Secondary Dominants

Steps for spelling a secondary dominant:
1. Find the root of the chord you want to tonicize

2. Go up a fifth or down a fourth to find the dominant
3. Spell a major triad or dominant seventh on that note

1. Spell the following V/V chords

Example: V/V in C major
rootof V=G
fifth above G=D
dominanton D =D F# A
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2. Change the ii chords in the following progressions to secondary dominants
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3. Spell the following secondary dominants
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4. Identity the following secondary dominants in the keys indicated
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Max Steiner

Thirteen Women (1932)
Serenade
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Max Steiner

Angels With Dirty Faces (1938)
Newspaper Editor
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Max Steiner

The Life of Vergie Winters (1934)
Lullaby (Harp Solo)
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Start here!
Modulation Flowchart [ ]

‘.' You're done! (no
modulation)

Does the passage modulate?

Are the two keys

closely related? yes no
| don’t know
\—, Look for a cadence at the end of
Huh? [ e s <« yes the passage. Is it in a different

key than the one you started in?

Do the key signatures

differ by more than You might be able to find
one accidental? There should be a pivot chord
a pivot chord

A pivot chord is a

Is there a pivot chord? .
chord in common

closely distantly between both keys.

related related I’'m not
Yes, there is a diatonic sure

chord that works in
both keys!

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

show how it functions in

each key.

How do | find one?

1) Find the first
Is there a single chord that works

repeated pitch only in the new key.
that musically 2) Back up from

connects the two there until you find a
keys together? chord that works in

both keys.

Is there a potential
pivot chord that could
be interpreted as a
borrowed chord in one
of the keys?

This is a modulation by

mode mixture. Label the This is a common tone
chord in both keys, using e & dla. 7 Is there a melody modulatlon.’ Label t'he
a borrowed chord in one Ger+6 , dim. 7" or stated in one key, scale degree’s function

of the keys, other chord that could then repeated in 10 (B2l LG
be enharmonically re- another key?

This is an enharmonic interpreted to work in This is a modulation by
modulation. Enharmonically either key? sequence. Just label
reinterpret the chord in one the new key at the

of the keys and label its Is there a beginning of the

function in both keys. repeated repeated pattern.
Is there a phrase chord that is

ending in one key chromatically
This is a phrase modulation followed by a altered to This is a chromatic
(or a direct modulation). phrase beginning in work in the modulation. Just label
Just label the new key without a different key? new key? the new key without a
a pivot chord. pivot chord.




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 f# minor)
- Enharmonically equivalent keys (C# major and Db major)

Finding closely related keys:

Method 1: All keys that differ by no more than one sharp or one flat:
3 sharps Al
D major: 2 sharps (D)/b
1 sharp Gle

Method 2: Dominant, Tonic, and Subdominant keys and their relatives (same result):
Dominant Alf
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 = f 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 111 or v in minor

I1. 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

I11. 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

Dmajor: 1(D)  ii(e) iii(f) IV(G) V(A) vi(b) vii°(ct)
Amajor: IV(D) V(E) vi(f) vic@) 1A i) i ()

- 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-1 or 18-V'-I progressions (V'-1 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—bb 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 Ab 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

Vi i \%

Vi i° V7 i

Cadence

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

a.

b.

Modulation by Secondary Chords: A secondary dominant or secondary leading
tone chord acts as the pivot between two keys

Modulation by Sequence: a melodic line (and/or harmonic progression) is exactly
repeated higher or lower, leading to a corresponding change of key

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

Modulation by Mode Mixture: A change of mode (usually from major to minor)
enables a change of key to a more distant tonal region

Monophonic Modulation: A single monophonic line introduces the accidentals of
the new key one by one

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)
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)



Modulation Practice (Music Theory 1)

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: 1T IV Vv 1 wvi
G:|ii B v o1

1. d minorto F major

2. Cmajorto F major

3. G major to a minor

4. G major to F major

5. A major to C major

6. C major to Db major

7. D major to Ab major

Chromatic Part-Writing Practice: (complete the following progression in four parts)
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Mode Mixture (Borrowed Chords)

Major mode
G > Z £
D Z _ P~
i, Minor mode (L?’\ @f 7\
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Chords "borrowed" from the parallel minor:
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Are These Our Children? (1931)
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Max Steiner

Kid Galahad (1937)
Heart's Affair

Tenderly

We Are Not Alone (1939)
Surprise Symphony (Acceptance)

Franz Joseph Haydn
arr. by Max Steiner
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Max Steiner

The Life of Vergie Winters (1934)
Old Lavender (Ethereal)
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We Are Not Alone (1939)
Frohe Botschaft (Somber)

Max Steiner
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Everything you ever wanted to know about the Neapolitan Sixth chord

1. What is it? A colorful predominant chord that substitutes for ii®®, found most often in the minor mode.

2. What kind of chord is it? A Neapolitan Sixth is a major triad constructed on the lowered second scale
degree (bIL).

3. Why is it called a Neapolitan “Sixth”? It is usually found in first inversion (1I°). We will label it N°.

4. Why is it called “Neapolitan”? It was associated with composers of the so-called Neapolitan school —a
group of early eighteenth-century opera composers in the city of Naples (such as Scarlatti and
Pergolesi), although several other composers (Purcell, Corelli, and Carissimi, to name a few) had
already been using it for a long time before that.

5. Imagine Neapolitan Ice Cream to remember b2-4-b6:

a. Scale degree 4 is white because it is the unaltered, pure diatonic 4
b. Scale degree b2 is the rich “chocolatey” sound of the sonority
c. Scale degree b6 is also colorful, but particularly in major (“borrowed” from minor)

6. Where does the Neapolitan Sixth chord go? 1t is a predominant chord, so it always goes to V, at least
eventually.

7. How does the Neapolitan resolve? The b2 always needs to go down—its goal is the leading tone. “Ra-Ti-Do”
(creating a diminished third) is the characteristic sound of the Neapolitan—remember this and listen for it
in music. The b2 is most often found in the soprano, since this creates the most dramatic intensity. Note that
b2 shouldn’t go to natural-2, even though this might seem smooth.

8. What should we double? A good rule of thumb for all doublings is never to double a tendency tone. So
doubling the third (scale degree 4), which is usually in the bass, is generally best.

9. Does the N6 have to go directly to V? No. We can use a filler chord to fill in the diminished third gap from
Ra to Ti. Two chords can fit in here nicely. 164, which then goes to V, or viio7/V, which also goes to V
(avoid parallel fifths in the former progression).

10. How is a Neapolitan chord usually preceded? Just like the ii*® chord, it is usually preceded by VI, iv, or i.

Less Usual Ways to use the Neapolitan Sixth

11. The Neapolitan may also appear in root position. It is rarely seen in second inversion.
12. The Neapolitan may appear in major (requiring two accidentals)

13. The Neapolitan may be tonicized (with a V7/N).

14. The Neapolitan itself could have a seventh. (N7)

15. A Neapolitan can be used a pivot chord in a modulation.

16. A theme or motive in the tonic may be repeated a half step higher in the bII key area.
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Is My Face Red? (1932)
Mildred Waltz (Rushing)

Max Steiner
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Max Steiner

They Made Me a Criminal (1939)
The Fugitive (Religioso)
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Augmented Sixth (+¢) Chords

+6 octave

"e-Fj" 1/2 step
Fi Sol 84 5
5 jo—o jo—uo jo—-48 bo_ig
@ o o o o o : PO———
o) R N
Le Sol "6 S inverts to °3 m7 enharmonic, but
+6 1/2 step resolves differently
C: Vv (V7-1in Db)
Predominant "double leading-tones"
chord going to the dominant
toV
Practice:
f) 4 | | u u
b’ A I ) Dk - Jih o)
7 —1 51 Ty L ik s i
o
D: + Vv Eb: *0 V f: 6V A: 6y e: 0V
"Italian" Sixth 6 chords I
. . +6 chords have no root
(Just add tonic) "Le-Do-Fi" Resolution (don't try to put them
in root position)
D 4o do bo——o0
y <V O AL O ) A0 ) P IO )
[ am 0 ) D¢ D<) S D¢y 3o}
D ~ e
C. +6 + Do/ (1) = It+6 M3 [t+6 \% don't stack!
"fi" can be frustrated (or
"deflected") down to "fa"
"French" Sixth 'Le-Do-Re-Fi" to become the 7th in a V’
H  deo 4 o b o O T oy
> 4 7O Py FC <4 - 4 O =324 S
2 — 1 "¢3 © A ¢ A ¢ S 24 O TS
(1O DO PO S DO ©
e 6
A + 7
C: It*6 + Re /2 = Fr+6 Fr+6  V Fr v
"me" sometimes spelled as ]
" " Qs "ri" when going to "mi" in I§
German SlXth "Le-Do-Me-Fi" (sometimes called the "Swiss 6th")
) _do | | ¥ o ba | 4 o5 O Lo O o
7O DO LI 2=d D DO —go - - < 4 3 o
Z— "¢y AR ) ] o Q AN @ 2od O — =8
(1O P—O Xe r—O—§ DO o S
o)
R (sounds
C: It*6 + Me /b3 = Ger*0 like V7) Ger*® V Swt 1§V
Practice:
n:é 5
[ an WL
AN3Y
)

d It Vv d: Fr+6

\Y d Ger*® V F: Itt¢* V F. Frt6 V

F: Gert¢ V
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Max Steiner
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Headline Shooter (1933)

King Kong March
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Max Steiner

Are These Our Children? (1931)
Hey! Hey!
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Motivic Transformations

The Motive
P 3
y @)
HD— '
oJ 'ﬁ;
Repetition Transposition (tonal) Transposition (real)
3 3 3
o4
y 4 i - L.
o v e . . L .
intervals different intervals all the same
(same key signature) (as the original motive)
Sequence (a series of transpositions) Imitation

. FoToyTTTTTTTT T oT Ty 3 7T ! (clarinet) | l |
’J"g J @ @ ]

| L. . > ’ 1 — il
L e N

3
Intervallic Expansion Expansion Contraction
A 3 3 3 3 3
7* ;
- ] . | v - | —] > —
o __vreee e epdee oo et
P4 P5 mé expanded to M2s contracted to m2
Inversion Retrograde (also retrograde) Retrograde Inversion
) ¥ | 3 3 3
{ o
f\f\\v 1 : 1 : : .Ip.‘
Q) 3 n"' H"' H“' ;:
Rhythmic motive Fragmentation Insertion Deletion
o) 3 3 3 3 3
- ——
| ‘ | 1
¥ & e & fe
Augmentation Diminution (extension)
A 4 ——3— 3
i 4= [ A
'\@ S - ‘ —1 J : [ 7 1
e fe v i

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.



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)

Allegretto
o R : R rle e e 2
T A Eiw =
SESiFEst A
»r
St 8 3 |88 s |, 3 , 8 |, 8
BE R -~ 1 =

_— =
EE = ==t =
4
A T .
[ - g .,
=1 /% ’
: : =B
I.I | ‘l‘ 1 1 .l‘ P IvA |l
JYL p—— V If | 4 k\
=
QL /:? o I F {ﬁ : . .
'\,”E% T ‘@_——‘ji?tﬁia% 1 i e
O] =
Piano mf — ] ] P #/ k
£ D s 2 s 2N -p =
= = - - T_f y) 1
I e—F——» S r—=—T1 ——+ =
[ [ | [ '
d: Red.  sim
6 >
a) | |
| - ] =
Y re, | e
“I i  Se——— T T |-
/_\ —~
~ N )
\ i | T s
v . T T T » A
T 1 ) 1 1 ) 1 ! y ) !
EE= — ' & i <




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 mm
HC/IAC IAC/PAC
/\ m
3. Parallel double period /\/\m b (or b')
HC/IAC HC/IAC
4. Contrasting double period /\/\ /\m
HC/IAC HC/IAC

Simple forms

1. Strophic mmmm (etc.)
2. Binary /\/\

[ A I B i R =related key (often V, or Ill for minor)
1/i R (¥ 1/i (X) = any key
(key schemes may vary)
3. Rounded binary /\/\
[ A 1 B YA
1/i R (% 1/i
4. Ternary mmm
I A - B I A I
1/i R 1/i

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

1. Compound ternary /ﬁ/;\m

(minuet and trio) Minuet Trio ____ Minuet (da capo) __
. A ] B A - A I B A - A B A (norepeats)
2. Rondo form A B A C(orB’) A
(five-part) Rondo theme Rondo Rondo (Coda) (short transitions may
/i R 1/i R 1/i occur between sections)

N NN N ONC N

3. Rondo form D (or B’)
(seven-part) Rondo theme Rondo Rondo Rondo  (Coda)
1/i R 1/i R 1/ 1/i 1/i
4. Theme and variations (intro) @ @@@m (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
(Intro) |- P T S c I P T S C (Coda) 1|
()] | -> V x) “retransition” |
(i) i Il i
“double exposition”
Sonata-concerto 1st exposition 2nd exposition Development Recapitulation
P (T) S (C) P T S C P T S C cadenza (Coda)
| I > V (x) “retransition” |

() i Il

Sonata-rondo mmm (Coda)
P C P P T S C P

T S

I > V | (x) “retransition” |

i 1l i
Fugue Exposition Episode1l Re-entryl Episode 2 Final entry
(one possibility) S (CS1) [bridge] (CS2) (CS3) at least at least

A (CS1) (Cs2) (noS) oneS (noS) more one last S
S (Cs1) (inversion, re-entries
A stretto ...) and episodes
tonal centers: | \Y | \Y > R > R |

S = subject; A = answer; CS = countersubject

Jazz and Popular Music
12 3 4 5 6 7 8 9 10 11 12

1. 12-bar blues I: 1 v_ I VIV I__ | each 12-bar unit is called a chorus

2. 32-bar AABA form ||://-\\ /A\/_B\/A\:H

“the bridge”

each 32-bar unit is called a chorus

3. Verse-chorus Intro Verse ~ Chorus Verse Chorus Bridge Chorus Outro

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



Altered Dominants

V with a substituted 6th

V with a raised S5th

V with a lowered fifth
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A u S | , @ 3) 62 1)
i Pay Pay LD . ﬂ 1L Py 1L o |
| an [6) Py P e Y =2 e il el Pavad U= o) 24 o X O =N >
ANV q» el q» R el » By Zecln B Q» b e 74P sl ik @ ) ¥ [ @) b -~ q» ~
oJ = ’ o e o © o
no fifth
. O o L 5 © o < o . AL A S o ho
o & Il [2] Vo «» Pas «»
— N & Py P Pay 1 Py o Py Py Py 24 Pa Pas
, A A 4 A 4 - h A 4 ¥ A 4 A 4 A 4 a4 | A ALY 4
© © o—— © © © © o— 1 o
. 7 G
G: V7 I Vsub6 I V7sub6 1 V7sub6 1 VvVt 1 V+7 I VST AVACHE | AVAN (431) I

Ninths, Elevenths and Thirteenths

dominant ninths
N

non-dominant ninths

dominant 11th dominant 13th

7 \
major minor // I \ \ /
_:9 | L |
L sl | (2
”\m —— ] ""‘ }) ”, = :—”ﬁ a o 4 = o - 3 =
O—— ’ T =) ’ = g 7l ’ p= ’ Z o) Z
e) [, z 31 S
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Common-Tone Diminished Sevenths Chord (ct®7)

An embellishing chord. It has a common tone with the chord that it decorates. The common tone is the root of the embellished
chord. Can be spelled in various ways, but usually written so that its root resolves up to the third of the chord that it decorates.
Generally used to embellish the tonic triad or the dominant seventh.

NO common tones

o7
_9 regular - -
’({\D = - — 4 ; : p=
: = TR

10 (ct°?) 16

common tone is the root of the embellished chord

common tone is the seventh of the (ct°7)

V7T (ct°?y V7

notated root
resolves up to third

V8 (ct°Ty V§

@ vieh




Altered Dominants

V with a substituted 6th V with a raised 5th V with a lowered fifth
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‘EXample 26-6  Schumann, Humoresque, op. 20
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Max Steiner Examples — Chromatically altered chords

Dust Be My Destiny (1939) — Radio Fanfare

Thirteen Women (1932) - Ursula
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\ﬁr‘ﬂh

oo foe oo

y X0
PN

e/ &
Vi

A

[ 2o W) )

—

o

e b hebe

3

e be

J

(7]
A

|
]

[y )

) V]

R

L) B® ]

Py
et
I

| [
|DE.J
1= e
VDQ.

b
b

o 200 00

oo DA

|

174

.
8-

& &

e I Y |

[ 9

N

Do & q‘.

—

<q

|
|
P
@

I

I
e
@

e

I
(6N Y D Hhe

X

|
PO~

"D heo

T




Each Dawn | Die (1939) — Freedom
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Angels with Dirty Faces (1938) - Sanctus
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Arsenic and Old Lace (1944) — Happy Land (The End)
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Dust Be My Destiny (1939) — Calm
be

The Life of Vergie Winters (1934) — Lullaby (Somber)
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|She waves thru window|
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Dust Be My Destiny (1939) — Parting Ways
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Angels with Dirty Faces (1938) — Rocky and Laury

Pulls curtain back
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Flamingo Road (1949) — Triste
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Kid Galahad (1937) — Heart’s Affair
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Common-Tone Diminished Sevenths Chord (ct°7)‘

An embellishing chord. It has a common tone with the chord that it decorates."The common tone is the root of the embellished
chord. Can be spelled in various ways, but usually written so that its root resolves up to the third of the chord that it decorates.
Generally used to embellish the tonic triad or the dominant seventh.
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notated root
resolves up to third
common tone is the root of the embellished chord
common tone is the seventh of the (ct°7)
' 246. Sonata, op. 53
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Max Steiner

Are These Our Children? (1931)
Makes You Forget Your Troubles
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Dust Be My Destiny (1939)
Dust Be My Destiny (Playful)

Max Steiner
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Ladies of the Jury (1932)

Max Steiner
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Sing and Like It (1934)

Max Steiner

King Kong March
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Dust Be My Destiny (1939)
Dust Be My Destiny (Opening A2)

Max Steiner
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Are These Our Children? (1931)

Max Steiner

Dreams (Con Espressione)
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Chromatic Sequences
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Faces-30

Max Steiner

Angels With Dirty Faces (1938)
Underscoring (Dramatic)
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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).

Example: _
C BEm Eo B Gm B+ B Dm Do D Cm Co C

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.

Qé;’ta
role
o)

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

eee

00

t@ka

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.
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Modes and Scales

The eight church modes (of antiquity):

A 1. Dorian 3. Phrygian 5. Lydian 7. Mixolydian .
" 4 I [ & T 1 4 =F 7 o 4 =F ]
o [ & T | © 4 =7 1 bv 4 =7 1 © [ & 1
% P— .= o 1 Po— - o s T — s — j
v 2 £ f f
n 2 Hypodorian 4. Hypophrygian 6. Hypolydian 8. Hypomixolydian
1" A | I I I ]
f = final (kind of like a tonic)
The modes used today:
Tonian {major) Doman Phrygian
9 1} O T r=Y P |
7/ - o © o ©
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e Locrian mode was “made up” by theorists n Dark Places Lurk Many Angry Lions
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Major- and minor-type modes:
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A C Ionian (major) A Aeolian (natural minor)
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Pentatonic Scales

Major pentatonic Minor pentatonic 1 Minor pentatonic 2
1 2 3 5 6 I 2 3 5 6 6 1 2 3 5 6
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(no half steps) (both half steps) (rotation of major pentatonic)

Chromatic scale (all half steps)
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Whole-tone scale (all whole steps)
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(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”)
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(interlocking diminished sevenths)

Hexatonic scale (1 semitone alternating with 3 semitones)

0

0

0
S
0

o}
)’ 4
y 4 s O . O
[ fan Y
ANV R
oJ

two augmented triads a semitone apart

Blues Scale (}3, 5,57, no 2 or 6) Transposing the Scales
f
7 ; ‘ e o3 | Chromatic scale 1 (itself)
Ty o he P
J o 7 ‘
Whole tone scale 2 (starting on C or Cf)
Lydian-Mixolydian Scale ( #4 -7 scale) Octatonic scale 3 (starting on C, Cf, or D)
9 1 ]
1 E e — b NN 20, - ——— Hexatonic scale 4 (starting on C, C#, D or Df)
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Diatonic / pentatonic scales 12 (starting on any note)
Etc.
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1) 11T 1uu tange vs

2) Some more unusual chords, all of which appear in tunes in this book. (Note: some grougs Of NOtes below coula ve giveu
different names, depending on context. See previous page for a definition of 'altered’ chords).
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POPULAR CHORD STRUCTURE
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Very Early
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Melody is rather freely interpreted rhythmically.
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