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FOREWORD

This book is designed to follow Volume I (Modern Harmonic Technique) and is a direct extension of
it. It assumes that the reader has a knowledge of:

Scales (Modes)

Intervals (and their qualities with respect to the harmonic
overtone series)

Chords (in major and minor keys)

The nature of dissonance and resolution
The nature of harmonic rhythm

Cadences

Chord progression (Primary and Secondary root movements) in
major and minor with the use of root positions, 1st,
2nd, and 3rd inversions

All of the basic principles of voice leading and part writing
grammar.

Further, this book assumes that the reader’s ear is familiar with the chords and chord movements in
major and minor, and that he has the ability to construct horizontal lines which are sensitive to
scale tendencies, action and reaction, and the avoidance of monotony.

These are large assumptions, and point up the fact that thT e is not intended to be self-
sufficient. Unless the reader has gained, in some way, th edfe which is herein assumed, he
is advised to refer to Volume I. This series include e oks: “Modern Harmonic Technique”,
Volumes I and II, and “Modern Arranging Technique’. bo®ks are interdependent, but have been
published separately to minimize the unit purchase and because a text. as comprehensive as

this would be uncomfortably bulky in one volume.

Even for the reader who is familiar with Volu familiar with the materL\ vers, certain

bulary which is applied to a and composition

They deal only with the harmonic ) i e .
The terminology used in th @s is fairly standard and tr®ditional, but inconsisten-

cies in musical nomeng &o exist from text totext a teacher to teacher. Ef-
to

fort has been made efine those terms whic t self-explanatory, but a
R valuable accessory for any

dictionary of terms is
The development of the ear must be stressed at eyer p of the way. Every note, every
chord, and every chord movement must be comp@ aurally. Unless this is done, the

points which are made in it bear repeating, Q
The volumes dealing with “Harmonicsxnlque” are not books on 3 g r composition.

study of harmony is meaningless.

The attitudes taken in this text are J s istic”, inthe sense that the text does not
attempt to present or duplicate the of any specific arranger or composer. It at-
tempts, rather, to present the principleMywhich underlie present day uses of tonal harmony
and melody. The only “style” which must be considered is the style which the student
himself establishes in the first few bars, or sometimes the first few notes, of each
exercise. He should then concern himself with retaining that style.

The devices of syncopation and the “rhythmic anticipation’,i.e.:

| { N}
Y i)
this: £ 2 Y instead of:
+—y— ¥ ] —F 74 : -

are not generally used in the first two volumes. This type of rhythm is characteristic
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of jazz and jazz oriented music, and is fully examined in “Modern Arranging Technique”,
but it is usually inappropriate to the “part writing’” idiom which is employed in the
study of harmony. The syncopated rhythms do not, in any case, significantly affect the
basic principles of chord movement and melody.

‘Rests’”, which are common and often necessary inpractical writing are not liberally used
herein, mainly because students tend to use them to get out of difficulties or to avoid
grammatical errors. In the later, more advanced exercises, a judicious use of them could
be acceptable.

The student who is prepared for the examination of the materials in this volume, will find that many
of the sounds which result from the more advanced harmonic techniques and devices, and particularly
with the use of the non-chordal notes (“Melodic Inharmonics’’), may be more familiar to him than the
sounds available with only basic diatonic harmony. He will also find that some of the procedures
contained in later parts of the text (e.g., “opposed scales’’, “equal division of the octave') can
be carried further than the examples in the text indicate. Experimentation, an open mind, skepti-
cism, and - above all - continued ear training and listening are encouraged. It is well to remember
that technical books deal with what has been done and not necessarily with what can or will be done.

Examination of modulation has been left until the final chaptegr, not because it presents some dif-
ferent or difficult theories of harmony, but because mgdulatNon can employ any of the harmonic
procedures which are part of tonal harmony. Consequent ends to act as a review of these
procedures. (\

The reader who is ready to embark into this book R 3, come a good distance. The perseverance
required to get this far deserves congratulation, . student can be assured that the road which
remains, while not necessarily easier to trawgerse, '1s more scenic and becomeg increasingly more
rewarding.

Gordon De lamont
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»_Chapter 1 | , | -
EXTENDED TONALITY

Part 1

The term “Extended Tonality” refers to any process whereby the normal boundaries of

a key are “extended” to allow the inclusion of harmonic and melodic material which
ts not diatonically a part of the key.

THE “MIXED MODE” TECHNIQUE

-I. INTRODUCTORY

Proposition: The boundaries of diatonic tonality may be “ext

include harmonic and melodic
material from other modes with the same tonic (

Parallel modes).

AN

The modes involved in this procedure will be the five

ode 1

e 2
The TONAL MODES —— ode 3

* Mode 5

\ Mode 6
The LYDIAN and the LOCRI

The five TONAL Modes each contai

The Tonal Modes differ only g i

e odal notes;

The proposition can be pres

C MAJOR

“The key of “C” = an
C MINOR

information here with a review of the Moda

The first requisite is a knowledge of the Modal ﬁ
nique”.

Using the key of C for example purposes,

are eliminated for the purp
sential Tonal notes:

the tdic,
the 2nd, 3rd, and T7th degrees.

ed more directly as, for igst

IONIAN
DORIAN
PHRYGIAN \
MIXO-LYDIAN
AEOLIAN

this technique.
dominant, and subdominant.

The student is requested to supplement the
in Chapter I, Volume I,

‘“Modern Harmonic Tech-

here are the five Tonal Modes with the chords therein

contained:
Y- () 77—\
C IONIAN (Mode 1): (=X — g 37 % [~ % o)
%_g 2] S 5 =
=] =~ : —
I W w ™ T o i
0 b < ., < K O PR
C DORIAN (Mode 2): HiwP g l(lﬂ c?; I‘E:)g \hl-ﬂ——(-ﬂS—]—u—\-a t £ )
I \w Y ™ T vl vl



C PHRYGIAN (Mode 3):

~) i ST PR 7TV A o] — 7 AY
C MIXO-LYDIAN (Mode 5): RimP—r —thra e L e B e
3 o o - - i
I W W p A ool
.) I‘_L - ¢ "
C AEOLIAN (Mode 6): s B 2
3 O 9O - s -
T W w '!!l' I ve v

When all of the triads from these five Tonal

Modes are thrown, as it were, into one container, the
following composite result emerges:

From: 1 i) 1 A P 1 )] 1 P
M P D 4 M A
\ A M A D

3]
1o z Vil ~
- — — i ; i —
L THE 19 TRIADS OF THE ] -
L
(In a sense, every one of these choﬂ ratonic in the key of C.)
The use of a Mixed Mode technique is nmiQ:%:ew in this study. “IVmi” and “yii®”» have been
ro

used in major; both of which are actual d” from minor. These have been used primarily for
voice leading reasons.

In point of fact, the Mixed Mode technique most often does concern the introduction of MINOR mater-
ial into MAJOR; but its purpose is very often for “expression” rather than for “function”. Material
from the other Modes introduced into Major brings in flatted notes (and chords containing these

flatted notes) and the result is a “softening” of the harder outlines of Major, with increased

“warmth” and a more “Romantic’’ quality. Therefore, it can be fairly stated that the Mixed Mode

technique applied to Major is more consistent with the quality of “popular’ music, jazz, Latin

music, or other “Romantic’” styles thanm it is with, for instance, religious music.



The use of the Mixed Mode technique applied to Minor has also been encountered, in the use of:

1. “Musica Ficta’” - which is actually Major material introduced into Minor. But Musica Ficta
is primarily a functional process, concerned with voice leading rather than expressiveness.

2. The “Tierce de Picardie” - which, it can be argued, IS an expressive or emotional use of
Major material in Minor.

Generally, however, the Mixed Mode technique concerns the use of Minor resources in Major. (And,
because the ear is more likely to accept the stability of Major rather than the instability of Minor,
the use of “major” material in Minor will probably sound like MAJOR with added minor material anyway!)

Before engaging in a detailed examination of the individual chords of the Mixed Mode technique, it

is well to note the terminology applied to the chords, and to note the general hazards which will
be encountered in this area.

Terminology for the Mixed Mode chords in MAJOR:

n [——-———F T - 1 Y

‘-

=
X

=: a0 | b
g

<1

OOk | e

oD

-
-
=5
-
-
-
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~—5 -]
Y PHR.E
oR

ofR * - od
¥h3 ¥° \@ wos

The General Hazards: (Being a @rning against the three points w most

frequa‘ se trouble in Mixed Mode wriNing.)
1. AWKWARD VOICE LEAD

The hazard of awkward aps is greatly increased W introduction of the modal variants.
For instance, inamove from “I” to “bhii” the only %o rtable destination for the 3rd of I is
the 3rd of bii - to any other note of bii wou n awkward leap! Therefore, very often a
note which is normally “free” will be limit its movement by the notes of the next chord,
and the obligation toretain smooth voice a ? As always, it is the Augmented leaps which
are most dangerous. Avoid them unl e re serving a clear ‘“‘melodic” purpose, and then
make sure they receive proper resol

2. CHROMATICISM

“Chromatic’ use of the Modal variants should be kept at a minimum. Chromaticism occurs when
a note is immediately followed by a half tone alteration of the same note, as:

This is “chromatic’: o b This isn’t: —g—bo—

¢: 6 Yo 5 bée

This is “chromatic”: =——bo—fror This isn't: pog—o—
C: beo 6 bo b1




Certain formulas of a ‘‘chromatic” nature have become part of the general use of modal chords

(e.g: “ii - bii - I, #“ii - ii 5. V”’, etc.) and these will be noted. But, while there is
nothing wrong about chromatic movements, chromaticism is adifferent technique and its quality
is not consistent with the Modal Scales.

Certainly the Modal alterations, if used modally (i.e., in a manner consistent with the dia-
tonic mode from which they are derived) are under no obligation to “resolve’, unless they are
harmonically dissonant, as:

e —
| A )
L) g 8 ‘K
C: VVI ﬂMI b i
W S— These are NOT free, and are
BUT: obligated to “resolve”, NOT
because they are Modal var-
- bs b iants but hecause they are

buii? harmonically dissonant!

However, if aModal variant is used in a “chromatic” manne it will take on a chromatic tend-
ency, as:

N
The ‘“chromatic’ use leads
to a linear motivation in
the Ab! (and it requires
resolution). The harmony

C: T has become ‘‘chromatic”
ratheg than “modal’.

Undoubtedly, the Modal variants in exhibit a downward tende xu they are “flat-

ted” notes. But they are undern ion to resolve downwar S ey are “harmonically”

dissonant, or unless they are G&c romatically.
D) 1 N
W
COMPARE: Lt = e
C: h

|
i []
[ ]
o objection! : ic use.
* effective, Less Modal,
:\ logical.
CROSS RELATION @

“Cross relation’” is the use of a note immediately preceding or immediately following
the unaltered form of the SAME N a DIFFERENT PART, as:

0

D 1 d |

7

(Cross relation)

[AY

Bt

-9

Hard and fast rules governing cross relation are impossible to formulate. But its danger lies
in its “emphasis’, which can work against the best interests of smoothness and logical flow.
(Although there are times when such emphasis can be attractive!)



In any case, cross relation resulting from the appearance of the modally altered note AFTER
the diatonic version in another part isusually inoffensive. If the Modal variant is followed

by the original diatonic note in a different part, however, the result may be uncomfortable.
To illustrate:

A \
AL 1) i —_—
AV4 £ A 1 1
H—- J;E 3
J PPN P
\ Even this could turn
out all right if the
| ..é it A subsequent voice
nN— %eadin% carjlc‘i%d at
—- AN ogical justification
| — ¢ - ! b for it, as:
¢: I -bdvi- i A ‘
Cross Relation {—¢— 'vl' — n ¥ S E——
K L3 | FA'AY 17 C3
[ ] q; | v J o |; = I
v \F J T T d\"
J -ér Wd ™~ | } -é- i 2é
f.\': [ ) \V!IF [w ) (\': T3 1‘9” r
ol [ o] ! c " (@4 2 ! 1]
1 ; [ —
¢: T - bui- e I" 1) ¢: T - bu- ib. L7
| I — | L —

Awkward, ALL RIGHT!*
illogical! 9, .
(Bettergms ~-Wi”°") '

*The natural “A” which is causing the lation is also serving a subsequently
logical voice leading purpose (in the of the Dorian 6th in Minor).

ASSIGNMENT 41 (Preparato rcises to “Mixed Mode\

‘
. Write the five “Tonal Modes’”, with @Zey signatures, in a few
. Using the Ionian signature, writ five Tonal Modes in a few keys, floying “accidentals” as
necessary. &

—
Example: (D Phrygian wi onian signature)g

7

. Write the triads on each degree of the scales in@gs 1 and 2.
v

. Using the Ionian signature, write the 19 4 &a able through the Mixed Mode system in a num-
ber of keys. Indicate the Mode or Mo om ¥hich each triad is derived, and “figure” each
chord (i.e: “iiP%7,  “bii”, etc).

l

. With the “Mixed Mode technique’”, what are the available:

ii chords in G?
iii chords in Ap?
IV chords in D?

V chords in E?
vi chords in Bb?
vii chords in A?

I chords in F?

(Create more of these as necessary)
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6. Examine as much music as possible with the aim of locating Mixed Mode chords in Major. The songs
of Cole Porter and lead sheets of jazz “heads” should be particularly rewarding.

7. The ear: Become familiar with the Modal Variants. At the piano, play a “I” chord (major) and
follow it with each of the Mixed Mode chords. Example:

I-bii (C: € - Dp)

I-pvi (C: C - Ap)

T -pviil? (C: C - Bbmi)

I -biii (C: C - Ep) etc., ete.

The most frequently used Mixed Mode chords in major are those which contain the Minor Submediant - a
note which, as has been observed earlier, seems to hold a fascination for composers in many idioms.

These chords are: — b Y
r\ .Il . M ll7 [ - 2 -9;
| 1 [« 7.4 J A W W 23
27 = L B 1 ¥ L0 ~
g = 5
C: " bs bu T bt | Vil O-L

and the following text will begin with a comprehensive e\ on of these chords.

II. THE MODAL ii CHORDS OQ

A. “iibs',: O 7N
'J [+

C. i’

Quality: Diminished, dissonant, ron@nt \
Doubled note: 3rd preferable, root N e. Never Double Dimin@
A“Ml

Available 7th: Minor 7th, creati Thsm chord (4"7).

Preferred position: 1stgi & (tonal note in the bass), the 2nd inversion (Dim. 5th in the
rewine. The root position is e but is sometimes less satisfac-
t . *

to “V” or to “Ig - V”. The movement of V in major operates with exactly the same

Function: Mainly “subdomihant’’, that is, the same%% s the unaltered ii chord. It moves well
.. N
considerations as “ii - V" inminor. T the text dealing with this movement in Chap-
ter VIII, Volume I.

Further, iil’5 moves well to ith the quality of an ‘“altered Plagal cadence”. It can be
used in a fully cadential mann®gand also receives use as an elaboration of the tonic chord,
as: [I - iibs -] |}. Care must be taken to resolve the chord without grammatical errors;
both chords cannot be in root position. To illustrate:
)
i V4 [ — H
4 } it _hD c A=) O :F
) u Also:
b
LN 0 £ | A4 [ = )
el 1] LB, D [ A A_d £2 h=d
y A A4 [ &) J} | b A~
LA 1 Y. | | e o | I, e~ e = —55E -
NG N A G T 23 2
NO! ACCEPTABLE ACCEPTABLE ACCEPTABLE*

*Here the result is almost identical to “IVmi - I”.

6



Also, particularly in “popular” harmony, it can receive a “chromatic’ use, between the
the diatonic ii and V, or between the diatonic ii and I, as:

N

H (3] 3 1 —1 T ! +—V L
———$8 R —. p— ) e Q
, ) L a [»] [») 14
s 2 = iir)’ 4; 2 f? -
"'.- c “3 " )

¢ i s Al 1o bs® 7o e §bsd t  de.
— 1}

Chromatic
“Cross Relation”
is logical here

Finally, ii?° will move well to biii, in the sense of “vii of piii”, or to anywhere else
consistent with logical voice leading and resolution.

Addendum: A “passing 7th” on I, between the tonic and the MINOR SUBMEDIANT, will be a “MINOR 7TH",

to avoid awkward voice leading. This Minor 7th on I is the “MIXO-LYDIAN 7TH”.
To illustrate: Aua.2

\ -
Vi 1 11

11
| T |
¥ id

[

5
C: T CORRECT!

ASSIGNMENT 42

(DRILL)

1. Work out the following short patterns for fo , within the present limit for a frag-
ment of music, rather than just a sugges oI’ chords. Choice of inver urs, except
where otherwise indicated.

= ! = 3 :
£ 11 1 ¥
-1 1 1 "b; b
G: I -i"X D: w T

; P2

_ N A TR

] 1 1] VAER ']

i ] 1
A il N
o 1]
- . . )
Bb 1—||b§- I“IS_I L A 1 - wi - 1\5-%”— h
[ ©oR
NOT ROOT - TeT
@ POSITION OF BOTH! &
1L
4 L} |
7oA. i - ubs - T
(Chromatic) (Regard as final cadence)
2. Soprano and bass are given. Add the inner parts.
D), T — ‘l | | 1 T :
o — g
{ ©
o~ o o *
F A - t i . o) e .
L Y [ WYY 1 ‘ { ] =
7



3. Sopranc is given. Complete for four parts, noting the use of “iib 5n,

@
;i—‘b—c——}—ib'}"’—‘lHJi__;"L" =i

- 77 - | f——
4 8 1 | il ] —'—dﬁ_‘ ,‘l s H
g v - —Hi
G: o= i T - i ;:_bs?l"#- A I
x i iibs?
4. Bass is given. Add the upper parts, using a few eighth notes.
. b
o Lo | E——— i — N — = +
r’ 1 lr’ : ! 1 )] r__4 1l L, r 1 P-
J . b b . !
¢: T 762 kg I¢ Y st T - 1
X? by
h'b;b I+ -I
B. “bii" (called the “Neapolitan Chord” ): N b . <

. [~
C minoa. Db W

cho h contain the flatted
()

*

Derivation: The PHRYGIAN MODE ONLY @ is true of all Modal
upertonic.)

Doubled note: Any - but the 3 1 note) is the preferred d

Available 7th: MAJOR Tth.

Quality: Consonant b & A strong suggestion of th 2l hrygian character.

One particular form of bWk enjoyed wide use in Class I@Romantic harmony: the “Neapolitan 6th”
(abbreviated “N® ”y. This is the pii chord in 1st in &n:

AN N
A ) A
1T 7O
np ya)
g . ¥ o)
C “Cmi /\/6

“nb» g usually used in the Subdominant ction, proceeding to V or to Ig - V. The movement of N6

to V is often characterized by the unusual interval “leap” of a Diminished 3rd, from

the flat super-
tonic down to the leading tone:

— **_)
7 ‘h:l t O I}J hc“ Gl D i'g) -
>y %f S s
— t 1.7 ) I
Ly hd
C:. Nb ¥ Examples: (N® - v7) . _ '\l °
- = - bd b z
AT S I 7w ! o rAW = fos )
i I3 s T L ) 174 I =2 r
» : T g W— s s F
c. Ne IT7  emi. Nb 7 (& N® Y7

*Note Diminished 3rd leap “covered” with passing Tth.



In the preceding examples the 5th of V is omitted, thus avoiding the cross relation between the flat
supertonic in N6 and the normal supertonic in V.

However,
relation, apparently not being disturbed by it:

writers have used this particular cross

{ (‘ TR | (} 1Y \ t 1
e et 1 | 6 . i —
T ”\? '\j.ub ara ? Here is an example of N° proceeding to '\jl r
v U F f Ig - V. No cross relation will occur, o *L J
w4 \ A | and the diminished 3rd leap is no longer = -_— = @tg.
o T - 3? HN—— present: By —p -
lvj 3 | i:’ 1 Q vl ! 11
_—2 1 _tly
c. Nt T2 ocooNe ol

o
z
=
H
f_ﬂ‘
K

Furthermore, since N6 is a consonant chord it may move to any other destination consistent with
logical voice leading. For instance, it can move to I or to IG, with a Plagal feeling:

1 N f
Y T b8 ——t
or——fprr— a9
Rl -?r o ! i
(AT béj(jl & '.l ’JB ‘é
7 (=) 7 bﬂb i
c. N* T Cme 0

The bii chord may be used in root position; in which

Hisn’t “N6", of course, but simply the
Neapolitan chord. From root position it may move (jin tI®

Subdominant Function) to V, as:

l/,/"

<5
T

T
.

i

bi T* !\ j
isfactory resolution of the A

1§: a Dominant Function feelj e “bii - I” movement may be

inherent in this movement ylistic” parallel 5ths (i.e.,
the progression). They m®y @d, but are best confined to the

ted 4th)

used cadentially. The para® bth
consistent with the “style’
two bottom parts ONLY:

1c” Parallel 5ths

C or Cris bii

Further, the MAJOR 7TH of bll may resolve pass ely, in a “pii - I" progression, provided it stands
above the root. We have encountered this “pas®ive’ resolution of a Major T7th in the “yi? - yv
movement in Minor. This one is allowable for the same reason: The ROOT can be heard as

and regarded
as, Dissonant; the Major Tth as Consonant. To illustrate:

Y Stable Tonic: or, :

of course: ‘{'DISSONANT
CONSONANT! L
n }
Unstable “flatted” —» P © DISSONANT! PE< consonaNT
Supertonic: c. bi? L c. bil ~



The Major Tth will likely occur in the soprano, in a formula the essence of which is:

) . r .

lso: - N
A
7 i o~ %‘n oo
c. bil T L bi1 T c: bi? T W' I

But other disposition of the parts is available, provided the Major 7th stands above the root:

N
i =) t
[ =] Dg o a—— - 05
‘ - = | - t
‘\l\ 'e- % vC -
[+n ] [RAC] [e] [l Cd
—© o) b o——r bS8t
¢. bi? I byl I b7

The b ii chord may itself be preceded by ii, by iibs, or DNV
formulas earlier referred to, and brings into play cel e
warrants examination:

0

This is one of the “chromatic”
nts which are new to this text, and

N \
i N
[»] [ [} { [or] . (o]
[»] 0 F-Y (o] )
- A A"
> A PLA S (o] LY 3 fo) L\ 1 [@]
| 0 2~ L Y | aW-Y ~ 1=
v ™~ Y M V L2 VA
bl | 1 1 1 b
J ¥ v
.

c. Wl b7 I A\ ibs7 pil I & W57yl T

In the above, note: 1. “St 10" chromatic parallel 5ths: L
Tenor only) O—V—0

2.
( ' D o
( noobi I
0@
9. Y«Chromatic” resolution of x interval: ]
*)
1 F-a»f

3. “Chromatic” re i(@Diminished 5th interval: -
o 7 1 =

N2

J t f’~g>bf>
These chromatic resolutions are acceptable since they do not involve an ACTUAL CHANGE of scale
degree; the scale degree just CHANGES FORM!

The type of progression represented by these examples of «bii - I’ and “ii - bii - I” are,
alert listener will have noted, rather “sectional” in sound.
part writing and are more idiomatic to sectional contexts t

as the
They lack the strength and balance of
han they are to part writing.

The text to this point has discussed the movement of bii to V or to I.
Consonant Chord and, in theory at least, may move anywhere.
will be limited by the necessity for resolution.

However, bii is a Major
When the Tth is used, its destinations

10



ASSIGNMENT 43 (bii)

1. (orill) write: IN® - v -l and IN® - I8V in a few major and minor keys.

2. Soprano is given. Complete for four parts using only the presently available resources, taking
note of the use of “N&:

® l/Passing “Mixo-Lydian Tth”
) 1
Foeox
:
D\
Ll
fn—G——C€
J
gt I

Q.

@ (See Aéample Solutions page 293.) )

‘n'_ "
J . ‘ b ?
G“. I - w - NG? I* . . .

fi’bf? !\

) = { ; . . \
A Y Vi 2 1 1 1 1L
LA U ~ANE ) i = “h ’\\ l
FFT. - I4 D —— i i
Dem T Wt QY T (208 or N T
I Trnil - 4 Chords) 0\

3. Work the following for four parts, perhaps using ighth notes.

vd i’iD -~
1155 7 \d
5 I
6 _ b,
S Cemis I - i - N %R B T T
1o X
-'W‘L >¥
(AN _,ﬂ -’l
e
A. I TLI NEILY I I
4. (Drill) Work out the cadential formula: lii - bii - | I I varying it with:
liibs -pii - |1 ] and lii - iiP% -piil 1 | in a few major keys. Use root

positions and use the T7th on the ii, iibs, and pii chords - likely in the soprano. This is a
formula and does not allow much deviation from standard voicing.



5. Soprano is given. Complete for four parts:

(See Sample Scolutions page 293.)

. in WY { | .
=5 = ' :
e: bi %E’.-Y I - Db T w77 I

6. Progression suggested. Work out for four parts. Stay within the present limits, but endeavor
to exploit ALL of the present resources.

TWO EXAMPLES: a. No eighth notes
b. Some eighth notes

D
| 9D) 1
nl LY |
‘I\Vﬂu =
b. N = 7 - T - ui - T - T - I - ? -
EP " ‘ . o
I%Y

Lt
oot —t=]
-

I - - T - w - v - i

R R
%bs e
ok oR
b i

I1I. THE MODAL IV CHORDS

Doubled Notes

Structure:gi

/

Derivation: Aeolian andWPhrygian modes
This chord has been introduced earlier, and t &very little more to say about it. It occurs

frequently in the “Altered Plagal Cadence” of course, can perform its Subdominant Func-
tion, leading to V, Ig -V, or vii. or 7th is used, it is subject to those principles
governing the resolution of Minor 7t

) ,(Pna-7!
B. Also: A~ %

C: Wi

This chord is generally attributed to the ‘“Harmonic Major’” scale and was mentioned in Chapter I,
Volume I under “Scales Concluded”. It is a structure which is not uncommon in “popular” harmony,
and the Major T7Tth is usually in the melody. (Many of the popular songs that begin with the
“IV - IVmi - I” formula use the major 7th melodically on the IVmi chord.)

12



S

(=l

C. Also:

LYY

40.'

mi7

This is the IV7 chord from the Dorian mode (two flats in the key of C).
subject only to the proper resolution of the Minor Tth.

sion employ this chord, where it resolves back to “I”.
Minor 7th (Eb) as an Augmented 6th (D¥).

It is entirely available,
(Bars five and six of the “Blues” progres-

This is a matter of re-interpreting the
The Augmented 6th chords are examined in the next chapter)

IV. THE “pvi” CHORD

Any (Major Tth!)
0 1
L 1 Lo&
=
Structure:
. bu * 7
C: bu Preferred bvi

Derivation: Aeolian and Phrygian modes.

Quality: A “richness’” that belies its major construction.

and expressiveness of a “I” chord in Ab and a “bvg
sents a more drastic change from the major

minor submediant, the minor mediant, which
keys.

Functions: Pretty much the same as vi in min$:
1. To precede ii. In this case it is 1 t “iibs" or “pii” will be

i \at sfactory than
the diatonic, unaltered, ii chor®. iatonic 1ii chord will pro e ross relation be-
e NaWays, of course, such

difference between the sound
C major!) This chord repre-
because it contains, along with the
hief difference between major and minor

tween the minor submediant in pviten major submediant of ij
cross relation could be justifi ith the subsequent voice lea§

- r) ] [} 1 "
T ‘ b =
¢ r Would b 1 ‘

ou 4P € as: oR:
4 ¥ 4 4 4 °®pd
SE = : f f ? fi___
C. 'z b it It 7 +bsb NG
Cross Relation emphatic K
and questionable here!
 — r———
O B
v T r /
4 L:é‘ =2
e
G T b we Y7

Cross Relation justified here.
The major submediant is subse-
quently used in the manner of
the “Dorian 6th”.

I3



Care should be taken with the bass in a “bvi - ii” (or iibs) movement.

Root position of both '
chords will produce awkwardness, as:

IS Auc 4+
h~ | A ha £
.\ 7y 11 P N4 =Y 1 ) 0 Y Iy Vi 1
~ 7 1 Y L 0 1l 1 ¥ 1 Fa 1 A E1) 1 T
DASS s bes T H———— T—t—r— —
N .. | o . - 1 s N ..b 6 . -2
C. bve i bvi N bn 16 wa\ i by il bui i 5,+ bi i
L————— AWKWARD ! L BETTER 1

bvi" will proceed well, by Primary progression, to the Subdominant harmony. The “TVmi” will
likely be preferable, since the straight IV chord will produce the “minor submediant - major
submediant” cross relation discussed in point 1.

“bvi’” can proceed directly, in the Subdominant Function, to V or to Ig - V. 1In the “pvi - V"
progression, the half tone parallel 5ths can be regarded as “Stylistic”, but should be used
between the two bottom parts only. Further, the use of a passive resolution, or even a free

treatment of the Major 7Tth of bvi is available (provided it stands above the root). Note the
example:

n . )
L x | i [ e s | | oo A |
0 1 1] | P M | I T N |
PR o—— ¢ ¢ d e o444 =
[ -é- -F = = (It sho ted that the passive resolution
FT I of a MaJ is traditionally restricted to
Yo O — i only r sions “pii - I’ and “bvi - V".)
IO A [ 1 Vel '4‘
P [w L] N fo]
g s
¢: T bvi T ¥ T’
The student is requested to supplement e notes with a review of the te on the “vi chord
in Minor” in Chapter VIII, Volume I, Harmonic Technique.
“pyi - I” is a possibility. A econdary, there is a marh

ed etween the chords
atlon of the tonic har-

since two notes change. But t ent is usually used as .
mony, with a use of‘ﬁvi6” rat an root position. It can b- hs an effective Interrupted

Cadence: @
y &“

#?
N 2
Vi i,
=Y bR =] [ ) Avd o )
[T AT 1 [ 1 FEEY
[ | FaY nes i~
) 1 or as a means of * " what - YT W
LA ! is essentially a su tonlc | A
o O o= 20 IO~ - chord: —=a V& o]
fj () 7 [ ] T3
7 o 4

(Similar to _the
_Appoggiatura IVm14 ) Pedal IVmig.)

c. ¥’ b;tIG I @ C: T bwé T
(Similar to the Q imi *

5. Finally, “hyi” may be used in any other manner consistent with logical voice leading.

4



ASSIGNMENT 44 (Modal IV and bvi Chords)

(DRILL)

1. Work out the following short progressions for four parts, aiming for a musical result. Choose
varying major keys, and use a few eighth notes in some:

2N
1 11 [ ] 1 11 Wil 1 4
= i . 1 it e 1 H
1 ¥ | _ 1 1] Li1 H 4 || —Pl
T-bvi- Wibs-TEX T I bui -L - T - byib- I
Elaboration of tonic harmony.
Use sustained tonic in soprano
© @ and bass.
1 1
bt 1
H H- I !
I —Tx'ara'» X . bvié- T - T - bvi - bir = I%,I bui - Ww wi®T T
Dor. T “Interrupted cadence” Nb?>

Use sustained tonic
in soprano and bass.

[ ®

o apet
faftet=1

:
i

-
3

i

s

Handle cross relation logically.

mmetet

2. Soprano is given. Complete for four parts, witMin the present limits.

Passing

“Mixo-Lydian Tth” o @ Q\
v
P
— — b +—} 3 -_? l. am (]
_l‘l\ ¥ 7 L{_ " !'

O Eb T - by - XY - I
: (or Bl te)
)
|

®

(See Sample Solutions pa;

pE- — L 3
e e ;

G- T gubdom Dom. I - ﬂri @ ? I

3. Progressioﬁ is suggested. Work for four pzts using a few eighth notes.

)

} NN
1 I¥,t 1
| 2 el 1
174 l.%. =

\ b by bwi 7 T I

b -7 t-¥ - bun-X- T-is®»- I-bii- - 7 T I

B I - % >
Is—I UNUSUAL (or Elaborate)

5



V. THE MODAL V CHORDS

A. [ 31
Vmi Triad Tth
q 1 F e \\
Structure:
\ VA
. \ 7
C:Imi ,

Derivation: Mixo-Lydian, Dorian, Aeolian

Quality: Somber. Retains the “root tendency’ of the Dominant, but has less energy than the Tonal V.

Uses:
1. For the specific quality of a ‘“Modal Cadence’”. Compare:
S S
N =N
J I 1 I ©
- d s
L\ [w)
A 1] e~ 1
p A | =4 1 [}
— \
¢ W TR " I
Normal cadential energy
[#) 1 \ l | — 1
v ] X T = ¥ T T Y -
e = =
J t 1 i r J r A=
- s % oR: pral -
) = ey
i ? 1 Z ) |
C: i

| —
fan ]
Wby YTt ¢c. I 6 I"‘"L ¥ I
“Modal-Tonal”
nirled,
pr

o Cadence
itive

2. For voice 1_eading purposes. The 3rd of Vmi (th \@w) enjoys more freedom than does the
leading tone:

r) 1 LN
vi 1 - N
Y2 T
S 14 D
.. T X bui
: i NO ]
f) /\ ! 1 1 P 1 |
e e e a
16 1~ o) —d -] V._a"‘!
b X I bii Tww T W T I
L—GENERALLY NO— — but —— L GOOD 1

3. Any other use consistent with logical voice leading.

16



B. The Phrygian V (V?)
r) \k- \‘h S ) / 1
Structure: -fim p'§ B 1714
7\
c: PheX Likely Possible  NO! 76h (Gmi’ P or 6#7)
(The root here is con-
sidered consonant.)
Derivation: Phrygian mode only
Quality: Rich, romantic, dissonant
Uses:
1. Cadentially. (This, surprisingly, is very infrequently encountered.) Examine the examples,

and note that the Diminished 5th (the flatted supertonic) resolves down to the tonic.

The
root is free to leap.

f\ 1 ~—

. 1 = o] o

',‘ T e &l c c -85—

e e | by | = \%

c.PrT T PEE T P T Q

O —

oee—f——t¢ 2 AN
- 4 k-i- bJ 'l =) u Q
F—m—+ E e ———
¢. T PHRX® i PRZE I

(Note the “Spanish” f cQgmon to chords which contain

ygian supertonic.)

2. To lead to pvi, in the sense of “vii of pvi”. !\

L 2
1
.

1 \ A \ ] () J \ 1
8 P —* _gL_,,‘\,gr e —
T o, R e[ ! r l -
' orR, . . .
S| N P ALY I o SIS | IV
—1'.(: F l’ﬁ : Lg_‘pf | =
. T ThH T® PHRE v bil PHRZSG Tmi% T

‘._vii vf’ku'\]

3. In any other use consistent with logical voice leading.

(“Interrupted
Cadence’)



© ASSIGNMENT 45 (Modal V Chords)

(Drill)

1. Work out each of the following short patterns for four parts, in various major keys. Do a couple
of examples for each, always aiming for a musical result:

® X
“ Subdominant _ yuq - I T ” I|Subdominant - Vmi Vma l I " “ I -

Function Phrygian V - | I “

Function

©

| Subdominant

Subdom. Phrygian _ | I ”
Function vV

- Phrygian V - | Vi - Function

9. Soprano is given. Complete for four parts, noting the use of Modal V chords.

®
J L I\A‘l x

A —d

|

{fy Vv 11 ] i
#J F: T - ¥MR?Y by - ? T bwi

( I
Im? of s0me
Sor
(The above melody is entirely PHRYGIAN, and the c@acan be done with only Phrygian harmon-
ies (5 flats) by using Phrygian V and Imi.)
_\,\-\' 1 | hL %A
AN Li
A —- vt "e ? I
n Tl — ? - "¢
G obsome Lor jibs? ofsom "
sort T PRR- — Sor

© (See Sample Soll?tions page
» ]

(The above is a Mixed Mode @Q
1

(The above is entirely Phrygian melodyNyexcept for the final “Tierce de Picardie”.)

3. The Progression is suggested. Work out for four parts, without any eighth notes.

—t

ARES

1 TPRR - bvi -  bii - T PR - T - I4X
Lo of bvi)
T - » - W o- I - bvi - ¥mi¥ T

18



VI. THE MODAL vii_ CHORDS

A “bvii” rriad 7 7
ria i
N ————7— . N bae™ (4) g sl®
T - %é}lgoi;{-lydlan = 1 - Mixo-Lydian
Structure: —gn—>» P | Joraen =5 aco-1an -] Dorian
) . Less J ;
C. buit regular MINOR and MAJOR 7THS available!

The Minor 7th, the familiar minor submediant, is the more common because of its marked
downward tendency and its warm character. But the Major Tth on this chord has a charm

which should not be overlooked. Its “sharp dissonance” contrasts effectively with the
color of the triad.

Quality: Somber, primitive
Uses:

1. To “I”, by Primary movement. It can be used cadentially.
parallels are a hazard. Examine the examples:

[ oPT

Similar to all step progressions,

\ \ |
1 4 1] 1 1 i
d'_h_‘d [ o) [ — § 1]
) = " VD Y r [ o T Y
J—P \ S P P
~ ] | | bd
oy I =) =
£—F == —F
¥ v ] .
C. T buiié I I bal Ié
(intentional
doubled 3rd)
o4 1 - 7
4 a — T = =) 5
" =4 1 ] 1 \=4 b 4
J T - F - —£
i & 7
- ‘ [ = RE— e M - |
o = 2  —— ) LN
] y T | - I b L
C: 1l T e buii I o bvii Heavy, primitive quality.
i COULD be “Stylistically”
acceptable. B
2. To V (Primary root movement) (Chromatic)

~ (Chromatic)

=

o [ebeor]
SE=

1 T

“Short score’ examples:{

s

pux o =

L

¥ L]
buiv il
3. Topiii. 1In this case the Minor 7th is more likely, in the sense of “V7 of biii”.
Example: 0 \ { \
| 7.4 |1 = [ vA =)
J | [ = § HB n 0
(1LY F=W ¥ .4 —d
A\l A4 |
J 1 "
:é P b-e

L) 1 b F b' [ o) q‘tc.

y K i |}

L 1]

I bvii bin &

(V of piii?)

4. In any other use consistent with logical v?%fe leading.



B. “bviibB” (The Phrygian vii)

Tth
—
Triad
) RS .'-Lé /!.’,';\
T ] v | B
Structure: J—— i~ / .
/ . b Less
C: bvii °3 regular
Derivation: Phrygian mode only.
Quality: Deep, rich, distinctly Phrygian.
Uses: I —
. [« hé (o] o] L2~ [ o)
1. To I, even cadentially. ' Examine: {8 [?' ’lc. 5 F Io 5
J
| bd < bd 1] a.'tt.-
‘C‘l‘ [« ] A [ V; N [
Vi [ =] W [=] = 11 Da- [ =)
~ — f N ! ——T
C. T bwid3 T T N6 b3 T
2. To V (Primary movement).
L \) Q- Ab-ﬁ'
“short score” = N b i Y TR R it
examples: rY iy > 4 o Ly
c. but3 PRI bvii °3 it *7
(Chromatic)
3. To biii (Primary movement).
£ \
C: T ‘K b Q
4. Any other logical use.
IGNMENT 46 (The Modal vii Chgrds)
(DRILL) &
1. Work each of the fo ng short patterns for four‘ pa@l various major keys. (Musicall)
®
It i1 1l A\ 1 1n
i = —_— =. i
T - by - T : T - - T
L NOT NECESSARILY CADE& !
1 [ 1} 1 11 11
T 1 11 11 1 | B
1 ] 1 141 1 H
T LL] J1) 1) \i |
T - 7 bvi T T - ¢ buii®3 I
t ASSUME TO BE CADENTIAL !

T fos - ~ .
i :| !
I - ? - bvii = IR(Of some sort) I I

o
b
g‘) I+I : /-T-\ .
i = '. !
T -°?- bui 23 = X (of some sort) T T

oR
I ¥ 20



2. Soprano is given. Complete for four parts noting use of the Modal vii chords:

e = B
3 H+—& ‘—H —e- ¢ =5 o o) i
w1
G T - b - r - 2 T -7 T
byii bvfl'h3 ['1 oR 2 r.borJf]
(See Sample Solutions page 294.)
r) | Pt | 1 . \ . ~ \
- 1 1 = k‘k T r t 7 1 ] VA K| 1]
T Y ‘\ = i- Ué 13 L= 1
Foo i = 2 I 7 T 7 —  TIi-T
I?
\ J | ] n L i
%Ii‘ ‘* \D 1WA Mo 1.1 D‘ l{ (3'- \=
] . 1 1
T ? T 2 — ?? 2 T
3. Progression is suggested. Work for four parts, f\ eighth notes.
:l — _
‘ml -
{7 L
D I buii -bui- X - Nb by 23

1l

' i \
I - Modar T - Mosaw T T Q
i - Vil
vii W (of SQQ (or Elaborate)

S0
VII. THE biii CHORD $
&
ANY ma’

mir7
Struct ' : [ Rorian Aeolian —
ructure: » eolian . ]
. — < : Phrygian Dorian g Phrygian
C:bii I J
PREFERRED L— MAJOR and MINOR 7THS available—!

“biii” is a Major, Consonant ch , so that there are no specific restrictions on it.
As with most chords, it is likely ¥o move by Primary root movement, as:

piii - IV or IVmi (up, 2)
piii - bvi (up 4)
piii - I (down 3) See notes below.

The Minor Tth added to it, from Phrygian, creates a structure that will most logically
resolve on to bvi, in the sense of wy? of bvi’’, as:

Eb7 _ Ab
KEY of C: biii - pvi
or “V7 of pvi” - bvi

21



Uses:

1. The use of “biii - I'", even cadentially, is available. However (just as with “iii - I” in
Major and “iii - I” in Minor), the 1st inversion of biii is most likely in this usuage, be-
cause of the resulting “dominant - tonic’” bass. Note the examples:

) )

\ \ 1 | \
e o e o e A—o b g4 5y«
‘ PP 1o b e
(oY # bé 3 o\ Q‘ N D\ U\ 4 [o]
F—F——fewo Lop P m o
. - ¥ '. ! .
C- llbf‘(-') km" I . I E)pll-;ii::j T I z_bfﬁ" I

2. Further, biii may be used in any other manner consistent with logical voice leading.

VIII. THE MODAL I CHORDS

A. The Mixo-Lydian 17 Chord

b

Structure: <— “Mixo-Lydian 7th”

Q. '9}_7 (Mixo-Lydian)

Uses:

1. Throughout the exercise material in this ch

“passing” Mixo-Lydian 7th has been used
on the I chord to

to the Mlnor Submediant, as:

o°\

C. I T 1> -17
(T4

3. It can be used as a I chord in ty& a passage or even, exceptionally, as the opening
T 0

“I’” chord. (See: “What Is This g Called Love?”, “Sweet and Lovely’)

n'l [\ J ‘

- 5"L+ — ) -
J P 1 F——F&»‘H S
A b§§; b.ié k!;i '?'L t:ig 'g: k¥;é e

C: T* w5 F¥7 I® b IR L I
(Mixo-Lydian) (Mixo-Lydian)

4. Its use as a FINAL tonic harmony is not entirely unknown toclassical literature.

ticularly in the *blues” idiom, makes frequent use of it, often with 9th, 11th,
tensions. 22

Jazz, par-
and 13th ex-



B. “Fmi’’ (Ib3)

r\ l, \\ 1 1.3
Structure: —f~ - T - e b
s ~
J .
\ C: Imi Irregular From Harmonic and
Melodic ascending
Minor.
Derivation: All of the Minor modes.
Uses:

1. For voice leading, particularly where it is desirable or necessary to lead the 3rd of I down
to the Phrygian 2nd, as:

TN SR S—
—p—a s s =
] "
J]- - l\'ﬂj[? “?f\ 75
C: {61 X>xTmb bviibst PﬂRI,L I

*(E natural would be poor in these situations.)

2. Simply for “effect’ - in the manner, perhaps, of

verse “Tierce de Picardie”.

1
| — i | |
n' A )
1
~
‘J‘ | |
L\ [« ] [w ]
il A L
y 4 [e] [~ ] 1
- ; ;
¢: T

671 I Ivﬂ""%f-I
*(No functional reaso & a change of mood.)

3. Chromatically. At the

ening of this chapter, @ated that chromatic use of Modal
material is NOT true “Modal’” use. This is so,
uses which have become standard with the Mo

text has shown a number of chromatic
another of these: (See “The Lady is a Tra

The following movement is clearly

D i ‘

| [ | )

| = I Da —
&) \Lg- = \1{;,\ P& o= wpractical”

=7 > c > r r _é parallel 5ths.
. T, M
._j 77— !
¢ T Imi iie0)

23



ASSIGNMENT 47 (biii, Imi, etc.)

1. (Drill)

a. Work out a few cadences, using «“biii” in a dominant sense, such as:

"Subdominant
Function

-biii"- |1 I
*(likel b"'6' ) .. :B
y biii”; perhaps Im14 piii®)

b. Write a few examples of the following formula, which uses “Imi” chromatically:

oo |3
V. (v8 if the 3rd of Imi is in the bass)

2. Soprano is given.

@
N

Complete for four parts.

]
1]
[@]

228

FAl
| 9]

F: I

- biib- T - by

. mié —
ez T

(If “Imi” used in above, the whole passage cj

gian, since the soprano
is a Phrygian melody.)
d hd \
::;Eézn h*i —a h1l———d {Q--
l‘l\ | ) I|
. I T I -7
JG-. Tm.? oR
b ? T
Tmi?
d ——— .
v © e — !
I = b ? ?

3. Soprano and bass are given. Add the inner p (See Sample Solutions page 295.)

e L L] [
P Epr s === SE==
Jn L, I I
_r:\‘.,u- 7 h- b o ] £ b 4&,\
e e S P )
S5 i I !
IX. THE DORIAN vi CHORD (vi?%)
3 I 1 l |Ag
4 | v =] Dy 17 7
Structure: fi~ et ) e
Lz A
J ¢; DoR. vi Preferred All Right /NO!\

AmiTbs TAR1]

24



Derivation: Dorian mode only.

Uses:

1. The reader is requested to refer back to the notes on the Dorian vi chord in Chapter VIII

Volume I.

Subdominant Function, resolving to V or to vii

He will note that it is a dissonant diminished chord

and is most often used in a

2. It will move well to pvii,

3. It also makes an interesting variant for the regular vi

in the sense of “vii of pvii’:

as:
- | Lo aorr
" — W
1 —
J C: u;bs X C: wbs? T2
’ it uii ¢
) 1o [\
g8 fis
[w] V- \ Z
7 e, ubsT  bun
in the familiar “vi - ii” progres-

sion. The Diminished 5ths will resolve;

the root can be regagded as free:

X. THE MIXO-LYDIAN iii CHORD
N \_/
ra v N7 1
Structure:
/e I.I'l.k NO pmﬂ& \
Derivation: Mixo-Lydian mode only. !\
Uses: 3
1. This chord appears to find its chief use a IV i l
N [ o)
J .
C: |\|bf :m
. 7
2. It can also resolve on to vi, [\Jn DPE]
r) lI 1 % ') 1 l h
= Po e — t5—<=5 = 3
J é i ~ J ___%
=
hadll I3 J o] A=d K3 L 1
L £ 1 y J L
- ‘i; !— v .
¢ T Wl oo ¢: T iivbs & w
3.

It can resolve to anywhere else (in a phrase
logical voice leading.

25
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CONCLUDING REMARKS

Remember that the voicing of a chord can affect its possibilities for progression. It is quite
possible for a particular chord movement to be theoretically correct, but not practical because of
the position of the voices.

Remember that the resolution of dissonance is the important thing (even though, through “transfer-
ence”, such resolution may be in a different part). A consonant chord, or the consonant notes in
a dissonant chord, may move with freedom as long as no grammatical errors or awkward leaps occur,
and as long as there is sufficient contrast over the bar line. So, for instance, while an “Fmi
triad” in the key of C is likely to move to V or to I, it can move anywhere; but the possible desti-
nations of an “Fmi7" are limited by the obligation to resolve the Tth.

It is worth noting that passages which employ a rich Mixed Mode technique, using chords such as pvi,
pii, biii, bvii, etc., have an innate richness of texture, a “density” that often lends itself well
to triadic harmony. The Tths are perhaps not as important as they are in more diatonic passages.

Finally, it can do no harm to reiterate the three points noted at the beginning, under GENERAL
HAZARDS:
1. Avoid awkwardness in the voice leading.

2. Avoid cross relation, where it is awkward gical.

3. Avoid an over use of chromaticism.

ASSIGNMENT 48 (Dorian vi, Mi n iii, and “Summing up’’)

(DRILL)

1. In a number of Major keys, write sufficie amples of:

® ol

DoRvi - -
©

®

1

1
1
T

1
11
T

gt
e o i o

I -DpRvi- W -LpiaN =TT - Dome T

|.u - FUNCT-

FUNCT. \
2. Soprano is given. Complete for four parts.®

31. | 4‘1

ya —g ‘l ba ‘5 } = 1
¥ L 9] 1 1 b ji1
L} i 1 11
T JoR - 7 - T & Miko- 'T_v- Y
& Vi Ly DIAN (ofy-some

[_l"'l‘ st sort)
)

N |‘ N i 1 |
A | P* }“ P ‘L d lll‘ JjJ_ip‘ L‘! + i i i .
£z -% - 1-1- T - bi - ?_714%
(408 2 ehoros]
1 1 N 1 1 R
e e ST ————
T - DR 2 T - ? ? T (or Elaborate)
w oR 26



3. (Summing up) Take the familiar progression: (See Sample Solutions page 295.)

1 ! [T}
=l — 13 3
T - uil=- W - X T T

I"{;‘_ T (or Elaborate)

i
1
|
3

-

o o
Lt

and give six or seven versions of it, employing the diatonic forms of the chords, and the Modal
Variants, as: ‘

— ; s ks . . N L : :
'I Mixo-Lydian I Imll Vi bvi—Dorian vi o~ ii—idd b11' l!——le—Phryglan L
Tonic Submediant Supertonic Dominant
possibilities possibilities possibilities possibilities

Work out an entirely diatonic version first and aim to use ESSENTIALLY the same soprano in each
case, varying it modally as required by the Modally varied chords.

4. (Summing up) Compose a short (approximately 24 bars) «prelude” in Ternary Form. “Ternary” is a

three part form reading:
A B A’

—  m— 1
Statement Contrast ecapitulation

Follow this general plan: Q\

A B
r - 1 I ! ! !
Calm, serene, noeighth notes. “Busier”, us e eighth Similar toN§i1
Slow moving harmony, certainly notes. Sg ore harmony. identica e
no more than two chords per V'S the samgfo
bar, and perhaps only one adj ot®at it will reach

chord per bar, or one chord \ agPer adence in either
per two bars. t or second last bar.
jusy as B, but can be

@ X busier than the first

The suggested 24 bar length (zars per sentence) is varﬁ%@or instance, the B. section could

be either shorter or longer; the first A. could have a introductory passage; the final A.
could be extended with a short codetta. (Forms are a general rather than specific; even the
popular song form shows diversity.) In any case, p or a climax (high point) either towards
the end of B. or near the beginning of the second{

The technical purpose of this assignment is eview and exploitation of the Mixed Mode technique.
It may not be practical to USE all of the chor available with this process, but at least CONSIDER
all of them.



Chapter 2

THE AUGMENTED 6TH GROUP

INTRODUCTORY

The Augmented 6th chords are chromatic in nature. They involve the chromatic lowering or raising
of diatonic notes for the purpose of procuring half tone “leading” intervals into the notes of the
destination chord. Therefore, this chapter could be regarded as an “Introduction to Chromatic
Harmony’”, but a full survey of chromaticism will not be undertaken until a later point in the text.
To a degree than, this area of the study is out of logical order. The reasons for introducing the
Augmented 6th chords here are:

1. Although chromatic in origin, these chords have become glmost ‘“scale” chords through common
usage. They do not suggest any real diversion f +h® diatonic and modal relationships
but, rather, fit quite comfortably into the scale or amily.

2. They have an obvious relationship, in structu@ odhd, to the Mixed Mode harmonies.
pNted the

@

In MAJOR, the Augmented 6th chords are found g hree places - on pii, IV, and
nificance in the fact that the Augmented 6 f resolves, in each of t

tively conclusive notes of the scale: ic, mediant, and dominan \
tonic triad). Observe: ¢
C MAJQR! Fr o
o HPE .+
b it ¢ buitt

N the appearance of chromat oes. These notes are

derived from the chromatic C
In MINOR, Augmented 6th chords are found in only tw }h~‘ - on bii and on vi:

)

3. They offer further resources to which cag
area of this text).

“Melodic Inharmonics’ (the next

There is sig-
es, to the rela-
he notes of the

]
i7J 1
1.

<3

C MINOR:

i +e it

There is no “IV+6” in minor, because there is no Major Mediant. An Augmented 6th chord on IV in
minor will simply sound like «1y’».  Observe:

) by TRu—
C MINOR: A~bb s sounds like: — =

N | w ) fow ]

oJ L .
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An Augmented 6th chord has three basic forms, each of which has a root,

The differences occur in the “5th” or the note used as the 5th.
nated with a “Geographical’’ name:

a 3rd and an Augmented 6th.

Each of the three forms is desig-
(The examples are given on the note “C’” - not in the key of C.)

ITALIAN GERMAN FRENCH
NO 5TH PERFECT 5TH AUGMENTED 4TH
(or, in one specific instance which will (instead of a 5th)
be examined - DOUBLY AUGMENTED 4TH)
') -No 5th { 1 f 1
1
n ? -x.i. l r ' ’E, ?F‘
. ! Perf Wt 5th -%:ma\.rmonic Aug. 4th
erfec
The Italian form is ‘Doubly Aug. 4th
rarely, if ever, used

when more than three
parts are available.

Here are the Augmented 6th chords as they are found in their basic forms in Major and Minor

.46
C MAJOR: bu

+b
0 o n E T
=2 .tg-l == =
Vo Pg
- | T¥a liar ] ga.r-ma.h Erench 1. Ger Fr.
bui +® r,) - .
% 3
L 1+ *Ger. Fr.

*The two notations for the German € r@ found only in bvi"’6 in Maj \
The choice depends only on the deS& i#¥n of the note.

- +b
C MINOR: DI N

N 6 in minor)

ilar to “Dominant 7th” chords,

as:
N
y 4 M
1L
ENHARMONIC EQUIVALENTS
In the symbol system, they are invariably called “7" chords, as:_JQ -
Symbols: c7 c"bf

29



Further, onpianc sheet music and similar areas, it is not uncommon to find them actually erroneously
written as “7” chords.

The use of the “7” symbol is unfortunate; but directing a guitar or piano player to play, for
instance, a wptr would likely lead to no good end. The Tth symbol is simpler, and from a purely
vertical point of view, in equal temperament produces the same arrangement of vibration frequencies.
BUT: an Augmented 6th chord does not:
LOOK LIKE,
SOUND LIKE,
or ACT LIKE

a Tth chord. In later practical work, when the symbol system is used, the Tth symbol will be
employed. For the present, they must be written as, and called, Augmented 6th chords.

ASSIGNMENT 49 (Preparatory Exercises to “Augmented 6th Group’)

1. In ten Major keys write: bpii*® German and French
1v*® German and French
bvit® German (two forms) and Frenc

N Ger- Fr. Ger. : Ger - — Fr.
P d N
Example (Key of C): b & Lo -
(=]
| W, b”+é —_ el —_ b\ll +6
2. In ten Minor keys write: bii*® German an nch

vi"'6 German ch \

Example (Key Cmi):

3. Examine music for e Particularly look for “Tth” or

“9th’ symbols which @€ really ‘“Augmented 6th” chg;d

I. THE “bii*®’ CHORD EA

A. Basic Forms

N _[* ] N [ * ]
7.4 N M 1 i 1
IN C MAJOR: ) i IN ¢ MINOR: gD b—HO & es
HO | 6 ) v& 56 b6
I Ger.  Fr: | It Ger Fr-

*(Italian form is not required with four parts.)

“bii+6” is entirely a Dominant Function chord. It resolves, cadentially or otherwise, to the tonic
chord. In fact, it is often termed the Substitute Dominant. All forms of it contain the tonal
tritone:

N - Ger-- Fr.

MAJOR:




It joins,' then, the other two cadential tritone chords, “V” and “vii"”, with a comparison as follows:

V-1 -- Clear, strong, classic
vii - I --  Lighter
pii*® - I  -- Heavier, more chromatic

If the instructions read “v - I”, feel entirely free to substitute “vii - I” or “laii"'6 - I” and vice

versa. The results will be “functionally’” the same provided the substitution fits the style of
the passage, and provided the voice leading works out!

(There are, of course, other Dominant Function substitutes in the form of the Modal V chords, iiis,
biiis, ordinary bii, etc., which can replace V. The V, vii, and pii*® are distinguished, however,
by the presence of the tonal tritone.)

1, 2
B. The German Form:ZA = -y v f— *g 5
S TERA J 5%
C: b"+5 EG-GF-] Cme bii rb EWI"J

Doubled note: Preferably none. \
Resolution: Nearly always to “I”. Q

Details of resolution:

1. All notes are dissonant and will resolve with r to their dissonance:

\Z

type and can be regarde(

2. The parallel 5ths are of the chr
But they should be confined@ wo bottom parts only:

3. All inversions are available, but tn inversion is not particularly adaptable since it

2 4
0

leads to “Ig". This produces:

1
a. An unusual succession of 2 chords. rd
AY
b. A necessity to resolve the resulting 14. Ny \
be 4 |
F——= =

¢ e I% (%)

(2nd Inversion)
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Examples of German “bii*® to I°%:

D
i 55
A o [»] o2 B hod [ ]
[4Ya ] \~J [ =] 0
A\ V4 [w ] D 1 hed
o hd Vo 5
L -=
l—bo = | bo ode.
o r e ~ (=]
v VS - 2 =N [
N
bt T bii+e 16 hiité T
Root Ist 3rd
Pos. Inv Inv.
N . o) .
i \/ N 7
€. The French Form:i‘- 2 foPb—5———
N )

C: bﬁ“’ EFr-]

Doubled note: Preferably none.

an incomplete whole tone chord.

(o]
iw+é [Fr]

Quality: It is not as ponderous and heavy as the GQ It has a whole tone quality, being
in fact,

NOTE: The French form of “bii*®” can just4gs well be regarded as a chromatgc alteration

of “V”. 1In fact, the symbol for

2
It makes NO DIFFERENCE wh ’@e chord is regarded as#a r
“Vbs". It will be han xZctly the same in either d

pI®s will show that it does enj®

allowed it (and th m
the German form) { wybSr analysis.

1. The Augmented 4th in

Details:

uld undoubtedly be such:

4
ench bii*® is the Domina @s free to LEAP: ;{55 Z

“pii*®” or as a
fome of the freedoms
Ore liberty than does

Free !

I9i /
0 yA

Je. Tpirerea

This means, among other freedoms, that t@d inversion of the French form is quite adap-

table:
0 okl o.x!
ﬂ X = o 11
FA1n) = 7 —
—S¢——= 5o e
» T
{
. b_Q_D _ 0.k o | e
i e 50 b‘g
C: biitérerd T piité[er] T pi+o[F-] T
Xbs? Xbs? The?
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2. The Augmented 6th of the French bii+6 can fall to the 5th of I in an inner part (just as can
the leading-tone in V) to fill out the tonic harmony:

ol 0

o
A, = ]

UE5 »

(_e_)g To fill out the tonic chord.

P o~ \&)%

T
[2)

(Further evidence in favor of a wybsn interpretation!)

3. The 3rd of the French lpii"'6 can rise under the same conditions that allow the 7th of V to

rise: P,

C: bii+6CFrJ I

Peruse the following examples of French I:ii"'6 o I. ey deserve careful study
that the French form is more flexible than

It is clear

0 [

Vale) = I © o e = =

1= o Y L =] =)
J 0] =

o A - be o q..{:c.

[enT0 1 [& ) r | 3 [=] (=] 1l [w ) [ ] c [o ]

e —(n jtAve— — = = =
C: bi*E) T ] bité ithr) T biTR] I6 NP I bitiE] I6

Heavy parallel 5ths of Germ form avoided! 0\@
D. The APPROACH to “bii*®’ (A1l forms) A

Being a Substitute Dominant, bii+6 can be apprgac d@h due respect for voice leading) from any
Subdominant Function chord. Examples:

Standard o, +8
Subdominant 11 bii
iibs

Functions bii
11 o =bo =
bvi *Note: —J=

C: T TSRO 2

Dorian vi
bvii
hviib3

piitt
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From I (I - bii*9)
From Imigz

L

-n
oD

£\: (oY
= =
0 0 | .
A74 \ =4 n A
A o) (@] A bv 1A [
L —t = o= =
J e J
From vV itself, or ng From vii®’
= S
L\;uDD 1 [ ] L\’. .B
A e >
¢: I bivt I C: vl bt I
/ ok

logical. Care must be taken to approach the chromatical d notes gracefully; they will be

smoothest when taken by step. When leaps are involved oid leaping UP to a chromatic up
note or DOWN to a chromatic down note.

Clearly, bii"'6 can be approached from almost anywhere, x d the voice leading is smooth and
1 1

Despite the freedom in approaching bii+6, it is m ely, and most commonly, to be used in sit-

uations where V could be used. %
2 q Ei

ITI. MODIFICATIONS AND DERIVATIVES E “pbii*% chorp

Proposition: Certain groupi %a less conforming nature c be derived from the bii"'6 chord,
1i

through ion of further Chromatic ing-Tones aimed at the notes of
the ton rd)

A. The Doubly Augmented Octave (In major only)—

Function: To lead UP to the 3rd of I 4 &
1 ]
W4 -~ pld
A complete bii*® chord with doubly augmerMgd octave will read: =& = d 3:;_
These are enharmonic “9” chords and S R
would be symbolized as such (DP9). c:bitt  Ger. Fr.

With only four parts available, however, onenote of the basic chord will have to be omitted in order
to accommodate the doubly augmented octave. A little bit of clear *“horizontal” thinking will show

that the best ommission is the 3rd, since the doubly augmented octave DUPLICATES THE FUNCTION OF
THE 3RD!

N .
Y—#5— T both lead to
Example: gy the 3rd of I!

J e ¥
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So, with the use of the doubly augmented octave,

0]

the forms available are:

A FN

3rds omitted!
c:  bi*e[eer] pii ¢ [Fr

Here are some examples of “bii+6 to I", employing the doubly augmented octave.
available in any part, even the bass,

Note that it is
where it creates a technical “4th’ inversion!

) s
[=] P [~} [o] b’ hod [»]
Ve T 1= — - o 2N =) -y
J g [pFo TR [Ho > ° ¥ F° | PO &
1\ ‘be [ar) g [ > ] M o [ =] |bc [~ 1 o [ ] 41 o .e- LtC-
o 5 o et $— e = o7 o =<
bitée T bi+té bitt 1 bité ¢ hitt T6 b+t ¢
[G-f. ] [Fr Ny L[Fr] Ec_e r] LFr ] EG-Q r ]

B. =

The Doubly Augmented 5th

B
C:

To lead up to the Major Tth in I.

The doubly augmented 5th will be used only i
of I. The soprano is the most likely pgsi@

D Q@
bu+e

rt which can successfull@\oy e Major Tth

Function:

Again, a note of the basic chord will hdgeN§o be omitted in order to oddte the doubly aug-
mented 5th. IT DOESN’'T MUCH MATTER The choice of omission w entirely dependent on
the voicing of the desired destina Peruse the following exampdes carerully. They illustrate
uses and various voicings o h the doubly augmented nd also, in some cases, the

doubly augmented octave.

) - *

1i 0 O } o IL =Y
oo FT— — =S
[«}
. \- 1 VvV [ =] (=] Cd
J K s 1 5Y a
2 Y (o] Ll I [w)
C: b+t T e T T bi+e T biivé I
5th .’/0 3'2{ No 3':-J I\.Ip a_ug, é’b A/D rvnt
omifted No n,uj,étl-’ No aug.éﬁ‘ No 3td
o)
C. The Augmented 3rd—
C: bit®

Function:

To lead up to the 5th of I.
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This appears to be infrequently used in practice, but it can provide some interesting sounds. The
best piece of advice here is: WHEN THE AUGMENTED 3RD IS USED, USE THE DOUBLY AUGMENTED OCTAVE
INSTEAD OF THE MAJOR 3RD TO LEAD INTO THE 3RD OF I. The combination of the regular 3rd and the
augmented 3rd is, in four parts, not particularly pleasing. There seems to be nothing harsher than
an augmented unison or octave.

0 0

. ) 4 X 174
This: - i rather than this:-A }
Sc:i biite I éc: bitt 1
Here are a few examples of “bii"'6 to I”, employing the Augmented 3rd:
P — =
y.1 P 12 [ 119 = (o]
j?—&-ﬁ——:r = T = =ty 3———-#1‘5 =0
Iy ? [®] A4 Tt
- - €
$o = || e = %2 2 | 4
1 C\'_ Iy Ha-ﬂl [ o) [ o] [o]
+9—s [ o ] .4 NP jw [ =) (o]
C:  bijf*+b T b+t I bii+e T bii+t T
Obviously, many of these “derivatives” have strayed a X from the basic forms of “bii+6".
Some of the structures which can be created with the u doubly augmented octave and 5th,
and the Augmented 3rd, bear only a remote relationship t i®inal German and French structures.

In fact, bii+6 is not a chord in the accepted sen
at the tonic harmony. In a full orchestral voicinp

ch as it is a group of leading-tones aimed

- 2
[
A o~ ['=}
k 5 = O
F A A Bead [or]
~ 1 ™A~
s V e =
@ c bii+b T
It must not be assum t Y four of these possible i11 work in a four part context.
Aural judgement must xercised with respect to the olYof tension, and with respect to the
approach and release of he chord (i.e., voice leady§ However, it IS a remarkably flexible
structure and one deserving full investigation.
ASSIGNME “hijtbr)

1. In the key of F Major, write:

\ Aim:
10 examples of: a di ! Show the various
it - biith - T PS5 = pii+b - I voicings, inver-

sions, and forms
OR of “bii*+6” (the
bii straight German
and French forms,
and all of the

11 111
5 examples of:n47 1!and “modifications’).
" . - Approach and
IV - biite - I bvi - biitt - I leave the chord
smoothly in every
'?'6‘ . case.
me
11} 1
3 examples of:F J&and 1
T - bii+b- I T - bité- I

oR
6 (T4



2. In several Minor keys, write:

- SuBbom. porsil
I Funer- bii I

3. The Soprano is given. Complete for- four parts. The choice of inversions, etc., is yours.

Doubly

@ Aug. Octave
1) . 0 _—
':‘;}_ lfl c > c p 4 1 4l 1 1
Ja, T - T pie T Ami. 2 bii*e I
(See Sample Solutions page 296.)
Doubly
@ @ Aug. 5th
0 . |

i

bitt T wi { bt I
(or Elaborate)

QL

i 1
P Tt

»
»

Py
E:
L3¢

H (T
<.
)
~)
-

3
I

S
-
3
Eo o
A |
| (R
[ 39
[ 1N

c-

(1 or 2
chords)

4. Add the inner parts:

Q!Ll!n |.H.IL
o 2% 5
J

be

1B
3l
i
D

<—H “2“4? - 1 L 1 T '1_ o
C:
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5. Work out an example of the following progression in four parts. Use a few eighth notes. All
of the material which has been discussed thus far is available.

Slowly
O
3
Bb. I-I57 bu-bhi*t- I LR
‘: =
T-vi- i ? . bt~ I

6. Examine music for illustrations of the use of “bii+6", and particularly for use of the modifi-
cations.

I11. THE “1v*%” CHORD (Major keys only)
0 . ) ,

A. Basic Forms: QF\ oy =

[~ [}

¢ (German) (French) \
The extensive modifications which are available og Q‘e NOT available on «1v¥6» There is

one modification, however, which is the Minor 3

added Augmented 6th): _[) \ . ,
r—Y I 1 O y
J A —
C: TWei*® Wei*e e

¢ (or bii*®, doub
\ octave, root
All forms of IV"'6 regularly reso Q; in all forms the root itse ot heard as a dissonance.

It may leap to the root of I. hord is a chromatic version¢pf the IV chord and the root of IV
retains its consonance. &
\

: T
[w) \ﬁ Gﬁ -~ c a g’ ey c
. T .
Yoo TWtlee) T T rmit?[cer] -e-; ! *eree) ?:- Tmi*]er] ‘%'
t——Basic resolutions of all forms of 7”4 Note the leaping root. —

«ry*8 - 17 is obviously just the Plagal
6th. It is interesting to note that th

1a\intensified and colored with the chromatic Augmented
e of the French form, which contains the tonal tritone,
” quality:

AR
Lamm =
c: T+e] T

Interesting cadence! It is a subtle
blend of a “IV - I” and a “V - I”
quality.
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" Some Uses:

1. «1v*6» can be used between two I chords, as:

hi! Q z ~ 0 { 1 I I

U — = et
|| 'A' | -
¥ = 3 e —
¢ T Tt I ¢: T +° I¥mite T

[Pedal %1

LG’(D
)

*Ebfits soprano line

=
4%44__4,\_4__ te.

better than D!

o T )
L4 3]
Z 1_%_ ~— { } ?.
% b
I AT T b
2. It also fits well between ii®

and I o@en root

position ii’ andﬁ\A

W)

-
-
-
-

LJQ

C.
)
=
& s
c. T b Titt T
[in‘ttntn‘unal,
on.b\.?.&. 3"&]
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. This chord can be used cadentially, as:

3
n i 1 n f') 1
) = = =& o |
‘-A’.)F—“—P— o——— D————1— =
J ' J & F9 & J %P | ©
~ N
b4 4 | e
St —F S o Ty —e—p | ©
" 7 L] ll‘_ﬁi . w | I' [ o '/" L P {.‘ (o]
e bl / Wit I ¢c: I OI e W WY I
* [Fr-] *Actually D# but kept as Eb for reading convenience. [F,-]
q. “IV*S" may serve in any other suitable manner.
ASSIGNMENT 51 (“IV+6")
1. Work out a smooth four part example for each of the following patterns:
Maj % i
A a]or.w ﬂ
o/ T - - T T -\g+b - T
[eer] r]
1l
-Tme
it
[i®?] o
[ | 111
i i
H T emite - I
@. '3 el
2. The lead is given. Complete for four parts, notj Xuse of IV The choice of inversions,

etc., is yours.

®n

e — . ; e —
‘J V ‘ g,\ =
. - 7- = I I E
1.7 = . ? I
?

(See Sample Solutions page 296.)

®n S T 3\ '_3_‘| -

Je, T-7 - T - mWw- 1T-°t¢ I
(1 or 2 chords)

] 1 L &~ .
1 1 ! ! ] d d
e — — —a—— & 5
2 7 ? I m—
(or Elaborate)

:

et
pum am &




3. Add the inner parts to this example: (See Sample Solutions page 297.)

Y

= = =
1 F t t

4. Work out an eight bar passage in any desired time signature. Use any material available up to
this point, but particularly make at least two uses of the IV"'6 chord. Use either one chord per
bar, two chords per bar, or a balanced combination thereof. Use a Half-Cadence at the end of bar
four.

5. Examine music for illustrations of the use of IV*® (e.g., “This Can’t Be Love”). Take note of
the fact that the Minor 7th added to the IV chord in the Blues progression (bars 5 and 6) prob-
ably evolved as a harmonic use of the blues “flat mediant’’, but ¢he movement of this chord back
to I suggests a “Iv*®’ analysis.

degree is already ‘“flat”)

IN C MINOR: \

IV. THE “bvi+6” CHORD (In Minor - just “vi+6”, sin

A. Basic Forms:

IN C MAJOR:

B. The German Form ‘ !

Introductory: @

In MAJOR, there are two notations for the “5t3: oﬁ Y The chord normally moves to V or to I and
d1

the choice of the Perfect 5th notation (mi t) or the doubly augmented 4th notation (raised
supertonic) is just a matter of where the n 1s going. To illustrate:

PERFECT 5th DOUBLY AUGMENTED 4th

v b& - b%
ijor: Ev;"b I buit® I

In MINOR, where there is no major mediant to lead to, the German form employs only the Perfect 5th
notation.
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1. GERMAN FORM TO “v”’

This is a Subdominant Function use of bvi*® and the following details are pertinent:

a. This movement may be regarded as “bii"'6 of V” to V. Most things which are available with
“|7ii"'6 to I” in the KEY OF G will be available with “bvi"'6 to V” in the KEY OF C!

b. The parallel 5ths are stylistic and are available between the two bottom parts:
C: butt T

c. The Augmented 6th (the raised subdominant) will, if it follows its logical linear tendency,
. " . .
rise to the dominant, as n % o > o
1.

Jc_-_ bute I

It may FALL TO THE 7TH OF V, if desired, as: -

-
) b +b T
on the basis of an evolution which probab mething like this:
0 pd=d he—{=)
A iy v \ i

[ ]
S|
Kl

d

¥ F
JC'. buitt T * @'

This has led to the us@ sgme areas, of a notation readi }
& Jo. bul 1T

*
However, it is pr®ferable to avoid this nota @e (whether the Augmented 6th is taken
e g!)

up to the dominant or down to the subdomipa still is, and sounds like, an Augmented

6th and not a Minor 7th.
When the Augmented 6th falls to @ the result is a “parallel” succession of dom-

inant Tth structures: 0 .

- l’l ‘\ 1

L ¥a

J This is available, but
is more of a sectional
technique than it is a

oY part writing one.

ol

2. GERMAN FORM TO I
Here the “doubly augmented 4th” notation is used instead of the Perfect 5th, in MAJOR:

‘J on bu"*"' I
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In MINOR, the normal Perfect 5th is used: % Ea

. The chord moves well to Ig.

“J C e nth I

Since the Ig is likely to be followed by V, this movement is
functionally the same as moving to V:

. The use of “bvi+6” to a consonant form of I is somewhat more of a problem.

}(’) 33 ] : l”bb ! !

{3 o r—=
A R B AT J Pt 7 "

A b‘é J‘D J J 1 l‘?é J‘D hJ E{Q"
W vll. ‘ } "l'b[l' JPEJ l"; ~u

C: b+t I§ X7 Cri.  witt IL X

It is doubtful,
for instance, if the bvi"'6 chord can be regarded as a possible Dominant Function because:

1. It does not contain the leading-tone of the a
2. It lacks a decisive root movement, particularl®to
approach root position I.

Therefore, a cadential use of bvi"’6 t the movement of bvi"'6 to I can be

a passage, or as an elaboration of a

is not

basic tonic harmony.
ii or by I itself. Further, note the s
the pvi*® to I requires a doubled 5t

N i
17 ) 4 1
Y 11 1 1 [ AN~ K
—s ag_g' g = ==
J T P | \
b ow d A
I A Ty VW T3 v A4 O
7 = 5O L2 =] =
N |I N 4 } 1
¢: I putt T b pitt TE  Ie (W bs it T
(Ger) [&er] [Mii.a\ [eer] [eer]
These are all really ofnted I chords! |
c¢. The use of a ROOT POSITION l::vi"'6 00® POSITION I, as:
P N
N | 1 ] L
h
bd L-é L oo | 287 L. [Dee
-I,‘. —+ ",' > 4 Vi’
C: bwi bvire I ¢. T bui+b I

regards the root of bvi"'6 as consonant, and free to leap.
manner, but may not be entirely effective.
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C. The French Form

IN C MAJOR::H#"“ by IN C MINOR:}}%E”F&?&, —

A~ >4

Criior'- bvi e [F"'J ' J wi+b [r1

Cl’ﬂ;nar'.

This is not as frequently used as the German form, which is perhaps unfortunate since it has an

attractive quality. The “whole tone chord” flavor is found in the French form of all of the Aug-
mented 6th chords.

1. FRENCH FORM TO V

Here it is quite in order to view the movement in the sense of French “bii"’6 to I” in the
KEY OF THE DOMINANT! (or as “Vb5 to I” in the key of the dominant!)

The Augmented 4th of the French form enjoys a freedom compatible with this interpretation,

as: ( '
7y L —
A [ > —d
(A 12 &2
L% W )

Je: buttlFl \X

Below are some examples of French “bvi+6 to V'

N | ‘ |
\vl [ = 30 i c - |l I - i’ ]l Y i
Ay 2 11 | 1
L\ F L 19 = 4 I ) #dihj:
J r Ll b -P- '-F'
gtc. ,L'tc.
£ bs || d | . b
f o'l 1 1 74 =) Y] [ o ] L.l vV | =
il £ b 1 I ~ 1 -~ = 1
L 1 Py [ o] r 1
c. T buite ¢ c. I +b bvitt I
[Fe-] I3
[ biisk
2. FRENCH FORM TO I
This is not fre yQencountered in Major, probal use the doubly augmented 4th of
the German form normally provide a stronger i urge toward the 3rd of I than will
the Augmented 4th the French form, such as:®

0 4o gA

[ATAY |7 S~ I

:]I_I 1

Q

nger “leading” with D¥

But it is certainly available an sometimes produce smoother voice leading than the Ger-
man form. To illustrate:

LE;(D

—9 &
—ol]

-0

j
¢o

q

e

b D

H| DR —YL"'



1

In MINOR, the French form is probably superior to the German when moving to I, because it
will provide a movement into the 3rd of I,

W%ﬁa@:ﬁ:

The outside parts are given for the following formulas.
use of the bvi+6

&—

as:

'J Cee;

[Fr ]

I

[Eer]

ASSIGNMENT 52 (“pvi*®r)

of this nature must be smooth voice leading.
quires a doubled 5th on I.

Complete for four parts.
chord and be continuously aware that the justification for chromatic movements
Note that the “bvi+6 -

Observe the

I” movement normally re-

@ (See Sample Solutions page 297.) *

N * Dy .

AL 1 ] } 1 1 5 x ! 5 : 1 A 1] n
g C—og—e—1H+¢ e i e
v )
Lo\t N 03 “llﬂ" LY
e TON Y T Al W S i bl KF : i+ )

B A "N B 7 AT

4 v 1 ad
F. T -ii* bvive T G-

*Try Mixo-Lydian “I'* chords.

(:)(See Sample Solutions page 297.)
*

|-
- BE )
174

Y 1 e — I AV N ; 1 é'
1 LY & —~ 1 A [ 3 o8 f o |
Ir ] b [ = 10 [ = Y AT bed £
i bl ol AW B
J J
25
H o W by ] —
> 3 " ] I
-
| | i
Ab: T ! bu? z

N b J L.J__H
= 4 =
| [AY e
‘)v i
f\‘* br U [ = 1) -
il X . S 1 L
Py A b 1 B — |
T L
G I - buitt I
N &
L « 01 Y
b » S ) [l 1 1 1
RS S S S e
J ~ =] (=)
1L
Y2 I o Y
I B ¢ S T~ [ =) Pf\ ~ ~
A kil [ 4 '} F [ o)
: ? puit® T%-¥X- I
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2. Work a four part example for each of the following formulas. The choice of inversions, etc., is
yours, but strive for a smooth approach to and resolution of bvi+ . Use various keys.

IN MAJOR:

T -Gt T I - - bvit*- T5Y I

Wb
© ®

T - buttY T T - bui+v- T
IN MINOR:
® ©
1
T - §ivi+e I T - ey T I\ ?- vt -TeY T

3. Lead is given. Complete for four parts, noting theQu\b +6 and other chords of the “Aug-
TS.

mented 6th Group”. The choice of inversions, e
Try to achieve smooth part lines.
@ (See Sample Solutions page 297.)
t |

Ny

D

(?)'a d o

tr——F—

Nad

Vlmi. I - uith.

4. Examine music for illustrations of th se of pvi (e.g., “Bye Bye Blues”, “September Song”)

SOME FURTHER OBSERVATIONS ON THE AUGMENTED 6TH GROUP, and other matters.

Notes which lead into notes of the tonic chord can often be handled with more than one chord of
the Augmented 6th group. Examples:

Raised supertonic into mediant:

n u 0y Il
AL P, JN [ o) PN
o — j i
J ¢ bl-i-f—b I ﬂ"'" T pvi +b I
(Doubly

Aug. Octave) 46



N

1 ;
Leading-tone into tonic: —fm o ¥ —

jJ b+t I ¥+ =
E’"Hb
[

Minor submediant into dominant:

A\ 1 1 1 1 111
Yoo o biit I it I bui +* I

The familiar situation found above can also be handled with a variety of Modal variants, as:

A i 11 f
7 i T viiel T Wi T Wi bs T buii T

The range of possibilities will necessarily be cut down by considgrations such as chord voicing,
voice leading, whether or not the movement is cadential, etc., Ypu Yhould be aware, however, that
most situations offer more than one solution, and a careful ex on of all possibilities will
do much to increase understanding, to develop flexibility, lrease resources.

The CHORD FUNCTION principle is worth stressing. If t @ osen to handle a situation:

1. forms an acceptable movement with respegt to Where it is going and
from where it is coming, and

2. meets the demands of the “Strong - spect of the pulse, and \

3. supports the soprano accepta@ly,@

4. creates no grammatical error:\
it cannot be wrong. Admittedly, 1¥ usually more than one chord meets these require-
ments. The decision (as all mus cisions ultimately must) r&ts with the ear.
Experimentation with intel deViation from the prescrib a y in the exercises is encour-
aged. It is possible that t prescribed harmony will We st pleasing, but an examination

so in actual scoring) the devia-

tions should be logicafl functional substitutions rather Manvaimless experimentation with vertical

of other solutions is excellent practice. At this poinz
sounds. To illustrate: Assume the following situ , With prescribed harmony:

N | |y | o Jll Analyzed func@&ts simply a matter Q ] | " \
1

[ Xel of using harmoni¥g that will join the two {3 1
JC‘. T i birth T I chords and will sUpport the given soprano. ;)C: T[w IT+b T
Consider the following alternative solutions: Y bii+®
Y ¥*
i obntt
bvii  bvi+b
bvii  bii*t
bvii o+t
iibs bii+e
iibs JL+S
vii  batP
q/tc. q,tC«
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Each of these (plus other possibilities ) will work provided due attention is paid to voice leading,
proper bass, and avoidance of grammatical errors.

A casual changing of the original harmonies of a melody, just for the sake of change, is not
necessarily a praiseworthy practice, but the writer should be equipped to analyze and to understand
the function of the chord or chords with which he is faced. He should also be equipped to provide
functional substitutes when the orchestration and/or psychological demands make it desirable to
do so. Too often the novice arranger and orchestrator appears to be entirely dependent on the
chord symbols of the sheet music. Such a lack of flexibility should be counteracted throughout the
study of harmony.

To this point, it is true, the student has only a limited amount of harmonies tomanipulate. The
extension of the tonality through Tonicization and Chromaticism will greatly increase the resources;
but even in the material presently at hand, there are a large number of possibilities. The diatonic
harmonies, modal harmonies, and the Augmented 6th group add up to a sizable total. Examine the
following, which takes a simple and familiar chord pattern and modifies it. ‘These are only a few
of the possible modifications. (An established melody would, of course, limit the possibilities.)

. - v -

T ~vi- i-X- I I - %

Harmony
“Thinned
out”
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ASSIGNMENT 53 (on “Some Further Observations')

1. Give three or four solutions for the following. In each case end on root position “I”.

0 | | L
7 iy J Y
e ™ — - =
JBRh. T2 ¥ 2 T
‘2
vt ¢
Tui?
it

2. Give at least seven solutions for the following. End on “I” or «pboi,

D

\

] L
i .o
‘r‘; T = -6 = "

L

™)

F. I ?
(1 or 2 ok
chords)

"\
3. Give ten solutions for the following. End on “I” org Q

0 L

\Z 1 1 1]
Al

L

1
v () ! &
Té \
‘ @
4. Give six solutions for the following. \ root position “I”. ( So
1 1

lutions page 297.)

-0

2 T ? ?

[
[rp]
H
L]
H
-~

a few eighth notes. In this passage, and in Exerci e T chord continues to recur somewhat
monotonously. Try to alleviate this a little by@ ng root position I every time, although

it is likely to occur at the end. K

*
5. Work out four different exafples for the following: ta@les without eighth notes, two with
u

A T 'a ——

N T

J Eb, T -0 A“S ot T - bwi +bI I- gg bui+b IT-7- I I
chord [_Iw] 9:5 (or Elaborate)

bii
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Chapter 3

MELODIC INHARMONICS

INTRODUCTORY

The term Melodic Inharmonics has the same meaning as the terms “Non-chordal Tones”, “Ornamental
Tones”, “Accessory Notes”, “Unessential Notes”, etc., and is applied to notes which are, in some
manner, foreign to the chords with which they are sounded.

They are, however, far from “unessential”. In fact, they are indispensable to musical expressive-
ness. No matter how craftily the work to this point has been done, it can have been little more
than a smooth joining of harmonies, with some interest provided by arpeggiation or by the use of
contrapuntal Tths (which are themselves really “melodic inharmonics’). The material introduced in
this chapter will provide:

Melodic decoration,
More expressive “texture”,

Smooth means of providi owpmedt for
rhythmic balance a ts ere the
actual harmonic p#0® S n is providing

none.

We will see that many of the more “dissonant”gtechniques, and many of the morg “modern” chords,
result from a more liberal use of melodic i onics, as for instance:

: N
Dominant 7Tth chord \%ggiatums Qlth chord
n F———y A — —
o——_ % @ ‘ pefgnes: B
— [ =]
ST { 3 $ 5
X

The types of melpdic inharmonics examined here are f Hi‘5b 1. To attempt a minute cataloguing of
all possibilities would be an impractical, if not & s™le, task. (A non-chordal tone that does
not appear to fit into any one of the standard @)r s will likely be derived from or related to

cne of them.)

The names which are herein applied to :Eékmonic types are, for the most part, those usually
used, although an investigation of diff nt texts and different dictionaries of terms will show -
that there is some conflict of terminology.® In any case, the terminology is not itself the import-
ant thing; an understanding of the nature and functions of the melodic inharmonics is! They must
at all times be used with 2 clear expressive, orvotice leading, or rhythmic purpose; that is, a clear
musical purpose. Excessive or uncontrolled use of non-chordal tones may (in fact, probably will)
lead to an undesirable overloading of the texture. The retaining of harmonic clarity should be the
aim, particularly in the early stages of the work. Similar to architecture, interior decoration,
dress, and other areas where artistic decoration is required, taste is an indispensable ingredient.
No attempt will be made here to define taste, but a questionable situation is more likely to be
improved by eliminating some decoration rather than adding to it. Learn to edit your music. There
is no point in having an interesting decoration in one part if it is blurred by irrelevant movement
in another.
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The melodic inharmonics fall into two general categories: ACCENTED and UNACCENTED. These terms
refer to the position of the inharmonics with relation to the STRONG AND WEAK beats, and not to
the literal use of an ‘“‘accent” in the dynamic sense.

The Accented inharmonics resolve from “strong to weak’. They are: SUSPENSIONS
RETARDATIONS
APPOGGIATURAS

The Unaccented inharmonics resolve from “weak to strong’. They are: PASSING TONES

AUXILIARY TONES (and
auxiliary derivatives)

ANTICIPATIONS

There are some instances, however, where a normally Unaccented type occurs at a Strong beat, and
vice versa. As always, it is a matter of clear musical sense and purpose.

(Following the survey of basic types, will be an area dealing with *“delayed” and “decorative” reso-
lutions, in which the Cambiata, Echappée, and Elision will be examined.)

I. THE ACCENTED INHARMONICS: A. Suspensions

B. Retardations i @ a section on Chord Symbols)
C. Appoggiatura

A. The Suspension

A suspension is a note HELD OVER, by means of a , from one chord into t with which it
forms a Dissonance. The suspension RESOLVES DOWNWARD. The note to w h e suspension
is tied is called the Preparation: P g

T

Suspension

— 1
v
1] 1
 ——
L
=
&) .
v o
C: I
Details:
1. The suspension must be NO LONGER than its @ion note, as:
—_— % % —_ %

0 | 1 ] { 1 | \ 1
—— T g—4 1 — e —
.= S % far ) "' o]

o/
:g 2 IS P
G\" [e»] [wr ] Cd [ -] | o ]
vJ'- [y [~
S =
lL—— RIGHT Lol RIGHT bl WRONG* ——

*(When the preparation is shorter than the suspension,
the effecg is as an “anticipated appoggiatura”.)
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2. The resolution should occur at a metrically “weaker’’ position than that of the suspension:

S S
w W - W s
O - ~ ! | | G‘ fanmn) l A l" | 1
f—8 —to—SigHo JL_’r‘__"ﬂjg £ w5y
L~ o [ @] b 1 ¥
J {
e |= |2 4 4 Jl4d
A ) S 1] (=73
~ ] > ] L
_I [ ] ] | 1t ]
. I ] T w9 T Ly oo
L RIGHT I L RIGHT ______ 1 ._WRONG
3. Suspenéions are referred to “numerically”, as:
A suspended 9th over A suspended 4th or 11th A suspended 6th or 13th
the root is a “9-8” over the 3rd is a “4-3” over the 5th is a “6-5”
suspension: suspension: suspension:
2 - 8 ¥ - 3
0-\ | I -\fl \ ’) b - §
\ Y | } - [ o] ] 1
A 7 [ e N p—
AtA)
= — AN ) 4
J S < ) -
¢: C: ];<::-' ¢C. 1
NOTE: Some traditional texts use figures whic e the inharmonic to the actual bass note
rather than the root. However, the figur®fsed in this text will refer to the rela-
tion which the inharmonic has to th ot of the chord. To illustra
- will be called “9-8"_su n n because
the suspension is W of the chord.
. ow e
4. The suspension mus note. If the note is str gain, so that the melodic rhythm
agrees with the icSphythm, it is an “appoggia see later notes), as:
SUSPENSION

o

.
\ APPOGGIATURA

e\ | | )
e — B =
J
2 But: ° ¥
¢ X I Al I

+*
0 . 1 ]
“«, v AL ] !
But the use of a “dotted” —f——et r . is equivalent to: T——W—gr

note instead of a tie is %9:?59—— :FF
acceptable, e.g: F_-'
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5. The suspension will not, in general, conceal forbidden parallels, as:

# fo]
This: is equivalent to:
Q
[w) = [
[ -] VU= v
! WRONG! | (parallel octaves)
N ‘ hd
e
a8} o) [~ i r= . 2 =
J < \ -5 O+ &
This: A is equivalent to:
La N\t o oS
10 a4 [ Y Ao [o]
v 3 [=

WRONG! i (parallel 5ths)

- \

6. All melodic decoration is more frequently usedg pper voices and particularly in the
lead (soprano). But the inharmonics may appear part, and when they do, the part using
them takes on “melodic’’ value. Here is an exampl spensions appearing in the supporting

parts:
1 1 ! _
1/ L] - | 1 FaY |
L m— o e —
o [~ = |
4 TNy 4/[\4 '
b -k . » b :
L 1 T =4 L = o)
o '. '  —
¢. T I vil i b8 I

‘l4_ lt4_3l! IK%BI ll4~3” ll4_3’7
in ba in tenor in tenor in alto

7. The resolution note should not be used sim@sl_y in a voice ABOVE the suspension, as:
*

0 : 0 —
f—o A% ooy
L D [ ] A 3 f [=]
J \ and the use of thti resolution J &
—" note simultaneously in a voice
-4» BELOW the suspension is often
- - = unacceptable, as? o
X B o o
ri Ld Vi [ = —
c. T T C. I b4
L WRONG! ) q L WRONG! __{
*Reason: Wrong resolution of the 7th interval: A 44?
J ~'T f
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There are situations where the note of resolution may appear simultaneously with the suspen-
sion ABOVE it, as follows:

a. The note of resolution should be in a lower octave, as:

L 3 -
| L Pl 1
r:) { = = E—
= ot
2 A
= &
o)
=3 [
©
I 17 I
L YES | ! NO! 1

o) !

AW 4 P nntl Do N | T
ftn—e——6—=——
7 [ | Al =)

J

= <

By =] — =

7
¢ 7

*Not ideal - because of stress on aMy doubled 3rd of IV.

c. The chord created by the simultaneous use O suspension and its resolution note should
be acceptable with relation to the prifiples of 5, 6, and 7 part chord§. (When the sus-
pension is used INSTEAD OF the note ich it resolves, it is p ‘Qfon-chordal”, but

)

when it is used simultaneously wj resolution note, it becom rdal extension”
and the resulting “extended €ho st be acceptable as a chor

A brief review of the princiQo\Seven part chords is reld @ re:
“9ths” @

A MAJOR 9th is hag N C y good on any chord. A M is best confined to dominant
structures only.

Fefore:
L 2
A MAJOR “9-8” suspension can exist simultanei& 1th the resolution note (root of

the chord) provided the resolution note is% lTower octave, as:
N—| | ‘3 4 )

H O] ; = -

3 hY 1

#@b i ¢

7 hd

C: il I L;

7
{ ALL GOOD! ¥ ]

A MINOR “g-8” suspension with root simultaneously in lower octave is fine on Domi-
nant structure chords, as:

ﬂ | QEm'J ) —_
but inadvisable, due to ———-ré—é—
W high tension, on non- f
J dominant structures, as: -1
(3

Cme: X7
1 GOOD! | L-INADVISABLE! !
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“11ths”
An AUGMENTED 11th is harmonically good on a MAJOR or a MINOR chord. A PERFECT 11th is accep-
table on a MINOR chord only. Therefore:

An AUGMENTED “4(11)-3’" suspension with the MAJOR 3rd simultaneously in a lower oc-
tave is permissible, provided the 3rd is an acceptable double, as:

¢
3 3
Q A’—\J Il ﬁ i 3 n\ ‘ 1
- =) e e “‘#‘-\ t t Y—G }
:)V [ 56 and a PERFECT 4 (11) - 3 = ‘\E oL &
Awg-11] | suspension with the MINOR J [ favl. 11
\N R ?rd s1mu%taneously 1ntabl N é
ower octave is acceptable, "
(mg b@ ma-3 provided the 3rd is an ac- " - mi-3
o - ceptable double, as: Sy—& y—
yi # 7 H;—l —H
C: T7 by . il c: v
l_ AL RIGHT!—__ 1 e ALL: RIGHT! — W ALL RIGHT!_J

BUT: A PERFECT “4(11)-3" suspension with the MAJOR 3rd simultaneously is NOT acceptable:

Q\I | ¥ \3

C: 1
: 17
L _NO!__ NO!
“13ths”
A MAJOR 13th is harmonically possible on a Major or a Minor chor NOR 13th is

NOT an acceptable harmonic extensiog.

A MAJOR “6(13) - 5” suspension, &mhe Perfect 5th simultane Qlower octave,

is possible, but not particuld dvisable!
n_b = - 7
& L VA | 1 i I
- T~~~
UJ AN A= r- ~
A4 A4
This is possible, beSguse the QTh not particularly
suspended Major 6th i leg- e, because a cer-
itimate “13th’: a ambiguity results, as:
' 1 2 | = )
- [»] [ ]
C: c?

oR
Q Ami? ?
8. In point of fact, a “6-5" suspension is t best, problematical. The point above indicates

the danger of ambiguity when the ‘““6-5" suspension is used simultaneously with the 5th; but

there is also a danger when the “6-5" is used without the 5th! It then becomes a consonant
suspension, as: b

11
z W
[@ ]

Consonant Chord!

QL™

The result becomes a DIFFERENT, consonant chord. There is no law against this, but it leads
to ambiguous harmony and a “pale’” sort of sound. It lacks the dissonance which is the real
attraction of the accented inharmonics.
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The single “6-5" suspension on the V chord (andparticularlyon V7)ismoreenergetic,however.
In fact, the V chord is perhaps the only place that a single “6-5" suspension is successful:

b 5
*
V.4 [ -} :3 é:" Q Tll .*
A 1 (@] L
5;; 5 — J._f)‘g'l?n S Fo——4
b, &
e
o | o ¢ d
I =z S =
C: I p Cme I by

In other cases, the use of an accompanying
ment since it produces a more clearly dissonant effect,

“4-3"" suspension, when available,

as:
6 - 5
b

N s N # -3
\‘I o JJ j :'In p— 1
—@—n— —d g S il
J 5 > -

| — I

Consonant

9. As the point above indicates, combined susp

When two suspensions are used simultan

y, they are termed

BUT: nant
same nature as
he “appoggiatura 2”,

s are available.

Doubl\ sions.
oY

“g" chord -

move in Parallel Imperfect Conson rds or 6ths). To illustr
X%
N ; 8]
\
) 4 [ ]
Ry
\ ) [ o ] 0 \A -
J ¥ 1> (u I’3}
TN
v s o i gs
J Ty
I" [ =) e [ ]
C: ][bkﬂ I

[beumzs - @A\

Triple Suspensions are possible,

0 ,.f.\g" 48
2 Tde 4
¢: W I

*

*(actually the 3rd inversion of ii7!)
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is an improve-
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Combined suspensions should be handled very carefully. An undesirable overloading may result,
and the intention of the harmony may be lost. The clarity of the harmony should be aprimary
concern, and a piling on of suspensions, or any other inharmonic type, can lead to a loss of

this clarity. The musical effect may be different and perhaps inferior to the intention.
To illustrate:

»* * *
P ‘°l 16 N — ? ) TN lq !8
17 o o 1 \ ~ M 1 A\l 0
X hd hod [ & § A - [ § A b
FAWAY [ALA Y [ATAY
J J i+ 3 J | s
~Ae s
5—=8 = 5—8 = oy —8 1 °—o
V4 - _,I o) Vi 1.2
C: i I c. it I c. b I
| I | [P—1 1
Single Double Triple
suspension

It is doubtful if the three solutions above get progressively better!

10. Suspensions may resolve to a change of position of the same chord, as:

*eg

N ~—_14 18 \
1\l o F= | 3 I
S < [
1y
S? [ ] o
3 P

° ofe.
r\|-' [we ]

(For resolution of a suspension different chord, see Q
section on the “Harmonic” usQ pensions and appoggiatur

B. The Retardation \?
The Retardation is a sus on ich resolves UPWARD. xts simply call it an ‘“upward
suspension”.) L 2

Details

1. Retardations are most often situated a half-@elow their resolution notes. Upward reso-

lutions, which oppose gravity, are alway& obvious and adaptable by half-step than by
full step.

The most common is probably the leadin one retarded under the tonic, as:

%
*
ﬁ P s I1 ls n l
| WA L W 1} L4 ) ra |
Y O = P A > | A 4 1=4 |
S L4 A= 18Ya NIV & 1
11 12w 3 & S T  » 53 r=w
o/ |
2 3
J P>+
. J
1] o ¥ T3 [ ] f o P | y» X ) >
1) X Al K ) T ¥
i1 Z o] oz i 1 T
I o ad
. ¥7 T c X7 v
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Other diatonic half-step retardations available are:

0 -,“k 3 () 1 2%
¥ — st
The mediant # — ‘G‘O'ZC’L The supertonic S =)
under the sub- - under the mediant J Y - r,, 3
dominant in ~ in minor:
major: |
= ] = 1 3= (o)
il I A4 — 3 ¢ J A4
Vi [ ] 1 J B | Sl
111 [ l}
¢c: I e Ceni, wi®l I
() L * JJB
AV4 ) ) L
AN N =z 1
117y 7 1} ~ | o 4
The dominant under j’ 8
the submediant in minor:
P | &
f oS 1 1 A—d
~ ¥- 1 L
Vi W T
74
Q.\"’)L : vt
Chromatic half-step retardations are occasion va le, when the previous chord contains
altered notes, as:
* )
—_ %
Q :5 ﬁ : !:!u mlﬁ 74 T
(AU D faw] 11 a3
S HRSE
C:  ILmi*t b=
O‘NN‘ c
2. Retardations of a full-st Anusual, but may be effecti ME situations, as:
(\ * > () »
\Z \ AV4 1 1
A 2 A 3 | - ] LA\II r’\‘ ||~ A
L
,F BUT NOT:
- _ e | -
.S - 2.\ LAY Fa¥
} K ~) hadil 3 A—d
2 = 30 Vi ;I L2
A=
- (3
e I X c I c. i*® 1

*+ Incorrect resolution of
the Minor 2nd interval

However, the full-step retardation under the leading-tone in a dominant or dominant function
chord is USUAL, since the use of a half-step inharmonic in this situation weakens the upward
urge of the leading-tone itself:
USUAL!
() ¥*
i
Ay
Al

1 1
o

58



3. As with a suspension, the note of resolution of a retardation should not appear simultaneously
in a voice ABOVE the retardation:
\k

D

N

¥

X

0 * 3rds

Prg———

B
o

c. butt I

They will, of cou resolve in

N

e available.

5. Combinations of retardations and suspensio e,

contrary motion, as:

|
1
< o 4
: = \g ‘N‘c

\v @ (o [ ] =)

= =

—
]

\

is best when it resolves (as it does in

Such a combination of a retardation and suspe@
Regodlit 1 n to a perfect consonance (octave,

the above example) to a 3rd or a 6th. unison,
4th, 5th) is not forbidden, but can soMgwhat bleak and overemphasized, as:
* .
n ! O N, l un1s
A V4 Z o R | 1 Y ~ ]
X o =1 1 JAY [» ]
JAY Y =4 7 7y - N 2 '
A g LA c A= —d 1
J oLT. o
~T
o Td 4 2| 3
' W [ T oS
Al B hdl IS
vl [ e ] y A
C: Y I Y’ I

1 PERFECT CONSONANCES MAY BE TOO PROMINENT ._
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* *
N L 0)
AW Z 1 1 \/ 1 1
X i S L3 A 1 7 ) 1
"= e
o @ T J ® ©° t
g g
~T™N
ha 7T | . o J ‘é”
C\v‘ Vd A [ 3 (V \v. =
./I [ -] ;/’ [om]
¢ w7 T ¢ Wmi* T

[F-]

I PERFECT CONSONANCES MAY BE TOO PROMINENT ._____|

) * | 0 * 1

e = F=>d i e

S — — two retardat 4 —
Two suspensions g or two retardations [« g
(moving in parallel J 1 r (moving in parallel JOTC F r
3rds or 6ths) may bhe ,-——\A 3rds or 6ths) may be
used with a retard- Kel _*_A. used-with a suspen- /--\.-1 - |
ation: o s sion: &Y g8 =4 (=

.- o3 7 Yar

-~ —— 4
¢ X7 I ¢c. X7 I

However, take care to avoid overloading. 8Su n@amd retardations in the bass are not
frequently used, but the upper parts can cegfainN ploy them. Nevertheless, decoration in
Q. doegf a vertical “piling up” of inharmonics. A

part involved in a suspension or a retardatio ediately has “individuality’’; consequently,
they are not too often found inunified ional orchestration. Their valjge in part writing

and counterpoint cannot be overestiggt&dN® They produce a flow in ic which stitches
n example of asimple chor regsion followed by

the chord progression together. 1
an example where suspensions aﬁ\ r8ations are applied to i teNphe increased forward

motion in the second passage:
0

VY 1
FATAY e

A ) i Ld
v

‘J‘ , J i
) L N i A o § )
A" SO R o = ares A
VA | TN £y [ | LN LA
- |74 I ¥ 1
F. _ . I vii® I I
Mo - L«.,:c[f(. ")
L ]
T

F- T vl T bii*t I W% T

L WITH APPLICATION OF SUSPENSIONS AND RETARDATIONS_____ |
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Group 1.

SUGGESTION:

Sopranos are given,
first is to be simple,
clear harmony and rhythmic balance.
suspensions,

ASSIGNMENT 54 (Suspensions and Retardations)

with basic harmonies. Work out 2 four part solutions for each. The
with nothing more in the supporting parts than is necessary for
The second is to use a “richer” texture with combined
more dense harmonies, etc., but without loss of clarity.

It very often helps to reduce a line which contains inharmonics to its essential notes.
This provides a clearer view and it is quite possible that a good harmonization of the

essential framework will also support the decorated line.

Q U\f\l | ,-\’\ e T i/\J J =
This: _&.; ‘—-d—d - . ‘_‘}—‘ =
/ eI -¥ - I - vi - wo- - T
can be reduced to:
Q c:\ C‘! T ‘l ) 4 n! ‘\ “ T )
5 == —
Yo r-¥T- I-vi - Va2 \- T
Suspended \
@ Passing Tone i
Db dad o d bdn] ()
1 =
Jo., s-x¥ - T - 1
(See Sample Solutions page 298.) . \
O (no eighth notes)
1 | 1
"ﬁ"\—"rv = o o cl -~ — (o] f P ' } —
T F o
ChoR- v ot T
Aminog: T D\%‘EI & w? A -
Less Usual
@ “Full Step”
O Retarg‘ation ‘
X1 S== m—
b ,
J e I-W - X - v - T
©)
0 b | | | hdm P
L VAREK « | N, 2 1 Y 1 1 ‘ l\{ L lI
} 1 r 4 £ 11
J » I -X bui - bi*b T - iyt T
EGrd-r-]
Not a “Suspension’’
@ just a “Tied Note’!
() ] | -’f { , J_:\ ' \ ] | 1 t
,j)\r;() ﬁi‘ (= — J’cll& - H—ﬁ*‘r"ﬁ—‘&'——t |
J oo W-TLt°- I - vi - W - I& ¥ I
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(No chords given.

Use starred (*) notes as suspensions or retardations)

H-> @

i * *
| é’\ ’-\J %:‘I ‘ 1 l m | l
N : e &=
AW 4 1] L} g
U N? e 0 1]
v b
Group 2. The Basic four part passage is given. Give three elaborations of it, as follows:
Apply suspensions and retardations to soprano only.
b. Leave the soprano as given and increase interest in the supporting
parts through application of suspensions and retardations.
c¢. Apply suspensions and retardations to any and all of the parts, for
a balanced texture. (See Sample Solutions page 298.)
CAUTION: Do not try to force these!

Some of the later inharmonic types can be applied almost any-
where, but since suspensions and retardations require preparation, they can only be used
where a preparation exists.

s T e Aﬂé?““ﬁ Sre—r0
2 ) J[: F | I —r—r r for |
e e b B d | Jlyidbd |
S e ZS= >
D T- il TC o e @ iﬁ; T EW/I
El“\iym-
L‘)dfan]

Group 3.

[ \
. .
a g

The progressions are sugge ork each for four part make a musical use
ue “four part” writing,

of suspensions and retardas’Shs. Create a balanced tex

with all parts making ibution - although the bass, b its foundation function,
may be less active. @ven progression need be talgn 1iterally. Remember the availa-
bility of “f t9@na bstitutes’, the developm g’s etc.

given progr s d devise your own.

or simply ignore the

X7,
@ Slowly. Do not use eighth notes. \
0 ..
A
P—2—

v Bbm* I ii = Jom. -

W= - - v -

e i Tv Y I

Net.uir

Fairly bright. Use some eighth notes.

11 1Y
1 1
1 1
i-¥X -  w- I -
W-Y vt _:ksjf 1 ;R T
W s
N6



SOME REMARKS REGARDING " CHORD SYMBOLS”

Certain areas of orchestration, lead sheets, etc., make extensive use of the “chord symbol” system.
The use of suspensions, retardations, appoggiaturas, etc., can sometimes change the structure of
a chord to the degree that a “modified’ symbol becomes necessary. To illustrate:

ey
While this passage: 2

[w]
5 24 .‘f I _% is still “I - V7 - I”, it is clear that the symbols:
-P-
. T Y I

«c - @7 - " do NOT tell the whole story! 1In general, this matter can be summed up as follows:

If the inharmonic 1.

is NOT a legitimate “harmonic” extension of the chord (that is,
if it hasn’t harmonic, but only “inharmonic”, validity

AND 2. lasts for the duration of a full beat or more

the symbol should be “modified” to accommodate the inharmonic.

Therefore, this will be symbolized as indicated:

Ye
ATS — \L4 <2 > (o]
1" T: 5 = o) = BUT: r )
J P— 7~ T : | . P
This willgbe:
< 3 \
‘I'\' [ ) [w] [@ ] w/\\ foe'd
v S 1 o - e Y o
1 i I
. * Susy Susy
Symbols: e &1 @ O -G @ Symbols: Q '
[T I’ N\
L ]
*The abbreviation “sus. 4" stands

*In the abovg casc™it is sufficient to use

pended 4th” and is used whether only the baf§jc symbols “C - G7 - C’. The

nant 4th is a suspension, jat “sus. 4t be ignored because of théir

any other form of inharm Brezit cause they resolve on the same
ea

L 2
A careful perusal of the following examples should makﬂ\neral procedure clear:

‘ * > r
P ey @ 0
B — = — r_ e siMee the Perfoct 4th fo—% .
‘ ~ 7 N~ er the Major 3rd does
: ~ r I ] ! not allow the simul- v | r
i ! taneous sounding of the
; -~ ‘J ! 1 3rd, the symbol needs | |
! —~ — modification. — .

I'. | ww ] c L [ ] I‘. : {2

] : i : :
Symbols: £ Dmi! G Lot ¢ Symbols: G C
1
L ] — L 1

Inharmonics not indicated
because they are legitimate

“chs",
harmonically.

which can be used
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The Major Tth retardation is a
legitimate harmonic extension
and does NOT need a modified
symbol.



p d—F 4=~3 4+ .t |
v - ~ i 1 - v ——
A" > 4 > 2 o 7~ -
4 4 4] o
o\ [ o]
— = e
Symbols: ¢ Yt G  Ami Imil G e
It is necessary to indi- }|Perfect 4th and MINOR 3rd | “sus. 4” is a
cate “sus. 4” because “C"”|can be used simultaneous-| necessary mod-
and “B" are not compat- |ly, so no modification is| ification here.
ible in a G chord; but necessary.
no need to indicate the
suspended Major 6th.
0 . | |
D=y g
AL MR 7ANY ) =Y
AN z =4 [ e ) G
J |
3" 1] M e ]
b, RTINS 4 T
I~ L2 H
|2 B ! '
Symbols: Cre &1 H
Minor 6th cald
“Augmented ]

Some of the following are more complicated and efiploy ggiaturas (examined in the next area of
the text). However, they serve as examples for ®ge p

D et | - ' !
Ay TR ==
A= "4 b Y A V.1
g gt
$J 4 .
AL Q ‘ 13
— for) I : o]
— { ; {
¢: T - . I - " I
Symbols: c® ols: B ¢ Symb ¢ C F7 - c -
s nothing here which will
[c.bcus] * @ict with guitar (or whatever)
R B C

oRegven C? (. 1s used for Augmented 6th chords.

) ing an “F7”, It has bheen
! oted earlier that the “7” symbol

r T
0 { LB \
X T — 6
39 3 : ! " {_\, =) ? {Appoggiatura , chord
«wherr : | is formed here. For
P, here 1z, reelly | 15 amormed fere.  For
' é- _J. cj write:
- | <& o C(G BASS) G G’7
—P s 8 or 7
7 £ f C, G G
. - T
C- vi n A
Symbols: Amc D15 D) :C &G G&G7-
L ]

More complex situations may be encountered, but these examples should serve to illustrate the
general procedure. (They also show - by indirection - the folly of accepting symbols at their
face value!) Further chord symbol problems will ogcur as the work progresses.
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C. The Appoggiatura

An appoggiatura is an “unprepared’’ suspension; it is a dissonant note STRUCK, and resolved to a

weaker metrical position. The rhythm of an appoggiatura and its resolution is always ‘“STRONG TO
WEAK’. (As remarked earlier, the term appoggiature is derived from the Italian “to lean’”, which is

a clue to its character.) Because of its emphasized dissonance, the appoggiatura is the most
expressive of the non-chordal tones.

Very often, but not necessarily, the appoggiatura is of longer duration than its resolution note.
Details:

1. The appoggiatura may be approached by leap, by step, or passively. (When a leap is involved,
it is usually better to leap in the opposite direction to the resolution.)

Examples: % E *®
) “*amp P . s la_ 0 * %
Y —Jo =g =% ¥ 5f ———
FAVAY 2 Ad VY . [ ‘7“- ia 1 1
Nlag? c [ ] G A G 7
T ? J F -F- - oo
L3 5 ; [w] o [«] G le ‘ [o]
o EN 3 S ~ FQ_P* (@)
V4 2 3 [ =] [ H, .;l [ :-J 1 }
¢ = ' g 6
C: I N7 I C: \ if ¥ Y7 I
2. The appoggiatura may be in any voice:
* . )

0 -J"’J 1
A\ oy
AT b (o)
AN Vg 04
Nt |
J T

| A

Cd

C-

o | -
\I*
\
e

3. Any beat, or fraction g a%x ®may be subdivided into ST nd WEAK to provide appoggia-
u

turas. Inthe followif PlusWration, all of the “starred’ S are appoggiaturas, resolving
from Strong to Weak:

¥ % 3 L3
n -4 | { | [P | L 0 | I)
X S —= Y —a ¢ o ———g
(8%A) T} 0 A} A YaY
=~ 2y oY 7 L = Q7=
FAW o] [AYEN*] P =3 AW al
il 15 il Y | bl il I3
] fen) ryi T (=] yi (o]
(24 1) }

[e-17

¥
N __\
— {
A
ATaY
18 ¥ F
|
A o]
v [«)
1}
\
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0
In triple time, the pattern: { is generally preferable to the syncopated

N ]
feeling of: g" 33—+ gﬂ t  but both are available.

4. Just as suspensions are more common than retardations, so is the appoggiatura more often
above the note of resolution. It will be the Scale Tome above in all cases. The following
table deserves close scrutiny. The key of “C” is used for example purposes. In each case,
the first note is the APPOGGIATURA: the second note is to be understood as a CHORDAL tone:

Appoggiatura above TONIC:

Phrygian
supertonic
D X . Q ¥ This is possible only if “C’’ is in a chord which is
%= it or: =& found in the Phrygian mode. It would be possible
) } QD— in bvi, IVmi, Imi, but not advisable on vi, IV, or
) (= grsgr: Y oS 2 I because these chords are not Phrygian.
Appoggiatura above PHRYGIAN SUPERTONIC: Appoggi ove SUPERTONIC: Minor mediant
Q * q Q *
FATAY — 1 or: —=firs — }
e This is possible onl
(only possibility) if «p» iLs) in 2 chordy

ich is found in MINOR
vV, pvii, vii, etc.)
as a bhlues quallty

\@ Appoggiatura abo Q
0

Appoggiatura above MINOR MEDIANT
0 * A
Vv 1

5 \i’ o @ #t:

Appoggiatura above SU INANT: Apgog@a above DOMINANT:
0 * \ - * =5
V A i H 17 1 1
A 1 1 1| or: 4 | 1
o———p—1 o—a—g
< ~3 J
This is possible only if
“G” is 1in a chord which
is found in MINOR (as V,
biii, Imi).
Appoggiatura above MINOR SUBMEDIANT: Appoggiatura above SUBMEDIANT:
0 = N i N r—
A i 1 1 1 \L 1 . 1L 1 1
w# a € 3 or: ) 14 o,
" 4 A= T
J J -
o This is possible if
(only possibility) the “A” is in a chord

which can take a Mixo-
Lydian or Dorian in-
terpretation (See bar

3 of ““Oh What a Beauti-
ful Morning”).
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Appoggiatura above Flatted 7th degree: Appoggiatura above LEADING TONE:

o n _*=
Vv 1 [] 14 | § 1
A N Al p. [« ]

117y vV \a? JALAY

- >4 S

J )

5. The appoggiatura may be below its destination note. It is usually ahalf-step below, and the
use of the leading tone below the tonic is common, as:

o4 F24 0
x:\ Y 4‘_i (‘\n o]
L A ] A= 4
o J
*
-
- 4 Ju
7.5 .S .
~]. [ ] ~ 1 |1
ry i [ =] 1 L Ll 1
1 | | b L
1 !
Other diatonic half-step lower appoggiaturas may be:
a. The mediant under the b. T \rt ic under
subdominant in Major: e ant in Minor:
0 | *x ¥*
\/ 1 i [ N i
X fo j 1 1 i i 1 [ N {
e e e e

0
LY >4 ara X
>, @) G 2 3 @
cC: T [ \
Note: There is no objection i@
parallel 5th when one B of
the second 5th is anpd@fog@iatura!l
&inant under the submediant 4 T
0 x
i, ;
A YA ] 0\ Fa !
v 7 L= A—f =) [
J
=/
Vrn T N
hudll PO 4 —d
L h
1.4
)

Cmei:

6. When the scale tone below the chordal tone is a FULL STEP underneath, it is customary to raise
it chromatically to give it a clear tendency up (i.e., to create a leading tone):

— 1 7

‘)@ 1 ] 111 'l‘ %_‘

N ¥ 8 ¥ > 0 *->
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Examples continued:

i L e X ™
.\ -&/\4 J []
il I ~
¢c. T e 77 T
q * i \ ”* i
lvl\ }L " !i4‘= i ot ; 5 et ! > 1 ==
e P~ % f ] . ?“riuf' ”rzf.
»*
<. 4 pddd] "
1 - |

c) 1 — -ﬁr%‘d f ? c',c
c ‘T b W I

b AL r I

However, the appoggiatura below the actual leading tone§in a “V” or “V function” chord is
regularly o  FULL STEP below (i.e., the 6th degre

scale) in order to avoid weakening the upward tend&f

FULL STEP HALF-STEP
=z |

scale under the Tth degree of the
e leading tone, as:

L. STEP

|
v 1 LA |

HALF-STEP
1 1
17} !

oy

s

~ [N
% J b T

is more likely than: % is moreqyi than: .
C: bii*" \ C: bu""{’

and even:

AND: Full step appoggiaturas wi 40 asWwnally sound well under other notes, provided the
dissonant interval involved N

ceives proper resolution.

To illustrate:
o B O—xo o
—r— 5
J % J
- b
C I c: H C: vt

(See first note of
“Falling in Love
With Love”)
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These are exceptional, and certain situations simply will not allow full step lower ap-
poggiaturas, as:

% > N *o>1
e ———
J -
C: I C:oon
L NO'___ 1 L NO!'__ )
(improper resolution of (improper resolution
minor 2nd interval) of minor 7th)

The direction for lower appoggiaturas can, therefore, read:

The lower appoggiatura will usually be a half-step under the chordal tone, even if this
requires a chromatically altered scale degree; except in the case of the appoggiatura
under the leading tone in a “V” or “V function’ chord, when it will usually be a full
step below.

7. Worth special mention is the “blues’ quality gained fro e of the flat T7th degree used
as an appoggiatura over the flat 6th degree, soundin instYthe leading tone in dominant
function harmony. To illustrate: 6

D f > % 1|
\/ 1 L + -
f—P®—0

Nl [ar]

J -F- % J ‘Df’l

[ =]
=
h 5
C. vl C:bii+b \
‘ @
When used with a true “V” chord, & t is the unusual situgy O n appoggiatura over
an appoggiatura (i.e., the Minor 10) over the Minor 9th (t’

* *
-
@ \(/) 1 l\ 1 iA¥

| HER

|ttt
o ot

h is over the root!):

The chord so formed: is var'@called the “Gershwin 9th”, the “p10” chord
or the “blues” chord. {

L

8. An appoggiatura can be regarded as representing the note over (or under)which it is situated.
Consequently, the note of resolution need not appear anywhere else in the chord. Examples:

*
0 4 =1 | = D) *
\V4 7 L» ] 4 LV .4 [ ] ) 18 \7 -5 ‘
55— ] o—% i b=
v - J m 2R B S B
¢: I C: c. T
*Represents the 3rd *Represents the root *Represents the 5th
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The following points are offered as a guide to the simultaneous use of an appoggiatura and tits
resolution note. Although it is not necessary for the resolution note to appear simultaneously
with the appoggiatura (because, as mentioned above, the appoggiatura represents the chordal tone
to which it will resolve), it IS possible to use them both under certain conditions:

A, NOTE OF RESOLUTION APPEARING SIMULTANEOUSLY ABOVE THE APPOGGIATURA

The simultaneous striking of an appoggiatura with its resolution note ABOVE it is rare, and gen-
erally unsatisfactory, because it results in an improper resolution of the dissonant interval.
Observe:

0 n__ .=
X B : X 8
=== —tp—
¢ I ¢ ﬁb |
NO! NO!

Exceptionally, it is possible to use a Major 9th appoggiatura in the BASS, on a “I” chord, with the
tonic sounding above it. To illustrate:

There may be instances where a Major 9th appog§iatura, in the bass with the rfot above it, could
be acceptable on chords other than “I’’, as:

DIA O IIQ\
=0

|

-
4

F AU A2 L
:f‘ &
o b 87
= L\
(] £ % ~ ~ 1
— = F =
- '8
| J
There are divergent opifi on this however,

and each instance sh ecided on its
own merits in the ¢ X1

B. NOTE OF RESOLUTION APPEARING SIMULTA LY BELOW THE APPOGGIATURA

1. The note of resolution should be in a lower octave, as:

N e S { =
z ~.. | ¥ \Z = )}
~ [~ | X = I fo» ]
s F—=
Yes No
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2. The most adaptable situation using an appoggiatura simultaneously with its resolution tone
below is the appoggiatura 9th, with the root in a lower octave, as:

ﬂ | i n N 1 0
D EC— LY 7 PR | P | 17 1 1
[ o - ey 81 ] { 1
It — J4LR — oo po [ (M > —
e R Ca J
{v‘\' £ L C C\. !"'C (A\-. = e
Frte e — — 2
¢ T C- W C: bvi © ¢. ¢

All of the above examples are MAJOR 9THS, and all are quite acceptable. They formlegitimate
9th chords. A MINOR 9TH struck simultaneously with the root below it is fine on a Dominant
Structure chord, as:

i N N
| V4 ' ] ra [l \/ i 1 AL
! S 1Y [ 1 1} A )
'\f_‘ L4 h, I‘DII Q' c ll(‘\ 17 %* c IATAY ™ 1
J j‘ It is somewhat too tense ’J"" 5o

and confusi@g, though,

h for geperal\use on non-

T -3 - domin tures, as: o~ -
= - } (o)
v—p b Q

C mi: T c. X7 c. il
Q Questionable!
3. The “4 - 3" appoggiatura needs caution. Aygid striking of an appoggiatura Perfect 4th

(11th) with a Major 3rd below it, as:

)
KO

9

e

A 1 I_'L | I 1 l‘
A Torb o3> ' D S .
- J forf o -?- ‘F- F
corrected: + orrected: + 3
L\ =2 ! ol
~ 1 NG — =] el 1)
VI LA FaY
L~ 4
WRONG! RIGHT ¢ @WRONG! RIGHT
(3rd omitted) !\ (3rd omitted)

But the simultaneous use of an Augmented 4th® with a Major 3rd, or a Perfect 4th(11th)

with a Minor 3rd is acceptable:
0 . A
LWJ A [ 1 V4 17

[ ‘e
st — ot s =
o) 3 o Loty O L7 Y L >4 Ak L A o S
J - J - Joert + [P -F‘ J =
o
mad L o
] _g_—_g [T St A I L= .\ IO WYL |
. halll PO oY S ] 57 bl I Y hodl BV ¥ A £ 4 1R AR = ]
L oL L =Y 2L Ll o B lﬁ d
c: T C- W C: wi b Ceni: T
POSSIBLE ACCEFTABLE ACCEPTABLE ACCEPTABLE
(although the subsequent (although the subsequent
irregular doubling of irregular doubling of
the 3rd of IV is not the 3rd of I is not
ideal) ideal)
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4. The “6 - 5" appoggiatura is usually better without a simultaneous striking of the 5th. Cer-
tainly, if the appoggiatura is a MINOR 6th (13th) over the 5th, there could be no justifica-
tion for the simultaneous sounding of the 5th, since the “harmonic’” 13th added to a major or
minor chord is always the Major 13th. Example:

b
Q m m‘ n! AV ,+
—A ~ \=J i 05 7
I A L4 [AYA Y A
N7 A= =4 [= ]
J Perfs =X corrected: < =
= o
"4 VES
NO (5th omitted)

If the appoggiatura is a MAJOR 6th (13th) over the 5th, there could be some justification for
the simultaneous striking of the 5th in a lower octave, as:

D Yy L] 1 1
A TV U 1) |
| AWAY rig r=
N7 c A
J
-l
LSV | Il il )
A~ ] TN T J
vl [
but because of the harmonic ambiguity, it is undo (in four part writing) to OMIT
the 5th when the 6th is used as an appoggtat :
I
A\ W4 1 1
)4 1
VA\S] Y
Fre
E = Q\
&
i
NI

. ?

@b v' " .
The “6 - 5 appoggi , lar to the “6 - 5" suspeng
objection to the 4 f e 6th and 5th simultaneousl
jection to its us€ a single appoggiatura ev n

dissonant. This leaQs to apallid sound and pos
cation than the intended one, as:

is problematical at best. The
en stated. There is also an ob-
ut the 5th, since the 6th is then not
an entirely different chordal impli-

T®or C: vi t

The use of a Tth.in the chord will giVve the appoggiatura 6th a clearer dissonance, as:

This: ‘{' L2 is more

-
I

This: & is more
Eﬁeﬁective than:

¢c. 1) C: ¢ W C.
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The single “6 - 5” on the V chord (and particularly on V7) is by far its most common, and
perhaps most effective, use. To illustrate:

0_{4 _ 0

u - [ 174

l‘(ll L A% Y ATVIA WP

3z VARTE !
J J Uo7 F F
Jra %_— AT ?\

E = &

Q'. Y-) C-_ :-V__7

In other cases, the use of an accompanying “4 - 3” appoggiatura will create a clearly disso-
nant “APPOGGIATURA $” chord, as: ()
-

=X .
i = instead of:
17

W
C:

b
has become: C: W 4- I -

Fat
o 1 =4
!

N
9
W

—

'H ¢

The use of certain other combinations with the “6 - S"QXas

0

174 LV 1

will produce desirably dissonant e;fe@ m “9. % examines “combin geipturas”. )

. The preceding points discussed Qe of an appoggiatura OVER § jal tone struck simul-

taneously with the chordal tq pn a lower octave. In the matte n appoggiatura UNDER a
chordal tone, the same generg® W€ighiple applies: if the appgggatura struck at the same time
as its resolution to lower octave produces a legi e chordal extension, it will

probably be acceptab xamples: @

0

&

N lI \7 Y\ |l ]l
. . L) [ o ] A HI 1 7~
JATAY Ty
ALI, RIGHT ALL RIGHT UNUSUAL, but acceptable
(Major Tth chord) (Aufnted 11th chord) as an “Al_lgmented 9th”
1111;plécat10n on a major
chord.

However, such situations must involve the use of a MAJOR 7th interval, and not a MINOR 7th
interval, as:

.

s

=

N
»
.
T

NO! (Improper resolution of Minor 7th interval)

<
dxl) Q-
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To recapitulate:

An appoggiatura can be regarded as a “representation” of the chordal tone over (or under) which
it is situated; and the chordal tone need not appear simultaneously.

The resolution tone should not be struck simultaneously ABOVE the appoggiatura, except in the
occasional case involving a Major “9 - 8” over the root in the bass, with the root above it.
(This exception is confined mainly to the Tonic Chord.)

The appoggiatura may be struck simultaneously with its resolution tome in a lower octave, pro-
vided the resulting structure is an acceptable harmonic chord.

Finally, duration is a factor. A situation which might be offensive at a slow tempo, or with
longer note values, may be acceptable if it is brief (that is, if it is not there long enough
to register wertically on the ear). A combination which might be unacceptable when struck
simultaneously is more likely to be acceptable if not actually struck. To illustrate:

0 * ¥
\/ H 1 1/
A 1 1 ] 1 X
o o SR 8
J - - -+
e
C—\l: T3 TS = );H
7 Iy () 1 | fo)
o/ = {
¥
Trouble! But: All Right Trouble! But: All Right
As always, the ear is the final arbi The directions relating é%\g\p iaturas, similar
T

to all of the directions in this , based on common practiceg illiant and effec-
tive exceptions to all of the 4§ ighs can be found in ever music. Adherence to
the principles of common prac®c®y 1s likely to yield the bgs s, and deviations from

these principles should b cious and calculated. De @ which result from sloppy
technique and/or a fault are not likely to be successful.

\

9. COMBINED APPOGGIA S

Appoggiaturas in twd® voices simultaneously ar:&le They will move either in parallel

imperfect consonances (3rds or 6ths), as:

in 6ths i @m 3rds in 6ths
(10ths)

1 |

1 I

'I fvr 1K)

Nt -

J FPr

0o

TR

has become “Ivg - I” has become “Ig -V

(Appoggiatura g) (Appoggiatura 2)
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Examples continued:

in 6ths in 6ths in 3rds in 3rds
T PP ey 5
dug $54 a 4
ep B —| % |or ») 04| &
Vc- T bii T T F.I i T®

or in Contrary Motion. It is generally preferable to have the contrary motion appoggiaturas
resolve on to the interval of a 3rd or a 6th, rather than on to a perfect consonance. The
resulting duet emphasis on the perfect consonance can sound somewhat “hollow’”, as:

to a 4th to an Octave to a 5th

| | "L > 3
=g
1 ERT; A ¢

(These are not specifically forbidden, but in nor ntexts are questionable.)

»
|
><O

—ﬂ
“

The following examples show more commo ry motion to imperfect c@&e

]
H
[w ]

i

=
nn o —, i, 4
e, A4 1 A4
J 1
4 & s 4
— ! ;— -+ =
LS [ = . V) - [« ]
v A 1240 ¥}
o 1] i
e L v O ! 1 «2 AL I
To a “3rd”(10th) To a “3rd” To a “6th”
*1 Note the “diminished octave”. This isWguite acceptable, but its inversion, the “augmented
unison’, may be somewhat too harsh for general use. Consider:
VA AIPL‘H ~F )
X Pl H -

v

4>0 B x

S

Possible, but may not fit
a normal context, parti-
cularly if held too long.

*2 Note the “full step” appoggiatura under the leading tone in the dominant chord.
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The use of two appoggiaturas is usually not too much of athreat to the always important har-
monic clarity. In the case of the combination of another appoggiatura with the “6 - 57, it
is actually an improvement, as:

74 [P T X/ 1 174

A 1 0 ; . A =}
Ao =357 —or: £y — o f instead of: Ty s
S > F JEe B T

Pale and ambiguous

Tt does not necessarily follow that two appoggiaturas are always better than one! Further,
it is inadvisable to “double’ an appoggiatura, even if they move in contrary motion, as:

*
| {
\/ " = BT d
IA\!\ [= ]
L —_ ]
|
POOR!
Appoggiaturas in three parts simultaneously are possi N T either move in parallel triads,

(provided no parallel 5ths result), or two voic ofe in parallel 3rds or 6ths, while

the other moves in contrary motion. Exampl

PARALLEL TRIADS PARALLEL 3RDS OR 6THS
l * |

LV = (Y 1 1 ]
X A4 >3 = - -
[T O AT
AR w74 Pl =4 'FD =7
~ \ "l

J .

2> ..a.
LS
o

7 3

St
H"”U

results may cloud the harmonic intent, and situation where the intended dissonance
becomes consonant and the intended conson omes dissonant! Observe:

L 2
Appoggiaturas in thr@ voices simultaneously can @emus; the “appoggiatura chord” which
leadjq t
e

0 | .
——8~—7p— T "QMgre is the intended dissonance, the “C’” the intended
——EB——S%—Q_: c ance; but it could be argued that the true result is the
|) 'g' exa opposite!
Q. —
oR C:- ;IL?

1t seems that the presence of clear leading tones, particularly of a chromatic nature, and
the presence of contrary motion will give a more obvious ‘‘leading” quality to triple appog-

giaturas, as:

0o« o % o+
AV4 1 1 il N o L - 1 RN \VA =Y
ﬁ OT - ——fe——] are clearer than: A — o —————
Ldet —— t
J -
¢ I
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Examples continued:

* *
é is clearer than: E%
o J o -
C:ii

‘ 0
[
4 =

0 ! | ] 0 \ \
174 1 o L o~ 1
ata! y= s = = AT 5 (=} e
L= =4 1 = la = T T S
J ' ! J | v f {
This: is clearer than:
- | & = - | = =
L.N\" [ o ] Y
| 2 1 b =d
v 1 \|
c. T x' I I ¥ I
simply because the expectancy of a “C” greater. (V'7 predicts “\ than IV does.)
’\Q N\
The use of appoggiaturas in *ts simultaneously is unusuQnot impossible. Obvi-
ously, even more care isn retain harmonic clarity. f the appoggiatura chord formed

by the four appoggia
sufficient linear
is strong enough,

is early of an “inharmonic”

y ward their intended destj i
work. Observe the illustrat@

ture, if the notes in it show

nde and the intended basic chord

it

l P
v 3 e —
FATAY )i FALAY
\\ 7 n'l!‘- : B S :
¥ J {

‘r&ﬂor’.e}o Q&
e~

7 : bl
C. ¥ I c.: I
! | 1 i
ACCEPTABLE  Although “biting” because of Has become “I - vii - I".
the augmented unison, the expectancy and It is all right, but it
clear Jinear dissonance are present. is ;I 1 vii - I” and not
JuE “« l,.
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Again, the ear must make the final decision. The value of combined appoggiaturas is the re-
sulting dense and rich texture, and there are areas in which such richness is desirable. More
often, however, economy of means and a sparser texture are preferable. The rich texture runs
the risk of loss of clarity and the risk of an over-ripe romanticism. The following examples
show a number of ways of handling an appoggiatura 9th on a “C” chord. Whether any of the
solutions improve on the first one is, of course, debatable:

n_ ¥ 0 0 ¥
i/ — 1l 1V 4 La o\ — T
) 4 - w4 L.t 1 LA
JATAY o U JA'ANWE WA Y
29 L™ "_ AN | 7 S
—> J =8
0., X . )
==t ¥ —O

NG

X
-

K5

S
TF.:?
Below is an example of aline using an economical texture, followed by an example of the same
line supported with aricher texture resulting from combined appoggiaturas. The second solu-

tion is not meant to be an improvement, but simply a different style. The exercise material
will require examples of both types of texture:

e = T

. : —tb ~e -
: .DL+ W X 7
L ECONOMICAL , J
i re in the supporting par
necessaryhfor harmonic clar

TR

5

-

5
*

olel
ol

i

| |d—
o

q
N

43

c
!

T ﬁ’ﬂ =

S Mo E w1 mesl-

L RICHER |

NOTE: The resolution of “combined appoggiaturas” may be done in a “staggered” manner, as:

N A AN a 0 | | .

Eema—ann e

TE T O Jie T A DR
C:1 C: I C:- X I
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10. An appoggiatura over a Tth is, of course, impossible; such a note will simply be the root,

as: D * Appoggiatura?!!
4 ! ¥
A ol c
<o—a
W -3

But the question of an appoggiatura under a 7th occasionally arises. Since a 7th is itself
a dissonance, the use of an appoggiatura resolving into it is NOT a normal procedure. To

illustrate:
0o_¥ . 0 *
A V.2 i 1 i 1 1 AV 4 Y
i [1 1~ ] [ A 1
FATAY [w TN \ "7 1 AT IR |
7 1 ra [ N ]
™~ 7

*These notes have no particular urge to rise. °

There could be exceptional instances, however, (involving combined appoggiaturas) where an

appoggiatura under a Tth might be usable, assuming the intention is clear:
*

Y i) 1 1] \/ hd [ '] o8
A [} [ ] = 3 [ 11 ) { ~
AT M A\ =4 ] [iTaY [ o
% ) c = [0 ) 11 N7 A4
N, 71 W \
— ) ~ i ~ 2

7 (o] [um ) {l [ L =J

= 1 b —
C: T Z I C T " % X

L
ASSI (Appoggiaturas)
GROUP 1. Sopranos are given with i armonies. Work out one simp one “richer” four part

solution for each. As
for a clearer vi

| npurrent
o

This:

L)

et

reduces to:

'Q:: T W WX if

C) (See Sample Solutions page 298.)
4‘[/)% ‘\ h + \L1 1 T I
e e e S s
L= %

G. o Y I i b:g“? I

LI?’-Y] J%io')'?
0 13 A J‘ (Jl d‘ 1 ‘l i 1 A 1 t { ll
5D —5—+ = E— — 1 —1
Nyt bl et | 11 [ = ] [ =]
J 19 I vl u A T
[_1 ?;j'_] (or develop)



Group 1 continued:

© (See Sample Solutions page 298.)
, fo— ~,ﬁ_Blues!

S E=sE = .

T W I I.v

==ss

@ (See Sample Solutions page 299.)

ﬂ \ | ,J { ‘ | l ‘ ~
_¥_ } H [ A3 ® 1( \—d i \‘ o — T T t t } i
| “‘3 = “ “ { 1 3 Ld

J\:DML: I X T ]I: - Dom. - I
y d

O (Y] J 1 T T i 1 ‘ { r . —
fpi——w ¢ . =

; > | O—1
.' Y

@ (No chords given. Use “starred’” (*) appogglaturas ) (See Sample olu®ons page 299.)
1

B =

T A=
E ; 11

GROUP 2. a. Most melodr are, from a technical poimt Qw, simply consonant chordal tones em-
bellished and Qecorated with various inha pes. To illustrate, using only appog-
giaturas:

L

*
N 1 ] T D) : T | o ) ‘T N 1? lf\T {
could become:y;i; ;_,_I' = ';4 — ‘lljl‘ f\w'\'-_'; . ¢ —h
¢TI X I Yo T ' I
) * * e *
or with a subd1v1310n v I o T - I 1
of the beats: _ﬁ.:_J__hﬁl_di i 1 t



Elaborate each of the following “chordal note’ lines with application of appoggiaturas.
(Suspensions and retardations are also available.) Me lody exercise only.

;ﬁ@

| , 1

o o E— —0 e—p
A LAY [ o \=d [} 1 ! e
St ML) A4 H 1
Y G I i X %Y I

Ly ] ~ 1 — JI

W — i BN —1 o— . (See Sample Solutions page 299.)
— 4 e =
Feau: H -y - - w - T I

b. A basic four part passage is given. Give three elaborations of it, as follows:

1. Apply appoggiaturas to the soprano only.

2. Leave the soprano as given and increase interest in the supporting parts
through application of appoggiaturas.

[9V]

Apply appoggiaturas to any and all parts, for a balanced tdxture.
(Suspensions and retardations are also available in all gf Ghe above.)

pghndente _

e 153 :Eg, ~_

37 =Y At ISy \—d
L J r 1 P °F ©

- d b

e ===

L o 1 1 1 FEN 1 ¥

G- o7 T PEUY ILCbi*t beit

S/

(See Sample Solutions page¥29 por] [F] (“inte

GROUP 3. The progressions are suggest&k each for four parts,

of appoggiaturas. (Suspe s and retardations are also
all of the activity in ; rather try for a true %
bass is decorate Kusually wise to avoid cluther
feel free to mod ese progressions, or use zou@

@ Slowly, with no eighth notes. A\

% 2 ! ———
A Iy 1 Z

o make a musical use
vaild®Pe.) Do not concentrate
part” result. But when the
he parts above it. Again,

JETAY Y ‘ ~
.\JU ’ Dom vi i I N NAT WY I l I
Te - - . - Hi
Emi: I g oi
i (or Develop)
A moderate tempo, with some eighth notes.
7 ‘_‘ﬁh Wl ) ]
I MV - |
LS ——
vi ii Dom. i dom-
o ZD"' g°~ I o T I
: I4-Y- I%-¥- (or Develop)

GROUP 4. Examine as many melodies as possible, in all styles, for the use of appoggiaturas, and
become familiar with the sound of the various single and combined appoggiaturas.
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II. THE “NARMONIC’’ USE OF APPOGGIATURAS AND SUSPENSIONS

Introductory:

The “accented” inharmonics have harmonic significance. That is, they create extended and modified
chords. The following appoggiaturas create, at their point of impact, the chords indicated below

each: N * 0N ’f ‘

| =g 0 J -g—
-2 =
G-mL~“
In general, the evolution of harmony to the use of the so-called “modern’” chord structures has
progressed along contrapuntal paths. The more involved “vertical’” chords have developed from the
use of inharmonics in the “horizontal’” lines. The fact that most of these more involved vertical
chords are explainable, vertically, with reference to the overtone series, or the fact that many of
these harmonies are now used as chords rather than as coincidental combinations of melodic lines,
in no way changes the fact that they evolved contrapuntally.

The extended chords result from a “freezing’’ of the appoggiatura. Instead of being resolved, it
is retained to form a more involved chord, as:

A * 0N % * ;1\
A\ VAR AV 4 o 1t
X T Y A [ &F }
o T [1¥a) al 3, yA
Nhe? L. w7 =4 N
o ~ J JooF
(=] =
0 T A ¥ [ =]
0 P A |
.= 7 X

0\
\ .
vl
c o = 7 ﬂ\\
*
L _NoQe rozen” appoggiaturas

The dissonant “upper functio s@a chord are the Tth, 9th, th, and 13th. Unquestionably, the
most demanding of these? % OR 7TH because it needs af chord for its resolution:

We are familiar with the part this note plays @ord progression. (The resolution of the Minor
7th down to a consonance is the basis o r&

D

© 7
iple of Primary root movements, see Volumel.)

On the other hand, the 9th, 11th, and 1 are quite different from the Minor 7th in effect, because
they can resolve on the same chord, as:

+h th T +h
Ay Ny ., | Ny »d ) 5"+ d
o—31 174 S>> 74 S
(e 15— o— i S
J—% J = S 2 TTE

/

Hence their adaptability as appoggiaturas and suspensions.
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Therefore, the 9th, 11th, and 13th do NOT have an influence on the actual chord progression! They
do not have as much linear urge to resolve as does the Minor 7th. This fact is pointed up by noting
that, while a Minor 7th must in general be retained in the chord until resolution takes place, a 9th
11th, or 13th may be dropped without serious loss of density or energy. To illustrate:

0 m;‘,*’h . I\li-’*h q‘H\ l Noc‘*:‘
¥ = =3¢
ATA) jw TN
L™~ [ S 8 for )
W © J
BUT:
A -
(AW < A =) -
bl B = A ~ 1 o
7 S Iy 7 &
Dmil Dmi Dmid Dmi?

_NOT GOOD!_ L ACCEPTABLE!__j

A. 9th Chords

1. CONSTRUCTION

The 9th chord is derived from the freezing of the appo 'B 9th.

has become recognized as a basic chord type. Wit
to omit the 5th, as:

Through common usage, it
ur parts available, it is customary

i
K ioolod
b
3-:

i * fl'q

It is felt that the b5th is expend@ereas the 7th provides t

a@m brt for the 9th. This
is NOT an essential requiremen wever. Other omissions are posSW i i
leading in the context. Obsx following examples, whichW\show 9th chords with omissions

other than the 5th:

2 o) n* 0 0
Lv4 I A\ 1/ T \J 1V4 =] 7 [ =)
4 11 A Y |0 W | 4 A
LAY [ s VDT A Y [« RW"{~] N 1A%a) Cd jAa) [ =3
AN AL Z [= BN 7 A gl A~ "4
J ° ) 0 P,
=]
= T a -2
A =) Fen Y b L1 - N [em T Py
s J K half B3 o ~ - =4
d 7 7 e 7 L4 L4
¢c: X1 ¢: X9 c. iif c. i c. #i(m?)
L } | L l | | j i )
Unusual Unusual Omission of Tth omitted Unusual Omission
omission omission root. This omission of root.*
of important of important produces a of 3rd.
7th in V. 3rd. “yii7”, which

is really an o
imcomplete V©.

*This produces IV7 instead of iig, but considering the subdominant function of both chords,
no harm will likely be done.
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Examples 0N A
continued: " oy 7 ) L —
4141 (8] - Vo Y = =
A" 4 c N7 |9 9 S
J J TTE
=
- (=)
LY [=] LY 0 [en]
| I el 13 [ o) [=7
7 [ ) 7 Wi ]
c: T ¢: T ¢. 1 (ii7?)
— o ]
Tth omitted Unusual Omission
omission of root. *
of 3rd.

*This produces iii’
show that an “Emi7’’ chord in C major is often really a “Cma9” chord without the root!

instead of I, which is not unusual.

An examination of chord symbols will

Chords of the 9th (and certainly those of the 11th and 13th) are, more often than not, used in
root position.

monic clarity.

is of UTMOST IMPORTANCE.

This assures maximum support for the upper functions and assures greatest har-
Furthermore, the disposition of the notes with respect to the overtone series

any other factor!

overtone series,

The greatest clarity is obtained whe
and when the partial numbers are low¥

The success of extended chords depends more on the voicing than on

the notes of the chord outline the
lustrate:

\Z N oS Y [ i —\ ™ 13
—=r— % - T 13— 33
FATAIRLY Dg_q_“{ N7 02 A e L U+ 3 0 N = TR
7 jo) 0 7 & S —os—%
J (=) 4 7—= > 5
Q 5 ‘&: 5 o 5 [o £\
Fn Y [ ) L) yanl 3 [ = TN ) 1
Y= r=y 3 = K3 - { y;
7 A [d ;l A ~ Z
o
O— o o2
-—_ |
—_—
S 1 *
| §

Overtone series of G Clear 9th voicings

|
@ parts.
A voicing that might be @'e with a resolved “9 -
a true “9th chord”,

oggiatura may not be effective as

‘Yl e~ L

FAT Y | = 02

Nt 1 ~ 1

J T2
=
Good

Doubtful

The Dominant 9th chord is the most
enjoys more flexibility of voicing

(Note the availability of “b9” on V.

&tly used, and because of its acoustical purity it
the'non-dominant 9th chords.

his would be diatonic in minor,

Here are a few examples:

and a Modal Variant in

major.)
0 o N
7 T3 Y V (& W AN AT Y 1 | 7 A TV W
Y Lle 1o} X | IRV P ¥ i | S PO T I 4 | PR L ¥ hd
Y A 12 B = ] [AYA DU 00 V.1 I =) i1 an— [AVA NN By B B >
:j? LN IO AR o ) 3—1\\'/ JJ\I"I :jl\f']
(Unusual
Spacing)
2 &
Famy [o ] Lo N FraE) = Fon Y] = )
Y YA T O ©r A &
I ] 1 1 =
& & 7 Vm 1”4 A4
C: X1 zo(?)
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Examples continued:

U1 — ) Y I 17
AL T\ L4 A T TV 1] X
(IS Ty L= I JAYa NNy Nr RN w ) 3 | T [ o]
\_u\\l -t j/\|'7 [ ,}
) | = |
&)
-
—m—
(] (»]
40X for N [ F3T = o Y | |
A AL ~ A K0 7
Z 7 L~ 4 ﬂ 7

Despite some of the possibilities indicated above, the 9th
voice, and non-dominant 9ths need more care in voicing.
MINOR 9TH on non-dominant chords.

Actually vii7t

n . minok 9
7 5
oA =
7 - -
J Y ineg
C: l-llﬁ cherd
L )

Examples:

But:

Not generally useful.

2. RESOLUTION

The 9th usually resolves one step down into the

0

Further,

Y. e
A V|

Ami. T
L

will normally be situated in an upper

it is inadvisable to use a

0 N o
AV Lo N ]/ N ~ [ ] II
i.\l\ {Iﬂb‘l [ B Y IA\I\ ‘\hl \\ 2 ~3 n i
LN AR | YA [ ] 3; Nb? N T Ll 4
J o
(=] D
] Ld N1 il
hedi WS A T 11
{ [»} Fi | 20| 1]
[%d I i
c. ¥V I C: T
A
LW F Y 1] Fay A V4
Y o=y 1l = 4
PATAY JAYAY
Nt G [ ] o] A\t
) W
Parallel
oPT. \ 9th Chords opT
L (=] e Q & - [«) o
[ O ) g* Jan =) . Cam_n Tyt
-3 ] o ~ Fa¥ | Ny N
'l ) yi A4 hed 'I Y - (o]
¢. 14 ™ C it 32 vt il c: butHiT
Other resolutions are possible, however,
\ Wi V4 e c Q 0O =
1 a ) 4 "4 L~ 7 A—d
FAYAY o —3 O FATY {2 > L2 Ay
| ] [ & | 8w c [« ]
‘“Passive” resolutions:
-2
YY) = rA % (AW o] g_
1 < (@] A~ I r= i 2
Py yi A= oL £l
G £
c. ¥ c. ¥t W1 <. TY X!
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et i —>5
an g"': g’l: N 1TAY [ ) % l\vf\ 97 Ld
B e u e J g ~
Upward step resolutions:|
2 & o € o T -

rAX] (o1 I D N AL ]
°F = o ——— E —=
Cc. IV T7 ¢. ¥ 17 ¢ it yr e I W
| P | | W I

In this case, Full 9th chord 9th used as

the 9th is appoggiatura

being used as under the 3rd

an appoggiatura of ii, with

under the 3rd the 3rd omitted.

of V, with the
3rd omitted.

And, in the last step of the process, it is possible -.occasionally - to treat the 9th more cas-
ually, and to leap from it. To illustrate:

0 x é [ \

7 \/ ~a 1 1 ~ 1

f—= S i S—

Jgos [ ® J -

F.'\‘. c % ot
= T -

c. w4 11 \N< it ¥F Ier1d]

is based on the “sound of 9th ¢ ather than an environ ich the 9th chords are
used in the framework of a re text.

Such casual treatment of the 9th @re new environment, a differ@\le *» a style which
c&

sions such as “ii - I, etc. In obvious Priga ogressions, the root movement is
clear and the impo isSonance of the Minor 7th the expected resolution.
*

It is importa_nt to retaln a consistency of style.a\ asual treatment of a 9th, or any other
i e

Leaping 9ths are most 1{@ be successful in the melgdW (soprano) and in obvious progres-
d

upper function, in an otherwise conforming env nt may well sound wrong!

However, a 9th which arrives in an ura position may leap to another note of the same
chord and it may or may not be repl$

The 9th chords are derived from appoggi @ and will occur at strong rhythmic positiomns.
g t
in another part, as:

D% b —x . —

e I o e
Y < - V) * - W |
J

;g 2|2

F—= 5 = g = =
© & F

e 'Y T e T o oT Pl
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@l
T+
b

N4

=ﬁ=
u{
3
|0

-
b

Examples continued: T
2\
L4
1
1

~f

—5-

1
1

L

<

[

R

[ )
L

T3

T l 'Q__

|
C- IQI7- T o X7 Y_qé I

The majority of these instances occur (as in the above examples) on Dominant chords. But the
same process can occasionally be effective with non-dominant structures, provided the “style”
which results is consistent with the established environment:

* *
n } 0 c) I \

\ Y 1] AV4 g

r 2 L2 Fa A L =

A INY hed IATaY 1| [
L7 | ] o ] jJ H ll l [ ]

4 | = -
s 58 5
o, wd (7)) itk i

[Fr-]

£

ASSIGNMENT 56 (9th B

1. Examine any available scores and sheet music for t o 9th chords, particularly the Dominant
9th. PFind melodies (e.g., “Laura”) where 9ths @se melodically.

2. The soprano is given, with basic harmoni &}‘e e for four parts, noting the use of 9ths, and
an opportunity may arise to use 9ths ot an ose in the given lines. Strive for clear, well
supported, voicings and do not forget the ertone series.

(See Sample Solutions page 300.)

D ®

l | i { I (. ) D ] | \ 1 l
1 [1 i 24 1 | Y N 1 [ =] 1 | ™ | [ It
[ == ] 1 . b= 1 Fa 3 A | = el [ 1 A Ll 1 L2 1]
|RUAY ] i 1 [® ] L} L4 1 N 79 1 1
N7 b L) 1) _ L) 1 # &= - A) — \ H
voooow X I i WY I F: T WX I
@ (See Sample Solutions page 300.) @
n 'y . (- n \ | L
nvi w ol T 1 i | 1 1 1 [ 1 \ 1 1 N ~ I .| il
X 2 ol 1 1 1 Val 1 1 1 1N -~ A\~ 4 vV Ld 1t
[AYaY e (w4 oy 1 ~ | = 4 1 | =) 1 iUy ¥ ~ 11
S’ LA 2 A4 A 3 1 A4 - - — 1A}
Y G T u voX T AR Y YO &
R
3'.55
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2. (continued)
® ® (See Sample Solutions page 300.)
) (o
O '\4:-‘; = 1 c:! i | t T T N T 11}
VA0S wem— m— = o ——1 il
A~ =4 (= — — he 2 N 1 G 11
v G. v X T J gh T-YT - T - T - T

© 3
Dg 4 Ly e A
Vﬂ'% [~ 4 ‘ 1 1 1 Lo ll}
g e
IJD T -vi - N - Y‘ I_
®

p—
e === i
=5 =t =—}
Y& i-T - T w oW ¥ I

3. The progressions are suggested. Work out for fouass alming to exploit, and make musical use
of the sound of 9th chords. Stress the Domina s always, produce smooth voice leading
and a shapely soprano, but avoid too much activi¥ e more extended chords being used in this
section of the text will create an environmen® and s yle of their own. It is nerally better to
use them for their sonority rather than as is for mobile lines. \

0 * : _ Q

W ANNE) I 1

L S N o T [

. LA W4 [T 1 1

— i i i1

Jogb -3 - I—‘é I O

(See Sample Solution e 300.) .

D4

Y 1>

[ LAY i

S’ M}

J IT-Y- I - JSuBdoM. Dom- I

-~
L FunCT-  funcT. K

_QL A 1 T T 0 —
5 : a : : ¥
J = — = L —
Eb‘. I %'I' vt R I -- - beii-- bx:l_-'— T
W b

4. The ear: Become familiar with the sound of the Sth chords, and the possible voicings.
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11th Chords

1. CONSTRUCTION

The 11th is most often derived from the “4 - 3’ appoggiatura over the 3rd, as:

Y 13
0 é‘ﬁi A N (=) N l* 3 )
A\ Ao ) L WA 1l 174 11 1 A\
 § (=] 1 4 3 111 A £ >~ A [}
=) 2 t 42 — i o = E— o (=1
<] (=] & =2
J .-7  becomes: J = 1L v - becomes: ~ e
C- n C: " o 7 -S?ii
c: X C: X

In these cases then, it is usually the 3rd which is omitted when the 11th is present in four part
writing.

Occasionally, the 3rd and the 11th may be present at the same time, when the 11th is an accep-
table “harmonic extension” of the chord. The appearance of a Minor 3rd below a Perfect 11th is

possible, as: N o o ?erp. g OT 2 Major 3rd below an Augmented 11th, as: 0 5 o ﬁug. 11
174 ’ v
e e mes
T b 3 a5 X" Fj/ 5
. - i1
- c. I
C. v
but the striking of a Major 3rd and a Perfect 11th sm is unacceptable, as:

0 \
However, when the 11th is derived E pogglatura over the 3 @is in these cases
¥

it is customary to omit the 3rd, h case the problems ar1 m®the simultaneous use

of the 11th and the 3rd will nz
Root position is regular d the 9th may or may not esent. Observe the examples:
0
\/ 1/ i y A 7
A | 4 11 }
A AW FAYa WY [ATAY o o AT Y
A - [ o] AV > SN ) 4 o
J J < 4B
[»]
= - W
L.\ S 3, 3 =y o 21" A
| I il I m V1. é = el MR TR
vi Vi o J e Vi Vo
[ - O W .o oum c. buret#
1 } L } L j [ ]
3rd and 9th 3rd and 5th 3rd and 9th 3rd and 5th LESS USUAL (GERMAN)
omitted omitted omitted omitted USE OF 11TH 3rd and 9th
AND 3RD. omitted
L The omission of the root is unlikely in 11th chords.

Actually turn
out to be
French forms!
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Chords which employ an Augmented 11th are most often derived from an appoggiatura under the 5th.
To illustrate:

¥
N o pdad -
Y ot W @ § s Ay - T —
Ro—1 o 5 L {0 © © ;H
T3 z J & b
o
c. ¥ becomes: I*M C: I becomes: T
SIS x
YA} éo — =5—
Y= =
- &,
C. becomes: 1Y 1

Since this form of the 11th is derived from the 5th and not from the 3rd, the 3rd will usually

be present and either the 5th or 7th omitted, as:
i [a) N N
| W 11N H 17 1 - 4 11 A\
X ‘,E‘ [ ] X o) i =4 S X 1
FiVAY 1 (ATaY ™ ] 1 FiWa 1! FA'AY 11
AY 7 J i A% > ] [ = AL dl |9 4 [ =] N %g
J | JTER J J J
oPT.
ce can arlse
A ther omis- °
o s and voicings
oy - —8 Y desirable, he: T =2 AT
yi 1 L - I 1) T3
¢ ¥t o X® cxX™® o

2. RESOLUTION

L 2
An 11th which isderived from tl@g

iatura over the 3rd nor solves down one step into

the next chord, as:
0
LV 4 I I
) { 1
1> % — 8
Tl = J
* *
- - ‘A’ ™ o
[ hd [ e ] e} | =]
bl § 0 = 1
vl ~ r 1| [ =Y
cC: Wt X TR v el o

A “passive’ resolution is also availa (See cadence of “Blue Moon’’):

O iy . hL 0 T T
e g —po e
3.1 > = f.}{,‘ ?_—’_GF-—#GD
o
= = 44 b
S [« 1 £
ﬂ 7 1 o —F - T o
c. T2 T 1 c: Wit M prm

90



Even a more casual treatment, with a leap from the 11th,
treatment is likely to occur in the melody,
the style of the passage:

is possible. Again, such a casual
in an obvious progression, and must be suitable to

P
O\ \';l /\Dl ]
C:

The Augmented 11th which is derived as an appoggiatura under the 5th will regularly resolve a

half step upward. When it is a chromatically altered note (which, more often than not, it will
be), it will necessarily do so:

0 ‘

172 iy B V4 i

X o S —Al

ATA s r=
=4 = B L A« A N~
J ST 1
~ )
oY

7 =

c. Y™ T4

In normal popular harmonic practice, the Do

t 11th and the Supertoni +thW¥chords are the
only 11th chords frequently used. The Tg ented 11th is occasiona1£§-§§o t endings and
impact points. Arpeggiations of 11t§ c@appear to be infrequent and s likely occur
on V, as:

N \

\7 [ Y 1

A

5 )

ominant”’
dominant

interesti
arpegegio a
har

ASSIGNMENT 57 (11th Chords)

. Examine any available music for the use of 11th chords.

Find melodies where 11ths are used mel-
odically, particularly the 11ths on ii and on V.

91



2. The soprano is given, with basic harmonies.

Strive for clear, well supported voicings,
11th chords.

@ (See Sample Solutions page 301.)

Complete for four parts, noting the use of 1iths.
and use mostly root position, particularly with the

ﬁ 1 1 1 p———“ { |
P S e s~ e o ! o — 1
; Nt 1 1 # T LK
IJ . - —V? R [P — N —
F: o oi-Xc T w v ¥ I A I
bii+® bite
(See Sample Solutions page 301.) 3
O vy [rr,-;i — 11—t {\1 1! T i T + i h I
N7 T 1 - —‘l| & — e i
v 2b. _=r - R -V -
B T -Y - I v M KA I
S o2 T i
’ S < - o " i H— ~+— 3— T : Y N X i
Lo——H— &— g i | i 1> H
- =
J ; — - , N o
D 1 M T - gfb? T - - S« m.;v_ T —
1l .

I . i |
1/ _+1F . ] ] 1 !
Pt < %
A~ =4 i 1] A~ i []
7 b, T- vi - w-'g. 1
NOTE: The line above is actually in F m with the harmony in Eb result is an

effect of “Foly-tonality”.

sonorities!

(See Sample Solution

@four parts, aiming to Qcal use of occasional

3. The progressions are suggested. \ ,
11th chords. Perhaps use an 11t two in the soprano with smoo

e leading and good chordal

1
s ! ! a
[A10.Y S 1 i |
Sh? L3 1) 1 1
J Co: i - Y - I~V Y v Y
' oR
"
0 .
L VA ' A ST 1 1
T WiV 1 1
DAY U w 1 | I
Nl v T ] 1
J b rowi- Gi-T- 7 -N- T
A
\Z " 1 11
—x ! ol 1 11
FATN Ll [ 11
N o of 1 - 1
J C o= biive. I - - PR . I
oR
W biirb
4. The ear: Become familiar with the sound of 11th chords, and note how the voicing has a great

deal to do with the effectiveness of these chords.
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"~ €. 13th Chords

1. CONSTRUCTION
The 13th chord is derived from the “6 - 5” appoggiatura over the 5th, as:

i
A NN AL AN S L (L) %
\. T V] F ~ ~ \ g ol &J L4
k4 AN | 4 L4 N1 7 1 N o -~
HiAY FAYa VN N UETA Y A4 L 1T
5 = = RIS f’sfo TP
becomes: ar.l"’ s becomes: *
L g g H 3 o5 0
o ° °
— © =
¢ X7 A c. X T

It is, therefore, the 5th which is omitted in four part writing when the 13th is present. The
13th chords are mainly used on the dominant, and particularly the dominant 7th, chord. In minor,

and with a “mixed mode” intention in Major, the 13thonV can be MINOR. Here are a few examples
of Dominant 13th chords:

N (L e = N {1\ 2 T _;2 ,g %%g
\/ LW ) R [o] n9 _tan 1 1/ | N A) (2 ~« 147 ]
X N1/ a7 1+J /1 )4 N1 7 o 14
FAYRY - - FiTaY -d 1
DIJ (o] = \:IJJ
o
=
Y [ ] L ol
~ ¥, el | "
Vi i
1]
1/
1
[AUA YN Y
i !
k v
o 1o
AX - —

Note that the 5th. is omitted and the 7th is present i Nof the above examples! Further, the

13th itself is in an upper part, and not voiced tgo However, it is well to remember that
any listing of isolated vertical voicings is onl@ of the picture! The effectiveness of any

vertical structure depends on what precedeg ig¥a at follows it. 1In part writing, the voice
leading must be a major concern; the wvep not be divorced from the horizontal.

The Augmented 6th chords (which are enharm®gic “dominant structures’) offer possibilities for
the use of the 13th, as:

D #* n . [ 0 ( \ § /L 1 \
11 1 AY A7 1 L7 M Y
V- T Y—E——rr Y—H—%y T o
o — PO et Ay — 1 : \ - AT 1
AW ) fos ] N z 17 L= 4
J J ¥ o J
* o
) o bl g b S
N\ 2 L7 F oWV 1 Y A4
e IERI - o 2 Al 10
rya V - v 'I
- i —
C'- b” +b 43 C lv+b 13 C: bV‘+L 13



The use of 13ths on other chords appears to be relatively infrequent. They are best when a 7th

is also present, to avoid ambiguity. The 5th will, of course, be omitted in four part writing.
Observe the examples:

N ;3 %
v, 4 = 7Y
i E— 2 = =
J e J

This: is better than: This: is better than:

o¥ < o =

C\‘ ‘(’.\ A =

J' [ ] o u} e L=

c. 18 [wit?] C i 43 Cui®2]

2. RESOLUTION
The 13th normally resolves one step down into the next chord, as:

*

D {\ﬁ‘g\\ c”; -Lg Q [ S~ W | O ¥
Ar———— 3= aran a1t
P P N 2
&ovr- \ o =3
= 3
=~ = = e —— i =
2k s 5 T 8
c. ¥® 1t c: i1 ZP I
e
* )
O_-_\7 111 \/ [
1 X ) 4
p= 4 [ wn) el {-\\D —
¥ > ) J
A - o -
g\’ s ] C\‘ e
V} = T —r
c. sl E . T4 WA

although, especially in the melody of a Doanan ucture chord, it can sometimes be treated
with about the same freedom as the 5th, (th t stands for) as:

\I o =
A A——= =
J T F -

o T ot 1
A ) AT e
— — o} = ~
Q- 17.43 T c. Y8 T

These uses of the Dominant 13th have become familiar through common usage. They

are, in fact, examples of “Elision”, a procedure which is examined at the end of
this chapter.
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Arpeggiations of 13th chords are rare,

but the 13th struck at a strong rhythmic position can

leap to another note of the same chord without necessarily being replaced, as:

0 (L N\ M 0 N
e ¥ e
D e —2 e S et
J - J S
S = 2 2 . = =1 |
= 5 —F—— = ——F =1
—— 6; — ——
e IST! 11 ¢ o y8yt T ¢. ¥I I

Lt?]

ASSIGNMENT 58 (13th Chords)

Dominant 13th.

1. Examine any available music for the use of 13th chords@ e relative frequency of the

2. The soprano is given,

with basic harmonies.
As always, join the harmonies with smooth voice
of the extended chords depends greatly on the

Comp >
ading
ing.

pr four parts, noting the use of 13ths.
but do not forget that the effectiveness

) L Lo . \
13 o [} i 1 v Bl =) 1 o
T — — : O
S = 1 y
Joes i T I
¢t T O
\
_o__%ilf ! % i {"! { cl i i ;
3@ < 6‘. e
W-¥- I - bt Tty
C%ﬂ ii;i? Iz.? —
Emu? E“t°3 @
K
@ b (See Sample Solutions page K
Dot =
T - : it
A4 L] 1 111
| — T2
Jogh T - - T- 0 T I
<2
C) (See Sample Solutions page 302.) L
‘47 m T — { i J i T 1
g ————%— 1 o t
N 1 1 1
Amn T- X- T - I - pe
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3. Work out a few four part examples for the following familiar cadence pattern. Use various voicings
which employ 9ths and/or 11ths and/or 13ths, particularly the Dominant 13th. Use occasional
examples of the Minor 13th on V.

\Z %Lf ) Y
Ty —% a 1] (See Sample Solutions page 302.)
J e i-IT- T

4. The progression is suggested. Work out for four parts aiming to employ 13th chords, especially
on V and on the Augmented 6th chords. (The 13ths will be most adaptable in the soprano.) Use
few, if any, eighth notes.

A\ .llilul - i1

Ab — — 3
et LI | — | i1
SRk T-T- T-vi- - T - bith I T

(or develop)

5. The ear: Become familiar with the sound of the 13th chords. Note how the 13th benefits from a
7th used below it.

D. The ‘“Added 6th’’ on I

important difference. The “added 6th’ is
and not for the 5th.

The “added 6th’ is related to the 13th chord, w
used as, and understood as, a substitute forgthe

Example: This: instead of:

The “added 6th’’ is always a{@th. When applied to I in or, it therefore requires an acci-

dental: 2

The use of the “added 6th” on I crea i 71 chord, and the structure will be heard as “vi7"
unless “I’’ is expected. The followi amples are clearly “vi” and not “I” chords:

N | | a)

7 1Y [ | 11 17

X o | 13 X i o)

HATAY [oe] I FA' Y o

bt 1 I A —d

F— 5

é 4

)
D

q

[t

c: T wi'® ¢c. T i

96



The “added 6th’” on I IS NOT often used in the part writing idiom, because it does impart an ambi-
guity to the important tonic chord. (In Chapter III, Volume I, under “Four Note Chords on the Scale
Degrees”, it was pointed out that the “added 6th” receives its main use in the sectionael harmony
style.) Nevertheless, it may be useful as a means of adding density to the I chord, provided the
chord is constructed so that it is clearly a I chord and is used at a point where I is expected.

1. CONSTRUCTIONS .
I_Note Neutral quality from 4ths

—
0 ) N 0
\/ 17 174 TV
= i = o3
J > ) o 51 i
AN (o) rAT > A A N S—
bl | oy, oy [ 1. oy (]
=z [ } i o] ri = I — —
Todd b Todd b T3ladd b] T 4 ®)add 8]
N N
7 -4
Ly o} it~ rY=)
N £ 11 S’ Al
) bt J
-
- =) | I S
My, [ A |
7 1l

2. SOME EXAMPLES IN CONTEXT !

L
1/ LD 1/ 1
i 5 i =
J N =
o Tl -
2| 2 N
[ Y D 1V [e» ]
7 o -
; t
Q. g Tiasdl J i1 purt T oddb
N 2 . |
I| 1 I‘ p—— v
- =3 sy B ——05
J T v f | ~N—
T
L d | JF J < | -
N\ [ #= § 1 [w ]
+—— . :
T

e
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Examples continued:

O Jﬁ T 1 17 -
s = v 2 In—bo =
A °
chorés s
L,
L“é‘ J’ 'J' = =] a
£ o E— 2
- — —2 D
C: " bs T k;[ac\d ‘a] A 7 I C l?, bqi'ﬂ T b [a&& [

The “added 6th” can beused in arpeggio or semi-arpeggio fashion,
It need not be replaced, as:

chord.

leaping to another note of the

D,J‘* | N* |
e e e e
J | | T :jl i} s r r:* —&

L{c. * or
4 4|3 S TEL
c: I TZ? ?

Finally, the “added 6th’ chord on IW a

and can be so considered.

ADDENDUM

It is evident, then,

chord!

The interchangeability of ii and IV is

<

. }

¥

wSt_v

X

shown that in some circumstances:

~3

vi
iii

iii

L
that it is occasionally p Q
sense, the intended chord at all but which ha

4

y the most common of such cases,

\Z

to use achord

(particularly in 1st inversion)

(particularly iii7) can equal I.

vii can equal V.

In a sense, all of these substitutions result from the freezing of
structures that illustrate this possibility can and do occur.
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which is not,

(particularly in 1st inversion) can equal I.

can equal V.

appoggiaturas.

I
— is really thz véfsion of e
T dt O

in a vertical
e context, the harmonic effect of the intended

but it has been further

Other chord



ASSIGNMENT 59 (Added 6th on I and Summing Up Exercises on extended Chords)

A. The “Added 6th” on I

1. Examine sheet music, and listen for, the use of the “added 6th” on I. Note that its quality is
generally more suited to popular sectional writing than it is to the part writing idiom. Note
also, that it is not infrequently used as a melody note in popular songs.

9. The soprano is given, with basic harmonies. Complete for four parts, noting the use of the
“added 6th” on I.

@ (see Sample Solutions page 302.) e b 10

. x4 . \

T o e S s
S — == == A
v D: "X T W W X B

‘
*

0] | , L A

e e e e e e s g i

B e == —

“F T X T i :z

Note appoggiatura
under 13th of V. Q

3. The progressions are suggested. Work for four pay g to make some judicious use of the
“added 6th” on I. Remember that the “added 6th” o INOR will be the Dorian 6th, requiring
an accidental.

o, \

Y - | Ty { 1

Fi¥ N L o 1] 1

TNV U 11 1 Y 1

S’ 1 h 1

J b SuBdom. - DoM. - T - Vi -V - T Q
E N FUNCT- FUWALT .

%

0 .

Y 8 1 1 1 11

A 1Y =1 1 1 1

[AYAN 4 S 1 1 1 11
N L | i - 1

J T - T -2 - T ¢ @
G'm‘- : Li oR Z \

Bofd&]

B. Summing Up the Exercises on the Extended Chg @
gu

1. The soprano and basic harmonies are gi ete for four parts, aiming for clear voicings

of the extended chords - along with smo voice leading.
See Sample Solutions page 302.)
n' ~3— |
A T % \l ‘l i L || [ ] \
:@Q:dﬁti 1| i:_._l; — » # g tgrj:—_j;
1 F: i I - i X I -YX - buitt? T -
eyl
[ ™~ 3 S
1 1 1 1 1 1 i L] 1 [y 1 _l
1 1 1 d d czI 1 lI T i I’ = “
H%L —o | i d -1 ) [ A1
. - — - 2
I - Vi - W - ¥ - p - I? - I
bw ¢



2. The progression is suggested. Work out for four parts, without eighth notes. Exploit the ex-
tended chords and aim for a misty and pretty quality. Do not overdecorate, but let the harmonies

themselves create the emotional environment. Suggestion: Make use of the “upper functions” in
the soprano line.

Hien _ I
-j:;tn l P f
1A'A WL ) - I~ :
{ - — = : ‘
o I i - l - I H - I - I - 7 - 7 _ ? — I T
oR R ok
w & bi . (or develop)
ok
iibs
3. The ear:

Continue to experiment at the keyboard with voicings and uses of the upper functions.

IIT. THE UNACCENTED INHARMONICS: A. Passing Tones

B. Auxiliary Tones (and “auxiliary derivatives’)
C. Anticipations

Introductory: \

The dissonance in the Unaccented Inharmonics is not as¥evident as it is in the Accented type.
(Compare, for instance, the difference between @ note of “I’m Looking Over a Four Leaf
Clover”, which is an appoggiatura 9th on the I ch¥ h the 6th note, which is a passing 9th on
the same chord.) They are not as “expressiveq and eir dissonance does not gneed quite so much

care. Writers have always been more casual “clash’” at weak beats or fract®ns of beats. For
instance, most writers would view this wit H

Appoggiatura R Passing Tones Anticipation
¥ D ~ P

o = s A o)
7 L2 L. ) [ ] Nket? [ ] G
J v o |

b d
g0 accept: or:

{, N -g Iy ge G\ é [ an]

| il I v i 1

o2 d yi 1 [un ]
¢. X7 . ¢ Y T

A. The Diatonic Passing Tone @
l;;ilﬂ

NOTE: “Chromatic” passing t be examined or used at this time. They

rovide a good entr o “Chromatic Harmony’’ and will be investigated
P g Y g

under that heading.

A Passing Tone is a non-chordal note used to “bridge’ a leap between two different notes in the
same voice. The passing tone replaces a leap with “steps’ and consequently produces a smoother

line. Because of this, the passing tone is probably the most frequently used inharmonic,

particu-
larly in vocal, or vocal style, melody. Observe the examples:

Thist: A = " can become: () * i * .
\/ Cd AV [ =) |
A—F——1 e e s o e e i
Nt 3 A" "4 l_ [ | h l’ \7 1
o/ ’ . W L -




Examples continued:

This: a) 1 . can become: H‘H
\l ‘ 1] [ \L 1 1
(AN ‘ f\ll Ix\'\ 4
A4 A ~.4
J
This: can become: * or: * or: *

\/
l‘\’\

“f

al

i
i
B
|
|

ﬁ‘: L ] [ ] [} [en]
_’I [0 [ar] N [ anr]
cC 1
Details:
1. The passing tone most often bridges the interval of a 3rd, as:
D 1 i ﬁ * >
A/ { 1 1 U A\l 1 L
o 5 ' y
D it < La —t
V) v/
2. The passing tone may join notes of the same chord
/'“ /h
ﬁ l i | | L D
7 LY 1 ] \ 1
fno——= j‘—td: i — o
NI (e X ! og join notes of & S
PI I » r ‘ ent chords, as: v T r
fn Y - [ 32 J LN\
el | o ¥
i il [ o 1
i l‘ hd l fw]
C: L A e !
@ (Fa T “Passing Tth”)
o TN JeT o
7 i ) [
X 1 7 i . [ne
fo—& . 5
J ‘w ‘It may also lead to . e
: A an appoggiatura, as:! .
oW :A‘ _c- W o‘ c\ o]
- ! 7 o
4 ‘l Pt

3. The passing tone is usually found (sin it is an unaccented inharmonic) at a weak beat or
fraction of a beat, leading to a stronger one,

0 % ~~ 0 * *
A V4 1 o\ 1 [} 1 [ 1i 1/ o 1 £ {1 \/ 1 d iy
A [ ] 1] ot 1 1 B 111 A [w) =i L 11 )4 [ 200 ’ 1 1Y
[ATAY 1 1 1Y 1 [ A A 1 ¥ 1 1l N 1 1 1 1!
\=— i L} LY 11 Nt 1 i 1 11 Sl 1 1 1 119
) g J

0 * +* 0 +

TP
-
-
-
j
T
L4
[
N
-




It may also occur in triplet form, as: *
n ‘# 1 * 1] D \. 1 ] 1 1 1
STt A P Pe, Lo
'J 1] ] 1] 1 i 11 Jl/ T ! ll L] LA
However, an Accented.Passing Tone can occasionally occur, (see bar 1 of “Yours”) as:
E
n * I i e
—V — — '~ e W—— - p—1
oo t¢ < ¢ '| i
Je. I T I

Accented passing tones are similar to appoggiaturas, but are used in the sense of passing
tones. Sometimes it is advisable to treat the supporting harmony parts as if the accented
passing tone were an appoggiatura. To illustrate:

NORMAL PASSING TONE ACCENTED PASSING TONE
J * *
(\) 1] J Cj\ 111
} { b il [ ) 111
0N el 11 o 1
N’/ T N | el i1
J ¥ +
L i 1 J
Unaccented clash ash between accented
between F and E F and E could be object-
all right here. * ionable herel

0 d oR: d

\ V4 I_Ir
SOLUTION:% AT =
'Y

F treated in the
manner of an
appoggiatura.

B

X

4. Passing tones can &)rbidden parallels, as:

¢

=
=

|4t

un o et 0

£
U
Kol

(Passing “E” has created

Acceptable a parallel 5th.)

@ Questionable at best!

Unfortunately, passing tones will not hide forbidden parallels:

0 | i J-,.f | N |_—d | d
y a1 ¥- o ———+H V—= y—< {
F— = O—F——9F o — i
' { v ' J | o r ' {
J ¢ow W C. W izf v *
| I | | I | | E—— I

NO! STILL NO! NO! STILL NO!
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5. The interval of a 4th may be bridged with two passing tones (in which case one of them may
be an accented passing tone):
* %X
0 * * { s | * * 1
‘l7 7 1 11 L T l[l - % 1 1 ‘ o)
oty ¥t et = = ©
J - J T [ \J__.h—J—' _'J_ J
Q- - - = = = 13:
B oy s 2
I s [an) vlt e W | 1 = lT
C: I ¢ I - we Y I

Most situations involving two passing tones covering a 4th are between the root and 5th,
of the same chord (as they are in the above examples).

5th and root,

possible, however, as:
N .
\/ 1
A ~ [ ]
FATaY L4 ~
S — A
J F -1
3 Ll =)
~ ) o fan
J 1
A4 1
C: SZZ' To

In Minor, the 6th and 7th degrees used as pa

ascending and descending:

Melodic Minor,

could become:

or
Other situations are,

g D]

|

1
N (@Y
FAVAY =~ D
1aW =~

4 l/ﬁ/"!
£\ (]
. [}
L2

e
not counted here
as a rising Tth!

ones will usually be derived from the

.

N

iy

I

instead of th!xe natural two,

6. Occasionally, a SINGLE passing tone, may be used to bridge
the interval of a 4th, as:
0 I l* or: | instead of: N | ":'
174 1 [ 1 \/ Vi 1 1
_H—‘if# g IA\'\ 11 [ALAY tﬂ_‘;zs‘\
\® =4 0 L\ 1 A~ "4 111 L= 0O 7
J & J J &
0 * \ or: () f' . instead of: N * * 1
7 T ) { 174 1 1 3 7 n (1
A" A s
™ N i} L™

J ¥ T JF

|

‘“Pentatonic”

suggestiont*

+(This is a commonly used passing tone on I in popular and jazz lines.)
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Also:

This is unusuall!*

* The “G”’ taken by leap is the Minor 7th of the chord,
tendency of the note would be better overcome with a

7. All inharmonics occur most often i

-

-
»

| |

\Y4 1 »> e |
A o ) x A4
TAYAY [ ]
J
L\t

) I

yi
o

— - e
e — — o—©
JT AN
N S W
Z—p = S —
1 \ ¥
I vt Fii" _SL'?‘%- &7

which tends to fall.
clearer “passing tone” usuage, as:

-

D

150

“f

S (J
N
o

C: I ¥

It is sometimes inadvisable to use

inant in I to fill out the tonic
leading situation.. To illustrat
*
N

!
VA =
4

Not entirely satisfactory
because it draws attention
to the irregularity!

better simply as:

104

that movement

4 %
r':f_kJ J o
I]: * T f> I

The normal

is used as an irregular voice-

a pa{@ne between the leading tone in V and the dom-
w

|V
X

|
8

St

%

—%



8. Passing tones may appear intwo parts simultaneously. These “double” passing tones will move
in parallel imperfect consonances (3rds or 6ths) or in contrary motion:

0 r"\ J 0
= - i

IS
- + Ly

K
-7y
“t

- F P W
+ ~7" 73 T
= 1 1
Q- T (parallel 6ths) C. ‘I ﬂ(parallel 3rds)
0 .
Y —— T
br—g——= % 42
J f’ J ~
T
O
o 4 = o
o p— ¢ N i
f | ————

Note doubled passing tone
L in contrary motion. OK!

aneously. “Triple” passing tones

will move with two voices in parallel 3rds or 6t # the 3rd voice in contrary motion or,
sometimes, in parallel triads if no parallel §ths TEsult:
* * *
0 i | a)

A\ s \Z \NL H
1 A X

IA1A) { = | —j\; S%} r h} rt::.-L ! !
eSS =n

e S =
¢. T 'T I C: I$I7 c: I
Two voi arallel,

|l 3rd voice in coWgrary motion. ——e ——! M&Parallel triadg— |

~

q

==

The use of combined passing tones, or passing ombined with other inharmonic types,

leads to increased complexity. New chords ar lied and the basic harmonic framework be-
comes more obscure. As always, -consider ba harmonic clarity. Certainly avoid over-
loading, but a “richer’ and “busier” T8 is available if handled skillfully. Make sure
that the direction and dest.ination very part is clear, and that the meaning of every
inharmonic is obvious. As a general “r of thumb”, it is wise to avoid more than two sep-
arate ideas simultaneously. To illustrate:
—r — SN
Q | l i n 1 | n | J
Y 7 — o
JATAY 25 l\(\ L 1 fAYaY =
A7 | = 1874 1 A= "4 -~
J B J & J T\r* +
. b
C. I C I C:. T I
One idea Still one idea Two ideas emerging
because of contrary
motion



Illustrations continued:

10.
tones and

ISR
| { |
\ W4 q .g 1/ ’ [ ]
\ - 7
dJ
C. T C. Th T

Two ideas. The Clearly two ideas
opposed idea in

the inner parts

is a separate

element

It may be necessary or desirable to resort to unusual doublings, in order to obtain passing

at the same time retain smooth voice leading. If such irregular doubles occur

logically and are not heard in too much of a vertical sense, no harm will be done.

Examples:

O

LV | lI 1 T \/ \/ { ll
e i o= =
J - J J
s D\ 4 é LN A —i: — A -(é
— + 1 ! —F vv/r' T

I ¥ X

* ¥

Finally, for

(Doubled 3rds) . @h& 3rd)
e is:

C- “ vi

(}{S !

example purp O
@composed of consonant cho

a. A si g otes.
b. A ¢ pment’ of it, through applicaém passing tones and other
inhaNgnics. *
c. A simpl€ four part harmonization \ eveloped line.
d. A more ornate harmonization. with only the presently available
material, scores of such exam wolld be possible. This one exploits
a contrary idea in the basg.
a, g
A\ 1 ~ t
H——— 1 1  m— 51 I
j.l ; M ) 1 | ‘ 1 T
¢C: T [ < I
b.
0 p P P— P AP P g‘f'h
1 I o 111
s 05—
Nt Lj'_:ll‘ L] iy L1 1 1 | 1 1 1 111
J w 1 V
C. T u X I
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Examples continued:

) d@g\ ~ —~ |~

¢
-—
(¢—
ol llo— -TD

ASSIGNMENT 60

ic Passing Tones) $
‘ Q
GROUP 1. The sopranos are given, with b \ armonies. Work out one £ one “richer’” four
part solution for each. A it is often helpful to redu@e ne to its essential

notes for a clearer view@ample:
This: &
P p p PP

Lt

1{‘) 1 ; i 1 i
o — i
J - d prom
c. T u ~x I
(See Sample Solutions page 303.)

® Y O L

Q A "JI) 1 rT_ 3] .'_: l 1 — 3 ". 1 L [}

AT & i—-d_——i ——t—t+—J—— © H

D‘J b d Z 13 d__d:i'_‘L i

E T ¥ I Y I

(07



Group 1. (continued)
Accented

Passing Tone P APP.
Y. M P
\ . 1 | J
e e —
‘jl 1 1 1 1!
A: T wu i v I
© (See Sample Solutions pgge 303.) "
4 PP P AP p [ma. 1T™]
_\O s - t i 1 T T r‘—r_r’l I : "r\’ i e n
i —= — ——
FrooT i X T A I
(Try “imitation” in the above) IT% Vv
(See Sample Solutions page 303.) vi®?
= /’3‘\
| [ e | | ~ |

1l
| e s o
J T
C. T
) |
s I
|y L= o [»]
(1IN ¥ =~ 4
v
b T
Vol Y P -~
oY o 1 2
I
@ Bright, in styNgof “folk-dance”. (See Sampe ons page 303.)
-
[ ] }] i 1
fALaY | T £ ] | | 1 ] 11 ] 1 1 1 1 Y
i B 1)  —_ 11 L™ et b ]

J

’Bh‘\b: I v;i?‘.'-'?_
x?

e e = ‘ z—2

e e e
I " T v I

-

No chords given. Use “starred” (*) notes as inharmonics.

L S

* *

L

a—

i o
i
i

f
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GROUP 2. a.

Devise a few short chordal tone melodies against any simple progression, then experi-
ment with embellishments of them through the addition of passing tones. (Plus the ac-
cented inharmonics which have been discussed.)

The basic four part passage is given.

Give three elaborations of it, as follows:

1. Apply passing tones to the soprano only.

2. Leave the soprano as given and increase interest in the supporting parts
through application of passing tones.

3. Apply passing tones to any and all parts, for a balanced texture.
(Appoggiaturas, suspensions, and retardations are alsc available

in all of the above.) (See Sample Solutions page 304.)

04 d L | 1
I\é ‘H’ — d 1 ‘ 1 i 1 1 1 1
i — =4 4’ — A —S4—hg—] r)
Lk La ! II N 5 z 5
J I T P
- & b é ol o
(W . 4ET] [w] || =
e —— b B i
e & L ! 1 = ¥ L] 1l
G T Wh T7T YET bu®  MTR] T
GROUP 3. The progressions are suggested. Work out each for ts, aiming to make musical use
of passing tones, plus the other inharmonics whic a begn discussed. Short note val-
ues are available. (As always, feel free to mod&gy e progressions, or use your own.)
‘u:SLouuLlll
\ VAL . T I 1 1 i
A i \ 1 e 1
18 JA 1 —1 1 Z
S 1 1 — 1 [
RN LR A\ Y
vit Fuuc'r.
(orgdeWNglo
e 2
() 5 TT T T
A = 1 _J 1% 1 1
AN 7 U tde 31 1 7 T
b L] ] 1 i
» S«dDoM. DoM- bui ubs DomM. T
AP FuneT- Fuucrg gk Funer
o
GROUP 4. Examine as many W dies and as much harmony as , in all styles, for the use of

diatonic passing © . Note that they occur® o@aquently- than any other inharmonic
type. Become famillar with the sound of the !M single and combined passing tones.

es

B. The Auxiliary Tone (and the “auxiliar &;ives”)

The Auxiliary Tone is a decoration of a stat
a beat, one step above or one step below the principal note.

Examples:

ary note. It is used at a weak beat, or fraction of

It returns to the principal note.

» *
0 1 | L
¥ —a—g—o—t
O—%5 1 o t
J J
#* *
) * N \ }
hy 1 1 11 \ L Ll 1 c 1
et e
v W)
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It does not have the obvious expressive value of an appoggiatura nor the bridging purpose of a
passing tone. It is purely decorative and, because of this, can lead to an undesirably “florid”
texture if overdone. It can appear in a variety of “weak” metrical positions, as:

o ¥ n___* n *+ o * u
%:P:E T s Y j. ' [ "4 m It V4 ol v — 1t
1 ns 1N 1 FataY 31 0NA 1 1] 1l
Sde? 1] 1 | A=~ 1 | ™ 4 11 L™ =) 1 1 1 A1} N7 1 11
J J t 1 J = t
It is particularly adaptable to triple groupings, as:
* *
0 * 0 + 0 ™~ 33—
| W4 i 1 \7 1L
e X ———
b FAVAY 1 | | JMN L 1
N7 L 1 1 1 A~ =4 1 1 1 1) 1 1Y Se? T ! 1 ! 1
J ! ) e | N — v
At a bright tempo, auxiliaries are playful, as:
ALLaJra ¥ ¥ *
- R . [
|) { \, i l\, 1 I ] 11
- e e e e e e e e e = i
J )
(See “Mexican Hat Dance’” , “Sicilian Tarant 2 tc.)
Details Q
1. The UPPER auxiliary is nearly always found I®step above the principal note, as:
X1 LV 4
I!lk -
L™ > 4
J

Modal half-step above,

In situations where the %@&Mows a “mixed mode” interp on, the auxiliary may be a .

*
* I. o N1y |
—t i 1 1] L l‘ \vl
1 A o~ 1
J =%
¢. x° c. c. 1t
* _ -
0 R D Rt A i N Corrected:
Dl I‘\‘ r4 } ‘II 1 £l \ 1 1
o Es 5 to——e gt
Y be 7 bE g
C:. bu C- b " Cme: T -

Unllkely'—because the C major chord is not
capable of “minor’” interpretation. That is,
the modes of “C” that have C major chords
do not contain Ap’'s



The LOWER auxiliary is most often a half-tone below the principal tone, even if this requires
a chromatically raised note, as:

¥
0y D J:ﬁ:" —— * i L ;
#F"j:"y = & ===c=rc==== i {

This produces a ‘“leading-tone” effect,

and the upward resolution of the auxiliary is thereby
aided.

The auxiliary below the actual leading tone in a V or “V function” chord is an exception.
Similar to an appoggiatura in the same situation, the auxiliary will be a full scale step

below (i.e., the 6th degree of the scale) in order to avoid weakening and detracting from
the upward urge of the leading tone itself. To illustrate:

A "T . L rather than: . . .
kll ] 1 1 Gl 1 + 1 1
FAVAY ‘ i & ‘ % i ‘
bt i ~X] O i
P T
< <
—— (X Q\
¢ i
¢ X7 T O
ﬂ ia ) ‘.* ! . T than 1 i
\/ v \J 1 1 [ 1 1 { i
e e e \
Ny v i ~ T T
fJ T o

s

L |4

[ft
¥

e o ot e et
-
o
+olkk- -~

-

o
3,
o
+

T

*
In situations where the leading tone is not su@@rising to the tonic, a chromatic

half-step auxiliary may be all right, as:

n H i —
1 | L
| { ¥ |+ 2R MY
St 1 i1 1 1 L | 1)
J | S——
¢: T X

In all other situations, the half-step loler auxiliary is the RULE rather than the exception.
However, full step lower auxiliaries are possible anywhere,

as: n I

L
L W 1 1 1|
A ]

}
: = —— =
: % —w ——o —a
A I SRR S |
C. T T I 7 T

(See bar two of “Auld Lang Syne”; bar ten of “How High the Moon”, etc.)

and may sometimes be suitable,

R

N
o

11
ettt

"



3. An auxiliary tone may return to the principal tone of the same chord, a change of position

of the same chord,

or on a new chord:

Dy h 0 ’JL‘... e e .

oy — > o ey —

J J T i J T x ﬂJ -

oY ~ &Y = it (e c:! Pt oy -J- Jﬂ
H i [w ) v iﬂ I} H oL “Tj 1 VF =D -
¢ = e T * o 1 I eoT  w

t_ (Same chord)___}

(Change of position

4. Since anauxiliary may decorate any note,

of the same chord)

L (Change of harmony) J

it may decorate a note which is itself a non-chordal

tone, as:
TN I — 3 ———
n J ! ! ! [ 1 ) | n 1 i I 'Ih3 !
1/ 1 L Vil A~ 1 { 1
X ) § Fa “ E d [w ]
FATN oy N — \ (ALY ~
A Y R = . — 1 (D N 2' Ll £ C\ ,'
. C\“ L [ o) O
ﬂ 2 1 o)
I
: 7
¢ T 'y c I
Auxiliary Auxiliary liary Auxiliary
on on on on
Passing Tone Appoggiatura Appoggiatura RetardatQon

\_/
S
D
. -
&ll 1] I"
¢ T
Auxili
0
Auxjli
5. Auxiliaries may appear in any part, as:
73N
0 J J | | —
LV A | 1 ‘ l. 1
—Ar 4, ‘r o -

b

| k_/ﬁ
’

—0| -

~— » J@ﬂ o
e e e e y = =
— T ' '

C- I v X vi 1 A I

They often provide a handy way to gain activity for purposes of motion or rhythmic balance,
without upsetting the basic chord structure or voicing.

12



6. An auxiliary can appear simultaneously with a doubling of the principal tone,

*
n " ﬂ !
l“\lr\ - .{ i‘ “I :v\lf\ e‘! 5
T ¢ J T
X*
| Fpprs

TE e e

ol ‘D 74 ‘1:7

‘ b
C: T ¢ T

7. Auxiliaries may appear intwo voices simultaneously.

But this should not
occur when the doubling * ! 3

is a unison, as:

as:

\

N

v

They will move in parallel 3rds or 6ths,

or in contrary motion, as:
Y — 3\
ﬂ J \ l l | |
17 ol ‘ [ o §
l'\n . Fa [&] ~
1% w ) T ry
J I ! ~

Two contrary motion auxiliaries which r

i

Contrary mo

ion

@o aperfect consonance will likely be unsat-

isfactory, as:

* * *
TS W ) S S N4 ) S o H S
el 5 === s
S F¥re 7 % AR B

to an octave to a unison

L Doubtful value!

I3

to a 5th

to a 4th

*Too much stress on the bleak perfect consonances. e}



Combined auxiliaries which produce an augmented unison may be too harsh, as:

— %

B
*

; n although auxiliaries which spread to a

N
diminished octave are less biting, and —firs X
##ir = likely quite acceptable, as: —j—‘———r——*

8. Auxiliaries in three parts simultaneously are also available. Two parts will move in para-
1lel 3rds or 6ths, while the other moves in contrary motion, or all three parts may move
parallel, providednoparallel 5ths are involved. Very often an incidental “auxiliary chord”

> 1

—{| ¢

is formed:
O t H‘l T
J T
<+ T
7 IF P—!*F—P—
C. T T T TY% X T

(|
Four auxiliaries!

Auxiliary Tone Derivatives \
Qb

1. The Turn is a traditional fivg@vice, using both the wer auxiliaries, as:

7 =
0 | O —T1
\/ | AL 1
v ~ A
Nale? £~
T
or:
X
LN - fon 0 3
o : E
rys £ {Cﬂ i ﬂ
—_— K s G ——

i

Y 4

~ N

H

=

) il | -

(See the bridge of “I'm Always Chasing Rainbows’")
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2. The Double Auxiliary is a four note device which uses both the upper and lower auxiliaries
of the principal note, without returning to the principal note between them,

either: Q =7 = -7 or:
1

as:

~ ™

0
- )
nn 1 oy !
A ™ 1 )= L2 T 0
J | =
ﬂ _ 'é' —»esL 4 d -
D = *
n a./' [ ) p Ny Y F 1 L
1 |r R —— ! T
c. T W Y5 ¥

(See “Mona Lisa’)

They may appear in any part, or in combination with\ ard for parallels:

AN A S N T
— I

7

o]

z
P P

oQ

S il

+ 1.

&Y= E F
7 'D ! B
! [
C. I o pe A
For more florid decor &IPLE, QUADRUPLE, etc., AUXI are available.
L 2
n (3 Q N 75N
‘*’ —— ¥ X — T
| [ATAY ] [ ud i
- 1 1 1 L™ "= 1 d 1]
J T J ,
The Unprepared Auxiliary is an auxil &taken by leap. It is found at a weak metrical
position (usually an “up-beat! or frac

on thereof) and it resolves to a stronger metrical
position.

Most often it is a half-step below the destination tone, where it is usually approached from

above, as:
% ¥
N I\ 2\ 3 \ *—
i . .
= — e

?'(>
===

17

r

U
N &0
s
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It can be the scale tone above the destination tone, however, where it is usually approached
from below, as:

*
* ~— 1
LV r/\l } 0 T | | 1) Q 1 P /\ll T
o —— = —
e —d J Wi 1} b =4
* 7 x5 kg * =
J\\ [™— /‘ [M— am——) |
y o %—‘—J - — o2
l'\an : -II.L 1 E.d 1 _l
Example: _J_ T
- @\)—D | /‘""\J l |
('\l 2 ‘ 1 k
= % 7
+ —
¢. I V

ASSIGNMENT 61 (Auxiliary To iliary Derivatives)

GROUP 1. The sopranos are given, with basic rmo
part solution for each.

. N
J

Work out one simple and one “richer” four

P
1 1 1
ll 1 ]
1 L] 1 + -
F: T v - T A I
T i A I w W A I
T U\ 4 v
See S le Soluti 304.
(See amp: olutio ge )* * .
1< 1 { 1 } ] % =
N - ! - ‘ - ¥ |l X 1 - 3 |1
J

X 4 )
' 1 [ew) 1
1 { ]
J 1 . 1
] — 1 |l \ 1]
—
T Y 1
=% 1 r= 11
v 1 A J 11
1] 11
I




Group 1. (continued)

%)
H T
i
.{_\
K

* *
L™ = 2 N 1 Yy T 1 | S ||‘J‘ lLl 1 r —
,) I _'l_l :L_-E '_—' ?—i-_o -
@ " * * *

3N * 3 %

D) == '
P == — ' !
Amiy I A I X X

@ (No chords given) (See Sample Solutions page 304.)

0 ; R
e

_l% { 1 i — 1 1} 1 11 i
T L0 — T — -V 0-—1—r—1
J [ = == ¥ | I — \ .
GROUP 2. a. The basic “chord tone’” melodies are givel® mbellish each through the application of
the inharmonics available to thisgpd&nt, with particular stress on uxiliaries®” and
“guxiliary derivatives’’. This i lody exercise only. ( of this type

should not be approached wit a of making a wholesale u inh&monics. They
@ should be applied with muf gement, and for musical e@
n k(See Sample Solutions page 305.) \ :

1
] 1 !

—P—‘—J i

7 D tI:\ Wmi [I]

o’

L1

e m (7] [ m L] {E [1)

b. Basic four part passages ar ive a few elaborations of each, through a taste-
ful application of inharmonics Nith particular stress on the auxiliary notes and aux-
@ iliary derivatives:

| \ " |
EEE=Ece 4‘? =
J | ’ ! I
dd] gl 4| 4] 244
| . ) =v d
Z5 P — = X — =
1 i v
Drne T S 0w NAT.vii vib hitt T
[poR] LA



Group 2. (continued)

®

-
]

|
w

l 1 1 {
Y—=o—c - — >3 =
== EEEE RIS B S

J g2 by
et
B med T TP LY b® T T

1ibs 82

GROUP 3. The progressions are suggested. Work out each for four parts, aiming to make musical

use of auxiliaries and auxiliary derivatives (as well as other presently available inhar-

monics).

n ‘JLDNL,U

— ; ;

ATANLZAN R Y N ) 1

A v i — 1

J Eb: I-2 7 T -1*e. T-~iui- W -6 T

e, o

_

= ] ! !
B —— ! ! —
Jo, IT-- bw-- bui-- by T-- (43D — Dom. I

| [47)

music for illustration their use. Fast moving jazA often make liberal use of
auxiliaries, and orna@ti n of this type is found exte €ly in Baroque counterpoint.

L 2
GROUP 4. Become familiar with the s nd effect of these decxamine any available

*
C. The Anticipation

An Anticipation is so called because it “anti 'Q”

the note a part is moving to in the next
chord - before the next chord arrives. It sf§at a weak metrical position, and is usually a

short note. The most familiar use of th cl on occurs at the final cadence, with the ‘“home”
tonic being introduced slightly ahead , @S

*

~

* —

Q } \ 1Y — ll {
e . o =g =
5 £ e 8 = = 5
- 1 P 1 r 2 i! = == T A —
] v r
Suld . a—
C: ¥ ¥ T C i X T
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The final tonic takes on more definition with the use of the anticipation. Among the familiar
melodies that use the anticipated tonic at the final cadence are “Annie Laurie”, “Onward Christian
Soldiers”, and the song “Somethings Gotta Give’” shows a three note anticipation at the end.

Anticipations may be used at other points, as:

0 1] 5 i
-—Jz.r'\hjit '

=2

a0

L
-

Other non-chordal tones may also be anticipated, as:

*
D — i — —

-— . b Anticipated
C: T Ve o Appoggiatura
Anticipated
passing tone ( ee ‘“The Boy Next Door’)
Because it introduces a note from a chord which has n arrived, the anticipation can be con-
fusing if it is not presented in a clear and obvjo manner. It usually occurs in§he melody, and
usually in INDEPENDENT movement. Sometimesg ned’”” anticipations or e 111l “chordal”
anticipation can be useful, but these ar vely uncommon. Examplesg
COMBINED ANTICIPA'ﬁ CHORDAL ANT @
\/ I-
l@ -é_. [ )
55—
J

C: Y1

vl I
Caution: Do not confuse the anticipations &here

i+

which are melodic anticipations, with the

Rhythmic Anticipation. The rhythmi{anticipation is a form of symcopation through which a

line such as:

x ¥ *
A 'e Y 1 1 ] ¥ can become: 1 1T | I
N hd 1 1 L T F \™ A [ | 1) 1 | Y 1
J J P
*Syncopation!

This is a familiar and widely used rhythmic device in jazz and related areas, but is not
very adaptable to the part writing technique which this section of the text is using.

This concludes the investigation of the six fundamental inharmonic types. The remainder of this
chapter concerns “Delayed” and “Ornamental’ resolutions.
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ASSIGNMENT 62 (The Anticipation and “Summing Up” Exercises on the Basic Inharmonics)

A. The Anticipation

1. Examine any available music for illustrations of the use of the Anticipation.

2. The sopranos are given, with basic harmonies. Complete for four parts, noting the use of anti-

cipations.
anticipated
@ passing tone *
0 * * * * * Yo *
] 1) 1 T
:#L’L__—F._'——" = i ¥ T 1 i S e — - — =
\.j/ | r IVJ = IY, I_'J Ol 1 } - H 1 ! 1 ] 1
¢c. T - Dom T Yy _ I X _ T
: b nX
T4+ X ¥ T
WG L -
anticipa%ed Dor. v I
appogglatura
il * — 3 *
D | S Fi p— 1 P —
’5 ‘ D B ” .- i 1 1 1 T L1 [ 1 £ 1 s |
1 1 z I 1 1 1 L\ 1 b 1
ped 1] i 17 1 1
! ! ] T 1
Y pb. T
© ¥
(A
A\ Al 2
\\J7 } 1 ] 1 i
J_k e
£ " A
@ (See Sample Solutions page 305.)
0y *
X —H - H
[ACY 11 LAY i
> 3 ] |94 ] 1
J ] L G | Jee— — |
Emi- T A .
3. Take a few melodic B§381C four part passages ious assignments and apply antici-

pations to them.

B. “Summing Up”’ Exercises on the Basic Inharmoch

1. Mark and name every inharmonic in each of @owmg lines.

Example: APR. ANT . Sus. APP.
—— 3} ——\ s o
n 1- —— ?V ﬂ 1 L A |
A  — 1 i ]l ! 1 \‘ Wi:-r_‘—hli “4 1
¢. I Y I mi. I Y
/n‘l'h s qth
APP. X o &

--L-" > :
e
0]
O
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B. (continued)

—— T r— i
Wf‘iﬁj—d—a—jt;.; ] —
E% I X I I I X T

ﬁ%*
A
il
———1—
G
\
O A
L:::

&G I < T T YT
2. The basic “chordal not lody is given. Give five o@ bellishments of it, making a
e

musical application of a the inharmonics. (Thist ody exercise only.)

N . : |
| VA 1 | 4 T r=Y | VY T 2. T 1 x|
W 1] 1 | = for V7 T A 1 ~ [=] { P st W Tt
L 1 1 v 1 = I ¥ 11
I T T L - I ¥ == 1}

1 1 T 1
LS ™) | L] [ ] 1
J ) . N
F:ox) il [x1  [bw) ( Lz} Lillz] (1]
(See Sample Solution page 305.)
3. The soprano. only is given. Complete f our parts.

W’—‘P_—P‘_F' s f ) 1 — —1 i 1 T
S22 Ty 1 1 ._F"'F —¥ T ] 1 T —
b —1 ! ¥ S

M 1 1 r 1 1 1 L—.—I—-—'#-‘ ‘{ 1 L™ 1 1
o/ — e
I'/l 1 1 1 1 z -~
] —— S = (See Sample Solutions page 305.)

4. Take one or two of the basic four part passages from earlier assignments and give elaborations
of them, employing all inharmonic types.

5. Continue to become familiar with the sound and the uses of all the inharmonic types.
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IV. DELAYED AND ORNAMENTAL RESOLUTIONS

Proposition:

Notes of an “ornamental” nature and purpose may be interpolated between an inharmonic and its reso-
lution, in a sort of “melodic detour’ between the dissonance and its destination. These detours

employ the Cambiata, the échappée, and various combinations of chordal and non-chordal tones. They
are examined in detail herewith.

A. The Cambiata (or “Nota Cambiata’’)

The Cambiata is a note taken by leap of a 3rd in the direction of the melodic movement, returning
to the destination note by step, as:

This: This:
N becomes: m becomes: *

1
Vi A\ 1 1 \ W4 | 1 11 1/ | 1 1
A I X F [ 1 11 1 | 1t 'l ) i
[A'AN 1 ) Tod FATAY
NS [ A > ] I 1]
v I v ' ~) ' J ' N
Cambiata Cambiata

0 % N\

\7 (11

Details: \
1. The cambiata may decorate any movement of cOQor down. For instance, this cadence:
a)

A’ N I [ ] 11
3% F n 1l is ofte orated to become:
¢ L I
@
A cambiata is most often used xeen an INHARMONIC and
resolution’”. To illustrate:
. pP.
This: APP. & This: P
0 b3 be 4 m ) becomes: N *
\/ T \/ 1 11 11 1/ 1
— ' % H 5 :
o _ ; —H 11T

2. The cambiata may appear at a weaq&‘ raction of a beat, as:
[#.)
1 1
] 1

N n/’m
——— b
JC: I [P]\‘-‘;a ~)C: A2

It may also appear on a strong beat, in which case it is also, usually, an APPOGGIATURA:

A /N n WP~ xN
E== SEEE= ===
¢ 1 [?] Yoo T
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3. The cambiata, similar to all of the decorative resolutions, is a melodic device.

It usually

occurs in the soprano, but can appear in any part, provided it is heard in independent mel-

odic movement. Observe the examples below:

/_\,l /‘\
() l | 'T l___J | ?' I _ F . ;
to—s T w1 © 3 1 :
\JIJ F Y ra) l._r =) L4 t
r ‘ I L.
P

- g = ¥ -

v’; | e ) - l ?\ J[
' A

¢ I vt Wb 1 i Y T

— *
0 4/—-\1_ 3\ | % | * {/}r\'l
o =
h Y //::\N r 3 ~—"
N =S -
7—p ‘ 2 =
C: i v T < T

4. Any type of inharmonic that resolves with th
ornamented with a cambiata. Examples:

Passing tone:

ment of a 2nd can have its resolution

N l | ; can become: 0
VA \ 1 1 V4
[} 11

JA @Y 11
?IJJ 1R Se?
Auxiliary:
*
ﬂ | 1 |
v ! 1 1 11
A\ P} 1]
N
can become: :
/“N

double auxiliary)

1
—w————1—H
o—H9—8—11
J hi
can become:
~ 37\
n_ | < L 9~ N 7N
A W4 { r 1 1 Y \/ 1 A { 1 1 17 1 1 1 11
[ 11 X [ 4 1
~ 1l FAYAY
A= A1} Shd - 1 Shet? o o
§ E * v * J v *
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Suspension:

*

S SN S

e
J,

c. I X
can become:
’—_—N
1 .Qu N | 2 ’ 0 { -
\v4 1 7~ 1 1| N7 1 7N 1 1 ll ,‘(/ ﬂl oS 1 1 19}
A4 111 A~ v |l ’\‘I/“ AR}
v 3 | * ) *
Retardation:
*

O + | ‘I ]

S & —¢ 1

| 4 1]
jC; ¥y I
can become: V|

0 I \ \ | ﬂ N i \ | ﬂ i I\l

H AW I,/\ 1 }
S LA} S’ |l 11
J * - * *
Appoggiatura:
*

L T |

NMd?. 1l

W/

11
11

LI =4
v/

{
NOTE: The lower iata is usually a leap ofe 3rd, as:
| ! { 1
FATAY ] H lf
18 Ll 1] 1 1

5. Combined cambiatas can be useful oc ionally - with due regard for parallels, as:

-
-

5
d

d
k!

Uy
TR —
L

N

o B
N ED

OQ—
G~ F—*
O (I>— ?




/
B. The Echapp ee

/
The Echappe’e is also a note which decorates the melodic movement of a 2nd, up or down. But the
e’chappe/e moves one step in the OPPOSITE direction, and then returns to the destination note by

LEAP, as: /N
R o E— A
This: Xz— b2 becomes: —FKx—=% { =2
AN 1 1 P i ¥ 1]
) - *
4 Vi
*Echappee

In other words, it tries to escape the ultimate fate and is, in fact, an “escape tone”.

Details:
1. The e’chappe’e may decorate any movement of a 2nd, up or down. For instance, this cadence:
*
7 ,.‘L '3 is often decorated to become: ) | ‘. T
X S o7 [e) {
FAVAY F1NAY 11
7 7 '
C: X I C: Y I
Most often an échappe’e is used between an INHARMONIC : resolution, as an “ornamental
resolution’”. To illustrate:
App.
This: () pl:‘_ 1 becomes:
¥ e = ft
TATAY 11 } =d 1
'J 1 = 11} 1 1 11
¢ I - ,*
Echappee
Passing Tone
This: & es: -t \
S
JAAY 1 ] 1
A\~ —d L) |
o/ o *
E}Ichappe
2. It was noted that the cam v be used at a weak OR stro beat (item 2. under ‘“The Cam-
biata’), but the Ec s used at a WEAK beat or FRA a beat ONLY! To illustrate:
N w S w
1 V4 -
AT T = ol
S P — }
C. A
L |
3. The e/chappe/e can decorate the resolut of any inharmonic type that resolves by a 2nd, as:

Passing tone:

* can become: N

‘KI i ' fod ‘Yl 1

WA'aY 1 1 1 FilaY 1 { 1 1 1
i, l : ! o . !

n * can become: *

B
I

Y
(



Auxiliary:

N

17

can become:

can become: 2

Unprepared Auxiliary:

*

*
1
i

can become:{\

W4

0N

{
1
1
[ ]

Suspension:

— 3*-1

can become:n

I X

Ce

Retardation:

%Q)

can become:

ol
cHER
<
g
o
(&)

0]
Ea]
g
()
oL
* | [ol
{

ol

P

LW 4

AN

oo T T

Appoggiatura:

it can

but

device which is most likelxpgt ur in the soprano,

r'd

4. The €chappée is

x@ lodic movement. Examples:

L

|
)
e}

+——

ided it is heard in indepe
|
[ ]

D3

o 4

o

&

A0 L,

appear in any par

g

13

T

Tmi.% biuth

b u

I"Y
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. . Y
5. In some circumstances, combined ébhappees could be useful, as:

n—z r— PR— Y

= =t bt
a2 N
:!L. ot -1'_€L' - '*;' CJ
e S — £ =
~ — i
C- I ijnni-s. L QC: ;‘ti SZ7 I

NOTE: To help avoid confusion between the cambiata and the &chappée: The first bar of “Tea
For Two” offers an example of each. The second note is a cambiata, the fourth note an
échappée. For further examples of cambiatas and echappees see: “There’s a Small Hotel”,
“I Didn’t Know What Time It Was” “The Way You Look Tonight”, “I Got It Bad and That
Ain’t Good” etc., etc.

ASSIGNMENT 63 (The Cambiatas andgl le)

1. Examine as many melodies as possible for illustration f cambiata and échappée.

e each further through the addition of
is a melody exercise only.)

AN

2. The lines are given, which include inhagyonics.
tasteful and appropriate cambiatas and echappéés.

SO

W

&
4

. I I T X A-!§>~'

(See Sample Solutions page 306.)

C)

s

v

-0

¥

d ik
i

I

R

QL

-

d
'
H
F.-
H
Kl
.

- ()‘/EE;”Q

)

1
1
s

~
Z,
H

3. Short four part passages are given, whicl§include inharmonics. Give two elaborations of each,
through the application of tasteful cambiatas and échappees.

®

S,
.
—

B
N

Lyl

G
E <
™
=l

-
5
-
RO
X
"?
-1

ol P

t\f?

Lt

HE
lo

::rz_.

jji=o

7 = : ?? Tt
T ¢
c. X T 2 I I b
;;Q?
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(continued)

(See Sample
|

5@

Solutions page 306.)

1]

‘XI’\C e r - df\‘#“ } —
e B At

d | 4 47 dd
ST —F e
ghﬂL! I - ][1— vt - Iiﬂyjfv I

4. The sopranos are given, with basic harmonies.

Complete for four parts,
atas and echappees

Do two examples for each, with differing textures.

=y

noting the use of cambi-

b /;\@
| e
A\ _ D v : |4’ 11 1 1 hasmull 2]
B e e e e e e | 5|
,J ! ¥ 1 | & e
Eb: T - Dom - T - \

FUNCT-
LFASS fnj ¥ éﬁ-? J
(See Sample Solutions page 306.)

NG, TR

5. a. Analyze the following 14 plaining every note.
b. Reduce it to its 1 notes. (See Sample Solutiggs

306.)
- I 1 [
\"ju‘&}ﬁp,‘jz e T NS =y =
v I

6. The progression is suggested.

Work fo our parts,
cambiatas and echappees.

aiming to use any and all inharmonics plus
Do two examples with:

No eighth notes

Some eighth notes,

or even shorter
note values.

0.

| WA T |

7 i | W o

AT A W LA

J b - - —— .

Bb. i - I— T -~ bii 1V e - DFDI:'I‘\)C"'-— I

Wby
b
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C. Other Ornamental Resolutions

/
While the Cambiata and the Echappée are the only ornamental resolutions with specific names, a
resolution may be decorated in other ways:

1. A consonant chordal tone may be introduced between an inharmonic and its resolution, as:

L TSN

QL

L m—— o —a—
Jo= = =
=
¢. T Al T

This “subsidiary chordal tone'’ is an extension of the cambiata or échappéé principle. It
will occur at a weak beat or fraction of a beat. It can decorate the resolution of any in-
harmonic type but, similar to all of these ornaments, must be heard melodically - no matter
what part uses it. Observe the following examples:

"

* ‘ _l

D

><:j

) } | ,
] ~ \ V4 139
o ‘jﬁ —— -
Jw £ .\.jld ko)
APPOGGIATURA: can become:
O
A= = &
—~7 A=
C:: W
»*
»* o
| ~ i \ | o~
AY4 [ o=} 1/ (= ]
1 \/ [
NAVaY ~ AD =Y
il7 E\:‘ or ] N r ;tr v =
SUSPENSION: J ‘ can become: J -E r
-é— % ¥
FAAY [ev ] [ )
1 1
vl I [ ] ' 1 )
1
¢ I’ T . \ f
0 { . N\ | h
A — E— E— =1 I —o— - .- 2
N’ T
RETARDATION: || ¥ . anpecome:]] Y T D\J y
{ *
4 0 44 |
oy - s = £~
— F i s ? F B
C. T i AL
* <>
n . | 1 I
1/ [om 17
I\

0

K

H |||l "t
.
b
N

b {

PASSING TONE: can become:

P
D

e
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i

1V

A
[ATAY
Aar

AW

L
e

can become:

can become:

-e.

J

FAANK

FATSY

;

L4
2

b+t

AUXILIARY:

UNPREPARED
AUXTLIARY:

[A%AY

E? :
ee item 4.
*
' AN

ome !

[~

i

I1

Even an
ANTICIPATION
can be so
decorated:

under ‘“The Aux-

decoration of a resol ion.l

@%ﬁ

2. An auxiliary tone may be
iliary Tone’’):

R

¢

]

|

|

as:
|

Y
JAX

1
7

b]f*'&

Al

3. A resolution note may be anticipated,
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4. A dissonant inharmonic may itself be preceded with another “neighboring tone”,

* *
i

as:

1

L *

& R

5

*
*

[

_.QQ_ -—0 [ 1NN

%‘_.
4

!
=
T

5. All of the ornamental resolutions up to this point have involved ONE decorative note inter-

t

~
.
v

-
-

polated between a dissonance and its resolution.

can be used in the “melodic detour”,

LT[~ O

But two,

z

el

three,
for a more florid result.

]:b

four, or even more notes

These more elaborate delayed

resolutions will employ either more than one subsidiary chordal tone, as:

Are. N IS e
Awt 1

Dy~ D) ot w0 B s B
l:\{) e ;‘ld‘ = é"ﬁ\' (o] 6\3 ~ %{ aﬁ\‘t*-q‘
) w J /-—\ J T —1] ~—~1

= my JET] bd Ld
X 75" T W N -] ZAC
- o] 7= = \1 ®

= ] fPTCN S

¢ T C: S C: T G g7

Y ——— X
AT T 19
ARG o
F
e
AW D‘ *i Y
i )
7 TY AN . 7 o]

b

TP

o +&



O ‘h_ﬁ
o : =
J e Sh ULty
L 4 .
"‘vl"r j|! @_r T 1 {
‘ d
¢: T T° X4 T T Tt
The example above can be reduced to: which in turn can be reduced to:
:‘% 4 ri d = 5 d S:, =
J f o ‘ r-?' ,) T [ r -?v
i
S . I ]
= " 22 : 7
AN, ! e b o - ‘ b
¢ I T X+ X I I C I° T+ 'Y I I

Examples of this more elaborate, more florid, deco 1d fill a book. The given exam-
ples (plus analytical listening) should make 1 process clear, however. Some cau-

tions are in order:

There is no point in an intricate gaze arrows pointing to aresolution

if the resolution cannot be he in performance! Judgement and ste

are of paramount importance! essential that the actu

intention be clear to the . every decorative resolu st, be

calculated on the ba51s sound‘
It is important that the not esolutlon or a note which ’ represents the note of
resolution, occurs when ex ected to occur To 111ustra

Thi APP.
is: 3
coled, among .
other things, or:
become: \

‘l ,I/ll } 1[
e
‘ 11
*Represents *Represents
expected “C” expected “C”

Ir} | l‘-—l(‘ ! {
It should NOT, however, become: 4 v 1 —of

*The STRONG BEAT “E’’ neither is, nor does it
represent, the expected note of resolution!
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With more florid and elaborate decoration, the ever present risk of overloading is even greater.
The danger is at its height when combinations of different inharmonic types are used simul-
taneously. For instance, the following simple pattern:

1/ il

174 e o S o
AT b
Mt T 0 =~
o T
L I [*=) Sd Ol
— e 1 Py 1
y) £ [ws A =4 1
~ 1
y

C: T EIEP Y

could have any part individually decorated to become:

Sof. /‘D /ﬁ

|
;

A
1y

D S -
55 = w —© 2
or:
rrm jw \l’:‘ ! H F ¥
— — -
C: T T YA JLﬁ— X
0
AV A\
L (o] o A Y
fAYaY - FAYAY L4
or: 1
AeroR '-j .
P N [ =] It Fao0 W
~ 1. P 11 |
Vi [ ] | l 1] 74
% : - VEASS‘
) i 15222' :E%;
However, an attempt tg 11 of these at the same t is not likely to yield clarity
of musical thought. bin®tions of dissimilar decora are certainly available and can
produce some of the DREL musical results if constigict C”'th sufficient care for detail, bal-
ance, and meaning. Oth®rwise they may produce thegyWg
ASSIGNMENT 64 (Othe tal Resolutions)
1. Examine any available music for illust ns of the ornamental resolutions.

N

The lines are given, which include inharmonics. Decorate each further, with a tasteful appli-
cation of the ornamental resolutions under examindtion. Short note values are available. (This
is a melody exercise only.)

-<j:) @

D [l [ Y n ! 1 : 1 1 11
W fe] 1 oo Y i o2 _Q_H =1
/A Lo NI | 1 1| )| | =d Y 1f S il
| ™ e S v { 1 { 1} 1t > I v T = 111
— .
Yo 1 X I G: I i T T
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2. (continued)
(See Sample Solutions page 306.)

@
j_
[ InN
0
gt

J . -—

E{): I v buy i7a p
©)
N ! i

"
y AT 1 1 1 1

|

Kl

1 1 11

Ami: T IS T ¥

U
H

3. Short four part passages are given, which include inharmonics. Give two elaborations of each,
through a tasteful addition of the ornamental resolutions. Short note values are available.

® ® |

© mple Solutions page 306.)
% | |
] o W P - —A
[RaY 1l oS -
—T

o
e
l(}-
7 _ﬂ:tJ'_
@ 0O E_
(0.1
XS
<
4
-0
Q. —n
-
qlo

ol
- ‘-1?
L
H{ga-
f
¢« I8
*
H‘:ﬁu
S5
Efﬁ
K1
H (00

Wy I

Eme: I - IF T
4. The sopranos are given, wit @ armonies. Complete for ur parts, noting the use of orna-
mental resolutions. t 4 educe to the essential s for a clearer view.)

CF implied ]
2™ Qf\ ) ol
. #

||I|
L =——=e==
J Pt T e\l
| \

T =

e e ﬁ- =
Lo —1t T — ] — {
J —~ | NN WU v— Y —
c. T wt W X I
@ (See Sample Solutions. page 307.)
://_I_\ ’:’T—\l ; /\ l/N | 1 U |
{ | I | 1 | | L_I 1 { —
: ..b; ? - .. —
oo - X - W 'R xT
G ]Iml-;. bif+e? T
by viie1?
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4. (continued) _bio

C) (See Sample Solutions page 307.) v
/—N /’\

’; !|!; F ‘ u . ‘ ' F . 1 |l . Y T | 1
1%
i 1= |
| T

}] AL}

5. a. Analyze the following line, explaining every note.

b. Reduce it to its essential notes. (See Sample Solutions page 307.)
. IS r’i‘\ /“\\
by ‘F P—; r‘l 1 H\‘ll ii ra———1 T
T ¢ He 455 8
=S o — = 1
B T iy bu; b biv® T

6. The progression issuggested. Work out for four parts, aiming to illustrate use of the ornamental

devices under discussion. Do two examples with: eighth notes,

b. sixteenth notes, etc.

X +
L]
E» I-X- T -w- W= X - I
or modal variants

D. Free Uses

et

The basic inharmonic types and the decorative lutions examined to this pointWaccount for the

overwhelming majority of non-chordal ornament The door must be left o , ever, to admit
the possibility of irregularities nstance

1}

P4

K. d

(Derived from R. Strauss: “Q enspeigel’)

The “C&” can probably best be explained as a p tone between the C and F and, in fact, any
irregularity is likely to be simply a mor B‘:} se of some basic inharmonic type. Since an
irregularity (as is implicit in the ter 1f®is an exception to or contradiction of common
practice, it is clearly 1mp0551ble to formM@late laws or principles to account for them. Here,
however, are some situations which could ocC€ur:

1. Anticipation of a note in a different part: "
-+

—5 A I
—— ——

TP 10—
<~
| -

N
\/
 § [l
FAVa N ™)
J

-0
(o]
[
]
1
0] BN

N
D

D
K lo—

H—U
d

H
|4
H
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2. Resolution of a passing tone in a different part:

*
;'.oL;
T

N

el
Nno

N\ [ ]

: v
\.J./

NI

T

] |o\\j

—1
" = it
X
3. A succession of arpeggiated “neighboring tones’ with only the LAST one resolved:
* *
n J%_P il hﬁl ! |
o — =t g w3 i
1 ¥ e o = [ov X0 -
J ! [ T
- - = 4L‘
P F._ﬁ’_b'
o], & 11
74 i - ] 1 [=XK]
1 ‘l L }

C- T Y ,‘;;:‘; I
These are not all of the possibilities, but NG ate the general direction the idea

take. Even these are not at all usual. It
be taken with non-chordal tones depends th

can
said that the extent to which freedom can
elodic logic involved and the strength and

obviousness of the harmonic support. e harmonic support is clear emMgugh, almost any
combination of melodically logical n be introduced in a decor@®gl ense. Consider,
in this respect, the type of line pC an, and does, occur in f 1A\ a improvisation,
against a clear harmonic and ¢, mi¢ support. (Although s in® would not likely be
suitable as one part of a “pQ iting” context.)
E. Elision
Elision is the term use cribe a situation where a noge mitted, but is present by impli-
cation. If it is to b essrtul, the implication must, 9 r to the listener. Item 2. under
“13th Chords” mentioned i®gin comnnection with the domi% chord, and this is probably the most

common use of elision. To 1llustrate:
——— 4.:!.
N Ly 17 N
lL[ 1A U

: = ol YN
—5 o——f rz(; nffing: 3 =

Other uses are available, most of which con®ern an appoggiatura leaping down a 3rd, omitting (i.e.,
“eliding”) the note to which it would normally resolve. An examination of the following examples

should convey the sense of the process. Note that they are all clear in intention, which is as it
should be: *

J :

5
L

n )] | () i i L
174 T ra— 7 1 FY I |
i [ 5 A 4 [ Iy
ATV DG IAAY i oy
] g Nap? P Y d
—J T P TP ¥
representing:
| i { 1
o ﬁu = vo = ) [a
7 [w) [« 74 [ BRN o)
B \
c- I bu* T
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#* * ] -
D | N J o n . } DL =) Tl
i ; S
J { ¥ 1 i J ! ] i S
J representing: J —r
T — — .—lhu i X — — — b\J =
= hall X
= T r_r—b-r = — H F"\"IP o
~+b
¢ T W YOI
* x
* % o = ™ =
q A ‘ 1 n J l { il
[ } 1 M | \/ 1 1 1
50— —— T ]
J i T - J [ { v ra
representing:
4 | | d - < d | d |
e T e o 8 o — - 2
N Y o ] yARY Ll =4 (o]
24 4 T 4 1 }
F. T wb Gbsiyr T
Instances of “Chordal Elision” are also possible, as i Qf “Ig— I” instead of “12 -V - I7.
Example: *
N [ | | A:&_‘I
7 m— | {7 “& 8
e oyt
J ¥ { o J t ! =)
!q ting:
T 4
[Ty r.d o 3 [ 4 W
y—p—F o : =
Q- byi +b I: C: e I

At this point, the text r
and harmonic progression.
of the melodic inharmonics -

cation.

1.

&the presentation of furth

wever,
d th

it is vitally 1mp0rtan

at he continues to

3

urces and techniques of harmony
the student continues to -USE all
aste and judgement in their appli-

Examine any available music for illustrat

&

and Elision)

2. The sopranos are given, with basic harmonies.
and Free Uses:
Anticipation of
@ o note in different
Elision part

N M & ! . * '
—— — e e e e
o —— — g i
JE I i T T " v T

(See Sample Solutions page 307.)
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2. (continued)

Anticipation of
note in different

Elision part Elision
N * — | T3 %
e e o S A e e e
g — . W
¢: T w1l - bvi X I
bu"‘l’b b“ﬁ-B
o
Im.S ¥
oR: Tmi-g —
[ehordal Exision]
Anticipation of note Anticipation of
C) o in different part-or note in different
Elision just “added 6th’’ on I. part
0L — 3 > % * -
1 i1 1 I h 1 11
—
J \ 1 | - H —— 1 1%
D I - 2 - I L " v 1

Use chord in
which the CH
represents Bb!

Succession of L . O
neighboring tones - Antlc;pa on o

C) only last one re- dWf ferent
solves

A ——
S DFP\’

Tt
8) F

="

i

(See Sam@ ti0ns page 307.)

Elision Elision ssing note? Elision

* %

<JT

-k
TT0

< o
LJ
T

3. Take a few simple progressions and experiment with a controlled use of appoggiaturas resolving
with elision, and with free uses.
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Chapter 4

EXTENDED TONALITY

Part 2

I. TONICIZATION

Proposition:

The boundaries of a key may be extended to allow the introduction of harmonic and melodic material
from its related and Modally related keys, and even from unrelated keys. In its simplest form,
this extension of the tonality is done by preceding a chord of the key with a cadential movement
in the KEY OF THE CHORD, as:

c — a7

Key of C: I Svgiggr i
*

Tonicizin
chord

The process is called tonicization, since it endows th % ion chord with a touch of the “tonic
N] Q

—— Dmi

quality”. Tonicization is the most frequently used extended tonality.

Any major or minor chord is capable of being a chord; so that any major or minor chord can
be “tonicized’”. In practice, however, tonicizag most often directed at R eys. There-
fore, it is advisable to establish exact‘ly a¥related key” is. Q

A. Related Keys A

In point of fact, all keys are @ to one another; the diffeRence is only in the degree of
relationship. But the ter : ed” normally refers to thosek hich have their tonic chords
in the diatonic scale of y 1n question (plus, in majo ey of the minor subdominant).

—

For example, the related keys o

Another explanation of this relationship is

C major are: *
D minor (ii), E minor (iii), F major (IV), G @ , A minor (vi), plus F minor (IVmi)
}‘;ﬁs:

L T

Its Dominant Related Minor Its Subdominant
G major TA minor F major
Related minor Related minor of
th dof the subdominant
e dominant 1
E minor ' D minor

Note that these related keys have no more than one accidental difference in the key signature. In

fact, the more “common tones” there are between the scales, the closer the relationship is. (The
keys of C#Fand Cb, neither of which has any common tones with C major, are the most distant from
C major.)
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The close relationship which is generally accepted between a major key and the key of its minor
subdominant (as C major and F minor) is less easy to explain. It has been suggested that it is the
result of a theoretical “Undertone Series’”. By placing notes below any note in the SAME INTERVAL
ORDER as the overtone series above it, note what happens:

EN
N -3
Ll C major chord
A
J -4
€ 7
5
+- o F minor chord
S
g
This may be nothing more than an interesting coincidence. ikely, the relationship between a
major key and its minor subdominant key is a result of al ‘“Dominant - Tonic” relationship
found between the tonic and its major subdominant, aid ) be¥ted by the familiarity which the
chord of the minor subdominant enjoys.
In MINOR, the related keys are those which have tonic chords in the diatonic,'unaltered,

Aeolian Mode (“Natural Minor’’ scale) of the mif§r key in question. Thus, for ample, the related
keys of C minor are:

EP major (iii), F minor (IV§, @mr vy, Ab major (vi), BP aj\vi ) .
Another explanation of which is: A\ O

C_MINOR

Its Dominan Related Major Its Subdominant

TG i I Eb major F minor
Related major Related Major

of of

the dominant the subdominant

Bb niajorl \ Ab major

(Tonicization, similar to all for xtefided tonality, occurs less frequently in minor

‘than in major.)

The main tonicizing chord (that is, the chord most often used to precede and to tonicize the desti-
nation chord) is the “V”’, and most often the “V7" of the key in which the destination chord is the
tonic. These tonicizing V chords are called Secondary Dominants (i.e., dominants of secondary
tonal regions in the keys). They will be MAJOR chords, whether the destination chord is major or
minor. That is, the TONAL dominant, the major 3rd of which is the leading tone, is used to lead to
and to tonicize the destination chord. (For instance, if the destination chord in the context
were a D major or a D minor chord, the secondary dominant preceding it would be an A Major chord,
and likely an “A7”.)
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To illustrate:

Here are the diatonic chords of the key of C major, with their secondary dominants:

Diatonic chords I 1l 111 v v
of C Major: C D?i ETi q G
Secondary Dominants: Dominint of A ma'or,7 B major,7 C7* D major,
I is, of likely A likely B Has to be likely D7
course, the C7 - a
V chord of straight C
the key.

major chord
will simply
be “I".

Diatonic chords vi vii
of C major: ATi ?0
Secondary Dominants: E major, , Since a dim-
likely E inished chord

can not be a
tonic, there
is no “tonici-
zing” chord.

*Will also tonicize the minor g ~- (IVmi).

A glance at the above will show that the secondary ds of the related keys are all built on
roots which are DIATONIC in the basic key. Consequently, they are sometimes referrgd to as altered
chords as, for instance, an “A7 in the key of 1d be called “altered vi”’

However, while it is true that an “p” in ¢ f C is an “altered vi”,

an “Ami7b5" (Dorian vi) or an “pbr (bvi so “altered vi’ chord e
“altered vi’ does not indicate HOW or W e vi chord has been alte @

Therefore, this text will use a b@, but more explicit, terminglogy.” The A major or A7 chord
in the key of C will be termgg l¢) »” which clearly indicate h the form and the purpose of

the alteration. To illus @
NS,
& v vi vii
G

uadly true that
, then, the term

Diatonic chords . I i1 i1 5
of C Major: C Dmi Emi @ Ami B
Secondary Dominants: A major J c’ D major E major

or A7 B7 or D’ or E/
Terminology: V of ii V of iii V of IV VofVv V of vi

The simplest form of tonicization is, then, the use of a Secondary Dominant to precede, and to lead
to, and to emphasize a chord of the key. The most frequent recipients of the tonicizing process
are the related keys and, of these, the most frequent recipients are the:

V chord — (Dominant)
IV chord

] (Subdominant Functions)
ii chord

141



The emphasis which results from the tonicizing of the important dominant and subdominant function
chords actually tends to STRENGTHEN the basic tonality, because of the stress it places on these
important “key’ chords. Hear and compare:

C - F - G - C
I IV \' I

Strong, clear l

* *
c - ¢ - Mg . prT Vg - c
I V of IV v VofVv \'
- Even stronger key feeling! |
- Dmi - G -
I ii \' I
[ Strong, clear |
c - A7’————~\5’Dm1 - - C
I Vov ii ii I

| - Even stronger k

The tonicizing of vi andiii likewise poses po t

Listen:

2t to the main key, but just enriches it.

* \

C - Dmi G’ C

I \Y% of vi ! ii I
*

E} - Ami - 7 -g7 L ¢

I 111 i v’ I

On the other hand, to icization of MODAL chords ore caution. While it is true that
the “chords’ of DV maj b11) EV major (blll) A QlJ Bb major (bv11) etc., are found
in the “mixed mode” resources of the key of C, 1t rue that the keys of these chords are
NOT closely related to C major. Therefore, altho onicization of Modal Variants offers oppor-
tunity for increased richness and colorful har injudicious use of it may lead into a sort
of “tonal wilderness’’. The main key may be ured and the return to the tonic may be uncon-

vincing. Consider (listen!):

C Ab Bbml G’ C
bvi v7

l MODALLY RICH, BUT CLEARLY IN ‘“C” ;

BUT:

* *
c g7 ab p’ BYmi a’ c
Vof bvi bvi V of bvii® bvii®3 v’

l BEGINNING TO STRAY RATHER FAR AFIELD! !
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This in no way means that tonicization of Modally related keys is not available. On the contrary,
it is one of the most valuable harmonic resources. What it does mean, is that such tonicization is
more of an extension of the tonality than is the tonicization of related keys. Therefore, it
requires more care in constructing an effective and convincing relationship to, and return to, the
home key.

The “secondary dominants” (that is, the “V” structures) are the basic means of tonicization, but
other Dominant Function chords are available. Chief among these are the “vii°7” and the “bii+6”
chords. To illustrate:

*

c - A7TT —dppi l Can Be: ¢ — 77 = pmi H OR: ¢ —  EP¥6 " Mpp
]

I V of ii ii
1 j

vii®7 of ii ii I biitt of ii ii

(Ger. or Fr.)

A rough comparison can be drawn, as:
Use of “V” --—- c L assic
Use of “vii®”" ---—- , dhore romantic
Use of “piit® avier, more chromatic

All are functionally adequate, of course, since all ar ant Function chords and all contain the
tonal tritone of the destination key.

Further: Less obvious, more subtle, tonicizj ds are available, as: \
@
C - Gmi~ - Dmi c \ 57— i c i\~ - JF
A of TV v

I IV of ii ii | ii of ii ii | 1
Plagal tonicization ess usual “ii - I” Altered Plagal
tonicization
Such subtle tonicization nsiflerably less emphatic. Ipsm nd “popular” harmony, which is
not as a rule very subtle, is type of tonicization h#s @joyed extensive use. But it does
offer some interesting pastel coloring. *\
iS

More common, by far, than these *“subtle’ tonicizati e use of a more elaborate, more emphatic
tonicization through the use of a cadential aDD{ igvolving MORE THAN ONE CHORD from the key of

the destination chord. This consists main e use of a Subdominant Function chord to precede
the dominant function, as:

" c G minor /_\)A7/\Dmi

I |IV of ii V of ii ii [

*
e Eni?P " e’ Spmi

lii of ii vii of ii ii

[ More elaborate tonicizations of ii I
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The combinations of “SUBDOMINANT FUNCTION - DOMINANT FUNCTION” are quite extensive, and merit
reviewing:

1. THE DOMINANT FUNCTIONS:

“yr or, for more emphasis, “12 -
“yii®7
“bii+6" (German and French) and, occasionally, “Ig - bii+6"

(The readerw111recallthatthere are other cadential Dominant Substitutes such as 1116 b111,
1v+e Fr., vmi, V Phr., etc. These dominant substitutes are fine inan established key, but
they are considerably less decisive than the tritone dominants and may quite likely be un-
satisfactory for tonicization purposes.)

2. THE SUBDOMINANT FUNCTIONS:

a. in MAJOR (i.e., in the process of tOnll AJOR chord)

Iv
IVmi

ii \
bii ( (ALL LEAD TO “V")
bvi

+

(@H V1
b.in MINOR (i.e., in the process of tom’@g 2 MINOR chord)

<

IV

v (ha) -- for raised 6t egree moving up to leading tone.

ii

iiFs 8s) __ for raised 6th degree moving up to leading tone.

bii (N (ALL LEAD TO “v'’)
vi

vi+6

Dorian vi -- for raised 6th degree moving up to leading tone.
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Here, then, is a partiael list of the theoretical possibilities for a “two chord” tonicization:'

Example to tonicize “ii’”” in C major. (a D MINOR chord)

Gmi (IV of ii) T
n L,

Gma (IVP of ii) Tyl

=
Emi”% (i1 of ii)

n —>
Emi (iif5 of ii) M A"'g\é of %i) ]

J TO: Dmig - AT (¥If - V7 of ii) TO:——3 Dmi (ii)
EP (bii of ii) 7 (vii of ii)

EbFE (hiit® of ii)
BP (vi of ii)

BYt6 (vi*b of ii)

Bmiﬂ’5 (Dorian vi of ii) W

Q

Example to tonicize “V” in C major (a G MAJOR chord)

Cma (IV of V)

Cmi (IVmi of V) \
Ami (ii of V) \Q Q
(V of V)

Alebs (11b5 of V) @ G _ D7 “16 v of V)
0:—Gma (V)
07
Ab (bii of V) & F’# (vii of V)

Ap*+o (\)11"'6 of V)

EY (bvi of V)

Ep*S (bvi*t® of V) A\
Emi”bs (Dorian vi of V) K

In practice, the nature of the melody line, the position of the voices, the style of the music, and
other factors will modify and limit these theoretical possibilities. The majority of the two chord
tonicizations follow the most obvious cadential “ii - V” and “IV - V” paths. Most tonicization
employs SIMPLE HARMONIC FORMULAS. It gains its color and richness from the fact that the formulas
are from keys other than the established one. (Consider, in this respect, the difference in sound
and emotional quality between, for instance: Emi: “ii - V - I’ and Cma: “ii of iii - Vof iii -

iii”.)
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Three chord tonicizations, or.even four and five chord tonicizations, are theoretical possibilities
which are not very often found in practice. 1If used, they are likely to employ short duration
chords and likely to follow an obvious harmonic path, as: -

c Bp Emi”7Ps a7 Dmi

I vi of ii ii of ii V of ii ii

A natural question arises: “Is tonicization the same as modulation?”
The answer is a qualified “no’”. Full modulation is consideration in the larger design of composi-
tion and arranging having to do with form and contrast, but tonicization is a detail of the harmonic
progression. - Modulation requires rhythmic considerations not necessary in tonicization. (For
instance, modulation always coincides with the beginning or ending of a sentence, phrase, or other
rhythmic grouping.) Modulation requires melodic considerations not necessary in tonicization. (For
instance, the melody of a modulation must be conceived with the scale of the new key in mind, where-
as tonicization uses, in the main, melody related to the sca of the main key - a factor to be
examined under “Some Technical Details’’, page 153.) -
The terms “Transient Modulation’ or “Temporary Modulati ’\eac eptable for areas of prolonged or
elaborate tonicization but, in general, tonicizatij compared to modulation as a weekend in
a neighboring city can be compared to actually m o that city. The means of transportation

may be the same in both cases, but the weekend i8S a diversion from and an enriching of the
normal path of living, whereas an actual ch@ address requires much more predparation and encom-

passes many more attendant considerations. \
(L

*

ASSIGNMENT 66 (Th e ology and Harmonic Process

cization)
1. The three main Domi &ion chords of ii in C major (V of ii), C‘:H"O7 (vii of ii) and
and Eb+6 (bii"’6 of i1 hat are the three main Dogin@un ion chords of:
ii in D major? bii in ¢ pd iii in G minor?
iii in F major? biii in ior? IV in E minor?
IV in G major? pvi i T? V in C minor?
vi in A major? 1 major? vi in D minor?
(Create more of these questioyas necessary.) (See Sample Solutions page 308.)

2. The Subdominant Function chords used in a tonicizing approach to a MAJOR chord are mainly “ii”’
and “IV'’, but can also be IVmi, iib5 , bii, bvi, bvi+6, Dorian vi. What are the possible Subdom-
inant Function chords of:

IV in F major? V in E major? iii in D minor? vi in D minor?

(Create more of these as necessary.) (See Sample Solutions page 308.)
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" 3. The Subdominant Function chords used in a tonicizing approach to a MINOR chord are mainly “ii"’
and “IV’, but can also be TV§3) #3)

ii(qs) (#5)'

possible Subdominant Function chords of:

ii in F major?

V in Bb minor?

iii in D major?

(Create more of these as necessary.)

4. What chord is:

V of ii in E major?

vi of IV in C major?
vii of vi in F major?
bii of IV in G major?

(Create more of these as necessary.)

bii,

vi,

s +6

vl

vi in C major?

:

Dorian vi.

What are the

IV in A minor?

(See Sample Solutions page 308.)

ii of ii in Bbmajor?
iii of iii in C minor?
IV of IV in D major?
ii of vi in B minor?

pvi of IV in C major?
bvi of pvii in E major?’

piit

8 of vi in G major?

V of IV in A minor?

5. Some “two chord tonicizations’” (Subdominant Functi Qt Function) of ii in C major could
be:
Gmi - A7 Dmi
c: (IV of ii) (1§ of ii) (v (ii)
Emi P8 } Q
C: (ii of ii) - of "ii) (11)
Bb gp*®
c: (vi of ii) (bii*® of ii)

iii in G major,
iii in D minor.

(Create more of these as necessary.)

V in D major,

ii in F major,

major,

\Q)

Give a few possible “two chord tonicizations’’ of: A

bvi in D major,

6. Here is a symbol progression, with the chord figure analysis underneath:

IV in B minor,

=
-

i

i)

F - AmL""f D7

T o{

Imi - &7
Ut ‘_i:’f
k'R



6. (continued)

Give the correct chord figures for each of the following symbol progressions:

@ (See Sample Solutions page 308.)

oA

W an i
X | S
F o VA WL 7 A
S hi}

')Eb: gb o gb7- A - BYI B°7T  Cmi. - D7 - Gmi - A BPT  Eb

(See Sample Solutions page 308.)
N

W
ALY 71 E |{
JG" G- - - l Fmil - BbPT- ‘ gb_ gb1 - Ab - Ab+b - S
© [Ab]
I‘DF - 3 ! 1 T
D' "‘L . o . ; - 1 - ¥ - i
YDmi: Dmi - DT Gme - AT Dme « ET AT Dmc
)
7). D--- Gmil-Cl- F-G& > -A1- D )

The following text will examine the varg spects and uses of tonicizzN irst, however, it
is prudent to expose some of the tec&ni@tails that must be consideregfi its applications.
B. Some Technical Details @A

1. RHYTHM g

The tonicization, us€s a cadential pattern, wi 1y be of a masculine character. The

destination chord .1 be at a STRONG beat an® t@icizimg chords will lead into the strong

S\ —

‘)/_'NS w S

J C - AT- C--- Gmil-¢C1- F

¢ T ¥ of0 n R « iof @ TorXW T
e

13
+ is also available.

Lt

0

But the feminine pattern: 5."3 :
J
C
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It is most often found in an “appoggiatura’” sense, with the melody (soprano)

in appoggiatura
style, as:

APP. APP-

a) v 0 v

YV—ir = —— £—it Al 4’ | = I

F+ T W [ - 1 1 11 fi L WY ] 1 1

\* — A d 1) 1 — 11 DH ~L. 1 M R ] — 1

;TTQ: I XoFii Y ¢. T g1 |
L_.J* 1

*

.
Both of which are really elaborations of the Dmi chord.

There is one place where it is quite common to find the feminine rhythm of “Strong to Weak’:
The movement of “V of V - V7”, as: :

0 S i
- } 4 — H
(e i '. ==
S C--- D1 -G1- ¢ c
c. T ToFy X7
s
V5 ———
s i
J - ET- P\mb - D1 C (&
C .

—
i
)

Kl
H

. \
REASON: The two successive “Dominan s@tures do not produce a @“energy to rest”,
but rather a “continuance_ofeRyrgy’’ Consequently, the @ remains activated.

2. THE ALTERED NOTES &Z &
The altered notes which r in the tonicization will, u be tendency tones. When they

are approached by leap, 1Qis always preferable to 1 O@em in the opposite directionto the
tendency (i.e., try, as always, to avoid leaping UP notes or DOWN to “down” notes).

The altered notes will be left in 4 manner suit their normal treatment in their home keys.
The leading tone in a tonicizing Dominant F chord, - for instance, will move up to its

“temporary tonic” if it is in an exposeg QN.In an inner part, it may leap down to the 5th of
the tonicized chord to “fill out’ the tOwigfzed chord. To illustrate:

RIGHT! WRONG!
* *
O I 4:‘ '| - == S \() - (3‘ d‘ —— —>
e v— 1“1‘ — e s — i o)
— = =] L ~_ 2 | 14 s
J

'é ‘)J li ..é- '_é' o
= ‘ ° R ——— =
T 4r r B t i r 1t

C. I ToFi ToFn " e T ; ?’.DF;‘- ToFii -
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Examples continued:

N FINE! ALSO FINE!
1 N ] !
= e s
A >d LI | =4 [ =) et ) —d [ =]
) i r i > i f ]
4 ! 4 j
LL 4 d #-ol» i N 4 & 44 T e
H—o i ‘, ‘2 Ty = |’
Hj Vi 1;_ I‘Q 1 L - Py d ? 1Y
T

C: iibog ir AL oFi i o, T ;."’af C TR W

The preceding examples illustrate that whatever would be acceptable in D minor proper is also
acceptable in the tonicizing of D minor. This holds true for all similar situations.
3. TONICIZED 7TH CHORDS

The tonicization may lead to a 7th chord, as:

Vofii - 1ii’

V of iii -

iii\
V of vi -
tc., etc.

If the 7th is MINOR, as it is in the above @ the temporary “tonic” feeling which can be
engendered by the tonicization is IMMEDIATELY DISPELIED and the tonicized Tth chord keeps only

the quality associated with the positiongitNoccupies in the main scale.

Some care should be taken in appwac@t Tth. Note the followinQ\

D

L . ﬂ 1
N7 3 i 1 I 11 I_\7 L) 1 03
X - 1 { | &~ 1 1 X [~ A" d
NAVAY ] i 7 {14 Y
N & AL N 7 N S & | d jar ]
J /| J !
K / -A- — *
£y d = AE
) - 7 u
KN = ~ T —— )
C: T Y oF Wl X C: I Ib(v) oF 1 n7
l_ GOOD —l @ L—NOT S0 GOOD-—l
The cross relatj t n The cross relation is not
the leading ton of 1i as logical, because the
and the Tth in i is log- “down’’ minor 7th of ii is
ical, and the *“dowB§ minor leaped to from above.
7th is leaped to from below. +h
0 0 ]
| | |
X—% . i = NOT IDEAL, but the dropping Y—= —t T o i
Jﬁ') = 3 ch — of the leading tone in the éf) 2 i ? 1 ?
") I { Secondary Dominant to the v
Tth of thedestination chord
is consistent with modern -é‘
practice. In fact, this can e _d
_é‘ * - (h\_e_ be done even if a “hidden “ -
~— 5th” results, since oneof _ o 'g
32— i A the notes of the 5th is a  J—%}—& T : :
e — Ol “7th”, as: —=— J i
b .. -7 _ . -
¢ I LoFi " C: v "oF !

L ALL RIGHT!
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In the movement “V of V - v/ (two dominant Tth structures in succession), parallel tritones are
entirely acceptable, as: n

i
\/ 1]
X f = ]

R AT

a1

4]

o

C: SfjoFiz 3[7
ALL RIGHT!

[w]
|
1]

4. THE “IDIOMATIC vg"

.o . 6 .
The idiomatic V4 (see Volume I, Chapter 9) is also available on Secondary Dominants, as:

X

0 .
kﬁ\ Tl ‘ ié A C; “C; © 1t
A FrT -
Fe——

’ |
C- I A oF ui

5. CHROMATICISM

The tonicizing chords may be introduced in a atic’” manner, as alteratq o\ the diatonic
chords, as: N
7  r— { t T
e = -
AY W4 2
J T [
- -
L\
| A =Y
Py A ) | =
B r 1 Ind
¢ ¢\ Aml AT Dmi DT G¥T  Ami
: I vl ToFi 1 vii oF vi v
L 1 (I

c CHROMATIC

CHROMATIC ! @"3

However, it is inadvisable to overdo this, % [
some chromatic use, but it was also not t

Bted earlier that Mixed Mode harmony receives

e true quality of Modal harmony is lost when
the chromatic usage is overdone. The samé§gs true here! There is certainly no law forbidding
progressions such as:

Dmi - D7
Ami - A7
pmi - D#°7

etc., etc.

There is no suggestion that they sound poorly. The point is that the feeling of chromaticism is
one thing and the feeling of tonicization is another! Tonicization is essentially diatonic; it
extends the main key through the introduction of diatonic and Modal material from other keys.
It IS NOT derived from the chromatic scale.
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" 6. INHARMONICS

Inharmonics, all of the decorative devices, 9th chords,

etc., etc., are entirely available and
advisable.

A passage of harmony involving tonicization will be more colorful than straight dia-
tonic chords but it still needs the “stitching’” and decoration of inharmonics.

The inharmonics
are normally drawn from the scale to which the tonicizing chords belong.

A brief example:

R +h g4tk
NN N : q Dom-41

* ELISION

v T | | 1 1 — * ?

SeesesEe_e—eee e

= T~ T <7 are + ‘% &

P~ *;' Ji *4- J J ‘ ‘u l ! I

J' ; = f, o] 5 f?7 B KAFLV ‘?ﬁd =
' \ ! LA

C: I V oF us i Y oF m *vi T orL T et

7. CHORDAL AMBIGUITY

Any single chord is ambiguous:; that is

, it appears in @O an one key. This quality of ambi-
guity can be, and is, widely exploited in tonicizationN ke an example:

An A MINOR CHORD is “yi” jor.

It is also: ii in the the dominant (G)

inYthe key of the subdominant (F)
i key of the mediant (Emi\
* @ the key of the submediant
Consider, then, the following Q\ of this A minor chord i

*- N
4
]
c - Arp; - D ote. cC -g7- P\nﬂiiissgab Emi elc.
c. I _w v C:T orvi oF T i
|-.io'=5r_l—7‘ ¢

e o o o

tmt=t=1

C - ﬁ" Ami

C:IT Yorwi v _LoF_L_ IOFN{@
oR

ﬁ-'aF_y.

More importantly, this ambiguity increas®s the resources for an interesting progression,
of the fact that a chord arrived at in one key may be left in another.
as a Pivot Chord. To illustrate:

because
That is, it can function

Assume a progression which has led to a Dmi chord in the key of C major, as:

g1~

e -AT - Dt - ele.
C: I TTofii "
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Among other things, this Dmi chord can:

a. Move in the usual manner of ii, as:

¥

L]

bt

Al - Dmi -
Yoru W

c - G7 -

- I

ete.

b. Be reinterpreted as “IV of vi'’, as:

L 1 L
a :
c- A7 - Dt - ET - Awmi. 2fc.
C: T TToFn " X oF ui vi
c. Be reinterpreted as “vi of IV, as:
T —
it t
C - A1- Dmi - Gm: C7_ F ole: \
€: I  YoFi i WoF Y Yor ¥ TL

only.)

8. THE SOPRANO

The soprano (the main melody line) a@hi
relationship to a SCALE, and ly

es continuity, coherencs
its relationship to the

n results from inattention €o this fact.)

that much inferior jazz impro i
cularly in this area of Q ¥ too often neglect the ho
t

it the chord’” at any point; S

melody must do more t
to the scale. The stud
that it makes sense and

must hear the
ngs together.

It is, of
the tonicization that present the threat to the co@of the line.

observations may help:

of the harmony only, and NOT of t
field this is most often the case.

This is an entirely diatonic melody,

soprano in gts

a. Very often, the soprano can remain & diatonic, or Modal, so that the integrity of
the basic scale is not threateneQe tered notes and the key shifts will be a factor

ain melody line.
serve the examples:

with tonicization in the harmony:

AN

10gic by reason of its

(It can be observed
Students, parti-
tal aspect of the soprano.
also be coherent with respect
ety, without the harmony, and feel
the “altered notes” which occur in
The following points and

(At present, this Pivot Chord process shou@es’cricted to related and Modally related keys

&

In popular music and in the “song”

) ]
‘\I’/ 1 - IVJ ‘l 4 4=‘l ? : i‘, R ‘\ 1 H !“ "V‘ lF l’ I‘ll = “{
Y ooe A7 D ET — Ami D] &1 C

C'- I IoF i 1 IoF vi Vi 1oFI '_y'_ L
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The melody here uses some accidentals in an inharmonic sense, but only as decorations of
the diatonic tones and posing no threat to the scale of C:

Modal Modal
variant variant
* *
n ), 1 : 1 . A— L N
1 N | T ! 1 1} 1 1 ] HI 1 1\7 — ll\|
—t— g  — » g' d‘ - A— Hi - |
S | { 1 o L 1}
p— S v _2 1 >
C Al Dme. E7 Arac. 7 &7 C

In cases such as these, the tonicization is harmonic color, and the soprano retains its
clear relationship to the scale of C.

However, the soprano canm make use of some of the altered notes of the tonicization, provided
care is taken to preserve the feeling of the main scale. This can best be done by resolv-

ing the altered notes correctly and/or by cancelling them out subsequently with a reap-
pearance of the unaltered form of the note in question.

For instance, this (while it uses notes of the chgrdg iRvolved) is chaotic and meaningless
in a horizontal sense: \
3 me—— 1 1
1 1 | — 1 1
——t ‘.
e
¢ I Yor i 1] Y ¢F v Y I
[EDFV;J
Whereas this (which uses theosa ered notes with the same h i tains its hor-

izontal integrity, because t

& d notes serve a
/1-\
1
{ ¥

i Tervi T T I
EOF ut TS @
c¢. Sometimes the melody may “arpeggiate’’ the @ng chord progression, so that the har-

monic intent isoutlined by the melody. e ogression is OBVIOUS enough, and FAMILIAR

enough, the melody may be satisfactor @nples:

1L
A

X ] o ) H
f A e WL Y J. ) ‘ ‘ l‘ ‘. |‘ |\=
j — *-4
C T uii oF 1 1 l.')n"'b I
~™~ 1 * P .
1 1 1 [an ) 1 1 1 1Y

{\i@.’-":."—F; et —=

1 4 1 | 1 lI 1 111
JC: T L oFY X s
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. Examine any available sheet music,

2t g

“Please’, “Shine On Harvest Moon’” and “Up a Lazy River” are examples of popular songs which
employ arpeggiation of tonicizing chords. (Very often this type of melody will follow the
“Cycle’” progression, examined at a later point in this chapter.)

9. CROSS RELATION

It is important to be aware of the cross relation that tends to occur when altered notes are

used. IF it results from a logical voice leading of the parts involved, it will likely cause
no trouble.

ASSIGNMENT 67 (Basic Leading Tonicization)

etc., for illustrations of the use of tonicization. Take

particular note of the melody lines used against the tonicization harmonies.

Work out a four part example for each of the following short patterns. (Tonicization of most
of the related and modally related keys is covered with these nine exercises.) The chords and
the voice leading between them are important, but also use some gudicious decoration. Make each
pattern a musical fragment and not just a succession of vegtigalWstructures. Take special care
with the soprano: in some instances keep it diatonic, an& se cases where it employs an
altered note or notes make sure they are handled logica

(8ee Sample Solutions page 309.)

LON

KEHPO®

% : i .‘ .
: l 1 } T
. 1 1 ; :
G’: T ‘OFI Y.-’ $ IOF_V_ - __y-_;'\ -
o
b —
@ (See Sample Solutions page 309.) I ¥ Q
n = : 1 18}
o | ="y
Top T g J;m, -
) oF 1 oflF
®
)
v :
JAYANENTY] :
A - » ' il
JA\'“‘: I - JoFld - Iz - I - T - TorY T
D 1 | T K '
= : = ‘: ;
/ Cme- I--- 1oF YoFw - R I: T T
(]
®
)
= | .
w“ .-‘r ‘ 11
36' T - Yoruw - Woo- owto- TrY - T - 7
: T
IS ¥

155



2. (continued)

O,
AW 4 Iﬂ\l 1l i 3 11
JEA :!;I : 1 1%
g — \ §
> T --- W oF bvi ~ X oF by; - i -y - I
@ (See Sample Solutions page 309.)
{ I 11
%& ! : i
T ~ ‘ SuBbomM A} l i :
: uBboM. - DdoM. - ult - YoV VY
G: I--- FumcT - FwnCT: “ oF T ?] bof ¥ T
@ ofF vt oF ut [” oF X ¢
O Ll
Y l-,b { JI
o 1 I
Jc_ T - -~ GioFbiii - X oF bif - bl ~ LoFITmc-- Wi - ¥ - I
; UR
T M
3. The soprano is given, with suggested basic harmonies. Nﬂ for four parts.
g (See Sample Solutions page 309.) A
e = s e
3@&‘—‘1 *— . S ==
. p— Lg e <
F. ToFX r - T - - 3 I
oR oR ’
liofY Torg I&% X 4or2 GF‘WA.&. 2 —
1 "2 L 4 fonf(’.u?_lﬂg IIJ Yy
‘0 |||7 %) % Il 1 i
e
J . .
gh i T vi'lr - 2
LoR 2 C«hOrJS
‘Bonfciz[ng i
{ I
C= = —
K Torii - T T
© =3 = @
14 } 1 F\ T F : nl‘l 1 ! ) t T {
e e —o—%a—na ——
A — _
Emi: T Yorl¥ A Y I YorX Y T
@ (See Sample Solutions page 309.)
n lh 1 I‘ ! [ 1 } { 1 1 1 1 1 k 1 e~ 1 11
74 1 =
') 1 - — - 1 - 1
¢: T - - - ioF bui = Y oF bui bl - I - T
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" 3. (continued)

®

el

_A—F

Al L [m—
Y- } 1

1 1 1
i | !
L7 o S
VE. I TorT T T o 2z T
- of 1t ] Yor T Y I
® (See Sample Solutions page 309.)
™N ] b,
o——pu— = it 1 t +—— H
oy '. -y g = o
J Froi: T - TLoF - i~ Yy - I - TrY T T
NAT- uis R
[T i) e T
oR(
@ v
) . . | o | \
L e e
J & I - e - r - - -
(T - Tmi-]
- 3'—-1
IL lrr \i[ ! i ‘l = 1T 1 1
 — » —e 7™ m— A © { e—1
[t} - HoFvi - v! - i N I
WV oF vi _:R
YoF

sense, where adaptable (mainly “mas

1!) N

‘
4. The basic progressions are given. waN: for four parts, adding

Use some “two chord” t

5. Work out two- passages for four parts on the

@ Without eighth notes (or with very few).
(See Sample Solutions page 310.)

f Al
T oh T ® IS o @ T3 I
0
s —
Y Gmi: T 7. o X T

ollowing harmonic scheme:

With eighth notes, or even shorter values.

Iyl 4 1]

|4
PK

.t ¥ T 1 { 1
fR A TN Z N 1 1 1 1 \
L T 1 1 1 1 1}
4 T --- 3- 2. io--- ¥ - - - T ---

N ° [ —

Two chords l T - M-

tonicizing ii or other

Dominant

1 ] T Function
1 i Iny
1 1 1l
1 11 A3

7 - 7-  bas- DM~ T
Two  chords
tonicizing bvi_J\
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Become familiar with, and develop the ability to recognize, the basic tonicization
harmonies, particularly the Secondary Dominants which lead to the related keys.

6. The ear:

C. Three Propositions (adding to the basic tonicization principles)

Proposition 1.

A secondary dominant ( or secondary vii®’ or secondary bii*®) may resolve to a Modally altered chord

on the same root as its normal destination chord. To illustrate:

::c:q:mﬂgg

or
o/ Instead of the
C#
or % expected “D minor”™
—fht =

== —

Ll
Al AL

*Interesting! - since apparently this is a tonicization of a diminished chord and
a diminished chord, which cannot function as a tojic chord, cannot be toni-

cized! Really, of course, the “pn (or substitgt NOT heard as “V of iibs”
but as “V of ii”. The iibs is an unexpected alte i
t h

and the modally altered ii%® is on the same r.

of the expected ii chord
expected chord.

This situation most oftem occurs with “V of ii and has a pro-

nounced chromatic quality.

N . N

17 1} 1 1/

X oo + G &> ] [ =] X

AT 1N e 1 FAYaY

17 hd [ e’

J 9\

£ L2 o

oY e = o

:I L’

C: AoFir z. C. ToFi
a\ |
\yl ; Jvl U o 1 c -
l‘\B a DL w [ =] D L2 ¥

J © J s ©

4 y = \tg
74 I = 7
C. Torii 125° . biitbor i 0P8 c.  wilogii  jibs®

But there are other places where a modally altered chord can replace the expected destination, as:

“ Vof vi— to— vib5
(Dorian vi)

|Vﬁnpem—nn”
(Mixo-Lydian iii)

| v of v—s to—p W5
(Phrygian V)
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The reason “V of ii - ii P’ is more common is only because iibs is more common than vi

or Vbs. Certainly, the principle is the same in each case.

bsl iiibs

®

(It should be clear that although, for instance, an “AP” chord in C is a Modally altered vi chord,

the progression “g’ - Ab» (V of vi to bvi) would not be proper.

same root as the expected chord.)

Proposition 2.

Instead of moving to V, the “V of V' may resolve onto “bii+6" (German or French).

(Note:

Propositions 2.

and 3.

concern the “V of V*)

4
7

b
a4

L
1 1)

Ll

f i
<

C:VorfV

bii

+0

I

The Modal variant must be on the

To illustrate:

The tritone in bil"'6 s, of course, the same as the tritone in V7, so the essence of the progression
is the same.

‘The joining can be done

Parallel movements of this sort are us@
D

chapter), but they are not ideal fro
parallel tritones, are available

in a parallel manner,

0O 1 . 0
Y——ot — ¥ S
AN 1 LU JATaY
(N ) o™ Q7 n :
J 1 ‘l J »s | P F
—dbd | =
Ml K = t—5 T Can b =
oL A4 LA 111 YA R
1 1 111 l
C:  Toex byt C by +b
L 2

i =4

:@o
“Parallel Harmony’” is di
writing point of view.

Oth'ey

.(@e:
.
=
1

i In detail in a later
nings, with or without

_ | 0
s WA 1
1 1 lvv '\( y .l 1
j# Il > ] ™~
J 1 J i
4 d bd
“'l.' o~ ID - =i 453
Z r L] + 1 1
C: T v ¢. Tor T biith
IFr %1
¥4 l——_—’___‘J N Wi l\ t AW | +—
l{l\ 11 = ual =Y )\In II.ID lld = l‘(r\ % 5
_‘jL %'«L% ‘bf = ;‘f T “‘F—%—r S j’ i P
4 J 4 be g 4 4
=== Pt by oo e
C: TorT biith C. TorX bi* . TorT bith
[Ger-] [Cﬂ.r-]

LFrd



As an addendum to this proposition, note that the l7vi"'6 chord can function as “I;ii"'6 of V”, and it
can move to bii+6, as:

C: pui ¥0 v TR bii+0
or or

bii+6 of V7 i +500f v?

V of bii+67

Therefore, the possible combinations are:

C: VofV v VoV BIT+#6  pii+0of V v DIT+H of V. pii+0

(i.e., “Dominant Function chords of V” - +to - “Dominant Function chords”)

Reminder: In practical areas where the symbol system is used, the Augmented 6th chords are symbol-
ized as “7th*'chbrds. So the progression “ab*® - Dp*® would be called “ab” - Db”"

Proposition 3. \
“V of V” may move to “ii - V” (instead of just to V lMstrate:

b A by A
I i 1 ete~
D
C: VofV i v
f i1h5)
Which means, in effect, that the “V of Vv’ ving to another version of N on the same root,
and is therefore a chromatic resolut&'on

The ii chord will take its value ’@V chord, as:

= b 7 v i
e rather—thaen -~ i o
L J
. ‘ -
The bass part offersa pro m, since the roots of the e the same. The retaining of the same
bass note across the bar line may be unsatisfactor@ ak to Strong, as:
1
1 o~
1 | —d
1 ! F
X
| P S——
POOR/!
- F SO Pl [ 1 B
It can be acceptable as: L L S —a N W— Sm—1
L 1 1' ‘g 1 S >3 11§
c Y oY 1" X I
S '. 4
or: il I rou
E— £  —




"The retaining of the same note over the bar line can be avoided by:

*
r
C', IQFI |-l I

(This is a favored solution)

At

a. Using an “arpeggiated 2” on V of V, as: ——%
e

L

T
HD

. | JAEAN
] N 1 1 &2/
b. Using an octave leap, as: Q]—_q 68— ———
1 -~ 0 1]
T s —P \'
C: XofY WA

c. Any other means that suggest themselves in the context.

Since “V of V - ii” is a movement from a chord to another VBN the same chord, there need be

no concern for a leaping 7th, provided it is not discarded:
n ™ Deni] D 1%

A I
Y Ld 1]
FATAN 111 [e»] 11
EE o} 1t
Joo J/ =
- -2
L\ -~ N %a
1 o 3-
r7i ™~ ol
: T
C. -iaF-I \ C. TorX
In other words, all of the free h exist in a change of positQon of the same chord are avail-
able!
The question arises: When “y of V” has moved to 119 i hen necessary to proceed to V, or

can the ii (or ii 5) then movem her compatible manner?

The answer is provisional. ajority of cases, the “ii” chord taken
after a “V of V' is Jus opment or elaboration of the Dominant har-
mony, and will proce or to b11 Other avenues are possible, how-
ever,

1

L4441
gt

F
c. I YToF Y i i vy T

: * /_—‘\‘ -

1 1Y 11

. \ } —i
Dy - - - Dmi.Tbs - - - C.
C: Tor X i bs T



In a sense, the ii chord used in the progression “V of V to ii - V is a “yIlr chord (or vsus.4)‘
The Tth of the ii chord is heard as a “4 - 3 suspension, or appoggiatura, over the V chord, as:

n [ !
17 1 1
X Ol [ =] o9
FAVRY 1L MY Ad
Ll L = O =~} 10 O
J T MU
— e
hatlll 3 Y oY )
o1 SN —7 T
j 1 !
C: Lol 0 X
o1t
1
xH53

It is not at all uncommon to encounter on sheet music symbols which read:

Amj_.-’ - D7 - Drwi.? - GO -

# *
AmL-_} -D1- :Dmx.-.]
P Y
with a BASS PART reading: — 5

v —d

The symbols, in such cases, are simplified versi
the chords the guitar or piano player play will
bass, they are usually satisfactory.

e rhythm instrument players, and sincé
e middle register and will not affect ?he

To sum up, here are the things that can f : \
. Q;p Q
Ig . v O
a. “ of V'’ bii*8

& ii - v
iip® - v
However, a chord

mbol situation which reads @ V” to “ii - V" may really be “V of V"
to «ySUS-4 _ y»1 Mhe ii chord used in this man@cN

ma. : ometimes called the “Suspension Chord”.)

“V of V" may move to ii or to ii P and

i chord may then move to a chord other than vV,
such as:
1 1 H
1 1 1
T 1 1
1 1 1 |
Dy - - - Denilds - - - C
C. TorY 5 bs T
c. And, of course, “V of V” may move to a Modal Variant of V, as:
1 1 )] i 0
i 13 1 T 11
! H 1 1 B X |
1 11 |} 1 11
D1 Gmi. D1 Grai. b8
C. Tor T Xrne- C. XLor X PHR. Y.
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ASSIGNMENT 68 (Three Propositions)

1. The following progressions employ the movements discussed under “Three Propositions”.
a musical four part example for each, using various major keys.

@

M

L
L1

ARE S

ot o

i

T - YoFu -

g

iibs . Dom. -

(See Sample Solutions page 310.)

|4

1S

1

Lt
bt~

o s 2

v

I -~V oFvi - V.lb;_

EEOF]Z -

3

I - TorL byttt

®

pe

mn e
ey

®

11 1
e x|
s :
I - lior 1l Domor it
._l_j__th'
[ I 1 p——
i el 1 1 1 Z 1 N
[ 1 1 1 \
1 | 1 1 1
Yory - - - Wbs - - - T - ~-- TFor¥ - i X T T
?%lbf (or develop)
@ (See Sample Solutions page 310.)
i 1 1 1 11
1 1= =4 1 1 ] a7
{ Y 1 L] Ld L h) 111
] [* >3 i 1 1 11}
vi = Yor X - v - - T T
TP X?] (or develop)

163

Work out



2. The lead is given, with suggested basic harmonies.

@ (note unusual five bar phrases)

Complete for four parts.

Q—J:—;—J-d_‘\ i l\ ?l P T { T—1 il — T I —1
SREES e e e e e e e ===
- TorT iibs I 2 T
| J | .
‘1r 1  — d 9= B———t 1 — A |y — T 1
i l":ﬂ -—\—P ¢ - .‘, —w— .‘,) li 1 é A
T Tor u uibs TeX T T
[;; bsoF¥ ]
® (See Sample Solutions page 310.)
0 - | 1 T i T [ ——————{———
1 l. 11 1] 1 1 1 c- 1
&6 { — '. H
J '5 : T JLoF ¥ I
;| OF l l— I Q\
3. The soprano and bass are given. Add the inner ,= (See Sample Sclutions page 311.)
ﬂ}é J \ \ N . ] |
\/ 1 I 1 1 1 1 Y ) Be— |
e — e - S
A ] T
J L 2
1 \ i 1
f 2 XY 1 1 M~ 1
e =rci==—.—= =
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s o m—
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4. The soprano only is given. Complete for four parts. (See Sample Solutions page 311.)
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5. Work out a slow moving, sedately romantic passage of four part writing (approximately eight
bars), illustrating one or more of the “Three Propositions’.

6. The ear: Become familiar with the sound of the progressions herein examined, particularly “V of

V - ii” “V of V - pii*®” and “v of ii - iib%.

II. “INTERNAL’’ AND “ELABORATION’’ TONICIZATION

Introductory:

To this point in the text, tonicization has consisted of the use of a leading chord or chords
directed at a destination. Further, the principles of tonicization may be used to elaborate,
“internally’”, any major or minor chord. To illustrate:

f I ! !

1§
Just as: — 1 could become:}

:

oot
-
-

L

S0 CAN: = 2

become:

et~

Internal elabg
of supertonic

&

“Internal elaboration’ may ace whether or not the elabora rmony has been prepared with
tonicization. To illustr

jul 1 \ Al
1 1 | 1
1 1Y ] n
1 1 1 1
C - - - Dme. - me - &1 - C
C' I i\ W " :-V_. I
L —l
Elaboration without
preparatory tonicization
ju 1 1 ] 1YY
« I 1 || |1 — i
% i : \ ‘. —
C - A- Dmi. -~ Gmi - Dme. - &7 - C
Gt YoF i i W oFw 1 Y I
~—— T

Elaboration with
preparatory tonicization
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Details:

a. This process can become somewhat more than just simple tonicization. If the elaboration is
of significant duration, it becomes, in effect, a Transient or Temporary modulation - a sort
of Harmonic Detour. Consider:

Ldt1-1
fteet=1—1
Lt

:Dr‘-u:.-G_" C -~ - F - E1- Ame - - =

C: " "} I v Yorvui vy
[ﬁo:d]

H

|t
| tmt=e]
-

Dmi- - BE1- Amic - Dei1-GI- ¢ - -
Worsi Toru; vt i A

This could, since the length of time spent in the key of the related minor is significant, be
C. i X T
I

analysed as:
E\
Q\ XA A I

L—— Area in key of related minor ——

Similarly, the following offers a dual an lysis.

O
HH O
. %"
-
n
e)
H H Q

Area in key of supertonic
b. Transient modulat?® most effective techniques of or-

or “harmonic detours”, aaf t,
ganized harmony. TI' require good craftsmanshi\ sensitivity to tonal relationships,

or chaos can result. In the overwhelming majori cases, these transient modulations in-

volve the closely related keys, as: E

F The e related minor %gmmogly used, perhaps bec?use
- ey bring “minor” materia
The f the supertonic into Major.

In MAJOR: The key @©f the subdominant
The key of the dominant
__The key of the mediant

The key of the related major
In MINOR: The key of the subdominant
The key of the submediant

These “close’” relationships offer a large number of common tones and common chords between
the keys involved. Therefore, the entry into and departure from the “harmonic detour’” can
be accomplished smoothly and without too much threat to the basic key.
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c. If the areas of transient modulation are in closely related keys, an eight bar passage could

use a couple of them if they were handled carefully.

than two could become confusing.

An example of one transient modulation in eight bars:

One such area is more usual,

and more

T - - -
P ——t ===t === =A== A =P =—— Cﬁ%— 6 =—H——
C: ii \) I ii of ii Vof ii ii Vofii ii Ig \) I
D MINOR:  ii \) I A If

Area in key of supertonic

An example of an eight bar passage using two transient modulations to related keys, with a
return to the basic key between them:

r—Return to “C’'——>

———————Area in key of iii 1

t————Am———  E— F— —— Pit——— fi—=
C: I vi V of iii iii vV of iii iii ii A
E MINOR: IV \Y I v \
r——Area in key of ii
o= Dm— i
1 vii of ii ii
D MINOR: vii I
‘ Q
NOTE: Obviously more chord &s are necessary to accomp ransient
modulations than a cessary for one. 2 _more chord
changes, the slq empo!
ar passage using two transient ions to related keys, without a

An example of an e

return to the basic K between them:

TO: r—Area

- - b H Fadl | r i

| S ﬂ“‘! B A‘ X | % ] m— L ——
c: I ii pvi+6 IV iiofIV VoflIV IV V of vi

F MAJ I ii v I
A MINOR: vi A
in key of vi 7 ~Return to ¢ —— >
=T = — =t ¢ e———

vi IVof vi Vofvi vi V of ii ii Ig A 1

Ami: I IV A\ I Vof IV IV

Transient modulations to Modally related keys are available.

These pose more of a threat

to the main key, because they involve keys which have few common tones and few, if any, com-

mon diatonic chords.

key occurs in the return to the main key.
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BD or Bbmi (pvii)
Ep (piii)
Ap (pvi)
Db (pii)

For instance, to get INTO the key areas of:

from “C” is no real problem, because these chords can be introduced with or without tonici-
zation, asModal Variants in the key of C. However, if any of these keys is established (even
in a transitional manner), getting back to C can be difficult because the C chord is NOT a
Modal Variant in any of these keys. Therefore:

1. Make sure that enough harmony and enough time is allotted to the process of returning
to the home key, after an area in a modally related key.

2. Make sure that the main key is firmly established before the area in a modally related
key, so that the listener will be prepared for a return to it.

3. In an eight bar passage, one transient modulation to amodally related key is possible.
More than one may be difficult to do convincingly.

Examples of eight bar passages incorporating one transidut modulation to a modally related

key: \
—Area in ke i rReturn to “C'’'—— >
Pri=——="tfi———"tf=—=—1Ab—Fp~ =T fi—=—== C;.- 11—
C: ii \Y 1

Tt ru
1 °d 4 | S
c: piii IVmi v biit6 I
| OO |
Eb: I 1 Y 3 Needed to
. reaffirm “C’’
nvincing!
Area in key of bvii
Pt—— fr—— f—— fini—— F— BO—— fmit—— F—
C: 11 \Y I Imi Iv? vii Imi Iv?
V of bvii? V of bvii?
Bp: ii v vii of ii ii \
—  —Return to “C” >
- = —— = — —_— Ly 1 ==
Pvii piii IVmni v Dvi Ig v I
Bp: I Iv vmi
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An example of an eight bar passage with transient modulations to two modally related keys,
with a return to the basic key between them:

—Area in key of bvi -_ r—Return to.C

L | od i AN Fhi Al i

| = — — — [ ) — %) — ny — | 5§74 — 2 ¥ A [ & —
c: I v v bvi Vofhvi pvi v

Ab: I v I
~——Area in key of bii ] —Return to C——»

P nh ch* | N ~h i Py

—— r— Fmi———Ab— Lr——  { Ra—— —=———
c: I bii ii of pii V of piir I§ v I

Db: 1 ii v

*(reinterpreted as
(spinters

An example of an eight bar passage with transient modulations to two modally related keys,
without a return to the basic key between them:

Area in key of 1T Area in_

£ ——Fm——Bp—Fb— e — —

e I ii of Piii V of piii D w‘ f piii  piii V of bvii
Eb: ii v O IVmi I
Bp: IV A

——key of bvii 1 Return to ¢ ————>
B ——fm——fmi———Fmi f—6—1F
c: bvii vi of pvii  ii of pvii @ Imi§ v Q
BI: I vi ii i

An example showing two tr( tymodulations: one toamodagl related key, one to a related
key:

—Are T r Area_in_

77 g ru 5 i r2 i

i — J ————,} | ¥ — LY mn— LV eeme fal ——
c: i v I piii i ii Vofpiii Piii V of ii

@ (pii of ii)
Ep I K ii A I
D MINOR: pii v
(n)
key of ii 1 eturn to C ————»

—= e —— 11— P fi—— fF———
c: ii bii*6 of ij ii iif3 18 v I
Dmi: I biit I

It must be noted that these “chord symbol” progressions are only the skeleton of the music.
The success or failure of passages based onprogressions such as these is ultimately a matter
of voice leading, control of the soprano, smooth chord joinings, and all other musical con-
stderations.
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e. It is possible tostart a passage in a different key than the intended basic tonality. (This
is really simply an extension of the idea that a passage can start on a chord other than the
tonic.)

Such a procedure usually involves a related key rather than a modally related one. For in-
stance:

1. Starting in the key of ii is more adaptable and more likely than starting in the key
of pii.
2. Starting in the key of vi is more adaptable and more likely than starting in the key

of bvi.

In practice, it is important to differentiate between a passage that starts in a key other
than the tonic, and one which simply starts on a chord other than the tonic. For instance:

“I SURRENDER DEAR” (opening harmonies)

N

A7 i 1

S b {} clearly starts in the “key of ii”, whereas:
YoM- e o FoFiiem- M o= -
“BODY AND SOUL’’ (opening harmonies) \

0

f:‘{j imply starts on the ii chord.

J ‘i - - - 1_ - - I -
“LAURA’’, which starts in the key of gh inant, and Mendelssohn’ NG MARCH”, which
starts in the key of the mediant, e ntioned in Chapter VII, Iy page 130. Pas-
sages which start inthe relat& u@(e.g., “Love Me or Leave M “Ny s All Right With Me’)
are not unusual. *\
As a corollary to the id starting in a different key, it 1so possible to END a pas-
sage in a key other th tablished one. This is tQommon practice now, but was quite
frequent in early, usic, where a passage could ly be in, for instance, C Ionian
but end in D Do E Plrygian, A Aeolian, etc. i re-tonal” period of music employed
the Related ModesQi.e., Modes with the same &K giature) in a manner similar to the way

related keys are used now. A‘
The principle can still be exploited, ho»@ d occasionally a passage ending in the re-

lated minor is encountered, as: K
L} T Q
1 |
1 1
A} |

C--- ODml--- 1--- C-G1- C---
I " T I Y 1

>

N

b )

et~

dmi---- GI1---  Amc

" -_v_ VL
Aminor: NAT: vii pa
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-
g

J Qe Dmi--- GI--- C-G1- C---
c. I i v I X I
DT - ET - Ami---  Ame
W (Leew) i)

Aeminog . IV Y I

In either of the above, the use of a “Tierce de Picardie” in the related minor will produce
the interesting use of an A MAJOR chord as a final in the key of C!

f. The soprano line needs particular care in a passage which employs transient modulation. Point
8. under “Some Technical Details”, (page 153) still, in general§ holds. That is, the soprano -

1. may remain diatonic, or Modal, in the basic key \
or 2. may use the altered notes of the areas in a dif@ere ey, but resolve them in accor-
dance with the principles of the BASIC scgf
or 3. itself show a transient modulation. (Thi? ss usual.) In this case, utmost care
must be exercised in leading the soprago int®®and out of the new key area. Make sure

the melodic transient modulation is o8th and logical. Always test th
without the harmonies. If it does e its own horizontal senSg, W

A S) O
ASSIGNMENT 69 (Int d Elaboration Tonicizatg

soprano line
is wrong!

. Examine available music f ﬁ ions of “Internal’” and “E ation” tonicization and for
passages that begin in Qﬁh than the ultimate basic key®

L 2
. The soprano is given, with ggested harmonies. Compl our parts, noting the “transient
modulations’’. ) S

‘ 1 1 1y 1§ 4‘|‘ ‘IL E‘I‘l_\l
vi Tor'i . A I TorE T Wi T
I% X A
t ¢t r



2. (continued)

——— Area in related major

¢ 1 \ i ! I
e e e e e e e e
JEmi T~ ~ - I‘L— - YoFw i ioFiff W worwm ¥ - 'I
Liiorinl )
© P r Development in key of supertonic o
04 L — ™~ 3 = ‘ l n__
A~ —J—“ d = FL_J‘ —— él r\il " 1
) Eh‘ I EI-°F:--] u I oF i ‘ i I Io
gitaofF
. f Area in C to:
© — 1 =~ 3 —
\ . [ ' | L | | . \ v
%_T T | NI T T == T A — | -
e e L AL e ) "—,%:d—%——‘ﬂ-‘——% ‘
J 1 1 - i
G- -2 2 I -Yorl n - \TWK u T - LoFu
——Area in Emi , Q
‘:J- -b J- Jl‘ : | 1 : ,
F ‘; i )
o= I oFvi LoFui W Y oF ;"-b! I;?i- ¥

e 0 —y
bui IoFEmL -JIML I T v
- . . “Bffect” ending in
[_v_o\'—'moF bvi]? K [I‘:’.. I] key of relateg minor.
@ In D minor In A minor In G—
ﬁ J—P | h I‘F& | [ . [ Fﬁgﬁ |
17 . 1.3 1
¥ il o— o d_l’_‘_F{ e 1} ) 1 I - T
ok — 1
Q. Tor i i ToFui v WhoF i vi ToFI
InC
t T
ey T
A nofL LoFY U - - (z) = =

7

X
Lii ]

Note that the melody in the above example is entirely diatonic in C, while the harmony threads
its way through four related keys. 172



3. The progressions are suggested, involving transient modulations, etc.
taking particular care with the soprano.

Work out for four parts,

D D minor: [—Al‘ea in ke): ’of Vl———l /‘\
.4 M | ] :I’ [d )
A D 1 [T z £ £ x [ET] Y [Y] 1 i
NNV | B ) Ul = = Uy — {11 o — 1V 1 [ '] | ) J =
™~ 13 173 - — 7
) Ut Uil (vi of vi) L—or develop—
Bb: I ii v I vi
D F. z 2 i 1 N
X P 1y ¥ ¥ |
AP —of —of H———of = H—1" ¥  E—
ral =¥ P “l
w/ AL UL T )
(Starts in key of ii)
_O_Eb: L2 T 1L
" L | I | ¥ 'A
A Do -4 1/ i ) £ ” £ P - 114
AT V40 » 20 % | — ¥ I _— (54 ar Ul — oy — VU e 11 ¥
.y A 2 12 L3
W) Ul i ]] Ul
Cmi: ii A 1 1
L———(Key of reLX or)——-
" b
] {4 1N 5
i £ rard X P y
1 —— ﬂ"[ —_— [ 31 — l’I’l' — 1 —— | S —
11 T
Fmi: V I 1v§ I \
ey of b111————1 Q
G: hes y
= it v
£ ~f | T : r [ iz [13
-~ (v | Fe a | {7A RN 11 1 1T | 'A 1 —
| N | WA I
priT—vTTI
pii \'
. . @ .
4. Work out passages of vary?l texture and activity, in owing general plans. The completed
passages are to be for four parts, but preparatory% s of the harmony and/or melody and/or

bass are advisable.

a. Key C:

b. Key D:

Establish tonic key -

To area in
related minor

(See Sample Solutions page 312.)

- Return

to tonic key.

) 4

s - o

T

T

Start in key of the supertonic - to area in -
related minor

173
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A

c. Key Fmi: E"‘;‘

. R P - Area in :
Establish key of tonic - to “half-cadence” . - Return to Fmi
in key of related Trelated major
major
N4 &
P WA, A1
d. Key A: Ao
-t
J .
Establish tonic key - To area in key of pvi - Return to A
0
\/
e. Key C: —Ary
>4
v
Establish tonic key - to area in key - to area in key - Return to C

of subdominant ; of pii
SINTERNAL’® AND “ELABORATION* TONICIZATION (continued)

Proposition 1.

Harmonies derived from the tonicization princiffles may be used to support INHARMONICS in the lead

line - as “Passing Chords’, *“Auxiliary Chor etc. To illustrate:

. Auxiliary i
Just als'tAuxiliary Passing @ chord hor
0 v v

: v
=+ r—— could s T = I
y:lj' ) \I T !| t % become: X ¥ ‘= i
C: I & C. I I I
R, oR
Q . @ vil vit
. » \ Auxiliar Passin
5 could'Auxiliary Passing A Chord ’ Chordg
v v 0 ¥ .’
0 . e . '. e—p
E==T=0 ) N == =
D } t 1 — :)" - \ - . —
J . .o YoFii ' Voen 1
C: C: oR .. T oR .
wii gF o viioF il

As a further illustration, the following line, with basic harmonies:

= 3 -— [ ‘ '
EESISE s S s s = ——a
C. I T bui WS T

@
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could, with application of tonicization chords to support the inharmonics, become:

N P ] > 1 \ N ., Y ! \
— e e e e e e
- ‘ r 5 ' ) &
J p rﬁ [2 Ati 1! | r r 1>r -
o Y J
Y | = \’D J- 4 o | 4 | |
+ 1 ‘ ] I = ' I -~
s i i T E=i!d ' =
c P\Jii:Fﬁ i vn’oFif i LSS T byi viiorbui by bs pute T 'I_'_’\Zm.',.*.’;. I
#* 3
U sl Passine podal. §

The use of Inharmonic Chords in this manner is not in any way intended to replace any previous
method of handling inharmonics. Rather, it is a further resource; a resource which provides g
heavier texture and a more sectional, vertical style of writing. It is a technique widely used ifi
those areas of “sectional writing” that occur in practical orchestration.

Here, for comparison, is a fragment which employs an auxili and a passing note in the mel-
ody, treated in different fashions: 2\

1, 2
N 3 .n 1 i
J ¥ % J N,
* * J
TS | I d
r\’ A ] ("l: % H el §
J"l ]! 1} ryi 1\.’ S ! r H bl
¢« I I I

Sparse, simple ittle more active more sectional. More of a

the third example, which shows an application of ¢t nique under discussion, is more of a

“harmonic” sound and less of a “part writing” one. a valuable instrumental technique parti-

cularly when it is desirable, for some reason, 3‘;‘ ovement in all parts. On the other hand, a
d

ical “note against note” style
There is no question of “better” or “worse” in the aboveS; Q It is sufficient to remark that

“part writing’’ context will become heavy a y if such a technique is retained for too long.

Proposition 2.

A passive and sustained lead line can be given richer and more active harmonic support through the
application of‘“Elaboration Harmonies’ derived from the tonicization principles: To illustrate:

N
Just as: =5 ) H  could become: X; [+ ﬁ
‘]9 — u :)U i1
—

JC: I ¢: T W« I-

T ¥ 1 -

T i Ib-
ele.
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N )
. = —&5 1 e v =
so could: —fas become: —¥_ =4
e - : B s - -
J e- 1} J c-_ " _l_log'\i T
1T A - TI] -
i Gior i S - g
0 D)
LV 4 L 1y
and just as:—f= — could become: Ar — H
j’ p—d ;V - 1B ]
C: I (I,'. 1 Yb I -
T I& te -
ete
)
|V 4 7
so could: e = become: —fry =
T o2
C: C. i Torw v -
" Fii b _aftc-
The above examples illustrate the essence of the idea - which , simply, that any major or minor

chord can be regarded as a ‘“Temporary I Chord”, and chordsx s own tonal sphere may be intro-

duced to elaborate it. 1In practice, the process may be :
a. To elaborate, i i g in a passage which is generally more

harmonically, a sustained noj€ G
active, as:

(basic == L ] ¥ 1 m t
harmony)’C:T TiogTi- YoFii- i T

Could T YioFti- TToFii- *. Ve u-JLoFJL- Y -Yog Q
. become: !}boratlon *Leading *Elal @
The above example worked out f :

0_d

5

ll\(‘ l d
L ® v~ A | Fa
J T
- — — -
7 * t

1 1

1

Basic: (C: T - - - WoF i -

Revised: C: T - - WoEW - 0B W = '; Y oFN - " Yory
A/—\‘ II | J‘) ‘
——— L — - o
T == —~—°

o
F
v -
K

"-I-HF.LI- - -

D

1 ||
Q_
-
[ N
\
)



b. To provide a richer harmonic support under a line which is passive and sustained throughout,
ast

»

T — ——
AW 4 - 1 o) 1 0 T T
This: — = 1 = 1 A= = ! (o) i
(basic 3’ i ' : i !
harmony) C:¥ T = = = - - - WM. - - XL - - - T-- - - - - -
: . . " .- b -— .
Could become: IE&I - wiX v L - oy Y - T X\ ﬁﬂm«" I - -~ «
oF ofF of oF oF
w i i I E
¥ * ¥ * ¥ X ¥ %
The above example worked out for four parts:
/-i -
- L L2 4
== =

Hbb—
la— A
- 0
-
le—
Tot— M
=
N
le— TMI?
—
L o [
)
L

—rr———
-—i—{fﬁ? e \N

LY

Basic: ¢ I v Q’
Revised: I 2T - vi L ow i W
oF oF
\i it
—~
o —
A4 o= )
+d oy
1 -
[ =]
f s )

.* ——
itx T IL

— -
L T+ Eeib ‘\Q
oF oF ’ :

It is worth remarking again that “Harmonic C&i * 1like this is not meant to cancel out, nor
t

is it necessarily an improvement on, the 46 ture elaboration that can be gained with just
inharmonic uses. This is simply another toOW in the kit.

H H

ASSIGNMENT 70. (Intérnal and Elaboration Tonicization —continued)

1. A. Lines are given, with basic harmonies. Harmonize for four parts, aiming to use examples of
passing and auxiliary chords, etc., derived from the tonicization process. (These lines do
not necessarily offer continuous opportunity to apply the process under discussion. No tech-

nique should be “forced”, and while it is important to know HOW to use a technique, it is
also important to know WHEN and WHEN NOT to!l)
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1. A. (continued)

~ G: I

©

A . L

‘L,[ L’V 1 | ) 1
% -

J Aeme. T

.?%

T Jor

W 3 p
B. In the following, aim to get continuous MOVII\QHQM:% in ALL PARTS:
1

(See Sample Solutions page 312.)

N Y ™

e P |
e e S % '
S '. '
7 b, LA & WX vi

o

bt

2. Leads are given, with basic harmo®ie mplete for four parts, aim@ some enriching
ion

@ of the supporting harmony through 3\ ication of tonicizing

nSLawl.fl (See Sample Solutions page ) -3 =

[ W AR Fa 13 !
A=

gt

o
o

-




III. “DECEPTIVE” TONICIZATION

Proposition:

Just as the “V” chord of the key can resolve by ‘“Deceptive Cadence”, so can a “Secondary Dominant”
resolve in a deceptive manner. For instance, just as “V - vi” is successful, so will be “V of ii -
vi of ii”; or, just as “V - pvi” is successful, so will be “V of V - pvi of V”, etc., etc.

The most common of the deceptive movements is “V - vi(or pvi)”, but other movements are available.

Observation would seem to indicate that the deceptive movements most frequently used from Secondary
Dominants are the following three:

“V of vi - vi of vi” Example: ‘“Sunny Side of the Street”:

e
abﬁ,

1 V. oF ui v\ OF vi

“Vof V- IVofyv Example: “I Surrender Dear”
usually s
MIVg Of Vl' T T
1 1
1 11
1 H
“V of iii - vi of iii” Example: “Whispering”

RS

-~

> EOF “o

2
The same principle can work in many otlQ\atlons however.
Details: &@

The chord arrived at by ,¢ ve movement may do one of e vhings:

*
ord of the basic key, if i

a. It may be treated as a , as
» *

O 1 - 1 1
j 1 | 1 1
%1 1 1 1 H
|01 1] 1 1 - 1

c - E1 - F - G1- - C1- Db . & - c
C:t: - T;Fuu vi OF Ui T - LoFlW bmoFE

) N - ¥ - bii - - T
*

B
=
jA
Ll

C-=- = DJ--- Q& - Ami - D= -G1- ¢
C:T-- -  TFIT-- - [-\_V_‘Z,.OF_V_

* Il:o- - ul - W - X - I

= ! When treated in the manner indicated above, the key which is
- 1 prepared with the Secondary Dominant is “by-passed” entirely.

¢ - Al Re C The tonicization begun by the Secondary Dominant is aborted.
C: T - Yori) DR UioF I
m I 179



b. It may continue in the key of the deceptive cadence, as:

r “Area in key of ii l
¥
LY . 1 ]
1B 1 L 1
= : =
C-- - Eme1b5 - A1 - B - Gmi- A Dmv. - &1 - c
c. T -- - WoF - ToFii = wiorii - Woeri Lori W - Y - I
Area in key of vi -—
. + —
}‘ i etc.
C--- E1--- F - E1- Ami
¢ T - .- - Tofui = - - i ofwn - YoFui - Y
,____—Area in key of bvi —_—
ie [ !
i ! { ete.
it 1 1

C-=-- EMT- -~ DPY - - -

C: I--- Io? &)V'\ -=- - E\ff’:bw - -
*(Appogglatura 1n of an “Interrupted Cadence’?)

When treated in the manner indicated abovg
the entry into the new key area, but the
ultimately reached.

eptlve movement delays or prolongs the
ation implied by the Secondary Dominant is

c. It may be treated as a chord of ang w key area, as: \
X .
== -r s
¢ - F - G7-
C. T - Xori- % &
Ysw- T - T
R,
= =
cC - - - D9--- Emc- - A Dmc. - &7 - C
C. I LoFYL {_v‘ﬁ X -
' W oF { WoFii - w - N - T
* * — y
C - AT - BY - Cr - D . EbI- Fei - &G1- C
¢: T i

T oF bui~ Yorbu - vi OF by

Wmi- - § - T

When treated in the manner indicated above, the key which is prepared with the Secondary Dom-
inant is “by-passed”, and then the progression flies off in a new direction. Care must be

exercised to control it, and to control the voice lines, so that the main key is returned to
convincingly,

~ MoFi - L oF il
WorE - Torll - Kbu;wr_vf
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ASSIGNMENT 71 (Deceptive Tonicization)

1. The soprano and bass are given. Add the inner parts, Noté the deceptive movements from Secon-
dary Dominants.
(See Sample Solutions page 313.)

I O SR 1 1 { ﬂ‘ 14‘l- l\’ ) h J’j\ Jf 1 }
£ e v ==
T o) =
3. 1 Vel 2 S - \—d
YN Y™ 1 ) =d me——
174 1 i i |
BAsE l'lb I vi . i I
=% oF T pE ~ o_F - -
il i i
B "))
® J.Lso? JAJ\Y\: -3 .
\‘l l\bu’ ‘ J ‘I\' 1 1 1 » -
J
m.h. [
heallll X - Ld
Y SRS 1
G- B T i
[L‘p)
T
. — 3 —
| .| N 1 T
—o———e&—<4—+¢ ’ ‘
t 2 =
—f~—o# =
'. —s
}
-_Y:OFI- I\ I * @
oR
T4 Lor peveror] ;\
2. Symbol progressions are given. Give the correc (o) “figures’ for the following:
(;% (See Sample Solutions page 313.)
| W4 .lﬁ 1) 1 1
Avd o 0 VL 1 1
NS ¥ I LY 1
L% r | 1 1 1 11
J Eb--- Fmi.l-G7- AP QBPT - Eb
(See Sample Solutions page 313.)
. i ] i | - 0
ALY L M VY 1 1 1 1 1]
A - 1 1 1 1 il
v D--- Fmil-B¥- Cmi- -F1- Grmi~Dé AT D
@ (See Sample Solutions page 314.)
4l
s VAT 1 i | \‘ { lll‘
rATa W 1 t 1 t 1 —
Sy’ ¥ 1 1 1 1 1 11
J C-E1- F-Gl1- Amid -d1- C-GFo-  Ami. -DdmQ G C

1€
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3. The soprano is given, with suggested harmonies. Complete for four parts.

R
0 — TN S S s :
| v 1 1 # ‘ t = -‘_i lIL c ‘l
Jgb, T ToFii DoRvioFii  oF ui vi WX T
“oR Y [ifoF ui] r f
oF oF

i i

4. The progression issuggested.

Work out a four part passage based on it.

Use a passive, unhurried
soprano, and move smoothly through the deceptive tonicizations.

A~ 4 T
Y HWOF I - VoFii - i - LoFi = vieF i1l - YorT¥ - W-T7 -
o]

1Y T}
% i
i t

I - IO‘F;;T_ vioF il = IOFU" - Ei oE U = I - I

Cz] =l

5. Examine any available music, and listen for uses D@re movements from Secondary Dominants.

IV. THE “CYCLE”

(of Dominant 7th chords,

og derivatives)

The term refers to a movement of Domin

al chords by root movement of\ (Down 5), as:
C1 Q

G>1[rh]

Part 1.

The proposition is a simple one.

A dominant or secondary dominant may resolve on to another domi-
nant structure a perfect 4th higher (perfect 5th lower), as

. ‘lD7 to G7"

a fragment of the “cycle”
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This movement has been encountered with “V of V - V7", where it was noted that Parallel Tritor;es,‘
while not obligatory, are ergirely available:
\z —
% % i% Parallel tritones
c D &

The other frequently encountered use of the cycle is the movement “V of ii - V of V7, as:
CYCLE

~
rd

-

C - AN - D4 - G - C

C. I -*Teri- Torl - T
*This is “V of ii” rather than “V of V of V! The fact that it goes to an alteration of the ii
chord, rather than the actual ii chord, is a subsequent happening. At the point the A7 arrives,
its a *“V of ii”.

However, a more extended use of the cycle is available, as:

CYCLE
i ! [1 u
1 1} 1 11§
1 1 L1 11
1 1 1 11
¢c - B1- B7- AI- D) - C
c. T - _—\[_of—‘iﬁ'— IOF vi - VYoFil - i - I
Such a progression is comfortable, logical, and ood “forward motion”, butqiigis\somewhat dull
and undistinguished. There are, however, a f modifications and embelli en that can be
applied to it for more interest: 0\
a. The use of suspended or appog 'chths (i.e., “sus. 4"), as:
)

can become:

| LA
LN1 ';Z [o Mew)
7 ! :
: T
1= L K
b. A “ii - V" may be used instead of jus , as:
N
1/ AL
X X | 1
A = B— 3 = .
T o [ 3% J— o P ¥
can become:
I \ d \J___H \
£ e O 14 W] L\ ~ + 1%, 1K = ]
F—5 1 T—= £ —
i [ ] r b | T v r ‘a
— ET Al » Pec1® ETEUH BT Emld¥ A
Ct Foru Tor C. it oF ui T oF vl il OBl Toru
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c. “9th” chords, etc., and other inharmonic decorations are available, as:

N
%
_u:—

—$

can become:

P
S S N

LN ‘\}‘ L’Dl
——t — )
bq !
1 }\—1 g1s4s¥  E al¥ A7

d. Or the cycle may move with a descending half-step root movement: that is, it may employ alter-
nate “pii*%” chords, as:

o mn i

ET AT 27
C- Y oFu ToF i

y———————— may become:

———————— Or ecome: \ \
1l
4 '\
‘Bb+—b \ A A b+ :
C: b 7%&; Y oFil bt

Since a “bii"'s” chord ha@ same tritone as the “V” fo
s for all three of the abov

which it substitutes, the tritone
mples. Note:

N N
7 v — ‘ :

— . - — - — -

- " J J P ¥ b e

b (o] a oA

FAN hd Vb
5 = =k

E1 A1 D) E®  ebi[e7] D7 BOLN] AT APE[aT]

Of course, the inharmonic uses and t

more extended chords are equally available on the cycle
of descending half-tones.

Addendum:

If the cycle progression is incorporated into a passage in which the key has been established, it
will relate itself to that key, as:

114

¢C - ET- A - DI -
C: 1 Yok ui Y oFii Lor XL

Heard in relation to C major
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However, if (as is occasionally the case) a passage STARTS with a cycle progression, no spectific
key is indicated by the harmony until one of the tritone structures resolves on to a non-dominant
structure, as:

A7 p’ G’

Cycle —>
WHAT KEY?

The melody (soprano) could indicate the key, however, as:
~3—

-\Q——J——H—J—J ﬂ_ﬁ P =

A7 D7 &1

1 Here, although the harmony is ambiguous,
%%the key of C major is indicated by the
ymelody line.

Q_6;<

It is also possible for the soprano line to shift keys in a cycle progression, as:

N A 4

\Z \ 11 U

— —"

J
A7 1 b wasor D7

In G MAJOR

e progression where the melody keeps
dorgia Brown'’ is one example.)

(There are a number of similar melodies that begin wj
shifting to the key of each secondary dominant. “S

ASSIGNMENT 72 LT cle - Part 1)

1. Examine available music for illust &ns of the use of the cyc Qtlcular note how
song melodies are manipulated th cycle progressions and, note how a good jazz
improviser threads a line thr a cycle progression.

2. The leads are given. e for four parts, noting the s the cycle.

@ Cycle to I

N )

1 | I 1 1 PN 11
!J 1 ¥ h—d 14}
v F. I YoF il - Ior-']: - W F I
oR -
jior il ALOF Il b
- MoFirToru
(See Sample Solutions page 314.)
— 3
D %n 4 1Y 1 11
Y A o 1 e r i l‘ [R1
o0—H—%+ 1 Y ; 5—\

\

A\

Gr: El - Al - - e - AT - D - &

Y

Cycle to G ———88 Deceptive -—~Cycle to G

The symbols above are basic only. Modifications through use of “ii - V” instead of just V, or
the use of the half-tone cycle (e.g: «gh*® instead of “A7”, etc.) are available.
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© —1 = Cycle to I

S
T
f—
D dnl oy T
P B | 1
) A - (=} had j_i‘dipd_d
A

BN
Lo

1™
74} B Y

5

Fay
p—d

e

e
Eb; T - Yoru - JoFii - - - Vorl - Y - T
Again, the progression above can be modified. 1In fact, bar two needs some modification for

rhythm - perhaps a “sus. 4’’ for the first half of the bar.

3. The lead is given. Complete for four parts, applying some form of the cycle at the indicated
points. (See Sample Solutions page 314.)

- T n — 1 “ i‘\l } 1 T E = \v“H T T
#ﬁ — ——— S
‘g% 2. 2 - 2. T . T 2 20z T

" —Cycle > Cycle >

4. The progressions are suggested. Work out for four parts, using a different “texture® for each.
While it is not necessary to employ examples of the various modifications of the cycle, it is
necessary to consider them.

- TI-- 231? T T 7
Cycle ———» Cycle

o5 RN

\

i

55 t

) F. T -1- T ?- bvi - Dom. I - YoFii -
Cycle to pvi—

= | OQ\

=t}

o= - - I

Cycle

5. The ear: Become fQ&th the sound of the cycle modifications.
Part 2. | \Z

Very often a melody line will start with an Ana@ i.e., “lead-in” or “pick-up’”) consisting of

more than one note, as:

-
-

Furthermore, the main body of a line may contain anacrusis, or anacrusis type, movements leading
into a strong beat, as:

N s | f s
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F AW | I. 1) ' 1 1 z l‘ ’- '1‘ F i H
ﬁJ"' L) |'I 1 \# ll ‘\ Lr} 1 1 1 1‘ ‘r Bl ~ ‘l‘\
0 ~ N e Ny

AV 2 q Y I 11 { T T I T
X o ) '_F_' I 1 I 1 |y 1
b .8 I |‘ |‘

(Standard melodies will provide further examples, and “fill-in” phrases in reed and string back-
ground writing use such anacrusis movements frequently.) '

There will be times (particularly in sectional contexts) where it is desirable to support such ana-

crusis groupings with a note for note harmonization, to achieve an anacrusis STREAM OF HARMONY.
The cycle will often provide a way of doing this.

Details:

A dominant structure chord, with tritone (Major 3rd and Minor Tth) can support any melody note

except the Major 7th, Perfect 11th (4th) or Augmented octave ofgthe chord. To illustrate:

_ - _ - 4]
A Roit [MgB%] i mad by, Awgd 3 ?erf.iil Pug-11 bs §S bby \Bﬂ' Zﬂ' M ‘:1
¥ — 3 e — g—rogn 6 =0
f— s ¥ hoibo a0 ¥ <
J | No! - Nol | Mot

7.
g ikone
Vl
G
Any one of the notes in the above chart ,Oex@:hose marked “NO’’, can be ug€d 9 ODIC note on
the G’ chord. 0

Some of them are basic c nes (root, 3rd, 5th, ) he dominant harmony,
and the Major 9th and Major 13th are r® o less chordal. The remail @ the notes are derived

as appoggiaturas or as chromatic a@ S.
Furthermore, even the Major &fe 11th and Augmented octax@be used in a purely inharmonic
|

manner, as:

0 . N |
Y/ i \7 T 1
¥ N =7 1 X
oI > r. TATaY
L & B < | ™ )
J T J '

— Z,

I | |
Vi 1

g

J'

—

Augmented octave appoggiatura
under the Major 9th

Major 7th appoggiatura

Perfe 11th appoggiatura
resolving to root

resolving to 3rd (4 - 3).
3rd is omitted.

But these are not successful as melodic chordal tomes, with the root, Major 3rd, and Minor Tth
present at the same time. To illustrate:

0 0 Ja
]'} \Xl ) 1 \Vl = L) I\Il
T e Yo (A1l right as Minor 9th)
) J
No! No!/ No!
: (=) L - o
r.oaw ol L\ [+ ] 2
Al K3 1] K3 N
of " 74 r7A
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However, all of the other notes CAN be used as melody notes, in a quick or fairly quick cycle
progression, without having to resolve in the usual sense. Examine the following, which shows
dissonant melodic tones leaping freely on top of a cycle progression:

ma.42 M:B Auéu. Auﬁid Aua; Aus.u.

o [ s | AJergf
&G ¢1 FI zbv B AMT
There is no illogical feeling here! The logic and obviousness of the cycle progression, and the
logical movement of the tritone dissonances in it, is quite enough to satisfy the ear. The fact
that the chords resolve properly, and progress in the strongest of all movements, allows almost
complete freedom of melodic line - provided, of course, that the melody has its own horizontal

logic.

Also, brief irregular doublings of the 3rd and 7th may occaSjo be acceptable, if no erroneous
parallels, etc., are caused, as:

\
t

174

{ +
1 g% eh
*

X
@ Doubled Doub%ed
S .
The cycle may -also use edlt ate roots of the triton

N o)
11
'_l'¥ [ an) 1‘:a
[]
| : S
- t!;if o pa—— —
ol {_,’ H
As T oF & As biitbor &

Thus, a cycle progression has optional root movements, as the following example illustrates.

Examine: a) '

|
)

» G ¢1 Fl m* D TF T ¢



1 1
) ] ¥ 1 1] N
M G GTEFE) I »dF e b
*In keeping with more casual common practice with chord symbols, the “7Tth” symbol is used
in all of the above, even though many of the chords are really “augmented 6th’ chords.

In context, the choice of roots would be dependent on contrasting shape with the soprano. To illus-

trate: )
| 1 1 N J ! { 1
1
= '\-." o =
L= > ] (2]
LI S
This: : is better than: -i
S Y d b
S —— £ ‘ : ;
21 &1 C1 F1 177 G OF7
ineffective relationship
between bass and soprano)
Here, then, is the working procedure:
1. Locate the anacrusis phrase which could be table to this technique.
2. Count back, from the proposed destinaig int, the number of chords Ne in the cycle
progression. TS Q
3. Determine if the melody notes will & with the proposed chord bering to take into
account the fact that two roots vailable for each.)
4. If they will not work, for !

If they will, then it j a matter of completing the har Generally, use the parallel
tritones in the alt eno¥, with the roots in the b , illustrate:
L
0 ¥s T
) ol fAl L ‘ 1

Given line:

Basic harmony: T w i Y_ I
n
aval 7 1 i
Possible anacrusis: ! i - it
R v L\ 1A
J
A 7 J 7 ‘ !l ‘\ HEY
Proposed cycle harmonization of anacrusis: fef- — r (] R
ju v 1]
J BT €7 A1 DI &) I

ok oR oR oR
F1 BP7 by perl

Either will work on Which WILL NOT work

these four notes because it places
melody note as
Augmented octave
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Clearly, the cycle WILL work as harmonization of this phrase.

The original harmonies of the line
are, of course, discarded,

and a working of the passage could be something like this:

17 Q L1 o—
X s 1 1
A" W 1|

o]
e e

oo

(Other bass lines are possible here, but this one is “strong’’ and
contrasts well with the “steps’’ in the upper parts.)

ASSIGNMENT 73 (The Cycle - Pari\2)

1. Give the alternative root progressions, with sym Qch of the following tritone movements:
1 n 1 L
37 1 1 1
H—X A A
[AYAY N\ 1 AN
S~ A ) j» §
J M 1
Example:
WA
) -:
& !
AT Db
*47th” symbo sed for Augmented 6th chorﬁ@
a A 0
LW \ [ l

-

;#-;‘H?.-{_Qx ——

2. Five chords of the cycle, leading into a “C’” chord, with alternatives, would be:
7 7 7 7 7
B'—>» E'—» A" — D'—>» G
- 7 7 7 7 '>—-—> c
Alternatives: F'—» Bb'—> Ep’— Ab'— Db
Give: a. Five chords of the cycle, with alternatives, leading into a “Bp’’ chord.

b. Five chords of the cycle, with alternatives, leading into a “B” chord.
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3. The sopranos are given. Complete for four parts, aiming to harmonize some anacrusis groupings
with a cycle progression.

P ®

{ : i i

e a1
-L)U : (1% L] L1}
(See Sample Solutions page 314.)
’ - 3 — I

i  —— | h | ! -

11 \ ‘- P ‘ 1] 1 Ir ‘l‘\
FATAY 1 } &i . 1 11
A\ > L] 1 ! 1 [ 11
v G: MoFw [0 v I
C) (See Sample Solutions page 314 )
H-—

0 I s e R 0 Y e e S e e
:53 (s) 1 z
F: I IoF i W 3L I

|
ﬂ [ | L S| | E—|
7 ) J Y

|
: C— ) — 5
:w - o
1 v

S Eb T bu'\. $\‘ \
§ e T

<
V. TONICIZATION OF REMOTE YS :\@

While, in practice, tonicization seems mainly to ected at closely related keys, and occasion-
ally at Modally related keys, there is no reasgs;g e tonality cannot be extended further. The

\=l

ettt

et~

same principles may be employed to tonici istant chords and keys.

Without attempting to draw a conclusion, it be observed that it is not uncommon (even in popular
harmony) to encounter, in major, tonicizations of:

iii Major (e.g., key of E major in C)

and vi Major (e.g., key of A major im C)

Both of these can be approached in the same manner as their diatomnic counterparts. That is, a
tonicization of the E minor chord in C is able to resolve onto a E major chord, and the same process
that will tonicize an A minor chord in C will also tonicize an A major chord.
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To illustrate:

i 1 }
Q- - - Ame.? — R - Emi. cte,
oR
C. I Vi € ma
Ei: ¥ —> ¥ —
C - -~ - Dmi. ] - E1 - ArEL: ete.
o
) A ma
¢, T ti "

Conclusion: Tonicization directed at a “minor’® chord cap resdive onto a “major’” chord, and vice
.versa.
Clearly, then, some very remote Key areas come to the sphere of a basic key, as:
In C: ED MINOR (6 flats) can be approach a tonicization of Ep major (hiii)

Ab MINOR (7 flats) can be approRched as a tonicization of Ab m&jor (pvi)

ed as pb major (pii)

et;’-§;.
EE %,
Enharmonic Equivalents can be utili \ d
In C: C* MINOR can be
D# MINOR can @ached as EP major (biii)

., etc.

In point of fact, the MixZ Mode concept gives a majo’ inPr chord on every degree of the 12 tone
scale in every key, EXCEPT on the raised subdominant gSNflatted dominant) and on the leading tone.

Example:
2] |

] o I L
I i Y 1 Ly \ 1 { \
{ 1 1 N 1 1 h A 1 &7 1
DS Ign T L. TN ] L B 1 T

A, w [ A\ A M J N

I bii i biry m _LU v bus ui b uir

Even the major and minor keys with their tonics on the raised subdominant or on the leading tone
will have some points of contact (i.e., “Pivot Chords”) from which they can be entered. (For
“example: “V'’ in any key will be “bii" in the major or minor key of the raised subdominant, and
“I” inany major key will be “bii” in the major or minor key of the leading tone.) Suggestion: Take
a couple of remotely related keys and calculate all of the points of contact between them.
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To illustrate:

. . C: I
C major and B major: C chord B: pii
) C: iii
E minor chord B: IVmi
c: Vv
G chord B: pvi
. C: vi
A minor chord B: Phrygian vii
C: V of iii
B major chord B: I
7 C: Enharmonic pii*®
B: VofV
. C: Vof vi
E major chord B: IV

et , etc.

ingly is usually more of a problem

a. The harmonies used to move back into the bas key can be chosen with the safe method. That
is, find a chord or chords that will act_ a oint of contact between .

b. The more remote the key, the moreeit threat to the stability o :“NN!hn ey, which is
the reason why remote tonicizatio @ceptional. Consequen important to allot
enough time and enough harmony%k the return convincing. nstance, if the key of
B is set up in, say, the si a f the sentence in the tonal C, it is doubtful if
an effective return to the ofC could be accomplished by r eight!)

c. The use of more tha @ refdte tonicization in an ei sentence would be unusual. It
is not impossible, hoWgver. A pattern such as thesfo g could be worked effectively, if
the tempo were not too

Slowly

Getting out of a remote area and returning to the mai
than getting into it. The following points are perti

Main key established Into remote to another remote key Return to main key

As always, keep the soprano under control. en passages involving remote tonicizations can be
accomplished with a diatonic melody, or with Modal variants. But the melody may change key, if it
does so smoothly. Remember that the melody relies on its scale relationship for continuity and
coherence! Always test it without the harmonies.

(Finally, changes to remote keys are often accomplished with “sequences”, which are examined in the
next chapter.)

193



ASSIGNMENT 74 (Tonicization of Remote Keys)'

1. Analyze the harmony in the following passage, and provide the correct chord figures underneath.
Note that there are two “transient modulations” into remote keys.
(See Sample Solutions page 315.)
n l 1 1 3 L ‘ | L
A e b 2
Sont’ . . 1 W '.F'a ~ 1
J T 3 S O \ ! vy
e £ — ﬁ 2 = —2 &
P I ¥ 1 i 1
T — 3. -' T dl__&_‘} — i |
1 1 11 1 1 { i — * c’ra F d._____#j ag.
+ P }—% T P + =
™~ /—\
J- J) u A J ’-N‘J o-
‘l; ‘."“é‘, ler rzlL LI = =
1 1 T

2. Complete the following passage for four part in the same general style. ObXerve the “transient
modulations” to remote keys.
(See Sample Solutions page 315.)
~—12— ¢
O %u iL f b 7
l(n TJ. F .
Sbt” U 1 S ]
J ! '

D
||
= [Hod
g @
Ve
H ([Tpe-
5 : 'f‘ lQ.__

G- T

Leg& Lu(rsica.LL‘f to &
EM/—\ T - '2 - I - WWVWM/
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3. Work out four part passages in the following general plans. Aim for an interesting texture,
do not overload. (Suggestion: Set up a provisional harmonic sketch first.)

@ (Few, if any,
eighth notes.)

but

0
37 . D 1 1 1 1
IO X It 1 1 1 1
LT IAA AT 1 1 i 1
AN | 1 i |
4 Establish Eb Move towards “Half-cadence” Return to EJ
C major in C (i.e.,
Dominant chord
in C.)
(Some eighth
notes.)
AL
A 7=1 1 1 { 1 | T
TR e Y 1 1 ¥ 1 1
[N TATAY Tl Y i T 1 1 1
I Al 1 I 3 i i 1
’ Establish D Into F# major Into Bb minor Return to D

4. Examine any available music, particularly music which is familiar, for examples of tonicization

of remote keys.

Look also for exceptions to the principles outlined herejn. ar harmony has made an exten-

5. Continue to pursue an investigation of all of the possi#idyg s suggested in this chapter.
Po
S

sive use of tonicization, and it is important to have a @0 a®ufintance with it.

| N
¥  o°

195



Chapter 5

SEQUENCES

INTRODUCTORY

A Sequence is the organized repetition of a musical pattern,
full sequence, as herein discussed,
of the pattern. All of the parts are repeated.
structural factor in popular melodies (e.g.,
of all elements.)

(A simple “melodic’ sequence,

In a real sequence, the pattern usually appears three times.
than three appearances of the pattern, probably to avoid monotony.

at a higher or lower pitch level.
implies a repetition of both the melodic and harmonic elements
so widely used as a
“Talk of the Town’) is not necessarily a full sequence

The

Only seldom do sequences show more
If the pattern appears only

twice in succession, it is properly termed a “Sequential Repetigion’ rather than a Sequence. (But
the use of the term sequence to describe a single repetitignegotfd not be a severe error!)
There are two types: ]&
A. The Non-Modulating Sequg in which the pattern is repeated
at a new level in the same scale:
— —
- 4 T T
Y s { 1 |
A =2 pE—
0\@ )
A AR
] - [un ] O
J i 0 T »
(‘ 1 T IP ! el %
) L .
e Modulating Sequence - 1@the pattern is repeated in a
— | —|
Vi l 1 1 l\ I N 1 1
[e» ] 1] h 1 1] 1 |
D fan ] YV oy v I = | i
K C o
Fon MY 0 1 1
~ 1. ) =4 1 o) \ N M
Y [ e ] 1 Y 11 I Yy
& “ 1 |4 r 1 k7 ] ﬁ }
— | U | ———

The sequence is a device of unity, and it employs
Repetition. The changes of pitch add the element of Variety to the repetition.

adaptable to many uses and is found as a structural device in all styles of music.
At this point, the concern is primarily for the har-

will occur in subsequent areas of this text.
monic and technical considerations of the sequence.
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A.

The Non-Modulating Sequence

1. THE INITTAL PATTERN

The pattern chosen for sequential treatment may be of any desired character Its length may

vary from asingle short “motif’’ on a single chord to a phrase of significant duration. Here
is an example of a sequence which uses a short

, one bar pattern based on a single harmony.
Since such a pattern has limited harmonic interest

, some interest in the part lines is desir-
able:

0 o ——t —— ‘
o = ' — I - ——=
J- 4 P f 3 :f
- ‘ d ‘, 4 ‘ oLe.
EE==c==o=== == = —

C: I vi W il

This is not a common
more concise, not too ela-
eard as a untt.

The example which follows employs a fairly elaborate foN ttern.
practice, since it is generally felt that the patter, u

borate, and not too long,

so that it can be morz

Note that the third appearance of this pattern ied slightly to avoid the monotony which

could result from the literal repetition of a pattern as long as this one.
of the inital pattern is available at an

Such variation
As long as it is only.
not substantially change the patte

iQtion” and does
not destroy the sequence \

] v (variation) ———————
=~ — P ‘l : | 4’\ e e |l |
] - _j_d | — ) 1

(
-1

ih
g

I Y by W 1

v , v
o= (variation) ——
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While short patterns of one bar, or even a half bar, and longer patterns of four bars are quite
available, the two bar pattern is probably the most common. This is particularly true in
jazz and dance music, where the melodic “motifs”™ are so often two bars in length. Here is
an example showing a two bar pattern based on two chords in the strong “up 4" relationship:

1 ! LI 1
N | L,

\ WA Pl

et ~ e
7 1 1 T T
4* 1& 41 - ii £L Ji 2

i)f* - 1T 65— 7Y 1 |
= Saamy —— i
C. L w | .{{ v 44
r\ N T Bt ! ! l | l
::JL___iE‘LAJ; [

= — =

\ | \

4 24 |2 Q

= o e - ——

L] b‘l 11

vi
L
L 2
2. THE HARMONIC FRAMEWORK

The harmonic framework of
most cases, be simple.
common procedure. An

for instance:

1.

:qﬂ

=4
-

T

The use of simple tonicization is a¥so available in the non-modulating sequence.

This adds
color and emphasis to the basic diatonic chords which form the sequence, as:

Lttt

1
1
1
1

1
1
1
1

Y T YoF i [\ Yorin i
(instead (instead
of vi) of vii)
Torui = Vi = ToFY ~ ™ - YoFii =i -
(instead (instead (instead
of iii) of ) of vi)
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The use of tonicization in this manner does not create a “modulating’ sequence.

It can still
be regarded as “non-modulating” because i1t does not leave the central tonality.

3. The sequence is particularly effective when the initial pattern (and the subsequent patterns)
is based on a “Weak to Strong” rhythm, by the use of an anacrusis, as:

1 T 1

-
0, 4 |

e e e ——Ja !
SEEE =t EES SISEEE iR
| r
ﬁ_‘r{\l L3 l- + l. \ 1
B¢ =
Eb T T I Vi Torvi w W I ©
L 1 L I\ [IOFL!]
b:;;:\[ i 1‘ [ ]
y

_ m 1 : \
T b o
e 1 -y ] 1 |» ]
'\L ! N |
Cycle to——1 A\Cycle to—vi

17 i I\

Yl ¥
;i
/ T
1 — - — T
F i I e T W YeFiii o in wid i

4. DEGREE OF TRANSPOSITION

The pattern may be transposed by any interval, up or down.

The choice depends on two consi-
derations:

a. The intended ultimate destination of the sequential passage.

b. How well the pattern connects to its transposition.

The most common transpositions are up or down in 2nds or 3rds. And, of course, the non-
modulating sequence will not proceed by exact transpositions; the 2nds or 3rds may be Major
in one case, Minor in another, depending on the position in the scale.
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To illustrate:

Y

em——

— [ asnenemn 1
£ . o o
o . [} 0o 1 ¥ ] [ =] ™ 0
) [ ] =Y 1 1 K3 o 1 | 1 | | 4
VA (=) s 1 _ 1 o L] § L] l' 3
O ; { 1 ! 1
r Up Up Down Down
INITIAL MAJOR 3RD MINOR 3RD INITIAL MINOR 2ND MAJOR 2ND
5. IRREGULARITIES (of doubling, voice leading, etc.)

Certain irregularities which are undesirable under normal circumstances,

may
when they occur as part of a sequential repetition.

Examine the following:

be acceptable

| A—|
| N
2 11 n 1 T
X [ I =y T I 1
ALY P= | ~ ! o ] 11
S F=Y ~ = =] r=l
oo -

<+

C. T

H Ha -

In the above, note:

a. Awkward Augmented 4th leap, unresolved
b. Tripled root o (The voicing of the fir in the
initial pattern will, o 0] , dgteg-
ord o

mine the voicing of t t
* each repetition.)
c. UnusualN progressions (“vii - i i "
All of these irregularitij nd others, are acceptable jn a

ential situation, but some
liberties may be. more atical. Consider the fol g:
*
\/
A

1
] 1] V|

I A AV
1 1 1 3 I 1 LY
s %r_ji_"ffd >,

I
44 A = {i ¢£c-

= t
}
vl v i

a. Unresolved passing 7Tths
b. Parallel 5ths

The sequential repetitions no doubt reduce the severity of these irregularities. The unre-

solved passing 7ths could be acceptable provided the FINAL one is resolved accurately, but
the parallel 5ths are not necessary, and could be avoided!
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1.

Very often a decoration or extension of the harmony may be fine on one scale chord, but not

on another, as:

Q i t ' { —— Fﬁl I D 4 =

eSS iRaEsS iEEESS it
1 Pl

| d L, O

"ni"g = o " L

& : P74 1 - V7 i I7i

¢ il ¢ 7 c. ri C. wiil

L~ All Right — ‘“—Not so good! =  L—All Right~— —Not so good! —}

It follows then, that it is not always possible to repeat a pattern sequentially in the non-

modulating technique.
another level!

tionships which will occur in its sequential repetitions.

the “Modulating’’ sequence.)

6. THE START OF THE SEQUENCE

A sentence may start with a sequence,

7. THE ENDING OF THE SEQUENCE

If the last chord of the final pattern is “I”
likely, however, the sequence will be follo
is quite possible,

The pattern may be fine at one level in the scale and unmusical at
Therefore, the initial pattern must be constructed with an eye for the rela-

(This concern is not necessary in

or the se(CQ:cur in the body of the sentence.

e sentence could end with the quence. More

y material of a “non-se gy’ nature. It
and may be necessar, he end of the final patt th@ sequence to
be modified IN ORDER TO LEAD OUT Of T UENCE.

N

ASSIG%7 (Non-Modulating Sequences

The harmonic progression re suggested.

without anacrusis.

@® (2 bar sequence pattern.

-
»
-
-

*

S.

They include p@on for non-modulating sequences,

Work ou® for four parts, in any de:i\

Slowly, with no eigh

or very few.)

D
pe

K
H

bar sequence pattern. Bright, using

some 'eighth notes.)

- X- I
or any harmony

%%%ding back to

(See Sample Solutions page 315.)

f 1 f =T —
VALY N I I !
RS ! it i
bl — 1 1 — 1
W-- Y-- I-- u - - Wi - - w-- Y -~ T
oR,



2. The harmonic progressions are suggested.

They include provision for non-modulating sequences,
with anacrusis. Work out for four parts,

in any desired keys.

(® Medium, using some eighth notes.

Ll m— 1|
1V 4 N 1 1
} W - | 1
= '. 1
o ¥ - T-U¥- T - - W o~ Whorii = 0i -~ wii -
oR RO oR .
oiio1 YoF Tori
oR | oR .
viiof i{ viioF 11
—_
w - Ez,o!: moo- - 2 - ? - - T
non-sequential material
leading to cadence
Medium, with eighth notes optional.
it Al
(\7 11 T 1 1 f—l\
'S e 11 1 1 [
FALA TNT) 1 [ 1 1 1
l\j{ T — 1__ | { — - —
fi--- T --- 1T-(1)- T-vi I-X- T I
(or alternatives)

(or develop)

3. The bass is given. Add the upper parts, usgng t sequences as indicated.

\ I

F o
1 I M 1 ! l'

i

ee Sample Solutions page 316.)

? 2 2 ¢

1
*The secondary Dominant is not used here, because \Minor is a diminished
chord, and does not act as a temporary tonic.

4. The soprano is given. Complete for four
Bright r I
D

T EE===
l)F;

sing the sequences as indicated.

1 ¥

-

Ng—
r.d
b
[ ]

|
ol

(See Sample Solutions page 316.)

5. Examine any available music,
and sequential repetitions.

and listen for uses of sequences (non-modulating and modulating)
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B. The Modulating Sequence

In this text, the term Modulating Sequence refers to a sequence in which the initial pattern is
repeated with identical intervals at a new level. Therefore, for example, if a pattern in C major

is followed by a repetition of the pattern in any other MAJOR key, it will be understood as a
Modulating Sequence.

A return to the basic key will be required. This text will use the term “Sequential Modulation”
to refer to a situation where a sequence is used for the express purpose of actual modulation. This
does not substantially differ in technique from a Modulating Sequence, but its aim is different.
It will be examined in the chapter: “MODULATION”

Most of the details of technique in a modulating sequence are the same as, Or similar to those
discussed under “Non-modulating Sequence”, but a few points need clarification:

1. The INITIAL PATTERN may be in the home key. It may or may not include the tonic chord, as:

Patterns with tonic chord:

T 1 f 1

-

g1

ettt |

et

ot 20 0 B9

bttt
-

A I T -1 - I T - -

Patterns without tonic chord:

¥ 1

It may be based on a “Strong% rhythm, as those above, a be “Weak - Strong”
—
1

T

|
=———

with the use of an anacrusis

1

11

w - T -/

e.
2. A situation where the initial pattern is NOT il@ne key is entirely available, as:

(Outside voice sketch)

@
n‘a .\A_m e —

r {
oy -
AN
J (Initial pattern (continue as
. in Key of ii) from bviipa)
r [ ] p [ o~
1 1 D 1 } =d Y
AN 1 L  d 1 [o=] 1 NN
; } >
C I WorFii- Yori - [ b
Dmi: L - I Cwu:Y -~ I Bml::I -

I
[C: bu[ih]
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(Outside voice sketch) T -

N | =37 [ 3 |
A WAV | i i i 1 1 | 1 : - 1
o i B B i s B S S —
LS >~ ]
J (Initial pattern
in Key of IV)
Vo XN VI [wr) £ -~ £
K o 7 (22
r7i l.ll ‘L 1 [ww] o —— ¥ 1
C: W v T TorlWw N
= —b
F: I Wy p
1 1 i )
) )
[ {—— | T i — TS —~

m@jﬁbl_ 2] | 1 b sl 1 — | N 1 P 1 L b

(continue as

from pii)
i L =~ Lo ) .l
il [ =N ha | 57\ L= - -
i e [} i S T il
T i ot ——— - b o
b —b : b
" L A T D T v T
[?: bﬁ]
3. The modulating sequence allows more pogiMilities in its degree of transosition. For in-
stance, the following shows a chroma#g sposition: \
(Outside voice sketch) ¢ @ Q
T i T } T \
A ! . [ .
1/ 1 1 1 I 1 1 I ] { [ i
} 4 e [ - ) N \ 1
Y .
)
1y , _Jgéfg
- B b 124 o
(’l 1{7 1 ! ll [ r hd I

c: T
B: N°-T - T {‘*-1
Of course, the transpositions wi;; be up or down in “exact’ intervals rather than ‘scale”

intervals.

4. Irregularities due to varying scale intervals, which create problems in the “non-modulating”
sequence, will not cause trouble in the_“modulating” type. If the pattern is acceptable in
its initial appearance, subsequent appearances will also be acceptable since the relation-
ships will be identical in the new key. :

5. Finally, do not neglect the “joining’ between the patterns. Make sure the gears are shifted
smoothly, and take care to avoid harmonic or voice leading bumps between the levels.
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ASSIGNMENT 76 (Modulating Sequences)

1. The harmonic progressions are suggested. They include provision for modulating sequences, with-

out anacrusis. Work out for four parts. (Given symbols are basic only, and subject to modifica-
tion as desired.)

@ (2 bar sequence pattern) Slowly, with eighth notes optional.

n T 1 Y 3 I 1
J C--- Fmil-BPl- EP-- - APmil1-Db]- GP--- Bmil- E1-
C: T b v X T & 7 I A XL

——(non-sequential material) — —
1

At - < - Dmid - G1- ¢ C
Tro
L. wi il T I

(1 bar sequence pattern) Medium, ﬁ@h notes optional. Q

m A 1
5P ‘
J G 1 = C- JrN_ g - Erb- + 6

F: W Y I [Fb*bj ’\

E: biitb T ed 5
! Eb b“E 'D! bﬁ*‘

-—

—— (non-sequential material) ——

.
- 1 - = )
Drv--- Gmid-ca- F
ITm
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2. The harmonic progression is suggested. It includes provision for a modulating sequence, with
anacrusis. Work out for four parts.

Medium. Use some eighth notes. (See Sample Solutions page 317.)

| 1 alt 1
A WAL .10 A A O
)N r R 4 2 -~ I

I AV WL 77 H
S’ 7t 11
J ?- D-?- C-?- R.P- T _2- D D

L 1 1 ' L ] U""‘] non-sequential material

leading: similar similar leading to cadence

material leading leading

to D material material

to C to Bp

3. The soprano and bass are given. Add the inner parts which conform to the modulating sequence in
the first three bars. Note that the passage starts in the key of the mediant.

nn 1 -t
#%ue‘ be — e
HO—4 7
J s
Ly #s5 ‘. *, & % p ,I i 12 — ( Im
o L 1 L) >y o 1 y AR 4
¥ > } 1 <
me: & (&1
4. The soprano is given. Harmonize for four using sequences as in

(See Sample Solutions page 317.)

0 ¥ I A

*

N
—p— = 5 o —
y B
C:
5. Construct a sentence &parts, in the key of Eb majgr, h employs a modulating sequence.
The initial pattern be’in Eb, the third appeara@ in A. Return convincingly to Ep.

N
<&
Q\
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Chapter 6

EXTENDED TONALITY

Part 3

I. CHROMATIC HARMONY

A great many of the commonly used chromatic chords are derived from chromatic passing tones. In
fact, the difference between a chromatic chord and a chromatic passing tone is often nothing more
than duration. For this reason (and also because that section of the text dealing with “Melodic
Inharmonics’ introduced only the diatonic passing tone), the first part of this chapter will examine
the chromatic passing tone.

A. Chromatic Passing Tones

Introductory: \

Chromatic passing tones are derived from the “chromatje Q There have been, and are, a number
of ways to notate the chromatic scale. The way whi-cr to be most common at present is given
here:

Major Ascending: All degrees of the diatonic e are raised chromatically, orYthe lowered Tth
(Mixo-Lydian) may be used @ of the raised 6th:

Example: (Eb major)

(-]

&the diatonic scale are 1owa@@matically, with the exception
inant. In place of the flat% ant, it is customary to use the

sdominant, because the 1ow<§‘d\ ant is generally felt and heard as

Major Descending:

Example: (Eb major) Prsob
7

J

*Raised subdominant stead of lowered dominant.
Minor Ascending: The Minor Ascending is usually written with the notation of the ascending chro-
matic scale of the Related Major:

(Ascending chromatic scale
Example: of C minor, using notation
of Eb major)

0 1

vV 1\ 1 i

. Vo ; 1 [~
DY = W

J +F+"2 2 ) N
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Minor Descending: This is usually written with the notation of the descending chromatic scale of
the Parallel Major:

(Descending chromatic scale
Example: of C minor, using notation
of C major)

0

] f
{  — ;
!
7 S AT g

-
=

The reasons for these notations lie in the historical development of chromaticism, which sprang from
the Mixed Mode and Tonicization principles. It has been suggested that, in Major, the chromatic
scales be written simply with all notes chromatically raised on the way up, lowered on the way
down, as:

Eb major chromatic scale:

icta” pretty well
as:

Minor, however, presents a different problem.
established the notation of the ascending a

C minor:—Xbly
s> 4 O
4 - ° "

The lower tetrachord could be 51mp1y with chromatically g§aised notes on the way up, lowered
on the way down, as:
C minor: % 2 ‘  — :

I\“
4r#ao-<’ ohe R A A
In any case, context and usage will modify t ples Very often entirely irregular notation
will be used simply to be more intelligib e, as:

*
This: &iﬁ‘zﬂ:’:‘; instead of: :&ﬁ%ﬁ:‘:ﬂ‘ﬁlllﬂ
)

NERT . N 4 4

This: =k~ —— H instead of:—¥x 4
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Or, it may be used to favor the position a chromatic note occupies in relation to the chords, as:
*
Ma. 7 ¥
{ L1 ) Lo | |
H instead of: f~—py

Fl\ '70: Fl'\'

This:

n
Jc

Therefore, while it is important to be aware of regular practice in these matters, the main thing
is to be sure that your intention is clear, and that your notation is consistent with clarity.

Details:

1. The chromatic passing tone is used between two notes lying a major 2nd apart.

It is usually
of short duration, and usually unaccented. For example:

N
This: #F—\’ becomes:
S

1 1

Jo \
»
N . N
\/ 1 1 —13 1
This: —ks——FH becomes: #ﬂ——b‘f =
L) L= L=
v —_—
The chromatically altered note should ly not appear simultaneo Nt the diatonic
form of the same note, as:
, POOR |
% *

N \

%r 7

Duration is a factor in this, however. If t fe§ ding situation is brief and unaccented,

it may be acceptable: K

m e

O P e

¢ = =

Joo -
44 f-l

[ [w]

== 5 , =

— '.

ALL RIGHT (brief) I
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including:

2. Chromatic passing tones are available in a number of situations,

as:

a. Between chordal notes of different chords,

could become:

1/

cl

This:

could become:

D

This:

b. Between an appoggiatura and its rego

@)
17
Y

could become:

This;

This:

ol o o O
-
RS
HETA..JA .
AL llen
A
Dee » .
e PP
N G~
= =
29 ™
[ e]
O 0 Un =
- ©
DM —+||| |- 1=
I ?_, o -
1~ ¢
y ™~
Q- S I
o |0— n—u Y
BNEY THT -,
UAme mv\llv O




c. Between a chordal tone and an auxiliary,

or vice versa, as:

— -
[a) N 387 3
| | TR W ™Y 1 | [} T | W4 | i | {
Y -1 1 1 ¥’ 1 1 1
B e =
T JF ]
This: could become:
4 J - | < J ©
e Ty
o T = =
T r
|
N —3=—% =5 —#*l—:-é-—'i
\ll |l 1 1 i I \ 1 | ) 1
[A'AY =y
N 7 1 t(,
J T i
or:
< J -
(&N
— o
o f ?
d. Between a diatonic
This: ———
ﬂ I n 1 ‘
17 I 1 Al‘ A/ o
o %
J r could could
i become: _A_
. NS
H T
I [ ] vl
e. Between a chordal e and a diatonic passmg @
/1 \ r—‘——"‘\
L/ | | !
4
[AYATN.Y An i
s W L7 )
S J 1
This: 1 ccome:
< 4| & < |
LN - D
} 9 haalll
i L2 Vi | oo X1
" ! 3
.- T
I 1 { ¥ »* I
ﬂ | n 4—-*#‘ ! Y ; :
\'I i i 1 1 ‘VI I"flI 1 3 L M I D O | 11 1
yATa d—nj:‘_i - Y v
This: A could become: A
d — ) d — 2
s o] 5 r AN o) I~ Y
:I" N 7 ""l- o £ H
¢ - ———
C.- ¥
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f. Between a chordal tone and an échappée, as:

“accented’’ chromatic

Thi passing tone
1S. [r—————— Y I
e q | ! i

o J 0 T 2F 1t

— > - = v o

fALY 1AL} ! FATAY M

Jo J T )

could become: or:

L\ J [w) L\' A [ e roa X J 2

C. F%[7 r I

g. A long chromatic line may be an elaboration of a melodic leap, as:

This:

mv) [ = ) T . —t—
Y T T 1 could Kal 1
f—c—1 = become: i 4 =
J J

h. A chromatic passing tone may employ a decorative o

L Actually a combination of diatonic
ic passing tones -

and chroma

ed resolution,

as:

i. It may also be used in any oghe

consonances (3rds or 6t

3. Combined chromatic passin
amine:

in contrary

%
TN
—

@ner consistent with musical
Qre available,

or in parallel imperfect

. . 0 =
1 QX
4 >
SE—— ==t
1] T/ T
C. T C- ]Z, Szj
n * I
i | |
RN R s
J. N d.
e WY :' —Q.' VJ) I‘LI ‘I
= o s e
1 J;? :
. -
C: ¥ c. N T
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4. The use of a Passing Major 7th immediately preceding a Passing Minor 7th is a common idiom,

and worth special note:

. Examine any available m

. Write the chromatic scales,

() x cl- ci- C;' C;' ’l- +

g} 4 ?' ?' ?. ?' ‘ Q ;:jFr AT};_.
*

c. I oo f = * T T T

*Note notation which favors the harmonic status of the note (major Tth).

The Minor Tth can be interchanged with the same chromatic passing tone in both voices, in

contrary motion. To illustrate:
1

i

L
i

C:

5. A word of warning! Chromatic‘ passing &(e use of the “weakest” \

vals - the Minor 2nd. Consequentl® t@nd to weaken the fabric offheNguSicT
of them will lead toa spurious sent ty, an overly lush, oy n
often a diatonic decoration is

B3

lodic inter-
Excess use
tic quality. Very

77 (Chromatic Passing Tone

ticularly romantic songs angum ies, for illustrations of the

use of chromatic passin es.

*

. Write the chromatic scales, up and down, of: D majo \;jor, Dbmajor, A major.

UP: indicate optional “raised 6th’’ or “f]@ h’*
DOWN: use “raised 4th”, but indicate eﬁ wfility of “flatted 5th”
up and down,

D minor, A minor, B minor, E minor.

The lines are given. To each one add further decoration in the form of tasteful chromatic pass-

ing tones. (This is a melody exercise only - do not harmonize.)
(:) r)JL { | \ I | L
= e e e e e
) — - — g 1

T ) (11T]

(2 é:“.\‘

Je (1) La)

==

|
1}
(o) T 1

T @ E m
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5. A short four part passage is given.

Give a couple of elaborations of it, through the application
of tasteful chromatic passing tones.

(Other decoration is also available.)

| | | | | .
g o g =
e — £ 2 =4 o) o
J ] { i l | i e
sy |4 | dd ]S

LN ~ (o]

) IS ol oS [ ) oY L
VAR e ] ] 1 [} | d 1] [ o]

b § 2 L] i I| |

C- i v b it ) v I

6. The soprahos are given, which include chromatic passing tones.

Complete for four parts. Give
two examples for each: a. Simple, uncluttered, clear

b. More elaborate, richer texture

(Suggestion: Reduce the lines to their essential notes fol a clearer view.)

(See Sample Solutions page 317-318.)

i

L
411

A\
T
®l

[

*Written as C# in favor of its harmonic status (passing Major 7th).
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B. Chromatic Chords

It was suggested earlier that the “Augmented 6th’’ chords could be considered as an introduction to
chromatic harmony. The linear leading nature of these chords, and particularly of the modifications
(doubly augmented octave, augmented 3rd, etc.) which can be applied to them, illustrate the process
of chromaticism. It is the process which is the important thing. The Augmented 6th chords, and
certain other chords which are examined in this chapter, have become “standard” chords through

common usage. However, this in no way changes the fact that they evolved from the linear chromatic
process and not from a consideration of root relationships.

The process of chromaticism is far-reaching in its possibilities and implications. Some modern
compositional harmonic techniques, both tonal and atonal, are direct or indirect outgrowths of it.

The basis of chromaticism is the use of chromatic chords formed through the use of chromatic passing

tones. Note how the addition of cbvious chromatic passing tones to the following diatonic progres-
sion creates chromatic passing chords.

8]

1Z o ~ =

Y A ~ [=] L] hd ~ [ 3
[N =4

18 >4 [ = a oY = P13 r=Y
l) e =4 l A —4

This:
o [w] A

7~ o o= A =4 T2 (=]

1 o

71 = ) S
[ 74 F—%

St

: \i ——

C: T T T
——6-
AYa)
e [»] r=y
J

becomes:
a4

on WA (=] (o)
| I oy

y/J < =

5
C: t H+ ui u*g *3 T -

\ 17 T

The idea can often be extended to allow the altered c A’e independence.  That is, the chromatic

chord can often be used INSTEAD OF the chord from w ¢ is derived. For example:
N N
14 1 Vi
This: —A & e —| becomes: £t becomes: ) s
%s_—_a:t = — &
- P >PP w2 ~ 3
. Tl —b —bpsh bst
C Ty T C: T+ _\Lb + L C-I%¢ I
D N el o d N . —7

This: becomes: becomes: %
1 -

Aml:V‘ vit 17 Arne: nt ]

b
2.
<.

=
=i
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If there is more than one “full-step’” in the basic chord joining, chromaticism can be applied to
more than one voice simultaneously,

as:
jl) D N \1 1 \‘ D 3 \é;
*rs (= N—3 xS = = = = ) =
1= 4—3 2 24 = * = 2
J o= JF _fr—> ) =
This:“47 becomes: becomes:
0 A & -
" xl' c 48 ‘/‘f' =Y (o)
¢ il c. WMz
N o =) n W4 . —>o0
\'I - 7 |,I E - 2=
y i = pr=—==3
)
This: becomes: becomes:
' - 5
~ S 4 = =i R A |
i I PN el I Py kel 1) o
[74 o ‘H ‘,r/ Al } 77 ?
- - - - § -
C- “7 I C. H |1 C \l1 ig A
b
6 by ]
Furthermore, the first of two repeated notes be chromatically lowered (occ

ionally raised) to

provide movement. In such a case, the chro chord is derived from C\t auxiliaries, as:
2 D
} 4 1Y Y i
A — 4 — =
r) O - ©° f’ ")'i P -]
This: becomes: '
o — o c} o L.~ o
¥ A Py v £ TAYIR. 0~
Y- =4 Aol Y L Al PR — [®)
ol £I LI
me fiz. 0‘->
= A» - n _—7
\/ 1 17 1
) { o )1y 1 Y Y 1 o
A [} ~7 D S - | hed FAYRY T 0 =~
S i > = L " S
J ° =0 ¥ 1}-/7 ) &-{y_,;avc
This: ~ becomes:
~Ny , — =
=20 ) © L E— =
7 Il 74 1
(e c ) ’D G 7
- 5 \__> —
C. W% A7 ~ =

Examples of this sort illustrate the nature of the chromatic process.
it can be seen that some sharp contrasts are available.

examples,

derived in this manner depends on the context,

From these,

and on the exercise of the ear.
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ASSIGNMENT 78 (Chromatic Chords, Preparatory)

1. Simple diatonic chord joinings are given. Modify each in a manner similar to the illustrations

in the text (i.e., application of obvious chromatic passing tones and auxiliaries to form chro-
matic versions of the first chord in each case).

® ©

N n a)
17 LV 7
[x\f\ o [~ Ix\('\ o :e, ﬁ‘r\ (]
AW ) &5 |= 4 [« ] jaw) B
TN\ [} o Fou e o FonY -e— -e—
e e =
c: T o c. W1 P c. we(Mr
D o D o o
ly\n o2 e rx\n Y { o~
:r ] ) J’ & =2 = =
-
o — o — —o—8-
('l 7 A4 yi
c. itMT C: e T
© H @)
D - D
raY o 2 \
e b Al = ] 2 - Nl D
J b ) ) -
e =
.\ r AN b_c fan} [ % Q
";ll, dl. - -
C: 1 g C. ui °7("7,I C: Is\-h) ™

2. Create and experiment with many more similar pro@l various Major and Minor keys.

3. Examine any available music for illustrations he chromatic process.

Chromatic chords of this type produce, i
the chromatic structure becomes the destin®
In some cases, the chromatic chords derived
“vii°7”, or “V'’ of the destination chord.

ct ®“chromatic tonicization”. The chord following
ion of the leading tones in the chromatic structure.
this manner turn out to be some form of “pii*®”,

In other cases, the chromatic alteration may simply point up and emphasize the relationship which
existed without the chromatic alteration. For instance, the chromatic pD# in the following simply

increases the linear motivation of the v7 chord, but does not disturb the normal relationship be-
tween the two chords:

Ny =" -
& C— _
A



Chromatic chords fall, in general, into three classes:

Class 1: “Conforming”’
Class 2. “Enharmonically conforming”

Class 3: “Non-conforming”’

Each is hereunder examined.

Class 1: “Conforming”

These are chromatic chords which are recognizable counterparts of chords in the Major and Minor
scales, and which can be easily “symbolized”. Here are some illustrations of “conforming’’ chromatic
chords, derived from alterations to diatonic triads:

From MAJOR triad:

[a) N
A/ | \/ 3 \ \Z
)4 ] Y 1 | AY ) ¢
JAVAY Fal 11 z A ] /I w a ﬁ T N\
S BRI = T &% (*

Major Minor Major Augmented Major Diminished
From MINOR triad:

i/ 1 . 1/ r RN
a0 =] T = — o= o 3 N A——irites e+
. > [w] e LJ | el J A~ 4 8 \J l.’ [T \ R &1 \ A~ 74 [ Bl - BN o | 1_’—}_‘"
) & & — J & SEeqe J oS o <~

Minor Major Minor Diminishe inor  Augmented Minor Augmented

From DIMINISHED triad:

§oareey
v

Diminished Minor Dimini ajor Diminished Aug

Class 2: “Enharmonica. &ming”

These are chromatic chor ith “non—conforming”_notaﬂ! n uf® which are conforming if the notation
were simplified. Here are’ some illustrations of “e 3!~" ically conforming’ chromatic chords,
derived from alterations to diatonic triads:

From MAJOR triad: K

N . - ~
37 7 L £ N 1

"4 1 | 11 | Y A 1 1 L
v = 0

D

-
»

[~
=

I~
-
-
bed

K
A

7 X 1/
: Y b § T X
\ X aY i X
1 1 Sl 1
< L& g / ﬁ‘:ﬂb?) TF %giﬁ °1 **)
C Fmeo- C f\brni- C EJ%an?
From MINOR triad: From DIMINISHED triad:
0 o \ A a \ 0 ~ =
1 V4 1. | \ ) 1/ 1, [ J Y AW 1 AW L N
—Ars DO C o TR Rl Ay it = f \
)’a}/ 8 - X > o 'g_',b = - S T ———{ i $
- J L JIRN / < b7 -0-/
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Class 3: “Non-conforming’’

These are chromatic chords with no counterparts in the standard Major and Minor scales, and which
resist any obvious “symbol’’. Examples:

O L 1R LW . 1
From MAJOR triad: —fe—— = m ' —
T Bt L. i
\/ -~
N fa

\ 1WA

my ) 10 A
From MINOR triad: —f } ! Y—} From DIMINISHED triad: s ,"c: a— \
1]

[=]
S 8 -+ = 5 \*)

Here are a few examples of chromatic chords derived from “7th” chords. They are marked ‘1" (con-
forming), “2” (enharmonically conforming), or “3” (non-conforming):

-

In popular harmony, the commonly used chromggi h@belong to Class 1. Class 2. (enharmonically
conforming) are occasionally encountered. s ce, a “symbol’” progression reading “cma’ - PH7 -
Dmi” would undoubtedly refer to a situatio ich is basically: )

17

) % 5
c £#

Other similar instances will be encountered. In areas such as piano sheet music, etec., the Class 2
chords are usually written in their more simple enharmonic versions for ease of vertical reading.
Class 3. chromatic chords (non-conforming) are rarely, if ever, used in the original harmonies of
popular songs, but orchestration (even popular orchestration) makes some use of them. (They are
generally confined to “up’’ beats or fractions of beats so that the harmonic rhythm instruments
(guitar, piano, etc.) are not affected.)
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The following pages do not attempt to catalogue all available chromatic chords, nor even to cata-
logue all of the commonly used chromatic groupings. Even if such a catalogue were possible, it
would miss the real point of chromaticism. While it is true that many chromatic chords have, through
repeated use, achieved status as recognized and recognizable “harmonies’ (and therefore warrant
examination), it is also true that, ultimately, it is the process which is more important than its
individual instances. The student is advised to be aware of the process at all times. Even in the
exercises designed to acquaint him with the standard chromatic chords, he is entirely free to pro-
duce deviations from, and substitutes for, the standard chords - always, of course, providing that
such deviation is done with aural concern for the musical effect that is produced.

Finally, the following observations regarding the chromatic alteration of scale tones may be of
some value:

TONIC - May be chromatically raised, but if lowered will sound as the leading tone.

SUPERTONIC IN MAJOR - May be chromatically raised or lowered. When raised, it is sometimes heard
as the Minor mediant.

MINOR MEDIANT - When chromatically raised it becomes the major mediant. If lowered, it will be-
come the supertonic.

MAJOR MEDIANT - May be chromatically lowered to become the minor mediant, but if raised, it will
be heard as the subdqminant.

SUBDOMINANT - May be chromatically raised, but if lowered sound as the major mediant.

DOMINANT -May be chromatically raised but, in some case heard as a minor submediant.
When it is lowered 1t is generaily heard g le®™ling tone of the dominant (and, as
earlier noted, usually is written as suc

MINOR, SUBMEDIANT - May be chromatically raised to
becomes the dominant.

@ the major submediant. If lowered, it

MAJOR SUBMEDIANT - May be chromatically lower 0 become the minor submediant. WIt may be raised

but is sometimes heard g owered Tth degree.
MINOR 7TH DEGREE - May be chromatically to become the leading tong® lgWered, it be-
comes the major s ng.
0 Cc

LEADING TONE - May be chromatically IWw d. If raised, it become

II. A CATALOGUE OF SOM AR CHROMATIC CHORDS DERIVED LTERATIONS TO THE SCALE CHORDS

A. Chromatically AlteredQ{V’”’ Chords ‘\Q
1. ALTERED 5THS (“Variable 5ths’) A

a. The Augmented 5th (In MAJOR only) @

! =
5 e—ta3
S s} <
. - — 5 - 145
¢c.: ¥ T ¢ c. T T

Certain chromatic chords (e.g., the “Augmented 6th” chords) owe their linear impulse and moti-
vation to the dissonance and urge of the altered note or notes in the chord. In other cases
the chromatic alterations will support and emphasize the actual root progression. Such is
the case here. The chromatic “Augmented 5th'’ does not in any way conflict with the normal
“Y - I" relationship. Consequently, the chord can be used with or without preparation.
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To illustrate:

PREPARED UNPREPARED
17 2 T = '*il T (] 5| () 2 yk 7y T
e g8 em A = e
t i = H j?f
= =% 2 = =2
< 53
¢: T ¥y Tt I C. T T+ T
S| j SUNES—

as a chromatic
passing tone

This is pretty well true of all of the chromatic forms of “V'’,

instead of

the diatonic V.

particularly those which lead

to “I,
n {—> T o) L ¥
b. The “Flatted 5th” = g—  —1 1 w——vo £ -8 = i
& o —+ E—— -~ o Tﬂ
4:) %; E%: ~ %;
— —1bs T bS
¢. YI!' X I

\Aﬂually regarded as such.

an be equally interpreted as pii

*This chord has been encountered as French b11

point of fact, many of the chromatically altered
or modified b11 chords!

In
+6

Combined alteration of the same scale degreegis a
Augmented and Flatted 5th:

able

Here is a V chord with both the

2. ALTERED 9THS (“Variable

ths’")

a. The “Flatted 9th” A
* *
f) 'é—’b ‘é’ —4 o - b -9' ‘—}‘ o :
5—o o——L AS S— S ‘.
PEEE . + J §b -2
—4 27 _
C: iq v T’ c. ¥ 17
j S |

The regular

Dominant 9th
in Minor
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b. The Augmented 9th

\ N | 1 1 l{-l\ i 1 I
S +——— © 1 e ey i = 1
A~ 4 1§ 0 1 b’ L [= ] 1 o~ B
J z g6~ J = 25~
C. i T+ gl c. op*i el
0 —
*not to be confused with theb10 “Blues” chord: —Xzm———#—©— which is enharmonically the

same, but is derived differently and resolves differently.

giatura over the flatted 9th:

0

*

AL |

)

Clearly,

them may occasionally

3. THE RAISED 7TH

these chords ne

63

The “b10” results from an appog-

re than four parts for thei

+5

ical in four part writi
inations will be chosen wit

f in the context.

¥

fu

Effect, but abbreviations of
The omissions which are necessary

t to the disposition of the chord

The 7th of V is, of course, one of the not s@he tonal tritone. Alteration of it appears to
be infrequent. However, there could s t s which involve a rising Tth where a chromatic
raising of it may be useful. To i t
This: This:
N * n n *
\L LV 4 \/ I 192
o2 i —2 b2 T —
J o J RO J g
could could
become: Lo become: b_o_ -
L . [ @) 2\ 1 £ L\ [ ) F o]
hiall IFY -1 | I [ an ] hiafl ) oy
51 [ =] i’ [ ] ‘/17 rdi
-— .= — T b
c: T 1T AL c. T I c. X I
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directed at I.

4. The chromatic versions of V are normally directed atthe I chord, simply because V is normally

alterations may suggest themselves

But in situations where V is moving to a chord other than I, other chromatic
For example:

D A
This: Jp——g——gr—{ could

oo

0N a
become: M‘P——M or* ﬁ """lr’
C. I’ ¥Y7 L AR vl

[vii°1oru(] Luii®Tor ui-l

(Class 2!)

This: could become:

Q T 3 1 '9_8

© J

This

O — Y 10 ) 5 1

Ary < Y B—i Av—S T —
# [ =] 1 g 11 "_—-‘ ‘-; X —:

©
c. T u-,

*Note the example of a statio

Certain chromatic mov,

elaboration of V

its

— I 2 PS .- o7 -9
n between two chords being 1 ed and given movement
through an auxiliary techn'(@

el s a passing and/or auxiliar

may appear as an internal
as:
N p—y
:\\{’n Pi'f\ll;‘l\! i
J 1T ¢
d a4
o~ Lﬁ*
— :
C: I_, A.l.m
S 5 = 5
(8> o HR N AN
T ~— T
!
e - F el 2
1\ [ o] [ ] 2\ d
u" > U‘;. S——— 2
C- qu 3E+4 3[7 C ]Zﬁ iun\ X1



5. TWO POINTS OF IMPORTANCE:

a. In the chromatic alterations to V, or to any other chord, the voicing of the chord and its

intended destination play a vital part in determining the available logical chromatic al-
terations which can be applied. The chromatic process cannot be divorced from voice-
leading.

b. In any chromatic chords, it is the chromatically altered notes which are dissonant, and

which require resolution. A note in the chord which was consonant and “free” BEFORE the
chromatic alterations remains “free” even if the chromatic alterations create a harmonical-
ly dissonant interval with it.

To illustrate:

=3 § ".PQ H j? < L-&:gp_—:ﬁ
= i 5—5 i
D (g1 (g - /“r 7 diene

Free Still free! Free Still free!

The chromatic process is essentially inharmonic and it is the inharmonic alter-
ations that carry the dissonance and the obligation to resolve

The reason:

6. This examination of chromatic alterations to V has

now, concerned the V chord of the
key, but Secondary Dominants may also employ chromaBhcl in the same way and with the same
processes. To illustrate:

This: could become: Q

or: x
Q =) 1 T n l by

S T =
[ YN 1
A" ] .
‘J — > a2

7bs = —
C- .v.orw, I’ ,\@ C: X oFU LW

Here is an example of a “cycle” progressi

@ chromatic modifications:

) | N
| W .| 1 Vc s A
| A— = y < =
AW AW T 1
7 N ~1 il | a3 =
J P TN T ™ ©
| bd b d ly

L) [« i 7 v Vo)
< 1 ~
P — [aa ] b N oo ) =4 N Far)
G T “i f r

0
H

7 oei ThoeT T4 I

[prive]
Note: the above, the combination of chromatic and Modal lines: Bb—> Ap
Ep —> Db
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B. Chromatically Altered “ii’’ Chords

1. ALTERED 5THS

a. The “Flatted 5th”
This: can become: or:
n _* a) *

1/ 1 1/ f 1 1l \. 3 1]
Vv [ =] 1 A 1 1] 1%}
e —t—— 5 ?ﬁzﬁgmﬁ
e [ ] 1 Leaall,
') S — % (o] 1 . — S e —

c. wl ¥ c. W AT c:ow) L

17 '

(The 111;’5 chord has been encountered as a Modal Variant of ii - receiving here a chromatic

usage.)

b. The Augmented 5th

This:

*“Class 2" chromatic chords (enharmonically

0
AYE o~ il
e —
J 5
C: w I_’

and possibly notated as Bb:

can become:

==

P

a]

A combination of the Flatted 5th and the Augmented 5th is available

Heard as a chromatic
alteration of ii.

2" (enharmonically conforming) chord:

Heard as pvii!

2 i %
| WA [1 1 1
Y __ Fa
o = —
J
(=] ‘
% o —-—

L‘]"=V = : 1 i A1
727 i : L] 1 1
— b g
¢: I e b T

| B}
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BPT (bvii)

, also producing a “Class

g) which would be symbolized as “Bb”

= —=—6
A= 1 L= | A4
T 11 L) [ )
N-3
Since this alteration enharmo N roduces a different g Qa different root
impulse), it is less llkelyé sed instead of the dial i, as:
0 | N ) |
Y—4 et & o i —-6* = b“ TS
AV WY =y . YATTH L. =] = .
LRV e e Ny T 1Tt |
v ! J b '
- (=) @-&
= | ¥ % 2 =3
I T ] [ =) 1 [« ]
| I L] \
J ("L 1 le, L
C I T L A c. T Wt T OT
J E— |



2. THE RAISED 3RD

W
V4

J

£

1T
s e« A )
+

===
Co i ®[T)

This produces a “V of V'’ when taken by chromatic approach, and may be so regarded.

“do

3. THE LOWERED ROOT

The Lowered Root is almost invariably written as a “Major Tth':

%

\%E:D

=

It produces an augmented chord if the root is not simultaneously present:

0 X 0 * :
J Pt e T BT
~

Augmented Chord
It will produce a “passing Major Tth’ if the @ simultaneously present, as:

A * .
\Z o —
j_\xr\ 8 \ )
J F ——*’F? —> h}} - @
L 2
It resolves onto a Minor 7th of \ e chord: Q

& C: ima-] !
*
More often, however, will resolve onto a “Suss\ th” on the V chord:
' F. 1\ /x

et = = z
j/ u 8 1 A—d — A|
- - mg-] 4 F #-P;\a'l kh,? % i?7
C 1! H I Cr o0 " I.Cu:- I
Tt

4. THE “4ii°7" CHORD
This is a commonly used chromatic chord in popular harmony which results from a chromatic
raising of the root and 3rd of ii: A ¥*

V4 i
|

) PP P> °
C. i v 1)
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It normally resolves onto the I chord, as follows:

n * n 11 *
AVA 1 ra . \/ > 0 - od
b ——o ) B i~ e i
<§—r — Lo ——m———e-t
01 6 “ 407 6
C.' #u® I C- #i T+
*
62 g, 3‘ — O N
[ L4 L3 !
FANAY T [a] 1 5 1] JANAY 1
P — Y 7
C: #i°? T% C:#i? 1
It receives transitional use, either in a “passing’ or connecting manner, as:
¥
—\ .
0 | ‘_(—3 | N *
Yo & ¥ :
iy i — = AV} [==]
'S >4 2 D-—ij‘;m =l Sal” 1]
g T TP R T
ofT
5 -
VI‘.l'i = :‘ll: { \‘gJ
C. w1l a5 Té

C: 7 T U7
It may be suggested an appoggiatura delayingeof :

* \
17
)'d 0 z
FATaY ~ o
:‘f a% T
L\ :
Y.
5] [an]

[S—

c: X L Appoggiaturas under
3rd and 5th of I.

Writers often show an indifference to the correct grammatical notation of this and similar
The raised supertonic is sometimes written as a flat mediant:

N * JAR

o 40

chords.
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exercise material will provide opportunity

In a situation such as:

D

L_u@;<
-
|

-
=

—o| -
Q| O

q
£

o -
o
D)

.
-
-

C: I #i°? T

it seems much wiser to notate the “blues” soprano as “Eb”. On the other hand, the alto “Eb”
should be “D#‘r’”, but perhaps the Ep is justified in order to coincide with the soprano. Com-
promises of this sort are not unusual, particularly in more casual areas. They should be
kept at a minimum, however, and used only if they serve a valuable end (e.g., ease of reading).

5. Combinations of alterations to the ii chord are available, some of which produce chords which
have been encountered under the names of “IV*®” and “bvi+6”. (Some theorists hold, in fact,

that the “IV+6" and “bvi+6” chords are supertonic harmonidg.) In the following examples, the

chromatic forms of ii are used following the unalteredyi: rd. This is the likely, but not
essential, way they are used:

2 o [ ] T T 7 X F - T— L — fu—i
T -y 1 l-"'l._\ll-"__l
W—?— \ ®—7 !\ 7l | g L Xt —> 1 1T | 1
TR i altered C. =7 egNeltered c. w1l \ alzfre%
. ) \g F(.
[E\‘hff"ej u'\"""] ’
‘\ Q ofr T
0 ()
X7 7 A -
&5 v
C. Y ;i altere

X *orz]

e

‘9i - V - I” formula are obviously extensive, and the
examine them. It should be remarked that a chromatic

chord -~an resolve onto another chromatic chord, as:

a7 | n

Vi L 1 ] 1 ¥ 1

X 1 11 | 2 [an ] ’v\n ‘ﬂ “ 1

i e I =
J 14 | b)

Kol | l- PP
k|

o 4
'3,‘. - '.; = > : :
C: 0 I C: W X vi



C. Chromatically Altered “I" Chords

Introductory:

An examination of the possible chromatic alterations to the “V'’ and the “i1i” chords shows that, in
a number of cases, the chromatic form of the chord can be used instead of the diatonic form. That

is to say, the chromatic version does not necessarily change the usual “function” of the chord, but
simply emphasizes it. To cite an example: bs
“ii - v -

is still a ‘“subdominant function’’ to “dominant function” to “tonic’”. The chromatic alterations have
not disturbed the normal motivation of ii and V, but have in fact stressed it.

However, the “function” of the tonic chord is NOT motivation; rather, it is repose. So it follows
that a chromatic alteration of notes in the tonic chord may well disturb its usual function.

Consequently, the chromatic versions of I will not, in the majority of cases, be used instégd of 1,
but rather between I and the following harmony.

1. ALTERED 3rd

* N i *
A\l 1T LW 1 12 7
Y 1l 1 1}
. ——% ay Y =
c: T Tee. ' .. Tme-
L i
Minor I in Major, or Major I in Minor (Tierge di ardie) can be used instead of
their diatonic counterparts, but would be r&arded as “Modal” rather than ch¢pmatic
alterations. .
2. ALTERED 5THS . @ \
a. The Augmented 5th \
)
7
In MAJOR: ¥
C: ‘
L. * .
This is one of the m8e frequently used chromat s, and usually leads to IV:

o m =

In this use, it can be equally regaNged as “V+5 of IV”, as:

T
1

Ia) |

R A M S S— —d

TN % ]
<

fal o / ’I  —
J % k.
—t SC NI

. T T+ Vo



|0

O
2
_"
+
¢
[

Y

- !
H | Qe
+

= O

No!

BUT:

ot

. b Q\
;\ oK1
Certain idiomatic mod@x ns are available, and sometim ountered, with the I* chord:

1. The use of j & harmonic notes derived fr e whole tone scale and whole tone
so WAugmented Triad” in Chap

chord: (§ t Volume I.)
X%
D 1
8] &
AL ] 1%
ko 1 { (o) 1 Py
H—Fa— # V??
/ - - ® "
Whao, &;cale “Cluster” Whole Tone
Whole Tone Chord Chord in 3rds.
Example:
Melodic use of
Whole Tone Scale
m T 1
—— 1
‘vl ¥al 1 14 ‘b_“l &
m | Y 1 ’_\‘ | 1 v'-_
J % m
| I (W i
f /W [ ] b « B = ] ‘A
helll IV A 1 halbhdl
f Z A\ [ ] 1
¢, T Tt v



Examples continued:

ﬂ | !
\/ I 1 1| 1L 1 1 1
o= 9—%&—%—% = kE =
1= 4 [d
L o ‘ T J r I r
s
L Y — 89—t Ly
VA~ 1 F7 R v Tl [ )
1 ‘) v R
— Y
c. T T+ T2 C: T T LTS T
4+ Harmonic use of Whole Tone Chord ——%
2. The use of the 1* chord to and/or from the I with “added 6th":
A
) 4 L i oY [ o= 1 =4 1 A d i ! i
IAYAW ™Y 0\ 7~ A~ 1
A~ 4 =Y =Y h> jgv |ZW=4
J T — — o) o ete
Y )
S W I = |2
hndlh MW AS I \\D‘ID ~ -
- T g =) YA — 4
C- T Tt *Iaddb T—+ T C:
*NOTE:

)

:‘Iadd 6:"

These are perhaps really “vis" chordsg
they are being _used as

In MINOR, The Augmentea 5th on I produce

n‘ﬁ 11
Example: This: I | ] , and
;:Eaiﬁt;::‘aifit en as:

Cme: T ‘NN‘

\ 6 T+ I
ese contexts

e “vi"” chord - and is written

\e
[ WA J

is

P D oy '. .
P —g——a g ot > = g
J ¢ J i ¥
dd b
.z L — 4 | e
Cm. [,ﬂ Dok vl ~—T Eé |J h-a
iz : 2 =
E‘t& o Tt Dorouil  Natowir® Tf‘lb‘l T
Lui®]
945 1  — I_F-I'H
M;bg:_%jzpiji 1
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b. The Flatted 5th

In Major, the use of a chromatically lowered 5th on I, without any other alteration, is
not common because it results in a “non-conforming” harmony: ()
AL I 1

4 ] 1 ]

It is usually accompanied with a flatting of the 3rd, producing a diminished chord. (See
notes belowon “Io”.) Furthermore, as noted earlier, the flatted dominant is usually writ-
ten as a raised subdominant:

*

A combination of the flatted and augmented 5th produces a whole tone derivative chord:

*

\L A 3 1
AL i i |”|

== s
Y
/

i 1
In MINOR, the flatted 5th on I produces a dimini d:

oR F#

D. The “I°” Chord

\ he 1° chord is the most

2
Although it is not likely that a % s been made, it may well @
common of the standard chromat@ in popular song harmony. [ arful quality has endeared
0

it to two or three generatio sfng writers. Because of its€tylistic importance and because it
has some idiomatic consj i ¥ a reasonably comprehensiv mination of it is indicated.

It is mainly used in Ma and its basic form resul @he chromatic lowering of the 3rd and
5th, as: » !
N X

—— —
%% ¢ © ~

or even:—t

3= Tk
I

1
B
- [

o

\_‘/.

H L ke

\\
g

C: I I T

The I° most often leads to “ii’, but may lead to V7 or vii, as:

i
1t
B
1['
&

1] Possible

=l

<



It may be used as a triad, with the tonic doubled. (Dietonic diminished chords usually have their
3rds doubled, but this would clearly be inapplicable here.):

\ TR | [T
s [} .3
i I = +
c: T - I° - n
(Practical parallel 5ths)
1 4
A\l 1] 1 1
The MINOR 7TH may be added to the chord, creating a “Imi7b5”: it & —H- - 5
J A~
b1
c: T T »¢
b3
Cemi b5
17
However, the most common addition is the submediant (i.e., \ld 6th") ! I\ Th=m
FEFEE
c. zI°

The notation indicates that this is a “vi°7” chord ich is a chromaticvalteration ofd the v17 chord:

X%
g\ .o
Many theorists will hold this view, n is text, however, it will b rded as a “I®” with an
“added 6th” because its usage i vBd from a chromatic alteratiQn to the I chord. Observe the
following examples illustr 3 he basic use of the “I° adds, ote that the chromatic tones
resolve, but the diatoni @ s oot and “added 6th’’) ar o leap:
]

A . al 4"3— <% A ‘bé bc
—2 T o xlD + =
C I Io ) ] C I-’ I'o “155
::":9 T r— ;:::) f oo} = —y
=13 T ¢ o
4 4l el ) b
e = ———
e L] ‘ ¥ r
c: ¥ 1 I .z T vi LT

[z
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The diatonic tones (root and “added 6th’) may be decorated. The chromatic notes are already

“chromatic passing tones’ and cannot be further decorated with appoggiaturas, although passing
tones of any kind can have auxiliaries applied to them:

+* * *

[ ——
4

! N ) B~
L ¥ AT [ V4 T 4
F S 2 - | 3 [ =) 4 ‘E___j' [
AV WY o 1Y [AYaY £
LS >0 . 4 - e a7} ¥
v 1 J 1

& b

b o
oyw oy Eis——ihiTe
yd) |_% © (lr \FL =’| % <
C: T 1° Wl C: T 1° ﬁbb)

Appoggiatura

Elision/ Chromatic passing tone
0— J = .
t\n ?\ T "‘b“ l'\ [N )
. 4 | =4 s s ) s B ]
J ‘ LM \ \ |I
ro &L + - \

FaY 1
F—r— s} Q
C T 1° Wt O

The I° chord, similar to most chromatic chordsq can change position, as:

Y i A T — [r— —

[T 4 T 8 of e 1 1 1 1 [ e [ 3

A\ B 2 WY W g hy T TV ! Nal [N
¥ I T TN .

ete.

Fy i [ =)

¢c. T T°

E. The “41°” Chord @
This is another chromatic chord whic &n in popular harmony. It is a diminished chord
resulting from the chromatic raising o e root of I in Major: f)
" l’o\
c: e (@)
I $T°

If the tonic is a “flat’” note, the accurate term for this alteration would be “HIO", as:

= |9

mom

Eg % g *E'g. ﬂbut the term “#1%’ is generally used.
|
“ b
p 111"
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N

]

1
This chord has been encountered as “vii of ii’:—%

\I-; £
e
¢, T uii OTor i

[#1x077]

Further, the #107 may resolve to V7, in which case the flatted 7th degree (the diminished 7th of
#ii°7) is written, and used, as a “raised 6th degree:

1 og0

P

and may still be regarded as such, when it is joining I to ii.

RV ]

If) i 1
Thus:ﬁ%—\s w becomes: i —
J #¥% #

C. #r” ¢ #17 I

From a notation point of view, then, this chord is really “#Vi&%ﬂ
It is most often used as a chromatic alteration of 0 IaddG. Examine its resolutions in
different positions:

N " i f

A ) O On
- =, O

A+ N | — N~ S S - T - N A [
u‘ N A R AP 5 P _ G TR LA W L Sm——
¥ — ~ i 1

J A\

Here are some uses in short contextA

g N
RS =
o
EL {,)' ; 2 o] \‘Ef — 7 o r =4
1 T rl ! B
=6 — - 4201 1
¢ 1 419 THT? oo T 41v7 I C- I Yorii #I i M

It has been noted earlier that writers are sometimes indifferent to correct notation in chromatic
harmony (particularly, it seems, with the “neutral” diminished 7th chords). So be not dismayed if

the #107 chord resolving to V is encountered with the use of the lowered Tth degree instead of the
raised 6th, such as:

Is) *“\} In) * —>

This: instead of: 2




In principle, of course, a chromatically altered note receives a tendency to continue movement in
the direction of the alteration and, in principle, receives an “inflection” from the performer which
favors the direction of the alteration. Consequently, accurate notation is encouraged.

Here are a few references for the use of some of the standard chromatic chords in the harmony of
standard melodies:

wybr _ aghers Funny That Way”’. “ng” - ‘“Laura”. “iib5” - “I Can’t Believe That You’re In Love With
Me’. «ji*5» _ “How Am I To Know”. “Lowered Root of ii” - “It’s Been a Long, Long Time”. “&iiw" -
“0 Lady Be Good” (bridge). “Imi’”” - “The Lady Is A Tramp’’. «1t _ «ghen Irish Eyes Are Smiling”,
“Say It Isn’t So”. “Io” - “Pennies From Heaven’l “I’m Through With Love’”, “Fine and Dandy”, “Embrace-
able You”. <“#1°’ (as vii of ii) - “Stormy Weather”, “My Buddy”. “#1°” (to V) - “I Never Had A
Chance?’’. Etc., etc., etc.

ASSIGNMENT 79 (Drill Exercises on “Standard” Chromatic Chords)

Chromatic Chord “Drill” Exercises
Group 1.
a. In various major keys, plus one or two minor key es Jwrite sufficient versions of:

1 - Chromaticy - I Chromatic L I i =~ Chromatic ¥. = I
Aim to show examples of all of the Whromatic forms of V which lead

b. Do a couple of examples for each following, in various maj \s:
2
1 T
1 L
| i
i LY
Y - Chromatic X - @V\ Y - ChromPee® ¥ - i
\ |

c. Write a few elab ions of:}

I
i;:g
®

v A\ - Chromatic. I - K
d. Write a couple of examples for each of t@llowing, employing chromatic forms of the Sec-
ondary Dominants as well as of th aﬂ

H

:)r
/

T - ori - i -%L - T I I -TeYT ¥ T

:H::

A

I - Yorii - YLor¥ - X - T T

(or Develop)
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a. Write in various major keys, sufficient examples of:
1l 11
1 11
111 11
11 11§
W = Chr.i - xL Chr. i - - T
i jes
11 e
1\ LN |
W Chr.W Y Chr. L I Chr. it - Chr.§ -~ T

Aim to show examples of all of the discussed chromatic forms of ii,

which lead to V.

b. Write, in various major keys, sufficient examples of:
il 11
p i — 11
Jul F 11
jn - 11

i - Chr.uw - T [or T°) i - c¢chr.u - T4
L Show examples of “#ii®”” 1
11 11
1l 1 1
il 1 1
11 1 3

- - - 1. 1 - ma-] gws+ Y B

— 1 +
(App. Chord) IkAd
Group 3.
a. Write, in various major keys, sufficg amples of: \
b 2

11
=
=
Rl

I - T*- 2 - I*- vi Tt - L

— +
Development of: = it with u ",
T Q)

b. In minor, do a couple of examples of: \
U
I
n
1

T - 1t TAE -2 T

°
- . 1o T
[\M] DoR. v ( ords)

c. Write, in various major keys, sufficient examples of:
T 1 1 [N
= 1 i }
n ] I 1
H— T L34

I - I°- L 1 -I°- X
L— In the usual «1°@ddb» forg Luwi)

and also as “Im17b5" —_0 =)

[T% - T

) & - 1 1 Lt
jun |1 |1 1
i ] 1 11
i 1 111

T %107 - i #1°7 - T [RIT]

Watch notation!
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Group 4.

Search out examples, in familiar music, for all of the “standard’’ chromatic chords, as well as for
other chromatic uses.

Some of the more common chromatic alterations to the V, ii, and I chords have been herein examined.
Most of these are “Class 1.” (conforming) chromatic chords. This investigation could be carried on
to include a cataloguing of “Class 2.” (enharmonically conforming) and “Class 3.” (non-conforming)
possibilities and, no doubt, further examples of “Class 1.” chromatic chords. Certainly the chords
on iii, IV, vi, and vii can be subjected to similar linear chromatic alterations.

However, it must be stressed that, while a memorization of a catalogue of chromatic chords can be
valuable, it is an understanding and feel for the chromatic process which is ultimately important.
Further experimentation and observation may, at this point, be left to the student. The exercise
material which follows will provide opportunity for such experimentation and observation.

ASSIGNMENT 80 (Completion of Chromatic Harmony)

(In all of the following exercises, aim to make use of the “standard’’ chromatic chords, as well as
less obvious formations. Occasionally, do more than one solution for the same problem.)

The bass lines are given. Add the upper parts.

He -

mﬁa——rzﬁzﬁjt:&h ‘ obe
Vi =4 | [ 1) | ® 20
ol ™ S ¥ J 1 ‘I ! J‘ \l ‘
1Y ! v !' T
G [I] iz ] T (or Develop)
. (See Sample Solutions page 318.)
— oho b ~

%
T
o

~
=4
1

T

1 Py
—t L L ok
] £ 1
1] i
i

K

T

T
F.

[I] * @ T Tb? oW Develop)
\ Funer] e
e

2. The soprano lines are given. %t for four parts.

| bl |~d I;J :

t i 1
-? - T
(“BExtended Cadence”)

T

D [I] 2 - 2.
(© (See sample Solutions page 319.)
(| { I

 E— —— : T—t 71— =\
e e e TR

l//' used as A#

Grmis
@ (See Sample Solutions page 319.)
e 5 o R S
J
G
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3. The “Ground Bass” is given. Add the upper parts as follows:

1st four bars: Use three parts only (i.e., add two upper parts, probably alto and tenor). Make
it restrained, not busy.

ond four bars: Add the additional part for full total of four. Use a somewhat more active and
more chromatic style.

Final bars: Use more activity, more tension, more chromaticism. Have the high point occur in
this section.

Although there may be some similarities, the progression need not, in fact should not, be identi-
cal in each of the three sections. (The “Ground Bass” idea is the basis of the classical “Passa-
caglia” form, and it enjoys quite frequent use in jazz composition.)

Not Too Slow

) \
:m%:_ o — — TP——Ht
7 A A N A | Tt — T o M| ] — —1
I ! I I 1 —r . ! | A S—
1 ~
o RN > [ = WP S = SCH—
T —& - W > T -
L | 1 L 1 1 LN N - 1 1 1
1 f L i — t

1 \
| 1
4. Work out a composition for four parts, at least 16 h# gth. It may consist of two similar
sentences as:
|

“p” " with modification and vari@gion

2
or two contrasting sentences, as: @
HA!’ “’B"
The soprano may be dia &it may employ some chroma i ut, in any case, make use of
chromatic harmony. Use e examples of the standarg ¢ ic versions of V, ii, and I - as
well as other chromatic folhations that are suitable slow tempo, with a harmonic rhythm
that has a general feeling of two chords per bar. A

QY
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Chapter 7

PARALLEL HARMONY

PART I. CHROMATIC PARALLEL HARMONY
PART II. DIATONIC PARALLEL HARMONY
PART III. EXACT PARALLEL HARMONY

PART I. CHROMATIC PARALLEL HARMONY

Proposition:

A chord may be approached from another chord of identicx ture, a half-tone above or below
e

it. (It will more often occur from above, because of t tural resolution of 7ths, 9ths,
etc., and because of gravity.)

Technical Details:
All parallels are acceptable, with the excemgi parallel octaves and uni S s always, paral-
e 5

lel 5ths which are formed by the root‘anw th of the chords are pr e & the two bottom
parts.

Since parallel octaves and unison:Ao be avoided, the destinati must have four different

notes in it.

R : <z)$

A. Perhaps the single most common use of chromatic aXlism in popular harmony is the chromatic
joining of iii’ and ii7 in major. Since iii’ are identical structures lying a major 2nd

apart, the use of a parallel chromatic cho en them (i.e., “iii7— piii mi7 - ii7”) produces
a succession of minor 7th chords. Ob he amples:

—d—d = SYE=E=s e m———
1 (A ~ b~ T P AV W S — | iy M=) ~
%ﬂ L) = V |‘-' el @] W ¥ b' Ad
P > P (7 F 'F| =
M T f = = L —y s = A v =
Y i E 1 1 A=J Py 2 Y a Y 1 L4 A b 1 ' \ =4

1 T d v 1 et T

d Wl b W1 e, il b mi.! bl oc. it biedtt 18



B. A chromatic anacrusis or lead-in, involving two, three, four, or more notes,

can be harmonized
with a “stream” of chromatic parallel harmony, as:

> % ‘ > 4 — >
) ‘.‘F'%-"_"l ! 5 l-%g — .‘\.H——r—g/; *
t 5 LFT | T LT [ P——T 7L &
J%}i r’|| Y . | H; :é”_-_.\ & ‘ %%é 2 l,!‘.‘ 1[:%;2 :;
i s * ' '

S —p
pmed T T Lo £ g1FED" D1+, G4 GBI Ema]

BASIC: \ I vi VofV v

In situations such as the above, the chromatic parallel harmony is calculated TO the destination
chord.

All parallel harmony is most effective when the chords i:’\%;: ave some interest! (For in-
e

stance, a succession of “V?9 SUS-4» chords would be c¥lve than a string of straight
wy o chords.)

. The chromatic parallel harmony may be used as the Ha
a passage, and be ‘“melodized’.

Any chord type is available, but successi oI®*Dominant 9th’’ chords (or \'ca ons) seem to
have been favored. Observe the examptx

nic Progression of a passage, or part of

-
]

=

| p— E:3§§ -\
N7 AY
7v
AW W)
[w] O
|

£

¢ 24 K 8% A1

——— Chromatic parallel to “V of ii’ > C: LoFu

Because of their repetitive nature, progressions of this sort
are suited to “sequehtial” or partially sequential melodies. 1In
fact, they are suited to overall sequential treatment. The
above example uses a sequential repetition based on two chords

of the progression, and it could be worked out with a repeated
pattern on each chord.

JIL }i
|0

D

g L 241



Sequential treatment is not necessary,

and interestingly,

of course.

In the following example,
the soprano remains entirely diatonic in C major:

no sequence is used,

D ‘ B t T N
u.'_*—? TS0
S TS—=T *P[4F yF ++ H?ﬁ 7 ¥
LAl bA ‘,’l L‘A 13‘ "f‘l I\‘l' \~| }
”‘TL{‘ - n P——‘P'F i\‘)m : ——
| f f—FP
c7 BT 7 A ‘d‘ AT T d

Chromatic parallel to “V’ —emem >

v

Here are further illustrations of chromatic parallel harmony used as the basis of the progres-
sion, with chords other than “dominant structures” used:

1. PARALLEL MAJOR TTH CHORDS:

5 O ———
SN T —
J | f—— .f. X
L2\ Dl J“t' = [w)
—+ o =

I

— 3__4
cma_) B“"“ B\""‘""‘ AM™1 hm G‘l c
C &parallel to “pvi? — ;) s I

2.

PARALLEL: MINOR 7TH CHORDS:

gbm-'v

r
vi 7

C.

Chromatic parallel from ii’ to vi
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3. PARALLEL DIMINISHED 7TH CHORDS (with appoggiaturas)

~— 3

" —1
i PR | i

1 =~ 1
[ Ny T
\

: —kwﬂ?t—jgﬁ—_—_?
bé‘ﬁ' e 4 g bd

=
1
i

&b

c®7 Be1 Bbow A7

- (00

Ab o7 G_m;.‘, bs

— Chromatic parallel diminished chords to “Phrygian V'’ — Y. PHR.

(In the previous three examples

no attempt was made to avoid the “sequential” plan - which
is the most obvious treatment for this kind of harmonic progression

ion. However, in every case
there was a Pre-determined Destination in mind.)

D. Finally, it is possible to handle single,
iaries, unprepared auxiliaries),

tic parallel harmony.

brief, unaccented ifharmonics (passing-tones, auxil-
which resolve by chromat

iatonic half-step, with chroma-
To illustrate:

Q Diatonic

Unprepared

Unprépared
Auxiliary Auxiliary g Tone Aux111ary
x *
0 ’i-db !lf T
AV Y
" 4
J

C- n I
But the result is somewhat crude, and is not recomme \111 part writing. (It is more suited to
sectional writing.)
PART I1. DIATONIC PARALLEL HARMONY QK
Definition:

Diatonic parallel harmony is diatonic chords moving in parallel fashion through the scale
Technical Details:

The principle is the same as it is with chromatic parallel harmony, except that chromatic parallel

harmony produces a sustained impression of the basic chord type whereas diatonic parallel harmony
produces a sustained impression of the basic scale type
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In diatonic parallel harmony, the chord type will change from one scale degree to another. A struc-
ture that may be good at one point in the scale may be harsh in another.

To illustrate:
D 0% = o 5
Ax re) 1Ty i —&r = =
e % =Y A 1‘? A o] B g
) = = <
. . ¢ w1 s S
¢ wtooTh o oWt e c. T TP oW
i ] L | L 3} i 1 1 ] L ]
Fine Harsh Fine Fine Harsh Fine
Nevertheless, if such “harsh’ structures are used transitionally, and are of short duration, they
will probably be acceptable, as:
Uses:
A. The diatonic parallel progression ca d to harmonize diatonic sc \s es, as:
This:

could become:

BASIC: T X " I
mas pecoye: M T Wittt T T 7 W T
— 1

]
Diatonic parallel to v11 Diatonic parallel from

17 back to I’

A short or prolonged scale passage which uses a modal scale other than the basic mode of the
passage may use diatonic parallel harmony in the appropriate diatonic mode.
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To illustrate:

-
N

Thiszﬂjgc CE ‘:LJ—D-U—H_J = i\ ! "_dl,
JC'. L bvi bir I
I | 1 —.—a .,
could become: e — — ‘ ! { 2
' P — - ——"
J &
| T T 7
b
. 4% bp__b_.\ > E’ + ﬂ b il
YA Y —— i F——B—‘Q* ,{:
BASIC: I bul bii I
. bl PR, PR, pHR. PR
HAS BECOME: L boi _.;7 s i i 17

Phrygian parallel
from pvi to big

B. A diatonic parallel progression may be used as the

passage, and be “melodized”. To illustrah@

=% *

onic basis for a passage,

or part of a

sht

P Y

M—-—‘h —
A -
+ b, .
= } P "f e -
C: lI X IM bvi PHR- L PHR.T®  PHR.Iw  DHR. T
’ 3
bovFi gui

Phrygian parallel harmony from bvi to bii
(or Diatonic parallel harmony in the key of bvi?)
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Illustrations continued:

2% | e
A L I o

o
>

Diatonic parallel harmony (ascending) with “free’’ lead

In all of the previous examples, the parallel harmony has meyed in diatonic scale “steps™ This

is usual. \
To illus@

Parallelism with “leaps” is also possible.

I_,

-
-

S

g

~f

y
o 1.
l
L.
0

|

——

{
g
D
V

0|¢

|

-

r
Ty

“free’” soprano

In situations such as the above, the parallelism must be carried on long enough to make the in-
tention clear. Even then, it may sound clumsy and umschooled.
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C. Finally, diatonic parallel harmony may sometimes be used to harmonize diatonic passing tones,

diatonic auxiliaries, diatonic unprepared auxiliaries, etc., as:

/
O] |D

\_G‘:
i
_—

| WO Ad
VA Nt

t
o

Basic: C- T u z’ e
I LB ui I"l TR &

HAS BECOME:

This use of diatonic parall_el harmony is not entirely satisfactor
intention is not indicated clearly enough, and the result te

PART III. EXACT PARALLEL HARMONY
Introductory: * \

Again, the principle is the same, but ea X moves in the same inte
quently, each part in effect performs anle melody at a different

s& the basic chord type, as:
n "c: Ny

\
A
\D)

in part writing, however. The
e crude.

aythe lead. (Conse-
pvel.)

The result is a sustained impre

Chromatic parallel harmony (see Part I.) is also exact parallel. Chromatic parallel harmony follows
the chromatic scale, though, and has a relatively “neutral” quality. Exact parallel harmony can
move through any interval relationship. It does not have the neutrality of chromatic parallel har-
mony or the clear “key” feeling of diatonic parallel harmony. As a result, it is considerably more
emphatic and distinctive than either of these, and is less able to fit comfortably into a normal
context. The quality of the passage as a whole must be taken into consideration before making use

of it, and it must be carried on for at least the length of a phrase or rhythmic grouping. Any
chord type, or modified chord type, may be used.
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Uses:

A. A complete passage can be done in exact parallel harmony. For instance:

O J '\: T T—T r TR 4
This: X T ] ; J:'E S —o—
C. =T vi W X T

L(;‘:D
ST
—+ o

L 1

. —£— |
—n @l
it
—g AL
QP

could become:

4 by

N TEY AT TR .
i PR . [} P r 1
Fatam— 0 - P t 1 P—p——p =
L | . | 1 )
I
>
Parallel major 7th chords, aimed at final “1
9 ‘I-_ihl L ! 1 o 1
A T ——" AT e
v P& g <
o + D d @é £3 J s
B_F be % > be L= = 1 4
'3:(_" i Lr ¢ : | . I
b 444
I H a7
Exact parall@ to final “modified” I
0 |
\l' ‘- 1 { ] 1]

or:

Exact parallel chords in “4ths”

In the above example, the “key” is ambiguous, and is dependent mainly on the top line.
chords in “5ths”.)
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B. The exact parallel technique may be applied to just a segment of a passage, provided it is long

enough to make the intention clear and provided it does not sound irrelevant in the context
To illustrate:

E
M
"

could become:

k7
. =
Thle—

Parallel 3rd inversion

4
-0
13th chords to “V of V’ {‘\

could become:

P O

Parallel 11th chords to ii Parallel 11th chords to V
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ASSIGNMENT 81 (Parallel Harmony)

. Parallel harmony is more often used as an orchestral, arranging and compositional technique
than it is as the original harmonization of popular melodies. Listen for examples of its use.

. Work out a short passage for four parts incorporating the movement:

“iii’ - piiimi - ii””

. Along the general lines of the examples in the text, work out:

a. A group of examples illustrating chromatic parallel harmony.
b. A group of examples illustrating diatonic parallel harmony.

c. A group of examples illustrating exact parallel harmony.

Compose a short work (minimum: 16 bars) illustrating and exploiting the sounds of parallel har-
mony. The work can be based primarily on parallel te 1 and parallel progressions, or a
more conforming technique can be the main vocabulary i pa®allelism used occasionally.

O
¢
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Chapter 8

OPPOSED SCALES

Proposition:

. A i . 7—-}.._*___
Scale patterns may be played simultaneously in contrary motiom: —= 3

A. Similar diatonic scales may be used in contrary motion to a destination.

-
:

-

5

4

| D
15

Essence:

i

q

D

N

note values.

The horizontal logic of the opposed elements m@ g vertical clash, particularly in short

The outside parts will normally be th rary elements. The inner parts will likely be

coupled, in-parallel harmony, to one of e outside parts, as:

ISy 2 — 1
s ===
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Application:
Opposed diatonic scales may be used to harmonize brief or extended diatonic scale passages.

To illustrate:

. n "\ l i i - |L\’ W 1 & 11
This: Fe ST = i
s L] 1 11
Jo. T i T T
e ~ — Y S o s
Y Al L —
(.‘l’I‘ - 3 o ) -

could become: m I _1 J ’ J_—-J J, ..'l

could become:

D O

tified in interest of the overall idea.

*Irregular spacing is

B. The chromatic scale may be used in contrary motion to a destination.

Essence:




Application:

Opposed chromatic scales may be used to harmonize brief or extended chromatic scale lines, as:

N ! . 3
This:

e === . R ke
-— l m—
¢ X I N I
> 3 >
n l i 1 | SN A |

-0
+
¢

could become:

i — —ir
'g_ - S (1, I

could become:

C. Differing scale types may be combined contrary motion to a destination.

To illustrate:
Essence:
n Melodic Minor down Phrygian Chromatic
1 N
1 P .Lf:
- N -
. o * . o -+
— »
ET ry &
Melodic Minor up Ionian Ionian
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Application:

These opposed scales may be used to harmonize brief or extended scale lines, or as a compositional
device. To illustrate:

ThiS‘Q A - I[rP:h—F:tP_ —1 I?‘\ F — 1
« f a WL ™) } :I) ‘ 11 t _AH' ‘ L c 1
o T Xor bui b ' I
Phrygian . Phrygian
l re

<D

n
44 |¢,__ ——-(Sﬁ,_
\eva
Igézgféj’
e
.

7T

.

ol

could become:

&
Chromatic Ionian
———9

Ionian

Tt

T ¥
could J

O e BT BT R
— = F.
become: U‘# LI_-I_T N

\d1]
"‘p .

[
B
I
- B
4
\
-0 P
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D. The opposed scale patterns may be used in differing time values.

Essence: ) Ionian Chromatic
0 —— 0 /_;—-T’-——t
‘X, 1 | S

\l 1 1}

-
.
]
-
-
-

b

1
IIJ J
— Y *

i
[}

:
i
™
¢

il
il

Chromatic

Whole Tone
— Chromatic /,—S\\
7 3 ——{—
i 1 1 1 G
\&/ 3,
SN it 4 - )
B¢
1 i L 1
Chromatic

Application:

This method may be used to harmonize scale lines, or g To illustrate:

() M 1
TN

- )
xdB
_ch

E. Repetitive interval p i‘\@y be combined, either tog along with scale patterns.

Essence: Ionian “3rds

v VT \
A\ WA l+[lll‘l° ’i
J

e b

=2 £ = #
g==u=— 0 ‘
s !

L, bt y o 3 r | Ionian 3rds

Phrygian “5ths’’

Pattern
-~ L e S | T

o
4

S 3
11k
(%—— .

f———
| S
1]

Chromatic
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Application:

These may be used to harmonize repeated interval patterns, or as a compositional device.

To illus-
trate:

Ionian 4ths:—A— J i AAJ { JA, ! | ;
Phrygian scale: L — d L - 22
5 % T f ©

r 1 r 1

Ch tic £
Chromatio, four 402 dbd dvd dpd| o
— - - - U

Chromatic scale: o : . : \ ‘ i T { =

(Observe combinations)

)] |

\/ !

‘X' rad 1 1 ‘ L >

- 4
FA Y ul
| I A 1
c. I

The techniques and devices suggeste®@ this chapter can be carrie further than these illus-
trations. More exploration in irection these examples ind@cate 1s recommended.
Sharp contrasts between @ &nd fusion can be dangerous, remember that the ear is the final
arbiter in techniques g as this. It is quite po§§ib vise a combination that looks very

crafty on paper but sound ompletely chaotic!

sed Scales)

1. Even more so than Parallel Harmony, theWse of opposed scales and patterns is to be found as an

orchestral, arranging, or compositional device rather than in the original harmonies of popu-
lar songs. Listen for its use. ‘

Create a number of short examples illustrating opposed scale technique, etc

., along the lines
of the examples in the text.

3. Compose a short work for four parts (minimum:

16 bars) that makes extensive or occasional use of
the techniques discussed in this chapter.
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Chapter 9

ORGAN POINT

(“Pedal Point”— “Pedal Notes”)

Definition:

A note, interval, or chord held through various changes of harmony.

The Organ Point may be (in fact, to some degree, nearly always is) foreign to the harmonies with
which it sounds. However, it customarily begins and ends as a member of the harmony.

Introductory: OQ

The terms Organ Point, Pedal Point and Pedal Note §riginated from the use of the susggaining pedal on
the organ, but the uses of organ point have evo considerably beyond this. are, in fact,
very few technical restrictions on its use,. ali lar to Parallel Harmony, N& cales, Equal
Division of the Octave, etc., its effecgiv is a matter of musical jud t#¥er than tech-

nical rules. \
By far the most used pedals are th ﬁnt or tomic in the bass - hey act, in effect, as

“Prolongations’ of the dominant g @ harmony. Pedals may also @e used in the upper voice or in
an inner part, and they may®uNQYy le. degrees other than the inant or tonic. The pedal may
be broken into rhythmic p and it may be melodically téd. It may even achieve major
thematic significance as a ostinato’” (continuously repgat ttern). It can be argued that the

“opposed scales’” idea develop® from the organ point, an \ theory considers organ point to be
the origin of poly-tonality.
The standard uses of the organ point are: @

&ominant
gle Tonic
Pastoral (tonic and dominant in combination)

Chordal
Others

The following text examines these.
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1. THE SINGLE DOMINANT ORGAN POINT

A. In the Bass

The dominant organ point in the bass is by far the most common pedal usage. It can be regarded
as a prolongation of the dominant harmony, and can be retained against harmonic elaboration in the
upper parts, as:

Chromatic
Parallel
A e 0 o —
A VA L (o) )4 | "W al 1 1) -1
e hpm — Gy Fe—
v T "l = ) -r -5
d—J4 b4 bd 1005
- -— - 4£.3 - -

~ J _ ] ho b
| N 4 =Y hdll W 4 | =4
vl e L fo» ] 5] l;\lll (13

Dominant organ point Dominan% organ point
C il - - I LT T - T %I- ¥y o - T

“Cycle” \

V4
.4 ral
JATa ™)
L= "4
)
A
r7i N O

C: I - XoT- {{ Torii LorL ¥ s

L
The above examples represent brief elaborations of V:N e organ point may be of any duration,

g7 37 =3~
0 i— | {— ~—1 . i
J’\[\C 1 1 L i [ ] ID\
I L) v T ) T T \ ~
" 3y = f— 23 — 3 —
o ) d JL 3—. b J
S = - £ - = - -
L= B—— 4_‘,.0 — —& =
¢c: zT* 1

This is rather more a sustained root of V than it is a dominant organ point, but the arpeggiation of

_ the 9th, 11th, and 13th of V create the impression of a “D minor” or “F*’ chord against a G organ
point.
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The dominant organ point in the bass will invariably end on some form of the V chord, but it may
begin on the I chord. Necessarily, this creates a “Ig"chord,and the passage that uses the organ
point can be regarded as an extension and elaboration of the «18 . v formula, as:

This:  “I§ - v becomes:  “I§ - - - - - - - - - - oo oo - v
Elaboration material above
sustained dominant
To illustrate:
ﬂ L p—— | | l 1 \
| ¥ AT 1 1 L 1 by 1 1
y— 0 Vo =~
Pt . -
P BRI =i
/-—-7
- bd bd n-s
0N 1
s of 1t
<7 N Cd i1}
T o &N = 1]
~ ~ —— et -

DOMINANT ORGAN POINT
c. IY%- - . pu -  Wopbu bui bu\ T*¥- ot - --
s S T L Q

______ vn)
The organ point may become a more significant elemegt of ::e passage through rhythmi

decoration and variation. To illustrate:

1. A sustained organ point may be brol‘en @r thmic patterns, as:

and/or melodic

S

/_\/—\/—\

This: =/ 1 could become:
ote
D S AN B ). |
or. Pri ! 1 I‘ Vel 1 l|

2. Octave leaps may be used, as:

TN N

[==]

£

ﬂta.

[

e Y
This: =—F

N &
AAPcould become:—}=

Lttt

o

Q
=1
Y,
\[
~_f.
=
P
(o]
o]
X
-
N/
i
“a;
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3. The organ point may be decorated melodically, as:

/\/\/\

il JC,.
This: T = 2 Joould IR AP PP h T P ke TP
18— } 1 fibecome: —=——H—H—1 e ——°

Caution: The more elaborate and decorated the organ point is,

the less active the
accompanying parts should be! :

Here is an example illustrating the use of a decorated domina

fore the other parts enter,

it a significance that suggests it being properly termed an to”’.

Chromatic Qmony
B A Cr

nt gregan point in the bass. The ornate
nature of the organ point, plus the fact that it is establj h%
S

gives

I
WA [}
A S~ ) -— — T
FAYa NS Y 4 ha Ny
L~ — L i —_— D
v F ©- -
Ll i lb ‘b
S 4% L 39 o v
Z Y 7 LA | 17 i Y 71 T 1Y [~]
l p] - f ¥ s = r- 5B ¥ "

0\
B. The dominant organ point may occur in the &@A either briefly, as:
ngl

n Dominan p?int

P
< bd | b4

Dominant organ point

T | - 1)%
0

W ?hH‘P'F Z
——— —
Towi @ T b A p— I
[}
W Chromatic
parallel
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or the dominant organ point in the soprano may be of longer duration and achieve more significance
through rhythmic and/or melodic embellishment, as:

* (embellished dominant organ point in soprano)

—— =l hdﬁaﬁqﬁiﬁﬁu
SESS R e e R s e 5
D

-
1

/——\
4—~d J 444 |4 Dbd L d
F A W1 Aol o p. LY ¥ ol pr Yo hcd
| KCPW Al 4 | =d ¥ T | o - Y
r7 ") pZd 1 1 1 1 1
5 - ! { | ;:hF -
rf _P_ F
. o Lol o - el -
=} I mwﬁlh*w" n - h+ - T -~ hu bu [;]
i 2
Exact
parallel
C. The dominant organ point may be used in an inner part, e;ﬁ\\i riefly, as:
*(Dominant organ point in n
jeve more significance thr@ythmic and/or melodic

or it may be of longer duration, a
embellishment, as:

*(embellished &rgam point in alto)

A 3 1 4 .
1] | : 1 h A . 1 11
X { [~} H od Vv 1TV Y | [ =]
SRS S8 SEEE s 5
Y ! | ©
) 4* A
== 1} -
¢ T buit® bt PHRT T

II. THE SINGLE TONIC ORGAN POINT

Introductory:

The overall principles relevant to the use of the tonic organ point are not substantially different
than those concerning the dominant organ point. However, it is worth noting that the tonic organ
point is somewhat less flexible, and tends to “clash’ more often. The dominant is reasonably com-
patible with all of the scale chords and their modal variants, but.the tonic (because of its innate
“rigidity’) can sometimes be harsh when combined with those chords which normally lead into it, such
as V7, vii, and bii+6. (This is an observation only, and is not to be interpreted as a “direction’.)
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A. In the Bass

The tonic organ point in the bass can be regarded as a prolongation of the tonic harmony.

Its most
common use is the familiar “Pedal IVE” formula (“I - Ivg - I"”), as:

e —

A\l

—2 = s
] )'— ~ (= o
=5 P °
i d
2 el — I
7 m— — m— = Tonic pedal
b
C- I T I
Its use can be extended well beyond this, however.
It may be brief, as:
Diatonic parallel Exact parallel
‘ ‘\ i \ § [y ]
‘X, d' A ! 11 1 ) 1 1 )
EENATAY o
L™~ 4 | =) ~
Vv i e
Uf' (o) o4 = T
hd 1 v ——
Tonic organ point Tonic organ point
b
¢ T - . b T
b3
or it may be of longer duration and 3ch@ignificance through rhythmigf al lodic embellish-
ment, as:
1 1 J\ 1 II L
-
| &
4 £ T3
1
Tonic organ point elaborateh rhytRmid1ly, with octave leaps.
C: T b’ 1 e b T T
K PHR.
N : - | ﬁ {—
| WA ! ] A 1 1 [y & | Y 11
| Nl Dd) r— _—_e vy o Hha | p ha [
NY 1\ A 5.4 P 1 7 15y 7
\ie” b () L] 1 ~
) | hd
y bd| 4 bd \?m 4 J b -
rx‘l A } !
z — == === ' Frr—p
- ] ]; de—— l =z I A S| >
Decorated tonic iEan point - i o
me. L 3 Ti ¢ bii bi.':_"’ vt I bt T
[@or] %
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B. The tonic organ point may be used in the soprano,

either briefly, as:

Tonic organ point Tonic organ point

n ! Y J
\J i Z 3 1 = 11 . 1 1 Lt
) e o T 1Y n L [ =]
TAT-WN
L™ A | 1 =Y
G e i l&% =
434 |44 g
> T - - J -
Syt ; 5 » '
7 M =4 X t —pp =)
T } 1 } { { hd ) 1Y l' !
C. T balBT Teri ubs ¥ ¢ T
“Opposed Scales"
Diatonic in alto
Chromatic in tenor
Chromatic in bass
Note:

The use of a sustained tonic at the end of a vocal solo is a familiar
arranging use of the tonic organ point, as:

al |
I [or )

X (=]
JATAY

T m

The band plays a
a sustained tonic

—— o

ra
[ =]

-

Vocal:

|ttt

i}

rt ‘@odetta’ against
voice.

or the tonic organ point in the soprano may achg re significance through
ishment, as:

*

\ and embell-
V lere

Embellished tonic organ point

3 N
N Jm—d~ J—J~ b dom=d
A = i
LTLATR - # { 1 o= o
5 | i j‘—br T ~1
4 . ;
J b T
S e ; o
o il ¢ 1 F a1 ¥ [ = 1O 1
L L‘ M %Ll T 12 + 1 R
F: d buii buix e ¥ T
C. The tonic organ point may occur in an part, either briefly, as:

* (Tonic organ point in alto)

n . | . | hm .
et o g
= B e,

o dbd 4 ) |pd 4 o
- V— S T Bl S u? ? —
& I but X T

opposed chromatic scales

in soprano,
bass

tenor,

and
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or the inner part tonic organ point may be of longer duration, with thematic significance, as:

*(embellished tonic organ point in alto)

e — =4 e
L e

0
—d

:%ﬁ? .r__? ¥ ng: iy @E‘

L+

Q]

Sl

T |

[
4 Y ﬂﬂﬂm .
I [bﬁf] 'Chromatic ParallelA I o °

opposed chromatic and
Phrygian scales

ITI. THE “PASTORAL” ORGAN POINT (Tonic and Dominant in Combination)

A. At the Bottom

The Pastoral organ point is a more emphatic form of the tonic grgan point. It acts as a prolonga-
tion of the tonic chord, with a very strong “key” feelin

he§following example shows an elabor-
ation of a fipal “I” chord, using a Pastoral organ point. E\ also, the dominant organ point in

the tenor in bars 1 and 2.)
. . ern in 4ths with chromatlc scale
*Dominant organ point
[a) | 1 . N
\Z u 1
Ao~ i———.L -"-, 5
Snde? 1 o £
J e e
X lf"\

o XN ol [
Tt

Y [ ] Ll
V- |‘
C: I - #I°

0 . | N

\;I |_; 1 1 : 1 1 il c
ATAWD

L 1 Cd 0
J I | | e
LAt [ o) £ L= ) [~
{I] 7 £ [ = 2 PV =)

b | R - e
¢c: I - JYorl. LoP¥ - ¥ - - - T
Sustained Pastora gan point

The Pastoral organ point can be given, through duration and embellishment, more significance

as:
(Five parts are used in the following example.)

n ﬂ ﬂ i |
T — > =
o0 - g &
J f ] =
Elaborated Pastoral organ point _b
\d—b—Aei—DAAHLMaaA 1
- l‘" t - - 3 i - T ] - \) o

. I E E Vi



Further, the Pastoral organ point may be performed in only one voice line, as a “melodic” device.
When used this way,

it is called an *“Alternating Pastoral Organ Point” and is still basically a

tonic organ point. Here is an example where the bass is performing an “Alternating” Pastoral organ
point: Chromatic parallel harmony N
. i
b e >
“WAI{ r—Y , ¥ p %D nﬂﬂ 1
J T —t | A e
T
N "‘.4L b-_ = bii ii bii -
Nt —E ¥ ¥
P ———— = == —
v T T V T r 1 V_ T V
Alternating Pastoral organ point
c: I i i TiT biih — — - — — — I
of of
biii biii

Lr

B.

The Alternating Pastoral organ point (decorated or undecorat®d) may occur at the top, or in
the middle. Observe the examples:

Embellished alternating Pastoral organ point_g

VA T A "
ALY W~ 1
N | oad Pl m g e
J | ™ Ay
J \44 (hy
L\ 1 - AV
| K A AN = | o |
P2 Y W S A =4 R'J
v T L
Eb: I Chromat

Embellished Al 1\3

ng Pastoral Organ Point in a

H]
o

IV. CHORDAL ORGAN POINT

The principles here are no different than in the other, more frequent, uses of organ point.
organ point normally involves the tonic chord.

Chordal
final tonic chord in a vocal group,

An example from commercial practice is the sustained
while the orchestra performs a short codetta against it.
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The chordal organ point may be a simple sustained chord, or the chord may be broken into an “arpeg-
gio”, perhaps with some decoration. The following examples should indicate possible avenues: (four
parts are generally insufficient for this technique)

bpgy .

N

i

@«

oo B
;1' ¥
wil
ks
—% .%f{:
=
i

- e —t— P
Fa [} — [} — g
e = T =R
c: T pitt T W X Wb I G b 1
of of b = OF
i ut ["b:nF.\’. z
Sustained tonic chord organ point
[a) | ——
— — — o o Glf Bt — —b
[ATA YT ﬁi P4 [= | &) apr———— P
A> " | A [ ) bod
e
(.\'\‘/_lr [=] [l [=] v - 8
S N N N~ : 2
I 1
c. Ty

Emﬁellished tonic chord organ point

AV AT 1 : N
AS_[ o3 =~ - > 21 T mmm— d LAGIE hH 8 . .
A WA« I o A & | . 5 % - : :
A=~ S ] —— Y P
J
K +¥F -p:!"
o =
e N . A d 1 4
) I A ] | I ] o -
) 7 g : i = 7 5
= y -

F T Y.F I
1)

Arpeggiated tonic chord organ p

Sustained tonic chord organ point

B
-

L

u

[~}

X i S - Bt -
P —e———— ——T[ g
— -
Exact [~

parallel .
harmony ‘}1EE:%E;E%LEéggggi:QE:Eig %ibﬁég.

e W Ff“ I

wp )

¢

TP

- e
-

———

C e
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V. OTHERS

The foregoing text presents the usual uses of the organ point, but it does not exhaust the possi-

bilities. For instance:

Mediant organ points can be used, as:
Mediant organ point

1 Y 4 1 -
éu‘v ci_ —= = i,,—-.% t  — X
ST P $¥F [ TTF °F| S
447 kJ I \ k.J
N LA e ] (=] & A =
i a— 198 s
—D — { T F
C: it rIb‘i I Torii iibs A T
Submediant Organ points can also be used, as:
*Submediant organ point
ﬂ 1 N 1 | 1
Y—tr—r 1 ! o) s =
e e e =
J VA sl 1
*
& 2 PREY -
= = —
bl 1 LA | [|
T Ia -l—b T 1} Al
C: ps r” I+ T . (b))

Chromatic pa

4
These will likely be factors of the me ic@pper parts rather tha

The organ point is, clear %narkably unrestricted devic

nd judgement. Its effect is

unit;

the demands of musical ta
occurs into a single harmon
tonic.

sition shows liberal developments of the orga
insistent repeated pattern, not necessarj e

Further exploration and research into the use

267

hence the fact tm@

It is not unusual to find organ points in the origij armonies of popular songs and modern compo-
into ostinato.
ed to the harmonic progression.

estricted, that is,
together the passage in which it
t often occurs on the dominant or

of organ point is advised.

D

Jazz often makes use of an




ASSIGNMENT 83 (Organ Point)

1. Examine any available music, and listen for uses of organ point, particularly dominant and tonic
organ points.

2. Write a number of short examples along the general lines of those in the text, illustrating:

a. Single dominant organ point in the bass
b. Single dominant organ point in the soprano

c. Single dominant organ point in an inner part

d. Single tonic organ point in the bass
Single tonic organ point in the soprano

f. Single tonic organ point in an inner part
In each of the above, show brief, prolonged, undecorated, and decorated organ points.

3. Write a number of short examples along the general lines e in the text, illustrating the
Pastoral organ point. Include examples with the Past g point used in a sustained form
and in the “alternating’” form in the bass and in a If necessary, use more than four
parts.

4. Write a number of short examples along the gene lines of those in the text, illustrating
chordal organ point. Use more than four s when necessary.

5. Experiment with mediant, submedian‘t, @t T organ points. Q\
6. Review completed exercise material :’\bany earlier assignments, g idea of applying organ
point, perhaps as a fifth part.

7. Write a composition for_ fi ore parts, from 16 to 24 larS in length. Either use “Binafg"
form (“A” sentence - emyence), “Ternary” form (“A” se “B” sentence - ‘“‘A” or modifigd
“A” sentence) or so riation of either of these. u ate and exploit the organ point
possibilities. . ¢

4\
<
Q\
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Chapter 10

EQUAL DIVISION OF THE OCTAVE

(""Symmetry of the Octave”)

Introductory:

Any octave may be divided into 2, 3, 4, 6, or 12 equal parts, in ascending or descending direction.
To illustrate:

2 equal parts (tritones)

-

Py

i O
w) .

Ny
Loz
.

==

3 equal parts (major 3rds)

: bo— 2 bo OQ

4 equal parts (minor 3rds)

0O o

L
| %A A\ >4 \—d
| P B =] A4
[a» ]

HP
0
0

L 4

Y
Q

N
i OQ

6 equal parts (whole tones) S E

12 equal parts (12 tone scale)

n

D
¥

T
1)

o1

¢

D

A

Proposition:

A progression of harmonies may be based on a set of chords whose roots move through an equally
divided octave. They will be held together, and achieve logic, because of the mathematical sym-
metry. The progression will have a sense of completion when the octave of the starting point is
reached. The beginning and ending point is called the *‘axis’”, as:

- "3
P f‘# P P2 ra Fa; A ~
L. = =1 [ 4 Rl 8 4 hal A - A = L
Ch €

Chord rhord Chord thori trord thord

4 4 "
Axis A;Es AXxis Axis etc., etc.




Details:

1. In practice, the most effective divisions are:

the two way, which outlines the tritone: J‘" o g =

L4

7S -
the four way, which moves in minor 3rds:—}F—p

Al
and the three way, which moves in major 3rds:—7> I —

The six way division (whole tone scale) and th
forceful, and the duration of time required
of the 12 way division) results in a loss o

1v ay division (12 tone scale) are less
e presentation (particularly in the case

2. The type of chords used on the rootsgis tter of choice. Similar\ res will produce

the greatest unity, as: @
' 2

il
I way) 5 (iR ¥al

Similar “axis’ chords, with some form @nt structure for the intermediate chords,
also be effective, as:

——
(Z-uay] T #7 o
£. Fiiﬂ l'g? AL P
—&Nay, 1 124 b H 1
L J
It is quite possible to employ a mixture of chord types, as:
WAy T £ Ep i+ ﬁp AT — =
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3. The unity gnd coherence in this harmonic device is the result of the mathematical relation-
ship of the roots. It is NOT based on traditional scale and key relationships. Consequently,
it.-is not possible to voice lead all parts in diatonic or chromatic scale intervals.

Although it IS possible for the soprano toconform to normal horizontal melodic practice, as:

O \ J | \ | |
- = & = H L
[AYaY Fa Y
\da?f ¥ h—d
)
Soprano diatonic in C major: u
1] — “‘ “.r
¥ — n =
7 0P
C
0
7 [T
A Lo
o
7 .
Soprano in C, with modal variants:
1t
=] b of
11/[ |_=_ [ )

33 P 1
¢ g7 Al ;f d
¢ i
\Z

I

@ Tonicizatipn Chromatic

Soprano in C, with tonic¥gation
and chromaticism:

=
»

“f

£16
oL

9

7 ¥P T
e Eb1+5 F#—’ b A) Q-

A little experimentation will show, however, that the supporting harmony parts for the above
examples cannot move through C scale relationships.

Some Uses:

(As a few of the examples indicate, an organ point can be useful with an equal division progression.)
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1. BRIEF “ELABORATIONS” OF A BASIC HARMONY, as:

‘2’; T =¥ ?': -] > br J’R — Z (Tonic organ point)’
) \ P v
4 4 bidd b=
,‘:' c— TF = - =)
C x ) C

L FRlaboration of I ——

—+
¢l o)

[ =)

— ¥ >~(Tonic organ point)

Ab F

oration of I —m8m8 —J

n\ equally divided

octave:

oo |
= =
) j =
25 é‘ - A “; _
== b — =
Ce .IT. Ilos T u I rr 4? ' szq T
. Dmi-§ ’Bbrm‘-q Gbmi-q DdDmeg

Elaboration of ii with exact parallel
harmony through an equal division.
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Elaborations of a basic harmony with an equal division progression are similar in intent and

concept to “internal toncization’, and to developmental devices such as the Pedal 6, etc
The basic harmony is enriched with material that leads back to the basic harmony.

BRIEF “SEQUENTIAL DIGRESSIONS”

Each chord of the equal division pattern can be regarded as occupying the same relative scale
position as the “axis” chord. To illustrate:

To

oflo

H e PP

Dominant organ point

C.

'-,. I bui Cq.“, bUl E'. V; C: bu; -V-l-n;- PHQ' I
e B

K
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3. The equal division progression may be used as the plan for the key relationship in a more

elaborate and extended modulating sequence passage. This type of sequential plan has the
advantage of returning the music to the harmonic starting point. To illustrate:

p in © v e in Ep —— y———in Gp o in A g in C——
G £ BP b i filr £ A i a
C: V I Eb: Vv 1 Gh: v I A: ¥ 1 c: Vv I
r in C —_ in Ap )
B o £ Fr = - Ap B
C: ii v I A Ab: ii \ I v
of of
bvii pvii
(V of ii (Enharmonic V
in Ap) of ii in E)
~ in E : in € —— e ]
1 2. n ma -+ A+ P+ £ o
E: ii A I A% C A I
of
pvii
(V of ii
in C)
4. ADDITIONAL MATERIAL
a. “Incomplete” equal divisions ca € es be useful and interestgdmg,Nas:
<
f——= o F— = Pari = i
LIncomplete 4 way divisi L ii I
(@feinterpreted
as “V of ii")
£ II;\ f vl A Fad
[ &) V2 074 | Vx| -_ L%
..Incomplete 3 yay vi
division of % E
(Reinterpreted
as “V of vi™) Q
b. Other “symmetrical” harmonic pro ﬁ 11 work. Examples:
. —_— . . . - Half Tone’ Patterns
T ¥ T 7 J T ¥ L T, T L) T 1
B —A—=—fG—F—F—1 I C-B-A-AB-GB‘-F-E:’Z-B-;E
mi. mi. mi. mi. mi. mi. Perf. minor
w24 1 3, 420 1.3 (‘%:Ll:gJ 4 downy, 2nd up, etc.
H__¥_ v s A el 1 I
0. F, L. T ol 7Y r r rad F, B2 ol 2Y f ud n Fad
el D - F2 374 = L o =l = Ly = [ | W fnd | v ] ¥ Ya 874 > L7 bl N faad 2 fnd | 9
(na. 3, (mi. 3, Jna. 3 pi. 3, etc.
1 | s n | N amal L i 1
an } o - Bh on ol oY -
K ny f of [ 74 12174 M CLy

The student should explore and experiment further with this proposition.
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ASSIGNMENT 84 (Equal Division of the Octave)

. Examine various equal division and symmetrical progressions at the piano. Take a sentence or a
phrase from any standard melody and experiment with harmonizations based on equal division tech-
niques.

. Take a few basic progressions such as:

(i

===

and work them for four parts, using the equal division of the octave technique as a means of
elaborating one or more of the basic chords.

Work out a passage using an equal division of the octave, or
octave, as the basic progression, as:

complete equal division of the

gt

Lt

1

C ED F# A

-

[
bbett—|

c A'.F‘*‘Q

C Ab C

Work a short compositio nimum of 16 bars, which explo@ equal division idea as the har-

o

'TTT

monic plan for a modulat sequence, or in any othergqu®€. J You could perhaps incorporate an

organ point.
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Chapter 11

MODULATION

Note: Modulation is not itself a particular or specific type of harmony. It has
been left to this late point in the text because almost any form of harmony
in tonality can be used for modulation purposes, and not because its prob-
lems are unique or difficult.

Definition:

Modulation is a change of key through a change of tone center. (For instance, a modulation from
C to Db is a matter of directing the musical materials in sucf§ a way that the C ceases to sound
like a tonic and begins to sound like a leading tone.)

N

1. VARIETY

Modulation is one of the chief devices of ¢‘contrast” in music. In a work Qf any length, com-
posers and arrangers often find that ulation is desirable to gvoid notony. This is
particularly so if the basic harmony work is relatively simple atonic, and less

so if it is more complex and e;&ten@ Q
2. RANGE CONSIDERATIONS :\

Arrangers often find it n@ to modulate in order to pro more favorable key for a

vocalist or inst rument(
Comment:

The writer never faceSfan isolated problem of modu&attween two keys. It is always a pro-

blem involving a change key between one passage and another passage of music. There-

fore, the success of the modulation depends not QO the actual change of key but also on the
e

organic relationship of the modulation to the rk! Consequently, exercises in modulation,

while technically necessary, are generally y meaningless and unconvincing, since the true
effectiveness of the modulation can on as sed with reference to what preceded it and what
follows it.

Considerations:
1. RHYTHM

A modulation will coincide with either the end or beginning of a phrase, sentence, or other
rhythmic grouping. Harmonies of a modulatory nature which occur in the body of a passage are
generally heard as “extended tonality’’ through tonicization rather than as actual modulation.

276



2. MELODY

More modulations are less than effective for lack of attention to the melodic line than for
any other reason. In order to fulfill the aim of a modulation, the melody must do one of two
things. It must either:

a. Itself modulate, completely removed fromany consideration of harmony. This would, of course,
be necessary in situations (relatively infrequent) where the writer desires to perform the
modulation with only a single unaccompanied line. Even in situations where a good modu-
latory harmonic progression is being used, thepresence of a modulating melody will be, at
the very least, an important advantage. OR,

b. It must be ambiguous. That is, it must be constructed in such a way that it could logi-
cally exist in either key. Such a melody will not modulate by itself, of course, but if
the modulatory harmonic progression is successful, the ambiguous melody will not be in con-
flict with the ultimate destination of the modulation.

(The student will note that one of the main differences between Tonicization and Modulation is the
melody factor. In extended tonality through tonicization, the melody normally remains related to
the scale of the main key - with the tonicization being harmonic color. In other words, the melody,
as a rule, does not modulate. In full modulation, the melodic cogiderations are quite differ-
ent.)

In constructing the melody of a modulation, the followin Q\s may be helpful:

From the very outset of the modulation, conceive the in terms of the new scale. Do not
spend time merely reiterating the relationships of e old scale; otherwise you mayqfind yourself
having to make an abrupt or clumsy switch near th of the modulatory passa TIMs clumsiness
can be avoided by using the notes of the old g s they would regularly be usSg t™§he destina-
tion scale. To illustrate: * @

If the modulation were from “C” to ‘@ the beginning of the mod lody use:

<

as if it were:

¢ Submediant

N\l

:l\l-\ as if t‘@ Y2 1
A4 c A"~ 4 1% | c 1
YC: Mediant 7 Eb: Raided Tonic

:(:)

Lo
")

-
g

F_\
-t

1
1T
A
I

as if it were: >
Eb:lLeadingm'lr‘o‘ne

-

k5
\_ké.

C: Supertonic

D O |‘ —1
X S o— as if it were:ﬁb I %‘%‘
c: b7 Eb: pominant
'etc., etec.

277



This same advice will hold no matter what
reinterpretation, as:

two keys are involved, even to the extent of enbharmonic

Modulation from “C"” to ‘T#”, treat:

0N Nt s |

RV A ! AW

- =2 as if it were: ——C

lt?

J/ C: Tonic J C#: Leading Tone

At some point, a note which is altered in
respect to altered notes still holds, 1i.e:

the first key will appear.

The familiar advice with

If the first note in the new key is a raised note in the old key, it is better to avoid leaping
up to it; and if it is a lowered note in the old key, it is better to avoid leaping down to it.

When the new scale has been entered smoothly,

new key.
to be the destination key.)

Dominant-Tonic movements:

Here are a few relationships which may help to do this:

the next step is the definite establishment of the
(The examples assume the Key of C

Tonal tritone outlines:

fal N a) ( '

AWJ 1T \/ 11 N V7 1\
,Y‘n — [ ) ‘Ill ]X\" 1 11 Y [e] C 111

D 1 111 I |31

(v S 11} L~ =4 t 4] == [ =) 11
J / s - J
Ascending upper tetrachord: cending lower tetrachord:
AL 1T

A N [ &> ] 11

N F' [ o] \d 1t

Sl o |1}

’ <:E:’

“Leading” movements that stress thq nt and tonic relationship @

0 L |

A\ S i1 Fa¥ 1} \

A 1 [ o= il A~ [« 11 o

(A 172w oW 0 1 h—d 11

A "4 - A4 [ h=d 1 1l

J/ ~ g N—A

add subtlety.)
If the new key is reached before the end of
time will be left to establish it. Furt

be welcome.

Here are a few short modulatory melodies,

need be as “bald” as pr

bove.

sed modulatory passage,
e more distant the key,

Judicious decoration will

all the better, since
the more such time will

illustrate the process:

into Eb
0 T . .
C major to Eb major: ?‘I\n""r > T— ‘p . L;‘ . E————— = T
P == == —S=-=====t

C major to E major:

-

0



C major to G major:

C major to BP major:

into G

into Bb
R VA | 1 ' \-
—t—pm '| =1 ¥ —p =
LZ 1 i V w7
! I 1
C major to F‘,# minor:
into Fémi|
0 R 3 - ! | L
1 [ IT N P 1 2N ‘ - T
! : U Tt i =4 =
V) k3 T =

ASSIGNMENT 85 (Melodic Modulation

eighth notes or shorter and some more sedate. For co n one of the following plans

Write melodic modulations (single line only, no harmony), of od and character - some with
ce®wake,
(while not obligatory) will suffice:

Tonic—of — Conclude—in
jjgf:hbg a Fd i)
Tontcof oncludein
 — - ew key
'Sf hey (241
Tonic of Conclude in
Ist key new key

A frequently used plan in arranging (e.g. Q’ n one chorus and the next)
1

(In practice, of course, the tonic of the first k ave been preceded by material in that
key and the conclusion in the new key will 11 ollowed by material in the new key.)

SUGGESTED KEY CHANGES:

Major to Major Minor to Minor Major to Mimor Minor to Major
Cma - Fma Dmi Gma - Emi Gmi - Ema
Fma - Cma Gmi - Dmi Cma - Ebmi Emi - Bma
Bbma - Cma Ami - Gmi Fma - Cmi Ami - Cma
Ebma - Dma Cmi - Bmi Gma. - Fmi Fmi - Ebma
Abma - Fma : Fmi - Dmi Dma - Gmi Cmi - Ama
Dbma - Ama Dmi - Bbmi Bpma - Cmi Bbmi - Cma
Gma - Dpma Ami - Ebmi Epmi - Ema
Bbma - Dma Fmi - Ami Cmi - Bma
Dma - Fma _ Ami - Cmi
Dma - Ebma Emi - F¥mi

Bmi - Cmi
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3. HARMONY

General Directions:

Aim for a “subdominant function” chord, or a chord preceding a subdominant function chord, of
the new key. This will guarantee at least three chords from the new key (subdominant func-
tion - dominant function - tonic), which can be regarded as a fair mintimum.

Primary and basic progressions will usually serve the modulation best. Too much Modal or
Chromatically altered harmonies may cloud the issue or defeat the purpose. This isnot tosay
that a little harmonic subtlety should not be used, but a progression of colorful harmonies
that could be effective in established C major may not be so effective in establishing C major!

The use of “Ig - V" instead of just “V” at the cadence is a traditional method of adding fur-
ther emphasis to the new key.

Show concern for the melodic as well as the harmonic aspect of the BASS line. If the two out-
side voices consummate a convincing and smooth modulation in themselves, the problem is vir-
tually solved.

Do not forget “accidentals” The new key area is usually reached before the actual change of
key signature, and accidentals are necessary until the signature changes.

Specific Techniques: \
(No attempt will be made here to list and examine ever@ 1& device which has been and can be

applied to modulation. Most modulation harmony wj at least generally, into some one of the
following methods.)

A. The “Pivot Chord” Modulation \%
A “Pivot Chord” is a chord which i a@ at in one key and left inpfan r @ The Pivot Chord
technique is the fundamental modula \ ciple and nearly all s are directly or indi-
rectly derived from it. To this i e text has introduced:

@)iatonic Chords

& Modal Variants
Tonicization
Chromatic Chords ¢ @
: Parallel Harmoni ‘
A moment’s reflection will show that, from one @lor another, any chord can appear in any key!

It follows, then, that any chord can function ivot chord between any two keys!

Rather than leave the studént with on ad concept (although there is a strong and attrac-
tive temptation to do so), it is wise t onduct a specific inquiry into at least some of the pivot
chord types.

1. THE COMMON CHORD PIVOT

This will be a chord which is found diatonically in both keys. Common chord pivots are avail-
able only between keys with no more than two accidentals difference in the signature (e.g.,
there are no common chords between C major and Eb major or beyond, and no common chords be-
tween C major and A major or beyond).
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Examples:

Between C major and F major (1 accidental difference):

cjc I Dmi | C: ii F | C: IV Ami { C: vi
F: V F: vi F. I F. iii

Between C major and Bb major (2 accidentals difference):

pmi [ C: ii F[c 1v
Bb: iii Bb: v

Between C major and G major (1 accidental difference):

c e 1 Emi | C: iii ¢clcv ami [ ¢ vi
G: IV . G ovi G: I G: ii

Between C major and D major (2 accidentals difference):

Emi [c: iii G

D: ii D IV\
The pivot chord provides a point of entry into the et to it smoothly in the old
key and proceed from it smoothly in the new key. a 1og1ca1 and firm “3 chord” cadence
progression in the new key.

Here are a few examples of modulations usi Common Chord Pivots. (Chord gymbols only are

used, which means that this is only part o] picture. All of these w§l 0%k, but any one
of them could be invalidated in its w ut by inattention to, or DN ing of, mel-
odic, rhythmic, and voice leading Qon tlons ) The pivot chords ar h asterisks.
Note the possibility of a pivot ar ing more than one pivg,

C major to G major: A

¥
Directly: £ B & B G
c: I
G: IV. v 1 \ I
More elaborately:
X
£ RO £ 15; oy o
vii 1 6
G: IV vV I ii 14 A I
¥ —D®ceptive —
i — ge i Faris —Fz §
vi .
IV ii 1§ v Dor. vi vii® I
¥ X r—Deceptive—
— 1
£ “Furt —Forf B Fir— A= T —
I iii
1V vi IVoi v bvi bii \ I

(N62)
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C minor to Ap major:

* ¥ _
£t T Frf b £V Ab
Cmi: I iii 1V
Ap: v : vi IV v I
C major to E minor:
* ¥ ¥
€ & i = BL Eni—
c: I v vi'
Emi: vi iii 1v? Ig Y I
ASSIGNMENT 86 (Common Chord Piv dil ations)

1. List the possible Common Chord Pivots found iing keys:

Bbma and ma

Dma an
Bmi 1 \
@bu€ 3 Gmi Q
2. Using one or more of the plans gu Aed in the exercises on Me @ odulation (Assignment 85)
work out modulations using Cm@ rd Pivots from:
Fa*ma to Bma

& Bbma to Fma
Cma to Dma * @
Fma to Ebma \
: Dma to Emi A
Gmi

to F
Dmi to @
it

In each case, give two examples: ymbols only

Worked out in four parts

Use one or two chords per bar, or a combination thereof.

Use a different progression for each example. If the four part example is elaborate, for in-
stance, use a more direct approach for the symbol example, or vice versa.

Use a different type of texture, mood, and tempo in each of the four part illustrations.

3. Examine any available music, and listen for examples of modulations of all types.
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2. MODAL PIVOT CHORDS

The Modal Variants of the Mixed Mode process may be used as pivots. This enormously increases
resources and, in fact, makes any key change possible.

Details:

a. When moving to a “flatter’” key, a modally altered chord in the first key can be rein-
terpreted as a Diatonic chord in the second key. To illustrate:

Between C major and Eb major:

Epb| C: piii Fmi | C: IVmi Gmi | C: Vmi Ab | c: bvi
Ep: I Eb: ii Ep: iii Ep: IV

Bp [ c: bvii cmi [ ¢ Imi p° [ c: iiP®

Ep: V Ep: vi Ep: vii

b. When moving to a “sharper’” key, a diatonic chord in the first key can be reinterpreted
as a Modal Variant in the second key. To illustrate:

Between C major and A major:

c et Dmi |C: ii Emi Q F |C: 1V
A: piii A: IVmi @ A:pvi
_ it

¢ |ec:v c: vi B? | c: vii

A: pvii : Imi A: \
c. A Modal Variant in the first \ be reinterpreted as g 2 t Modal Variant in
To illus :

the second key.

Between C major and F m

Db C: bii Bpmi C: Phrygian vii . ®ecte., etc. (find others)

F: pvi F: IVmi ’\

Between C minor and A major: A

Cma Cmi: Ima Dmi Cmi: @ etc., etc., ete. (find others)
A: piii i

d. Tosimplifynotation, or to unearth apivot chord between distant keys, enharmonic change
can be handy. To illustrate:

Between C major and GP major: Between AP major and E major:
G| c v Fp |[Ap: pvi
Gb: bii (i.e., “abb) ~ E: I (i.e., “E")

Between C major and F‘# major :

pp | c: pii
[F#: Vv (i.e., “c#”)
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The procedure with Modal Pivots is the sameé as it is with the Common Chord pivot, i.e:
smoothly to the proposed pivot chord, which becomes the point of entry into the new key.

move
Follow

it with a logical harmonic progression in the new key, making sure that enough time, and suf-

ficient chords,

trate the process:

C major to Eb major:

are alloted to establish the new key firmly.
Modal Variants as pivot chords could fill a book.

Examples of modulations using
Bere are a fewsymbol examples to illus-

* Il
L = Faie L L b
cC: I V of IV IVmi
Eb: ii 1§ v 1
C major to A major:
¥ ¥*
£ 2 B — = —F AS £ A
c: I Iv vil
A: bvi iiPo \ bvi g v 1
C major to F major: Q\
¥
E = Bbor— et F £ £ F
c: I V of bvii  bvii 3
F: IVmi bii I———ExactP\a lel I
¢ major_to_c¥ minor: . @ Q
—— Ehmt £7 7 BB it
c: I
1 ay equal division — =1

: ii
C*mi: Ima Q A"

3. DOMINANT STRUCTURES AS PIVOT CHORDS

a. The Dominant chord in Key 1 may be 1

N

@ Secondary Dominant in Key 2. To illustrate:
i1

¥
—
c: I v
BY: v of ii ii v I
¥- ] 1
£ & ot ot  Ad— -
) v
EP: Vv oof vi vi ii pii+t6 1

284



To illustrate:

b. A Secondary Dominant of Key 1 can be reinterpreted as a Secondary Dominant in Key 2.

¥ ¥ :
— Eort £ F ———Bmt YT Am——pi! i
I VofV I ii of bvi Vofbvi
1V of ii ii v 1 6b: Vorfii ii v 1
*
£ Fiti Bh] Fhumi— Bb;.‘ A}“ B{’
I ii of biii V of biii
V oof ii ii 1§ v I
*
E A B e A B—
. I V of bii
B: V of ii ii v I

c. An “Augmented 6th’’ chord in Key 1 may be enharmonically reinterpreted as a Dominant struc-

ture. To illustrate:

Db+6 (bii+6 in C) = Db7 (or CW), which can be \ Dominant or Secondary Domi-
nant.

F+6 (IV"'6 in C) = F‘7 which can be left inhnt or Secondary Dominant.

C

Ap7, which can be §eft as a Dominant or Secondary Dpminant.

n be enharmonically reint d as an Aug-
in Key 2. To illustrate:

Ab¥8 (pvit® in c) =

d. A Dominant or Secondary Dominant in
mented 6th chord on a different‘de

F‘# or \ ¢ or CHmi: bpiit®
g7 (vin C) = @*8 |p: Tv* 4 D7 (V of V in ©) A: IV
B or F# or Bmi: pvit®
, b pii*®
¢? (V of IV in ©) Tv+é

E or Emi: pvi*® . @
eXeqin Key 1 can be reinterpreted as an
To illustrate:

e. And, further, an Augmented 6th chord on one d
Augmented 6th chord on a different degree in 2.

ph*é (pii*® incy = ap: 1V*® @ € (vt inc) - E or Emi: pii*S
F or Fmi: A or Ami: pvi*®
A6 (bvit® in C) = G or Gmi: hMO
Ep: vt
4. FURTHER PIVOT CHORD POSSIBILITIES
A Diminished 7th chord (either viior7 of the key, or one arrived at chromatically - such as

#10,7, #'1107, etc.) can be enharmonically reinterpreted, as:

\L \

D = P S %Jd:
Bo” = :DD_’ = Fo‘l = G °7
Ce*°7]
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To illustrate: x

£ finri 2 ) Auri— fi* —
C: I ii vii 1
G: vii of ii ii \ I
E
= T Fiif g E”
c: I 107 .
Ep: %107 ii v I

(vii of ii)

An Augmented chord, or Whole Tone grouping, can be enharmonically reinterpreted, as:

0
e =
W) sﬁ%ﬁ%P < %5
C+ = Abr = E+
To illus}l;ate:
e —pr—
c: 1 | C:
Ab: 1t 1V v I

ASSIGNMENT 87 (Modal, Domin®® and other Pivots)

1. Find and 1ist the possible Modal Pivot C tween the following keys

Fma fpd Q
Gma és

mi
and Cmi
& mgy and Gma
2. Find and list the po Enharmonic Pivot Chords bet keys of:
Dbma and Ama \
Fma and
Ebma and Fﬂ"ml
3. Using any version of the plan suggest %ller exercises, work out modulations using Modal
Pivot Chords from: and, with Enharmonic pivot chords, from:
Fma to Abma Fmi to Ami Bbma to mea
Gma to Fma Gmi to Emi Dbma to Dma
Dma to Bbma Gmi to Ami Ema to Epma
Ama to Bpma Dmi to Gma Give two examples for each:
Gma to Ema Fmi to Gma ]
Fma to Ama Gma to Cmi a. With symbols only,
Fma to Ema Dma to Cma b. Worked out in four parts

Cma to Fma

Use one or two chords per bar, or a combination thereof. Use a different progression for each
example (i.e., make the four part example either more or less complex than thé symbol example).
Vary the texture and activity in the four part illustrations.
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4. Write modulations, in symbols and in four parts, that use Dominant Structures as pivots, in any
and all of the ways discussed in the text. Use any predetermined key changes and vary the har-
monic avenues and textures. Use two bar, six bar, and eight bar plans, as well as the plans sug-
gested for earlier exercises.

5. Write some modulations, if only in symbols, that use Diminished and Augmented chords as pivots.

B. The “Cycle” Modulation

The “cycle” of Dominant Tth structures, and derivatives, can be used for modulation purposes. Such
modulations are not infrequent in popular arranging, although serious composition has not made
extensive use of the cycle process, perhaps because it sounds somewhat obvious and trite. Never-
theless, a judicious use of inharmonics, etc., can infuse some interest into it. The procedure is
simple: count back, from the proposed destination, the desired number of Dominant Structures, in
the cycle - remembering that the destination should be a Subdominant Function chord of the new key
rather than its tonic. (e.g., if the modulation is to C major, aim the cycle at a “Dmi’”’ or “F”

chord.) To illustrate:
Cycle to ii

A7 k7T R Dm
as many chords (11)\ 6'— s C
as required: (V) (D
g7 g7 N 7 a”

Cycle to I (IV)

The cycle is discussed under “Tonicization” (Chapter 4, e 139) and reference back to that area
of the text is advised. The cycle can be modified i\ a number of ways, for instance:

1. Use of alternate Augmented 6th chords@ ng a “half-tone cycle”, @

This: C7

can become: C7 - Cb7

or: Gb7 g
(Gb+6
2. A “V” chord can be split into “ii - V” or “i !\@
This: p’

can become: Ami'7 - D7 K 7
. ami’Ps. p7? 7b5 7b5 C

or: Dmi Gmi

3. Permutations involving both the “half-tone cycle” and the “ii - V” idea can be contrived, as:

This: n’ a7 o7

can become: Ami’ - Ab7 pmi’ - Db’ emni’ - @b’
or: Epmi” - Ab7 apmi” - Dp7 ppmi” - @h7

or: Epmi’ - Ab7 Apmi? - 67 Dpmi’ - ¢7

In any case, whatever form of it is used, the cycle creates an area of tonal ambiguity which is
brought into focus with the appearance of a “subdominant function - dominant” of the intended des-
tination key.
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The repetitive nature of the cycle progression suits it to a sequential or semi-sequential treat-

ment. The sequential repetition may be based on a ‘“one chord” pattern moving up a 4th or down a
5th with each appearance, as: '

(C major to Ap major)

(Melodic sequence only)

| || I !
0 ' DJ N b : Pl | —
' hm\ - -

1 ]

=
<t
t
L:
AJn
]
Ay

-0

o©
-
¢l

4 b d o T4 4

— bd = J | .

= — b= = b5 R S

[c] 2% B e BT e A1 2 RLET
N ITFE T T3 17 1

More frequently, the sequence may be based on two chords

of thQ pattern, as:
(C major to Ap major) \

r

-T®

3
1“—&4\,

el &

C. The Sequential Modu ion ‘\Q

The reader is requested to refer back to the :g “The Modulating Sequence” in Chapter 5,

page 196. The procedure in a Sequential Modul is exactly the same, except that a Modulating

Sequence is an extension and enrichment bMie® key and returns to that key, but a Sequential
Modulation is aimed at changing the k

So the last appearance of the pattern (2 r pattern, 4 bar pattern, 1 bar pattern, or whatever)
will be in the new key. The final appearance of the sequential pattern may have to be modified so

that it stops in its key, and it may be followed by a couple of bars of non-sequential material to
establish the new key.

D. The Abrupt Modulation

This is, in truth, not a “modulation” at all, but simply an emphatic and immediate change of key.
An abrupt shift of tonal center is in the “effect’’ category and will only be successful when the
surprise value is in keeping with the context, and then only if not overdone.
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Here are some ways an abrupt shift of key can be used:

1. Follow a phrase or sentence which is complete in itself with an immediate repetition at a new
key level. Little or no concern need be shown for the voice leading or grammatical princi-
ples between the end of one section and the beginning of the next. To illustrate:

O,.ll. “1'1 1 T : JII .bi\lJ_-_‘h_’_j_‘i\_ll ) T
e —t e vy e o
2L ——
4 bd ibd 4 g bd ihd 4
\’I}tl [} ’ 8- jb- E\ IP_‘H-F
= s R R SR B SR SR
¢. I 1’ s g D T v W T T
—
i
N [
= f *
T T i \
d HC‘ ote - Q
IIIH' - — 1 O
SHIES

A two bar pattern is used in the gbo ustration, but the same pr \n e applied to
four bar phrases or eight bar sen X This example rises 1in i@ ne¥, which is prob-
ably the most common shift, and is Qf used in arranging for a sychological bright-

ening. However, any interval nship could be used. An ab pwering of the key (say
in half-tones) could prodli dual psychological depressi
a) lody in Key 1 as the first note

2. The abrupt modulati m use of the final tonic o
of the melody in Key rovided the first note isemo eftonic of the key. In other words,
a “deceptive cadence’ isvformed in which the final !a

of Key 1 is replaced with the ini-
tial harmony of Key 2. To illustrate:

ﬂ -\-" ) oy r\_ 3 —.‘ Ly 1 [ S 1
e i e =
AT T S P == ==
¥t e t
4 0 ] We e
L\ 4 l ‘ \\A A W || L — — ! —
SpE———Saaryd ‘ —— S o
2 | ] o Y » | | . ~ P 1Y Y e
—= T :
G’: TorYd ¥ Ab. T vi Yo i c: X Ab g L
L i i i [ ] i [ ]
Cadential Deceptive to Cadential Deceptive to
approach in G tonic chord approach in C ii chord in
of Ap A
(The final tonic of the melody . .
in G becomes_the major Tth of (The final tonic of the melody in C becomes
the opening I chord in Ap.) the 9th of the opening ii chord in Ap.)
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E.

3. Any other situation where the psychological effect of a surprise key change could be musically
valid, can make use of an abrupt modulation.

From time to time in arranging, a situation will arise where it is necessary to change key to a
passage in which the opening chord is not “I’” in the new key.

There is more than one way to cope with this problem but the safest and most reliable process is
as follows:

1. Modulate to the key of the next area a bar or two before the end of the modulatory interlude,
then

2. Use a leading chord or chords to the first chord of the new passage.

This assures that the new key is set up and that the first chord of the new passage is placed in its
intended key relationship. To illustrate:

Problem: Modulation from ED major to C major, with the first chord of the new passage being

Two solutions:

“i1” (Dmi).

TO “ C"

1

~u

d
‘."‘l
|
=~
N
=

E ii
C: IVmi
S
%'ﬂ ﬁl ;'1 — '.:-7 — ﬁ'
Eb:

1

ASSIGNMENT 88 (Modulath nduded)

With either a four, six, or eight bar 3&@6 a few modulations between predetermined keys
using the cycle in any of its forms iNycations. While sequential, semi-sequential, or at
least melodically sequential treatmen re particularly adaptable, they are not essential. Some
examples in four parts, and some with s ols only should be done.

In any convenient length, write a few modulations between predetermined keys using the “sequential
modulation” technique. Create a few symbol sketches and then work some out in four parts, with
varying texture and activity.

Experiment with abrupt and surprise modulations at the piano and with written examples. Try the

technique with standard melodies that end on a different scale degree than they begin, allowing
the final note to be the first note of the next chorus.
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4. Work out some symbol and some four part examples of modulations as follows:

From: Dma to Fma with the first chord of Fma to be “ii” (Gmi)
From: Fma to Cma with the first chord of Cma to be “V of ii” (A7)
From: BDma to Gma with the first chord of Gma to be “pvi” (EP)
From: Ami to Gmi with the first chord of Gmi to be “V” (D7)

From: Emi to Fma with the first chord of Fma to be “IV"" (Bb)

5. Experiment with modulations that use less usual techniques, such as:

Equal Division of the Octave
Parallel Harmony

Opposed Scales
Etc., etc.

6. Write a number of four voice “Modulating Preludes’ - i.e., short compositions in Ternary form

(“A” sentence - “B’ sentence - “Modified A’’ sentence).

sentence may remain in the new key or, possibly, inco r a modulation to another new key

Modulate, in the final bars of the “A” sentence, to a nE: ~ the “B” sentence. The

depending on the tempo and the number of chords avaifab the established harmonic rhythm.
any case, the final bars of the “B” area will modul@te ba@k to the original key for the recapitu-
lation of the “A” sentence.

Approach each Prelude with a different styl mood in mind. Regard i ignment as a
“summing-up” of all of the material in , as well as an exercise 4
as many as is necessary to make use Qx

Diatoni mony in major and minor

o)
iants, Tonicization, and C

Ha¥mony, "and the Augmented
equences ¢

Parallel Harmony, Opposed ®c s, Organ
Point, Equal Division he Octave

All of the Melod

ic onics, with the
decorative res oﬁ

Dev@ntal 2’ s

en Tonality through use @
c
ds
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EPILOGUE

The student who has gained technical and aural facility with the materials of this book and of
Volume I will have a good knowledge of the theory and technique of tonal harmony. The twelve tone
systems, serial techniques, and the whole field of traditional and modern counterpoint remain to be
investigated, but the procedures examined in these two volumes provide ample resources for modern
applications of tonal harmony.

The student who has come this far in his studies will be eager to make a practical use of the know-
ledge, and to hear some of his music coming back at him. He will find that practical application
often requires modification of theory, but he will also find that modern orchestration is more
remarkable for its similarity to traditional four part writing than for its differences. In many
years of teaching experience, I have found that the problems which experienced arrangers often
encounter - the problems which lead them back to further study - are invariably the result of an
insufficient understanding of all or some of the basic principles of harmony and voice leading.
Insensitive voice leading and poor correlation of parts are, in fact, the most frequent causes of
inferior orchestration. The foundation which these two volumges aim to provide will place the
student in the most favorable position for an examinati actical writing.
\r

The text, ‘Modern Arranging Technique”, is designed to tly from this point. It deals
with the practical application of the procedures g oretical techniques and includes a full
examination of the instruments, the procedures of Wnal” writing, the idiomatic rhythms and

variations of jazz and popular music, along with daQ§u investigation of background writing and
orchestration. Comprehensive exercise materialQ§is included.

It is hoped that the student will continu ‘“Modern Arranging Techniq&!‘}§b no matter what
method he uses for continuing his stugie can be sure that the time r#@he has spent in
becoming acquainted with basic harmoni als will never be re

QY
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SAMPLE SOLUTIONS TO THE ASSIGNMENT EXERCISES

In no case is the given solution the only correct possibility and, particularly in the later exam-
ples, the sample solution is not to be regarded as the best. Even in the early assignments there

are many possible solutions, and in the more advanced areas of the study any one problem can be
solved in an almost limitless number of ways.

Therefore, each of these sample solutions should be regarded as representative only. Nevertheless,
the student may profit from a close examination of each. He should attempt to “hear®” the music

mentally, and he should bring an inquiring and critical eye and ear to the voice leading, the
voicings, and the rhythmic balance.

He should observe the consistency of style in each solution (all of the examples are not in.the
same style and the student may very well disapprove of the style in some instances) and he should

note the means through which the consistency is retained. Finally, he should attempt to find the
musical reason behind the handling of the technical details.

ASSIGNMENT 42

3b.n . -3 - -
\'l w - _ - - i J:‘, +
e ' { S p
F— % 7 7 | | U7
SESS 'F_._* ——F by : |
) 1
V “NEE 3 el <
AA IGNMENT 43
2d.
Lo
S e~ st : i
l\\‘/‘ A ) - __ﬁ - i : 11
J ! T 7 ¥ £
3y e o thora”
e = &=
5. -3 — =
Dmi. T 17 WHITEST Q A T
5. !
O l ; : i ‘\' | I 4‘ [ 1
e e e e e i
g1 r \ TP P

It
T
o [T
k<l .
~?
o I P
e
i
0
E -_H



2b. ASSIGNMENT 44
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*An unusual use of both major and minor 7th. Each is performing a different function and
each is accurately resolved, and the situation is very brief.

. ASSIGNMENT 45
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ASSIGNMENT 47

Jhd b4t

(g

{ \
S S STES G e e B e RS A
[mico-Lyd]
mly M by Ly |
T . 1 + 1 S g — i o011
I? Tmi® Imib  biib bt T bii b Wmibi! T
ASSIGNMENT 48
g.Diatonic version:
N i
v ¥ FEL®
— 3 d J d —t \*
! T S
;Y b-473 <
b_? -1 l’)r r r b? © etc., etc., etc.

L\ l:l b é P J' 'h' i i ‘ { 11
C: Tme bv;(’ Nb Imig— ?HRI7 T B ﬂm;&.b\l{:ﬁ T [ma)

295




ASSIGNMENT 50
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ASSIGNMENT 54
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ASSIGNMENT 55
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Assignment 55 (cont’d)

(cont’ d)

(fairly rich)
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ASSIGNMENT 57
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Assignment 58 (cont’d)

2d.

*Acceptable use of appoggiatura

with resolution tone struck
simultaneously above it.
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ASSIGNMENT 60

1a. (fairly simple)
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Assignment 60 (cont’d)

=)

. L . - LJ Ii; JE:E-:[tl J
- e : e : ——
s 'I'lL 1 1 hd . 1 1 ll‘ . ‘II) ‘l’l > ! l\\r1

ASSIGNMENT 61
Group 1. 1b. (fairly simple)
. JJ:  nwvmm RO, y
X/ x| N 1 ] 1 [ e — I
hod . | B Iy 1
e et e ~3
P e—t et
R el J4d 4 4 g.
S = = =
s g;n \l-' 1
1d. (rich)
e e S S=c=— e
Sy = i = ==
ey @
oY — J J =3
Ll A
—F
—_ ]
AR I]

304 .




Assignment 61 (cont’d)
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ASSIGNMENT 62
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ASSIGNMENT 63
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Assignment 64 (cont’d)

4c. (fairly complex)
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Assignment 65 (cont’d)
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5a.

Assignment 67 (cont’d)
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~ Assignment 68 (cont’d)




Assignment 69 (cont’d)
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2a Assignment 70 (cont'd)
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Assignment 71 (cont’ d)
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Assignment 75 (Cont’d)
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Assignment 77 (cont’d)

‘“Reduction” of preceding example:
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Assignment 80 (cont’d)
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2d. (Possible BASIC progression:)
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A
ABRUPT MODULATION, 228-290
ACCENTED INHARMONICS, 51-8I
ADDED 6TH ON I, 96-98
ALTERED NOTES, 149-150
ANACRUS IS, 186-190
ANTICIPATIONS, 51, 118-119
APPOGGIATURAS, 51, 65-79
Harmonic use of, 82-100
AUGMENTED 3RD, 35-36

AUXILIARY TONES, 51, 109-116, 174-175
AUXILIARY TONE DERIVATIVES, 109, li4-116
¢

CAMBIATA, 122-12u

CHORDAL AMBIGUITY, [52-153
CHORDAL ORGAN POINT, 257, 265-266
CHORD FUNCTION PRINCIPLE, 47
CHORDS

Imi (Ibs) Chord, 23

I° Chord, 232-234

#1° Chord, 2314-236

bii Chord, 8-11

ii% Chord, 6-8

bii*® Chord, 30

biii Chord, 21-22

IVE6 Chord, 38-41

Vmi Chord, 6

bvi Chord, 13-15

pvi*® Chord, 4I-45

bvii Chord 19

bvii b3 Chord, 20

9th Chords, b5i,

Il1th Chords, 55, 89

i3th Chords, 55, 93-95
CHORD SYMBOLS, 63-64
CHROMATICALLY ALTERED
CHROMAT ICALLY ALTERED "ii" CHORDS, 225-2
CHROMATICALLY ALTERED "V" CHORDS, 220-
CHROMATIC CHORDS, 215-217
CHROMATIC HARMONY, 207-220
CHROMATICISM, 3, 151
CHROMATIC LEADING TONES, 3u
CHROMATIC PARALLEL HARMONY, 240-243
CHROMATIC PASSING TONES, 207-213
COMBINED APPOGIATURAS, 71-78
COMBINED RETARDATIONS, 59
COMMON CHORD PIVOT, 280-282
"CONFORMING" CHROMATIC CHORDS, 218
CONSONANT CHORDAL TONE, 129-130
CROSS RELATION, 4-5, 155
CYCLE, THE, 182
"CYCLE" MODULATION, 287-288

A

"I" CHORDS, 229-232

INDEX

D
DECEPTIVE TONICIZATION, §79-182
DELAYED RESOLUTIONS, 122-138
DIATONIC PARALLEL HARMONY, 240, 243-2u7
DIATONIC PASSING TONE, 100-107
DOMINANT FUNCTION CHORDS, 143144
DOMINANT FUNCTIONS, |44
DORIAN vi CHORD (vib5), 24-25
DOUBLE AUXILIARY, I15
DOUBLE SUSPENSIONS, 56
DOUBLY AUGMENTED 5TH, 35
DOUBLY AUGMENTED OCTAVE, 34-35

| [eo]

ECHAPPEE, THE, 125-127
ELABORATION HARMONIES, 175-177

ELABORAT LON_TONICIZATION, 165-171
ELISION,
"ENHA Y JORFORMING" CHROMATIC CHORDS, 218

EQ %N OF THE OCTAVE, 269-279
LLEL HARMONY, 240, 247-250
\ FREE USES, \

135-136

GEOGRAPHICAL NAMES

French, 29, 3, 38, 4445, |59
German, 29, 30w&#®32, 38, 4i{-U3, 159
Italian, 2

1
dh)( A‘:g;’ﬁ", 151
INH IS, 152

AL TONICIZATION, 165-171

K MELODIC MODULATION, 276-279

"MIXED MODE" TECHNIQUE, |-27
MIXO0-LYDIAN "17" CHORD, 22

MIXO-LYD IAN "jii" CHORD(||| b5y, 25-26
MODAL I CHORDS, 22-21

MODAL ii CHORDS, 6-7

MODAL IV CHORDS, 12-15

MODAL V CHORDS, 16-18

MODAL vii CHORDS, 19-2|

MODAL PIVOT CHORDS, 283-284

MODAL VARIANTS, 3-4
MODULATING SEQUENCE,
"MUSICA FICTA", 3

196, 203-206
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NEAPOLITAN CHORD, 8-1I1 TEMPORARY "I" CHORD, 176
"NON-CONFORMING" CHROMATIC CHORDS, 218, 219-220 TERMINOLOGY:-FOR THE MIXED MODE CHORDS
NON-MODULAT ING SEQUENCE, 196, 197-202 IN MAJOR, 3
"NOTA CAMBIATA" (See Cambiata) "TIERCE DE PICARDIE", 3
: TONAL MODES, |
0 ‘ ' TONICIZATION, 139-195

TONICIZATION OF REMOTE KEYS,
TONICIZED 7TH CHORDS, 150-151
TRANS IENT MODULATION, 166-i69
TRIPLE SUSPENSIONS, 56-57
TURN, THE, |14

OPPOSED SCALES, 251-256
ORNAMENTAL RESOLUTIONS, 122-138

P
PARALLEL IMPERFECT CONSONANCES, 56
PASSING TONES, 51, 100-107, 174-175

PASTORAL ORGAN POINT, 257-264 =
PHRYGIAN V (V0), 17-18 UNACCENTED INHARMONICS, 51

PHRYGIAN vii, 20 UNDERTONE SERIES, 140
PIVOT CHORD, 152-153 UNPREPARED AUXILIARY, 115-116

PIVOT CHORD MODULATION, 280-287
PREPARATION, 51

PRINCIPLES OF SEVEN PART CHORDS, 54-55 \A
R Q
RELATED KEYES, 139-148

RETARDATION, 51, 57-6I

RHYTHM, 148-1U49
RHYTHMIC ANTICIPATIONS, 118

S ‘QNNNb
SECONDARY DOMINANTS, 140, I41-14 \@ OQ

u

7]

SEQUENTIAL MODULATION, 288

SINGLE DOMINANT ORGAN POINT, 253261

SINGLE TONIC ORGAN POINT @GI—ZGH

SOME TECHNICAL DETA CIZATION, |48-157

SOPRANQ, [53-155
SUBDOMINANT FUNCTI I44-146

*
SUBSTITUTE DOMINANT, 3, 33 \@
SUSPENSIONS, 51-57 o s
Harmonic use of, 82-100 @
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