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SUBSTITUTE 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:
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Therefore, the above tritone may be notated as either an aug. 4th or a dim.
Sth (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 steps):
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Since the dominant chord quality reguires the tritone to represent chord

—tones three and seven, the root must be present for a complete chord sound:
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The resulting two dominant chords contain the same tritone and may
therefore function similarly. The context in which efther chord appears
determines the function.

The dominant chord and its substituie dominant chord share the same
tritone and their roots are a tritone apart. (These chords are also known as
“"tritone substitute® chords.)

The substitute dominant for V7/1 is subV7/l. Just as the éxpected
resolution of V7/1 resolving to | requires an arrow (showing the actual
resolution), the resolution of the subV7 has a special analysis, a dotted
arrow.

A SOLID ARROW_INDICATES DOMINANT RESQLUTION DOWN A PERFECT FIFTH: A
DOTTED ARROW INDICATES DOMINANT RESOLUTION DOWN A HALF STEP,
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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
R substitute dominants is down a half step. The substitute secondary
dominant chords are subV7/1l, subV7/1V, subV7/V:
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One characteristic of substitute dominant chords is that their roots are not
diatonic. (The primary and secondary dominant chords have diatonic roots.)
1V7 also has a diatonic root. |t rarely sounds as though its function will be
as a substitute dominant (though it may resolve down a haif step to H=7). o,

Byvit7's function as a modal interchange chord is more common than the
possibility of a subV7/VI function.

In unusual situations (most often dictated by harmonic rhythm) subV7/1ll
! © and subV7/Vl may occur, but V7/1V is pever subV7/VIl

R




HARMONY 3 4

Substitute dominant motion is also common to contemporary minor Key

: chord progressions:
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RELATED i1-7 CHORDS - SUBSTITUTE DOMINANTS

Any dominant chord may be preceded by 1ts related |1-7. The related I1-7
chords of the secondary dominants are diatonic except the related I1-7 of

V7/111, which has a non-diatonic root.

However, the related l1-7's of

substityte dominants are non-diatonically rooted. Therefore, since the
related |1-7 chords of the substitute dominants cannot have dual function,
they will be analyzed in terms of their relationships with substitute

dominant chords; the — .~ relationship.
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With the inclusion of the related 11-7 chords for both primary or secondary
dominants and their substitute dominants, a four-way chordal relationship

can exist:
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The related 1[-7's of the primary or secondary dominants may progress
normally: |
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OR, any of the above it-7 chords may progress down a haif Step 1o the
substitute for its dominant chord. Since the root motion from the 11-7 to
the dominant will be down a half step, the analysis symbol used is a dotled
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A solid arrow or bracket indicates root motion down a perfect fifth:
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A dotted arrow or bracket indicates root motion down a half step:
N Tl bemeed A hmeeed Locana ™
e : TR e
7 ;. e Y ‘Hﬂ 1 |41 o2 ULy =y It }- 2
&6 o4 & e o . o ' i

-



e e b

Laetli=edi Lt AN )

LPERRSEE

bkl i

- HARMONY 3 7

AYAILABLE TENSIONS-SUBSTITUTE DOMINANTS

Inasmuch as substitute dominant chords are not diatonic structures, their
extended structures do not require a diatonic orientation. The tensions
available on any substitute dominant are the pitches a major ninth above any
chord tone (whether diatonic to the key or not).
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dominant represents the root of the original chord of derivation (the I

tn all cases, it should be noted that the tension *11 on a substitute\ﬁ
primary dominant or secondary dominant). /

ey

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:
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j V7/t normally has available tensions 9 and 13; it may optionally use
/ tensions bg =g b5 and Dy3.
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Any dominant chord with the above alterations (altered 9, 5, 13} is notatec>_-
as “altered”, abbreviated as {alt). (Although not universally used, this
abbreviation is generally understood.)

Y
)
: Although V7/1V normally has available tensions 9 and 13, it may optionally
7 use the altered tensions:
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V7/V normally has available tensions 9 (alternatively, b9, *9) and 13, 1L
may optionally use the remaining altered tensions:
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E V7/11 normatly has available tensions 9 (alternatively, bg, =9) and b13; it
: may optionally use the remaining altered tensions:
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If the option of altered tensions is used, the chord symbol MUST reflect that

option.
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The available tensions for the related |1-7 chords of substitute dominants
are drawn from the key in which the chord is the diatenic I1-7:
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- Thougn the primary and secondary dominants and their respective substitule
dominants are substitutes for each other, the same is not true for the
related 11-7 chords. By comparing the available pitches for both kinds of
11-7 chords, 1t can be seen that totally different avaitable note options are
produced: ' ’

D-7 as related 11-7 of V7(G7) AD-7 as related 11-7 of subV7(DP7)
AT
D'7 ‘ —_—
P P ;

Available to D-7:

1 7 5 11 39
N I l |
Chromatic scale: Bt o o T s ot b A b
‘ | | | T
1 b3 9 1 By 5

Availaple to AP-7:
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Summary of available tensions: primary dominant, secondary dominants,
substitute dominants and related !1-7 chords.

Chord:

V7/1
Subv7/1
Vi7/11
subV7/11
V7/1HH
V7/1V
subvV7/1V
V7/V
V7/VI

Related -7
of V7/1
‘
of V7/1Ii
of V7/IV
of V7/V
of v7/v1 S8 Didimics

of all subvV7's

Available
tensions:

9,13
9, %11, 13
9,013
9, %11, 13
Dy #g D13
9,13
9, %11, 13
9,13
bg, 29,013

9, H1
i1 (as 11i-7)

9, 11

9,11

9,11

11,013 [as VII-7(P5)]
9, 11

Optional
Tensions:

(alt)
by #g, 013 or (alt)

{(alt)
(alt)

09, 29, 13 or (alt)
(alt)

g, 11 (as related 11-7)
11, P13 (as = 1v-7(05)]

g, 11 (asrelated il-7)

ST p—
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Extended dominants are dominant chords which are placed at strong stress
points, or within a pattern of dominant resolution following the cycle 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 motton follows the

cycle of fifths; the root motion during extended supstitute dominant motion

is chromatic:
/ ) A
T . _ sub 7 Ty 7 fﬁr?ﬂf)
n1” MppTe T T I a7 TN ('M'__"-L_:y’mq/ 7 A7
¥ : ] : - 7
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Ll 7’ e B Y 1= il = T Farl .
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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:

(L-) 77wq/7 ﬂ??hr)
n7- 5-6'7"' 3 ('7/_—""5- f-viam "i-j)maj? AT~ >

5 = —<Z — 5 > < e
{The same example using no substitute dominants.}
The decision to hear an extended dominant versus an extended supstitute
dominant s made by the listener based on the function of the dominant in
the key. If the root of the first dominant chord in the pattern is diatonic, it
will sound like an extended dominant:

, Pattern
. Imy T 7m0 (TVm) begins | 77
Gmay? 5-7 ’4,.7 ) F#y-—~9~.37/""“3-. 5-7/—‘* A’?/—-* 97/——*
e+ 1t f
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It the Toot of the first dominant chord in the pattern is not diatenic, it will
sound like an extended substitute dominant:

- Pattern
Toay 7 w7 77 {E’T/_J_'LT) begins
Gmaj? &7 A-7 FERTT TN Z7eT T T pT e TN 20 T gh T T
R \ f 1 :
- H* - e Y : : e .
wie = - e ,t,

Non—-diatenic

it should be observed tnat the comptexities resulting from the inclusion of
substitute dominant chords within a progression make that progression very
difficult to hear. This, in turn, allows for more freedom in the choice of
usabie tensions.

Generally,
1) if movement from an extended dominant !s down a perfect fifth, the
following dominant will sound like another extended dominant;

2) if movernent from an extended dominant is down a half step, the
following dominant will sound like an gxtended substitute dominant;

3) if movement from an exiended substitute dominant is down a perfect
fifth the foltowing dominant will sound like another substitute dominant;
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4) 1f movement from an extended substitytedominant is down a half step,

the following dominant will sound like an extended dominant,

The available tensions for extended substitute dominant chords are 9 *11,

13 (the same as all subV7's).

The extended substitute dominant may be interpolated prior to the
7

resolution of an extended doeminant:
mf
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It is more common for the substitute dominant to follow the extended
dominant (as above) than for the substitute to appear first.
Related 11-7 chords may precede their respective dominant chords (either
e O Lee-=d )
B G P S T —
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As is the case for all extended dominant motion, harmonic rhythm will be
increased with the inclusion of related ii1-7 chords. Further, a i1-7 may

itself be the target chord of resolution.

e . T
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CHORD SCALES are used to identify a chord's available melodic and
harmonic pitches. Chord scales may be described as extended chord
structures, with tensions and other non-chord tones displaced down an
octave to create a scale.

J (‘,7,4/'74?) C Lydian
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The above extended maj7 chord may be identified either as Cmaj7(*11) or,-

as a Lydian chord scate. Modal terminelogy (Lydian) is used Lo identify the~
interval relationships between adjacent pitches. Available tensions are
those non-chord tones which are a whole step above a chord tene (a major
ninth reduced by an octave).

sy /3

C Ionian Cmay /9}
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The modal name for the chord scale above is C lonian. The chord symbol
would be Cmaj7. Both the chord symbol and the chord scale refer Lo the
same structure, but the chord scale is more complete. The scale shows all
the available melogic pitches including the fourth degree (F), which IS
available as a scale approach note. AVOID NOTES are avofded harmonically
but available melodically. (Note: Avoid notes are indicated by filled in note
heads, while the avatiable chord tones and tensions are written as whole
notes. Also, note that the fourth degree of any Ionian scale is an avoid
note.)
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DIATONIC 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. (All examples for this topiCc are
demonstrated in C major.)
The | chord uses an lontan chord scale; the fourth degree is avoided:

Cmaj7 = Imaj7 = C Ionian

o —a—

P .=
"%‘? /3

~=

The i1-7 chord uses a Dorian chord scale. The sixth degree is avoided, even
though it is 2 whole step above the 5th, because it creates a tritone with
the 3rd of thejchord. This suggests a dominant quality rather than
subdominant.* (& '
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| The 111-7 chord uses a Phryglan chord scale; the second and Sixth degrees
' are avoided:
' E-7 = III-7 = E Phrygian
A— S~ —
1R e 1 L7 =
O SN,
/ //

The 1V chord uses a Lydian chord scale; there are no avoid notes:

Fmaj7 = IVmaj7 = F Lydian

- )
. = L7 ol
Y N o A

tA S 2 Far
ol L7 =
a / 2 #y/ /3

<t
s C\“The harmonically avoided 6th degree in the Dorian scale is the only exception to Lhe availability
of a non-chord lone a whole step above 3 chord tone.

-
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The V7 chord uses a Mixolydian chord scale; the 4th degree is avoided:

G7 = V7 = G Mixolydian

/ a7
A ey ravd L =
%—T_QIV
) 9 /3

0 A-7 = VI-7 = A Aeolian
— D

g /7
The V11-7(PS) chord uses a Locrian scale; the 2nd degree is avoided:

3-7(%s) = vi1-7(®3) = B Locrian S, AL
i . = 2 o «
A = <~z
Nt
/ // 4/3

For diatonic chord progressions, available tensions and other non-chord
tones will be diatonic. Hence, the chord scales will be diatonic:
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DECEPTIVE RESOLUTIONS - V7/1
Two of the standard deceptive resolutions of the V7 chord have been seen in

diatonic harmonic analysis. V7 of | resolving to the [11-7 or Vi-7 (both
tonic substitute chords) are commaon examples of deceptive resolution.
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These deceptive resolutions are so 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 resolutions of the V7/I1 chord have the same basis and
are analyzed without parentheses, though the chords involved. are..,

non-diatonic.

-

/] i V7/1 may resolve deceptively to #1v-7(bs): 0. W

—

= Tz 277-785)
£-7 37 2 -70%)

b

Oh
i
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/: V7/1 may resolve deceptively to Dt1imaj7.
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%; r?/: 52’”-”] 7
r- 827 “omai
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S mp e W > - :
B — — T =}
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V7/1 may also resolve deceptively to the other maj7 modal interchange
chords.
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v7/1 to P1imaj7: .
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v7/1 to PVimaj7:
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Less often, V7/1 may deceptively resolve to t’Wlmaj?:

7 Eie
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-: . —_ _ .,
: ?‘P b ? — — - LB o> 7 T J‘
Ry A S s i - —T : 1
J BT 1] B

G

when V7/1 resolves deceptively to any of the apove chords, it most often
occurs at a melodic cadence and sounds as though the progression will

gventually move to tonic,

The strongest melodic pitches at cadence points are degrees 1 and S of the
key. These two diatonic notes have the most "final” sound melodically:

— ’ 7 f ;Z i_____————.....
b - 7= e i3 :
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An examination of the available pitches for 17, VI-7, £1v-7(%S), Pilimaj7,
bllmaj?, t’Vlmaj7, and t’Vi!maﬂ shows each deceptive resotution of V/7/1 10
have scale degree | or S, or both, avatlable.
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when V7/1 resolves deceptively to a maj7th chord, the progression often
follows the cycle of fifths to return to tonic:

87 Ghma?  CPmal FPmajl  £?
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when V7/1 resolves deceptively to *!V—?(DS), the progression often

continues with chromatically descending motion to the tonic:

277 415 A1 e G g pheal

s e
3
LL’ ot P v T2 ..
: — : 1 - :
! ! S ;
i ! |
| i i
| | | |
i | | E
T ‘ -
5 [thU] TP 1.'. i : ‘i i l T : .
7 5 g e
-

V7/1 resolving deceptively to Il1-7 or VI-7 most often occurs in
progressions which are strictly diatonlic.
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R - R

Chord scales for secondary dominants reflect their expected diatonic
resolutions. All secondary 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
scales are some form of Mixolydian.

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

V7/TIV

C7
£ \ -
@ o er P T
= ?? i [ /3

Root of Fmaj7/

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

\ Root of G7

The chord scale used for V7/11 is Mixolydian b|3; the fourth degree is
avolded and there is a conditional avold note. Though 03 ts an exception
to the "major-ninth-above-a-chord tone” rule (and is therefore a haif step
above a chord tone), 1t and the Sth may not normally appear simultaneousiy
together. Conditional avoid notes are both enclosed in parentheses:

am [ 7
A7 r
/ } o !

P 1
A o ——
: {
1

N

Farl

N

7
T Root of D-7

b3
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The chord scale used for V771t is Mixolydian bg (optionally *9), bl3;

the 4th degree 1s avoided, and S and P13 are conditional avold notes: 7
' vI/IIL 7 ! .
j B7 s
{i_{—" yam —
~ W AT
‘' b—f‘#f d | /3%

Root of E-7
The chord scaie used for V7/V1 is Mixolydian bg (optionally *9), bt3;
the 4th degree is avoided and 5 and D13 are conditional avoid notes:

V7/V1
E7

ES;m\Q
4
Wl:

f

Root of A-7

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

V7 (Mixolydian) v7(P9)
(Mixolydian b9, *9)
;67 a PRt -
{i — o] Al ﬂ_l “:.F L L P 4 =
4 g /3 i 58 #9 /3
v7(Pg, b13) (Mixolydian P9, #9, P13) V7(atlt) (altered)
, é;a} 2(4t¢)

i G {i"ﬁ‘ { ‘ \ <= 7 i CJ ) ! - -2
e e T fe—p oo oo ——

/ b9  #9 53 =i bg #9 b5 A3

V771V and V77V may utilize any of the above alterations aiso.

-
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V7/11 may use any of the following chord scaies:

v7(P13)/11 {(Mixolydian by3y v7(*9, P13/
: (Mixolydian P9, *9, by3)

: 3
Aq{pf@ - : A7ﬁfﬁ) , g g o
5 7 773 ; 57 #9 77

v7(ait)/ 1l (altered)

platt) -

bq F9 sy O3

/

may be etther Mixolydian bg, =9, by3 or altered:

bg =9, P13) v7(alt)/ 111 (altered)
57(::{:‘) , |

v7/ill and v7/Vi

v7(bg, D13)/111 (Mixolydian

p—- Y ,

v7(bg, P13)/Vi (Mixolydian bg #9,P13) V7(alty/Vl (altered)

57@“‘)

b4 &4 bs E

& As a general rule, ail chords with an expected resojution down 3 perfect

fifth use a Mixolydian scale (with or without alterations) or an altered
dominant chord not expected to resolve down 3 perfect fifth uses
7 scale. This distinction is the reason for pot using the term

s Attt .l
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The Lydian D~ chord scale is used for all substitute dominant chords
(expected resglytion down a haif step), dvii7 (expected resolution up a
whole step)! in a major key context (expected resolution down a perfect
fourth), and extended substitute dominant chords (also expected to
resolve down a half step). '

subV7 (Lydian b7) subv7/1l (Lydian b7)
b7 #01) b
e e
;e #1 23 ST, Z) /3
subV7/1V (Lydian 7) subV7/V (Lydian P7)
PR 2 /#17) o
T2
£ Gh b B ko / Aﬁ“ Py b
w TR T T pal : P2 o Sl
e 1t T — o e e ———
Nt pihod LAY
; g =/ /3 7 =7 73
Pvi17 (Lydian B7) IV7 (Lydian P7)
y 357(#//) ; ;7/#'//) ,
i Fd | P A ol
h:f' — ber S — jé;‘r 7 o e —
/ N - /
= b= 2 #1 /3 7 # z
All extended subV7's (Lydian P7)
(m)/’_\ - T T >
g ET A7 s 22O
L i fD = | 4
! é P 13 g i3
Extended dominant Extended dominant
Mixelydian Mixolydian
Y 2 =
'_-J : A B Sbom D) 4 'C,
| W T ey PP
LUQ'V ; hH{J:PfJV" ': -
B g #y i3 eTg  #u /3
e Extended subV subV7
Lydian b7 Lydian 07
A . The chord scate used for extended dominant chords is the same as that

used for V7/V (expected resolution down a perfect fifth): Mixolydian.
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Though alterations are possible to all forms of Mixolydian scaies, the only
aiterations normatly available to the Lydian D7 scale occur on the substitute
dominants of {, 1V, and V. Since those chords have an expected resolution to
a major chord, the major third of the chord of resolution may occur in the
Lydian b7 (®9) chord scale as an alternative, Although infrequent, *9 on
aLydian b7 chord 1s more likely to be found on sub V7/1: -

subV7 (Lydian D7) to tmaj7 subV7(*9)/1 [Lydian b7(*9)) to tmaj7
J'.qu)/"‘—--——--.“‘)* " ; #q)f" -------- ~ N
[{‘ DD - T»ﬂ Db7{ ; T -2 ¢
@_F b— aa—bﬂpg"c)yv = — Eé’;g ‘ n”“;‘ua_’b’-()UI)'V‘-jg;_
S Ay /3 - VT2 7 e
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DIMINISHED CHORD PATTERNS

Diminished seventh chords. are most of
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ten found in major keys as linking

chords between neighboring diatonic chords, or as approach chords to

diatonic chords. The most common pat
chords are:

terns for these diminished seventh

il #7177 7
4 ; i L [
A = i —
} S O r_Zx L A
= -0 3 rerd
. B SR = =
*1°7 approaching 1i~7 or |
passing to 11-7 from I{maj7) o
‘f‘\ILI 1 v I —
e e 2
- “9})
—,-_r.7 1 =zmeT E-7
Attt .? Sy
Y o Famd e =
" - o =
/ < 0% ° o .
) *{1°7 approaching 11i~7 or
passing to 11i-7 from t1-7
S e 2
= E ‘ T ;
L ‘09 —_ -
o
o
7
\‘ﬁ_f'_l‘.i..:{-?/ \\-:L__‘
- - _L,-/}‘C? ;;_4- :
T’} #1077 T’
- by L J
s =2 2=
. / K
#}V°7 approaching V7 or
passing to V7 from ivV(maj7)
' e =25 z :
_ o : !
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/ l-'? ,ﬂj"’? 77 -
= , : ; .
[ S = e
i - ol . i
: #"—g-_ = #y*7 approaching VI-7 or
passing to VI-7 from V7
[‘ 0
H I‘lL""r\l’ S ’a 1 Far.d
) T
e
T @t g
J = \ z
{fbﬂ A % X Z7
b S 2 ‘
111°7 approaching [1-7 or | . o
passing to 1t-7 from I11-7 5
it = =
1 Il
s - I -
W
- - 7 h‘;—;“;;« )
7-7] sl 77 “—G-;'{/
- é -;’sj &
s e =
o7 T b - .
K L Y1°7 approaching V7 or
| | passing to V7 from Vi-7
L N
L:_I :
’1 < Fa.i 4(4()‘ <
I

e o
=~
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_':Fnaﬂ :.:37 -:".a
7 ! I
v T 1 1
s ——— o o :
N 5 oS i
[*7 as an auxiliary to : l
the tonic [Imai7)} — f -
o ri ! 1 \L .
:Lvif'! s o, T 1
7l T 77
FTLII ‘f-:." Jr[;.f-! . n“;\l 1
e et : |
e 'Y¥*7 as an auxiliary to
‘ I‘the dominant (V7)
7'\;11»’ o) LT o) .
L ] e

These examples of root motion can be used to categorize the three different

types of diminished chords:

1) The ascending diminished seventh chords have root motion up 2 nalf step

from non-diatonic to diatonic.

2) The descending diminished seventh chords have root motion down a

half_step from non-diatonic to diatonic.

3) The auxiliary dimipished seventh chords have a common oot wjth the

tonic or dominant chord respectively.
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All diminished seventh chords contain two tritone intervals. Because of 3 .
these tritones, diminished chords are extremely unstable, and have a clear
tendency or "need” to resolve.. Additionally, all diminished seventh chords
contain non-diatonic pitches; the. ascending and descending -diminished
seventh chords have roots which are not in the key. ALL DIMINISHED
SEVENTH CHORDS HAVE A VERY STRONG DEMAND FOR RESOLUTION.
In most cases, the expected resolution is to a neighboring diatonic chord or
diatonically rooted chord. -

1
}

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 v7(09)/11:

C" 7 '7(-9'?) ~ 2
y maj A s
gy Crma . 27
I s = LIy
g == 3
A —e2-d
h)
"1“‘\'./ Yo s >
*11°7 is derived from an inverted V7(b9)/!ll:
C: Cmaj7  (#7 p-7 g7(+9) £-7
f | l ' ,
mb-\ rii A .l f‘l H - -
= = —=7 e e
' z T - 7 <5 = rJ
[ i :ﬁza?
|
| 5 - -
e S = < = s
2 T -
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217 is derived from an inverted V7(°9)/v:

3 e
Fma; 7 07{”) G
4 .
Py :
e — 7= i;gn:;l_ -Z = e
! = o
) ;f;m07
- L
!
oo W)
w [0 g" T
A - 1 =
o e 3

L - A ~- »:C;
Frra; 727 &7 £ 7(59) A=7 i
? ; .
Py . J
TOATHIL W e S !_:g{} -y ra S =
w = 5 e | =
| i E
| Frre?
} ! l
Ty - ' . i ‘
A -y 1 :
o | - 1 =% ) A F A i
g z < T

 The descending diminished seventh chords are not derived from secondary

dominant function since neither contains the tritone of the expected
resolution chord's dominant . These two diminished chords are derived from
chromatic voice leading. _

D111+7 is expected to resolve to 11-7:

C’; E"I‘] 5%07 : D=7
——
bz °7
S T - ;

T T



HARMONY 3 32

Note that Ci11°7 and #11°7 are enharmonically the same chords but the
expected resolutions are different; the context in which they appear
determines the function.

Simitarly, Dyi+7 1s expected to resolve to V7 (and is enharmonically the
same as *V*7).

1‘_7 i
C: A 1597 7
Pl 2
/ ! | G
{Wal T g
(S = S— = —g— :
e 1 o -
i ] o1 ! 7 T
. i i
f 2 i |
oy 7 i !
: |
! h
: L 5
o Z- —
i 11_ Le i ‘f

The tonic and dominant chords of the key may be approached by their
respective auxilary diminished seventh chords (I'7 and V*7). Like the
descending diminished chords, the auxilary diminished seventh chords are
derived from chromatic voice leading and not dominant function. 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 chord:
T e A - .
c7 7 C‘:"MJ7 o7 {'maj7
{ !

'
Ea ANV 1
: L 1

P '11 ' ) N ——— ! i
L =

3 ! T
¥ t -

o
\
{
g
1

\
,Q_ﬁ_

V*7 is the auxiliary to the dominant chord:

/——\\
D7 év7 C.'.7
s Ceee—— : 2 %

-
1
P Lo, =4 I pr .
- L —
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Unlike dominant chords which have a potential for deceptive Tesolution,
diminished seventh chords have an absolute expectation for resolution. 1T
IS RARE FOR A °“7TH CHORD TO HAVE A DECEPTIVE RESCLUTION.
However, the ascending and descending diminished chords do have alternate
chords of resolution. If an alternate resolution does occur, the chromatic
root motion is still retained.

*1°7 has an expected resolution to {1-7 and an alternate resolution to I=-7's
related dominant: the V7 chord with its Sth in the bass:

cFT Gl

NP

e ]
<

[ -y
9 Wb

&

S— }

x||1*7 has an expected resolution to the tonic Il1-7 chord and an aiternate
resolution to the tonic | chord with its 3rd in the bass:

VO

-
N
\
)

=21y*7 has an expected resolution to the dominant chord and an alternate
resolution to the tonic | chord with its Sth in the bass:

x\*7 has an expected resolution to VI-7 and an alternate resoiution to the
secondary dominant chord built on the same root: V7/1L:

b=t
b

N
b

: T
‘JF": 1 L7
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le'? has an alternate resotution to V7/5th in the bass:

o AT o

TI’VI"“/‘ has an alternate resolution to 1/5th in the bass:

27 e

T

7 1
(W L LT
. .

NAD

3
L

The auxilary diminished chords do not have alternative resolutions.
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As was pointed out in previous topics, the tension numbering system to i3
does not work for diminished chords since there is a potential tension above
each of the chord tones in the extended structures of diminished seventh
chords: ;,  #17

AN - -

M

\
e,
N yabd -

B

Therefore, the possibie tensions in the extended structures for diminished
chords are not numbered, but simply identified as Tension if available (a
major ninth above a chord tone). ,
Tensions for diminished seventh chords can be characterized as either
diatonic for a diatonic situation or, non-diatonic for a non-diatonic
situation. |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:

c#71
rnﬂ 1Y ‘-él%'_

2 -

]
0

Merin !

e

[
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If the above chord's tensions are displaced an octave lower between each
chord tone, a scale is created which is known as a SYMMETRIC DIMINISHED
SCALE. This scale is composed of alternating whole steps and half steps;

C#W

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

The available tensions for I°7, ®11°7, PI11°7, and #1V*7 in the key of C major
are:

7 #F7 b1 o7 #ﬂ—o7

(Filled in note heads represent pitches which are diatonic, but a minor 9th
above a chord tone.) Since all 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 -and Dyy*7 (which contain the same
enharmonic chord tones) in the key of C major are:

el Sy o7

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

Z o7 77

A e P
T ] ‘
- —

|

: Wi
re) L}

2 b )

[ R e

| oY

-

W ks
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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 not functioning in a
diatonic situation:

: s ! L
¢ 7_' _ - - Cj.?j— _ -;-} O (may 7)
g 7 7 LJ’ LDJ;:’)—O : T Taa(a
= A -~ A3 e S 7 ya 7 "
A o2 W 7 7  A— Tt
A = :
/

In this scale all non-chord tones are available tensions, and as is the case
with all diminished seventh chords, the numbering system to i3 does not
work. The tensions are tabeied as "T" without an associated numper.

N

Diminished seventh chords which have diatonic resolutions, however, should
imply this diatonic orientation with the use of diatonic non-chord tones.
The resulting chord scales contain chord tones, tensions, and avoid notes:

17 ®|*7

F

kY
\

C” T i C’A‘W - T

. I I

T

ir\
)

y
s

&
A
HH A

btii=7

ki _ £°%7 -

& I

:
e — e e L 2 :
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Unlike previous chord scales, the above diminished scales appear (o have no

names. However, a comparison with secondary dominant chords reveals

identical chord scales for diminished and dominant chords.

*|v*7 o V7

o7 ¢
;T r T Tea VARt T, oo
A T I LA sl A e e o W
Py 7 ol = Y - [ = W
BT b - o L -] ¥ AW = o2 7 = L Ja——

# -

v*7 byi+7

G#’” T AbeT | - -
/ T L7 J".;.O / P ——
F.i e — i = o =
W — = e

T S — e

} [ ] ——

(7 is expected to resolve to -7 V7(b9)/|l has a similar function:
in many cases:
-
C‘-n' ”7 - - p Aq(ﬁq)
4 — ;( Yo P P e
= T . (\:\XT A i _-"ﬂ d’} =3 =7
F * ’ bg #1 F-- 17 3

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
chord 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 scale as
v7(29)/11.

s e m—
o5 — —

T = e —
e

J_G7T y oo
J L
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#|1*7 is expected to resolve to [11-7: V7(09)/IH has a simiiar funclion:
53
40 7
L7 e 25 b7 =
= - ——— P = R 7 Y —
{E&Jﬁl‘ — — L = — — = S
—‘3 .’:(C? L] ; Dq 5'? §0 - b[é

The chord scale for *11°7 can be identified as the same scale as
v7(Pg)/in 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 *t{°7, their chord
scales can be identified as the same scale as V7(b9)/|tl. Each starts on

the respective diminished chord's root and contains two avoid notes: : .,
Dyyye7 i*7
[}
. L/"' L2 71'_L -
e : R N — 1{5:1 = — 3(5; L  —
T 555 e S
#|V*7 3lso shares the same chord tones as the above three diminished
seventh chords and may therefore share the same chord scaie. However,
#|y*7 is expected to resolve to V7/: v7(09)/V has a similar function:
427 20%9)
Fr - T - D
L Ll lie o mede
e 7 P
) bi J b? ﬂ nil /3

In this case, *¥1V°7 may use the same scale as either V7(P9)/111 or
v7(P9)/v, starting on the root of the diminished chord.
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=) 3!._7(1)52

#1v-7(5S) is a chord ruhct'ionaiiy related to the previous passing and
approach dimtnished seventh chords. [t is aiso commonly found as the

related H-7(05) of V7/111:

T

#7- 7(45)

- Jr=7

- «(o:r) £ )i .

r A-7

“~ .—-—-—'—""—-.,
£ 1 2 o — ] - . L 2 i 27
A T N - I i [ [P
oy i I
U"“I’
/

Its structure contains a DS since that pitch is the tonic of the key. It can
also be built as a diminished triad with a minor seventh. This type of
seventh chord 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,
*1v-7(PS) may functfon in this fashion.

=1y-7(P3) is found as an approach chord to V7 or as a passing chord to V7

from IV or [ V-
g-165) o7 B 3709 (7 86-7 3753 (7
L o g ol o
e =% 2 e g
; = Y S -y f-_rj:ngv___Fa !
i ' 3 !

As with the aiternate resoiution
chords, an alternate resoiution to
with {ts Sth in the bass:

#7709 I 75m
3-785) ze/

ﬂZ;TM 7T 7&(’5)1:@ /5-+/,

possibilities of the diminished seventh
the above pattern is to the tonic | Thord

E"? .,.»1 -7/&5)_’/_7%

7 3 “765) fajY, gb -7 7 7/)5)/_—/6

a8
M~

P W]
LA AE 4

T
>

i

- .
e — i
I i it 1

)
ra

o
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=1y-7(Ds) is also found_as én approach chord to |V or V- or as a passing
chord to |V or V- from V7:

4 5!7(55) 55”":1" 7

a7 5-7(35) 55’.7 5—7/*5-") _gb-é

ahes

%

ey

T

A

—
7

- P P L
7 A

q
h

A
pd

In the above examptle, the V7 chord can be seen deceptively resoiving o

=1y-7(05). The expected resolution for V7 is down a perfect fifth to |, but,
like all dominant chords, V7 may resolve deceptively down a half step (as
substitute dominant root motion demonstrates) to *tv- 7(bs):

P

77 —_. 7 )
/ ¥ - -y U
= T e E
- =705 4o
A 7( 9) 22 7 ‘-7
” : | .
=3 : ' . ‘ .
7‘ [N & 1 e . e T 3 - Ao g
P ZA =i e 1 e T el e
L [ ==

This most often occurs as a means of delaying the cadence to tonic. AN

y examination of the available tensions for *|V- 7(93) and comparing its
! available pitches to those available on the | chord shows that common
. melodic possibilities exist. Tmy?  Fer)
:l § Fira, 7 5" 7(33)
- = /:,f‘ —Z
’ 19—/
b oAby & L
3 == 32— _
As is the case with most -7(°S) chords (and all those seen so far), the
available tensions for.*1v-7(?S) aref 1 1 Jan
.~

Ll
[
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CHORD SCALES - OTHER MAJOR KEY CHORDS
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Though the diatonic |V chord usually uses a Lydian chord scale, there are
two instances in which an lonian scale is more appropriate.

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

x vy . — I pr
7 £ 7
,; C ¢ : &
{ﬂp 3 ""011 it = a9 ;:QJ‘UV{
‘Bj ‘..ﬁ_c?"/"":}g 190?{7‘— RESES 2 T
———
- =

2) If the intent is to have the listener expect the 1V chord to progress to

V-, the listener prefers to hear a |V lonian chord scale.

ey’ w7 z
/ Fmay 7 L F . C
[Ar\w - h‘ﬂ‘:’-'{')u‘ Lbhna-_gﬂv o) i
i\'_\}/i mwir)‘?nv— ‘a‘:} el ; ﬁi}nv 'Io
/ =
As a general rule, the above IV chord and the | chord are the only major key
chords which use an lonian chord scale. All other major chords in major
key use Lydian:
7 Dbma-ﬂ ; 7 Ebmj‘] l
= T — - P e = o i
e et
AT A7
bVimaj7 bviimaj7
by 7
g AmyT o 0O g
A_ - ﬂ'(‘? — rjﬁ_ﬂ. . B~ -
%n ]ﬂ() sl;l:’ e I8 & For B A
oo S —
y 7 #1773 ke e
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the following chord scales:

-7 Dorian
a7
Lt .
K'} : — T_ﬁ_‘g__a.___
Nt 0 ;10 L7 =
i 9 i

V-6 either Dorian or Melodic minor

i L
fz; ! o | revd A
S

J (_7 Iy

V-7 Dorian

i .
A T
e

v g it

11-7(P5) Locrian,
v7(P9) Mixolydian P9, =9, P13
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Other modal interchange chords borrowed from the parailel minor keys use

- V-7 Dorian
g F7 D
o t T i
oy P —
I 57 Iz
IV-(maj7) Melodic minor
/ F-é .
. : B T o
[ G p——
&)Ir’ rara el
’ 7 & 7 .
ll~7(b5) Locrian natural 8
7 D—;’ﬁf)
Td?ﬂ A . <
& e
/ [ ? " 513

[This is a more common use of
1-7¢05)]

g ‘ .-

A =1 ; gty i p 7

far.y T SR o S T SWsNTWE N A 1 - I

s ;;ﬂ“?uayu = LT A T aﬂ_‘:}ﬂ . ¥
e i 53 pq #N 33 - g /3

The above scales are appropriate when the modal interchange chord oCcurs

in a major key.
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11-7 chords which appear because of their —— 0rc.__.. relationship use a
Dorian scale: s

¢ L ot oo o om = = = = - ! |
T i Fatd ol
{A‘r’\ . ] T s S | : VY Ak Pa ST
(BT TV T A - e ; g e JT RO VAL LED Y -
A 2 7 1 : = L e warld o
o T d
J
mpb? ____ # >
4 ! C‘mdj
L
7 t= bl 9 n —
ey BEE T A5 N 211 7 ~T TohTrat T e, —timeiallili el
Ll

'IV—?(bS), like almost ail minor seventh (0s) chords, uses a Locrian chorg

scale:
—"'—7(55) -
7 f# .
A R e i il
FA =Y o
| AR ey  J
S 5'-_0 -
P H 53

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

(;ﬂﬁuﬁ)

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

~ c;f?
L - L7
%______..W—L——-—
pe)
LAY PR A )
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)
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Whole steps
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CHORD SCALES - MINOR KEYS

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

“options are generated for the chord scales for diatonic minor key chords.

However, DIATONIC CHORDS IN MINOR KEYS USE DIATON!C CHORD
SCALES. The criteria for avoid notes remain the same as in major keys
(with the exception of i-7 Dorian).

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

6 [-6
;7 ¢ ?
pa A e
- - e . ; P R ¥ S
2 ey Lo I N o A
i e &Y T e o -
E 74 g V7 'my/

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

Unlike the avoided 6th degree for a Ii-7 Dortan scale, Dorian minor does
allow for the use of tension 13 T T

————
/ -7 (’-7
J4
yA T il P
{7~ A o T i L._;.a_a.__
[ B D A——— B e
et i
2 4 /3 g Vs

The 1-(maj7) chord uses either a Melodic minor chord scale (ascending
version) or, less often, a Harmonic minor chord scale:

C"(MU / cnty7)
LU?"\ — Far. 73\ A__zn_'_g_ﬂ
=" ——— By TP S
rean s 4 Fur e d g
Te 9 y /3 ' e g //

L s
\\\\\\\\\

= -'—mwhw
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|t should be noted that though uncommon, it is occasionaity possibie to
find a Phrygian tonic minor chord scale.

/ c-7 /
A ;
e e

All other diatonic chords from minor tonalities have chord scales based on
the different tonic scales of those minor keys. Any non-chord tone a half
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 any“
diatonic chord.

All dominant chords similar in function to those found in major key harmony
(secondary dominants, substitute dominants, extended cominants, extended
substitute dominants, etc.) have chord scales which meet necessary criteria
for their construction: diatonic orientation = diatonic non-chord tones,
expected resolutions of down a perfect fifth = some form of Mixolydian
chord scale; expected resolutions of any root motion other then down a
perfect fifth = Lydian b7 Basically, if the root of a chord is diatonic, think
diatonic for chord scale construction; if the root of a chord {s non-diatonic,
the construction of the chord scale needs a logical lustification.
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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 chord in blues uses a2 Mixolydian *9 chord scale:

o7#9)
7 29
Aomc I S .4
(¥ Wi - =
ﬁ____rg_%ﬁv—-;d

. 43 y 5 7

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

17 (Mixolydian):
, %)

A 1
TP LI
1 AW =3 v A

_‘.f__.g__a_‘g_l

9 g

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

-7 (from minor key) Dorian: - 17 Lydian b'}, *9:

<774
g (-7 Y, (’7éf)
Fa¥ 48 =g -4 X
{rg!‘::l e —— <3 o ‘,’“:" <z :{‘! L - : f —— ‘J’-‘ el V‘:". —
I e eV P e -
g 1" /3 ) 53 Zy 3 27/

Doeand b L
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The 1V7 chord in blues uses a Mixolydian chord scale:

1

iF"“

M

A g

v

Nt

7 /3

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

scale:

, &7 7%

A = v <3 2 1 . - - ———y el vl
B . a— w[i = . P e

pi P /3 J 29 #9 /3

) 743 o At) -
A Lo \ - 2 2 1 = D
M : Po

¢ et btoteT—————
w ‘-’—-'l
/. g 5/3 / 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. V//Ii,
however, often takes a Mixolydian b9, *9, B 13 chord scale.

A 7@)

£X VXY= [ b

be  #9 5/3

N /2
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SUMMARY OF CHORD SCALE CONSTRUCTION CONSIDERATIONS

(The foilowing generalizations should be considered suggestfons and not
absolutes.)

HARMONIC AVOID NOTE CRITERIA:

Any note appearing in a chord scale which is a half step above a chord tene
should be avoided harmonically, except bg and 013 are availablie on dominant
chords.

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

Either the Sth or the D13th of 3 dominant chord should be avoided if 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 resclve down a perfect fifth takes a
Lydian P7 chord scale.

I'f a dominant chords chord scale ts some form of Mixolydian, the scale may
have added altered tensions.

Any dominant chord wih a non-diatonic root uses Lydian 97, any major chord
non-diatonically rooted uses a Lydian scale.

The only aiteration possible to Lydian D7 is ®9, If the expected chord of
resolution is major.

Dg and #9 may coexist in a Mixolydtan scaie except on a | chord in bilues or
on a Lydian 07, #9 scale.

-y
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For minor 7 chords, it's usually a good practice to use Dorian when in doubt!
Most minor seven () cnords use Locrian.

All suspended fourth chords use Mixolydian.

A wholetone scale is used for dominant chords with #3.

Most diminished seventh chords use a chord scale identical to one of the
secondary dominant (P9 scales.




HARMONY 3 52
5 MODULATION

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

from the original tonic reference to a new tonic reference. J
Tyl  SWTh-»I77 T NIm? ! apt IZ°

FmayT pLy) G_? 7 Fma)’ 5557&’/'7 5‘7(”) 8o
! e ST I N — T
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Tl T e o
T 7 : 7= — . 7 . -
A YO 77 ﬁ; Zrg? (T 1 g7 SUSLTTT T
‘ ; —_— FmafT Fr7 Brag7 D7
» i | ) ' t L | 'fq’ 44’-‘:-:’—-—_"
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lr“(} par sy - — . - DAY LA S S — i n — :
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y A“_L‘_h—o—o—:a‘:ﬂ—ﬁ—% = : :
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e T ———— —
P -7 7 :
A 45_7 CI'E; Logf7
3 Fmaj7
A .
3‘} r . - —r— =
T 1 I T T
3 - The above 16 measure tune contains a modulation from F major into Bb
4

major and returns to F major. Notice that typical of this type modulation,
the phrase in B may stand alone:

P St 7
SuYr ¢-7 P -
7
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£+7 . Bomay 7 l_____:
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However, B2 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 modulation and the intervatic

distance to the new Key. 7 )
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when modulations occur within tunes, it 1Is common practice to use

accidentals as opposed to changing key signatures.
the more closely the keys are

accidentais necessary in a modulation,

related and the more subtle the mogulation.

Generally, the less

The previous modulation

required only the use of one additional flat to accomptish the modulation
from F major (one flat) into BD major (two flats). Modulations to distantly

related keys are more obvious.

F‘? 5?‘7 F7 B‘bﬂ
Jj _” =G * ‘
[ 4 . r—— el -:‘}:\ P — . —
‘ — " W
e ===——==
} 7>
F#T P 37 £H#7 - g7 O
- = = : ——— S r—— e -
=1' - - ﬁ#—% 9%{7 i 1
- TE (e

The above modulation (up a half step) requires accidentals for all 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 modulating from F major into GP major:

F1 3b7
G47 Y204
—— i

ford )

Although written enharmonically in GD, the moduiation sounds like tonic 7

motion upward from F to F*.

GD requires 5 flats, but the listener

perceives the modulatiqn as going to F* (all pitches raised a half step

from F). - :
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DIRECT MODULATION

Modulations may occur directly frbm any diatonic chord. The most common
form of DIRECT modulation Is from the | chord, since the | chord
establishes a point of tonal finality.

Tmg 7 -7 7 vig—aI7 T T—
Frar G-7 4-7 7 G-7 c7
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when the harmony modulates, the metody may or may not modulate. For
example the melody may repeat while the chord progression modulates. As
seen above, however, when the melody modulates the harmonies must
modulate.

Tmg?  swbTlr L7 ¥’z m-r
By’ D”'ﬁL-LN 7 5
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The above example shows a modulation from the diatonic -7 chord
directly to the new key a minor 3rd higher. _DIRECT MODULATIONS FROM

DIATONIC CHORDS QTHER THAN | OR V USUALLY INVOLVE STEPWISE ROOT

MOTION, —

- . T ——




P1VOT CHORD MODULATIONS
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Chords which function in both the originai/primary key and in the new/
secondary key are PIVOT CHORDS. Their dual functions are indicated by
two analysis symbols; one in parentheses showing initial function, and one

justifying the function in the new Key:

(z-7)
; -7 Fmgy (G- -

, M = ¢ S B S
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As is the case for all chords requiring parenthetical analysis, the choice
of chord scale for a pivot chord is based on the chord's initial function.
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: - 7 Y& 777 -7
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The usual practice of determining chord scaies 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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DOMINANT CHORD MODULATIONS

Modulations from dominant chords, like other pivot chord modulations, may
exhibit dual function (deceptive resolution). Also, dominant chords which
resolve deceptively 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
allow for the following root mottion patterns to new keys:

DOWN A PERFECT 5TH:

V7 to Imaj7 @7 (ma7
o "
e :
&
DOWN A HALF STEP:
subV7 to Imaj7 G7 Ghmaf T
H— T
JI (}f H ﬂ_g_.b_igp—_
UP A WHOLE STEP:
by117 to Imaj7 G7 Amgl
¥ — T
P —= > T
DOWN A TRITONE:
7 Py 7
V7 tobyimajz - , ¢ . Dmy’
1' - IhDL}:l
Z o s =
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DOWN A MAJOR THIRD:

V7 to Pilimaj7

G7 ___Emy’
o =
B — E— e
- D_& ¥
UP A HALF STEP:
V7 to BVimaj7 GT Ay
/]L’ = !1:70 II;L:F";

Additionally, the expected diatontc chord of resclution for a secondary

dominant may deceptively change quality and become a chord functioning
in the new key:

V7/11 to new imaj7

A7 Drmaf7
o W
(D-7 expected)
_ 4 ,
V77113 tonew Imaj7 3 Ermg?
ot —o
. i
(E~7 expected) 4
V7/1V tonew Imaj7 T FmyT
(This may not sound like o, ¥ am— =
a modulation since 1V  — :

— =
is a diatonic maj7 chord)



S -

[P
[P

i

v Lk

et L

i

v

V7/V tonew imaj7

V7/V1 tonew Imaj’/

Therefore, ANY DOMINANT CHORD MAY RESOLVE DECEPTIVELY INTO
A NEW KEY. Though the other above patterns may occur, the root motion
from a dominant seventh will usually be either down 2 perfect fifth or

down g half step or up a step.
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D7 Gma) 7
F Y. —
w j‘_l_ _g -~
7 = T
{G7 expected)
£7 Amaj 7 .
o : pet.d -~

(2-7 expected)

---------------
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Extended dominant and extended substitute dominant motion (with or
without the related 11~7 chords) may eventually resuit in a modulation.

- 7(b3)
Torgy 7 (35 g - %) -~ —
o A O e R
F:r"’ S T : + : —
‘ Fo @ = '
SN sws¥ T g7 e
. , - L
¢ Fren) £maf7
= < e o~
The same example may be used to demonstrate modulation to a different
key by adding one or more dominant chords:
Im7 #E'?/bj) ’,--..* TR L -
Cmaj 7 Ff 745) 7 END ATE)T A by ST
- Fo—Fo = T
-y “--""_L - 7
o-7 F76%) &7 7= o T
(S I —— SDmgy7
= = = =

The previous transition from the original key into the new key can be seen
as a modulation, because all the dominant activity makes it difficult for
the listener to hear the original tonic-reference. This transitional type
~ modulation, though not very common in tunes, is an occasionally used

arranging device.






