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QUBSTITUTE DOMINANT CHORDS

The characteristic of dominant chord sound can be attributed to the tritone
which exists between the third and seventh of the dominant chord:

Therefore, the above tritone may be notated as either an aug. 4th or a dim.
5th (as in the above two examples). Thus, the same tritone may be notated
enharmonically to produce another +4th tritone which inverts to another
*Sth tritone. Though the tritones involved appear different, they all contain
the same sound (tritone = 3 whole sieps):
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Since the dominant chord quality requires the tritone to represent chord
—tones three and seven, the root must be present for a complete chord sound:
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The resuiting two dominant chords contain the same tritone and may
therefore function similarly. The context in which either chord appears
determines the function,
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The dominant chord and 1ts substitufe dominant chord share the same
tritone and their roots are a tritone apart. (These chords are 21s0 known as
“tritone substitute” chords.)

The substitute dominant for V7/1 is subV?/1. Just as the expected
resojution of V7/1 resolving to | requires an arrow (showing the actual
resolution), the resoltution of the subV7 has a special analysis, a dotted
arrow.
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The primary dominant and secondary dominants are chords which have an
expected resolution down a perfect fifth. The expected resolution for
substitute dominants is down a half step. The substitute secondary
dominant chords are subV//1l, subV7/1V, subV7/V:
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One characteristic of substitute dominant chords is that their roots are pot
diatopic. (The primary and secondary dominant chords have diatonic roots.)
I¥7 also has a diatonic root. 1t rarely sounds as though its function will be

as a substitute dominant (though it may resolve down a half step to 111-7). i

V117's function as a modal interchange chord is more common than the
possitility of a subv7/Vi function.

In unusual situations (most often dictated by harmonic rhythm) subV7/1|
and subv7/Vvt may occur, but V7/1V 1S pever subV Z/Y11
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oubstitute domipant motion 1S also common to contemporary minor key
chord progressions:
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Any dominant chord may be preceded by its related I1-7. The related 11-7
chords of the secondary dominants are diatonic except the related ti-7 of
J V7/111, which has a non-diatonic root. However, the related {-7's of

supstityte dominants are pon-diatonically rooted.  Therefore, since the

retated 11-7 chords of the substitute dominants cannot have dual function,
they will be analyzed in terms of their relationships with substitute
dominant chords; the . retationship.
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g With the inclusion of the related 11-7 chords for both primary or secondary
dominants and their substitute dominants, a four-way chordai relationship
2 can exist:
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The related I1-7's of the primary or secondary dominants may progress

: normally:

: g7 rw T moY¥ oz T TR YUl [T g7

3 N o A e £ 4T AT 4-7 07T Ppatusy) D7 GTTA

al Cm;y L’ . =€ - : D )‘1___.' C‘ e
&I—"— T - : ey : - = in
> T : — Z——— =z Ih' Nl — S




HARMONY 3 &

Zma7 - SEE e L ST -7 SUET T T s i) supl”

W DT TTazy B80T PTAyg 2T A i) AT DTy

Lma‘)” . . ¢ LA : . e
;__}5__':! w ' Y = A o M - —f
e S St P - Pz e md—

QR, any of the above [i-7 chords may progress down a haif step to the
substitute for its dominant chord. Since the root motion from the -7 1o
the dominant will be down a half_step, the analysis symbol used is a dotted
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AYAILABLF TENSIONS-SUBSTITUTE DOMINANTS

Inasmuch as substitute dominant chords are net diatenic structures, their
extended structures do not require a dlatonic orientation. The tensions
available on any substitute dominant are the pitches @ major ninth above any
chord tone (whether diatonic to the key or not).
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tn all cases, it snould be noted that the tension *11 on a supstitute
dominant represents the root of the original chord of derivation (the i,

primary dominant or secondary dominant). _L‘J

if the extended structure of the substitute dominant is supported by the
root of the respective original primary or secondary dominant chord, an
alternative to the normal available tensions for the primary or secondary
dominant chords may be found:

C, 5ujb'g'? 5ubY€{ﬂ' SUbF?‘fﬂz- 5@?%

; oe ?./G bass _E’%q bass G bass :;-:5?/9 pass

== = =5 ==

H Ll : ‘

S g e £ 3

s s == —= £ :
T2 LI ) ]
77 vir Thr T



HARMONY 3 8

‘h V7/1 normally has available tensions 9 and 13; it ‘may optionally use

f tensions 09, #9, 5 and P13
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Any dominant chord with the above alterations (aitered 9,5, 13} is notated>_.
as “altered”, abbreviated as {alt). (Aithough not universaily used, this
abbreviation is generally understood.)

Atthough V7/1V normally has available tensions 9 and 13, it may optiopatly’
use the altered tensions:
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V7/V normally has available tensions 9 (alternatively, By, *9) and 13; it
} may optionally use the remaining altered tenstons:
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V7711 ngrmaltly has available tensions 9 (alternatively, 09. =g) and 213; it

may optlionally use the remaining attered tensions:

Fad

) Are v
-r;'"’?rqj.q—- E-"‘ , Lt -I-;—l,?‘s?(’ —
; C, ‘;T(g/ﬂ' "4 fi/”‘-’)- "-ﬂ_/ﬂ/i';_
: o AT A 57 AT
: |
ﬁ o = e :‘_,-’: — =
S =7 x> e = Ll e s
I ’ 513 -, 45 ‘
! |
| ' |
| -,*rue— =8 A i3
i B i
C AN i 44 il
= revs P T ~

If the option of altered tensions 1s used, the chord symbol MUST reflect that

option.
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The available tensions for the related ti-7 chords of substitute dominanis

are drawn from the key in which the chord is the diatonic 11-7:
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~ Though the primary and secondary dominants and their respective substitute
dominants are substitutes for each other, the same is not true for the
related |1-7 chords. By comparing the available pitches for both kinds of
I1-7 chords, it can be seen that totally different available note options are
produced:

D-7 as related -7 of V(G Ab—7 as rejated -7 of subW(Db?)
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summary of available tensions; primary dominant, secondary dominants,
substitute dominants and related }1-7 chords

Chora:

V771
subV7/1
V7Z/101
Subv7/11
V7/11
V7/1V
Subv/7/1v
V7/V
V7/VI

Related tI-7:
of V7/1

of V7/11 B

of V77411
of V7/1V
of V7/V
of V7/VI SeDidnics

of all subv7's

Available
tenstons:

9,13
g, %11, 13
9,013
9, %11, 13
bg, g, D13
9, 13
3, %11, 13
9,13
bg, =9 D13

9, 11
11 (as tij-7)

g, 11

9,11

9, 11

11,013 [as VII-7¢Ps))
9, 11

Cpiionai
Tensicns:

(alt)
Dg 29 Dy3or (a1t)

{alty
(alt)

bg =9 13 or (alt)
(alt)

g, 11 (asrelated 1{-7)
11, 013 {as #1v-7(05)]

9, 11 (asrelated i1-7)
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EXTENDED SUBSTITUTE DOMINANTS

Extended dominants are dominant chords which are placed at strong stress
points, or within a pattern of dominant resolution foliowing the cycie of
fifths with an extended dominant as the starting point for the pattern

The same characteristics apply when substitute dominant chords are
involved.  The root motion during extended dominant motion follows the

cycle of Fifths, the root motion during extended sybstitute dominant motion
is chromatic:
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Chromatic
in the first four measures of the above examples, every other chord
represents an extended substitUte dominant chord, while the remaining
chords are extended dominants though they resolve by half step:
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[The same exampie using no substitute gominants
The decision to hear an extended dominant versus an extended substifute
dominant {s made by the listener based on the function of the dominant in
the key. T the root of the first dominant chord in the pattern is diatonic, it
will sound like an extended dominant:
o Pattern
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If the root of the first dominant chord in the pattern is not diatenic, it will
sound like an extended substituie dominant:

: .. y Pattern
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Non—diatonic
it should be observed that the comptexities resulting from the inclusion of
substitute dominant chords within a progression make that progression very
difficull to near. This, in turn, allows for more freedom in the choice of
usable tensions.

Generally,

1) if movement from an extended dominant is down a perfect fifth, the
following dominant will sound 1ike another extended dominant;

2) if movement from an extended dominant is down a half step, the
following dominant will sound llke an extended substitute dominant;

3) if movement from an extended substifyte dominant is down a perfect
fifth the foliowing deminant will sound iike another substitute dominant:
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4) if movement from an extended substitutedominant is down a half step,

the foliowing dominant will sound like an extended dominant;

The availaple tensions for extended substitute dominant chords are 9, #11,
13 (the same as all subv7's)

The extended substityte dominant may be interpolated prior to the
resoiution of an extended dominant;
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ft is more common for the substitute dominant to follow the extended
dominant (as above) than for the substitute to appear first.

Related t1-7 chords may precede their respective dominant chords (either
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As is the case for all extended dominant motion, harmonic rhythm will be
inCreased with the inclusion of related 11-7 chords. Further, 2 1{-7 may
itself be the target chord of resolution.
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DIATONIC CHORD SCALES

CHORD SCALES are used to identify a chord's available melodic and
harmoni¢ pitches, Chord scales may be described as extended chord
structures, with tensifons and other non-chord tones displaced down an
octave to create a scatle.
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The above extended maj? chord may be identified etther as Cmaj7(*t1) or,.
as a Lydian chord scale. Modal terminology (Lydian) is used to igentify the

interval relationships between adjacent pitches. Available tensions are
those non-chord tones which are a whole step above a chord tone (a8 major
ninth reduced by an octave),
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The modai name for the chord scale above is C fonian. The chord symbo!
would be Cmaj7. Both the chord symbol and the chord scale refer to the
same structure, but the chord scale is more complete. The scale shows all
the availablie melodic pitches including the fourth degree (F), whicn is
availapie as a scale approach note. AVQOID NOTES are avoided harmonically
but available melodically. (Note: Avoid notes are ingicated by fiiled in note
heads, while the avatiable chord tones and tensions are written as whole
notes. Also, note that the fourth degree of any lonian scale is an avoid
note.)
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BIATONIC CHORDS USE DIATONIC CHORD SCALES. Available tensions
will be a whole step above a chord tone. Other pitches (a half step above a
chord tone) will be avoid notes. (AN examples for this topic are
demonstrated in C major.)
the | chord uses an lonian chord scale; the fourth degree is avoided:

’ Cmaj7 = Imai7 = C lonian
A
\Llf. J —~y = Fard
i z? /3

The 11-7 chord uses a Dorian chord scale. The sixth degree is avoiged, even
though it is 2 whole step above the Sth, because it creates a tritone with
the 3rd of thejchord. This suggests a dominant gquality rather than
subdominant ¥

s D-7 = 1I-7 = D Dorian
i =z
@ e Fav 4 :
J r7 A s
g /”
i The I1I-7 chord uses a Phryglan chord scale; the second and sixth degrees
- are avolded:
1
E-7 = 11I-7 = E Phrygian
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The 1V chord uses a Lydian chord scale; there are no avoid notes.

Fmaj7? = IVmaj7 = ¥ Lvdian
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£
s C\‘The harmonically avoided 6th degree in the Dorian scaie is the onty exception to the availability
of 8 non-chord tone a whole step above & chord tone,
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The V7 chord uses 2 Mixolydian chord scale; the 4th degree is avoided:

G7 = ¥7 = G Mixolydian
/ a2
\ z i
. t Pom &
Sy B i
) 2 /3

The Vi-7 chord uses an Aeolian scale; the 8th degree is avoided:

A—7 = VI-7 = 4 Aeolian
2 i
R
J g /?

B-7("%) = VI[I-7( °5) = B Locrian ;.__A'."
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For diatonic chord progressions, availabie tensions and other non-chord
tones wiil pe diatonic. Hence, the chord scales will be diatonic
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DECEPTIVE RESOLUTIONS - V7/)
Two of the standard deceptive resolutions of the V7 chord have been seen in
diatonic harmonic analysis. V7 of | resolving to the [i1-7 or VI-7 (both
tonic substitute chords) are common examples of deceptive resolution.
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These deceplive resolutions are se¢ common that they do not require a
deceptive resolution analysis {(the use of parentheses), The justification for
the above harmonic motion is diatonic progressing to diatonic. The
following deceptive resciutions of the V7/1 chord have the same basis and

are analyzed without parentheses, though the chords involved. are .,

non-diatonic.

i
__/f © V7/1 may resolve deceptively to #1v-7(Ps): “0.w
‘ 1 Tz sTr-785)
£ 227 (45)

,47"
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: ]

V7/1 may also resolve deceptively to the other maj7 modal interchange
chords.
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V7/1 to Dlimai7:

when V7/{ resolves deceptively to any of the above chords, it most often
occurs at a melodic cadence and sounds as though the progression will
gventuaily move to onic

The strongest melodic pitches at cadence points are degrees | and 5 of the
Key. These two dfatonic notes have the most “final” sound melogicaliy:
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An examination of the available pitches for tt1-7, Vi-7, ’IV-?(DS_), tJH!maj?,
DIImaj?, I3\11ma]7, and t3‘\:’11maj7 shows each deceptive resolutionof V7/1 {o

POt

have scale degree t or 5, oF both, available.
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J- 5

-7 —E’fg ——=

’ 5
VI-7 -
BT —= <7
T AW LA A E——
¢ - < 7 Py
-
#1v-7(Ps) ;ﬂ = L
p /
Himaj7 AT m e
/ 5 /
Dlimaj7 £ e
P e
pa | L Sl
L 5 /
bvimaj7 Ao -
I D Frav.d 7“‘:‘
/ b VO ; 5
_ Bviimaj7 ?ﬂ : —
\_7”'51 = R o S = zz =
4 [ 7 I's .



M- ...

HARMONY 3 2!

when V7/1 resoives deceptively to a maj7th chord, the progression often
follows the cycle of fifths to return to tonic:
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when V7/1 resolves deceptively to ‘W—?(DB), the progression often
continues with chromatically descending motion to the tonic:

27 48 A1 P G e el g
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T e o 7o =
V7/1 resolving deceptively to {il-7 or VI-7 most often occurs in

progressions which are strictly diatonic.
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Chord scales for secondary dominants refiect their expected diatonic
resolutions. All secendary dominants are expected to resolve down a
perfect fifth. The root of the expected resolution chord will be the fourth
degree of the chord scale. The dominant chord scale which contains an
avoided fourth degree is Mixolydian, so all secondary dominant chord
scates are some form of Mixolydtan.

The chord scale used for V7/1V is Mixelydian; the 4th degree (the root of
the expected resolution chord) is avoided:

V7/1V
cv
Ij i
" g et
i %; l /3

Root of Fmaj7?

The chord scale used for V7/V is Mixolydian; as above, the 4th degree is
avoided:

The chord scale used for V7/11 is Mixolydian bl3; the fourth degree is
avoided and there 1s a conditional avoid note. Though Dy3tsan exception
to the "major-ninth-above-a~chord tone” ruie (and is therefore a half step
above a chord tone), tt and the Sth may not normally appear simultaneousily
together. Conditional avoid notes are both enclosed in parentheses:

VI/TI r 7
A7 !
/ } s —— !

513

-
~L

- Roet of D=7
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The chord scale used for V771l is Nixolydian bg (optionally #9), bl3;

the 4th degree ts avoided, and 3 and B13 are condttional avoid notes: ?
¥7/1IT ’
)1 B7
éé? ——
j— .
= o I;(%E =

Root of E-7

The chord scale used for V7/V1 is Mixolydian Dy (optionally *9), P13;
the 4th degree is avoided and 5 and 013 are conditional avoid notes:

V7/VI
E?
z A
'rﬂ;'\ — (/ﬂ 7 }  ct—
L;!;‘.Q.___.__,__” o= T r 1‘\"’ 7

Root of A-7

There are optional chord scales for the primary and secondary dominant
chords. In addition to the above chord scales, any secondary dominant chord
and the primary dominant chord may have added alterations:

V7 (Mixolydian) v7(P9)
(Mixolydian P9, #9)

| ¢ o Pl e
1((-"\’: e — e —— == ﬁa—mé-ﬂ—éﬂg‘—“—; —
jora a /A gf = pa F7 i3
v7(Pg, Y13) (Mixolydian P9, =9, P13) V7(ait) (altered)

5/ 93] 42¢)
g SV R R A g7 e o i
W = (=S
) bq #9 I7E i bg & b5 13

V7/1V and V7/V may utilize any of the above aiterations aiso.
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V7/1t may use any of the foliowing chord scales:

v7(=g b3y

v7(®13)/11 (Mixolydian P13)
- (Mixolydian Pg =9 D3

M5
7 (2
Wi bl ‘ Lo )z
rp——z?-—#é‘——a-#" E
] v8 Hq *5

V7{alt)/ti (aitered)

2t}
v A% 2
s L —
=
/ by #4 25 Hi3

V7/ili and V7/Vi may be either Mixolydian bg, *9, Dy3or altered:

v7(Pg, Pi3)/111 (Mixolydian Po, =g, D13y v7(aity/in (altered)

‘hi3
P, L,
L 2
j o ﬂ i
Fa - Y .. =
[ o s s ol ; I T s
ba #9 = by #9 &

v7(Pg, B13)/vi (Mixolydian P9, #9, P13)  v7(ait)/vi (altered)

P Z

e —— Ty
b Pl R
.

FiY L
‘ i E’ L ; _IL"‘J, ﬂ; A}
b3 ;T b # by 413

As a general rule, all chords with an expected resolution down a perfect

fifth use a Mixglydian scaie (with or without alterations) gr an allered
5_<;_a_g AN dominant chord ngt expected to resolve down a pecfect fifth uses

7 scale. This distinction is the reason for pot using the term
Mixolyd_ian 4

TR ,,._,-M:-»_-p-,v,—



The Lydian 07 chord scale is used for all substitute dominant chords

(expected resglytion down a half step),
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Dv117 (expected resolution up a

whole step)! in amajor key context (expected resolution down 2 perfect
fourth), and extended subs_ti'tute dominant chords (also expeclted to

resotve down a half step).

subV7 (Lydian P7)

, W ) ; & 7/0) o
b . . = e e L
}\A ﬂ'.r;‘—/.il’ ;‘1’1_.‘_[} — ,‘r\‘- =t U:‘:', ——
St .' ;L’" a4 = : o ’H' = Fall bl
! e 2 #’H 273 4 7 "/f‘ -“g
subV7/1V (Lydian P7) subV7/V (Lydian 27)
: “-‘..—J
Sy w i -
’&ﬂ — 1 Y Farl :‘5‘ i nf" 14 Lg—. rai e ok
{’Ef_i{;x WY FE LL'_lL" [P A B
J ) &y /3 ) q = /3
Bvi17 (Lydian D7) iv7 (Lydian Y7)
b/ i) e,
1 — " ey =
" —— PP 3 iy S ———
N = T N A = =
= 9 e /3 7
All extended subV7's (Lydian P7)
(]ﬂ)mﬂﬂ‘- ““““““““ >_
ﬂ :'7 I" #I‘Lg _0_
2 L S T L b
) e L = e BT
- o [D 7
I ‘3 q 3
Extended dominant Extended dominrant
Mixclydian Mixolydian
N RNy S S >
Z / gg:*’f?“’iy . C
e e e
1 g9  # 73 ?J';’- it /3
Y Extended subVv sub¥7
Lydian b7 Lydian b7
j The chord scate used for extended dominant chords is the same as that

subV¥7/1i (Lydtan 27)

used for V7/V {expected resolution down a perfect fifth): Mixolydian.
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Though alterations are possidle to ail forms of Mixolydian scales, the enly
atterations normally available to the Lydian D7 scale occur on the substitute
dominants of t, 1V, and V. 3ince those chords have an expected resolution to
amajor chord the major third of the chord of resolution may ocCcur in the
Lydian b7 (#9) chord scale as an alternative. Although Infrequent *Q on
a Lydian b7 chord 1s more like y to be found on sub V7/1

subV7 (Lydian 07) to Imaj? subV7(*S)/1 [Lydian 27(*$)] to Imaj7
; 1 gy - > ° ; pi 7{,#@ - >,
!f%r;_r "D;D_gbvﬂ“aﬁﬂ' — B Q&Q‘ d”:;’a;‘f"UI}’w‘_.:}_‘__h
LS S 3 - ;v T =

il ™~ F W) e
j_ - ) /i~ L abo?
Fom Fpsh e — s PN o SNl O T
[ J!:':H‘:-l oL = — s o T o La 1
| S -\; Fah = g . el i - o ._95 L
j *q 1 /3 / =7 =74 /3

Though Bg and =29 may normally coexist, by é not available in the above
alterations to the Lydian b7 scale. -

hE EN



DIMINISHED CHORD PATTERNS
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Cimlinished seventh chords are -most often found in major keys as linking
chords between neighboring diatonic chords, or as approach cherds to
diatonic chords. The most common patterns for these diminished seventh

chords are:

_Irmlr = :‘;‘7 -
e
Pt \ —
2= A
. ! AN 2
#1°7 approaching [1-7 or !
passing to 11-7 from I{maj7) | ii
S
NN B
5
t [77] 477 sl
; Fi L 1 [
('m—” g e =
[a="d | I,
. J red ﬁ"fi e i _
’ : *11° 7 approaching Hi-7 or
i passing to 11i-7 from t1-7
g :‘ fl 1
I'_J'_[.I = i}f_’-‘ b -
I = T t T —_ :
L g? —
o
N-.? ‘H-H_H'.
:":l. ‘:. J‘.-}‘:' Cr __‘A. -~
g IR Lo
' Timg’| #1527 77
J ] o
4 e
s i
i , *{VY 7 approaching V7 or ' i
3 passing to V7 from iV(maj7) ]
| Nl +

B et 0
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*V* 7 aporoaching VI-7 or
passing to VI-7 from V7

“’,'J- 1
Sy -_": i — e
_ o .""/'.:\‘d'
i 1 g A
— T
- , 2 £
7o ==
|
. | 1'/1 1 a2
L = ,I"--'

Btz approaching 11-7 or
passing to li-7 from iii-7

r |

-—
-
- = ;T _g

-4

R
3
v

_ - - \ _
77 e 7 1&4
At —a 2
oA

byj:j_ approaching V7 or
|passing to V7 from VI-7

K !

1

I ‘

;

ll |

\ —_— —_—
e -

T ] Il

r i il

- i bz =

= e ey -

e = ——
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:'T\a.‘? --:67 1'5’
g — f’ —— _
Ko+ st i
. o & e
|*7 as an auxiliary to ]
the tonic [Iimaj 7y} P |
i | :
; ; ! ! I :
oW & : :
i o e Nl o> A —— < 2 .
[
77 7T 7
- - i
ri { Ty I-[):'—t S‘;/:'_ ~
{ i e a2 :.
i 'Y*7 as an auxilary to

| Ifthe dominant (V7}

These examples of root motion can be used Lo categorize the three different
types of diminished chords:

1) The ascending diminished seventh chords have root motion up 2 half step
from non-diatonic to diatonic

2) The descending diminished seventh chords have root motion down a
half _sfep from non-diatonic to dlatonic.

3) The auxiliary diminished seventh chords have a common rogt with the
tonfc or dominant chord respectively. B
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All diminished seventh chords contain two tritone intervals. Because of .
these tritones, diminished chords are extremely unstable, and have a Clear
tendency or “need” to resolve.. Additionaily, all diminished seventh chords
_ contain non-diatonic pitches; the. ascending and descending diminished
- seventh chords have roots which are not in the key. AlLL DIMINISHED
‘ SEVENTH CHORDS HAVE A VERY STRONG DEMAND FOR RESOLUTION.

In most cases, the expected resolution is to a neighboring diatonic chord or )

S

dlatonically rooted chord. R

The ascending diminished seventh chords are derived from the secondary .
dominants of their target <chords and have smooth voice leading
characteristics.

®|*7 can be seen as an inverted Y7(09)/11:

T
L
A
A
A
Ly
1
.
A
V
~

Lo W)
N

0

11
Iy

)

*11*7 is derived from an inverted V7(DQ)/1 [:

o Cmg? #7 n-7 3 a7
7 ! J - . -
* F1%7
| s
.’; t | I i
) Y e e & z2 z
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#1V*7 is derived from an inverted V?(DQ)/V-_
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Fraa; T - fj?(};) g7
ﬁ A B _ .
s
!' =17 |
f :
I*"—'—"é ; e |
A "
*#y*7 is derived from an inverted V?(DQ)/W:
Sma)” 77 G’? s 7(3e) $-7
- — Y -
h C. - — & __jg:}-—’.
3 —— —g— .
| f o S
l wre’ !
| |
o WY - |
haR T Ad
= s I = = FoPd 1
b g2y it =%

- The descending diminished seventh chords are not derived from secondary

dominant function since neither contains the tritone of the expected
resglution chord's dominant . These twg diminished chords are derived from

chromatic voice eading. _
r3‘!|l‘7 is expected to resolve to {1-7:

g £ £7°7 p-7
i .
mﬂ 3 7ot 7
== —F
bry o7 :
i |
e =
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Note that PiII*7 and #11°7 are enharmonically the same chords but the
expected resolutions are different; the context in which they appear
determines the function.

Stmilarly, Dyi+7 1s expected to resolve to V7 (and is enharmonically the
same as #V°7)

e |

Oy

———
il
|
- il
Nl
Lh
hh

o
3

The tonic and dominant chords of the key may be approached by their
respective auxilary diminished seventh chords (1°7 and V*7). Like the
descending diminished chords, the auxilary diminished seventh chords are
derived from chromatic voice leading and not dominant functfon. They are
found either delaying the resolution to the target chord or creating harmonic

motion in a relatively static situation.

[*7 is the auxiliary to the tonic chora:

ﬁm . .
ex &7 Cmay? &7 Cmas7
1 ' s

| i |

i . Fawl el ] b it )
T L ey =l LI L

D

4

N "")"-..
]
]

\

]
=

V*7 ts the auxillary to the dominant chord:

p1 @ ™GT &7 @7

P

re

e
Vi

4

T

T 1 L

] oy " i .
& .

4 ' =r —— "h.____,____.u\‘_-___'.:"

Y] A T
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Unlike dominant chords which have a potential for deceptive resolution,
diminished seventh chords have an absolute expectation for resolution. 17
1S RARE FOR A "7TH CHORD TO HAVE A DECEPTIVE RESOLUTION.
However, the ascending and descending diminished chords do have giternate
chords of resolution. If an alternate resolution does occur, the chromatic
rogt moticn is still retained.

*1°7 has an expected resolution to 11-7 and an alternate resolution to il-7's
related deminani: the V7 chord with its Sth in the bass:

Ly

*11"7 has an expected resolution to the tonic 111-7 chord and an alternate
resolution to the tonic i chord with its 3rd in the dass:

pFET o4
e ————————
—1 e ; H

*1¥°7 has an expected resolution to the dominant chord ang an alterpate
resotution to the tonic | chord with its Sth in the bass:

- B 7 oo
Fal -__ . __i P 4

*V"7 has an expected resolution to VIi-7 and an alternate resoiution to the
secondary dominant chord built on the same root: V7/11:

G*7 47

. L2

Z5
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b!!l’? nas an atternate resotution to V7/5th in the bass:

AT o
C_‘I_;:_' ; f

DV!"? has an alternate resolution to 1/5th in the bass:

81 2

? T
Wl [l -

N 1T

The auxilary diminished chords do not have alternative resojutions.
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AYAILABLE TENSIONS - DIMINISHED SEVENTH CHORDS

As was pointed out in previous topics, the tension numbering system to 13
does not work for diminished chords stnce there is a potentiatl tension above
each of the chord tones in the extended structures of diminished seventh

" '—)H
chords: ; #1770
b a— =
‘ ‘
I
il
[ Fal
Py LY
al —_i
Ly "

Therefore, the possibie tensions in the extended structures for diminished
chords are not numbered, but simpiy identified as Tension if available (a
major ninth above a chord tone).

-~

—3

Tensions for diminished seventh chords can be characterized as either
diatonic for a diatonic situation or, non-diatonic for z non-gdiatonic
sftuation. }f an extended structure is created with all the tensions
available, the resulting diminished chord can not be diatonic to any key. The
available tensions will not fit into any valid key signature:
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If the above chord's tensions are disptaced an octave fower between each
chord tone, a scale is created which is known as a SYMMETRIC DIMINISHED
SCALE, This scatle is composed of alternating whole steps and half steps;

%57
A4 ¢
- [T
i ;I [
o Vv, .Y
: —— G-
_,,_,_b. i

Hence, the above diminished seventh and its available tensions would be
found in a non-diatonic situation. if the target for any diminished seventh
chord is gtatonic, the available tensions must be diatonically oriented
Those resulting pitches a major ninth above a chord tone are labeled as *T*
{for avaiiable Tension).

The available tensions for i°7, #1i*7, BI1I*7, and *1V*7 in the key of C major
are:

7 FIT 4T et

I

7
+*

5=
L

e e s

-

(Filled in note heads represent pitches which are diatonic, but a minor 9th
above a chord tone) Since ail the above diminished seventh chords contain
the same enharmonic chord tones, the potential tensions generated from the
extended structures are identical.
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The available tensions for *V'7 ard DVi‘? {which contain the same

enharmonic chord tones) in the key of C major are:

CEOT T

]

e -

The avaitable tensions for #i°/7 and V7 in the key of C major are:

o —a]
= =97 i

3
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CHORD SCALES - DIMINISHED SEVENTH CHORDS

we have already seen that the symmetric diminished scale is
appropriate for use when a diminished seventh chord is ngf, functioning in a
dtatonic situation;

ad

- s, 7

¢ 7 - - - 6;97 - -l
4 — ' — - — " -
g ' f - - > 7 '. -2 2=
."'Jy-\ - {7;:: : —_ - P Wy M — ra . L -
NV S Al L A ~ — ” ~ Tt
el e .

In this scate all non-chord tones are available tensions, and as i< the case

with all giminished seventh chords, the numbering System to i3 does not. ™
work., The tensions are labeied as "T" without an associated number.
Diminished seventh chords which have diatonic resolutions, however, should
imply this diatenic orientation with the use of diatonic non-chord tones.
The resulting chord scales contain chord tones, tensions, and avoid notes:
1°7 ®|°7
7 T T ’ i (-#"97 - i
5. R i a— e = 2T
7 = Z:..' i " ;? 7 ’ﬁ—e- 7' _‘_ .—uL_-——-'-"%
£1]*7 biyi=7
3 ~507
.rﬂ;\:_p#-? L ‘nj“ ;—%S _1142-%_‘:3’ n,—,J,T a;nT}
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ol "4 A"
T
[ R — - 7 -—
I’ ' = [ oy _,ﬂ G ! i - i
Jr. o= st F = T Y ' e =T
@:r " — & — [ an A o S - —
L. — ST bl N — s
P e ] ————
‘t -
Vs by-7
i A"? -Ir- Aba'? _. -
-2 Wy e @ O

Unlike previous chord scales, the above diminished scales appear to have no

names. However, a comparison with secondary dominant chords reveals
identical chord scales for diminished and dominant chords.

F[*7 15 expected toresolve {o HI-7 v7<bg)/11 has a similar function:
in many cases:

The chord scale for #1°7 can be identified as the same scale as V7(P9)/11
starting on the root of the diminished chord. The conditional avoid note
situation occurring for the dominant chord does not occur for the diminished
cherd since the third of the diminished chord must be used.

Since V*7 contains the same chord tones as #1°7, it uses the same scaie as

v7(®9)/11.
LS = 5 et S v
Sl - | ———_
J e




*11*7 is expected to resolve to 11]-7:

37

g

—
LI

T
v

*

The chord scale for ¥I11°7 can be
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v7(®9)/111 has a similar function:

!
213
4
§ q
plods

e

-

. 7
7
v

I . Yo
e —— S ——T . SPV ) ¥ S A———
/ bg F4 ﬁ‘ 513

identified as the same scale as

v7(P9)/111 starting on the root of the diminished chord. As in #1°7, there

are two avoid notes.

Since blli'? and 1°7 contain the same chord tones as *1i°7, their chord
scales ¢an be identified as the same scale as V?(bg)flll. Each starts on

the respective diminished chord's root and contains two avoid notes: . -
Pripe7 "7
a
I;LETE : . SR S o d— e 1{;_{“ :_ W - —
7 E ' B / o & 4

*|v*7 3iso shares the same chord tones as the above three diminished
seventh chords and may therefore share the same chord scale. However,

#IV*7 is expected o resolve to V7:

W
3
B

—
i

&1l

i .'J'a
| -

—_—
Fanr Sl

v7(P9)/V has a similar function:

5 )
pr(*%
om T =
] e o /3

In this case, *IV*7 may use the same scale as either VZ(P9)/111 or
v7(Poyv, starting on the root of the diminished chord.
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#1v-7(®s) s a cnord functionally related to the previous passing and
approach diminished seventh chords. It is also commonly foung as the
related H-7¢95) of V77111

!

- 277~ 7(5) ]Z""/‘% -7

= 57005 EXo T —— 7 2

Il L /4 7
i 'F___—H\; i ————————— e ————
A)_J_f{ = S S—a—— L A 2=
,”]ﬂ FT. . i . . - - ! - P )
Sz ==

T

Its structure contains a U5 since that pitch is the tonic of the key. It can
also be built as a diminished triad with @ minor seventh. This type of
seventh chorg structure has traditionally been called “half diminisheds:,
(occasionally abbrewated as 9). There are rare instances in contemporary
music when a -7(®S) chord truly functions as a half diminished chord;
*#|v-7(°S) may function in this fashion.

’I\f—?(bS) 1s found as an approach chord to V7 or as a passing chord {o V7
from iV oriv-

5705 o1 o 8-785) g Bé-7 g-7%5) (o7
N %J {ble P12 b d . flep
o : . o ;'ir;?:::g s —— s, !:Ir/i:'_a f‘f:']:?_-——J!'ﬂ !
i !

As with the alternate resoiution possibilities of the diminished seventh
chords, an alternate resolution to the above pattern is to the tonic | Thord
with its 5th in the bass:

#T700 Tsm - a7 LT T Yo I7-7 7 -74)
g-10%) 74, ""m; 3705) i, &7 & e

P W
I i}

rd
- P |
i 3 - + - T————T —t rad Ll a2 1
71_.9.&,.__..’.‘9; 5 g
L ] ! e

o

L
L
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=1v-7(P3) is also found as an approach chord to IV or V- or as a passing
chord to IV or 1V-from v7:

- : S o B
57535 Fma, 27 3-735)  g5.7 g7 gy.i
]
s -~
i 4 ES— e S — — rk o)
- T - El = g = ST R

In the above example, the V7 chord can be seen deceptively resolving to
=1y-7(035). The expecied resclution for V7 is down a perfect fifth to I, but,
like all dominant chords, V7 may resolve deceptively down & half step (as
supstitute dominant root motion demonstrates) to *v-7¢0s):

T - - .
Z <z =) 7 7 -
ST C? . —_ —_
s 3-7(55) 35-7 4.
L — .
” .
o W S S T
A ——— u g g
ir ST X i e ey T 0 pad
e 7 T 2 g Rl bl I
L = i

This most often occurs as a means of delaying the cadence to tonic. An
examination of the available tensions for *|v-7(95) and comparing its
available pitches to those available on the | chord shows that common
melodic possibilities exist. Toy? @)

ey’ 5-705)

Far i " =1

Sl - Ll
L —a

Ji /
ol
[V

AS is the case with most_—g(t’S) f{hﬁs angd all those seen so far), the
available tensions for #1v-7(Y3) aref 1 | nciéf’
\__'/

- ' — e ——, ¥ b
S?—H—P——T—- — ot

*’ \
T;:Ei
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CHORD SCALES - OTHER MAJOR KEY CHORDS ~~ — -

Though the diatonic (V ch_ord' usually uses a Lydian chord scale, there are
two instances in which an tonian scate 1s more appropriate.

1) If the 1V chord is preceded by its dominant {(either V7/1V or
subV7/1V), the listener prefers to hear a IV tonian chord scale.

) C c’ : > N &7
7 : ——r—t
e =
) - —— -—?‘—;? -
2) !f the intent is Lo have the listener expect the 1V chord to progress to
V-, the listener prefers to hear a 1V Jonian chord scale. . L,
g’ -7 z
g Fmajl? = F-7 ! < C
,rlr\- " . ;'\‘/7‘:’1{_3” _*_]n.—.f}"'-mv o 07 =
[\'_\.Vl vww,lrj_eﬂ" e — ; ﬁ:/‘:v ; i
' e a—
As a general rule, the above |V chord and the | chord are the only major key
chords which use an lontan chord scale. All other major chords in major
key use Lydtan:
Dmaj ! £2m 7
_L : mj ! # o j !
A ; =] — A I = o &4
i 7T Y 2if /3 4 e /3
bVimaj7 Dviimaj7
, bas 7
g Al e , By
A N st St I"'-_ﬁ e
[ W oy LT Rt T o ¥ L7
[\E?L i “"j’ —gr = e
y g #u A ko ‘?‘ oy /43

-v,...,'
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Other modal interchange chords borrowed from the parallel minor keys use
the following chord scales:

1-7 Dorian - 1¥-7 Dorfan
; C-? 4 f'::'? |
o e A Y a SAPR. il Aeital
Ay ’ g ’

V-6 either Dorian or Melodic minor  1V-(maj7) Melodic minor

y FE
a2 . P T P A
i e i —
L. v bl
; 7 % ]
V-7 Dorian 11-7(PS) Locrian natural 9
/-7 - {35)
; i ; D=
e e
P g 77 PR c;_ P 513
3 - 1-7(®S) Locrian, [This is a more common use of
v7(%9) Mixalydian Pg, 9, D13 11-7¢0s)]
5738} .C-T-/‘H)/’_\t& .
g ' S-S
A — —eF—— ; e ———— ——
i : ; T o - ¥
FETE ki3 bq #I 33 - ‘70 - /3

The above scaies are appropriate when the modal interchange chord occurs

in a major key.
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-7 chords which appear because of their . o ..., relationship use a
Dorian scale:

-
Lot mt e = m 1
J ——y— : [ . T B e h;
AT e b M T O R AT e o
. - : 0 07‘3;_1/7' J:LJ =
P e
mhb? ‘‘‘‘‘ )
. ".‘Cmd/t7
S —p— -
e Ll TR ETTT T T R e

*lV—?(bS), like almost all minor seventh (°5) chords, uses a Locrian chord
scate:

#-7(%5) ~
r e
e
P 7 b3

Dominant 7th sus4 chords use mixolydian chord scales but the 4th
degree is available and the 3rd degree is avoided;

(}n@uﬁg

7 -
o T = A—

- a—
/ 4 .sz’zf /3

Dominant seventh chords which have an indicated *5 use a wholetone
scale (each pitch is a whole step above the previous pitch}):

*#7
A ¢ r—"" >—2
o e
BT
v |9} )#W | #5 | !

Whole steps
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CHORD SCALES — MINOR KEYS

Due o the different configurations of the tonic minor key scales, more

‘cptions are generated for the chord scales for diatonic minor key chords.

However, DIATONIC CHORDS IN MINOR KEYS USE DIATONIC CHORD
SCALES. The criteria for avoid notes remain the same as in major keys
(with the exception ¢f 1-7 Dorian).

The 1-6 chord uses either a Dorian chord scale with the 7th degree avoided
or aMelodic minor chord scale:

C-é (‘-é
= ?_RL;—_‘ M S e )
r;‘. ————— il = Y S
5 7 = \__r C)';'j-, L -
[ B TV E — .
@ v 4 g M T
* o

The |1-7 chord uses either a Dorian chord scale or an Aeolian chord scale.

Unifke the avoided &th degree for a |i-7 Dorian scale, Dorian minor does

aliow for the use of tensfon 13: T

A g 7 .

é‘_ Poay  oZ L7 2 &“*UL h—'_ ',I F—< I
‘o f;ry 7 /3 ‘e p )

The I-(maj?7) chord uses either a Melodic minor chord scale (ascending
version) or, less often, a Harmonic minor chord scale:

Y C"(%’d 7 C-tmts7)
%‘r —— e M}Iﬂ
e g, /3 P O /
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It should be noted that though uncommuean, it is occasionally possibie to
find a Phrygian tonic minor chord scale.

Alt other diatonic chords from minor tonalities have chord scales based on
the different tonic scales of those minor keys. Any non-chord tone a haif
step above a chord tone remains an avoid note. A review of the many minor
key chords and the minor keys they are found in will demonstrate the.:,
freedoms available in the choice of an appropriate chord scale for ahy‘"
diatonic chord.

Alt dominant chords similar in function to those found in major key harmony
{secondary dominants, substitute dominants, extended dominants, extended
substitute dominants, etc.) have chord scales which meet necessary criteria
for their construction: diatonic orientation = diatonic non-cherd tones;
expected resoiutions of down a perfect fifth = some form of Mixolydian
chord scale; expected resolutions of any root motfon other then down a
perfect fifth = Lydian by, Basically, if the root of a chord is dtatonic, think
diatonic for chord scale construction; if the root of a chord is non-diatonic,
the construction of the chord scale needs 3 logicat justification.
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CHORD SCALES - BLUES

The chord scales common to blues harmonies are constructed using the
chord tones and pitches from the blues scale.

The 17 cnord in blues uses a Mixolydian *9 chord scale:

o 7%%)
/ 2
A
& ber
e = .
- i - 5 P
/ 53 T 2 7 !

In addition, it is possible to use diatonic pitches from the major scale as a
pasis for the chord scale

17 (Mixolydian):

, o)
¢ - ? = /3

Other blues chord scales can be derived by using diatonic pitches from other
parallel tonalities and other pitches associated with blues (e.g. *4):

|-7 (from minor key) Dorian: - 17 Lydian b7, =9,

=373
g (-7 A 7&'?)
E\A o7 i 2 e 4
{\___)?_ a_.vg ——— LA 1 - - e = Fat
B p P ; i ) 5 59 /

4 /3 ;43 2y
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The 1V7 chord in blues uses a Mixolydian chord scale: -

F .
J . ; _
Fau ez
- Gy LT -
_@:z/ L= —
/ a

/3

The V7 chord (borrowed from major key harmonies) is efther a Mixolydian
scale, or a Mixolydian with some alterations, or an aitered chord

scale:
#)
ar G
2 g €2 A , e 2
o — ii m‘pﬂe_.' —
L S 5 v
¢ 9 /3 J ba #9 /3 ]
; G 7{73 ) G ;/dd'z‘)
yu lrf_:’-. :727\1  a— ai _ T o —
o w———— —— - e i i S ———
- — '\_yl —a
/ g b3 / by #9 b5 2/3

Other chords found in blues progressions are usually borrowed from major
or minor key harmonies and therefore use their normal chord scales. V7/1,
however, often takes a Mixolydian t’9, *g, b13 chord scale.
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SUMMARY OF CHORD SCALE CONSTRUCTION CONSIDERATIONS

(The following generalizations should be considered suggestl_ons and not
absolutes.)

HARMONIC AVO!ID NOTE CRITERIA:
Any note appearing in a chord scale which is a hatf step above a chord tone
should be avoided harmonically, except By and 213 are available on dominant

chords.

The 6th degree of the Dorian scale should be avoided except in a tonic Dorian
minor context.

Either the Sth or the D13th of a dominant chord should be avoided i¢ the

other pitch is used.
CHORD SCALE CRITERIA:

Diatonic chords take diatonic chord scales, with the exception of IV when it
is preceded by its dominant or expected to progress to |V~

Any dominant chord with an expected resolution down a perfect fifth uses
some form of Mixolydian or altered chord scale.

Any dominant chord not expected to resolve down a perfect fifth takes 3
Lydian 27 chord scale.

If & dominant chord's chord scale ts some form of Mixolydian, the scale may
have added altered tensions.

Any dominant chord wih a non-diatonic root uses Lydian b7, any major chord
non-diatonicatly rooted uses a Lydian scale.

The only aiteration possible to Lydian b7 is #9, if the expected chord of
resolution is major.

09 and *9 may coexist in a Mixolydtan scale except on a | chord in biues or
on a Lydian 07, #9 scale.
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For minor 7 chords, it's usually a good practice to use Dorian when in doubt!
Most minor seven (°3) chords use Locrian.

All suspended fourth chords use Mixolydian.

A wholetone scale is used for dominant chords with #35.

Most diminished seventh chords use a chord scale identical to one of the
secondary dominant P9y scales.
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MODULATION

Moduiation is the movement of melodies and/or harmonies from one key
into ancther. In order for a moduiation to occur, the ilstener must shift

from the original tonic reference to a new tonic reference. _
il
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The above 16 measure tune contains a modulation from F major into Bb
major and returns to F major. Notice that typical of this type modulation,
the phrase in B® may stand alone:

""-k"""? -7
pa
/-"‘\
f;-'-"?' j-’nd_f M L--——-—-J
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I _I 4 3 If'l I ; :

However, BD major Is the SECONDARY key and F major is the PRIMARY
key. The relationship of the secondary key to the primary key is shown

~with a small arrow in the direction of the modutation and the intervalic

distance to the new key.
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when modulations occur within tunes, it 1s common practice to use
accidentals as opposed o changing key signatures. Generally, the less
accidentals necessary In a modulation, the more closely the keys are
related and the more subtle the moaulation. The previous modulation
required only the use of one additional flat to accomplish the modulation
from F major (one flat) into BD major (two flats). Modulations to distantly
related keys are more opvious.

The above moduiation (up a half step) requires accidentals for ail the
melody pitches. This type modulation, though sometimes found in tunes, is
also a common device used by arrangers. The use of modulations upward
tends to keep the music "forward moving". Therefore, most modulations
are perceived as occuring in an upward direction. The above example is
shown modulating from F major into F* major It is easier however to
notate and read the example moduiating from F major into 6P major:

& , BT F ¥

Although written enharmonically in GP, the modulation sounds like-tonic _

-motion upward from F to F*. GP requires 5 flats, but the listener

perceives the modulation as going to F* (all pitches raised z half step
from F). ' ' . o :
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RIRECT MODULATION

Modulations may occur directly from any diatonic chord. The most common
form of DIRECT meoduiation {s from the | chord, since the | chord
establishes a point of tonal finality
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when the harmony modulates, the melody may or may not moduiate. For
example the melody may repeat while the chord progression modulates. As
seen ahove, however, when the melody modulates the harmonies myst
maodulate.
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The above example shows a moduiation from the diatonic H-7 chord
directly to the new key a minor 3rd higher, _DIRECT MODULATICNS FRQM
DIATONIC CHORDS QTHER THAN f OR V USUALLY INVOLVE STEPWIOE ROQT
potioN, - - T
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P1VOT CHORD MODULATIONS

Chords which function in both the original/primary key and in the new/
secondary key are PIVOT CHORDS. Their dual functions are indicated by
two analysis symbolis; one in parentheses showing initial function, and one
justifying the function in the new key:
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As 1s the case for all chords requiring parenthetical analysis, the choice
of chord scale for a pivot chord {5 based on the chord's initial function.
(7-7)
y Ima7 7 T mas 7 YL 777 7
?Ev; —rry T : P TEIT T Brerr—ar Y D‘C‘;—;‘.‘-‘;:;z:x-muz
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The usual practice of determining chord scales by Initial function is done

to present the listener with a deceptive, but acceptable surprise.
- Therefore, a pivot chord is heard and analyzed first in terms of the

preceding key, and then In terms of the new key to be established.
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Modulations from dominant chords, like other pivot chord modulations, may
exhibit dual function (deceptive resclution) Also, dominant chords which
resolve deceplively will be analyzed in terms of both old and new keys.
All dominant chords have an expectation for resolution. However, the
different resolutions demonstrated by different types of dominant chords
ailow for the following root motion patterns to new keys:

DOWN A PERFECT 5TH:

V7 to Ilmaj?

DOWN A HALF STEP:

subV7/ to imaj7

UP A WHOLE STEP:

dV117 to Imai7

DOWN A TRITONE:

V7 to Plimaj7

G7 (a7

- v :
o _}_L - . —{ ~
/ ‘f;r - ~ . o - }
-
G Ghma?

G7 AmajT
ot W : : :# &
v : : BC il
i i 1 R U, ~




DOWN A MAJOR THIRD:

V7 to Dilimay7

UP A HALF STEP:

V7 to Pvimaj7

HARMONY 3 57
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Additionally, the expected diatonic chord of resolution for a secondary
dominant may deceptively change quality and become a chord functioning

in the new key:

V7/1 tonew imaj7

V7/14) tonew Imaj7

V7/1V tonew Imaj?
(This may not sound like
a modulation since iV

is a diatonic maj7 chord)
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V7/¥ tonew ima}7

(G7 expectad)
V7/Vl to new lmaj7 o 4
Fa ; .fT?(.?J' !
o T ey IL e e—
¥ 1 _ra !lj' -
7;_%;__.._._._.. P __f

Therefore, ANY DOMINANT CHORD MAY RESOLVE DECEPTIVELY INTO
A NEW KEY. Though the other above patterns may occur, the reot motion
from a dominant seventh will usually be either down 2 perfect fifth or
down g half step or up @ step.
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Extended dominant and extended substitute dominant motfon (with or
without the related 11-7 chords) may eventually result in a modulation.
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The same exampie may be used to demonstrate modulation to a different
key by adding one or more dominant chords:
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The previous transition from the original key into the new xey can be seen
as a modulation, because all the dominant activity makes it difficuit for
the listener to hear the original tonic-reference. This transitional type
 modulation, though not very commeon in tunes, {5 an occasionally used

arranging device,






