HARMONY 1

- by Barrie Nettles

- Berklee

© COLLEGE OF MUSIC




-

el d

Liaiata

Lot i

Copyright @ 1987 Berklee College of Music

All rights reserved.

- e i o —



HARMONY |

Harmony deals with the study of chords and their relationsnip 19 cne anctner.
The understanding of harmonic practice 1S essential t¢ the uncerstanding of
the language of music. As in learning any tanguage, the first step in the
learning process is the development of a vocabulary.

THE STAFF

The foundation of cur notation system is a grid of five lines called 3 staff

The position of notes placed on the staff visually represents relative
"highness” or "lowness” of pitches.
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CLEFS

Each line and space of the staff may be assigned a letter name. The letter
names are arranged alphabetically in ascending order: ABCDEF G The
location of the letter names is determined by a clef placed at the beginning
of the staff. The following example uses the F clef (aiso known as the bass
clef). TheF clef locates F below "middle C" on the fourth line of the staff.
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The G clef, also known as the treble clef locates G above "middle C" on the

second line of the staff. _
) ,
f;‘!——"l_"—r'_i_
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G ABCDETF

The C clef locates "midgle C" on the middle line (or, in some ¢ases, on the
fourth line) of the staff.

F G ABCDE

Note that the music alphabet goes from A to G, and then starts over.

c|p|E|P|6s|A|B
,:

THE GRAND STAFF

when two staves and the treble and bass clef are used togetner, the result is
called the Grand Staff or Great Staff.
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LEGER LINES ——

Small tines called leger lines are added to extend the staff.

, v - £ ’
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Notice that the notes in the spaces directly below or directly apove the staf
do not need added leger tines.
£

The same applies to notes in the
spaces beneath or above the leger lines.

9|

To summarize, pitch placement gevices used in music notation are:

1) the staff, which snows the high/low relationship betwesn different
notes.

2) the clefs, which locate pitch names given to lines and sgaces of the
staff.

3) the teger lines, which extend the five lines of the staff ier higher or
lower pitches.
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Homework numbpers: 1,2, 3
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ACCIDENTALS

The foregoing information about the Grand Staff covers the letter names of
the white keys on the keyboard. Wwhat about the other five notes (the tlack
keys)? '

In order to maintain the integrity of the alphabet, the other five pitches are
represented as alterations of the tasic seven pitches. The terms Jseg are
sharp and flat. Sharp = 1/2 step nigher, writlen asﬁ,’ cflat = 1/2 stas icwer,
written asp . A "C=" is the pitch 1/2 step above C and 1/2 step below O. The
sharp sign is piaced before the note Tor reading purposes.

C c= o

L{EF“::)

& 4o ©
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The names of the twelve notes 1n ascending order are:

baot o d

A AT B C C* D D* £ F F* 6 GT A
" A . - ad 0&& ¥
+ ) yo ) WA o N . &4 I
VA" =) o SV 4 1= 4= Y
[ s 174 Ll

f

This series of notes 1s called the chromatic scale These notzs 27 the
chromatic scale may also De examined In descending orcer,

As With snarps, fiats are placed before the notes to wnich they apeiy

Ab

A G Eb D Db C B zZb -
e he obo

$
&
BB
®

LN {55 SN

Note that there are two options for naming the five biack key pitcres .2, UL
or C*%, Eb or D#, etc.). When there are two (or more) possible namss “2r the
same pitch, it is said that enharmonic speltling 1s peing appiied.
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Once a sharp or a flat has occurred 1n a2 measure, there must pe a means of
cancelling (neutralizing) it so the note reverts Lo its unaltered congiticn. The
sympel used for this is a naturai ( h ). Collectively, snarps, 7als and
naturals are called accidentals.

within an octave (eight consecutive letter names), there zrz Twelve
nalf-steps:
12 345678 3101112
INSRERENINRRRNRENINID
o t
2 |
z o
clo|leElFic AlB|Cc|lD|E|IFiGc|AlB|C|D E]

- QOctave ———

in certain situaticns, it may become necessary to raise or lower 2 311Ch by
two half-steps. The symbols for these purposes are -X- for a double-sharp
and Hp for a2 double-flat. These symbols are aiso calleq accidentais.

Pkt
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The rules for sharps (ﬂ ), flats ( b ), naturals ( Q ), double-sharps (-)',(- ), and
double-flats (pp) are:

L
2.

P*

A natural cancels a sharp or flat.

A single sharp or flat wiil cance! a double-sharp or ceubie-fiat
respectively.

Cne natural alone will cancel both double-sharps and deuble-flats,

An accidental remains in affect for the duration of the measurs 1t 13
in, or for the duration of tied piiches, inside 3 measura or 2Cress the
par-line.

To raise a note which has already been sharped, use a dctble~sharp;
to lower a note which has already been flatted, use a qoubie-flat

. An accidental ONLY affects a specific note, in that octave, in that

clef. All other notes of the same name are NOT affecteq

Homework numbers: 4, S, 6, 7, 8.

A,

sz
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A scale is a series of ascending or descending notes in a stepwise pattern.

A
73 N — — r———
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It uses ali the notes petween the F's and all the

This 15 a chromatic scale.
pitches move by 1/2 step. (Chromatic implies "1/2 step.”)

The following scale uses ali natural notes in an octave from C to G

" =
o= This is the familiar
C major scale.

-4 - w—

d Fordl

The same notes can be used to begin and end at different points in the order of

notes:
DtoD Etof FtoF
ad - =5
= —rG—7= U‘,}a:av} a;aﬁgv
> &7 2 =7° T
D Dorian E Phrygian F Lydian
GtoG Ato A BteB o
d - oy ’_[1 i Yo ‘? Far 4 /S 5 For B4
A Aeolian B Locrian

G Mixolydian




Al O the above are scales, bul wheyre nol the same Kind of 3¢gie. The

characteristics of the C major scale above are the 1/2 steps from tne 2rd ¢

4th degrees and from the 7th to the 13t degrees. The distance tetwesn (he

other notes is a whoie step (two 1/2 steps). In the other sczies snewn

above, the half-stens (from E to F and B o C) occur indifferent caris 37 £acn
es

respective scaje. This creates a coilection of related scal mown as
modes. The modes shown above are ail relative to the C major scaie. This
means that sach moede starts and ends on g different note of the C major
scale.

A
Fere again I1s the C major scaie. & E——

NN oY ol =

»

7‘5'!'111/21§1,f2

If this stepwise pattern is applied starting on G, the resuit 1s 2 6 major
scale.

A e 2
¥4 P2 Far AR~
A Pt v, L~ T
LAY o Furd =
Nt
! ! 1/2 1 | | 17z

All'major scales utilize the same stepwise pattern.
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) MODE NAME CHARACTERIST!CS SCALE
’ 1 /2 steps between degrees {Parallel to "C")
A
f‘{ Folire
lonian (major) 3-4 7-1 W T A A——
v & Y T ~
fal
+- i
Corian 2-3; &-7 e P P ———
v &l vz
A
i xx 7
Phrygian 1-2; 3-6 & D 7 T o S———
v GV ~
v
A
-3 jl‘r o .
Lydian 4-3; 7-1 & T ————
- ~ N
A
;‘[{_ PN
Mixolydian 3-4;, 6-7 [ S S a—
v o & TN ~
A
+ —
Aeolian {(minor) 2-3;, 5-6
E A
- . I L .!
Locrian 1-2; 4-5 &2 —— o T -
S AN
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Scales may alsc be described by comparing them to the parailel major or
minor scale,

o2 =
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Thus, Dorian mode may De described as a minor scale with the 2in degree

raised:
)
o 0 &

. o Faw |
ko

P

Phrygian mode may be described as a minor scale with the 2Zn¢ degree
towered:;
(v)

s ] i 25
il L] o) 19/% S
Z v 4 /61

b 22 E

Lydian mode may De described as a major scale with the 4th degree raised:

('iJ s 2 T

L
Z ol >

Mixolydian mode may be cescribed as a major scale with the 7in gegree

lowered: A gg} =
5  ——

N rarl
d Fd L

Aeolian mode (also known as the minor scale):

& f—aﬂb‘?ba&

i
Z P L= bt

Locrian mode may De described as a minor scale with the 2nd and Sih deqrees
lowered:

ot (b)L

: K N V'
4 sl I

Ei"‘r\

o 00

L+
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The minor scale (Aeolian mode) is also known as "natural” minor or
‘pure’ minor

b 00 &

fomy X3 Ly ol
b A o i =
I -

The harmonic minor scale may be described as a minor scale with the 7ih
cegree raisec:

\t

¥

G
3T
A

The melodic minor scale may be described as a miner scale with the &th
and 7th degrees raised in its ascending form; in its descending form the
melodic minor scale reverts to pure minor:

b)
- = = (3') (E') = (0 E’(.P:) =
if' -y c o l-‘: - 1/ g =y

.
[EN 1R

The major pentatonic scale is a five note scale. It containg scale degrees
t,2, 3,9, 6 from the major scale, and does not contain any half-steps.
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-Homework numpers: 9, 10.

T e N L ST
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KEY SIGNATURES -

Key signatures allow us to place the reguired accidentals of the various
scates at the beginning of a piece or music. They are placed directly to the
right of the clef:
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The reader, before reading the music, will look at the key signature zn¢ nctice
the accidentals 0 be used for all the affected notes. With the accizentals of
the key signature at the beginning, the Key is recognizable immedgiateiy even
If there is a ot of subsequent chromatic alteration.

s

S - a*_ia“j i

Refer to the homework for scales. The sequence of exampies was not
arbitrary (C, G, D, A, etc.). This sequence is the result of a phenomencn which
you will see throughout the study of music. It is called the cycle of Sths.
To be logicatly sequenced, the building of key signatures follows the ¢ycle of
Sths. The placement and position of the flats in a key signature fsilows the

cycle down in fifths:

-

Bb Eb Ab Db Gb Cb Fb '
L A
-i._/_..]:p:.b%yig
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_The placement and position of the sharps in a key signature follows the cycle

yp-in fifths:
A 4 ﬂ; i}
7 W "IN
A ! 2 on 2,
L AN mr
: i) Lommi
Fe C% 6= D= A% £= 8= *
| |
- Y b 2N
il & i Ml
e 1 L et
LA o D
L

The key of C¥ has 7 sharps; ali notes are sharped.

in order to be immediately recognizable, Kkey signatures must always ve
piaced consistently on the staff:

A 4 ﬁx A ﬁ)* L
|4 . y:a VR, & S
V. S P RN A P "
W 7] T AN =y
ey 2l LY

v )

RIGHT WRONG
bt 8 a7
y, - LA }f | hv{‘L
(oS y A [FfamY " iy
S’ LA St
LY, o

The pest way to recognize any key is to know the numper of sharps or flats
used for it. Another way Lo recognize the key signature is: )

I} For flat keys, the key is represented by the fiat BEFORE the last flat:

= _
—rr7- = Db
Fasi

B

2) For sharp keys, the key is a half step ABQVE the last sharp.
‘ - f 4
2Ty Lk [
R =C=
\Jy 1

3) The key signature of one flat is F major. The key signature of no
sharps or flats is Cmajor -
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Notfe that there is no necessity to use leger lines for the piacement of any
accidentals in a key signature. Unlike the general rules concerning the use of
accidentals, key signatures affect all notes of the <ame name regardless of
their octave.

Homework numoer: 1.
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INTERVALS

The relationship of adjacent notes in all the previous scales is a whoie-siep
or half-step. As part of our vocabulary, we need a2 method o identify the
refationship between any two notes.

In order to ao this, we need 2 logical means of snowing the distance, o
interval from one note to another.

A simpie numerical means of accomplishing this is to count 2ach sossible
staff degree between the two notes to find which number the 1o piich
represents.

A A
I v
£ Va¥
LAy — o fiany An
= = el ,———‘-}-—L——L
Vel < ¢ & -
12 3 4 S5 = 35t 12 3 4 = 4

The intervals in a major scale between the first note and the other notes are:

ol

174

A e Far)

[#.m1 - =~ yo L

— e F ol

v L& @ F < & = - = &
perfect major  major  perfect  perfect major major perfect
unison 2rd 3rd 4th oth 6th 7th  octave

IT a major interval is made smaller by a half-step (by lowering the top note
or raising the bottom note) the major interval becomes minor:

A
iI7 1
e S 1 L 21
LIty I 17 [
T‘ 1 ] :(‘! | TJ' ;
vig w 4 < =
mingr minor - minor minor
2nd Ira . Bth 7th
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NOTE: Intervals may occur as metlodic intervals (one note following the
other), as the minor 2nd and minor 3rd in the above example, or as harmonic
intervals (both notes together) as-the miner 6th anag minor 7th above.

when a minor or perfect Interval 1s made smalier by a half-steo, T becomes
diminished:

H
b |
3

o I? o g

LIy 1 ) V¥ d

o Lot P %

v & § = 4 & ()
gim. gim. dim. dim.
4th Sth 6th octave

Notice that in all intervallic relationshios, one must first count the number
of staff degrees invoived, and then quaiify the relationship.

Major and perfect intervals made larger by-a i/2 step are cailed augmented
intervals:

w1

/&L L 23 LJﬁALCJ

S — * e — Z——r=—T

= S e P - & P
auq. aug. aug. aug. aug. aug. aug. aug
unis. 2nd Ird 4th Sth 6th 7th oct.
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Diminished intervals made smaller by an additional haif-step secome double
diminished:

L 1

ﬁ | o S

AP V’c o :

v 4o L= A
.doubie double double
dim. Sth dim. &th dim. oct.

Augmented intervals made larger by an additional half-step become double
augmented:

A

iV i

W Pl

fEal el p* dvedl

huvi ] :.4;- Far 4 .

PEEENT - Iy =
dounle double douhle 7 N
aug. 3rd aug. 4tn aug. 7th .o

IT 13 also possibie to have an intervail which exceeds the octave:

%

This interval is called a
major 10th Z o
(or a major 3rd plus | octave).

[
=
L]

Here are the basic rules and names (when examining the distance rom the
first note of a majer scale upwardsh:

1) 2nds, 3rds, 6ths and 7ths are major intervals.

Z2) Unisons, 4ths, Sths and octaves are perfect intervals.

3 Major intervals made smaller by 1/2 step become minor.

4) Major intervals made smaller by 2 half-steps become diminished.

3) Perfect intervals made smaller by |/2 step become diminished

&) Perfect intervalis made smaller by 2 hailf-stens become
double-diminighed.

7) Major or perfect intervals made larger by !/2 sien are

augmented; by two half-steps they become double augmenied.

Homework numbers: 12, 13,
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INVERSION OF INTERVALS

intervals describe the distance between two notes. The notes invoived can
appear and sound in two ways:

or:

A
1f
A Far )
i

Sl
v = & T

-
-

In other words, any interval can te turned upside-down (inverted’.

A A

193 ) ) ‘ Y.

= 1S the inversion of — ang vi¢s versa

LAY S

’ - vy ¢ & , L

when an interval is inverted, the note names invelved are still the same, and
the intervallic relationship follows a pattern, In the above example, one
interval is a major 2nd; the inversion is a minor 7th. Some simpie rules for
inversion of intervais foilow: )

1) “g" minus the number of the interval egquals the :inversion
interval:
4 A
[ Jsh
S S
¥ e [~} & [
9 minus 2(nd) = 7{th) or: S minus 7(th}) = 2{(nd)
2) Major intervals inverted become miner intervals:
A
K] 1° -
W A g
; Y 1 N7
K] LS 4 O o 4.0
Y e 1
Major 3rd Minor 6th

Ky, anQF‘ intervals inverted become Major:
— 5}3

s
AL
Hghs

R
L%
hti

<

Minor 6th Major 3rd




Harmony !

*
=
P
v
[,
-
LSS
o
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Jan
Perrect Sth Parfect 4th

S)Y Augmentasd intervals inveried secome diminishad:

{
Sl A
v v

Dim. 3ra

5) Diminished intervais inverted cecom
| N
) IR~y [P

A
7z

7 S "N i
-
o=

%

Dim. 3rd Aug. &th
7) Double diminished intervals inverted become douple augmentsad

o

|

72w =
o

N
Z
-4

i

N

ooubla Soubie
Aug. 5th

Dim. 4th

1>
(o

P2

2) Double auamentad intervals invertaed become doub)
P, [ ,
Jl Vo 4 -

1

Double
Dim. 4th

SN d

- Double
Aug. Sth
nordger to correctly oroduce an inversion of any intervat, the tottam piten

must D€ ralsed one octave Or the top pitch must be lowereg one octave.
inversion of a perfect unison becomes a perfect octave and vice versa

The

4
<

o4

ﬂ. Yo ats) :
& {octave} _

2 minus tiuniegn)
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The tritone interval (augmented 4th) is a special case. Unltke zny other
interval, when 1t is inverted, the number and qualifier change, but it remains

a tritone.
S is an augmented 4th (tﬁtone - 3 whole stens}
e 9 g ~ <o)
o
= is a diminished Sth (still tritone = 3 whole $2ps)

Homework number: 14
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CHORD CONSTRUCTION
TRIADS
we have looked 2t notes :“nne".n'sc_iale SITUETICNS and LW N0heS 'c.-:e"re-r n
interval situations. Now, w2 wi'l place thrzz n¢tes together o form 2 2oard

Trne terms useq to descrice three note CnOrcs will De the 3ame as Zeiors

major, minor. augmented, and diminished ("Periaci” 13 ueed iy with
intervals).

Three note chords are called triads. The 2asic Dunamc egk foroiriags 13
tne ntervai of a >rd, T ¢ start with, the majer scale will pe used

&

["L 23 Far

F 1] £33 fam) ~

St i} o N

s o & 7

ADove 2ach note 'n the scale wil: oe placec two mere piiches - the ":':' niteh
3 3r¢ above the note from the sczle the sa2cond pitch a 2r¢ above the szcond
piten:

A ,«Q

17 PR P 4

A e T A W S T

S e ——
=

All the pitches used to build the chords are from the kay of 2 major. They are
gtatonic o T major

he diagtonic iriads inihe key or C majnor contatn three of the four sessile
triagic chord structures {(major, minor, and diminisned). if ihe intenva 1ic
retaticnships within each chord are ctuched these three 2horg {ypes and their
characteristics can ne ceoen:

1} Major triads:  cherds with intervais of a2 major rd from the ruot
Dottom notel to the midcle rote, and a Derfect 270 from 2 roct
tne top note:

C F C
fa
n Zr——&
s T - S o e ——
=

Z2) MINCR TRIADS. chords wich intervalz of a minor 3rd and perizct Sih
from tfe root respectively:

Dmin Emin Amin
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3) DIMINISHED TRIAD: a chord with an Interval of a mingr Ird ang
diminished Sth, respectively: '

~ Bdim
a 1
= Z
N
s

Note that in all cases, the letter name of the triad signifies the cotiom note.
This note is called the root of the chord.

In addition, each chord will be identified with a Roman numeral reprasenting
the scale degree of the bottom prtch:

Imaj I min MImin [Y maj Y maj VI min YII dim I maj

A 2
- 2 X
. 2 25 ﬁ i i
oy = . n X s ri
) o =4
o) =4

G
Here are some universally accepted aboreviations used for triads:

C = C major triad. Optionally "major” or its abbreviation ‘maj” may
appear: i.e., Cmajoror L maj.

"min" is the abbreviation for minor. Also used, though not universaily, is

the minus sign “ ~ " (which will remain the choice for this cotrse).
"A minor” will be notated in this course "A-"

Diminished is represented best by "dim" or a small circle above the triag
name, i.e; Bdim or B°

The diatonic triads are:

tmaj limin [Hmin {Vmaj Vmaj Vimin Vil dim 1maj
OR:
| 1 - - IV Y Vi- VIt ° r
A s i
¥ P 27 ey s
7oy > g yoa = o S— -
L—= > = % =
y > 4 -
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The fourth type of triad, besides major, minor and diminished, is the -
augmented triad. It !s apbbreviated either "aug” or " + " The augmented triad-
nas a major 3rd and an augmented Sth from the root:

P
F+ A+ ED+ Bo+ D+

A . : 4
? iz L
o for LA L o Lo
ffan ford LI ) i T
e lardl ol b Ll
J v ow ™ i

The augmented triad is not diatonic to any major key. Its usage will be
discussed later,

There is cne more type of chord. It is a very common chord in contsmporary
music, and it doesen't fit the normal pattern of stacked thirds. it is the
"suspended 4th” chord. The chord symbol used is sus4. A suspenced fourth
chord (sus4) is 2 triad in which the 4th degree replaces the 3rc degree:

G{sus4) G-{sus4)
A

74 ] o2
FaX s, i P4

%)—9——9—

T0 summarize;

Major triads are constructed with major 3rds

and perfect Sths from the root; y——g_—

Minor triads are constructed with minor 3rds

y jFakl 1
and perfect Sths from the root: S.,;gg——

a C dim
Diminished-triads are censtructed with minor 3rds t
and diminished 5ths from the root: %
A C+
Augmented triads are constructed with major 3rds A—T=
and augmented 5ths from the root: v %

Homework number: 195,
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The logical extension of a dlatonic triad ts the addition of another diatonic
thira above the fifth of the triad. '

A A fod 3’ %
¥ 2 for ar ) Lk
aw y.u Far d oyl o ford Ford
[fam! g ' E Fo sl b il

e o yrs =

| =5 P b

above the root. In triads there are only three intervalliic relationsnics. {
to 3rd, root to Sth and 3rd to Sth. With the added pitch of 7th cncras, ne
complexity douples: root to 3rd, Sth, 7th; 3rd to 5th, 7th; 5th 1o 7th. Thus,
7th chords are more complex than triads.

Chords with a major 3rd, perfect Sth and major 7th from the roct defire 2. -

Cmaj7 Ffmaj7/
major 7th £ Z
chord o — %-
v P

Chords with a minor 3rd, perfect Sth and minor 7th from the root define a

D-7 E-7 A-7
minor 7th F—= = %
Jf 4l F&4 Forau
chord Tz ?;L

A chord with a major 3rd, perfect Sth and minor 7th from the root gerines a:

G7

:

A chord with a minor 3rd, diminished Sth and minor 7th from the root defines
a:

Bid

. dominant 7th -
chord

*

s

¢

B-7(b3)

minor 7(b5)

¥

%

chord

——

et

v
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It helps to compare these saventh chords with the trtads on which they ars

buiit:
The chords built on C and F are major triads with major 7ths:

Cmaj7 Fmaj7

G

The chorgs built on D, E and A are minor triads with minor 7ths:

D-7  E-7 A7

p £
. ——_

~ For i

v v -

The chord built on G is a major triad with a minor 7th:

G7
A
==
Ca

The chord built on B8 is a diminished triad with a minor 7th:

B-7(b5)
, *
A—=
v

The chord symbols for seventh chords which will be used in this course are:

maj 7 = major triad w/major 7th 7 = major triad w/mincr 7th
=7 = minor triad w/minor 7th ~ -7{(b3) = dim. triad w/minor 7th

The diatonic triads in C major are:

tmaj7 -7 -7 IV maj7 V7
D-7 E-7 Fmaj7  G7

Vi-7  VII-7(83)
A-7 B-7(b3)

C maj7/
A Z z
"4 23 For é For i ]
LY = o — ; o o ~
[l - Ve 4 Far 4 -1 Lot -
o = e g ) yaord =
J ﬁ;’ ‘7 = -

e o o 3
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There are other 7th chord structures which are not diatonic to a majer Key:

ras
;- The +7 (augmented 7th chord) which consists of an augmented triad with a

‘J’ minor 7th:

7

G+
;Lé

Tr

s

l@?‘mo

The °7 (diminished 7th chord) wnich consists of a diminished trizd with a
diminished 7th:

C dim7
e

v T =

Note: in the diminished 7th chord, the diminished seventh interval is
sometimes written enharmonically.

Cdim7 or: Cdim7

e e
PR - =

The minor/major 7th chord {symool: -{maj7)] which consists of a minor
triad with a major 7th:

C-{maj7)
$

Notice in the chord sympol, the "~ represents the basic chord sound (minor)
while the "(maj7th)” indicates the 7th quality. The parenthesis 1S necessary
to keep minor and major from being confused. '

S T .
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The major 6th chord and the -6 {minor 6th) chord which consist of a major
or minor triad respectively and an "added” &th degree:

Cé C-9

Fo
4

Pl
[t

—
TTTE

The dominant 7(sus4) chord which consists of a suspended 4th triad with a
minor 7th:

G7{sus4d) G-7{sus4g)
—

o =
,

4

Homework number: 6.

O ———
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INVERSION OF CHORDS

The basic ruie for inverting triads is the same as that for intervais: oring the
bottom pitch Up an octave. There are as many positions of inversieon for a
triad as there are notes In the chord {i.e. three in a triad). _

C

]Hf!
=

HER

—

L<5>q>

el

]
3_/

If the root is positioned on the bottom {(where it would normally Se for
naming purposes) the chord is in reot position:

The first inversion is accomplished by bringing the root up an octave:

N

The second inversion is accomplished by bringing the root and the 3rd uo an
octave:

A
1"d Vo 4
et

Fa
="
vy 2

One more inversion would bring the chord back to root pdsitmn. Notice that
there are three possible choices for the top note of any triad.
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o
I

(=g
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Since seventh chords contamn four notes, there are four pesttions ¢f inversion
possibie:

|, Root position: -
- Cmaj’/

A
17
AN

]
fat =]

2. 1st inversion with the root on top and the 3rd on the bottom.

-

A

)4
(f['le =
S R
d -

‘:rhl

3. 2nd inversion with the root and 3rd brought to the top ang 7g 3
on the bottom:

rora
A y. 4
[
v 1=
v

4 3rd inversion with the roct, 3rd and 3th drought L0 the Loo 2nd ihe
7th on the bottom:

A ol

14 o
A el
i
el

)

Homework numpers: 17, 18, 19, 20.




“ Harmony | . 33

TENSIONS

Consideration is now given Lo further extensions of the 7th chord:

C maj7 -
=2

o=
T3 5 7 9 11 13

Chords larger than 7ths exceed an octave and create intervallic reiat:ensnips
which are much more tense than the simple octave-or-less intervals of iriags
anc 7ths.

AN,

;imb

No matter what the inversion is, all the intervals in a triad or 7th 230r¢ are
less than an octave in size.

Triad: Plus addeg 7th:
. C . \ C maj? .
)i!‘ 1{ Py g } o LWL} _1! H-T ’
\y - v-é_Jv o St - -

el
Fal -
W

<=
I 3 5 7 9 [ 13

There are now 2! intervals in this chord! A 7th chord in root position has 6, a
triad 3. The number of intervals has more that tripled from those of the 7ih
chord, while the 7th chord has only twice as many as the iriad. In adgition to
the intervais which are less than one octave, there are now compound
intervals (the 9, 1ith and 13th). Some facts about these extended 7ths
chords should be recognized:

. The added pitches are not chord tones of the 7th chords;

2. They create t2nse intervallic relationships with the chord tones.
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Because of this tense reiationship with the chord tones of the 7th chorg,
these extensions are called tensions. !, 3, S and 7 are the chord tones; 9,
Il and 13 form the basis for the chord's possible tensions. Herg is a Cmaj7
chord with its pessible tensions:

&3

@J-Q = <
CE SE RS

The 9th (D) is a major 9th above the root; the 1lth (F) is a minor Sth above
the 3rd; the 13th (A) is a major 9th above the 3th. The tensions which sound
best will be those a major Gth above a chord tone. (A minor Sth interval is |

extremely harsh sounding.) In the fellowing examples all tensions ars those 2

major Sth above the chord tones:

g% foezu 2o

4 2 e Note that the “F" nas been sharped
{1l oy . .

[~ 2 3 & in arder to create the major 9th
v > & - intervat, :

maj 9th maj 9th maj 9th

The 13th {A) 15 a major Sth above the Sth; *11 (F#) is a major Sth apove the
3rd; 9 (D) is a major 9th above the root. Notice that tension #11 is not
1dentified as "augmented 11.0 Tensions are iaveied as follows:

13
=11
Cmaj7\ ¢

; %?

=

The chart of available tensions for ail chorg changes is on the following page.
Most of the availabie tensions are those which are @ major 9th abeve a chord

tone. Any availlable tensions that are not a major 9th above a cherd ione are
listed separately as exceptions.

Ma}7 is included in the list as a soectai rtension situation availabie on certain
chorg structures. . -




L F
. . EXCEPTIONS TO THE
AVAILABLE AVAILABLE TENSIONS A oTH ABOVE A
TENSIONS RD™ TONE RULE
CHORD TO KEY ICHO D
maj (triad) 3
min {triad) 3
aug (Lri;d) 9,#11 {or b5)
—— _ All avzilable tensions must be a maj Gth above 2ach chord tone
e dim {triad) and diatonic to the key.
sus4 (triad) I'1 (as chord tone} 9
- maj b maj7, 9 *11
min & maj7. 9, 11
_ maj/ (as chord tone)
maj 7 9,13 11
maj7 (as chord tone)
min (maj 7) 9,11, 13
_ 13 not availadle excapt
min 7 ' 9 in Dorian mode context
min 7(bS) 1, 513 9
b9,#9, bSises note 1),
dom 7 9,11, 13 b13
9,11(as chord tone), o
dom 7 {sus4) 13 very rarely: 39,8513
aug 7 9, *11 (or b5)
. All available tensions must be a maj Sth above each chord tone
dim 7 and diatonic to the key .qfmma_
Note ! - DS is aspecial tension situation involving an alteration of the Sth.
Note 2 - The available tensions on dim 7th chords are not numbperec G, 1!,

AVAILABLE TENSIONS

Harmony | 3%

13, etc. Uniike ather 7th chords, a major or minor 9th abgve each

chord tone results in four possible tensions, not tnree.

numbering system to 13 will not work here.
tensions for dim 7ths will be shown when the chords a2re shown in

context.

Specific availabie
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Symmaryv of Availabie Tensions

Tension: Availabie on;

maj 7 maj/, -(maj7); maj; -6

9 All chords (when diatonic to the key)
h3 ana/or #9 dom7; rarely, dom7(sus4)

11 alt forms of minor chords;
as a chord tone on dom7{sus4)

11 maj7 and maj6 when diatonic to key; dom7; +7
p13 ~7(bS); dom7
13 ma}7, -(maj7); dom 7; dom7/(sus4)

Chord symbols used to show tensions fali into two categories:

1} The listing of tensions which are not diatonic; (™

2) The optional "courtesy” listing of tensions which are diatonic. O
Tensions which would not normally be availabie MUST be included in the chord
symbol: ’

Cmaj7(=11)

A 'é'

L[_‘Li'L ié :

A R -
¢ =

C mal7/ In C malor impites only 9 and 13 availability. C maj7(211) would
indicate use of a nen-diatonic tension. )

-~

Homework numbers: Z1, 22.
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DIATONIC HARMONY

Any diatonic chord may progress to any other diatonic chord The
control facter is the relationsnip between the roots of the chords. This
calleg root motion and falls into three categories:

[V}

I} The strongest diatonic root motion is movement down in Sths (ine
cycle of 3ths).

7{maJ7 Vmaj7 VI=70S) -7
Gmaj7 Cma)7 F*-7(bS) B-7

. N
E yo s t —, Y T w
<4 G ? T F' i 2 = 3l
P T yor ! =y ™ 4 o )
r=—4 T h T L } al
‘ J L ] L 1 L ] L - I oL J | .

.‘.'.\

The tensions avaiiaole are determined by the function of the chord in the key,
the tensions that are dlatonic Lo the key and the tensions that are 2 major Sin

above a chord tone.

Imaj7 1vma)7 VII-705) 111-7  VI=7 =7 v77

13
- -
+ﬂ— -

TENSIONS: (193)(315) (01113) (ﬁ) H)( ) (O:

= -
= s

3-H

Hi

; —
o d ’ =
T T

uqﬂh

Y7 te [is the strongest ciatonic root motion in the key, thersfors it raceives

a speciai analysis symbol:
V7 TN

The arrow will aiways be used to show deminant resolutwn down 3
perfect fifth R

siron

=]
[¥ew]

2) Root motion down a diatonic 4th is also strong althcugh not as
as roet motien down a diatenic 5th.

| V7 -7 ¥i- [H= ¥1-7(hS) iy
- X A7 E- 8- F=-7(85)  C
'Zﬁ \57 . N T = ‘
o
’ by L P J‘l ] P

) TENSIONS.  ( 0)(13) (H) (-9) - (?31]3)
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3)  Stepwise root motion is a little more subtle than root molion of £ths

and Sths.
| R T AV D IV V(sus4) V|- v7- ™
G A- B- C B- A- G C D7(sus4) E- 07
-4 T N [ 1 z 1 L 1 H T
il 90" 298 1 1 1 ! ! [ [ ' Y o) =) H\]
< N m— A —py — —r = s |
Vl__.l | S J L I el v ] L____lIl Irl I 7

4)  The other diatonic root motion is down or up in thirgs. Movement
down is more commen than movement up.

| V- v 1= I R R e Y V- V(sysdy - ™
l G E- C A~ G B- A- C E- D{sus4) . a,
L 535 rarm |L I G—. —t t —T + ' = S
e
/ L JL I 1 ) [ d e ‘

Inreviewing all of the previous examples, take ncte that they are repeated. |If
an ending point 1s sought, the best final chord will be the | chord. The |
chord may be followed by any other chord because it represents a

point of harmonic arrival
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V7 (SUS 4) CHQBDS_

The V7(sus4) chord is usually built on the dominant degree of the key:

D7{sus4)
=
s —
—F L=
> y Mt
P2 3 4 5

The strength of dominant resolution ies in the root mation of a perfect Sth
down.

Since the V7(sus4) does not contain a triteone, its diatenic function is
dependent on context:

Imaj7 IVmaj7 V7(susd)~~6  V7(susd) V7~

‘ Gmaj7 Cmaj7 D7(sus4) G6 D7(sus4)C7 |

s 7 - + = :
i » pod =4

e
14

Another observation concerning the V7(sus4) chord can be seen if the
structure is categorized as having a subdominant upper structure (since the
tritone is not present). The cherds sound sutcdominant buf the rool 1S
dominant;

”7 IVmaV
S of key S of key
A-7 Cmay

D bass O bass
- <

Z z

Dominant roots:

L(qhm-

[

.
r A0 L1 =3
e " = L

The above two chorgs ezch contain a subdominant sounding upper siructure
and the dominant degree of the key as their root.
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- These chords are common in contemoprary tunes:

-7 ! Vo vmaj?

/5 of key ' , A of key
A-7 G(add9) ¢ Cma)? GiadaS)
A bass Abass

i

2 ; .

- : o
<3
-

ad
il LI
=T

CNIR

<
-

-7 over S of the key and IVmaj7 over 5 of the key are both subtle versions of
v7(sus4) and shouid be analyzed as such:

Vilsusd) < = IV Visusd) = m

A=7 Cmai? L, R
A bass (5(add9) C Abass 5{adas)

N9
N
$h

VNN

L

N i
b
%

The [i- {11-7) over S of the key and the iV (Ivmai7) over 5 of the K&y ¢an be
seen as chord.structures derived from the extended structure qr the V7(sus4):

A= A-7 C Cmaj7 D7(sus4),11,13
/D D /D /D

AR 2 2 ‘g' —‘5‘
)4 L o g yord ol
a v Ford o g o B,
f0y ol s - 4

& 7 g ped Z

R
b

“A
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MATONIC SEHASMONI JAT'ON

Diatonic ¢chorgs havs names ©aced of thes location of thewr ronis withn the
~=

scale. The | cherg s cafied tonic; the V onard 12 dominant, tne iV <nerd is
cailed subdominant. )

All giatonic cnords can De categorized ag sounding i one oF the Ihres

zategories:
i (triad) H- Y-
Tonic: Imaj7 =7 li-7
A A - AR A st
i e L] et 1T~ 4 )
b ;iL > ;1_1 ~r TR'J‘—"H—
_\5 L4 —37 P yod four i hNavy Toly Tyt
pe o] % = YR .,
- ¥ (triad)
Subdominant: -7 ymay 7
A o A it
T A -3 o § A
(e Srr—t——— e — %
g= fay
~ S,vlﬁ—
v (trisd) viigim
Dominant: Y7 , Vit=-7(bS)
A A W
17 A D" 4 [ S




——

ar,
LA §

o8 FOL I

WA

S

]

— o~ "’91 fsa\ -~
< o U5y (7 LYY
L N ML N N2/
I Y6 ¥7(sus4)™ V7lisusey Y7 T
5 5 - D7(sus4) 3 D7(susd; D7
AW Y o I
; “—¢ T ——— T — ew—— z .
|( i o = ) | : 1 o Sl 0 n t .
n;_:l‘L l - ILJ_“-J . @ NN A :::‘_‘ :
M iy - _— 7 *
\* v — | 1
I i !
/ ;| | l !
/ Y, Wl 7 H : b . ;
| S a— : = -5 =
Nk T4 Il
p; -

N cominant maot with
(T) =TONIC (SD) =5UBDCMINANT (D} =DOMINANT (i/“y = supdeminant Joper
surucuurs

3y substituting otrier cherds from the same Tunctional sound caiagory. L is al,

possiple to reharmoniza the above exampie. The end resull wii Ze 3 New
chord progression wnich sounds similar tc the original.

Yol %)
O O ® © OO &Y

-7 VI-7 -7 \l;x vi-7 16 iV V?(Sus-il/

i A

3 B-7 £-7 A-7 07 E-7 Gb 5 D?(Sl.;s‘i:-_L
e —— e
S ] T i 3 k3 - 1 ! [ |
\1"[:!"1_1 = :—..‘ar_g?_a ot IE_( - l"!}i —r !-?7\ /H\_ > -
Yy - - i
. |
j.{ Lf} — ! : ][_ : > ]"_ 4Ll
trEee—————

’ \

in comparing these two progressiens, sore Important facts must e
censigersad:

1) the root mctions are not the same, though the melodies are;

2)  the melogy anc¢ reharmonization choices must be compatable;

3) the omgtnal resolutions of the two dominant cho~ds are no longer
down a perfect fitth (the normal expected resolution for V7 or
V7(sus4) is aown a perfect fifth to the i chord).




V7 {susd)
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V7~ V7 VI-7  V7(susd), [II-7
A /
D7 6 D7{s5us4) G 07 E-7 D7(sus4} B-7
q:.r ] P ) ek’ -~
7] o - [l el el
£ ] L =
- -

Notice that the analysis symboIé for the “deceptive’ resolutions of V7 to I11-7

or Vi-7 are different from those for the resolution of V7 to I
motion is not down a perfect fifth, so there ispng arrow. The analysis symbol
is: V7/1. V7/1 means V7 of §, V7 is expected to progress to I, but resolves

deceptively (deceptive resolution) to another tonic chord.

The root

A-__ 1
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CADENCE

The term cadence means melodic and/or harmonic movement to a point of
; rest. That point of rest is the cadence.

Dominant cadence:

O 00 o O o O

! G Y7~ gh: Y7~ | B: ¥7—~|
Bma}7 D7  Gmaj7 8b7  Ebmaj? F=7  Bmaj7
st Z L, N
ra X 1 y Ve T
bl XW” L . ] ade 1 o fod
Z & 4 M — L] —_ b—ly
T3 T | ri i —
‘ 1
Subdominant cadence: .ol
@O @, @. © O. @ @@ @©
Fil ! iy I | 1Y 1
F BD F Bbl £h &b C F C F 80 F
Y " ] 1 . I al ! =l i Val
i AT 1= -~ 7 T T = [ S *
PZEEE MRS 1 |- ) T s yr4 T T ” T
¥ ' 1 o | T N =4 | *

. A subdominant to dominant to tonic progression is considered &
i full cadence since all the functionai scund groups of the key are
‘ represented: |V to V to | 1s the traditional Tull cadence.

S

g | R

Qﬁ@“tw
o
‘n_._—‘FNL!

N

-
t
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Qther cadential variations are possible:

IV to V(sus4) to | is subtle since there is no tritone invoived:

Y Y(sus4) - %|
C D(sus4) G
Sy w -5[- 2
U . T T
+—F -
[fab e )
S’ = =’
v z 1 %
) N {
LR 1 !
¥y { i
ya prd 4
¢ &

{V to IV/dominant root to | is even mere subtle because the moticn from the i
subdeminant te dominant only involves roct motion from 1V to vV of the key:

IV V7{susd) }
o
c Ao G
.4 ).ﬂ_{]' 2
174
W
1 7t .1 VA
= >
i
o ————s
i A -
o r

The 11-7 to V7 to | cadence is very strong since all the root motion is down
in perfect 3ths. This particular variation of the full cadence is s¢ strong that

some styles of contemporary music rely on it almost exclusively:

G =7 V7T TNmaj7 i -7 V7w imaj?
A-7 D7 Gmaj7 6-7. ¢7 " Fmaj7
=t {
' # ol [; L
‘% L qa
Bb: -7 V77T ™imaj?7 G: =7 V7~ =mimaj7
c-7  F7 Bbmaj7 A=7 D7 Gmaj?
IL = T : ! ,i !
' = wf 7 —. S— —
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HOME WORK -

1) identify, by pitcn name, all the following pitches.

WOTES:
4— ——
A2 —— e —— —
I'Q) l[ i - ._‘_i % & .l %' [_ - : \T
v/ > *FST O =
> :;E-j-éi
f ; T | T $
— —— a7
- - ——— I—-—-:—n--- ‘
-7 ra

2) Notate the melody in ex. i, ateve, in the bass clef. Use leger lines
when necessary.  Both examples should sound exactly the same n the
D13N0.

Fee T
ol £
i

“{ERH.

3} ldentify, Dy pitch name, all the following notes in twa of the C clefs:

NOTT




MQ

Xa
FHAR

e




LY

bz

NAME

4) ‘write this short melody:

HARMONY | HOMEWCRK  2¢

| One octave BELOW:

i
4
=
4
N
b

.2 b ’
- :
»
2. Two octaves BELOW:
Vo
Y-
-~
P
3. 0ne octave ABOVE:

3>:>

-

4 Two octaves ABOVE:

2
—
- —_—
)
L
v
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S) Notate chromatic motion between the given pitches. Observe the rules
governing accidentals,

-H———-m o Il e |
; " ! ; +
s i L )i ; 1 L ry L
JTaN] ) 12 1] LA 4 14
-
#
L L —r
)8 el : ; i
= f'r T £ [ :
j T T I 1 p : T i | W A s 4 :
. 1 + 1 + ﬁi / —t— v |
e 2
! — | N A -3
S S A A S S 5
? ] |
TR

&) Rewrite the previcus exampie 1/2 STEP HIGHER.

f A
i + ]
| ey = ;
IProi L ]
Y
z
— !

51
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71 1dentify by name all the oitche's} Then, piace the number for all notes of
the chord on the aporopriate key of the keyboard below. The firs: i
15 comopleted.

. B L Q bd L )*A
LY A T AN 4 = T w 7 " I '
FAT TN = Y - : | Y Y
HEA R o = o ! : 2 T e 5
T . 1 = 5 ; ; .La ' oo
| [l ..
P | ‘ ’ N B l ¢ g
i -
l ' j : il
H : | ] : |
2 2 e | 4 i, £
o : e A Y- A4 -
il 4 L~ : N 1 TN — YT d
Z s H A T = L >
o M1 T A4 L W) ~
T [ T T ‘
-‘«:__,J
! 2 3 4 S 8 7 2 < Y '
.
o
Lad
—
&
o Py
< L
|
| i
1
| z
| |
oG €Y P
T N\ l l ’ P
: l '
i & | ’ t ! I
1 ]
o L P
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3) Compilete the following enharmonic pitch chart:

Natural
Notation:

Sharp
Notation:

Flat
Notation:

Oouble-sharp
Natation: Natation:

oougie-ilat

bl

~,
e

NuY tEarm {Th o Bbid b

g
-
v

1

| <K

H

1
g
g

|

el

A= .

[>. <l a4

Fa X

tt. £

7
) -
W

l(b




NAME

) Complets

steps. Do not use

Mumper of

g the roilow

sharos or flats

necessary for
related major
and minor;

MAJOR SCALE.

rg ||C!rb Gf ma]CI
enharmenic oDe,..a-. )

and mingr sca'zs.
e net mix sharss v

QELATED NATUGAL MINOR

Nang

i
“
g

Y
B
Y
AN

)
\
]

'| x

4

B minar

i Bhomavbormaliing) I J:Jli

,r"_-'—-.______, e

-

A major

.34

tﬁ%% \r;g

$__

Bl
A
)
4

s

-y




P

vl

[
\

r

O

LWL RV A8AT

LWV AT

oA

HOMEZWORR
RAL MINC
T

e
oy T

‘_f‘...-ra =<

DoNATY

'V‘\j“‘
Az
S L

Reu

Tty

AFminar

7

P L)

e YT
L W NP L0 L )

Z L el T

C 42200

CALE
PO

. P2 UV 4. Ol

MAJOR

il

L

v

i &3

iV ¥

: Fia O

A\l

'L

!
1
!
I

/!

)

(£

1]

g

Y

Numoer of
narps or flats,
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MAJOR SCALE: 7 RELATED NATURAL MINCR:

Number of
sharps or Nats:

b4t

2
=

Ab major

G minor

F major
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10) ldentify the following MODES:

; F Dorfan
A L e A
7 1 1 P MRS A v ; ey wi
g 12 1 I B A = ran o W D S
[ A T e (1Y -4 o A
57 o A A g = Vo
- » -
L <
Ao & e
- = F X2 L P o Tl o !
< o j A s s T :
i =z % Pl TV A A 1
Lavar i w 1] T
Ll
: N,
A | ,
ry |y W . 0/ L !
il K ] L ) am A A S . V- TR {
- FuVal i o [Fat] AP/ o )
n Ve B s~ =4 o, 1
b T ¢ C
A | A )*n g é
oy 74 . B A (4
Hﬁp = .o P - i
yar A o s w M o § 14
= A
v A Ty
3
ou T Far 1= e T A, S N
= y -y, = -
v L FATSNT -
7
v = T
q: L4 :'][J [
yd TS =T
- o = p -
i d _ - a '#b? — —
4

9. 59 T 4
- i FAY A, ) -
I Ian L e =AY 4 =
. T =
> ki -
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11} write the Key signatures for the following keys anc identify the
- missing tonality: -
G major —major D major 30 maler
— minor O minor — minor —minor
A A
174 Vo O Vi -
s S ) i A il K
[fa%! P Fan Fd
Syt
ra o
—_major £Eomajor —major __major o
FEominor —minor C= minor FINGe
a ol
% s O vim s O
[Fam) ia Y
St gl
v »
—_major C major —major Cbhb major
A minor —_miner A< minor — miner
2 A )
ot - O i o 5
[FanTl “ Il
vy St
v v
—major Gb major —_major —.major
B* mincr — miner G# minor 25 minor
A fal
% s G i - o
[ffam “ Filan i
=y il
Y v
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i2) Complete the following chart of intervais from the key of £, Ke2p the

HARMONY | HOMEWCRK

hignest pitch diatonic. Use the appropriate accidentals.

G

Diatonic Diatonic interval Diatomic intervai
interval: reduced Dy increased oy
1/2 step: 172 step:
min 2nd dim 2nd maj] Znd
A i { I L ‘
7.4 | o letd L AR S . o Tiad
-t | 1?—" N v

i

i

Fol
£ " 1 ; '.Jﬂ
e L Y

A r-_—_’-—-'T‘
U | L wid [l
A LA i
i
i
—y |
A | et | I
74 1 1 MLl s ‘
A 1 oy ! .
1 Y
)
A = |
174 L Il — ¥/ )
o —_— |
X 1

i
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Diatonic Diatonic interval
Interval: reduced by
F/2 step:

HARMONY | HCMEWCRK

Diatonic interval
increaseq oy
i/ e

30

e |
3 e
5?2 '?[J” 1
A 1 '
¥ e cain :
v
o~ "] ]
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Diatonic Diatonic interval Diatonic intervat
intervai: reducad by increasad by
1/2 step: H2 step:
— [

A e |
|Fi T
1
A r‘""—'——_—_-_-' [ -
174 )y 4
Fam hd oy
o M—W'_d
3 g
Y]
A g 1
|74 1 1
AY T !
A = {
¥ Fo T
. & A a——T 0 " 8
.\jz_g.'_u
A 1
¥ 1 n
- ranT 1 - j_{:i_'l
= -
v




NAME HARMONY | MOMEWCRK 62

13) Rewrite this melody:

o ——— I B

I} Amajor Znd higher:

Pk

2) Amajor 6th nigner:

]

L

fa 1
174
Pl
Fa Y
St e
Y

-

L

3) A major 9th lower (in bass clef):

1
| 9=
= &
§ ’
4) A major 13th lower:
oY) -
¥
rd
i
Y
| S) Aminor 3rd lower:
;g _a. 1{ T
r .? .
: 7
3
5) A perfect 4th higner:
:i _
o NS -
¥4
1 Ly . -
: Jilfam Y
1 — Skl b
o ¥ 4 -
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14) Complete the following chart of intervais and their inversions diatonic
to the key of G. Label the intervais:

Diatonic inversion of Diatonic Inversion of
[nterval: diatonic interval; [nterval: diatonic intervail:
min 2nd maj 7th

N ) b A r”? W,

9 P A W ra y '

A Ll A rsd - - :
= o - ; r

v P ]

3 el 4 —

A ' . ‘ " A L

v v

Li\
Ky -
22
¥
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( Ex. 14 continued:)

Diatomic inversion of
interval: diatonic intervatl:

- e
iy

— f
'Q_'_‘J ?
A 1
i74
y"
P
A 1 -,
. J : ‘ -
-
v
A é' 2
L
> ‘
: A .
. 1”4 . 7
it Voo il i
3 _ g ,
i n
114 i -~ '&"
v
A1 '&‘
) A—1
g ' >y :
) o
4 A r—
- 1 1
d |
AT
3 . .
) v N
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(W)

Corstruct the indicarted TCLADS n SC0QT POSWTICON. 00 nol uss
enharmonic soelling, '

C C- Cawg Caim  C(susd) F F- Faug Foim  Fzuss)

o]
L v H i M 0 v
k4 'I/v v T
) 1 i
N
Y

Eb ob- Bbauwg Eodim Bb(sus4) Eh £~ £ iy Eham Ihisusd:
Il 3
7 T T : ; v r -
7% : : ‘ v ! : :
s : . . N LA
Sl Set’
v

v ‘ ‘ ™,

AD Ab- Abaug Aodim Ab{sus4)l Db db~  Dopaug Dbam Dot susd

Gb Gb- Gbaug Chdim Gb(sus4) Cb Cb- Cozug Chgim Cotsusa)
A A
1 T | s
ya > T 1A
[Ha WY v SR
_ ? L L el
v
F= F=- 7= aug F#dim F=(sus4) B 5~ 3G  3dm 3{zuzd)
A , A i
14 I ! ¥ L
Pl . 4 -
& ? I . & - [
v v
E E- Lawg Edim -E(sus4) A A- Azug  Adim  A(sus4)
A N _
¥ i { I "4 L T T
A L : L ! :
LAY ! Ifany - *
St 1 . L ! 1 1
v o
D D- Daw Ddim D(sus4) G G- Gauwg Gdim G{sus4)
A al
1" Iy
W bl
fllan) Iy Tl
L 2 =
v v
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16y Construct the indicated SEVENTH CHORDS in reot pesition:

C ma;?

C-{ma7)

€6

HARMONY | HOMEWCRK £7

C-5

\EE'P‘C;

C-7(8%)

c7

Caug?

C7(sus4)

Cdim?

BPQF

St

F maj?

F-{ma17)

F&

g

[
-

K

F-7(bS)

F7

F aug7

F7{sus4)

Fam?

NS

8b may 7

Bo~-{ma)7)

Boé

Bo-6

)

ca
«Q
1

b
]

s

b ¢

80b-7(bS)

Bo7

Bhaug 7

Bo7(sus4)

Boqmm7

(Ealﬁb

Eh mg 7

Eb-{mai?7)

Ebe

Eb-6

lEaPN>

Ll eresines bl el
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h-7(1%) Eb7 Ebaug 7 £b7(sus4) Ebaim?

Ab ma}7 Ab-{maj7] Ab6 AD~5 Ab-7

TES
|

]
_ﬂ

‘A

- Ap-7(05) Ab7 Ab aug? Ab7{sus4) AD gimT

Db maj7 ~ Db-{maj7) Dbé Db-6 Do-7

Bo-7{53) Do? Db aug? Db7{sus4) Db gim?

<>

Gb maj? Gb-{maj7) Goé Gb-©. Gb-7

HH

e
()]
or

i
~J
—
o
o
—

-Go7 Gb aug? Gb7(sus4) Gb dim7
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Ch ma7 Ch-(ma)7) Ché Co-6 Ch-7

=~

b7 (sus4) Ch dim?

[

Cb-7(0%) Co7 Cb aug?

F=¥ma}7 F#*-(maj7) F=6 Fe-6 F=-7

F¥-7(b%) F=7 F®aug? - FF7(sus4) F= dim7?

B maj7 B-(maj7) 86 3-5 8.7

o

a

5
-~

8-7(8%) B7 R 3ug7 R7{sus4)

T Emal? £-{maj7) Eé E-6 £-7
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E-7(b3) £7 E aug? E7(sus4) Eaim?

o
I
[
~4

A map? A-{ma)7) At A-

A-T7(1S) AT Aaug? A7(sus4) Adim?

D maj7 b-(maj7) D& D-6 ‘ D-7

SQP

]
-
[

¢

D-7(5%) 07 D aug? D7(sus4) Ddim7

G
N
g
(e
Loy
i
~J

G may7 G-{ma) 7}

- G-7(bS) G7 G aug7 G7(sus4) Gdim?
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NAME

uras:
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L
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[~

5y

fF

L

lr N
- ey
-
S u
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.

L
L4 Vo’
i

Realize chord symbols for the following triadic chord struc

bl
S

|7 ATA
el
(1l £29° 10V &0 20

T2

?
r
\

| 1
1 1
‘.—_’

¥

s,

A

i
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18) Complete this triadic chord progression by adding the remaining cherd
tones beneath the melody pitches. Then indicate, beneath the chord, the
inversien using the foliowing:

R =Root position; 1 = 1st inversion; 2 = 2nd inversion
F A- D- G 8 dim C 0- -+
# £ fLhy o e .
q:( = I il L — >
AL, — : -,
Y T T 1
‘R
Bb Bb- F B aug £ G*- ¢*- D o £-
2 ( a #‘z ‘:f o %'5' s ng z
1 W L ) I
b : — '
) _— T
'
’ A= D- F dim A aug %D G aug bi F dim F
| ¢ € g 2
s £ £ 2 £ = = =
- T % : - t
" }
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19) } Realize chord symbols for the piano harmonizations below. All chords
have their roots in the bass clef.

Cmaj7

| (5>~>
S
4
h
LN
"N
W

et - — —t =
P e E =
P Y ) T
i 7
A i L L 1 1 —_— . - 1
If["‘\ 3 lr‘ J I | b I ” ;,
V r
FiE | g Tog
0 " T 4
i - Fat il }i; t % 'T FF:?" Js L[L[zi
' ) i )]
3 . 7- # ; r v 1 1A

I
i

ﬂ 1 Lh
2 — ) - - Ls"
TXS s e ) - TR U v
p [i7 >
v S 4 * T
hd el L
Q- = =4 % 1
ya = = T T |
Y Vs I ! |
t
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20) Complete this harmenization of the cycle of fifths by piacing tne
remaining chord tones beneath the melody pitches. Then indicate the
inversion for each chord.

R = Root position; 1 = Ist inversicon; 2 = 2nd inversion; 3 = Ird inversion
D-7 G7 Cmaj7 Bbe  C7(sus4} F8

A4 | | y

[[‘,{‘ LIE i é‘ - 1

s = ==

R 2 R
c-7 F7 Bb maj7 F-7  Bb7 b maj7
—+ : : ] B
a Z — o —a —aa
Db&  Eb7 Ab maj7 Gb6 Ab7(sus4) Dbé
z & = C : %
) ) & -*I 7o
Ab-7  Db7 Gb ma)7 C*-7 F*7 B6
L be & _z
0 1 H TV&' ' —
F#-7(b5) B aug? E-(maj7) B-7(b5) E aug? A-5
3 o <
treva e Z D — .
E-7(03) A aug? O-(maj7) A-7(b3) D aug7 Gmaj7
bo 4w fe 4 A,

Il
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NAME
'l 21) All the meifody pitches below are available tensions. Incicate the
tension number for each note: - -
Cma7’ Cma? C-7 F7 Bh may7 thma?
A ./ 9 "
E 2 == = : — L
] 1 For 4 ! L.
ja L 1
g
A-7 D7 8-7 F7 E7 A-7 07 G mar”
L ! L
i . =
1 | | ) L 1 (=4 P} il ! . { i
L —t L . L { L L } n T "
> + , T 7
Gb maj?7 F maj7 Ab maj7? G maj?
t [
Tl 1 A
LiCL 2 ) £ vl
14 =4 ' L {
C=-7(pS) C-(mar?) B-7 8b7 Eaug’ A-7  F7 GhIS
T 1 + i i _‘ L\A L:j' ['_I_'g > T

i L I
Lk i | J O—d
:—d———#, T ‘. %V[ iF' ' r]l_ T T .
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Place in parenthesis the

are in root position.

Realize chord symbols for this piano part.

22)

-

ed. All cherds

ensions oeing us

L

%

v i

nai
)

0 % YDV

L" . 4

e

rk

R

L

=

T

o«
-
r

-

e A

PE

&

\..________-/V

—

R

-

[FIAME

LX

A e

Ll

ol £

VT

o

bd.




