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Schillinger’s Special Theory of Harmony:
Hybrid 5- and 4-part harmony

F.G.J. Absil
February 9, 2008

Abstract

This document describes two techniques as presented birggi[1] in his Special Theory of
Harmony book. Chord structures, progressions and applicationcésijpé the hybrid 5- and 4-part
harmony technique will be discussed and illustrated withrs@xamples.

Document history: revised (typing errors corrected, minor edits) August2@8L.0.

1 Introduction

Schillingers Book 5:The Special Theory of Harmony [1] presents a great summary of tonal 4-part har-
mony. Tonal harmony implies that chord structures and msgions are based on a ordering in thirds of
seven-pitch diatonic scales (Schillinger calls this th&t &xpansion form of the scale). This means that
if we write a 7-pitch scale on a tonjg; as an ordered set (ascending diatonic steps of a sedgned

{p1 p2 p3 1 p5 P P}, then the first expansion (into a sequence of third#is= {p1 ps ps P7 P2 P4 P6 }-
Chord structure is determined by neighbouring subsets; &tgad is formed by taking 3 neighbouring
pitches, such a$p; p3ps} (the tonic triad chord) of ps p7 p2} (the dominant triad chord). Root pro-
gressions are determined by pitch pairs and are more nathiext the pair lies close together and the
movement is from right to left (from last to first pitch): e.goot movement by a third downward from
p3 — p1 is more natural thaps — p» (a fifth downward) or a third upwargs — p-*.

Thehybrid 5- and 4-part techniques are extensions to the standard practice inhamadony. These
will not be found in other textbooks. The hybrid 5-part teicjue is discussed in Schillinger’'s book after
the chapter on the seventh chord; as we will see below it aoesbihe treatment of the dissonant 7th
with the positive root cycles. The hybrid 4-part technique involves a generalisationaée leading in
triadic chord progression with positive cycle root moveimnen

The hybrid 5-part technique allows the usesetended chords with acceptable voice leading, while
preventing the complete parallel voice movement, so tymitaectional harmony settings in jazz big
band scores.

Since the availability of the Schillinger books is limiteHis document presents an overview of these
techniques with comments and new examples.

2 Notation

We will use the following notation:

INote that this concept deviates from conventional theorjpasmony, where the dominant to root (a fifth down) chord
progression is the basis for chord cadences.
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Table 1: Hybrid 5-part chord structures

Upper 5 7 9 11 13
Structure 3 5 7 9 11
S 1 3 5 7 9

Root 1 1 1 1 1

Chord structure S5 Sy Sg9 S11 Siz

pli]: i-th pitch from a chord structure, with= 1, . . . , i,,4, (@ny pitch from a chord structure with,,,
pitches).

j =11,3,5,7,9,11,13}: thefunction of a pitch in a chord structure. Note that the function graip i
based on the ordering in thirds of a seven-pitch diatonitesca: 1 is theroot of the chord;j = 3
the third,j = 5 the fifth, etc.

Sk: chord structure withk = {5,7,9,11,13} indicating thetension of the chord. The tension is
determined by the highest function pitch in the chord stmect E.g.,S5 is a pure triad,S7 a 7th
chord, Sy a 9th chord, etc. Special numbers indicate chiaversions: S is the first inversionS$
the second inversion of a triagk. S$ the first inversion S the second inversion an} the third
inversion of a seventh choig};.

Ry, with [ = {£3,+5, 47}, indicates theoot cycle, i.e., the root movement in ehord progression
(going from one chord to the nextzs means the root is moving a third downwatl, ; means a
root movement a third upward, etc.

3 Hybrid 5-part harmony

3.1 Chord structure

Valid hybrid 5-part chord structures are shown in Table 1.e Tl chord structure is split into an
upper and lower structure, that will be treated differenlilying chord progressions. Note that the upper
structure is anS; (4 neighbouring pitches from the first expansion of the digtsscale, yielding a
dissonant 7th interval between the lowest and upper fumctibhe.S; in fact is a triad with added 6th or
13th?, i.e.,S?dCB. Note that the intervals of the third between functions arespecified, so all kinds of
S5 (major, minor, augmented or diminished triad}, etc. are possible.

What is new in this extended technique is the fact that haicrnmontinuities, i.e., sequences of these
extended chords may be used. This is different from tragfidonal harmony where sequencesSef
structures are the maximum tension string allowed; higlesibn chords4y and.S11) may occur only
as single, isolated chords (the must be properly prepar@dodiowed by lower tension chords).

3.2 Upper structure voice leading

The rules for the upper structure voice leading are:

2The added 6th is a traditional and frequently used extertsitime tonic or subdominant triad.
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At each chord progression the dissonant upper functigdheo€hord (i.e., the 7th from the upper
Sr structure) is properly resolved by downward stepwise ma@réror slurred into a common note
in the next chorél. The need for proper preparation of the dissonant 7th isset.

=

The lower three voices of the upper structure are free tgerimoany direction. However, in practice
stepwise movement or small leaps are preferred. Crossingioés is avoided (although not
prohibited; we will see occasional voice crossing in thenepdes). If all voices move downward
with minimal movement, the result will look like jazz musiectional harmony, but in general we
now have more freedom in independent voice leading.

N

3.3 Root movement

The root (lower structure) movement is determined by thieviohg rules:
1. The lower structure has a constant function, i.e., chood r

2. The root moves preferrably according to positive rootieyyci.e., R3 (3rd down or 6th up)Rs
(5th down or 4th up) o?; (7th down or, more likely, 2nd up). Occasionally negativetroycles
(R_3, R_5 andR_7) may be used.

3.4 Application and examples

Chord progressions of hybrid 5-part harmonies can be usanyirof the thredorms of harmonic conti-
nuity, that Schillinger discerns:

1. Type I: diatonic chord structures and root movementsillBgler remarks that the scale used for
building the chord structures and the root progression needecessarily be identical, although
the use of a single scale is considered (in his wordsgl and the latter case is presented in the

examples.

2. Type lI: diatonic root movement with symmetric chord sturesS. Schillinger suggests using this
type of progression to create higher tension and more hacnwaniation than is possible within

the Type | diatonic system.
3. Type lll: symmetric chord structures and root moverhent

Chord structures may be of either constant (e5g.only) or variable tension. Let us consider a first
example, demonstrating the three forms of harmonic coityifior constant chord structure.

Example 1: Chord progression using constant tension hybrid 5-part harmony.
We will base the example on the following diatonic 7-pitclalsec Ey = {p1,. 7} = {d —e — f§ —
g —a — bb — ct}. The chord structures are based on the first expansion (imtis} of this scale?; =
{d— ft —a—cf—e— g—0bb}. The diatonic root progression is based on the followingticoity

3Resolution of the dissonant 7th may be delayed until a fewdshiater, after a sequence of slurred notes.

“The characteristic preparation consists of introducirig pitch as a common tone in the preceding chord, where it is a
consonant function, i.e., 1, 3, or 5. Next-best is an upwtsphgise or leap movement into the dissonant 7th.

>Symmetric means that all chord structures are derived flensame diatonic scale and then transposed to the currént roo

6Symmetric root movement means equal division of the octateesither two diminished 5ths, three major 3rds, four minor
3rds, six major 2nds or twelve minor 2nds.
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R = Ry + 2{Rs + Rz} + 3R3 + R5 (positive root cycles only). The root cycle, starting on tbeic
pitch d is”:
2{R3+R7} 3R3

é:d%bb%g}ﬁa%fﬁ}ﬁg%e%cﬁ%a%d.
The constant chord structure we will useSis on the rootR = d this yieldsSy = {d} —{ft—a—cf—e},
i.e., a minor 7th chord"tmy; over a rootd, also written ag'tmz/D.

The diatonic progression, shown in Fig. 1.a, demonstréiesesolution of the dissonant 7th in the
upper chord structure by stepwise downward movement. Ther @bices move stepwise or are slurred
to the next chord (note the enharmonic equivalence). Theaegeneral downward trehdcontinuous
close position voicing, and no crossing of voices. Occasiparallel perfect 5ths may occur in the inner
voices. The 7-pitch scale and root progression were cdyefohstructed to obtain familiar extended
chord structures on both the toni@and dominant.

The diatonic-symetric progression is shown in Fig. 1.b. Tpper chord structure is based on the
constantSy structure on the rood, i.e., Ftm7/D, which is then appropriately transposed for each
subsequent root. Now we begin to see upward stepwise moveéméme inner voices; see e.g., the
ft — fo— ff movement in the lowest voice of the upper structure.

Symmetric progression is demonstrated in Fig. 1.c for vexriequal divisions of the octave, notated
asR(%/2). (Equal division of the octave into chromatic stef$,v/2), is not shown here) .0

To construct similar examples for other 7-pitch diatoniales and for other constant tension chord
structures is left as an exercise to the reader.

Example 2: Chord progression using variable tension hybrid 5-part harmony.
We will construct a harmonic progression with variable tensising the continuity

§:S5+Sg+513+59+57+59+55.
We will use the 7-pitch diatonic scale from the previous egkanbut now the root cycle sequence is
R=R;+ Ry+ Rs + 2R7 + Rj.

See Fig. 2.a, and again note the treatment of the dissonarih e upper structure. There is either
immediate resolution by stepwise downward movement, ouraesl note into the next chord (in case of
a common tone). In the latter case, the requirement for d@asthwesolution is dropped as can be seen
in the figure, where the slurregdin the lower voice of the upper structure finally moves upwdrls is
allowed, since moving from th8y chord on the roofff to the S; chord on rooty, the f1 in the upper
voice has become the dissonant note, that needs resoldbamard step inte).

The example also demonstrates the voice leading for a [hartipen voicing, as can be seen in
Fig. 2.b and the second progression in Fig. 2.c. We still keggeneral downward tendency, the occa-
sional parallel perfect 5ths, and the avoidance of voicesing. O

Play this example on a keyboard to experience the combimafivarying chord tension and smooth
voice leading during this continuity. The next example widlmonstrate the combination of various
aspects of hybrid 5-part harmony,

"Note the use of grouping symbd]s. Multiplicating a group by an integermeans that this group has to repeaigines.
Thereforez{Rg =+ R7} = {Rg + R7} =+ {Rg + R7} = R3 + R7+ R3 + R7, not2R3 + 2R7 = R3 + R3 + R7 + R~.

83chillinger discusses two techniques for countering thisrvard trend, i.e., exchange and octave-inversion offir
common tones at the interval of a third.
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Type I: Diatonic harmonic progression (constant tensign
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Figure 1: Hybrid 5-part harmonic continuitZonstant tension Sg progression in the diatonic system (a),
diatonic-symmetric system (b) and symmetric system (c)teNoe stepwise downward movement of
the dissonant 7th interval in the upper structure and theeMeiading in the other upper voices (stepwise

movement, no crossing voices, general downward tendency).
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Type I: Diatonic harmonic progression (variable tension)
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Figure 2: Hybrid 5-part harmonic continuity/ariable tension progression in the diatonic system (a),

diatonic-symmetric system (b) and symmetric system (c)teNoe stepwise downward movement of

the dissonant 7th interval in the upper structure and theeMeiading in the other upper voices (stepwise
movement, no crossing voices, general downward tendency).
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Example 3: Hybrid 5-part harmonic progression with variable tension, progression type, root
cycles and voicing.
We will construct a harmonic progression with variable tensising the chord continuity

§:S5—|—59+S5—|—511+459+S5+513+S7—|—59—|—S5.
We will use the 7-pitch diatonic scale from the first exampldt, now the root cycle sequence is

; ; Symmetric i oo ;
Diatonic Diatonic-Symmetric

= —_—
R=TR;+Rs+R_3+Rs+ 3R(V2) +R;+ R_3+Rs+ Ry +Rs,

where after the 4th chorfl[4] there is a change from a variable tension Type | Diatonic q@gsjon to a
constant tensionYy) Type Ill Symmetric progression. The example returns téalde tension diatonic
progression aftef[8], then followed by 3 chords$[10] to S[12], in the Type Il Diatonic-Symmetric
system, before the diatonic closing cade¢E2] — S[13].

A possible voicing of this progression is shown in Fig. 3. B barlines indicate the change in
chord progression type. Check the resolution of the digsorth in the upper structure. Occasionally
there are exact parallel 5ths in the inner voices of the uppacture (se&[3] — S[4] and S[12] —
S[13]).

There is twice the occurrence of a negative root cycle (fldf} — S[4] andS[9] — S[10]). These
have received special handling with respect to the subséqaet progression (not from the point of
view of voice leading; note how the dissonant 7th in the umtarcture is still properly resolved by
downward stepwise movement). In both cases the subsequernogression is based on the positive
root cycle and the combination of both root movements leadstoverall positive root movement. This

can be notated as: n
3

o
R=R_3+ Rs,

or
R3 RS

= R_3 Rs . R_3 Rs

S=S[3] — S[4] — S[5], S=S5[9] — S[10] — S[11].
Inspect the actual roots to confirm this root cycle propduy;S[4] — S[6] we havex — cff — (¢b = f#),
and forS[9] — S[11] we havebb — d — g.

The example demonstrates another features[Ih — S[2] and S[9] — S[10] there is the swapping
of common tonesbp = d and laterbb = g, both neighbouring pitches in close voicing); this techeiq
can be used to counter the general downward trend in all soice

This example has been carefully constructed to show the icatidn of various aspects. Play it on
the keyboard and experience the high tension, quite dissoaamosphere; this is caused by the high
density of effects over a 13-chord sequence. A more relaistdbdition of effects over a more extended
chord sequence might be preferred for a more musical effact.

This concludes our discussion of the hybrid 5-part techmiqgin the Schillinger book the 5-part
technique is presented at the the end of the chapter ofi;tibbord. The following section will discuss
the hybrid 4-part technique, which differs quite a bit frdme t-part equivalent; in Schillinger’s book it
is discussed at the end of the chapter on$hechord structure.
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Figure 3: Hybrid 5-part harmonic continuity with variablension, progression type, root cycles and
voicing. Note the swapping of common tones to counter thenseavd trend (se&[1] — S[2] and

S[9] — S[10]).

Table 2: Hybrid 4-part chord structures (those marked withsterisk are less commonly used)

Upper 5 5 7 7 9 9 11 13 13

Structure 3 3 5 3 7 7 9 9 11
1 13 3 1 3 1 7 7 7

Root 1 1 1 1 1 1 1 1 1

Chord structure S5 Sz Sy S; So S5 S Sz ST

4 Hybrid 4-part harmony

41 Chord structure

Valid hybrid 4-part chord structures are shown in Table 2e Tpper structure now contains 3 pitches,
p[1], p[2], p[3]. Three upper structures are regular triggqsee the 1st, 3rd and 7th column), two upper
structures contain the three essential functions of a 7tindcktructure (root, third and seventh,=

1, 3, 7, see the 4th and 8th column).

4.2 Upper structure voiceleading

In the hybrid 4-part technique Schillinger allows greateetiom in voice leading; upper structure voice
leading may be based on any of the 6 fundamemmtaisformations possible for 3-pitch chord struc-
tures (see the Appendix). Given this set of possible transitions, Schillinger proposes the following
guidelines:

1. When two neighbouring chords haidentical chord structurg, do not use theS[5] 12, Sli+1]
(all pitches constant) transformation, since this willdea complete parallelism.

%ldentical chord structure means that both chords are amtstt from the same column in Table 2, and therefore contain
the same chord functions.
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. When a group of two subsequent chordpastly identical, use a constant single pitch transfor-

mation S[j] = S[j + 1], S[j] = S[j + 1], or S[j] = S[j + 1]), when this leads to a parallel
desirable interval with the bass (parallel third or sixtBp not use these partly parallel transfor-
mations, when they yield a consecutive parallel seventhnh mith the bass.

w

. When two subsequent chords are totally different (i@equal chord function in the upper struc-
ture. Examples are the combination of 1st and 8th, or 2nd d@ncc@umn in Tab. 2), then

the transformation that keeps all pitches consté&fjj] 123 S[j + 1], is the most favourable.

Schillinger summarizes these guidelines bsmogeneous chord structures are compensated by
heterogeneous transformations (i.e., non-constant functions, cloclkewss counterclockwise rota-
tion of chord functions), and the reverse. The main goal isrevent the occurrence of parallel
octaves and fifths in the voice leading.

This upper structure voice leading guidelines say nothlmguapreparation or proper resolution of
the higher chord functiong = 7, 9, 11 or 13; in that respect there is more freedom than in the hybrid
5-part harmonic technique. Some of the chord transformatinay lead to crossing voices, although in
practice (see the examples) this happens rarely.

4.3 Root movement

Root movement is determined by positive root cycles ordy, R3, Rs or Ry.

When creating an overview of all possible voice leadingsafgroup of two hybrid 4-part harmony
we must remember that there are five chord typgs (57, So, S11 andSi3), six transformations and
three root cycles; this leads to a huge set of combinatiornb,axtotaln; of

chord structure type
ng= 2(5x4x3x2) x6x3=4320

possibilities.

Schillinger's book does not present all combinations asesexamples, and most are left to the
student. Here we will show the voice leading options for aentical and one non-identical group, and
discuss the result. We will base the diagrams on the fardi@onic 7-pitch scalé’y = {p:,. 7} =
{d—e— ff—g—a—bb—ct}. The result is shown in Fig. 4 and 5, where also crossing scicel
parallelism are indicated.

The clockwise and counterclockwise transformations ra@nthe close voicing, the three constant
single pitch transformations change the voicing type frémse to open voicing, while the triple constant
pitch transformation obviously leads to complete parisifelin the upper structure.

Parallelism between upper voices and bass will also ocametimes the parallel intervals are
favourable (see the thirds in Fig. 4), sometimes these devamrable (see the fifths in Fig. 4, or the
parallel seventh in the last transformation in Fig. 4.a).

Remember Schillinger’s statement about homogeneougwtesdan combination with heterogeneous
transformations (and the reverse), and see whether thes$iguovide sufficient evidence to confirm that
fact. In that case Fig. 4 should have less objectionableifeabn the left, while Fig. 5 should yield better
voice leading on the right for constant pitch transformadio The evidence is not convincing (author’s
opinion), but the second set of diagrams is a somewhat egtmogression{;; — .S5) and we would
really have to see the properties for a multitude of possésl
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Transformation:
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Figure 4: Hybrid 4-part transformation§€onstant tension S7 for root cycle Rs (a), R5 (b) and R7 (c).

All six possible transformations are presented (see marikedop of the example). Parallel movement

is considered internally in the upper structure or withtiefato the bass.
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Figure 5: Hybrid 4-part transformation&/ariable tension S1; — S5 for root cycle Rs (a), R (b) and
R7 (c). All six possible transformations are presented (seeksnat the top of the example). Parallel
movement is considered internally in the upper structungithr relation to the bass.
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4.4 Application and examples

After demonstrating the options for voice leading when mgvirom one hybrid 4-part chord structure
to the next, we will now discuss a number of examples for haimoontinuities.

Example 4. Hybrid 4-part harmonic continuity with constant tension for all progression types.
Once again, we start from the diatonic 7-pitch sc#lg:= {p; . 7} ={d—e— ft —g—a — b —cf}.
However, now we will use a differembode of that scale, starting on the tonic We will use a constant
tensionSy chord structure, that contains the functiosis= {1} — {3 — 7 — 9} (see Table 2). On the
tonic root this yields the following chord: — g — d — f#, in conventional chord notatioRm?, 5. The
diatonic root progression is given By = R + 2{R7 + R3} + R3 + Rz (positive root cycles only).

The voice leading for this harmonic continuity is shown ig.Fd. The transformations in all progres-
sion types aim at smooth voice leading, i.e., slurring commates and minimize the movement in each
voice (stepwise movement preferred). Occasionaly thidsléa crossing voices in the upper structure
(indicated in the score, see Fig. 6.a and b). Such crossimpearevented by a very wide voicing and
leapwise movement, as is demonstrated in the first symnretsiqprogression in Fig. 6.c.

Note the general downward trend in the voice leading in theeTlyll and Type Il forR(v/2). Also
note that the highest function in the upper structure the.9, which creates a dissonant 7th interval with
the 3) frequently is properly prepared. This means thataitiser being slurred from the preceding chord
or it is approached by an upward step. The dissonant intenaso frequently resolved by downward
stepwise movement of the upper function. Doing so, the vi@eeing adheres to the principles of
traditional tonal harmony. An exception is shown in the flrgdb chords in Fig. 6.a, where the is
approached by a downward leap frain

The transformations for the smooth voice leading attempeénType Ill progression are indicated
in the score. These were not determined a priori; they tutrtmbe sequences of either clockwise or
counter-clockwise circular permutations of chord fune$io

Since we use constant tensiSp chord structures, there is the danger of undesirable padh or
9th intervals between upper structure functions and the rébe voice leading shows that these have
been prevented

Next, we will present a somewhat more extended example \aitlalble chord tension.

Example 5: Hybrid 4-part harmonic continuity with variable tension and mixed chord pro-
gression type.
We will construct a harmonic progression with variable tensising the chord continuity

S = Sg + 355 + 2{Sg + S11} + S7 + 3513 + S11 + So.

There is a deliberate gradual build-up of chord tension tde/éhe end of the progression, with a return
to a more stableSy on the final chord. We will use the 7-pitch diatonic scale (oni¢ e¢) from the
previous example, but now the root cycle sequence is

i ; Symmetric iat _
Diatonic Diat.-Symm.

- 4 ——
R=TR3+R;+ Rs + R;+ 3R(V2) +R;+ R3+ R3+ R; +Rs+ Ry,

where after the 4th chor8l[4] there is a change from Type | Diatonic progression to Typ&yinmetric
progression. The example returns to variable tension miajarogression aftef[8], then followed by
3 chords,S[10] to S[12], in the Type Il Diatonic-Symmetric system, before a diatoclbsing cadence
S[12] — S[13] — S[14]. The root progression contains positive root cycles onty fzes been carefully
constructed to start and return on the tonic root of this rhecie.
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Figure 7: Hybrid 4-part harmonic continuityariable tension, for mixed type harmonic progression.

The transformations (not indicated in the score in Fig. Rehlaeen chosen to yield smooth voice
leading (slurred common notes, stepwise movement prefemaximizing proper preparation and down-
ward stepwise resolution of dissonant upper functions)oéecasional improper resolution of the upper
structure function 9 is shown in the progressify] — S[8], with the upward stepwise movement

o/ fe 0

Let us have a look at another variable tension example.

Example 6: Hybrid 4-part harmonic continuity with variable tension.

In this example we will use two modal variants from the diadatale, the first on the tonic rogt the
second ore. The variable tension chord structures are indicated istbee (see Fig. 8). The first modal
variant is based on a Type | Diatonic progression, the seocaral Type Il Symmetric progression.

Again, we aim for a fairly smooth voice leading. Both exanspdee free of vocie crossing, nor do
they contain parallel 7th or 9th movement between uppertimme and roots. Dissonant intervals in the
upper structure are regularly resolved properly. Note #wegtion in Fig. 6.a inS[2] — S[3] with the
upward leap of the dissonant major 7th " a, or at the endS[7] — S[8] with the upward stepwise
movementd  df.

The second modal variant erdeliberately alternateS; = S;1; these chord structures have only one
upper structure common function, i.e., 7. Therefore, tetetogeneous group should yield a preferrence
for constant function transformations, in case of smootbevteading. The marks above the staff indicate
that there is indeed some evidence to support this rule kseeonstani23 transformations). However,
slurring common notes leads to a circular permutation tyfgeaasformation.

Note the tonic root chord, a half-diminished 7th chdfg, that opens the example. Fortunately the
closing chord on the same root has a different structure teasionSi;), since the tonic triad; is
highly unsuitable for acting as a stable structure that eatifirm the tonality of the exampié O

The final example includes a few additional aspects.

Example7: Hybrid 4-part har monic continuity with fully heterogeneousvariabletension chord

structures.
In this example we will investigate the effect of transfotima types on the voice leading, when dealing

1°This example is of academic nature. In case of writing reaimu would have adapted the structures to yield a more
stable chord on the tonic root.
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symmetric (b) harmonic progression.
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with completely heterogenous chord structures. Therethesharmonic continuity is based on alternat-
ing S5 = S11 chord structures Remember, that in hybrid 4-part chordcgiras the upper structure of
the S5 tension chord contains the functiof$ — 3 — 5}, whereas the5;; upper structure consists of
{7—9—11}. So, indeed, these structures are completely dissimitaogerlapping functions, although
both are perfect triads).
The root sequence is given by
R3

—

—_——
R=2R3+2R5 4+ 2R7+ R_3+ Rs +Rs3,

a highly artificial sequence, since it deliberately corgaimpeated positive root cycles (e.gR3), but
also a composite group ofregative plus a positive root cycle (thB_3; + R5 group).

The first solution (see Fig. 9.a) is based on variable tramsitions, aiming for smooth voice leading.
The resulting transformation type is either clockwise dti-atockwise circular permutation of chord
functions. It is not a constant function type of transforiorat the guideline given by Schillinger for
handling of heterogeneous chord groups. The condtzhtransformation (not presented here) would
lead to a set of parallel triads in the upper structure withogeptable parallel voicing.

Applying (or better, forcing) a constant function transfi@ation is demonstrated in Fig. 9.b and c.
Note the alternating close and open type voicing in the ugpeicture, and the occasional crossing
voices. There are many wide leaps in the upper voices; ubiagype of transformation (as opposed
to the smooth voice leading solution in Fig. 9.a) would dffise orchestration in the case of writing
real music. | would apply the variable transformation dolutto a harmonic (long notes, chorale type)
setting for bowed strings (or for trombones at the octaveveglwhereas the constant pitch solution with
its wide leaps suggests pizzicato strings or woodwind &scen

The final example containedrggative root cycle in a hybrid 4-part harmonic continuity. This does
not appear in the Schillinger book, and therefore was naguied as a root movement option at the
beginning of this section (there, as a rule, we allowed p@sibot cycles only). However, voice leading
diagrams like Fig. 4 and 5 may also be constructed for allrsimdformations and for all three negative
root cycles (this is left as an exercise to the student). Wévethis additional destabilising effect to
tonality in the case of hybrid 4-part higher tension chosladceptable musically, is a matter of taste.
The last example was meant to make the reader conscioust ofpfi@nal extension to the technique.

5 Conclusion

This document presents two extensions to the traditioredrihof diatonic harmony, as proposed by
Schillinger [1], i.e., hybrid 5- and 4-part harmony. Ruleslaguidelines for these techniques were
followed by detailed discussion of examples.

Note, however, that only the chord progression has beerndayesl. The examples shown herein do
not yield musical beauty; they only demonstrate voice leg@dispects, when using the hybrid structures
in a harmonic continuity. In order to create real music otlements such as melody and rhythm must
be included in the score.

Here we have discovered a technique to deliberately creaying tension over a chord progression.
The composer may use this toolbox of techniques, deriven fraditional harmony, and play with
and control chord tension, chord progression types angfoanations; this may lead to useful and
interesting musical results. Try it!
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Figure 9: Hybrid 4-part transformationsariable tension S5 = S11, Type | diatonic harmonic continu-
ity, for variable (a), constant (b), and constari (c) transformation. Note the negative root cy@les;

in the harmonic progression. Also note the alternation betwclosed and open voicing, and the voice
crossing for the constantand?2 transformations.
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Appendix: Transformation of chordal functions

We will consider chord structures with 3 pitches or chord functionsf:],i = 1,...,3 and will present
the voice leading options during théransformation from one chordS[;j]! to the nextS[j + 1]. We will
designate the-th function in thej-th chord a9, j]. We therefore can write the triadic chord structure
as:
p[3, ]
Sl = | »[2,7]
p[1, ]
Since the chord structure contains 3 pitches this yiglds 1 x 2 x 3 = 6 optional transformations:

1. A clockwise circular permutation of chord functiof§j]© S[j + 1], where
p3,5] — p[lj+1],
p2,5] — p[B,j+1],
plL,j] — pl2,7+1].
2. A counterclockwise circular permutation of chord fuoo8.S[j]© S[j + 1], where
p[3,5] — pl[2,7+1],
p2,5] — p[lj+1],
pll,j] — p[3,j+1].
3. Keep the 1st chord function constant, while swapping tieeghd 3rd function. This is notated as
S[j] & S[j + 1], where
p3,5] — pl2,7+1],
p[2,j] — p[3.7+1],
pll,j] — p[lj+1].
4. Keep the 2nd chord function constant, while swapping tefd 3rd function. This is notated as
S[j] 2 S[j + 1], where
p3,5] — p[lj+1],
p2,j] — pl2,7+1],
plL,j] — pB,j+1].
5. Keep the 3rd chord function constant, while swapping steahd 2nd function. This is notated as
S[j] 2 S[j + 1], where

p[3,71 — p[3,5+1],
p[2,5] — pll,j+1],
plLj] — p[2,5+1].

6. Keep all chord function constant. This is notatecbgs 1B S[j + 1], where

p[3,5] — p[3,j+1],
p2,5] — pl2,7+1],
pll,j] — pll,j+1].
In this document transformations types 1 and 2, i.e. (ca)oltekwise circular permutation of chord
functions, are referred to dmeterogeneous transformations (using Schillinger parlance).

“Note that we use integer subscripts (e4y.) to indicate thetension of the chord, while the integer indéy] indicates the
position of the chord in a sequence (i.e., in the time domaitf)e integer indeX:] indicates the simultaneous sounding of
pitchespli] in a chord structure (ordered from low to high pitches).
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