harmonic Minor scale.
C. Use of the pure Aeolian.
D. A “casual’” use of Musica Ficta.
As will be seen later, these consid also have significance iIN of Musica Ficta in
the chords of the minor keys. @ ‘

A. “Logical” use of Musica FQ\

In the -normal course of ‘ % practice, the principles ofythe MELODIC MINOR scale (up and down)
are used. The Tth g8 aised by “accidental” when moving UP, directly or indirectly,
o
R

to the tonic; thd ee is raised by “accide@ en it is moving UP, directly or in-

directly, to the ED 7th degree. *

Illustrations of “logical” MUQ ta: (Key of C minor)
L T \/\

: — — g:f——F \ o (2
! g ettt
0H s - ot N L ey T Ny
: = 74 7 Rl —~
M : - e =
T + A" | i | | B u 18] il |
D | e ) hi— T - [ |

B. Use of the Harmonic Minor scale.

The Harmonic Minor scale, with its characteristic “augmented 2nd” between the 6th and raised 7th
degrees, is RARELY used in the normal course of melody and part writing. Best to restrict it to
those situations where its ‘“exotic” flavor is suited to the intended context.

3N s D
Illustration:| LA —
] ¥
Eastern!
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C. Use of the “pure” Aeolian.

The pure Aeolian, without any Musica Ficta, was rarely used in the “Classic - Romantic” styles. Its
passive and “folk-like” quality has been more fashionable recently (particularly in some areas of
jazz) and it may be regarded as available at any time, to taste.

Illustrations:

H L . N i

5 ‘_‘h@;? 13 | S =
A\AY2 P ? A w—(— — i  a— I e — 77— T
ry) = L Em— | t 1 ' P t - Y =

D. A “casual” use of Musica Ficta.

The Musica Ficta 6th and Tth degrees are alterations to MODAL notes, therefore the use or non-use of
Musica Ficta does not affect the basic KEY. Further, since the essential quality of “minor”™ as
opposed to “major’ depends on the MEDIANT, the use or non-use of Musica Ficta does not necessarily
threaten the “minor’” quality of the Mode. )

Therefore, it is possible to make a “casual” (even a ba &s) se of Musica Ficta. That is, the
6th and 7th degrees may be artificially raised evepgi he ren’t moving up to their usual desti-
‘Ei:ja)F n
|

nation. This is NOT COMMON and can easily lead d confusion!

Illustrations:
)
1z

LA, - 1y &
2o U 10, MR VA N £ AT
1 v 1]

1 J

Tk )

> e

T
(BACKWARDS) :\
To sum up:
“Log i ’&s’lca Ficta (Melodic Minor sca USUAL.
Au 2 of the Harmonic Minor RARE, SPECIALIZED.
Pure olian . . . UNENERGETIC, RAS AVAILABLE. )
UNUSUAL.

“Casual”™ Musica Ficta . . . POSS

ASSIGNMEN e Minor Tomality)

1. Write the three scales of the Mino
down), with correct key signatures an

onality, Aeolian, Harmonic Minor, Melodic Minor (up and
ccidentals as required, in the keys of E minor, A minor,

Bb minor, F minor, C# minor, D minor, G minor.

2. Name the following scales: Hear! Sing!

s}

1" 4 ey
P .1 iy = o) bl
17 SO = £y 2
Y 1 owy <1 o o <
o e ¥TI [
f L O o
AN © P, 4P W 3 ] oY
T [ o F Ad A 3 &
7 1173 oy & ¥ T = (¥
AN & hew &9



3. A. What key is the RELATED MINOR of D major, C¥ major, A major, Bp major, DV major, E major?
B. What key is the RELATED MAJOR of EpP minor, E minor, G minor?
4. Give the key signatures for the PARALLEL MINOR of G major, Bp major, D major.

5. The two “Musica Ficta” notes in C minor are AH and BY. What are the two Musica Ficta notes in
D minor, B minor, A minor, F§ minor, E minor?

6. Add “logical” Musica Ficta (in accordance with the principles of the Melodic Minor scale) to
each of the following Aeolian lines:

F Minor
O L. '
} JAY 1 N 1 Y 1 1 1 1 i
e e ' ]
.) w -" ﬁ 7 ! | St—— 1' # - o A
E Minor
¥y = 7 = t i g "
T b | ol 1 ¥ a | 1 1 1 1
A i i — — 4 s
] - bl - - W
7. Take a couple of diatonic Ionian lodies and re-write the view to noting how

they sound, in the RELATED MINOR

A, Wﬁ glical” Musica Ficta Q
monic Minor
ure Aeolian
@ some tasteful “casual” Music
8. Compose a melodij &ce (approx. 8 bars) in any Minor key, using Musica Ficta to

taste. @
L _

9. The ear: Become familiar with the sound of t :-gnor tonality.

SCALES CONCLUDED

Many other scales are used in the woRld today. The Eastern and Middle European cultures, for
instance, use scales which are available to any interested musician. It is quite possible to devise
a scale of your own, say of 6, 8, 9, etc., notes, for a particular emotional or psychological
purpose. But the Modes and the Minor Tonality underlie the great majority of the music with which
this text is concerned.

Nevertheless, it may be useful to note the following:

Musica Ficta can be applied to the Phrygian and Dorian Modes in exactly the same way that it
applied to the Aeolian, and for exactly the same reasons. To Illustrate:

P HAR. — MafoR
2 [/A 12/ — LYNT-N 4 ¢
- b = s ] RIS et | M Ny §£J LR | A Fa W < I STW- W I
|/ A 7y &9 &7 I PN & A% A od f ool O U WIVRY o
ANA”A o 4 &7 M o £33 T b . & %0 il ~ AV N~y
“C"” PHRYGIAN “C"” HARMONIC PHRYGIAN “C” MELODIC PHRYGIAN
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The basic Tetrachord types can be re-arranged to produce more “exotic” scales which, because
they will still contain the three Tonal Notes, remain strongly “key oriented”. One of these re-
arrangements plays an occasional role in “popular” Melody and Harmony: the so-called Harmonic Major
scale:

hH A TAD WARMONLE
MAT R ———= r
“C” HARMONIC MAJOR , . 7 ——
ANAY £ r el L —d L g [®.
-9. o =

The following chord, which enjoys considerable use in “popular’” harmony, can be traced to the
Harmonic Major scale: (see second chord of “Moon Glow”)

Key of “C”

o — Major Mediant
e

AV

1y

Minor Submediant

One scale which occupies an important place in melody is ghef PENTATONIC (5 note) SCALE. a few
detailed observations about it are in order: \

cle of 5ths’:

The PENTATONIC SCALE QQ

This scale is derived from the 1lst five notes of

%

the 12 tone scale and the

Place side by side within an oc& the same process that p

7 note Modes) these five not 1 yield five Pentatonic Modes:
() AL - )
1Oy r's ] - 2y AY
=y T &y &7
s}
— i Ve ]
PENTATONIC MAJOR PENTATONIC MINOR
(USUAL!) (OCCASIONAL)

As indicated above, the MAJOR PENTATONIC sc e usual form; the MINOR PENTATONIC is occasion-
ally used. The remaining three do not ndard ‘“triads” on their tonics.

(Note: The black keys of the piano for entatonic Scales. Start on Gb (F§) for the MAJOR form,
on EP for the MINOR form.)

The MAJOR Pentatonic scale is the same as the Ionian Mode, with the ‘“‘tonal tritone” removed:

L)

)7 4

2 —————
g & © ©° 4 7

Therefore it contains no awkwardness, and Pentatonic melodies are generally easy to sing. It is
widely used in:

Folk Songs Popular Songs
Spirituals Western (cowboy) Music
Jazz
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Sometimes a melody may be entirely Pentatonic (“Who, “Swing Low Sweet Chariot’’), or it may be
Pentatonic for one sentence only (“My Blue Heaven”, “Louise”), or it may simply show a strong
Pentatonic influence, (*“Someone To Watch Over Me’”, “0ld Man River”).

The MAJOR Pentatonic scale is written with the Ionian signature, and the MINOR Pentatonic is
written with the Aeolian (Related Minor) signature:

0 o
- *_t‘__—_n_e—v ]
F Major Pentatonic [FfwD Y D Minor Pentatonic ‘
ANV A2 =

) 0O ©

(The Pentatonic Scale is usually used Melodically Only. The harmonizations draw from all of the
resources of harmony in major or minor.)

ASSIGNMENT 5 (Scales Concluded)

1. Write Harmonic Phrygian and Melodic Phrygian scale itQ Phrygian signatures, in the keys of
D, A, B, E, and F Phrygian. \

2, Write melodic sentences (approx. 8 bars) & eSired Phrygian and Dorian Modes, with a
“logical’ use of Musica Ficta.

3. Write Harmonic Major scales, with Ioniag signatures, in the keys of F, &b, Db, FF.

4. Rewrite any diatonic melody (e.g. ¢ mond’””) in Harmonic Major.

2 )
5. Write Pentatonic Major scales, v\@ian signatures, in the @ Eb, AV, Db, G, D, A.

6. Write Pentatonic  Minor
A minor, EP minor. @
7. List the titlesQfe familiar melodies which a: tdtonic, or obviously “Pentatonic in-

with Aeolian signatures, keys of D minor, Bb minor,

fluenced”. .

8. Compose a melodic sentence, thinking in terms e French Horn sound, suitable as a theme to
accompany a travelogue on the Rockies. Us® sired diatonic Pentatonic Major scale.

! ™y o
; oy YEY &7
I P n | Ny &Y V™
P AP 43 8- Ney 74 VS
[ » X.A.Ld £y V&
F by © ©
L3 O [ o F.Ad n P Y
1 =y -7 o B oy Y &
P ALY 43 S r's J Fa ) a&F V =
8 A&7 Py [ %
A o .y
4] 1 by O Awﬂ =l
) 4 1 o~ Ry B& Il s 174Y ! ) Vo N4
00 A2 1 | . 47 37 DY) A =7
o LY V&7 i NnAat/idd v & AY V&7
L= .y 43 1VS
o Ve
fH
1’ 4 I 3 Pa 1
N P e £V
Il bnﬂvv ¥ €3 == 1 = WA=
£ ¢ et N hcﬂ b4 c'ﬂ'ﬂ hcﬂv
J g ey T e 9OV [« B o7

10. The ear: Develop the ability to sing, and to recognize on hearing, the Pentatonic Scale (par-
ticularly the Major Pentatonic), the Harmonic Major, etc.

11. Review all scale material.
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Chapter 2

INTERVALS

BASICS

The measurement of distance between any two notes is called an INTERVAL. Two notes in succession
form a Melody interval; played simultaneously they form a Harmony interval. Example:

)
) 4
y AN =" Fa
| §anl =N e b o 1
ANRY4 L= =~
o)
‘ Melody Harmonyq
Harmony 2nds (notes one step apart) are written side by Nn touching, as: I#KZ

[y

All ““accidentals” are placed on the left hand sig harmony interval, as:

It is customary to use the Major (Ioni le as a point of referenc\% calculation of
intervals. Here, using the key of “@” ample, are the intervals fr up and from the
tonic down, in Major, with names: \ Q

o)

D 4

y o ¥ <)

o N o s

00 -©- © © e
% PERF, UNIS. 374 PERF, 4th  PERF 5th . Ma.Tth  PERF. o%go.)\lé
i
[ % ] £y e [ ) £y

AV s [ 6] o

¢  ML2nd M1.3rA PERF.4th  PERF.Zth I bEh Ml Teh pe}ﬁ' OCTAVE

< the upper note and have two names. The “Specific
Or, etc., and the “number name” indicates the number of

All intervals are figured from the lowe
name’” classifies it as Perfect, Major,
scale degrees encompassed. Example:

*The unison is called an interval, although tl{ bviously no distance between the two notes.

H—n =S
[ & ] rs )
MA, 3xd Ml 3zd
Intervals of an octave or less, as above, are called Simple intervals. When more than an octave,
they are called Compound. The compound intervals have the same quality as their simple counter-

parts, but the figure is increased by the addition of “7”. To illustrate:
— e o &

h—— —— 5 O 2
C I O s ] L 2

P -
2 B &4 o e O 2 © & o g © B ©

MAZ MAD  MA3 maido PERF4 PERF1L PERf,B PERF AL MA.6 MA.13  MAT MA.14 pere, Penr.
OCTAVE DouBLE
OCTAVE
Notice that the unison, octave, 5th(12th) and 4th(11th) are called Perfect intervals. The 2nd(9th),

3rd(10th), 6th(13th) and Tth(14th) are called Major intervals.
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" When a PERFECT interval is “lengthened” by a chromatic semi-tone (i.e., lengthened by a % step
without changing the “letters”) it becomes AUGMENTED:

on T'D P AP 4
ek R 4 L XS]
[y qifiﬁ}- o 'S e -
*Augmented Augmented Augmented Augmented Augmented
unison octave 5th 4th 11th
f)

*In melody the Augmented unison is called a “chromatic” semi-tone: g #—

When a PERFECT interval is “shortened” by a chromatic semi-tone it becomes DIMIgISHED:

o
A o

] 2
S3) 7Ly vV &
Py == - o F= 2
Diminished Diminished Dimigished Diminished
octave 4th 5 12th
When a MAJOR interval is lengthened similarly 4 cQume S® AUGMENTED :
f o
:@ *LL " J}n
?'(J 'IV
DY) 2 & e -
Auggggted Au%ﬂﬁ?t Augmented ugg%gted (not used!)

L
1870

Re;’ 6 -
M1nor Minor Minor Minor
3rd 6th Tth 14th
&
Nes DIMINISHED:
(/7%

*
When a MAJOR interval is shorte @arly it becomes MINOR@Q ha

N>

When a MINOR interval is shortened similarly it
H

i
I Bo-
v

1Y) B o
Diminished Diminished
3rd 14th

When an AUGMENTED interval is lengthened similarly it becomes DOUBLY AUGMENTED:

F o NS
*;1
ANIV.A ’!‘ ‘,"‘
- b—e— -
Doubly Augmented Doubly Augmented Doubly Augmented Doubly Augmented
unison 5th octave 11th

When a DIMINISHED interval is shortened similarly it becomes DOUBLY DIMINISHED: bﬁt
l po
LAY Ky
S3) %pc N
P 85 - ro ¥o
Doubly Diminished Doubly Diminished Doubly Diminished Doubly Diminished
octave 5th 11th Double octave
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SUMMATION:

Shorten Lengthen
Doubly Diminished Diminished <—PERFECT— Augmented Doubly Augmented
Doubly Diminished Diminished Minor ~ <— MAJOR — Augmented Doubly Augmented

When notes are the same distance apart but are written with different “letters”, they are said to
be ENHARMONIC Intervals. To illustrate, the following intervals are enharmonic equivalents:

Auc4 DIMS AUG2  Mmitor 3 Auslb  MINORT DIMT  MAJOR b
o L1
}a —0-© P O——~
. P —— T < ——
= o Yoo = 9§ T =T B &

(Accurate notation will be encouraged in this text. Because while, for instance, an Augmented 2nd
and a Minor 3rd are enharmonic equivalents, they receive an ntirely different usage and, in a
“tonal” context, are performed with a different “inflectign’y

Intervals of an octave or less may be inverted (i.e., % ps@de-down). Inversion occurs when
the top note of the interval is moved down an octav e he bottom note is moved up an octave,

as:
9’
¥ 4
Ly >
ANA " i
Y]

:é\ -.9’—

On INVERSION:

MAJOR intervals becom OR
AJOR

MINOR intervals

AUGMENTED inte @ecome DIMINISHED
DIMINIS i ffer become AUGMENTED
DOUBLY N intervals become DOUBLY DI

DOUBLY ISHED intervals become DO@LYN ED
Subtract the number of the interval from “9” to ge&mber of its inversion. To illustrate:

L 2 \
PERFECT intervals re M@ECT Q
‘o&

Fa)
o <3 — g £ Fe ]
AT A b4 o FaY
PERF UNis. Peef.ocr(f) PERr Sth Peef.4th WPeer.4+h Perd 5th  Ma2nd ML Tth  MA.3rd Mi6th
0
o £T
AT L) WY o [ ) F o N
&5 re) re) L a— O © —y— -
v © & o8- © 5 o
Ma.Gth MLBd  MATER  MLZnd MiZnd  MATth  ML3rd Masth Mi. 6t MA. 3rd
2T (}’J. [ ) (S ] L e ) L " l!l()
& ” o} o —¥%o T
J © oo ¥° = & pe

MLTth  MA.2n4 AUGZnd. DimTEh Aus.4th Dim, 5th AuG.5th Dim4th Dously DousLd
Auc.5th  Dim,4th
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Finally, the ultimate importance of an interval, or any other musical grouping, is its SOUND. It
is essential that all of the intervals be understood AURALLY. Music writing is unique as an art
form, in that the notes the arranger or composer puts on paper do not become music until they are
performed. The written notes are just the shadow of the sound. Therefore, the student MUST
cultivate, at every step of the way, the ability to hear the sounds which are represented by the
written notes and, further, the ability to transform the sounds he “hears’ mentally into correct

notation on the page.

Melodies are composed of successive intervals; harmonies are composed of simultaneous intervals.
Clearly, therefore, the ability to hear all of the intervals is vital. Listen to them! Sing them!

While intervals must eventually be heard for themselves alone, it can be helpful at this point to
associate each interval with part of a familiar melody. (For instance, the first two notes of the
“BRIDAL CHORUS” from Lohengrin, ‘‘Here Comes the Bride”, form the dominant to tonic “perfect 4th”)

ASSIGNMENT 6 (In asics)

ween various notes of the Major (Ionian)

1. Examine and listen to the interval relatj
scale. Create and answer a number of qué
supertonic up to the subdominant,

such as: “What is the interval from the
ic down to the supertonic,’” etc., etc.

AN

from, the

N

2. Name the following intervals.e¢ H

H " Py
) 4 [ =] Py i Y. LT Py
¥ a¥ ) b2 235 | 7] e ) =~ [ ® ) ©r o
| f WA S ] bt L P [®] | 2'S ]
Y = o o 8 o o
h e L e o b 2 s 2 e 4
1 I
=\ P ¥ &‘_}
ANV 7 L [ 9 ] = e U~
Py) [¢) F o] o pvo [8] [ %] had
L
A* ” ~y a'r,-. lﬁ [ 9]
fis— T —6 s P hzy = e & Mi/ o] == %}(J ;
VA LS. AV TS N~ i [& ] % &7 i N 1) e L N
PY) P-o— 0 Fe . L b #O vo v
‘ [T U o o Pl bo bo bo do
r- =4 y: oo 1™ 1T h LI hA I 1]
' : e —
O 1 9 ] Y. ¢ 1 Y 1 i"'h -y |
O PFo—po © 23 o #o O o v
3. Write the correct note ABOVE each of the following, to create the indicated interval:
0
)” 4 I 1 Il
2 { 1 T 1]
T o R4 PO RO o Tz bo O e
PERF 4 MI 2 ) DousLy DOUBLY
PERF 12 Ma lo #MI A M_,o;z, MA 2 M?M- ac9  PIMS LSS e a

4. Write the correct note BELOW each of the following, to create the indicated interval:

K<l

[« ]

LQ

£
)

L)
e

in
S ]

0

% bo

¥o

Y]

dim 12

M1 13

M7

DIM 7

MA 2
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5. Name the following intervals, then write and name their inversions, in spaces provided:

> 4 =
— 5
4
Co—© —5©- 90 e A
e) o v
-— 170
=Y P Y
e ry) PO
&) r —Y .
) O " o re)

6. Give at least one “enharmonic equivalent” for each of the following:

0

ANV WY "
Ve w po *O

oR

1l
JR | |

o0

7. The ear: Develop the ability to recognize on hearing, and to sing, any of the simple intervals.

THE HARMONIC OVERTONE SERIES \
Introductory: Q
Any single tone is the root of an infinite nugber vertones, which gradually diminish in inten'-

sity as they get higher. Any single tone,gtNerefore, carries with it its o Harmonic Overtone
Series.

Musical tones are produced by the @ of ‘“‘sonorous bodies”, @ ings (violin, string
bass, guitar, piano, etc.), column r (the wind instrumentg M. Pitch is generally con-
trolled by adjusting the speed vibrating body. In the ca taut string, this is done
by shortening or lengthening The shorter it is made, the higl® he tone will be.

in its full length and also in all
these divisions produces, at least
musical sound is the result of all of
ion of this phenomenon can refer to any

No matter what the le &w vibrating body, it will vjb
of its mathematical ons® ( %, s, W, % etc.).
theoretically, a diffeMgnt tone. The total effect®gf
the tones. (The reader who is interested in a full &
book on acoustical physics.)

All of the vertical considerations in music ~ »the structure of chords, chord extension, chord
voicing, omitted and doubled notes in etc.) are related to the structure of the Harmonic
Overtone Series. This text will be ¢ ed With a few basic acoustical facts in order that these
vertical considerations will be more un standable and clear. '

Details:

The root of any overtone series is called the fundamental and is numbered as the 1st PARTIAL. The
1st overtone is not referred to as such but, rather, is called the 2nd PARTIAL. All others follow
upwards in mathematical order. Here is the Harmonic Overtone Series on the note “C”, two octaves
below “middle C”. The partials are given up to 22, but in “arranging harmony’ the series is rarely
used above 13. &

e be ho 2 #e (£
e Qe ) e e | 6
e — 2 M I A 1 13 A4—a-5 e 37 T8 19 0 Il A L<X
tH— @ o) 3 * 3
o 8% °
T3
A 2 7

G L7 PArTiaL (FudDAMEATAL)
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Note:

The 1st six partials are indicated here, with their octave transpositions, in white notes bhecause

they are the most audible and the most “in tune’ in equal temperament. They form the major common
chord.

The 13th partial is about half-way between the Augmented 12th and the Major 13th. In practice, the
Major 13th is used. '

The 3rd partial is a Perfect 5th.
The 5th partial is a Major 3rd.

In the case of the Tth, 9th, 11th, and 13th partials, there is relation between the partiél number
and the interval name.

The 7th partial is a Minor Tth above “4”.

The 9th partial is a Maj 9th above “4".

The 11th partial is ented 11th above “4”.
The 13th partial i joI§ 13th above “4".

The octave above any note is double the vibra

Mequency. Therefore, the 2nd, 4th, 8th, 16th
partials are octave transpositions of the fu '

The 6th @nd partials etc., are octave transpositions of “3”
The 1 nd 20th partials are octave traRspositions of “5”
In addition to the quality of Perfe r, Minor etc., each interyal d ord can be measured
for its:
&MONIC STRENGTH
FUSION

& TENSION
CLARITY
_ DENSITY * @

Each of these gualities is in some way related *}osition the interval occupies in the Harmonic
Overtone Series. Each will be examined in t 0 ing text.

ASSIGN 7 (The Harmonic Overtone Series)

1. At piano, with the sustaining pedal, play: E

-
(or any other note in the same general register) and try to hear the “partials’ above it. After
the 1st six become audible to you, try for the 7th, 9th, 11th.

2. Write the Harmonic Overtone Series (up to at least the 13th partial) on each of the following

“fundamentals’”;
o)
el = bT 5 b3 > 1> z—z,*

*«p» o7l viprations per second, the lowest note on a standard piano keyboard.
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3. Create and answer a page or so of questions such as:

What note is the: 6th partial of ‘D”?
11th partial of “Db”?

9th partial of “E”?
"~ etc., ete.

4. Create and answer a number of questions such as:
“D’” is the 5th partial of what Overtone Series?
“gb* is the 3rd partial of what Overtone Series?
etc., etc.

5. The ear: Develop the ability to comprehend the sound of the Overtone Series. Also, try to
develop TONAL VISION, the ability to “see’” the Overtone Series MENTALLY, on any fund-
amental. (This Tonal Vision is a valuable ability with all musical elements.)

HARMONIC STRENGTH

Two tones sounding simultaneously, as an interval, pro e other tone or tones below the interval.
These result from the SUBTRACTION of the vibratio ies of the tones of the interval, and are

called Difference Tones. To illustrate:
Tone: 50 V.P.SY

Interval ‘
Tone: 40

Difference Tone: @

From the Difference Tone or Tone he ACOUSTICAL ROOT of th . And the “closer” this
Acoustical Root is to the inte @ greater is the HARMONIC ST of the interval.
Harmdnic Strength is, monic “implication”. interval will suggest or outllne a
chord; a WEAK one wil oNpat best will be amblguous :
To illustrate: (play) S @
Strong Interval \ Weak Interval
3 B* A
¥
<;E:, o V-ev
No harmonic
suggestion.

In order to calculate the Difference ToneS and the resulting Acoustical Roots, it isn’t necessary
to know the actual vibration frequencies of the tones of the interval. Only the VIBRATION FREQUENCY
RATIOS must be known. These will be the PARTIAL NUMBERS from the 1st appearance, from the bottom
up, of each interval in the Harmonic Overtone Series. The further away from “1” the interval is,
the WEAKER it will be.

On the following page are the intervals from the Harmonic Overtone Series, reéding upward. The “C”

series is used for example purposes, but the same result would be gained with any fundamental. In-
tervals of more than one octave will not be considered.
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[} —de O - Hfo4—4o
o il ® T W
:,BQ — Ve Wed r=wa — a(& o Ve W 7 05
D L =] B o Wl o -y WA o o o7 n
o4 - o4 pa M. BX
q A3 3 AYS LY 3 AV S
7Y 7 Iy i— :
\ 21 P1
Intervals in order of Vibration
Harmonic Strength Frequency Ratios
STRONG Intervals 1. Perfect Octave . 2:1
2. Perfect b5th 3:2
3. Perfect 4th 4:3
4. Major 6th 5:3
5. Major 3rd 5:4
MEDIAN Intervals 6. Minor 7th . . . . . . . . . . 7:4
7. Minor 3rd . . . . . . . . . \ > 6:5
8. Diminished 5th . . . . . . . . 7:5
9, Minor 6th . . . . . . . L. 8:5
WEAK Intervals 10. Major 2nd . . . . . |} B - P
11. Major 7th 11:6 *
12. Minor 2nd 12:11
*NOTE: Although the bottom note ofg th r 7th is lower in the seri a r 2nd is stronger,
because its ratio is les
Here, using the “Eb” serles stratlon is the actual “p ” process that occurs. Take
note of the observations low
STRON MEDIAN [ WEAK Intervals
L
Y /) L R 211 bép—.um'
VaXal UL O U AID N
&7 i AN T nNnah
-5 05 o5 A 4
% 5O
bz hos bz b be z |
i - AT 22
poJeIbeT Vo1 pei b+ Y o1 je1 1 et ol be1
PERF. 8 TPeRf.S PERF4  Ma.b  MA3R MLT  ML3 DME  MLG MA. 2 MA.7 M2

Observations;

1. Some intervals (e.g., the Minor 6th) have more than one difference tone, but the acoustical root
is ALWAYS “1”. In practice, it ISN’T necessary to calculate all of the difference tones. Only the
“1” is important and as long as the ratio of an interval is known, a reference to the overtone
series will provide the “1”. (For instance, the ratio “8:5” simply means that the top note is the
8th partial and the bottom note is the 5th partial. The “1” should, therefore, be obvious.)

2. Note that the intervals are gradually weaker as they are further removed from the root (1) which
is, in the above illustration, the low Eb.

28



3. The “enharmonic” writing of an interval DOES affect its implication and its handling in Context.
For example, the following intervals are “enharmonic equivalents” but will act and sound quite
differently in context: AL

But the “enharmonism’ DOESN’T, in equal temperament, significantly change the purely. “vertical”
considerations. Therefore, any interval which isn’t one of the basic twelve will be an ‘‘enharmonic
equivalent” of one of them, and will have the same ratio and root. To illustrate:

‘:ﬁ:‘:ﬂﬁ;
—5O—5 WL ] my = W a s
— AR 7 : I/ &7 a4y ’ :VV o
) - BT B4 e——oF
y 4 - A Y |
P 3 oI
\ DiM. T MA.b -1 =1 1 =1

AUG. b ML 7 AuG. 4 DIM. &
4. On inversion, the intervals (with one exception) ret \ﬁ root, or an octave transposition
of it, depending on the direction of the inversion. @
: L)i‘!lll’c' AT b aasb
Y S =i/ &7 I
P
‘\ -4

e -3
MAA A
ANAYV] W’ L — g 3

ps y y - — i —
ﬂ & :
The Exception: The TRITONE Dim. 5th)

On inversion, all other inter @ange SOUND, causing the rati@s to change. The tritone, which is
th

a two-way equal divisio tave, retains the same S Therefore, it retains the same
ratio. Consequently, 0 changes. Example:
DiM. § AU
0
Y —F

Note that the new root is a tritone (DimQ5) away from the original root. In point of fact, the
tritone is called NEUTRAL, or “ambiguous”. Either one of the roots will fit either inversion.

This fact underlies the theory of SUBSTITUTE DOMINANTS (e.g., an “Ab7 » can substitute for a “D7").
See later text on the “Augmented 6th Group’ (vVolume II, Chapter 2).

ASSIGNMENT 8 (Harmonic Strength)

1. Learn the VIBRATION FREQUENCY RATIOS, and the ‘order of HARMONIC STRENGTH.

9. The vibration frequency ratio of a Perfect 5th is 3:2. What is the ratio of a Major 3rd?
Minor 3rd? Major 6th? Minor 6th? Minor 7th? Major 7th? Minor 2nd? Major 2nd?
Perfect 4th? Diminished 5th? Perfect Octave? Augmented 4th? Diminished 7th? Augmented 2nd?
Augmented 6th? Augmented 5th?
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3. Mark the following intervals STRONG, MEDIAN or WEAK, as the case may be:

1o | . £ CcRER(E
## Y bl )¢ A & ] [ Ui — . MOZE
A\ xﬂ L= P Ad r @ J L e L Py
‘.j re ) LAme > - 6 =
4, Give the ratios and roots (1) for each of the following intervals, as in the example. Hear!
Example? '
D A 1 . P O cﬂéﬂ(é
174 Iy 43 &7 re ] P A ol Z
=Y 3 ) &7 V@ VO il
A2 5 £ h L4 | w4 -7 Y r'e ] L4 5 5.Y
ANV ‘J 2; 7 %F;; O iF-a e
S £3=
bl 1]
) p—
[

5. Give the ratios and roots of the following “enharmonic” intervals:

! ho creaff
::]ﬁ t — hoe - © :ﬂSE;
"’\ 42 i f c [ %] Neccoepu
D A} A 4 00 LAR—A Y =y=-p—g y1 ~u 4
o)
w4

6. Give the ratios and roots for the following t in space provided, and give the ratios and

roots of the inversions:

¢ )

)" A LAY <7 P
o =,
| f s & ]

3 ] = = =

o) © , v

®

oy

A
\

The following are tri I@Note how they change roots inversion:

n .

-©- i

e ° ; 2

Q) " © 1 =4
—oy—

- A
7. The two possible roots for the tri F” are G and Dp. What are the two possible

G4 and D? E and Bb? F# and C? G and Db?

8. The ear: Play intervals in the mid@e register of the piano and develop the ability to
hear and sing the roots, or octave higher ‘“root representatives”, of at least
the Strong intervals.

HARMONIC STRENGTH CONCLUDED

SAFE LOW LIMITS

Generalization:

Any interval, in or out of a chord, which has an acoustical root BELOW “A 27% V.P.S.” (lowest note
on a standard piano keyboard) will tend to sound “blurred”, “foggy”, “muddy”.
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" To illustrate:

CLEAR! BLURRED!
a Hoep————
w4
LW—_—,
Acoustical root “C” above A 2T% Acoustical root “Eb” below A 2%

Therefore, the 1st appearance of each interval in the A 27% series can be regarded as the Safe Low
Limit for the placing of the interval:

A 2T7% SERIES

o1 \
safe Low Limits Q
STRONG EDIAN
Intervals ) ntervals
MLT M3 DIME ML
PERF. 8 PgRfS PeRr.4 MA.b  mpa.3
oyt — |
>4 o
— 253 ©3 D3
B2 92 ¢
o1 \
rervals

Ma.7 MmL2
& "t #oll  FOP

—?; 7 ALD

‘0‘-~>
When any interval is played below the Safe LOW@t,s(aS illustrated above) it will tend to blur.

The Safe Low Limits are certainly not * %ey are important chiefly with the Strong intervals.
The Strong Perfect 5th, for instance, ikely “blur” when played even a short distance below its
theoretical Safe Low Limit. On the ot hand, a Weak Major Tth can be played quite a distance

below its Safe Low Limit before becoming troublesome.

Further:

The instruments involved in a low interval can affect its degree of “blur”.

Duration is a factor. A low grouping which is brief and unaccented will probably be
satisfactory. Example:

Trombones
| [ ' |
1 JAY 1
(Jé i’l .
[ & d %4 =
PROBABLE O.K. (BRIEF)
BLUR



Dynamic Level is a factor. A low grouping sounded at “ppf’ will be less blurred than
the same grouping at “ff”. Example:

Trombones -
L y o ) % ]
[ &

ra PP (LESs BLUR)

A low grouping CAN be musically desirable. Example:

> i z it
i ] 1 L
i
DRAMATIC! PERCUSSIVE!

Nevertheless, clear voicing is normally desirable in orchestration, and a grouping that is played
below the Safe Low Limit may work against the interests of clear voicing.

ASSIGNMENT 9 (Harmonic Strength C d - “Safe Low Limits”)

1. Learn the Safe Low Limit for each interval 2 overtone series)
2. The Safe Low Limit for the interval of a Per 5th is% Write each of the
following intervals at its Safe Low Lipi% -2
o

Perfect 4th: Major 3rd: 6th: Minor 6th:
u-ﬂg
v 4
Tritone: Major 2nd:
A
3.. The Safe Low Limit® for the 5th partial is: Write each of the following

partials at its Safe Low Limit:

3rd partial: 2nd partial:

®7th partial: 10th partial: 4th partial:

> A

4., Mark the intervals in the following Which are BELOW the Safe Low Limit:

CREATE
) P | MArRe
% =4 (.24 1/ 9] — Mafe
s ¥ P ¥
o 9—& © ra r O ! € NLE23sany—
[«] E:=2 £z
R 2 o P22

5. The ear: Note the blurred quality which results when an interval, particularly a Strong
interval, is played too far below its Safe Low Limit.
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FUSION AND TENSION

The term Dissonance in

music means “unstable”

A dissonant note, interval, or chord is, simply, a

note, interval, or chord which shows a tendency to “resolve” or a desire to “move”.

However, perhaps unfortunately, the term is also used to refer to the quality of “harshness” or

“edge’, the quality which is associated with, for instance, the interval of a Minor 2nd.
ity is more accurately termed Tension,
shows tone-affinity; the notes are compatible with each other.

affinity.

which is the opposite of Fusion.
Tension is the lack of this tone-

This qual-
An interval with Fusion

The following catalogue of the intervals in order of Fusion to Tension can be regarded as a sort of

interval “spectrum”.

Consonance and Dissonance are here used with reference to the degrees of Tension.

Note that the intervals are grouped into five TENSION CATEGORIES and the terms

(Whether or not

any interval is Dissonant in the sense of ‘“unstable” depends to a great degree on the context and
In traditional harmony, for instance, the Perfect 4th is often regarded as

the style of the music.

a Dissonance and, in a

Consonant!)

modern style the Sharp Dissonance can

metimes soynd relatively restful or

FUSION TENSION
PERE, R
A PLof. uis. oct, PERF.S PERE4A MA3 MA.L ML3 M. (o 4 Dim mLT MA.2 MA.T MIL2
@) —y 3 BLI 9
S ee o 6 F S o =5 =
" nY; ] h_._\,.__d
PERFECT IMP NEUTRAL
CONSONANCES CoN

THE FIVE TENSION CATEGORIES

MI SHARP
DISSQNA SSONANCES

1. Perf t@vnances Perf. uMison, Perf. octave, Perf. 5, Perf. 4
2. KE onsonances Major Minor 3rds and 6ths

ra i
4. 1d Dissonances S
5. ShZrp Dissonances

Tth, Major 2nd
7th, Minor 2Znd

Important Note: ALL intervals remain in the S IN CATEGORY on INVERSION!
this medns that two parts forming a “duet” ( verted without substantially changing the over-

Among other things
all quality of the duet harmony.

The role played by Fusion and Tension harmony is an important one. In fact, the style of the
harmony used is dependent, to a great dé®ree, on the attitude which is taken to the use of the
Tension Categories. All of the so-called RULES of harmony are “stylistic” rules only- That is, all
“rules” are concerned only with the retaining of the intended style.

Herewith is a brief (AND GREATLY OVERSIMPLIFIED) survey of the changing attitudes to the Tension
Categories. The survey is grouped, for convenience, as follows:

A. Early Harmony
B. Traditional Harmony

C. Modern Harmony
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" A.  EARLY HARMONY

Primarily the Perfect Consonances were used,
the Perfect 4th).

(particularly the Perfect 5th and occasionally the

)
" 4

O

Duet example:

o

[ BANAY4

r e J
[ o]

o]

F & |
©

ALY
J

T
-
B. TRADITIONAL HARMONY

With the gradual awareness of the 5th partial,
3rds and 6ths.)
Consonances didn’t suit the new style.
in a passage of Parallel 3rds.)

viously free Perfect Consonances!
Perfect 4th required, in certain situations,

(For instance: no par#4llel unisons,
‘resol\”.
With the awareness of the Tth partial, the Disso@ nt€red (2nds and 7ths).

freely used but were governed by strict “la

Emerging from this is a style in which ALL i
enjoy freedom!

the Imperfect Consonances entered.
Musicians were attracted to these “new sounds” and quickly found that the Perfect
(Note, at the piano, how a Parallel 5th tends to “stick out”
So stylistic “laws” were gradually formulated governing the pre-

(Major and Minor

octaves, or 5ths, and the

These were not
roach and release.

s are used, but ONLY the Imperfect Consonances

The Perfect Consonances afd the Dissonances are used onlyqwith respect to certain
- “Stylistic’” rules. It is this ‘“style” h is the basis of:

The study of harmony in t

1. The haxzuon t Classical and Romantic p \
2. Presen: ular harmony and most j
i t

is primarily concerned wi

style.

Duet examples:

<

1. Imperfect sonances only:

VY r & J [ & ]
LR h [ ] b £) r'e |
T LY = e | L=
A ARV r=Y 1y L~ ray rs | L= 47 )
L4 L >4 Or L =4

2. ALL intervals used, but ONLY the n@ct Consonances are used freely. The Perfect
Consonances and Dissonances 1 a are used with respect to the “rules” of

Traditional Harmony:

‘Af‘ Pa \ [ ] Py Faa )
P 1 [ & ] = L4 5.7 Ao l O 4 P ) r' S ]
P B a o e Py b < ¥
ARV .Y b d L 4.7 WY =y 47 &7 b Py
C. MODERN HARMONY
1. A reaction against the sound of the Imperfect Consonances.
2. A return to the early freedom of the Perfect Consonances.
3. A more free and unrestricted use of the Dissonances.
A W am ¥
- LY =Y s X
Duet example: #"—Y—é—%e——n-—ﬁ-——u———
Py <7 £ P -~
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Summation:

Spectrum

rPerfect Consonances
EARLY HARMONY: [ THESE ONLY

Imperfect Consonances

Neutral and Dissonance;1

rf’erfect Consonances

TRADITIONAL HARMONY: £ RULES!

Imperfect Consonances
FREE

Neutral and Dissonances.
RULES!

ALL USED

' Perfect Consonances

MODERN HARMONY: £ FREE

Imperfect Consonances

SOME DOUBT

CLARITY AND DENSITY

Clarity (“Clearness”)

In general, the greatest clarity is achieved

Play!

ith the lowest partial numbers.

Neutral and Dissonances'
FREE

ALL USED

B

has more clarity than:

o 7

®

[=]

0f the following groupings ’@the most clarity:

0 illustrate:

0 - o
i Y = =
» A% e "

1 §anl

ANAY

Y] 2
s 1

4
\ 81

©

Density (“Thickness”)

— 3 )0 <30

el b i -5

VW ¥4

107

4 8

¥ S U (13 [ & 2. ]
i
>4 & IV A

\ o1

with added “9th’") “C” has the most clarity:

In general, the more implied “sound” (i.e., the more audible overtones, difference tones, etc.), the

greater the density.

35



To illustrate:

Play!
P [ ‘
has more density than: ﬁ has more density than: |
g O o |

Because more overtones come into audible range, any interval will increase in density as it is
played lower. Example: o

-

etc., to less density.

has more density than:

N

re ]

Of the following groupings, ‘“B’* has more density:

Clarity and Density are neither good nor bad in themsglv However, any “style’” or context requires
control of them. For instance, a chord such a would likely have too much Density for use
d be {

in a “society dance band’ arrangement, but cou ite suitable in a context of similar harmonic
structures as used in modern jazz arranging.

ASSIGNMENT 10 u and Tension, Clarity and
L
1. Become familiar with the INTER TRUM (Tension categori
2. Mark the following inte Perfect Consonances, Imperfect onances, Neutral, Mild Disso-
nances or Sharp Disso as the case may be:

o) a CREATE

> 4 : b2 Py h &Y

¥ 4% W= = Fay ] = 4 | ¥y

l(‘(‘ =ve] LA —d = hecd 787 Pa V= A= == bn lal)

ANAVAL "4 o = 1 h -~ D LIFK'F\QAPEI

U ~ 0 V& L~

3. Using any diafonic Ionian Mode, cr %or duet in whole notes, using only the Imperfect Con-
sonances. - :

4. Listen for duet writing in recorded &rrangements, noting the intervallic relationships which are
used. Notice that in normal “popular” usage the Imperfect Consonances (which have enough tension
to avoid the “hollow” sound of the Perfect Consonances, but not so much that they are “edgy”) are
the main intervals used for duets.
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5. The ear:

A. Develop the ability to recognize, by its sound, the Tension Category of any inter-
val. Playgroups of Parallel intervals at the piano, as illustrated, noting the dif-
ferent emotional quality that each tension category produces.

NI NP~

Parallel PERFECT CONSONANCES (5ths):

- (Also try parallel Perfect 4ths)

Parallel IMPERFECT CONSONANCES (6ths):

Parallel MILD DISSONANCES (Minor 7ths):

Parallel SHARP DISSONANCES (Major 7ths):

b4 b

H | N M~
%(Also try parallel 3rds)
o1 N ™=
(Also try parallel Major 2nds)
f) I_ \
1so try parallel Minor 2nds)
 M——1

Parallel NEUTRAL TRITONES:

B. Develop the ability to r@various degrees of clarity@ sity.
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Chapter 3

CHORDS

TRIADS

A chord is formed by the simultaneous sounding of three or more different notes. .A three note chord
is called a triad. 1In traditional practice there are four basic triad types:

MAJOR TRIAD . “Root” - - - - Major 3rd - - - - Perfect 5th

MINOR TRIAD “Root” - - - - Minor 3rd - - .- - Perfect 5th
AUGMENTED TRIAD “Root” - - - - Major 3rQ - - - - Augmented 5th
DIMINISHED TRIAD “Apparent Root” - - Mino T - - - Diminished 5th
MAJOR MIN AUGMENTED DIMINISHED
Examples: {7 — — .
AN b4 i b o 4
) B B &
Symbols: c ™ c+ \ ce
R \@ _
A triad may be in three posfaQ Root Position oot at bottom

1st Inversion - - 3rd at bottom

& 2 2nd Inversion - - 5th at bottom

) o
Example: —
L =Y
'Y -i¥

ROOT POSITION @W\EESION 2ND INVERSION

0 o

FIGURED BASS

The Figured Bass is a traditional system of “figures’” placed under bass notes to indicate the type
of chord. At one time the Figured Bass system was used in practical writing. This is no longer the
case, but some of the terminology of the system is still prevalent, and the system saves time in the
study of harmony. This text will NOT use the Figured Bass system as extensively as some do, but it
will be employed to 4 degree. Here are the basic details.

The figures indicate the intervals between the bottom note (bass) and the notes of the chord above
it, as:

ré IS
re W ata) b
Fa = TN - d "W |
AV Y ic i G T =
3[_5_14 L >~
ROOT POSITION 15T INVERSION 2ND INVERSION

5 g l

3 4
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Therefore:

In ROOT POSITION a triad is a g chord, but, in practice, is generally not figured at all.

In 1ST INVERSION a triad is a-g chord, but, in practice, the figure is abbreviated to just 6.
In 9ND INVERSION a triad is a § chord.
So: C = C major triad, ROOT POSITION

c(8) = ¢ pajor triad, 1ST INVERSION*
6
()= ¢ pajor triad, 2ND INVERSION

*In the CHORD SYMBOL system C® means a C major chord with ‘““added 6th” and doesn't refer to the
1st Inversion!!

A triad may be in close or open voicing.

Close voicing means that the triad is voiced within an XI Or, to put it another way, voiced
in such a way that no notes of the chord can be place e e notes that are there.)
. A _
a4 £2
Ve 1 re ]
Close voicings: & a- 55 I
o ©
Close R sition Close 1st Inversgio lose 2nd Inversion
6
(6) (9
2
Open voicings cover more than an oc \
, ==
4.7 £7
Open voicings: ) — =,
6_ L >
Open Root Position 0 st Inversion Open 2nd Inversion
) 6
. \@ (6) @
Note! The Figured Bass does NOT indicate the vgic So, for instance, a C chord with a G in the
bass is a 2 chord no matter how the notes abov re spaced.
The sound of these triads, and their j i , is the important thing. In the case of Major and
Minor triads, the following observatioMggare pertinent
Root Position - - - Firm, secure, conclusive.
1st Inversion (6) - - - Lighter, more “airy”. (Higher partial numyers)
2nd’ Inversion (2) - - - Unstable, uncertain. In traditional harmony the

‘4 chord is regarded as Dissonant and its use is
guided by a number of “stylistic” rules.
(See later text on 2 chords, Volume I, chapter 9.)

ASSIGNMENT 11 (Triads)

1. Write triads as follows. (Example using F#ma triad given in each case.) Hear!
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5
vl
I
8
sal
it
i
B

In close Root Position:

1] [TWaY
In open Root Position: :F‘—_ﬁih‘f} [aln o/ M— 4 =
i T
\" /
A\\ 1 1 #ﬂ
In close 1st Inversion (6): ] 2 ya =Pt A - ¥
o v 7
o[58\
In open 1st Inversion (6): T2 E G.&m‘_ - o
H \" 7I
In close 2nd Inversion (2): T L o e
A
In open 2nd Inversion (2): ] AV s A2
. §o/
2. Name the following triads. M&xk ) if 1st Inversion, (2)
whether voicing is close Hear!
ﬂ N I N ¥ [
) A c ™ J AT hc ! e i . 7<)y
(S — 23 by —pa h
AN VA 22 s} el 1
g 84

o
L
o
0
Jh

a%c

oy o # ~ LS
ol 1), & i £y P Lal =4
3 N, TS ) 54 F o j
-] L LAY » ) T ' A=) L4 i & )
L [ 1! ™ y <7 P B N
< e v o ¥ © o
3. The ear: Develop the ability &ize, on hearing:

MAJOR TRIADS }
MINOR TRIADS

AUGMENTED TRIADS
DIMINISHED TRIADS

In Root Position, 1st Inversion, 2nd Inversion

Note: Ear training can be expedited if an interested friend or fellow musician can be persuaded to
play, at the piano, chords, intervals, scales, etc.

i

DETAILED EXAMINATION OF THE FOUR BASIC TRIAD TYPES

Preparatory fact: The root of a basic triad will be the root of the strongest interval in the
triad.
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A. COMPARATIVE ANALYSIS OF MAJOR AND MINOR TRIADS

No matter in what position a Major or Minor triad is placed, the strongest interval will be the
Perfect 5th (or its inversion, the Perfect 4th) formed by the root and Perfect 5th of the chord.
Consequently, the root of a Major or Minor triad remains the same in all positions. To illustrate:

. h o n .
[® ] )" 4 re4J
C Major triad: C Minor triad: t [ s
o) ]
Root C in each case. Root C in each case.

Further, in all positions, the root of every interval in a Major triad is the same. Example:

A [ ) L3 2
N + i) AJd
C Major triad: fm—a =t et s e
AN Y/ b= ! 35 UE g__ I 5: 95 ©r «” A A\l
4
Root Root “C” 1st Root “C” - 2nd Root “C”

Position in each case Inversion in eachgcase Inversion in each case

Consequently, the Major triad is the “purest’ possible ;:NNNQme of three different tones. It has
a maximum of strength, fusion, and clarity, ang i um of tension and density. It expresses
normalcy, strength, patriotism, true love, etc. position or voicing, its notes are accurate
partial numbers. Example:

0 P o012 A
) 4 ) [ %4 r 8 3] Vi
Z F 9.5 1 ro XS s 1.4
| §an 31, 3| o3
A2V} Zhe b = = P | W)
'E‘TI- [ - n oy J
L 2
- - X}
4.;!5‘ =
rd

Note: No ow often the three notes are

duplica n other octaves, the chord is still
calle d.

On the other hand, the r of all intervals in a Mi&\@ is not the same. Example:

C Minor triad:

Strongest! ¢ Strongest! Strongest!
0 * * oo * 1

A N 7 £y | 1749

# [ &) 5 Fe X3 MY v 2 Y [ @ 743 v ng

Fanl L Kl a5\ =W . -2 = | =T a4

] = 54 {’, “03 €« A ) A id vb-a Ab

5 Roof:C £
Roor-Ab € EP A C
Root 1st 2nd
Position Inversion Inversion

Clearly the Minor triad is a much-more complex grouping! There are three unrelated “difference
tones” in each of its positions, and it retains its main root only because of the SIRONGEST interval

in each case!

The Minor triad is, them, much “richer” than the Major. It has less strength, fusion, and clarity,
but considerably more density and somewhat more tensiom. It expresses the opposite side of the

emotional coin.
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BUT: Its partial numbers are calculated in the same way as the Major triad, except that the Minor
3rd is regarded as an “altered” 5th partial! (which will be marked: 5/, 10v, etc). Note the
partial numbers in the following Minor triads:

-8 32
] i ] ) o 12 L
n’ 4 2 4y JV 174 3=V 11
Z'a r'e ) ‘35 LI = ¥/
234 &3 P - { —4
- 8% o L b g3z
] ~ -2 ] B8
’ N= re G :DF
y 14 & ]
rd £F L 47 o}

Therefore, the Minor triad has 33%% “distortion’; that is, one of its three notes is “altered™ from
the natural overtone series. It is this “distortion’ that produces the characteristic “melancholy”
of the Minor triad.  (We will later see that some chords have as much as a 50% distortion, but NEVER
MORE than 50%!)

The greater density and richness of a Minor triad can be ill¥strated. A Major triad in a context of
five note 9th chords will likely sound “thin', but a riad in a similar context will hold
its own fairly well. Example: Play!

)
)" A
[ K aw a 1.7 [ o & g lU %] IY.' £ 1 &)
Py o ] el n n__¥<
¥ T =2 RS - o iR
_57 47 9 c [ @ ) 5}- 8 2
re ] c
\
L v J ¥
9th Chords A R riad Minor Triad
!\ in! Not too bad!
SBIGNMENT 12 (Major & MimQr Triads)
1. Give the partial e&r each note of the followg r and Minor triads. (Remember: the
Minor 3rd of the r triad is 5¢, 10V, etc.) ¢ p
Fa - \ o e iu
o) P re ] #i:! h9 =Y i vC) R . A
no Py L hd hoy e ) P 47
=] V& b = 4 43 £F [ Zhed /X ™ ] LAY & ]
1 re} o A 4 fiar oy no L e]
[=4 [ =4 hdl ) v_g_ w
K be e 2 o e
|Vt ¥ TR 4
i In P' B P Y re ) [ i
7 V& M o
74D
/ ' i
2. Which of the following chords has more “clarity”? 7'r;‘ —e e
’\.\l LY bu
’ o
2 rg—
- o

3. Mark the chords in the following which are BELOW the Safe Low Limit:

/ 1 s
4 =
V. =4
A £
v (8] %] o
) © -©- o
a bo bo
B\ b =4 1 1 Vs )
Uls ) ad 7 47 B
ot r o1 [ “Ad =
FaY Pay L4




B. THE AUGMENTED AND DIMINISHED CHORDS (sorﬁetimes called the “Neutral” chords)

1. The Augmented Triad

An Augmented triad is a “symmetrical” grouping; that is, it is composed of similar intervals (“Major
3rds’”). For instance, the following three chords are enharmonic equivalents, all of which sound the
same on the piano, but each is named differently, according to its NOTATION:

)
1TrY ) A= vo ¥
5 2 & =5
?‘i', . Rb+ . B+
(Root Position) (1st Inversion) (2nd Inversion)

The partial numbers of the notes in an Augmented triad are also based on the NOTATION. The Aug-
mented 5th itself is to be regarded as an “Altered” (raised) 3rd partial which is “3‘/”, “6/”, “12{",
etc. The partial numbers for the same three chords are, thergfore:

ki

P’ 4
y 4%
1
[y - O3,
. c# E+ (4)

There are numerous ways to NOTATE Augmented tri ince it is a three-way “equal division of

the octave”, there are really only four (12+3 =1

2. The Whole Tone Scale and the Whole Ton d

Re-dividing the equal ‘“Major 3rds? ugmented triad into equal W?\n " results in a six-

way “equal division of the octave’ le:
) MAa 3 i MA.3
'IL/LB L ] 1
= = K2
A\ 4‘7 L o )
N Dim. 3 M. 2
HARMONIC MR,
. [} @,‘ ” H »
This produces the[g — N neutral " —m —
“neutral” Whole K& S ;,{,"“ :)"’ b6 ole Tone Chord: A\ — 4 ¥ g:?:
Tone Scale: © v Q ) [y, - B
*“Minor Tth’ notati & or 6th note. In 3rds In %luster
_ : orm

There are numerous wéys to NOTATE Who Tone Scales and Chords but, since they are six-way equal
divisions of the octave, there are really only two (12:6=2).

The Whole Tone Scale can be used for “melody” against an Augmented chord.

] .
——— y g : f ——
a1 ! 1 ! i 1 é 1 H 1 1
. - #-"- o Fj = - -Jl- J'- etc. | gte
Example: ~ h ‘
7 L= l'rr. o — ( Ira,
N Dm F+(4J ,:(2_)

Melody here based on
Whole Tone Scale derived
from F4 chord.

13



" Any Augmented triad can be given increased density through the addition of one, two, or three of the
adjacent whole tones from the Whole Tone Scale. Example:

Ecaﬂ becomel-%orﬁorg Tﬂ%or%orﬁl ORl- %ﬁ g

four note five note full six note
“whole tone derivative” “whole tone derivative” “whole tone chord”
chords chords

There is only one Augmented chord found in the standard scales. It is the chord on the 3rd degree
(mediant) of Harmonic and Melodic Ascending Minor.

0O .

0 . : —

fiP— =4 oy} o (]
C Minor re] © t 7 ¥

e - o hef

iii
All others, in the normal course of harmony, are “chromati in derivation. They result from the
“chromatic’ altering of a Major or Minor chord. Exampl

)
This: W could become i
E e
eceive s
-_

(See CHROMATIC HARMONY,
Volume II, Chapter 6)

However, the Augmented triad and Whole Tone C ome “psychological” use, as:

Trombones: Trumgets:

LN
N
’n
=

£\
¥ 1)

TRV

)|
)

-

Fear, Menace \ -~ —— —

Trombones: FanfarQ J
The uncertain root cresychological uncertainty, ferebod™Mig, anticipation.

The Whole Tone Sca ith the whole tone harmonie m®t, can be used for brief passages of
composition. (See th®‘Impressionists™ - D_ebuss?, e etc.) Here is a short passage of three
part writing using the notes of the Whole Tone S N C:

3. The Diminished Triad

When the structure of the basic triads was noted at the beginning of this chapter, the term APPARENT
ROOT was used in connection with the Diminished triad. This Apparent Root is so called because it
is actually not the root at all. It is, in fact, the 5th partial. The true root, or “acoustical
root”, of a Diminished triad (represented by the 4th partial) is a Major 3rd below the Apparent
Root. Note the partial numbers, and Hear!
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L Ml ]

_1‘_____LL____________b_.4#___ Acoustical Root
L w3 (represented by
c L 4th partial)

b+ 1

The diminished triad does NOT contain any “distortion”. Its characteristic “light’” and uncertain
quality results from the fact that it is a chord without its root. It is, in fact, the upper three
notes of what is called a “Dominant Tth’’ chord. Observe the partial numbers and acoustical roots of
the following representative diminished triads:

0 O 20
e ——— o 9= Foiz
4 A 235 e X7 5’\-
() . A 7 p 7
o o
s Fﬁ: (-'- 4) DO(b)[hJ 4 A (4) 4+ Go("’)
» Ll MR
Acoustical Roots: f-—2-= 7 ey

\

Nevertheless, the terms Roét Position, 1st Inversion \ g}verston ARE used with respect to

the Apparent Root. Example:
!

Uiy
L)
P b
b= & V&S
14
(Root Position) (1st Inversion) (2nd Inversign)
Acougt root of all is Ab!

4. The Diminished 7th Chord A
A diminished triad equally spl he®ritone into Minor 3rds:

A tritone equally split he octave

By equally d1v1d1ng the remaining tritone, {@y equal division of the octave, in Minor 3rds,
results:

) PIIETNIA TRITOdE 1
T BRI -
. e )

1 1 S £y
ANV ho PO S =
[y, -e.\/( \/ Aus.2 ML 3
L3 mi.3 ENHARMONIC
MiNOR 3

The chord which this four—way equal division of the octave produces is called a Diminished 7th
chord. Like all “symmetrical” structures, a Diminished Tth chord is named according to its NOTA-

TION. In root position its formation is:

Diminished 7th
Diminished 5th
Minor 3rd

Root

45



It is the actual Diminished 7th Interval (or its inversion, the Augmented 2nd) which gives the
proper name for the Diminished 7th Chord. For instance, the following four chords are “enharmonic

equivalents”, all of which will sound the same on the piano, but each has a different name because
of its notation: :

I bvh mc o 8. e )
3 2= & *ie 5o
co’ A°7 F#°7 D¥e7
(1st Inversion) (2nd Inversion) (3rd Inversion!)

The partial numbers and acoustical root of a Diminished 7th chord are also based on the NOTATION.
The Diminished Tth note itself is to be regarded as an Altered (flatted) 9th partial, marked: 9\/,
18\/, etc. Theoretically, any Diminished Tth chord has four possible acoustical roots. The choice

depends only on the notation. The partial numbers and acoustical roots for the same four chords
are, therefore: ) :

Note that the acoustical roots
form another Diminished Tth
chord. The simultaneous
sounding of both is interesting.

There are i:.umerous ways to notate Diminishedq 7th brds but, since they are four-way equal divisions
of the octave, there are really only thre

There is only one Diminished Tth gho in the standard scales. \n e Tth degree (lead-
ing tone) of Harmonic Minor: \

*
-
1 2y
C Harmonic Minor: — r = X 7
K o (9] b vil
¢

All others, in the al course of harmony, are ’ in derivation. That is, they result
from the “chromatic” tering of a Major or Mino? ) Example:
f) ﬂ%g — \ i b oegy
' A 1+ —p ey
This: e by ¢ ome this: e 5
AR AV
Y] Y]
, K 0
This:| could become this: ;ﬁ, T
‘ ) N
e -
(See CHROMATIC HARMONY, Volume II, Chapter 6.)
But it does receive some limited “psychological” use, as:
n 8—3
. B g
i e iy b
RAN\AVJ \ﬁv .
2 E 2 . .
Train whistle 7 ebe.
| - el
== I

Backeground for mob scene in silent movie.

I—An uncertain root creates psychological feelings of distance, confusion, etc.——-l
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Finally, a three note “incomplete” Diminished 7th chord is available.

Omit either the 3rd or

the 5th: 3RD OMif7ed BtH OMITTED
A b b / bo/ I/ R
o—  —_ 3 X +=7E $+ 5 T
g O - #pe° H—oc
. )
DEEYY Ao Aot 6O 1RIAD c¥#o7 A#ET
L———(incomplete) (incomplete) (incomplete)
‘——ENHARMONIC EQUIVAI_.ENTS!————|
ASSIGNMENT 13 (Augmented & Diminished Chords)
1. Give the partial number for each note of the following Augme ted triads. (Remember: the Aug. 5th
is 3, 6v, 12V, etc.)
ﬂ [w] [®] Y
> 4 — 1T P}
O P e XL of &
|- fan ~ ot b B a1 &7 E/TIE ©]
i h O i fl T RS pLR X 9.
e) v FO LS 1 #
2. Write six-note Whole Tone Scales starting each of the following notes. Use Minor Tth nota-
tion for 6th note in each case.)
0
)Y 4 1
&l | ™
| & onY v | A
AV £) 1 1
o AA o
Write six-note Whole Tone @s, s example, on each of the f ng notes:
2 \ \
H—ra
E =
Xample (on | ANV 17 21 ‘47)% 1 e ]
1 4 V< VA ]

Add one or two satisfactory notes “inside” e Xhe following Augmented triads, to create

(i.e., give each part some individuality.)

four or five-note ‘“whole tone derivative” ds+s
0 kA B fel
" 4 4 = P Y |
| C i
ANV hid 4 ) u
[9] ﬂ-O
Using the Whole Tone Scale starting on Ep, write a short passage for piano, or for three instru-
ments of your own choice in a mildly contrapuntal style,
. Following are diminished triads. Give the partial number for each note.

Root

0O

of a diminished triad is really partial “5".)

_ What note is the Acoustical Root of an E°? B°? FO? ARO9 k02 %9

47

O fw] [F Y
A 4 =Y Ue Bl
Y .1 h =4 In P ¥ L« ® ] h Ll
N T =2 | "l e h 1] 2., ~ 4 e ]
AV 3 F £ [ @] = T &~

© [®) - e PO =3

(Remember: the Apparent



8. Write four note Diminished 7th chords as follows. (Example using F%°7 given in each case.)

Open Root Position Close 1st Inversion
fe\ [ . 0
105y L J CA ¥ 7 4 < S S
T y s — o | A S— [ & 200 4 (0 W~ B o 19—
4.7 1N
P) 7
Close 2nd Inversion Open 3rd Inversion
i) : 4 o\ N
P« i | A -7 N 2= -3
. 223 1 Wl s ¥ i) ANHSI [ e T L3 ]
3 2 ] a7 I L W § 2 A2 0 x .,
v‘ h hcl\_\l
ﬁEEFJ V=7 4

9. Name the following Diminished 7th chords, and give the partial number for each note. (Remember:
the Diminished 7th note itself is QVf 18“, etc.) Also, wgite in the Acoustical Root (Partial 4
or 2).

/ﬂ KG 1h l “ o ¥
i 4 1772 T L=y (I S A ®] Hi <L - e J
1 /0 ) = T & Ty Y & )
W 1/ ® ] = ' 25 4 7% 8 ) LA ® ) 7 AKY
= [w) r®] o A 7O
=
VI
= [
i
\

10. Write three note “incomplete’” Diminis chords as follows. Omi r 3rd or 5th. Choice

of voicing and position optional:

<0‘-~
11. Name each of the following%s, and give the partial numach note:
fs] (3 _Q
1] 1724 i )
s\ [ > ] ?ﬂ L =
\J =Y ) e ) I sn i ﬁ 1L £ A
Q X e " N ho b
5): #D F(J L. Fe ] #* c
2
H
\
THE TRIADS ON THE SCALE DEGREES K
(For now, only the Major (Ionian) le, and the three scales of the Minor Tonality will

be considered.)
Proposition:
Each note of the scale can function as a root, and have a chord built on it. 1In the traditional

system, the chord is constructed from diatonic notes of the scale being used, as close as possible
to the overtone series of the root being used.
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A. Major (Ionian)

0 T
C Major: ,z\ — = & QP glgv g‘}
A\IY si‘(b_:' 8% 4 4.%?:;’ o -4 i =
v By by 13 N v vi vii
1 o E G Am Ro
c D m F _

The chords indicated above with large Roman numerals (I, IV, V) are the Primary Chords. These
chords are built on the Tonal notes which are the Tonic, Subdominant and Dominant. They are the
most important chords in the scale and any diatonic melody can be, and often is, harmonized with
only the Primary chords.

The Secondary Chords are indicated with small Roman numerals (ii,iii, vi, vii). They are built
on the Modal notes.

Chords are referred to Ey their figure name as, for instance, the “I Chord”, the “ii Chord”, etc.

The disposition of chord types in N\ as follows:-

The Primary chords - I JOR.
The ii, iii, and vi g
The vii chord is DIM (Its Acoustical Root is the Dominant)

B. WMinor |[Aeolian (“Natural Minor’)
. Harmonic Minor y o W \
Melodic Minor (the ‘ar®1 modes)
0

In Minor, as in Major, the PrimagqI are I, IV, and V. The @ ry Chords are ii, iii, vi,
and vii. Notice that the cho@n re Aeolian are the same as Whe gflords of the Related Major,

in a different order.

C Aeolian (“Natural M

C Harmonic Minor:

C Melodic Minor (ascending): WA

It is seldom, in actual practice, that one form of the Minor scales is used exclusively. Rather,
each is drawn from, according to the demands of Musica Ficta in the voice lines. (For instance, it

is quite possible for the IV chord in C minor to be Fmi at one point in a passage and, because of a
need for the AH, to be Fma at another!)

Therefore, it is better and, in the long rum, less complicated, to understand Minor from a combined
or composite point of view, incorporating all of the possibilities under one heading.
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There are two forms of the 6th degree (the natural submediant and the Dorian 6th) and two forms of
the 7th degree (the subtonic and the leading-tone). Consequently, when all of the chords of the
Minor tonality are. combined under one heading, there will be two forms of each chord that contain
either the 6th or 7th degree: :

The COMPOSITE MINOR: (C Minor)

. AEOLIAN HARMONIC AEoLIAN  meLops
M: AND MELODIC A [
f) | ALL BSCALES  uArmowic  MINGR AEOLIAN \eLDiz MioR  HARMONIc MINOR
4 T S P~ Y re) &Y
174 N [ ) [/ K W b = A S Y =) 4 4
Fom 8 —% — =
I 47 111 v
HARMONIC AEOLIAN M : qu.znomc_
AND A ELoRIC EOL AN D
| AEOLIAN  \ie) apie MINDR Hngﬂ%m(_ Min MELaDIC, MINDR
e
7 e
L L
D -
v i vil
TOTAL: RIADS
In practice, not all of these chords are 11y used. One form is u often than the other
in each case. The more frequently ord on each degree will be_cB}le he Regular form and
the other will be called the Irceg@

orm. ?
In every case, except V and %} UNALTERED form is Regul usica Ficta form is Regular

1ly move to I and writers h ferred the form which contains

on V and vii. (Both V and

the activity and “drive”’ @ Musica Ficta leading-tone.

Here, then, is thos e Minor with the REGULAR in white notes, the IRREGULAR forms in

black notes: ,\

C Composite Minor: QA
1, Cm v m

I'm/4
Nt
"4 4 ]

L

ggi"ﬁ>

A
h g

-

Note: The terms REGULAR and IRREGULAR do not mean “good” or “bad”. In fact, they don’t even mean
“preferable’ or “less preferable”. However, the REGULAR receives more frequent use.

ASSIGNMENT 14 (The Triads on the scale degrees)

1. Write the triads on each degree of all major scales. “Figure” each (I, ii, etc.) and indicate
its type (C, Dmi, etc.).

2. The ii chord in C is “Dmi’. What chord is::ii inm BbY, iii in F, IV in D, V in G, vi in Ab,
vii in B? (Create and answer a page or so of questions of this type.)
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3. Write the following chords in OPEN 1ST INVERSION, with correct key signatures.
_Q ‘J!n. g- T |
Exanple: [t Dl ot BIT Y DV GV B s
AN Y4 e
(Create and answer more questions of this type.)

4. The 5th of I is the Dominant. What scale degree is the 3rd of ii, 5th of IV, 3rd of vi,
5th of ii, 3rd of iii, 5th of vi, 3rd of vii, 5th of V, 3rd of IV, 5th of iii, 3rd of V,
5th of vii?

5. The 3rd of I is a “Modal” note. The 5th of I is a “Tonal” note. What is the 3rd of ii
3rd of vi, 5th of vi, 3rd of vii, 5th of V, 3rd of IV, 5th of iii, 3rd of V, 5th of vii?

6. Write the 13 triads of the “Composite Minor” in all minor keys. “Figure” each (I, ii, etc.)
and indicate its type (Cmi, DO, etc.). Mark the Regular,K form in each case.

7. The Regular ii in C minor is “D°, What chord is thé : ii in Fmi, iii in Ami, IV in Gmi,
V in Bbmi, vi in Emi, ii in Ebmi? (Create and ans ag® or so of questions of this type.)

8. The Irregular ii in C minor is “Dmi”. - What ¢ d Q Irregular: ii in Gmi, iii in Cmi, IV in
Ami, V in Eﬁmi, vi in Ffmi, vii in Bmi? (Crag @ answer more questions of this type.)

9. Write the following chords in CLOSE 2ND, VERSION, with correct key signaQures and accidentals
as necessary. \

| ‘f &
Regular ii in Bmi:| Re X in Gmi: Ir1® V In Cmi: |
Regular V in Dmi: Ifregular vi in Fmi: rregular vii in Emi:
te and answer more questi is type.)
L
10. Name the following @riads and give every majo nor key in which it appears. In minor,
indicate whether the chord is Regular or Irregul
‘ Eb: ii Fmi: I @
Example: Db: iii Ebmi: gai T
‘ Ab: vi Cmi ; )
BY Ir®)
11. The ear: The quality of any chord i¥ dependent, to a great degree, on the position it occupies

in the key. For instance, a C chord in the established key of “C” has an entirely
different quality than the same C chord has in the established key of, say, “F".

After a key has been established by playing the scale at the piano, cultivate the
ability to recognize any diatonic chord by its ‘‘degree name’ (ii chord, iii chord,
etc.). Note for instance, that a ii chord in “C” (Dmi) has the same quality as a ii
chord in any other established key. It is the ability to recognize a chord in rela-
tion to its context (i.e., “relative pitch”) which is important. “Apsolute” pitch
recognition is not, by any means, essential.
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THE FOUR NOTE CHORDS ON THE SCALE DEGREES

(The addition of any NEW note or notes to a basic triad will create, in traditional harmony, a
Dissonant or ‘“dnstable” chord. - Dissonant chords require “resolution”, according to certain prin-
ciples which will be fully examined throughout the study of harmony. For now, only the vertical
structure of the extended chords will be considered.)

Principle:

The fourth note added to a basic triad will be the interval of a Minor 7th (7th partial) from the
root, provided this note is available in the scale being used.

Example: ‘ ,i,\ becomes: % Minor 7th above D, and

4 ™) available in C scale.
C: i1 .

bt

ii7

When the Minor 7th above the root is NOT available in theNscale being used, use what is termed a
7th Harmonic Substitute. This will be the note % tor\ the unavailable Minor 7th (the Major
Tth) or, in certain situations, the note % tone beloughieNanav@ilable Minor 7th (the Major 6th, which
is discussed below). 0

Example: becomes, since th is Hpes Major Tth Major 6th

o not available in e

) I
Both the Major Tth and ‘“added 6th” ar ded as Altered Tth partials

: 2]
Remarks on the ‘“Added 6th” A
The ‘“added 6th” is in traditional harmony t writing” because of its ambiguity.
To illustrate: '
{ )
. C Major with
or:

A M1nor w1g M1nor Tth?
It has a sort of “Saturday Night J @ ’ sound and is generally undesirable in a traditional
context. (For instance, try it - in ivate! - on the last chord of the National Anthem.)

Its use is pretty much confined to those areas of orchestration which use Sectional harmony (see
text on “Writing Techniques”, Chapter 4) where a triad could be too thin and a Major 7th chord too
tense. The “added 6th’ will NOT be used in the early stages of this study, but it WILL be listed
in this catalogue of scale chords, with brackets to indicate its specialized use.

The four note chords on the scale degrees in MAJOR:

C Major: . . 7 7 V117
17 Taddt ii7 i 7 Jus Hﬂda“\’ V7 . v, e 9
X - 7 o e = % 5 *
{7y 77 S W A L 8(‘9 =" Yz T > Fis -3
ANAYA =W N [, > ) 1] LY ) = & y7i |Te] # 7 -
o B4 \&« ) 4 b N 4 Bl b5
Symbols: Cma7 cl Dm’ Em? Fma7 Fe G7 Am? (or B$7)



Observations:

1. The four note V chord (V7) has no Altered partials. It is worth noting that, because of its
“aeoustical purity”, the V chord is usually used as a “Dominant 7th™ even in contexts where all other
chords are triads! ‘

2. The 7th on the vii chord is actually a 9th partial. This is true with all Diminished chords.
3. The Symbols:

“7" means MINOR 7TH. A MAJOR 7TH must be indicated as “ma 7,

“6” means MAJOR 6TH. (As earlier noted, “6” in the Figured Bass
system means 1st Inversion!)

A Diminished triad with a Minor 7th added to it is usually called

a “Mi7b5" chord, but it is occasionally called a “Half-diminished

Tth”, with the symbol: %7,

In analyzing and symbolizing chords, con i n exist between
a Minor 7th chord and a Major chord wit d §th”, as:

0
D C(‘-’ol’ ™ C

The context and-style wi ly indicate how it is bei
in a traditional conte inor 7th analysis is more 1iK
be correct.

The four note chords of COMPO@IN R (Irregular forms in black n
By

— i T— i iijedde  §5i7

O by Fwi 7 y —th—
P8 FR T Tana 1 yas T om—
a8 e g 4 B
YRR - 5 B C ) R>Eg ki ! .
. _ Ebma7 Ebe b MA%7
Cm7 c MATT Cmb
via7
1 v7 vi’ viadde vi7 i :
O . — &~ :_1 —I-t a1/ J 4 .‘ab'ﬂ‘/ h1 A (b)t,"’
1 T { 17 —t Y @ X" S a Zan 75
bt e —BEy T e e s T
Q) f g 1 = il
Fen? F7 &l Gm’ APma? Abl Am! b5 B°7 Bm' b5 BPT
(A$7) (B47)
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Observations:

1. The four note tonic chord in Minor poses some problems, and its use will be discussed in detail
in the chapter on the *Minor Tonality” (Volume I, chapter 8). In the meantime, these points should
be noted:

a. Any chord which contains a Minor Tth is unstable, and tends to “push ahead” to a new harmony.
(Because of its instability the Minor Tth is, in fact, the most influential note in chord pro-
gression.) Consequently, the Minor 7th is not normally used as a harmonic addition to I in
Minor, because it destroys the feeling of rest and conclusiveness that is usually desired in
the tonic, “home base’, chord.

b. The Minor I chord with a Major Tth has considerably more Tension than most four note chords.
It has “sharp dissonance” and “50% distortion” (two Altered partials) and doesn’t readily fit
into all contexts.

c. The use of the “added 6th” on I in Minor produces th ambiguity which is characteristic of

“added 6th chords”.

9. The Irregular (Augmented) form of iii in Minor MaBlor 7th only. The Minor Tth is not
available in the scale, and the ‘“added 6th” is ic®1 with the Augmented &th.

3. The Regular vii in Minor is a Diminished The normal addition to it is the Minor sub-
mediant, from Harmoniec Minor, which producgs a Diminished 7th chord. This, is, in fact, the only
appearance of a Diminished T7th chord in standard scales. The dimipisfed triad may also be

_extended with the use of the Major su i (the Dorian 6th) from Me\ cehding Minor. This
is unusual. * é

4. In analyzing and symboliziQx s, confusion can exist

chord with “added 6th’, as;
\Q) !
) 4
[ 8 )
Cmb of Am7 b5 ?
L
S.

The “Mi7b5" (¢7) analysis will be correct in mo g‘\e

“Mi7b5" chord and a Minor

ASSIGNMENT 1 @e Chords on the Scale Degrees)

1. Write the four note chords on eachNegree of all Major and Composite Minor scales. (In minor,
indicate the “Regular” and “Irregular” forms.) Figure each chord, name its type, and occasion-
ally mark the partial numbers.

9. At a four note level, the I chord in C is “Cma’”? (CG), the ii chord is “DmiV”, etc. At a four
note level, what chord is I in D, ii in Ep, iii in F, IV in G, V in A, vi in B, vii in A?
Create and answer a page or so of questions of this type.

3. At a four note level, the “Regular” ii in C Minor is “DmiVbS". At a four note level, what chord

is the “Regular” ii in Fmi, iii in Gmi, IV in Ami/ V ip Bbmi, vi in Cmi, vii in Dmi? Create and

answer more questions like these.

4. At a four note level, the “Irregular” ii in C Minor is “DmiV". At a four note level, what chord
is the “Irregular” ii in Bmi, iii in Cmi, IV in Fmi, V in Ebmi, vi in PFfmi, vii in Gmi? (More

of these.)
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5. Provide correct chord symbols for each of the following. (They are in various positions.) In

the case of ‘“‘ambiguity’”, provide both symbols, as: f)

7 3 o

1Ny P e ) 1 rove ]
85 =8 e
A.m'7 (Ctn) A.,,:’ bs (Cm )

(A$7)

A ¥y ~ s 20 A - ) ~
P 2.4 Al Y g & . =4 7 T 8 _ L

hid r's ] [P S e % 43 N L =9 ) ] L o =d e )

4.7 110K % ] T 49 v_3) B4 k U ° 4l 144 4 e 1 =
: r's ] R =4 £ £
o O O (8] L F‘?

6. Give the partial number for each note of the following chords. (All are in Root Position,)

Jo £ ¥

0

O (e ] e

d Py 43 e L™ 4

Ad 4 9 1 ] £

r' J L= b .4 ) £
N Fe # = o —
[y (o) -

scales. Locate where “Mi’” chords are found, “Ma’" cho , ded 6th’’ chords, “Mi7b5” chords,
etc. etc. Take any four-note chord (e.g., C7, Cma7, ote every major and minor key in
which it occurs, with its degree name in each ultivate the ability to see mentally the

chords of any key. (Tonal vision)

7. Become familiar with the type of four-note chord fou& ach degree of the Major and Minor
n

8. The ear: Become familiar with the sound of{the four-note chords.

THE “EXTENDED’’ CHORDS ‘\Q Q

Seventh chords will be used faj ly in this study of harmony, th, 11th, and 13th chords
will not be encountered unti dfal with “Melodic Inharmonic®’, Volume II, so that chords beyond
the four note level ar Immediate concern.

However, in order to co ete the “dictionary of cho;ds@hm chapter, and to provide reference

for later use, the more eMended chords are listed \
The 9th_chords @

Principle:
The fifth note added to a basic four-no structure will be the interval of a Major 9th (the 9th
partial) from the root, provided this note 1s available in the scale being used. To illustrate:

o) .
7 T, becomes: K i Major 9th from D, available
Ay —=y +& h;;v in C scale.
4 &, [«
o c:ii? ) 1i9

If the Major 9th ISN'T available in the scale (as,. for instance, on iii in major, Regular V in
Minor, etc.) the following directions hold:

a. If the Major 9th is not available and the chord is a “dominant structure” (i.e., major triad,
minor Tth) the MINOR 9TH is acceptable.
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Example:  “dominant Tth”

9 € minor 9th
|

)

A minor: V (regular)

b. However, if the Major 9th isn’t available in the scale and the chord is MINOR, it is often
better to leave the chord at four part. That is, don’t use the 9th at all since a minor
chord with.a minor 9th is rather too harsh a sonority for gemeral use. :

Example:] 9th omitted, since Major 9th is not available in C scale
Minor chord

C: iii

In the case of Diminished chords (“dim. 7th’ and «ui7P5 » chords) add the ACOUSTICAL ROOT for the
fifth note. The diminished quality is abandoned when t harmony exceeds the four note level.
To illustrate:

[ a) e 4
E—gﬁ becomes comstical root
c: vii’

9 means MAJOR 9TH

The Symbols: b9 means MINOR OTH
If 7 not mentloned 1, a MINOR 7TH is assumed
The 9th chords_in MAJOR \ c . '
) vii
C Major: vi9 Becomes V9
I9--=-=-—-+ 3117 P
[a) Vi b qu 0 )
3” 4 Q Y h n
g ’l XV d
5 ot S TA=Al
C Ma9 C o Dm? Em’ Gf Am9 G9
! STIL
ABRREVIATION Acau5TchLL'~/
OF CMaT9 PURE )
The 9th chords in COMPOSITE MINOR @
j I9 - 119 517 1 1319 T ! 99—
l’ C \ 4‘
—_ P : c Ly Fz Le
: bgn g—12 4
(3] - - p-& lb ) © - -
v = ]
Cmd . ms Cm% __BbS  Dm7 Ebmd  EPYp  ghMA9 FmO P9
REGULAR. ii ’
Bieco
"JRRE&ULAQ" viz/
I w9 1 — w19 ; 9! — g9l — vi19
=y % o 5 ) <
O+ g\ o - ) hg\ by
7 —4 + Ve
AASV) o7 @ Y M 7
il 3 1 41 L 1
G1v9 G9 Gm7 APmaS AP%/y : G799 G9 B’bS
“mz_sem_n P P Y L
Vi BECOMES Vii RECOMES
" {RREGULARY T "REGULAQ:" T



THE SEVEN NOTE CHORDS (‘“11th” and “13th’’ chords)

When the harmony exceeds a five note level, the wvertical sonority of the chord becomes more impor-
tant than its relationship to the scale. Consequently, it is occasionally necessary to use chroma-
tically altered notes in order to minimize tension and to gain vertical fusion. The following
points are pertinent: A '

a. A MAJOR 3RD and a PERFECT 11TH are harmonically incompatible. Therefore, if the chord has a
MAJOR 3RD, use an AUGMENTED 11TH only, even if this requires an “altered” note.

b. A PERFECT 5TH and a MINOR 13TH are harmonically incompatible. Therefore, if the chord has a
PERFECT 5TH, use a MAJOR 13TH only, even if this requires an “altered” note.

50:

MAJOR TRIAD --- 7th and 9th from scale -~ - Augmented 11th -—- Major 13th
MINOR TRIAD --- Tth and 9th from scale - 11th from scale* --- Major 13th

(examine iii in major!
*Bxception: When a Major Tth is used on the I ch®gd TM\Minor, it may be preferable to
use an Augmented 11th, to avoid he§“tonal tritone’ in the tonic

chord.
DIMINISHED TRIAD --- Add the acous @. pot, and proceed from the resulting Major
chord. )
AUGMENTED TRIAD - Generally tended to a six-note Whole Tone €hord. (See
earlier on the Whole Tone Scales rds.) The
d¥%E: 7 and 9

Augm ii chord in minor can be ex%
$ro e, Augmented 11th, Augment
hr reference (Volume II), @ 1 'not be used immediately.

(This information is primarily fﬂ' !

Therefore it seems unnecessary, ine the full Composite Mino the following examples are
confined to Major (Ionian) e Harmonic Minor only. B the same principles apply to all
scales.) &

C Major: p ,13 *-_- - -
R- Ih“\#:E* b thn JE‘ #: :
1 |9 K. ) fo !
MAJOR: '\5\) 2 ‘,',JL yRuu{
Y] - & L33 v vi vii
I il i sfiLL Pure ! BEcOMES Y
C Minor: 2
0 uhh" o 4n F q #3
HARMONIC | ) 4 - . —
MINOR: y 1 g —H Gy BOOT
e T Y vi < _
I (RooT) A vii (T) -
i1 (vii)

ASSIGNMENT 16 (The “Extended” Chords)

1. Learn the principles which guide the construction of the “extended” chords.

2. Write the 9th chords on each degree of a few Major and Composite Minor scales. Figure each

chord, name its type, and occasionally mark the partial numbers.
3. Write the seven note chords on each degree of a few major and minor scales.

4. Review all of the material in the first three chapters.

\
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Chapter 4

Preparatory Considerations
to the

STUDY OF HARMONY

I. A CATALOGUE OF THE HARMONICALLY DISSONANT INTERVALS
ITI. WRITING TECHNIQUES.
III. THE GENERAL PRINCIPLES OF YOICE WEADING

IV. HARMONIC PULSE

I. A CATALOGUE OF THE HARMONICALLY DISSONA IN;;ALS

(The term dissonant is used here i ense of instability, and no;N.‘:f rily in the sense

of tension.)

Traditionally, certain harmony& s are regarded as Disso require Resolution. These

intervals are:
.@r 7th - Major 2nd
Major 7th - Minor 2nd
C. Major 9th - Minor 9th

“py

D. The Perfect 4th (in “& agfl in "0 chords)

E. All Augmented and “ inished Intervals

These are “two part” resolutions. When thre:‘?’ gmore parts are combined into full chord progression

there is often modification of the followjfft iglciples. Nevertheless, any chord that contains one
or more of these Dissonant Intervals g Dissonant Chord, and its resolution will be guided by
consideration for the Dissonant Inte or Intervals in it!

The following catalogue indicates:

a. The Dissonant Interval,
b. The type of chord in which it is MOST LIKELY to occur,
— c. Its traditional resolution or resolutions.

Minor Tth Major 2nd

i =y ©LNnoT
A. Minor 7th and Major 2nd ‘:#T—":ﬂ:!* z 0o
—o O Roor " Free
. W

Usual resolution: Minor Tth falls one step, Root is free:

0
FREE
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Also: The Minor 7th may remain “passive” in which case the Root usually, but not necessarily, rises
one step. (It should not fall one step):

A Y f A = A f‘D) e —
Ml 49 > &7 £y —2> 4F M 7Lty "4 LY —% 3231
ANV {2\
['s Ead & O o ©/ NO
n Major 7th Minor 2nd
B. Major 7th and Minor 2nd ~
) : MO "l

¢ © Rroot

Resolution: When the Major 7th is abowe the root, it may rise or fall one step, with a “free” root,

as: but when the Major 7th is below the root A FReE
(forming a Minor 2nd) the Major 7th falls e
a only, as: - 1 )
v © © Py NO 7
FREE FREE . .

(The passive resolution of a Major 7th is possible only under circumstances which will be met at a
later point.)

C. Major 9th and Minor 9th
A Major 9th Mi

Two possibilities: 1.

A V4

o) - poor 00T
In this case, the 9th normally falls one e Root is free:
2
9. | 5 Y RODA
o T MAT
In this case, the Interyal 4 ved in the same way as th
Major or Minor 2nd: _
'EREE 0 FREE 2
A t-O = <IX Wi W

D. Perfect 4th -- The Perfect 4th is dissona vy in two parts (duet) or in a 2nd inversion (g)
.chord. Any other Perfe consonant and needs no consideration.
i f —
Example: | tal Yo —er
L 7

CDNS.' canl

Resolution: Stepwise motion of either the bottom or top note, or stepwise motion of both notes in
“contrary motion”: -

b

E. Augmented and Diminished Intervals -- In general, Augmented intervals “expand” (<’,) and dim-
inished intervals “contract” ().

Augmented 2nd and Diminished 7th. (Diminished Tth chords)

f\ Roof DMThe3, Do pede
ey \ ey -
T e —a—par o S0 o
£ = \‘s ‘;U 74 7 —

Dim7 T RooT
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Augmented 3rd and Diminished 6th (Chromatic chords only)

s
g 3““' c’ﬁ L =4 ©
P i =Y [ P
[ o Kkl "4 O’ e
;,c s"; (e — %]
3] =
Tritone: Augmented 4th and Diminished 5th (Diminished chords,
Dominant Tth chords, etc.)
P - L &Y & Ly 7 hd
- —€ ALSAT O 94— 0 O —0 -
ANA Y e j 20 ' ] £ o2 [ & ] 863 £ ———
S¢S — - -
Augmented 5th and Diminished 4th (Augmented chords)
. Freel! -
b
£ B TS ﬁof&) I TALSO O
O i B TOO=C
¢ Root '9'( L O] Aua’s - -

DOUBLY AUGMENTED and DOUBLY DIMINISHED imte , which are found in chro I ords only, general-
ly follow an obvious path of resolutig
2

Y 792
<3 et

)
S D &F
P
T ’

Example;

oubly Diminished Doubly Nugmented

Doubly Augment
Octave

Uniso

Doubly Diminished
5th

SIGNMENT 17 (The Harmoﬁ' issonant Intervals)

Become familiar, mentally and aurally, wit@rmonically Dissonant Intervals and their resolu-
tions.

Test them at the piano, where you will Wend that it is often necessary to establish a context before
the interval will “sound” the way it is written.
nd
For instance, this: will sound, out of context, like this:
Dissonant! Consonant!

So try to place the intervals in a context where they actually “sound” the way they are written!
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" 1Y. WRITING TECHNIQUES

There are three main ways to combine voices or instruments into harmonic relationship:

A. Counterpoint
B. Sectional Writing
C. Part Writing

These methods overlap, and certain considerations are common to all. Nevertheless, each technique
has characteristics and uses of its own:

A. Counterpoint

Counterpoint is the combination of two or more melody lines. Concern is shown for the melodic value
of each part, and each part has, theoretically, equal significance and individuality. "Historically,
counterpoint was the first form of “harmony” and still remainsgthe most complex, from the point of
view of both the writer and the listener. While most eVWrinciples of harmony are derived
directly or indirectly from it, counterpoint is a sepa?ﬁh‘Ns y and will not be undertaken in
this text.

B. Sectional Writing

Sectional writing is widely used in modern arr@nging, particularly in areas whege the orchestra is

composed of separate ‘“‘sections” (brass, reed .). The melody is harmonjzed iR\ more or less con-
sistent close or open voicing, with onl inimum concern for the melo ic of any of the
supporting parts. For instance, di§§o ot€s are not necessarily res Sl e part in which
they occur, but, through a process c ansference, may resolv amyentirely different part.
P
rd N
Examp@ ey t — Y
[ \3} \‘l - ;3 1}
& c: ii’ V7 6)
The end result of sectrl harmonization is a sort of “ n&d melody”. The supporting parts add
e #pf their own.

weight and density to the ad, but have no significan‘\

The harmonic progression will be largely pre-dete - that is, the chord progression will, in the
main, be chosen before the actual harmonization @ne

Sectional writing is not “self-suffici Rat®er, it needs further accompaniment because:

1. The bass will n®t be present.

2. There will not likely be “rhythmic balance” in the completed
work, since the “rhythm” of each part will be similar to the
rhythm of the lead.

In most areas where sectional writihg is used, the accompaniment is‘provided by a “rhythm section”.
In the book, Modern Arranging Technique, a full investigation of sectional writing techniques will

be made preparatory to the study of orchestration, but this text on theoretical harmony will NOT
use sectional writing. (See example on following page.)
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" C. Part Writing

As the name implies, part writing concerns itself for the melodic logic and smooth flow of every
part. Dissonances are normally resolved in the part in which they occur and the voicing will not be
consistently close or open, but will continuously change according to the demands of the “voice
leading’. The end result is, or should be, a balanced sonority of individual elements, with the
top line (soprano) usually being the main element.

The harmonic progression may be pre-determined, but it is not as necessary for this to be the case
as it is with sectional writing. Further, the nature of part writing often leads to “passing” and
other subsidiary chords.

Part writing is “self-sufficient”. The bottom part is always the bass and effort is made to achieve
proper rhythmic balance from the overall result. Therefore part writing, although it may have some,
doesn’t need further accompaniment.

Part writing is used in small group scoring, choral harMgnizations, string writing, symphonic
scoring, etc. The study of Harmony will be undertaken\ e Part Writing style.

Examples: (each using the same “lead’)

1. Sectional writing (four part) O

- |
14 I 5}
A Y.
i A
rEP .
¢ T(edde) w7
S - C Xt 7 ] ]
& TRASS P 4 1.4 1~
4 ) AN Fal F A
-5 I -
= ] r 1 r T

/ !
L4
’ 5 P ¢
Simple:
4
f o1 Ld Ld
"ll
— =
N Cx .. I
Vi1

p) 4
) = |
If}'\ Kot @ 4. . a
tab 3 —F:f i =
elaborate: # - -h‘d' i 4 -5
<10 f F\__/Fhﬂ_’_ - —
" b
\ .
¢ I pbii+b Vi 31 b5 v I
oF
vi

62



| 4 |

[ S

ITI. - THE GENERAL PRINCIPLES OF VOICE LEADING

In the study of harmony each part is regarded as a voice line and the movement of the parts is
termed voice leading. The principles which apply to the organization of the voice lines are called
the “principles of voice leading”. The following pages contain a number of these principles, some
of which are applicable as soon as one chord is moved to another and others which will not have
reference until later chapters of this and Volume II. The student is advised to:

a. read through the principles to gain a general acquaintance with them,
b. refer to them as required throughout the study.

THE VOICES

Four voice lines will be used, termed SOPRANO (S), ALTO (A), TENOR (T), and BASS (B). All writing
is done within some range limitation, and for the purposes of the study of harmony, the vocal ranges

are as convenient as any. In later areas, some liberties may,be taken, but for now the approximate
ranges are:

o (=) <-\~‘
In TREBLE clef: SOPRANO: E @o:

o

In BASS clef: TENOR: BASS:

2
The combined treble and bass s¢a 11 be used (the “great
and the ‘“tails” of the shor ot€s are written as indicated

| & ==
A. The Vertical Consil ions . ®$
1. SPACING \ '

In the interests of chordal balance and fusion parts should not be too far apart. Safe maximum
distance between the voices are as follows:

a ‘ { \
4 { { 73 S
No more than an octave between Soprano al§ Alto: ffoy—s—»ry L +oth
AN
J A
S S
' GOOD I poor!
i
No more than an octave between Alto and Tenor: Hf«— — e —
== -
10th
| | |
L o — & &
Z
L GOOD ' PooR!
rd
But the bass may be as much as a 12th (sometimes more!) from the Tenor: E
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"The standard for vertical considerations is the Harmonic Overtone Series which, of course, is open
at the bottom and close at the top. For instance, in the following chord the bass and tenor are a
12th apart, while the alto and soprano are only a 6th apart. However, the actual HARMONIC DISTANCE
between the alto and soprano is greater, because there are more partials missing!

’ AN
2 partials missing! ~ ——/pRERL—
xample: od
3
only 1 partial missing! —
Y /

3 T4

Brief violations of the spacing rules are permissible, if the violation is not heard vertically.'

7 [e] 1 é {
[ 74 i- 1= N2
Example: & © ©
©
30
= y
POOR! BUT: K (not heard vertically)
The importance of the vertical construction o chord is in direct ratio to its duration and
stress. When a chord lasts long enough to comprehended as a vertical sougd, low partial numbers
(i.e., most “clarity”) will likely be pre le, as:
r.]
17
L 2 @ A
™"
4\ .
£3*
b4l )
< .
. N More
Clarity!
There is usually a c lict between the interesf‘ vertical and the interests of the hori-
zontal. The horizontal considerations take prec e more often than not! If every chord were
built from only an ideal vertical point of vieW® e movement between them would be graceless and
awkward. So ‘the voicing of most chords ca hosen only with consideration for the voicing of

the chord before. it and the chord after

2. DOUBLING

When only triads are used in four patrt writing, it is obvious that one of the notes of the chord
will have to be doubled, either at the unison, octave, double or triple octave.

The choice of the double will depend to a large degree on the voice leading in the context. Irreg-
ular doubles are often required in order to retain a smooth flow in the part lines, but from a
strictly vertical point of view, certain doubles are less satisfactory. Again the Harmonic Overtone
Series is the criterion. A glance at it will show that there are, in the first eight partials, four

roots (1, 2, 4, 8), two 5ths (3, 6), and only one 3rd (5). $So, in the following chord, only one 3rd
is necessary:

Y.
[74 -
y. ol £ 8
A3 %
’ ~—only one 3rd!
2 4
] l. [ & 2 A
1
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With only four parts, then, the root is always an acceptable double; the doubled Perfect 5th is
acceptable, but a doubled 3rd is not always satisfactory because it may throw the chord out of
vertical balance. However, when the 3rd is a tonal note, (tonic, subdominant, dominant) composers
have regarded it as a preferred double, because of the strong “key emphasis’ which results.

A provisional rule regarding Vdoub»led 3rds can read, therefore:

Doubled 3rds are not ideal, except on the ii, iii, and vi chords,
where the 3rds are Tonal notes.

A C: i . iil 2’;
. ” T
Example: " T T - a—
=

Acceptable doubled 3rds. (Tonal notes)

Diminished triads are constructed from partials5, 6, and 7. In most cases, then, the 3rd of a

diminished triad is the best double, as:
Q\eﬂer chapters of this Volume, and

Each chord of the scale will be examined individually
further observations regarding doubling will b

3. OMISSIONS

Omitted root: The root will not be omitt cM®only triads are used.

Omitted 3rd: The 3rd of the chor‘ epgmines the Major or Ming c@r _Also, it provides
“density’ to what would otherwis a triad, be simply an ra‘ ct 5th. Consequently,

the 3rd is seldom omitted.
Omitted 5th: The Perfecgt @s not contribute to the ‘gh¥racter” of the chord. Further, it

is always present by i ion of the strong 3rd part4 onsequently, the omission of the
Perfect 5th is oftenNgwfte acceptable.

X,
B. The Horizontal Considerations 5\
1. THE SOPRANO @
S

Fully developed melody requires resou as non-chordal notes, which are not available in the
early stages of this study. However, is quite possible and very desirable to produce a well
formed, logical, and satisfying soprano 1Me. Since it is the top voice, it has the most prominence.

An awkward or insensitive soprano will immediately cancel out any musical value the passage might
otherwise have. Here are a few clues to aid the writing of an acceptable soprano.

a. Develop sensitivity to the TENDENCIES of the scale notes. In major, the most obvious tend-
ency tones are the notes of the Tonal Tritone (4 and 7), as:

0 o
. Ur g
Key of C: Y
| fanY o A YVa VT
- ANA V4 ~y il ]
' 4 —

05 .



Any note can be comfortably approached by step but a LEAP to a tendency tone is usually best
when the leap is in the opposite direction to the tendency of the note as:

A *Up Note

*
This: W———- is better than: — o
3 = © 7

*Down Note

*
mis R s vetter than R
— e R —

') ~ ete.

When changing direction, try to use a “turning point” note that helps the change of direc-
tion. An upper turning point should be either a down note or a neutral note, and a lower
turning point should be an up note or a neutral note. To illustrate:

*Down Note

cause of the upward ‘“leap’ approach.
*Up Note

*Relatively neutral note, which r s upward because of the downwa' ‘“leap’ approach.

In the style being considere rtain intervals are ‘“melodi di@sonant and require
melodic “resolution”. The\ nt leaps are the MAJOQ,

OR DIMINISHED INTERVALS. resolutions are as foll

174 L) Ll »

Minor Tth: @ major 7
ﬁgk,'\‘ g = - T~
$ —
f [ 6 ) —

<

O

\ e
Augmented leaps resolve outside of them%s,

usually by step, as:

Diminished leaps resolve inside @®f themselves,
usually by step, as:

(Augmented leaps should be avoided in early work, but diminished leaps, correctly resolved,
are acceptable.) '

2% '\
? 1
I AL
o T
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It is important to note that one note (and sometimes more than one note) between the notes
of a dissonant leap may not “cover’” the dissonance, and resolution will still be required.

h //‘ //l /4
— Al L r - - 4
Example: f = - ——C 1 o=
va = r b o
PY) O =

d. Try to have only one HIGH POINT in the melodic sentence, and let the high point be either
a down note or a neutral note. (The leading-tone is the least effective high point, because
of its upward tendency.)

e. Repetition of the LOW POINT is not as obvious as a repeated high point, but it’s better to
have one only. Let it be either an up or a neutral note. (The subdominant is often the

least effective low point, because of its downward tendency.)

f. Avoid repeating any one note too often, such as:

N * * * *
b 4 =Y
V af 4.7 e [ S )
f an} Py [ % ] 2. Py
\;ju — L= © — Too many G's. Monotony!
g. It is only rarely that angularity is desirab erefore, it is usually better to have
more “steps’ (conjunct motion) than “legDs’’ junct motion). To illustrate:
9 [ ] bl =Y [ S ] P £ e s ) =y
V A% A2 - Vs ) ran AY L= b =Y re ]
lﬂ‘} [ & ] . c 1 re ] e

Angular line (leaps) @ Smoo or® steps)
h. Strive for a controlled mel \ urve’’ and, in general, ceed more than an octave

in the same direction,

200, ‘/‘
o © —
-y © A ¥ VP
-9-
i. In even a sho ntence, the soprano will 11 @ on the tonic (Perfect cadence).

4\

gthe soprano - and a close second. It is an “exposed”
Most of the considerations which lead to a good soprano

2. THE BASS

The bass line is second in importance
part and requires melodic considerati®
line are also applicable to the bass.

Because of harmonic requirements, and its importance in outlining the chord progression, the bass
will leap more often than the soprano. For instance, when Root Positions are used, the bass will
simply leap from root to root, as:

®

0
(=]
=0
ol
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The leaps must be controlled and contained, however. For instance, two consecutive leaps of a 4th
add up to a Tth and should be resolved as such. To illustrate:

" — -~ 7]
[ T — [ » ) ot re ]
Z X hd Pt e [} " =y (8] 1 e X
X AN @ ] [ o) =
L =4
b -
OK but Poor Corrected

The more active nature of the bass can lead to a “sprawling’” line. Keep it in an established
range, as:
—o)— y—

=)
v A LT L= [ ] £y
AL P /& ]

g o °© = :

Abrupt leap out of the Better
established range

2 P Y
[ & EN. 4 [ ] b

0
s

If a choice exists, “contrary’” motion is better between the bass and soprano, as:

So rano%__#%L_ . o
Bass P )/( T _—W_

(This is a general.point only. Consistent co @ motion between the bass and soprano is impos-
sible, and not always desirable.) :

3. THE INNER PARTS \
r@y or as clearly as the

L 2
The alto and tenor are not heard a d”®oprano and bass. There-
fore their melodic value is not n as important. (Voice ld@ding M1@%s are not desirable in any
part, of course, but a flaw wji considerably less obvious i

Avoid all unnecessary legPs e inner parts. ‘Where nec ry, the leap of a 6th can be regarded

as a safe maximum i leading in the inner part d always be as smooth as possible.
L

C. Considerations Concérning The Relationship Be!vN ne Voices
1. TYPES OF MOTION @
&

There are four ways for the lines t ombination with one another:
Parallel 3rds - 6ths - Tths - 5ths
a. Parallel motion (same direction a consistent 9 = 7.4 BN
interval relatiomdship) r—r—3 S o= o —
[ & Kl % =y L= d
Q) L " J oO-<
0
. . b 4 P D r'e )
b. Similar motion (same direction, but not parallel) Y= L ©0——
ANRY4 c £ LY b
v < T
, 0)
. . R . o o LY
c¢. Contrary motion (opposite directions) Y WU [ & = O &5
A\AV] ] oy ey £
'Y) =~ - O 9 0 hd
: ! ] ] L ]
d. Oblique motion (movement of voice or voices - = 2
against a stationary part) LG if;- o8 r,: f
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Independence of line increases as follows:

PARALLEL ‘—> SIMILAR ———————— CONTRARY ———— % OBLIQUE

(least individuality

(most individuality
of parts) _ ‘ -

of parts)

2. CROSSING PARTS

Illustrationf

i)
y [ 6]

Objections:
a. Possible confusion of voice lines

b. Poor balance which could result from the placing of ;-ﬂ§f r’” voice above a ‘“lighter” one.

The crossing of parts is not usual and should b
the inner voices (alto .and tenor) is the least d
of the outside lines.

upon only exceptionally. Crossing the
s, since this will not affect the clarity

It should be noted that conflicting attacks oblique motion will mini

N 1 1]
IVA |
w.N I &1
Fdan] L
L% el L > 4
. ’

-
r w1 Y3
b I LA 1]
4 L7 £

obscured - BUT: OK (no confusion)

Main 1&

3. OVERLAPPING PARTS

‘ @
“Overlapping’” occurs when two voices move in simi@on and the lower voice moves to a higher

note than the one just left by the upper voice@ n

Q\ s

OVERLAP!

or, in similar motion downward:

OVERLAP!

Overlapping tends to work against the clarity and individuality of the voice lines, and shouldn’t
be overdone. Use it only when necessary.
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4. SIMILAR MOTION IN ALL PARTS

When all voices move in the same direction an emphasis results, which breaks the even flow of

sound. Compare: | |

]
P | J P
7 L7 i —7 &
re)

h
q

Overemphasis ' Better balance of energy

The more leaps that are involved in the similar motion, the more emphasis there is:

NN

TN

Y

N\
Greatly over

Consequently, try to avoid similar motion in rts, particularly with leaps, unless the empha-
sis which results is specifically desired. specialized technique of ‘“Parallel Harmony” ex-

ploits similar motion. This will be sepaNgtely examined in Chapter 7, VoNgme II.)

5. CROSS RELATION \

Definition: The use of an al ote 1mmed1ately precedj ediately following the dia-
tonic version me note, ) To illustrate:

Q) :
174
"’
AY

Q\ :

&3
Wla
oL

As the example will demonstrate, cross relatj uces a surprise emphasis. Whether or not the
emphasis is acceptable depends on the mel of the parts involved in it. (For instance, the

above example will sound more logical 1 and A are reversed!) Cross relation will be exam-
ined in more detail in Volume IT

6. PARALLEL OCTAVES AND UNISONS.

The movement of any two parts in parallel unison, octaves, or double octaves, etc., is forbidden:

J__d

I l { |

I 3 i | £3

Ll rol [
1038 i 1
ALY [ 1)

r —F

The objections:

a. The texture of the music is reduced at the point of the parallels, from four to three parts.
(or three to two, etc.)

b. The powerful harmonic strength of the octaves overemphasizes the parts which are involved,
and the balance is destroyed.
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Examples: (All unacceptable)

na' | | t b. Jl - 1 — C- | mem—
4 oy Il [l
:J © < — 2 F? — FL* - =4
-0 zJ gh;ql E € © 1L J J €
L ] o~ V="
o :’-’ ! L [ &) L) - IB l‘ ; [ s ]
T  w——— 1 1 T T 1

The effect of Ex. c. above cannot be fully felt on the piano, but the overemphasis from the parallel
octaves in Ex. a. and Ex. b. can be heard.

In orchestration, the melody and/or the bass, and often other parts, are doubled in octaves or in
unison.

A ﬁ:\ﬁ.\

I 4

T—F -

Example: | | ete.

Y . ¥} Fab ]

headll I s

4 ILI,
\ g/ B

This orchestration technique does not concernp us e. Throughout the study of harmonic theory

parallel octaves and unisons will be regarge® as unacceptable.

Note: The term “parallel” refers only n s which step or leap. R \on f the SAME notes
is NOT considered parallel:‘

)=
Q@

7. HIDDEN OCTAVES
The term “hidden octave”vis applied to an octav«Q\ % octave which is approached in simtilar

motion.

Example: ]

A hidden octave is not as dangerous as a parallel octave and can be used much more freely. There
are two situations in which it should be avoided, however:

a. Avoid a hidden octave between “exposed” or outside parts, when both parts leap:

A
Y. ] 3
(74 200 S Aﬁi ©

P) p= S [=4 BUT: if one of the parts moves by o

o al STEP ONLY, the emphasis is 2 8
[~ Y @ ] considerably lessened! )
s “ —
7 RAsS [® ]

POOR. Too much OK!

emphasis on the “G”
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b. Avoid hidden octaves between any two parts when they are approached from the interval of a Tth '
or a 9th. The contrast is too prominent:’

/N .

 — Z
-9th Octave 7th Octave ; — I,f F
ICJ X & BT TCJ ‘——’IJ faD (}* QJ
1 o £ 1 ——

4 - l" 4 1 1

L™ 7] 7] 2z ————— g3 N 1

1 P i r’ \
Too
Prominent!

Summation: Avoid hidden octaves between outside parts when both leap, and between any two parts
when approached from a Dissonance (7th or 9th).

8. PARALLEL 5THS

The term “parallel 5th” is applied to parallel movement of o voices in Perfect 5ths or 12ths:
4 -

>
ok
ol

e
K

¢

Because of their excessive harmonic s , parallel Perfect 5ths tenN inate the chord move-
ment. They are generally avoideg b any two parts. Q
All parallel 5ths do not prod@i}nical results however, @ @ ome contexts their use may be

acceptable, and even desir r instance, parallel 5ths b Pmatic half step are less crude
than those by full step{ af). Compare: A
: 0\

Parallel 5ths that occur between notes othi@ e root and perfect 5th of the chord are usually

qQ

——

qrbL

4]

“softer”

acceptable and, of course, “parallel ha employs parallel 5ths. To forbid parallel 5ths
entirely, then, would simply not be t with common practice. Nevertheless, they cannot be
ignored; if used, they must be use @scigsly and with full appreciation of the effect produced.
The subsequent text will see many
of the work, AVOID THEM.

s}

Pay At s AF L)
4 p—— o J e L —d et . e

L™ [ ».J AY 23 3. £

Examples: (All unacceptable) o P o0 ~ o

| % > e 2 — O—an

A £y &7 (] [ & )

c: 1 17 cC:. 7 I C: iia 316 C: uib Y

9. HIDDEN 5THS

The term “hidden 5th’”’ is applied to a perfect 5th or 12th which is approached by two voices in
similar motion, as:

o
h* A i LY 5
= 1
ro B
o= .
J v ~STF.
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Here again, it is the emphasis produced which can be objectionable. But the objection is not as
severe as the objection to parallel 5ths, or even to hidden octaves. There is only one situation
in which it should be avoided in four part writing: Do not use a hidden 5th between the Bass and
Soprano (outside voices) when both parts are LEAPING!

—o
Y
£3 il % )
J (e ]
. 1
Example: (Unacceptable) o POOR!
£\ O
A I e—a
A —_—
cC: IW ii

10. PARALLEL PERFECT 4THS

Parallel perfect 4ths have a bleakness somewhat similar to parallel 5ths.  However, differing from
5ths, their effect is completely covered when other notes are present, as:

P
“Hollow”

Therefore, parallel perfect 4ths in duet, om in any independent movement ofy, two voices, may be
undesirable. Otherwise they need no conc

11. PARALLEL DISSONANCES . @ \

Yt® and 9th chords, and in
voice lines involved, they

Parallel 2nds and 7ths occur occas§o ly in progressions invo
parallel harmony. As long as the ur from a logical handling
are usually acceptable.

12. THE CESURA &

A cesura is a pause or ak in the proceedings. 5’ e rules of grammar in written English
carry the sentence to a close, at which point a new u:ihpce may be started, so do the rules of part
writing carry the musical sentence to a close. the cesura, the new sentence may start at
another level, and it isn’t always necessary t@ch the end of the sentence to the beginning of
the next. Consequently, the rules of pa i may be suspended, to be taken up again with the
start of the new thought. To illustr

19
Fa¥ %2
— X
A ) E | (et
We?
—_— —_—
o
'S ) re}
Py 43
el 23
End New area

Cesura

Note parallel 5ths, similar motiom in all parts, and
cross relation. All normally undesirable, but
acceptable in this kind of situation.
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Postcript to THE GENERAL PRINCIPLES OF VOICE LEADING

The preceding points are offered as guides to the student. They, along with most of the study
material to follow, are based on what has been done, and not necessarily on what may be. The prin-
ciples are based on the practice of musicians in the Romantic period, which is the basis for all
present day uses of tonality and the wellspring of all the more modern techniques.

These principles are concerned with part writing and not with sectional writing. Nevertheless, they
have important reference in all areas of modern arranging.

Eventually, it is hoped, the student will write music on his own responsibility and onhis own
terms. The restrictions found in any academic investigation are aimed ultimately at artistic free-
dom, and there are no real rules in music except those provided by the limits of the style and the
environment. Ungrammatical, but true is the dictum: “What sounds good is good”, and some of the
most “correct” music is also the dullest. The student is advised that he may break any rule he

cares to, provided:

A. He is aware of it. \s

B. His music sounds@ oW it.
IV. HARMONIC PULSE O

The effectiveness of a chord progressi ot be determined without e e to the position it
occupies in the established rhgzhm ciord movement that is corr 1N a of its grammatical
details will nevertheless sound iy it happens in the wrongss !

All time signatures break dowil™ some arrangement of Strong bak beats and the relationship

of any chord change to the ong and Weak beats must be gaken 1nto account.
Here are a few tim awyres, with the Strong (S) an W) beats indicated:
<&
W S W : S W S w
Simple DUPLE times. (%2 22)  Example: | N, F LAy F 7 ol
e
S Ww SwWw SWwW Sw W
Simple TRIPLE times. (%3 3 3) Eigfe: Hie A WA AA Tz 2ol F 7 — 7>
|/ 1 ] 1 | 1 T 1 | 1 1 1 |
.) 1 1 ' |1 T T T T T 1 T
: SwWww S wWEw swsy
QUADRUPLE times. (e § 3 (©) %) Example: O rrFr [ A F FF T 7 77 5
ANV 1 [ 1 i 1 1 [ 1 [l L 1 1
1 i } ] 1 ] ] 1 I I T 1
3 is called “common time”

and is often indicated
with C.

*Tick (/) indicates slightly less strong.
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Compound DUPLE times.

Compound TRIPLE times.

Compound QUADRUPLE times.

More complex times:

0 Sw w Sww Sww
> 7 y 1
a ) ] . P
Example 2% 7 PSS o
ARV o 1 O A
Py | S | {1
1
0 S wiw! ! ‘' ! '
2—> V) Z 7 2 T FZZ PEZI AP 2
Example |G L i 4 7 Y A S A A AT S A A A A AT o
AVRVE & ] 1 T DU FM S O ST AN A IR A
a e | el e — | e P Ry e =)
n S w! V] L '
—r y FTZ L ZZ 7 1
Example: o Y A7 A4 4 N 3 1 4
ANV R W D -

e

Further, the Bars tend to arrange themselves into DUPL

what the time signature:

gs of Strong and Weak, no matter

\ S "
187 1 1 i 1
2y s
(v | =2 1 Y
’ ]
Similarly:
i S W
Y af
£\
AV
a L TN

Further, any single beat,

Weak, as: [ 5
i AW v
K fawn) e
AR 1
Y]

In calculating the re
guiding principle is:

To illustrate:

S ——> W

p of the harmonic progressio

e O
<

w BUT:

e Active

IInactive ActiveI
GOOD
Examples:
) f) S W __S W w w
This: {HT——1—— 7 7
e e e e e
O c& cacerce

|
GOGD

is more “natural” and has

better “forward motion”
than:

e thythm, the generally reliable

S —>W

Active: Inactive
L |

~
Often unacceptable,
because of loss of
“forward motion”,

S w S W SwW S W
g 7 ) i y]

L 4 [ 4 [ A A [ A 4 r A A
I 1 1 1 L1 [] 1
TV T ) |L) 1.1
1C G1C @G'C @&'C

Reason: The C chord (no dissonance) is Inactive, but the G7 (dissonance) is Active. The first

example activates weakness.
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and this: has better “forward motion”

than:
0 S w S - ) w S
- A ™y -
e g & & I3 [ I~ B 2 F Y LY F INen ! 21701 o £ 7 fal
&N LA A 1N € S 7 S ra LG N ¢ LI 7 [ = Y At AN 4 Nt ———F
ANAYL L o

Reason: The first example has more activity in the weaker second bar.

Important Addendum: The second example above, which shows a loss of forward motion, would be quite
acceptable at the END of a passage. A braking or “slowing down” is undesirable
at the beginning or in the body of a passage, but is entirely appropriate at
the ending.

A. Rhythmic Divisions

A musical composition is made up of sections 51m11ar hapters, paragraphs, and sentences of a
book. In fact, the shortest complete thought in mus al¥ed a sentence.
Sentences are seldom less than eight bars. Qxceptlon the first sentence of “Amerlca

which is only six bars.) Sentences are seldo er, longer than sixteen bars.

In dance music, marches, jazz, and otheryfms where the rhythm is rigidly ganized, sentences are
normally in multiples of two, with thege bar sentence being the mo n. (The blues uses a
twelve bar sentence, and many melo@ Cole Porter provide examp si)kteen bar sentences.)

Sentences will subdivide into An eight bar sente ample, will break into two
phrases, called Antecedent nsequent, as:

Y

Consequent phrase

L Antecedent phrase

Sometimes the phrases themselves w break into subdivisions, often called Motifs, as:

| SENTENCE ~ - 1
' Phrase T Phrase 7‘
L Motif I Mot if I Mot if I Motif —
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B. Cadences
At the end of every Rhythmic Division, some sort of cadence occurs. Cadences are similar to punc-

tuation in written English, and they are primarily associated with rhythm, but certain harmontic
patterns have become associated with the cadence positions:

1. “FINAL” CADENCES (similar to periods):

a. “Authentic” cadence: V - I
b. “Plagal’” cadence: IV - I

All final cadences are V - I, Iy -'I, or modifications or substitutions for these.

2. “DECEPTIVE” CADENCES:

The movement of V, at a cadential point, to a chord othey than I, is called, descriptively, a
“Deceptive cadence’. Its purpose: prolongation.

3. “HALF’’ CADENCES (similar to commas): Q\
A half cadence is the end of a rhythmic divisi¢ @ «Pendency chord” (often V). Examples: end of
antecedent phrase; end of a “lst ending’, etc.

& N
The first requirement in part wr'%c' the ability to join g d successfully to another!
Therefore, this text will use t@ hord” cadence patterns a @ eS for the first examination
and use of the principles 0f® ading.
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Chapter 5

THE CADENCES

I. THE FINAL CADENCES
A,V - 17

A cadential “V - I” is called an authentic cadence. It is the standard final cadence harmonic
formula.

Introductory:

,+—Two Rhythmic forms———-[ Q\ Two Structural forms——l
Masculine (usual) Feminine (unusual) O Perfect Imperfect
I occurs at a I occurs at a Soprano ends on the oprano ends on a note
strong beat, as: weak beat, : tonic. Both chor her than the tonic or
are in root positi h chords are not in
EE 5 rg9t position.

Final sentences usually e h Perfect cadences. Imperfgct c nces are valuable at the end of
sentences which are notefin d to be final, since th@d less conclusive.

For now, we will u oot Positions only, so the ma oi®Perfect or Imperfect will depend on the
final soprano note. ¢

Here are the bass and soprano for the possibleAect V - I cadences in C major:

' 5
0 | i o i 5 i
r— — — - 33— ¥y
— ©
]
P ;o -
Y == [ faor Y, Y
o LI T2 RN { 1 \ Y
r4 1 5y 1 i r's ] ) 1@
———te—1 = e ' 7
. v ' I v I

Taking into account the Rhythmic and Structural forms, the available V - I cadences are:

MASCULINE PERFECT (most frequent)
MASCULINE IMPERFECT

FEMININE PERFECT

FEMININE IMPERFECT (least frequent)
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1. V - T IN MAJOR

a. Vertical considerations

1. Structure of V (“short score” examples)

£ O At {,’ ©
V triad: c: Vv 2 8 @ : =
Y 7\ J €
Doubled root | Doubled 5th | Doubled 3rd c: v/ |Full 7th| omit 5th
BEST OCCASIONAL NEVER Double root

L———BOTH FINE! ——!

Note: V7 is more frequently used than V triad - EVEN WHEN ALL OTHER CHORDS ARE TRIADS!

2. Structure of.I

h -
Itriad: C: I [fas = = (17 will NOT be
> _93_9_ _e__g__e h—?—“— used for now.)
Doubled root Tripled Doubled 3rd
BEST 0K JRREGULAR
Don’t use on
final I.

b. Voice Leading (“Horizontal” c@ ns) \
*
1. When Tth is used on V (Q\ often is), it MUST FA QD OF I:
O E
& J

oy T

: For now, this is oblg .
L
2. If the 3rd of V' (the “leading-tone”) is in \ ano, it will rise to the tonic of I:
| ..~
Y <

'

However, if it is in a “buried’ pa®t (alto or tenor) it may either rise to the tonic, or
fall to the 5th of I, IF the 5th I is not available in any other part. To illustrate:

L ) L)
o ATB— T — - e oo
3 b —d
INSTEAD OF: r 2 INSTEAD OF: o
T g == o B =5
J. [ & "7 'S N
TI(RI'I;E? TRIPLED
o RoofT
(THIW) (THn)

Reason: Since the I triad has no “forward motion”, it is always heard “yertically” and com-
posers have preferred to allow the 3rd of V to fall to the 5th of I, in order to “fill-out”
the important I CHORD. This movement is confined to INNER voices only!
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3. While similar motion of all parts is generally undesirable, the following situation IS
acceptable on V - I: :

—E> — e )
4 4.5 Y
v g The emphasis which similar motion produces
o is not objectionable here, since it is
.o (&) = 3 not inconsistent with the “full stop”
—y quality of V -I.
c: Y7 I

4. All other grammatical principles of voice leading are applicable. These are found under
“General Principles of Voice Leading” in the previous chapter. Consult them!

Addendum: While it is certainly not the intention at this point to enter a study of chromatic
harmony, there is one chromatic form of V in Major that is familiar and widely used:
the “V+”.  There seems no harm in introducing it here.

Proposition: When the 5th of V (the supertonic) is moving§UP to the 3rd of I (the mediant), it may

be chromatically raised (by accidental) to bring it 0, and lead it into, the mediant. The
resulting chord is “V+” and it may be used INSTEAD d¥tonic V, or BETWEEN diatonic V and I.
Example: A
14
c [ % ) c r & 4
- |LO c o c
K # instead of:
'. [w]s] [ & )
in (o i
+
c: VvV N v
Fal
Y 1
'S )
A —d .———7"
instead of:
. r %) re ]
J. 4.7 ']
I bY I
‘A
b~ -
] hant F T »—
] 1 T I T 1
J P X1 l. e K
1 E N ;
» r 2L oK) i
LA 4 7 { Y & .40 { r # K
- ! T
ci vV V+ 1 v 'I

Structure of V+:

C: U+
Doubled root only.

Caution: For now, don’t use the 7th with V+. The Augmented 5th is performing the same function as
the Tth and if both are used, a “doubled 3rd” on I will result:

o  yl+s 1
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2. V - I IN MINOR

The considerations of Masculine or Feminine, Perfect or Imperfect are the same as they are in Major.

a. Vertical considerations:

Two forms of V:

0 i / O = A o \/ Pon 3 Py
bl ¥ 7 £ % % a =

P} BEST occAsiodaL  NEVER BOTH FINE "d | BEST OCCASIONAC NEWL BoTH FOIE
TRIAD J l DoMm. Tth I TRIAD l I Tth J

This is the Topal ior Musica Ficta) This is the Modal V (or Vmi) and
V, and is the Regular form. Unless is the Irregular form. See notes
otherwise specified, the term “V” in this section dealing with

in Minor IMPLIES THIS FORM OF THE “Modal Cadences”.
CHORD.

T

OCCASIONAL |RREGULAR
Dowr USE ol
FivaL I

Structure of I (triad only for now):E

The “Tierce de Picardie” (Picardy 3rd)

Proposition: The final tonic chord ing] may be a MAJOR chord. Th;~\i{? rd is called the

o f n
@ Cm: T MATDRA_ _ _ - _— - o — — —
b. Horizontal consi n

NOTE: The foll g text is in three divisiong: AL cadence
ODAL cadence

!\C. MODAL -TONAL cadence

A. The TONAL cadence

G maj

Example: C minor: — Cmi (or Cma.)

The overwhelming majority of V - I ca®®nces in minor are in this form. In its details it is
exactly the same as V - I in major, but note these points:

1. Don’t forget the leading tone accidental on the 3rd of V.

2. The Musica Ficta leading tone can still fall to the 5th of
1, in an inner part, in order to “fill out” the tonic

chord:
A1
Iz
L 4.2
LN ¢ 4 =Y
So——oe)
Example: oKl
— |4h g ¥ ® )
Y [ o ]
Cmi: V7 I

3. The V+ is NOT available in minor: |




Here are a few examples of Tonal V - I cadences in minor. Note their similarity to V - I in
major; and when the Tierce de Picardie is used, the sound is identical:
‘m r— 1) T i b
© o r— e Z a :
[%] Ve 47 WaAY &7 £ Th AY Lol 7oA PN ATI)Y P Wa"Wall
~ ©—(11 6} % AL (P iUTd] "E:E -\
hd | hel |
AT { & [ 173 rel F % ]
Lo re J - 74 HE T 77 bn: <y
C 174 V7 I i7 rl,s l' vy T i/
m: »
v 1 or1 I fﬂ?ﬁb !
(R1A2) V TRAD ( )

L—Masc. Perr——!

B. The MODAL cadence

G minor triad
or,
Gmi

Example: C minor: — Cmi

The use of “Modal V” as a cadential approach to I
harmony. It has a passive and dignified quali
the Tonal cadence.

All the technical considerations are the s

(or Cma.)

, C

— Fem. ImpPerF—! “— Fem. Perr.—— — Masc. ImMperf,—

either in traditional or popular
ing the energy and conclusiveness of the

ut it is worth noting that an Imperfect cadence

from the Subtonic in the soprano is pofgible:
N 1 PERFECT IMPERFECT
1\
{ WV TET e, M
.~
s L3
Rys § b~ P 4 Y
fu ~ITTIS
7 N b [ 'S ]
- Fa)
™ I vV I

Here are a feyw

Jmi
@ of Modal V - I cadences in@

1. Use of tITierce de Picardie with a Meda

2. The use of ¥mi as a triad only may be !o

modal cadence.

Note these points:

¢ TONVHL') .

nce produces an interesting contrast.
able to the passive quality of a

] ¢ Ll l{l ¢1]l b!'!lf h|!| { T i inlﬁl Y
1z B—— oH———gHe 18— 8o
| | ) ﬁ—
5\: I roi 7o (o) £ 1 74 b £ re )
J & { 141 o 7
o 1 la 1 r & 4 L £ 2 by la r# FL AF
v 17 1 | VAR ) A \"drd Va { i 2%
Cmi; ! i 1 ©
Xémi_ I Vzni I Vmi I Vg’;li I
Tmn? Vani7 Vmi?
L— FeM. Perf— L—— Masc. PeRF—-=  L—Fem, IMpPeprf— ——masc. IMPERF, —

C. The MODAL-TONAL cadence

Example: C minor:

(modal-tonal)
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The V chord is initially struck in Minor form, and then changed to Major form to lead it more de-
finitively into I. The Vmi - Vma movement will be from strong to weak, with the subsequent I
occuring at a strong position, so that the Modal-Tonal cadence formula is Masculine only, as:

— 1 ) Z T
— X/ T [ ] AW 1 XI._= AV P T
T Y VI P Wil p ALY YR 4 Z XIIT YT i N
~F— Lo 4 .
s W 3 3 3 3 W) S

The “essence” of the Modal-Tonal cadence is the movement of the subtonic up to the leading tone,

and this normally occurs in the same part, as: l l__________->
e
) = ”1 L
& Cmi: Vmi Vma I
{modal tonal)

Because of the chromatic nature of this movement, the leading tone should continue on up to the
tonic, no matter what part it occurs in. Consequently, it may often be necessary to use the
“tripled root” form of I. To illustrate:

n L
174
AY . 'S ]
174 L) —_—y o™
) "4 7 w7 —7 ey
o O o [e N (8 ©
4 f———>
I b 404 43 | e
_13\’. \'; 1 W ] —> 17 45 ) Ly 13
1 * e re ) [ )
Cm:- Tonal Y oK I B Ym ‘m is V 3 a I
== POOR RRECTED
Here are a few examples (Masc@ly) of Modal-Tonal cadenc Note these points:
1. Both Vmi and Vma c @mds only.
or 2. Both can be 7 d
or 3. Vmi can be h the 7th introduced into us giving
the Tonal V en greater leading urge to I
L 2
| 'rl : T hb
| « M1 [ ] n -~ e in { i
= —— b - . A | d— —— S A7 PN
O e o-ue; o g e
= L2y
4 d | e 4 wd e
3= la £ ) Ly i M
P M Y 1> fo m T <
¥ U v 17 C
Cm: Vmi Vma. I Vmi V7 T Vmi7 V7 I Vmi V7 I
(TeiaDs) (TRiAD - Tth) (Tth cHorns) (Teian- 7Tth)

L MmAse, Perf——— b MmAsc. PerF,— “—— mase. PerF,—— L——MASC, IMPERF, ——
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Thus, the available “authentic’” V - I cadences in Minor are:
Tonal cadence: ~ — ——— Tonal V or Tonal V7——- I (or Ima.)
Modal cadence: — — ——— Modal V or Modal V7———-I (or Ima.)
Modal V - Tonal V
Modal-Tonal cadence:-- Modal V - Tonal V7 --=-1I (or Ima.)
Modal V7 - Tonal V7



B

. uIv _ I" !

ASSIGNMENT 18 (V - I in Major and Minor)

In four parts, (S, A, T, B) write:

Ten Masculine Perfect V - I cadences in various major keys
Ten Masculine Imperfect V - I cadences in various major keys
Six Feminine Perfect V - I cadences in various major keys
Six Feminine Imperfect V - I cadences in various major keys

Use mostly V7, but make some use of V triad and V+. ROOT POSITIONS ONLY! - but strive
for variety in the soprano line and the voicings.

Write:
Ten Masculine Perfect TONAL V - I cadences in variops minor keys

Ten Masculine Imperfect TONAL V - I cadences in vargous minor keys
Six Feminine Perfect TONAL V - I cadences in vagi inor keys

Six Feminine Imperfect TONAL V - I cadencesQ jou® minor keys
Use mostly V7, but make some use of V triad. ' e de Picardie occasionally.

ROOT POSITIONS ONLY!

. Write sufficient examples of Modal cad in various minor keys; PerfectNard Imperfect, Mascu-

line and Feminine. Use Tierce de Pi 1 ccasionally. ROOT POSITI

Write sufficient examples of Mo ot cadences in various mj Q Masculine only, but use

Perfect and Imperfect forms. e Wierce de Picardie occasion T POSITIONS ONLY!

The ear: Make every eff “hear’ the notes, chords, gand d joinings as you are writing
them. Culti ability to recognize, on aWing, both the overall effect of V - I
and t e btle details of the various can take.

N4

A cadential “IV - I” is called a Plagal cader@lt is considerably less energetic and more passive
than the authentic “V - I”. Reasons:

1. No “leadin ” in IV. ) .
2. IV - I is a ONDARY progression whereas V - I is a
PRIMARY progression. (See next chapter.)

Introductory:

Probably the most familiar use of the Plagal cadence is the “AMEN” formula.

\
P YA - MEN”
i/
.y £y [ & ]
Example: || d o ©
a1
. L =4 e ]
= [ v.4
=
o - £y
C: EA'A I

Certain areas of basic jazz exploit this sound, probably because of its “Spiritual® implication.
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"Because of its lack of decisiveness, the Plagal cadence is rarely used in Feminine rhythm, but the
Perfect and Imperfect forms are available. Here are the bass and soprano for the possible Perfect

IV - I cadences in C major:
. 1 - 4 4 -4 4 - 4 6 - 4
1 ¥ SUI’. AS Ls ~= [ o ] [ % ] [ e
| [ ' ]
.@ re .
PN k=
f 2.Y 2\ o - P ) P
[ Pe WHE B W hod AY -~ e
P 4};7_) - iy ] 4.7 4.7
(=] 1< .
Cmo: I T r I T I E I
Note the “pentatonic” flavor
of the submediant-tonic melody.
1. IV - I IN MAJOR
a. Vertical considerations
1. Structure of IV (short score) \
[ & ] ——
Cma: IV Doubled root Dopble Doubled 3rd
L Both fiQel Irregular
(Not necessary
Plagal cade
2
Iv7 will NOT be used in the &1 cadence. The I chord ¢ n® satisfactory resolution
note for the major 7th of &¥ce, at this point, the majo ghst either rise or fall one
step:
*
2. Structure of I - ®ame as before. (See V - I \ . )
b. Horizontal considerations A
Since IV is a consonant chord, contaipg 0 ific dissonances, its voice leading is relative-
ly free. It is advisable, particu i inner parts, to take the line of least resistance.
In other words, don’t leap if a step available, don’t step if the same note can be retained.
Here are a few examples of Perfect and Imperfect Plagal cadences in major. (For now, root posi-
tions only.)
Perfect Imperfect Perfect Imperfect Perfect
y. i 4 A ) n r— -— N e |
iy 1l L
b ) e ] A 43 - r'es}
LY
A3 o = Y AY o8 AL =Y r'& ) o
© P --s b= 8 - © i o R =2 ’
P ~ - - Q- . =
U 2 b =4 L) f~7E = 4 Lh [+ T = & F 'S ] - ) =4 re ] £ —
| § el 17 e W L 4 10 L =4 T L =4 t O L=
HI A Cd A 4 A }7' Y& ) 4 & )
C: @ I I I 'y I v I I I
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- The “passing 6th” on the Plagal cadence

While it is not the intention here to enter a study of “non-chordal” tones, there is one familiar
modification of the Plagal cadence which involves a “passing tone’.

Proposition:

In situations where the TONIC in IV (its 5th) is leaping up to the MEDIANT in I (its 3rd), the leap
may be bridged - at a weak beat or fraction of a beat - with a passing SUPERTONIC. This supertonic
stands in the relation of a “6th” to the IV chord and, consequently, is called a “passing 6th"”. The
following examples should make the process clear:

lll’;
@ A2 &7 AX Ly 4 7 £y
=& © + ©
S CAl BRECOME : 19;-—8"""' oR: -P- —
a.. 6 AY 3 [® ] g 22
P4 o] £y
c: I I T Ior I
Ii]
B -
y.\ L4
14} I 1 i}
oo e Zo ia—a 1
© cAl Recomi: OR: =g bz S
2 g A F &) Q £y
Is L= L =4
] :I Ty Y 'S ]
C r I I r I
2. IV - T IN MINOR !\
a. Vertical considera’%
1. Structure &o forms)
L
- — -

7

Cmi IV: Doubled root Doubled 5th Doub Doubled root Doubled 5th Doubled 3rd
G
n ssary in

L— ———BOTH FINE!—- L BOTH FINE!——J NO

¢

agal cadence

1o IRREGULAR (“Dorian IV'’) ———
See notes on “Dorian Plagal cadence”

1 REGULAR

2. Structure of I - Same as before, including possible Tierce de Picardie (See V - I in minor).

b. Horizontal considerations

1. Regular Plagal cadence (Regular IV to I)

Again, IV is a consonant chord, containing no specific dissonances, so that its voice leading
is relatively free. It is worth noting, however, that the 3rd of Regular IV in minor is the
“minor submediant”, situated only one-half tone above the attractive dominant. It exhibits a
clear scale tendency to fall to the dominant.
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“half-tone -

Example:f

——

em 1w 1

No law is involved here, but the above movement IS the most obvious and sensitive leading of
the 3rd in Regular IV.

Here are a few examples of Perfect and Imperfect Regular Plagal cadences in minor. Note the
availability of:

a. the “passing 6th”
b. the “Tierce de Picardie”

AL —Perfect — r—Imperfect — L—Perfect—-—, r—Imperfect—  —7Perfect ——
174 L4
e | — 5 a8 o
il il Bl Y e} S}
—8—o—te—=n £ z s —
'” o) 7 3y >
Cm: IV I IV I v v 1 v I
2. The “Dorian’ Plagal cadence
What we have called the “logical” us the raised 6th degree in mjno l1lows the principle
of the ascending melodic minor sc at is, the 6th degree is Wi by accidental, to
lead it UP to the raised 7th‘ge
L
17
Example: At n by
C
Since the I chord do ’ tain the raised Tth degre ere is obviously no “logical” voice
leading reason { the Irregular IV when movin
4
fb,uMEne_ e
"-- N Vi
Example: :é!l".!—t-:l' ' \
ICm: v
Nevertheless, the Irregular IV can be u g move to I, simply for a “Dorian’” reference. No
special directions are necessary; th ‘BRLifn 6th’” can be regarded as free. (One point: If
the Tierce de Picardie is used in a Dorian Plagal cadence, the “Dorian quality” will
be lost. The result will be id al to IV - I in major.)
Here are a few examples of “Dorian’ Plagal cadences:
r—Perfect —— r— Imperfect 1 ¥ Perfect 1T Perfect ——
— o it z i = i
— = —] " 5 e = i
L4 . 4 L4
’ & T | =
&\ Lo ll:a [ o ] Y o> 2 el 1l 2 i
e LT ¢ ML 1l N tr L=
=N ta Rd. L 1l [} [ ]
Y i/
Cm: IVma. I [Vma. I IVma. 1 IVma. I
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C. The “Altered Plagal Cadence’ (in MAJOR ONLY)

0
* 4
Proposition: The “IVmi” (IVbB) chord may be used in MAJOR: M%_

Cma: IVm Doubled J

notes

This chord represents our first encounter, in harmony, (but by no means our last!) with the “minor
submediant” in MAJOR, as:

minor submediant

C: IVm

The IVmi chord is borrowed from the parallel minor, where it is the Regular IV chord.
The Altered Plagal Cadence makes use of the IVmi chord in two basic. ways:

1. IVmi MAY BE USED INSTEAD OF 1V:

-
] [ ] Ja ]
144\
S Lof oy [&} £
j - . A4
instead gaf-
y._}
ot o]
[~4
Ll
IV 1
4
/'Ilsffad of :

C: IVm !
When used as above, the 3 mi (the minor submediant)

in I, as:

I
*

t specifically a “harmonii@ance”, it COULD leap, such as:.
fal
174

2. IVmi may be used chromatically bethn IV and I. (This is, in fact, the more common use in poD-
ular harmony.) The movement of IV to IVmi will be from strong to weak, with the subsequent I occur-

ring at a strong beat; so the chromatic form of the Altered Plagal €Cadence will be in Masculine form
only, as: .

However, since it is

[ o]
i
1
[ o |

T3
A

1A T\
2 < VY

%
-4

L4
[
£l

L
LI

When any chromatically altered note is preceded by the diatonic version of the same note, it is
required to continue - by half step - in the same direction, in order to complete the chromatic

movement. Therefore, when the Altered Plagal Cadence is used chromatically, the minor submediant
(3rd of IVmi) will fall to the dominant.

n 1
Example: jélé————?;—bz;—T
‘C: v IVm I
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Here are a few examples of chromatic Altered Plagal Cadences. Note use of the “passing 6th™:

" ——Perfect — —Imperfect — ——-Perfect —g ,——Perfect'—| —imperfect —
e o—fe—] a—k ] I

7.1 . r = | >~ 0 F 9 1t lc- F. e, F__F__LS. -8-

]; o pa | E bd | d bd

= ») - o = V& fo D (3] bl () [a] v [

2 Al 7 Rt L7 ﬁ L4

— — o e i — 2
C: N Ivm I v m I IV IVm I I IVm I IV Ivm 1

ASSIGNMENT 19 (The Plagal Cadences)

NOTE: Root Positions only in all the following exercises.

In four parts, write sufficient Perfect and Imperfect “Amegs’ in various major keys. Construct
some to show use of “passing 6th’’ between the 5th of xﬂ the 3rd of I.

. Write suff1c1ent Perfect and Imperfect REGULAR Pla (“Amens’’) in various minor keys.
Construct some to show use of “passing 6th”, - n occasional Tierce de Picardie.

3. Wrrite a few Perfectiand Imperfect “Dorian” P¥ag adences in various minor keys.

4. Write sufficient Perfect and Imperfect D PLAGAL CADENCES in var jpou, OR keys, with IVmi
used instead of IV, as: \

d in CHROMATIC form, IV vy~ T

Construct some to show use@passing 6th".

5. The ear: Develop 1Njarity with, and the abilityelo ognize, both the overall effect of

IV - I e more subtle details of it 1 forms,

II. THE DECEPTIVE CADENL;ES

Introductory:

Definition: The movement of *“V”’, a cafential position, to a chord other than “I”.

Purpose: Prolongation! The deceptlvve cadence avoids the conclusion, and keeps the music moving.

In diatonic tonality, the available deceptive cadences are:

It is usually followed by material leading back to a regular cadence.

- ii
- iii
- IV
- vi

- e - -

(V - vii would be only a change
of form of the same harmony.)
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In traditional harmony, the most common and most adaptable of these is V - vi.

resolve the dissonance in V and V7 in the same way that I can resolve it.

Exampleé

The terms “Perfect’ and “Imperfect’ are NOT applied to deceptive cadences.
nature, always’ “Imperfect?’.

A. “V - yi”

1.V - vi IN MAJOR

§C‘,: VT I‘;
]

a. Vertical considerations:

1. Structure of V and v’ - Same as before.

2. Structure of vi (triad only for now):

b. Horizontal considerations

* \
1. The Tth of V, when US(Q\ all to the 5th of vi: QI
2. Root Dosith&v

3. The 3rd of V (the leading-tone) wil :?

but, it may fall to the ro i, provided it doen’'t cause parallel 5ths with the

falling 7th.

(Any)

The vi chord can

They are, by their

(=]

[ o)

o)
[+
L

bd

: B§ST!

When the 3rd is a TONAL note, as it is in

the ii,

an acceptable double, i
double!)

i1l be used for now, and thewb

A_\. — 1

kely rise to the 3rd of vi, as:
A

GATORY!

iii, and vi chords,

it is not onby

is the preferre

‘c. Y7
ill rise one step:
Py N
——r y
NOTF
L)
v vi

17

—a—a——

A:CI Y Vi

r -
An r_) }’; 2 - UCLIL“E]" C
£ —

—F— Y] ——— L Hie a

)} = J

2 < 2 1 gl

F X o TN b £\ [ & ] L4 Ve ]
’1- ’l-

c: v7 vi V7 vi | V7

All Right NO! CORRECTED

4. Avoid parallel 5ths between the root and 5th of the chords.

is a major hazard in-all “step” progressions!)

Example:
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(This particular parallel 5th

2% | go—g
o= i

N v
V not ¥ L CORRECTED -




Here are a few examples of V - vi and V7 - vi in major:

H* & 7 (= ) S— f
TS = o =
-5 x-3
s 2 g% £ % 2 i
il - -
) Vi Uid vi V1 Ni v vi

The soprano here
could not do this:

o) P
n_i 7
N5  m— =
Y A
Parnllel Oclaves ggrtcmﬂ'd itf
1 2 P n -~
IR = ST = et T o 1 =4
= - = -
C: v Vi v Vi
Hidden unison from
a dissonance (2nd)
2. V- vi IN MINOR
There are two forms of ‘“V” and two forms of 1nor

<w‘?i
1v.y

C minor: REGULAR IRRE C minor: vi IRREGULAR
(Tonal v) (& _ (Dorian vi)
vi 4
Consequently, there are 51ble V - vi movements in miRor:
Tonal V (or V7) e g vi
Tonal V (or v’ ) * ian vi
Modal V (or vmi ) egular vi
Modal V (or Vmi ) Dorian: vi
0f these, the usual is Tonal V (or V7 t@R vi. (In fact, the use of the Modal V in a de-
ceptive cadence is not at all comm
a. Vertical considerations
1. Structure of Tonal V - as before: ———— TRIAD ——— —Tth—

Cmi: V BEST OCCASIONAL NEVER EITHER
2. Structure of Modal V - as before: ——TRIAD ——— —Ith—
& a2
)
Cmi: Vmi BEST OCCASIONAL NO EITHER
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3. Structure of Regular vi (triad only for now): - (any) )
oL
7] . [ ]
!l ‘ﬁ g g
: . )
Cmi: vi BEST

(Tonal note)

i@

4. Structure of Irregular (Dorian) vi (triad only for now):

Cmi: Dorian vi DOUBLED 3RD
ONLY!
Reasons: a. Never double a diminished 5th.
b. The root here is an “altered” note, @nd alMgered notes are
normally not doubled. \
b. Horizontal conside_rations Q
1. The 7th of V, when used @
IS used) will fall to the 5th of vi or §
‘ian vi:y '
J . 7 vi
Cmi: v . \
2. The bass will rise a 2nd;
mi: V vi
3. The 3rd of Tonal leading-tone) will
rise to the dﬁ s —p—
PN
b
It will NOT do this: % l nor will it do this: Fhjrae]
v i
(The augmen eap 1. “Illogical” Musica
from th inor Ficta.
scale ot ormally 2. Results in doubled
used {1 ce leading.) root in Dorian vi.
4. The 3rd of Modal V (the “subtonic’) may
rise to the 3rd of vi: —f-b
dCmi: Vi vi
Or it may fall to the In fact, since it is a

root of Regular vi:

It will NOT, however,

in the Dorian vi chord:

i —

Vmi Vi

fall to the root of Dorian vi,

Al
 a AN

Daf;vi
92

Vmi

Twi:

relatively free note,

it could also leap to :b'!g#
the 5th of vi: =4 -

V" [V

since this will result in a doubled root




5. AVOID the following ill parallels:

=t g —= -
e ——— Y 9 —
o—C —
parallel 5ths Q < parallel octaves
. v vi V7 vi v V3
The following situation IS ACCEPTABLE: -
0L ‘ -
%byl- 7% .1 Yol ]
‘ O pim 5th -5 Dim
e o S
o ——o=22 =
)
Cm: ¥ Dorvi v Dor. vi

Reason: Parallel 5ths are only objectionable when the gotes of the second 5th are the Root
and PERFECT 5th of the chord! 1In this ca

E\h second 5th is a DIMINISHED 5th.

Here are a few examples of V - vi in minor:

parallel 5ths
~3

Tonal V (or V7) - Regular vi

= = = g O+
g | . | g 2 i
\ 2
vi V7 V7 vi V
Tonal V (or V7) - Doria
. - o
Ty 7] o) ‘HC yo o
& 2] e i
L . AH—% a £
, oS . 2 1y
Cm: V7 Dor. Vi V7 Dor. vi 7 Doz. vi v7 Dor. vi
Modal V (or Vmiv) - Regular vi’ @
o r—— 2 Z = —3 = 8 1
' I-} 2
g | g | & | g | e |3 | g |2
' la
|74
Cm: Unm Vi Vm7 vi Vm vi Vm7 Vi
Modal V (or Vmiv) - Dorian vi
A 1 (o]
%'L o) Yol bl ) L X
171 L ~ L4
J IR - o0 £ [ =] .
) - - ﬁ
2 la .g: o la -& L W
5\. 1 L4 H L4 H' e ) H' =4
-y
Cm: Vm7? Dor. Vi Um7 Dor. Vi Vm Dor. vi
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B.

uv -

Iy

Quality: PFeeling of “resignation” - a ‘“backwards” quality that is common tp all “down a 2nd’’

progressions. (See next chapter.)

1. V - IV IN MAJOR

a. Vertical considerations

1. Structure of V and V7 - Same as before.
2. Structure of IV (triad only for now) - Same as before.

b. Horizontal considerations

1. When V7 is used before IV, the Tth will resolve ‘“passively”, as“*‘

RR V7401 Ve ¥
Y L4
e v IV
Therefore, IV must be ih 1ST INVERSION (IVG), as: in order to avoid
: V7 IVé
N .~ -
7] L~ A
this: s resolution of the Minor 7th interval, and is

Therefore, while V TRIAD may mov oWO0T POSITION 1V, V requlres tQe 1ST INVERSION OF IV!

ROOT PO RIAD ROOT POSITI
ROOT
(But NOT: Ro I.tI.OH. V7 Root P% IV’
2. The 3rd of 'ﬁ ing-tone) may rise to the f IV, as:]

VIV

1/
or, in some cases, may fall to the 3rd !\

L~
3. Avoid parallel 5ths betwe and 5th of the chords: ﬁ:ji

4 (c c‘
c: v v
Here are a few examples of V - IV and V7 - IV6 in major:
i T
ol &l 11 Ll
— ——— =
A ) L4 o § [ 3l heedf foj
) 0 " =) " 4 |
o - P o o~
d c H d ET " Wol s
i =
v IV ) v IV v IV
fo] 23 L7
inﬁ > Il &) Z——i’a Y ry
2 © S.
g -g £ '-g- g vlg.
V7 IVe V7 Ve V7 Ve
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2.

V - IV IN MINOR

a. Vertical considerations
1. Regular (Tonal) and Irregular (Modal) V chords are available as triads or as Tth chords.
Structures as before.
2. Regular and Irregular (Dorian) IV chords are available but as triads only for now.
Structures as before.
b. Horizontal considerations

1. Similar to major, when V7 is used, the Tth will resolve “passively” and the root will rise

to the 3rd of IV, as:

[l
14

“Crm.: V;L IEC?
Vm?  Dor. IVG

Therefore, the following arrangements of V - IV ar

Tonal V triad
Tonal V7

Modal V. triad
Modal Vv’

But NOT: Root Position Y r

2
2. The 3rd of Tonal V (thel&& one)

\%e in minor:

ion IV or Dorian IV
brian IV®

oot Position IV or Dorian IV
8 or Dorian IV6

i7) ——— Root Position Do®ian IV)!
will rise to the as: Augmented 2nd

—

but it shouldQQ the 3rd of Regular IV, asf
Possible: (backwards Musica Ficta){A

Yal ‘ -4
However, the 3rd of Modal V ub nic) may rise 'BV| — g ~
to the 5th of IV or sometimesN@#1ll to the 3rd, as: LS A4 14

Em:  Ym IV Um IV

. L —
3. Avoid parallel 5ths between the root and 5th of the chords:
I
e N

Here are a few examples of the various V - IV and V7 - IV6 possibilities in minor.

the use of the Regular forms is most common.

In practice,

P60 2 —=0 = 2

) [« O
T —1n2 2 !! =) gthor 48 & o) 1 B o)
— = : :
Cm: V 1V v IV V7 1Ve V7 IVe

" (Doz. IV) (Dor. IV) (Dor. 1V6) (Dox. 1V6)



Continued “V - IV” and "V7 - IV6" examples:

e — o —— = — = z =
£d \7 7 | Ll L=/ N bd [« ] W G
4 [=4 7 [~ v
h — 8 gl —g— 1Byl 2 B
Cm:  Vm N . Vm v Um7 Ve U7 Vo
(Dor. 1V) : (Dox. IV) (Dor. I76) * (Dox. IVe)
C. “V - ii”

Similar to “V - IV” this is a “secondary” progression (See next chapter) and has a retrogressive
(backwards) quality.

1. V - ii IN MAJOR

a. Vertical considerations

1. Structure of V and V' - Same as before. \
i Any 1

2. Structure of ii (triad only for now)?

’ C:ii Best
(tonal note
b. Horizontal considerations
: )
1. When V' is used befor Tth will resolve

e
“passively” (to the @1) as: _9_e=;s_
@ - é v? ol
‘oo i

f V7 may leap to the root o

However,

(This would not beAregard an ideal treatment of a minor 7th interval
in two part writing, but i uite acceptable in full harmony.)

2. The 3rd of V (the leadlng -tone) may either fall to the 5th of ii or leap up to the root of

ii, as: a =
’ . 2. £ = dd
705 L Y . 4] )
Lj L4 > W
c: v c: vV il

Here are a few examples of V - ii and V7 - ii in major:

i o—1 . — - :
G—= o *o = ’ﬂ S — — e ——t — & 5
L Q a Q L - Q L.
f Yy L] [ ] - L) LLd e [ ]
| 0 2 2 Py 02 ]
—d S’ H =4 |4 =4
c: V ii Vv ii Vi ii V1 ii v? i



2. V- ii IN MINOR

a. Vertical considerations

1. Regular (Tonal) and Irregular (Modal) V chords are available as triads or as 7th chords.
Structures as before.

2. Structure of ii (two forms), triads only for now:

o1 N/ N i
L1 N 7 V. 17
o Tl BW A )
Yy 17 (@] X [« &) )
Gtr—a—p X g e
Cm: 13 /C\
OK BEST NEVER OK BEST NO
(Tonal (Never double (Tonal (“Altered” notes
note) a Diminished note) are not normally
5th.) doubled. )

L REGULAR ! IRREGULAR (“Dorian ii”)——

b. Horizontal considerations Q
1. The T7th of V, when used, will resolve ‘1y" (to the 3rd of ii):] } =

but the root of V may leag t@@of ii, as:

N
4

2. The Musica F a leading tone in Tonal V mey @lp to the root of ii, as:

gl

em: Vi
L
but it shouldn’t fall to the 5th g ulfr ii, as:pP0——
Q "j' g —

However, the 3rd of Modal V (the subtonic) enjoys more freedom.
It may leap up to the root of ii or fall to the 5th of ii, as:

Y . - 2
L4

L4 L=
Vm 8 Ve &
___Both A1l Right——4

Here are a few examples of V - ii in minor. 1In practice, the use of the Regular forms is most

MY

'’
Cm:

common
a_l
T —
nt rrv— T -y <
r-p r=) Zray Va oy "<
) 5 r « 20 Bt J |-} > eIt 7 LAY - | fo]
2
yom s v ra =}
—pn L A —d L~ P
v
Cwm: v i v i V1 1oy
(Dor. it) (Dox. 41) (Dor. i)



Continued V - ii examples:

) 1 I' 2 C Vol o
s = = &
L__\)l ~ (o ] e ] ~> D L =W»]

1 & —5— IEH v) 9) O 1Ro ] . G:éhﬁ): {
J.Ir"ub 3 49 ———11
cm: V. i Um7 i Tm? it

(Dor. i) (Dor. ii) (Doz. ii)

D. “V - iii”

1. V - iii IN MAJOR

a. Vertical considerations

1. Structure of V and v’ - Same as before.

a)
7.
2. Structure of iii: (triad only for now)y é _f?
0 Best Possible but not
(Tonal ideal. (leading-
note) tone)

b. Horizontal considerations

1. The 7th of V, when used, will fa the root of iii, as:

*

Therefore, when V7 is use \not move down to root po
from a dissonance (7th i\l result, such as: § B —

<

e 1st inversion of iii (1916@_ 1o

A\ :
an. 7 ™
c: ¥ oy it

t position iii, but root position V’ will require

Solution: Use

So, root position V TRIAD may mov
the use of “iii®

< g n
17
2. The 3rd of V (leading-tone) simply remain to become the 5th of iii, as:ifpy—-@==——tS—

Ny L=
c: v ifi
or it may leap, as:
y D, __—_g — a8
cV it VS
Here are some examples of V - iii in major.
0
2 — 7
A Py Py s ) 7y
L4 T Y 4
2 2, A
- & hed
o 2 2
AL L2 [ &) LAL [ =4 Ll
_'1' [ ] [ [®)
c: v i \'i 11 Y il
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Continued V - iii examples:

(Note that iii® is used following Vv7.)
aY : .

re ~
7 V=l | =4
N —Crn—— — Yo - Vo) =
e —T O —=
a Q L. Q Q a
. (&) > L (@) > (@] >
C: v7 116 v7 ) v7 TH?
2. V- iii IN MINOR
a. Vertical considerations
1. Two forms of V: Tonal V (and Tonal V7)
Modal V (and Modal V'7)——Struc1:ures as before.

2. Two forms of iii:

nL T any 3}

Y 1

Cwzdid
BEST
(Tonal (The Augmented 5th is
note) dissonant and disso-

nances are not doubled)
L———REGULAR———

&
b. Horizontal considerations \

1. As inmajor, Root Posj \' IAD may move to Root Pogitio i, but if V7 is used, follow
it with the ist i of iii (iii®):

1
2
i
Y > . ) —— 5
G P — =
L il ™ - N 1
174 Ty B r !’ 11
Cm:. {7 1ii Cm: V7 iie
NO! “;‘ CORRECTED -
p (Hidden octave

a dissonance (7t

2. The Musica Ficta leading-tone of Tonal V will either remain to become the 5th of Irregular

iii, as: b or leap to the 3rd of Irregular iii, as:f—p—
Cm: v i ‘ ‘Cm: | i}
(irregular) (irregular)

Awkward leap!

But not: M and probably not: 1

owm: Y il

e IR

because this is not a

Ccm: ¥ i
(regular)
reasonable or logical use of the Musica Ficta leading-tone.

Therefore, it is inadvisable to follow Regular (Tonal) V with the Regular iii!
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On the other hand, the 3rd of Modal V (the subtonic) enjoys, as always, more freedom.

It may
or rise chromatically to the

remain to become the 5th of Regular iii, as:
Tm: Vm i}
(regular)
5th of Irregular iii, as: g! ﬁ — ——
Cm: e il
(irregular)
or it may leap, as: b —
=5 — g
L 7] L4 et |4
Cmi m sl Tm 3

So, the following “V - iii” movements are available in minor:

Tonal V triad
Tonal V7

Irregular iii
Irregula’ i

Modal V triad
Modal v’

Regul 0

Irregular 1116

Here are a few examples. (Note that i%® is used following V7J

Root Position)

regular iii (Root Position)

nl
! rii/i L N 1 M
i — o g — %o o
= oy ) =4 L™« (] Py
= 154 —C
& h L 2 1l
e roR—————— Yo
/ [ ]
; }
Cm: V. Irr_jji v Irz. iid v Irr. iiib V7 Irr. iii6
A
I
1o 2
oy & = =) a & &
Q e = : o (ko) Q Q o
Ty [ For] [ fo} f o Rmm— Ny fd N ] £ ——— Yo NAVI
il LW 7 4 Sod 7
L [ i 1
Cn W 331 v S 1116 Vol T
Cwm: m ii m 1 ™ ™
Reg. or IsF. Reg. or I1X,

1

_ASSIGNMENT 20 (The Deceptive Cadences)

Note: Except where IVS and iii®

In various major keys write sufficient examples of: V (and V7) - vi

V. -- IV

v/ 1v8

V (and v’y - ii
V -- iii

v7-- 1ii®
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2. In various minor

3.

The

vi

v

it

iii

ear:

Tonal
Modal

Tonal
Modal

Tonal
Modal

Tonal
Modal

Tonal
Modal

Tonal
Modal

Tonal
Tonal

Modal
Modal

Develop

a. Note the
Regular V

keys write sufficient examples of:

7
V (and V )7 Regular vi
V (and Vmi")

. .
V (and V ?7 Dorian vi
V (and Vmi")

v } Regular IV and Dorian IV
\Y

v’ 6 . 8
V7 Regular IV- and Dorian IV

7
V (and V )7 Regular i’\*
V (and vmi’) Q
, ‘
V (and Vmi7)
iii
6

\Y ————————;:Ir 1a i ‘--~
.VV?_-S r iii Q
v ‘ﬁe lar and Irregular iii

\ i1

7@- egular iii® and Irregular i
,,

L

forward motion” in V - vi, &
- vi in minor.

11®y to hear the sound of t}z ive movements from V.

particularly “Romantic’ quality of the

b. Note the “retrogressive” sound WLV and V - ii.
c. Note the “passive” sound of i# which, because of two common tones between the

triads, lacks the eleUQ&n ast.
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Chapter 6
A Basic Theory of

CHORD PROGRESSION

“Any chord can move to any other chord” is probably the only flat statement that can be made about
chord progression. Thus, any examination of chord progression can only be an attempt to narrow down
the possibilities, and to establish a working basis.

Introductory

No written “theory” can be substituted for the ear. Ultimately, any chord movement must be under-
stood by the ear and “How does it sound?” is the only true @asis for judgment.

according to the character of the notes in the g Th€ notes are affected by:

Normal chord movement is primarily a “linear” procesﬁ\{h i#, a chord shows activity, or doesn’t,

a. Their relationship gffle another.

b. Their relation8gip to the established scale.
To illustrate: Each of the following "!‘!; d but, when the in-
indicated keys arg e i d®ncy and in emotional

ot

eoretically ‘“consonant” C
shed, each is quite differeg

quality: -
AN
LAY 2
Ny LY >
LT -9
I v bvi
The tendency of chromgdgi ho which contain a number of nically Dissonant Intervals is rela-
tively easy to see @ o Mar. To illustrate:
la) ——
i/ Al

(assume established keyYof C major)

A

F7anY
+ Ljuioua;-ImeJ—'—ﬂ' o—>*
Dim.

A simpler chord often presents more o &lem. For instance: E To where?
Why?

C: i

The following text attempts to find at 1®ast a provisional answer to this question.

THE THEORY OF ROOT MOVEMENT

Root movements fall into two categories: A. Primary root movements
B. Secondary root movements

The technical difference between them concerns the MINOR 7TH. The minor 7th is the most critical
and influential note in chord progression, because it is the only “extension’” that cannot be satis-
factorily resolved on the same chord. It needs a new chord for its resolution.

The minor Tth tends naturally to fall one step. The Primary root movements allow it to step down to
a consonance (i.e., the Root, 3rd, or 5th of the next chord). To illustrate:
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174 .-. Il :DD‘I‘: ' vy Jhﬂ 3!& ? 1 : 5&13
oy —— MOy MmE—9-G —3 7y
P
had | YDD% =
Z e Yont: 5,,44'-'\ Yot >o
(<]
Root Movements: DOWN 3 : UP 4 UP 2
(Hidden octave from (Down 5)
dissonance not
relevant here)
UP 4
So: The Primary root movements are: DOWN 3
UP 2

The remaining three root movements (there are only six) are called Secondary. They do NQT allow the
critical minor Tth to fall one step to a consonance. To illusW§ate:

IAI - ! Fa) ~ ~ 1 T
A e —— =5 —mr o ——~
3
LY
L r o — S 3
A 130V, Ty 7 X = YOO u“>c
Root movements: UP 3 DOWN 4
(Up 5)
DOWN 4 Q
So0: The Secondary root movemen% UP 3
DOWN 2
The theory of root g t intended to be a provist rking principle only. It is NOT the
only consideration in\&ord progression. (For insga he chromatic chords illustrated in the

introductory notes to th® chapter are motivated by \ matically altered notes rather than from
any consideration of root relationship.)

Nevertheless, it has been estimated that ap ely 80% of the basic chord movements in Bach are
PRIMARY. 1In contemporary popular har y root movements account for an even higher per-
centage!

Here, to illustrate, is the chord patte for a familiar standard melody. Note the PRIMARY root
relationships:

“BODY AND SOUL"

ol
3 et 11 Sad Sof Sl ' S N et JVV L™ § . Falill et 170 L]
Il S | Po— N AP WY & I L T -l L —t L J ¢ il ]
jc'- utp f “Pw4 M 4 P4 ufil ug’ 4 wu! qu u%:d- qu- quLL
PRI PRl S‘}C 2. PRI. PRI.  PRI. PRIl. PRL PRl PRL

It is significant that the only Secondary progression above is from the tonic chord. In general,
the tonic chord is removed from any consideration of root movement. The “I'" chord may go anywhere
or nowhere!
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Some Observations:

PRIMARY PROGRESSIONS ' » SECONDARY PROGRESSIONS
Up 4 (Down 5) == - > Down 4 (Up 5)
The “strongest’”, most obvious, and most The “strongest” of the Secondary progres-
expected of all progressions. It has the sions. ‘It has the implication of “Tonic to
implication of “Dominant to Tonic”; a move- Dominant”, a movement away from stability.
ment towards stabtlity. The “UP 4” is THE A retrogressive quality which is the emo-
MOST COMMON OF ALL PROGRESSIONS! tional opposite to the Primary “Up 4°.
Up 2 -= -» Down 2

Great “contrast’. All notes of the triad Simjlar tothe Primary “Up 2", the Secondary
change. (Examine, for instance, V - vi.) 2" has much contrast, because all of
It is not as defined a root movement as e tes of the triad change. (Examine,
‘“Up 4”, but it has a clear “forward motion”. Qor instance, V - IV.) It has a retrogres-

sive quality, witha feeling of resignation,

almost depression.

Down 3 \ 3
Most “passive” of the Primary plﬁ Similar Qmary “Down 3", the Secon-
It has the least contrast, beca dary i assive and lacks contrast,

note of the triad changes. thls becaus one note of the triad changes.
lack of contrast, ‘Down 3” 0 etlmes be It is oM ineffective over a bar line.
ineffective over a bar e., into a tQnly does “Up 3” lack contrast, but it
strong beat). a as the retrogressive quality common

@ 11 Secondary root movements. The “Up 3”
*

s THE LEAST USED OF ALL PROGRESSIONS!

The theory of root movement is base the resolution of the minor 7th. The Primary root movements
allow the minor 7th to fall one step a consonance.

The question arises: If a chord is a TRIAD only, and doesn’t contain a 7th, will the matter of
Primary or Secondary root movement from it be of any consequence? In fact, our original ques-
tion: {2

. 9 .
lowgggre- hasn’t been answered.

C: 3F

In an attempt to answer this question, and to draw some overall conclusions, herewith is a “psycho-
logical” analysis of Primary and Secondary root movements with both TRIADS and 7th CHORDS. Diatonic
C major is used for example purposes, and the conclusions drawn are subjective:
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PLAY!

A. Triads only, by Primary root movement:

g = =
[ ] L L4 L4 4 L2 P (@]
‘f.“ 2 ~ .
F’ =) r=) &) =4 ] = e, -] Conclusion:
Strong, clear, obvious,
F~ Y- £- = o & =i o >y certain, forward
e | © 7~y motion.
i Ll 0 At 0
: s o b
: II vi i v Vi N i I
J i1 — L I L 1L []
Down 3 up ur 4 up 2 Dowsd 3 urP 2
4 k) up 4
B. Triads only, by Secondary root movement:
yIn7 =
= = o) = =) & — = ,
E e < Conclusion:
~ =2 A a = Uncertain, vague,
|| XS C— L = L= — o] lindecisive.
H"'——a—-—a——-——s" [
c: I it i vi i
| E— P J\ 1L J
uP3 Down 2 Dau»:l)ﬂ, Do 4 ue DownN A
~(uP &

C. 7th chords, by Primary root movement. (Sa progression

ample A.)
)
R4 Y Pl
S [~ d L3 2
A}V N s L W= 5
P ~ ~ milar to A., but
o 5 fo) 5~ A with more density
S — =4 () and energy.
rd fo] 7
[ &) P4 W)
o L4
c: I vi7 ;'zK 7\ 7 @ I
D. 7th chords by Secon y root movement. (Same pr@gr as Example B.,
but some inversions necessary in order to av atical errors.

The inversions do NOT affect the actual root mo

Val
I[U L2 c LJ Lo T 3 J
“j’ = o o) r=1 & r=) Conclusion:
-ﬁ- L5 Somewhat confusing and
— o g =) = frustrating, since the
— ey L~ expected resolutions
of the Tths are con-
C: I 7 137 vi7 IV I tinuously aborted.

[ist
inv.

[ S—)

Overall Conclusions

Primary root movements are satisfactory and reliable WITH TRIADS or WITH 7TH CHORDS. They provide
“forward motion” and they move the harmony along smoothly and logically with a minimum of resistance.
The jazz improviser will have no trouble with Primary progressions.

UP 4 (Down 5) - Defined forward motion. Most common root movement.

Primary root movements: UP 2 - Most contrast of the Primary progressions.

Down 3 - Most “passive’ of the Primary progressions.
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Secondary root movements are less decisive, less certain, and more introspective. They are valuable

for the mood they create, and also simply to “break up” the possible monotony of continuous Primary
movements.

In general, however, Secondary root movements are more effective with triads only. When a Tthchord
is left by Secondary movement, the 7th cannot receive its expected resolution. This tends to “trip”
the progression and leads to a loss of forward motion. (This adverse result is more likely to be
apparent in a succession of 7th chords by Secondary movement, as in the illustration, than it would
be with only an occasional use.) The jazz improviser will tend to have more trouble with a passage
of Secondary movements than he will with Primary movements.

DOWN 4 (Up 5) - Clearest presentation of the Secondary feeling.
Secondary root movements: DOWN 2 - Contrast, with obvious “depression’.

UP 3 - “Passiv
Although popular harmony does not make an extensive Secondary progressions, some of the
better song writers have made effective use of them, j ci@ion with the lyrics, to summon feel-
ings of longing, distance, unrequited love, Qfantasy and dreamlike qualities. The
“I - vi - iii’ movement at the begiﬁﬁing of
popular songs seem to be making a wider use

Least common progression.

Rainbow” is an example, and contemporary
ndary progressions than do most “standards”.

Perhaps the best example to illustrate t ychological difference begtweenWPrimary and Secondary
progressions is a comparison of the i “V - I” cadence (Up 4) w Secondary ‘“IV - I”
cadence (Down 4): N .
A - men
N .
J‘l( 223 L1 Y
LAY 4
L7} L1 2N =¥
P ~7 1= 4
0 (o] 1)
y- i]r @ ~
- =
c: 7 I IV I

Strong, éertain Humility? Faith?

ASSIGNM 1 heory of Chord Progression)

1. Learn the Primary and Secondary root movement.

2. Examine sheet music, lead sheets, or whatever else is at hand, to note the use of Primary and

Secondary progressions. When the progression is Secondary, note whether it serves any “psycho-
logical” purpose.

3. Theories of chord progression differ, although most end up at roughly the same point. The theory

presented here is only ome approach. Look for others, through personal experimentation and
through examination of other texts.

4. The ear: Become familiar, by playing the examples in the text, with the differences in quality
between the Primary and Secondary root movements.
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Chapter 7
Chord Progression In

DIATONIC IONIAN

Including:
I. THE PRIMARY CHORDS VI. THE USE OF AN INITIAL CHORD OTHER THAN “I”
II. THE ii AND vi CHORDS VII. THE IRREGULAR RESOLUTIONS OF THE MINOR 7TH
"III. THE 7TH CHORDS VIII. CHANGE OF POSITION (“Arpeggiation’’)

Part 1: without irregular structures

IV. THE iii CHORD IN MAJOR :
Part 2: with irregular structures

V. THE 1ST INVERSION

IX. THE vii CHQ\ JOR
I. THE PRIMARY CHORDS (I, IV, V)

A. The Tonic Triad (“I") O

“I” is distinguished by a feeling of securif§, repose, finality. It is the¢nly fully consonant
triad in music. It is almost always the f chord in tonal music and\ ften than not, the

initial chord.
“&
As a triad, it places no demands. move to any other chorg
Secondary movement from the to*‘o is of no real concern.
always an urge to return to i 0 not necessarily immediatel
B =3 %
0K Occasio 1@ Irregular
Avoid the doubled 3rd on a
final I, but if the voice
leading in the body of a
passage clearly demands

@ this doubled 3rd, use it!
) !

“y” exhibits a linear tendency and a root tendency toward “I” and this is where it most often goes.
This movement to I is called the Dominant Function and certain other chords which are sometimes used
to substitute for V in a cadential approach to I (e.g., 1116 - pg. 122, vii - pg. 144, etc.) are

said to be performing the Dominant Function.

sideration of Primary or
@aving it, however, there is
he line of least resistance.

Structure of I:

B. The Dominant Chord (*“V”

“y” is the traditional cadential approach chord to I and the movement of V to I is so expected that
music theory has a special name for situations where the cadential V doesrn’t go to I! (“Deceptive
Cadence”). Traditionally, the most common “deceptive” move from V is to vi, but all other movements
are available.

The simplest harmonic “complete thought” or “tonal unit” in tonality is the formula:

! ——— V ———— I

(Home) Chord which most easily and (Home)
logically returns “home”.
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Very often a seemingly complicated progression will be nothing more than an elaboration or elonga-
tion of the “I - V - I”” formula. (And the “A - B - A”, statement - contrast - recapitulation,
implication of the “I - V - I' pattern is the basis of the traditional three part (“ternary”) form.)

TRIAD DOMINANT 7TH
7.
Structure of V and V' jC V  Best Occasmnal Never! Both fine
Also available: %
(to lead to I)
e

C. The Subdominant Chord (“IV’)

As earlier noted, any diatonic melody can be, and often is, harmonized with only the Primary chords.
Traditionally, IV has two main uses:

1. To lead, by Primary “up 2" movement, to V "Q’ . The use of IV to precede V is called
the Subdominant Function and any other ord WS to lead into V is said to be performing the
Subdominant Function. The use of IV as . pach chord to V elongates the basic “I - Vv - I”
formula into “I - IV - V - I'". This js ae#ng and clear progression consisting of the Pri-
mary Chords moving by “Pi*imary Root Mo ents’. It underlies agreat de of classical harmony,
and traditional music in all idio ade extensive use of it.

2. To lead, by Secondary “dowr® ”@ent (which is the most obvi Amndary"of the Secondary
progressions) toI. “IV - & esa valuable foil for, £ \ st to, the Primary “v - I”,
e ©
fo :

and has always been use WY “IV - I” forms the Plag nce and the pattern “I - IV- I”
can be called the Pla

*

V _ %\
lStrong, defined, primary, - “for% ion”

Examine, andQ& the following permutatio e Primary chords:

I - \' - I
LStrong primary chords in rogressive “secondary’” progression. Infrequent. )
1 - v - I - \' - I
Passive Active

Eminently satisfying. Increase of energy. This pattern has enjoyed wide

j use and is, in fact, the pattern of the basic “blues” progression. }
I - A - I - v - I
Active Passive

y Loss of energy and forward motion. Less frequent. 1
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Although the current assignment will include only the Primary chords, the following observations
will shortly be pertinent:

IV - ii - Primary (down 3), but the two common tones between the triads result
in a lack of contrast which may be unsatisfy‘ing over a bar line.

IV - iii - Secondary (down 2). Retrogressive and has the quality of “depression”
found in all “down 2’* movements.

IV - vi - Secondary (up 3) also lacks contrast because of two common tones.
“p 3" movements are infrequent, and vi is the least likely chord
to follow IV.

9
Vs Lud hgld bl
j o) [} for' @]
LAd [ &} _fd
JC: IV  Both fine Irregular
Use when cl rl{ demanded
b 1 eading.
4]
AL LA 174
AD l‘l\_'-'_'-..._'l.'o Q
YN Y X & |
C:" IVm Both fine NO
ASSIGNMENT 22 imary Chords in Major) \
. Q) Q
USE ROOT POSITIONS ONLY (unless ® required from “V7n)'
«1 and “IV”’ ARE TO BE TRIADS Y, T “V7" IS AVAILABLE EVEN W ECTIONS READ JUST “V”.
1. Lead (soprano) gif@n. &lete for four parts, dire as above.
" )
@n | | L @ ¢ { ®1 [
9] I | LY Il 1 Py 1 i LY
At £d L4 [ A N & Vol 73 1i A P e Ml oy
[9] (XYY V8 1=4 L= LA ) 7 7
Ay Y y ~]
C:

TV I Bp: 1/V o/ 1 I/ X V I ‘BN I
*[se an “ABA” symmetry (i.e., voice the @ chords in the same way). or
(See Sample Solutions page 191.) :

“Passing 6th”
®m} ¥ ®n | i [ @n . ®n I |
] 1 — N <o i > MU s - Sl S B o s > S | . a1+
= TR e S =S (R EE e
G: 1 N Om I Ab: s O v+ 1 c:c 1 XV 1 0 I Y I
CDH” - N @ﬂ L 1 1 N
—J i f X4 7 A 1 | N NA
Z T £ O d——te=ro
‘D I I Om I V7 I 2 I Y 1 @™ v I
Jv
2. Lead only given. Complete for four parts using only Primary chords:
(See Sample Solutions page 191.) ”g s Ba——— — —
O —=—1—6—7 A—1 =
y - L4 Ld L4
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3. Work the following progressions for four parts (as indicated on preceding page). Use no “arpeg-
giation’”, that is, no part is to move unless the chord changes. However, a note can be held

through a change, rather than repeated, if the movement is from “Strong to Weak” or from “Strong
nto Strong”.

n , .
¥ | [ I i L 1 | I [
] 1 o | 1 i a | I
2 Z —g— —%F—a * —
I Instlad I I o ¢ T, T instead ote.
of : d. -é- 4~ ﬁ- -J- H or: -é <4 ’
F.a) 2 11 Y - d o
o » } =4 [ 1 e P r
| 4 ol i L (o] A £d 1] I Io ] ) 1 [ o] 1 1
I 1 1 v 1i sl ¥ T
T T 1 L
: e
Choose various major keys. {—# +—A—¥—V- +—A—F 1 +
® © B
L» 1 1 — 7 Y
1 g2 I\ 7 T 2\l 7 T /7 I\l \l i e N VY] A2 2 N\ 2 4 1 12/ 1\ V&) M Z7Z T iy o
o  ? ety € 4 & 7 ] 4 % i . 4 2 7 } LA an f £ P LA PR 8T e & 7 - r ]

4. The ear: Endeavor to “hear” the work as you gre€goi 1t! Test it at the piano. Cultivate the
ability to recognize the progres iMyolving the Primary chords. Locate familiar
the underlying harmony, in arrangements such
“T -v-1” (ScoreNof familiar melodies use the pal§ern:
“1 V - I” over four or eigh
“T - IV - V- 1@ .g., “Little Brown Jug”) \
“1 - IV —Q\— ’ (e.g., “Battle Hy, Republic’”)

ITI. THE ii AND vi ORDS . IN MAJOR . @

A. The ii Chord

as:

Structure: (triad)

Quality: Minor

Function:

1. The ii most often moves, by strong Primary “up 4’ movement, to V. That is, it most often performs
the“Subdominant Function”. In fact, in popular harmony, the “ii - V” formula is considerably more
common than “IV - V’. (Perhaps because the minor quality of ii gives the formula a more romantic
feeling than the bold major quality of “IV - V'’.) In any case, the IV and ii are pretty much
interchangeable with respect tothe Subdominant Function. Provided the voice leading is satisfac-

tory, don’t hesitate to substitute “ii - V” for “IV - V”, and vice versa. Both formulas are
“functionally” identical.
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2. Further:

Primary “ii - iii” is excellent, with the contrast found in all “step” progressions. (At this
point the iii chord is not available.)

Secondary “ii - vi” has the most obviously Secondary quality from ii. “Down 4” (up 5) movements
always present the Secondary feeling most clearly.

Secondary “ii - I" has a flavor similar to the Plagal “IV - I”, with the feeling of resignation
common to all “down 27 movements. The use of root position ii as a cadential approach to root
position I is relatively infrequent.

Secondary “ii - IV" is the least likely move from ii. “Up 3", aswell as having the retrogressive
_ quality found in Secondary progressions, lacks contrast because of the two common tones between
the triads. “ii - IV” is likely to be ineffective over a bar line.

Addendum: “ii - IVmi” is considerably more satisfactory and nvincing, because there is only one
common tome involved. Try it!

B. The vi Chord Q
'

¥ Any
n
Structure: (triad) ]
A 4
o N [ P
C:vi Preferred

(tonal note

Quality: Minor. vi is the Tonicoch\@ the Related Minor. Q\
Function: A O

1. The vi most often mg @ng Primary “up 4” movement ii. This leads to one of the most
common formulas in o@ ar ®iatonic harmony: “I - vi ii- - VvV - (I)".
l—p;i@. Lpri~lpri—
This formula, and varia®ions of it, has been, and ¢ t
basis of popular songs.

0 be, extensively used in the harmonic

2. Further:

Primary “vi - IV’ is also frequent, JfI8 &use of the two common tones involved, has less con-
trast than “vi - ii”. (“vi - IVmi’ @ , oY course, have more definition.) The frequent use of
of vi asan approach chord to ii or toWV would suggest that it could reasonably be called a ‘“Pre-
Subdominant Function” chord.

Secondary “vi - iii’”, the “down 4” (up 5) movement, has the most obviously Secondary feeling from
vi. (See the beginning of “Over the Rainbow”.)

Secondary “vi - V’ is the use of vi as a Subdominant Function chord (i.e., as an approach chord to
V). This is not frequent in popular harmony, where “vi - ii - V” or “vi - IV - V” are more likely,
but it is not infrequent in Bach. “vi - V'’ contains the contrast and the resigned quality common
to “down 2” progressionms.

Secondary “vi - I” is the least likely move from vi. “Up 3" movements are not only Secondary but

lack contrast. Consequently, an approach to the strong I chord from vi is rather unconvincing.
In fact, “vi - I” is probably the least used of all progressions!
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ASSIGNMENT 23 (Addition of ii & vi Chords in Major)

ROOT POSITIONS ONLY*
v7 IS AVAILABLE, BUT ALL OTHER CHORDS ARE TO BE TRIADS ONLY.

NO “ARPEGGIATION”

*Try to avoid two leaps of a 4th in the same direction in the Bass. To illustrate:

Adds up to a
7th, unresolved

4 j/' - _ Corrected
 —— i £ yo.
A I | il 1 o] - 1 V) |

—t ! 14 W > 1 | =4 1

fy T f7 1 2] i
a1 oy T i o5 TA

vi vi I

given.

1. Lead (soprano)

(:)(“Three Blind Mice” )

Complete for four parts, dirw a5 above.
a4

ag . ak .

¥ 1 1 174 ] AN i '
LAY = B | o X I Vaa | | It hid
K14 VA =4 [ ) Val LEY o i
A= J L= N +
JG: 1.V I ‘G: I/ G:

9. Soprano and Bass (roots) given.

A +——= t
1. | =d L | %4 | T}
1 g ] 1
2 7 I,
CHoge$ E?kcuoavb
‘CJ
J
Fa)
£
LI 'Y Al B
HZ N7 7 b ol T 1} [ 1 | =) ol
I ) il 1 1 b o
c: | '
3. Work the following for four parts, directions as above. Strive for a controlled, interesting, and
(Examine notes on “The Soprano” in Chapter IV.) No arpeggiation. Choose

graceful soprano line.

various major keys.

D Cl (L) T
f] y 4 A Y 33 1 L il
e T ] o [ y A v SIS T2\ I . F) U - | 1 2 P v P 4 P v ol | T X
A\ 8 L7 NI 7 il 7 v 7 o 7 YX_7 - I L 7 L A | Nl 7 [} vy 1 i P
b | iV -y _ 1
L LAl
n : 0
Y L ) " 4 fn] -~ -~ 1
I\ e T 4+ > 4 Vi w A 2R | NNV 1 4 D ) LJ 2 V) /7 b £ 17 ] Ls | 7 ] 7 | . o
£y L7 i3 7 NY 7 NV 7 T I 7 117 1 = 10Y &) H L4 LAY 4 r A 7 LAY 4 LA | I
gld. I L] \jl y & L hd 1
(note Secondary progressions, and (use only presently available chords)

unusual “ii -

I cadence)
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4. The ear: As always, strive to “hear” what you are writing, and test it at the piano. The ability
to recognize the actual chord progression is the first requisite. The subtleties of the
voice leading, and the grammatical principles, are refinements.

Locate familiar melodies which use the ii and vi chords in the underlying harmony. Note

how often the “I - vi - ii - V” formula occurs. (e.g., “Blue Moon”, “I Got Rhythm”,
etc. etc.)

I11I. THE 7TH CHORDS <(on I, ii, IV, V, and vi in Major)

Introductory:

The Structures: (key of C major)

omiT§S

n FULLTER  DouBLE Roof p N EeULAR 2
, & = =) iy iii7 : see later text
1 Y
fﬁ’:zén —é | ¥ ] I,

om”‘ OMHS
DOUBLE - omi{ 5
FurcTth RN arcausn FULLTHh  ROOT FULLTHh DOURLE 3rd or Roof

n "o _O
[} r =] ] ¥ 7 .
» 7> Yty - v : see later text
\J Ll [ &) L2 A 4 6 p
‘m7 - 4 Ty vi7
Note: Chords with Aths - 17 and 1V7 - have more n than those
with MINOR (“sharp dissonance” as opppsed ‘Mild dissonance”.)
The regular resolutio Tths should be familiar. Eer@ a brief review:
7 wur? Av7
Y i e _— 1
MINOR 7TH:| [(o———— N ®] N er——Te!
¥
J Roa? O JRoor  © - T—& ]
_FREE
The minor Tth falls one The minor 7th
i step. Root is free. { remains passive. |
USUAL! (Primary progressions) : Secondary progressions
FRee FRee
3 ) gc&( — P,y ”
MAJOR TTH: | P
AV
JRoor © el MAT T ~Z&
FREE FREE
L i i J
If the major Tth is above the root, If there is a root above the major
it may rise or fall one step. 7th, it falls only.
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The 7th of the chord may be used in two main ways:

A. The Harmonic 7th: The chord is struck as a “7Tth chord”, with the Tth
used as a full member of the harmony, as:

! HARMuIC Teks )

Fai
(short score) -,9':\———g = A —— ——
R 2 o 7 R
I 37 \T? I

B. The Contrapuntal 7th: The chord is initially struck as a TRIAD, and
the 7Tth is introduced afterward in independent
movement of one voice, such as:

"couraarunrar Tehs'

Fach of these uses is examined in detail below prically, the Contrapuntal 7th occurred first,
but this text will start with the Harmonic T7th.

A. _The Harmonic Tth \
2
Composers have shown, to varying x , a concern for the apyg t®the dissonant 7th, as well
as a concern for its resoluti This is on all chords excep® which has enjoyed remarkable
1

freedom of approach since a 'Y As point “4” indicates page), modern practice places
no severe restrictions on& approach to the Tth, but a 1itt bit of historical perspective on its

use can be valuable th is a more or less chrono y ordered survey of the evolution of
attitudes toward t monic Tth: @
1. The “Prepared” 7t

0\
A Tth chord is relatively commonplace to eass. In fact, popular harmony is at a four note

level more often than not, but to earlie iglans the 7th chord was a daring dissonance. Conse-
quently, in order to minimize the the 7th was taken by “common tone’” from the preceding
chord, in the same part. Thisis Préparation, and the 7th is “eased in”. To illustrate:
X . "UNPREPARED" Tth
— “PREPARED" TERS , onvV

* #*

*‘ t / ]

DL
»*

R

3

rkj
Kb
1|
|| T8
<ﬁj_
¢__
™

ﬂ
T

vV
K)(}__
-‘l{r

| VER
R\
o0

)=

iV LY 0]

- . [ ]
-

c:

03

—
I
-~
..:"-
-3
<
3

I7 w71 I

At one time, strict preparation of the Tths in this manner was felt to be obligatory on all chords
except V, but this is no longer the case. Nevertheless, it produces a very smooth and professional
result!
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2. Next, in order to allow 7ths from Secondary progressions, the Tth could be taken by step.
To illustrate:

P . T sreP—
—> & 5
| SEPECCY —f
c v 4 G v D

Not quite as smooth as the Prepared
Tth, but quite inoffensive!

3. Next, the Tth could be taken by leap, provided the same note appeared SOMEWHERE in the pre-
vious chord. That is, it could be Prepared in a DIFFERENT PART. To illustrate:

) i o J |
=y i a— - o, 4
.Y L Val »
£y P (OX 4 | =4 > £
) r | ¥ ] i
"PREPARED’
o 4L 4L 1/ -
-I,. &N 9 d I; f Ll
- f ! F t '
¢ 7 7 7 17 V7 Q. I
(This is the same chor gression as the example in “f rg the
Tths were prepar bl same part. It isn't i asy smooth. )

O

9 ent attitude, 7Tths may be ched in any manner consistent
the avoidance of awkwardne®¢. In the style being examined here,
ce is not a major concern, the resolution of it is!
Nevertheless, the would be no point—in avoidin@aration if the situation allows it! 1In
accordance with the inciple that it is better, aping, to leap DOWN to “UP” notes and UP
Qms

4. Finally, and this is
with logical voice leady
the preparation o

to “DOWN” notes, it is better to leap UP to or®7th. Try to avoid leaping down to one.

To illustrate:
Any one of these: @ is preferable to:

" REPARED" o LEAP UP LEAP Dowil_
]

TFE P 7 PP

An important note relating to parallel 5ths in 7th chords.

Rl @]

P z

O

IF ONE OF THE NOTES OF THE SECOND 5TH IS A 7TH (or any other dissonance) THE PARALLEL 5TH IS
ENTIRELY ACCEPTABLE. To illustrate:

AR D Teh 2] PAR. S Tth

17 e — hl LAl ~

L — = g = o)
P [ ] L=4 P 14

Fav ) 1 8%\ (] W)

Yy § Yy n "I- — l:

c: 17 17 317

oK oK



It is generally felt, howevef, that if the FIRST 5th contains a 7th, but the SECOND 5th is the root
and 5th of the chord, the parallel 5th IS objectionable.

Fo) Tk .
X o O VPERF-5ER
185 [ &) 2 Doame
L\ 7 TR
Example: IC
< Q
F WY o) (@)
hd I 7
C: v v
Not universally
accepted!

You may find that a parallel 5th created by a 7th in the FIRST 5th (as in example above) is unavoid-

able, except by clumsy or awkward voice leading. If such a case exists, it may be used provided:

1. You are AWARE of it, and
2. There is no reasonable alternative.

te which shouldn’t be abused!
a

h loss of forward motion. For instance:

It is called a “PRACTICAL PARALLEL 5TH” - a

In conclusion, try to avoid an uneven texture

GOOD!
7

ks ol
r

T N
7 Vi 7 Ji 7 ¥

VRN AV ]
LARA " § SN 4

INCREASE OF ;uer

Y
4

._Ca <o

ap

A GOOD!
V4
I ) — Z
F4n WY 7 NI 7
B B e
TRIADS
Introductory:

ROOT POSITIONS ONLY.

TAKE UTMOST CARE TO RESOLVE ALL 7TH OPERLY, CREATING NO GRAMMATICAL ERRORS.

NOTE THAT THE USE OF 7THS IN THE CHORDS CREATES ADDED DENSITY AND INCREASES “FORWARD MOTION”.

NOTE THAT SOME VOICINGS OF A MAJOR TTH CHORD CAN BE RATHER “HARSH”. To illustrate:

) f
1 2 1 —
nis: is “harsher” T 7 MafoR ThwfEQUAL|l  This is parti-[|" SHARP
This: . JLhan: VSOETENED® cularly harsh: || D557
0 - EXPOSED LHH—N-O1L&

L. A
. MO 77 [~ LT |
] [Ad ¥ » PO A 1 4 e ]
| & X =] =
RVUAL
ar

*(A chord with only one ‘“sharp dissonance” in it will be more biting than a chord
containing only “mild dissonance”, and the above voicing has TWO sharp dissonances!)

(The above illustrations are observations only, not “directions”.)
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1. Work the following progressions for four parts. Use Prepared 7th chords where possible. (7Tths
are not indicated in the given chord figures.)

0 '1 [
¥ o1k L) 7 ) 4
)L/ I 7] L fugs £ a7 4 T T / I\l 2 h S A ¢ 2 I\ \] T

& 1 I L~ ) - 7 _Ng 7 *3 7 Yy 7 ) o+ { AN ™ 4 i g i 4 > ¥ v Z e v -

a7y P~ MLar 4 4

75 TED: l/f’ 7
Don't use IV7 here; Avoid 7th here because:
the major 7th cannot 1. “V - vi triad” is gen-
resolve to any of the erally better. than
notes of the follow- A £ YA
ing I chord. 2. The 7th falling into

the next chord will pro-
duce a “Hidden octave
from a dissonance” with
the. bass!

2. Lead given. Complete for four parts, using some Harmonic T7ths - prepared where possible but not
necessarily so. Try to avoid leaping DOWN to a minor 7th!\ (7ths are not indicated in the given
chord figures.)

C) (See Sample Solutions page 192.)

o b - T
= P——a >
I 1. 1| T ! N [ o 4 [~ J [} A
B 1, vis 6/Vs o vis BV I vi ? V¥ I
v
0 1
| I 7 S 8 | J & i) i Il
| s Il N 1 j & X2 1 | | =
L Y U /1 r=K 1 { 1 [o.X]
A" 7 I v O
JEh: 1 vi ti ? 4 7 z
3. Bass only given (roots). @ upper parts and make some Wge of Tth chords, prepared and unpre-
pared. As always, i for a well-shaped soprano line: Sample Solutions page 192.)
v - T . Ty T =
ﬂ"g JV‘ Ar . I 71'. .{ T 1 1 lo
~ 1 el 1 ~ - N 1
i [ ) ¥
D: Consult text
re “ii - 9111)
4. Work out a logical eight bar progressionein e notes, half notes, or a rhythmically sound com-

bination thereof. Use a full cad

@ ntqbhe seventh or eighth bar and a “half-cadence” at the
end of the fourth bar. Use root pORig

ons only.

5. The ear: Develop the ability to hear the sound of the Tth chords and their resolutions.

B. The Contrapuntal 7th

Proposition;

The chord may be struck initially as a triad, with the 7th introduced afterward in independent (i.e.,
contrapuntal) movement of one voice.

The Contrapuntal 7th is used in two ways: 1. The Passing 7th (more common)

2. Taken by leap from another note of the chord.

Both forms of CONTRAPUNTAL 7TH occur at a WEAK beat or FRACTION OF A BEAT!
17




1. The Passing 7th

The Tth is used as a “passing tone” at a weak beat or fraction of a beat, between the root of the
chord and a note lying a 3rd below it in the next chord, in the same part. To illustrate:

A Ll *
174 L ]
l’l‘n ln ! A ‘l_‘ Al' T
Sy A—d Y 14 [ 4 ) L Y
°c =3 can © = o ¥
This: pecome: or:
=) o )
5\).. o faw ] [a»]
4 Lt £ ol
= & =
S I v V7 I v Vv 1
i lﬂl 1 | 1 i
. - e—
J I I
This: can *
18- _J,l become: ﬁ\,
=
= ol | #
i i
c i vV i il
*

q L)
t [ ¥V N v‘ ety | —— ]
This (short score): £ - ; can become: [fa—Ss— E":-—-"-:}
C- 3 v I p &3
If the situation Qsing Tth in the BASS, you use it, as:

In Q
meant to be taken as a

o use 3rd inversions; only
1ng Tth in the bass, if and
t is practical.

CAUTIONS:

a. THE PASSING 7TH WILL NOT CONCEAL FORBIDDEN PARALLELS!

*
n [ | : . !
174 1 1 1 pu | T
[ & S i 4 1 (@) |
1Y (@) o (&
P
—— or.
5—1 1 1 T T 7 : " WY c:!\ IL cJ) Jl
—t | | - | 1 —t | it K3 7Y (o]
AR & S | = i o ! i P— - ? —
v = * o T
I vi | :
| S— [ Vi

18



b. THE PASSING 7TH MAY CREATE PARALLEL 5THS WHERE NONE EXISTED WITHOUT IT!

¥
17 - 1 { { t - il t
1 ot s —*— o s
LA 7 ] r=) 2 P ——
—F P P P P f
| | | |
- L4 Ld Va i o 2
M 4 1) A
& — 79 Ly |~ f o 1
! 7T - ] = i
I i 3
| F— | T
0K BUT: PARALLEL 5THS IMPROVED

Occasionally, parallel 5ths created by a Passing Tth may be unavoidable. If so, they may be
acceptable as “Practical” parallel 5ths provided you are aware of them and provided there is
no reasonable alternative. To illustrate:

1
) O

I

|
2%

-

“Practical” parallel 5ths.

C: w w7 v V7

2
(With this soprano and bass, (@graceful alternative e

c. IT MAY OCCASIONALLY B )ARY TO TRIPLE A ROOT IN ORD SE A PASSING 7TH. THIS IS
ACCEPTABLE. To 11

“R1PLE D"

/noors \

r |
T

R F T
& |
). T =
L. ] o)
1
c: vi T "1

d. Finally, DO NOT USE A PASSIVE RESOLUTION OF A PASSING 7TH. It results inan “aborted” qual-
ity which frustrates the forward motion. To illustrate:

13
== gy
lu L= = I:?‘E

¢ YT IVé G
| S | i 4
OK! BUT: NO! (aborted)

Clearly then, the use of a Passing Tth is best confined to PRIMARY progressions.
(i.e., progressions where the Tth is able to fall one step.)
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2. The Contrapuntal 7th taken by leap.

The 7th is taken by leap, at a weak beat or fraction of a beat, from another note of the same
chord. Usually this is done by a leap up from the 5th. To illustrate:

q—g T { T * ,} T * _}
———C 3 = 2 2
7 n] Pa) L= fn Va)
T f w T f _ fr 7t
This: d bemm: - d
f n Y o) L}I 2 K:Y] Ll (JJ
7 - [ov ) Y @) + 7Y
r | |
c v I v v 1 v V711
4
fa] { { —) i
jii |74 1 | ]
.
~5
. ‘ can v
This: d become: 4
‘I: -~ r - i
» | ol 1 |
] - !
¢ i V7 i1y \
CAUTIONS: ‘\Q ; Q
a. AVOID CREATING A “HI 'AVE FROM A DISSONANCE”: O
1 !
—a ! —
’ F
Example: .é. .A. -é.
| L
C o vi I 17 v
— oK/ : NO! —

b. Similar to a Passing Tth, this form of Contrapuntal 7th is brought individually to the atten-
tion of the listener. Consequently, a Passive resolution of it will sound “aborted” and may
be unsatisfactory. It is better to confine its use to Primary progressions, where it can re-
solve normally. To illustrate:

¥
pd 4 —d—d
Tt V7 Ive  But: T V! e
— oK!— —DouBfFuL ! —

120



¢. Finally, since a MAJOR TTH can resolve by rising one step - provided it stands above the
root - it is occasionally possible to use a rising Contrapuntal MAJOR 7TH.

]
A 77
r v F
Example: é— etc.
-A- l ,J—a-g-
Y y 2%
hd I3 I® 23
P4 @] P4 o] .~
T - I Ly
c 1 17 r\,57 ¢ o1 17 i
= oK ' — oKk——
Here is an example illustrating uses of the Contrapuntal 97th:
n \ * [ o ¥ 1 el — ,
] I —1 I 1§
| — e m— 7 =) =
H——ﬁ A
ﬂv
e — =
Cd {C_J : 1 !; ‘L Red
c I (17) W(N)V vi o (vi7) i (37 (V)
ASS 25 (Contrapuntal 7
‘ ROOT POSITION: (Except if Passing Tth is g the bass.)
1. Soprano lines given, &a for four parts, noting the Contrapuntal 7ths. Try, also, to
use examples of Cq @ n Tths other than those in VED soprano.
® 9 . . .
_{EF—G— A O o)
S R = — —¥
J R L L] )
¢ 1 i Vo 2 v. I
K (*Imperfect”
cadence ) !
® () iE F > lﬂ " T—1
119 1 i » )| 1 1 Va)
Av] 1] 1 1 ! 1 hd 1] 'l [ *d
7 Eb: I ., IV INm I, o V I , 7V I
' w?
©(See Sample Solutions page 192.)
Z> =
1 9 = et
“Bb: 1wy s Vo 1,2/ 777/ 1
Y . - "
(" Feminine
® ™ cadence) '
1) Y .

[| | ol Ll -
Ge—F——>—+tp———+——+—+¢ ¢ p 7
1 . 9/ 1 /7 /7 7.7 4 v 1

(1¢cHORD ) (1 cHORD)
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2. Bass only given (roots). Add the upper parts. Contrapuntal and Harmonic Tths available.

(Quarter notes available for Contrapuntal 7ths.) (See Sample Solutions page 192.)

1 Y
q-t | N
=1 # yo ! - = 2 ]
Lo o -~ 1 1 L2 1 Vs |
G) = 1 v 1 L=d
(Feminine)

3. Progressions are given. Work for four parts, root position. Use examples of Contrapuntal Tths
in any and all parts. (Harmonic 7ths are also available.)

(Quarter notes available for Contrapuntal 7ths.) (Half-cadence on IVmi.)

n
4 b s\ r3 1 £ P 7 hd ¥4 2k A Y NS A hid £ 3 ) »_* PR € 4 ya I
L Y Py L4 ¥ LA o 7 N¢ 7 B { 7 _Lyfv 7 N Nd 7 117 v 7 -
S 7~y
J Eb: i )L 3
| Unusual three bar phrases §

(Eighth notes available for Contrapuntal Tths.)

®-g
[ 740
AP o . A4 4 ’ T\ h ol
ANV rd = N id \'R § J Y L
N
JF:

4. Compose an eight bar sentence within the grese limits and restrictions.

5. The ear: Note the difference betwe elodic” activity of the CONe
monic’ density of thg hz@c ths. Each clearly serve i

=S

IV. THE iii CHORD I
X%
TRIAD — 7TH CHORD ——————
2 w..)

1 7ths and the “har-
t purpose.

Struct '2 ¢ & ) =)
ructure: Hy > 2 =
T &2 2 S T R—=R
M ¥4 0K BEST M § 5!
(Tona ssible, but not ideal Eﬁi} or
( ding-tone). Would
not be unacceptable when iii

used as a substitute for
V. (See below)

Quality: MINOR, but often “ambiguous”.
The iii often lacks a real character of its own, because of its similarity to the two main chords

of the key: I and V. (Observe the fact that it has two ‘‘common tones” with both the I and the V
chords.) It is significant that two important uses of iii trade on its similarity to I and to V.

Functions:

a. (Trading on its similarity to “I”.)
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Proposition:

The iii may beAused as a sofﬁer, less tense variant of “I with a Passing Tth’”, usually between I
and IV. The 5th of iii acts as the Tth of I. To illustrate:

R A — R Z—

This: s c‘)i é > ot i r‘j CE —~
© LI I & I v
W W
—— —
This: 7 con be: r ‘
< < =
51- 2 [ &) Fa)
| a— = —————\
¢ I (17 IV T i IV
72
—z =
P d £
This: \ﬁ\v‘,
¢ I (17 IV Q

(From time to time popular songs appeared which use the 5th in essentially this manner.
“I’11 Be With You in Apple m Time” is such an example.

Addendum for later @ nc® (See text on 9th chords,
If “iii”” is used whereWI” is expected, it will e «p9n
n_ L
U— 01 Y
A 1 4
G = ) =,
P) o —&—
Example:
Q g o
= 1 1= o)
= iz
¢: "Dominant” iji 77 "Dominant* 5377
197 197

b. (Trading on its similarity to “V”.)

Proposition: (requiring the use of a 1st inversion - a complete examination of which is under-
taken in the next section of this chapter)

The iii® (i.e., iii in 1st inversion) may be used to perform the Dominant Function. That is, it
may substltute for V as a cadential approach to I. The “dominant - tonic” bass which results:

(-6 . )
%?: “ o~ plus the presence of the “leading-tone” in iii:j %f!i-“lgading-
=4 one”
C: 1iib I L
gives the “i 1i% - I” movement a “V - I” quality. Furthermore, it is customary to double the 3rd

of iii (the dominant) in this situation, which emphasizes the dominant quality in 1ii8.
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Examine the following representative examples. You will note that they are LESS energeticor'more
“pastel” than “V - I”. Popular and jazz harmony, which generally favors MORE energetic substitutes
for V (e.g., “bii+6" in Volume II) has not made much use of the «iii8 - 1" cadence.

| |
[ @] - g [ ]
Vs 1 =4 .Y
) 1 L=
4 ~ T
- a @] Y i &l
"q';- l{; . 'l' ]l-
c: it e I (G e I
i 7 T
“_’ 2 [ ] A | 1 [ ]
2 - L — g 5
< i g
[ aYY V) P Ced - Ll ]
O » 1] 0 1
A | 1 [ ] 1 [ &)
1] 1
c v iijb I ® IVm ijib I
t ] L 1
c. Certainly iii may be used as a chordngRits own right, subject on 0 e principles of logi-
cal voice leading and progression? : :
“iii - vi” -
Primary from iii “iii - IV” - asting
“iii - I7 - - I” (See point b.)
DOWN 2: “iii - 1ii” - trasting, resigned
Secondary fro i . L
UP 3: “iii - V& least convincing (as always, “up 3”

progressions are
! the least likely.)

ASSIG 26 (The iii Chord in Major)
" T ¥
1. Write the formula: A Ma—— in a few major keys, using the 5th of iii in the

sense of a “Passing Tth on I” - not necessarily in the soprano.

2. Work out a couple of examples for each of the following, showing the use of iii6 as a cadential

substitute for V:

1 ;; i iii'a r3 e o JAL 2 :uh V] h J hd§9 y A 'b V] h o
L - ' i | L4 rY ¥y £ Py LYE 7 Akld L o
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3. Lead given. Complete for four parts, noting the use of iii. Root positions only, except if
«iii® - 1" is used.

sense of
. “passing Tth
(:)(See Sample Solutions page 192.) on 1"
.. | s |
] a 1 Vi) i 1 1
| —Q F; '___‘_P'j 9 1 L2
N 1 i 1 | I | 1
1 ) - 1 ! T 1 ]' ! 1
¢ I - vis?7 ¥y7 I @i W o% I
_ 5ise
sense of
“passing Tth
OIII"
1 —— — ] £
g———FFfF o+ o P -0
GG 1+ s Ws ¥V v 'I,‘“i/ ?,'?/ 1

4. Progressions given. Work out for fdur parts, noting the use of iii. Root positions only, except

if “1116 - I” is used.
@ o | (See Sample Solutions page 192.)
v 1 A
AN AT - z 33 ya (XN} y] hoh 4 hd . ya 2
TNVY 71 I 7 ha 7 il 7 JA ¥ Vi V4 3

g

(Avoid parallel octaves and 5ths! Wise to usdla ger@rally descending soprano against the
ascending steps in the bass!)

‘D'n E 3

:‘- bl PAEY N V4 } b &4 ] hd

\]_F} L 7 Jii 7 i PL] L4 -

Sed A )

Cr T \
(Use the 5th of iii in the sense‘ Q
©,

i 74
. Yl T X
*

TED:

5. Locate examples of use of iii in the harmoniei oig d melodies.

V. THE 1ST INVERSION A

e@n is called a “6" chord, a “sixth” chord, or a

With respect to a “figured bass’, a 1
“chord of the sixth”. Example:

abbreviated to just “6”
So, for instance, «18» = Topic chord in 1st inversion

Quality: “Lighter”, more airy, than root position. Tts partial numbers are higher, since the bottom
note will be “5” and there are more missing partials.

q — 5 rv:
Compare: = % +8
-~
2 - 8
Y [ &) =4 ~
I 7)' >y z [ & ] f» |
I — |
Root position 1st inversion
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Restrictions: Virtually none. It may be quite freely used, BUT:

a. Because of its “light” quality, it may not always please you on the FINAL I chord.

b. Too many 1st inversions in a passage could result in an insecure quality.

of significant duration, etc. (see Chapter 2, pg.
ing would be poor as a final or initial chord:

a i

V Iy

Niny A Tz
T 12

&)y o

E:: 106

Advantages:

a. Avoidance of parallel 5ths and octaves:

Some care is necessary to avoid “acoustically low” chords at endings, openings, chords

30). For instance, the follow-

(Muddy! - root too far

below A27% v.p.s.)

|9 T t 1T T T 1 1 —T
| P | 1] it | | 1 o |
le——= e — g
”)
e L 1 . 1
hy ) ] .Y | | =4 T V)
L f o} } =4 [ ] ] T »
I ! L] 1T 1
¢l i \ I ub o i 30
——NO [ R
(parallel 5% A €0 @
1
[ |
{' [ o>
]
fa4 ]
1. [ ]
i [ ] 1
¢ g vi : [6  vib
| =——NO— CORRECTED 4
(parallel octaves) »
b. Increased “melodic” resources i he bass:
N i -
This: S —p—H 4 t o)
e———
e I i i v I
can become, 7 o) f
for instance: |E—py ol = ™ o) m t i 7o)
. TR e =
c: I vi N V I Q J vi ) v I
Pal
L —] o—F —F T
o o] } c & ] = 1 = 1
C: [ \ib6 ije yo I Jb vi i V  Ié el
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Important note: Don't confuse BASS movement with ROOT movement!

When inversions are used, the bass movement will

not be the same as the root movement, as:
':11: ase: Yo} A o)
[~
C: I o I
t - L N
“Roct’ movement:  “Dowd 47 WP 4"

c. Increased melodic resources in soprano and other parts. To illustrate:

Can 2 1 N l? V) A Ve 2
IV, L4 =4 1] h M ] [ &) L~ o] L4 &) L4
(4 1 Vv - @
Y . 1 — - —
‘c: I No—3L c I iib Ib i Ib iib
(Parallel octaves with bass) { OK! i

d. For an “Imperfect Cadence’” with respect to the BASS.
perfect depended on the soprano only. Now a ‘“V -

final with the use of «18  In a passage where th%e
can be avaluable way to relieve the monotony an o] d

when it isn’t intended to be final.

UA to now, the matter of Perfect or Im-
instance, can be made to sound less
number of “V - I” movements, this
e “full stop” quality in a “v - I”

Compare:

s -} | 4 } }
) ) [#] Fa)
v P ¥ I U

L o~ e

[y y ) Sl [ & ] L (&) L

bl I 1 1 | -
Cd For 1 fo) L ] [ &) ] L7

+— T

e 1 v I V7 I

Fina

I
@ Final

Less Final
Final
he monotony of continuous root posi-

e. Simply for the d of the 1st inversion, and t a
tions. ‘\
Compare: A
Al nll *
v/ 4 £ 1 | (74, I 2]
A A 1 L
o —tg 5 ——7F 5
J F | r | J’ F | r | [+
L o] AE o . L o]
F X’ e N~ ] | =4 [ @) 'Y’ fn) L4
o B A | L. 1 .Y W LY ) Fod 2
P AL » T | 1 L 1 =4 1] A 9) 1 7Y | =4
= L T } A - 1 !
G: I v i V7 I G I vi 146 Y7 I

—_—
(breaks monotony)

f. Many writers have shown a preference for «11%" rather than its root position, particularly when
it is performing the Subdominant Function (i.e., moving toV), because it puts the strong Tonal
note in the bass. (A chord symbol in the key o6f C which reads B (i.e., IVadd

6) is most
likely really the 1st inversion of a “ppi”” (i.e., ii’ in 1st inversion)).

To illustrate:

Fa) l i

i/ 1 o

2 2

T : - i
‘ _d_ instead °f’ _d d (This is an observation only,
.d. = = - not a ‘‘direction”.)

Far Val Ll L4

~Je [ ~4 | i Py |

e ; 1 1"’ 1
C: ik V7 a1l v7
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h. The advice regarding “doubled notes” ig

g. The Secondary Root movement of “Down 2’ becomes available from a Tth chord, as:
=1 =1 37 o ——— 0
[ @] © —A
el =
But: or
o t a —~
[ V) )L‘J L~4
= tJ - 7/ d [ & ]
: i17 [ 117
I c B I (1st 1uv.) I
L NO — L 0K
(improper resolution of Minor 7th interval)
n
|74 — B N
A £.J > L7
I\ ..
L\ "] r_l y &) 4
wr T 6 L o |
The use .of “ii’” between I and I° is
a common “development” of the tonic
harmony : s
= Vol

CTED with the use of 1st inversions. If the
3rd is a good double (ii, iii, vi) it so, even if one of the 3rds is in the bass. If
the 3rd is an Irregular double (I, IY) i #Y be a little more noticeable when one of them is
exposed at the bottom. (The 3rd should not, of course, be doubl anywhere. )

CAUTIONS:

a. The resolution of a Ard on to a 1st inversion can a “hidden octave from a disso-

nance”.
— -
29 1~4 .l & |
t
The section of this chapter which
Example: - * deals with “Irregular resolutions
of the Minor 7th’” will discuss ways
N to=——7 & i to circumvent this problem. For
T Ed®) now, avoid the situation.
c 316

I__NO___J o—

e&f the more involved “figures” for the inversions of 7th
the figured bass for the 1st inversion of a Tth chord is “g"

J
(abbreviated to just g )

. This text will make very 1li
chords. However, for the record
derived as follows:

Note that certain voicings involving the 1st inversion of a MAJOR 7TH chord may be unduly harsh
and even ambiguous. To illustrate:

A -
L ]
14 3 —eg . g
P The strong Perfect 5th at Em
the bottom gives the chord
an “E” quality. The major 1R1AD &
— O 7th “B” sounds consonant 27
H‘,‘- 2 and the root *“C*” sounds Lr= ol
dissonant!
CMarT (ist inv. 128 compare -



ASSIGNMENT 27 (The 1st Inversion)

1. Bass given. Add the upper parts, noting the use of “6” chords. (As always, show particular con-
cern for the shape of the soprano.)
@ 5\. ;| | Py y 1 {} Py y I
B i 1 7 & — t E 1 oy
— ! ! = n - -
c: I R 6 V vk db Y 1
(can be
ii7)
*(Don’ t use vi7t The resolution of the Tth will produce a hidden octave from a dissonance. )
ON— S —— o
et o
F: I #6 ve Iwed Vo[ ouie pye ve I

(See Sample Solutions page 193.)

2. Write six or seven different bass parts to fit the foldowd oprano and progression. Root Posi-
tion and 1st inversion are available.

& o1 =
A t~ .54 = (o
fiio—1 i #
o — WS
c: I/ vi / u 7 / i1
v V
INm

3. Lead given.
inversions,

Complete for four p@ﬂ:@ly the chord is indicated

and Tths, are availa ur own discretion.

i&v figures, but 1st

N ===
/7 vV 7/ 172, v I
vi? EX1ENSION"

Ivl?‘ 1 cadence

- -*—13

< TT®

3%——7&:7——‘»—# \

‘u e of : 1 1 1

‘Eb: I /0 817V vigmd v
I 6 Iv?

(See Sample Solutions page 1937 :

4. Progressions given. Work out for four parts. Only the chords are indicated, but 1st inversions
and the use of Tths are available at your own discretion.

®cphy ;
% § T
Vo T ol VRRRr--4 ] h o VALY J. & 4 1A d oy N\ | o
| 7 S W) w7 i3 7 2 7 Y yi—7 Vi Y 1 =
¥ v Y Td L)
) b' 1Y
Av:
T
1 (9} - |
i e h ud 2 - z V4 Vi - FE | 2 h
| 9] P LGN ¥ Y A oY 7 vy 7 sy 7 17 F %
r_“] Py s
) B
H

5. Compose eight bars using any and all of the material available to this point.
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VI. THE USE OF AN INITIAL CHORD OTHER THAN “I”

Introductory:

In all areas of tonal music the first chord is most often “I”, although the use of a dominant
ANACRUSIS (i.e., “pick-up’) is common:

* ;n #* %
{ | 9 l’l‘ 1 |Il1 > ™y 4
oo 4t
iy I €y 1 <y 1 ey 1

Nevertheless, the initial “strong beat’” chord doesn’t have to be “I", in fact it may be any chord
at all. When the first chord isn’t “I”, it is customary to use, in fairly short order, some har-
monic combination that places the intended key in focus. (Although even this is not essential. If
the passage is tonally ambiguous for a while, this isn’t necessarily undesirable.)

The tonic chord itself is not necessarily required to e key. The most reliable combination
of chords to outline the intended tonality is a“SUIb T BUNCTION - DOMINANT FUNCTION”, specif-

ically:
ii -V
or
IV - V

This combination works with only the tria , and if wy?n ig used, the foc is even sharper. A
great many standard tunes use “ii - 2 e beginning (e.g., “Tea ”  “Body and Soul”,
lear as soon as “V” arri .

“Honeysuckle Rose’’, etc.) and the
‘ Q
Situations in which the “subdomiS\— dominant” formula does immediately are sometimes

encountered. There will be, r, a degree of ambiguity. stance:

m | P} M n
#

r
y

The Altered Plagal C nce formula, “IV - IVmi'-ﬂW, s Mound at the start of a number of standard
tunes (e.g., ‘“After You' ve Gone”, “Moonglow”, etc. Seems to be clear. ‘‘All The Things You Are”
starts on vi (vi - ii - V - I) and, in fact, us examples from all idioms can be found where
the initial chord ism’t “I”. '

Furthermore, although we are not dij oncerned at this point, it can be noted that passages
sometimes start on Modal Variants (e! Night and Day” - bvi), on Secondary Dominants (e.g., ‘“Shine
On Harvest Moon” - V of ii) and evenNgn different keys (e.g., “Laura’” starts in the key of “v”,

Mendelssohn’s “Wedding March” starts in the key of “iii’’, “I Surrender Dear” starts in the key of
ii, and there are many instances of passages starting in the Related Minor).

Conclusion:
Although “I” is the most obvious and most likely chord to use at the initial strong beat, any other

chord is possible, provided that the subsequent harmonic and melodic materials are logically handled
and directed.
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ASSIGNMENT 28 (Use of an Inital Chord other than I)

1. Locate examples, in any idiom, where the opening chord isn’t “I”. Note what harmonies follow.

2. Lead given. Complete for four parts, using any material presently available.

The first chord
in each case is to be something other than “I”.

A'ﬁ?l yal i T
ra, my- ¥ o E— - | — (See Sample Solutions page 193.)
~ VI - '
. /
F ? v ¢ (2,3 or4 1
cHarDS)
@ | e
e e e B
jC: ? ? ? 7 7
(Nor T)
Octhg EEmE—
{71 1 2y 1
+ Y 1@} ] = 1 + &
Eh: 7 /7 I 7/ ?@ /17 1

VII. THE IRREGULAR RESOLUTIO

To this point, a Minor \&h has been required to fallp Or@p in Primary progressionsi@

and to remain “passive’ in Secondary progressi

HE MINOR 7TH

Introductory:

These will remain as the regular and
where Tth chords cannot be used if the

rable procedures!
ular

There are some situations,
resolutions are followed.

however,
To illustrate:

IE 1 T { 1] p
(ol pu | ol 1t yal
r— 1l [~ yo. 174 1l 12y 7 Y
L= VoY - I . | &d ~ T
1= £ X 1gss ‘ﬁ( — ) 1t Pt —
‘:!}r-——*—ea (=2 | i y [}
i , =
v 1 v v To
L 3 [ el L 3

Regular resolution of

Regular resolution of
7th here will produce

Regular resolution of
7th here will produce

Tth here will produce

a hidden octave from
a dissonance.

doubled 3rd in V.
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“In order that T7th chords can be used in situations as illustrated on preceding page, certain Ir-
regular resolutions are available. These Irregular resolutions use a principle called TRANSFERENCE,
which means the resolution of a dissonance in a part other than the one in which it occurs. (i.e.,
the resolution is “transferred’ to another part.)

The principle of Transference is widely used in Section writing, as:

4 ARumreErs |

oL e

iy -J

T V7 Tiedd®)

————

Although it is not the intention here tovuse Sectional tec@niques, some of the more casual voice
leading found in Sectional writing can be judiciously af i o Part Writing, if there is an advan-
tage in so doing.

The Irregular resolutions will work best in ob
where the purely “harmonic’” relationship betwe
presence of a voice leading flaw will not be t

Y progressions; that is, in progressions

o

hords is so expected and so familiar that the
iceable.

Further, no one of these modifications is provement over the Regul oQution! The Irregular

resolutions should be used only if th r resolution doesn’t allow a ord. If the Regular
resolution is avatlable, use it! ¢

Don’t use an Irregular resolut, @t produces a Parallel 5t wkwardness!

The Modifications

1. The minor 7th y rise one step if the notgto@; 1t would regularly fall is taken by the
a

BASS. (provided n® parallel 5ths result) T te:
_ PAR. B¢ " | . PAR. Sths i
0 1 73 a
But ’ But

t: £:
no e 'é_ 4 ne % /d
= 2 ¢

2. The minor T7th may rise one step if the note to which it would regularly fall is taken by the
SOPRANO (provided no parallel 5ths result). To illustrate:

: PAR, Skh
P _ PAR. 5th Sths N /5\‘

n a
=y — == =
=~ & Y Y 1
) [T = Bmf o 5 K \\ b Bt \F v
nec: not:
4d—d 4—4

LY A .Y L4 il . Ll o il & §
j | et A bl i KO ™ 174 ™
——= z—f —

C: v7 1 L - c: 'ii.’ v7 L -

t— 0K — t—0K —
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3. The minor 7th may rise one step if the note to which it would regularly fall is taken by the
part immediately below (provided no parallel 5ths result). To illustrate:

PAR, Sths
n | o .
= —
e e 7 = = G=5
By

A not: g o or

£ = L £ Z8 L &
q:_l_p_ﬁ 1 [ [N (o] I 2

; i [ [a] [a» ]
c: i1 y71 L : c: V1 1

t— OK —t : L. Not ideal!—}

4. If the situation demands, a minor 7th may leap up a Perfect 4th, to another minor T7th.

To illustrate:
N ]
AV . Fa)
yau
ﬂ§ f~ B—
j ]
J_ 2

i ¥ !
- C: 317 V1

NN L

Wi \m ody and bass used here, this
igl th@yonly reasonable solution!

5. Other Irregular resolutions of t 7th may occasionally be a\a , 1f some musical
purpose is served. *

If necessary, a minor h may rise one step, if iig )@tion note is taken by the:

—BASS A\
———SOPRANO
—P TQ TELY BELOW

and, it may sometimes leap up to ano minor 7th.

To Sum Up:

CAUTION:

The Irregular resolutions apply to HARMONIC 7ths only!
DO NOT USE AN IRREGULAR RESOLUTION OF A CONTRAPUNTAL 7TH!
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ASSIGNMENT 29 (Irregular Resolutions of the Minor 7th)

NOTE: The “Irregular resolutions” apply to Harmonic 7ths only, NOT to Contrapuntal 7ths.
Root Positions and 1st inversions available.

1. Lead given. Complete for four parts. Note that the given lead makes Irregular resolution of the
Minor Tth occasionally necessary. Avoid parallel 5ths.

MRS

i

L Vel
ff P lb’ s I(HI'I‘ A P’ o1
L. 7 p_~} i ] i IL
G W y1 1 7 Ab: N7 v7? I
(See Sample Solutions pa
2. Bass given. Add the upper parts. Some,use Irregular
necessary. \ ~
f w ¥ 4 [ 4 ] Vo)
WEL' 411 = 1 - P | [~ Va)
- yd | [ ¥ | =4
#— ] . f
AL T I v 3§67
\ w?
3. Progressions given. Work r Tour parts, showing some
larly resolved Minor 7tl®
6 S . o
Iy 7 I
| 4 vT—7—ofr—V T IlI Iﬁ — T 7 V7 T~V T
v .
’ Db: :\ :
n E?
V4 '
VN s ] A WY A5 ) N/ L ¢ P ) [} h 4
IO\ ot odL 7 A Y 7 ¥y 7 Wal L -
CBI L ¥

4. Locate examples of irregularly resolved, and more casual uses of, the Minor Tth in the melody of
standard songs. Note that writers are sometimes more liberal with the 7th of ii (the stable
“tonic” of the scale) and the Tth of vi (the relatively stable “dominant” of the scale) than they
are with the Minor Tths of other chords.

VIII. CHANGE OF POSITION (‘“Arpeggiation”)

Proposition:

A chord, or one or more notes in a chord, may change position without any actual change of harmony.
Notes of the chord may leap to other notes of the same chord.
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To illustrate:

7 I 1 0 T —
'/:\:\ E]I “} ui‘l‘ ‘i ij || 4 : L ﬁf
= |«
etc.
= L =
[~ [ 0 - -
7 = = o = ", bt
C: I c: I Ie Cc: i
Advantages:

1. Increased resources for melody, in the sopranoc and all parts.
2. Means of providing movement to retain rhythmic balance.

3. Re-positioning of a part or parts for more favorable voice leading.

For convenience of presentation, this proposition will be exaMined in two parts:
Part 1: Without irregular doubles or omissi
Part 2: With irregular doubles or omi Q

PART 1: Without irregular doubles or omissions.

In situations where the music is not moving kly, it is usually desirahle go Wetain good vertical
construction in the chords. Therefore:

L 4
A. If a part moves TO a note whi @ not normally be doubl @t already on that note
will move off it. To ill%
»*
| _4 ~
(&9 ] 23

* *

a] | ~ " i

o—~ v =—

o s L_‘J, ~
4 N (note “‘exchange”
(doubleyc? 3rd) 2 3rd) Cg)rg.sescj%biloe of 313 and-ith) |

n: —

- Fow) o) — =
7 ™y - 3
¢ 1 I c: V7

B. If a part moves FROM a note whi @ normally be omitted, another part will move to
t

replace the necessary note. T e:
n
] g 1 4 4
| | . J V. W Ld o~ L = ()
—=_s \—E = |
P NO ] (note “exchange” ! F
(No 3rd) possible of 3rd and z"t) or
corrections:
o & il — <
by & =77 —
o] Ll IL) r (] L]
c: 2 c: 1 16 I
g—  E— —
A—C = & =
\5' (] )
NO .
possible . or C.
(No 3rd)  corrections: A 6'{:
[
L2 Y LI o]
'I r\ﬂo
c: 7 c: V7 V7 EV“)
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Details:
1. THE BASS

With the exception of the possibility of a “passing Tth"”, the bass is still restricted to roots
and 3rds. However, a change from root position to 1st inversion, or vice versa, is now possible.
To illustrate: Bass parts such as the following are now available, provided the upper parts

allow: 1 — . —
5} 4 o) & o — 1 i —— T
F AT+
c: 1 710 i 0 C 3 vi vié i Vo v I
| ] 1 ;

PPVt 5 —F
3 V. Ve ] I i V I

and the bass may leap an octave, simply to provide movement or, perhaps, to avoid similar motion
in all parts.

N
|74
IJr‘n % — [ &4
Ljr L4 -] : L_)s L [ @)
: POOR an CH BETTER
Example: 3 —_— Mome: g MU
f aYY F Y1 1 w_1
Ja - il I 1 L
—d 4 ¥ [ ]
A :
c: I I c 1 v
A word of caution regarding octave I . on’t overdo them and, in¥ , approach and leave
them with contrary motion, asy
[\ -y ~ Fal
Sy &1 IrT 7 ) 1 o S
i | RN 1 7Y~ L2~ Z 1
- 1 = I L\ = 1 7 5 17 AN
2y 23 (&)
- L=
L—nNo —— rrected — L NO ] L—Corrected —}

You will find t &ading—tone (or, for that mat ally other obviously “active” note) does
not take kindly n octave leap. * @
I N\ | ,
f{an] Ve VU .
(Nl L ]
; )
Example: @

ot Very musicall)

-Ci\fb s

With the increase of resources in the bass, it becomes even more necessary to keep an eye and an
ear on its shape. Don’t let it become sprawling, ‘aimless, awkward or insensitive. Not only does
it perform a vital harmonic role, but it is also an “exposed” part; it must be controlled from a
purely melodic point of view. Here, for example, is an uncontrolled bass part, with a suggested

improvement: / f T
2 fo R h“ad —

7
f wi) | =4 | 1 | | 4 L 1
F—a—pP—H : e e e !
r | 1 ; 1" 1 I 1
c: T 6 I Ve T fo I Vi 5y sV
t— Lack of “reaction”™— _ ab O'Vlll‘%c}}l oﬁ:dhoing-—’ L Awkward ————d
s T T - t i f T
 — o i < = ro o) - = -] & =
- r o L4 1 [ & ! O
¢: 1 Ive Ve I I I wi g v
l— ——————— Better shape, better rhythm, more control 3
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2. DISSONANT NOTES

A dissonant note of a dissonant chord may leap to another note of the same chord:

wl o, T
= I —C
=—¢
J ' T
4 2 4 2
C\l- [ab ] [ aY)
I' l‘. [« ]
s v V7 C: 17
OK OK

A dissonant leap contained in the same dissonant chord is less awkward to
perform than is the same interval leap between two different chords.

Interesting sidelight:

AU&-4 Aue.A;
‘-_’——'T
n 4 i -
Example: This: A h sierfAc o —
| han: \1
G (7 G we y7

inor (or Diminished 5th in lgter chords) has been

unless briefly, thereafteg. TR Minor 7th provides
removed. To illustrate:\

However, except as noted below, once a
used in the chord it should not be omit
energy and density which will be miss

by TEh . Q
n A N A A
A—= o) f#f = o) yo A o—1
G—f—F——= = g £ =
sible or
corrections: -d_._______, _i <
[ )
[ o]
c vV v V7 I
Tth omitted
briefly only.
0K )

If the 7th merely moves to another note of the same chord, at a weak beat or fraction of a beat
between itself and 1its resolution IN THE SAME PART, the Tth need not be replaced! The result
will be heard simply as a “Decorative Resolution” of the 7th, as a sort of scenic route between
the 7th and its resolution. The examples should illustrate the procedure:

Ja) n Pal 3=

i e e ¥ " - T e
L Y Y H_%—‘—dp

- ) A F ] #
—_—— N

d 4+ | 4 & | 4] d |

: o o 7 o T - 2

= o = 1 = 75 = - 2]

c T Y V7 I c i7 ' T

(ALL OK!)
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The subject of Decorative Resolutions will be dealt with in more detail under “Melodic Inhar-
monics” (see Vol II). For now, restrict the process to simple decorative resolutions of the Tth

and make sure that your intention is clearly heard. This, for instance, is doubtful, because the
intention ISN’T clearly heard:

0 = ... =
.y 1 " t : XY 1LY/ 1 —_— Y 2
ASaN =
T| *® F | =
/_\
+ J 4y
5‘1: oY — ot ll'l: [ &)
- .F Fa) - ar- 4H»l i& yal -
(ol U r{ﬂ \'g I possible | I ,
2 A correction:

Heard as chords Heard only as
“melodic’” decoration

3. GRAMMAR

Hidden 5ths and Hidden Octaves by leap in the out“b tshare normally frowned upon. They are
Y

considerably less emphatic when no change of involved, however, and can be accepted.
fa) i A\
"4 | e ¥
] — (@) 3
] - 1T

3 |
Example: I q
= = oQ\
SAME
CHORD
OK !

Similar motion in parts, usually undesirab® ss disturbing when no change of harmony
‘311\ 0 doubt be an improvement, a situation such

occurs. While one contrary or stationary part
as the following IS acceptable:

G

| FH

4

ofR

(NOT SERIOQUS)

PART 2: With irregular doubles or omissions.

When shorter note values and/or faster tempos are used, it is occasionally possible to employ an
irregular double (i.e., doubled 3rd on V, IV, I - doubled Tth) or to omit an essential note (i.e.,

3rd) if such occasions are brief, and at weak or unaccented positions in the rhythm. That is, pro-
vided the irregular situation is NOT heard vertically.
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The following irregularities, for instance, should cause no trouble since they are all brief and
unaccented. The listener will NOT be aware of the vertical structure at the points where the
irregularities occur: ’

n | é ] N J J l n i
¥ 7
A2 o, = o A — —a—1
~—5 ' = ¢

»* A » * ™ I
—c S N S W
y O v — r =
7 L1 {_l[’ 1 4 f_) - 1 ].
c: 1 V7 'T V17 T

Doubled 3rd Doubled T7th Omitted 3rd Omitted 3rd
in I. in V. in I. in V.

Irregularities such as these are called upon in situations where a literal concern for the vertical
structures could lead to:

- Clumsy voice leading \

- Awkward rhythm in the@ ines
- Unnecessary acti

For instance,

Irregularities
LR
P i : J |
- ry
w L] e —Q————-
. ) ;] —&———4
Jod I
This: A is obviously more J\' J
_A graceful and éco- - L= 2
o~ s nomical than: o >y
+— 77y T e}
T s
C: I I C: 1 v I
In general, the import®gce of the vertical decrea$e an increase of speed and with shorter
note values. The faster or “busier” the passage, t important the grace and mobility of the
part lines. The listener will not be aware of the jcal sonorities at weak and unaccented points.

Consequently, vertical irregularities are mos@en called upon in passages involving SHORT NOTE

VALUES (eighth notes, sixteenth notes, etcx
To illustrate: The following short p4 Q shoWs a number of vertical irregularities, none of which
is likely to disturb the most acute listger. If an effort was made to retain vertical accuracy of

every unaccented short note, the texture wbuld be overloaded and the part lines would be clumsy and
graceless:

*Brief, unaccented irregularities

¥* ¥ * % *

¢0




Additional Comments:

1. Short note values are always a source of danger. Use too many of them and your music becomes
a monotonous babble, but, on the other hand if only a couple of eighth notes appear in a
passage that is otherwise in quarter and half notes they may very well sound out of context!
If a given line shows such a situation, try to balance the short notes with a use of similar
short notes at some other point in another part, thereby making a logical musical idea from
what otherwise might be an irrelevance. To illustrate:

A r Short notes—

- oA VT o [ ) FaY i 1
Given soprano:  a— 11— = = jﬁ ——1< |
1 L 1 i 1 11 1 | |
P i ' A
. . [ S —— | t i L i
Suggested attitude perhaps an eighth likely in perhaps in
to supporting parts: . note or two 1in here— here~

here somewhere.

2. With the introduction of arpeggietion, the music, or some of it, will tend to be “busier” than
it has been. But cultivate economy! The easiest, smgothest, and least active solution will
invariably be the best. This doesn’t mean, for . that sixteenth notes can’t be used;
what it does mean is that if you have ewven one moN{J

(o}

nth note than is necessary for rhyth-
mic balance and for the clear presentation o al idea, you have one too many!

3. Keep an eye and ear on the ‘“Rhythmic Bal @ Right and wrong in the matter of rhythm is very
difficult to specify; but forward motio fenerally desirable and this can always best be
served with activated weak beats and §eak bars. The following rhyth are representative of
regular forward motion. Note that “activate weakness’:

S W S I
1= .
=77 - 7 —ehe:
1 1 1 11} N | 1 ]
| B T — 1 ==
The reverse of these wo@e regular onlyat a cadence where a “braking”
or “slowing down” actg i ogical, as: {™T 11
] 7 T—— N
A : a4
K . 0K g.
‘ . . . -
Nevertheless, wMle one “irregular” or awk hm is likely to be unmusical, there is no
doubt that two, three, or more, appearanges he irregular rhythm might well form a logical
pattern and idea! (Like the jazz impr gkl ho follows an unintentional “fluff” with an in-

tentional one!) Ultimately the effect s of any technical point inmusic can only be decided
in its own context, not from a Q to any all-embracing principle or law.
Counterpoint, the combinatio melody lines, concerns itself with the rhythmic balance of
each part. In harmonic techni it is not necessary to be so demanding. Certainly every
effort should be made to avoid obviously awkward rhythms in any part, but the main concern is
the OVERALL rhythmic balance. The rhythm of a passage is the sum total of all the parts. Here
is a passage with the overall rhythm calculated:

——r > et =
r & Y
L% ') o ) fal (@) =
S Pt P
4 - dbd— iﬂ 4 5
e — > 2
T s 7y —F !  —
Tl
OVERALL RHYTHM: F——F 7 7 JF T I/ A M— S— S . i
i [V 11 1 1 1 N A - 1 | i L1 I | 1 1 i 1l
1 Y LI 1 o = e =




(usually half

. Since it is quite likely that the soprano line may not be in ideal rhythmic balance it is often
necessary to add movement in one of the supporting parts, to preserve the forward motion. When
adding “filler” material, for this or any other reason, always strive for relevance. While it
is true that the melodic means at our disposal at this point are extremely limited, it is
equally true that these limited resources can be used sensibly and sensitively. There are
some standard “devices” which writers have used to gain relevance and unity. Here are a few,
with brief illustrations of their application:

4] 1| J
)1’ - -l pe | 1
T 1 " TJ7
&8 -
P W 2. 7
hd -

REPETITION AT A ’
DIFFERENT LEVEL:

L

rl
|
REPETITION: || * "'f; /

i

I

— S
r [ ] v
2 =—F .
c: 1 Ib 'T Tvil 137
——— —
g } | ) N: 0 | J
REPETITION WITH r F = R efals H Z <
EMBELLISHMENT: __r-—— x Y opposite O= = _r__
7, iMection) e
&d |4
V]
\ =4
1 #
iib Tye

AUGMENT TI(D

RETROGRADE:
(backwards) (usually Qouble
p the n alues)
— [y
,'J, — f * . I _JA:
F= } 1o 2 » [
1 } Lty 2
i i V7 A\ 3 i
]
- - A N
. f a7 | 17 [ i ’
DIMINUTTON: K C— = — E:!

the note values) 16 Vi ije
—
h | | i
1 | i
- p | ] |
X 41—~ ~
Aod 2
) r |
T
r-'s ‘-é:- m ‘
 ro— ! —Hq_—'_:‘
3 4

I
Ie vi 116 \'g

These devices can be regarded as general ideas rather than rigid procedures, and anyway the
main thing is to keep aware of the nature of the passage with which you are working; its rhyth-
mic, melodic, and harmonic nature. If you do this sincerely, you are not likely to write ir-
relevancies.

Regard each passage not just as a technical exercise, but as a piece of “music”, a fragment of
art. Handle it with respect, and the loving care of a good craftsman.
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"ASSIGNMENT 30 (Change of Position)

N
4:.
-+

N
H

1. In various major keys write a number of examples of:jgt—+
lutions” of the Tths in ii and V.

using ‘“decorative reso-

2. Soprano given. Complete for four parts. Only the basic chord figures are given, but Tth chords
are available, and root positions or 1st inversions are your option. In this exercise, avoid ir-
regular doubles or omissions; retain accurate vertical structures on all beats.

“decorative
resolution”
®Tr)& T e 3
‘ y. WL . I rom ’_lp_l'_ll —&
E,, & } 5 — )
G: I B, T I (See sample Solutions page 194.)

[} |
IAYY VC J’ f ‘él
5 EB: I o ’
(vi opt.)
© g4 —
@‘{,‘(‘, ¥ ‘!
‘Ft T wioer) i

N\

3. Soprano given, with ba‘{@ figures. Irregular doubledf)and/or omissions available, where they
l

won’t be heard vezgdt where they contribute to th part writing and the avoidance of
awkwardness or @ ssApy activity. (See Sample Soli¥%g age 194.)
]

®-4 3N RN
e P PP L e 0
c: i I v / visoid I
I i (Ib?) v viszii ¥
il' ’I -
T
DJ 73 r- bd ) R | ; AY 1 | V. Wl /' n ]
k1) TS - - :, T i A~ 4 A4
D I / ? ’ ? 7 \'2 1
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4. Compose two soprano lines to fit the following progression. Illustrate use of “arpeggiation” and
make some use of “decorative resolution’” of 7Tths. Fully developed melody requires the use of
“Melodic Inharmonics’ (non-chordal tones) which are not yet available (see Volume II). But
strive for graceful lines and avoid too consistent use of chordal arpeggios. Refer back to the
text on “The Soprano’ in Chapter 4.

a. A line with no eighth notes.
b. A line with a few eighth notes.

End each “perfectly’”. (Melody exercise only - don’t harmonize)
N

Y 1t T
_A‘_pr_c i HE i XY ] 2 T h ol
& 7 VI 7 AL 7 Yy 7 Vi~ 7 Y Y

) ghs i

5. Bass given. Add the upper parts. Two examples:

-

1+

[*1%

a. Perhaps a few eighth notes.

b. More eighth notes - even a
sixteenth notes.

')ﬁ::u:é;g P —F
A: 2 V? vi? Yo e’/ i V7?1
V7 iie? ve? vil: V7 o 1ij6?

Ivib? 1vm?

6. Work the following progression ) T dparts. (Basic chord fi iv®g, but Tths and 1st in-
versions available.) Make us@ ggiation”. Two example
i

a. i h notes.
o eighth notes.
n .
)4 3
F4 e NV A 4 7 . . § 4 T 7 7 v
144} F S 4 3 rd Y F Y ¥ P A4
\-J' -

IX. THE vii CHORD IN MAJOR @

With the exception of vii, all of the%s in major are consonant in root position or 1st inver-
sion. The vii is dissonant, however, en in triad form. The dissonance is, of course, the
diminished 5th which is actually a Tth partial. Note partial numbers:

Ljvc: vil
BO

Consequently, even the triad form of vii requires resolution.

Three forms of vii are used in major: o ~ A bﬁ- "q/
1 ! Elvi g?'

|74

JCU Vil (teiad)  VHT  viiO7
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A. _vii TRIAD g
C: vii

M 0 -~ Pt
Doubled note: ﬁﬂL g =1
Quality: Diminished, dissonant. ) _ C p
+-3rd only— Possible when
(since it is the only ‘?ggé“gﬁgﬁ“

consonant note.)

Preferred positions:]

-1st inversion-4

(places the consonant
note in the bass.)

Nevertheless, vii CAN be used in “root” position and, furthermore, the 2nd inversion of vii (viig)
is available, provided the Diminished 5th in the bass re eives regular resolution: 9

o

1 %
‘NNN‘ Vn‘4

and 1st inversion, but dissonant in 2nd inver-
br chords presents special problems, which are
5th of a diminished triad is dissonant in any
Just resolve it succesgfully.

Function: Prirparily “Dominant”. ‘g 17 can be regarded, and J!!ﬂst a lighter version of
“v - I”. A little oxp@tation will show that some foNgiMes €f vii are more easily
N - I” may frequently re

handled than others \
ubled 3rd in I

&rregular resolution of the Qiminished 5th in vii,
& rovided it isw’t in the with the sape pro-
e

Major and Minor chords are consonant in root
sion. Consequently, the g form of major 2
examined in Chapter IX. However, the Dimi
position, so there is no reason to avoi viii.

cess that allows an irr esolution of t
Tth in “V”. (Acoustica ol course, the Dimin-
ished 5th of the Xii the 7th of V!)

To illu
~ o) i\
e o —
(75
Here are a few examples of triadic eruse them carefully.
4]
174
A
f o NN
P)
5
'l.
(o}
fa)
8 LJ Vv
L4 w.W
> ’m — y z/
—Q- = Sox=—1
or ot
Q—y o Qo
halll & | || I T
23 | el 1Y Y e | oK o)
viié I C: viib IG viie I

Doubled 3rd in I required! i
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Continued examples of triadic “vii - I".

! 0 aﬁ rcp a [ &) I’l’ = 7 1 7 O 7y II](I’ I
£ = a—S—m—C°——
3 J O (o] e
or or
=
g = QL % L 5 a 2
[ e s 0 ) Y Lr - Ll L [ 1]
y K — R £ - I A [ ) |~4 £ e
- A Hl s Ll & il
c: VHE {e vilg  Tb C: viiv Tb vﬁs IG Q:  wii I C il I
Less usual “root”
L— position vii chords. —
The vii® makes a nice “passing’” chord
between I and IG, or vice versa:
fs ] ! *. i *1
i | 1 1 N
ro) g_
) =4 ~
| ] i ]
ete.
. >
R araP! 42 1 =
AN a]
4 2 1% (&) 2
4 1 ¥ [4] |
{ 5‘,1 : - 1 I
Q: 1 viib Ib cC: 6 viil
2
Also: vii can be used as an appmc:g&rd to iii. The strong “ @ plationship between vii and
iii carries with it the eswion that vii is a “root” cho o illustrate:
Ia] -
174 B
=
[d ] J ) Y
, TTF
Note ¢‘d ed root” in vii! This would be unac-
cepta vii - I” but is OK here since it is
£Q A NOT bgi sed in the sense of a ‘““leading-tone”.
AT L
Je [ Sl
= = &
C: vii iii Vil it @
% K

“yii - iii” appears to be infrequent in p lar harmony, and is most likely to be found in a repeti-
tive or ‘“sequential” pattern, where the movement is used to preserve the symmetry of the repetitive

pattern. Here are two examples:
r— i -+ i J ~—1 J } { f 1 - i
1=4 ;‘! E :2 -I-{ iﬁ___ L I &)
p | | | =4 rol ~N a £) -
) ' ! ' I I IR f_f‘_r—f_f P
44 |4 4 |4 ete:
= d |
n:n Ll [ :3 [ &
e —F —F 2 ===
= T P T T
c: i v I Iy vii 3 L TR T Y S v I
L ) i nd L J
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B. vii’ CHORD |

This chord is really an incomplete ‘“Dominant 9th” (Vg) chord, and is usually used with all of its

four notes.

L

Function: Mainly ‘“Dominant”. Here are some representative examples of “vii7 - I”. The Tth falls,
but an occasional irregular resolution of the diminished 5th may be required, and a dou-
bled 3rd in I may sometimes be necessary. The examples include 1st and 2nd inversions of
vii7, as well as its root position, but the 3rd inversion is not practical since it will
resolve to Ig.

- Nol A A
NRYi ] ~ 7 || "4 H»
Lj\l il "4 .g. -) L a d 5
oY
2 & o oy g = n . o0 &
PE o~ th— R — - Yo —
HF o [o] C 3 e (o] 7 a y o] - o e
C: wiyr I vii? T L ~ C: v I C: wvii? Ib vil7 Tb vilT I6
L “Root” position viia - I. —l L—1st inversion vii’? - 18 —
: (“16" r®quired from 1st inver-
i vii7. Root position
1 u roduce parallel 5ths
o @ Q alling 7th in vii7.)
(o]
—& ' & &)
— =] ) r-)
or
< o *
2
L) 7 ~ [—d L7
c: vin7 Te vii7 TG vil]  Ib ii T

Also: vii’

QZn inversion vii?

can be used as an approach chord to iii.

- 18

A bold handling of the Diminished 5th in
the bass, but composers’ usage shows some
precedence for this.

situations calling for ist or 2nd inversions of vii7 could occur:

\

0

A root position solution is most likely, but

: o
2 g g e e G
/ = ! = o ¥ ’ b T T
or ot
L o 2 o - a o L2 o A
> 3 [ AT Fa) I w1 S Ld
10 Ll £ it 1Y [a» ] le» ] Je L4 it |1 Il O 2y y o)
2z ) ] rd ol VY 4 13 L d
L4 =4 = k=4 r 'Y 'l K} Ol
C: viil i vit? il vit? i Nii? i vit7 ii Vii7 i
(Omitted 3rd)  (Omitted 5th) (nd Inv.) (Ist Inv.)

less usual abbreviated
L— forms of vii”.
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7

vii/ - 1iii” is most likely to be useful in repetitive patterns, where it will preserve symmetry,
as: .
[al | aasne— A | —
i £ I74 {
&) L4 ol 1
ﬁ 2] ] ] f o]
et 1~ d £
-

| —qu--
O "HND

q
o
o
—¢
b AL

o |1
lo—
Yo
7O e
||l
TRb—
L
Qo

ST Y QUL

2 E
. 2 : ' ! 11[) a " F 1 T +
U S TR A G o AN B U 1 T6() TV b wi wikl) i
1 L L i L

C. vii®” CHORD ?H_:-

ﬁc: viio7

This is our second encounter with the use of the Minor SN in major (the 1st: “IVmi”). The
vii®” chord is “borrowed” from Harmonic Minor and, ingbo d Romantic harmony, is by far the

most commonly used form of the vii chord! (In hefe are probably many arrangers who have
never used any other form of vii.) The qualif ich have led to its popularity are:

a. A pronounced “forward @otion”

b. An ambiguous neutral ue to its symmetrical cofgt ion
(four-way equal diw of the octave.)
T

¢. An obvious w@which suits it to Romantic Q >
iQur notes. @

It is usually used with all of Any position is & aPle since it sounds the same

= t0 I the 3rd inversion of vii® BNot practical, since it leads

6.
to 14.

2o S
. (/

3rd Inv.

1st Inv. (not suitable to
lead to a conso-
nant form of I.)
[ NOTE PAR’I@ ERS !
Function: Primarily ‘“Dominant’”. 1In f , with the exception of “yii®? - y» (see below) vii°7is

exclusively used to lead to I.

Voice leading: All notes in vii®7 are theoretically dissonant, as:: _____m
~F
and the regular resolution of all { I'b'e' -i
will lead to I with a doubled 3rd: [g——C8
) C: viio? I
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But, as the ear will substantiate, the main or characteristic dissonance in vii®7 is the interval
of the diminished 7th itself (or its inversion, the Augmented 2nd).

g b%
Example: @—V 4 ";;z 3
- . '"
P

Characteristic dissonance

As long as this characteristic dissonance receives regular resolution, the ear will not. be disturbed
if the 3rd and 5th of the chord aren’t resolved, provided no parallel 5ths occur. Examine closely
the following representative examples of “Viio7 - I”. Note that the root and diminished 7th are
accurately resolved in every case; but the doubled 3rd in I can often (not always!) be avoided with
an irregular movement of the 3rd or 5th of vii®’:

S =—sp— — =20
/ o - T {e OF "
2 [
i v_—-}s- hA— aQ—3%
r X3 LJ U WA 7 fd
Ill’. =4 -7y P T
|
c: vijo7 I vilter 1 viidl T vite? T

Main Point: Beware of:

&
or -
I

, Ct& I viio?
. & oth are unacceptable! $
‘
An “arpeggiation” of vzi

07 will probably require regular doﬁbles and/or omissions. Try to
oq' tSof e

.
b~y

have a full construction of the chord at the p solution, however, so that it can be resol-

ved gracefully to the I: @

n |
17 ~
A | T~ 4 (]
Flan) U L7 ..\
= 2 | - <
* % [/ 5 ’
WA é* » £
5:\- AT (e ] ET-
Z—> = e R o
e hiioT I C: T

The movement of vii07 to V7 can sometimes be useful. (Not to V triad ho'wever; too much loss of

energy!) Since “yii07 - y7» is a movement from dominant harmony to dominant harmony it should occur
from strong to weak only, as: :

T
1 FYY. L S ¢ i S T T WY MY - L T o > Yy 2 T ST - M S  § S0
I " S A A ALY T ) § S AR P ) LA 3 F %12 P ¥ S A T y—i
L GOOD ! L POOR !
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The movement vii®7 - V7 can be accomplished simply by moving the minor submediant (the dim.

to the dominant, as:
al I
H
. £
L4

C: xiio7 Y71 C
07

3rd inversion of vii®”.

vite? Y7 C: wvior 7

Since ‘“vii

To illustrate:

. | | |
T —
= - r[
/T I
4 J ete.
~ b;;-*’L——
A4 IF i 1 2
¥ -~ =
C: oo? V7 w0l V7
Also, the use of “V7 - v1107" may some- |
times be valuable for movement, as: ] o]

=
'0‘§-' ——-—-17—-‘—-!!::::’
\ Ci g wi? T

*Note acceptable use of the

Tth) down

- v’ is NOT a change of harmony, but merely a change of form of the same harmony, the
other parts can change position while the Minor Submediant is falling to the Dominant.

To Sum Up: The vii 1 a Domlnant Function chord. the situation calling for “vV - I”,
feel fre ce V with any of the form i (and vice versa). The vii is nor-
mally appreg ched from any chord that cam p V.

ASSIGNMENT 31 (The ord in Major)

1. The followingare vii triads, vii7,

or vii®} T
the doubled 3rd on I if practical t otherwise use it!

Resolveeach to I or to 18 as required.

Avoid

A I} y: KR N L, il a
‘;l")]g = [1H'A lel; b — | {7 {‘) ]1
— A J = ]
s 2 5 2
D = 5131 2 : : ::::EH
G: viib ED: viib D:  viib DP: Tvid7 Rb: vii7 F: vi7
A au
74 ‘l'l | | !
e — iERF
| B — Il ——r
F: wio7 G: vie7




(Root position or 1st inversion available on all

Complete for four parts.

2. Lead lines given.
chords; also 2nd inversion of any form of vii.)
al ! \ au 2 U
#l o | L | Hv o || ' c oy c
| ™y L4 ¥ L 23 i 1 1L
174 hod & | Vo) 1] | el
TER BT VBT ] EG' 2y il ; or T i I
L + 3§ :
1v? Tv? (amiform) (a4 form)
}’l‘:a ll?g : ] " X 23 Iwh | { ¥ Fa
{‘%v '.a 34 o @ . '('j' e = = by VA.I E_H =
Ft 3§ sviie?77 1 G i, viier V1 I B 2 wery? T
IV:
IVm?

3. Work out the following short passages for four part
: o *.l ) .
Y AT A ) 4 31 1
) i .S . J y o T 74 % h o : - PR | ¥
L y4 ah 7 A Nal = F[AN] 7 F Y A*D Y [*4 ] Nii 1 e
L N ' B Sl ey 1]
E: J IV
er (i.e., with repeated pattern®. Use root positions.

) 2N
Z NI 711

-0y | ]
1] BN
&\

}N

T8k I vi i
(See Sample Solutions page 194.
6. Progression suggested. Work out two examples in four parts. 2nd inversion available on vii
and remember that the Diminished Tth form of vii is the most likely.

chords only,
a. No eighth notes.

b. Some eighth notes.

9 A I et =

L LI L 7 g 7 g 3 I A > i 7 7 T 7 b ¥

L~ 4 777 LA AP ¥ S 4 =7 X1l 7 71 7 4 P i
’G: {amyform) 3 (amform)
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Chapter 8
Chord Progression In

MINOR

INTRODUCTORY:
Throughout this chapter certain references will be made to the Dorian Mode, and an occasional “free”
use of the “Dorian 6th’” will be suggested; but, in the mai the Minor Tonality consists of three

scales:

Aeolian Mode (“Natural Minor” )

Harmonic Minor Q
Artificial ox % avFicta” Modes

Melodic Minor

The Musica Ficta notes (raised 6th and Tth d®rees) are chiefly used with res@ect to the principles

of the Melodic Minor Scale, up and dow er to “The Minor Tonalit apter I, and to the
examination of the chords in Minor i@ r I11.)

2
The basic principles of chord d voice leading are no n Minor than they are in

4 -
@ certain hazards, and certain

mov
Major, but the different nature&construction of Minor does }
The main differences are thes®

opportunities, not found in

1. More hazardous v &ﬁng.

There are more awkward interval leaps lurking i M@ Augmented leaps in particular. While it
my experience that Augmented leaps cause

would be improper to forbid them entirely, it

poor voice leading more often than any other 4§ e ractor!

Unless for a specific “melody’ purpose,@i ise to avoid the linear use of the Augmented 2nd

found in the Harmonic Minor scalej . 9

=) 'ﬂ &— l_‘ﬁ,‘lD
Cr: Avoid ! avoid !

Other Augmented leaps that are best avoided include:

L _ _ _ _ _ _ -
*:E[q-_____e 2 N n (i N

L—4 L 17, V) | FI.Y 1) ) oY

INEO A I &) [ &) 1/ &) L7 17, L= 7 11 47 LA
N o— e e i =

Cm: 32 Dor.G 4 3 mEe) & . 4 (M. )

When any of these Augmented leaps are necessary, resolve them with the following note, as:

) /4 Vs 1 | i
e a— 3
| /4 ) Y
a4 Lo 7S
L= d
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But the Diminished inversions of these leaps are quite acceptable, provided they are resolved,

as:
o | PR Dim. 7
1 /1 & === _h__Y_:_r T S 1
Q#;b i D —0  H) ¥ [ nj
L= | o 4 E— L — L— -
Jcm: (=] DIM. 5 .'DIM.4 .DlM.S ) hv-——;‘-

e S

Reason: “Action and Reaction”. Diminished intervals leap up to “Down” notes or down to “Up” notes;

consequently, they contain their own reaction: —_—
o~ B —7

The Augmented leaps must continue in the same direction, however, to achieve resolution;
consequently, there is less control of energy: r
AugH>

- x

pue”
2. The Minor Submediant

The unaltered 6th degree in Minor is situated only a half-WYpne above the attractive dominant, and
shows a clear scale tendency to fall:

As aresult of this “Minor Submediant to Dgmina tendency, it will be seen that certain progres-
sions which involve it (such as “vi - V3% re more successful and more freq®ent in Minor than they
are in Major.

‘: %, N\
I. THE PRIMARY CHORDS (I, TV, \ Q

In general, Minor makes usefoiPless harmony than does Major dering the wealth of harmonic
color available in Minor, € oy be unfortunate, but it j dicative of the fact that the simple
harmonies in Minor colorful than their counter Major. The simple chord relation-
ships in Minor ofte vide sufficient interest and and the harmony of a great number of
familiar minor melodieMyemploys little more than t apy chords.
A. The Tonic Chord _ (1) A
Structure: Triad: ] =
CM:I % _@J
BEST OK OCCASIONAL TRREGULAR
(use if clearly
demanded by the
voice leading.)
MAJ.T
')l Iﬂ cm7 = = CM =
7th Chords: PP §: 45 #o
A\B Ld .

& & [&

o
o
3
—

~3
$olo
F
Bl

With With
L—— Minor 7th | L Major Tth——

1. THE MINOR 7TH ON I:]
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As noted earlier, the Minor Tth creates instability, and a loss of the Tonic quality. Therefore:

Minor 7th is not normally used on a final I.
It is only rarely used “harmonically”on an initial I.

It is sometimes used “harmonically” on a I in the body of a passage.

Examples: (illustrating use of a Minor 7th “harmonically” on I)

o va Jv‘rlrr } —— t { T
——Fg ot e e
[~ A (o] Y - [« )
& 3 P—T SR N k-4
2 2 d i) d A
T = Y e —— =
— = TPy o
v T T L |
Cadence V7 17 Cm: 17 IV {7 17— IV o1 I
| I | I | — 1
Virtually Initial 17\ 17 in body
Never! (Unusual) of passage

Q (OK)

On the other hand, the use of a Contrapuntal @ th on I is entirely available, and subject
only to proper resolution:

~———1t
)
7 I
e (D
Y 11U 1 7
2. THE MAJOR 7TTH ON I:] — K
J 3
)] & . .
This chord has “sharp dissonance” and 50% distortion: | - It may stand out rather

prominently in a normal context. Used harmonically or contrapuntally the Major 7th will normal-
ly rise, provided it is not below the root. To illustrate:

= Q?L

4 yiod
e —

Cm: rI I'vla.% T IV6

*

|
4

]

I~
19 q;_ —

<lH
|

D ) |

sl Is




However, the following “idiom” is worth SPECIAL attention:

* _
L TS — AL : ol P
g 1 U 1 L L 1Y 1 1 | 1 i
sl - [ ] l cJ 1 L2
ot e L e e arr— i
L~ 4 1= 4
E I A S B ——t f o 0 T
- even:
-
44 1)) 4 g |
L4 '. &) !‘:l Y ¥
LA, N I | T IF N — @) ey i 1 o]
"M F [l - Yy iu T y ¥ U I L) 11
Cm: 1 3y7 ' ] I g 371
mio1 IV I 1 eV .1 v
i !
“Backwards” Musica Ficta
(i.e., downward use of
ascending Melodic Minor
scale.)
Finally, the Tierce de Picardie (see page 81) is available\to taste. It is most often confined to

the final I, but its use in the body of a passage is T ssible.

B. The Dominant Chord (V)

i

1. THE “TONAL” V:]
Cm: v

Two forms:

i s *
This is the Regular form and
to the Tonal V. S

2. THE “MODAL” V

the more

"Ch-l

This is the Irregi¥gr form.

The “Modal-Tonal”

It can be used:

Vm

.\@

b. for voice leading.

\

common.

ThO@\ Minor will normally refer

r the specific quality
ol a “Modal” cadence.

For instance

@ the subtonic in Vmi is free to
fall: - _
n i
. .
T WA T} ] Y
I WA IS Wes VL7
\-V) b o L T w7
Um (OK) V (No!

cadence is also available.

text on cadences in Minor (Chapter V).

For further material on these chords see earlier

Further, the regular Musica Ficta vii chord is available at any time as a substitute for V when

moving to I.

0L A ‘m '&
Regular vii (Musica Ficta):| e Aﬁfg
Cwm: vii vije?

See notes on vii and vii®”’ in Mdjor (Chapter VII).

same considerations.

I5

This is the same chord and is subject to the

4



C. The Subdominant Chord (IV)

Two forms: i AL
LI Ld Vil fo)
s 2l ™ £l for o) AL 1 Ld 1, &87 |
L v Yy o) R~ 8 fo N HoYA/EE/ERe] I» e} o h %
=t LA L [ &) \JY oS X7 | Y » ] 1]
Cm: ™
L REGULAR——m8mMmm L— — TRREGULAR —

(The Dorian IV)

Function: “Subdominant” (i.e., to precede “V” ) or “Plagal” (i.e., to lead to “I”Y. It may, of
course, receive any other use consistent with logical voice leading and progression.

. o ‘!7 *=—subject to resolution
The Minor (unaltered) IV is Regular: Huwt# ‘é
St
’ 7
n_| o Cm I
The Major IV:E - is traditionally used with resgect to the principles of the ascend-

Jem: IVh3

- —al \ .
|VAER /) i
ing Melodic Minor scale, as this: [l Qavoid this: HAP P e=——fL—
tn:  1VY3 tm: 1V

This is the “logical Musica Ficta’ process, of cQurse, and it remains as the mainquse of the Major IV
chord in Minor! There is precedence for its s a means of avoiding th\ ted 4th leap from

n | Pere. 4 nl AuG. 4
* A = 1
the unaltered 6th up to the 2nd degr \ is] M tRis: |
A : em IV
Further, it may be use ually for a Dorian referen SN
Example illustrating use of Irregular IV:
L H | i i J .I ————r l
J 1 T 1 1 | P | L4 [ & Xai o
e g — c— = . Z
L\B'] - Fall 1 ) L 4 | =4 P o/
et P—1 P
— ——] &
Ve IR B ETEF 2P I B
S —# = o i T I
Cam roi i I 1 T 1 jﬂ
Cm: ' . o .
1 1Vh3  Vm? IVhze V V7 I IV6(7) yi;07 Ima,
To avoid Purely Dorian use Traditional
Augmented 4th | (i.e., the AH§ is Musica Ficta
leap serving no func- use

tional purpose.)
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ASSIGNMENT 32 (Primary Chords in Minor)

Note: Only the chords indicated in the following exercises; but root position and 1st inversion
are available (and vii can be used in 2nd inversion). Of course, Tth chords may be used.

1. Lead and harmonies given. Complete for four parts: (See Sample Solutions page 194-195.)

N N N
w5 { +—4 g?[:;#::1tjtF:¥HijtF & o — & 77
f 3 bUJ { ! 1 3; ] { L ] ]I }' f _{ I y! [~
oml N I, V- I . v v, 1 ‘Gm: [ v %.., I
(DOE.?) V” . vil = X7
T i' i ;]_L”EH T T T i
P~ B ™| 1 T 1
== sEEe= oo
Em: [ IV Vv 1 wvV 1 vi v v I
(PosSIBLE 7HAT Snf. MAY DIP BeLOJ ALTO 1N A
2. Soprano and bass given. Add the i , using only Primary cho\
[ I Y ! ! | |
5. L Vo)
—a—— ’ d =)
L | N 4
J
72 .4
b &

3. Bass line given. Add the upper parts wit@naps a few eighth notes.

N

(See Sample Soiutions page 195.)

L — o 4o Tt s
i e I . — —— !
. ' b
em T W V N6 V I WV 16
Doammus&) YPASSING Tthsn

4. Progression suggested. Work for four parts. Two examples: a. No eighth notes

b. Some eighth notes
3—ﬁ\e—a'
ST

5. The ear: Become familiar with, and develop the ability to recognize the various combinations of
the Primary chords in Minor, in their Regular and Irregular forms. Examine the har-
monies of any familiar minor melodies to note the use of the Primary chords.
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-

D. The ii Chord

n {
two forms: ——r Y iz
1A} /- W & { o1
14 (o b |
[
REGULAR IRREGULAR

(The Musica Ficta Dorian ii)

1. THE REGULAR ii:

. TRIAD '
IR \ / n L TTH CHORD
1l AW v i
Structure: P - o~ T At
TP g
BEST 0K NO! Crn: 3i7  Dm7bS or D7

Full 7th chord only! Do not omit
he Sth of ii in minor. The 5th is
“characteristic” tone!

i Q use in popular harmony.

e consonant Tonal note in the bass:

Qualityf Diminished, dissonant, romantic. R

Preferable position: 1st inversion, which p

01 : By,

-#‘:EZFYT fﬂi”’" (T mi symbol encountered on she mgg%c
] i\ d sheets is usually reall ‘Wmi "

L
JCm; ﬁb‘ @ t inversion!)
Writers appear tohave shown a p e for the sonority of ersion of this chord; but

root position is available, 4(3 9nd inversion can be very @ ve! (Since this is a Dimin-

ished chord it is NOT sub to the problems which beset the 3 nversions of major and minor
chords, which are exam he next chapter. Therefqre\it may be used at any time, provided

the Diminished 5t ass receives proper resclutjgn

*

Acoustical root: (note partial numbers) This creates the Irregular vii chord,
which receives a somewhat different

= @ usage. (See page 167.)

Function: Mainly Subdominant (i. t often moves to V).

Details: The piminished 5th will fa to the root of V, as:

nl a
o 2 =
— S T
y/ E— yom o] 2 o >~
Ty LT & yoi o &
) (4

The root of ii may be regarded as “free” and can leap. The root and Diminished 5th are NOT heard
as a “dissonant interval”; rather, the Diminished 5th itself is heard as a “dissonant note’”. There-
fore, the obligation to resolve rests solely on the Diminished 5th. The following movements are

11 OK:

? iy
3 g =) 2 - o = >5
Cr: il ?" i \') il ﬂz{;
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Here are a few examples of ii, ii6, and iig moving to V and v8.  “Tonal” Vv is used, but the “Modal”

V would be satisfactory in most cases. The 7th of ii will normally fall one step, but in line
with the principles of “Irregular resolution of Minor Tths”, can sometimes be directed elsewhere.

F . Va ol o 1 =
# [~4 o | TW )
[ o SNy 2 .Y 2 | % LA
1\ YA i~ ) ' -7 &) [ ) L £l Yol L= L]
-y (2] 2} (2] hv (o}
2 ) ok
T i, .g ulg hlg g\‘}'m ol W) .g- ‘-hza) Voo
L = 7o) "Wa
— : AR 13 T 5 007)
Cw: 3367 i 147
[s ) [ oy ] u 7 ) ]
gl. 0 |7 ) = o) H ~ a = 0
& it o 7y ﬂ_g y
3 o/
- PN 2 L ho
- . L4 v il & &) L~ 7 Ld ol
— %
Cmi & S i3007) . e -
Further: The ii can perform the Pla nction, and proceed direggtly t@ I. Caution: both
chords cannot be in root :
NOt— — NO! —
el 5ths) improper resolution
of Minor Tth)
Examples:
L ' =
[ J
LM} [} (] > (7 2
L] Py - A\
/ o - o —
L2
P N Pt - e 8: ~
8yt 14 (4] LY v £ ) L4
Mt I o — 0 o | [—d [ [ %4 ')
J'7 =4 I} 2L
Cm: BT Ie iib(7) NI ) I = e Ie
0.l
Further: ii - vii%7 is fine: 7B 2~ ii - iii is fine: a
‘ %DV !I H' % I'HJ\V y ; ds-
Cm: —
sense of

“vii of iii”

or to anywhere else consistent with logical voice leading and resolution.
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2. THE IRREGULAR ii:

n L ; TRIAD . A 7TH CHORD
v il "4 |
Structure: QHEE*.@;:*E;: (Y Y
| LN 1
CM: J Cm:
BEST OK NO! Full 7th chord only. Again, the 5th

here is the “characteristic” tone
and should not be omitted.

Quality: Minor

Function: The chief traditional use of the Musica Ficta ii chord is with respect to the princi-
ples of the ascending Melodic Minor scale, as:

: oI Aug. 2nd
Y Lt M [ M s 1 h
This: @tﬁ%ﬁ: to avoid this:
JCw: =
This is still its main purpose in life, but similar I¥egular IV, it can be used to avoid
the awkward leap from the unaltered Submediant t8QtheNsupertonic, or it can be used simply for
a Dorian sound. To illustrate:

&
Y Y ]
117, W . | R & B PR e
l’l‘-‘I"I—

ASSTGNMENT

ii Chord in Minor)

(Drill) 1In various minor keys, write number of examples of:

. Regular “ii - V. Include: 1i® - v, ii - v, 1i® - v8 i1 - v8 11§ -v.
Most examples to use ii7. Mainly use Tonal V7, but use occasional Tonal V triad and occasional

Vmi or Vmi7.

. Regular “ii - I". Include: ii® - I, ii - I®, perhaps ii® - 1. (But NOT root position ii to

root position I!) Mainly use ii7.
Irregular “ii - Tomal V’ (likely V?), with a logical use of the Dorian 6th.

Irregular (Dorian) “ii - Tonal V(7’", or Modal V‘7), in a purely Dorian manner (i.e., “free”
use of Dorian 6th).
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2. Lead is given. Complete for four parts. Root position and 1st inversion are available on all
chords, plus the second inversions of Regular ii and vii. (See Sample Solutions page 195.)

L ] N | .(- ) M 1
L e T o e e e — R — gt
¥4 v L4 [ & =- )] 9 @V!u

Em: & REYE: iov I e T A A v, 1

V7 vii? v (MoDAL- fosac) vii

[ | T { o | . i i
,’,l“"ﬂ' LH— Pt : lL " lr:i é' ,‘Z\E 5= 1 E | 1 { _#
> ) w i ! ;‘ i Y (@]
?Bm: i v 8 v 1 Ipmi 1/ 57 4 16 557 v 1
v?

3. Bass line is given. Add the upper parts. Use no eighth notes, or very few. (Available: I, ii,
IV, V and vii.)

.l il v Va)
'l: 2y (&) {frj’; :ﬁ'lg) s
/i F 1 LI | 1
w4 ] | ¥ 1
Am g2 V W VNT 4y I
$i6? Vi) v
4. Soprano and Bass are given. Add the parts. (Available: I, \ V(vii).)
; | o
{7
'ﬂ L™ 4
L7 r n
|l r X LI
X 1 b’ A '
} —

(See Sample Solutions page 195.)

5. Soprano only is given. Complete for four part!\ vailable: I, ii, IV, V(vii).)

L
17

A | Jd L1 l
I 1l &8
| = M ] 1 P LA
¥ \o F’

| 1RN

1
K

O

Gwm:

L
e =
Q

6. Progressions are suggested. Work r four parts within the present restrictions. Control the
soprano with respect to “scale tendencies”.

O 1. 1] )
Wu"};f‘ s 2.3 2 X 2 v 7 1 T 7 WT \i i I{’# T 2 2 XY h PR & ¢ Y 3 T il XY h o
LAY 7 9B N id 2 ¥ 7 & 7 Il 7 & 7 1V y & INny P A Y =7 1YV Pal P 7 '] P
7 v lelﬂ L 4
EPm.: (Iﬁ) Amy
7. The ear: Become familiar with the sound of all of the “ii - V'’ combinations and the “ii - I"

combinations. Examine the harmonies of familiar minor melodies for use of the ii
chord. Note that the symbol “Fmie"’ (in the key of C minor) is really the 1st in-
version of “ii7”!
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E. The Regular vi Chord

Similar to the other chords in minor, vi has two forms, Regular:;

Cm: i
N L
17 T Ll
and Irregular:j
Crm: vi (DoRiad)

Because it has certain distinctive considerations,

this section will be devoted to the Regular vi
only. It is one of the most versatile chords in tonal harmony, and warrants special attention.
Structure: f Any 1

01

V1Y L [&N [ &)

AN [ &N [o &) iy o]

lmvy [& &) St L

’ Preferred

(tonal note) L—Major 7th Chord —

L  Triad ———

Quality: Romantic, Rich. It contains e

notes which are most ch istic of the Minor
tonality - the Minor Mediant@ Minor Submediant.
2

Function: ;\
1. In the normal manner of

s, to precede ii or IV (Pri
generally better tha

rogressions). ‘vi - ii” is
IV” over a bar line because

it has more contrast.

Caution: Avoid a bass in “vi - ii™! Root

n vi up to root position ii produces
an Augmen d 4th leap. To illustrate:¢

s & 4 ~
N V) (%4 A
h 13 1 U r h—d |~
AR ™ w [ ] ()
4 Ty — -
Cm: vi ii Vi vie 16 vi 3jb
L— Awkward! — Better! 1

If the Major 7th of vi is used in a “yi - ii” or a ‘“vi - IV progression, it will resolve up or
down one step, except if the ROOT IS ABOVE IT, in which case it should resolve DOWN ONLY!
To illustrate:

, Q l ) sA - o—%6 nl r 5
i 1 s 17
l - Aﬁ
TN Y I/ = LJd Ll f/an] T LN ]
vl 7 ) MU I
Cm: M or o DOWN ONLY!
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2. vi in minor may also perform the subdominant function (i.e., move directly to “V*)!
Reason: Natural scale tendency of the Minor Submediant.

Details:

a. The parallel 5ths which are inherent in this progression may be used between the two bot-
tom parts! While they are not specifically “chromatic”, they are sufficiently similar to
be acceptable. There is a “soft” quality in them which is quite unlike the sound of par-
allel 5ths by full step or leap, and the strong “pull” of the Minor Submediant toward the
Dominant provides further justification. These parallel 5ths, and others of a similar
nature which will be encountered later, are called “Stylistic’ Parallel 5ths (i.e., para-
llel 5ths which are suitable to the “style” of a particular progression). They should be
confined to the two bottom parts only; between any'other two parts they are, at best, in
questionable taste. So: (Eog ﬁ\.ﬂ.

T ———%
-

: vi v
L— Accepta \ty stic” parallel 5ths!—t

(It isn’t necessary to use these par s - although they are “acceptable”, they can
be avoided!)

b. The Major 7th of vi, in a “vi - ogression, may resolve 3 e , provided:

1. The T Pth stands above the root.
1\ resolves down to the
*A« Hr——

» 4
‘70 m wi?
L -ACCEPTABL

Reason: The €3 can hear the Major 7th of vi,@ is the stable Dominant, as Consonant and
e

the Roo® which is the unstable Mll\ diant, as Dissonant!

Example:

L PFirm, stable!

2 —2 A
1+4

m: Tendency!

n
v iy
AU
YV 1 Vo) )
‘J,, J r= ki,;r -
So: E ; E GLC-
9'. L d ——=_
[ 14

') [ ] —y r.7 —_— c

Cm: Vi1 § il v
'————ACCEPTABLE!——*—I
The above illustrates: 1. Passive resolution of Major 7th, root resolving.

2. “Stylistic” parallel 5ths.
(See opening of “Night and Day”)
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Furthermore, it iseven possible to leap from the Major 7th of vi in minor, provided the root
resolves in a lower part, as:
fa)
| VA ] !Il .
) 9
ete.
-8 L -
'l.- il ‘l.'i
7 -
Cm: W7 y7 vie(7] 'yrep)
3. ‘ViS" can be used as an ‘“‘elaboration’” of the I chord. A bar or two of “I” can be elaborated
into “vi® - I” or “I - vi6 - I”. To illustrate:
b
Y 1 17
VAV, M 1A~ e )
AVY U i S
Nall. 1 2N
P) ~ | )
. Ay | 5
. w ™ [ ®) N ‘D 1L ES
’l'l '!ln | | i i
-, AL —= o)
Cm V7  vie 1 I wvit ]
(“Interrupted
cadence”’) $
4. “vi” can be used in any otyer r consistent with logical Q\ad g and progression
@NMENT 34 (“Regular’ vi in M1
(DRILL) K

1. Work out a few pat s, in various minor keys, uli loy the Regular vi chord. For instance:
— i i T
T ) 1 e o T Z LW 4 o CN "N S’ DY o
kY 8 £ k'] 7 Al N 7 ) 7 [-,d A’ A NI™ &L b L A"AY
| S} — e Iv L 1
Subdominant Interrupted “Elaboration” of I
Function Cadence

2. Lead is given. Complete for four s, WITHIN THE PRESENT RESTRICTIONS, noting the use. .of the
Regular vi. (See Sample Solutions pageWl96.)
® u, | |
[ | . 0. - I 4 N
E==ss= e
L - e — =
Fm: 1 ~» vib I vi 7 "’V7 }’,7(?1 ff Emi 32 ,v 7 Isvi®f~s T » ViV I
'——.——? § ! [1o » . .
SUSTAIN"F"in BAS F:I' v Nea om)ub,I/ v SuSAN'E" 1w PASS frf
O —T 'L% " I i 1 {1‘1 +— i 7 " 1 T J|
’,J?? ¢ =i 4 #i—;L 'La;- % . )
" n Yy - » »  a® L) 4
. I i oy ovi sy 1 OBm: T vi i Y 7 ﬁ’ V?7 ::; \{:’I K}
s m I Vi I? 7 vis?



3. Add the inner parts.

(See Sample Solutions page 196.)

(Bass is on root or 3rd in every case.)

J {
=

]
L.

B

4)

T

.._-'a B

"
WA
. A 4
L
T

. Progressions are suggested.
strive for a graceful soprano,

Work for four parts,

a (A few eighth notes)
L

™
TTe

within the present restrictions.
and keep sensitive to the tendencies in the notes.

As always,

Regular vi.)

a. A minor: L d - 3 X7 g A Y3 T
b —e = NIl & 313 \ Y 4 rd {L- h - J....
J \ 1Y (vii] vib - I-
ox
Ivie J.
(No eighth notes)
b. BI’ minor: - 20 ¥ T
! N & wd Y ?T
4 Vlbo I rd
I 7’
5. Lead only is given. Complete‘ o@r parts. (Available QV (vii),
T
1 [ 1
1
n_A
“ |14
6. The ear: Becom iliar with the sound of “vi 4 the sound of vi used as elaboration of
I. Loc uses of the Regular vi 13\ iir Minor passages.
F. The Remaining Chords in Minor rian vi, iii, vii)
1. IRREGULAR vi (Dorian vi)
£ = 8b -
Structure: 1 #‘b—h—
A™ 4 M Sy 7 1
JCm: Dok.vi o
Doubled 3rd only Full 7th chord only
Symbol: Ami’® or A®7
Quality: Diminished, Dissonant.
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. ( )
Function: The ‘“acoustical root” of Dorian vi is the Subdominant;m“d this is

J
the clue to its main use. Mostly it is used as a “Subdominant Function” chord, resolving on to
V or to vii. In moving to V or to vii, the voice leading is quite restricted; the only note
which is theoretically free to leap is the 3rd, as:

r

m fh—a—— 0 . Né
Ry P o -L'q e hEEanAT TR So: ;
-JCm: DoR.V1 Cm: Do vi Vb Dok, vi vid

Examine the following examples. Note that, in common with the other diminished chords we have
used, the second inversion is available, subject only to proper resolution of the diminished 5th
in the bass: AL

V1V ] 1 }
%] 1 k1 — A Y
MY
s
p) { T
ete.
. 4 4
. FY 4 77 2
Z—+ F
Cm: DORVIZU)  Jib Do Dovit) o)
While the Subdominant use of Dorian vi is,its common role, other possibilities exist:

To move to Natural vii, in the
sense of “vii of Natural vii':

O

£). [4 ] PaY V)
L4 L") i
[a»} =) .Y

~ L

. h L

7 %4 -
L4

@ lll.'hul. — @)

1 Yy I/

K Cm: DoR.vi?  Naf, vii i Naf viil Do, vie wNar vl
(vii o¢ vit?) @ vii?) (vii of vii?)

O

*
3
. . R . § A A

In a purely Dorian manner, with 1= : I
a free leap from the Dorian 6th: ) 1t —=
. 1 | 174 - ) F ! L4

T | ‘J r

a3
4 b £ !a;L__,——aJ- =iui
YLl fo N . W L)
1 M | | = 1 L )
zy ' e e ¥ —

2. THE MEDIANT CHORD (iii)

Structure: (two forms)

O
O

N/
4,
@7 315 - < 02
_%_&__ I 7 .Y ... M - : Z
W

Cm: i1i Preferred Tth cho;‘d

7th chord
(Full 7th only)
r—— — Regular iii ———d Le————TIrregular iii——m-u-—dJ
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a. The Regular iii

This is a Major, Consonant chord. It is the Tonic Chord of the Related Major, and because of
this, receives more frequent use than does iii in major. It is not unusual to encounter pas-
sages in minor which can equally be regarded as being in the Related Major. For instance:

/IR
A 7 7 T prd 1717 7~
run;v !I L 23 ) Z R LAR) V4 ) =kl 1% Z [ S § r4 S 1T
Cm: I ONATURAL ViE o add v v I
[or:l V 1 ii

The iii enjoys two of the uses which does its counterpart in major:

1. The 5th of iii used in the sense of a “passing th” on I, such as:

* .
fam ——
IV &l a Y ‘\’\EJ
L% 4 Va) ¥ [ &) [«
i) r ]
. -
» 1 S =y
b | Il P 72 =4
] la L ol
174 r l.
Cm: I 4l Iv

. A\
2. A cadential approach ising “iiie” instead of gV, Q

L — or EH (Tierce de Picardie)
= for more contrast.

|

/\
—uh |
\

L)

cadence: IV
' e aV)
&

Further, it may be used in any
sion. The Primary movements

manner consistent with logical voice leading and progres-
ii - vi” (up 4) and “iii - IV” (up 2) are fine, and because
iii in Minor will always have a suggestion of ““I” in the Related Major,
freely. The 7th, when used, will be subject to the
major Tths, as:

it can move quite
principles governing the resolution of

Above root: Below root:
[s BN L
| — T Y B— e — "bHr—‘49-ﬁrz———‘2————————-
Fanli'd [I 1
L— Rises or Falls— L—Falls only —
one step
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b. The Irregular iii

The Musica Ficta leading-tone in Irregular iii creates an augmented chord. In fact this is
the only “non-chromatic?” augmented chord in the standard scales. It does not appear to have
enjoyed extensive use, perhaps because its “bright” augmented quality is somewhat at odds with
the general feeling of the Minor Tonality. It can be valuable in some situations where the
Augmented 5th can resolve. For instance:

1. In the sense of “V’:

n | i .
L ol i 1
s M LL Fal [ )
7TV H L~ A
L 4 r.) 2 IHC\
TP f S
[ T 4 4:4 [ ]
1t hvvb r II [ |
Cm: iib()  4ii®(kS) \
2. As an approach chord to vi (sense "QVI”?)
a1 N
' /j L [
ni 1 S
L Yy u % c

AN

it can receive proper resoMution, without grammatical errors.

vi

It is also valuable{@

G. The “Natural vii rd

‘
The usual form of vii in minor is the Regular M@c:a diminished chord:}

(#)

Cwm: Vil

The term “vii” is assumed to refer to the form. This chord has already been examined, and

the unaltered vii chord (Irregular v

it from the Regular form.

R

g
&e called the “Natural” vii in order to differentiate
]

f Triad
o . [ 6]
0 a—60 — . &1
A ——% 8 5 ey &
Structure: H& - .
‘Cm: NATVEL L Both good—! [Irregular ICrm: wat Vil S
Tth chord (Bb”)
Quality: Major, with a suggestion of the “V;’ chord in the Related Major.

Functions:

it will obviously make a good ap-
To illustrate:

1. Because of its Dominant relationship to the Related Major,

proach chord to iii (the tonic chord of the Related Major).

N r ! n L ———
K+ 7 N i —P-RY L A § SN T —
7RO Tyt ot gte: J} b= IV 7N NI y % B SRR 172
Cm: BP o BY? Eb ’ Fm 2PoaBP7  EP
167




2. Natural “vii - I"” is interesting, even cadentially. It has a quality somewhat similar to a
“Modal Cadence”, and also has a suggestion of a Deceptive “V - vi"” in the Related Major!

Examine:
n i ’ | N d A Al | R
i !I [ ] ‘9 rAN/i k=4 171U 1 1
At At Fr——= L AP p—6 y yal
- — 7T = g S 3 @
] T~ < ) J ¥ <
- |ete.
A 4 -é- hg ) -
o 7 = — b i ] E\':'Jq = pal o
=7 g =i “—p—F
Cm: IV warvis I Cowi  vib(?) war vis I Cm: I7 Narviie JIe
¥

*NOTE: It may be necessary to double the 3rd of I in some voicings of Natural “vii - I”, in
order to avoid parallel 5ths. These are the traps,to be avoided: '

o =% -
’ Narvii 1 varviil I
NO! NO!

3. Natural vii can also perform the Sub8pminant Function (i.e., it may¢e used as an approach

chord to V). (Note the “acoustical ” relationship between t al vii and the Regu-
i to Tonal V7 can be done with o) al “cross relation”

lar ii.) The movement of Nat

w
or it can be done “chromat#ca .9 To illustrate:
Cross \
Relation Chromatic Chromatic
fal

R ! Y—a—ia
YA/ Yl g & A
e i D T A
b J 154

®

-8-_; £e P [

[ (19 2 V) T 51 154 ) (@)
TN/ | LN/ ~

] T ] L > d " )

/2 1 T )

Cmy C'm'. r
v7 I

afvii V7 I {@VM‘” I NAT, Vi 6[7)

Natural vii can also move to th egular “Musica Ficta” vii in an easy chromatic manner:
a1

H- o] ‘l’;';!’,‘ ) I Ld
) 1/ [ ] s @ !I i = =
b} ) e
L
Fdo—1F i £ | =
s T - s  —
v A DE FL ‘F u ; (o]
. . L] LJ v I
Cri yarvt?  viso? I Cri gt vii€ viseT) ve(?) I

4. Finally, Natural vii may be used in any other manner consistent with logical voice leading
and progression.
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ASSIGNMENT 35 (The Remaining Chords in Minor)

(DRILL)

1. In various minor keys, work out in four parts a few patterns which employ the chords under dis-
cussion, as:

vi X -
7 Y ) S R L RN § ) i la L J
%. vir7—or 7 7 DORNT 7 7V 7 X F3
%, VI4 V3l
,_I_/_}'_v_ﬂf- T 3 T X7 " n d
i IIT NAtT T 7y 7 125 PR P ¥ s
2. Bass is given. Add the upper parts:
a. (No eighth notes)
r~YE T
L8 N/ A ] : | —
ihl.u [} | PR pa) 1 — | &)
114 { F 'ILJ l! 1 d ] L ﬁ I
s b NAT.
Cm I v Dog, v v i
vi vii e

Avoid forbjidden parallels.
Use doubl 3rd on I if

b. (A few eighth notes) (See Sample §

o LD S | ) Y
L || 71 98 b ol |
Y T | d I
Em: Naf. U
I vii or vii

vil

1
@w
3. Soprano lines are gj &mplete for four parts, withi resent restrictions.

a J. N\ .
{ L4 7 [ I
v o e pe— ——
~ I — =
Fro: I
‘ {10r 2 cHorps) I
nl., . M S .
VY1ilh L 1 1 L_d "1 = S I 1 1
Ebm: ? \i 2 Vv I? ?
Efm o7, ! e vi? (4 ar2 Choans) I
vij vii i
Ivi? -
4. Add the inner parts: (See Sample Solutions page 196.)
N S S - | —
A e ‘ : e S i e =
I ] [
A o] ,
AN » 1 2 ). S =) )
ARC ok Vs 1 e Y 2 i 1 » A L
iﬁ%ﬂn - 14 A la A | v [ M
1 (&) [ 48" 074 1 T
§ i ! Fri J



A5. Lead only is given. Complete for four parts. (See Sample Solutions page 196.)

| { 1 | . ] | 1 L i I 1
:#E@_S_ 1 T | T | T > I 1 1 ——-
P —‘—t“—_i'jﬁ:::hi_ o— e 4 s
‘: | diaw 4
BVm:

6. Work out the following progressions for four parts.

a. (a few eighth notes)

fa) .
1v 4 NEd Vi
Y. S el b ol -] hih ¢ SOV sl ] o J  ar 8 hd
L8N S a ¢ 311 7 R A 4 b »e L4 il " ;Y
o -
Awm:

b. (no eighth notes)

a i
4 Lk 44
_#ﬁiﬂm. 7 s 7 LV XY (R A ©
Y 17 ay -\ \'F 3
¥ LYk .
TGm: it
Gm:

Work out a sixteen bar compositio ur parts, in any desire key using either two
similar eight bar sentences (A, o contrasting eight bar ceN (A, B)

2
It may not be practical to QN“ of the available chordg , but at least consider all
of them. Slow moving, mel ly. (Use either two chords

one chord per bar, or a bal-
anced combination of t

8. The ear: Deve a familiarity with all of ‘@e @rc s in minor.

R\
<€
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Chapter 9

l. THE SECOND INVERSION

(OF MAJOR AND MINOR CHORDS)

Il. THE THIRD INVERSION

(ALL 7TH CHORDS)

I. THE SECOND INVERSION (of Major and Minor Chords)

Introductory:

PN

The second inversion is called, with respect to “figured\' chord:f

Q %
A
% s has been indicated earlier, the second

So, for instance, “ Ig » = Tonic chord, second inye
inversion of a Diminished or Augmented chord is A equivalent of the same chord in any other

position and may be used at any time. All fhat necessary is the regular resolution of the
Diminished or Augmented 5th in the bass. refore, the following text deRls with the second

inversion of MAJOR and MINOR chords onl \
@hord is to be regarded_g is ant! - the dissonant
the bass, as: '

The second inversion of a Major 01,
factor being the Perfect 4th (11t

CHORD —

Consonant Chords —} I—DQ
The factor of tension is associated with most dis ords, but the 2 represents DISSONANCE
WITHOUT TENSION. Instead of a clearly enunciate Qsonance, it is a dissonance of “instability” -
only, with an uncertain, uneasy quality. A si 4 hord, out of context, is not very troublesome
but its character can be readily felt if it igPrW€yefl, for instance, as the final chord of ‘“America”.
Composers have sometimes used the ver ]&ility of the 2 chord for specific artistic effect.

Examples:
SoLa
n /™~ CADENZA A | . | ,l
A/ l 2 x » ke 1
Y 4.} =17y =~ - 4 4—# 4_9* *L
LV Yy £ LY - A\ ¥ ) 3 1 i 1
) ~ g - - b-d- ﬁ-&
b etc.
‘;- g &) %’-_—bi 6-. g b M—rﬁ_
=" +— ! — —r
-~ i 1 1 ] 1
(<} e N J T ] T,
C: IVm 18 5
t ) Parallel 4 chords
The 6 chord, with its Vague, Impressionistic.

4
feeling of suspense,
used as a “spring
board” for a cadenza.
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In the normal course of harmony, the 2 cannot be regarded as the equivalent of the same chord in
Root Position or 1st Inversion! Rather, it will in most cases be used as a “development”, an
“elaboration” or a ‘“prolongation” of AN ENTIRELY DIFFERENT CHORD. (In fact, this area of the study
could be subtitled: ‘“HARMONIC ELABORATION WITH THE 2 CHORD”.)

Since the dissonant factor in the 2 chord is the Perfect 4th, all uses of it will be in some way

concerned with the resolution of this Perfect 4th. The overwhelming majority of 4 uses fall into
one of the following types, which can be called:

THE STANDARD g USAGES

A. The APPOGGIATURA § - (Most often concerns I§ or IV§)*
B. The PEDAL § - (Most often concerns IV)*

C. The PASSING 2 - (Most oftenoncerns Vg)*

D.

E.

F. The ARPEGGIATED

The AUXILIARY § - (Most c\ ncerns V9)*
The IDIOMATIC vg Q
@ linversions are used mainly with the
ary chords.

Each of these 2 tynes xamined in detail in thc\ ing text.

. Q
A.__The APPOGGIATURA § !\

The term appoggiatura is d@ from the Italian “to lean”¢and isapplied to a Dissonant non-chordal
tone struck on the hg ppoggiatura g then, is a@d Whord struck on the beat instead of the
expected ROOT PO D, and it resolves to the sition chord at a weaker beat. Here
is the “essence” he proposition:

&
¥*
With the application of an Appoggiatura g, this® becomes this: ; - -
M AL
_ G 3 Ca G3

2 ]=r}

0 ]
1/ 2
A b |
Iy "4
L8 ]
J

K *The 6th, and ’{)articularly
the DISSONAN 4TH, are
appoggiaturas over the 5th
and the 3rd.

The Appoggiatura 2 generally occurs at a strong beat, resolving on to a weaker beat, as:

] | |
I T it [ >} ) 1 2 !
%—% '. 3 i i:} = g S —tete
PR PR} o % v Z v 5
4 3 4 3 4 3 & ) 4 3

Any root position chord can have an Appoggiatura 6 applied to it, but the most common use in tradi-
tional harmony is the “Cadential 2” or “g Cadence’”. This is the term applied to an elaboration of
“v* into “I§ - V”. Thus:

n N |
’lg‘ ? bZlomes: % g
o v c: 14 v
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Because of its statistical frequency, and because most of the problems contained in the Appoggiatura

4

6 are found in it, the Cadential g warrants special attention.

Details (I§ - V)

1. ¢

‘Ig,‘ - V” is used instead of just “V” and is to be regarded as an elaboration of the “V” chord.

The Ig is part of the DOMINANT HARMONY and is not a “I” chord! .

2. The true DISSONANCE in Ig is the Perfect 4th (11th) above the bass' (i.e., the tonic itself).
Most often, and most sensitively, it resolves down to the 3rd of V, as:

3mbut it may occasionally resolve up to the 5th of V, as:]

e I

3. The 6th above the bass (i.e., the 3rd of the tonic 2 chq

\'s : c: Iq

d) is not specifically dissonant! 1In
practice, it most often falls to the 5th of V, butqmag r¥se to the Tth of V or even leap:

n . ] Y
1A {o ———y T
a— 5% = A ZL LA
e 1 ST
c: I v (o v
L —USUAL— FINE 1
4. The BASS of the formula may:
Remain passive: ¢ @ap an octave: \all to the
‘passing Tth”
_é . of V:
_ 2 @s - ¢ 4 4 4
. v i I | —d 12T
oL P 1 rd = M 7
T v 7
c I & b ¢ I V7 (T)e
¢ it::i? ¢l v ' Y oEa
inv.)
Further, the bass may “digress’ through oth \ of the Tonic 2 chord, and return to the
basic root:
n N | ) l
i/ LJd Val i/ ran “‘ 3 % T
r'#ne 2 = 1l e } p A . ey | 1
%= 1 24 o) L <7 o N
s ‘ : 56 ) r_i 'F'
E;:F—P A [ A1 1@) > o Fasl qi%-__.;‘_E] .4
| Jef ¥ i od Ad hdf FYH 7 A | )
1 o Sy 1 | Z 7 la 71 1 L 1 (@K1
’| + a Iw T 1 Vy"P '\;{/erA r
C\ (‘\_/v7 c: r\/ Ia: Cm: Ib V 1
I*" Ib V o
rt
L Bass “digressions” involving other notes of the 12 chord —
5. The best double in the Appoggiatura g is the BASS. The 6th above the bass (the 3rd of the g
chord) seems never to be doubled, but writers occasionally double the 4th, provided both are
resolved:
n  « fal
\/ Ld [} 74 T .y
Wﬁ: A o=
[ 2 1A =)
S
t——BEST! — L—POSSIBLE—!

(Note Resolution!)
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6. The most common soprano (melody) with the Cadential g formula is the “3-2-1" ending (e.g.,

“America”):
3,2
o | — i
| Y [ ] Wal
W’ [}
» [
JC I8V I
but others, of course, are available:
fa] 1 ! fa) 4] o Fa) ! | N
T o m— s X o) . o) ——6 e eto—
L4 1 &, Fa) [da)] /.Y
- 7 - ~—% N7
eIl VY I lreve 1 & 15 /v 1 c:18 V I

7. “Ig - V” is approached as a “V’” chord, since the f

harmony. So:

N just an elaboration of the Dominant

— m———
bt N ] I
N ¥ 40) kme‘_ H b hi4 hd ¥ AV § 4] b § £ T AL\ « 11 a hof yv A\r
21 7 V7 ¥} ' y =V 7 V7 v Y LA SR 1P, 200}V F WA Y. W |
t £

.

In the movement “ii (or ii7)

and the resolution of the@ii

*

&

some interesting allo
are available. NOTE:

(the “4th” of Ig)

is DISSONANT and
is NOT the root
of the chord.

8.

just an elaboration
of a “rising minor
7th’’ with the sop-
rano taking the
resolution.

(See “Evolution”)

“deceptive” movement from V is available.

174

= : f—a—) N
e ?:‘, o — — Tt
N 7 I 7 e S I

E\Iﬂlﬂtioni becomes
o~ Tth: . :

| L 1*-—»1L~*J ‘i“L iif’*‘i 1;**1L"14
_%_9_‘ P} IIE‘\- F o) (o4 T (o]
" - 1 'l' Vo) il | il T A T

—= H r 1 1 1 r l“
e e eyr C w14 V] 16 v U iV 41 1% Vv
—_ 1 ]
Parallel 5th is “Delayed” Apparently a casual
quite acceptable resolution handlin% of the Tth
here! The “C” of the Tth. of ii, but actually

“Ig - V” is usually followed by “I”, simply because most V chords are followed by I; but a



9. Here are a few examples illustrating the basic use of the Cadential 2 Note that the formula
may be decorated with change of position in the upper parts, as well as with a bass ‘““digres-

sion?:
e —— i ———— = e
L w i al 4 ~ v o

P G — T = ST F—7—°
Wl A bJ él (@} _.% J_J {o)
= r i (o) e 7 7y
C IV DV IS V7 I T ¢ Iy - V7 ¢ I
e e e — =
=Tt S

& d | 4 ) 4 P 7
5 —F z = o o z
= — o f s ! =
¢ v/ 1%/ g1, €18 4 \7 Cm: viT, 1§ V7 I

UNUSUAL

"weaK fo SfRoNag!

10. Occasionally another harmony may be
tion chord:

Y [&)
=) =)
00
Y
Yy
!

I

Finally, the 12 can be, and is used inst@ V. It may resolve directly on to I or on to vi:

il n 1 |
| | B4 | 1A H 2
Fal 1CA 27 L4
{8\ [H4N) gt -
L% 7] Y L { Yy - &)
J 14 J r r
ete.

e 5~ e

L7 » 2 Yol } =4
| it I | =4 | 1 22
L ] 4 1] 1 [ j —d
T n_ T !
I8 1 c: W I% viooi

“DecepTVE”

The other frequent use of the Appoggiatura 2 principle is the elaboration of “I” into “Ivg - I,

¥ * *
Example: This: 7 = w;zizzuinv_s 2 — oI — o) 4 -, -
) & 31) N =4 123 = &
P e T = T F
¢ 1 Cws I IVmi 1 e I I
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This is frequently used as an “Interrupted Cadence”:

n »* *
lll,. :f\ [ & 4 L
\(.\‘\ ‘L‘l &d 2 .ﬁ (&) [or) 7S
I r I I ) d
ete.
] 4+ 4 | jul |
f 1] [ o &) L—4 L4 L2 - vy L/
ﬂ l’. > F -~
C: T ¢ I . C IE V7 IVeEnm4l
()
T 'TusereufED CADENCES" &
The use of Ivg - I as anelaboration of an opening I chord is not infrequent, (e.g., “Cheek to Cheek’)

and, in fact, any I chord can be so elaborated. Basic jazz makes use of the Ivg ~ I because of its
Plagal “Spiritual” quality.

While there is no doubt that 12 - V and Ivg - I are common Appoggiatura g’S, the same
formula can be applied to any root position chord. ins

fan 7 b a_ L
AR Las 2] TT4 ) A a Ay nyw 4. £ 2oL ) hih ¥ 4 17~ 01Y N3 AP & ¥ ]
¥y mn- A | b W N4 FE¥Y Nat /g lllif =Y war g HYIIA® Ll V7
123 A= 7311
L g L | L J

L
.

NESe

could be elaborated into:
A ¥ J *l

7 el
ﬂ’u e ——
| 1
4
5\' L4 £l
'I. Y@l
¢ vy I
gasic: I
Addendum:

One of the main flaws in the CHORD SYMBOL system (widely used for piano, guitar, and bass parts in
arranging, and for “lead sheets”) is the fact that the symbol doesn’t indicate the position of the
chord. A “C chord’”, for instance, is symbolized ‘C’’ whether it is root position, 1st inversion or
ond inversion! Here, to illustrate, is a “chord figure” progression with its “chord symbols”:

1 i

T Iy = % po .
™ P 7V bk Vo 2. I R YR . & R § & ) L A9 S-SR, ST
GUeEsS L~ N4 ——1—7 Iy Y LA B IV 717

" SymBoLs" F c Dm7 C Q7 F C

Obviously, the SYMBOLS do mot indicate the true nature of the progression! In the hands of an inept
bass player, the symbols can lead to results which range from amusing to chaotic. Writers have
recognized the problems which can arise with 2 chords in the symbol system and have adopted symbols
such as “C bassy ang «pC Dassy oo With actual bass parts, the problem is probably best solved by
writing the desired notes rather than the symbols. In piano parts, lead sheets, etc., it is not
unreasonable to indicate the 2nd inversion with a use of the traditional figures, as: “Cg", “Gg",
etec. If the player doesn’t understand them, it’s about time he did!
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1. Soprano given.

Complete for four parts.

ASSIGNMENT 36 (The Appoggiatura §)

Use occasional “bass digression”.

[a] ¥ i ‘ I
e r— 2 i
p) % : o

2V ML, % ToV7 NE I/ 96 By
e e e T T
L4 v ¥ s &“yu "Vi — —

AmiIs v WD Gm BT IL VT, ‘B 87 14 V I

v we. I

2. Work out the following for four parts.

in the upper parts.

Occasionally use “bass digression’” and change of position

Give two examples for each.

N nl =1
VA 1/ ¥u il prs {a Iy
a 4 Jia ¢ 4 b ol P, S IS ey [ TV XY N . /1 7
e 34 7 15 Y * ﬂ“e_i_/_i# \JV',' =Y V avYw? 17
p 07 | Iv
2 weér [+ “Dma: Em:
3. Soprano given. Complete for four parts, notin of the Appoggiatura 2
®A L LN 1 1 . L v M N n ln |
' j:ﬁ—l_c— A =
1 DV U S P | ~
“jslb I Ib v 7 Ib v I i?I V" I ‘F Dr‘b ” Ir)
H / visallg e 17 HENH ] QS T T or
' ¢ RN ol i T g
48 Sample Solutions page 19 Ivi? V4.l
©ﬂ“ 1 l [ | @n l i 1 -
1 -~ V] . |~ Ja | ) 1 Val
| > |74 V) A NCY L4 (@] 2 | [ =4
[ 14\ 1A L4 &L
>~ (A 7 b ~ A ? ¢
G: I{‘. s\ 7 s IV, Is Vv I ph“ Y, L7 Vig 7 3y / Il\{q' / I.* v I or
i1? : L, T/
(unusuaL oPedinG o T§) ;\ Wil
4. Soprano and Bass given. Add the inner part a for Appoggiatura g’s
(See Sample Solutions page 197.)
l'gu " i t _dj J I/J J v — } ‘! — ‘J) =) ~A
(Ml ;'l C SUT, a i . ? o
=
4T # = —~ »
LA B D = o= 7 oL
L] Ld 1 1 1
: - =

5. Progression suggested.

a. No eighth notes
b. A few eighth notes

Work for four parts. Give two examples:

SLow
AL Ly
Ry t—r—] T N 17 .
[ZAVY Sl Ad rd 1‘* Y 2 Y L Vi 7 P oF ok Y L
Gm i WesIs
L4

6.

Examine sheet music, or whatever else is at hand, for uses of the Appoggiatura 2 particularly

for the Cadential 6 and the Ivg - I, and note the “melodic” situations in which they occur.
Become familiar with the sound and listen for it in recorded music.
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B. THE PEDAL 2

The Pedal 2, similar to the Appoggiatura 2, is used as an elaboration of a basic root position

chord. It derives its name from the “Pedal Note” character of the bass. The essence of the propo-
sition is:

.
Ane P )i
This: 7% o : ' This: [os—m———T=x PP - ya) é‘::ﬁ
~Y -g- .e- - .TEL/.E- DECOTTE y i 3-
© c fic ¢ c FE¥ C
L |
Pedal 2 Pedal g

Clearly, these are rhythmically different; the Appoggiatura 2 occurs at a “strong to weak’” rhythm,

but the Pedal 2 occurs at a weak position, between two str@nger beats.

By far the most common Pedal 2 occurs as an elaborati;§~¥ip oot position I into “I - Ivg - I" The
simple formula can, of course, be decorated with chafige

o#tion in the upper parts, octave leaps
in the bass, bass digressions, etc. To illust

¥
a) |
~ Far] e )
 — =~ &
r S !
A . 4~ = &
Y Ll L4 [ [ Al
—* Y —Y 7 r »,
T 1 IVE c 1 T 1 Vg 1

b Simple For

#*

N

X e = % J A =
S i T |17

% y— > bt ot

./" Jl__P v 7 (@]

] ]
c: I W I Ithg

Digression
More Elaborate Forms !

When the Pedal Ivg is used as an elaboration of the FINAL I CHORD, it is called a Plagal Extension.

Y. ’{ fod [ o)
—"4
; il 2 l{) s
Example: jﬁ r
- At —d -
-!I. 4‘:- L4 £d.
1 -+ - :ﬂ

Final Cadence
L—PLAGAL EXTENSION -
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While the Pedal 2 finds its chief use as an elaboration of I, the same formula can be applied to any
root position chord. To illustrate (simple essence used for example purposes):

* *
.} , . !
’\v = J : V] 4 zlf A
—% % g=—¢ =—=_% e
~— . i ae . \,r/ -
11 Becomes 11 w!f_/n in Becomes Wl vig ul
L ] L (|
# *
N | T L
L/ P od r.) [ ) -] [ Zd
y. [ L7l b T »~ (]
67, g t VEE G —5— I — e — —&
J : . -s ;
Y Becomes V ﬁ/ ) 1 Becomes Vi i vl
1 ] L ]

Clearly then, both the Appoggiatura and the Pedal 2 chords are used to elaborate basic root posi-

tion chords. They are used, in fact, to get two harmonies r the price of one. Here are some
illustrations of “development’ of a basic root positi ession through the application of

Appoggiatura and Pedal 2 chords: Q

This, for instance:

could become:
»

£ yl
LYW 7 e Ld
APP,

11
I

OR:
® ¥ ]
ﬂ'FT ﬂrbﬁ'—J 7 'rv‘F r T yJ 1'11"7 A o
A A Y YU 3 id o Vi 7 4 7 L VY 7 Y
APP. APP. APt APP,
Here is an example worked out in four QN Examples illustrating any device tend to overdo the
device. This is no exception! It I btful if any six bars in practice would use this many
Appoggiatura and Pedal 2 chords:
BASIC: .
I vi i Vv m,
* * » FE| I »
o i lk) T L T 1 ﬂ { Jlﬂl i— } 1 —
D | 1 | T L4 L ] P [ _—

—rro—

I
% *
]
_*
|
\
_.*
—0' 4
X [}

ole

n__.l&;_i;l J'_i_lLiAiJ o) :QGL

L4
crvdr WOl osd owoubviou VYo VYV oIev 1 Ive I
AP, APS. APP. APP, PeD. APP. PED.
L—— PLAGAL EXSENSION — ]
etc.etc,etc.
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ASSIGNMENT 37 (The Pedal §)

1. Work out one simple and one more elaborate version of:ﬂ T—/ L\}ﬁ 7 + in two or three major
T

and two or three minor keys. Examine the use of the Dorian Ivg in minor.

2. Soprano given. Complete for four parts.

N J- | | i i . .
| " Ld { 1 | 1
A BRIy _dAi P | —] s
114\X"4 - 1 Ll P | -
~5 % % 5 ' Py -
F: I+, IVy IVmé I. 13 V 7 v? Vgs 1 s
I vi?7u V! T Wiy
3. Bass given. Add the upper parts for two examples: a. No eighth notes
(See Sample Solutions page 197.) b. A\few eighth notes
i — S . Vs ] 1 -
1 Ll [4 ] bl W T ——" fav} [P 4
B . —
T : " Y R T 7
Eb: I Ive I vi g o ow 'y 'V OIsIVE, ]
e 3 or
IVT\'\.u C ! 6
IV& 7 Nmv L§3
4. Take a basic progression, such as any of the following, and work out few examples utilizing
developmental Pedal and Appoggiatur ds. Write some simple e and some more elabor-
ate, with eighth notes, change o 1t®on of upper parts, octave andy “digressions” in the
bass part. ¢
~ - - —
- hid L d bl : HM V4 n o Yi T 74 L¥) 1 of
thi ') ny h Sk FY = 174 P RN A A l; VAl
:SS» — —
e o T 1 =4 i 1 ¥ b d 1 ] [l
. Lk \'d N [« WY P ‘I Y y A N l‘ I .y 1[ l* }}
T | T Ot el W
K K Al e 1 T T = | D) A oF | 'Y AV o | ¥ Y 4 w7 [V 4
.y Yl PRy Y - }L o I A yi re i,l.\ VL3 A J r 4 % Py % LA FAC) r &)

5. Examine music, and listen for usesWf the Pedal 6, particularly the “Plagal Extension”.

C. THE PASSING §

The Appoggiatura and Pedal g’s provide harmonic elaboration over a more or less stationary bass.
However, the Passing g is essentially a bass movement. The Passing g chord is used to accommodate a
“passing tone” in the bass, usually a passing tone between the root and 3rd, or 3rd and root of the
basic chord. It most often occurs between I and 16 or between 16 and I. To illustrate:

BAsS: * L
Z———p——f—{wormen pp 2P hecmes— F—p—
C ;16 T ve Ie C: 16 T b vé 1
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In line with normal passing tone usage, the Passing

of a beat, but an “accented” Passing g is possible.

6

4 most often occurs at a weak beat or fraction

To illustrate:

. »* ¥ * » +*
30.%5:’ w_ S w S , W S w 8 S W S W
2 At p P o o - e rfreip sy FF
. I ' ¥ . 1~ +
C:y yere, 1 v¢ 16 I VE ¢ rveie O oye 1 v§ It
L USUAL ! L Jess Likely ——

The upper parts will follow a logical path.

Study the following examples,

with comments:

A‘n , ) . B. #* C. o - D. ¥ W
. e - : - =
J f}l r-T 3 ?_“_‘r*; F —& ?—«-r?_.,_r,,r_— =
—— J’ l 4 J e a -‘I- J + J 5
=z i _? ‘r\)? | T T P 1 i Q.. <
CirovEIe e vl I Ve 16 vE | T VeIl vE I
*"PoAc

A. Observe rising 7th on Vg; bass takes the resolN
5th when the bass moves up to the 3rd. PaRallel
use the passing tones provided by the Pa 2.

B. Here the bass moves from the 3gd @
Passing 2 provides the same pa n

C. Observe the rising 7th in a§

D. Observe root and

The Passing is used where a little movement or

de
smooth over a change from root position to 1st 1§ R
melody line may suggest its use. Here are s 108y situations on a basic “I” chord which could

be handled with a Passing ng

own to the root.

K

Note that the 3rd of I is moving up to the
10ths (3rds) result when t two parts concerned

The roo o the 3rd and the

x e in contrary motion,
the parallel 10ths when the changes position.

angiﬁg places in contrary

n, moving through the same passing

% of the basic chord is desirable, and to

(or vice versa) in the bass. Further, the

: ¥ * .
e == N A
&1 veie I°VSI IeVE I VeI1e 1 vere 1 vbre

While the use of Vg to join I to I6 (or vice versa) is the most common, the same formula can be

applied to other chords.

Examine this example:

fa J : ! § | ! )
R e =
S —F : 1
A 44 |4, | 4 44114 e
'l:% ; - l’zf 1 ‘}/f| 'f# 1’ f‘&(——_—_ [/}‘Hl :
cC: = !/’[* ’ R ¥* — ]
iowg b Vo \f" I Ive 1 1Iv vV oug ve I
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A Passing g is often convenient between two different chords, particularly when the bass is leaping
down a 3rd, as:

__Bass: . ¥
'Y 2y 3
.'ll [ %19 ——d | =4 a. E:[LIL {I I?.
z o—teame——P o ! : pecoime —t
C: vi : w0 Vi VIV ii c: ; FH
Y ' v .
(Ive?) I8 (e (vii®?) N ige)
(These are very similar in effect to the use of a Passing 7th in the bass.)

Example:

1 i | |
X o0 — o0
[ Vil 1

4 4 4 )

_-gL_
I 1
4 ——‘l‘f-
e
i

ctgf%f — ! . =
i Ne wiouy vV oI V¢ Qvig i I8 vV 1 IViI

Other “transitional’” uses for the Passing 6 m ent or suggest themselves.

D. THE AUXILIARY § A’\Q :Q ,
on.

Similar to the Passing 6, is essentially a bass situati e Auxiliary 2 accommodates an
“auxiliary note’” in e% a weak beat or fraction beat.
AuxiLintd AU Aux.
Example: » * *
C—— 1 4 )
! 1 } h — ‘F T i’
T Yl 1O
In practice, the Auxiliary g appea :E;%he least used of the 2 types. Its most frequent use is

as an elaboration of a root position into “I - Vg - I”, but it can be used as an elaboration of
any root position chord. (Or even, as the example illustrates, in the opposite direction, to elab-
orate a 1st inversion chord):

fa] | ' I N : i 4 | . |
I ] I I ; I ; T P
j L
- B
lP |r (&

Example: f

ol

_L_.‘. h_
_-i L
__+ h_ 1
| [N
0|

o L " ) —  ——
7 f ! ' i %’ - 1 1 f
C: I Vg I i 1i6 V'gl il ii s iig NV viio7 I
' : ;

Auxiliary g Chords
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ASSIGNMENT 38 (Passing & Auxiliary g’s)

1. Write sufficient examples of:

b 1 Y A in 1

] Z —{r—1 v X7 yi T B S A, oY S .
7 g ] v = o e . — —

L PASSING Vg CHORDS l L AUXILIARY Vg CHORD-—'l

2. Write some examples of Passing 2 chords used as development of chords other than I, as:

3. Write some examples of Passing g’s used betwdf

- ) Py e ") '.ﬁ N2 o3 & rd 3 T/ Tb yi
Ak 7 Vo W & ;Y Y 7 ]JL‘E. 7 > V7 P & ¥
t(and vice versa)—— L—(and vice verga L_(and vice versa) —l

ferent chords, as:

— ] — 1V T
Py [ SN Y ¥ 4 [ e ? Fd oy
1o
4. Add inner parts. (Note the § : ample Solutions page 197. \
G MP. 4 1
-ﬁ{l o, 1 e,
1 ~
1 -
Pl
[ Y] A
ju /¥
w N
Aminor: A I
I Vg
5. Soprano given. Add the supporting partsy
2l X !
T 2 n I 1 1 1
VWl .Y ] 1 [ I 7~ 1 { ; }
! > 6‘ » d 1 (] (&)
Fror oyerée I ? ? 77 Ier"eLaaaL extensiod”)

Bass given. Add the upper parts using a few, if any eighth notes.

- —o—p T -

= +Tn

|
Em: 1 V& I0 v I§ IVE ¥
[
1§ -V
Take one or more of the basic progressions from Exercise 4, Assignment 37, and work out some exam-

ples applying Passing and Auxiliary 4 chords in a “developmental’” sense, as well as Appoggiatura
and Pedal g’s.

Examine music and listen for uses of the Passing and Auxiliary 2 chords, particularly the Pass-
ing Vg.
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E. _THE IDIOMATIC VS

Proposition:

4

The V chord, and particularly "V7’, may be initially struck in 2 position, and resolved on to its
own root position, as:

1 } » ! * ¥
1 1 f — t 7 i
-I\ Tl (a5 ) L — G Ll £ ﬁl foud
S 5 T e = £ =
40 [ ] (@] [~aYY L Ld [« Y9 - y A Ll
'I‘. (®) ; TJ 'l~ ; J -lh ‘F F 7‘ } Ll
i F ] 7 7 f I P ¥ 1 ] i
—— L\\\E (I
: b : ;b .
¢l viv 1 I wiVviv 1 ¢ Ivoovev I
—_—
With this bass
v§ has the
sense of &3
Somet imes the Idiomatic Vg can be resolved on own 1st or 3rd inversions:
]
2
<3
n=a
[l o
-
i1 e ye  TIe
(Srdmv)
The striking of a chor®in 2 position with a subs solution to another position is generally
unsuccessful on any chord except V. Consequent ituation appears to be confined to Dominant,
and likely Dominant 7th chordq only. (Plus ry Dominants” - see “Tonicization’ Volume II.)

Hence the term Idlnmatlc V4

F. THE ARPEGGIATED 2 (derived fro he term “arpeggio”)

Proposition:

The 5th of the chord may be touched upbn in the course of an arpeggio or semi-arpeggio movement in
the bass, without necessarily producing the sound and feeling of a ; chord.

\_Ea*kb
L) 8)

Example:

ks

*Heard only as “bass melody”
and not as a “2 chord ”’.
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Whether or not an Arpeggiated 2 is effective and successful is a matter of stress and duration. It
is important that the 5th appearing in the bass in this manner be heard as “bass melody” and NOT as
a 2 chord. If the result IS heard as a 2 chord, it must either be treated as such, or eliminated.
The following examples should illustrate the problem. Those which are acceptable are situations in

which the 5th in the bass is heard melodically only!

i | i
Hy I Py £d 2
g g g g g % > =
4
£ 2 | e 2 |4 4 |2 | 4 4 2
0 29 l®] 4
| = L r 97 £l O Ll 1 c
1 | M 1 1 2
i ¥ T * ! * '
1 | I | — —
Seem OK DOUBTFUL NO!6 BETTER
(Rather too long) (Heard as 4 ¢hord) (Heard as “bass melody’)
]
Fa
—3 = = ]
14dv] L4 [ o) -3
" W
< -3 5
&3 B r
EE=E==m=sSemae s
¥ U
c: I b | 336 Vv ] ¥ I'
2 4
0 | !
—~ T ] t o 1
L\ 7} 23 ‘ (‘JI' a 5
R f? *‘;~ [«]
| | d d- d &
a1 Li= ro 4 L~
= — ] [ )
S AR AR e
c: r» Er -r. > T’ (" Th. * .r- » v ¥ I
I

Both of thes
the bass ar

The 5ths in

“bass melody” only.

{
- X 2y Z j_F-_
= oy - =

J 4 [ = - /r

T o IJ/—\ J )

- i 1 # ™) ' 3 Y ?_A'___
= === \1};% " A

' 6 ¢ I 1 I

I ifo M Vv #¢
L J

Common popular bass, employing the
Arpeggiated IS and the Idiomatic Vj.
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The preceding pages cover the sense, and the standard uses of the 2nd inversion. There is no doubt

that § chords can, and do appear in circumstances other than these, but only rarely and only when
some factor of larger design is involved.

Certainly, if only the standard uses of the g's are employed, no harm will come. Deviations from

these (and from all principles) is possible as musical judgment and musical awarenesSs grows.

Finally, it bears repeating that the 2nd inversion of Diminished and Augmented chords is the full
equivalent of the same chords in any other position. All that is necessary is the regular resolu-

tion of the Diminished or Augmented 5th in the bass: X ~ .
s L | =~ 2 0d Y] L
AV TN /) 1] | i 1K) Fr A e—>L)
| 2l P ! 1 =4 e W
e <
Cm: 1y C: V+
(Dim. 5th) (Aug 5th)

It is only the 2nd inversions of major and minor chords which require the considerations examined
in this chapter.

ASSIGNMENT 39 (Idiomatic eggiated 2)

@ the following patterns which make use of
(®)y ; (See Sample Solutions page 198.)

1. Work out in foug parts a couple of'examples
the Idiomatic V§: (@),

: ﬁ‘“ﬁ"_-*ﬁﬁﬁ T——r
1 v l N
)
! ] X  J
L'} e
1
inner parts. Note the use
g
r-| V]
w L4
Has th(')ef
- - a8’ =
i ——  — — o
1"/ AL 4 ! v 1 ] 1 |
[ ~
EV: N L Y vie 3 VeV I
* "
3. Bass given. Add the upper parts. e the use of Arpeggiated 2 chords, and the Idiomatic Vg.
@ Stawrd —
y <Y 4 o) 4 - o i 7Y
T ——+1——9# V>
& I Vv v T
@ MaeTiaL
| -~ S = S (&K y
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4. Take the following progression, or one like it, and work for four parts aiming to exploit Arpeg-
giated 2 chords resulting from “melodic” activity in the bass. Keep the upper parts fairly pas-
sive, letting the bass be the primary element of the passage. (Eighth notes are available, par-
ticularly in the bass!)
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5. Examine music, and listen for uses of the Idiomatic Vg and Arpeggiated 2 chords.

II.

THE THIRD INVERSION (All 7th Chords)

Figured bass:

The “figure’’ for the 3rd inversion is not, howe

“91 _ he

(So, for instance, cwyn

1st and 2nd inversions.

Preparatory Hint:
MAJOR Tth contrasted with the 3rd v

Note

fa]

~NO

6
ing an abbreviation of 4, as:

4

viation: “2”

3rd in Qhe dominant 7th chord.)

n as common use as are the figures for the
occasionally for convenience, b§t not consistently.

& hord containing a
R 4

This text will use i

the difference j ion between the 3rd invers

of a chord containing a M

Y

These]

The conclu

S5 >

Cmar7
(3rd inversj

sion is on

caution with respect to

A.

e hav@ore tension than these:

C7 or Cm7

(3rd inversion)

that 3rd inversions of cherd aining Major Tths need more care and

e style and level of te&@ context.

THE CONTRAPUNTAL 7TH IN THE BASS

Contrapuntal 7th in the bass,

The 3rd inversion is most easily an& used in the device of the Contrapuntal 7th.

The

either or or minor, will fall one step. To illustrate:

2

Ing

0O

T

d

kb

4

s,

o '{QK)__

—_—

w_. e Wl

5

P4 L 1 1 1

T

3 T

T T 1 1

C:

[SE—
Really a
“Passing” I

# ¥
I (1% vi (w2) IV (1

2!

Idiomatic V

6
4

r_—gs
V3 Ve V(V?) 16 I(I%vi
| I—

—ﬂ*::y——-——F—f——p:d:J;:f::?“F‘“‘;;_iL“4t:%;
i

(LI |
Arpeggiated

187

6
4

¥

(igwiV) & (59 V I8 V
||

Appoggiatura

6
4




B. THE HARMONIC 7TH IN THE BASS

A chord may be struck in 3rd inversion. The 7th in the bass may be:

; ] N1 { \
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Prepared: _d F- or Unprepared:
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The Harmonic 7th in the bass, either major or minor, will regularly fall one step; but an occasional
“pPgssive Resolution” of the MINOR 7th in the bass can be useful:
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Finally, a 3rd inversion may change to a r position of the same chgor his is generally more
successful when a Minor 7th is involy anging position from a 3 1 sion of a Major T7th
chord may be a little harsh. *
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1. Bass given. Add the upper parts, ing the use of the 3rd inversion.

@ No eighth notes

- f~) 1 C i o ]
Pt s p o
: e ' b e v: I¢
B 1 ) we V. Ie :g"\( I
* v
A few eighth notes o 2
o ! Py a
e e e T f—r
i p\t T 1 1 ‘l 1 T 1
R 0 A
vi? 9V
A



2. Soprano and bass given.

Add the inner parts. (See Sample Solutions page 198.)
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3. Progressions suggested.

(Basic chord figures given, only.) Work for four parts, aiming to make
some use of the 3rd inversion along with all other material available to this point.
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4. Soprano given. Complete for four parts. Make s{ueWyse of the 3rd inversion and watch for uses
g'ned in this

of the developmental 2 chords which have be chapter.
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(See Sample Solutions page 198.) or vi107

5. Examine music, and listen for uses of Harmonic and Contrapuntal 7ths in the bass.
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EPILOGUE

Any division of the study of harmony into ‘“Elementary”, “Intermediate”, or “Advanced” usually has
meaning only with reference to the text or teacher who so divides it. For the purposes of this
study, this volume completes the examination of basic tonal harmony. The first three chapters con-
tain introductory material, and chapters four through nine examine harmonic progression using the
chords in major and minor up to the level of the 7th, in all positions. Some “melodic?” activity
has been available with the use of “arpeggiation”, the contrapuntal 7ths (and the decorative resolu-
tions thereof) and the passing 6th on the Plagal formula.

The student who has, either by himself or with professional guidance, gained familiarity with the
materials of this volume should have:

1. An understanding of the principles of voice leading.

2. A familiarity with the sound and procedures of PriMgry and Secondary
progressions in major and minor.

3. A sensitivity to the melodic organization o t8§.
4. An understanding of voicing and verti tures.

The foundation provided by a knowledge of the gs is a pre-requisite for more advanced tech-
re advanced techniques are ext@nsions, modifications,

and elaborations of the basic material is volume. He will alsoi\ at the more advanced

2
1 examination of the three

Volume II follows directly and x y from here and contajf

main ‘“extended tonality” tech%z “Mixed Modes”, “Toniciza @ nd ‘“Chromatic Harmony’, along
with Modulation, Sequences, a 1 Harmony, Equal Division oWgLbhe” Octave, Opposed Scales, Organ
Point, and other harmoni cihiques. It also contains thorough survey of the melodic ‘‘non-
chordal’ notes. (E i tOlles, appoggiaturas, etc.)

The student who has ached this page of this vdum@likely serious about gaining the kind of
control of melodic and Narmonic materials which anga r and/or composer of today’s North American
music requires. He is earnestly advised to co%ﬁ eading, studying, listening, and to continue
developing tonal memory, tonal vision, an afility to write what he hears and hear what he
writes. Volume II is designed to help l&nue these things.
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SAMPLE SOLUTIONS TO THE ASSIGNMENT EXERCISES

The reader is advised that any given solution is not to be regarded as the only solution, nor is it
to be regarded as the “best’.

critical eye and ear on the:

In other words, examine each with an attempt to find the MUSICAL REASON behind the
details.

Grammatical Principles
Voice Leading
Chord Structure and Voicing
Rhythmic Balance
Consistency of Style

ASSIGNMENT 22

Rather, regard each as REPRESENTATIVE ONLY, and examine it with a

technical
1g
1 1 I

ﬁ L7
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or1.
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& ]
[& ] || 1 [ &) “
r 1] 1]

r motion not serious here.

fnger in similar motion is

@Pfted to the amount of energy
expended. For instance, 3 parts
leaping and one stepping in the
same direction is more serious
than 3 parts stepping and one

leaping, etc.
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ASSIGNMENT 24
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ASSIGNMENT 27
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*Doubled 3rd in the
IV chords justified
by voice leading.

*Doubled 3rd in the IV chords
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ASSIGNMENT 30
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Assignment 32 (cont’d)
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*Note relationship

v

(Note “imitative’’ relatjonships in above)
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ASSIGNMENT 34
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ASSIGNMENT 35
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Assignment 38 (cont’d)
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INDEX

ACOUSTICAL ROOT, 27

ADDED 6TH, 52

"ALTERED PLAGAL CADENCE", 88-89
ANACRUSIS, 130

ANTECEDENT, 76

ARPEGGIATION, 134

BLUES MELODIES, |3

BLUES SCALES, 13

CADENCES, 77, 78-10I

CESURA, 73

CHANGE OF POSITION, 134-i43

CHORDS
ii Chord, 49, 110-111, 157-160
iii Chord, 49, 122-125, 164-167

vi Chord, 49, 111, 161-164
vii Chord, 49, 143-150, |64y 1@7-170
7th Chords, 113-121
CLARITY, 35-37 A\
CLOSE VOICING, 39
1@
{7, 120-121, 133, 187

COMPOSITE MIiNOR, 50,

CONSEQUENT, 76
CONTRAPUNTAL 7T
COUNTERPOINT, 6
CROSSING PARTS, 69
CROSS RELATION, 70
CYCLE OF BTHS, 1, 2

DECEPTIVE CADENCE, 77, 89-10I
DEGREES, 3

DENSITY, 35-37

DIFFERENCE TONES, 27

DISSONANCE, 33

DOMINANT, 3, 6, 9

DOMINANT CHORD (V), 49, 107-108, I54
DOMINANT FUNCTION, 107-108

ECCLESIASTICAL MODES, 7
ENHARMONIC EQUIVALENTS, 5
ENHARMONIC INTERVALS, 23
EQUAL TEMPERAMENT, |
EXTENDED CHORDS, 55-57
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FIGURED BASS, 38-39

FINAL CADENCES, 78-84

FIRST INVERSION,

=

125-129
FLAT KEYS, 5

FOUR NOTE CHORDS, 52-55
FUSION, 33

HARMONIC PULSE, 74-77
HARMOYIC MAJOR, 19

16, 49, 151

C MINOR, 15,
HAQMONNR, OVERTONE SERIES, 25-27
@ 7TH, 114-116, 133, 188-190

ARMONIC STRENGTH, 27-32

ARMON [ CALLY DISSONANT INTERVALS, 58-60
HARMONIES, |

HIDDEN 5THS, 72-73

HIiDDEN OCTAVES,

HORIZONTAL CONSIK , 63-65

L

Jul

ny,
* @Major, 21
Melody, 21
\ Perfect, 2l
Simple, 21
INVERSION, 23-24
|RREGULAR RESOLUTIONS,

131
LEADING TONE, 3, 6, I5

MAJOR KEYS, 5

MAJOR MODES, 8

MAJOR SCALE, 3

MEDIANT, 3, 6, 17

MELODIC MINOR, 15, 49, 151 -
MELODIC VARIATION, 10
MELODIES, |

MINOR MODES, 8

MINOR 7TH, 131-134

MiNOR SUBMEDIANT, 152



MINOR TONALITY, I4, 16
MIXED MODE SCALE, 11
MIXED MODE TECHNIQUE, 11-i2
MODAL CADENCE, 81, 82
MODAL NOTES, 9, Il
MODAL SCALES, 2
Aeolian, 2, 7, 8, 9, l0, I4, 15, 17,
18, 20, 49, 15l
Dorian, 2, 7, 8, 9, 10, 18, I55
lonian, 2, 6, 7, 8, 9, I4, 2], 48-49,
107-150
Locrian, 2, 7, 8
Lydian, 2, 7, 8
Mixo-Lydian, 2, 7, 8, 9, 10
Phrygian, 2, 3, 4, 7, 8, 9, 10, 18
MODAL-TONAL CADENCE, 81, 82-83
MODAL VARIANTS, 11, 12
MODES, 2, 3
MOTIFS, 76
MUSICA FICTA, 15, 16, I5I

4

NATURAL MINOR SCALE, |5, 49

0
OPEN VOICING, 39 .
OVERLAPPING PARTS, 69 \

P
PARALLEL D ISSONANCES, 7@
PARALLEL 5THS, 72
PARALLEL MAJOR
PARALLEL MINOR,

PARALLEL. OCTAVES, Q-7
PARALLEL PERFECT 4THS, 73
PARALLEL UNISONS, 70-71
PART WRITING, 62
PARTIALS, 25-27

PHRASES, 76

PLAGAL CADENCE, 84-87, 108-109
PLAGAL EXTENSION, 178

PLAGAL FORMULA, 108-109

PREPARED 7TH, |14

PRIMARY CHORDS, 49, 107-110, 152-156

|E==]

RELATED MAJOR, 14

RELATED MINOR, 14, 20, III

RHYTHMIC DIVISION, 76

ROOT MOVEMENTS, 102-106
Primary, 102-106
Secondary, 102-106

PASSING 7TH, 117-119 K
PENTATONIC SCALE, 19-20

]

SAFE LOW LIMITS, 30-32
SECOND INVERSION (S), 171-187
SECTIONAL WRITING, 6l
SEVEN NOTE CHORDS, 57
SHARP KEYS, 5
STANDARD § USAGES, 172-187
Appoggiatura, 172-177
Arpeggiated, 184-186
Auxiliary, 182-183
Idiomatic, |84
Passing, 180-182
Pedal, 178-180
SUBDOMINANT, 3, 6, 9
SUBDOMINANT CHORD (1V), 49, 108, 155
SUBDOWINANT FUNCTION, 108
NT, 3, 6

UBME
T 9
“::g; TOMIC, 3, 6

TENSION, 33-35
TETRACHORDS, 3-4, 7
THIRD INVERSION,
"T{ERCE DE PICAR \BI
TONAL, 2
TONAL CAD
TONAL MOD
TONAL NOT
TON ITONE, 4
TQI 6, 9, 2I
HORD, 4, 111, 125, I52-|54
¢ TRIAD, 107

‘N\; ADS
Augmented, 38, 43-l4

Diminished, 38, 43, Wi4-47
Major, 38, 4I-U42
Minor, 38, 41-42

TRITONE, 4

TWELVE TONE SCALE, [-2

v

VERTICAL CONSIDERATIONS, 63-65
VOICE LEADING, 63-74
VOICES, 63

w

WHOLE TONE CHORD, 43
WHOLE TONE SCALE, 43
WRITING TECHNIQUES, 61-62
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