Music Theory Study/Check Sheet 2.0

Spacing

* If soprano jumps over a fourth change spacing

* Keyboard always in closed spacing

Overall Doubling

* Avoid doubling tendency tones

* Linear considerations always take precedence over note doubling

I to V Root Position

Common tone

* Bass takes root of second chord

* Common tone retained in same voice

* Other two notes move stepwise to nearest

Non-common tone

* Bass moves contrary to others to nearest chord tones

V7 Chord

* Parallel fifth may move to diminished fifth if resolved immediately

Strict

* Seventh moves down

* Leading tone moves up

* In incomplete chord, double root remains stationary

Free

* Leading tone moves down to fifth in INNER VOICE ONLY

* Seventh moves up to fifth in KEYBOARD INNER VOICE ONLY

V9 Chord

* Fifth customarily omitted

* Ninth resolves to seven before tonic or to the fifth of tonic

IV Chord

* Same rules as dominant V chord

* Connecting to V, contrary movement in bass and other three voices

* Root may remain stationary to become seventh of dominant V7

I64 Chord

* Linear, not functional

* Precedes V or V7

* Fifth doubled normally

* Bass remains stationary when resolving

* Doubled fifth remains stationary or moves to seventh of V7

* Sixth above bass may move up stepwise to seventh in inner voices only

I6, IV6, and V6 Chord

* Root-doubling preferrable

* Unisons are not doubled in keyboard

* Fifth doubling is second preferrable

* Third doubling is least, DO NOT double leading tone!

* Normally always complete chords

ii Chord

* Often in first inversion

* In root position:  Doubled root preferrable, third or fifth next

* In first inversion:  Doubled third is preferrable, root or fifth next

* In iio, doubled third preferable, root next, never the fifth.

Moving from I to ii both in root position

* Contrary motion, but third of I may go to third of ii

Moving from IV to ii both in root position

* Hold common tones

During inversions

* Move in the smoothest way

ii going to V or V7 in root position

* Bass moves from root of ii to root of V

* Upper voices move contrary to nearest tones

* Third of ii may remain stationary, becoming seventh of V7

* Fifth of iio usually resolves downward to root of V

* Common tone connection only when ii is minor

* Doubled root can leap to seventh of V7

ii in first inversion

* Same as IV to V progression

* Doubled root can leap to seventh

* Common tone connection in major mode

* Common tone connection in minor mode, fifth must resolve DOWN to avoid aug 2nd
Inversions of V7 Chord

* Tritone resolved same as V7 root position

* V65 is first inversion, V43 is second, V2 is third; minor: V65, Vslash643, Vslash42

* Fifth may be omitted in V65 and V2

Appogiaturas and Suspensions

* Note of resolution should not be doubled unless normal in next chord

* Appogiaturas by leap, suspensions prepared and held over

Linear 64 chords

Neighboring 64’s

* Bass remains stationary

* Upper voices move to neighbors and back or act as passing

* Generally on weak beat or part of a beat

Passing 64’s

* Bass moves conjunctly, connecting a root position chord to a first inversion chord

* Generally on weak beat or part of beat

Appogiatura or Suspension 64’s

* Same as I64

* Generally on strong beat or part of beat

Arpeggiated Bass

* 64’s can be a result of arpeggiated bass

* Chords can be functional or linear

vi (VI) and iii (III, III+) Chords

* vi usually preceded by III, I, or V and goes to II, V, or IV

Deceptive Resolution

* A V or V7 to vi

* Normal leading tone and seventh resolution ending in doubled third

* iii usually preceded by I or VI and goes to IV or VI

* Root position VI chord can be used to embellish the I chord

* VI6 and III6 are weak and rarely independent

* III+ usually analyzed as V with scale degree three a non-harmonic tone

viio Chord

* Can be dominant or tonic-embellishing

* Almost always in first inversion, root is rare, second almost never used

* Third usually doubled since others are tendency tones

* Root ALWAYS resolves upward stepwise

* Both thirds move in contrary directions stepwise

* Fifth resolves freely up stepwise

Scalar Variants

* Use either raised 6th scale degree or subtonic

* Altered symbols must be placed beside analysis

* IV, ii, and vio are found ascending minor, v with descending minor

* VII can be analyzed as V/III borrowed dominant

* VII to III often occurs in harmonic circle of fifths sequence.

Modal Borrowing

* The 3, 6, and 7 scale degrees can be borrowed from relative minor

* Analyzed as MB and accidentals included

* Modally borrowed chords can replace the diatonic version but rarely precede it

* Picardy Third is the minor mode ending on a major I

Sequence

* Can be functional, but IV and vii will not have regular functions

* Can be linear with harmonics preceding and following as functional

* Minimum of two melodic statements, maximum of four

ii7 Chord

* Minor minor triad in major keys, half diminished in minor keys

* Normally resolves to V or V7

* Seventh resolves stepwise downward

* Fifth moves stepwise downward or skips to seventh of V7

* Third skips down or remains stationary becoming the seventh of V7

* In first inversion the third goes stepwise upward to the root of V

* Can be used as linear neighboring or passing chord

* Can be employed for plagal cadence

viio7 Chord

* Fully diminished in the minor mode

* Root is always raised form of leading tone

* Full or half diminished in major mode

* Seventh of the chord (6th scale degree) is lowered chromatically

* Dominant function, not used at half cadences

Fully diminished

* Seventh goes down by step

* Fifth down by step

* Third up or down

* Root resolves up by step

* Diminished fifth to the perfect fifth is accepted in inner voices

* Resulting tonic will have a doubled third on strict resolution

Half diminished

* Same as fully diminished except if chord third is below seventh, then must resolve up

* Resolving tendencies not affected by inversion

Other Diatonic Seventh Chords

* Can be built on any scale degree, most common IV7 and vi7

* Original function is unaffected by added seventh

* Seventh resolves downward

* Frequently occurs in sequence around the circle of fifths

Borrowed Dominants

* Dominant chords in a key can be preceded by their own dominants

* Normally uses typical doubling and resolution of diatonic dominants

* Can also resolve deceptively (as in V/vi to IV)

* Any chord with dominant quality may be used as a borrowed dominant

* Borrowed dominants may substitute for a dominant in a key

* Borrowed dominants may progress to another borrowed dominant

Hints to spot borrowed dominants

* For raised scale degrees, the raised note is usually the third of V or V7 or root of viio7

* For lowered scale degrees, the lowered note is usually seventh of V7 or viio7

* Borrowed dominants are sometimes preceded by a dominant preparation (e.g. iv/ii, V/ii)

Modulation

Common chord modulation

* Common chord is diatonic in both keys

* Common chord is usually ii or IV in the new key

* Common chord usually placed immediately before V in new key (or I64)

* New key is often indicated by I64 chord

* New key is usually tonicized by an authentic cadence shortly after modulation

* All music from the common chord to the cadence will be functional in new key

Direct modulation

* Direct chromaticism or cross relation occurs at the point of modulation

Sequential modulation

* Modulation can occur breaking out of a sequence of borrowed dominants

* At any point the sequence can be broken and tonicized

Phrase modulation

* New phrase or section simply begins in a new key with no common chord

* Most modulations to closely related keys: differing no more than one accidental

Dominant Seventh Modulation

* All dominant seventh chords can be respelled enharmonically in other keys to modulate

* They can function as dominants, borrowed dominants, or linear chords in both keys

* Any member of a diminished seventh can drop a half step to make the chord a dominant seventh

German Sixth Modulation

* German sounds like dominant seventh, so can be respelled enharmonically to become a dominant seventh in new key, or vice versa

Common-Tone Modulation

* A single note common to both keys can be used as a pivot point

* Most often a member of the tonic triad of one or both keys

Linear (Embellishing) Diminished Seventh Chords

* Analyzed as dd7 with type of nonharmonic tone use

Neighboring chords

Major:

* Root remains stationary

* Third moves to the raised lower neighbor

* Fifth moves to the upper neighbor and/or raised lower neighbor

Minor:

* Root and third remain stationary

* Fifth moves up major second and/or down a minor second

* For V7 chords, voice leading is same as major but seventh moves to its lower neighbor

* When inversion is embellished, stationary root is in upper voice

Passing chords

* When two voices move in parallel 6ths or 10ths, passing chords can result

Linear chords

* May result from combinations of other types of nonharmonic tones

* Consecutive stepwise diminished seventh chords can be analyzed as passing chords

Neapolitan Triad

* Built on lowered second scale degree

* Same function as ii chord and most often before a cadence

* Third is commonly doubled, root and fifth tend to move down to tones of V or V7

* Doubled third can remain stationary and become seventh of V7

* Can be used in modulation to close or distant keys

Augmented Sixth Chords

* Contain the interval of A6

* Most common as dominant preparations, replacing IV, ii, or secondary dominants of V

* Each type contains root, raised fourth, and lowered sixth scale degree

* In both major in minor, accidental is needed to raise the fourth

* In major only, accidental is needed to lower the sixth

* Commonly sixth scale degree in bass

* DO NOT DOUBLE TENDENCY TONES

Types of A6 chords

Italian:  raised fourth, lowered sixth, double root

German:  raised fourth, lowered sixth, root, lowered third

French:  second, raised fourth, lowered sixth, root

Enharmonic German:  raised second, raised fourth, lowered sixth, root

* Normally resolve to V, V7, or I64

* A6 usually resolves outward by step to octave or P15, and other tones by step

* Parallel fifth sometimes accepted when German chord resolves to V

* To avoid the parallel fifth, the German can go to Italian or French before V

* When going to V7, the fourth scale degree resolves downward by half step to seventh

Use as dominant chords going to I

* In this case, best analyzed as V with lowered fifth (Vb5) or as viio7 with lowered third (viio7b3)

* These often occur with second scale degree in bass resulting in V43 or viio65

* Can be used as borrowed dominant preparation chords, leading to borrowed dominants

* Can be used as linear neighbor or appoggiatura chords

Ninth Chords

* Has a dominant function; replaces any dominant function chord except at half cadence

* Usually spaced widely with ninth a ninth above root

* Chord fifth often omitted

* In resolving to I, the ninth moves down by step and others move like dominant seventh

* Ninth often resolves before rest of chord, like an appogiatura

* SPECIAL—V7 and V9 chords can have raised or lowered chord fifths; common in late romantic music.

