Chord Substitution - Part 7

Ted Greene - 1973, November 20

Longer Back-Cycling
Hereis alisting of some possible variations of a 1117 — V17 — 117 — V7 pattern, using b5ths and then back-

cycling from there. If you can absorb this logic, you should be able to grasp any other b5th application
that you might encounter (or devise yourself).

117 V17 17 V7

V117 b7 V17 blI7

V117 VI7 V17 V7

17 b7 17 blI7

7 1114 V147 i7 V7
viim7 117 iii7 V17 Vi7 17 i7 V7
iv7 V117 bvii 7 b7 biii7 V17 bvi7 b7
viim7 7 bvii 7 b7 Vi7 17 bvi7 bl17
iv7 V117 iii7 V17 biii7 V17 ii7 V7

ii —V patterns

Any chord in column 1 may move to any chord in column 2, and so on.
Like  vii —=bVU7 —bvii —=VI7 =biii =117 —ii —blI7

Y ou could mix up the chords in many other ways al so though these are alot of the most common ways.
Practice the above in all keys “straight,” and then with extended chords (which should sound much better
on these patterns than just playing them straight).

If you were given atime into which the lll — VI — 11 —V pattern was already written, any of these
variations would be possible and many of them could sound worthwhile. However, if you were to try and
sgueeze one of these longer patterns in to replace just V7 or ii-V7, you might find it getting in the way.
Only experience will help you in learning where things fit — you' ve got to experiment and also see what
more experienced musicians are doing. Be patient — you can’'t absorb this in al keys overnight.
Consistent, intelligent practicing is the key — day by day, absorbing more and more, strengthening your

powers of concentration, discipline. It ain’'t easy, but it’s worth it (if you have come this far already, you
can handleit).
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Here are some other cycle patterns that are very useful; it would be good to familiarize yourself with them.
Practice them as you did the others, that is, first “straight,” then with substitutions, in all keys.

1) A7 IVAT wii®7 7 viT o N7 iiT V7
2) |7 V7 17 VI7T 07 bVIT ii7 V7

3 17 W7 BVHT BIIATEIBVIAT BIA7 §i7 V7i: orvi-1I7,0r gointokey of V
4) 147 (iv7) bvii7  bINT i._bVIA7 blAT7 ii7 V7'§ i (for last 4 chords of progression)
5 17 V7 W7 W7 WVI7 BIA7 ii7 V7

6) 127 VA7 vii®7 N7 Vit 117 v7 17 tolV

7 1A7 V7 ii7 VIT biii7 bVI7 §i7 VT

8  #V’7 VN7 ii°7 VI7 ii°7 V7T 1

9 IA7 17 VAT W7 i VIT ii7 VT

10) |27 IVA7  #v°7 VT iii7  VI7T ii7 V7

11)  1a7  #VP7 (orIV7) VT iii7  VIT ii7 V7 bIAT |

Examplesin D of 1st pattern above.

DA7 G4 C4o’ F47 B’ E? En’ A7 DA
|

® ® ® s5ele 5@
100 100@ 990 0® Ielel] 7eee 7elel] 7e[]® [ &
il i

* see note
bel ow

Same progression with motion added via passing tones and delays. Hit white [hollow] notes after black
notes are ringing:

Da7 Ga7 Cén? F47 B/ g7 Enl A7 Da7
I I I ® L] [®
® @ ® ;9@ 5@
100 0@ 90| 9® 9(@|o[]| 70 ee 7[e[0[] 7e[[® ® ®
TI o ) [0}
)

A variation using VI17 and V17 with a 2 note melody pattern.

Da7 Ga7 C471+ o/t B7 £9 En?/tt ABs D%
[ | [YT) ¢ 70/@] L L (00| |

® o/ |® 500 BT )
[] ® 9@@® Ilele ® ®
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A variation using V7 for 1VA7 with an ascending melody:

D @ Céa?  F47 B’ €6 End A7 Da7
|

I [[[]] [ ] [[]] I L[] [ [[]
@ el 1] 26[e[®] 2[e[®[] s[e[[® O[] se[®[[] s[e[[[®

LI [ [ L) & ®
L 4 1 0@ L J 79| |90 L J
5(@] 1] | LI [ |

* Notice that in am7b5 chord, if the 5th is omitted you are left with am7 chord.

D%  G%in (4o F47 Bo’ E? En’ A7/ [y
oo

00| [[e0[d o000 ]] O [T1] L[] | L1 (@] |

10 [T BGICIEED) 70|00 71®® ® ;ele® 5lelle®

I [ L] [ [] [\ [ [ | | |
5@ 1elel]| 200 2(0|e® 2 @] ])] 2|® (1] 0
A1 3e]1]q dla () [ ¢ ® Fo
90 o) I [@[]]) O ) ) ]
L D[ | & ¢ ¢ ¢ ®sefe[[] 5[0

hit simultaneously
with other white [hollow] notes
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To modulate means to change keys. You will recall that tonicization is a form of temporary
modulation. You might be wondering what would constitute a more permanent modulation. It is simply
a matter of lingering in a new key by playing chords in its own key after the tonicization process.

Example: in placeof A F#m D A, you might find in a song the following:

A G#7 C#7 F#m Bm G#7 C#7 F#m F#7 Bm7 Em7 A7 D E7 A
[ ii° Vo i v IV 1 o vi 1 vV 1 V 1

Can you see that this is just an elaboration of A F#m D A? Because of the length of time spent in the
F#m region, the ear would interpret this as a modulation to this key. Some cases are borderline.

Suppose that the above were as follows: A F#m G#7 C#7 F#m A7 D E7 A.
Notice that the tonicization process has been eliminated before the 1st F#m, but the 11 V (G#7 C#7)
precedes tonicization (you really needn’t call it anything if you don’t like fancy words as long as you
understand it — these terms are necessary only for certain types of communication such as this paper).
Whether or not this is a permanent modulation is up to you and your ears.

Practice this internal tonicization process on lots of your old exercises using various chords in the
new keys to linger there.

Scalular Embellishment
Any diatonic chord may be preceded with ascending or descending scalular passages in the key.

Example: given A D A

/1 /] /]
you could substitute:
AA7T Bm7 C#Hm7 DA7 AAT or AA7T Bm7 C#m7 DA7 C#m7 Bm7  AAT
/] / / [ rrr I / // / / /1
or

AN G#°7 F#m7 E7 DA7 C#m7 Bm7 E7 AAT
/ / / / / / / / [

N\

This chord is added to make a ii V I progression
in this case.

Here is another example: given Bm7 E7 A you might play: DA7 C#m7 Bm7 E7 AA7
/1 / / / /]

Notice that the Bm7 is delayed in this substitution; this type of thing is common.

Here is another variation of Bm7 E7 A > G#°7 A7 Bm7 E7 AA7.
/ / / /]

Experiment with this type of principle.
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Chromatic (non-diatonic) chords can also be involved in the scale-like passages:

C#m7 {Cm7: Bm7 E7 AA7 oriftime permitted: D#°7 Dm7 C#m7 Cm7 Bm7 Bb7 A7

Most chromatic chords in scale-type passages can be explained from substitutions on the cycle

patterns or b5 substitutions.

An off-shoot of scale-type embellishment is parallel embellishment, that is, preceding any chord
with descending (more rarely, ascending) passages using similar types of chords.

Example: given B7 E7 A - youcouldplay B7/6 A7/6 G7/6 F7/6 E7/6 AA7
or B7 Bb7/6 A7 Ab7/6 G7 Gb7/6 F7 E7/6 AAT

B7 Bk AT Ml G @l 1 IS p
(Y |

L[I[]] 4@ I 10/0]e] 1[][@]
LICIK) ® 20 (@ ® ®
69 |® ® ® 30/(0|0® ® 50 [ ]
79|90 ® ® ® [ J [ 1]
L[]®] |® | | [
Given: A G#m7 C#7 F#m7 - youcould play A7 Bm7 Am9 G#m7/11 C#7 F#m7
[ / // /)
AaT7 Bo’ Ain®  GEe?M (47 Fa’
| [ L]
7L e o/ [0 cele[[® 90 00
59 [ ] ] [ ] [ ]
{ 1 ] 0 llel|®
| [[|el2e[|ee] [[[]® ®
// / / // /7 //
Given: Bm7(E A):
Ba? £7 D427 Dol Cho! Co? B/t E7+ AaT
[TT]® 5[e[@] LIT]]] selee]]| 7el]@® o]
6 @@ CIRELIET AN ) [
79900 7| @@ L J ® ® (o 70 @ [ ]
[ L ®
[ ) [ ) | | () [ )

Notice that there are different types, one with strict chromatic roots for quite a while.
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