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SIDE ONE 

Band 1: 

BarmoD;1" genera1.ly apeak1 nl" is the vertical. organiza­
tion of ausic. It is concerned vi th: 

1) the silllul. tanei ty ot two or more musical SOUDds" 
called chords j 

2) the relationship between chords; 

3) the progression ot cborda related to their toJBl 
ceRter" tbe tonic. 

Cbords 

Chords are constructed b7 aupez1.mposins the 1ntenaJ. 
ot a third above the root or fundamental tone. 

fte triad: 

The seventh chord: 

two a~sed thirds • 
.. :I.e 1 

Hu Ie 1 ; ._ I .. 
& ae1"el1th between the 
root aDd the top note" 
three superimposed th1rda. 
MuI:1o 2 

.Sic l' .. k> I . " 

The ninth chord: 

MUS i C 3' , "v· I .. 
'lhe eleventh chord: 

NU!iC • 3 pi •• " II +" 

The thirteenth chord: 

Deacription ot chords 

a ninth betften the root 
ancl the top note" tour 
superimpoaed th1rda. 
Music 3 
an eleventh between the 
root and tbe top DOte" 
tive super1.mposed thirds. 
Mus1c4 
a thirteenth between the 
root and the top DOte" 
aix superimposed thirds. 
Mua1c 5 

.ext" we are going to play the most br,portant 
chords used in tunctional l:MIrmD;1. 

firat we v1ll bear tbe tour kinds of triad. 

1'.RIAD: 

Mr.Jor (a major and a m1Dor third) l61s1c 6 
f1usjC 6 4 +,,- I 

MiDOr (a minor and a _jor t~~i:aii 7 i • I 
iF-

D1m1D11hed (two JIiDor th1rds) Music 8 

Music sci 5'" I ~ . 



A\18ID8nted (two _jor thirds) Ialaic 9 
Ho'ic 9 , *'~ ... _ I 

SEVEJITl[ CHOBD: 

Major (a _jor triad plus a _jor third) Music 10 

, ~ p I' Sf C 10 t I .1Ii- I 
*' Dom1D1Ult (a _jor triad plua a minor tb1rd) 

Music 11 

Music lI~ "ph. II ... 
Minor (a minor triad plus a minor third) Music 12 

fl Ll5 j'114 _"lip II 
*' Diminished (a diminished triad plus a 

minor third) Music 13 
MlI5ic 13 4 i.~·Ii-. +' 

Augmented (an augmented triad plus a 
mnor third ) Music 14 

, flJsic 14 '*,~9'. " I 
IWITR CHORD: 

MaJor (a dom1Dant seventh chord plus a major 
third) Music 15 

MUS ie 15, _ i. zz • . -
Minor (a dom1 nant seventh chord plus a minor 

third) Music 16 

flII5ic Hi 4 .~_h .. I .... -

Close &Dd open barmo& 

Now we are going to expl&1n and illustrate close 
and open barJlx)ny. Music 17 

2 

Thole were three C -.Jor tr1I4l. !be difference 
between them is due to tbe dirt.reub number ot 
lI&rtl inwlved. 

The tirst chord is a three-part triad. The 
second verlion uses eight partSj it is a 
powerful, pian1stic stylization obtaiDlltd by 
doubling the i!ldi vidual. parts in octaves. 
'!he third version bas tour parts j the tourth 
note in this triad is the root note doubled 
in the octave. Those three versions o:r the 
same chord can be divided into two categories: 

First: close barJll)ny (chorda one and two). 
SecoDd: open SrmIlY (chord' three). 
A chord is in close barIIIo1:ly it there is no 
chordal note omitted in the vertical chord 
structure. 

If the notes are dispersed in such a way that 
tbe;y create at least one chordal. DOte-gap 
between two or more parts ot the chord, open 
barmo~ is tbe result. 

The tollowing three cborda demonstrate the close 
and open harmo~ versions ot the sa. triad. 
Music 18 

~u5i E I B : t \: \; ~ 

The tirst chord is in perfect close harmony. 
The second bas one chordal DOte-gap (between 
the tenor &lld bass). 
The third is in perfect open harmoD;1 with 
chordal note-gaps between all w1ces. 

In our demonstra t~ons we shall call the secoDi 
type close barmony because the 8Op:nulO, alto 
and tenor contain all three chord DOtes in close 
barJlDny. 

The practical application ot open 8Dl cl.ose har­
mollY will be discussed later. 



Relationship between cbords 

There are three types of relationship between two 
chords. The degree of closeness varie. with the 
number ot their common notes. We start vi th the 
relationship based on two co~n notes. Music 19 

"liie 19 , 12J2j 1':¢4J I 

Both pair. ot chords bave two cOllllOn notes. The 
interval in vh1ch the root notes progress is a 
third up (in the first pair) and a third down 
(in the second pair). 

Bext, we sball. discuss the relationship 01' two 
chords based on one CODDOn note. Music 20 

Music 10' I I i q' i» • 

The root notes progress a fourth up or a fifth 
down in the tirst part, and a fourth dawn or 
a tifth up in the second part of the example. 
The third relationahip i. that of two cbords 
with no COIllOU notes. Music 21. 

Music 11' • I I I I I I I 

The intenal of the roots is a seCOM up or down. 

Evaluation ot the three chordal relationships 

lIov we begin the evaluation 01' the reJa tiODah1ps 
between two cbords. 

The p-ogres.ion of two chords vi th two ComDK)n 
DOtes bas a static character. ~ only 
"cllanging" note is perceived by- the ear a. an 
alternatina note vith1.n one chordal tw:act1on. 

Ma.ic 22 

3 

Here i. & IIDre vigoroua ezur,pl.e 111 tour-part 
harmony. Ml1aic 23 

""SiC B ~ : : :: rr: I 
lJO" IllES 

There are two types ot prosre •• ion 01' two chords 
vi th one cOllllllOn note: 

1) The dominant progre.sion, in which the root 
notes create the intenal ot a fifth dOV11 or a 
fourth up. Music 24 

2) The subdom:1nant progression, in which the 
root notes create the intenaJ. 01' a fifth up or 
a fourth down. Music 25 

INSI' 15 t.: : I: : I 
The domDallj; progression baa a strong uplifting 
character, 80 to apealt. The third in the first 
chord is the so-called leading toDe (B in the 
key- ot 0) and theretore muat be led 1uto its 
adjoining upper second (0). It is tor this 
reason that the second chord, in a dom1naz:Jt pro­
gression ot two chords, represents the resolu­
tion of ten.iona conta1Ded in the first chord. 

The subdomiD&llt progression bas wbat we 1II:1gb.t e&ll 
a downpullina cbaracter, caused by its root toile 
(in the key 01' C, the tone F), vh1ch bas the 
tendency to go down to its adJoiD.iDg secolld (E) 
or to it. tomc (0). 

The succes.ion 01' two chords v:Lthout &IV' cOlllllDn 
note is a liaison by torce: dellberate, sur­
prising or deceptive. To avoid p.rallel lIIOtion 
in fifths and octaves, the .oprano and bas. have 



to be led in contrarJ mtion. The alto aDd tenor 
join the soprano in contrary mUon to tbe bass. 

Music 26 

MUIIC l' = n I: : I: : I: : I~ : ~ ~ I! ,= ......, 
If the third ot the tirst chord is a leadiDg tone 
which bas to be resolved into its adjoining upper 
second" and it the bass progresses in the same 
direction, we avoid pa.raJ.lel motion in t1ttha and 
octaves by leadiDg the alto and tenor in mtion 
contrary to the bass. This is the so-called 

. deceptive cadence in vh1ch the d<>m1 MIlt it not 
resolved into its tonic, but into the chord bu1l t 
on the sixth step. Music 27 

The next emmple demonstrates how any two chorda 
with their roots in the iDtenaJ. ot a second can 
be treated as a deceptive cadence. Music 28 

: : £ ~ ItISiE 11: : ~ 'f IE' t'; ; f : f It I :! I: I 
I Y W ·W I J): If ¥ if 

BAND FOUR 

Classical cadence 

The classical cadence is a succession ot tour 
chorda: 

The tonic on the tirst s12p" 
the subdominant on the tourth step, 
the dominant on the tUth step" 
and again the tonic. 

This is the mat certain way ot ident1:f'y1na 
tonali ty . Music 29 

t • '1 I 
T S D T 

The tonic is the begiDll1Ds and the end ot 8D7 
tonal com,posi tion. All other chorda are 
related to the tonic. 

The dominant is the so-called upl.1:ttiDg" the 
subdom1 nant the down-pull1Dg torce. Both seek 
resolut1on in the tonic. '!'be chorda built on 
the second, third, sixth and 8eV8nth steps are 
rel.a ted either to the domiDal1t or the sub­
dominant and, theretore" baTe a secondary 
dominant or subdDminant relation to the tonic. 

Music 30 .--.. 
rESIC '0: t--= I:: I t:~ I: I 

TET 5J'i1DlID T 

T 5 ~ T 

BAlm PIVE 

Harmonization ot a melody with triads only (~ 
'torm) 

BoW we turn to the harmonization ot a simple 
melody and use triads in root torm only. 

We have to use the chorda in such a way that we 
obtain a aatistactory melodic line in the bass. 
The bass must avoid parallel motion with the 
soprano. In measures 3" It., and 8 ot the music 
we are going to hee.r in a moment the soprano and 
bass are led in pe.ral.lel octaves on the tirst 
and third beats. This practice ahouJ.d be avoided. 

Because ot the slav tempo aDd the l:armonic inter­
rupt10ns on the second beat" we pennit it here tor 
the sake ot an 1llua1;1"at1on. Thus" we can 



'" 1/11/ 

d.eD>nstrate the improvements in the construction 
of the bass line later when w have JlK)ft _terSAl 
to work ~ tho Music 31 

kOla ' .,. S 

That example was set in close hs.rDx>ny. To obtain 
open harmony we transpose the al. to line ODe octave 
lover. If' it talls under the bass line we bave to 
keep the close barDr:>ny. The next example is a 
repetition ot :the preceding musical. number, set, 
where possible, in open harmony. MI1sic 32 

,W:h: ]If,; : : u: : t II : !! : I: i ~l i I 
t n f i I; : : : II ! :: g , ~ I 
BARD SIX 

Inversions ot triads 

.A triad can be used in root torm or in an inverted 
torm. There are two inversions ot a triad: 

The tirst inversion i. c&1.le4 the cbord at the 
sixth. We obtain thia inTer. ion torm by trans-
posing the root one octa ... hip,er. Musil" ,f.. I. :'1. 

us I S 1 

5 

The third ot the original chord is nov.in the 
bass. In the tour parts of a chord of the 
sixth 118 double, it possible, the root note or 
the or18inal tifth. We avoid doubling ot the 
original third, which is the bass note of the 
inversion. llLaic 34 

The first inversion ot a triad is oalled the 
chord ot the sixth because of the interval ot 
a sixth between the bass note and the root 
note of the original. triad (E-C). 

The t!r~t inversion is employed wherever the ~ 
power ot a triad is not necessary. The use of 
chords of the sixth in the next example dellOnstrates 
increasing freedom in the construction of the bass 
line. Music 35 

llD51E 35 e, : ; : I: ; : I! ttl:. I 
I ~ I y'" V 'V I 

We repeat music example number 31. By using the 
inversions we loosen somewhat the bass line vh1ch 
was stitf in the original.. Music 36 

Mif 3Ci t: : ; ~ I: t t ! I' , ~ : I := := I 

t tt tt 
The second inversion of a triad is th6 six-four 
c&)rd. The ilith iDdicates the interval between 
the bass note and the tb.ird ot the or1g1D8J. triad, 
the four 1Dd1cates the interval betwen the bass 



note and the third ot the or1gl.nal triad, tbe tour 
indicates the interval between the bass note and 
the· root. We obtain the second inversion by trans­
posing the bass note ot a chord ot the aixth one 
octave higher. Music 31 

. .~~~ 

The six-tour chord is used, tor the most puot, aa 
a retardation ot the preceding chord. Music 38 

We double the bass note only. The beat use ot 
the six-tour chord is in that case where it 
produces the retarded entrance ot a dominant 
chord (the tirst two bears in the second mea­
sure and the second and third beats in the 
tourth measure ot the tollowiDg music example). 

We go back to number 31 and play the f'irst balt 
ot it, using the six-f'our chord three times. 

Music 39 

BAND SEVEN 

Seventh chords 

Seventh chords are all dissonant chorda, tba t is, 
chords which contain some DOtes requiring resolu­
tion. 

: II 

6 

The seventh must be led to its lower second, and 
the third of tbe chord must be led to its upper 
second. ror this reason, these two notes are never 
double (to avoid pa.raJ.lel octaves). 

We my om! t the tifih, and double the root tone in 
a f'our-pa.rt seventh chord. A complete seventh 
chord is resolved in an incomplete chord and vice 
versa. MUsic 40 

Due to their dissonant character, all seventh 
chords are stronger than triads. For this 
reason, we use seventh chords wherever we 
want to establish a strong connection between 
two chords, that is, the relation ot the accum­
ulated tension and its resolution. This is es­
pecially the case at the end ot a perfect cadence. 
(Dominant-Tonic) • Music 41 

HUMI 41 g: j : ~ I ! : : I : : r I: I 
rr: ~r lJ 't 

The seventh coord can be buU t on 811 steps of' the 
scale. MUsic 42 

This means that any of' the seven steps of' a scale 
can becone the seventh, fifth, third or the root 
of' a seventh chord . 
Noy, we hear the tone E as the root, third, fifth 

E:f§f ~~ ~]! ;~r~ ir~. ~~ 43 



The ditterent barmnic inter:pretat10DS ot one tone 
are demoutrated 1n the Dext example Yh:l.ch 1s &SLin 
IlUsic number 31, using inversiol18 of' tr1ads, and 
seventh chords w1~ut inversiona. Music 44 

1_ r--I 

/'" """'l 1""': I~""" ... 1 i~ ?' ... 1.1 ~ _11""11 

~-*- " . ~"1 I '}, -~ 
T t....L -~ i .- r 

BAND EIGHT 

Inversions ot seventh chord.l 

There are three inversion f'orms of a sevellth chord. 

~ tirst inversion, the so-called six-f'ive chord, 
bas tbe th1i'd In the bass. The six 1nd1cates the 
interval between the bass and the root, the f'ive 
indicates the interval between the bass aDd the 
seventh of' the or1gl.nal. (seventh) chord. Music 45 

-" 

The second inversion 1. called tile f'our-three chord. 
S fifth is. in the bal.. The two numerical symbols 
again :l.ndicate the inte:nal. between the bass and 
the root (the f'our) and between the bass and the 
seventh (the three). Mu.a1c 46 

It...!. 

7 

n ~ '--.a A 

..,. v ] ... 1 I .,3 ~ 

~~V ./'" ....:-

The third inversion bas the seventh in the bass. 
The numer1caJ. symbol is 2, indicating the intenal 
between the bass and the root. Music 47 

The inversions of' seventh chords increase the pos­
sibUi ties of' barmonic interpretation of' a ~e. 
To complete the list of' dif'f'erent interpretations 
of' the tone E as doDl)nstrated in number 43, we will 
now hear the situations where the inversions of' 
seventh chords are involved. Music 48 

SmE II 
Band 1: 

General rules of' harDDnimtion 
"'Before we proce8d to ninth chords we sball point out 
the general rule s of' harmonization. 

First, we have to establish the proper cadencing in 
the melody. If' the melody is written in a regular 
period we shall try to end the f'irst phrase with 
an imperfect cadence (in which the dominant f'ollows 
the tonic), introduce the beginning of' the second 
phrase by a deceptive Cadence (where the dominant 
is f'ollowed by the chord on the sixth step) I am. 
at the very end we must establish the progression of 
the classical cadence (tonic- subdominant-dominant­
tonic) 



In the JI1dcUe parts ot the two pbre.ses, the cho1c. 
ot barmon1c tunct10ns bas to be 4edu.ced trom the 
latent tendencies ot the melody: 

A) It a melody contains a long susta1Ded nate, 
1t can be balmonica1ly interpreted b)r usiDs 
invers10ns ot the same chord or we rray inter-
pret it by chords with two CODlllOn notes. Both 
methods _in'tain the teeling ot one harmonic tunc­
tion and still result in a variety ot chords. 

B) It one DOte in the mel~ mves to its adjoin­
ing upper or lower second, we interpret it as the 
third or the seventh in the respective seventh 
chord. In this case the relationship ot two 
chords with the CODIIIOn DOte is involved. 

c) It the melody takes a sudden, surpr:'ising turn, 
we try to apply the third type ot chordal. relat1on­
ship, the toree:tul chord progression with no cODllllOn 
notes. 

Harmonic construction ot tbe period 
Bow, we shall examine mre closely the harmonic 
construct1on ot the period. 

The next musical example 1s a simple period ot 
eight measures. The melodic nov is kept to a 
minimum. Music 49 

(See Page 9) 

The tirst measure consists ot the tonic in triad 
form, vh1ch increases in denB1 ty at the fourth 
beat by adding the DBjor seventh. The tonic 
tunction ot this chord is thus transtormed into 
the dominant function. 

The second measure starts vi th tbe DBjor seventh 
chord built on the fourth step. This coord 
represents the resolution ot the tension from 
the last beat in the tirst measure aDd at the 
same time bas the tendency to be resolved into 
its respective tonic. This actually bappens in 
the second half of the measure. 

8 

The third measure repeat. the sequence at ehards 
(trom tbe second Jllll&1U1"8) which enter a8 the 
resolution ot the accumW..ated tension of the 
preceding chord. These chords, being theuelves 
seventh chords, seek resolution ot their dis­
sonant tension in their tollowing chard. 

The tourth measure bas the same lamonic pattern. 
However, in the first chord an inversion instesd 
ot a root form ot the chord is used. The last 
chord ot the tirst phrase is the G-seventh chord, 
the dominant ot C _jor, creat1Dg the impertect 
cadence required at the end ot the tirst phrase 
of the period. 

The titth measure (the tirst DeasU1"e in the 
second phrase) is introduced by the deceptive 
cadence (tifth-sixth step). The triad in the 
tirst balf' of the measure is followed by the 
third inversion ot the seventh chord of the 
same root (A). 

The next measure (six) does DOt br1Dg the reso­
lution of the dominant tension ot the chord, but 
introduces the major seventh chord on F. 'lhis 
is a chord progression ot the second. relation­
ship with two cODlDOn notes. This (rraJor) 
F- seventh chord actually retains three notes 
trom the preceediDg chord: E-A-C. This results 
in a relatively static ' harmonic progression. 
The second. half of the sixth measure again re­
tains three notes from the first chord in the 
measure. The change ot the ti ve- six to tour­
three inversions on the third and tourth beats 
introduces some rhytbmical. JlX)tion. In both the 
f1tth and. the sixth measure s the ba.rJzx)nies were 
changed very carefully, using their COlllllDIl nates 
as the tie between them. This is in complete 
contrast to the whole first phrase which is a 
chain of stroDg dominant-tonic chord progres­
sions. 

The harmoniC function of the seventh measure is 
the dominant, which is resolved into its tonic in 
the eighth measure. 



" 

From the second baJ.f ot the sixth measure to the 
seventh measure the cbord progression is the 
dominant-tonic type. The six-four cbord in the 
first bal:f' of the seventh measure retards the 
entrance of the actual G-chord, which is the 
resolving chord of the D six-five" and D four­
three in the second b3.l.f' of the sixth measure. 
The triad on G increaseB in density on the last 
beat in the Beventh meaBure by the add1 tion of 
the minor Beventh, thus creating the dominant 
seventh chord which leads into the final tonic 
(perfect cadence). 

As we can Bee" all three types of chordal rela­
tionships are employed: The type based on two 
common noteB is used in the firBt two measures 
of the Becond phrase in order to establish a 
SlOOOthly-changing chain of chords. The rela­
tionship based on one colllOOn oote" used through­
out the firBt phrase, results in a chord pro­
gression of strong tensions and their resolutions. 
A t the turning point of the period., between the 
fourth am fifth measure; the connection of two 
chords without any cODlDOn note is employed, thus 
stressing the entrance of the second phrase of 
the period. 

Nov, we will repeat the music we have been 
analyzing (number 49 in the score). 

Music 50 Music 49 

Band 2: 

Ninth Chords 
The ninth Chord is actually a seventh chord aug­
mented at the top by a third. This new tone is a 
disso~nce which bas to be led to its adjoining 
lower second. For tl:Ie 'most part, the ninth chord 
is used on the dominant. The DBJor ninth chord 
bas a major third added to the dominant seventh 
chord; the mioor ninth chord has a minor third 
as the augmenting note to the domimnt seventh 
chord. Music 51 _ , p • .. I • E G1E,tt I 

, 49 Ifta " : 
i 

r r 

i I' ~ ~ ,. '1 ., .11. -1...311 /1. 1~ tI4~a-§~ 

.Ir '" I r-r Ir...~ '1'_r-r ~ • ...1'...... I 

I \ I 

])~T I J1 I 

'n. ~lT} 1 ! J I 

Inversions of ninth chords are seldom used because 
of the accUDlUll}t1on of intervals of three or four 

seconds. Music 52 nJ5it 5I~"""I.i''''''I'''+&.1 i'~11 

The ninth chord is used as the strongest form of 
the dominant. Here is an exampJ.e of the succes­
sion of two ninth chords: the first on the second 
step and the second on tbe fifth step in C mJor. 
All three chords of the next example could 18 ve 
been used in eXB.lJGlle number 49 as cbords numbers 
12" 13 aDd 14. The first halt note of tbe next 
eDlllPle is identical V1 tho chord number 12 in 

example 1,9. Mua1. 53 i_mio n = : _ =: 1 .1 9 !Ii a 9 V' 



Band 3: 

Bon-chord notes 

So far we have used triads, seventh am ninth 
cOOrds, and their inversions. To DBke the melodic 
lines mre fluent, we my use notes which do not 
belong to the actual coord. 

Passing notes 

A passing note is a note which does not belong to 
the coord, but connects two notes belonging to the 
same, or a different, chord. The connecting I 
passing note can Be either diatonic or cbromatic. 
The first part of the next example demnstrates one 
diatonic passing note (11') connecting two notes (E 
and G) of the same coord (C major triad). The 
second part uses two chromatic passing notesx(F 
sharp and E flat) connecting nates belonging to two 
different chords (F sharp and E ,flat ) CC)nnecting 
notes belonging to two diff erent chords (cOOrds on 
F and G). Musi c 54 

11; IE 54 Ct! I ;::~) ~ , 

Al.ternating notes 

one chordal note can be varied by an interruption 
through its adjoining second above or below. The 
interruptiong note is called alternating note. 
Here is an example showing ODe and t.:l diatonic 
alternating notes. Music 55 

10 

In the next example we hear one and 1tm c:lRaJatic 
al teruating DOtes. MusiC 56 

M; IC :::eJ 1;~l~~;;I;J 
:en · e&rIl1l4tk: ud J;;Jonic. alter71tiiijii mrtItS--

Retardation 

The retention of one or mre notes il1 a dDrd from 
the preceding coord is called retarda1;flQlQ. The 
resolution of the retarded note must be iDI. ascent. 

Music 57 

BUSIC 51 

Suspension 

Suspension is a retardation in desc~.. BlfDB1c 58 

IIU51C .n = ~ Ii g I 
Anticipation 

In the succession of two cOOrds one no .. d the 
first chord mves into i ts respective JIIISII:tion in 
the second chord , in advance of the ot2iElr lIC)tes of 
the chord The advancing DOte anticipadbtN the 
second. chord . The procedure i s called. 81it1icipation. 

Music 59 

To demonstrate the importance of notes. 1ftm!r.e1gn to 
t he chord, we shall play a short mus:1J:.Ell. jp&asage" 
first in its basiC form, and then va.ri8IIR 'lilY passing 
and alternating notes, anticipations I die... Music 60-61 
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Band 4: 

Chromtici8lll 

There are certain chro_tic patterns wb1ch belollg 
to a key, as its standard parts, without ctissolving 
its 1ntegri ty • In the -Jor key both the maJor and 
minor subclom1nants are used. Music 62 

The doJDinant in the DB.1or key bas two al. tere¢ f01'll8: 
the c:1DJI1Dant vith the raised fi:rth: Music 63 

HuSlt .':.: = I 
or wi th the lowered fi:rth: Music 6JI. 

Vi ::2 

The root and the third of the .. venth chord on the 
second step in the major key are very often raised. 

Music 65 

II 

A triad bullt on tbe lonred second step in -.1or 
or minor key, 111 C the triad on D tlat, 1J8ed in 
ita tirst inver.ioD, can precede the dcw1nant in 
till&1 stage ot & coapo.i tion. It is caJ.l.ed the 
Neapolitan chord ot the sixth. Music 66 

BoY, we shall repeat tbe melody fl"OJI epugpJ e 31 
and make a chromatic version of it. J61s1c 61 

nu;jc " 

• I I I .. I I I .. I 1 ~ tl 

• L-I , I~ \.:i r T" l" ~·r r-r "\ Ll:3 U ~ ." 
J- I Ir.l mIT r, I r lit I J. ,Jt!~~~ .:1t,L 

- U::IW { i'r."'T T., ~ 1 1 U_l'PJ .-U 

B1 employing the technique of ctiatonic (non-chord) 
and chro_tic notes foreign to the key (non-key), 
and by USing the established cbromticiSll within 
a key, we can create a harmonic background with 
aatonisl:dng, chromatically-floating effect, v1 thout 
raising any doubts about the barDX>nic tunctional. 
content of the diatonic melody. 

Band 5: 

lon-Key dominants 

Another vay of introduCing chromticiBDI. it to use 
the key-foreign dominants. We sball play a succes-



sion ot eisht chords , each ot tbem being n the 
dominant relationship to its tollOY1Dg coord. 

Music fXj 

''''SIC E I 

We w:UJ. try to strengtben the dominant cbar&cter 
ot the chords by introdUCing minor sevenths aDd 
major thirds chromaticaJ..ly into those chords vb1ch 
do not have those two intervals vb:l.ch are typical 
tor the- dominant seventh chords. )ba1c 69 

MuSIC 6 g 

In the third aIld sixth cOOrds, where the melody 
contains tbe third ot the respective chord, we 

I d1d DOt IIBke arry chromatic cl:anges, our purpose 
I vas to preserve the me10d1c line. '!he ae'V'enth 

chord {G seventh did not need any changes, since 
it was a.1ree4y a dominant seventh. 

1 ~6: 

Modulation 

12 

u. t the second key. He is. JIIDClUJation trom 
C to G. The chord vb1ch v1l1 be used as the bridge 
between C and G DBjor is the triad on C, on the 
tirst beat ot the second measure. This C triad is 
approached as the tonic in C maJor and is re­
evaluated as the subdomiD&nt in G l8jor. 

Music 70 

MUSIC '0 

G Ii 1f V* i I 

Bow we come to the same ~':Jlation employing a cUt­
terent chord as the bridge tor both ke7S. The chord 
is the minor triad on A-, the sixth step in C maJor, 
approached by a deceptive chord progression am re­
evaluated &S the coord on the second step in G -Jor. 

Music 71 

Music 11 

C-..j. I r vf1 I 
e -9 I Vi I I 

When modulating into & more remote ke;y, as, tor ex­
am;Ple, trom C to B (major) , it is not quite obvious 
vh1ch chord is COJDlDln to those two keys. In this 
particular case, it is the first inversion ot the 
tonic triad in C DIljor which is 1deDt1c&l. with the 
Heapo11 tan sixth coord in B maJor. J61sic 72 

Diatonic cbroma'b1'c and enharmoD1c-eb:roDBtic modulation 

There are three types ot modulations: d1aton1c, 
chromatic &nc1 enharmonic-chromatic. In cl1atonic 



dulation, .the br14p-clIoZ'd baa to be a diatonic 
chard. ~t1c.odul.a~ uae. a chroatical.l7-
altered chord a. bridp. len i. 8UCh a chromatic 
modulation tl"oa C to D -.1or. '!he crit1cal chord 
i. the seventh chord on the aecoDd step in C -Jor I 
vb1ch is altered tvice 8Il4 vh10h beco.s a aeventh 
chord on the t1rst step 1D D _Jor I then altered 
thioee U. s (D aharp I r abaz'p &Dl C -.tural) 

.. ..io 73 

Gtt;jl • t 

_ .. _-- - . . .... ---­---_ .. _­_ ....... ---

I-I F ")>>1 • ~I 

III mdulatiDg troa C to r sharp -Jor I we use the 
aeftnth chord (three t •• altered) on the secoDd 
step 111 C -..1or 111 ita aecODl 1mers1on &lid -.ke tbe 
~c cbaD&e by apell.iDg the DOtes D ahar.P I 
r eh&rp, A tlat Ud C as a D al:larp, r aharp, G 
sbarp aDd B sharp I re~tiTel7. III t.hia spell1ua 
we obta1n the ke7-tO:re1p 401l1D&Dt seventh chord on 
the seooDd step in .., ~ _Jor. You Y1ll hear an 
eDhlt.1'w;)nic-chroIatic .tulation troll C into r ah&Tp 
-Jor. MBJor 74 

13 

nEiSIE " 

All the modulations were doDie 1n & fora condensed to 
the ut;,matj in an actual cOllpOsition it is up to 
the com,poser to &1a 8lov~ at -the bridge chord and 
trom there to pemtrate caref'ull7 1nto the territory 
ot the new key. 

Band 7: 

Organ po1nt 

We conclude our discussion ot the 'basic priD.Ciples at 
f'anct10D8l. ba.rJK)~ b7 deB)natratiDg organ po1Dt. 

'.rhe DIllIe "orsan point- as ODe IliSht 8U8PftCt, is deriveO 
troa its or1g1n 1D organ 818io. ~ tile eDd of & 

cOllpOsi tiOD the orsan pedal. ree.chl!!s the tonic and. holdl 
it tor se'YU'&l .. sure.. Meanvh11e, there are very 
co.plex diatonic or chro_tic, boIDpl:Ionic or polyphonic 
developaents on the keyboard. DEtspite the coJKpl.exity 
at the vertical. structures above the pedal-toDe, the 
tonic note in the bass retains its lILDIOnic :tw:Jction, 
and the composition ends on the tonic triad. 

The last JIlUsical example danonstrate. two organ points 1 
the first is diatonic, the second uses great m~ 
ohromaticiams. Music 'TS. 
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VACU.V NELllYBEL, Biograpb;y 

Vaclav Ne~el, composer-conductor-orE;Nl1llt, __ 
born in PolaDka, Czecboslovald.a. Bea1dea obta1D1Dg 
.. tborough lDU8ical education under the gu.1daDce of' 
outstanding European lDU8icians be alao stUllled 
lDU8icology, acousties am philosophy at dif'f'erent 
Universities in Europe. He bas conducted such well 
knovn orchestras as the Czech Pb1l.hanIonic Orct.estra 
ot Prague, the Vienna Sympbony Orchestra am the 
Munich PbUbarmonic. As lecturer, be baa giYeD 
extend ve courses in muaical tOl'lllll, co.p:lai tion &lid 
orchestration. Prior to canng to the U.S. f'or 
pel'lllll.llent residence in 1951, be vas Music Director 
ot RADIO FREE EUROPE in Munich tor seven years. 
B1I III&nY compoa1tions include operas, ballets. 
symphonic vorlt.a, cbllmber lIII18ic end countl.e .. 8COI"8S 

tor radio aQd t1llll8. 
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Additional FOLKWAYS/SCHOLASTIC Releases of Interest: 

MUSIC: JUNIOR-SENIOR HIGH SCHOOL 

MUSIC THEORY 

3602 THE ORCHESTRA. 
ITS INSTRUMENTS. 

Demo. ree. by Alexander Semler; narr. 6: 
cootemp. mus., ex. inc. symphony orch. 6: 
its component parts; individ. instru. in var. 
combinations leading to development of full 
symphonic sound. Text inc. transcrip. 

1-12" LP 

+ 3603 INVITATION TO MUSIC. 
Prep. 6: narr. by composer Elie Siegmeister. 
Intro. to mus. appreeiation 6: understanding; 
inc. mus. ell. of melody, notes, classical, folic:, 
6: jazz. 1-12" LP-$5.79 

+ 3«i04 TRADITIONAl HARMONY. 
Demo. ree. nan. by William Geib; mus. ex. 
by chamber Ol"ch.; basic principles of func­
tiooal harmony; 100 ex. inc. cadence, chro­
matics, chords, organ point, 6: modulation. 

1-12" LP 

+ 3605 FORMS IN INSTRUMENTAL MUSIC. 
Narr. by W. Geib; chamber orch. demo. 6: 
explanation of instru. mus. forms. Theme 6: 
variations, rondo, sonata; more. 

1-1~" LP 

3Q)6 MODAL COUNTERPOINT. 
Piano acc. by Alexandre Barta. Mus. ex. 
sung by vocal group in style of the 16th 
cent. . 1-12" LP 

+ 3607/8 MUSIC ARRANGEMENT. 
Narr. by W. Geib; inc. mare than 80 mus. 
ex. played by chamber arch.; shows ar-
ranger's role. 2-12" LPs 

3609 THE FUGUE. 
156 mus. ex. played by woodwind quartet 
6: harpsichord, with Dan. All ex. are from 
J. S. Bach's WeU-Tempered Clavier. Struc-
ture analysis. 2-12" LPs 

3610 TONAL COUNTERPOINT. 
In the style of 18th cent., with narr. 158 
mus. ex. played by woodwind quartet 6: 
harpsichord. Demo. based mostly on Bach's 
works. 2-12" LPs 

3612 TWELVE·TONE COMPOSITION. 
Prep. by V. Nelhybel; mus. ex. by wood­
wind quartet; narr. by W. Geib. Side 1 
demo. 12-tone technique; Side 2 explains 
the mus. technical terms used in text (inc.). . 

1-12" LP 

+ 6007 THE SCIENC£ OF SOUND. 
Prod. by Bell Telephone Labs. Demos. of 
acoustic phenomena inc. how we hear, fre­
quency, pitch, vibration, resonance, Dop­
pler effect, 6: masking distortion; others. 
Acquaints h.s.-col. studenb with sound. 

2-12" LPs 

STORY OF THE 
KEYBOARD INSTRUMENTS 

3326 THE STORY OF THE 
KEYBOARD INSTRUMENTS Vol. 1. 

Played by Franzpeter Goebels. Side 1: Clav­
ichord; Side 2: Hammerclavier. Illus. des­
crip. text. Classical mus. 1-12" LP 

3327 MUSIC FOR THE 
KEYBOARD INSTRUMENTS Vol. 2. 

Played by Franzpeter Goebels. HlU'pSichord 
mus. Illus. descrip. text. 1-12" LP 

3349 THE PIANO MUSIC 
OF HENRY COWELL 

20 con temp. pieces played 6: discussed by 
the composer. Inc. Exultatiora (Irish), Ban­
shee, Lilt qf the Reel (cluster). 6: Anger 
Dance. 1-12" LP 

STORY OF THE 
VIOLIN 

Four additional recorth are available, rep­
resenting violin compositioN from early to 
contemporary music. 

+ 3354 THE VIOLIN Vol. 4. 
Acc. by C. Reiner. Selee. from Debussy 
(1862.1918), Schoenberg (1874-1951), 
Bloch (1880-1959),6: Bartok (1881-1945). 

1-12" LP 

STAR C+) indicates record appearing on one or more professionally recommended lists. 

~ 

----C-H-O-R-A-L-M-U-SI-C--~I~ 

2377 THE NEW ENGLAND HARMONY-
OLD STURBRIDGE SINGERS. 

Coll. of Early Amer. choral mus. perf. by 
The Old Sturbridge Singers 6: members of 
The Harvard Wind Ensemble. Rec. at Old 
Sturbridge Villaae. Mass. Inc. 31.pp. docu. 
text. 1-12" LP 

+ 111M GREGORIAN CHANTS. 
Sun" by the Edmunite Novices; dir. by 
Marie Pierlk, noted authority. writer, • 
teacher of the chant. Inc. S_ Rqina, Aoo 
Verum, & Adoro Te; 22 more. Rist. text. iDe. 

1-12" LP 

MUSIC OF 
OTHER PEOPLES 

MUSIC OF THE WORLD'S PEOPLES. 

I 
The best exomples, chosen for listentJbilUv 
& appreciation. Produced by MO$e8 JVch. 
recorded on loca&n, & edited by HtJfIf1/ 
CoweU. Fine source rnoUrlDl. 

4504 Vol. 1. 
4505 Vol. 2. 

.. 4506 Vol. 3. 
4!i07 Vol. 4. 
45GB Vol. 5. 

2-12N LPs 
2-12" LPs 
2-12" LPs 
2-12" LPs 
2-12" LPs 

2A04 400 YEARS OF FOLA IIUIIC. 
Sung by Sieve Addiss 6: Bill Crofut; TIm 
Prentice on add!. guitar 6: bllSl; docu. DOt.eI 
by Addiss 6: Crofut. Inc. PlaiMr a A1TIOW', 
Im~ qf Japan, 6: Cambodian Flute; 
more. 1-12" LP 

+ 3700 2.000 YEARS OF MUSIC. 
Compiled by Dr. Curt Sachs; concise history 
of mus. development from earliest times 
through 18th cent.; Greek, Jewish mus.; 
chants; more. 2-12" LPs 

+ 4444 THE ESKIMOS OF 
HUDSON BAY AND ALASKA. 

Rec. & docu. notes by Laura Boulton; inc. 
rhythmic chanting, primitive melodies, 
game songs, lullabies, animal imitations; 
more. 1-12" LP 

4510 THE WORLD'S VOCAL ARTS. 
Compiled 6: ed., with docu. notes by Hemy 
Cowell Vocal styles from around the wodcI; 
inc. bel canto. German Iiedes-, FnDCh pop, 
crooner, blues, Swiss yodeIiDg; more.. 

2-l2'" LPs 

+ 4525 MAWS EARLY IIlJSICAl. 
INSTRUIoIEIfTS. 

Ed. 6: with notes (inc. geog. index & discog­
raphy) by Curt Sachs. Mus. demos. of na­
tive instru. from around the world. 

2-12" LPs 

+ 4!530 FOLK MUSIC U.S.A. 
Compiled by Harold Courlander 6: Moses 
Asch; doeu. notes by Charles Edward 
Smith; inc. 25 mus. ex. of blues. work, chil­
dren's, shanty, ballads, 6: other songs 6: 
singing styles; var. artists from Alaska to the 
Virgin Islands. 2-12" LPs 

8807 MOUNTAIN SONGS & YODELING 
OF THE ALPS. 

Played 6: sung in German by Fritz Lieehti 6: 
family; inc. The Shepherd. The Cuckoo, 
Echo Yodel, 6: var. accordion tunes. 

1-12"LP 

UTHO .. U.s.A. 
COLKWAYS RECORDS. 701 SEVENTH AVE. • NEW YORK, N.Y. 10036 



~ Additional FOLKWAYS/SCHOLASTIC 
Releases of Interest 

", MUSIC FOR DANCE 

DANCQ OF THE WORLD"S PEOPLES. 
A urla daIgned for teacher. & pupf18 who 
we audumtic folic dance mU8ic Q8 pla"ed & 
tUmceJ btl traditional performer. In coon­
triD of origin; Inc. donee note. & Imtroc­
tIofu. 

• &!OI Vol. 1. 
• QID2 YaL2. 
.. I!IIID VoL 3-
.. Il5Ol Vol. 4. 

1-12" LP 
1-12" LP 
1-12"LP 
1-12" LP 

• 6510 AMERICAN INDIAN DANCES. 
Documentary record; cross-section & vari­
ous examples of many styles of Amer, Indian 
dances; sun, rain, harvest; more. Text. 

1-12"LP 

• 7673 MUSIC FOR DANCE RHYTHMS. 
41 piano pieces played by Mieczyslaw Ko­
linsJd; controlled rhythm. Inc. waltz, ma­
zurka, & minuet; more. Complete dance 
imtruc. inc. 1-12" LP 

.. 8827 OI..D-TIME COUPLE DANCES. 
Played with Gddle, accordion, & piano. Inc. 
ex. of waltz, pollca, schottische, minuet, var­
souvianna, & two-step; descrip:instruc. 

1-12" LP 

DOCUMENTARY MUSIC 

3344 CIWII.D IVU ION8I Vol. 1: 
J8M.1I15. 

1'hae IClIDi' have long beeo considered one 
olIves' most ou~ acbievementJ, & 
his first collection has been called the most 
outstanding group of songs ever published 
by an American composer. Sung by Ted 
PuHer, tenor; piano ace. by James Tenney 
& Philip Comer. Descriptive notes. . 

1-12" LP 

!RMiO MIUJONS OF MUSICIANS. 
Documentary of musical expression in ev­
~day life-from a shoeshine boy in Times 
Square to the musical speech of a country 
auctioneer. Recorded by Tony Schwartz. 

1-12" LP 

6UiO SOUNDS OF NEW MUSIC. 
Compiled & ed. by Moses Asch to demo. use 
of classical instru. in development of avant­
garde new mus. Electrical. mechanical, & 
natural instru. 1-12" LP 

fill 1 BACKGROUND MUSIC 
FOR HOME MOVIES Vol. 2. 

Music for 18 moods & situations, inc. reli­
gious, sports, Western, & fashion. Can ac­
company movies made.on vacation trips. 

1-12" LP • 9671 LANGSI'ON HUGHES' 
"JERlco.JIM CROW." 

JAZZ 

• 7312 THE SfORY OF JAZZ. 
Documentary examples & intro.; blues, be­
bop, ragtime, Memphis, boogie-woogie, big 
bands; more. Written & narr. by ~ton 
Hughes, based on The Firat Book of lazz. 

1-10" LP 

JAZZ. 
A definitive, authentic, ll~olume hlltorv 
of jazz on recorrk: trace. angl... of iazz. 
BQ8ed on earl", out-of-prlnt rema8tef'ed NC­
ordI. Gf'eat names & performers. Inc. not81 
btl Charles Edward Smith & Frederic Ham-
8eI/, Jr. For high school-college. 

2801 JAZZ/yol. 1 THE SOUTH. 
1-12" LP 

2802 JAZZ/yol. 2 THE BLUES. 
1-12" LP 

2803 JAZZ/Vol. 3 NEW ORLEANS. 
1-12" LP 

2804 JAZZ/yol. 4 JAZZ SINGERS. 
1-12" LP 

2805 JAZZ/yol. 5 CHICAGO No.1. 
1-12" LP 

2806 JAZZ/yol. 6 CHICAGO No.2. 
1-12" LP 

2807 JAZZ/Vol. 7 NEW YORK: 1922-34. 
1-12" LP 

2808 JAZZ/yoI.1 IIG BANDI: 1124-34. 
1-12"LP 

280t JAZZ/yflI. , PIANO. 
1-12" LP 

2110 JAZZ/yol. 10 BOOGIE-WOOGIE. 
1-12" LP 

2111 JAZZ/yol. 11 ADDENDA. 
1-12" LP 

2IfiIS ROOTS: THE ROCK AND ROLL SOUND 
OF LOUISIANA AND MISSISSIPPI. 

Styles & rhythms of today's popular music 
in the South. Played & sung by various jazz 
& gospe!-oriented musicians. Music of this 
type communicates to disinterested students. 
Inc. notes. 1-12" LP 

FOLK SONGS 

2301 BRmSH TRADITIONAL BAUAD8 IN 
THE SOUTHERN MOUNTAINS 
(Child IeIIMII). 

Coll. by F. J. Child; sung by Jean Ritchie. 
Inc. The H0fJ8e Carpentef', Barbara Allen, 
& Gf1P811 Laddie; notes by Kenneth S. Gold-
stein. 1-12" LP 

3509 THE ENGLISH & SC01TISH POPULAR 
BAUADS (Child 1811 .. ) Vol. 1. 

Ewan MacColl sings British traditional bal­
lads as sung in England & Scotland. Inc. 
documentary notes. 1-12" LP 

With original cast & The Hugh Porter Gas- 1755 TWO-WAY TRIP/AMERICAN, SCOTS. 
pel Singers; music directed by Hugh Porter. • ENGLISH FOLK SONGS. 
Freedom songs, spirituals, & traditional Ewan MacColl & Peggy Seeger sing songs 
songs; with narration. Depicts the Negroes' common to the U.S. & Britain. Mattrl Grove.. 
struggles to attain freedom & equality. Inc. lacluzro; more. Inc. glossary. 
complete text & lyrics. 2-12" LPs 1-12" LP 

STAR C.) indicates record appearing on one or more professionally recommended lists. 

r· INSTRUCTION RECORDS 

1355 THE ART OF tHE 
FOlK-BlUES GUITAR. 

Narrated instruc. by Jerry Silverman, based 
on his boole The Art of the Folk-Blues 
Guitar (Oak). Inc. tablature, basic blues, 
arpeggio, choking the strings, "wallcing 
bass"; more. Inc. illus. instruction booklet. 

1-12" LP 

1357 THE RECORDER GUIDE: 
AN INSTRUCfION GUIDE RECORD. 

Narrated by Johanna E . Kulbach & Arthur 
Nikita. Recorders are played by Martha 
Bixler & Eric Leber. Based on the book The 
Recorder Guide (Oak). Soprano & alto re­
corder exercises & mus. examples; folic 
themes. Complete text & mus. notations. 

1-12"LP 

8351 BlUES HARP: AN INSTRUC1'ION 
METHOD FOR PLAYING THE BlUES 
HARMONICA. 

Tone layout, . rhythm exercises, banding 
notes, Var' exercises, explanations, & com­
bined eHects. Ace. guitar by Linus Blato. 
Complete illustrated documentary Dotes by 
Tony "Little Sun" Glover L 

1-12" LP 

MUSIC IN THE 
SOCIAL STUDIES 

5101 AMERICAN HISfORY 
IN BALLAD. SONG Vol. 1. 

For social studies; prep. by Albert Barouh 
& Theodore O. Cron: 24-PP' teaching guide. 
Chronologically from colonial Amer. to 
growth of the U.S. as a world power. Sing­
ers inc. Pete Seeger, Hermes Nye, Ed Mc­
Curdy, Woody Guthrie, & Wallace House. 

3-12" LPs 

• 3150 WHALER OUT OF NEW BEDFORD. 
Orig. Glm score based on trad. whaling songs 
& "Panorama of a Whaling Voyage Round 
the World"; sung by Ewan MacCoU, Peggy 
Seeger, A. L. Uoyd, & chorus; ace. by banjo, 
autoharp, fiddle, guitar, & concertina. 

1-12" LP 

559!S WN£W'S STORY OF SEUIA. 
With Len Chandler, Pete Seeger. & the 
S.N.C.C. Freedom Voices; prod. by Jerry 
Graham 6: Mike Stein; dir. by Doug Jcim­
son. Seeger, Chandler, & others discuss free­
dom SODg5, bow they were ~ 
adapt., & improvised; studio & docu. 
marchers' voices inc. 1-12" LP 

5211 WITCHES AND WAR·WHOOPS. 
Early New England ballads coll. & sung by 
John Allison; with illus. notes. Songs of the 
Salem witch, petsecutions, Indian encoun­
ters, & other colonial son~. 

1-12" LP 

• 7027 THIS LAND IS MY LAND. 
Worle songs of fishermen, lumbermen, farm­
ers, cowboys; more. Pete Seeger, Leadbelly, 
Woody Guthrie; more. 1-10" LP 

• 75U CALL OF FREEDOM. 
Side 1: Cantata based on civil rights; writ-
ten & performed by sixth graders. Side 2: 
Authentic documentary freedom songs from 
Israel, France, Angola, & Algeria. Useful 
for assemblies; inc. text. 1-12" LP 

FOLKWAYS RECORDS • 701 SEVENTH AVE, .• NEW YORK, N.Y. 10036 
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