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Name

~. 1. Name each major key signature.

MAT Review - Key Signatures

# | Ly
LT 1 1 D h 1 I
hs b | h V11D LLTT
£ Y bl VD YV DU b | b hs
o — —
2. Name each minor key signature.
7} §y
o) b
y 4 7Y T} Jh
v b1l it % LS
3.Write each major key signature on both staves.
D major Bk major E major Cb major

4. Write each minor key signature on both staves.

F minor

(
N E minor F# minor C minor
y 4%
[ fan )
ANV
o
I o
5. Each note is a scale degree in a different major key.
Name the key and write the correct key signature for each note.
Major Key:
_9 [ ¢ PO 5)_0 —
#ﬂ vy y 4 . O
A3V [ o) O DO
Q) bl
4 1 3 6 7 2 5
6. Each note is a scale degree in a different minor key.
Name the key and write the correct key signature for each note.
Minor Key:
( o) - . . - - - -
PI ’*M f O O ID O —
g e e B
b (] b
6 > ) 7 i6 4 3




Name MAT Review -
Chord Spelling

1. Identify these chords with a chord symbol;
include the inversion (e.g, G7/B) when appropriate.

h | 1 Hn ] bﬂ
A—ibo DI ¢3 #8 ka4 o© O
l\m 104 8 D < hiK ¢ ] ° .~ P
)

. O P bO
=) —4#8 b8 =S +8 8 b8
' VK ) "5 DO
_Q vy I b b # $
— " g, B e ho! ge :
AN3IV4 o} Tl ~ hen o
Q) ™ T P>
T 4B 158 9 4 8 g bbos

J—3 8 %o 8 —= gt oy 8
2. Notate the chords.

B- D- Ebo F GPbsus? E

0

p’ 4
{es
W

1y

Bsus? E-/B Db/Ab ce Bb- A/CH

6\.

I'o

A7 Dh.7 D#.7bs Go7 F#maj’ Bmaj’

0
-

[ fan
VUV

1y

F4/E CH-7bs Ebmaj’/D AR Flsus* Gmaj’/D

NP

L"h‘_«d



Name MAT Review - Chord Spelling

and Analysis
(' 1. Each example is in a different key. Using accidentals, correct the notes
\ so the chord voicing matches the chord symbol.
A7 F -7b5/Ch B7 Amaj7 Eb7/Bb Gmaj7/p
N 4t 0 L 4 u o
y o—_— 5ot i1 G ol i — 1 I —
H— —2 o0 - > Phrh—eo # —
J S : "
2. Correct the chord symbols so they match the written voicings in each key.
Incorrect: D -Tb5/Ab Bb-7 G/B D4 -7b5 G-7/D C#-7
Correct: Dbmaj7/Ab - - R -
| O It | o N s N «Q s L
AP i —a fte—§ % apta
H——0  — | i — —— i
[Y) . Ll "
3. Analyze the progression.
Label the function of each chord: T=tonic S=subdominant D=dominant
Put the roots in the bass.
Voice-lead the other three voices in the treble.
Imaj’
( Ebmaj7 -7 G-7 Abmaj7 -7 F-7 Bb7
_9 1 Iﬁ }
h | fdeNle | .
@ L) J \ 97 . q 3
D) z
< @
raY] 1
> i 41 I 3
L) J
What kind of cadence ends the phrase?
4. Provide a chord symbol for each roman numeral.
Write the bass line in half and whole notes.
Voice lead the 3rd, 5th, and 7th of each chord in the treble.
Imaj7 V7 VI-7 IVmaj7 1II-7 II-7 V7 Imaj7
Chord
symbols
At
[ fan ) j L 7
ANIV4
oJ

:ﬁ
«
\




Name

1. What is the harmonic function of:

Imaj7 II-7 II1-7

IVmaj7 \%/ VI-7

2. C-7 is diatonic to three different major keys. What are they?

3. For each example, write the key signature for the parallel minor key.

MAT Review

a) b) c)
fH 4 | R |
y 4% . ﬁ LD| . Jﬁl Jiy
£ ) hal v b
o 8

Imaginary Bar Line Review

Measures of 4/4 contain two primary The imaginary barline divides the measure
rhythmic stresses: on beat 1 and beat 3. in half as a reminder to show beat 3.
I
o) > > !

- 7 7 7 = )
| <. Y. VI 4 4 4 4 . 1
ANIY4 ] L

e) [
Do not "hide" beat 3 at the end of another note: Do not beam across the imaginary barline:
(1&2) (& 3) (&4) & \
P4 g —
£ AY ] i ]
° C ) U ° ; T
o

1. Correct the errors in rhythmic notation in this passage:

%n ) ) . - ===
)

Corrected
notation:

o)
7
y - )

| oo WA O]
V

\J

10



MAT Review
Name

In passages with 16th notes, each quarter note must be "visible".

1. Insert barlines and correct the errors in rhythmic notation in this passage:

Jiy Ly
(J L S~
: ol \t 1T { ,_ﬁi
1 hl
Incorrect: hﬁ N N’ N
etc.
P emm—
\d
o 1
Corrected:

2. Finish the harmonization of this melody with a "full jazz cadence"
Provide chord symbols and Roman numeral analysis for each chord.

R.N:
Chord
symbol:
|
1 b P — N
F . 1 y 2
1 / . € ° T o
Q) l ‘I o
} d e
'l: al|7 lh B
.4 b LV E
L) J i

3. Provide chord symbols and Roman numeral analysis for this phrase.

What kind of cadence ends the progression?

R.N: - S
Chord
symbol: —_— - -
o » — o
0 2 — ——®— —® —® :E:
bl r_ — r - - @ @ @
i

4. Add a diatonic tension above each voicing in the bass clef. (Do not use 11 on the maj7 or dom7 chords.)
Analyze the progression.

Dbmaj7 Gbmaj7 F-7 Bb-7 Eb7  Ab7 Dbmaj7
1 !) L A — \ \ H
& ! L s i i 4
Q) # N— ‘- - N— }
b8 s . J_irp é
7 b b"i‘ A V.4 = =4 | i |

11



Name MAT Review: Major and Minor Scales

1. Label the scale degrees and identify these major and minor scales. (
@.  Scale name: b. - Scale name:
] I Pa O bo
£ l hoO PO ~ 1
| by (0] V=7 l 1 b
&N DO v = | hoO O v
ANV | il',l Py O V=
¢ 1 2, etc. ho © VO
Scale name: Seal
C. d. cale name:
. m o O ﬂe | | bo bo be
6\ 4 [.Pay 0O ~ 1 | ho P L
hl O P O P2 B bl 1 b o P vV
—Z—fo —§e j PO
Scale name: Scale name:
e. f "
‘> | ] Pay 1y
o — o O o —© #HHF 7' s TS —
| oo WL O O ~ m T O O ~7
ANV O ~ O O ~F
oJ
Scale name: h Scale name:
: o
U O O s O O © o I
. s T Py [ © ) ~ E O [ § ] ~
ul O O O
U O ~ M
L * T
m
2. Write these major and natural minor scales.
Use accidentals; do not use key signatures. ( )
Label the scale degrees 1, 2,53, 3, etc.
A major D natural minor
y 4%
as
ANIV4
oJ
C# natural minor Db major
|
)
V4
3. Write each key signature, then write the scale.
Label the scale degrees 1, 2,53, 3, etc.
F major F minor
Yy 4%
as
VUV
o
C# major Bb minor
|4
o)
.4 \

12



Name Major Key - Available Diatonic Tensions

Below, you'll find each of the diatonic 7th chords of C major extended to the 13th.

Following the model of the Imaj7 chord, complete the following:

1) Identify the quality of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each diatonic chord. Label the notes as tensions or harmonic avoid tones.

Ex. Cmaj7
? o . o - ©
> e P =
[ fan ) —
<P = =
J S o ©- o

-
Maj9 P11 Majl3 Maj9o min9 Maj9

(@]

QQSSUD
)

] [ @) > 4
o - O S —
1 T9 3 S4 5 T13 7 1
1. D-7
# Q O O o O
[@ ) [@ )
D @) ©
e O O O O O
2§ :
[ £an ) — = > o (] ©
AND"4 — (@] Lot
Q) L) O b
Dorian scale: 1 b3 5 S6 b7 1
*NoT13 on II-7, see text.
2. E-7
% = o h=a o =
15 — ©
NV > > > > ¥
.) J A4 -y A 4 A 4

-=-
% < (@)
—> ©

@ = —~> L =
e N = b b
Phrygian scale: 1 3 5 7 1

13 continued on next page



Major Key - Available Diatonic Tensions

Name
3. Fmaj7
Py o o
_9 KX o o p— o Fal —_
y Al (@)
N [@®)
SV O (@) (@) (@)
[y}
o
= N
> (@) e
- O hatl
| Fan — (@] Lt
sV (@)
e
Lydian scale: 1 3 5 7 1
4. -<G=7.- o o
Q g o © — o h=a —
w - - - -y
)
-
o § o o
P — ) -
s = —> © B —
Y€ —©
)
Mixolydian scale: 1 3 5 b7 1
5. A-7
2 =——= ——=
AND"4 ©
v g o =~ = e ©
| Fan P O
A4 = —> e
s = — = =
Aeolian scale: 1 b3 5 b7 1
6. B-7(%5)
# 3 [® ] © (@] ©
(@) (@]
| Fan
SV <«
DEE 3 o o S 2 o ©
?i\ == (@) ©
SV > 0 hatl
Y & o i
Locrian scale: 1 b3 b5 b7 1
14



Name Chord Voicings - Creating Different
Voicings from Root Position

Using the example, realize each of the voicing types from the material of the root position chord.
The note given in the treble clef will be the highest note in each voicing.

Ex. Root Position Guide Tones 3-Way Close 4-Way Close 4-Way Close = 4-Way Close
Close 9 for1l 9 for 1
Cmaj7 13 for 5
5—] | |
= = = -
T z == F F
o—F
. [
1. G
7
SV (& [
Y )
7—HE i I i I
P2 5 = = =
2. g9
# ; I f }
1 1 1 1
B = = =
F—F i I |
72—+ = #- #- #i
h bl il hil hal
3. D’
=" | !
| FanY [Ty 1L al u'/‘
AN 74 1l Il
U T b
h=e
5\0 P-d174
= z 2 2 2 z
] | [ | |
4.  Bp7suss)
=/ | | — , |
[ Fan ) /12, D D ps = L=l
NV PV\ p= ]
Y bz
o1 t } I t t
il D 12 = l | ] | 1 | 1 | 1 |
7~ % be bel be bel be

15
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Name

Chord Voicings - Creating Different
Voicings from Root Position

Root Position Guide tones  3-Way Close 4-Way Close 4-Way Close
Close 9 for 1
5. DS
= | :
f ] }
| FanY oA~ [T 7 (o) 7z
SV ot e
o hy
—w2
—#% {
Xz = z -
6. B6
A | | — |
[ Fan) Lt o L. =1 o o A
AND 4 IT. T P~ A W P A oA
& ' ' '
C—1 = f f t t
il Pl I | 1 1
- — & & = =
Root Position  Guide tones 3-Way Close  3-Way Close 4-Way Close  4-Way Close
7. Close 9 forl 9 for 1
F
| | | | |
:/Q z I I I ! ]
(o (] 7 7 (] 7
(&
ra X
J O = I | | I 1
£ i I ] ] I
a [#4 (4 a [
8. E-
| | | | |
:t% = = = = = =
[ fan el el o \d <
NV
e
r— i | | | |
< < < <
9. A(Sus4)
=" | '
i i i i i
A% | — | (2] 7]
[Y) =
. |
il ve |
£ GI [, i 7

16



Name Secondary Dominants - Adjust Accidentals

Using accidentals, adjust the diatonic chord to become the secondary dominant indicated by the
Roman numeral analysis. Write a chord symbol for each voicing. Draw in an arrow for each
secondary dominant that resolves as expected.

70N

Ex: Imaj V7/VI VI- 1. Imaj7 V711 II-7

C E7 A- :;I;fols:

. #
I oL
i, Py
%‘—3 Q & * 2 £ 35
M= 8 ) (S
o) )
y 4 Z 1
O ki
z - ©-
2. Imaj7 V7/IV IVmaj7 3. Imaj6 VI-7 ViN V7
chord chord
symbols: symbols:

. - |
> o | — Z :
;i &< E o (Y, <
5 = P ana i :
4. 5. Imaj7 V7/VI VI-7

chord
symbols:
# H—
AN374 | = Q
[ 4 =~
hd l:| }7
7 51 O
vV
6. hond Imaj7 V711 II-7 7. Imaj V71V IVmaj
sy:l’lli)ols: :;1::013
oA |
I T/ 2
s 72 (@) o )
53 2 = : g
© At ©-
D E: Y
0 = 55 ©

continued on next page
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Name
hord viN V7 Imaj7
symbols:
P s
P IVhAE )
il O - Y I
D——H—c p= o) ..((3.
© = ~=-
L L
o) Bt
y_ AR W TN >
w1 ©
T
10 Ima; V7/VI VI-
chord
symbols:
g,
Pty
"5 8
o, P4
- o
L L
o)t
Z "I &
7
=
12 Imaj V71V v
chord
symbols
= |
D Z (o)
© z g
e -
O
14. VI-7 ViV \'%4
chord
symbols
Fx
i 18
FanY ° = [
\J - ﬁ? <
-]
5 l,. 5
< -

18

Secondary Dominants - Adjust Accidentals

9. Imaj7 V7/111 1III-7
chord
symbols:
% b+
B 1V
[ & an YWl 0 B 5Y
SV Vv = P
v < T =
'l:| }7 I\
7 h 1V
7D h
z = ©
11. Imaj; V7/11 1I-
chord
symbols
# 1 ID L |
h 1V
N1 h = ~ O
V v Pa
) =
)b H
Z K 1VrD
Db O
.6.
13. Imaj V7/111 II1-
chord
symbols:
p—
1 7 |
b1 I
QB : ﬁ ©
© = < B
":| |D
7 b1
v 1y >
L= = e
15. Imaj V7/VI VI-
chord
symbols
% R S
#oTE T ;
UL T |
[ 4 an Y LS [
%)V = % ey
s 8
ra XX, s —
Lt
L\




Name

Secondary Dominants -
Chords and Analysis

Identify the chords in each phrase with a standard chord symbol. Analyze the harmony.

N

Ex:Imaj V7/VI VI-
C E7 A-
[ Fan Y P2 (@)
€ 7o 1
=
r|ax
6-):
V4
(@)
2. Roman
°  numerals:
chord
symbols:
¥
oLl
b 1

T

o

N6

[y
kot
had P
N N ur
Kz @
4 Roman
°  numerals:
chord
symbols:
4 4, |
Ty Py
WINe, T~
AND"4 Sl X 1Y @ aed
) [ ad TO
. L
il o>
< 'UL et
6 Roman
numerals
chord
symbols
WER
"
[ a0 WL
i <
Z ¥ e
L U
O - IV
V4 1L >
1'[ -

19

1 Roman
° numerals:

chord

symbols:
# b

g

JXIXT
010

]
111 @]

Aw

(@]
(@]

\]
LN

i

bl NP2 I
7 B 1V I 77

vV T
7 Roman

numerals:

chord

symbols:

M/ (@)

2 = & p=
[ & an L < 1) =4
\i)y (o] . ©
o |
el CXW/J O
Z hH

|4

continued on next page



Secondary Dominants -

Name .
Chords and Analysis
&, Roman O. Roman
° numerals: numerals:
chord chord
symbols: symbols:
= b
1 7 b
B [V
[ fanY = Lh | (6N D b s
B4 %G L~ - v O 2= O
z - s =z Dy, R e =
e o 1
L hall NN
Z 'z Z b 1V
—5 O
K, =
10 Roman 11 Roman
*  numerals: * numerals:
chord chord
symbols: symbols:
4 /e
o 1 17 = =
i 2] Pac® ]
[ Fan Py | FanNd & 2| b4
L ‘)5 ~V N ‘?5
0y - RZ o D)
X -, R
hli X"} bl A/
y AR Z b -~ (@]
=3 Vv P
-©
12. Roman 13. Roman
numerals: °  numerals:
chord
chord symbols:
symbols:
| | 9 4
1 I b1 { o LT .
%4 L 4 ﬂf <
| o> [ & an WL
AND"4 | | 7] b4 N = — O
D)) (=4 = DY)
L
e 1 6N 1l
Yo D | o o LT
Z hH 1 VD) O y ARk (@)
V 17 b = = bl -
vV
Roman
R
14. n::::;ls: 15. numerals:
chord chord
symbols: symbols:
| ‘} 4,
7 o LT
1 L. | bl WP~ IV X
| o N/ ol V1o, P Fan Y L R 1 >
£ - ~ ©O_— ANS4 il X b
- 8 LY < o
L (2
o 1 X - 2 (@)
~ye e A LT
Z b1 Z 1l #L el
V1 "1 M Py
—t -©- " ~
-

20
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Name

Realize each secondary dominant and its goal chord. Write the root of each chord in the bass.
Voice lead the progression from the initial voicing maintaining the same number of voices in
each chord. Give a chord symbol for each chord in the phrase.

Secondary Dominants - Voiceleading

/—\ /“\‘
Ex: Imaj V7/IV v 1. hord Imaj7 V711 1I-7
C C7 F :y::lrbols:
A i
©z a3 @tz
bz g ) il
b
r|avy .
Vi P
O
o~ NN
2 Imaj7 V7/VI  VI-7 3. ViN - V7 Imaj6
chord chord
% s}l,mblols: symbols:
p25 Pty
0y, 0y, =
s 1T TaXx:
oo A
L J bl
S N
4. hond Imaj7 V7/1I1 II1-7 5. chord Imaj7 V7/VI VI-7
(s:yr(:xrbols symbols:
#
b =
&” (o *
Y] )
U
) 'l:uu.TT']'r
Z b 2 1
S b bl
. /\ /"\
6. hord Imaj7 V7/11  11-7 7. Imaj V7/IV IVmaj7
symbols: :;l:x(:lfols:
w P h1
(GEEET 2oy’ 22
oJ )
. 2 # o | L
%ﬁ#ﬁ = AR

continued on next page
21



Name

/—\’ /—\
8. Imaj7 VI-7 VI/V V7

chord

2 symbols:
“

4
0
v

VR
Imaj V7/VI VI-

) NN
12. Imaj7 VI-7 VI/V V7

chord

symbols: |

2

o

Je

\.,?

2T
14. Imaj V7/VI VI-

chord
symbols:

AR

> ei’ﬁb

YT

22

Secondary Dominants - Voiceleading

S
0. Imaj7 V7/1I1 III-7

. /—\L
11. Imaj V711 1I-

'

13. Imaj7  V7/IV IVmaj7

TN

15. Imaj7 V7  III-7

chord
symbols:

#
&

|
2

N>

NS
L v




Name Secondary Dominants
in Progressions

( 1. Secondary dominants are a perfect fifth above their diatonic targets.
‘ They come before their target.
Write a half note a fifth above each target note, "T".

a. b.
5\': r € iy 1
— —==) ft I
- O =) p—
Aisafifth above T T T b
the target D T
c. d.
i
4 1
“ Yo 1 D
4 PV! = — gg%: O
T o T
o T
2. Secondary dominants generally (except for V7/V) appear on a weak metrical stress:
at the end of a measure or the end of a 2-bar or 4-bar phrase.
Analyze this progression with Roman numerals and arrows:
’ Amaj7  EY B7 G Chmi7 A7 Dmaj7  B7
#ﬂm £ e —— 2 ] 2
:)V k= oll - — = :
\
E7 cy Fhmi’ pmaj7  E7 Amaj7

?ﬁ
A
)
M
(LI H
(]

3. This exercise contains all five secondary dominants.
Write the chord roots in the bass.
Voice lead the other three voices in the treble.

_ =" " N " N
Imaj7 VI 17 VIMI W7 VAV IVmaj7 VIV V7 VIVI VL7

Fmaj7

Il
1Y
v

-

N>

23




Name

1. Secondary dominants contain at least one chromatic tone.
Identify the chords and analyze the progression.
Roman
numerals:

Chord
symbols:

a

Secondary Dominants
in Progressions

'l } I I
I I 1 1 I
Y 4% Y ) 1 | i s
; 3 & . g 42
1 _‘O’_ _2. H e [~
oy #
)—¢ o
c = ©
(oS o ﬁg p hd
ANIY4 )24 )24 [ § )
o - = o
)
I: '. i
O O Py
[~
2. Analyze the progression and voice lead it starting with the given voicing:
Imaj7
Bbmaj7 G? Cu Dmi’ Ebmaj7
|
=
[ <0 WL A W7
ANV
o &
4 ]
A -5 D7  Gmi’ C7 F7




Name Secondary Dominants - Available Tensions in C Major

Below, you'll find each of the Secondary Dominant chords of C major extended to the 13th.
Following the model of the V7/IV chord, complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.

In chord scales that include Th9, add the diatonic #9 (spelled b3) as well.

V7/IV
Ex. 7

? -~ Py -©- Py -©-
[ o YL Py
AN"4 © ©
Y & o o - ©

Maj9 P11 Majl3 Maj9 min9 Maj9

iy
YT
0

(@ )

I £a» Wd = e —F% O

¢ S = >0 e —
1 T9 3 S4 5 T13 b7 1

VIV
1. p7
2—f = = = =
€« O
| & an YT u.(‘ 4y
by urs O O O O Tt

[@ ]

QQSBUD
0

1k I A — [© )
S o —= e
1 3 5 b7 1
V7/VI
2. FE’7
_9 S . “=- = - = =
F\ N — — L <>
(&3 > S P o #o —
Q) ¥ -y -y -y - bl
-©-
=
. S
| far W2 . P ©
SV & > P~ D
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Name Secondary Dominants - Available Tensions in C Major
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Name Secondary Dominants - Available Tensions

Below, you'll find Secondary Dominant chords in a variety of keys extended to the 13th.

Identify the 7th chord, its function (V7/?), and complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.

In chord scales that include Tb9, add the diatonic #9 (spelled b3) as well.
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Name Secondary Dominants - Available Tensions

Below, you'll find Secondary Dominant chords in a variety of keys extended to the 13th.

Identify the 7th chord, its function (V7/?), and complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.

In chord scales that include Tb9, add the diatonic #9 (spelled b3) as well.
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Name Secondary Dominants - Available Tensions

Below, you'll find Secondary Dominant chords in a variety of keys extended to the 13th.

Identify the 7th chord, its function (V7/?), and complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.
In chord scales that include Tb9, add the diatonic #9 (spelled b3) as well.
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Name Secondary Dominants - Available Tensions

Below, you'll find Secondary Dominant chords in a variety of keys extended to the 13th.

Identify the 7th chord, its function (V7/?), and complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.

In chord scales that include Tb9, add the diatonic #9 (spelled b3) as well.
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Secondary Dominants - Available Tensions
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Name

Secondary Dominants - Chord

Symbols and Analysis

Identify the chords in each phrase with a standard chord symbol giving the tensions in

parentheses. Analyze the harmony.

) 2T
Imaj7 V7/VI VI-7

(13
Cmaj7\9

) )

A-7(9)

o]0

R

\D e@iﬂf

2.

Roman
numerals:

chord
symbols:

2 eciﬁk

@0

00

N

e
TTTUR

-

Roman
numerals:

chord
symbols:

1
2%
v

ol

[ fan

AND"4

()

N
YT

0|00

o

Roman

numerals:

chord
symbols:

1 Roman
numerals:
chord
symbols:
‘> | L
'/ I
B ] |
v P
%B—V—ﬁi (@)
hé b Lo
' YOI
~ Y ¥
7 1
L J
©
3 Roman
numerals:
chord
symbols
|
1 7
12Y
| a0 L =
NV &) ~
[Y) o™
h o
| = |
bl U/ J
2% (@)
Vv -
5 Roman
° numerals:
chord
symbols:
4 (@)
ro P
[ & an L b4
w - L -«
D))
4 £ g
1L .. A 4
o
r—F
7. Roman
numerals:
chord
symbols:
b
1 7 b
h 1V 2 P
[ a0 L/ J ©
<V 1 I, O
e ] 4 -
« 1 1 (@)
*J D b
7 b 1V
V1) = [@ )

35

continued on next page



Name Secondary Dominants - Chord

Symbols and Analysis
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Name

Secondary Dominants - Voice

Leading and Analysis

Realize the chord symbols in each phrase. Use the initial voicing as a guide to the number of
voices. Voice lead the chord tones and tensions. Omit the 5th of each chord as necessary.
Analyze the harmony.
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Secondary Dominants - Voice

Name
Leading and Analysis
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Name

Secondary Dominants and Related II's -
Chord Symbols and Analysis

Identify each voicing with a chord symbol. Analyze the harmony.
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Name
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° numerals:

chord
symbols:

Secondary Dominants and Related II's -
Chord Symbols and Analysis
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Name

Secondary Dominants and Related II's -

Voice Leading and Analysis

Realize the chord symbols in each phrase. Use the initial voicing as a guide to the number of
voices. Voice lead the chord tones. Omit the 5th of each chord as necessary. Analyze the harmony.
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Name Secondary Dominants and Related II's -
Voice Leading and Analysis

8. Roman

Roman
numerals: .

numerals:

Emaj7  G¥-7 C¥7  FE7 B Bb-7  Eb7 Eb-7 Ab7

B
L

ki va v
N,

BT
_q_

P

- N 9] L [, =
ANDY4 v
[Y)
X ﬁ e 1 1
gt : Yprh
o V 1) b
-6- 14
10. Roman 11. Roman
numerals: * numerals:
Bmaj7 E#-7¢s) AY7  D#-7 Gbmaj7 F-7¢s) Bb?  Eb-7
_‘9 ﬁu#é ﬁ '!7 b1
P\ L O #LL P\ h [ Vi) -~
| & v YLD 1L o | & an WP 2
AN3 7/ T Y e~
e < )
-Pi' ﬁ e | 1
¥ LTV 55 P b
m— L7 2 >
Lul 4
R
12. Roman 13. nl?::rl;ls-
numerals: )
C E7 A D- Bbmaj7 F-7 Bb7  Ebmaj7
) '
7 . 5
G (&
0] [Y)
6): )b
V4 y 4 l;'\ =
14. Roman 15. Roman
numerals: * numerals:

Amaj7 pmaj7 F$-7B7 B-7 E7 C B-7 F7 A-

AN
Eupg
=

A
NS

. L
o dr 1L rax
hl - 37Nl D il )
Z U . V4
bl

42



Name Secondary Dominants and Related II's -
Voice Leading and Analysis

Realize the chord symbols in each phrase. Use the initial voicing as a guide to the number of
voices. Voice lead the chord tones and tensions. Omit the 5th and redundant root of each
chord as necessary. Analyze the harmony.
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° numerals:

Gmaj7(9) Ch-7¢5) F#7(b9) B-7

Secondary Dominants and Related II's -

Voice Leading and Analysis
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Name Extended Dominants - Voice Leading
and Analysis

p
\F‘
The phrases below contain an extended dominant string resolving to the tonic chord of the given key.

Realize the chord symbols with the number of voices specific to the first chord. Analyze the harmony.
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8. or2) gl¥) o) 7 (3) pymain(s)

Extended Dominants - Voice Leading
and Analysis
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Name

( 1. Voice lead the progression starting with the given voicing:
~ Roots in the bass
Four-part close in the treble.

Analyze the progression with Roman numerals and harmonic functions.

Analysis:
Dbmaj7 C7

F7 Bb7

Voice Leading Secondary
Dominants and Related II's

Eb7 Ab7
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g

4’ Functions: || (Tonic)

¢
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N

2. This is the same progression as #1.

Voice lead it as in the example: roots in the bass, other chord tones and tensions in the treble.

In voicings with two tensions, omit the 5th.

Dbmaj7(9,13) C7(#913)

F709,13) Bb7(9,13)

Eb709,13) Ab7(9,13)

(6]
P2 O )
- &

O

-
A\
@

| N
Db el 1
Vv \ 93 10

0

Abmi7(9) Db7(9,13) Gbmaj7(9,13)

Bbmi7(9) Eb7(9,13)

AbTsus4(9) Ab7(9,13)

0

2N
\o
A
Su
v-

47



Name

1. Provide chord symbols to match the analysis.

Voice lead the progression with roots in the bass
and the other three notes in the treble.

Voice Leading Secondary

Dominants and Related II's

A-7
L 1 L 1 L 1 L 1
|
4 e
[Y) E 2
O ]
e
Imaj7 (V7/VTD) IVmaj7 AIIJ V7 Imaj7
L 1
_9* 1 l)
fon—>
A3V
oJ
° |
75
2a. Create guide tone lines for the progression; keep the roots in the bass.
Label each note in the guide tone lines in relation to its chord.
Dmaj7  B.7 Gmaj7 E-7 Fi-7 B-7

=
j‘ s I £ )

&
q

@«

N
STy
®

48

Progression continues
on the next page...
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Name Voice Leading Secondary
Dominants and Related IT's

A7 D7 Gmaj7  Gmi6 Fi-7 B7 E-7 A7

2b. This is the same progression as exercise 2a.
Combine the two guide tones from 2a on the middle staff.
Add an available tension to the top staff, choosing tensions that move as smoothly as possible.
Label each note in relation to its chord.

Dmaj7 B-7 Gmaj7 E-7 F§-7 B-7
o 9
o 3
A7 D7 Gmaj7#11) Fi-7 B7 E-75 A7

a@t
== -

s

>

J
ﬁ e—g
e~
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Name Guide Tones and Tensions
on Extended Dominants

These are three versions of the bridge from "I Got Rhythm".
Continue the voice leading by substituting 9 for the root and 13 for the 5th of each chord.

a. D7 G’
(6]
Par § ) pPar )
M £ .. W \ WAL D7 ~
A3V ' O O
\___—/
C7 F7

D7sus4 D7 G7sus4 G7

C7sus4 Cc7 F7sus4 F7
4 1 ID
P
ANIV4
[I)
Add 9 to minor 7 chords; add 9 and 13 to dominant or 7sus4 chords:
c. A-7 D7 D-7 G’
g |
PY) I<5>

G-7 C7 C-7 F7

50



Name

Secondary Dominants

Using line #1 as a model, fill in the blanks with the appropriate
key signatures, chord symbols and Roman numerals.

KeY | o Sccondary | DitonicTarget | Simett | e
Dominant ord Dominant | Target Chord

1. C D’ G’ ViV V7
2. Bb7 11-7
3. D’ V71V
4. F-7 V7/11
5. E III-7
6. F V7/111
7. | F# D#7
8. E-7 VI-7
9. G7 V7/111
10.| A \%/A"
11. Bb7 IVmaj7
12.| B D#7
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Name Melodic Tensions on
Secondary Dominants
and Related II's

Write the chord symbols below the harmonic analysis.

Voice-lead the chords in the bass clef.

Put two tensions and two chord tones in each measure in the treble.
Order them so they create a pleasing melodic line.

7 N 7 N\

1. Imaj7 VIV v VI-7 VIV Visusd V7
Chord
.sy}r,r(z)bols: L 1
|
1
-
D) elc...
©
O

7 N

Tmaj7 I1-7 vim 1-7 \'d
5 L 1 | |
D
0y,
) 2
-l.. W o

N "

Imaj7 V7/VI VI’ IVmaj7 Visusd  V’ Imaj7
3.
4 |I7
{rs> D
ANIV4
DY)
O
o | [ 6]
- ,lo ll-\ DI [ ¢ )
L/ J
Imaj7 V711 -7 (v VIN V7 Imaj7
4 L~ ]
ANIV4
DY)
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Name Minor Key - Scales

A natural minor,
relative minor of C major: - PoY (3 S
o o d
1 2 b3 4 5 b6 b7
A harmonic minor;
A natural minor with a m g o
raised seventh degree: = — o O ©
o 1 2 3 4 5 b6 7
A melodic minor;
A natural minor with a raised -
sixth and seventh degree: o RO ﬁ °
o hod d
1 2 b3 4 5 6 7
These examples use an open key signature.
Write the scales using all necessary accidentals.
Bb natural minor B natural minor
[ an) | Ln IDO 7y Pas [ 6 )
AN3VJ ] bo O V=¥ ; o #O s
J bo o VO O ﬂo O "
Bb harmonic minor B harmonic minor
[ fan Y
A3V 4
Y}
Bb melodic minor B melodic minor
[ & an )
A3V 4
3,
C natural minor C# natural minor
| b
E-c o) o—0 —— ) < fo % — —
© O ﬁo HO @ n
C harmonic minor C# harmonic minor
C melodic minor C# melodic minor
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Name

Minor Key - Scales

These examples are written with a key signature.

Write the scales using ONLY the necessary accidentals.

D natural minor

Eb natural minor

|
2Y
v

)

[ fan ) O
ANV O O ~F
©

O

)

D harmonic minor

Eb harmonic minor

1 [lJ 'h |
7Y b 12D
Vv VD b
L4
D melodic minor Eb melodic minor
[
; D h
hy h V1D
D > D h
L4
E natural minor F natural minor
11
A
|V
D
E harmonic minor F harmonic minor
1
[N
T L
P
E melodic minor F melodic minor
[
A
T
v D
F# natural minor G natural minor
|
)
7Y
1’4
F# harmonic minor G harmonic minor
|
D
y
VvV
F# melodic minor G melodic minor
|
D
7Y
1’4
54

Continued on next page. ..




Name

L Write the key signature and the scales.

Use only the necessary accidentals.

G# natural minor

A natural minor

oS

ANIV4

oJ

G# harmonic minor

A harmonic minor

G# melodic minor

A melodic minor

Bb natural minor

B natural minor

7

Bb harmonic minor B harmonic minor
I L d

Bb melodic minor B melodic minor
, £l

C natural minor

C# natural minor

C harmonic minor

C# harmonic minor

C melodic minor

Ct# melodic minor

55
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Name Minor Key - Diatonic Tensions

Below, you'll find each of the diatonic 7th chords of C Aeolian source scale extended to the 13th.
The V7 chord has been included in this collection, leading tone added, to allow for the inclusion
of alldiatonic tensions (b9, #9, and b13). Following the model of the I-7 chord, complete the
following:1) Identify the quality of each of the extensions. 2)Identify the quality of the 9th
between each extension and its respective chord tone. 3) Transpose each extension down an
octave to complete the chord scale for each diatonic chord. Label the notes as tensions or
harmonic avoid tones.

Ex. (7
% | == —~ 'e' PaS -
1 7 Py - P ©
(> — — =
SV Py ©r
e = =~ = - -
Maj9 P11 minl3 Maj9o Maj9 min9
1-7
28
Ihul =y (@)
TNV D P ——_] r ] ~r
KQ‘jV - o * O © — ekt
1 T9 b3 T11 5 Sh6 b7 1
1.  pabs
_9 . 8] o o o o
¢ LDI (@) [@ ]
ry) O O O O O
I1I-7(b5)
= e
1 7 <>
'Mb }I <y L —
AN 4 (@)
Q) L O
1 b3 b5 by 1
2 Ebmaj7
;Q D S o o h=a ° o ©
fosP 1 p=y ©
<V Py P P > ~¥
v - 4 -y -y
bIIImaj7

57 continued on next page



(@)
b7

Minor Key - Diatonic Tensions
(@]

(@]

[© ]

(@)

(@)
b3

[@ )

Name
V-7
Ko X

| v AN/ )

NV

ol

Pa
>

ol||0

ol1|[0

(@)

b7

b7
continued on next page

[© )]

<«

(@)
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b3
Ec

(@ ]

(@]

-
-

G7
V7

~ AAA D~ AAA
J 1 Q1
OYYY > Y

)

0]
7

CY::

1~



Minor Key - Diatonic Tensions

Name

bo
(@)

[ @ ]
O

O
O

=
o
:
0
O BlE
E
S
5 9|[P
=
2
&
o
> o
g AP
=]
<
z
i3
Sy
o
4
m llcocecsee
@ X
N
—N
BL.N

(@)
o7

(@)
b5

[ o Wdlll/

AA

T

Abmaj7

1 7

Tr

bVIma;j7

[@ ]

A A

LN

[N

Tr

[@ ]

[ @ ]

(@]

[ @]

Bb7
73

1 7

[ an 1L

M

[ @ ]

[© ]

b7

1 7

!
7]

%
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Name Minor Key - Diatonic Tensions

Below, you'll find each of the most common diatonic 7th chords of the C Dorian source scale
extended to the 13th. Following the model of the I-7 chord, complete the following:

1) Identify the quality of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each diatonic chord. Label the notes as tensions or harmonic avoid tones.

. C.7
) e o be- o fe
] o> - M o> ~F N
s = = = S
D) - - -©- -~ e e

1-7
Q | g« >
5 = O
[ (an W/ p= M=
AN3Y4 — ©
D)) © - e
1 b3 5 b7 1
2. D-7
_9 . 8 o o o o
1 7 (@) (@]
Z\ h | L [}
| € an Wl ) AV L€y
ANSY 1 (@)
ry) (o] O O (o]
I1-7
. o
T/ ©
o M) A5, o —
NS4 u 5 st
ryj . O
1 b3 5 b7 1
3. ppmaj7
. h& o be- = ho o
T © J ©
o210 PN ©
NV > P > P ~F
v -y o - -
bIIImaj7
=
| €~
%. 0 J— p=y O
| . =
N on Yo/ — ©
AN = ©
v ) -y
1 3 5 7 1

60 continued on next page



Minor Key - Diatonic Tensions

Name

4. 1v7

F7
Ko R O ©O
9 { e X o © p— P O p—
LIII - <«
"1 U 15[ @ ]
NV 1 [@ ] (@] [@ ] (@ ]
[Y)
Ko
= -
1 12 [© ] S
b 1 L [@ ]

[ an W) B | 15[ @]

NV 1 (@ ]

[Y)

1 3 5 b7 1
5. A-7b5)

% | o o
17 > -~ P -~
12Y > ~7 > ~F

| v L/ ~F ~F
ANS" 4 3 S

R - £ e = = e <

VI-7(5)

=

NV _ 1 > 15[ @)

NV © -~

Y B = ©
1 b3 b5 b7 1

Below, you'll find each of the most common diatonic 7th chords of the melodic minor

source scale extended to the 13th. I-6 is also included. Complete the following:
1) Identify the quality of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each diatonic chord. Label the notes as tensions or harmonic avoid tones.

1.  c.maj
L be o he- o fe
W12 © e ' P=N © +
Y} <= = =~ = -=- © —
I-(maj7)
-©-
> 4‘Hc =2
o) © = © =
1 b3 5 7 1
continued on next page

61



Minor Key - Diatonic Tensions

Name

_6

=

1’[@ ]

(@ ]

fo

(@]

A D1

T7

Eb+maj7

3.

4l

o

¢

o

bIII+(maj7)

(@ ]

=~
Bis
2]

&~ D H

#5

el

dl

[ @)

15[ © ]

(@)

(@ )

(@ )

(@]

o )
Y A\

[ a0 Wl ) 2N

SV

Iv7

(@)

[ @]

5[ @]

(@)

L O

[ an YWl P BN |

AN/

b7
continued on next page

62



Name Minor Key - Diatonic Tensions

) s VI-7(5)

A-Tb5)
| o
T ——o——"
Y 8 he = e e <
1 ll -
S © 1O
[Y) h:g: hg ©- e
1 b3 b5 b7 1

Below, you'll find bIImaj7, the diatonic 7th chord from the Phrygian

source scale extended to the 13th. Complete the following:

1) Identify the quality of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each diatonic chord. Label the notes as tensions or harmonic avoid tones.

6. Dbmaj7
., ] o o o o
Ih”l (@ ] [@® ]
&NV _ 1D <«
ANI"4 | 1 | €
YY) P PO O O PO
bIImaj7
)
‘} l <y !
M ha
h | [ @ ] L
@ = "I | (@) —
[)) PO PO
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Name

Minor Key - Chord Symbols and Analysis

Provide a chord symbol for each of the voicings below. Indicate any tensions in parentheses.
Analyze the harmony of each phrase.
Refer to pp. 56-63 and 67-68 of the course text, then label the function of each chord.

Roman
numerals:

1 Chord
* symbols:

KSR
\\

()

€Yy

[@© ]

(@ ]

(@ ]

ok

0]

o)

0]

wo

ms
==

d¢o

\ed
R

0]

¢

e[v]e

s

0]

ﬁ 1 P |
b <) a
Y’ _¢€) <) =] (@)
SP—O < S ; (@)
D)) o F.e. O
L P
hdl OX > ~ P
l h -y -y
v
|
117 > Py
"0 ~ P P
- =4 -~ P4
!) -y 0 -
7 h o
Y A 4 n | -
°] (@ ) -
| Y| ) M~ [@® ]
V1
>
|
1.7 I
129 o> 1
| FanNd [ @ W Pat @] b 1
NV [@ ] — )
D)) 54 : 5
.
“ g )
Z b P
L > ~7 >
«r -y
I
112 b
h [V O <« = =
[ fav L) ] [@ )
~ 2 ©
-©-
- P
L] I 1 ~r e I -
hdll O/ CY I et
2z b |V 1
V1 O
O O

65
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Minor Key - Chord Symbols and Analysis
@

12Y
Ld

12}
Hh TV [J

A" D H

SV

1 7
h [ Vi
v_1J
7 b 1

"y D
Z b |V

rat

6 )°

h 1

2 b Vi)
|

—Jer D

e ]

(@ ]

(@]

symbols:
Function:
J KX TNL ]

Chord

Roman
numerals:

1Y)

- #

_9» g,
PEIVALE ]

_9 'ﬁu#ﬁ

Name

9.
11.

O

|

(@]

P
L &

p= o)
T #;z

L

[ ]

He

P @]
©

=

[2Y
Y

2 bh |V

hlil O - JTX
12

[ O an WAL

1 17

[ o V)]
\

[Y)
rax
v

|

66
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Name

Parallel Major and

D major

D Aeolian

D harmonic
minor

P

Minor Progressions

1. Voice-lead the seventh chords built on I, IV V and I in each of these scales.
Start the voicing of each phrase with the 3rd of the chord (F¥ or Ff) in the lead.
Use 3-way close voicing in the treble.

2. Label the chords with chord symbols and Roman numerals.

Roman
numeral:

Chord
symbol:

fESE

o
1

SEE

50 ‘ l

O O

Roman

numeral:
Chord

symbol:

¢

A\

"o

NG
ag
A1

¢
3

Roman

numeral:
Chord

symbol:

‘°¢@§3u>
BT
0

N
BT

0

Suggested supplemental activities: 1. record each phrase
2. solfege the root motion
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Parallel Major and

Name Minor Key Progressions
1) In the middle staff, create guide tone lines for chords built on the roots provided.
2) Label each chord with a chord symbol, Roman numeral and harmonic function.
3) Put the available tensions for each chord in the top staff, one after another.
E major: |

Roman numeral: Imaj7

Chord symbol: ~ Emaj7

Tensions s :
Function:  Tonic
Guide s © >
tones 4
o
etc...
Roots = 5 — o
© 2 —
©
E Aeolian:
Tensions |HAs—IE :
ANV
e
G.T. —: :
ANV
e
. s 5
Z ° o> .
= € —

E harmonic minor:

Tensions — :
A3V
[Y)
e
G.T. . :
[Y)
: = - S :
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Parallel Major and Minor Progressions:
Harmonic Function and Voice Leading

The root motion is similar in these short phrases.

1) In the treble clef, voice-lead the 3rd, 5th, and 7th of chords built on the roots provided.
2) Label each chord with a chord symbol, Roman numeral and harmonic function: T, S, or D.

Roman numerals:
Chord symbols:

5

(6 )
< Harmonic 8

’ Functions:

0

.

D Aeolian:

Roman numerals:
Chord symbols:

o)

aﬁf
o

< Harmonic
’ Functions:

¥

)

0

D minor (harmonic):

Roman numerals:
Chord symbols:

0

v}
bsY § )

ik ® ]
[ @ ]

i

Harmonic

’ Functions:

0

o)

D minor (harmonic/melodic mix):

Roman numerals:
Chord symbols:

)

e— I
X
eue

Harmonic
Functions:

%f

0
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Name

A natural minor

Minor Key -

Other Source Scales

o

the diatonic minor scale: A3h) o (o)
J S o © -
1 b3 4 5 b6 b7
A Dorian
natural minor with a (e oy Py
raised sixth degree: o 5 o o © e
1 b3 4 5 6 b7
A Phrygian
natural minor with a y . —
lowered second degree: - o P2 O =
— o
o
1 b3 4 5 b6 b7
These examples use an open key signature.
Write the scales using all necessary accidentals.
A Bb natural minor B natural minor
[ fan Y | lhn [T} o>
ANV | oy V7 O 4O ~F
Y, b'(j o PO i O ﬁe O hd m
Bb Dorian B Dorian
Bb Phrygian B Phrygian
[an
sV
)
C natural minor C# natural minor
bo o
| VXS] v 14 O [ §) ~F
hey O ~F
o O V< ﬁ—o——”-D—O—HLg
C Dorian C# Dorian
C Phrygian C# Phrygian




Name

These examples are written with a key signature.

Minor Key -

Other Source Scales

Write the scales using ONLY the necessary accidentals.

D natural minor

L Pa L | lb
Py O ~F L
o ALY 4
D Dorian Eb Dorian
|
T T
b | L/ J
[ an ML > D
ANIY P
D Phrygian Eb Phrygian
o) |
1 1 Db 1
7Y n I V1D
v Vv D h
Vv

E natural minor

| I
1D b
| TN L
) J
E Dorian F Dorian
|-
172 b
B 1P
o
E Phrygian F Phrygian
|
A
h |V
v D
F# natural minor G natural minor
L-I"
F# Dorian G Dorian
b
P
F# Phrygian G Phrygian
b
=

71




Name Minor Key -
Other Source Scales

Minor key progressions may contain II-7 or IV7 as subdominant chords.

They are derived from the parallel Dorian.

In each key, notate II-7b5, II-7, IV-7 and IV7.
Provide a chord symbol for each chord.

/""\
\ W

I1-7 [1-7b5 v-7 v7
a.
l
;E b =) [~]
| f an WL P =Y [~) e
SEES e S
b.
#ﬁ = 7] <
[ an ) - (7] [~] L=/
5 “ = -
C.
‘% | -
[ ~ [~] =
[2) P [~] [~ 7
| < YL ~ () (7] e
A1V e
)
d.
At
- I
v
[ fan T =) (]
ANV 4 P & (7] Ao
[3) z & < @
e.
P (7]
_qG | P ~ () el
e | D - - (7] e e
y 4 b | €2 e e
P
P
“Feo &l Py &
y 4 o =Y =) (] et
il ~ -~ (] bt el
a A4 A4
g.
_q- 1
e Db - [~]
V4 » LY - ~ & Al
- VD ~ =Y (7] e e
a A\~ 4 A4
h

ﬁ

E=d

™

\

]

)

\

]
N\
Q
)
Q
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Minor Key -
Name Other Source Scales

Minor key progressions may contain blImaj7 as a subdominant chord.
blImaj7 is derived from the parallel Phrygian.

Using accidentals as necessary, notate b[Imaj7 and II-7b5 in each key.
Provide a chord symbol for both chords.

blimaj7 ~ II-7b5

[ fan ) =) [~)
ANIV4 ) 7 <
e =z < ) (4
‘> |y
A
b 17
(6 " Db - [~)
ANIV4 v P 77 =4
14
[I) z & & @
C.
| o
d =Y [~) et
b - 77 L=
| £ <0 WL =Y (7] [~ b
ANIV.4 =
-~ [~ et
ANAV4 =Y (] e
5 = Z z @
e.
P (7]
_ql I Py & e
e 1D =Y ~ (7] A
y4 | &7 e e
VD
i)
n
;i. auﬂ ~ (7]
V4 b | - 77 <
had Py - (7] b
17} < <
_QL |
e |1 Db = 7]
y4 B |V - (7] <
L) J =) - (] e
(] 14 <
iy
0 =)
M - z &
iy — 7 <
LU =Y & (7] e
&
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Name Minor Key - Chord Symbols and Analysis

Provide a chord symbol for each of the voicings below. Indicate any tensions in parentheses.
Analyze the harmony of each phrase.

Refer to pp. 64-65 of the course text, then label the function of each chord: T, S, or D.

Roman
numerals:
1 Chord 2
° symbols: .
|
1 P |
[. h -V
[ fan WA W3 oy ) L iy [ Fan LK © ) 7 & ) (@)
AN374 1 74 5] . LIP=N Q] AN374 <y 12y S : [ @ ]
ALY N T C R U= Y] e o O
z < G
Function:
. . 1
e £° 1 hdl X1 > P2 >
7 s, = h 7 H © I ©
7 v [ @) L =
|
vy 1 17 > 4 = [, >
ik 1 A p= oy b © ©
[ & an WA = # 174 (@) [ an Ll ) BP= = P
AN3"4 p-] p= - AN3 74 LD 7 K
Q) . o 0 .) A -«
, . . ] e ) 2 h ho
X - 2V - 2} I 1 hdl LYW/ 17y
y A | 1 = 7 =N Z Hh 1O L (@)
T [ I

O
o

g6
; )
&
N

=
i
\

I\
%0
B
ool
oo]s

ﬁ'@a iqﬁe

)& ; DI = 7 H —
. , 1 )y © 5 ©
7 t I 7 b i 1
I = S 77 71 2) Py
< —1 © o B =
K,
8.
f |
il p= P h p= p=
74 s (@) 2y R @ ) (@)
(s — = p= ] ; = | an Wt/
ANSY Y o o y= Q ANSY4 (e} (@)
) b 1 7 et D))
M - PN P P
s 1L - = h=d R O >
hll X DA 18 Ml W SY
Z 1l 7 h 1V M ]
> O O = g O

75 continued on next page
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Minor Key - Chord Symbols and Analysis

P

[ o Y L

12Y
129

2
.

1 12

A=

hll XMV ]
) DX N

raY]

XX

14.

[(© ]
(@]

b= )

& ~

P&

71

fe-

76

[,

e

1
(@]

(@ ]

#

X 2
4 8,
P 3TN aE

numerals:

Roman
symbols:

Name
Q. Chord
N an WL

Function:
[ fan WL
- O - 2 Y
hadll XN

11.
o
15.

|

TH 1TH
- LN
Ei.N . N
9 a
e
™
ol
\ T
A u . N
\
D L
xS
\
[\ QL
-
(\E
.-hl
(/\'\




Name Minor Key - Voice Leading and Analysis

Using the initial voicing as a guide, voice lead the chord tones and tensions.
3— Omit the 5th of a chord if necessary.
Analyze the harmony.

Example:

Roman 16 VI7(5) 1-7¢5) VI 16

Chord 6 _7(b5) 7 (b 5 ) 6
symbols:  A(9) FhI69 - BIOD BTG, ) A8(9) L B ¢ A B E
o
% $ #
{2~ C A=y Py e ) L2 # A= (5 —&
ANSY4 PN ] 1 SO 1 I T, S | =< ® ) H—
[y} "S- = 7 " ) e
. .*I
O i OF 2 @ )
7 7
(e Y [e)
HO L

B-6(9) pmaj7 CH-7( b5)F#7(ll:'93) B-6(9)

2. C-7 Ebmaj7 D7 G7 Cc-7 3.
# 1 }I Y
| 2N © 1L Ne)
o2 G e
o = )] o
( b )it
A" g h 1 [® ] g "1l P
v 1 bl -~
4.  F-@dd9) Abmaj7 Bp-(add9)C7  F. > F#-7(9) D#-765)  Gi.7(bs) CH#7(+9) F4-6
% [ o &
117 b # LT
h |V <€) b 1 <«
l\(vn" 7 © l(l'\ bl Q)
.) -y
M X
)b+ o) g
Z 5 —
O O
6 .
D-6 B-7b5)  Bpmaj7 A7 D6 7. Ct- E F§- G§ Ct-
s 1.
—7? £ 59:?#’:: o
[ 7 an N | & o Y L >
NV [@ ] SV 2%
Y o Y) ©
M )
) —— 6 ) 5
{ VA P‘-’n b y 4 '# = O

continued on next page
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Minor Key - Voice Leading and Analysis

Name
Roman
numerals:
Chord
symbols: 9. ]
8 G7  Bmaj7  Epmaj7 D7(9) G7 Brs  Gab9  cabs FltE) ph-main
% 1 !I # 1 !I lh
| Fan Il"‘ o Pl." I Vl ’ nn
o 8 it
SN | - ORI I
hdll CXWY] hdll CXE) Y
Z b 7 h 1V, <>
vV . V ) ¥
\ -4 14
10. B- Dmaj7 Gmaj7  Fi7 B- 11. Eg-7 Gmaj7  Ff.7b5) B7 E-7
p o4
WL o~ p-d
e :
[ v YW LS4 Fan) o>
NV (@) SV s
[Y) e O
X ra XX
hdl TN ) OX ]
y Ak P S
M <
-

12. (Im) . .
A-6(9) F4705) D6 E\bg) A-Maj7)(g) Ct- Emaj? Ft- G  Ct-

13,

4 Aty
o
[y

Y 4\ > (@]
| O an W o>
SV Tl ~(Y 5
o8
Ll
0 o 11
el O hll X -VNF-J
J g "1l = <€)
(@) b
14. . ) 15. . (bls
C-7 Ebmaj7  Apmay7? G7 C- F-6(9) D-1b5 Dbmaji(9) C7\be) F-6
#. b ﬁ bt
Hh | o h [V )
SV D NV D )
SV © SV RS2
DY) ) qo
o | ey 1 1
P 1 N1 D hH
J K | [©) h [V
v 1) vV 1)
O
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Name

Minor Key - Voice Leading and Analysis

(” " Using the initial voicing as a guide, voice lead the chord tones and tensions.
X Keep roots in the bass; omit the 5th of a chord as necessary.

Analyze the harmony.
Example:
Roman v 7 11-7 bIlImajr II-7 II-7¢5) PIImsi7 1-6 Roman
numerals: IIIma]7 *5) maj7 numerals:
Chord . . .
symbols: A-7 B-7 Cmaj7l B.7 B-7b5) Bpmajl A6 1. E- Fmy7 E- A- P E-
; ! —
S o—+4 h -5 HD—
i m . . "S- D)
o = < =
. I } t } X,
N g° | 1 | i 1 hll LXK © )
F = = =i | 2= y A
7 A = A Ve (@)
b13!
2. D-7 G’ D7 G’ E-7 A7 D-7 3 C#-7(9) pmaj7(9)CH-(9) DE-7(>3) G#7(b9) CH#-6(9)
= bt
b i
D DT O
v < Dy, 8|8°
0 o O,
e hdll X -3VN1K ]
4 I'V\ y 4 1'[_}. ’H <)y

G-7 A7 Bpmaj7 7 A7 DI9)G7

(bls) . )
5. F-7(9) G765 C7\bo)ppmajr( 9)Gpmajn(9) F-7(9)

ﬁ 1 !l L
h [V
D Z H-2
) ) S
-©-
o 1 f o 1 1
e 1) I hdl DX/ RN
2 bh | L2 b 1V
v =i L4/ ]
< O
6. B7 E’ B7 E C47069 Ff7 BI 7. C- Dbmajy C. FJ7 Dpmaj (C-
i =
MLl 1)
ik 1 h 1 (@)
[ & an WL V 17
NV AN3"4 P4
') Q) 4
x4 t e I
— el | —Je 7
) 2 "1l AN (@]
w7 L )
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Minor Key - Voice Leading and Analysis

Name
Roman
numerals:
8 : 9. b13 ) .
* A7 BJ Cmaj7 B.7 B7bS ETbo) A- G-7(9) A-7635 D7\bo JEbMaj7(9)AbMaj(9) G-7(9)
|
é s
$H—< <Y
[ ry) K3
o)~ )b
7 i ———
10.
B7  Cma7 B7 E7 F¥  B- 1. g7(9)  pmaji(9)B-7(9)Cmajl(9) B(v9) E-7(9)

# #
- I o
et ’ Pay
T €y | an e
ANS"4 SV [ @ 2
) (84 o O
XX .
o Ll hll LX)
7 1S Y
T[ D
-©-

12
) ) . 13. )
F#-7(9) D§-7(b5) Dmaj7 Gmaj(9) F#.7(9) Bb- Dbmaj7  Gb Ab B
#ﬁu# % 1 !I b
s s 5©
S g — 8
=
yLb
)i+ > T/
Z 1l 7 h 1V, >
bl O vV 1 b ~F

F4-7 G#-7 AmajTB7  GH#-7 C#7(») F§-6

‘} | 4

1 o LLTT

Z\. bh | o ¥
NV 10 - a7 o,
DREE- 3 DR 3

. Lb

o 1 o g 1l
~Je 1 D hll K Z7Nul |
y AT Z 1 1
v D il 1
—1 o

=
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Major and Minor Key

Name
Parallel Progressions
(_. For each 8-bar progression:
1. Harmonize the bass line using diatonic seventh chords. The last chord is always B’.
2. Alternate as specified between root position and inversions.
3. Voice lead the 3rd, 5th, and 7th of each chord on the treble staff.
4. Name and analyze each chord.
Rom. Num: Imaj7 111-7/5
Chord: Emaj7 Gt.7/Dt
e =
e [ @ and
e ©
E major 91! Root position Inverted Root position Inverted
DERES 5
‘ e 9 ) o
B7
[ oo YO L O
ANIV4
( \1° Root position Inverted Root position Root position
Jry
DENE — =
© O
Rom. Num:
Chord:
[ fan ) <>
SYy—©O
)Y
E minor <’ 1 Root position Inverted Root position Inverted
%ﬂ Py
y AR ~ [ ] ©
B7
[ o)
ANIV4
D)
) > Root position Inverted Root position Root position
(= =
[ © ) O ~
© O
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Name Major and Minor Key
Parallel Progressions

This progression uses an "expanded" minor scale: Aeolian plus raised sixth and seventh.

Rom. Num:

g

E minor { Root position Inverted Root position Inverted

ESOg O Bn (M
, M 'v \;v

S

pa
e

B7

Root position Inverted Root pos. Inverted Root pos.  Root pos.

7t
5@)
oy

L
(>
1

0
)
/-s\

Why did you choose the inversions you did?

How would the phrases change if you made different choices?
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Minor Key Harmonic Functions

Name
Minor key tonic chords are: I-,1-7, I-maj7, I-6. Alternate tonic is b[llmaj7 or VI-7b5.
Subdominant is IV-7. Alternate subdominant chords are bVImaj7 or II-7b5 .
Dominant is V7.

1. Create 6 different 4-bar phrases using the chords and functions specified.

2. Voice lead them: 4-way close in the treble, roots in the bass.

3. Provide a chord symbol for each chord.

Subdominant or
I-7 Alternate alternate V7
tonic subdominant
Chord
symbols: - -
)
Subdominant or
I-7 Alternate alternate V7
Chord tomc subdominant
-
symbols: - -
[ fan )
ANIV4
Subdominant or
I_6 Altemate alternate V7
tonic subdominant

Chord
symbols: _ -

83
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Name Minor Key Harmonic Functions
I-6 Alternate Subdominant or V7
tonic alternate
Chord subdominant
OT
symbols:
| £ an Y
ANV 4
e
_maj7 Alternate Subdominant or
I J tonic alternate V7
subdominant
Chord
symbols:
[ an ) :
N~V
D)
[- maj7 Alternate Subdominant or V7
tonic alternate
Chord subdominant
symbols:
ANV
ZIFQ
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Name Minor Key - Tensions on Secondary Dominants

Below, you'll find each of the Secondary Dominant chords of C minor extended to the 13th.
Following the model of the V7/IV chord, complete the following:

1) Identify the interval of each of the extensions. 2)Identify the quality of the 9th between each
extension and its respective chord tone. 3) Transpose each extension down an octave to complete
the chord scale for each secondary dominant. Label the notes as tensions or harmonic avoid tones.

In chord scales that include Tb9, add the diatonic #9 (spelled b3) as well.

V71V (b9)
Ex. (7
% e =« | o © . - bo
E4—b PO — Pbe —
| o 1L P
%)y H—« - © - - © %

Maj9 P11 Majl3 Maj9o min9 Maj9

N
Y-

N\

o)

[ @ ]

l‘y 9. A T I 0“ [@ )
) H« - o T VO i EE

1 Tbo T49 3 S4 5 Th13 b7 1
ViV
1. o7
$ | 3 o — o —
Ih"l LII 4« <)
l(\'\ vV _1J |8 7Y LL <y
‘;y l%.. O O O O #(‘

L
1)
T

0

£ 1 7
| N | | ] (@]
| a4
ANS"4
() "

[0 EVs] 1L LI
Wl IS ) 1
L O b
1 3 5 b7 1
V7/V1

2 Eb7
Q - S o = o h=

1.7 | =Y -~ )

| 2N | L >

ANV Py -~
Ty © © © © —
)

(@ ]

Pay
o

3%
W‘:_
Nt
Y,
TT
o}
YT

0]

ef
-0

3 5 b7 1
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Name Minor Key - Tensions on Secondary Dominants
3 V7/11
A7
%—,,, ' — © — o
[ fan} P—— © — o : — —
o ﬁtﬁ:S: e e e e re T
b
[ 4 (‘\ b b N o> 1
) ﬁﬁ: : = fo 5o
1 3 5 b7 1
4. V7ML
Bb?
ﬁ | ) O O
1 7 <« O
{es> D © —
A3 "4 (@)
D) Es2 o o o o ©
="
1 7
{21 (@) ©
SV (@)
J 8 o o
3 5 b7 1

While Th9 on VAIII is optional, its use helps to distinguish the function of this chord from that of bVII7.

5.  V7/bII (P9)

Bb7
‘> | e O (@)
1 J 1 I (@) | (@]
h I 1) 1P1®)] €Y
XNV 1D
SV O <«
) LS 2 o o o o
I Yy
ﬁ 1 7T
h 1 17 —
| Fan WAl ] (@) -~
A3 <5 o
[ B o ,
3 5 7 1
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Name

Minor Key - Secondary Dominant Analysis

F The following minor key phrases contain secondary dominants.
Identify the chords in each phrase with a chord symbol.
Analyze the harmony.
N 1. Roman
Ex: 16 Vi/PVI  bVI * numerals:
Cm6 Eb7 Ab :;l:lr:ols:
! L
% LDI L 1 # i\”l 'll" Le = =
D — He?— S D 4
[Y) = vo= ©- [Y) - <
B 3 B 22 = —
£ b }I < (@] ~ "l" ]T) -
L
2. 3.
% l. 1 \ )
1 Y. I'V\ 1 || | -
(5’ ¥ S G e e :
D " & o o5 e 2 Oy
e l: 1 e l: 1 }) E-’n 1 0 0
y 4 I;’\ S 7 ll-’n }) i-’\ I’A 10 0
4. 5.
%‘B vy T 44,
1 8] o> [T [ P
[ | ~ [ & an YR LA 0 19[o. =d P4
Q) & r; =) [ @ \;)V U, | &
0 — ﬁ
) Ryt o
© %
z
6 7.
—79 ! ;Q b
s Y é T (s = =
SV % 9| AND"4 LL 5
[ #ﬁ h< § (Y b o
rax . Of
=7 N dmia = ©
# 2 B

continued on next page
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Minor Key - Secondary Dominant Analysis

Name

Roman

numerals:

8.

chord

symbols:

|  av N

Y

|
12

[ & an Wl 2 2

LIV

v

myJ

SV
[Y)

2%
2
13.

Y 7
2 h [V
L) J

'Y

Yy J

Y

17

o ¥

rax
12.

i

(@]

15.

M OOF 20"

=&

(@]

(@]

1
1 I 1
Hh V1 )

1
“ 17 b 1
Z b V)

rax)

14.

ﬁ']
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Name

Minor Key - Voice Leading and Analysis
with Secondary Dominants

Using the initial voicing as a guide, voice lead the chord tones and tensions.
Omit the 5th of a chord if necessary.

Analyze the harmony.
Roman
Bxl6 VIWI VI ], Pumersl
C-6 Eb7 Ab %’fas: E-7 Cct Ft-7b5)  B7(b9)
% 1 !) o) Ln } II
(o b —8—h8 ﬁ—a\w Z
D) | ~ [y, o
b L
g b | y_ A
V1 (@)
2. 3
b 13
F- F7 Bb- G5 E-1b3 A7(;93) D7 (bg)
# 1 }) E-’\ 1 }I !
@ ll"‘ }) [ “I\'\y r" : N a :
[y Y, 42
e l: l }) Ih - ': 1 }) D .
y 4 l‘-'\ I[)V 'I l‘-,‘ O 0
4. 5.
Eb-6 Db7(b9) Gbmaj7 A-7 C7 Fmaj7

5_
N
AN

BS  GHb9  ChIbs) R D- D G-

N
v v
p==
N
Y

continued on next page
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Name

g0

chord

Roman
numerals:

symbols:

F$-6(9)

Di-7(b5)

G#b9 d«?)

Db7

Gb

12.

D7

B

N

P

o'ty

o7 ()

F-6

Minor Key - Voice Leading and Analysis
with Secondary Dominants

C

90

9.
E-7 D79 Gmaj7
S/E
.4
[ar
Q) - g
- #
I.'”
.6-
11.
Bs  onls) cor pold)
==
oL
i o ¥ 0 N
O— -7
> .
S5 i
i 15
13.
G#- B Emaj7
4 f
ol
fos——"1 o
SV T
e
XX -
—7 g
7 p=
15.
A- C7




Name Secondary Dominants
in Minor Key

1. Add accidentals so the written music matches the analysis.
) Name the newly altered chords with chord symbols.

Y YN

I-7 V7 \W/A% V7
Chord
symbols:
A K 3 8 8

b olo
‘J.

e
¢

Reduce the bass accompaniment part to chord symbols.
Analyze the progression.
Circle the non-chord tones in the melody; label them in relation to the accompanying chord.

| i ﬁl
> CF —
oJ ——

l j o
) bbe|a® * e s = = l
ht
b} . | i 1 [ a 0
’\m v D i |_i 1 & i

bk . lj b =

= e

:
X

NS

i
vl
e

Q
b
e
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Name

Minor Key Secondary Dominants

Using line #1 as a model, fill in the blanks with the appropriate
key signatures, chord symbols, and Roman numerals.

Chord Symbol | Diatonic Analysis of Analysis of
Key for Secondary Target Secondary Diatonic Target
Dominant Chord Dominant Chord
1. | C minor D7 G7 Vi1V V7
2. Bb7 \'%/
3. D’ Vi1V
4. F#.7 V7/1I
5. | Eminor bVImaj’
6. | Fminor V7/bVI
7. | Féminor |  D¥
8. E-7 IvV-7
9. G7 V711
10. | Aminor V7/V
11. Bb7 V-7
12. | Bminor c#
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Name Line Cliché

- 1. Create a descending line cliché through the voicings in this phrase.
{_, Label each chord with a chord symbol.

Chord
symbols:

e MnE
Y&
n

“Neo 1D r ¢
O

t?
Nt

2. Create a line cliché through the voicings in this phrase.
Ascend from the fifth, then descend from the major seventh.
Label each chord with a chord symbol.

Chord
symbols:

~+1

AN
.

Ay.y

LJLEN
g\
™
BN

N
™
N

3. Elaborate the harmony in the first two measures by creating a line cliché on the A major triad.
Starting with the G# in the lower voice, create a descending line in quarter notes in measure 1.
Starting with the Ej in the lower voice, create an ascending line in quarter notes in measure 2.
Label each note in the line cliché in relation to the A triad.

A Dmaj7  Egusq A
# |
o ;
Y € 1
J r I ~—~" ©
< Maj7
I .
° 11 |
‘ OO - JV\ L () A} N N—1 - 0
. ° 0 yA } O

4. Starting on F%, create a line cliché in quarter notes that descends then ascends.
Starting on F% in measure 3, create a line cliché in quarter notes that ascends then descends.

F B-

A M. ,A'*g

<C!_

( = =
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Name Minor Key - Analysis of Secondary
Dominants and Related II's

The following minor key phrases contain secondary dominants and related IIs.
Identify each voicing with a chord symbol. Analyze the harmony.

R
TN . AT m?::rr;ls:
Ex: I-6 V7hVIbVImaj7 V7 1. o
C-5  Bb-7 Eb7 \ i majr Grbe) symbols:
| | Abma)l GG symbols | .
# - I I ﬁ‘# I —1
Sy | I | s il 1D .
[ (o WA/ ISP = 0 [ far W I [ B W, .
NV | SV 4 [ 9]
) = o D)) pg“ﬁﬁ 3
> Gni | | . oy :
7 i | i . y_ASil D o 5
< 4
2. 3.
| | | | |
Y =  — =
& 18 L # :
—Z 7. ANS"Am (P 17 910" 4
[Y) | = N | m Y
] rax t
Mt W/ Ml N 1T 1 <
V4 Pl',\ — 7 y4 0 o - ‘ 0
" =

N
Nl

el
B
In

s

rax Y- ]
i D - . el OF° 2 | DN .
y 4 0 o, . y A . 7 0
p=
o . | l
wi I " T 0.2 Y I I
il 1D [ I D h 1V 1 = | D
[ . MR I3 PR I . [ a0 YW/ ) o h 121 17 D
o g = ol 2 I
L —t .6.
U .6. -8
-4 10 . il CXHI/ MY 1D -
y_ ARniar 1D A 7 7 K 1TVl p= [, .
i # rb
[

continued on next page
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Minor Key - Analysis of Secondary
Dominants and Related II's

Name

=

1

(@]

Roman
numerals:

hdl O/

11.

10.

)
-y
\
)
] N
™
SN N
BN LON
LN | N
- ™~
. SN
O°
S
) .
Iy i
\ N
TS
TN
Piviyg
P
k== ==
£33 g=d
X fe v 8
0 B
N

13.

12.

A\
R
TTTURRD
LN o
BN 14
.\ Jen
| N L™
- o
. N Jen
P B
Yy

15.

14.

17

[ O an
rax
~ Yy D
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Minor Key - Voice Leading and Analysis with

Name
Secondary Dominants and Related II's

The following minor key phrases contain secondary dominants and related IIs.
Voice lead each phrase and analyze the harmony.

Roman
' T .
Ex: 16 VIAVI  bVImaj7V7 .
C-6 Bb-7 Bb? - " chord - .
Abmaj7 G7(b9) symbols: D6 (G-7(9)C7( 9)Fmaj7(9 ) Epmaj7
/e ‘ g' ' ="
1 7 ') 2% s l =
- O | 7 =1 0 oW O]
'(\'\V 17 o[l Ao 7 ﬁ H' e ® TV . H' —~
ANS'4 4 1, ANSY4
D)) = D))
I
o [ hdl N
7 i iz 7 5
>y 77 p= 4
@
3.
E- BJ0S E79» A-  B- B-6 G765 CW@S’) F# ('LE‘)
4| ;? o
(oSO
ANS74 OO
[Y) = D))
i -,
y O3 il X 3T
7 Z 1 =
bl e
.6.

G- C-1b5) F1b9 Bb F Fi- E-7 A7 Dmaj7 Cf7(b13)

| 4 f
| Wb LT
G —+
> 4 bl
AN/ S SV
) (=4 D) =1
Ll
1 oo 11
 Ne 1) il OF Nl
7 bh J 1l
v = T

c7 AT D DI G E- B-70% 109 A6 B7('[,193)

gl
\
ﬁé.\'

{ 7] [ an p=
ANI"4 = AN3"4
e 1Y) "

- raXY.]
Y o]
7 Hol e

. J

<

continued on next page
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Name Minor Key - Voice Leading and Analysis with
Secondary Dominants and Related II's

Roman
numerals:
8. chord . 9. . .
symbols: A#-7(5) D#7(59) D§-7(b5) G§-7(b5) C4-(majn) F-7  Bb-7 Eb7 Abmaj7 Gpmaj?
“ f. | |
bl 117 b
l(\'\b 'IIV :
D))
PR
-.:ﬂuﬁa bH oY 0
- Lz N |V .
o vV 1’
10. G#- F#7 B7 Emaj7 D79 1 Bb-6 G- C7 (’},193) C-1b5) F7('i,‘93)
% . |
LTI 1 7 h
"Il Ml Wle h 7
[ & an YA 1L Wl | o LAY 121
AN "4 il AN3 "4 v 1.
D) y) [
e oramn o1
7 i I y . :
b 1L V 7 bh 121
bl ’d ul
12 13.
Eb- Bb-7 Eb7 Ab- Db E- AJ065 D1b9 G  Fmaj7
L ] i “ I
T O | — # 1
GIEa e O4—g
'l:| '[) L 1 q::E
2 h Vi) T
V 7 h
L4 -6-
14. 15.
CH-165) Fi7b9) Fi-705) B1b9) E-6 A-6 G-7 C%9) Fmaji(o)gpmaji(9)
= .
[ Fan) :u.
ANI"4 1L
Q) bl

e o)
| L l.
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Name

1. Analyze this chord progression.
Which minor source scale do the chords and melody suggest?

Analysis:

Fmaj7 Bb C

D-

Minor Key - Progressions for Analysis

1
f

N

TN

2. Harmonize this melody using chords that are diatonic to the F Aeolian scale.
Two chords per measure. Analyze the chord progression.

Roman
numerals:

chord
symbols:

‘> | ’
1 ¥ L" 1
V.

181

[© )

— ?_ [ F
o ==

&V 4o

)

[y}

3. For each chord voicing beow give a chord symbol and then analyze the progression.

Based on your impressions of each chord and the melody it accompanies,
what is the minor source scale of each chord? (choose only one source)

Roman
numerals:

chord
symbols:

-
™

N
)
[

;

e
AR
\]

Esy
\

k5

[
Rez
ofe
L

N
e
P
{
T

Iil]

{

Xy
\
\

minor
source
scale:




Name

Minor Key - Progressions for Analysis

1. For each chord voicing below, give a chord symbol and then analyze the progression.
Indicate the minor source scale of each chord, based on the chord and the melody it
accompanies. (choose only one source)

Analysis:
Chord
symbol:
I — — i T —f=
1 |
Pt P -
~T I F | 8

)
b
T
)

£y

)

)

)

I

0

)b e is——g g 1% ;'—Jq -
= =L F E=EE= Lo

2. For each chord voicing below, give a chord symbol, then analyze the progression.
Based on each chord and the melody it accompanies, indicate the minor source scale
of each chord. (choose only one source)

Analysis:

Chord

symbol:
R S W N EENNE N W N
: ' I — * o —— B

© | | | | | [ | K '
_#d 4 pd |id 4 |4 4l J hb 4 4

R 7 I E— 7 iy =4 1
e ¢

continued on next page
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Name Minor Key - Progressions for Analysis

continued from previous page

Analysis:
Chord
symbol:
TR N | | . A | N |
'H | 1) ] =I =l | } ‘: )] - 1T 5“
o oy ) o 2 @ 2 s = 4
.) lc ‘I.I']l'l Ol" -; ko u | O
. et g J = = #J- o
o 7 (o) - T
7" = I 7 - — o
! | 1 | 77 !
| | | |
Minor

3. For each chord voicing below, give a chord symbol, then analyze the progression.
Based on each chord and the melody it accompanies, indicate the minor source scale
of each chord. (choose only one source)

Analysis:
Chord
symbol:
;@.Rb i e ——4 | i — i X . | i | N
Vl | | | | .| I. l\l 1 I. }\" | i 1 I. t
SF—F [ T [ T r
I " N % R — P
e 2 z 7 - —— s
minor | | l I I' | '
scale:
i . e | i m— !
e e e 3
T T
e
2 ® (@)
B i e
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Name Minor Key - Progressions for Analysis

For each chord voicing below, give a chord symbol, then analyze the progression.
Based on each chord and the melody it accompanies, indicate the minor source scale
of each chord. (choose only one source)

e
FESs |F 18
| r_?’ )
T

=S8 -5

Ol

— ' — T e
3
-
e
|
:

0

%
A
R
)
\
|

minor
source
scale:

Analysis;

Chord
symbol:

\]I
]

—T8/[e_ —wn il
(
N n_—ﬂ
)
¢tlo

J - I
0 =]
e ! - o —o qo
= — —F= =
[ ; ! | -~
minor
source
scale:
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Name

1. Each measure is in a different major key.
Using accidentals, change the notated chords so they match the chord symbols.
Analyze each chord in its key.

Modal Interchange -
Parallel Major and Minor

ex: IV IV-
F F D- Db Cmaj’ C-7 Cc-7 C-7b5
) :l :l —r ¢ 2
' ) |
E- Eb C- Ch pmaj7 D-7 F-7 Fbmaj7
)ty 5% ﬁ | B

2. Analyze these G major phrases:

a)
Rom. Num:
Chord symbol:

b)

e

QS%__

(LN TR

Rewrite and analyze the previous phrases in the parallel Aeolian.

a)

Rom. Num:
Chord symbol:

b)

Vat

] )24 p= O
'm ~ - -y
A 5 O [§)
.J O

Harmonic

function:
3 = (=
& ©O & ©
<

|
104

1l
V 4% h
v

Harmonic
function:

) ]
1.

]
y4 b
vV

-~

Which chords have a different function in the parallel minor?

How did these changes affect the progression?

<

O
A4

[

¢
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Name

1. Voice lead and analyze this harmonic phrase.
Label each chord with its harmonic function.

Imaj7

Emaj7 CH-7
4t

Amaj7

B7

Chord Substitution
from Parallel Aeolian

Emaj7

N>

JThr 2 }
o J—

D———¢4

JJ 2

Harmonic .
function: Tonic

E=

2. The following phrases are based on the diatonic original above.

For each example, replace one chord from the original phrase with a chord from the parallel minor.

Voice lead and analyze each new phrase.

a) Emaj7 Amaj7 B7 Emaj7
H 4f, I i
A At}
H——4
[y Z
Harmonic
function:
u
s It L (o)
i
b) Emaj’ CH-7 B7 Emaj7
o) g, | —
P’ A AT |
Py} [
Harmonic
function:
u
)yt <
c) . . .
Emaj7 CH-7 Amaj7 Emaj7
H 44,
J I
Harmonic
function:
[0 )

SErD

What is the musical effect of each substitution?

Which is your favorite? Why?




Name Modal Interchange for
Dominant Preparation

1. Create three variations on the example using subdominant substitutions from the parallel Aeolian.
Rewrite the melody in the parallel Aeolian.
Analyze the harmony.
Label each melody note in relation to the accompanying chord.

Rom. num:
Ch. symbols: B |77 El’maj7
| )
# LDI r o ’§n
)o@ 7 i —
Py} y
r o — = o)
" B ©
| =3
Bb7 Ebmaj7 _ Bb7 Ebmaj7
b :
fes—> b
14
eJ
Co—
7T
L

2. Create four different phrases using a Tonic-Alternate Tonic-Subdominant-Dominant functional pattern.
Use Aeolian modal interchange for at least one chord in each variation.
Voice lead the chords in four-way close position in the bass.
Adjust the melody as necessary to fit the harmony

Rom. num:
a)
Ch. symbols: b )
] T
N3, 7 T ——
o
’ nﬁ I

d)
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Name

1. Voice lead and analyze this harmonic phrase.
Label each chord with its harmonic function: T, S, or D.

Modal Interchange -
Parallel Major and Minor

Ebmaj7 G-7 Abmaj7 C-7 Bb7
=
_@_"Lq
v &
H
function: T
Q 1 1
ﬁ. LDI i = O
Ll ] 1 = ©
= =

2. The following phrases are based on the diatonic original above.

For each example, replace one or more chords from the original phrase with chords from the parallel minor.

Use the bass line provided; add accidentals as necessary.

Voice lead and analyze each new phrase.

a) Ebmaj7 Bb?
H | . —
A ]
S
[y, Z
Harmonic
function:
ﬁ b : t
b 1 | 1 O
Ll ] 1 = ©
= &
b) Ebmaj7 Bb?
| N
52—
20—
) g
Harmonic
function:
ﬁ —— f
E— 3 s
=i <
c) .
Ebmaj7 Bb7?
H 1| \
A
H—>—4
[y) &
Harmonic
function:
—b—— f
o = =
=i &

What is the musical effect of each substitution?

Which is your favorite? Why?
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Name Modal Interchange -
Parallel Major and Minor

1. Voice lead and analyze this harmonic phrase.
Label each chord with its harmonic function: T, S, or D. (

111-7
F#-7 B -7 E-7 A7 Dmaj7

o

ANV
J Z
Harmonic

function: T

G

I 1
I 1
: J =

2. For each example, replace chords from the original phrase with chords from the parallel minor.
Root motion by fourths and by scale step are the most pleasing.
Voice lead and analyze each new phrase. Functions includeT, S, D, SDM and TM (tonic minor).

@) F4-7 - E-7 A7 pmaj’
N #
4 o
Yy 4% o
(o) bl
2
Harmonic
function:
e # }
O 'HIJ. I 1 1
—4— | Z o
<4 <
O
b) F#-7 A7 pmaj7

-

ho
hal

Harmonic
function:

4 Ol - J
N #L
y4 i
bl

(\NEE

¢
A7 Dmaj7

Lt =
B

S

Harmonic
function:

N
e
E=¥

[0 ]

What is the musical effect of each substitution?

Which is your favorite? Why?
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Name Subdominant Minor

Cadential Patterns
<. 1. Create three variations on the example using subdominant substitutions from the parallel Aeolian.
(_. Rewrite the melody in the parallel Aeolian.
‘ Analyze the harmony.
Label each melody note in relation to the accompanying chord.
Rom. num:
Ch. symbols: Cc7 Fmaj/
y 4% b F £ i ] [ )
I / I /
)
) P -
y 4 b A\ W]
=4 O
C7 Fmaj7 C7 Fmaj7

c@i’uo
BT

X

A\

2. Create four different phrases using a Tonic-Alternate Tonic-Subdominant-Dominant functional pattern.
Use Aeolian modal interchange for at least one chord in each variation.
Voice lead the accompanying chords using roots and guide tones. Adjust the melody as necessary to fit the harmony.

Rom. num:
Ch. symbols:
e o | >
[ a0 C—/ ] ]
ANYY
e
{ T Alt. T SD Dom
B B e
\ U7

Rom. num:

Ch. symbols:

a@st

H

107



Name

Subdominant Minor
Cadential Patterns

There are two common subdominant minor (SDM) cadential patterns: bVImaj7 bVII7 1, and IV-7 PVII7 L (

—

. Each example is in a different key.

For each, create a "VImaj7 bVII7 subdominant minor cadence to I.
Voice lead the examples: roots in the bass, 3,5, and 7 in the treble.

a) b) c)
0 & # |
o Pad T ' Py
y 4% )24 s O b | P24
[ an ) ~ bl O D )24
ANV O )24 -~
Q) o
o Lh
< Ol . | oy |
)¢ iy ) [0
oy B |
Pay T O vV D
©
d) e) f)
9 |1 I
17 b ANCY 'L O
y 4% b [ 7 O |- Y L] 7 Jiy ~F
| < WL O VD h (0] 1l [§)
N3 8 v < T <
D)) o
L
Q | I |
Yo 1D h A Y O
y4 h 1V | Y L] ~ iy o
VD [0 VD L\ m H ¥

2. Each example is in a different key.

For each, create a IV-7 PVII7 subdominant minor cadence to I.

Voice lead the examples.

a)

b)

0 Ly
o | ﬂ 1 Db
Y 4% 17 [0 ’ Py h 17 (¢
| £ . WL [ o) - " Dh [0
AN3V4 O (9] L O
Q) ~ O
O o 11
—Je | .1 AN O
y 4 h - b 1.7 b
v O VDh
0 - v
d) €) B
) 44 |
T J Jhl
y 4% 1l O b | O [0 )
[ an T O VD P24 bl Py
ANIV4 p24 e P24
Q) ¥ O o
s U L
e # 1 | ho
hdl OO - IV 1 O il
4 v § b | 1
bl O VD bl O

108

,/ﬁ ™



Name Modal Interchange -
Cadential Patterns

C/ 1. Using the functions indicated, alter the chords to create a better melody-harmony relationship
' and a subdominant minor cadence.
Analyze the new progression.

G S C S ¢

#’H r ) ] T ] I
1 1 1 1
D),

(Y
9
0

Tonic [..... Subdominant minor..... )
< nunor
, 12} hod 8
° | =Y [0}
Fheb— & § 2 8
-4 | T
2. Analyze these two-bar cadential patterns in A major.
Correct the notation and complete the voice leading in the treble staff.
Rom. num:
a) B-b5 E7 Amaj7 b) D-7 E7 Amaj7
Pt i
ﬁﬂ ﬁ'l’l
: H— -
( oJ
9
;L
Foy—i# i
i [ @] il [ 0 )
3. Analyze these two-bar cadential patterns in Bb major.
Correct the notation and complete the voice leading in the treble staff.
Rom. num:
c) Gbmaj7  F7 Bbmaj7 d)  Eb7 Ab7 Bbmaj7

Q@;’U:.
‘l‘e'_
NG
A\
-

N
$t
0
ot
0

( Among the four examples, which pattern is functionally different than the others?

How is it different?
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Name Modal Interchange to
Embellish Progressions

1. Complete each two-bar phrase with appropriate modal interchange chords.
Analyze each phrase.

TM = tonic minor
SDM = subdominant minor

Imaj7

Fmaj7 Bbmaj7 Fmaj7 Emaj7 B7 Emaj7
% L y  J J J s J J g g J J J g J J J g J J J g J J J
@ LAY A A A 4 y A A A 4 y A A A 4 T VAR A AR 4 VA AR A 4 y AR A A 4

™ SDM SDM SDM

2. Using modal interchange chords, create a progression with chromatic root motion.
Notate the chords and analyze the progression.
Label each treble note in relation to the harmony.
Name the modal source for each modal interchange chord.

IVmaj7
Bbmaj7
i b 9 [0
[ a0 WL
NV
D)
Modal
< source:
[ 5 .
'l: ] — 4 ;
I b b -4
= O

3. Analyze this eight-bar progression; include inversions, e.g, I/5.
Circle the modal interchange chords.
Name the modal source for each modal interchange chord.

I V73
G

- -

A

|
[ |
°5 z g

i =
A1

e |

Modal
source.

i
RSl
]
| L
ot

A= s
FVYS
LX)
Y
oeelo)

Modal
Source:
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Name Tensions on Modal

Interchange Chords
1. The diatonic chords in C major are written below.
P Using the Ionian, Aeolian, Phrygian, Mixolydian, or Dorian scales,
) build a modal interchange chord on the remaining scale degrees.
Label the chords with a Roman numeral and harmonic function: T, S, D, TM, SDM.
Imaj7 I1-7 -7 IVmaj7
Cmaj7 D -7 E-7 Fmaj7

— 2
R S = 2 = =%

BT
[\

Harmonic
function:
. g % g
&) 1 | L
') - bo o © Dz g 2
V7 VI-7 VII-7P5
G7 A-7 B-7b5
Z bz . se ez ﬁg
AN} 4 (7] < =4 H
e
( A
) 2 . . 5 ' 2
2 P Dz 1 P& Fre
a A4 A~ 4 —l

Tensions for major key chords come from their diatonic source: the Ionian scale.
Tensions for modal interchange chords come from their modal source: Aeolian, Phrygian, etc.
Please refer to pp. 104-110 in the Harmony 2 course text as you work on the following exercises.

Imaj7
Cmaj7(193 )

[ fan ) C [ @ an ) i’

AN3V4 € =

J o

< 9
- i =a >

5}: r ) i e}: T = [ =4

7 \ W7 1 17 | 1
( 104 5 v D b >
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Name Tensions on Modal
Interchange Chords

1. Provide a chord symbol and Roman numeral analysis for each chord.
Add two tensions in the treble to each voicing.
Voice lead the tensions.

#&-II 4 |
T Y > IV w—
xS —

oJ J °

\,‘ [ ]
A
ul
BT
N5 .
N
f—
[\
BT IwT
N
N
MM
o
\\]
)

)

q
\
q
?
Ah

N
N

\
x| N

Modal interchange chords can be used to harmonize melodies with chromatic pitches.

2. Complete the harmonization of this melody with two different subdominant minor modal interchange chords.

Rock
J-150
E E
_9 #u#ﬂ' — I p— g Al-ﬁ: — : —
1 ul O | |
Q) _ﬁr 7 { Al — .q‘

3. Complete the harmonization of this melody with a tonic minor and a subdominant minor modal interchange chord.

Ballad
J-100 i )
Amaj7 ™: pmaj’ SDM: _____
0y
, , = =2
Dj = g S S AT
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Name Tensions on Modal
Interchange Chords

1. Analyze each chord in the key of A major.
Add available tensions to each diatonic chord, and label them as in the example.
Choose modal interchange chords that are rooted on a similar scale degree to the diatonic chords.
Add appropriate tensions to each modal interchange chord and label them.

IVmaj7
Dmaj7
# |
il | e}

#

‘d g+

-

;%

g ——1F % |2
I

2. These are the common modal interchange chords in the key of G major.

a. Name and analyze each chord.

b. Name the modal source for each chord.

c. Write the source scale in the treble clef.

d. Label each note as a chord tone or tension.
e. Circle the harmonic avoid notes.

I1-7b5
A-7°5

#& | | o

[
D b7 1 b2 b3 TI1 b5 ThI3

Modal :
source: G Aeolian

b

=

A\

N1
X
XD

Su
[e

=
®

J
Py
]
v
N
o)
Py
QD
vy

113



Name Blues

Using seventh chords, create a basic I IV V blues progression.
Copy the melody into the second and third phrases,
adjusting it as necessary to agree with the chords.

b

\
\

A

'——‘]ﬁ o 5>

agi

N

[ a0 )

A

hR37 4

J

A

B

Create a jazz-blues progression that includes secondary dominants and related II-7's.
a. Insert the appropriate chords in each blank space,

b. Voice lead the chords starting from the voicing in measure 1.

c. Finish analyzing the progression by supplying a Roman numeral for each chord.

‘ /\
Analysis: 17 | |
Chords: G7
Q
S BT IR
U ) T -~y
/"\
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Name

Create a blues progression that uses the functions indicated.
Voice lead the chords in the bass using roots and both guide tones.

Add the available tensions in the treble; label each tension,

Blues

Complete the analysis.
17
Ab7
# 1 ID |h
h |V gdofle ~ §
[ <o WL 0 A2 10 =
ANIV O 13
¢ Rel S
. el. ec.
Subdominant Tonic -7 Dom.
raY | I 5 l)()
‘+|:IZ|_9' c :
vV D O
_9 [
) I"
(>
ANV
Q) . -
Subdominant Subdominant minor Tonic Rel. Sec.
modal interchange -7 Dom.
'l: 1 =7 |h
4 | 7Y L
L ) J
Bb-7
.4
ﬁ Lpl b 0
[ <o WL )
ANV 4
)
Dominant Extended dominants Extended dominants
) —b+ -
V4 B IV .
Ll ).
Create a medium tempo C minor blues progression.
Write an answering phrase to the melodic motif.
Complete the melody using repetition and variation.
Ca
_9 | —
1
Y 4% | ) reX 10 0 1
| £ WL 2 V2 10 N
ANV / -
J Subdominant Tonic
b
)
1
| £ .» WL ]
ANIV
¢ Subdominant Tonic
=
1
b 1 .
[ <o WL/ J e
A3V
¢ Subdominant Dominant Tonic Dominant
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Name

Blues

Create three different minor key cadential patterns for measures 9-10 of the form, one in each key:

D minor: | | I I-7 |l
G minor: | | I 1I-7 |l
E minor: | | | 1I-7 |l

Create a bebop style blues progression using diatonic chords, secondary dominants,
related II-7's, and subdominant minor modal interchange (SDM MI).

a) Analyze the progression.
b) Voice lead the chords with roots and both guide tones in the bass.

¢) Circle and label the available tensions that occur in the melody.

) "
[maj7 7N N
L | [ | L 1
Ebmaj7
D | —
p’ A 1 | | sl —~ \
h | rex 1o | y 2 [ 7] 1
{ey >0 U i - > e L <k
[I) o
3
o
£e 3
Y—br—pnl-o
h | A WA 10
v
"
) SDM I
Abmaj7 MI:
—9 |ID A 1 NG L
y 4% }I [ 7] [ 7] 1 & & | & [V [ 7] I\ -
I\‘? 1A Vi 1 Ji 7 IV 1 1 \—ll/ / ] >
o
° { O
e 1D
J |7y
D O
/‘\ /\
| L
SDM
9 | | e
ﬁ—j_‘ > . :
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o

Name Melody - Range and Motion

1. What is the overall range of this melody?

% i 1 | i |\ i 1| N
Y £ 1 A 1 1 1 [ Y 2
Mi‘f—“ e i ; Ttz &
) Eaa——
| lR 1 1 lR I —I 1 )
[ fan) 1 1T | 1 1T | PN
¢ s 0 = —
2 What is the overall range of this melody?
: ]’ ) 1I. I, i E 1 I' Y IP p g
1/ 1 L/ 1 L/ | V4 1 L/ 1 1/ 1 | h)
| 4 t 1 4 | 4 y |4 |4 Y |4 |
e e e e =
vV 12 1) | 1] 1 1) | L) 1 |] 1 [] 1 | =
Y ! 4 ! 1 4 ' r J r I
3. What is the overall range of this melody?
A
ﬁ , b e
; \ T = 1o —3 : :
D) i‘. = ;: r 4 I 'J‘. o
A | 1
ﬁ- ] A} I I N
& e e ‘ { > ¢
¢ I 1 B T
> ¢ 4 * .
4. What is the overall range of this melody?
1L i i
ot I N— NI '! —+— i N— N =
N ' 7 T ' 7 7
N N—
H Y  — N  — — Y  — X =
[ 4 (ﬂ il 1 l\, 1 I\, L | I | l\’ 1 I\,
< ~

continued on next page
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Name

Melody - Range and Motion

5. The intervallic motion in this melody is? A. conjunct B. disjunct

S==s

| =1 I I i | i 1 1
L}, T o T T — T T . S — 7 J
[ 4 (\'\V | 1 1 1 | 1 1 ’ ! }_—%‘I. I. ‘A
6. The intervallic motion in this melody is? A. conjunct B. disjunct
%‘ } o . o ! l;‘ 2 2
I : 1 : i ¢
be
e —0p __ T~ be _ e e _ | :
o a— E' i i' I » 1 i' 7 3
7. The intervallic motion in this melody is? A. conjunct B. disjunct
| | - I | Py | | | =
eSS S s ==
0y e~ T — T — ! ' i
2
e ———— I ———— | — ——— I —= P3
'%)"‘,, i' e —— i' R —— i' —— i’ €
8. The intervallic motion in this melody is? A. conjunct B. disjunct
o 4 ]
bl
e e — ——) =
S — e E— m— o — — S e I E—— -
Y] === — — 1 |
¢ f o 1
bl 1 | 1 | \
 —— e i I s e S B $
NV | |  S— | | | I | | | I | | 1 bl b
) — — ]
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Name Melody - Antecedent and Consequent
a8
X Transcribe the consequents to these famous antecedent phrases.
1. antecedent
b i i : i ; . i . i
I o = = = = P — i ' = -
o - = 2
Jin - gle bells, jin - gle bells, jin - gle all the way!
consequent
2
i
l\fv\'\l' 2
)
2 antecedent
'ﬁg I { ‘: 1 = J {I t
1 d d | d |
O R ! =
A - ma - zing  Grace, how  sweet the  sound.
consequent
)
R =
D
)
3. antecedent
R — — AL — T—
& o z i] ~ 7 = al .
Some - times I feel like a mo - ther - less child.
consequent
=
AN 74
[Y)
4. antecedent
|
T li: 4 1‘ - . - !
— | —
Oh,__ say can vyou see by the dawn's ear - ly light?
consequent
, 4
{ (>
% AN3"4
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Melody - Melody/Harmony Relationship

Name
1. Gmaj A-7 B-7 A7 Gmaj7 E-7 (Cmaj7 D7(sus4)
24
I | I— N 1 |
2 1 y 2 T ]
1 A e | PN - i |\
| I\, Al et . I\,
g e c 3 ¥ & ©
melody/harmony
relationship: 3 3 b3 5 b7
relation tokey  mMi mi fa la do
center:
E- B- Cmaj7 B-7 A7 D7(sus4) Gb
‘? H' R
- N T | } N
] 1] | | \ | 1 I 4 Y
— Nt S 3
L) B A = < =
melody/harmony v 2
relationship:
relation to key
center:
2. C-6 A-T(b3) Abmaj7  Dpmaj7 C-6 A-7(b3) D’ G7
| ‘ i X ! i N )
| T A =i | | F |
‘c T - - é. d ! } )
.) T — - 1
melody/harmony
relationship:
relation to key
center:
C-7 F7 Bb-7 Eb7 D-769 G’ C-
| N A ) T |
1y | I | | N
ﬁgﬁmﬁ: m o 0 LA I I 2 T y 2
_'—i_d_ > = b s[#0 &
AN3 "4 < | I i I @ & q ¢
)] bl I —
melody/harmony
rclationship:

relation to key
center:

3. Bbmaj7 Eb7 Bbmaj7 G-7 D7 Ch7
| 1 [— H-P ! ;
i N1 ] N 1 I I I I
e T s e e
. A _d Hv
[Y)
melody/harmony
relationship:
relation to key
center:
c.7 Ab7 D-7 G7 C-7bs) F7
| 4
} [ ) 1 1 >y - ] ' I 1 I .
P | e I I |!_|'_ 0 X I T V=K 0
‘@—“I_E‘_ﬁi b I V] T | I I T I I el V&
) } " i ¥ t t 4
melody/harmony
relationship:
relation to key
center: 120

continued on next page
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Name Melody - Melody/Harmony Relationship

A-7 D7 G-7 (ol
I K—K— K K—t f fr— I K—K— K K— }  —
SV 1 ] | 1 | ] 1 | | | 1 1T D] | 1] D] | | 1 |
D) o ¢ o ¢ o 4 & 4 o 4 o 4 o 4 4 4 & o o @
melody/harmony S~— S~—— S~— S~——
relationship:
relation to key
center:
A7 Abmaj7 G-7 Gbmaj7 F6
1 A N
| 29 i N A f N A f f f N f N Y
| an N | N N 1 N N I | I 1 | I N ] U PN
AN3"4 | 17 1T | | 1T 1 | | 1 I | | 1 . ~
DS o o 6 4 o o 4 o o6 4 4 4 4 S
N— N—
melody/harmony
relationship:
relation to key
center:
5. F4-6 D4-769) G769 ¥ Chbs) F7
! l; y 3 I 1 {fl y 2 .i i lk\ ] r
= = 2
ry) ~ ~= i
melody/harmony
relationship:
relation to key
center:
B-7 Amaj7 G#-73) c# Fi-6 DY G¥ c¥
| 1 —
e e T e
7] I — 11 I |
0y, Y i —— =
melody/harmony
relationship:
relation to key
center:
6 c7 F7 c7 G-7 c7
| ; | : N LN | 1 { || 1 : .
| I i i S
AND"4 L/ | | 1 Al L/ | | Al L/ 1 1 | A b
.) | 4 - ==l | 4 1 |4 o ==
melody/harmony 3 3 3
relationship:
relation to key
center:
F7 3 F7 Bb7 (o4 E769 A7
s o | Y PR 1 *_\
1 N | | 1 | I | | | 1 I | | | 1 1
| J [} A} ] 11 11 I I
7 (]
~— |
melody/harmony
relationship:
relation to key
center:

D’ G’ c’ A7 3 D7 G’
3
% e —— — = | %_
| < ey A T | 1 1L, .
&Y [ rS 7 | N I v 1 a. ?— ] ! -
I e == | W =
melody/harmony A 3
relationship:
relation to key 121

center:



Name Melody-Motivic Transformations

1. Copy the motive below and then write a diatonic sequence (DS) of it
starting on each note of the scale. The starting pitch of the motive is 0.
Each sequence then is numbered 1-6 and may appear in any octave.

Motive

) / 1 N
| N |

Motive 0 Diatonic Sequence 1 DS2 DS3

el

DS5 DS6

DS4
=

[ fan )
AN3Y4
[Y)

2. Copy the motive below and then create its diatonic inversion. Write a diatonic sequence
of the diatonic inversion (DI) starting on each note of the scale.

L1
LY
€
o
€

Motive 0 Diatonic Inversion 0 DIl DI2

i

ef

DI3 DI4 DI5 DI6

Sad

T

/N

continued on next page
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Name Melody-Motivic Transformations

3. Copy the motive below and then create its retrograde. Write a diatonic sequence
of the retrograde (R) starting on each note of the scale.

Motive
- J— pr——N—1
T T T
[Y)
Motive 0 Retrograde 0 R1 R2
e s s
[Y)

R4 R5 R6

py

&S
Y
e

4. Create the retrograde of the motive below. Invert the retrograde to create the Retrograde Inversion.
Write a diatonic sequence of the retrograde inversion (RI) starting on each note of the scale.

Motive Retrograde

N |
P | N 1
T | 1]
D

—

-

!

Retrograde Inversion 0 RI1 RI2 RI3

1
129
v

e@i!uo

RI4 RI5 RI6

B
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Name Melody-Composing with Motivic Transformation

In the example below, the motive in mm.1-2 has been transformed three times to complete the
rest of the eight measure phrase. In mm.3-4 the motive appears as Diatonic Sequence 6 (DS6).
In mm.5-6, Diatonic Sequence 5 (DS5) of the motive has been inverted (DI5). In mm.7-8 Dia-
tonic Sequence 6(DS6) has been retrograded (R6) and then inverted (RI6).

The starting pitch of the motive is 0.

Sequences are numbered consecutively DS1
1-6 but may be used in any octave. e | p— |
s atoni e —— —— ] J 3
DS - Diatonic Sequence j—i “ €
DI - Diatonic Inversion
- DS ]
EI - %?ti((’)é;:(ciii Inversion : } |
e e ¢
. | ——r— 1 T
Examp le: and so on...
Motive DS6
Cmaj7 Em’ Dm? Dbmaj7
i Ai; | i N 1 J— N
%‘_, - . -k t | = !
L 4 @ < € y A 5 €
) ~ ~ S—
DS5
Y, .
e e e s e e s o $
Y- 99— & 1o
DS6
T+ 1 — 1 ¥
e ——— —— — ¢
N—— [ 4 S ——
R6
S ] e 1
s 7= /i -—— T ———
\—___—_ S ——
DI5 RI6
Em’ Am? Dm? G7(sus4)
% o 7 f { — ¥ ¥ o — —1 {
1 .
[ £an I #1 3} #I > (,*I = rS rS = i_‘_ll | | ; .
S N— Te—— e

Complete each melody by transforming the motive according to the directions.

1. Motive DS6 R6
Gmaj7 Em’ Am’ D’ Bm’ Em’ Am’ D7
It [ ———— —
o | 1 1 ] N
i | ] 1 4 -
o IS
)
Motive DI4 RI6
Bm’ Em’ A7 D’ Gmaj E7 Am’ D7 GS

#
#

N

continued on next page
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Name Melody-Composing with Motivic Transformation

2. Motive DS1 R3 DS1
D Em G AT(sus4)
b
o —t— T _il
%_J_‘_‘ ~
DS2 DS1 ) DI3
Bm Em Gmaj7 A7(sus4)
¢ '
- 20 I
fos—1 = -
NV -
[
3. Motive DS3
Bbmaj7 Dm? Gm? Gbmaj7 E7(sus4)
1 }) ) | | I— |
[ Fan "." A } IRI I ‘I_ili
e =0
RO (transpose up one octave) DI (transpose up one octave)
Dm’ G’ Cm’ F7(sus4)

J

.

o

4. Motive DIl
Fmaj7 Am? Gm? C7(sus4)
| A |
1 I - =\, | [f) 5
@ 1 | 1
) | I
DIO DI2 (adjust intervals to agree with chords)
Dm? Bbmaj7 Dbmaj7 Gbmaj7

A\
.
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Melody - Composing with Motives

While most people don't compose songs by strict motivic development, learning the process for
generating a melody this way is important for all musicians. The human mind transforms
musical materials unconsciously, but bringing this process into our consciousness can help us to
develop techniques to keep our music fresh and to break through writer's block.

By writing out all of the standard transformations for a motive we can assemble a lot

of options for creating a melodic phrase—a kit of building blocks that will allow us to compose
more quickly than possible choosing one note at a time.

Motive 0 Diatonic Sequence 1 DS2 DS3
J— . \ S A r\
| | | 1 N | ol | | A | e~
P\ f° < | | | e 1] ] | e T | - = ey [o”)
- L £ i — ~~t" - ﬁ_i‘—F I
y) ~ i =
DS4 DS5 DS6
ﬁﬁ — = e — =
XD . i —1 NS B f—— —h J—
[ J I o 5 t/a ” o ~—
Diatonic Inversion 0 DI1 DI2
-0  — —  —— N——
g\ [ JA) | | e 1] | e U - | |
(9 7 ’l & ’: 7 > t i 7 VA d = P =l
v \/" N— —
DI3 DI4 DI5 DI6
== < = < N B— ! [ N —
>, / AY = = Vi A ] ] / 1] i
L/ | 1 d’ :I | d
ry) Y — V| .‘.\/,g. V¢
Retrograde 0 Rl R2
S J— N ) ﬁ A
ﬁ t ] N—< — = I i = —
O— " — . d—i  — &  — -
¥ ¢ —— —
R3 R4 R5 R6
# E =SS S S5 Ny
) =7 ! = = s ® v 2z , -
Retrograde Inversion 0 RI1 RI2 RI3
;Q : p— 1 — f f—— I f——
& — N T e g e
O~ 4 — = T
RI4 RI5 RI6
# | N —
— ~Z . —a = . 7
SV 1 ] | |} 1 I 1/
o | I _— 7 T — T
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Melody - Composing with Motives

Planning the Melody: Before writing a note we might choose a chord progression and draw a
contour over 8 bars. The choice of contour is arbitrary but since the motive moves up, in this
instance, so will our contour. The first four measures rises to create an antecedent phrase, the
second four measures will answer with the consequent. Visualizing the notes in the accompanying
chords will help to ensure that our melodic choices agree with the changes.

C F G(sus4)

D-

$ . o

' o=
% =4 f o

A- D- F G7
$— &
% =r§ —t1 g
Assembling the Melody: Here, transformations of the motive have been chosen from the previous

page for their reciprocal shapes. Over 8 measures they follow the contour up and then down. These
transformations have also been chosen because their pitches agree with the accompanying chords.

Cc D- F G(susd)
$ g N — e N
o ) 1 1 [ 1) | 7 == )] | v!al 7 | ‘ | ("I
Q) T— S —
UA 3 5 11 5 b3 9 1 3 9 3 1
RI5 RI3 DI1 DI6
A- D- F G’
— | f—— N — p—
> ci GI | ] & [ 1] | l; Ikl | }
b3 1 9 5 b3 11 9 3 1 13 b7 5

Editing the Melody: The regular repetition of material generated by the motive gives our melody
aesthetic unity, while a few judicious edits create a little bit more variety and surprise. The change
of interval in m.4 accomodates the secondary dominant E7. The change of rhythm creates an antici-
pation of the highest note. The delayed attack in m.5 adds drama to the C. The longer values

on beat 4 of both mm.5&6 promote a connected line and the added eighth note on the downbeat

of m.8 adds a little rhythmic drive to the half cadence at the end of the phrase.

rhythmic variation

C D- F G G/F E’
% K m— t N — K—pr=" —IN 1 K
%] A 1 1 7] TY ] < 1 7 g~
‘ve — - v' |
o] 2 ~ 3 4 !
harmonic variations have been added to create
more forward motion in the progression intervallic variation
A- D- C/E F G7
N P 1 [N AR § I '
% s ﬁ E ; —& (7 TY T I : i
— 0 —@
[y} 7 8 ~—

T
*1 f %/’/
rhythmic variations 127



Name Melody - Composing with Motives

Worite out all of the standard transformations for this motive to assemble your melodic tool Kkit. ( 4
1. Motive 0 Diatonic Sequence 1 DS2 DS3
f fr——1
=
S —
DS4 DS5 DS6
%
()
2. Diatonic Inversion 0 DI1 DI2
(s
ANI4
[Y)
DI3 DI4 DI5 DI6
f)
 Fan) ( )
£
)
—3;0 Retrograde 0 R1 R2
{es
ANI".4
)
;Q R3 R4 R5 R6
")
)
4. Retrograde Inversion 0  RI1 RI2 RI3
2
)
RI14 RI5 RI6

BN

continued on next page
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Name Melody - Composing with Motives

5. Planning the Melody: Draw a contour over this 8 bar chord progression. Think of it as two
4-bar phrases: antecedent and consequent. By visualizing the accompanying chords you can see
which notes will be structurally important to the melody that you construct.

C G A- F
s
% 3 £
E- A7 Abmaj7 G(sus4)
r
= &3 =
2 o

6. Assembling the Melody: Choose repetitions and transformations of the motive that follow the
contour that you have drawn and that agree (for the most part) with the changes of the chord pro-
gression. Try to vary the rhythm and direction by choosing different transformation types. Play and
sing your tune as you work on it. Technique coupled with musical intuition is a powerful team!

9 RR

C G A- F
% ————
&
S =
5 13 5

A-7 Abmaj7 G7(sus4)

E-

%

N34
[Y)

7. Editing the Melody: You might want to change a pitch or a rhythm slightly to make the tune flow
more easily. Shifting notes to the parallel Aeolian scale over the bVImaj7 chord will be necessary to
make the melody agree with the chord. Take care not to make a lot of drastic changes as this will
upset the balance of unity and variety. Play and sing your tune!

QQSSUD

E- A7 Abmaj7 G7(sus4)

e@i%
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Name Melody - Approach Tones

Each of the melodies below moves by disjunct motion or is static. Embellish the target tones

with approach tones as indicated in the directions. Give the melody/harmony relationship for
each target tone.

1. Embellish the melody with passing tones (PT) at the super-metrical rhythmic level.

Melody: Embellish melody:
Cmaj7 A7 D-7 G’ Cmaj7 A-7 D-7 G7
| I
[ fan W /RPN © S — 14 =
NI TS © p= S i & —
.) ~ l ©

2. Embellish the melody with passing tones (PT) at the metrical rhythmic level.

Cmaj7 A7 D-7 G7(sus4) Cmaj7 AT D-7 G7(sus4)
i&—i : : : ! :

| fan W A | ~ | I | > 1 |

ANSA. IP=| A ~ | o bl = I

[Y) = i < et e =L
3. Embellish the melody with passing tones (PT) at the sub-metrical rhythmic level.

C E- F G C E- F G

; — o

= !

>y
|
|

=t

TTTe

g
| 188
T

4. Embellish the melody with neighbor tones (NT) at the super-metrical rhythmic level.
Cmaj7 A-7 D-7 G7 Cmaj7 A7 D-7 G’

o)
0]
o)
0
QL
QL
QL

0]

e@iﬁ»
ol

5. Embellish the melody with neighbor tones (NT) at the metrical rhythmic level.

Cmaj7 A-7 D-7 G7(sus4) Cmaj7 A-7 D-7 G7(sus4)

e@iSJo

QL1
QL
O
(\IREE
| 108
| 108
Q!
QL

6. Embellish the melody with neighbor tones (N'T) at the sub-metrical rhythmic level.

_9 C E- F G C E- F G
T . . . o . . ®
SV ] I I | I
e | | | | [

continued on next page
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Name

Cmaj7

AT

D7

G7

Cmaj7

AT

Melody - Approach Tones

D-7

7. Embellish the melody with unprepared approach tones (UA) at the super-metrical rhythmic level.

G7

(@]

>
o

QQSSUD

QL

I()
1
I

)

(@ ]

L

8. Embellish the melody with unprepared approach tones (UA) at the metrical rhythmic level.

Cmaj7

A7

D-7

G7

Cmaj7

A-7

D-7

G7

O

eci!Ua

()
1
1
I

I
1
1
[~

T

T

9. Embellish the melody with unprepared approach tones (UA) at the sub-metrical rhythmic level.
F

C

E-

G

C

E-

F

G

@

T
T

o— £
I

10. Embellish the melody with double chromatic passing tones (DCPT) at the metrical rhythmic level.

Cmaj7 A7 D-7 G7 (Cmaj? A-7 D-7 G7
:t? i = 5 _ ! = = =
- = i = L T I =
[Y) I ' I [ ' I

11. Embellish the melody with double chromatic passing tones (DCPT)
at the sub-metrical rhythmic level.

C E- F G C E- F G
#—F—f r - bt 2 .
AN VAN | Il | 1 I
D I ' | |

12. Embellish the melody with indirect resolution tones (IR) at the metrical rhythmic level.

Cmaj7

AT

D-7

G7

Cmaj7

A7

G7

)
Q|

T

o

——

ef

T

=
~
|
I

D-7
I';
1

T

13. Embellish the melody with indirect resolution tones (IR) at the sub-metrical rhythmic level.

0

E-

F

G

C

E-

F

G

@

(O—

e@i!Uo

=
?

—

o
1
|

o
|
[
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Name

Analyze the melody/harmony relationship in the first measure of each exercise. Identify the
target tones, circle the approach notes and identify the approach tone pattern. In measure 2
rewrite the rhythm so that the second target tone is anticipated by an eighth note tied to the
note on the beat. In measure 3 rewrite the rhythm so that the target tone anticipates the next
silent beat. Analyze the melody/harmony relationship in both measures 2 and 3 and indicate

the anticipation.

Example:

Melody - Anticipation and Delayed Attack

Q
o
=]
-

E7

T
.
]

W e

PT b7

Fry
\EEERS

e%
Y
| 188

2. A F#7

F#7

A F#7

G
I

3. Gm® D’

Gm®

D7

TTe
-
\

C7

Dm7?5)

G7

Dm7(b3 G’

132
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Melody - Anticipation and Delayed Attack

G#m’ cy GH#m’ cy G#m?’ cH#
4 4,
e——
AND"4 | bl | I |
[ [ e '
7. Cms G’ Cm¢ G’ CmS G’
1 }7 ' (o]
& e
[Y) [
8. Dm? G’ Dm’ G7 Dm’ G7
A
A5 —
[Y)
9 Cm7b3) F7 Cm7b3) F7 Cm7b5) F7
1 [r— |
1 7 l‘V\ I I. { —
7
[Y)

Analyze the melody/harmony relationship in each exercise and then rewrite the rhythm so as
to delay the attack of the first target tone by one half beat. Analyze the melody/harmony re-
lationship of the rewritten exercise. Indicate the delayed attacks and anticipations.

Example: Selayed ant,
D’ G’ cs Dm’ | G’ | o
5? c—i } — = e m— I — -
9 b7 PT 6 9 b7 PT 6
1 Fm? Bb? Ebmaj7 Fm’ Bb? Ebmaj7
} [o) -
e
e e I
Am’ D7 Gmaj7 Am’ D’ Gmaj7




Name

Melody - Identifying Approach Tones

In the following tunes, identify the target tones and and analyze their melody/harmony
relationship. Circle the approach tones and identify the pattern (PT, NT, UA, DCPT, IR).

) E-7 A7 D’ G6
t i i =
%& - = P o >
A= ] | | ©
ry) |
2. F6 D’ G-7 C? Dbmaj7 Gbmaj7 Fmaj7
| | |
A = — D i i =
g i ﬁ_l!_ﬂ‘_w_ - -
| 7 &
3. pmaj7 Fi-7 Gmaj7 AT(sus4)
# [r— "
e | | I I | 1
A= e — a
wi“—l ————© o
B-7 E’ E7 A7 D6
'—9 gu. I Iﬁli - &
i |
4. Cmaj7 A7 D7 G’ Abmaj7 Dbmaj7 Cmaj7
ety e b,
H I i ! = I l | JEI | - D) E.F -
ry) - |

' 4 |

continued on next page
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Name

Melody - Identifying Approach Tones

The following phrases for analysis contain syncopated rhythms that result in both

anticipations and delayed attacks. Be sure to take this into consideration as you
identify the target notes in the melodies.

1. Fast Swing
Bb6 G7 Cc7 F7
i 1 [7" bF .
{es bu ™ r ® va oy '\b o ® I ?
D7 G7 Gbmaj7 F7
|
At % 2 z
| an W 1 1 i 7 7 ® 1 P
AND"4 T 1 1 I Y T 1 €
D) o : T
2. Slow Swing
F7 F-7 Bb7 Eb6 Abmaj7
#E!-IL[. [ I ] i{ ‘{‘1 o — I i & i\, E } dl—
)] A i \_/‘l -
-1(b5 7 7 -7 7
G165 C F F Bb Eb6
ﬁ LE IE! i . I ——
5 oy | 1 | L
%)v I 1 1 £ L - ‘I:i | # — 1 i
2. Bossa Nova
E- B’ 24 A A F#-7b5) 14 E-
& [—— | A T’ P — - \
P | | 1 —— I N | i | | 1 = ;
ﬁ‘:p';r_:p;dﬁ: e vy o o - — —
) S——— F——— ' ' s
Gmaj7 Cmaj7 Fmaj7 Fi-7(bs) B E-6
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