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CHEAPTER VI

CLASSIFICATION OF CHORDS ‘ ' o

1f we were +o0.ask the average musician to describe
harmony, more often than not the answer will be "chords"”.
mhis can be very misleading to & creative musician and

~is a common misconception shared by many of them. As you
will eventually see, tﬁe best Qefinition of harmony is
MOTiDN. & chord is simply "arrested motion”.

For example,.ask yourseif what key an am7 chord is
in? Thefé is really no correct answer to this question
since we can't tell if it is the Am7 III chord from F Major
or the Am7 II chord from G Major. FPerhaps it could be a VI
chord in C Major. The point\heﬁe is that unless we can sSee
the motion into and out of this chord, +here is no way to
détermine what function it is performing, or to. which key
it belongs. -

So you see; there is very little we can glean from the
single chozrd other than the fact-that the tones of the
structure seem to "harmonize” with each other. This,
however, has more +0 do with whether it iz a chord than

harmony, or the understanding of harmony. Trying to
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cnderstand the harmony of a piece from a single chord

would be as impractical as trying to determine the story

line from a movie by cutting out one of the frames and

studying it. Unless this frame "links up" with the others

in its progression through the projector, thefe is nb ﬁay

to determine what the scene is about. The samé is true of

éhords. Unlesé they are'moving in a progression with other

chords, there is very little we can tell about the harmony

of a phrase. This is what we mean by describing harmony

as motion. Harmony has more to do with the manner in which

chords move in and out of each other as they progress towards

somé "taf%et" than with the vertical spelling of a single

chord or voicing. Tt is this particular motion between

rhe seven functional chords in a key that will come ﬁnder

discussién now. i
During the 18th century, Jean P. Rameau set about to

classify the 7 diatonic chords produceé by the Major and

Minor scales. He attempted to classify them according to

their strength in "pulling” to the tonic chord or key

center chord. In other words, what chord or chords have

tonés in them which cause the éhord to "pull® or resolve

to the tonic chord? These would be called the "first class"

in terms of strength. The "gecond class" would be chords
g
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that "pull" to the "first cla;s" chords, and so forth.

Thé method used by Rameau for determining this was to
anéiyze several pieées of music from the period in terms
of their chord progression. First he 1ocated all the tonic
chords in several pieces and méde note of what chord immedi-
ately precaded them. What he found most often in front of
a tonic chord was a V or VII chord. EHe then labeled these
two chords as "first class" chords. (EX. 41.) " First Class =
V or VII.

In order to establish the second class chords, all the
V and VII chords were located and the chord or chords immedi-
ately precéﬁing tHem were noted. " The chords most often
found in front ¢f a V or VII chord were found to be II or IV.
Rameau labelea these two chords as chords of the "second

class". (Ex. 42.) First Class = V or VII
Second Class = II or IV~

Tn establishing the third class chords, all the II and
IV chords were located and the chords found immediately
preceding them were noted. Most often, it was found, the

chord in front of a II or IV chord was a VI chord and some-

times an altered tonic. (Ex. 43.)

First Class = V or VII
Second Class = II or 1V
Third Class = VI (altered I)
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The fourth and last class was established the -same °
way —-- by noting the chord or chords most cften found in

front of a VI chord. It was discovered that the VI chord

is most often prececed by 2 ITI chord. (Ex. 44.)

Xey of C Major:

.67 or B®

Firgt Class = 7 or VII...weenooonnons
.pm7 or Fma7

cecond Class = TT OF IV.eeeansaonmsssas

Third Class = VI Or (altered I} ... ARY {C+)
Fourth Class = IIT...eeevcevenes  .....Em7
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CHAPTER VII

CHORD PROGRESSION

in the music of the 18th and 18th centuries, chord

progression was of four types:

1. Normal (most‘frequent)
2. Repitition (frequent)
3. Elision (infrequent)
4. Retroéression (rare)
Type 1. Normal chord‘progression occurs when the
For example, & 4th

chords progress according to class.

class III moves to & 3rd class VI, to a 2nd class II, &

15+ class V to the tonic ‘I. (Ex. 43.)
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11T, VI, II, V, I or III, VI, IV, vIiI, I. If you

play the progressions in Ix. 45, you will notice that
normal chord progression nas a "sound" to 1% which you
may recognize from a lot of music you have heard.

This is the most frequent type of chord pregression

heard. Another interesting feature of normal chord pro-
gressién is that the tonic chord pay come anywhere in bpetween
the other chorcs without disturbing the sound of normal chord
progression. Ex. G6.) 111, vI, I, Vv, I or 111, I, VI, IV,

I, v, I, etc.
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Tvpe 2. REPETITION: There are two types of repetition.
1. Literal

2. Class
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2 literal repetition occurs when a chord is followed

by a repeat of the same chord. An example would be a III

&Eﬁ.‘ 5% :111

chord followed by another III chord.

v

A class repetition occurs when a chord is followed

by another chord in the same class. An example would be

a IT chord followed by a IV chord. 2oth the II and IV chords

~::«

are 2nd class chords and if you play them one after the

i‘% E,-_a!

other in a progression, the feeling of not having moved any

b

place occcurs. (Ex. 47.)
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Type 3. ELISION: Though infrequent, elision does appear

in some tunes. Elisicn takes place when a class is skipped.
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An example would be 2 4th class IIT moving directly to a

D)

2nd clase II, leaving out the VI chord. (Ex. 48.)
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Type 4. RETRCGRESSICN: although rare, retrogrgssion

occasicnally appears in some tunes. Retrogression occurs

when the chords progress backwards through class. Usually

it will appear in a form similar to the following: (Ex. 49.)

£X. 49
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If you will notice when you play Ex. 49, that the retrogression
heard when the II chord returns to the VI chord is a recog- .

nizable sound and like the other chord progressions, they
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should be learned by the "ear" and not the "aye" from
tﬂe printed page.

Ali chord progressions in major or minor tunes will
be one of these four types in the order of freguencies.
mentioned earilier. The chord progressions in modal tunes
behave from a different logic which will be discussed in a

later chapter on modes.

A simple way to understand chord progression would

bBe to view the seven functional chords as members of an

- immaginary backetball team in which each chord has a

position "to play.and a function or job to perform. This

is why they are referred to as the functional chords. (EX.

Ex.50 I
mvall wak
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Example 50 is a diagram which represents this "immaginary
basketball team" w1th the "players" lined up in their
respective positions ready to "do their job".

the job of a III chord is to “"throw the ball" to the VI

chord. The VI chord in turn "throws it“ to ITI or IV which

then "throws it" to Vv or VII and into "the basket”™. (ExX. 2

EX, 51
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QOccasionally a III chord will "shoot directly to the

basket" from his position. This would correspond to the

statement made earlier in this chapter pertalning 1o

For instance,

51.
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the . tonic chord appearing at any point without disturbing

the flow of normal chord progression. (Ex. 52.)
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The following illustration is a diagram of both
. types of repetition. (Ex. 53.)
LITERAL  RepeTi TiON Cirss RepeTiTich
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Elision, which skips ahead, is illustrated in the

following diagram.

(Ex. 54.)
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ok like the following:

‘{Ex.

55

D

| e

" wagr s,

s PR

rFeET {pvern

F oy o L8 i | FpReTy L o |

rray r-parRy



