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HARMONIC THEORY

By John Amato

A special thanks goes out to Andrew Milne for his musical knowledge and guided assistance in providing rationale and definition in musical physics and other theoretical areas.
NOTE: Music Theory spells out Upper and Lower case Roman Numerals for Harmonic Movement in line with major and minor chords within the scale, as such: I (major), ii (minor), iii (minor), IV (major), V (major), vi (minor), vii (minor). Where otherwise noted, I’ll refer to Harmonic Movement in Upper case for convenience and understanding.
NOTE: Music Theory spells out Upper and Lower case Harmonic Movement in line with major and minor chords 
	CHORD
	FUNCTION



	I
	Establishes the key center and chord of rest. All other chords gravitate toward that chord. Also known as the “Tonic” (or ‘Root”).


	II
	Moves toward the V chord (down a perfect fifth or up a perfect fourth). Sometimes acts as a substitute for the IV chord.



	III
	Acts as a substitute for the I chord. Sometimes it progresses to the VI chord.



	IV
	Used as a temporary new key center. Sometimes it acts as a substitute for the II chord and progresses to the V chord.



	V
	Progresses to the I chord and creates tension because it is the most unstable of the diatonic chords. The V chord evokes a greater sense of movement that the other six chords.



	VI
	Acts as substitute for the  I chord and progresses to the II chord (down a perfect fifth or up a perfect fourth).



	VII
	Acts as a substitute for the V chord and progresses to the I chord.




Harmonic Movement or Progression (Cadence): Chords in any key have a tendency or movement to gravitate downward a perfect fifth or a perfect fourth downward.  

Example 1: 

II – I - V (the II chord starts the progression and rests on the I chord.) The II chord wants to move to the V chord, and the V chord wants to move to the  I chord. Starting the progression on the II chord,  delays the movement to the rest chord I.

Example 2:


I – VI – II – V (The I chord starts this progression. The VI acts as a sub. For the I and moves naturally to the II chord which acts as a sub. For the IV chord and wants to move toward the V chord, evoking a greater movement to the I chord.

Dominant Seventh Movement: All Dominant 7th. Chords may move down a perfect fifth or up a perfect fourth.
NOTE: individual notes are written in lower case, not to be confused with chord names, e.g., “b” = the scale note“B” not the chord “B” as in B maj, or B min, etc., “b” also will designate “flat”, as in Gb” (G flat), or “Bb” (B flat), “Eb” (E flat), etc. 
Example 1:

           (Upward  one half step)


   V

     I


   D7        (      G


( c / f# )   (   ( b / g)

Example 2:

(downward a half step: classical theory calls this the augmented 6th movement, enharmonically the same as the dominant seventh.)


  bII

 V


 Ab7          ( G


( c / gb )    (( b / g )

Example 2a:


   V

   IV


 Ab7          (  Db


( gb / c )    ( ( f / db )

Example 2b:


   V

  bI


  D7          (   Db


( c / f# )    (   ( f / db )

Tri-tone Substitution: The distance between the 3rd and b7th chord degrees of the dominant seventh chord is called a Tri-tone.

Example 1: D7 (V) and Ab7 (bII) are interchangeable, acting as substitutions for each other. Both chords serve as a tri-tone substitutions moving toward the  I chord (Gmaj.7)

  V

bII
         I

  D7
 --     Ab7       -    Gmaj7

(f# / c)      (gb / c)        (f# /  b)   

Example 2:

  V
           bII
           I

 Ab7 
   –      D7
 -    Dbmaj7

(gb / c )        (f# / c)    (f / c)

MAJOR AND MINOR SCALES

The two scales in music in music are considered to have a major or minor sonority (sound), and are called Major and Minor. These scales are derived by dividing tones in eight divisions starting from a root position to its octave (eight notes above the inclusive root). If we have a chromatic scale it would be twelve notes above the inclusive root. The diatonic scale consists of the eight tones derived from the chromatic scale discussed earlier. All subsequent harmonic structures (triads) are built off of the Major and Minor scale system. 

QUESTION: What makes a Major scale and Minor scale have their different sonorities (sounds)?

ANSWER: It lies within Harmonic Roots. The intervals of the octave, the perfect fifth and the major third are rooted intervals. They have a root tone at the bottom and a tone  which is subsidiary (or supplementary) to this root at the top. 

Example: C Major = C (root) E (major third) G (perfect fifth).

Of these tones: C – E – G, it is the root tone of C(I) which most effectively carries, or represents the pitch of the interval as a whole. When these three notes are played whole or clustered you can hear the sound of “major-ness” because the upper triad partials are in relation to the Tonic root, in this case, C, and the subsequent sound quality is said to be, “Major”.

Both the third (E) and the fifth (G) act as subsidiary, secondary, or supplemental timbre enhancements of the root tone (C), the Tonic, or root tone. The third and fifth tones are said to be partially unified and in a stable quality to the root tone. 

Stable and Unstable Inversions.

Inverted partials (3rd and 5th) become unstable and tend to seek resolution to their nearest rooted interval neighbor when they are in a lower position that the root, or when the root is higher than its subsidiary).

Example: 

1) E  -  G  -  C (C  - 1st inversion) C1 or Ca
2) G  -  C  -  E  (C - 2nd inversion) C2 or Cb
Stable Resolution:


In Example (1) the fourth degree resolves to the first inversion C 1 (its closest rooted interval neighbor): F (F-A-C) (  C1 (E-G-C) This resolution naturally moves from a perfect fourth to a major third.


In Example (2) the minor sixth degree resolves to the second inversion C2 resolves to (its closest interval neighbor):  

Am (A-C- E) ( C2 (G-C-E) This resolution naturally moves from a minor sixth to a perfect fifth. 

Difference Between Major and Minor Triads


It has been a widely misunderstood concept that to make a minor triad it requires a root tone (C) followed by a minor 3rd interval (Eb). Theoretically this is true because of the interval span between the root and the minor third (b3); however, it is not accurate as far as the physics of music is concerned. In reality in involves the unifying (gravitational) forces that lie between three notes (triad). There are basically two ways we can unify notes:

1) Major triad: one tone is the Root and the other two tones act as subsidiary tones to the root.

2) Minor triad: one of the tones acts as a secondary and the other two tones can be roots to that same tone.

The Major Triad


A Major triad is made up of a major third tone and perfect fifth tone above a common root, building upward from a bass tone (root inversion). The upper notes (3rd & 5th) are considered subsidiary to the root tone in the bass. This creates a unifying force because the lowest tone is the common root and acts as a stabilizing home anchor for the entire triad. The two upper subsidiaries act as supplemental enhancements, coloration, support and extension of the root tone. Some music theory books explain the major triad as I – III – V. This is so, but it really an oversimplification that leaves much to be desired in terms of real comprehension and understanding of the basics of music theory.

To keep it simple, the Major triad formula is Root, Third, Perfect Fifth.

Psychological Effect of Major and Minor

There are many theories behind what makes the major triad (also includes its minor scale) besides the arrangement of tone intervals.

Two underlying theories that go beyond the formulaic interval span and that touch upon the invisible, mental (psychological) and spiritual effect music has on everyone the psychological effects of major and minor on the human mind as evidenced by the emotional response these intervallic spaces and their respective tonalities have upon the human psyche.

Major Triad

Moving upward from a common root tone, the major triad consists of root tone, a major third, and a perfect fifth.

This creates a unifying force because the lowest tone is the common root and acts as a stabilizing home anchor for the entire triad. The two upper subsidiaries act as supplemental enhancements, coloration, support and extension of the root tone.

1) the complement, enrichment, or enhancement of the one through the sacrifice and rebirth of the two in the one.

2) the unification of the two, otherwise independent identities through their common sacrifice and rebirth in the one.   

Minor Triad

Moving downward from its fifth degree the minor triad consists of a perfect fifth and a major third (that is starting from the root’s fifth degree moving downward a major third.)

1) the complement, enrichment, or enhancement of the two through the sacrifice and rebirth of the one in the two.

2) the unification of the two, otherwise independent identities through their common enhancement.   

This unifies the three tones because the fifth is the common subsidiary and so serves both to support and strengthen both the other two tones. It is the nexus (connection or link between) of two otherwise independent identities.

Musical Emotion

The psychological effects of the major and minor triads, and their respective tonalities, can be understood as the emotional effects, or consequence of these of the gravitational (musical physics) relationship and correlation between these intervals said to be major and minor.

Major Triad Emotional Response 

The major triad revolves around the ideas and concomitant emotions of order, purity, devotion, submission and worship. Indeed, music can be, and is, a most spiritual exercise and force.

Minor Triad Emotional Response

The minor triad revolves around the ideas and the concomitant emotions of sacrifices, altruism, complexity and partnership.

Major and Minor Tonal Centers 

There are two tonal centers within the Major scale: the tonal center of I (C Major), and the Natural minor VI (A minor) which establishes the relative minor. This creates two tonally effective scales derived from the same parent center in the major scale, or the diatonic prime. This means that there are only two tonally effective scales to be taken from the diatonic prime – the major scale and the natural minor (or Aeolian) scale.

In C Major, the sixth degree is the relative minor (A minor), also known as the natural minor (or Aeolian) scale.

There are eight tonal harmonic scales. The following scales will be examined in detail, and will be treated under the prime scales from which they are derived:

It is from the natural minor that we derive the following eight major and minor scales:

 • The Diatonic scales


The Major scale


The Aeolian (Natural minor)

• The Harmonic minor scale

• The Harmonic major scale

• The Melodic scales


The (ascending) melodic minor scale


The (descending) melodic minor scale

• The Double Harmonic scales  


The Double Harmonic major scale


The Double Harmonic minor scale

Chromatic Scale (twelve tone row): 
C – C# - D – D# - E – E# (F)– F# - G – G# - A – A#(Bb) – B – B# (C)
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Diatonic Scale (eight tone): Applies the following step intervals to the Chromatic Scale: 

whole step + whole step + half step + whole step + whole step + whole step + half step.

C Major Harmonized Scale


Starting at any chromatic root, chords (triads) are built from the root (I) plus the 3rd. (III) and the perfect 5th (V).

Example 1: 

C
D 
 E 
F 
G 
A 
B 


 I    
II
 III   
IV
V
VI
VII

Each note in a diatonic scale has a corresponding chord in a progression of Diatonic chords (see opening chart):

C
D 
 E 
F 
G 
A 
B 


I     
II
 III   
IV
V
VI
VII

[image: image5.png]




…now let’s harmonize the scale degrees….
C major   D minor
E minor     F major     G dominant   A minor
    B minor b7 (half dim.)

      I
      II (ii)
III (iii)
          IV
      V

     VI(vi)
       VII(vii)

Triads  

C  - Dm - Em - F - G - Am  - Bminb5   

4-Part Chords  (adding the 7th degree to the chord)

Cmaj7  Dm7  Em7  Fmaj7  G7  Am7  Bm7b5 

By applying roman numerals to the chords of a harmonized scale a comparison of chord progressions can be made.   

4-Part Chords  

Cmaj7  Dm7  Em7  Fmaj7  G7  Am7  Bm7b5 (or “B Half Diminished”)     

I  
  II  
 III       IV         V     VI       VII  

I  = Tonic 

II (ii) = Supertonic  

III  (iii) = Mediant  

IV  =  Subdominant  

V  = Dominant  

VI  (vi) = Submediant  

VII (vii)  = Leading Tone
The Natural Minor:

C = A minor (A is the sixth degree of C, or Aeolian mode)

C
D
E
F
G
A
B
C

The harmonic progression derived from the diatonic scale degrees will be discussed in the MODES section.

The Harmonic Minor

Numerically the harmonic minor scale and its accompanying chordal progression is:

(Note: º = Diminished, b = flat)

Notes:

1
2
b3
4
5
b6
7

Chords:

I
ii0
biii
iv
V
bVI
vii0

Example:

A
B
C
D
E
F
G# (Ab)


Common chord names (for practical use):

1 (I): 

A min/maj 7 (A – C – E – G#)

2 (ii):

B dim 7 (B – D – F – Ab)

3 (biii):
C Maj 7+5 (C – E – G# - B)

4 (iv):

D min 7 (D – F – A – C)

5 (V):

E7 (E – G# - B – D)

6 (vi):

F Maj7 (F – A – C – E)

7 (vii):
          Ab Dim 7 (Ab – B – D – F)



Related as all minor scales are to the sixth degree VI (Natural minor, Relative minor), the Harmonic minor is well known to classical composers for is strong harmonic structure—known for its harmonic foundation of minor mode music. However, because of the large interval span between the augmented second found between its sixth (VI) and seventh (VII) degrees. 

The tonality of the harmonic minor scale, because of the augmented (aug. or +) second between the VI and VII, is not smooth and orderly and produces an unstable effect upon the ear. Because of this, the harmonic minor scale is avoided for its melodic contribution to harmony; however, its foremost strength lies in its strong harmonic foundation as a minor harmonic structure. We will see with the Melodic minor how it offers more stability within its melodic line. The Harmonic minor is also known around the world as the Jewish, the Mohammedan, and the Major Phrygian scales.

The Harmonic Major Scale

The Harmonic major scale is numbered as follows:

Notes:

1
2
3
4
5
b6
7

Chords:

I
ii0
iii
iv
V
bVI+
bvii0

Example:

C
D
E
F
G
Ab
B


Common chord names (for practical use):

1 (I): 

C Maj 7 (C-E-G-B)

2 (ii):

D min7b5 (half-dim) (D-F-Ab-C)

3 (iii):

E min7 (E-G-B-D)

4 (iv):

F min7 (D – F – A – C)

5 (V):

G7 (G-B-D-F)

6 (bvi):
Ab maj7+5 (F – A – C – E)

7 (vii):
           B dim7 (B-D-F-Ab)


This scale is often substituted for the major scale because it strengthens the tonality. It is also very

effective because of its non-confusing and decisive I chord (Maj7)—this makes it a very stable scale.

However, this scale is not used for an extended period because of the two semitones between its 5th
and 6th and 7th and 8th degrees. It has four types of sounds, major, minor, diminished, and augmented,

making it less melodically smooth than the diatonic scale.

The Double Harmonic Scales

This is the only prime scale that is not proper, because of its use of three types of seconds (major, minor and augmented) it is melodically rough. Its sound is very typical of Northern Africa or Middle Eastern origins.

It is interesting to note that in the Double Harmonic Scale two triads can function as tonics: C major and       F minor. This gives us tow tonally effective modes derived from this prime scale: the double harmonic major and the double harmonic minor scale.

The Double Harmonic Major Scale

Notes: 1
b2
3
4
5
b6
7

Chords:
I
bII
iii
iv
V(b5)
bVI+
vii

Examples:
C
Db
E
F
G
Ab
B


Common chord names (for practical use):

1 (I): 

C Maj7 (C-E-G-B)

2 (bII):
          Db Maj7  (Db-F-Ab-C)

3 (iii):

E min6 (E-G-B-Db)

4 (iv):

F min/maj7 (F-Ab-C-E)

5 (V):

G7b5 (G-B-Db-F)

6 (bvi):
Ab+5 (Ab-C-E)

7 (bii7):
Db7/B (B-Db-F-Ab)


This scale is usually used as a temporary alteration of the standard major. It consists of a strong tonic

function, but should be avoided for frequent use over more stable harmonic structures due to parallel

fifths and augmented seconds (between b2 and b3, and between b6 and b7) intervals. It can provide

some interesting exotic sounds though as it can provide a source for creative exploration.

Note the quite extraordinary cadence of:

Example 1:
iii (             bII (                I  

In C: 

Em (6)   (   Db Maj7  (    C Maj7  

Example 2:
bII (                b6    (      I

IN C:

Db Maj7  (    Ab+5         C Maj7

Example 2 above was earlier explained as the classical augmented sixth, also known as the German, French or Italian Sixth chord. In jazz theory it is also call the Altered Dominant. In all instances, this cadence is mostly used as a secondary cadence, resolving to IV or V in the scale (see Example 3 below)

Example 3:
  V (           bII   (   I

In C:

  G7(b5)  (   Db  (   C


The Double Harmonic Minor Scale

Notes:

1
2
b3
   4
     5
   b6
   7

Chords:

i
II0
bIII+
   iv
     V
   bVI
   vii0
Examples:

C
D
Eb
   F
     G
   Ab
   B


Common chord names (for practical use):

1 (i): 

          C min/maj7 (C-Eb-G-B)

2 (IIb5):

D min7b5 (D-F-Ab-C)

3 (bIII):

Eb7+5 (Eb-G-B-Db)

4 (bVI):

F min7 (F-Ab-C-Eb)

5 (V): 

           Gmaj7 (G-B-D-F#)

6 (bVI):

AbMaj7 (Ab-C-E-G)

7 (vii): 

B Dim7 (B-D-F-Ab)


This scale creates the unusual cadence of:

Example 1:  


bVI    (   vii             (  i

Ab7   (   B min(6)  (  C min/maj

This scale is particularly unusual especially because of the weak resolution of its tonic i (C min/maj) triad. However, because of its unique melodic rarity it offers a curious user many possibilities.

The Melodic Scales

The Melodic scale is very often used for its smooth sound (containing only two sizes of seconds, major and minor), especially proper for improvisation. Two other scales used in conjunction with jazz and improvisation is called the Lydian dominant scale and altered scales  which are discussed later.

The Melodic Minor Scale

Notes:

1
2
b3
   4
     5
   6
   7

Chords:

i
ii
bIII+
   VI
     V
   vi0
   vii0

Examples:

C
D
Eb
   F
     G
   A
   B


Example 1: 

Ascending Melodic minor (C min/maj):  

C
D
Eb
F
G
A
B
(C min/maj primary function as Tonic)
Common chord names (for practical use):

1 (i): 

C min/maj7 (C-Eb-G-B)

2 (ii):

D min7  (D-F-A-C)

3 (bIII+):
Eb Maj7+5 (Eb-G-B-D)

4 (IV7):
F7 (F-A-C-Eb)

5 (V7):
G7 (G-B-D-F)

6 (vi0):
A min7b5 (A-C-Eb-G) -- sometimes called half-diminished

7 (vii0):
B min7b5 (B-D-F-A) -- sometimes called half-diminished
The melodic minor scale has two triads capable of both acting as tonics: C minor and G major  -- both

function as tonics, two quite effective modes of the Melodic scale.

Example 2:  Descending Melodic Major (G7):


G
A
B
C
D
Eb
F

(G7 can also function as Tonic) Common chord names (for practical use):

1 (I): 

G7 (G-B-D-F)

2 (ii):

A min7b5 (A-C-Eb-G) -- sometimes called half-diminished 

3 (III):
           B min7b5 (B-D-F-A) -- sometimes called half-diminished 

4 (iv):
           C min/maj7 (C-Eb-G-B)

5 (v):

D min7  (D-F-A-C)

6 (vi0):
Eb Maj7+5 (Eb-G-B-D)

7 (vii0):
F7 (F-A-C-Eb)
The Melodic minor consists of minor seconds (semitones) between the 2nd and 3rd degrees and between

the7th and 8th degrees, and  whole tones (major seconds) between all the other tones. This formula can

be used on any note to form the melodic scale.
The Melodic Major Scale 

The melodic major is like a mirror of the ascending melodic minor scale. The 6th and 7th degrees of the 

Aeolian mode (discussed later in the Modes) are sharpened, in the melodic major scale the 6th and 7th 

degrees of the diatonic major scale are flattening. The use of the flattened sixth and the flattened

seventh produce a mellow and pleasing sound.

The use of this scale has historically and traditionally been used as the temporary melodic substitute for

the harmonic minor which is more properly adapted for harmonic structural foundations.

Continued use of the ii or IV in a minor mode tend to make the tonic sound altered or function as a

substitute for the tonic.

Classical composers have mostly ignored this scale possibly because of the traditional use of the V chord as major, for with the Melodic minor, the v chord is minor. In other words, for the V (v) to function in relation to the tonic I or i, it can be very effective as minor: in C: G min7.

This is a very useable scale with just a slightly unstable tonic function on I.

Notes:

1
2
3
   4
     5
   b6
      b7

Chords:

I
ii0
iii0
   iv
     v
   bVI+      bVII
Examples:

C
D
E
   F
     G
   Ab
      Bb

Common chord names (for practical use):

1 (i): 

C7 (C-E-G-Bb)

2 (ii):

D min7b5  (D-F-Ab-C) -- sometimes called half-diminished

3 (biii):
E min7b5  (E-G-Bb-D) -- sometimes called half-diminished

4 (iv):

F min/maj7 (F-Ab-C-Eb)

5 (v):

G min7 (G-B-D-F)

6 (bvi+):
Ab Maj7+5 (Ab-C-E-G) 

7 (bvii):
Bb7 (Bb-D-F-Ab) 

An interesting note here is that the usual leading tone being the 7 (which resolves to 1), in the case of the Melodic Major, the b6 resolves to the fifth of the tonic (in C: Ab ( G) This leading tone is also found in the subdominant (iv), in this case the subdominant takes on the role that is usually reserved by the dominant in the major and minor scales.

Jazz Minor – (also known as the Melodic Minor Scale)

This scale uses the ascending portion of the Melodic Minor:  C
D
Eb
F
G
A
B

It functions as the natural minor (Aeolian, Natural, or Relative) with a raised VI and VII steps, or as a Major scale with a lowered 3rd degree.

Notes:

1
2
b3
   4
     5
   6
   7

Chords:

i
ii0
iii+
   IV
     V
   VI+
   VII
Examples:

C
D
Eb
   F
     G
   A
    B

Common chord names (for practical use):

1 (i): 

C min/maj7  (C-Eb-G-B)

2 (ii):

D min7  (D-F-Ab-C) 

3 (bIII+):
Eb Maj7+5  (E-B-G-B-D) 

4 (IV):
           F7  (F-A-C-Eb)

5 (v):

G7 (G-B-D-F)

6 (vi+):
A min7-5 (A-C-E-G)  -- sometimes called half-diminished 

7 (bvii):
B min7-5 (Bb-D-F-A) -- sometimes called half-diminished

MODAL SCALES

The Modal scales* are derived from the Diatonic scale. Each note of the diatonic scale becomes the Tonic I function of its own scale. Its use is very effective as an improvisational tool when soling over chord progressions. 

Example 1: D Maj7    ( D Ionian (tonic I of D scale)

Example 2: Ab min7  ( Ab Dorian (second of Gb scale)

Example 3: G min7 ( G Phrygian  (third of Eb scale)
Example 4: F Maj7( F Lydian (fourth of C scale)

Example 5: C7 (V of F) ( C Mixolydian (fifth of F scale)

Example 6: E min7 ( E Aeolian (sixth of G scale)


Example 7: B min7-5 ( B Locrian (seventh of C scale)

I = Major

i(ii, iii, iv, vi) = minor

	MODAL SCALE NAME
	KEY (Parent Scale)
	SCALE NUMBER & CHORD TYPE

	C Ionian
	C (C-D-E-F-G-A-B)
	I = C Maj7

	C Dorian
	Bb (C-D-Eb-F-G-A-Bb)
	ii= C min 7

	C Phrygian
	Ab (C-Db-Eb-F-G-Ab-Bb)
	iii = C min 7

	C Lydian
	G (C-D-E-F#-G-A-B-)
	IV = C Maj7

	C Mixolydian
	F (C-D-E- F-G-A-Bb)
	V = C7

	C Aeolian
	Eb (C-D-Eb-F-G-Ab-Bb)
	vi = C min 7

	C Locrian
	Db (C-Db-Eb-F-Gb-Ab-Bb)
	vii = C min7b5


*WHEN AND HOW TO USE THESE MODAL SCALES WILL BE DISCUSSED IN THE SECTION ON CADENCES & PROGRESSIONS.

ALTERED SCALES


Below is an example of an altered scale. It uses 7 different notes per octave, just like a normal major scale would function. It is made up of tone and semitone steps. In this case the steps are in a slightly different order than we would see in a major scale. The altered scale goes by various different names that we will discuss, most commonly "melodic minor" (given below as a refresher). 
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The C Jazz Minor Scale – (starting on the ii degree)

Jazz Minor – (also known as the Melodic Minor/Major scale)

The above scale offers many interesting nuances to a jazz composition using say the following progression:

/ C min/maj7 / A min7b5 / D min7 G7 / C min/maj7 /

This scale uses the ascending portion of the Melodic Minor:  C
D
Eb
F
G
A
B

It functions as the natural minor (Aeolian, Natural, or Relative) with a raised VI and VII steps, or as a Major scale with a lowered 3rd degree.

Notes:

1
2
b3
   4
     5
   6
   7

Chords:

i
ii0
iii+
   IV
     V
   VI+
   VII

Examples:

C
D
Eb
   F
     G
   A
    B

Common chord names (for practical use):

1 (i): 

C min/maj7 (C-Eb-G-B)

2 (ii):

D min7  (D-F-Ab-C) 

3 (bIII+):
Eb Maj7+5  (E-B-G-B-D) 

4 (IV):
           F7  (F-A-C-Eb)

5 (v):

G7 (G-B-D-F)

6 (vi+):
A min7-5 (A-C-E-G)  -- sometimes called half-diminished 

7 (bvii):
B min7-5 (Bb-D-F-A) -- sometimes called half-diminished

The use of altered scales is to offer variety (some spice) of melodic enhancement (solos and fills) used most effectively in improvisation – a common use for altered scales exists in the jazz vocabulary.

The following examples of altered scales can be used over the listed chord types and families (this is not a complete list):

1). C Lydian Augmennted  (see Addendum, page 44)

- 3rd Mode of the Jazz minor (see above):

Compared to, and derived from, C Major (A Melodic minor): C being the fourth (IV) degree of G, and G# being the augmented fifth degree of the C Jazz minior. This scale, C Lydian Augmented  contains the same notes as the  A Jazz minor.

Example 1.

        C – D – E – F# - G# - A – B – C

I – II – III - #IV - +V – VI - VII – VIII

• to be played quite effectively over the following harmonies: 

C Maj7+5 

A min/maj7

D7#11

F# min7b5

E7+5

G# min7b5

Example 2.

Compared to, and derived from, F Major (D Melodic minor): F being the fourth (IV) degree C, and C# being the augmented fifth degree of the F Jazz minor.

F – G – A – B – C# - D – E – F

I – II – III - #IV - +V – VI- VII – VIII

• to be played quite effectively over the following harmonies: 

F Maj7+5

D min/maj7

G7#11

B min7b5,

A7+5

C# min7b5

2). C Lydian b7 Scale
 C – D – E -  F# - G – A – Bb -   C

     I – II –  III - #IV – V – VI – bVII - VIII
Compared to, and derived from, G Major, C being the fourth (IV) degree of G, and Bb the raised 7th degree of the C Lydian. NOTE: the C Lydian b7 scale contains the same notes as the G Jazz Minor (Melodic Minor/Major scale).

•  to be played quite effectively over the following harmonies: 

C7#11

D7+5

E min7b5

F# min7b5

G min/maj7

Bb Maj7+5

3). C Locrian Raised 2 Scale (#2)

· 7th Mode of the Db Major scale with a #2 ( see the Modal scales if unsure of degrees):

C – D – Eb – F – Gb – Ab – Bb – C

     I – II – bIII – IV – bV – bVI – bVII - VIII
• to be played quite effectively over the following harmonies:

C min7b5

D min7b5

Eb min7

F min7

Gb Maj7+5

Ab7

Bb7+5
4). C Super Locrian 

· Derived from the 7th mode of the Db Melodic minor 

 C – Db – Eb – Fb (E) –   Gb – Ab –  Bb –  C

  I – bII – bIII – bIV(III) –  bV -  bVI - bVII - VIII 

Example 1: this modal scale represents the 7th scale of C Melodic minor: B min7b5 (or sometimes B half dim.7)

• to be played quite effectively over the following harmonies:

C min7b5

Db min/maj7

Eb min7

Fb (E)Maj7+5

Gb7
Ab7

Bb min7b5

C7b5#5

C7b9#9

• A Minor Key Chord Progression very common in Jazz that fits well with the above altered scales is:

/ I min/maj7 /  VI min7b5 / II min7b5 / V7b9 /

 C min/maj7 - A min7b5  - D min7b5  –  G7b9

C Super Locrian is a 7th mode of the Db Jazz minor (see Jazz minor above): 

Example 1:  Db Jazz Minor = Db - Eb – Fb(E) – Gb - Ab - Bb -  C 





        I     ii0
    iii+
    IV      V     VI+
VII

5). C Diminished scale

                C –  D –   Eb – F –  F# -   G# - A – B – C

 I –  II –   bIII -  IV - #1V  - V+  - VI – VII – VIII 

• to be played quite effectively over the following harmonies:

C dim7

Eb dim7

F# dim7

A dim7 

C7b5

F7

B half dim7

6). C Whole Tone scale

     C – D – E –   F - G# - A# – B# 

      I –  II –  III – IV  - V+  -VI – VII+

• to be played quite effectively over the following harmonies:

C7b5

C7+5

C7+5b5
7). C Half/Whole Diminished scale

        C – C# - D# -  E –   F# - G – A – Bb – C

           I – #I -- #II  – III –#IV – V – VI – bVII – VIII

• to be played quite effectively over the following harmonies:

C7#9

C7b5#9

C7b5b9

C7b5b9#9
8). C# Diminished Whole Tone scale

             C# - D# -   E   – F# - G –  A –     Bb –  C 

                             I –   #II –   III – #IV – bV – bVI – bVII – bIX or (bI) 

•  to be played quite effectively over the following harmonies:

C7#9

C7b5#9

C7b5b9

C7b5b9#9

9). C Pentatonic Scale: 

Pentatonic scales are made up of five tones They are also widely used in jazz, blues, country and bluegrass music. This fact makes pentatonic scales a very important part of modern and traditional music. There are major and minor pentatonics.

C – D – E – G – A 

 I  - II  - III  - V  - VI  

•  This scale works very well over chord progressions that are based primarily on major chords. Try it over 

Example 1.

I – IV – V - I, V – IV – I – V

C – F – G – C, G – F – C - G 

Example 2.

I – iv  -  IV  -  V  -  I

C – Fm – F – G  -  C

10). Blue Notes in C:
C – Eb – Gb




            I – bIII  - bV

11). C Blues Pentatonic (C Minor Pentatonic): C – Eb – F – G – Bb – C

This scale works well for chord progressions based on minor chords. 

Example 1:

iv – ii – iii – iv 

Fm – D min7b5 – Eb Maj7 - Fm

Example 2:

ii – iii – IV - ii.
D min7b5  -  Eb Maj7
-  F  -  D min7b5

NOTE: You can also use minor pentatonic scales over some major chord progressions to produce a "bluesy" sound. Take care with the b3 when you try it this way. The b3 can sound out of place over a major chord. A way to avoid this is to play the b3 as a slur, glissando, or legato as a passing tone into the 3 above or to the second or ninth below, eventually landing on the root. That is a classic blues lick.

Example 3: Use C Blues Pentatonic (C Minor Pentatonic): C – Eb – F – G – Bb – C

I – IV – V - I 

C – F – G - C

Example 4:

 V – IV – I – V

G  -  F  - C  - G 

 12). C Blues Scale:        C – Eb –  F –  Gb – G – Bb –  C 




          I -  bIII  - IV  - bV  - V -  bVII – VIII
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EXOTIC SCALES 

1)   The Octatonic Scale –        1
           b2
b3
3
#4
5
6
b7
8


         C  
Db  
Eb  
E  
F#  
G  
A  
Bb  
C
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In Western music we have major and minor scales consisting of seven notes, and five notes for pentatonic scales, and twelve notes for chromatic scale. In the scale below called “Octatonic”, we have eight notes: 

CHORDS to play over: C min, Cm7b5, Cm6, Dd Dim, E Dim, G Dim, Bb Dim, Eb7, Eb13, Eb7b9, Eb7b5b9, Eb7#11, Eb7#9, F# Dim, F#, F#6, F#7, F#7 sus4, F#7b9, F#7#9, F#7b5, A min, Amin7, Am7b5, A Dim, A7b9, A7b5

2) The Jewish, Mohammedan, Major Phrygian Scales – 

1     2    b3   4   5   b6   7      8

A    B     C    D   E   F   G#   A

This scale is actually the Harmonic minor scale.

CHORDS to play over: A min, Amin/maj7, A min#5, Bmin7b5, Cmaj7+5, Dm7, E, E7, E7 sus4, E7b9, E7+5, F Maj7, G# Dim

3) The Spanish Gypsy Scale – 
5
b6
7
1
2
b3
4
5






E
F
G#
A
B
C
D
E

This scale is derived from the fifth degree of the Harmonic minor scale:

CHORDS to play over: A min, Amin/maj7, A min#5, Bmin7b5, Cmaj7+5, D min, Dm7, E7, E7 sus4, E7b9, E7+5, F Maj7

4) The Double Harmonic Scale (Gypsy, Byzantine): 

1 
b2
3
4
5
b6
7
8

A 
Bb
C#
D
E
F
G#
A

CHORDS to play over: A, A Maj7, A Maj7+5, Bb, Bb7, Bb7b5, Bb Maj7, C# min, C# min6, D min, D min/maj7, E7b5, E7b5b9, E13b5, F Maj7+5

5) The Hungarian Minor Scale: 1
2
b3
#4
5
b6
7
8

A
B
C
D#
E
F
G#
A

CHORDS to play over: A min, A min/maj7, B7b5, B7 sus4(b5), B13b5, C Maj7+5, E, E Maj7, 

F Maj7, G# min, G# min6



6) The Hungarian Gypsy Scale : 1
2
b3
#4
5
b6
b7
8

     




  A
B
C
D#
E
F
G
A

CHORDS to play over: A min, A min7, B7b5, C Maj7, E min, E min/maj7, Eb Maj7+5, F Maj7, G7+5, G13+5





7) The Hungarian Major Scale:  1
#2(b3)    3
   #4
   5
  6
b7
8






A
B#(C)
     C#
   D#
   E
  F#
 G
A

CHORDS to play over: A Maj7, C6, Eb Dim7, F#7, F#13, F# min7b5, G6/4(no 3) 

8) The Persian Scale – 
1
b2
3
4
b5
b6
7
8





A
Bb
C#
D
D#
E#(F)
G#
 A

CHORDS to play over: A Maj7#5, Bb Maj7, C#6, C#6/9, D min, D min/maj7, F7+5 

9) The Egyptian Scale (Five note Pentatonic Scale): 


1
2
4
5
b7
8



A
B
D
E
G
A

CHORDS to play over: A5, A4 (n3), A sus7, A11, A9 (n3), B sus7 (n5), G, G6, G6/9, E min, 

E min7, D5, D4 (n3), D sus7(n3)

10) The Arabian (Major Locrian): 1
2
3
4
b5
b6
b7
8 






  A
B
C#
D
D#
E#
G
A

CHORDS to play over: A7#11, A11(n5), B min7b5, C#7#11, C#7b9, C#7b5b9, D min, D min/maj7, F7+5, G, G7,

11) The Oriental Scale – 
1
b2
3
4
b5
6
b7
8





A
Bb
C#
D
Eb
F#
G
A


CHORDS to play over: A7b5, A13b5, A11(n5), Bb Maj7+5, D Maj7, Eb Maj7, F# min, F# min6, 

G min, G min/maj7

12) The Chinese (Mongolian), also called the ‘Country Pentatonic’ used in country and western music

1
2
3
5
6
8







A
B
C#
E
F#
A

CHORDS to play over: A, A6, A9, A6/9, B (no 3), B7 sus4, E (no 3), E sus4, (n3), 

E6/9 (no 3), F# min, F# min7 

13) The Japanese (Kumoi) Scale: 1
b2
4
5
b6
8






   A
Bb
D
E
F
A

CHORDS to play over: A5 (n3), Bb Maj7, D min

14) The Iwato Scale:
1
b2
4
b5
b7
8





A
Bb
D
Eb
G
A

CHORDS to play over:
A7 (n5) A7 sus4 (n5), D5, D sus4 (n3), G min, Bb (n5), Bb Maj7(n5), Eb Maj7

15) The Hirajoshi Scale: 1
2
b3
5
b6
b7
8





A
B
C
E
F
G
A

CHORDS to play over: A min, A min7, A min9, B7 sus4 (n3), B sus (n3), C Maj7, E min, F Maj7, G6 (n5), G7 (n5)

16) The Kokinjoshi Scale: 1
b2
4
5
b7
8





 A
Bb
D
E
G
A

CHORDS to play over: A7 (n3) A7 sus4 (n3), Bb (n5), Bb Maj7(n5), D5, D sus4 (n3), E min7b5, G min, G min6, 

17) The Lydian Minor Scale:      1
2
3
#4
5
b6
b7
8






A
B
C#
D#
E
F
G
A

CHORDS to play over: A, A7, A9, A7+5, B7b5, C#min7b5, Eb7+5, E min/maj7, F7+5, G7+5

18) The Prometheus Scale:
1
2
3
#5
   b7
   8


A
B
C#
E#(F)     G
   A

CHORDS to play over: A7+5, A9 (n5), G7 or 9 (n5)

19) The Neapolitan Minor Scale: 1
b2
b3
4
5
b6
7
8

 A
Bb
C 
D
E
F
G#
A

CHORDS to play over: A min, A min/maj7, Bb Maj7, C7+5, D min, D min7, E7b5, F Maj7, G# Dim7

20) The Neapolitan Major Scale: 1
b2
b3
4
5
6
7
8

   A
Bb
C
D
E
F#
G#
A 

CHORDS to play over: A min, A min6, Amin/maj7, Bb Maj7+5, C7+5, D, D7, D7+5, E7b5, G# min7b5

21) The Enigmatic Scale:  1
b2
3
#4
#5
    b7
      7
     8

 A
Bb
C#
D#
E#(F)
     G
      G#     A

CHORDS to play over: A7+5, A Maj7+5, Bb min, Bb min6, Bb min7, C#, C#6, C#6/9, Eb, Eb7, Eb7#11, F7+5, G min7+5, G# sus4 (n3), G#6/9 (n3)

22) The Spanish Eight Tone Scale: 


1
b2
b3
§3
4
b5
b6
b7
8

A
Bb
C
Db
D
Eb
F
G
A

CHORDS to play over: A min7b5, A min11(n5), Bb min, Bb min/maj7, Bb Maj7, C min, Cmin7, Db6/9 (n5), D min,   D min7, Eb Maj7, Eb7, Eb7b5, F, F7, F7+5, F7sus4, G min, G min7, G min7b5

23) The Pelog Scale;
1
b2
b3
5
b7
8

A
Bb
C
E
G
A

CHORDS to play over: A min, A min7, C, C6, C7, C13, G min (n5)

24) The Overtone Scale:
1
2
3
4
5
b6
b7
8

A
B
C#
D
E
F
G
A

CHORDS to play over: A, A7, A9, A11, A7 sus4, A7b13, B min7b5, C# min7b5, D min, D min6, D min7, E min, E min6, E min7, F Maj7+5, G, G6, G7 

25) The Leading Whole Tone:  
1
2
3
#4
#5
  b7
7       8

A
B
C#
D#
E#(F)
   G
G#
A

CHORDS to play over: A7+, A9b13, B7b5, B713b5, C#7, Eb7+5, F7+5, G7+5, G# min, G# min6

26) The Balinese Scale: 

1
b2
b3
5
b6
8






A
Bb
C
E
F
A

CHORDS to play over: A min, Bb Maj7 (n3), C6 (n5), C7 (n5) C13 (n5), F Maj7
27) The Javanese Scale: 
1
b2
b3
4
5
6
7
8






A
Bb
C
D
E
F#
G#
A



CHORDS to play over: A min, A min/maj7, A min6, Bb Maj7+5, C7+5, D7, D9, D7+5, D7b13, E7b5

28) The Aeolian Scale (also Natural or Relative Minor): 

1
2
b3
4
5
b6
b7
8

A
B
C   
D
E
F 
G
A

CHORDS to play over:
A min, A min7, A min9, A min11, B min7b5, C, C6, C6/9, C Maj7, D min, D min7, E min, E min7, F, F6, F Maj7, G, G6, G7, G13

29) The Hawaiian Scale:   1
2
b3      4 (grace note)
   5
6
7
8




           A
B
C        D (grace note)
   E
F#
G#
A

CHORDS to play over: A min, A min/maj7, B min7, B min6, C Maj7+5, D, D6, D6/9, D13, D7#11, E7, E9, E7+5, E7 sus4, F# min7b5, G# Dim7 

30) The Jewish Scale: 
1
b2
3
4
5
b6
b7
8





A
Bb
C#
D
E
F
G
A

CHORDS to play over: A, A7, A7b13, A11, Bb Maj7, C# Dim7, D min, D min/maj7, E min7b5, F Maj7+5, G min, G min6, G min7, G Dim7, E Dim7, Bb Dim7

31) The Ethiopian Scale  – 
Ex.1.
1
2         b3
4
5
b6
b7
8







A
B
C
D
E
F
G
A

CHORDS to play over Example 1: A min, A min7, A min9, A min11, B min7b5, C, C6, C6/9, D min, D min6, D min7, D min9, E min, E min7, E min11, E min7+5, F Maj7, F Maj9, F Maj713, G, G6, G6/9, G7, G9, G13, G7 sus4

The 3rd, 6th, and 7th can also be sharp – as in Example 2 below: 

31)  The Ethiopian Scale:
 Ex. 2. 
1
2
3
4
5
6
b7
8







A
B
C#
D
E
F#
G
A

CHORDS to play over Example 2: A, A6, A7, A7 sus4, A9, A11, A13, B min, B min7, B min7+5, C# min7b5, D, D6, D6/9, D Maj7, E min, E min7, E min11, E min6, E min7+5, F Maj7, F Maj9, F Maj713, G, G6, G6/9, G Maj7, G Majj9, G Maj13

32) The Spanish Scale – (same as the Natural Minor, Relative minor and Ethiopian Scale) 

1
2
b3
4
5
b6
b7
8





A
B
C
D
E
F
G
A

CHORDS to play over: CHORDS to play over Example 1: A min, A min7, A min9, A min11, B min7b5, C, C6, C6/9, D min, D min6, D min7, D min9, E min, E min7, E min11, E min7+5, F Maj7, 
F Maj9, F Maj713, G, G6, G6/9, G7, G9, G13, G7 sus4
33) Egyptian: Five Tone Scale: 
1
2
4
5
b7
8






A
B
D
E
G
A

CHORDS to play over: A (n3), A7 (n3), A9 (n3), A5, A11, D5, D sus (n3), E5, E sus, (n3), G, G6, G6/9, B min11 (n5)

34) The Chinese Twelve Tone Scale  (two types) – 

Ex. 1: 
1
2
3
5
6
8




A
B
C#
E
F#
A

CHORDS to play over: A, A6, A6/9, A9, A13, B7 (n3), B7 sus4, B9 sus4, B11, C# min7 (n5), C# min11, F# min, F# min7, F# min11


 Ex. 2: 
1
3
#4
5
7
8

           E
G#
A#
B
D#
E


CHORDS to play over Ex. 2: E, E Maj7, G# min, B (n5), B Maj7 (n5), Eb sus4

35) The Hindustan Scale: 1
2
3
4
5
b6
b7
8





 A
B
C#
D
E
F
G
A

This scale is the same as the Overtone scale.

CHORDS to play over: A, A7, A9, A11, A7 sus4, A7b13, B min7b5, C# min7b5, D min, D min6, D min7, E min, E min6, E min7, F Maj7+5, G, G6, G7 

36) The Diminished Arabian Scale: 


1
2
b3
4
b5
#5
6
7
8

A
B
C
D
Eb
F
F#
G#
A

CHORDS to play over: A Dim7, B min7b5, B Dim7, C Dim7, D min, D min7, D7, D6, D13, D7#11, 
Eb Dim7, F7, F# Dim7, G# Dim7

37) The Scriabin Scale : 
1
b2
3
5
6
8





A
Bb
C#
E
F#
A

CHORDS to play over: A, A6, C# min (n5)

38) The Ritusen Scale:  

1
2
4
5
6
8






A
B
D
E
F#
A

CHORDS to play over: A (n3), A6 (n3), A13 (n3), A5, A11, B min, B min7, D, D5, D sus4 (n3), E5, E7 (n3), E9 (n3), E sus4, (n3), F# min (n5), F# min7 (n6), F# min11 (n5)

39) The Piongio Scale: 
1
2
4
5
b6
b7
8





A
B
D
E
F
G
A

This is the same scale as the Spanish scale, or the Natural (Relative) minor.

CHORDS to play over: CHORDS to play over Example 1: A min, A min7, A min9, A min11, B min7b5, C, C6, C6/9, D min, D min6, D min7, D min9, E min, E min7, E min11, E min7+5, F Maj7, F Maj9, F Maj713, G, G6, G6/9, G7, G9, G13, G7 sus4
40) The Symmetrical Scale; 
1
b2
b3
4
#5
6
b7
8






A
Bb
C
D
F
F#
G
A


CHORDS to play over: A min (n5), A min6 (n5), A min7 (n5), A min11 (n5), Bb Maj7, Bb6, Bb Maj7+5, C5, C6 (n3), C6/9 (n3), C sus4, D, D7, D7+5, D11, F, F6, F sus4, F6/9, F# minb5,  G min7b5, G min11

41). C Super Locrian Scale - Derived from the 7th mode of the Db Melodic minor 

1
b2
b3
§3
#4
+5
b7
8

 




A
Bb
C
C#
D#
E#(F)
G
A

CHORDS to play over: A min7b, A7b5b9, A7b5#5, A7b5b13, A7b9#9, Bb min/maj7, C min, C min6, C min7, C# Maj7+5, Eb, Eb6, Eb6/9, Eb7, Eb7#11, F, F6, F6/9, F7, F7 sus4, F11, F7+5, G min7b5, G min7+5

CADENCE

Musical cadence is defined as a progression of chords moving to a harmonic close or point of rest. A return to a tonal center is called a cadence. Some of the more common cadences are called authentic cadence, which is heard at the end or close of almost al popular music. The final chord in a progression gives a sense of rest, completion, or resolution, and has come to be knows as the tonic triad.

Types of Cadence: 

Authentic Cadence

Authentic cadence is the musical progression of harmonies with the dominant chord immediately preceding the tonic chord. 

A. Perfect

B. Imperfect

Perfect Cadence is constantly authentic. It utilizes a V – I or V – i chord progression with both chords in the root position and the highest note is the tonic. 

Ex. 1: 
IV  - IC  - V – I 


F – C/g – G7 – C

Imperfect Cadence is authentic cadence also. The triads do not have to be in root position, and the tonic is not the highest note. This cadence is more apt to a weaker sense of rest or completion as compared to Perfect cadence. 

Ex. 2: 
Vc – I

G7/D – C

Plagal Cadence


            Plagal Cadence is the musical progression of harmonies in a range from the fourth below to the fifth above its final tone, or being a cadence with the subdominant chord immediately preceding the tonic chord:     IV --> I or whose penult is iv and final of i. The plagal cadence has come to be known as the “Amen” cadence because it is heard most often in the endings of church hymns: IV – iii – ii – I (F – Em – Dm – C). 

Plagal cadenced can also occur when the penult is the subdominant: ii – I (D min  - C). Some experts say that any chord containing the tonic degree can be used as a plagal cadence: IV – I, iv – i, iv – I, IV – I, bVI – i. The vi is avoided in the plagal cadence. This cadence usually follows a perfect cadence (V – I or V - i) where a decisive ending is followed by a more subtle chordal exchange, which prepares the ear for decoration, enhancement, or general musicality of adventure. 

Half Cadence


Same as Authentic cadence but it is not complete in its direction toward the V chord. There may be a temporary interrupted or pause, say by the I64 chord, C6/A (C6 with A in the bass). This type of cadence temporarily interrupts, suspends, or delays the resolution, completion, or rest in the I chord (tonic).


… two more forms of cadence and we’re done with it…..

Deceptive and Interrupted Cadence

Both of these types of cadence are the same as authentic, but rather than resolving from V to I or I, they resolve to another chord

Ex. 1: 
V to vi (G7 ( A min).

Deceptive


In Ex. 1 above, the V (G7) resolves to vi (A min) because the vi is very able to function as a tonic chord (vi for I), making the iv a good substitute for the I chord. The iv chord, in this case, provides effective rest, completion, or rest in comparison to its parent tonic I chord. Because of this subtle tonal nuance of replacement or substitution, this cadence is said to be deceptive because the ear expects to hear one thing but it is delivered something slightly different but akin to what it expected to hear. Other examples are

Ex. 2: 
IVB –    I7 
F/A ( C7

Ex. 3:
iii7 –        I


Emin7 ( C

Interrupted


The cadence of chords is said to be interrupted when it carries no relationship to its parent, or intended tonic. In music this occurs when the chord progression suddenly changes tonality and instead of resolving or seeking rest or completion, it moves to an entirely different place in harmony. We say that the cadence has then been interrupted. Note that both of these cadences, Deceptive and Interrupted can be synonymous with each other and can be used interchangeably in conventional music.

Two & Three Chord Cadence

Three-Chord Cadence



Chords containing less than four note harmonies will usually have a three-chord cadence such as VI-V-I, or ii-V-I, or iv-V-I. Three-chord cadences involve major and minor triads only, there are no use of altered, diminished, and augmented chords in this cadence. 

Of these three chords, they are named the antepenult, or the first triad, the penult, or the second triad, and the final, or last triad. In harmony the goal is to set up a harmonic tension between the 
antepenult and the penult in order for the final chord to resolve, rest or complete the resolution, thereby creating stability.

Two-Chord Cadence


Chords consisting of more than major and minor triads usually will revolve around two chord cadences such as V7 – I, or bVII7 – I, or V7-I, and will contain harmonies added above the basic triad, such as sevenths, augmented, and diminished intervals. The cadence of two-chords here is between a penult, and a final. Usually we will hear the penult chord as a dominant seventh, augmented sixth, diminished or augmented type of chord.

The following charts show effective use of Three-Chord and Two-Chord cadential progressions used within the eight categories of scales introduced above. For purposes of review the chart below represents the eight categories of scales we have in Western music along with their respective cadential progressions.

Chart of Eight Scale Categories in Western Music (in Key of C)

	SCALE 
	I (i)
	(b)II (ii)
	(b)III (iii)
	IV (iv)
	V (v) 
	VI (vi) 
	(b)VII (vii)
	VIII (viii)

	Major


	C Maj7
	D min7
	Emin7
	F Maj7
	G7
	A min7
	B min7b5
	C Maj7

	Aeolian


	C min7
	D min7b5
	Eb Maj7
	F min7
	G min7
	Ab Maj7
	Bb7
	C min7

	Harmonic Minor
	C min/maj 7
	Db Dim 7
	Eb Maj7+5
	F min7
	G7
	Ab Maj7
	B Dim 7
	C min/maj 7

	Harmonic Major
	C Maj7
	D min7b5
	E min7
	F min7
	G7
	Ab Maj7+5 
	B Dim7
	C Maj7

	Ascending Melodic Minor
	C min/maj7
	D min7
	Eb Maj7+5
	F7
	G7
	A min7b5
	B min7b5
	C min/maj7

	Descending Melodic Major
	C7
	D min7b5
	E min7b5
	F min/maj7
	G min7
	Ab Maj7+5
	Bb7
	C7

	Double Harmonic Major
	C Maj7
	Db Maj7
	E min6
	F min/maj7
	G7b5
	Ab+5 
	Db7/B
	C Maj7

	Double Harmonic Minor
	C min/maj7
	D min7b5
	Eb7+5
	F min7
	Gmaj7
	Ab Maj7
	B Dim7
	C min/maj7


Three-Chord Cadence Progressions (In C)

(Refer to Chart above for Chordal Progressions)

The most prevalent and effective chord progressions appear to the left and top most . . . 

	Major



	IV – V - I

FMa7-G7-CMaj7

	ii – V – I

Dm7-G7-CMaj7

	V – ii - I

G7-Dm7-CMaj7
	Aeolian

	V – IV - I

G7-Fmaj7-CMaj7
	v – iv – i

Gm7-AbMaj7-Cm7

	iii -  ii – I

Em7-Dm7-CMaj7
	bVII – iv – i

Bb7-Fm7-Cmin7

	iii – IV – I

Em7-Fmaj7-CMaj7
	bVI – bVII - I

AbMaj7-Bb-Cmin7
	Harmonic Minor

	
	iv – bVII – I

Cmin7-Bb7-Cmin7
	iv – V – I

Fmin7-G7-Cmin/maj7

	
	bVI – v – i

AbMaj7-Gmin7-Cmin7
	V – iv – I

G7-Fmin7-Cmin/maj7
	Harmonic Major

	
	iv – v – i

Fmin7-Gmin7-Cmin7
	bVI – V - I

AbMaj7-G7-Cmin/maj7
	iv – V – I

Fmin7 - G7 - Cmaj7

	
	
	
	V – iv – I

G7 - Fmin7 - Cmaj7

	
	
	
	iii – iv - I

Emin7 - Fmin7 - Cmaj7


	Ascending Melodic Minor
	Descending Melodic Major
	Double Harmonic Major
	Double Harmonic Minor

	IV – V – i

F7-G7-Cmin/maj7
	v – iv – I 

Gmin7-Fmin/maj7-C7
	iii – bII – I

Emin6-DbMaj7-Cmaj7
	bVI – vii – I

AbMaj7-B Dim7-Cmin/maJ7

	ii – V  - I

Dmin7-G7- Cmin/maj7
	bVII – iv – I

Bb7 - Fmin/maj7 - C7


Two-Chord Cadence Progressions (In C)

(Refer to Chart above for Chordal Progressions)

The most prevalent and effective chord progressions appear to the left and top most . . . 

	Major/Harmonic Major



	V7 - I

G7-CMaj7

	ii – V – I

Dm7-G7-CMaj7

	V – ii - I

G7-Dm7-CMaj7
	Aeolian

	V – IV - I

G7-Fmaj7-CMaj7
	bVII – i

Bb7 – Cmin7

	iii -  ii – I

Em7-Dm7-CMaj7
	bVII – iv – i

Bb7-Fm7-Cmin7

	iii – IV – I

Em7-Fmaj7-CMaj7
	bVI – bVII - I

AbMaj7-Bb-Cmin7
	Harmonic Minor
	Descending Melodic Major

	
	iv – bVII – I

Cmin7-Bb7-Cmin7
	V7 – i

G7 – Cmin/maj7
	bVII7 - I 

Bb7 – C7

	
	bVI – v – i

AbMaj7-Gmin7-Cmin7
	V – iv – I

G7-Fmin7-Cmin/maj7
	Double Harmonic Major

	
	iv – v – i

Fmin7-Gmin7-Cmin7
	bVI – V - I

AbMaj7-G7-Cmin/maj7
	bII aug6 – I

Db aug6 – Cmaj7

(Db7 - Cmaj7)


	Exotic & Other Scales 
	Exotic & Other Scales
	Exotic & Other Scales
	Exotic & Other Scales
	Exotic & Other Scales

	bII aug6 – I

Db aug6 – Cmaj7

(Db7 - Cmaj7)
	IV aug6 - I

F aug6 – Cmaj7

(F7 - Cmaj7)
	VII7 – I

B7 – Cmaj7


	III7 - I

E7 – Cmaj7
	bV7 – I

Gb7 – Cmaj7




MODULATION


            In music we have many types of modulation used for smooth transitions in tonal center changes and also used for abrupt and rough changes. The examples given below are only a brief explanation of modulation and do not represent all of the various types of modulation that exist in modern music.


Within music we have two forms of modulation: between two different tonal centers, and between two different tonal types (major and minor). A good example of this can be a modulation from the major tonality of G to:

1. D major. Here we have a different tonal center, but the same tonal type.
2. G minor. Here we have the same tonal center, but a different tonal type.

3. C minor. Here we have a different tonal center, and a different tonal type,

Common-Note and Note-Similar Keys


By counting the number of notes two chords in a progression have in common we come up with a very basic relationship between keys, chord types and tonal center. The closest related keys, as compared by the distance between the notes, are the relative major and minor keys because they share all seven notes. 

Ex. 1: The key of C and the key of A minor share 7 common notes out of 7


C major: 
C
D
E
F
G 
A
B



A minor: 
A
B
C
D
E
F
G 


Ex. 2: The keys C major, G major, and e minor share 6 common notes out of 7: c, d, e, g, a, b

Ex. 3: The keys of G major (c, d, e, g, a), F major (c, d, e, g, a), e minor (c, d, e, g, a), and d minor (c, d, e, g, a) are the next closely related keys to C major with 5 common tones.

The following chart shows the relationship of common notes between every key to C Major and a minor. The top most keys contain the most common notes, and further down the chart shows keys less related to C major and a minor:

	Minor Keys (b)
	Major Keys (#)
	No. of notes in common with

C or a
	Major Keys (#)
	Minor Keys (#)

	d
	F
	6
	G
	e

	g
	Bb
	5
	D
	b

	c
	Eb
	4
	A
	f#

	f
	Ab
	3
	E
	c#

	bb
	Db
	2
	B
	g#

	eb
	Gb
	1
	F#
	d#


Any of these keys and chord types can modulate very easily due to common tones shared with C major and      a minor, but the common tones (top of chart) to bottom of chart modulate easiest and smoothest.

Common chord modulation

Common chord modulation moves from the original key to the destination key (usually a closely related key) by way of a chord both keys share. For example, G major and D major share 4 chords in common: GMaj, Bmin, DMaj, Emin. See below and chart above. The I chord in G Major—a G major chord—is also the IV chord in D major, so I in G major and IV in D major are aligned on the chart.

G Major:
I
ii
iii
IV
V
vi
vii°

D Major:
IV
V
vi
vii°
I
ii
iii

Pivot Chord


A common way to smoothly modulate is to use a pivot chord, a chord found common to the both keys. The pivot chord originates as a member of the original key but then is interrupted, or quitted as a member of the new key where another cadential progression is established.

In the example below we will modulate from G major to e minor:
Ex. 1:

G – C – D – Em – F# – Bm



G major – C major – D major – E minor – F# major – B minor

Here we have e minor as the pivotal chord. It originates as vi of G major but is stopped, or quitted (re-named) as iv when it arrives, or enters in the new cadential progression iv – V – I of b minor.

Parallel Keys


There is a similarity between two major and minor keys, or parallel keys of say C major and c minor. Both keys share the common notes of c, d, f, g, and are thus heard very similar. These two keys are said to be parallel even though they share only 4 notes. But what is important is that they both share the C tonic and a common V chord (G7).

A very effective way to modulate between parallel keys is to use the common dominant chord as the pivot:

Ex. 1: 

A major – D major – E7 –  A minor – D minor – E7 – A major



       I
         IV          V

i
iv
    V
    I

Common-tone modulation

Common-tone modulation uses a sustained or repeated pitch from the old key as a bridge between it and the new key. Usually, this pitch will be held alone before the music continues in the new key. For example, a held F from a section in Bb major could be used to transition to F major, or Db Major, etc., etc.,
Chromatic modulation

A chromatic modulation is so named because a secondary dominant or other chromatically altered chord is used to lead one voice chromatically up or down on the way to the new key. (In standard four-part chorale-style writing, this chromatic line will be in one voice.) For example, a chromatic modulation from C major to d minor:

Old Key






New Key

C Major (I):
IV

V/ii

ii 
( 
D minor (i)


F Major  (
A Major (  D minor

In this case, the IV chord, F Major, would be spelled F-A-C, V/ii, A Major, A-C#-E, and the ii chord, dm, D-F-A. Thus the chromaticism, C-C#-D, along the three chords; this could easily be part-written so those notes all occurred in one voice.
Enharmonic Modulation


The following types of modulation fall within the method of enharmonic equivalents, or the same chords named differently as their roles the key act differently.  

As discussed earlier, the dominant seventh chord can also be re-named as an augmented 6 depending on its role in the key. For purposes of review see below:

Dominant Seventh Movement: All Dominant 7th. Chords may move down a perfect fifth or up a perfect fourth.

Example 1:

           (Upward  one half step)


   V

         I


   D7          (      G


 ( c / f# )   (    ( b / g)

Example 2:

(movement downward a half step: classical theory calls this the augmented 6th movement, enharmonically the same as the dominant seventh.)

 bII

   V


 Ab7          (  G


( c / gb )    (  ( b / g )

Example 2a:


   V

   IV


 Ab7          (  Db


( gb / c )    ( ( f / db )

Example 2b:


   V

    bI


  D7           (  Db


( c / f# )    (  ( f / db )

Dominant Seventh Root Modulation – Based on “Authentic/Perfect” Cadence


A common way to modulate between two related or mostly unrelated keys is to use a dominant seventh chord, or altered seventh chord, or diminished chord of the target key, seeking resolution in the new tonal center’s I chord or i chord. In this way we utilize enharmonic equivalents explained above.

Example 1 below illustrates modulation from the key of C major to E major utilizing the aug. 6 (dom. 7th) b2 resolution. In this case, the C Major chord is acting as a pivot chord from the key of C to the key of E. The B chord acts as both the I chord of C being quitted as bII, and then in the modulation the B chord is re-established as V of the key of E,

Ex. 1: 
C  -  A min7  -  D min 7  -  G7 -  C   -    B    -    E  –   C#min7  -   F#m7  -  B   -   E 


I       vi             ii                 V       I    bII (or V)    I          VI              II
         V
I

Example 2 below illustrates modulation from the key of F major to A major utilizing the aug. 6 (dom. 7th) b2 resolution. 

Ex. 2: 
F – Gmin7 – C7 –  B – E7  -  A

I         ii       bII     II     V       I 

Example 3 below shows how you can use most chords in a cadential progression to act as V or v of the target key to establish a new tonal center. In the case below, F#min7b5 (vii of G major) acts as a V of the key of B. Here we started in the key of G and modulated to the key of B. 

Ex. 3:
G Maj7     Am7    D7      Bm7
F#min7b5
B Maj7


    I             ii
        V
       iii
           vii (v)
           I

Example 4 shows how the same vii chord (F#min7b5) in G major can smoothly transition to Dmin7/F in the new key of  Bb.
Ex. 4:
G Maj7
Am7
D7
Bm7
F#min7b5
Dmin7/F   Gmin7  Cm7   F7    BbMaj7


    I

   ii
 V
  iii
      vii
              iii               vi         ii       V          I

Tri-tone Sub. Modulation 


See the section on Tri-tone subs. Below we have a cadential progression starting in the key of F Major followed by a modulation to the key of B utilizing a tri-tone sub between C7 and F#7

Ex. 2:   F     –     Bb    –    Gm7   --   C7  --  F#7       –       Bmaj7 


  I             IV            ii              V         V (of new key)   I (new key)
More on Enharmonic Equivalents

1. Dominant Seventh (1-3-5-b7) can be re-named as Augmented Sixth (1-3-5-#6)

• C7 as V of F can also act as bII of B (see examples above) where the new key is established. 

2. Augmented Sixth (1-3-5-#6) can be re-named as Dominant Seventh (1-3-5-b7)

• D7 as V of A major can act as bI of Db major.

3. Augmented Triad (1-3-#5) can be re-named as the aug. triad built a major third above or below.

• Ab+ (Ab-C-E) is also named C+ (C-E-G#) is also named E+ (E-G#-C) is also named G#+   (G#-E-B#)
4. Diminished Seventh (1-b3-b5-bb7) can be re-named, or re-spelled as diminished sevenths built a minor third or tritone above or below.

•  G dim7 (G-Bb-Db-E) is also named Bb Dim7 (Bb-C#-E-G) is also named C# dim7 (C#-E-G-Bb) is also named E dim7 (E-G-Bb-C#)

Rationale for Enharmonic Modulation


This method of modulation can be very effective, but it can also be used in a manner that may not produce good musical example – the ear is the final judge in this case. 

When playing any chord, where one interpretation has been made, say C7 as V of F, and then it is quitted enharmonically as say bII of B, or as bI of Db, a new interpretation has been made which is a very strong musical statement (however subtle one may think the modulation is, it changes tonal centers). This creates a totally new musical path or direction for the ear. Theoretically, it may be achievable or correct, however, the sound should be the final product and judge for any musician. Modulations of this type can be very radical and must be used judiciously for maximum or minimum effect. Changes in key also affect changes in mood.

Examples:

Ex. 1.
F7 can be approached as V7 of Bb major, or it can be quitted as bVIaug6 of A.

Ex. 2.
Db+ can be approached as bIII+ of Bb minor, or it can be quitted as V+ of D minor.

Ex. 3.   B dim7 can be approached as vii07 of C major, but it can be quitted as vii07 of Gb major.

Dominant Seventh, Flat the Ninth Chord  & Diminished Seventh Chord 


• The Dominant Seventh chord is spelled 1-3-5-b7-b9
. 

In the key of C: G7b9 = G – B – D – F - Ab 

• The G7b9 chord contains the same notes as the Ab Dim7 (Ab – B – D – F), B Dim7 (B – D – F – Ab),  D Dim7 (D – F – Ab – B), and F Dim7 (F – Ab – B – D). 

The use of the V7b9 as a pivot chord in a key modulation is every effective because it works very smoothly in changing the direction of tonality from any point in the cadence.

Ex. 1. 
Bb min
Eb min
F7b9 (F# Dim7)
B Maj (or B min)


I

iv

V


I

In this case we start with Bb Harmonic minor, and it progress to Eb min (iv), it moves along quite smoothly to the V7 of Bb min (F7), and because of the V# in Bb Harmonic minor, we have the Gb which is F7’s flattened ninth—also re-named as F# Dim7, A Dim7, C Dim7, Eb Dim7. So, by picking any one of the Diminished alternatives, in this case, F# Dim7 progresses quite naturally to B Maj7. The F# Dim7 here is acting as V of I which is B Maj7. 


The following examples utilize the remaining diminished seventh equivalent chords to F7b9. Notice that each progression starts the same, but ends in a new tonal center –and remember that every key (tonal center) has a different mood, or color.

Ex. 2. 
Bb min
Eb min
F7b9 (Ab Dim7)
Db Maj (or Db min)


I

iv

V


I

Ex. 3. Bb min
Eb min
F7b9 (B Dim7)
E Maj (or E min)


I

iv

V


I

Ex. 4. Bb min
Eb min
F7b9 (D Dim7)
G Maj (or G min)


I

iv

V


I

In the following example, a diminished chord (B07) acts as the V7 chord (quitted chord) of the new tonality       

(C major:









          (G7b9)

i

iv

vii0
   IV of vii0   V       I      V of I    V of vi   vi 

Bb minor
Eb minor
Ab7b9   D7

G
C     B07  
E7
   A min

[Bb Harmonic minor                      ] [new key of C

  ]   [new key of A minor       ]

NOTE:  The use of Ab7b9 acts as both a tritone sub. of D7 and also as the V7 of D major (secondary dominance discussed below). D7 in the new tonal center of C is used as a secondary dominant of C’s vi which is A minor.

The Role of Secondary Dominance in Modulation.


The V chord in any key is called the dominant seventh chord. It is built on the root position of the tones a fifth above the tonic root, or a fourth below the tonic root. In the case of C (C-E-G), the dominant seventh chord is G7 (G-B-D-F). Considering all the chords in a diatonic progression: C – Dm – Em – F – G7 - Am – B0 every chord has its fifth chordal seventh chord, however, they are not considered Dominant Seventh.  The seventh chords comprised from the II to the VI chord degrees are called Secondary Dominants.

Example 1: 

	DIATONIC CADENCE
	KEY OF C
	DOMINANT SEVENTH 
	SECONDARY DOMINANT
	NEW MAJOR KEY

	I
	C Major
	G7
	
	

	ii
	D minor
	
	A7
	D

	iii
	E minor
	
	B7
	E

	IV
	F Major
	
	C7
	F

	V
	G major
	
	D7
	G

	vi
	A minor
	
	E7
	A


The significance of the secondary dominant has tremendous impact on harmonic cadence in reference to modulation. In any major or minor key, a secondary dominant can, theoretically, be placed within the path of a diatonic progression. See examples below: (I love this type of modulation!)

Example 1: 

I
ii

V
   V of vi
vi
   V of iii
V of vi

IV

I

C 
Dm7

G7 
   E7

Am
    B7

E7 

F

C

Example 2:

I
V of vi
     vi

V of V
   V
  V        vi
  IV     V       I

C
E7
    Am7
D7
   G
  E7
  Am
  F
G
C

Example 3:

I
IV
iii
  V of iii   ii            IV     V of ii     ii
      V of vi      vi

ii
  V
I

C
F
E min
  A7
     D min      F
  A7 
    D min     E7
   A min 
D min
  G7
C

(NOTE: The use of the cadence F-A7-D min also employs “Chromatic Modulation” discussed earlier…)


Example 4:

E min    B min7
  
C
E7
  Bb7b5
A min7
     D7
     Ab7b5 
G Maj7  (repeat)


iii           iii of related    I          V of vi     tritone 
vi
     V of V   tritone 
I (New Key)

C            key of G 

           sub of E7

                sub
 of D7

Many, many more examples abound in this wonderful tool for musicians, composers and song writers. Modulation exists as a great tool for creative expression, and should be used discriminately with caution. The creative artist should never sacrifice sound, feeling, mood, and story for theory. Although and because harmonic theory claims certain musical truths to be evident, it does not mean that creative liberty is without creative responsibility to the art of music. Consonance exists not in spite of dissonance but because of dissonance, and dissonance exists not in opposition to consonance but because elongated stress without release is harmonic – and in the long run, I find it quite distasteful, if not altogether painful. Always strive for harmonic, melodic, and rhythmic balance between all musical factors. 


More SECONDARY DOMINANT THEORY

Using the example above, we could substitute a diminished seventh chord for each of the secondary dominants in which they act as “passing chords” between the diatonic chords (harmonized scale).

Example A: 

(SD = “Secondary Dominant” of the next chord in the progression. In the following example, E7 would be the secondary dominant of Amin7; F#7 would be the secondary dominant of Bm7, and so on…)

Key of G 

G Maj7  E7  Am  F#7     Bm7      G7  Cmaj7    A7      D7       B7      Em7  C#7    F#min7b5





I
     SD   ii       SD          iii
   SD        IV          SD        V
         SD       vi
        SD         viii

Example B (now, let’s smooth out those SDs and treat them more like passing chords in an accompaniment)

G Maj7  Abdim7  Am7  Bbdim7  Bm7   Bdim7 Cmaj7  C#dim7  D7 Ebdim7  Em7  Fdim7  F#min



I
     SD        ii
             SD      iii
  SD        IV          SD       V
       SD       vi      SD          viii


NOTE: What is really interesting here it that the diminished seventh chords are enharmonic equivalents the dominant seventh flat nine chords : Abdim7 (Ab  B  D  F) is the same as E7b9 ( E  Ab  B  D  F) – just as the Bbdim7 (Bb  Db   E  G) is the same spelling as the F#7b9 (F# A#  C#   E  G) … same for the rest of the chords.

The following is an example of “passing chords” in which the secondary dominant acts as a chromatic minor seventh chord between each diatonic chord:

Example C (now, we can also treat those SD passing chords as minor 7ths chromatically passing to minor 7ths)

G Maj7  Abmin7 Am7   Bb min7    Bm7  Cmaj7   C# min7   D7   Eb min7   Em7  Fmin7  F#min7b


    I
      SD         ii         SD             iii
     IV          SD           V
   SD          vi
     SD         viii


Any chord can be a temporary tonic, with its own dominant preceding and pulling to it. 

OLD KEY


       NEW KEY (A)

   TEMPORARY TONIC



                      Secondary Dominant

C
     ---(

           E7

---(
                   Am

I of C


                  V of vi (Am)
                             vi of C

OLD KEY


       NEW KEY (E)

TEMPORARY TONIC



                     Secondary Dominant

C
     ---(

           B7

---(
               Em

I of C


                   V of iii (Em)

      iii of C

OLD KEY


       NEW KEY (F)

TEMPORARY TONIC



                   Secondary Dominant
C
     ---(

           C7

---(
                F

I of C


                    V of IV(F)


      IV of C

OLD KEY


       NEW KEY (G)

TEMPORARY TONIC



                   Secondary Dominant

C
     ---(

           D7

---(
     
     G

I of C


                  V of V (G)
                        V of C

OLD KEY


       NEW KEY (D)

TEMPORARY TONIC



                      Secondary Dominant
C
     ---(

           A7

---(
            Dm

I of C


                     V of ii(Am)
             ii of C

OLD KEY


       NEW KEY (B)

TEMPORARY TONIC



                     Secondary Dominant
C
     ---(

           F#7

---(
             B half dim

I of C


                  V of vii (B half dim.)
    vii of C

(…this is used very rarely in modern music…..)

Addendum on Improvisation with the Melodic Minor and its Use

Many students ask why is the Melodic Minor so important a concept in Jazz Improvisation. The special allurement the Melodic Minor has, especially in jazz, is very often because of its smooth sound

(containing only two sizes of seconds, major and minor), especially proper for improvisation. 

Two other scales used in conjunction with jazz and improvisation is called the Lydian Dominant scale (also known as a Related Melodic Minor) and Altered scales  ... (Example: A Melodic Minor = C Lydian Dominant . . . see Example 6 below...)

The Melodic minor consists of minor seconds (semitones) between the 2nd and 3rd degrees and

between the 7th and 8th degrees, and whole tones (major seconds) between all the other tones. This formula can be used on any note to form the melodic scale.

A Melodic Minor (A B C D E F# G#) is the same as the C Lydian Augmented scale (C D E F# G# A B) ... which both are derived from the same C Major scale  (shown below...)

Ok, now why is the Melodic Minor so effective? (… to answer that student’s original question) ... it's because it contains some very cool and interesting alterations particularly on the dominant -- but not only the dominant (also is effective for the half dim (min7b5)., maj/min, etc.) ...

The following Examples are alterations on-board (or contained in) the Melodic Minor and Lydian Dom Scales:

Example 1:

A Mel. Minor (or the C Lyd. Dom) played over D7#11 produces a smooth, almost modal sound plus incorporating the raised 4th (or flatted 5th...)

Example 2:

A Mel. Minor (or the C Lyd. Dom) played over E7#5 also produces an almost modal sound and incorporates the #5...

Example 3:

A Mel. Minor (or the C Lyd. Dom) played over C Maj7#5 produces the #5 and #4

Example 4:

A Mel. Minor (or the C Lyd. Dom) played over Amin/maj7 produces the b3, 6 and Maj 7

Example 5:

A Mel. Minor (or the C Lyd. Dom) played over F#min7b5 produces the b3 (#9), b5, #5, b7...

Example 6:

A Mel. Minor (or the C Lyd. Dom) played over G#min7b5 produces the 3, b3(#9), b5, #5, b7 ...

Example 7:

A Mel. Minor (or the C Lyd. Dom) played over Ab7#9 produces the 3, b3(#9), b5, #5, b7, b9 ...

The Melodic Minor also contains within its harmonized progression the IV chord as Dominant #11 …

Let’s review the chords in the Melodic Minor (the Jazz Minor)

Common chord names (for practical use):

1 (i): 

C min/maj7 (C-Eb-G-B)

2 (ii):

D min7  (D-F-Ab-C) 

3 (bIII+):
Eb Maj7+5  (E-B-G-B-D) 

4 (IV):
           F7  (F-A-C-Eb) … the #11 (B) is an extension (also known as the b5 or #IV) 

5 (v):

G7 (G-B-D-F)

6 (vi+):
A min7-5 (A-C-E-G)  -- sometimes called half-diminished 

7 (bvii):
B min7-5 (Bb-D-F-A) -- sometimes called half-diminished

The 4th chord in this progression is the F7 (#11)  ….  The F7 #11 can also employ the F Lydian b7 Scale which is identical to the C Melodic Minor form the 4th degree. (There are many ways to learn the same thing …)

F Lydian b7 Scale

   F – G – A – B   - C – D  – Eb –  F

     I –   II – III - #IV – V – VI –bVII – VIII

F Lydian means that F is the 4th degree of what scale? (see the section on “Modes.”) F is the 4th. degree of C Major. So, if we take the C Major scale and start from F, the 4th, and count is as I (one), when we get to the 7th. note, E, we flat (b) it to come up with Eb; thus, we have the “F Lydian b& Scale.”  

Compared to, and derived from, G Major, C being the fourth (IV) degree of G, and Bb the raised 7th degree of the C Lydian. NOTE: the C Lydian b7 scale contains the same notes as the G Jazz Minor (Melodic Minor/Major scale).

•  to be played quite effectively over the following harmonies: 

C7#11

D7+5

E min7b5

F# min7b5

G min/maj7

Bb Maj7+5

The Harmonized Diminished Half-Whole Scale & Analysis …

The half-whole scale is a symetrical stack starting on the root and building on a half--whole step interval combination. There exists many harmonic and melodic possibilities with this scale because of the extra scale tones allowing for additional variations in harmony and melody. 

The use of the folowing harmonies lend themselves to the half-whole scale: Minor/Maj7, Minor 7b5, Dom. 7#9, Majb5, and other Dominant and altered Dominant possibilities. The Half-Whole. scale is a prime example of how to add complexity or simplisity to a measure because of the tension that the minor 3rds create.

The I -- bIII  - bV -- VI chords are enharmonic equivalents and can act as both Majb5, Dom., altered Dom, and Diminished chords ( B Dim = D Dim = F Dim = Ab Dim).... also, can be spelled as B7#9, D7#9, F7#9, Ab7#9

Let's take B half-dim: for example: B C D EB  F  Gb  Ab  A

Now, the harmonized B Half Diminished scale follows:

A).  I =  B Major b5 (5, b7, b9, #9, 13) 

B).  bII = C minorb5 (7, 9, 11, b13,13) 

C).  II - none

D).  bIII= D Major b5 (5, b7, b9, #9, 13)

E).  III = Eb minor b5 (7, 9, 11, b13, 13)

F).  IV = none

G).  bV = F Major b5 (5, b7, b9, #9, 13)

H).  V = Gb minor b5 (7, 9, 11, b13, 13)

I).   bVI = none

J).  VI = Ab Major b5 (5, b7, b9, #9, 13)

K).  bVII = A minor b5 (7, 9, 11, b13, 13)

L).  VII = none

What is particularly interesting about the Minor 3rd. movement of chords and lines is that they have a particular cadence (gravity) to resolve to the minor 2nds (that is due to the large number of minor 3rd, major 6, and aug. 4 and dim 5th intervals in the half-whole tone scale...)

Example 1:

1) B7#9 ---> C Minb5

2) D7#9 ---> Eb Minb5

3) F7#9 ----> Gb Minb5

4) Ab7#9 ---> A Minb5

Example 2:

1) B7#9 ---> B7b9/C

2) D7#9 ---> D7b9/Eb

3) F7#9 ----> F7b9/Gb

4) Ab7#9 ---> Ab7b9/A

Experiment -- Try this progression on your instrument (and notice the movement of chords and line  - the half-whole scale:

Example 3 (Half-Whole):

 B7#9 --> B7b9/C --->  D7#9 ---> D7b9/Eb ---> F7#9 ----> F7b9/Gb ---> Ab7#9 ---> Ab7b9/A

Example 4 (Chromatic):

 B7#9 ---> B7b9/C ---> C# Half-Dim---> D7#9 ---> D7b9/Eb --->  E Half-Dim ----> F7#9 ----> F7b9/Gb ---> G Half-Dim ---> Ab7#9 ---> Ab7b9/A--->Bb Half-Dim---> B7#9  ...

My General Solo Rules – and this is not finite, as I I find myself breaking my own rules when soloing because improvisation is so personal a musical event and mystery sometimes. The following is a large generalization of the  many ways to solo over these altered dominants (as shown previously in the “Alteration” section). I include this general Rule section as a quick reference once all of the information on altered dominants has been comprehended thoroughly.

NOTE: as indicated below, a scale starting point does not necessarily have to begin from the designated interval degree, for example, 

The Melodic Minor from the 4th degree: G7#11  ( D Melodic Minor

It can begin at any point in the scale or chord interval (or inversion). I mention a starting point for reference to the root or tonic only.

Rule #1: To solo over Dominant #9 chords I use:

a. The Melodic Minor a half step above the #9 chord: E7#9 -( F Mel. Min.

b. The E Half-Whole Tone scale: E Half Diminished scale 

Rule #2: To solo over Dominant 7#11 (or b5) chords I use:

a. The Melodic Minor from the 4th degree: G7#11  -( D Melodic Minor

b. The Lydian b7 scale from the 4th degree of the Major scale and flat the 7th:   C7#11 -( G Major scale with a Bb (b7 of C Lydian).

Rule #3: To solo over Dominant 7b9 chords I use:

a. The Half-Whole Tone scale: E7b9 -( E Half Whole scale

b. The Diminished scale of the b9 degree: E7b9 -( F Diminished scale.

c. The Melodic Minor a half step above the b9 chord: C7b9-( C# Melodic Minor

Rule #4: To solo over Dominant 7th #5 chords I use:

a. The Whole Tone scale, from any chord or scale degree

b. The Melodic Minor from the 5th degree: G7#5  -( C Melodic Minor 

Rule #5: To solo over Diminished 7th chords I use:

a. The Diminished scale of the root or any chord degree (inversion).

b. The Half-Whole Scale 

Rule #6: To solo over the Half-Diminished (min7b5) chord I use:

a.    The Melodic Minor (or Harmonic Minor*) from the 2nd degree: Em7b5-(D Mel. Minnor

b.    The Half-Whole Tone scale from a half step below: Bm7b5 -( Bb Half Diminished scale

d. The Diminished scale of chord: Ab7m7b5 -( Ab Diminished scale.

e. The Melodic Minor a half step above the Half Diminished chord: Cm7b5  -( C# Melodic Minor

*Note: The use of the Harmonic Minor in jazz has inherited the common feelings from Classical composers in that its use for melodic construction is very limited due to the large interval leap between the #5h (b6th) and  7th which is rather unstable; however, the use of the Harmonic Minor for harmonic construction is used extensively in Classical and Jazz music.

Humming with your solo
Research is available that shows data concerning musical skills as a form of natural language processing, and that "humming is a form of speech processing," just as spoken dialogue processing, musical information retrieval and pattern recognition form a large portion of our speech communication. 

Humming along with a solo has a lot to do with what is called "solo vocal modeling" in speech and music information retrieval.

A musician humming during his/her performance whether it be soloing to or playing the song, has a cognitive correlation  to "modeling" the key or tonic, rhythmic and harmonic centers of the composition.  

I have been humming along with my solos ever since I learned to lay down a line against chords. I have tried to analyze it for years, and the best conclusion so far that I have found, is what the researchers say about "solo vocal modeling."

It’s like the mind sets down in vocal motion a framework that is so connected to the song (and all of its components iy has learned through disciplined training) via its tonality, its key, its tonal center(s), its rhythm and its harmony, and attempts to center all the correlated concepts of soloing and interpretation into a general framework where you, the soloist, can express against a backdrop hum that incorporates all the modeled processes of the song. 

It's likes a sort of crutch to keep the tonal, rhythmic and harmonic centers constantly in touch and focus internally by blocking out unnecessary disturbances from the outside world--albeit, they may enter as interruption of the focus process, loss of key center, tempo, etc ....

The humming is not only melodic, its also rhythmic and harmonic -- modeling the pulse in order also to keep in its focus ...

Use of Counterpoint 

Counterpoint consists of 4 types of “contrapuntal” movement  or “motion”: Parallel, Similar, Contrary, and Oblique.

It is when you are playing another note, or series of notes, while the melody, or another part is playing. This creates melodic fullness and harmonic richness to your music that is pleasing to the ear and creates interest and sparks involvement for the listening. Audiences love “structure,” and “Counterpoint” is a vivid example of structured music.

Parallel Motion

When 2 parts of t he music move in the same special (intervallic) direction at the same time the movement is call “parallel” motion.

For example, say a note moves up a whole step, then the adjacent “parallel” note also moves up a whole step: 

…In the key of C take C D E F as the melody theme, and A is the first “parallel” note … it would look and sound like this:

Ex. 1. C/A ( D/B (whole step movement)

If we continue this movement as such, C/A ( D/B ( E/C# ( F/D

Here we have a minor 3rd interval moving upward as it remains a minor 3rd with each note. 

Because “parallel” counterpoint is based more on spatial (interval) movement rather than note names, it will most likely move out of key as in the example above where the key of C is the tonic key. 
Ex. 2. Key of G, G A B C being the melody theme. G/D ( A/E ( B/F# ( C/G  

Here we have a 4th interval that moves upward and retains the 4th. Interval relationship with the melody notes.

Similar Motion

When 2 parts move in the same direction at the same time while still staying in the same key, it is called “similar” motion.

Ex.1.  Key of A, E D C# B being the melody theme: E/C# ( D/B ( C#/A ( B/G#

Here we start with a major 3rd interval (E/C#), and it moves to a minor 3rd (D/B), then moves to another major 3rd (C#/A), which ends up with a minor 3rd (B/G#).  

Similar motion moves in the same direction as the theme note but continues to stay in the original key. This requires that you must first establish the tonic key you are harmonizing.

Contrary Motion

Contrary motion occurs when two parts of the music move apart in opposite directions in varying interval degrees 

Ex. 1.  See the 4th measure of the B section in Erroll Garner’s “Misty”, where the melody goes Eb F Ab Bb C: 

We have the following Contrary motion: Eb/Eb ( F/D ( Ab/C ( Bb/Bb ( C/Ab

Note: using this example from “Misty” the next note in the melody is D where the harmony is Am7 (clearly Am11). Note how wonderful the “opposite” motion resolves into the melody and harmony chromatic from Ab to A (Am11) – this is wonderful sound.  

Oblique (or “Common”) Motion

When one part moves and another part remains static it is called “Oblique” motion.

Ex. 1. See measures 7 and 8 in “My Funny Valentine” (that’s 6 bars before the first ending). The melody note is Eb for two measures (two tied whole notes), and the harmony changes once per bar: / Cm7 xxx     / Bbm7 xxx  /

We can re-harmonize the original harmony in the following way:

Original Harmony:        / Cm7            / Bbm7           /

Melody: 

    / Eb ---------   / Eb -------------/ 

Re-Harmonized           / Cm7 – B7  / Bbm7 – A7b5/

Note: notice the chromatic movement in the bass (C B Bb A) while also the inner voices of the harmony move in contrast to the static melody. This creates tension and release as it moves the harmony in contrast to the “unmoving” melody while the theme moves away and/or toward resolution.

Ex. 2.  Where the melody note G is tied over for two or more measures: G/C ---> G/D ---> G/E ---> G/F 

OR

Ex. 3. G/C ---> G/B ---> G/Bb ---> G/A 

OR 

Ex. 4. G/F ---> G/E ---> G/Eb ---> G/D ( ... this is "Common Tone" or “Oblique” motion ...also very effective).

The possibilities are endless with each form of counterpoint. The point is to create meaningful music. Experiment and see what you can create using these wonderful tools at your disposal. 

Many-Named Scales

Ionian aka Major 1st mode
Dorian aka Major 2nd mode
Phrygian aka Major 3rd mode
Lydian aka Major 4th mode
Mixolydian aka Major 5th mode
Aeolian aka Major 6th mode aka Natural Minor
Locrian aka Major 7th mode
Locrian #6 aka Harmonic Minor 2nd mode
Ionian #5 aka Harmonic Minor 3rd mode
Dorian #4 aka Harmonic Minor 4th mode
Phrygian #3 aka Harmonic Minor 5th mode
Lydian #2 aka Harmonic Minor 6th mode
Dorian b2 aka Melodic Minor 2nd mode
Lydian #5 aka Melodic Minor 3rd mode
Lydian b7 aka Melodic Minor 4th mode
Mixolydian b6 Melodic Minor 5th mode
Locrian #2 Melodic Minor 6th mode
Superlocrian aka Melodic Minor 7th mode
Superlocrian Dim = I - II - IIIb - IVb - Vb - VIb - VIIbb 
Bebop Major aka Major #5
Bebop Dominant aka Major b7
Bebop Minor aka Major b3 #5
Bebop Dorian aka Major b3 b7
Enjoy your Music with Music.
… to be your continued ...

