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MUSIC THEORY FOR MUSICIANS ANDP NORMAL PEOPLE BY TOBY W. RUSH

Altered Chords L

UP TO THIS POINT, ALL THE CHORDS WE'VE
BEEN TALKING ABOUT HAVE BEEN BUILT USING
ONLY THE NOTES IN THE CLURRENT KEY.

ESSENTIALLY, THIS MEANS
NO ACCIPENTALS, WITH THE
EXCEPTION OF THE RAISED SIXTH
AND SEVENTH SCALE DEGREES
IN MINOR, WHICH WE

CONSIDER TO BE NOW THAT WEVE COVERED ALL
(27) PART OF THE KEY. e@ THE POSSIBLE DIATONIC CHORPS IN
v 4 ‘\ TERTIAL HARMONY, IT'S TIME TO OPEN
P p\/ THE DOOR TO NOTES OUTSIPE THE KEY...

THESE "ALTERED CHORPS” ADD A
CERTAIN RICHNESS TO THE HARMONY
BY USING ONE OR MORE NOTES
THAT ARE NOT IN THE KEY SIGNATURE

WE'LL BE COVERING s AND THUS REQUIRE ACCIPENTALS.

SEVERAL CATEGORIES
OF ALTERED CHORDS,
EACH OF WHICH HAVE
THEIR OWN LINIQUE
RULES FOR LSE.

Secondary

NEAPOLITAN Subdominants

6 SECONDARY

DOMINANTS AUGMENTED

SIXTHS

BORROWED
CHORDS

HOWEVER, THERE ARE
A FEW THINGS THAT

> THEY ALL HAVE IN
COMMON/

 FIRST, EVERY ALTERED CHORD HAg To )

FIRST, EVERY ALTERED CHORD HAS TO

e LEAST ONE AcCImENTAL | SECOND, ALTERED CHORDS CAN BE EASILY LSED IN PLACE OF THEIR
THEN BY DEFINITION 1T A ! DIATONIC COUNTERPARTS. IN OTHER WORDS, YOU CAN ADD SOME PIZZAZZ
TO A COMPOSITION BY REPLACING A DIATONIC CHORE WITH AN
PIATONIC CHORPD! l ALTERED CHORD
THAT HAS THE i , ——
\ SAME ROOT. - 4 * 4 °
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HEP2——2—— || ceneraL avolD CROSS RELATIONS.
/ A CROSS RELATION OCCLRS WHEN A NOTE
A APPEARS WITH TWO PIFFERENT ACCIPENTALS
7z
I

ALTERED PIATONIC /

SN

IN TWO CONSECUTIVE CHORPS, IN TWO
DIFFERENT VOICES.-

4 J—

WITH FEW EXCEPTIONS, LASTLY, WHEN YOU LISE THESE CHORDS e

3 ALTERED CHORDS CAN LISE | IN PART-WRITING, YOU SHOULD, S i
) 1 THE SAME BASIC PO?T WHENEVER POSSIBLE, RESOLVE THE I
—p | MOVEMENTS THAT WENE A TERED TONES N THE DIRECTION J
b, 4
~
T

BEEN LISING. | OF THEIR ALTERATION.

-~ l: I
; \ LIKE THE DIATONIC SEVENTHS, SO IF A NOTE HAS A FLAT, TRY TO >
HOWEVER, THE COMMON ROOT RESOLVE IT POWN BY STEP OR BY LEAP.

SHOULD ONLY INCREASE TENSION... i Y

i
DONTTON?TOSV ilifgchgozﬂfgggAgropp | AND WE GENERALLY AVOID POLIBLING ALTERED NOTES,
i SINCE DOING €O WOLLD TEND TO CAUSE PARALLEL OCTAVES.

L)

|
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Borrowed Ghords

ALTERED CHORDS USE NOTES OUTSIPE
THE SCALE AS A MEANS OF ADDING A
PIFFERENT "COLOR” TO THE CHORPD.

HOW DOES A COMPOSER DECIPDE WHICH
ALTERED NOTES TO USE? IN A MAJOR KEY,

ONE POSSIBILITY IS LUSING NOTES AND CHORDS

FROM THE PARALLEL MINOR-

[ FOR EXAMPLE, THE FOLLOWING CHORDS ARE PIATONIC CHORDS N & MINOR: |
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WHY CALL THEM
THAT WHEN MAJOR
NEVER BRINGS
THEM BACK?

I11

VI

vii

HEY, MINOR!
I'LL HAVE THEM
BACK BY TUESDAY

THIS TIME, 1

BUT IF WE USE THEM IN A MAJOR KEY, THEY REQUIRE ACCIPENTALS AND ARE
THEREFORE ALTEREDP CHORPS. WE CALL THESE BORROWED CHORPS BECAUSE THEY
ARE BORROWED FROM THE PARALLEL MINOR-

PROMISE!
P | b*i*
7 ] 109 8
7\ | | h oy 1 €) | <) [\ 2
[ fan ) DY D L = 4 D¢y D¢ CIAS
ANV <) h &5 [ ) T
Py) O s PO
SOME THEORISTS C: ii° ii*’ bIII iv bVI vii®’

REFER TO THE USE
OF THESE CHORDS AS
MOPE MIXTLURE -

AND, IN FACT, THESE SIX CHORDS

ARE THE SIX MOST COMMONLY LISED

BORRKOWED CHORPS N THE COMMON
PRACTICE PERIOD. (ONE OF THEM, THE

BY COMPOSERS BEFORE
THE ROMANTIC ERA.)

ALL THE LUSUAL PART-WRITING RULES APPLY TO THESE
CHORDS. FOR EXAMPLE:

THE BORROWED SLIPERTONIC 1S A
PIMINISHED TRIALD, AND 1S THEREFORE
ALWAYS USED IN FIRST INVERSION.

»
11°

THE BORROWED SEVENTH CHORPS
CAN BE LISED IN ANY INVERSION, BUT THE
SEVENTH MUST BE APPROACHEDP

AND RESOLVED PROPERLY.

IT'S USUALLY BEST TO RESOLVE ALTERED
NOTES IN THE PIRECTION OF THEIR

ALTERATION, BUT DOING SO IN THE TWO
ALTERED ROOT CHORDS WON'T WORK.

bI11
bV 1

THE LEADING-TONE FLULLY DIMINISHED
SEVENTH 1S THE KING OF POMINANT
FLNCTION. DON'T EVEN THINK OF
RESOLVING IT TO ANYTHING BUT TONIC!

ce0/

MAJOR TRIAD ON THE LOWERED MEDIANT,
OR "FLAT THREE,” WAS NOT LISED MLICH

TWO OF THESE CHORDS,

THE "FLAT THREE” AND "FLAT SIX,”
HAVE ALTERED TONES AS ROOTS.
WE PLACE A FLILL-SIZEDP FLAT SYMBOL
BEFORE THE ROMAN NUMERAL ITSELF
TO INDICATE THIS ALTERED ROOT-

WAIT... WHYZ SINCE WE ,1!
DPOUBLE THE ROOT,

MOVING BOTH ROOTS I r
THE SAME DIRECTION
CAN OFTEN RESULT IN
PARALLEL OCTAVES.-

N

IT'S MORE IMPORTANT TO
AVOID PARALLELISM THAN
TO RESOLVE THE NOTES
L J A CERTAIN WAY, SO THIS
- USE OF CONTRARY
i MOTION |S BETTER.

\%

BN

N4

THE PICARDY THIRP s A MAJOR TONIC
CHORD AT THE END OF A MINOR PIECE, SO
MANY THEORISTS CONSIDER IT A BOKKOWEDP
CHORL. REALLY, THOUGH, IT'S NOT ADDING
CHROMATIC VARIETY... \T'S A LAST-MINUTE
MOPLLATION!

n == = ﬁj C.:
NAMED FOR
24TH-CENTURY -
EXPLORER
JEAN-LLC
PICARD!*

iVt V o1
*NOPE.-
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The Neapolitan Six

IN APDITION TO THE ALTERED ROOT BORROWELD CHORPS,
THERE IS ANOTHER ALTERED ROOT CHOREP THAT FITS WELL
WITH THE BORROWED CHORDS, EVEN THOUGH IT 1S NOT
ACTUALLY BORROWED FROM THE PARALLEL MINOR-

SINCE IT'S NOT A BORROWED
CHORD, THIS CHORD CAN BE LISED
IN BOTH MAITOR AND MINOK -

THAT CHORD 1S A
MAIJOR TRIAP
BUILT ON THE

LOWERED SECONP
SCALE PEGKEE-

THERE ARE A COUPLE OF INTERESTING
THINGS ABOUT THIS CHORD. ONE 1S
THE FACT THAT IT IS ALMOST
EXCLUSIVELY USED IN FIRST INVERSION -

SERIOUSLY! ALTHOUGH THIS
CHORPD 1S EXTREMELY COMMON

DO

IN THE COMMON PRACTICE
PERIOD, THERE ARE VERY FEW
EXAMPLES OF IT USED IN

ROOT POSITION-

SECONP INVERSION 1S
EVEN RARER .

C: N°

THE NEAPOLITAN SIX CHORD, SINCE IT IS
BUILT ON A FORM OF THE SLUPERTONIC,
HAS SOME CHARACTERISTICS OF A
SLUBPOMINANT FLUNCTION CHORP

IN THAT IT OFTEN RESOLVES TOWARD A
DOMINANT FLINCTION. IN FACT, IT IS VERY
COMMON TO SEE THE NEAPOLITAN CHORD
RESOLVE TO A POMINANT SEVENTH IN
THIRD INVERSION, OR TO A CAPENTIAL
SIX-FOLIRK CHORLC.

e E— .
{e—>2 = ] i
S a— h—2
P 7 Ft
| | b I
—a— —=—Z
Z — =
Ff Fr
C: N V3 N I§

(EVEN THOUGH THE NEAPOLITAN CHORD
HAS A LOT IN COMMON WITH OTHER
SUBDOMINANT FLUNCTION CHORDS, IT IS
MOST OFTEN REFERRED TO AS PART OF
A LARGER GROUP OF CHORDS CALLED
PREPOMINANTS, AND THE LABEL OF
"SLUBDOMINANT FUNCTION” 1S GENERALLY
LIMITED TO THE SLIBPOMINANT AND
SUPERTONIC CHORDS AND THEIR
VARIANTS.)

THE SECOND INTERESTING THING ABOUT

THE CHORD 1S 1TS NAME: YOU MIGHT EXPECT
IT TO BE CALLED A "FLAT TWO,” N KEEPING
WITH THE OTHER ALTERED ROOT CHORDS.

BUT, IN FACT, THIS IS THE FIRST OF A FEW CHORDS
THAT HAVE SPECIAL NAMES. THIS PARTICULAR ONE
IS CALLED THE NEAPOLITAN CHORL.

"NEAPOLITAN” MEANS "FROM NAPLES,”
REFERRING TO THE CITY OF NAPLES,
ITALY. THE CHORPD ISN/T ACTUALLY
FROM NAPLES, THOUGH: IT WAS
JUST ASSOCIATED WITH THE OPERAS
WRITTEN BY NEAPOLITAN COMPOSERS

LIKE ALESSANPRO SCAKLATTI.
£
Sy

S
N

L IR 2

N

“v

FUNNY THING 1S, THIS CHORD WAS USED PRETTY
COMMONLY BEFORE SCARLATTI'S TIME, IN
COMPOSITIONS FAR FROM THE COURTS OF ITALY.

iy
P
... 4|

NAPLES

IT'S ALSO WORTH NOTING THAT ALTHOUGH NEARLY

EVERY THEORIST AND THEORY TEXTBOOK CALLS THE
CHORD A "NEAPOLITAN SIXTH CHORD" IT IS MORE
PROPERLY CALLED A "NEAPOLITAN S/X CHORD." THAT'S
BECALUSE IN THE RARE SITUATIONS WHERE IT IS LUSED

IN ROOT POSITION, IT IS SIMPLY CALLED THE NEAPOLITAN
CHORKL, AND WHEN IT 1S FOUND IN SECOND INVERSION,
IT'S CALLED THE NEAFPOLITAN SIX-FOLIR-

SINCE WE DON'T PRONOLUNCE I6 AS "ONE SIXTH”
WE SHOULDN!T sAY "WEAPOLITAN SIXTH” FOR Né/
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secondary Dominants

THERE 1S A PLALITY AT THE HEART OF COMMON THAT DUALITY, OF COURSE, IS THE RELATIONSHIP
PRACTICE PERIOD HARMONIC PROGRESSION. OF POMINANT FLINCTION AND TONIC-
LIKE THE ANCIENT CONFLICT OF JELPI AND DOMINANT HARMONY TYPIFIES TENSION
SITH, |\T CONSISTS OF FORCES THAT, IN THE COMMON PRACTICE PERIOD, AND
AT ONE LEVEL, WORK AGAINST EACH THE TONIC REPRESENTS RELEASE.
OTHER-.. BUT AT ANOTHER, HIGHER ITS SIMPLEST FORM, THE ALUTHENTIC
LEVEL, WORK TOGETHER, CREATING CAPENCE, HAS BEEN LBIQUITOUS
ENERGY THAT DRIVES ALL ELSE. IN WESTERN MUSIC FOR CENTURIES.

THE PROGRESSION OF DOMINANT
MOVING TO TONIC 1§ SO STRONG, IT
WOULD BE NICE TO BE ABLE TO USE
IT TO PROVIPE MOTION TO CHORDS
OTHER THAN TONIC-

BUT THAT'S CRAZY TALK, THOUGH,

ISN'T IT?2 I MEAN, HOW COULD WE
CONTROL THAT MAGIC AND MAKE IT
OBEY OUR COMPOSITIONAL WHIMZ

THE ANSWER, OF COURSE, 1S WITH SECONPARY POMINANTS.

LET/'S SAaY WE WANTED TO WHAT IF WE WANTED TO USE
APPROACH THIS VI CHORD. WE COULD USE ONE OF THE USUAL  THAT POMINANT-TONIC MAGIC?
DIATONIC CHORDS, THE TONIC, THE

o) o)
%ﬂ’:( 2 ) % SLUBDOMINANT, THE MEDIANT... BUT #( Q) %
\Q)\I t L \.)\} 2L

WHAT IF WE'RE LOOKING FOR A BIT
MORE TENSION ANP RELEASE?Z?

vi vi

IF WE PRETEND FOR A MOMENT THAT THE CHORD WE'RE RESOLVING TO IS A TONIC CHORD, WHAT WOULD
THE CORRESPONDING POMINANT CHORD BE? ALTERELD, YES, BUT WE'RE NOT AFRAID OF THOSE ANYMORE:

o) | 0 |
p" 4 |

P A I ) ) D’ A I )

—u2 B—uz B—uz

>

oJ e oJ = oJ -
a: V i Vv a c Vv vi
a vi
WHILE WE MIGHT HAVE ONCE CALLED THIS A NOW, WE'RE NOT JUST LIMITED TO THE V CHORD:

SHORT MOPLULATION, |IT IS REALLY MORE LIKE THERE ARE FIVE CHORDS WITH A DOMINANT FLUNCTION!

BORROWING ANOTHER KEY'S DOMINANT CHORD.

IF WE THINK OF THE ¥V CHORD IN THE KEY 7 .o R .¢7 . .07
AS THE PRIMARY POMINANT, V CHORDS OF V V vii vii vii

RELATED KEYS ARE SECONPARY POMINANTS -

POMINANT FLINCTION CHORPS
THAT GIVES LS

V V7 vii® vii® vii®’ A e et o
X X X X X

THE SECONPARY POMINANTS

THESE CHORDS OFTEN RESOLVE TO THE

IN MAJOR KEYS, THE X7 ABOVE CAN BE ANY CHORD "WLINPER THE SLASH,” BUT THEY CAN
DIATONIC CHORD OTHER THAN TONIC (OBVIOUSLY) ACTUALLY BE APPROACHED AND RESOLVED
OR THE LEAPING-TONE TRIAC. WHY? BECAUSE USING THE BASIC ROOT MOVEMENTS!

A PIMINISHED TRIAP HAS A HARD TIME ACTING

LIKE A TEMPORARY TONIC CHORE. 4 THE BASIC
3 ROOT MOVEI)/\ENTS
IN MINOR KEYS, THE COMPOSERS GENERALLY N X rock?
ONLY LISED SECONDARY DOMINANTS 5
OF IV AND OF V. N YES. YES THEY PO.
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Augmented Sixth Ghords

LIKE THAT MOMENT OF INCREPIBLE TENSION JUST a
BEFORE THE HERO FINALLY KISSES THE LEALPING
LAPY, THE HALF-STEFP 1S THE GO-TO INTERVAL
FOR CREATING TENSION IN MUSIC OF THE COMMON
PRACTICE PERIOD. IT PRIVES THE ENTIRE STYLE!

IF ONE HALF-STEP CAN CREATE SLUCH STRONG TENSION, HOW

ABOUT TWO HALF-STEPS SOLINDING SIMULTANEOLUSLY? LET'S

GET CREATIVE HERE FOR A MINUTE TO FIND A COOL NEW wAaY

TO APPROACH A DIATONIC CHORD. IN THIS CASE, WE'LL LISE THEM TO APPROACH THE POMINANT TRIAL.

---AND APPROACH THAT

FIRST, WE/LL START WITH OCTAVE WITH A HALF STEP
THE DOUBLED ROOT OF A BELOW THE TOP NOTE, h ,] J
V CHORP:.. J fH #J
o) -H',l y < V—
p” A - 1o fes— —
f) A i A3V |
i oJ |
|
S 5 © | v
\4 ...AND, FINALLY, ADD THE
A\ ...AND A HALF STEP ABOVE TONIC AS THE THIRD NOTE.

THE BOTTOM NOTE...

THE RESULT IS A NEW CHORD, ONE WE CALL THE ALUGMENTELD SIXTH CHORC,
AFTER THE INTERVAL CREATED BY THE TOP AND BOTTOM NOTES.

ALUGMENTED SIXTH CHORDS ARE PREPOMINANT CHORDS,

L MEANING THEY ARE LISED TO APPROACH DOMINANT CHORDS.

IF WE JUST USE :-, O THEY ARE USUALLY LSED TO APPROACH DOMINANT TRIAPS,

THREE NOTES NOT DOMINANT SEVENTHS, BECAUSE OF THE POLIBLED

AND DOUBLE THE | ROOTS PRESENT IN DOMINANT TRIADS.
TONIC, WE GET THE —X K1) N
G Af\ gﬂl{elghslm " Q) HOWEVER, THEY ALSO OFTEN (FA——] =

It 6 APPROACH TONIC CHORPS \[of HIZ 7
+ IN SECONPD INVERSION,
WHICH ALSO CONTAIN A o
POUBLED FIFTH SCALE PEGREE. \FX—Z—5=
l I
IF WE ADD THE g o . ‘ Ger6 1§
SECOND SCALE > £ -’ = -

DEGREE INSTEAD 5—— = RARELY, ALUGMENTED SIXTH CHORDS
OF DOLBLING THE O J I ARE FOLIND TRANSPOSED DOWN
TONIC, WE GET THE __\~V | | A PERFECT FIFTH, ANALYZED AS

FRENCH e = ON FLAT TWO,” AND LSED TO
ALGMENTED SIXTH. FI’ 6 ; 1 APPROACH A TONIC CHORD IN
+ Fr6 I ROOT POSITION.
on b2
\ o)
e AND, FINALLY, WHEN RESOLVING ’,"‘|\" -
REPLACE THE P- THE GERMAN ALIGMENTED SIXTH A3V E
SECOND SCALE # OO CHORD TO A DOMINANT TRIAD, o ]‘9 F

DEGREE WITH THE | YOU MIGHT FIND YOLIRSELF

LOWERED THIRD N3V, WRITING PARALLEL FIFTHS.-.-.

SCALE DEGREE, BUT IT'S PERFECTLY OKAY!

WE GET THE Q) MOZART OO \T ALL THE TIME!
GERMAN Ger.6 >

ALUGMENTED SIXTH-
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Altered and Enharmenic Modulation _

! <) £
=] (@)
Sﬁ F F ”-F ALTERED COMMON CHORP MOLPLLATION
IS EASY: REMEMBER PIATONIC COMMON
F: I v \Y% CHORP MOPLULATION, WHERE WE LUSED A
C: I \Y I CHORD THAT WAS PIATONIC IN BOTH

THE OLLP AND NEW KEYS?

~
ALTERED COMMON CHORD MOPLLATION A | E E
IS THE SAME THING, ONLY LISING THE ﬁ
o
F: I

oy
o0

4

PIVOT CHORD AS AN ALTERED CHORP i I ﬁq%
v \%
E:bVI

IN EITHER THE OLD KEY, THE NEW KEY,
OR BOTH.-

\Y% I

NOW, IN BOTH PDIATONIC MODLULATION AND ALTERED MODLULATION, WE HAVE ONE CHORD THAT PLAYS TWO
PIFFERENT ROLES, ONE FOR EACH KEY. BUT THE CHORD TYPE DOESN'T CHANGE... IF IT WAS A MAJOR
CHORPD IN THE OLP KEY, IT'S STILL A MAJOR CHORD IN THE NEW KEY.

---BUT WHAT IF THE CHORD TYPE PIP CHANGE?

THIS TECHNIQUE 1S
SO - WELL, OPP - THAT
THERE ARE ONLY
TWO SPECIFIC wAYsS
TO DO IT.

IN ENHARMONIC MOPLLATION, WE RESPELL A CHORD
ENHARMONICALLY O THE CHORPD TYPE ITSELF
IS DIFFERENT IN THE OLD AND NEW KEYS.

EVER NOTICE THAT THE GERMAN

ALGMENTED SIXTH CHORPD 'S JUST LIKE FLLLY PIMINISHEDP SEVENTH CHORPS ARE
A MATOR-MINOR SEVENTH CHORP COOL FOR A LOT OF REASONS, AND ONE OF
WITH THE SEVENTH RESPELLED THEM 1S THAT THEY ARE EQUIPISTANT CHORDS:
ENHARMONICALLY? INVERTING A FULLY PDIMINSHED SEVENTH
YIELDS ANOTHER ROOT-POSITION FLILLY
A |4 L bq DIMISHED SEVENTH CHORE.
o ————— s i BEETHOVEN .
A3V DID! = t bb
Y] o 0
! ;
o7 = o6 v o7

a as C

WE CAN TAKE ADVANTAGE OF THIS AND LISE IT MEANING THAT A ELULLY CIMINISHED

ASG;‘R"“Q%T ACHHGO'Z;T'E";“SE‘;E H‘TlNAg:E""‘EE = LEADING TONE SEVENTH CHORD
ot M ! KEY CAN BE A PIVOT CHORD INTO

BUT LIKE A 17 (OR A V7/X SECONDARY DOMINANT)
OTHER POSSIBLE x
IN THE OTHER KEY! THREE (o713 KEYS

| |
N | | WHICH CAN BE ‘Jf ]
* IhDI bu RESPELLED AS ‘;i
‘ v 5
[y, -

G:1 vii®’ vii®’

r r h _r_ r E:vii®% I
5 | - » | WHICH CAN BE = ! ]
. | i 2] ‘4% RESPELLED AS
| 174 h! | 4
e r ) )

Db: TV® \4 Db vii*3 I

: b
% o can o —=F L“!E !
NOTE THAT THE PIVOT CHORD ABOVE IS RESPELLED AS =
APPROACHED LIKE A POMINANT SEVENTH,
BUT RESOLVED LIKE AN G:1 vii®’ vii®’

ALUGMENTED SIXTH CHORD! Bb: vii® I

LICENSED LINDER A CREATIVE COMMONS BY-NC-NP LICENSE - VISIT TOBYRUSH-COM FOR MORE



MUSIC THEORY FOR MUSICIANS AND NORMAL PEOPLE BY TOBY W. RUSH

secondary Subdominants

AFTER LEARNING ABOUT SECONPARY POMINANTS,
YOU MIGHT WONDER IF IT'S POSSIBLE TO EXTEND THE
CONCEPT TO OTHER CHOKPS.-
\ |\
FOR EXAMPLE, IF WE CAN LSE A POMINANT FLINCTION CHORD
FROM A RELATED KEY, WHAT ABOUT A SLBPOMINANT FLINCTION
CHORD FROM A RELATED KEY, LIKE IV OF V2

WELL, THE ANSWER IS YES, AND THE CHORDS THAT RESULT ARE CALLED SECONPARY SUBPOMINANTS.
BUT BEFORE WE TALK ABOUT THEM, YOU NEED TO UNPERSTAND A FEW THINGS.

FIRST OF ALL, THE VERY EXISTENCE OF
THESE CHORDS 1S PEBATABLE.

4 N\
WHAT ONE THEORIST MIGHT CALL SECOND, THE ONLY PLACE
WE FIND CHORDS THAT

SECONDARY SLUBPOMINANT: G G| BN e )

R a— SUBDOMINANTS 1S IN THE
| MUSIC OF THE
ROMANTIC ERA.

I

— LASTLY, SINCE THESE CHORDS ARE ALREADY

7— . ! Iv . PUSHING THE LIMITS OF TONALITY, COMPOSERS

| 1V WOULD ONLY LUSE SECONDARY SLUBDOMINANTS

FROM CLOSELY RELATEDP KEYS. IN

OTHER WORDS, SECONDARY SLBDOMINANTS

G: i’ Vi 16 v SHOULD ONLY BE "OF IV” AND "OF V.”

C:Ve 1

\ J/
KEEPING THESE THINGS IN MIND, LET'S LOOK AT THE POSSIBILITIES:

WHAT ARE ALL THE SUBLPOMINANT FLUNCTION CHORPS WE'VE ENCOLINTERED?

Gt Vi Ve

\ \
ANOTHER MIGHT CALL A by
SHORT MODLILATION. 1v

FIRST, THERE ARE NEXT, THE PIATONIC AND, LASTLY, A FEW
THE PIATONIC TRIAPS - SEVENTH CHORPS = BORROWEDP CHORPS:
. .7 7 veo eeg7 -

1ua IV 1 IV 11° 1177 1v

7 SO A SECONDARY SUBDOMINANT CAN 7
ooy HAVE ANY SLUBDOMINANT FUNCTION  ® * &
11 CHORD ABOVE THE SLASH, AND

A IV OR V BELOW THE SLASH.

HOWEVER, THE MOST COMMONLY
FOLIND SECONDARY SUBDOMINANTS
ARE THOSE THAT USE THE HALF-
PIMINISHED SLUPERTONIC SEVENTH-

10 APPROACH THESE CHORDS: | 11ie MOST COMMON WaY TO RESOLVE o7

] 1 N
= HUSE A YMOSV?:E%;?'C root SECONDARY SUBDOMINANTS IS TO 11 V7
e THE CORRESPONDING SECONPARY
POMINANT. V V

1\
\ 1
( wHICH ARE AWESOME. )
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Romantic Era Techniques

Q
Q
=

1600
1800
1900

2000

3
]
| rEnaissance i BAROGLIE | crassica || momanmc || =E7ZMI contemporary

HOWEVER, THE MUSIC OF THE ROMANTIC
ERA EMPLOYED SOME INTERESTING
TECHNIRLES THAT SET IT APART FROM
THE BAROQUE AND CLASSICAL ERAS...

é THE MUSIC OF THE BAROXLIE, CLASSICAL
AND ROMANTIC ERAS SHARE A CONSISTENT LISE
OF HARMONY AND COLINTERFPOINT, ENOLGH TO CAUSE
THEORISTS AND HISTORIANS TO GROUP THEM TOGETHER
AS THE "COMMON PRACTICE PERIOL.”
---AND FORESHAPOW SOME OF
THE BIG CHANGES COMING IN
i THE TWENTIETH CENTURY!

VI wewve ALREADY MENTIONED A FEW CHORDS

THAT WERE SPECIFIC TO THE ROMANTIC ERA: Iy
» DOMINANT ELEVENTH AND ii*
Vv THIRTEENTH CHORDS, vV
THE "FLAT THREE” BORROWED CHORD, . 9
bI11 AND SECONPARY SLUBPOMINANTS. v ¢ — -
v !) nf 'IF
ANOTHER TECHNIQUE THAT 1S LINIQUE TO THE ROMANTIC ERA 1S S Co— -
THE RESOLUTION OF AN AUGMENTELD SIXTH CHORP TO A = S
POMINANT SEVENTH CHORPD RATHER THAN A DOMINANT TRIAD, | ¥
CALSING THE INTERVAL OF THE ALUGMENTED SIXTH TO RESOLVE
OBLIGLELY INSTEAD OF MOVING OLTWARD TO THE OCTAVE. Ger.6 \'4

FINALLY, ROMANTIC ERA COMPOSERS WOULD SOMETIMES LISE A PARTICLULAR TYPE OF CHORD
PROGRESSION THAT HAD THE EFFECT OF SUSPENDPING TONALITY FOR A PORTION OF THE

PIECE. BY TEMPORARILY REMOVING THE FEELING OF BEING IN A CERTAIN KEY, THE COMPOSER
COULD EASILY MOPLLATE TO A DISTANT KEY!

IF YOU THINK OF
TONALITY LIKE
BEING IN A
ROOM. ..

THIS TECHNIQUE IS CALLED
THIRD RELATIONS BECALSE IT
INVOLVES MOVING BY ROOT
MOVEMENTS OF A MAJOR OR
MINOR THIRP WITHOUT RESPECT

TO KEY SIGNATURE.-

FOR EXAMPLE...

HERE, WE'RE
IN F MAJOR...

---HERE, WE'RE JUST

A | MOVING DOWN BY THIRDS...
gt L =
Q) i I % & bgl & |
F: 1 IV \Y I DM BbM
T_WHICH OBSCLRES ANY —
SENSE OF KEY WE HAD... HLME R
| ...AND THEN TURNING
;7 A - I THE GRAVITY BACK
(o>t > i ON... BUT N A
i DIFFERENT
DIRECTION!
F{M EbM B: I IV V I

AND THEN WE LAND
IN B MAJOR!
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