








no

yes no

Is there a dom. 7th/ 
Ger+6 , dim. 7th or 

other chord that could 
be enharmonically re-
interpreted to work in 

either key? 

yes 

no yes 

yes 

yes 

yes no 

Does the passage modulate? 

You’re done! (no 
modulation) 

no 

Look for a cadence at the end of 
the passage. Is it in a different 

key than the one you started in? 

I don’t know 
no 

Are the two keys 
closely related? yes 

Do the key signatures 
differ by more than  

one accidental? 

It modulates 

closely 
related 

distantly 
related 

no yes 

Huh? 

There should be 
a pivot chord 

yes 

You might be able to find 
a pivot chord 

Is there a pivot chord? 
A pivot chord is a 
chord in common 

between both keys. 

yes no 

Huh? 

1) Find the first
chord that works

only in the new key. 
2) Back up from

there until you find a  
chord that works in 

both keys. 

How do I find one? 

This is a common chord 
modulation. Label the 
chord in both keys to 

show how it functions in 
each key.  

Yes, there is a diatonic 
chord that works in 

both keys! 

This is a modulation by 
mode mixture. Label the 
chord in both keys, using 
a borrowed chord in one  

of the keys. 

Is there a potential 
pivot chord that could  

be interpreted as a 
borrowed chord in one 

of the keys? 

I’m not 
sure 

Is there a single 
repeated pitch 
that musically 

connects the two 
keys together? 

no 

This is a common tone 
modulation. Label the 
scale degree’s function 

in both keys. 

Is there a melody  
stated in one key, 
then repeated in 

another key? 

This is a modulation by 
sequence. Just label 
the new key at the 

beginning of the 
repeated pattern. 

no

This is a chromatic 
modulation. Just label 
the new key without a 

pivot chord.  

Is there a  
repeated 

chord that is 
chromatically 

altered to 
work in the 
new key? 

This is an enharmonic 
modulation. Enharmonically 
reinterpret the chord in one 

of the keys and label its 
function in both keys. 

This is a phrase modulation 
(or a direct modulation).  

Just label the new key without 
a pivot chord. 

Is there a phrase 
ending in one key 

followed by a 
phrase beginning in 

a different key? 

no

Start here! 

 Give up! 

Modulation Flowchart 



Modulation to Closely Related Keys

I. Key relationships

- Parallel keys have same tonic (A major and a minor)

- Relative keys have same key signature (A major and fƒ minor)

- Enharmonically equivalent keys (Cƒ major and Dß major)

Finding closely related keys: 

Method 1: All keys that differ by no more than one sharp or one flat: 

3 sharps         A / fƒ
        D major:         2 sharps        (D) / b 

     1 sharp          G / e 

Method 2: Dominant, Tonic, and Subdominant keys and their relatives (same result): 

    Dominant  A / fƒ
        D major:         Tonic              (D) / b 

    Subdominant    G / e 

Method 3: Keys represented by all of the major and minor triads in the home key (same result): 

D major:    (I=D major); ii = e minor; iii = fƒ minor; IV = G major; V = A major; vi = b minor

Thus, for any given key, there are five closely related keys. (All other keys are distantly related) 

The most common modulations are to V in major keys and to III or v in minor 

II. Modulation vs. Tonicization or Change of Mode

- Modulations can be very brief or extend throughout entire sections of a piece. Thus, the line between

modulation and tonicization is not a solid one.

- In general, modulation implies a shift of tonal center that is stronger/longer than tonicization.

- A modulation is often confirmed by a cadence—a tonicization is not.

- a change of mode (mode mixture) is not considered a modulation

- a change of key (and key signature) from one movement or section to another is not considered a

modulation

- respelling in an enharmonically equivalent key is not considered a modulation

III. Common Chord Modulation

- you can use a chord that is common to both keys as a pivot chord between the two keys in a modulation

- any pair of closely related keys will have at least one diatonic triad in common

Example: D major and A major 

D major:    I (D)     ii (e) iii (fƒ)     IV (G)   V (A)     vi (b)      viiø (cƒø)
A major:    IV (D)  V (E) vi (fƒ)     viiø (gƒø)     I  (A)  ii (b)      iii  (cƒ)

- To find a common chord between two keys, find the first chord that seems to function only in the second

key, then back up one chord

- use the zig-zag symbol to show the dual function of a common chord in the first key and the second key



How to Find and Analyze Modulations 

1. Listen for / look for cadences

Hint: learn to visually (and aurally) recognize the patterns found at cadences: 

V
7
-I or Iw-V7

-I progressions (V
7
-I in g minor in the diagram below)

   Also look for melodic phrases that come to an end 

2. Back up from the cadence until you find a chord that works better in the first key

(in the diagram, that would be ii in A—b minor doesn’t work in the key of g minor)

OR

Move forward in the old key until you find a chord that doesn’t work in the first key

(in the diagram that would be ii° in g minor—a° doesn’t work in the key of A major)

Also, take note of any consistent use of accidentals that belong to another key. When do

these new accidentals begin?

3. Look for a pivot chord just before the first chord that belongs only to the second key

         A: 

g:        g: 

Cadence 

4. If no diatonic common chord can be found, try one of the Other Means of Modulation:

a. Modulation by Secondary Chords: A secondary dominant or secondary leading

tone chord acts as the pivot between two keys

b. Modulation by Sequence: a melodic line (and/or harmonic progression) is exactly

repeated higher or lower, leading to a corresponding change of key

c. Modulation by Common Tone: a single pitch is repeated, acting as a link between

two keys (often related by a chromatic mediant) that share that pitch

d. Modulation by Mode Mixture: A change of mode (usually from major to minor)

enables a change of key to a more distant tonal region

e. Monophonic Modulation: A single monophonic line introduces the accidentals of

the new key one by one

f. Enharmonic Modulation: A Ger+6 or vii°7 chord is enharmonically reinterpreted

and made to resolve differently than expected (the Ger+6 as a V7 [or vice versa],

the vii°7 as a vii° chord in another inversion, leading to one of three other keys)

g. Direct Modulation: if all else fails, label the modulation as direct, particularly if

no attempt is made at connection between keys, or if one phrase cadences clearly

in one key and the next clearly begins in a different key (phrase modulation)

I vi ii V 

VI    ii° 

 
V7 i 



Modulation Practice (Music Theory III) 

Write out a harmonic progression (using roman numerals) that modulates from the first key given to the 
second key given. Use a common chord at the point of modulation. Establish both keys with a cadence. 
(Multiple answers are of course possible) 

Example: C major to G major C:      I     IV    V     I     vi 
   G:   ii       I@     V‡      I 

1. d minor to F major

2. C major to F major

3. G major to a minor

4. G major to F major

5. A major to C major

6. C major to Dß major

7. D major to Ab major

Chromatic Part-Writing Practice: (complete the following progression in four parts) 

  D:    I      ßVI      iv      N6      

       Eß:   I6         IV     V#/V   I@      V‡      vi 

  G:    iv    viiø‡/V   i@      V‡        I 
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Augmented Sixth (+6) Chords

C:     +6         V

Fi       Sol

Le       Sol

v±±4              ±±5

x±±6  ±±5 inverts to °3

1/2 step

1/2 step

+6       octave

"double leading-tones"
     to the dominant

Predominant 
chord going 
      to V

m7 enharmonic, but 
resolves differently
     (V7-I in Db)

"Italian" Sixth

Practice: 

D:      +6       V Eb:      +6       V           f: +6       V A:        +6       V           e:    +6       V

"Le-Fi"

 {±±1}C:      +6 + Do /             =            It+6 

"Le-Do-Fi"

M3

Resolution

don't stack!

°3

+6 chords have no root
(don't try to put them 

in root position) 

It+6 V 

"French" Sixth

Practice: 

"German" Sixth

C:     It+6         + Re / ±±2        =           Fr+6 Fr+6      V Fr+6 V7

"Le-Do-Re-Fi"

(Just add tonic)

C:     It+6         + Me / x±3        =          Ger+6

"Le-Do-Me-Fi"

Ger+6      V Sw+6      Iw       V

"me" sometimes spelled as
"ri" when going to "mi" in Iw

(sometimes called the "Swiss 6th")

(sounds       
like V7)

d:     It+6       V          d:    Fr+6     V        d:  Ger+6    V      F:   It+6     V       F:    Fr+6     V       F: Ger+6  V           

"fi" can be frustrated (or 
"deflected") down to "fa"
to become the 7th in a V7













& # c œ œ œ# œ œb œ
3

The Motive

& # œ œ œ# œ œb œ
3

Repetition

œ œ œ œ œ œ
3

Transposition (tonal)

   intervals different
(same key signature)

œ œ œ# œ œn œ
3

Sequence (a series of transpositions) 

Transposition (real)

 intervals all the same 
(as the original motive)

& # œ œ œ# œ œb œ
3

Abbreviations for analysis: 

Repetition = rep.    Transposition = trans.    Imitation = imit.    Intervallic Expansion = exp.     Intervallic Contraction = contr.
Inversion = inv.    Retrograde = retro.    Rhythmic motive = rhythm    Fragmentation = frag.    Insertion = ins.    Deletion = del.
Augmentation = aug.     Diminution = dim.    Extension = ext.

œ œ œ# œ œn œ
3 œ œ œ# œ œ œ

3

Expansion

œ œ œ# œ œb œ
3

Imitation

(clarinet) œ œ œ# œ œb œ
3

˙
(flute)

& # œ œ œ# œ œb œ
3

Intervallic Expansion 

P4

œ œ œ# œ œb œ
3

P5

œb œ œ# œ œb œ
3

m6

œ œ œ œ œ œ
3

expanded to M2s

œ œ œ# œ œ œ
3

Contraction

contracted to m2

& # œ œ œb œ œ œ
3

Inversion

œ œb œ œ# œ œ
3

Retrograde

œ œb œ œ# œ œ
3

(also retrograde) 

œ œ# œ œb œ œ
3

Retrograde Inversion

& # œ œ œ œ œ œ
3

Rhythmic motive

œ œ# œ œb œ œ œ œ
3 3

Fragmentation

œ œ œ œ œ# œ œb œ
3 3

Insertion 

œ œ œb œ
Deletion

& # ˙ œ œ# œ
3

Augmentation

˙b ˙ œ œ œ# œ œb œ ‰ jœ œ
3

Diminution (extension)

Motivic Transformations



Motivic Analysis 

a) Find, bracket and label the primary motive(s) with the letters x, y, z …
b) Find, bracket and label any motivic transformations (using abbreviations, if desired)



Formal Diagrams 

Periods 

1. Parallel period  a   a’     cadences may vary somewhat, but periods 
 HC/IAC                 IAC/PAC     should end with a solid AC (usually a PAC) 

2. Contrasting period  a   b 
 HC/IAC                 IAC/PAC 

   ant.     cons. 
3. Parallel double period  a    b a (or a’) b (or b’) 

 HC/IAC     HC    HC/IAC      PAC 

  ant.             cons. 
4. Contrasting double period  a    a’      b b’ (or a’)          

 HC/IAC     HC   HC/IAC       PAC 

Simple forms 

1. Strophic  A        A      A  A       (etc.) 

2. Binary
/:   A      :/:    B  :/ R = related key (often V, or III for minor) 

 I / i    ______   R   (x) ______   I / i (x) = any key

    (key schemes may vary) 

3. Rounded binary
/:            A :/:    B  ½ A        :/
     I / i    ______  R      (x)  ______   I / i  

4. Ternary
/:     A     :/:      B :/: A     :/
        I / i                R          I / i       

Composite forms       (each of the main sections can itself be a simple binary or ternary form) 

1. Compound ternary 
  (minuet and trio) 

                      A     B             A 
 ______  Minuet _______    ______ Trio __________     ___ Minuet (da capo) __ 

/:     A      :/:     B         A :/:     A :/:  B      A  :/:    A   B   A   (no repeats)

2. Rondo form
(five-part)

   A       B A          C (or B’)     A 
Rondo theme                   Rondo            Rondo        (Coda)          (short transitions may  

  I / i        R      I / i     R       I / i       occur between sections) 

3. Rondo form
(seven-part)

   A       B A   C     A         D (or B’)         A 
Rondo theme                   Rondo            Rondo          Rondo       (Coda) 

  I / i        R      I / i      R      I / i     I / i      I / i 

4. Theme and variations (intro)       Theme   Var. 1        Var. 2       Var. 3      etc ...        (Coda) 

(The theme can be a period, double period, binary or ternary form, etc.) 



P = primary theme; T = transition; S = secondary theme; C = closing theme 

Sonata form       Exposition      Development   Recapitulation 

(Intro)    /:      P      T         S    C      :/:      P   T         S         C  (Coda)   :/
(I) I  V  _______      (x)   “retransition”       I _________________________ 
(i) i III      i 

Sonata-concerto 

    “double exposition” 

    1st exposition             2nd exposition   Development               Recapitulation 

 P   ( T )   S   ( C )          P       T       S       C    P       T       S       C    cadenza   (Coda)    
     I ___________     I        V  _______   (x)     “retransition”       I ___________________________   

(i) i  III          i 

Sonata-rondo     Exposition          Development            Recapitulation      (Coda) 

        A  B    A    C         A              B         A 
    P      T       S       C      P    P       T      S       C          P 
    I          V  ____   I _____   (x)    “retransition”     I ____________________ 
    i        III         i 

Fugue 

(one possibility) 

tonal centers: 

     Exposition         Episode 1      Re-entry 1     Episode 2          …      Final entry 

S    (CS1)   [bridge]  (CS2)    (CS3)        at least          at least 
         A    (CS1)    (CS2)   (no S)         one S                (no S)          more        one last S 

     S       (CS1)             (inversion,                 re-entries 
  A        stretto …)             and episodes 

I       V       I       V  R  R   I 

S = subject; A = answer; CS = countersubject 

Jazz and Popular Music 

1. 12-bar blues

2. 32-bar AABA form

3. Verse-chorus

 1     2     3     4     5     6     7     8     9    10    11    12 

/:   I _______   IV __  I ___  V  IV   I ___  :/       each 12-bar unit is called a chorus 

/:       A                A               B               A       :/      each 32-bar unit is called a chorus 

     “the bridge” 

           Intro        Verse       Chorus      Verse      Chorus      Bridge      Chorus      Outro 

There are many variants on this “form” – other possible sections are the Pre-Chorus and Solo 









Max Steiner Examples – Chroma�cally altered chords 

Dust Be My Destiny (1939) – Radio Fanfare 

Thirteen Women (1932) - Ursula 

Blind Adventure (1933) – Opening Fanfare 



Each Dawn I Die (1939) – Freedom 



Angels with Dirty Faces (1938) - Sanctus 



Arsenic and Old Lace (1944) – Happy Land (The End) 

The Life of Vergie Winters (1934) – Lullaby (Somber) 

Dust Be My Destiny (1939) – Calm 



Dust Be My Destiny (1939) – Par�ng Ways 



Angels with Dirty Faces (1938) – Rocky and Laury 

Flamingo Road (1949) – Triste 

Kid Galahad (1937) – Heart’s Affair 





















Name: _________________________________ 

Linear Chromaticism voice-leading exercise 

On the staves given below, write a series of chords for three voices that is “maximally smooth.” This means that 
only one part can move at a time, and only by half step, with the other voices keeping common tones (see the 
example below).  

In the first exercise, the voices should move by common tone or descending half step, gradually moving down from 
E first inversion to E root position. When you reach the final chord given at the end of the staff, you are finished. 
All of the chords in the series should be one of the four triad types (major, minor, augmented, or diminished). 
Label all of your chords with chord symbols, but not with roman numerals. Hint: compose the three parts at the 
same time—not one after the other. 

In the second exercise, move the voices UP by half steps from G to a C major triad, using the same approach. 

In the third exercise, there are now four voices. Again, move only one voice at a time, with the others keeping 
common tones. All of the chords in the series should be one of the five seventh chord types (major, dominant, 
minor, half-diminished, or fully-diminished). Continue moving the voices DOWN by half steps from an F minor 
seventh to a G inverted dominant seventh. Be sure to consider enharmonic possibilities along the way.  



Modes and Scales 

The eight church modes (of antiquity): 

            f = final (kind of like a tonic)

The modes used today: 

Mnemonics:  I Don’t Play Loud Music After Lectures 
I Don’t Play Like My Aunt Lucy 
I Don’t Particularly Like My Apples Licked 

        (The Locrian mode was “made up” by theorists) In Dark Places Lurk Many Angry Lions 

Major- and minor-type modes: 

    MAJOR  MINOR 

LIMDAPL (modes in order from lightest to darkest) 



Pentatonic Scales 

Chromatic scale (all half steps) 

Whole-tone scale (all whole steps) 

           (note that these always have a “gap” in them somewhere)  (interlocking augmented triads) 

Octatonic scale (whole-half... or half-whole… - sometimes called the “diminished scale”) 

(interlocking diminished sevenths)

Hexatonic scale (1 semitone alternating with 3 semitones) 

Blues Scale ( ß3, ß5, ß7, no 2 or 6) 

Lydian-Mixolydian Scale ( ƒ4 – ß7 scale) 

Transposing the Scales 

Chromatic scale 1 (itself) 

Whole tone scale 2 (starting on C or Cƒ) 

Octatonic scale 3 (starting on C,  Cƒ, or D) 

Hexatonic scale 4 (starting on C, Cƒ, D or Dƒ) 

Diatonic / pentatonic scales  12 (starting on any note) 
Etc. 






















