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Introduction

The Study Supplement for Harmony 3 and 4 is a companion workbook to Harmony 3 by Barrie Nettles and
Harmony 4 by Steve Rochinski. The topics are generally in the same order as in the texts and are identified in
the upper right corner of each page. The exercises are cumulative in their content and reinforce past topics
while introducing new ones. There are, in most cases, several exercises per topic, so instructors may choose
which exercises they feel are most relevant to their classroom presentations and they may also use some of

their own materials.
The exercises in these pages will help you to continue to develop:

e notation skills,

* musical literacy,

* harmonic analysis,

* melodic analysis and melody writing,

* chord scale facility for playing and writing,
* compositional application of the topics,

s listening analysis,

* harmonic ear training.

These compositions and progressions are not meant to take the place of thorough and ongoing study of

compositions of all styles. This book is meant to be another resource and tool for you to use in conjunction
with your classes. If particular exercises are not required for your class, you will benefit by doing them on
your own. You may show your work to your teacher or tutor during an office hour or form a study group

with other classmates.

Harmony 3 and most of Harmony 4 are still focusing on functional tonal music: major and minor keys,
blues, and modal tonics. It is extremely important that you play, sing, or sequence everything you write or

analyze to hear all the harmonic, melodic, and rhythmic relationships.

A huge thank-you goes to Barrie Nettles for his assistance and sense of humor throughout the process of
preparing this workbook for publication. Barrie did the computer graphics and page layout and was,
therefore, in the front line for proofreading. Dave Berndt, Gail McArthur, and Sharon Bernanke were
invaluable in their help with word processing. Appreciation also goes to Rick Kress, Matt Nicholl, Jack
Perricone, Charlie Cassara, Mike Scott, Dave Johnson, Steve Wark, Scott McCormick, and Danny Harrington
for their feedback and proofreading.

Note: Some of the music examples in this publication are copyrighted by the author who maintains the
copyright of the material and grants permission to Berklee College of Music for its use.
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NAME Minor Key Review

* Write the seven diatonic 7th chords for the following Ff minor scales.
* Label each with the chord symbol and Roman numeral.
Though the key signature is given, write in all accidentals. (Note: Repetition of accidentals is not necessary

in actual compositions.)

F* natural minor:

7 I-7(5)
gp b F7 yahr(o
Y @71 il »

. Tl k11 L
[ £anY b1 Thsf [
ANV T "
g * i

== =
= = =

F* melodic minor:

===
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F# dorian minor:
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* Using chords from the above scales, create your own minor key progression.

* Write a minor key melody using two measure antecedent/consequent phrases. Fill in the time signature.




NAME

* Write the seven diatonic 7th chords for the following B’ minor scales.
* Label each with the chord symbol and Roman numeral.
Though the key signature is given, write in all accidentals.

Bb natural minor:

Minor Key Review

-7 I1-7¢5)
Al B"-7 C-7(5)
L2 b s |
b | VI | i b
12NV 1) 9] 2!
A\NV L [ L5
e p b s Yo
Bb harmonic minor:
A 1
\Jy T 7
g LTV |
SV T T W
N\ V L
¢ "h Y
B" melodic minor:
A1
[ 12, b
I T V1
N7 1
ANV, v 1
b o
Bi’ dorian minor:
N1
\ T2
g TV
ANV 17
\\1/ |74 t
3] b o

» Using chords from the above scales, create your own minor key progression.

* Write a minor key melody using four measure antecedent/consequent phrases. Fill in the time signature.




NAME

The following minor key progressions are analyzed but there are errors.

¢ Circle the incorrect Roman numerals, arrows, brackets, and /or bass notes.
e Write in the correct analysis or bass note. (Note: The chord symbols are given, do not change them.)

Minor Key Review

V7
I v by1- VII7 I-(maj7) "VI-7¢5)  V7(susd) V7
B B"7 =2 A7 B-(maj7) G-7¢5)  F7(susd) F7
t? L 'r) E
e V] -
V1 Wk P
vV
Wn/
v "th V- bt I-7¢5)  VIF7 I-
cq A/EL F- D c-7(5)  A°7 B-
e OO
e T 7, |y
Z BT V] >
VS -~
Vv
V7
-6 \ I-(maj7) I-7¢5)  v7() I- /V/_\*
E-6 A E-(maj7) F-7¢5)  B7(9) E- B-7 E7
B |
&) i O &
/ ™ |- g
V-7 IMT+maj7 I-7¢5)  (V7) VI-7(5)  #VIe7 I-
A7 G+maj7 F.7¢(5) A7 ct-7¢5) D7 E-
B | I
3 O Py & O
e L o) ”
ks L
I VI-7(°5) V-7 VII7 -6 M+maj7  Vimaj7 VI°7
C- A-7(5) F-7 B"7 C-6 Eb+maj7  A'maj7  B°7
S
A S|
v 1
VI
I (vV7) - Vimaj7 VI I
o G- F E Amaj7 B C-
R S— AP
O b {
Z 1 [#)
v i) O




NAME

Diatonic Chord Scales

A chord scale is a scale starting on the root of a given chord. It represents the chord tones, available tensions,

and any harmonically avoided notes for that chord.

* Write the chord tones and tensions as whole notes, and the avoided pitches as filled-in whole notes.

¢ Label the chord tones and tensions (1, b3, T9, TH1 , etcetera) and label the avoid notes by scale degree

number (S4, SL2, etcetera).
Example: In the key of G, IVmaj7 and VI-7 would be:

Cmaj7 E-7
-4 -4 p—
{(~— p 7 S— T—— (— T o —©
A\ o j0 —© \\SV o 1O —©
o O 9t PS) Ot
1 79 3 TH1 5 T13 maj7 1 1 T9 '3 T11 5 6 7 1
* Analyze this progression:
E'maj7 D7(5)  G7 c-7 G-7 g7 7
o
75— =
)
APmaj7 A7 F-7 87
&) Ir) ©
75 Py
Py O ©

e Write the chord scales for the diatonic chords from the above progression. Label and name each scale:

. b
A Ebmaj7 P D-7(5)
v 4 7
s s
ANV ANV
D) D)
a C7 a G7
. y.a
© )
bmai .
a Ama7 A F-7
Y e
s s
A\NV \;)\}
b
a B7
)
X
[ £anY
\\NY;
D)

» Which of the diatonic chords is a dual function chord?

* Which chords in the progression are secondary dominants ?

* Which chord in the progression is a modal interchange chord?

What parallel key is it borrowed from?




NAME Diatonic Chord Scales

* Fill in the key signature of the given key.
* In that key, spell the diatonic seventh chord. o

» Write the chord scale for the diatonic chord and label each note. For this exercise, write all accidentals

though you are writing them in the key signature as well. The first example has been completed.
F: Imaj7
s

@ ?M\} [§ )
D)

1 T9 3 S4 5 T13 maj7 1

¢

(@)

o}

O

ST
BT
0

[&]

D" VIL-7¢5)

G: -7

B: VII-7(5)

Bl’: -7

D: V7

E: Imaj7

Bl’: IVmaj7

8 This exercise continues on the next page.



NAME Diatonic Chord Scales

This is a continuation of the previous exercise, but in the bass clef.

Al’: V7

£)*
o)
@ E

B: Imaj7

Bl’: IVmaj7

E: 1I-7

A VII-7(’5)

ch: IVmaj7

El’: V7

G: -7

A: VI-7




Diatonic Chord Scales

 Name each scale (mode). Indicate the Roman numeral of the diatonic chord for which it is appropriate.

* Fill in the key signature. Label each note, filling in any avoid notes. Observe the clefs.

NAME
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NAME

¢ Circle the one wrong note in each of the following diatonic chord scales.

* Write the correct note in the column to the right.

Q)

®

®

®

Diatonic Chord Scales

Corrected note:

[ fan
ANV

p VI-7(5) b

# Py O P> B
P O o T

7s pay O ©
DL B

p -7 I P O
Y o 70 ©

pa= O o

/s O ©
KO

)

A V7 | o
4 PO ©

= O ©

7s Py (e ©
ANV 0 ) hd

)

p  Imaj7 o O 179
#l > O -~

f Py O ©

[ £an¥PL0) ©

A\NV A

AVH"—/(BS) to fO
Y Py O #©

1} % 0 ~F r
N o O hd

10-7
roay - . P
¥ ” o~ O o 7
7 P [0 B RS i

o lo —© i
0 ﬂv
[Vmaj7 ey O ﬁﬁ $“Q —
rfaY # O 4O
) o O T
P r

1r-7 . | L 170 ©
ra Y] | o PO PO
&) pr—L e ) o
A ¢ ) o—

V7 . | Lo
rfax , ] | PO PO
Mt L ] e DOy o—
prd ~_ DO PO

Iy o

Vi-7 " o O
rax o O b4
et 3 Py O #©

0 O b g T

11



NAME Secondary Dominant Chord Scales

* Fill in the key signature for the given key.
¢ In that key, spell the secondary dominant chord.
* Write the chord scale for the secondary dominant and label each note. The first example has been completed.

: V7
G: /II

A, #

v Lo ry > [ &)
P . ' 1 } o> [ &) ~F
[ £anY . Y » [ -] ~F
ANV il'l' O % [ ] f,’ hd \ y

D 1 T9 3 s4 5 ™3 b 1




NAME Diatonic and Secondary Dominant Chord Scales

¢ Analyze the following “tune”:

Two Fives
Fmaj7 E7 A7 D7 G-7 c7 Fmaj7 F7

A

| s AY
[ fan b H—O L Y
ANV, ! ~
Y

B'maj7 E-7¢5) A7 D-7 G7 G-7 c7

) i

|2
[ fan W4
ANV

* Write the following chord scales from the above progression. Label and name each scale:

p  Fmaj7 A E7
- =
a) !‘;\\ P b) =P
A\NVJ \;)\J
. A-7 5 D7
Y d 12
° HE? ) HEZ
o g
- s
e) H{ay? ) Hes?
ANV ANV
5 5
E7 Bbm j7
Fa) A aJ
s n B2
) HE )
o
a  E705) A AT
s s
) 2 )
o 5
A D-7 A G7
7 | ¥
N s> ) P
ANV A\NV
5 o

13



NAME

* Analyze the following two progressions. Watch for enharmonics.

Extended Dominant Chord Scales

G7 c7 C-7 F7 F-7 B7
'I: | i’). e
d | \ W] [§)
vV 17 ©
1 2 3
E'maj7 A'maj7 A7 D7 E'maj7 D7
) e r— 5
Z B VvV
vV 17 [®)
4
E-7 A7 D7 Gr7 B-7 E7 A7 D7
ya é i |
“Jo u feo ) ! |
) ! AW | vV I
r) l‘\’
%4
5 6 7
Gmaj7 A-7 D7 Gmaj7 E7 A-7 D7 Gmaj7

¥
¥ L)
vl L

o« 6 U. ~F
8

¢ Write the chord scales for the above numbered chords. Label and name each scale.

1) 2)
0 0
. VA
[ Lam ) [ {anY
N ANV
Y] 3]
3) 4)
4 4
Y . .
[ £an) [ LanY
ANV NN/
3] )
5) 6)
4 4
V. V.
[ £anY [ £anY
AV ANV
° )]
7) 8)
) 0
. Vi
[ fanY [ fanY
ANV A\NY
e 3]




NAME

¢ Analyze the following tune:

Amaj7

o - )

A7

Mostly Borrowed

Dmaj7

D-7

ct7 B-7

Other Major Key Chord Scales

Gmaj7

E: o =

Ay

Q,ESJ:>

Amaj7

B7

B-7

E7

Cmaj7 Fmaj7

Bl’maj7

SXX

N

==
et

* Write the following chord scales from the above progression. Label and name each scale.

2) ) s

NSV \\SV

v A D7 A Fi709)

C) 7S d) s

SV \\SV

Y

A Gmaj7 OAmﬂ?
&) s D e

\\SV) \\SV

Y

A B7 _79 B-7 (measure 6)
9) s h) 7~

\SV \\SV)

Y

A E7(13) p Cmaj7
) s D s

\\SV, iy

0 Fmaj7 A B'maj7
K) o ) o

NSV \\SV)

15
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16




NAME Minor Key Chord Scales

e
& o

* Analyze the harmony and melody of:

Minor Point

D-6 E-7 A7 B'maj7 A-7 D7(t9)
[a) g
7 E y 3
[ £aw. W4 /A Vi = Py
A\NV, <
Y]
1 2 3 4 5
G-7 G-6 A7(sus4) A7 B-7¢5) B'maj7  C7
Fa) M,
g 1 N
i gy P £
[ fan WA pu py
.., A\NVJ = A
e
6 7 8
D- D-(maj7)  D-7 D-6 G7 B"7 A7
Q [ | ]
y - by # ® | -
& et ot te g
Y]
9 10 11 12
F+maj7 B'maj7 E7(5)  E7 D-(maj7)
A sl
g 1
o
ANV '_- O
13 14 15 16

17



NAME

¢ Write the chord scales for the numbered chords taken from “Minor Point”.

* Name the chord scale and label all notes.

Minor Key Chord Scales

1) 2)
) n
7 |
[ £an)
A\NV) A\NV
)
3) 4)
A A
\7J v J
£ V.4
[ fanY [ fan
A\NVJ AV
)
5) 6)
A A
¥ J \J
o~ V.4
N {2\
ANV ANV
]
7) 8)
[a) Fa
\J 7 ]
N V.4
[ fan [ fanY
ANSY A\NV.J
o
9) ‘ 10)
fal [a)
X
[ fan [ fanY
ANV A\SV4
o o
11), 12)
La [a)
—
[ fanY [ £an)
ANV A\SV4
) Y]
13) 14)
[a) Fa)
¥ ] v J
Wy .t
[ £an) [ fan
A\NV] A\
0y}
15) 16)
A A
i\
V .t
[ fanY [ famY
A\SV ANV
o )

18



NAME Blues Chord Scales

* Analyze the harmony of... Snooze Blooze
—34 —34
Slow shuffle D
o4 =T L NI TN T —
: s s —$ % —
T 4 : 1 1
D 1
A b D7 G _ —3— _ —3—
A - o = =
G-* =SS =
¢ =~ '
2 3
3 A
3
D — —
fH # e e | N o ®
IS 5 Z S
y i - i y 3
I P 7 s
CESTTE LS = FRIFITR gES==
~
4
G 8 D —a @ c
A}( #t 3 ; nh : N PO | f"‘*"_. | N
G——— : =
\\ ™ I ] i _,biqt‘_’_

* Describe the motivic construction and phrasing of the above blues:

* Write the chord scales for the numbered chords from “Snooze Blooze”. Name and label each scale.

1) 2)

O fa)

v 7S
A\SVJ ANV
Py 3]

5 3) 3 4)
{7 s
A\NY] 7
Py)

n 5) 5 6)
s s
A Ny
3] Y

19



NAME

* Analyze this progression.

Blues Chord Scales

» Write the chord scales for the numbered chords from “Blues Dues”. Label and name each scale.

* Write your own melody to the progression referring to the scales you have written.

Blues Dues
F7 B"7 F7 C-7 B7
A
17 |
L. L fe
[ £an V4NN V)
N
'y
1 2 3
b o F7
B"7 B°7 /C D7(t9)
0 i
|29
[ £an. VL4
A\SVJ
4 5 6
G-7 C7(alt) F7 A7 G-7 G7
A
7 B |
£
[ £an YL d
ANV}
)
7 8 9 10
Al n2
\J \J
V. V.
[ £anY [ £fanY
ANV ANV
Y] Y|
) N
¥ J \g
Y P .
[ £anY [ fanY
A\NY ANV
3] 'y
n 5) 5 6)
\g 7 4
W . .
[ fanY [ £any
ANV ANV
Y] ')
[a) 7) [a) 8)
\f \J
Y . .9
[ fan [ £anY
A\NYJ A\SV/
° )
29 5 10)
7 v )
V. V.
[ £am) [ {anY
/7 ANV
) e

.



NAME _ Chord Scale Reveiw
¢ Match these chord scales with their appropriate chords.

¢ Name each chord scale. Optionally, label each note of the chord scale. Circle only one letter below:

a. \7 in D’ major
o) [ | o V7/ i b nai
@ 7 = . T =‘0 oo —© b. \{ in Ebmajor
)y VP F 1 * . .
o c. /m in G” major
d. Botha. andc.
a. VI-7in B major
) , , b. II-7 in B dorian minor
Vo 1 be [ &)
[ £an) ) 1 Py 7 . .
@ \;)v > be—po—CO—— c. I1I-7 in A major

d. -7 in E° major
a. l’VIImaj? in C major
! b. l’VImaj7 in F major

N
0
.
ARy
0

c. "IIImaj? in B major
d. All of the above

a. VIL-7¢5) in E major

b. fIv-7¢5) in A> major

c. II—7(L5) in C natural minor

d. Both b. and c.

®
P>
e
3]
.
«

] a. s“b\% in C major
" ) — | bo subV7/ in ;
=
d. All of the above
alr7ing major
—ﬂ? — b. $Iv°7 in G major

] N <>
[ £anY I f oy = [ ] ~ . N
@ 3\f£ bo H' PO—H® c.LIII°71nAmajor

d. I°7 in C major
a.VII7inF major

O T 1o b. L'VII7 in E minor
@ & e subv7
s s—0o—© C. / in ior
o 7O v B majo

d.SUbV7 in E major

a. I-7in A’ major
s eb .
<Yz f Py L‘—Ee—hﬂ——— b. I-7 in B’ natural minor
c. VI-7 in D major
d. Both b. and c.

©,
N
e
o
o
ST
9
S
.

a. 1II-7 in E” minor
Ly‘o bo l’.0 b. III-7 in émajor
c.¥o7in G major
d. All of the above

©

%r
T
¢
a
0

This exercise is continued on the next page.
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[§]

[§)

T
0

o}

&y O
' O
@ /

[a}
) " T 910
O o mveo——
J7®
L 170 © b" 172 2
1 d
® £
©
A FARN I N o
”) T [ hHaYpo—©
=22
o Pe \ y
— S - o 1x ©
O ©
o LS © © -ﬁe —
[0 M A4
| l.;c l’)o 170 179

O

B

[§ )

o)

22
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Chord Scale Reveiw

subvz/ . b .
P
i

c.'V117 in B major

d. sub\%Vin = major
a. Imaj7 in = major
b. IVmaj7 in E major
. IVmaj7 in B’ major
. "VIImaj7 in F major

o o

a. II-7 in AY major
b. VII-7(1’5) in G’ major
c. -7 in D’ major
d. Both b. and c.
. IV-7 in D major
.VI-7inB’ major

. II-7 in F major

o O T

. Both a. and c.
a. II-7(l’5) in ¥ major
VI/ o b
g i
A"
d. Both b. and c.
a. I-(maj7) in D minor
b. IV-(maj7) in A major
¢. II-7 in C minor
d. Both a. and b.
a. l’IImaj7 in D’ major
b. l’VImaj7 inG’ major
¢. IVmaj7 in A major
d. All of the above
a. s“b% in G major
b.bvi7in ¢ major
¢. "VII7 in C” harmonic minor
d. 'VI17 in E” natural minor
a. #IV—7(}’5) in E° major
b. II-7(’5) in A® major
c. VII-7(I’5) in B’ major
d. All of the above

e. Botha.andc.

i
1



NAME Deceptive Resolution of V7

 Complete the following progressions with a standard deceptive resolution of the V7 chord
(1117, VI-7, 1V-7(5), "lImaj7, "lImaj7, *Vimaj7, 'ViImaj7, Iv-7).
* Fill in the chord symbols and complete the voice leading.

* Analyze your progressions.

(V7) I maj7
F7 Bbmaj7
-k
A+ ©
[ [an Y4 A W
U [®]
[y
b —
AN =Y A WA=
124 -~y
Imaj7
Dmaj7
04
s
[ fan k1 S W 1
ANV iy
) v &
) e ke
o o fw T
e @l da L |
e LAl . W]
L k1
I
F
(=
g L e 4
[ fan W4 <> e
NNV
)
O 2 o
S ©
L
V
Imaj7
Cmaj7
P 1)
s
[ {an YA W]
ANV
)
& o
'r:n
i )
N 2

23



NAME

Substitute Dominants

* Complete this chart by filling in chord symbols and broken arrows in the given keys.

V7 bv7 bv7
C: |3 Imaj7 Bb: su Imaj7 E: [**®Y Imaj7
b /”—‘i //—-_~ //—_
D7 Cmaj7
bv7 bv7z bV7
su 4 7 su /II 7 sul /II 17
PR
bV7 bvV7z bV7
su 7 -7 su /III -7 su /[[1 7
/"-_ﬁi
bv7 bv7z bV7
M IVmaj7 M IVmaj7 e Vmaj7
bV?z bVz 7
su 4 V7 su V/V V7 subV/V V7
R N
V7 bV7 bV7
sub / V7 su /VI Vi7 su V/VI V7
PR
subv7 ) subV7 . b ubv7 )
G. Imaj7 F Imaj7 D . Imaj7
N -~ - o . ~ -7 - ‘* - -~ --
bVvz bV7 bV7
su /H 7 su /]1 17 su VII -7
V7 bV7 bV7
sub/III -7 su /HI -7 su V]]I -7
bVv7 bV7 bV7
st /IV IVmaj7 s /IV IVmaj7 su /IV IVmaj7
subV? subV? subV7
4 V7 A v7 v v7
bV bVZ
su }VI VI-7 su /VI Vi7 sub\%I V-7
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NAME

* Fill in the empty boxes on this chart:

Substitute Dominants

ROMAN NUMERAL

CHORD SYMBOL

MAJOR DIATONIC
b
subV7/ N
1 C 4 E"7 A D-7
.| E T [ A amaj7
subV7 JEEEE N
] subV7 g1 A
subV7 P
! su N P
" F A
7 G * -7 i B-7
subV7Z P A 4
8 /V Cr7
o A Cb7/ A
o subV7 a7~ 1 A
b subV7 -1
) su JEEEE!
“] E n
13 E F7 -~ | B Y
14 B | A F#7
15 F Dl"/'/ | i
subVZ b -~
16 4/ D 7 *

* Note: It is more common for subV7 /111 to be heard as IV7 and subV7/VI to be heard as 1.
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NAME Substitute Dominants

¢ Fill in the root motion.

* Fill in the missing chord symbols and any missing arrows, then analyze.

R P R R N
Bl’maj7

@ B'maj7 E7 maj7 A7 L J . J

A R

® Gmaj7 G7 Cmaj7 B'maj7 1 | Gmaj7
¢)
d

@ Fmaj7 E7 B7 A-7 Fmaj7
&)
half J
prd

BT
o

@ Amaj7 cl7 a7 F7  B7 —  B7  Amaj7
&)
hll
vl

A oA

® L Dmaj7 A7 Gmaj7 ____ E7  C7 Dmaj7
&)

[
N
oo

N

==
«

o Fill in the key signatures and root motion.
e Fill in the missing chord symbols, then analyze.

IVmaj7 V7
‘ —  B7  Ama7 E7
L_.._J L. _—
o] ey
hall L3 ] F O
“ y = y
/\m# T
2 X D 67 —
@ " 7 — L
7 o7
o ol £ ]
2 | A |
\ y X ]
IVmaj7 /\VI-?
PR
07— ® o A
of \ of
o 1 i |
\ 7 \

e



NAME Available Tensions — Substitute Dominants
and Extended Substitute Dominants

 Analyze this progression.

Amaj7 F7 B-7 E7 7 B7 E7 A7
a M
o &
i L3 205 N £ )
L \ 97 =
bt
1 2 3 4
Dmaj7 D-7 B-7 BY7 Amaj7
a3k
o W il
—yeo @ T Py Py I
/ ir u -y v g h
T vV [$ )
5 6 7 8
clz G7 Fi7 c7
0 U ]
&3 ¥ 1 WYy Pay
el OO %11 ] ~F I
pd b 18 [®) sk §)
b1l |
9 10 11 12
B7 F7 F-7 E7 B-7 7
L '
& o 1 b1 H
Je # U L B |
e Lk 14 Py v Iy
n -~ I’d
13 14 15 16

* What are the available tensions for the following chords?

9, 11, £ 1, 13, etcetera: actual note names:

F#7 measure 1

E7 measure 2

Dmaj7 measure 5

BL7 measure 7

C#7 measure 9

C7 measure 12

F-7  measure 15
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NAME Related II-7 Chords

* Fill in the missing chord symbols and key signatures.
* Complete the analysis for each example. Note: Use Roman numerals only above diatonic and diatonically
related 11-7 chords [11-7, 1-7¢5), I1I-7, I-7(’5), IV-7¢5), VI-7, VI-7(’5), and VII-7¢5)].

A .
Cl’maj7 Cl’maj7
A, b— A |, L----d
o 12 b ] Y Ty 1
15 1S b5
ANV vy A\ | ]
) Y
R i 5 A I17
C-7 Cc-7
R Leeeod R (I
2 -
A\NV] AV
Y )
m-7 /—"AL /\4\115.7
F-7 B-7 E-7
R Loweood R L....d
¥ J \J
3Hfs 3bifom
A\NV. A\NV
o
B A
Cmaj7 Cmaj7
p 4 L— Ay -----4
v * \g ili
4Ffs WS
ANV ANV
o Y,
P N PE
8’7 Bb7
Aoy b----4 P I ———
|7 N ¥ 2
5P Sbi-fospb
A\N V. A\NYJ
) )
A PEEEES
7 B7 &b7 cl7 Hy Emaj7
Ay pb---- - oo
Yty
6 Hf—t—F
ARV J
)
P N TR A
Bmaj7 A7 RPmaj7
A L.o.-..J | I
1V ]
7 HfsP
A\NV ]
<
PR P X
E7 E7
Ay gpb----4 Ay glb----4
i gu‘n 7 4 Iﬂuﬂ
8 Hfas—tt 8bi s+
A\SV S
[y} Y} V7
_ , v
=TT AIVmMaj7 A
Emaj7 Emaj7
" Lo d R L.--.Jd
ivi 17 ]
9 s Obas
N/ \é]
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NAME Extended Dominants and
Extended Substitute Dominants

e Fill in the missing chord symbols and the root motion.

Variations on the Bridge of “Rhythm” Changes

@ Extended dominants:

(3) /\

[
Ny
sle

T 12 e
Z B \ ]
V
/‘\ /—\Imaﬁ
B"maj7
S D
DA =
Vv
@ Extended substitute dominants:

©, 3 / Y

o !
]

[ {2
b
174

N

©

Extended dominants with interpolated substitute dominants:

/’—‘ -
- -~

T

NS

- -
- -

7Y T e

T

N

This exercise continues on the next page.
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NAME Extended Dominants and
Extended Substitute Dominants

Continued from the previous page.

@ Extended dominants with related II-7 chords (the II-7 chords are interpolated):

A S

Imaj7
L ] L 1l Bl’maj7
'I: I i’)
Z 1y
| d
@ Extended substitute dominants with related II-7 chords: —— —_ —
@ 7 - -
s . s
. L - — - _ 1 L - - - - 1
'I:I I’) re)
Ly \ W]
V
. 4 \ Imaj7
Lo
. " ; " ; B’maj7
&)
) Iy
V

@ Extended dominants with interpolated substitute dominants and related II-7 chords:
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NAME Substitute Dominant Chord Scales

» Fill in the chord symbols for the following progression.

e

bV; S A P
. su . . : V7
Imaj7 v IVmaj7  V7(alt) I maj7 II-7 /IV
1 2 3 4
n ¥
i il
g "1 fe
[ fanY XU
7
)
A R U
. su subv?
Vmaj7  IV-7 1M0-7 LT & 4 V7
A B 5 L6_____l7 8 L9_-“-_]10
g ol
;AT
[ £am hil
A\NV
D)

* Write the chord scales for the numbered chords from the above progression.

» Name each scale and label all notes.

GaSay @ &@;J:>®
G5 SN @ P @

N @ @@;J:> @

N> 6 (G5 S8 Q IS @

L ©
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NAME

Substitute/Extended Substitute Dominants

@ * Do a harmonic and melodic analysis of: Too Much In Too Little

Emaj7 D7 G-7 G7 F-7 B7 3 Emaj7 A7
™
Al
12— y 3
ANV 1 1l Py
A\SV e 11 AS
3 u =
1 2 3 4
Amaj7 D7 Fmaj7  C-7 Bmaj7  Emaj7 D-7¢5)  G7(9)
Al
A2 T y 3
N V7 7 iy PN
ANV v <
)
5 6 7 8
C- C-(maj7)  C-7 C-6 F-7 B"7
N |
\”
y 2N >
vV <r
)
9 10 kb 12
G7 R a7 5 G-7 F7 F-7 E7
n_| A —
\Jy 10 ] RN T
P | i {13 Iy
NV 1D k11 \2J 2
ANV} | b

13 14

15 16

D)
@ * Write chord scales for the following chords taken from the above tune. Label and name each scale.
a

b. G’7 (measure 2)

c. F-7 (measure 3)

O a)
Y "
72 2
[ fam [ fam
o o

d. A7 (measure 4)
[a)

f

17 v
y 4 2
[ fan [ fanY
A\N A\NV

e. D7 {measure 5)

f. C-7 (measure 6)

H A
7 )
s an
\;)U A8V

g. Emaj7 (measure 7) h. D-7(: 5) (measure 8)
H n
- )
s (s
ANV A\SV )
)

N A
|7 ) W

P . o~

[ £an [ £amY

A\NV A\NVj
) 'Y




NAME Substitute Dominants & Melody/Harmony Relationship

* Keeping in mind the standard chord scales for the chords in the following progressions,

circle the “incorrect” melody notes:

@ Cmaj7 E-7 E7 D-7 D7 Cmaj7
— o o
[a | sb > o
[ £an) oo o =P
ANV}
@ Gmaj7 B7 F7 E-7 A7 D7(sus4) D7 Pmaj7 A7 Gmaj7
#__E, - I /—\O
[ £anY : C o ) = b
ANV} ] ~—
v
@ Bmaj7 G7 F7(sus4) F7 D-7 G7(alty ©7 C7 B'maj7
N | L
[l V N 1
|29 £ y 4 b4y
[ fan W \ W7 & L )
ANV ~ |
PO
@ Emaj7 D7 Gtz a7 F.7  B7 ¢tz c7 C-7 B7
™
\ My
0t o o b-r' r ol P
L —— R i e—¢
N ~
@ Dl’maj7 G7 Gbmaj7 c7 Dl’maj7 Emaj7 Amaj7 Dmaj7 Dl’maj7
1(0 L!’i {f"l ) be- | i EI
’\\ﬂ'\u LA 7 2 Y W ! HI" i_- d hd
'y}
@ Fi7 F7 F7  E7 E-7 E7 Dmaj7
—)Q '&% ) —— y 3 el
r o & o _F—'_lf— P P i & L =
Y ' L |
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NAME

SubVs and Composition

1) Fill in the missing dominant sevenths and related II-7 chords.

2) Complete a melody for this ABAC tune using the given motifs. (The next page contains more instructions.)

Bossa
Gmaj7 A Cmaj7 c-7
4 ﬁ T Y
AN S NN Y B e S = Y
O—4 ) St ool -
1 rr 3 4
d
A7 - A Gmaj7 | |
fH #
1t
[ fan
A\NVJ
¢ 5 6 7 8
Cmaj7 F7 Gmaj7 - A
5
D ru
9 10 1 12
(bs) d //"‘_i
A-7 B-7
N4 —— | I
—
N
A\NVJ
) 13 14 15 16
Gmaj7 ST Cmaj7 C-7
N 4 -
L == YT
’\Q < )— Q)_ T ‘v‘l -
¢ 17 4R 1 19 20
SN ©
A b A-7 - Gmaj7 L I
g o
y .
[ £an
\;)\J
21 22 23 24 Last
time
E- E-(maj7) E-7 E-6 o
N _#
\J o
.
[ £an
N
) 25 26 27 28
PR
Cmaj7 El’maj7 Gmaj7 A"maj7
A+
[ fanY
A\NV
Q) 29 30 /3/_\32
. ), . o .
Q}A 4 Cmaj7 FE’maj7 T T l T A Gmaj7
| ')
Y 1 L
[ fan
N
)
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NAME SubVs and Composition

3) Title your bossa.

4) Analyze your completed tune.
5) Optionally, write the chord scales for each chord from your tune on this blank page. (Review the melody/

harmony relationship in the tune.)
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NAME

Diminished Chords

* Write the chord symbols for each of the following diminished 7th chord progressions. In parentheses,

indicate any tensions in the voicings. Some of the chord voicings are inversions and some of the

chord tones are written enharmonically.

* Analyze the progressions.

Fa)
v -~
X p=
[ fon WA W T ©
ANV p 79n %)
124
= Ba O
ra v # [8)
Y o o) 1
A N V] i
4
A4 |
| - p= 5 P
s p ©
—ﬂ\ A W) [$]
A\RV p= <§
' I’) ©
_q:ﬂ‘
Oy € )
L7
2 o
" o
s 3 [e)
— W) 1
A\ Y X Py
©
‘ | th °
1 7] 24
TR &
AN SO ]
vV
T« W |
T Py
A S A N € ) ; ©
o VLA 9 20N =N, W] f
\')u 2 2] [#]
, ! o
I o - I ©
3 70— € ) T
DA A A B W)
P

fa)
7
i £ Py
P T ©
1\ o 29 P
) B ©
< = ©
0 i (8]
3 - '3
A " W) i
|74
A 4 .
i € — f t
1= e
&da g P’ O
- be he
_q;‘é 4
OO e €
i 5
=
Al
7 Ay P
K 77 Q
{(rs2—C 7] ©
S |
O
2 | & -
__Qgi 197 =y
ST ©
A " V]
V.
A |
17 AT =
N ¢ "
A 3 i
ANS V) 1 [0 X7, P
& <
7 k »
o
ST e T — e
5P A —
- L —
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Diminished Chords

NAME

This exercise is continued from the previous page.

ol o1e
\EBN\
S0 —
3% i1y
b b
=== ==
R e
== = ke = =
o= ==
k- +2 e
A N
Aun_m“ N
R e
o106 BB
TN
| I . ¥
. - L X
3 b
= = < ==
JoN e
=% k== <
= = = ==
=RE IR
A ny
HAee

or dp
gp  Qll¢
8
=
..‘I’D
N
g ¢
«» b
B . 1
ity e
I ﬁwd Wl

3
[0 ]

o

{9
A 973

G0 Q|8
=
I L JRL 1A
- —ail
] el
L er
b b
Au‘mwd A
QNI Y e,
=R} &0
T
NENE R
b .
-

B
“Nig o
BN ﬁflk.
e
~XXT

¢

b b

E == S ==
== = = =

R SRR

e == =

= = Y

E - i
e u.
—————
oge (0/0
e _Te
L) Ij N
A N R
e
. W

L Ly
(.

b w5
- =
e

e et
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NAME Diminished Chord Scales in
Diatonic Situations

The majority of diminished chords function in diatonic situations and therefore use diatonic tensions as do

secondary dominants. Study the following steps:

Step 1: Spell the chord vertically. Step 2: Spell the chord horizontally, leaving space
for non-chord tones. Include the root at the bottom
o7 and the top as a reminder to include the 4th tension.
N %
- [ | o
il A W SH8) B
(rs——C— it (o) 1 f
T o o
1 &) & °7 1
Step 3: Between the chord tones, fill in notes Step 4: Label tensions which are a whole step
diatonic to the key of the moment”. above a chord tone. Fill in avoid notes which are a
1 step above a chord tone. (You do not need to label
the avoid notes.) Label chord tones: 1, l’3, L5, °7, 1.
h “ ] H
7 - ] o *o | oto
i ) o 10O 9 §© o O 949
(rs——C I o 9 i i P O i
\S% A ———
v b & & °7 e "3 "5 T3 °7 Tmaj7 1

* For H°7 and V°7 there will be two diatonic options (scale degrees 7 & 1 of the key) between two of the
chord tones. For I°7, 11°7, "TII°7, and ¥IV°7 there will be two diatonic options (scale degrees 3 & 4 of the key)
between two of the chord tones. In the Workbook for Harmony 3, it is recommended to use the stronger scale
degrees (1 in the former and 3 in the latter) although either diatonic pitch is acceptable.

* Referring to the above steps, write the following diminished chords and scales.
Note: Enharmonic spelling of the chords is acceptable and recommended when there are double

@ bIII°7 chord: chord scale:

@ fver chord: chord scale:

chord: chord scale:

This exercise continues on the next page.
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NAME Diminished Chord Scales in
Diatonic Situations

Continued from the previous page.

@ fo7 chord: chord scale:

@ fver chord: chord scale:

@ 1°7 chord: chord scale:

@ 107 chord: chord scale:

A4 chord: chord scale:

@ HII°7 chord: chord scale:

tvey chord: chord scale:
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NAME

* Analyze this exercise:

Diminished Return 1

Diminished Chord Scales

A
Amaj7 A7 Dmaj7  Dk7 /E Fo7 F-7 B7
£ I
-
R = ‘
1 2 3
E°7 E7 ch7 co7 B-7 B7 Amaj7
N4t
[ £anY i i
ANV [#]
o — .
4 5 6

* Write the chord scales for the above numbered chords. Label each scale.
Note: For diminished 7th chord scales, it is not necessary to label the avoid notes.

1) 2)
A [a)
A o
[ £any [ £anY
ANV ANV
Y]
3) 4)
fa) [a)
\J g
p Y
D D
) Y]
5) 6)
[a) A
v i \J
V. &
| £anY [ £anY
ANV} ANV}
'Y e
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NAME Diminished Chord Scales

* Analyze this exercise:

Diminished Return 2

b
A
A \ C7 G7 F7 E°7 A E°7 F-7 B7
e 5 =
A\
)
1 2 3
A B-7 B°7 c-7 A°7 B~7 A7 A7 AS
I
A
[ fanYL4EN?]
A\N YV |21
) 1
4 5 6

® Write the chord scales for the above numbered chords. Label each scale.

1

~—
N
~

fa) [a}
g \g
. .
[ £amY [ £an)
ANV A\SV}
[y )
3) 4)
[ [a)
\J
P .
[ £awnY [ fan
ANV A\SV)
Y] )
5) 6)
fa) [a)
g g
. .
[ faw) [ £an
ANV A\SVJ
) [y
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NAME

* Analyze the harmony and melody of: Sharp Four

v-7(¢5)

D'maj7 G-7(5) C7(9) F-7 B"-7
O—rb+t .
e == X
\;)u 14 & T8 ® - <
1 2
Ab7(sus4) A7 Dl’maj7 Amaj7 B7

[a} ]

112, 4 T A

l;) T V1 I O —
'&a t ¢ N 7
o 3

| D’maj7 B-7¢(5)  B7 = A7 A7
‘o LD! {l;‘l - 1 I ' : : - }
l\(\\\j vV D ll-,a o | | ‘Hl_‘___ij %
Y}

4
G-7(5)  G-(maj7) F-7 E7 E.7 D7 D’maj7

N1 1 — ,

17, (;) ®© L‘

| | O
Q) gy
5 6

* Write chord scales for the following numbered chords from “Sharp Four”. Name and label each scale.

1) 2)

0 5

(s o

A\SVJ ANV
3) 4)

A N

"f(ﬁ [ £anY

ANV ANV
5) 6)

f A

s s

A\S V) A\NVJ

43



NAME

* Analyze the following short modulating exercises.

Modulation

* Indicate the type of modulation for each example (direct, pivot chord, or transitional).

* Show where you hear the modulation occur by writing a small arrow and the intervallic distance from

the original tonal center to the new tonal center (i.e.: &—3 orTS).

* Be prepared to defend your opinion in class!

Cmaj7

D-7

E-7

Amaj7

ct7

0

E=

0

s % 5

Fmaj7

D-7

B'maj7

A[’maj7 Gmaj7

B7

E-7

F7

Gmaj7

\IE

3

YT

s

B'maj7 D7

C-7

——

F7

E-7(¢5) A7

Dmaj7 D°7
#

[(eXe)}

]

]

)

b1

0

T

b

ALmaj7

Gl’maj7

o

Dmaj7 Die7

E-7 A7

D7

D7 C7

B7

B'maj7 F7

B’

[
h
74

[
o]
I

F7

B-7

g7

XX

A-7

A7

~KX ]

E7

Gmaj7

o]

~e

P
ANy
.

C-7

F7

Ar(add 9)

o]

!
2]

~e
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NAME Modulation

* For each given phrase, write a complementary phrase that modulates in the manner indicated.
* Develop the given motivic material.

* Analyze the harmony.

1) Direct Modulation

Shuffe  C F7 F- B7 C

fa)

o C——; ‘% T g 'IAD W -
t — & A Y B =

[ £am
A\NV/

2) Pivot Modulation
E (”IIImaj?)
Meg, Bossa Fg Bl’maj7 B°7 /C Dl’maj7 Al’maj7

\J
P .o

I
lf\'\b C = .‘
A\NV] = yi

AN
A

Q I
by
[ fan Y4
ANV

3) Transitional Modulation (V?)

od. Sui E'maj7 A7¢9) A'maj7  G-7 Fi.7 B7 F-7 B7
ed. Swing

A | 3 ™ ’1
s
0NV 17 N/ [

ANV I

N

1
)
|
hEsi g
A
~e

New
Imaj7

This exercise continues on the next page.
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NAME Modulation

As on the previous page, write a complementary phase that modulates in the manner indicated, and analyze.

4) Deceptive Dominant Modulation V7
(%)
Jazz Bﬁ“ad Gmaj7  Gé G-7 c7 Dmaj7 E-7 E7 Dmaj7 Ci7

\J w1 I
VL Y £ ) ¥ I | ey

'\\3 k1 S W J | - i .

Y

- +2 =

=

1G> S

5) Pivot Modulation (IV)

Rock 4 4 E(sus2) C D E(sus2) A

f £t
(AN
A\NV} 4 &

B

ELs
i

_n_
-
)
q
¢

s e =

===

s o R

N>

6) Transitional Modulation

(V7)
J azhz Walltz Al’maj7 A°7 Bh.7 £
T —) : N
S A ) 2 y
"0 —4 = P
\\ SV
New
Imaj7
T N
U105
A
[ {an WA
N
'y}




NAME

* Analyze the following tune:

Med. swing

‘s Marvelous

Modulation and Chord Scale Review

B'6 Bo7
A , ID \\ \\ |
e ) 7 G ) G
SV ® [
) 1 - 2 -
C-7 F7 B7 1 Bmaj7 D7 c-7 B7
Db TN
— 5 0] Yo d y 3 | - -
&) — ! e  —
3 4
2
E-7(5) A7 Dmaj7 D7
O I lr) ) .
(o~ o ft g
D) 5 6 7
N E7 A7 D7 G7
12 AY 1
o T :
N .‘_’
8 7o 1;9 10 11
C7(sus4) C7 F7 B’6
Al ™
|7 By )
y N (Y] ) [}
[ £an T'4 ) I & 7 I
ANV |21
Ly 12 1 -
D-7(5) G7(9) c-7 F7 ctz F7 F7 Frto)
A ™. 1 ™ u T~
<> * ) * 'r) : e *t v ft #
D % g r d ¥ o
13 14 - 15 16 ﬁ‘#—'
B’6(9)
n_|
Y T
A
[ £an Y4
\;)U [ & W [ @]




NAME Modulation and Chord Scale Review

* Write the chord scales for the following chords taken from “ ’s Marvelous”.

* Name each chord scale and label all notes.

1)B'6 2) B7
A A
# —%
N [ £an)
N/ ANV
)
3) B7 4) D7
f A
A
[ £an [ £an)
ANV A\SV}
)
5) E-7(5) 6) A7
A A
A
[ famY [ £an)
A\SV, ANV
Y
7) D7 8) E-7
n A
[ fam Y [ £awm)
ANV ANV
9) A7 ~ 10)D7
0 A
. "_X
[ £aw) [ fan
ANV ANV,
'y
11) G7 12) C7(sus4)
A A
- A
[ £anY
ANV N7
0y}
13) D-7(5) 14) G7(9)
A A
—A
[ £anY [ £am)
ANV ANV}
15) C-7 16) Ct-7
5 A
4 #
[ £amY [ £amY
AN VJ ANV
e 'y
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Modulation and Chord Scale Review

NAME

* Realize chord symbols for the following tune and analyze. Put tensions in parentheses [e.g.: Cmaj7(13)].

* Write chord scales for the numbered chords on the following page.

Ballad of the Left Turn

S

»

’0"

[N id

1202

b L0 O 1

Yo Y]

A\NV

Pa
7 4

ha L0 20

o
ey =
AU T 6\1“.
1O R Ql
o
= == 3 —
B
\ \ﬁ
- N
3N
N
o

=Y

5

YO0 . A

O

O

16

15

14

13

12
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NAME Modulation and Chord Scale Review

* Write the chord scales for the numbered chords taken from the “Ballad of the Left Turn”.

¢ Name the chord scale and label all notes.

o,
N

1 2
y o
{7 s
N/ ANV
Y Y]
3 4
>, ,
D D
Y
5 6
[a} fa)
.
&) D
Y [y
7 8
9 0
Y . W
D D
Y Y
9 10
[a) [a)
- v
[ fanY [ £amY
\;)\I \;)U
11 12
fa) [
A /-
s s
\;)\} \;)U
13 14.
fa) [a)
7 y
[ fanY [ fan)
\;)\} \;)U
15 16
[a) fa)
o 7.
[ fanY [ £am)
ANV} A\NV
Y Y
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* Analyze the harmony and melody of the following AABA’ tune:

Review for Final

\ Almost There
l E’'maj7 A7 Amaj7 A7 G-7 G'maj7 - 7 B’7
|
12, 3 Iy I
Crr € i ’ Ce =
)
1 2 3 4
A7(5)  D7(9) G-7 a7 F-7 B-7 E7
—i? LID' -
\;ju - EI’
5 6 7 b—3
EI Ebmaj7 A7 Al’maj7 Ab-7 G-7 Gbmaj7 F-7 B'7
Al !
AL —p" b - =
NV bil
\b\}
A-7¢5)  D7(l9) G-7 Gr7 F-7 E7 E'maj7
. 1.2 AL \
'« i | T— 2
S . P!
| DR L
8
E B'maj7  B°7 c-7 Cloz 3} E7 E’'maj7 A7
Al D Y
“* Lr" ) [Y] (7] —~9 y 3 # % — - ‘NI
[ £an Y d Py Ji J 1 Y T .L
ANV ) | )] X
) ! / N
9 10 11
G7¢1) c&'7(H1) G-7 F7 F-7 E7
A | ! #
y—-7 q D] T T ] i j
/ / Vi [ [n]
| |
D 12 13
zl E’maj7 A7 Amaj7 A7 G-7 GPmaj7 F-7 B'7(alt)
Al [ , L
T P p- P
[ £an Y4 b Iy o 1
o T ==
14
A-75 Al’-(maj7) G-7 G7 3 F-7 Emaj7 E"maj?
l‘? Llr) i"' T i"‘ S
[ £an Y4 O
\;)\}
15 16
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NAME Review for Final

& Write the chord scales for the numbered chords taken from “Almost There”.

* Name each chord scale and label all notes.

A A
7 j g
. .
[ fan [ fan
ANV} ALY
Py Py
3) 4)
n A
iy
.
[ fanY [ fany
A\NVJ ANV
Y
5) 6)
n A
v J \J
y .4 .
[ £anY [ £anY
ANV N
Y
7) 8)
A n
¥ | \J
y . .4
[ £an [ FawY
MY A\NVJ
Py Y]
9) 10)
A ’ A
|V
&
[ {an [ £anY
A\NVJ A\NVJ
Py
11) 12)
N N
\J
y .4
[ fanY [ fam. Y
A\NV} A\SV}
Y]
13) 14)
A N
\J \d
Y . .
[ £any [ £an.)
ANV ANV
15) 16)
A A
\d
N
[ fan) [ £anY
i A\
Y, LY
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Modulation/Chord Scale Review

* Do a harmonic and melodic analysis of: Wartz
A6 B'maj7 B-7(’5) E7(9) Amaj7 Gi7,
W L
v ) |*~ % k1] I:
= ’ " o o7
Q) 1 [7
1 2 3 4
ch7 Fi7 B-7 E7 F-7 B7 Amaj7
A4t
W w I hY
. LIk 1§ o 1 FETATAY [7] ] 7]
[ fanY k1 & 7 [ 7 i AY
A\NV} | /
[y He
5 6 7 8
Fmaj7 Fe7  G-7 G7 A7 D7¢9) G-7 4 Fi7
~
N4t N N N .
| 1| N | > -j - | ;
J — e et
4 —— ! 4
9 10 11 12
Fmaj7 B'maj7 G-7 c7 B-7 E7
T | 7/

AT - L4 —fte ' :
[ £an) b1 ! Vv b P i .
A\NV; : a1 4 P

) g Fc—
13 14 15 16

* Write chord scales for the following chords taken from the above tune. Label and name each scale.

a. A6 (measure 1)

b. Bbmaj7 (measure 2)

o) Fa)
v i
7
[ fan rs
\\S¥ A\YY

c. B-7(l’5) (measure 3)
)

d. G¥7 (measure 4)
Py

g i
V.4 V.
[ fan [ £am
ANV} A\NYJ

e. Ck-7 (measure 5)
A

f. 87 (measure 7)

7 J
V

ANV

[ £anY
ANV

Floz (measure 9)

g. h. G¥7 (measure 10)
[a) [a)

\J \J

Y . 7

[ £an) [ fan

ANV, N

)
i. Fi7 (measure 12) j. G-7 (measure 15)
[a [a

¥ 4 iJ

V. P .

[ £amY [ £an

ANV A\SV

Y
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Harmony 3 Review

¢ Analyze this progression:

Amaj7 E7 Dmaj7  C°7 ct7 c7 B7 E7 Amay = B7 A7

A4t R S .y -

[ fanY bl \ W] I Py

ANV A

Dmaj7  Db7 Am% Fo7 Fh.7 B7 E7 Fmaj7 B'ma7 Ama7
N ﬁu& !
o d—in — — E .
Py & |2 {

)
* Write the chord scales for the following chords from the above example. Label all notes.

b o
A E7 A C7
17 ) \J
y .4 W .4
[ £an I £amY
A\NVJ N
®
B"7 D7
s Fa)
¥ J \J
£, 7
[ LawY [ £anY
A\ A\NY
D)
b
A Fi.7 A B'maj7
¥ J \J
VA y
[ fanY [ fanY
ANV A\NYJ
D)
* Analyze this minor key progression:
G- c- F7 G-(9) E'maj7  A7¢5 Dralt  G-(maj7)
n_| 3 |
A" — s y Zm— 2 ° ' ©
l\(a\\\} d \ ] - || e e |

» Write the chord scales for the following chords from the above example. Label all notes.

A G- (measure 1) A F7
Vi \f
y y .1
 fam irs
\\SV A\S

°
 A705) A D7alt
\g \J
y o y A
 fam [ fam
ARV S
e e
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Harmony 3 Review — 2
* Fill in the chord symbols these chord scales represent. (Observe the key signature.)

N | Al !
U 1D P S ] U D :
y A P O I
[ fan WA P O T <
A\NY o O __© A\NY; P N4
) © Py ©
o | Al !
1Y S Py i
VY g O < A —17 ! o PO
[ fan YR s P [ ML | [ fan Tl Dy e
A\NV te O © i A\NY i o O ©
Py LS B Y] po—©
| ! Al .
YT i
Py 725 T PEN7LS )
N7 o5 pOoO WO [ fam WA - o D —©
A\SV idnd A\S/ T i P © N =4
Y 'y} pbe PO
[ A | f o
YT ; U T " I o O —©
y - T j o O y A T i T 9.1 ® M=
s : e PO © s PPN X & L0 )
A\SV i P & A4 ANSY [ @ B 1
) o '® )

* Write chord symbols for the following progression, then analyze. Indicate any tensions in

parentheses. For example: C-7(9)

4 N
\g o LA = r I
' ! —5
7 by, V [ [ @)
\;)U P = d |p Iq Dl_ea 8},\
T
. 4 he |
-, = ¥ e P P 7. S
Lo ) " 7] : o
Z_ A 5 1
* Write the chord scale for the second chord (*) of the above progression.
[
[ fan
A\
¢ Spell these diminished 7th chords (you may use enharmonics).
F: fver G fe7 & o7 B" fver
2 ) [ )
2 = =
[ fan [ fan
A\ \\SV, \\NV A\NY,
* Complete the following with missing chord symbols, Roman numerals, and key signature:
Imaj7 v frver I/Sth brire7 SUbV7
T LA
A7
L....4

@J@’:)
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NAME Standard Deceptive Resolutions for V7

* Complete the following phrases (melody and harmony) by creating a deceptive resolution form the V7
chord. e Analyze your progressions.

Note: The standard deceptive resolutions are

111-7, VI-7, f1V-7(5), "lImaj7, 111 maj7, "Vimaj7, "Viimaj7, or IV-7.

Bbmaj7 C-7 F7 B%m aj7

C G7 C

Emaj7 B7 Amaj7 B7 Emaj7

# I
- ) s
5 i

Dmaj7 E-7 A7 Dmaj7

" [~
-

D'maj7 A7 D’maj7

et @4
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NAME

* Analyze these progressions. Note that some modulate.

Deceptive Resolutions of Secondary and

Substitute Dominants

B'maj7 D7 G’maj7 c7  F7 B7 A7 B'maj7
s [0 Ir) C 5 i
Z T 4 T | =y
4 S 9) ©
V‘J
Emaj7 B-7 Emaj7 B7(alty B~7¢5)A7 Gh7 G7 F-7 B7  Emay7
7o YO
e willi¥ g | [§ )
) L R . W |29 s
b1 S | q
: E'maj7z D7 G7 c7 Fmaj7 G7 G7 Fmaj7
&) |
~Jye 1 7, re)
Z B \ W] T
V17 1y A
O 4 O
A'maj7 A7 G7 7 B7 B7 Amaj7 G'7 A'maj7
&)° i |
e i) 1y fe L |
i "1tV X %) Ty 1 |
Pp 4 s q b o
D'maj7 F-7 E-7 D'maj7 A7 D'maj7 F7  B'maj7 C-7 C7  B'maj7
e Y0 NN : ;
g1 17 r £ TP~ |
Z 1V 7 Py 2 >
V1 1 et <>
I
Dmaj7 F°7 E7 E7 Dmaj7  B7 B'maj7 Emaj7  Dmaj7
et ; el
W Ll . ) i p= |2 e
hil %4
Amaj7 B7 E-7 A7 Dmaj7 D-7 G7 Amaj7
T o,
“ge w Ul £ Py
e L 1 AW ~ N
kil q O
Cmaj7 G7 Cmaj7 G7 G-7 F7 Bbmaj7 c7 F7 Bl’maj7
e ] I
d AW | i | 2PN Iy e
VvV |24




NAME Deceptive Resolutions of Secondary and
Substitute Dominants

o * Complete the following progressions creating deceptive resolutions from the given dominant chords.
* Complete each melody by writing a complementary phrase and / or using motivic manipulation.

* Analyze your completed progression.

mr ()

Dmaj7 E7 Dmaj7

E: e =3

E=2
«
X

Fmaj7 C-7 F7 Fmaj7

N
Q
B

E'maj7 G'7 E’maj7

Gmaj7 B7 — -_  —  Gmgj7

()

B'maj7 F-7 E7 E F7(sus4)  F7

k- v =3

]
Ay

1

T
\

ANy

P> @ P> @ &@’L) @ N> @ (G5 S8 @

—_— R —_— N Bl’maj7

VI-7
E"maj7 C-7 - -

o> @ N>
3
8
\'

-

N
X

E"maj7 c7 S N El’maj7
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NAME

* Analyze the following progressions.

Deceptive Resolution of Secondary and

Substitute Dominants

* Indicate deceptive resolutions of dominant chords by enclosing them in parentheses (V7 /IV).

Note: Some dominant 7ths may have an expected resolution (

Dmaj7

B7

F7
A

E7

A7

) and an actual resolution — A .- ",

Dmaj7

#
fl

)

bjA

580,

===

re)
\ W

AY
e

Gmaj7

Fh7

F7

Bl’maj7

émm7

Dmaj7

ks s S

A

N’

2

[ fanY
ANV

]
»]
I

F6

Cc7

N
«

[ £an
A\NVJ

D-7

/

D7

Ay

Fiuygy

ANV

[§ ]

[ £an
A\NVJ

Amaj7

b vl oy

Gl7 D7

ct7

B7

Amaj7  E7

TR

===

.

re)
\ ]

/‘4~/

NI

&@;’L>@

===

Dio7

Ve

Ci7(o.13)

Dmaj7

Bl’maj7

Amaj7

e = =

N

5o

0

G,@’J:>

D-7(5)

G7

C-7

F7

G-7 c7

ANy

XX

G,@Jo@

Fmaj7

Eﬂ?) A7

F

D-7

N
o |

g

AN

AN
X |

This exercise continues on the next page.




NAME

This exercise is continued from the previous page.

* Analyze these progressions indicating all deceptive resolutions.

L6 b 16
D’g F7 c7 By

Deceptive Resolution of Secondary and

Substitute Dominants

D7

~&

e

Glo7

A7

Gmaj7

JXIXT

B6

X7

T

q()

Cmaj7 Bmaj7

ANy

Gmaj7

A7

B6

1 {
o

G-
—

C7(sus4) G7

F-7

B’7

T~

El’maj7

o]

F7
P

G-7 Cc7

Fmaj7

G/D % F(add9)

[ © ]

El’maj7

>

Dl’maj7

Cmaj7

|

]
h
v

]
b
v

| &

G7(sus4) G7
-~

D-7

b
7

o]

S

S

Ay

<
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NAME Deceptive Resolution of Secondary and

Substitute Dominants

¢ Circle the incorrect chord symbols in the following progressions and write the correct chord symbols.
The progressions are notated with the roots in the bass and with tensions that are appropriate to the
chord functions.

* Analyze these progressions which contain deceptive resolutions.

" Dmaj7 D7 G7 Fi7 CI7 F-7 Bb7(f9) E-7 A7 Dmaj7
|
¥ # & 5 [ § ) |
(/s 3 é% i & G (0]
N > SIIK & ] H by ~ Pay
) ‘ v ps4
o ﬁ;—l’% b
M o 3w S i E— Q
i L1 1/ -~ I |n] ' Iy ~
b S 3 ! I' %4
Amaj7 F7 E-7 Amaj7 D7 D-7 A 6
n s # 9
S — — — o
O—"—4 gt o
Py) i © B S
T | L
= e . 2 g ©
- 2 |
k1 1 [ &)
9 ©
. b |, L, 6 .
Fmaj7 A7 A’maj7 D79) G 9 F-7(9)
) . | . :
- 7 bt o> 1
[ £an YL 1/ O 24 &% 7 oy
ANV o )24 Iy 24 Iy | 25
!) <’ <r 17 4 74 p §
o ta lg 4 L
/’ !L/‘ L L
Vr O
| E-7 D7(9) D'maj7  E7 Gmaj7 A7 D7 D'maj7
fa ]

¢
o
Qo
Y
®
E =
x|
q
Q
&
N
%CD

TR
ST
fos 55 ol
e
o)
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Dominant Chords Without Dominant Function
and Deceptive Resolutions

NAME

* Analyze these progressions:

®

Fmaj7 E7(sus4) E7(9) Fmajz A7 D'maj7 c7
S . .
A T W | VAT [®]
v PX8)
O___ O © © O
@ Dmaj7 Cl7 Cmaj7 B-7 E7 B7 A7 Pmaj7 Dmaj7
S o I I b =
i Ll 1 ~ [w] I i ~r
b1l i V
@ El’maj7 Cc7 Cl’maj7 Emaj7 El’maj7 A7 El’maj7
o ri) , T
il DRINE L9 ) I |u} [ & X2
N > | /] 7 I
4y IS 3
@ D’ G'7 D7 c7 D7 A7 D7
B LR — = '
7 PO o Do & I ©
V 17 1 “k o> |n]
Vv = ¥
® oy Amaj7 F7 Bmaj7 A7 Dmaj7 Ch7  B7 B7  Amaj7
it I !
d Rl 1 \ ] iy el y
k1 1 d vV (@]
4
® Cmaj7 F-7  B7 Cmaj7 E7  Fmaj7 G7 Cmaj7
rayY i
ot L ) | 17
d O ‘I—,\ [®)
@ B'maj7 a7 B'maj7 C-7 D-7 B7 Pmaj7 A7 B’
5}: 1 !’) re) (0] )
Z b A WEPZN | P | Py
v ~F e P X ® ) ~7
74 "4
(8 . B- Gh7(5) Cl7do) Dmaj7 E-7 A7 B-
": 5 4 fe >
Z Ll 1. W) ©>. 1 ~7 o>
n ~F .4 -7
f
GmajZ E-7 A7
® ) ema7 S4BT S b ce B7 B7 A7 A7
)i+ I I I .
e L AW il il [w] = ] {
kil i | 9]
(19 Cmaj7 D7 D7 D7 Cmaj7 B7 Cmaj7 A7
&) E T ‘
d el v [ |
v [p]
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NAME Dominant Chords Without Dominant Function

17,117,117, 1IV7, l’VI7, V17, WII7, and VII7 are dominant chord structures which the listener does not
necessarily expect to resolve down a perfect fifth or half step (dominant function).

* Insert one of these chords in each of the blanks indicated in the following progressions. Consider the
context (harmonic rhythm and chords preceding and following the blank) when making your choices.

* Use each of the dominant chords at least once.

* Write an original melody to go with the chords. Note the key and time signatures.

* Analyze your progressions.

G Cmaj7

Emaj7 Emaj7 G7 D7

ch7 A-6 Gty b7 F7 7 S

e A7 C- B'7
n_| —
117 {
| A 0]
PNV 7 Q
N (&)
CO(sus4) 075" A7(5) A7 e
O I |D|
g L
[ Lan YN/ ]
A\NV
e

This exercise continues on the next page.
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NAME Dominant Chords Without Dominant Function

This exercise is continued from the previous page.

@ A D(add9)

A A E7(sus4) E7

C B’6 B6
A  —
v
P .

e
D4
'y}
B’ F7 G7(sus4) GZ E7(5) B-(maj7) E-7

o

Gz

AN




NAME Contiguous II-7 V7’s

* Analyze the following tune:

Tricycles
up swing
E.7 A7 E-7 A7 Dmaj7 Gmaj7
A |
\J 9] | N
L b Frai N y J
fan 7 - i / Py
N4 /) % A
D) 1 .
.7 B7 c-7 F7 B'maj7 E’maj7
6 1% A
A " i y ;
[ {an¥il o . [0 W PN
A\ IHI <
'y
D-7 G7(9) c-7 c7 B'maj7 G-7 c7
Ia T 7
|7 J f | ) T N
W . 1 | | - ¥ 2
[ fanY 7 9] P-N
A\NYV4 <

B-7 E7 D-7 G7 Cmaj7 F-7 B7
N
[ fan Y1} - ke ] ~F
i ‘
5 6

® Write chord scales for the above numbered chords.

¢ Name and label each scale.

1 2.
) )
i7
Z
[ fan  fan
A\ A\
D)
3 4.
0 f
7,
y A
() S
D) D)
5. 6
N f
7 i7
Z 7
[ fan [ fan
A\, A\
® D)
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®

* Analyze this progression:

Contiguous II-7 V7’s and Dominants

Bmaj7 C-7F7 D7 G7 E-7 A7 A7 B'maj7
fH |
- ' . = PN
D)
@ * Supply chord symbols for the following two progressions.
* Analyze the progressions.
a.
- N
T . i ] i
y A ) " i - 7 I
 fan WA P I 7 P Y BV (PN M/ | P
SV 8 P DY AP AT - w1 q R o Sd
3) © &~ o' 1 o o n
. e b o £ o | ©
. Q | i {
T © i 7) o
7 5 1 e 1
L P u i (o]
b.
- A # & | |
. | = 2 | | ) O
"t o A e e
&) O o 5 ENoE, g4 # [0 24
e o , . el . b # L
g 4 J J_J L , l') . % bho
T O © P | B |
S apt— o I p) | O
DAL | S— . 5 i — ‘
T (o) b D I I
~ i‘l[’ q ¥ I

®

* Analyze your progression.

* Write a progression and melody that includes contiguous II-7 V7’s.

E: == =

«

N

s

Gmaj7

e e =

§§5<>
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NAME Dominant Review

* Analyze the harmony and melody of the following tune:

D’ants
B'maj7 G B'maj7 A7
A | |
17 Iy N
y A | =Y ks 4 - y e -
[ fan Y4 &
A8V Z] <
)
1 2.
B’maj7 D7 G’maj7 F7 E-7(5) A7 E7
A | |
g T 17 | Iy 3\
. h | v &
[ fanWd 9] Py r7
ANV €
)
3 4 5. 6 7 8
Dmaj7 G7 Dmaj7 Ch7(sus4) Cl7
| ' | olie oy . N
Y T |n] Py N\ .d N U
. h | ~F p " - y 20X
[ £an YL Py 1" PN ﬁ
\\U N\ N ﬂ
)
9 10. 11
Dmaj7 B'7 Emaj7  A7(9) B-7 B"7 B-7 A7 Dmaj7
Al ]
[y ] N ol N N
59 y | y 2! y 4
[ fanWLd Py P Y [$ )
ANV < < b
12. 13. 14, 15. 16.

69



NAME Dominant Review/Chord Scale Review

* Write chord scales for the following numbered chords from the tune “D’ants”.

¢ Name and label each scale.

1. 2.
N o)
v
[ fawY [ £anY
A\NVJ ANV
D)
3 4,
Fa) o)
v J v J
y . P
[ fanY [ Lan
ARV ANV
5. 6.
Fa! H
= /.
[ £anY [ fanY
A\SV A\S Y
D) )
7. 8.
H s
v}
&) ©
D)
9. 10.—
Z 4
11 12.
faY £
¥ L3 } O
Z d
13 14.
0 )
hll 13 ¥ L)
e Zd
15. 16
¢): s
. d
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Dominant Review

* Analyze these three progressions:

@

ballad
)

El’maj7

G'7

C{’maj7

|
7 My

1/

i
b |

|
o

2%

L 1N

o

F-7 B"7

G-7

Eb

slow, bluesy G7

N _#
%

AN
I;_
N

0

G7

y AN

N

i

(]
I

[ fan
A8V

N

G7

E7

El’maj7

== =

e

AN
ANy

e IND

®

med. swing

n|

Abmaj7

F-7

E7(9) E-7 D'maj7  C7

v J

]
b
v

I
|

2y
||

12

y
[ £aw
A\NV

A
ANy

D)

Fmaj7 G-7

A-7

D7 D"maj7 Gl’maj7 Fmaj7

[ fan Y

v

A\NV

XX

o

==

This review continues on the next page.
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NAME Dominant Review

» Write chord symbols and analyze #4 and #5:

fa) | .
\” - = = —
P .1 h _fe 4 9.Xo] [®])
s C T
\\SV e p= 2] P
d 174 l e &
o & Za L | L o

&) L d 2 | bl
o L0 Y N v 5 ©
7 5 b 5 | 0

vV ! Vv 'r)
) | | H o
7 - 5 ) He ©
AT P e ot
{rs—1—C1 P 4 O
NSV P G

o
. bo Lh o o he e P o
W i P i

o L3 VWY € WY I =
/ |'% U n! LY 4

*Write a 4 or 5 measure progression which uses a deceptive resolution of V7. Analyze your progression.

B{’maj7
H |
A
[ Lan Y4
ANV} 4

*Write a 4 or 5 measure progression which uses a deceptive resolution of a secondary dominant.

Analyze your progression.

Al’maj7
N

[
7k
b

!!
5l
L]

[ fan
A\SV}

*Write a 4 or 5 measure progression which uses a deceptive resolution of a substitute dominant.

Analyze your progression.

Fmaj7

o
[ .

~
D
A2

A
K
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NAME Modal Source

The modal source is the tonic scale or mode from which a particular Roman numeral function  is derived.
If a progression has only diatonic chords from one scale then every chord (every Roman numeral function)

has the same modal source.

For example, in this progression:

Cmaj7 A-7 Fmaj7 G7

A4

Every chord above has C ionian as it's modal source.

In the following progression:

C-6 El’maj7 F B{’maj7

Every chord above has C dorian as it's modal source.

When modal interchange occurs, chords from different tonic modes or scales are used in the same progression,
therefore the modal sources of the chords will be different. They will, of course, have the same tonic.

So, in the following progression:

Cmaj7 A-7 B7 D'maj7

N

Cmaj7 and A-7 are C ionian chords, but the modal source of B"7 is C aeolian and the modal source of
D’maj7 is C phrygian.

Note: It is important to make the distinction between the modal source of a chord and it’s chord scale. The
modal source is the tonic scale from which a chord is derived. The chord scale begins on the root of the chord
and represents the chord tones, available tensions, and any harmonic avoid notes. Functioning in the key of

G major, 1’IImaj?’s modal source is G phrygian; L’IImaj?’s chords scale would be A’ lydian.
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NAME

* For the following Roman numeral functions, list the modal source(s). List key and mode

® @ ® 6 © 0 ©® © O

74

(i.e.: C aeolian).

function and
chord:

1v-7
Cc-7

111-7
Fb.7

mmaj7
El’maj7

11-7(5)
B"-7(5)

V-7
C-7

by117

E7

wv7

E7

1-6
G-6

V7(sus4)
F#7(sus4)

l’VIImaj7
Dmaj7

modal source(s):

® 6 ® @ ©® e 6 ©

® ®

function and
chord:

Wlmaj7

Dbmaj7

VII-7
G-7

VI-7(’5)
D-7(5)

"imaj7
Emaj7

I-(maj7)
A-(maj7)

I
el

1v-7
A-7

V117

D7

11-7(’5), V7(9)
B"-7(’5), E’7(9)

V-6
B-6

Modal Source

modal source(s):
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NAME Modal Interchange

° Analyze this non-modulating progression.

Ama7 E-7 Gmaj7 Amaj7 D-7 E7(9)
n 4 f
g Wil
p . ™1 £
[ £amY hul A 7]
ANV,
'y 1 2 3. 4 5
A- G7 F*—?(bS) Fmaj7 Bbmaj7
n 4 f
g w0
. LRl ¢
[ £anY b1
ANV
[y 6. 7. 8. 9. 10.

* The above progression uses one tonal center but borrows chords from parallel modal sources. List by name
the modal source and the chord scale for each numbered chord above.

* Write each modal source scale and each chord scale. Label the chord scale only.

Modal Source: Chord Scale:

N> @
o
o

)
Y
2
[ fan) {rs
\;)u AN
@ a. b
) fH
Y
7.4
[ fan [ fanY
A\NY \;)u

N> @@,
o
o

H
—~
[ £fan) [ £anY
ANV ANV}
5 o
@ a. b
fa) )
7 4 \J
y . y
[ £an) N
A\NV A\SV
)

N> @@,
o
o

[a)

7

2
[ fan {rs
AN ANV

This exercise continues on the next page.
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NAME Modal Interchange

* This exercise is continued from the previous page.

Modal Source: Chord Scale:
@ a. b.
fa) [a)
. e
[ [an) [ {an
A\SVJ ANV
3] [Y)
@ a. b.
[a fa)
¥ J
~
[ fan [ fanY
ANV N
)
@ a. b.
fa) fa)
\J \v4
” W .t
[ £anY [ £anY
A\NV/ ANV
)
@ a. b.
) f
—- g
[ fanY [ £am.)
ANV ANV
'y )
(19 a b
fa) fa)
\f
Y .
[ £anY [ £an)
ANV, ANV
) (3]

* Write a melody for the original progression, referring to the chord scales you have written for each chord.

Ama? E-7 Gmaj7 Amaj7 D-7 E7(°9)

= =

IS
. ve =

D

s
-

A- G7 F.7(5) Fmaj7  B'maj7

== =

. = =

IG5 SaS

76




NAME Modal Interchange

° Analyze this non-modulating progression.

E’ma7 D-7 D{’maj7 C-7
Nl
17,
|| re)
ANV D
ANV
B 1 2 3. 4
C’'maj7 F-7 A7 D7 E'maj7(t11)
b—b
A
(’\NV D
ANV
D) 5. 6. 7. 8. 9.

* The above progression uses one tonal center but borrows chords from parallel modal sources. List by name
the modal source and the chord scale for each numbered chord above.

* Write each modal source scale and each chord scale. Label the chord scale only.

Modal Source: Chord Scale:
@ a. b.
[a} [a)
\J
.
[ £am¥
ANV A\SYJ
) 'y}
@ a. b.
fa) fa)
\g \J
V. V.
[ £anY [ fam
ANV N
e

J() @

[a)

[ £anY [ fanY
A\NVJ A\SV;
Py Py
@ a. b
[a) [a)

\v i 7}

p . y .4

[ £amY [ {anY
\NVJ ARV
Y]

®a b

Q [a)

7 A

[ £an) [ £anY

ANV A\SVJ

This exercise continues on the next page.

77



NAME Modal Interchange

* This exercise is continued from the previous page.

Modal Source: Chord Scale:

@ a. b.
[a) fa)
\J \J
P A .4
D &)
Y} 1Y)

@ a. b.
O la)
pa 2
[ fanY [ £am)
ANV N/
)

N> ?QJ
o

¢~
N

v
N>

N @@,
§D
o

%
o

oy
D
(IG5 S8

* Write a melody for the original progression, referring to the chord scales you have written for each chord.

E'ma7 D-7 D'maj7 c-7

C'maj7 F-7 A D7 Emaj7(11)




NAME

¢ Circle the modal interchange chords in the following progressions.

Modal Interchange

¢ Indicate the modal source for each modal interchange chord (i.e.: F aeolian). There may be more than one

modal source for some chords. Consider the melody and context.

* Analyze the progressions.

G7 Fmaj7 F-7

A7

A'maj7  D’maj7

C

===

I
h
|74

E

I
®

o

D7(9)

G

El’maj7

B"7(alt)

E>-(maj7)

|
12
2

G-7

ch7

E-7

i

Gbmaj7 Cbmaj7 BL

N

T
«
AN
e 2.4

EE

AN

.

©

B>
A

®

Amaj7 B-7(5)

E7(9)

Amaj7

E-7

Gmaj7

E. - o
= = =3

30

W

NG

Q€§§c>
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NAME Pedal Point

@ * The following is an example of an pedal.
* Supply chord symbols and analyze the progression.

N AN
/__fn ﬁ ibdi ib" I \)I 1 ’1 I I
—%2 . e
) | i P D‘ i
. a & | o e o o o
Dt

olo
T
\]
Any
\]

N

; . —
R ‘ o- 175:. b DP

@ * The following is an example of a pedal.

* Supply chord symbols and analyze the progression.

04 o

’l’(‘\“% ) . . 0 0 :

ANV Ja——

B AT AT AT

’/"lﬂjﬁh( 0
ki

@ * Write chord symbols for a tonic pedal, keeping the pedal note in the bass.

* Fully notate your progression for piano.

|
[y ]

by re)
L \ ]

&g;’L)

ANl

N

@ * Write a progression with an interior or soprano pedal. Choose your own key and time signature.

¢ Fully notate your progression for piano.
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Dominant and Tonic Pedals

NAME

* Supply chord symbols for these pedals and analyze.

®

31
i O I“‘ re)
T
o
r'a YOI . 1

i

e A UM

[ £an
A\NVJ
ANV}

[§ )]

O

I

[§)

2

PO

(8]

O

(@]
£

O

]

[ 1
I
v

)
—/
[ fam WA

ANV}
D)

&)

Z]

e 1 D

b
V

eleo

# LT

LAl - T €

il . W

b

&3 L
e o UT o

T+

81



NAME

¢ Indicate the chord(s) or mode(s) each of the following ostinati could represent.

¢ Do an individual note analysis of each ostinato.

©

N

)

»

Ostinato

'

)

©

(min. 10)

’

e

~e

e

e

©

g

&)
—Je £ ]

N
~e

N

e

N

~&

e

N

|

®

e

e

L]

\[®

A

¢
K

M

S

s
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NAME Ostinato

* Write a bass ostinato for each of the following tonic chords or scales. Each ostinato figure may be one or
two measures in length. Write

in a variety of styles. Note the key and time signatures.

@ Dmaj7

v*l
-

[
Ny
oo

{e
L 7]

N
22

@ E7 (mixolydian)

e YOI
htf L FRRY )
A S N ¥
P

@ F¥- (aeolian)

@ Bl’7(sus4)
| &)

I -, L))
P T A
7 Q
d Y

@ E- (dorian)

(® - (phrygian)

N
n3uy
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NAME Layered Ostinato

* Write the right hand figure of a layered ostinato for piano. /

A |

U T 5

y N A ¢ )

s 1 —C

\\SV

[ i |

bl 0 1O Y )

£ppr € n b N
—) —e — T
> & * o

* Write a guitar figure to go with this bass ostinato%\ time.

N\
>

)
"

N

et v ol

NS

M
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NAME Modal Harmony/Characteristic Pitches

Modal Harmony

To create the sound of a specific tonic mode—a single modal color—it's important to limit your harmonic and
melodic activity. Keep the harmony simple. Use tonic and cadence chords (chords which contain the
characteristic pitch). Chords to be avoided are the diminished triads and -7("5) chords. Dominant
seventh chords may be used carefully depending on Roman numeral function and harmonic
rhythm / placement. Other diatonic chords in a specific mode may be used sparingly. They most often
move by step to a cadence chord.

The characteristic pitch is the note that distinguishes one mode from another. For the major modes (ionian,

mixolydian, lydian) the model is ionian whose characteristic pitch is scale degree 4. The characteristic

pitch for mixolydian is, and the characteristic pitch for lydian is
For the minor modes that we study in Harmony 4 (dorian, aeolian, phrygian) the model is the aeolian mode
whose characteristic pitch is 6. For dorian the characteristic pitchis—_ For phrygian the

characteristic pitch is

* Fill in the characteristic pitch (by note name) for each of the following tonic modes:

1. E dorian e 2. G aeolian

3. D mixolydian —_— 4. C phrygian

5. A’ aeolian —_— 6. B mixolydian
7. B mixolydian —_— 8. B dorian

9. G lydian - 10. D’ lydian

11. G aeolian - 12. Df phrygian

13. F phrygian - 14. P’ dorian

15. B’ dorian ——— 16. DY lydian

17. B lydian — 18. A mixolydian
19. F phrygian - 20. B’ aeolian
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NAME

* Identify the tonic mode used in each of the following phrases.

e Circle any characteristic pitch in the melodies of #1 through #4, and the bass lines of #5 through #8.

* Analyze each progression. (Open key signatures are used.)

/6

Modal Harmony/Characteristic Pitches

C C B-
[a) _
_—% e
[ £an) I = M
A\NVJ I b1
) 1t Tt > g
D-7 B c7
[al
A L‘ :
l\(\;\} A\ ] 7 O
) e
E- Fmaj7 D-7
[a
¥ J
V.4
D -
)
B(sus4) Fi- B(sus4) Amaj7
’ \ '
Y 4 I y i i | o)
43 o gk ¥ - :
Py o i f o1
G- Cc-7
b h b .
9: b -
yd 09 ]
A E- G
fe fe e
n. l T T
—Je \
7 / ]
L L r
B- D Cmaj7 B Ab-7
7 I ] ! I - 4
P e 2 be—rp e i
vV | 2 [)
F- G-7 3 F- G-7 3
— 7 — —
L L
: T d - I y Z—] = I
d L & Ji ] by Py { ] Iy
\ |4 N\ ~ vV
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NAME

Modal Harmony

* Circle any inappropriate chords in the following tonic modal progressions. Two of the examples are fine as

is, but the others contain at least one chord that disrupts the indicated modal sound.

* Adjust the harmonic rhythm or substitute another appropriate chord to create a strong modal progression.

® Analyze the final progression.

Note: The key signatures for tonic modal music are usually left open (no key signature), but relative and

paralle] key signatures may be used.

®

C dorian

®

G mixo.

©

phrygian

®

D aeolian

®

F* lydian

A phrygian

F dorian

C- B’ C- F
": {° I
AN W & ] bc [&]
open ©
key
G Fmaj7 G D- G E F
S B 2 P > o bo 2
— | 1 - | )
open [ !
key
B- B7 A7 B B-7  F-7(5)
O TS f T f —
el L3 Iy O S e | | I e
Z . VTN R~ | | O 1 T
relative
key
D- B’ c D- G-
T |
e L € W= i % S
relative o
key
= F*maj? = F G#maj7 Et- Fﬁmaj7(ﬁ1 1)
ot Py = S 77 o
el DN 3V - S N ) -~ = [#) ~ ] [#) ~
v LAk A 2 B, W) | | | i
k¢ SOOI 1 ¥ ! | I |
parallel\ ! '
key
A F- &7 A SO A\
o) Ir) - T f I
A " A v 1 I 1
[y ] [ @] 1 GI [§] bd [§]
parallel v &
key
A- Bmaj7 G-7 A- B'maj7 A-(add 9)
Y i I
Ty £ T 1 I |
— po 51 O PO [8)
open
key
F- F-7 B7 Ebmaj7 El’maj7
rax] = = f i I
el OO € T e 1| [7X 8 ) P46 ]
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NAME Tonic Dorian

¢ For each of the following tonic dorian keys, write the diatonic triads and the diatonic seventh chords.
e Label each diatonic chord with its chord symbol and Roman numeral.
¢ Below the chords, indicate T for tonic, € for cadence chord(s), A for harmonic avoid chord(s), and C/C for

conditional cadence chords (chords that may be used depending on context).

‘ G tonic dorian triads:

I-
A G-
v ]
s S
ANV f ) O © [§]) ~F
D) g e bo °©
T

‘ G tonic dorian 7th chords:

§§5<>

|:1 r
AL
™

Al’ tonic dorian triads:

o

7
N

I%:

@ Al’ tonic dorian 7th chords:

P

[ £an
ANV

sk
UALALA
v

@ The characteristic cadence chords for tonic dorian are:

triads: 7th chords:
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NAME Tonic Dorian

* Analyze the modal melody and chord progression of #1.

* Write a modal progression and melody for #2 and #3. Begin and end on the tonic.
Note: Refer to page 85 in this book and to pages 73 to 87 in the Harmony 4 text by Steve Rochinski. In
writing modal melodies it's important to stress the chord tones of the tonic chord especially at points
of melodic cadence. Generally, it is best to avoid use of chromatic pitches and the use of too many
nondiatonic tensions. Keep the melodic rhythm simple as well. Using the characteristic pitch in the
melody helps create the modal sound, but it should not be over used. The characteristic pitch most

often moves by step.

@ F tonic dorian: F- G-7

\

L

r
\NEEE
[ 3N

TTTe
TR

T
| INN
QL

F- G-7 El’maj7

V

/

l

BT
TTe

/‘4~/
Ay
| 15N

S
| 1HR

TR

iif
Jl

K377 SN

@A" tonic dorian: Ab-
o)
g

[ fan

ANV

G5 S
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NAME

Tonic Aeolian

* For each of the following tonic aeolian keys, write the diatonic triads and the diatonic seventh chords.
* Label each diatonic chord with its chord symbol and Roman numeral.

* Below the chords, indicate T for tonic, C for cadence chord(s), A for harmonic avoid chord(s), and C/C for
conditional cadence chords.

B tonic aeolian triads:

I-
A B-
7 J
‘ £
I i Py [ @] ~F
ANV LS m © e ~F
) i3 fo O ft
T

B tonic aeolian 7th chords:

|~
P>
?F’F
&

Bl’ tonic aeolian triads:

[ Lam)
A\\NVJ |

Ngts

@ Bl’ tonic aeolian 7th chords:

o)

? ;
[ £awY 9]
A\NV/ et

5 g5t

@ The characteristic cadence chords for tonic aeolian are:

triads:

7th chords:
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NAME

* Analyze the modal melody and chord progression of #1.

Tonic Aeolian

* Write a modal progression and melody for #2 and #3. Begin and end on the tonic.
Note: Refer to page 85 in this book and to pages 73 to 87 in the Harmony 4 text by Steve Rochinski. In

writing modal melodies it’s important to stress the chord tones of the tonic chord especially at points

of melodic cadence. Generally, it is best to avoid use of chromatic pitches and the use of too many

nondiatonic tensions. Keep the melodic rhythm simple as well. Using the characteristic pitch in the

melody helps create the modal sound, but it should not be over used. The characteristic pitch most

often moves by step.

@ F tonic aeolian: F-
D

y

Z

N

AN

T
L
NEE

Ve

r

[ fan
ANV}

Z}

/

Y.

EL ]

\

%_

a‘
N R
N2l

[ R

TTe

Q,@"<>

@B" tonic aeolian:
n
¥

y .4

[ £anY
ANV}

@,@k)
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NAME Tonic Phrygian

* For each of the following tonic phrygian keys, write the diatonic triads and the diatonic seventh chords.

* Label each diatonic chord with its chord symbol and Roman numeral.

* Below the chords, indicate T for tonic, C for cadence chord(s), A for harmonic avoid chord(s), and C/C for
conditional cadence chords(chords that may be used depending on context).

D tonic phrygian triads:

I-
A D
# I O
b ey (9] e
[ £an [§] | © [§] [
ANV <) h oy (@] ~
.) O O [

D tonic phrygian 7th chords:

P>

A tonic phrygian triads:

P>

8

@ A tonic phrygian 7th chords:

ANV

@ The characteristic cadence chords for tonic phrygian are:

triads: 7th chords:
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NAME Tonic Phrygian

* Analyze the modal melody and chord progression of #1.

* Write a modal progression and melody for #2 and #3. Begin and end on the tonic.
Note: Refer to page 85 in this book and to pages 73 to 87 in the Harmony 4 text by Steve Rochinski. In
writing modal melodies it’s important to stress the chord tones of the tonic chord especially at points
of melodic cadence. Generally, it is best to avoid use of chromatic pitches and the use of too many
nondiatonic tensions. Keep the melodic rhythm simple as well. Using the characteristic pitch in the
melody helps create the modal sound, but it should not be over used. The characteristic pitch most

often moves by step.
@Cﬁ tonic phrygian: ci- Dmaj7 ch B-7
) |
A fa P i = =] =
[ £an 2 koAl el I ¢ ) [#] L. =] lui I
AN ] | I ” i1 s
I T v hak 1) kil
Ch- Dmaj7 CH- B-7 ch
) ! ,
¥ J & I | I T
S e i | o =
A\NVJ I | ks W) P - Bl | wer 111
—— L " i i +° fo

@A tonic phrygian: A-

[}
\J
2

[ £awY
ANV

@,@":)

@D tonic phrygian:D_

f
Y

.4
[ £an
A\SV)

N>
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NAME Tonic Mixolydian

{ * For each of the following tonic mixolydian keys, write the diatonic triads and the diatonic seventh chords.
* Label each diatonic chord with its chord symbol and Roman numeral.
* Below the chords, indicate T for tonic, C for cadence chord(s), A for harmonic avoid chord(s), and C/C for

conditional cadence chords(chords that may be used depending on context).

B tonic mixolydian triads:

I
A B
{7s i I . P2 O ©
A\\NV} RIS R O LIS ) 1,% ~
) LRk jo A "
T
B tonic mixolydian 7th chords:
n
7}
Z
[ fan) o
S Y
,, LS
A® tonic mixolydian triads:
)
A
[ fan) [
A\NV h ey
2
@ AP tonic mixolydian 7th chords:
fa)
17 J
y A
[ £an I -~
Y 8
D 8
@ The characteristic cadence chords for tonic mixolydian are:
triads: 7th chords:
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NAME Tonic Mixolydian

* Analyze the modal melody and chord progression of #1.

* Write a modal progression and melody for #2 and #3. Begin and end on the tonic.
Note: Refer to page 85 in this book and to pages 73 to 87 in the Harmony 4 text by Steve Rochinski. In
writing modal melodies it’s important to stress the chord tones of the tonic chord especially at points
of melodic cadence. Generally, it is best to avoid use of chromatic pitches and the use of too many
nondiatonic tensions. Keep the melodic rhythm simple as well. Using the characteristic pitch in the
melody helps create the modal sound, but it should not be over used. The characteristic pitch most

often moves by step.

b .
@B tonic B’ Am aj7
mixolydian: —f—— r Jﬁ‘; 5 |
y. G § | 1 ] f 1 1 1
G ——tme—F ]
B’ F-7 B’ A'maj7 B’
[a) [ —

i:
i
(10N
[ ANE
1l
I
[ YER
QL

@B tonic B

mixolydian:

@,g;k)

@Al’ tonic Al’

mixolydian:

B>

t@;"<>
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NAME Tonic Lydian

* For each of the following tonic lydian keys, write the diatonic triads and the diatonic seventh chords.
* Label each diatonic chord with its chord symbol and Roman numeral.
* Below the chords, indicate T for tonic, C for cadence chord(s), A for harmonic avoid chord(s), and C/C for

conditional cadence chords(chords that may be used depending on context).

E” tonic lydian triads:

M~

O ] | O IPX )
y . b b o (@] ~
[ fanY 'V &S O (O] | i
\;)\} !-V‘ 5 [®] ~
T
E” tonic lydian 7th chords:
0 1
e
[ £an) T YV &
ANV Iy
174 h_J
D tonic lydian triads:
[a)
¥ J
[ £an LS )
A/ XS
Y] 1o
@ D tonic lydian 7th chords:
s
\f iy
2 i
[ £am ST
ANV} i
e 0
@ The characteristic cadence chords for tonic lydian are:
triads: 7th chords:
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NAME Tonic Lydian

e Analyze the modal melody and chord progression of #1.

* Write a modal progression and melody for #2 and #3. Begin and end on the tonic.
Note: Refer to page 85 in this book and to pages 73 to 87 in the Harmony 4 text by Steve Rochinski. In
writing modal melodies it's important to stress the chord tones of the tonic chord especially at points
of melodic cadence. Generally, it is best to avoid use of chromatic pitches and the use of too many
nondiatonic tensions. Keep the melodic rhythm simple as well. Using the characteristic pitch in the
melody helps create the modal sound, but it should not be over used. The characteristic pitch most

often moves by step.

@A tonic lydian: A B
) T = , z
o e PR =
o | 1 ® 1 —& 7 g
A s GH7 A
o) r, A

o)

3N
)|
'Smd

G,g;k)
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NAME

* Write the chord scale for the Roman numeral function in the given keys.

* Write a voicing for each type of compound chord, referring to the chord scale.

* Write the appropriate chord symbol above each of your voicings.

Compound Chords

Chord Scale Inversion Hybrid Polychord

) @z A

\J
0
[ £am.
A\NV]

&)

d

@ F: subv7 0

7 )
s
A\NV

g

e

@ E: bIIImaj7 0

0 D)
s
N

Q) &)

F O

P

@ B V7 [}

A

F .

©

0 J
s
ANV

Q) raY)

Je

e

This exercise continues on the next page.
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NAME

* Write the chord scale for the Roman numeral function in the given keys.

* Write a voicing for each type of compound chord, referring to the chord scale.

* Write the appropriate chord symbol above each of your voicings.

Compound Chords

Chord Scale Inversion Hybrid Polychord
@ B v maj7 - N
e
[ £an
A ANV
7 )
s
A\NV
Q) FayY)
&)
P

@ E dorian: I-7 - A

—

&)
N
\vi
V.
&)

&)

d

,. SubVvy

@ &4 0

P .4

&)
Fa)
\J
p .
[ fanY
A\SV

d Fep )

&)

W

D% Imaj7 - A

Vi

.

&)

0 1y
P
[ fanY
A\NY

Q) 9-

y L]

d
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NAME Inversions

¢ Analyze this progression indicating inversions by writing the Roman numeral over the Arabic chord
tone that is in the bass voice (i.e.: IV/3).

A [ | | l | [
ﬂ{?; —o a ﬁ;f” '—ﬁg o
4 Jdd |4t
) 1t
== 2
: !

* Analyze the following minor progression then voice lead. (Refer to guidelines on page 105 of the

Harmony 4 text.)
L b
~ G- A7 B'maj7, E-7(5) A7 R
0 6 o T BT Anssn g o
0
y -
{(rs>—C
SV
D)
et o B 1)
7 5
|7

* Write an original 5 measure progression beginning and ending on the tonic. Use at least 2 inversions.

Voice lead and analyze your progression.

This exercise continues on the next page.
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NAME Inversions

@ * Analyze this progression indicating inversions by writing the Roman numeral over the Arabic chord
tone that is in the bass voice (i.e.: IV/3).

A
1
A L re)
(6N VY D
A\SV) O Py
- -~y
i 7
. i | | L
o | [ -~ -] ‘ [® ]
—Je T 17, e e ~
A \ 7 | =N o
v [”) W7 e | el
" | l o

@ * Analyze the following progression then voice lead. (Refer to guidelines on page 105 of the Harmony 4
text.)

@ * Write an original 5 measure progression beginning and ending on the tonic. Use at least 2 inversions.

Voice lead and analyze your progression.
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NAME Hybrids
@ * Analyze this progression:

B'maj7 E'maj7 C-7 F7 &7 C7
n | |
7 ) 5
y - | 74
NP — O O 7)
L\SV
Y] 1. 2. 3. 4, 5. 6.
@ * Write a chord scale for each of the chords above.
» Put an X through the root and 3rd of each scale because hybrid voicings do not contain 3rds and
their roots should not be repeated in the upper structures.
e Put an X through 54 in the ionian chord scale.
[a) )
g ¥}
1. Hfes 2. s
A\ V) A\NV
D) D)
b b
3. Hes 4. s
A\NV} N
D) o
Fa} fa)
17 ] ¥
5. Hfes 6. fes
A\NV ANV
¢ B3}

@ » List all the possible triad and 7th chords that could function as upper structures for hybrid
voicings for each chord above. Do not list diminished chords or -7(*’ 5) chords.

7th chords:

2. 2
3. 3
4. 4
5 5
6. 6.

@ * From the possibilities you listed in #3, choose a hybrid voicing for each chord and write the new
hybrid chord symbol above the melody pitch. The melody pitch must be a chord tone of your
upper structure.

* Voice lead the progression with the hybrids you selected. Keep the given melody as the top note
and the original roots in the bass voice.

P 2 [ | Ll
¥ [y | ! |29
1Y o J° 1 PG
[ fan Y A W O 9]
Ol
1
o |
—Je T fe
prd !l;- \ W
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NAME

Hybrids

* Write an appropriate hybrid chord symbol for each of the following Roman numerals in the given pro-

gressions.

* Voice lead the hybrids for piano.

@ C major:

with modal interchange
Imaj7

( V7(alt) ) V-7

by1r7 Imaj7(H1)

LTI

—

==

lee

9

v-7 LVImaj?

bvir7 I-7
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NAME Polychords

@ e Write compound chord symbols for this progression of polychords.

» Analyze the progression.

H_#
¥ - p= 2 i’
y AR € 8] O 1o
s L ] L 6] T % LIS )
ANV} L ® ] o] o>
| | ©r
" a . . l')o . |') | & o)
o ¥ | [ o>» | 7 P ¥
ol O Y ) 9 H O D ; ©
i LA A ] I
' © z ©
€ q

@ * Rewrite the chord symbols in this progression as polychords and then fully notate for piano.
D'maj7 G7  G'maj7 G-7  F7 B7 E-7 D7  D'maj7(H1)

AP
Dl’maj7

re)
\

&é;’k)

N
«

@ » Write compound chord symbols for the following polychords.
* List the chord scale source for each chord.

A [
p= T 5 - i
s 2y p= =@ P
[ fan WA 7 P P2 9, P
ANV ©
| 8
|7 L l')o L e .
C— P P Ty
et OO € N9 Py T . 19X 8]
7 hd 5 i (8
P Vi )
-y 4

Chord scale source:
F dor.
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NAME Compound Chords

* First, write chord symbols for these progressions-most of the chord voicings are compound chords which
will require a slash in the symbol.

* Under the appropriate compound chords write | for inversion, H for hybrid, or P for polychord.

* Analyze the progressions.

«

P17

Qé;’J:> @

,q___
q

eelo

[
.
oe

bt ve ot

LXXT

N

«

¢

T ]

o]ee

JXXT

we

@,@Jc> @

N

oollo

[
Ny
ofe

S+

N

N

o+

elepl

N
\]

efo0)

T

<t

qQ

D
<+

foole)

o

G

N T
A

T

N
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R

N

3

-

oolo)
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D
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NAME Constant Structures

* Supply chord symbols for the following five progressions which contain constant structures.
* Analyze the melody and harmony of each progression using Roman numerals (where appropriate) and

descriptive analysis.

e e =
= = =
N \

5

. w oy

¢
¢ lel| o |&| |
=2
_Q

o
e e 0l
= = =
W =
AT U.
T
LR

NS

Descriptive Analysis:

\]

=%
ket v ol
==

-0

Descriptive Analysis:

This exercise is continued on the next page.
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NAME Constant Structures

&@5*) @
«»
{

o YT
N
L)
go
elo

S
-F

9

T,

s ua il
\)

R

re)
\

NS

ol o

Descriptive Analysis:

0

@
[a)
—

re) o E
\ W] 24

{
\/
B

o
N
d

e
il L &)
AW

VT
]
_.a__
ololRe

v—
¢

Descriptive Analysis:

o

t@*) @
W

SN
Q

A

Descriptive Analysis:
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NAME Constant Structures

¢ Write chord symbols (one per measure except measure 5) for “Cloud Patterns”.

* Analyze the melody and harmony using Roman numerals (where appropriate) and a descriptive analysis.

Cloud Patterns

Rubato

[ |
i/ 1)
y 4

7

|

N

I

NI
YT

NI

BV

3

N

T

7

~

\)
N
==

~e
LA

™
L
| 10, .

Elﬂl:
T
b
\
T

<
)

—

.

3 DR o i g
| : I

—
}_'i“ : .

e = =

Descriptive Analysis:
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NAME Contant Structures

* Write chord symbols for the following progessions which contain constant structures.
* Write a melody of the requested type for each progression.

* Be prepared to give a descriptive analysis in class.

@ non-parallel melody

[a)
\J

V.
[ faw
A\N V)

o)

T
\]

e ws el

[ £aw)
A\NV

o %
5T

N
ol

(]
:tx:‘

@ parallel melody

a

,q_
=y
LS
|
I}
( A}
e
<+
N

o+

N
ST

3

¥

s ua ol

e

<+

[
ey
oo
Ny
SEE
L w

N
T
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NAME Constant Structures

* Compose three different constant structure progressions with the requested type of melody.
* Fully notate your progression for piano keeping the melody on top.
* Write chord symbols where appropriate.

* Provide a descriptive analysis.

@ constant structures with a static or sustained melody

)

[ £aw)
A\NVJ

Descriptive Analysis:

@constant structures under a parallel melody

fa
\J
7 o

[ £aw
A\NV}

4
.y
ole

Descriptive Anélysis:

@constant structures under a non-parallel melody

s
7]
X

[ {an
ANV

q
.
ol

Descriptive Analysis:
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NAME Review for Final

@ * Analyze the tune “Final Bossa” on the next page.

{

* Write compound chord symbols for the intro and tag.
¢ The following questions refer to “Final Bossa”:

a. Describe what is going on in the

intro:
b. Describe what is going on in the
bridge:
c. List two inversions and the measures they are in:
d. List two hybrids and the measures they are in:
e. List two polychords and the measures they are in:
f. List the modal source (note and scale name) for each of the following chords:
A/G (measure 19)
F/G (measure 21)
O The chord in measure 32
The chord in measure 33
o4 CMAT chord in mekgy(ad 34-35 AT b7 %mamh "
# s © Y] - yly
(r~—C ] 17
ANV o AWhat b e d conloic Rome rvcpdinthe maladv ot monciiral 1372
e) 60 Y I TU T CITOTGOoOTRIT Ry L\-LLL& [ LML e B i N iy ) W) L‘.lul.\}u] X LLI,\_“O“-L\—f -

h. What chord scale is being used in the melody of measure 14?

i. List any dominant chords that do not have dominant func- 113



NAME

Review for Final

Final Bossa
n | N | h N | h
# LD X Yy - = - T - =] £
[ fan Y4 . H’/-'\ ﬁ' iA f t‘!’/‘—\ ﬁ- i’—\
\\\} pa 1 . — H T Y S——
') H R — - S—— l‘l R n . S
1 2 3 4
e‘: i Z — v l = — ‘ | =
E ¢ = —
— % %
med
bossa Bbmaj7 B'6 A7

Nl o o

7 7 ™ ' # yii e
(2> Y " g -

\;)\J Vi J '/J
5 6 7 8
LS
B'maj7 B/D E'maj7 G7 c£7
N | ]
J 137 N | ® .‘ P 7 i.:
Gt / Z e :
\;)\} A pi Vi lb P
9 10 11 12
2.
E7 A-7(5) D7(9)

0 T !7 I ) =

v .4 I .
BT . —7 s

) L

13 14 15
. G . s A

Gmaj7 /G Gmaj7 " /C-"

O—b e . b | .

e g 7" o
D} ' |

16 17 18 19

G-7 F G-7 C-7 F7

[a} I 4/4 /G' ] ﬁ

\g 112 ‘_ | N ~H
> . a7 = 2
A\SV} AS

20 21 22 23
b b
B’maj7 B6 A7
n__| - o !
N y, / # 2 —) y —!
 fan W Lo ae—tt e
ANV yi Vi M A !
) 4 ” g
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NAME H3 Listening Assignment #1

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor): Form:

Relevant Harmony 3 topics:

Melody

@ Notate the primary motif(s) below:

s
7}
2

[ £am
ANV

Fa)
i/

V.
[ fam )
ANV

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?
@ Are there any prominent reoccurring intervals?—_ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship

@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality:

Continued on the next page.
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NAME H3 Listening Assighment #1

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rhythm symmetrical?__ asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

orverse

o)

[ £an
ANV}

)

N
A\NVJ

)
@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

fa)
\f
P .
[ fan
A\NV
D)
Harmony
@ Is the harmony mostly: diatonic? nondiatonic?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ What diatonic related chords are present (secondary/extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

@ On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H3 Listening Assignment #2

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor): Form:

Relevant Harmony 3 topics:

Melody

@ Notate the primary motif(s) below:

)
")
2

[ £am)
ANV

sl
7

V.
[ fan)
A\NV}

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?
@ Are there any prominent reoccurring intervals? What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?

@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality:

Continued on the next page.
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NAME H3 Listening Assignment #2

Harmonic Rhythm
@ What is the predominant harmonic rhythm?

@ Is the harmonic rhythm symmetrical?——_____asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

orverse

@;5<>

@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

o =

N> o
S
O
=

Harmony
@ Is the harmony mostly: diatonic? nondiatonic?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?

@ Describe the basic root motions:
@ What diatonic related chords are present (secondary/ extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

@ On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H3 Listening Assignment #3

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor): Form:

Relevant Harmony 3 topics:

Melody

@ Notate the primary motif(s) below:

H
J
y

[ £an )
ANV

a}
)

N
ANV

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals?—_ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality:

Continued on the next page.
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NAME H3 Listening Assignment #3

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic thythm symmetrical?——______asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

orverse

Fa)

[ {an)
A\NV]

[ £aw
N

@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

)
D
Harmony
@ Is the harmony mostly: diatonic? nondiatonic?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ What diatonic related chords are present (secondary /extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

@ On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H3 Listening Assignment #4

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor): Form:

Relevant Harmony 3 topics:

Melody

@ Notate the primary motif(s) below:
[a

[ {anY
ANV}

)

[ fanY
A\SV]

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals?__ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship

@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality:

Continued on the next page.
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NAME H3 Listening Assignment #4

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rthythm symmetrical?——_______asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

or verse
a}

[ fan)
ANV

)

[ £an
ANV

@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

ol
G
Harmony
@ Is the harmony mostly: diatonic? nondiatonic?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ What diatonic related chords are present (secondary/extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

@ On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H3 Listening Assignment #5

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor): Form:

Relevant Harmony 3 topics:

Melody

@ Notate the primary motif(s) below:

)
7
2

[ £an}
N

)
Y
Y

[ £anY
ANV

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?
@ Are there any prominent reoccurring intervals?—_ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?

@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality:

Continued on the next page.
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NAME H3 Listening Assignment #5

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rhythm symmetrical?—____asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

or verse

Q@":)

D>

[ £
ANV

DN

@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

)
1 J
F
[ fan
N
Harmony
@ Is the harmony mostly: diatonic? nondiatonic?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ What diatonic related chords are present (secondary/extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

@ On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H4 Listening Assignment #1

Composition: ' Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor, modal): Form:

Relevant Harmony 4 topics:

Melody

@ Notate the primary motif(s) below:
)

©

fan)
A\

Fal
Y

.
[ £an}
ANV}

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals?______ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality / modality:

Continued on the next page.
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NAME H4 Listening Assignment #1

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rhythm symmetrical?______ asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

or verse

s

[ £aw
ANV}

N

[ fan)
ANV

O
@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

)
ivi
7 o
[ £am
A\NV ]
)
Harmony
@ Is the harmony mostly functional? nonfunctional?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ Are the harmonies mostly diatonic?
@ What diatonic related chords are present (secondary/extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

Are there compound chords? ________ What type (inversions, hybrids, polychords)?
@ Are there constant structures? _______Are there contiguous dominants?
On the above staves, fill in the Roman numeral functions.

Other Observations:

126



NAME H4 Listening Assignment #2

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnet:

Tonality (major, minor, modal): Form:

Relevant Harmony 4 topics:

Melody

@ Notate the primary motif(s) below:

a}
J
2

[ £an)
A\NV}

)

[ £an
N

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals?____ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality / modality:

Continued on the next page.
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NAME H4 Listening Assignment #2

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rthythm symmetrical?e—________ asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

orverse

o)
g

[ faw
ANV}

)

[ £an)
Ny

)
@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

[a)
i
y .o
[ Law
ANV
)
Harmony
@ Is the harmony mostly functional? nonfunctional?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ Are the harmonies mostly diatonic?
@ What diatonic related chords are present (secondary /extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rthythm (stressed, weak beats)?

Are there compound chords? ________What type (inversions, hybrids, polychords)?
@ Are there constant structures? ______Are there contiguous dominants?
On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H4 Listening Assignment #3

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor, modal): Form:

Relevant Harmony 4 topics:

Melody

@ Notate the primary motif(s) below:

)
y
2

[ £am
ANV

s
74
2

[ £an)
N

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals?— What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

, Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?

@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality / modality:

Continued on the next page.
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NAME H4 Listening Assignment #3

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rhythm symmetrical?—___ asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

or verse

[}

[ faw
A\NV}

N
7

[ £an
ANV

D)
@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

s
v J
7 4
[ faw
A\NV]
D)
Harmony
@ Is the harmony mostly functional? nonfunctional?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ Are the harmonies mostly diatonic?
@ What diatonic related chords are present (secondary/extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

Are there compound chords? ________What type (inversions, hybrids, polychords)?
@ Are there constant structures? _______ Are there contiguous dominants?
On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H4 Listening Assignment #4

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor, modal): Form:

Relevant Harmony 4 topics:

Melody

@ Notate the primary motif(s) below:
N

[ fan)
N/

s
g
y .

[ £an)
ANV}

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?

@ Are there any prominent reoccurring intervals? What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?

@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality / modality:

Continued on the next page.
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NAME H4 Listening Assignment #4

Harmonic Rhythm

@ What is the predominant harmonic rhythm?

@ Is the harmonic rhythm symmetrical?___asymmetrical?

@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or
verse) of the tune:

or verse

@;’:>

@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

N
v |
7 4
[ LawY
A\NV ]
)
Harmony
@ Is the harmony mostly functional? nonfunctional?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ Are the harmonies mostly diatonic?
@ What diatonic related chords are present (secondary /extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

Are there compound chords? ________What type (inversions, hybrids, polychords)?
@ Are there constant structures? _______ Are there contiguous dominants?
On the above staves, fill in the Roman numeral functions.

Other Observations:
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NAME H4 Listening Assignment #5

Composition: Composer/Arranger:
Recording: Style/Rhythmic feel:
Personnel:

Tonality (major, minor, modal): Form:

Relevant Harmony 4 topics:

Melody

@ Notate the primary motif(s) below:

)
i’

7
[ fanY
ANV

N

[ fanY
ANV}

@ Describe the motivic development:

@ Describe the phrasing:

@ Describe the melodic rhythm:

@ Is the melody sung? If not, would it be easy to sing?
@ Are there any prominent reoccurring intervals?—____ What interval(s)?

@ What instrument or voice presents the melody?
What other observations can be made about the melody?

Melody/Harmony Relationship
@ Are the melody pitches mostly chord tones? tensions?
@ Describe the frequency and the type of tensions used in the melody:

@ Describe the types of melodic approach notes:

@ Explain how specific melodic tensions function in the tonality / modality:

Continued on the next page.
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NAME H4 Listening Assignment #5

Harmonic Rhythm
@ What is the predominant harmonic rhythm?
@ Is the harmonic rhythm symmetrical?—_____ asymmetrical?
@ On the following staves, mark X where the chords change in the first 8 measures of the A section (or

verse) of the tune:

or verse

)

{
ANV}
D)

)

[ fan
ANV

D)
@ Mark X where the chords change in the first 4 measures of the bridge (or chorus) of the tune:

or chorus

fa
i
y .
[ Lam
A\NVJ
D)
Harmony
@ Is the harmony mostly functional? nonfunctional?
@ Are there mostly triads? 7th chords?

@ Are there many tensions in the harmony?
@ Describe the basic root motions:
@ Are the harmonies mostly diatonic? :
@ What diatonic related chords are present (secondary /extended dominants, substitute dominants, modal

interchange chords, diminished chords, etcetera)?

@ Where are the above chords occurring in the harmonic rhythm (stressed, weak beats)?

Are there compound chords? ________What type (inversions, hybrids, polychords)?
@ Are there constant structures? _______ Are there contiguous dominants?
On the above staves, fill in the Roman numeral functions.

Other Observations:
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Compositional Templates

Introduction

The following section of the Supplement gives you an opportunity to apply the topics you are studying in
Harmony 3 and 4. The pages in this section are templates for common compositional forms. These templates
provide a structure for your creative ideas and are only meant to be worksheets or guides. It is important to
keep in mind that there are a variety of approaches to the application of theoretical topics to musical compo-

sition.
Composition

Composing involves a long series of creative choices. There are many ways to begin a composition, includ-
ing writing a melody or a motif, writing a bass line (root motion), writing a harmonic progression, or
writing a groove. Often composers start with one of these, for example, a chord progression which then
suggests an opening motif. The remainder of the harmony, melody, and rhythm might roll out together in a
cyclical fashion. When lyrics are involved, the composer may create a melody to the lyrics, or the lyricist
may write the lyrics to a given melodic line. All approaches yield infinite possibilities. Another way to begin
the process is to decide up front what form you want to use as the overall structure of the piece. The follow-

ing templates will provide you with such a ready structure.

Important melodic skills to develop include writing motives, developing motives, creating effective phras-
ing, refining melody /harmony relationships, and developing or varying the melodic rhythm. Much can be
learned from your instructors and texts, but you must practice and experiment, the same way you practice
your

instrument.

When gaining knowledge and control of the vast harmonic palette which includes chords of different color
and function, it can be a challenge for students to know not only which chords to use, but where to put them.
It can be helpful to practice composing using historically common forms and to study common placement of
chords as well as typical harmonic rhythm patterns for different styles. Learning how to compose is experi-
menting—putting chords together in different combinations and orders and trying different harmonic
rhythms. It's a good idea to play common progressions (such as I, VI-7, II-7, V7) and alter them in as many
ways as you can (i.e.: I, subV/II, II-7, V7) while listening to the obvious and subtle changes.

In Harmony 3 and most of Harmony 4, we are still examining tonally functional diatonic and modal mu-
sic—we can hear “do”, even when it modulates. Functional music often uses common forms like AABA,
ABAC, blues, and popular song forms like Verse-Chorus-Verse-Chorus-Bridge-Chorus. For now, it makes
good sense to practice creatively using these common forms. You will gain control by practicing and

manipulating the elements of music within a structure.

As you continue to compose and listen to a variety of contemporary music you will keep experimenting

with more and less structure. You will find other ways to build continuity besides repeating sections of
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music. Some of these ways include motivic development; melodic, harmonic, and rhythmic patterning;
reharmonization; and arranging techniques. In Harmony Department electives and other advanced Profes-
sional Writing Division courses you will experiment with many compositional approaches, some of which
break the “rules” or “historical tendencies”. These approaches may abandon common techniques and try the
opposite. In addition, instead of thinking about functional relationships, you may experiment with non-
functional harmonies by creating a series of different patterns; or by choosing random melodic pitches,
combining those with random bass notes, and then adding the middle notes to create chord qualities,

voicings, and voicing leading.

It's important when using any techniques or mechanical devices to remember that composition is a combi-
nation of craft, creative intuition, and adventure. There are an infinite number of possibilities for creative
choices in every piece. Techniques are just tools for your compositional tool chest. Once you are in the
middle of a composition, you may find it develops a “mind of its own” and it “needs” an extension here or

alteration there. Keep your ears and mind open!
Form

The form of a composition is the “macro view”. It describes the structure within which musical ideas are
repeated and contrasted. Form will be discussed in nearly all of your Professional Writing Division courses.
Sections of music may be repeated exactly (both the melody and the harmony stay the same), may change
slightly (as when an A section becomes A’ because the melody cadences differently), or may be contrasted

with new sections which have a different melody, and /or harmony, and/or rhythm.

There are several common forms in popular music and there are variations of these forms created every day.
Instrumental music often uses letters for the sections of the music: AB, AABA, ABAC, or ABAB', ABCD, or
AABBCCA.

Songs with lyrics often use words to describe the sections. These words include:

Verse: Tells the story or sets the scene; melody and harmony stay the same but the lyrics usually change each
verse.

Refrain: Provides the closing part of the verse; it contains the main idea or the title. (In some styles and to

some authors, refrain is synonymous with chorus.)

Chorus: Contains the central statement or idea; the same melody, harmony, and lyrics repeat each time.

Bridge: Provides a connecting and contrasting section (melodically, harmonically, and / or rhythmically; it
often modulates, especially in AABA tunes.

(At Berklee we distinguish between the transitional bridge which is considered a part of the verse, usually
leading into the chorus and rarely standing on its own, and the primary bridge which is a main contrasting

section.)

Like other dimensions of music, form can be manipulated in many ways—by changing the number and
repetitions of sections, changing the length of sections, or manipulating the melody, harmony, meter,

harmonic rhythm,
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and/or phrase length within the sections. Much of our popular instrumental and vocal music uses 4, 8, and
16 bar phrases and sections. Songs are more likely to have odd phrase lengths (9 or 11 bar phrases) when the
music is lyric-driven. When working with common forms such as 12 bar blues or 32 bar AABA tunes,
changes in form can be jarring to the listener who expects the norm. For example, adding a one measure
turnaround to 8 bars, creating a 9 bar phrase may or may not work, depending on the context and style. In
the final analysis, it is a matter of musical taste and how skillfully the composer melds the musical elements.
For our purposes we focus primarily on the main form of the song as opposed to the form considerations in
arranging which would include introductions, solo sections, interludes, extended endings, codas, etcetera.

However, these are very important components to a final version.
Using the Compositional Templates

The templates are worksheets. After you write a series of rough drafts and complete your composition, copy

it neatly onto manuscript paper to submit to your instructor.

For the templates, complete Roman numeral analysis of well known tunes could have been given. In order
to give you a more general guidance, functional areas have been sketched in grey. By giving you possible
tonic, subdominant, and dominant locations, you can still make choices as to what chord to use. (For
example, SD could be II-, IV, IVmaj7, IV6, etcetera.) You may disregard or change the location of a given
function. You also could make a T function TM, or a SD function SDM. The idea is to sketch in the main
diatonic chords and, depending on the style and tempo, to add other diatonically related chords around

them.

Example pages follow these directions.
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Suggested Steps for Using These Templates
General Suggestions

1. Use a pencil with an eraser and prepare to experiment.
2. Play or sequence everything you write.
3. Choose a key. Write the key signature on each line.
4. Choose a meter. Fill in the time signature after the key signature on the first staff only, unless
there are time changes in your piece.
5.1It's a good idea to decide on the tempo and style up front because it will influence your
choices regarding harmonic rhythm, melodic shape, and chord types.

6. Indicate the tempo/style in the upper left corner, i.e.: “rock ballad” or “medium swing”.
Approach |

1. Referring to the given functions, sketch in the chord symbols you want to use. You may refer to the list of

functions on the introductory pages to each template and to the lists of cadences and turn-

arounds that follow. Experiment with different chords, listening to everything you think may be a
good possibility.

2. In the spaces, depending on the style of your piece, add diatonically related passing and approaching
chords such as secondary dominants, substitute dominants, modal interchange chords, etcetera.
These chords provide harmonic interest.

3. After you have a harmonic structure sketched, create a melodic line. Try to sing the melodic line to the
changes you have written. Again experiment with different notes, melodic contours, rhythm,
and phrase lengths. Refer if necessary to the chord scales for the chords.

4. Edit and rework as necessary.
Approach 2
1. Write a melodic phrase, motif, or even an entire melody, whose main notes fall into the functions given.
(You can fine tune later.)
2. Harmonize your melodic sketch. You could first fill in diatonic chords in the given function areas, then
add diatonically related chords.

3. Make necessary adjustments to the melody or harmony to honor the melody/harmony relationship.

4. Edit and rework as necessary.

Reminder. You may disregard or change the placement of the given functions !!

Have fun with the world of possibilities!
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* This example uses the first A section of template #17 — an AABA form.

Example Page: Approach #1

* Let’s say you have chosen the key of (%, time, and are writing a medium bossa nova.

Step 1

* Experiment, then write in your chord choices for the given functions. Use a pencil.

medium Imaj7
bossa Gmaj7

-7
A-7

&3

1v-7
C-7

F7

Step 2

» Add diatonically related chords.

medium Imaj7
bossa Gmaj7

fo7
Glo7

subV7/.
-7 /V

A-7

S
V7(sus4) (V7$9))
D7(sus4) D7(9)

- #
v "
y -

3

[ fanY
ANV 4]

VI- line cliche
E- E-(maj7)

E-7

E-6

0l
N

F7

__X
[ £

fan )

)
#
S

A\NV/
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Step 3

¢ Sing motivic ideas to your progression. Sketch possible phrasing.

* Write your motif and develop it. Circle any melody/harmony problems you hear.

medium
n_# (o)
2 ) — 2 N
[ fan) /8PN N Py Py
ANV} 44— S A

intervallic variation of motif
E- E-(maj7) E-7 E-6 C-7 F7

04 . b
A ¥ o) =
[ fam 3 ) #/
A\SV, < | <+
D) !
Step 4
¢ Edit and rewrite, making adjustments to melody and /or harmony.
medium
bossa Gmaj7 Gz A7 E7 D7(sus4)  D7(9)
E=T'13
T F=T9
fH# L L
Ay : — :
l y 2 y 2
HO—4——< ' < <
Y rewritten
E- E-(maj7) E-7 E-6 C-7 F7
—— o
A Y B="7 |
7 A BN I ]
(~—¢ ' pe— ] ]
\\SV, < | ._i_ ]

melodic rhythm changed
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Example Page: Approach #2

* This example uses the first A section of template #17 — an AABA form.
¢ Let’s say you have chosen the key of lj‘i, time, and are writing a pop ballad.
Step 1

* Experiment, then write in your melodic ideas, adhering roughly to the given functions.

* Use a pencil. Sketch possible phrasing.

pop
ballad
\.
fH_# e —
e e
[ fam) T /] v
ANV >
Q) b 4
T s Cadenss
A =
[ £an) d
ANV, ©
-
'y v
Step 2

* Harmonize your melody in the main function and cadence areas. Play and listen!

* Add diatonically related chords. Listen! Circle harmonic areas you want to rewrite.

pop I v
ballad D G g add sus4
A

{(rs—t—7 T
A\NV}
Y
VI-
B- change to SDM
(>—
\SU S
[y -
simplify, keep tonic same cadence
function — use F*- as bars 3 and 4
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Step 3

¢ Make harmonic adjustments. Listen!

¢ Circle melodic areas to rewrite. Consider melodic rhythm as well as pitches.

pop
ballad D = better Gmaj/ A7
A
[ e ——
o i ~ 7
S — ) € >, - )
repeated note add approach notes
B- add syncopation = G add rests G-7
n 4
B Ll e
[ fam W1 4 N e = 7
ANV { ] N b, © }
N <P
vary melodic 130n -7
rhythm
Step 4
* Edit and rewrite, making adjustments to melody and /or harmony.
pop
ballad )
D Gmaj7 Gm% A7
[
G : 2
hd AN
D)
inversion
=3 triplet ]
B- /A 3 Gmaj7 G-7
—

N %

Ui N
> LAl [ P 2
frs—1 1 T Py
\\\} /J \/. n‘ v AS

¢ A b
indirect
resolution

143



Partial List of Cadences

Cadences usually occur within one or two measures. But depending on the style, meter, and harmonic

rhythm, they can occur within four or more measures. For demonstration purposes, the following cadences

move or resolve to tonic. However, deceptive cadences are an important compositional device. Possibilities

for deceptive movement are covered extensively in both the Harmony 3 and 4 texts. See the bottom line

below.

Subdominant or Subdominant Minor

v I

IVmaj7 I

v7 I

Iv-7 I

by1r7 I

bImaj7 I

Dominant

\'% I

V7 I

subv7 1

V7(susé) I

Subdominant — Dominant
v A% I V4
II-7 V7 I b4
IVmaj7 v7 I 4
11-7(5) v7(9) I ”
Iv-7 V7(alt) I 4
II-7 subv7 I P4
bVvV7 I A
l |
v7 I b4
L - o - -

144

Subdominant - Subdominant Minor

IVmaj7 Iv-7 I V4
-7 l’Ilmaj7 I 7

Subdominant Minor — Subdominant Minor

V-7 b7 I 7
VI iz I 7
1’VImaj? "Hmaj7 I 4
Other
V7 w7 I s
v7/V V7 I 4
subv7/v V7 I V4
(subV7/V) subVv7 I A
Mmaj7 LIImaj7 I 4

P P P P
PR PR R PR

V7 melodic cadence

Other modal cadences, and combinations of the
above.

V7 deceptive resolutions to I1I-7, VI-7, 3IV-7(!’5),
l’IImaj7, ﬁIImaj7, Wlmaj7, Nlmaj7, Iv-7).




Partial List of Turnarounds

For demonstration purposes the turnarounds are shown here starting from tonic but it is also very common

to begin a turnaround after a deceptive resolution of the V7 chord. Turnarounds usually occur in one or two

measures and involve one or two cadence chords which are often preceded by an approach or preparatory

chord.

tures,

[an B e TR S o TR e S e B e T B B T T e T B e S e R e T e e . T e T i VI T e e )

-7
ar-7
VI-7
I 1/3rd

VI-7
V7/11
(V7/10)
subV7/11
subv7/v
subvV7/1v
l’I]Imaj?
fvey

v

"TI1e7

407

VI-7
subVv7/1I
(subV7/II)
v

7

frve

v7
IVmaj7 (or IV, IV7)
avi
bvir7
l’V]Imaj7
l’Hmaj7
b7

11-7
1-7(¢5)
IVmaj7
V7/V
(V7/V)
11-7
(subVv7/V)
-7

-7
v7/V
1I-7

1I-7
IVmaj7
}’VImaj7
1/5
fver
1I-7

-7

I-7
/A

1/5th

v7
v7(9)
v7

v7
subv7
subv7
subv7
v7

V7

V7
subVv7
V7
byIr7
l’Hmaj7
v7

v7

V7

v7

v7
subv7
subv7
v7

Other possibilities including: extended dominants, substitute extended dominants, constant struc-

contiguous dominants, etcetera.
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For general directions, turn to pages 136 - 143.

About the AB form

1. Although the AB form is used for instrumental music, its most common usage is for vocal songs in which
the A section is the verse and the B section is the chorus.

2. As an instrumental form, AB is often 16 bars (8-8) or 32 bars (16-16.) Songs often have a less symmetrical
structure: a 16 bar verse and an 8 to 12 bar chorus. There may be odd phrase lengths to accommodate
lyrics.

3. Modulation is uncommon.

4. The verse usually has the same melody and harmony each time except for slight melodic rhythm adjust-
ments for different lyrics. The melody, harmony, and lyrics of the chorus remain the same each time.

5. There may be two different motives, one in A and one in B, or the main opening motif in the verse (A) may
be transformed rhythmically and/or intervallically in the chorus (B).

Function Choices

T (Tonic): I, 16, Imaj7, 17, I{sus?2)

™ (Tonic Minor): I-, 1-6, I-7, I-(maj7)

Tsub. (Tonic Substitute): 1I-7, VI-7, TlImaj7

SD (Subdominant): 1V, IVmaj7, 11, 1I-7, IV7, IV(sus2), IV(sus4)

SDM  (Subdominant Minor):  IV-, IV-7, *VII7, II-7 (5), IV-6, IV-(maj7), "VImaj7
(Altered SDM): himaj7, 'vI7

D (Dominant): V, V7,V(susd), V7(sus4), subV, subV7

Diatonically Related Chords

Secondary Dominants: V7/I,V7/1, V7/IV,V7/V,V7/VI

Substitute Dominants: subV7/1Il, subV7/IV, subV7/V, (subV7/IIl, subV7/VI)
Diminished Chords: 1°7, 41°7, 1°7, 1117, V7, Vo7, 8V er, (vIe7)

Modal Interchange Chords: E’IImaj7, I’IHmaj?, v-7,V-7, l’VImaj7, i’VIImaj?, II-7(1’5) V7(59), etcetera
5IV-7({’5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: 117, VII7, etcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related 1I-7 Chords

Constant Structures

Contiguous 11-7 V7’s and Dominants

Note: The above list is not inclusive of all Roman numeral functions.

See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-

arounds.
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NAME

Template #1:
Tempo: Title:
Style:

]

[a)
v}
.
[ Lam
A\NV
D)
ESE

B
)
v
7
{rs
A\NV
it B £ ; ‘

[ (aw
A\NV
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NAME

Title:

Tempo:

Style:

Template #2:

AB

%

[ FamY
A\\NV

i
e

o

o

[ £anY
ANV

@J@’:)

Options:

148

*Use tonic minor and subdominant minor in place of major chords.
* Modulate to a new key at .
* Change the location or disregard a given function.
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Template #3: AB modal

NAME

Title:

Tempo:

Style:

A tonic mixolydian

A\NV/

R
AR B

N

or .

B | tonic dorian

e

[ £am
A\NV/

&@5&)

T=Tonic modal chord, C = modal Cadence chord(s).

* Substitute other tonic modalities.

Options:
* Repeat |A] and/or .
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NAME

Template #4: AB modal

Tempo:

32 bars

Title:

Style:

tonic mode

B
K

.
S

@J@":) >

(an
A\NVJ

@§5<>

)

&

[ £aw

A\SV

different tonic mode

ey e S
H s

S

A\NVJ

Suggestions/options:

150

T=Tonic modal chord, C = modal Cadence chord(s).

* Use a parallel tonic mode at , or choose a nonrelative new key at .
* Add other diatonic modal chords (except avoid chords) sparingly; they usually

move by step to the cadence chords.
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NAME Template #5:  Verse/Chorus

Tempo: Title:

Options: * Repeat the verse before going onto the chorus.
* Add or delete bars, depending on the melodic, harmonic, and lyric structure you choose.

* Change the location or disregard a given function.
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NAME

Template #6: Verse/Chorus

Tempo:

Title:

Style:

3'-
%

i
f

s o, gy

Options:
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* Repeat the verse before going onto the chorus.
* Add or delete bars, depending on the melodic, harmonic, and lyric structure you choose.
* Change the location or disregard a given function.




NAME Template #7:  Verse/Chorus

Tempo: Title:

Verse
e
[ £anY
ANV
[y
fa)
[ £any
ANV}
Y
fa)
[ £an )
A\ SV
-
[ fanY
e/
)
fa)
v 4
y .
[ £anY
\\SV;
'y
5

* Use inversions, for example V/Srd toL
* Change the number of measures in the verse or chorus.
* Use a minor key.

¢ Change the location or disregard a given function.
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NAME Template #8:  Verse/Chorus

Tempo: Title:

Style:

SEEYRE
S

w
25
e

s £y
PR &

s

i
i3
o
i

[ fan)
ANV

VZ v, IV
Options: ¢ Create a descending bass line, for example: I / %7 / 3 /§3 , or use a line cliche.
* Change the number of measures in the verse or chorus.
* Use a minor key.

* Change the location or disregard a given function.
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Tempo: Title:

Template #9:

Verse/Chorus

P
St

o)
[ fan
o
N, il
)
s
A\NY

@,@5%3’
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For general directions, turn to pages 136 - 143.
About the Blues form

1. Historically there have been many variations in the blues form: 8 bar, 16 bar, and even 11 bar blues. Today
we tend to think of the blues as 12 bars.

2. Within the 12 bar form, the harmonic placement and rhythm have become more standardized than in other
forms. The templates show the standard placements for the tonic, subdominant, cadence, and turn-
around chords for major and minor blues.

3. The tonic chord quality is usually I, 17, or I7(§9) for major blues and I- or I-7 for minor blues.

The subdominant chord quality is usually IV, or IV7 for major and IV- or IV-7 for minor.

4. This form does not modulate, but often uses modal interchange, diminished chords (ﬁIV°7), and substitute
dominant chords.

5. Depending on the style, there are several motivic possibilities which usually fall into the 4-4-4 bar phrasing:
AAA (riff blues), AAB, or a more through-composed line as in a bebop blues. Call and response plays
an important part. Often the call is sung and the answer is played on guitar or keyboard.

Function Choices

T (Tonic): L I8, Imaj7, 17, I{(sus2)

™ (Tonic Minor): I-, I-6, I-7, I-(maj7)

T sub. (Tonic Substitute): It1-7, Vi-7, l’IIImaj?

SD (Subdominant): IV, IVmaj7, II-, II-7, IV7, IV(sus2), IV(sus4)

SDM (Subdominant Minor): v-, 1v-7, l’VII?, -7 (1’5), V-6, IV-(maj7), WImaj7
(Altered SDM): bmaj7, "vI7

D (Dominant): V, V7,V (susd), V7(susd), subV, subV7

Diatonically Related Chords

Secondary Dominants: V7/1,V7/10,V7/IV,V7/V,V7/VI

Substitute Dominants: subV7/1Il, subV7/1V, subV7/V, (subV7/IIL, subV7/VI)
Diminished Chords: 1°7, %107, ¥11°7, "111°7, 41v°7, Vo7, WV o7, (VI°7)

Modal Interchange Chords: 1’Hmaj7, l’IIImaj?, V-7, V-7, l’VImaj?, l’VlfImaj7, II-7(I’5) V7("9), etcetera
#IV-7(I’5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: 117, VII7, etcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related II-7 Chords
Constant Structures
Contiguous II-7 V7’s and Dominants
Note: The above list is not inclusive of all Roman numeral functions.
See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-
156 arounds.
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NAME Template #10: 12 Bar Blues

Tempo: Title:

Tempo: Title:

[ fawm
ANV

< T g g ah
L B
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NAME

Tempo: Title:

Style:

Template #11:

12 Bar Minor
Blues

Tempo: Title:

Style:

o
e
i
s
d
o

BN
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NAME
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For general directions, turn to pages 136 - 143.

About the ABAC form

1. This form is usually 32 bars. Variations often involve the C section which may extend to 12 bars. Some-
times C is closer to a B'.

2. This form does not usually modulate. It traditionally uses primarily diatonic and diatonically related
chords.

3. The A sections have the same melody and harmony each time except for the cadences or when there is a
slight variation creating an A'. One way to think of this form is: statement—response—state-
ment—different response.

4. Usually there are two main motives, one motif in A, and a second motif introduced in B, and then devel-

oped in C (or B'). There is usually a melodic climax in C. Other motivic arrangements are possible.

Function Choices

T (Tonic): 1, 16, Imaj7, 17, I(sus2)

™ (Tonic Minor): I-,1-6, I-7, I-(maj7)

T sub. (Tonic Substitute): 1-7, VI-7, l’IIImaj7

SD (Subdominant): IV, IVmaj7, -, I-7, IV7, IV(sus2), IV(sus4)
SDM  (Subdominant Minor):  IV-, IV-7,VII7, I1-7 {5), IV-6, IV-(maj7), "VImaj7
' (Altered SDM): "Mmaj7, V17

D (Dominant): V, V7, V(sus4), V7(sus4), subV, subV7

Diatonically Related Chords

Secondary Dominants: V7/1,V7/10,V7/IV,V7/V,V7/VI

Substitute Dominants: subV7/II, subV7/1V, subV7/V, (subV7/1II, subv7/VI)
Diminished Chords: 1°7, 41°7, H1°7, "111°7, H1v°7, Vo7, WVe7, (VIe7)

Modal Interchange Chords: bIImaj7, LIllmaj7, V-7, V-7, l’VImaj7, }’VIImaj7, II-7(L5) V7(l’9), etcetera
gIV-7(l’5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: 17, VII7, etcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related II-7 Chords

Constant Structures

Contiguous II-7 V7’s and Dominants

Note: The above list is not inclusive of all Roman numeral functions.

See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-

arounds.
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For general directions, turn to pages 136 - 143.
About the AABA Form

1. This form is usually 32 bars (8-8-8-8) although variations can be 16-16-16-16, 12-12-8-12, or 8-8-8-12 (A').
2. There is often a deceptive cadence in bar 6 leading into a turnaround at the end of the first A. The second
A usually cadences to tonic in bar 15 or 16.
3. The A sections have the same melody and harmony each time except for the cadences or when there is a
slight

variation creating an A'.
4. Direct or pivot modulations often occurs into B. There may be one or two new keys or a series of keys
eachin?2 bars.

5. There may be one motif developed throughout the piece, but more commonly there are two main motives,

one in A and one in B.
Function Choices
T (Tonic): 1, 16, Imaj7, 17, I(sus2)
™ (Tonic Minor): I-, 1-6,1-7, I-(maj7)
T sub. (Tonic Substitute): -7, vVi-7, ﬁHmaj7
SD (Subdominant): IV, IVmaj7, 1I-, 1I-7, IV7, IV(sus2), IV(sus4)
SDM  (Subdominant Minor):  IV-, IV-7,"VII7, I1-7 {5), IV-6, TV-(maj7), "VImaj7
(Altered SDM): "Imaj7, V17
D (Dominant): V, V7, V(sus4), V7(sus4), subV, subV7

Diatonically Related Chords

Secondary Dominants: V7/1, V7 /11, V7/IV,V7/V,V7/VI

Substitute Dominants: subV7/1I, subV7/1V, subV7/V, (subV7/11l, subvV7/VI)
Diminished Chords: 1°7, 107, 17, '111°7, H1Ivo7, Ver, Wez, (vie7)

Modal Interchange Chords: LIImaj7, l’IIImaj7, 1v-7, V-7, l’VImaj7, l’VIImaj7, II-7(1’5) V7(}’9), etcetera
31V-7(1’5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: II7, VII7, efcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related II-7 Chords

Constant Structures

Contiguous II-7 V7’s and Dominants

Note: The above list is not inclusive of all Roman numeral functions.

See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-
164 arounds.
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For general directions, turn to pages 136 - 143.

About the Verse—Transitional Bridge—Chorus form

1. This form is commonly used for popular songs.

2. There are no standard phrase lengths for the sections. The verse is usually symmetrical. Often the second
half of the verse repeats the phrase structure established by the first half. The transitional bridge is
usually a shorter section often 4, 6, or 8 bars. It extends the verse and leads into the chorus. The
chorus tends to balance the verse plus the transitional bridge.

3. The verse has the same melody and harmony each time except for slight melodic rhythm adjustments to
accommodate different lyrics. The chorus has the same melody, harmony, and lyrics each time. Often
the transitional bridge does, as well.

4. Modulation within the form is not common, although possible. Most modulations are direct modulations
towards the end of the piece and involve moving the chorus up a half or whole step for climactic
effect.

5. There may be new motives in each section or the main opening motif in the verse may be transformed

rhythmically and /or intervallically in the transitional bridge and chorus.

Function Choices

T (Tonic): L 16, Imaj7, 17, I(sus2)

™ (Tonic Minor): I, 1-6, I-7, I-(maj7)

T sub. (Tonic Substitute): 111-7, VI-7, l’IIImaj7

SD {Subdominant): IV, IVmaj7, II-, II-7, IV7, IV (sus2), IV (sus4)

SDM  (Subdominant Minor):  IV-, IV-7, *VII7, I1-7 ¢5), IV-6, IV-(maj7), "VImaj7
(Altered SDM): MImaj7, V17

D (Dominant): . V, V7, V(sus4), V7(sus4), subV, subV7

Diatonically Related Chords

Secondary Dominants: V7/1,V7/OL V7/IV,V7/V,V7/VI

Substitute Dominants: subV7/I1, subV7/IV, subV7/V, (subV7/1II, subV7/VI)
Diminished Chords: 1°7, 41°7, HI1°7, "11107, #1v°7, Vo7, ez, (VIe7)

Modal Interchange Chords: bIImaj?, i’IIImatj?, Iv-7,V-7, [’VImaj7, LVIImaj?, II-7(55) V7(t’9), etcetera
BIV-7(L5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: 117, VII7, etcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related II-7 Chords
Constant Structures
Contiguous II-7 V7’s and Dominants
Note: The above list is not inclusive of all Roman numeral functions.
See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-
170 arounds.



NAME Template #20: Verse —
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Options: * Vary the number of measures in any section.

* Repeat the second line of the chorus to make a 12 measure chorus.

¢ Note: This form is usually repeated from the top. The third time through there is often an

instrumental solo in the verse
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For general directions, turn to pages 136 - 143.

About the Verse—Chorus—Primary Bridge—Chorus form

1. This form is commonly used for popular songs.

2. There are no standard phrase lengths for the sections. Common verse lengths are 8, 12, and 16 bars. The
chorus and bridge can be 8, 12, 16, or an odd number of bars depending on the lyrics.

3. The verse has the same melody and harmony each time except for slight melodic rhythm adjustments to
accommodate different lyrics. The chorus has the same melody, harmony, and lyrics each time.

4. Modulation within the form is not common, but would most often occur in the chorus or within the pri-
mary bridge. If a modulation does occur in the primary bridge, it often modulates back to the original
key to return to the chorus. Most modulations are direct modulations towards the end of the piece,
and involve moving the chorus up a half or whole step for climactic effect.

5. There may be new motives in each section, or the main opening motif in the verse may be transformed
rhythmically and/or intervallically in the bridge and chorus.

6. The primary bridge usually occurs once and is both a connecting and contrasting section that leads back

into the verse and chorus or directly to a repeat of the chorus.

Function Choices

T (Tonic): 1, I6, Imaj7, 17, I(sus2)

™ (Tonic Minor): I-, 1-6, I-7, I-(maj7)

T sub. (Tonic Substitute): II1-7, V1-7, l’IIImE:1j7

SD (Subdominant): 1V, IVmaj7, II-, I1-7, IV7, IV(sus2), IV(sus4)

SDM  (Subdominant Minor):  IV-, IV-7, V117, 11-7 (5), IV-6, IV-(maj7), *VImaj7
(Altered SDM): "Imaj7, V17

D (Dominant): V, V7, V(sus4), V7(sus4), subV, subV7

Diatonically Related Chords

Secondary Dominants: v7/0,V7/1,V7/1V,V7/V,V7/VI

Substitute Dominants: subV7/11, subV7/1V, subV7/V, (subV7/II, subV7/VI)
Diminished Chords: 1°7, 4107, H1°7, "1I1°7, #1v°7, Vo7, Vo7, (vie7)

Modal Interchange Chords: l’IImaj?, l’IIImaj7, Iv-7, V-7, LVImaj7, WHmaj?, II-7(*’5) V7(l’9), etcetera
#IV-7(L5) (Other chords borrowed from parallel scales.)

Other Dominant Chords Without Dominant Function (i.e.: I17, VII7, etcetera)
Non-diatonic Related Chords

Extended Dominants and Extended Substitute Dominants
Non-diatonically Related II-7 Chords
Constant Structures
Contiguous II-7 V7’s and Dominants
Note: The above list is not inclusive of all Roman numeral functions.
See Pg. 144 for the list of Cadences. See Pg. 145 for the list of Turn-

arounds.
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Checklist for Midterm and Final Projects

MELODY
* Do you have one or two clear motifs? Did you develop the motif(s)?
* Do you have clear phrasing? Are there rests, places to breathe?
* Do you have a melodic climax?
* Is your melody singable? Why? Why not?
HARMONY
¢ Does the progression reflect understanding of class topics?
* Did you consider the harmonic rhythm and the appropriateness to the style you chose?
* Does the harmony make “harmonic sense” by itself?
* Did you consider the root motion? Do you have a balance of strong and subtle root motion?
* Do you have any backwards II V’s (incorrect harmonic rhythm)?
MELODY/HARMONY RELATIONSHIP
* Did you examine your melody /harmony relationship in each measure carefully?
* Do you have a bass line in the melody?
(A series of melodic roots on beat one of each chord change is undesirable.)
* Do you have the correct chord tones?
* Are your tensions available to the chord?
¢ Are harmonic avoid notes in approach note patterns?
* Do you have a balance of chord tones, tensions, and approach notes?
ANALYSIS
¢ Have you carefully analyzed your composition?
* Have you analyzed your piece according to your instructor’s directions?
* Have you kept a copy for yourself? Very important!
* Did you write the Roman numerals above the chord symbols, and brackets and arrows with the
chord symbols? '
DIRECTIONS TO ASSIGNMENT
¢ Have you followed any specific directions given by your instructor?
* Were you supposed to use a particular form, or use certain chords or topics covered in class?
* Have you gathered all the materials for the project, including a recording, and placed them in an
envelope with your name and class section clearly written?
NEATNESS/NOTATION
* Is your tune neat and legible? Did you use a pen for the final manuscript? (No erasures, please.)
* If you used music notation software, do you have correct notation of rhythms, beaming, etcetera?
¢ Did you write the fempo/style in upper left corner?
* Did you write clef signs and key signature on every line?
* Did you adhere to imaginary bar line, and other notation rules?
* Did you position chord symbols above the point where chords change?
CREATIVE USE OF MATERIALS
* Did you challenge yourself to stay within the assignment, and write something musical, creative,
and interesting?
* Do you like your composition? (If not, ask for feedback from your teacher, tutor, and classmates

and make adjustments.)
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