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PREFACE    TO    FURTHER   REVISED    EDITION. 

THE  special  feature  of  this  edition  distinguishing  it  from  its  predecessors  is  the 

inclusion  of  a  Supplement  containing  not  only  certain  additions  to  the  text  of  the  work 
but  a  further  supply  of  exercises  upon  its  earlier  chapters. 

LONDON,  1907. 

PREFACE    TO    NEW   AND    REVISED    EDITION. 

THE  call  for  a  further  edition  of  "  Practical  Harmony  "  has  enabled  the  Author  carefully 
to  revise  the  whole  of  the  work,  and  to  contribute  some  fresh  points  of  interest  to 

its  pages.  He  has  also  made  a  few  modifications  in  the  text,  where  such  have  appeared 
to  him  to  elucidate  the  matters  in  hand  in  a  more  marked  degree.  He  trusts  that  this 

new  edition  may  meet  with  a  continuance  of  the  appreciation  accorded  to  those  that 

have  preceded  it. 

LONDON,  1904. 

PREFACE   TO   THE    SECOND    EDITION. 

THK  cordial  reception  accorded  by  teachers  and  students  to  the  first  edition  of 

"Practical  Harmony,"  has  encouraged  the  Author  in  the  belief  that  there  was  room 
for  a  work  that  endeavoured  to  set  forth  the  principles  of  this  important  study  in 

a  concise  and  straight-forward  manner.  In  this,  the  Second  Edition,  certain  slight 

errors,  inseparable  from  a  first  issue,  have  been  corrected,  and  one  or  two  additions 

made  to  the  text  which,  it  is  hoped,  will  contribute  to  the  completeness  and  usefulness 
of  the  work. 

LONDON,  1895. 

PREFACE   TO   THE   THIRD,    FOURT 
FIFTH    EDITIONS. 

IN   these   editions   some   foot-notes,    etc.,    have   been   added   which  contain  points  of 
information  that  will  be  useful  to  the  student  in  working  the  exercises  in  the  volume. 



PREFACE  TO  FIRST  EDITION. 

THE  present  work  is  an  attempt  to  set  forth  in  a  clear  and  concise  manner  the  principles 

of  harmonic  combination  and  progression,  as  exemplified  in  the  works  of  the  great 
masters. 

The  fact  that  so  many  excellent  books  on  Harmony  already  exist  makes  some  detailed 

explanation  of  its  aims  and  scope  necessary. 

It  has  seemed  to  the  author  that  most  of  the  works  in  circulation  on  this  important 

subject  have  either  gone  too  far,  or  not  far  enough  ;  that  is  to  say,  have  either  been 

elaborate  theoretical  treatises,  quite  beyond  the  requirements  of  the  average  student,  or 

have  been  merely  primers,  with  a  more  or  less  sketchy  survey  of  the  more  important 

branches  of  the  study. 

The  need  for  a  work  comprehensive  and  yet  terse  in  style  which,  moreover,  should 

aim  at  making  the  student  regard  the  subject  as  essentially  practical,  as  bearing  on  his 

every-day  music,  has  been  felt  for  some  time  past  by  the  author  in  teaching  his  own 

pupils,  and  the  result  of  this  is  the  present  endeavour  on  his  part  to  meet  in  some 

degree  that  need. 

A  few  words  must  be  said  as  to  the  order  in  which  the  several  subjects  are  presented 

to  the  student.  The  plan  adopted  has  been  to  bring  them  before  his  notice  as  much  as 

possible  in  the  order  of  their  frequency  in  actual  composition.  No  scientific  or  historical 

accuracy  as  to  order  is  claimed;  but  merely  the  practical  one  mentioned  above,  one 

analogous  to  that  pursued  in  teaching  a  language,  where  the  learner  would  not  be  given 

long  dissertations  on  the  etymology  or  the  history  of  that  language  at  the  outset  of  his 

studies,  but  would  first  have  to  become  familiar  with  its  common  words,  phrases  and 

idioms,  with  as  much  of  its  grammar  as  would  be  necessary  to  use  these  correctly. 

Moreover  (although  the  author  avows  his  adherence  in  most  particulars  to  the 

system  of  Harmony  first  propounded  by  Day,  and  afterwards  modified  by  Macfarren  and 

Prout),  the  reader  will  here  look  in  vain  for  arguments  upon  the  nature  and  origin  of 

chords,  and  indeed  for  theorizing  in  general. 

A  knowledge  of  the  Elements  of  Music  is  presupposed  in  the  case  of  a  student 

using  this  book,  and  that  elementary  branch  of  the  subject,  dealing  with  key-signatures, 

the  various  kinds  of  time,  intervals,  etc.,  is  not  touched  upon. 



PREFACE. 

The  First  Part  of  the  volume  (Chapters  I.  to  XIII.  inclusive)  deals  exclusively  with 

harmonies  founded  upon  the  notes  of  the  Diatonic  scales  only. 

The  Second  Part  (Chapters  XIV.  to  XXVIII.  inclusive)  treats  of  the  use  of  the 

Chromatic  scale  in  chord-formation. 

The  Third  Part  (Chapters  XXIX.  to  XXXV.  inclusive)  consists  of  remarks  upon 

the  harmonization  of  melodies  and  unfigured  basses,  and  should  be  studied  concurrently 

with  the  First  and  Second  Parts,  as  the  student  cannot  too  soon  get  into  the  habit  of 

imagining  harmonies  to  fragments  of  tune,  a  power  constituting  one  of  the  most  important 

steps  towards  musicianship ;  whilst  the  adding  of  melody  and  harmony  above  an  unfigured 

bass  is  of  the  utmost  value  in  impressing  the  situation  of  the  various  chords  of  a  key  upon 

Che  memory. 

The  figured-basses  throughout  the  book  have  been  especially  designed  with  a  view 
to  their  melodic  qualities,  and,  to  that  end,  have  often  been  constructed  in  the  shape  of 

rhythmical  Hymn-tunes,  Chants,  Minuets,  Gavottes,  Bourrees,  etc.  To  show  the 

possibility  of  writing  something  more  than  a  dry  succession  of  chords  above  the  bass, 

the  first  one  or  two  exercises  in  each  chapter  have  the  top-part  given,  as  a  model  for 

the  student's  imitation. 

It  was  the  author's  original  intention  to  have  included  some  chapters  on  Elementary 

Counterpoint ;  but  questions  of  space  caused  an  abandonment  of  that  idea.* 

Imperfections  and  shortcomings,  no  doubt,  there  are  in  the  present  volume;  but  its 

claim  to  consideration  and  acceptance  rests  on  the  fact  that  it  is  an  honest  attempt  to 

help  the  student  to  a  practical  understanding  of  the  laws  that  have  guided  composers  in 

their  writing. 

Those  who  may  wish  to  examine  the  theoretical  aspect  of  the  subject  more  deeply 

are  strongly  advised  to  study  Dr.  Ebenezer  Prout's  most  admirable  "  Harmony :  Its 

theory  and  practice" ;  Dr.  Alfred  Day's  "Treatise  on  Harmony" ;  and  Sir  G.  A.  Macfarren's 
"  Six  Lectures  on  Harmony,"  in  all  of  which  works  will  be  found  food  for  much  profitable 
thought 

In  conclusion,  the  Author  desires  to  express  his  thanks  to  his  old  fellow-student, 
Thomas  B.  Knott,  for  many  valuable  suggestions ;  and  to  his  brother,  Harold  E. 

Macpherson,  for  his  care  in  revising  the  proof-sheets  of  the  work'. 

LONDON, 

January,  1894.. 

*  This  subject  has  since  been  exhaustively  treated  in  the  Author's  "  Practical  Counterpoint  " 
Joseph  Willi.unsk. 
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DEFINITIONS     NOT     GIVEN     LATER     IN     THE 
COURSE     OF     THE     WORK. 

1.      MELODY. — Single  sounds  in  succession. 

z.     HARMONY. — Sounds  in  combination. 

3.  CHORD.— Two  or  more  notes  sounded  together. 

4.  PART.  —Ax  much  as  is  performed  by  one  voice  at  a  time;  or  br  an  instrument  sounding  only  one 
note  at  a  time. 

5.  PART-WRITING.-  The  distribution  of  the  several  parts  in  relation  to  one  another. 

6.  MOTION. — The  progression  of  the  several  parts  in  relation  to  one  another. 

Similar  Motion. — When  parts  move  in  the  same  direction. 

Contrary  .Motion. — When  they  move  in  opposite  directions. 

Obliqm  Motion. — When  one  part  moves  while  another  remains. 

7.  BASS. — The   lowest   note   in   a   harmonic   combination,    however    low   or   however  high  the  entire 
combination  may  be. 

I.     ROOT. — The  note  from  which  a  chord  is  derived,  and  from  which  it  takes  its  name. 

9.     CONCORD. — A  combination  satisfactory  in  itself,  requiring  no  particular  one  to  follow  or  precede  it. 

10.  DISCORD. — A  combination  requiring  some  particular  one  to  follow,  and  sometimes  to  precede  it 
The  term  discord  is  also  applied  to  a  single  note  of  a  chord,  when  that  note  requires  a  special 

progression. 

11.  DIATONIC. — Consisting  of  notes  according  to  the  key  signature.     The  notes,  however,  indicated  by 
accidentals  in  both  forms  of  the  minor  scale  are  diatonic. 

12.  CHROMATIC. — Consisting  of   notes   foreign   to   the   key  signature,   but   which  do  not   change  the 
key.  The  Major  6th  and  Major  7th  of  a  minor  scale  are,  however,  not  chromatic, 
but  diatonic 

13.  ENHARMONIC.— Consisting  of  intervals  smaller  than  semitones.     The  distinction,  moreover,  between 

notes  of  the  same  sound,  but  with  different  names  (*./•.,  Bx,  C4,  DP),  is  said  to  be 
enharmonic. 

14.  CADENCE,  or  CLOSE,  —The  completion  of  a  phrase,  or  rhythmical  period.     There  are  four  principal 
cadences,  viz. :  the  Perfect  Cadence,  or  Full  Close  (sometimes  termed  the  Authentic  Cadence) ; 

the  Imperfect  Cadence,  or  Half  Close  ;  the  interrupted  Cadence  ;  and  the  Plagal  Cadence  : — 
(A.)  The  Ptrfeet  Cadtntt  is  when  a  musical  phrase  ends  with  the  chord  of  the  Tonic 

preceded  by  Dominant  Harmony. 
(B.)  The  /mptrftct,  or  Half  Cadente  is  when  a  phrase  terminates  with  the  chord  of  the 

Dominant. 

(c.)  The  Interrupted  Cadenee  takes  place  when  the  course  of  the  music  leads  one  to 

expect  a  Perfect  Cadence,  but  when  some  other  chord  is  substituted  for  that  of  the  Tonic — 

usually  the  Sub-mediant. 
(D.)  The  Plagal  Cadtntt  is  when  the  Sub-dominant  chord,  and  not  that  of  the 

Dominant,  precedes  that  of  the  Tonic  in  a  final  cadence 

15.  MODULATION. — Change  of  Key. 

NOTE. 

The  following  technical  names  for  the  different  degrees  of  the  scale  are  used  in  the  present  volume  : — 

ist   degree,   Tonic ;    2nd,    Super-tonic ;    3rd,    Mediant ;    4th,    Sub-dominant ;    5th,    Dominant 

6th,  Sub-mediant  ;  7th,  Leading-note. 



INTRODUCTION. 

THE  study  of  Harmony  is  often  undertaken  by  the  student  with  such  a  vague  and  imperfect 

idea  of  its  educational  value — and  pursued  often  with  such  meagre  results — that  it  seems 

to  the  Author  worth  while  to  insist  at  the  outset  of  this  volume  upon  a  few  points  that 

appear  to  him  to  be  vital  to  the  proper  realization  of  the  benefits  to  be  derived  from  this 

most  important  subject  : — 

(i. )  Harmony  should  be  regarded  in  the  light,  primarily,  of  a  training  of  the  mtr  • 
therefore,  it  is  essential  that  the  student  should,  from  the  very  first,  be 

taught  to  LISTEN  with  the  closest  possible  attention  to  the  sound  of  all  the 

chords,  progressions,  &c.,  that  he  writes  or  plays.  By  this  means  he  will 

gradually  form  the  habit  of  discrimination  in  the  right  way,  vu.  :  through 

the  medium  of  the  ear  and  not  of  the  eye. 

(ii.)  It  is  necessary  that  he  regard  even  the  simplest  exercises  he  writes  as  being 

Music — not  mere  dry  catalogues  of  chords  ;  consequently  in  the  working 

of  them  he  should  give  the  most  careful  attention  to  their  melodic  and 

rhythmic  interest.  The  mere  "  architectural  "  piling-up  of  chords  upon  a 
figured  bass — so  often  all  that  is  attempted — is  of  no  more  real  value  as 
a  musical  training  than  an  arithmetical  problem. 

(iii.)  It  is  most  important  for  him  to  remember  that  the  rules  given  to  him  are 

not  an  arbitrary  code  of  musical  morals  compiled  by  any  one  theorist,  but 

an  epitome  of  the  practice  of  generations  of  the  greatest  composers — 
classified  and  tabulated  so  as  to  be  a  gvide,  not  a  hindrance^  to  the  learner, 

until  such  time  as  he  can  use  his  own  discretion,  and  can  safely  trust  his 

own  ear  and  artistic  judgment 

(iv.)  Too  much  stress  cannot  be  laid  upon  the  value  of  the  harmonization  of 

melodies  as  a  training  for  the  musician.  Such  practice  unfailingly  develops 

the  musical  sense,  and  the  Author  would  advise  every  student  to  spend 

much  time  upon  the  working  of  such  exercises,  botn  a f  the  pianoforte  and 

away  from  it. 

Finally,  the  student  should  endeavour  to  analyse,  as  far  as  his  advancement  will 

allow,  the  various  chords,  &c.,  in  the  music  he  plays  or  sings  ;  by  this  means 

he  will  begin  to  regard  his  Harmony  study  as  a  vital  part  of  his  every-day 

music--  not  a  "thing  apart."  as  so  often  it  is  ! 





PRACTICAL     HARMONY. 

PART  I. 

DIATONIC   HARMONY. 

CHAPTER    I. 

TRIADS. 

z. — A  Triad  is  the  simplest  complete  chord  in  use.     It  consists  of  a  bass-note,  with 
its  major  or  minor  yd,  and  diminished,  perfect,  or  augmented  5th. 

2. — Triads  are  of  three  kinds,  each  taking  its  name  from  the  quality  of  $th  it 

possesses. 

j.  THE  DIMINISHED  TRIAD,  including  a  minor  3rd  and  diminished  5th. 

11.  THE  COMMON  CHORD,  or  PERFECT  TRIAD,  including  a  minor  or  major  3rd 

and  perfect  5th. 

in.  THE  AUGMENTED  TRIAD,  including  a  major  jrd  and  augmented  5th. 

r-s  Diminished  Triad.  i — '  Common  Chords.  r^  Augmented  Triad. 

3. — It  should  be  carefully  noted  that  a  common  chord  flztf  J/  have  a  perfect  5th,  and 
according  as  it  has  a  minor  or  major  3rd,  it  is  called  a  minor  common  chord  or  a  major 
common  chord. 

4. — Common  Chords  are  termed  Concordant  Triads.  Diminished  or  Augmented 
Triads  are  termed  Discordant,  or  Dissonant  Triads. 

EXERCISE. — Write  Triads  of  each  -description  upon  various  bass  notes. 

(W.  1741) 



CHAPTER   II. 

THE  TRIADS   OF  A  MAJOR   KEY. 

i. — If  we  take  each  note  of  a  major  scale  as  a  root,  and  form  a  Triad  upon  each, 
we  shall  find  that  we  obtain  a  common  chord  on  every  degree  except  the  leading  note,  which 

bears  a  diminished  Triad;  (e.g.,  in  scale  of  C) : — 

Common  Chord*. 

]  Dim.  Triad (rarely  used). 

2. — On  further  examining  the  above  example,  it  will  be  seen  that,  of  the  six  common 
chords,  three  (viz.,  those  upon  the  ist,  4th,  and  $th  degrees)  are  major  common  chords, 

and  three  (viz.,  those  upon  the  2nd,  3rd,  and  6th  degrees)  are  minor  common  chords. 

3. — As  Harmony  in  four  parts  may  be  said  to  be  the  most  general  and  also  the  most 
useful,  our  remarks  for  the  present  will  bear  almost  entirely  upon  this  form  of  harmonic 
combination.  It  will  be  evident  that  in  Harmony  of  four  parts,  one  of  the  notes  of  a 

common  chord,  or  triad,  will  have  to  be  doubled  (i.e.,  used  twice  in  the  same  chord). 

4. — In  by  far  the  majority  of  cases  the  best  note  to  double  when  a  chord  is  in  its 

direct  position  (i^.  with  its  root  in  the  bass)  is  the  root,  e.g. : — 

-, 

l_                    r  J 

—41 

1     5     8- 

-e^- 

&~
 

> 

^N-^               f^t                   EJ t-» 

Sometimes,  however,  in  the  case  of  a  minor  common  chord,  especially  that  of  the  sub- 

mediant  of  a  major  key,  it  is  advisable  to  double  the  third,  e.g.  -.— 

3- 

5. — The  leading-note,  in  whatever  chord  it  occurs,  should  not  be  doubled.  If 
followed  by  the  Tonic  chord,  it  should  generally  ascend  a  semitone  ;  t  if  followed  by  any 

other  chord,  the  usual  requirement  is  merely  that  it  shall  not  fall : — 

*  It  will  be  observed  that  the  upper  parts  may  be  placed  in  any  position,  without  affecting  the  nature 
of  a  chord,  provided  that  the  bass  remains  unchanged. 

t  At  a  perfect  cadence,  the  leading-note  must  thus  rise  to  the  keynote. 
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   JT3     H 

W  —  —  «5  — 

2  —  H 
*J 

-Q. -~™  —  H 
IE 

^ ^ 
£*<:<;/»/•  (i)  In  a  scale  descending  from  the  key-note  in  any  part  :— 

(2)  When  it  re-appears  in  another  part  in  the  next  succeeding  chord  : 

in  both  of  which  cases  it  may  fall. 

6. — The  sth  of  a  chord  may  be  omitted,  when  both  root  and  3rd  may  be  doubled, 
or  the  root  used  thrice ;    but  the  3rd  should  rarely  be  omitted. 

7. — When  the  three  upper  parts  lie  close  together,  at  some  distance  from  the  bass, 
the  harmony  is  said  to  be  in  close  position,  e.g. : — 

T—  n     ry     ^     ^»     1 

—  &-^-  —  H 

3-4?  —  p     8     p  — 1            i            1 

•y^-jj     1     .5     1 

—  ̂   —  H 
* 

_s 

=MI 

If,  on  the  other  hand,  the  parts  are  ranged  at  approximately  equal  distances  from  one 

another,  the  harmony  is  said  to  be  in  extended  position,  e.g.  : — 

m=fc 

—  "     &     —  — 
r^     • 

—  11 

vf    Z 
-f2  —  F  —  F  —  ' 

•^    j^    -^  -i 
(W.  Jl    •           i          i-' ^^,=^41  —  p     1     1     1    C-L^L_ 

8. — This  latter  distribution  is  generally  the  better  one  to  adopt  in  writing  exercises 

in  four  parts,  which  should  be  regarded  as  four  zwVe-parts,  the  top  part  being  for  Treble 
or  Soprano,  the  second  for  Alto,  the  third  for  Tenor,  and  the  lowest  for  Bass.     The 

following  compass  should  not  be  exceeded  in  each  voice : — 

^  Soprano  or  Treble.         ̂   Alto.  ^        Tenor. •§?•  ^  Bass. . 

1 

*  The  wide  distance  between  the   Bass  and  Tenor  is  unobjectionable  :   the   interval   between   the 
Tenor  and  Alto,  or  Alto  and  Soprano,  should  not  exceed  an  octave. 
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PROGRESSION   OF   PARTS 

9. — Before  the  student  can  write  even  the  simplest  exercises  on  Triads  the  following 
of  part-writing  must  be  learnt. 

MELODIC  PROGRESSION. 

10. — No  single  part  should  proceed  by  an  augmented  interval,  eg. :— 

j ii 
the  effect  being  generally  rough  and  ungainly. 

1 1. — A  part  may  proceed  by  a  diminished  interval,  provided  that  its  next  note  is  one 
within  that  interval,  e.g.  : — 

Good.  Bad. 
r^*"^  — •      

g=F \j 
HARMONIC  PROGRESSION 

1 2. — No  two  parts  may  proceed  in  perfect  5ths  with  one  another — * 
Bad. Bad. 

This  fault  is  called  "  Consecutive  5///J."  The  student  should  observe,  however,  that  the 
interval  of  perfect  5th  may  occur  in  two  or  more  succeeding  chords  without  bad  effect, 

provided  that  the  5ths  do  not  appear  between  the  same  two  parts  in  succession,  eg.  .• — 
Good. 

Ov  " 

A  perfect  5th  may  always  be  followed  by  a  diminished  5th,  as  : — 

&***& 
I 

^2    fj-, g,     7*     II 

A  diminished  sth  may  be  followed  by  a  perfect  sth,  provided  tnat  they  do  not  occur 
between  the  bass  and  one  of  the  other  parts,  and  that  the  perfect  5th  is  the  upper  of  the 

cwo : — 
Good. Bad. Not  advisable. 

*•*       -&- 

"  The  tule  against  consecutive  5ths  is  often  broken  by  experienced  writers  with  good  results  ;  but 
some  particular  effect  is  always  then  intended  ;  the  beginner  should  rigidly  observe  the  above  prohibition. 
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13. — No  two  parts  may  proceed  in  perfect  8ths,  or  unisons,  with  one  another : — * 
Bad.  r-^   Bad.  _ 

\~y       "  GJ   - 

This  fault  is  called  "  Consecutive  Octaves"  or  "  Consecutive  Unisons."    As  with  5ths  in  two 
or  more  succeeding  chords,  this  fault  does  not  take  place  unless  the  8ths  or  unisons  are 

between  the  same  two  parts  in  succession,  e.g. : —  (See  Supplement,  page  158). 
r-'  Good.  i-<  Good. 

w IP 
^&3 

14. — It  is  not  advisable  that  the  parts  should  cross,  as  in  the  following  example : — 

or  overlap^  as  : — 

r  r  r 
15. — In  this  and  the  next  chapters  the  student's  memory  is  burdened  with  no  more 

rules  than  are  absolutely  necessary  for  a  correct  working  of  the  exercises  first  to  be  given , 
exercises  in  which  he  will  have  to  complete  the  chords  indicated,  by  the  addition  of  the 
two  inner  parts,  viz.,  Alto  and  Tenor,  t 

1 6. — In  proceeding  from  chord  to  chord,  it  is  generally  advisable,  (a)  if  the  same 
note  occurs  in  two  succeeding  chords,  to  keep  that  note  in  the  same  voice  in  the  second 

chord  in  which  it  appeared  in  the  first ;  and  (£)  to  let  the  other  parts  move  to  the  nearest 

notes  in  the  following  chord  that  may  be  possible,  consistent  with  the  avoidance  of 

"  consecutives  "  ;  t .g. : — 

17.— If  the  roots  of  two  succeeding  common  chords  stand  at  the  distance  of  a  2nd 
from  one  another,  as  at  X  in  the  above  example,  it  is  best  to  let  the  upper  parts  (at  any 

rate,  the  8th  and  5th  from  the  bass)  move  by  contrary  motion  to  the  bass ;  otherwise 

there  is  a  great  danger  of  consecutive  5ths  and  8ths. 

*  This  rule  does  not  apply  to  the  doubling  of  a  whole  passage  in  octaves,  as  is  frequently  to  be  found 
in  pianoforte  and  orchestral  music,  for  the  purpose  of  strengthening  one  particular  part. 

f  The  student  must  endeavour,  from  the  very  first,  to  realise  mentally  the  sound  of  every  chord  and 
progression  that  he  writes.  Otherwise,  his  progress  will  be  considerably  retarded  and  the  usefulness  of 
the  study  largely  nullified. 



EXERCISES  ON   THE   TRIADS   OF   A    MAJOR    KEY.* 

Each  Bass-note  is  the  root  of  a  Common  Chord. 

^ 
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2.  - 
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*  Questions  and  additional  exercises  upon  each  chapter  in  this  volume  will  be  found  In  the  Author's 
"  Appendix  to  Practical  Harmony."  (Joseph  Williams.) 

T  See  Sec.  5  above,  Exception  (i). 

J  Observe  that  the  repetition  of  an  8ve.  or  a  5th  (as  here)  does  not  constitute  a  case  of  "  Consecutive*, " 
and  is  perfectly  correct. 
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CHAPTER     III. 

THE  INVERSIONS  OF  THE  TRIADS  OF  A  MAJOR  KEY. 

i. — When  any  other  note  of  a  chord  than  its  root  is  placed  in  the  bass  (or  lowest) 

part,  that  chord  is  said  to  be  "  inverted." 

2. — It  will  be  obvious  that  the  number  of  inversions  any  chord  may  have  will  be 
always  one  less  than  the  number  of  notes  in  the  chord. 

3. — A    Triad,  having  three   notes,   will,  therefore,   have    two    inversions,    called 
respectively  its  first  and  second  inversions. 

FIRST  INVERSION  OF  TRIADS. 

4. — When  the  3rd  of  a   chord  is  in  the  bass,   that  chord  is  in  its  "first  inver- 

sion/' e.g. : — 
^    Original  position.  1st  Inversion. 
fg 

5. — All  the  Triads  in  a  major  key  may  be  used  with  good  effect  in  the  first  inversion, 
including  the  Diminished  Triad  of  the  Leading-note ;  which,  though  dissonant  in  its 
direct  position,  and  in  that  form  very  rarely  used,  is  frequently  met  with  in  its  first 

inversion,  as  at  *  : — 
ffl  _        r^        &        <2      - 

^2. 

2         » 

6. — These  may  succeed  one  another  in  any  order,  and  may  be  freely  used  in 
alternation  with  common  chords  in  their  direct  position. 

7. — When  two  or  more  first  inversions  occur  in  succession,  it  is  better  that  the  6th 
from  the  bass  (the  root  of  the  chord)  should  be  given  to  a  higher  part  than  the  3rd  from 

the  bass  (the  5th  of  the  original  chord),  to  avoid  "  consecutives,"  e.g. : — 

f»       g 

KF^«- 

not 

and  when  in  four  parts,  it  is  usually  best  to  place  the  6th  from  the  bass  at  the  top  throughout, 

and  to  double  alternately  the  6th  and  3rd  (or  3rd  and  6th)  in  the  two  middle  voices,  e.g.'. — 

I 



8. — Generally  speaking,  it  is  best  not  to  double  the  bass  of  the  first  inversion  of  a 

mawr  common  chord,  the  effect  usually  being  harsh  and  unpleasant.* 
Much  better. 

/ 
r                     ra 

   "     11 

5 
?     g     » 

   s»     g 

fj                    r~j 
1     rr     n L*     ,j 

tf K     "     rT     fl )     «3g?             «G>     <S>     H 

A- 

((•;.                  fj                            fJ                            CJ                      || 

9. — If,  however,  the  doubled  bass-note  be  approached  and  quitted  /«  both  partt  by 
the  step  of  a  2nd,  and  by  contrary  motion,  such  doubling  is  permissible,  and  often  of 

good  effect  t 

10. — The  figures  S  (or  merely  the  figure  6)  under  or  over  a  bass-note  indicate  that 
such  bass-note  bears  the  first  inversion  of  a  Triad.  This  will  at  once  be  clear  if  the 

student  will  count  the  intervals  from  the  bass-note  of  a  first  inversion  to  both  of  the  other 
notes  of  the  chord,  when  it  will  be  found  that  the  root  of  the  Triad  becomes  a  6th  to  the 

bass,  and  the  5th  of  the  Triad  becomes  a  3rd  to  the  bass. 

A  first  inversion  is  often  spoken  of  as  a  "chord  of  the  sixth,"  and  is  very  rarely 
figured  by  more  than  a  6,  the  3rd  from  the  bass  generally  being  implied,  f.g. : — 

indicatei 
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EXERCISES  ON  FIRST  INVERSIONS  OF  A  MAJOR  KEY. 
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•  It  will  often  be  found  possible  (and  useful)  to  double  the  b»s»  of  the   1st  inversion  of  a 
common  chord  ;  and  in  the  case  of  the  1st  inversion  of  a  diminished  Triad,  the  bass-note  is  frequently  the best  note  to  double. 

t  The  retention  of  the  doubled  note  from  the  preceding  chord,  in  one  of  the  parts,  also  causes  such 
doubling  to  be  unobjectionable,  e.g.  : —  X 
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(See  Supplement,  pages  158  and  159,  for  further  exercises). 

SECOND  INVERSION  OF  TRIADS. 

12. — When  the  5th  of  a  chord  is  in  the  bass,  that  chord  is  said  to  be  in  its  "  second 

inversion,"  c.g, : — 
2nd  Inversion. 

j— -^Original  position.      1st  Inversion. 

=8= 

13. — All  the  Triads  of  a  major  key  are  sometimes  used  in  the  second  inversion  ;  but, 

generally  speaking,  only  three  chords,  viz.,  those  of  the  Tonic,  Sub-dominant,  and 

Dominant,  have  a  good  effect  in  this  inversion.*  The  bass-notes  of  these  three  second 

inversions  will  naturally  be  respectively  the  Dominant,  Tonic,  and  Super-tonic. 

14. — A  second  inversion  is  much  less  free  in  its  progression  than  the  direct  position 
or  first  inversion  of  a  chord.  The  root  now  being  above  the  5th  of  the  Triad  produces  the 

interval  of  a  {tk  from  the  t>asst  which  has  much  of  the  feeling  of  a  discord,  inasmuch  as  it 

seems  to  require  another  chord  to  follow  it,  to  complete  its  effect.  The  student  should 
play  some  second  inversions  on  the  pianoforte,  and  ascertain  this  for  himself. 

15. — A   second    inversion   should    be   followed   (i)    by   a   chord   upon   the   same 

*  If  the  second  inversion  of  the  remaining  chords  of  a  key  be  used,  the  tendency  is  very  strong  towards 
a  change  of  key  ;  therefore,  the  beginner  is  advised  to  accept  the  above  restriction  for  the  present. 

r  r  '  r A 
r 

A 



bass  note  (or  its  octave) ;    or  (2)   by  a  chord  upon  the  note  next  above  or  below  * 

16. — When   a   second   inversion   is  followed,  in   the  first   of  the  ways  mentioned 

above,  it  is  usually  at  the  end  of  a  phrase,  and  is  then  called  a  "  cadential "  second 

inversion,  e.g. : — t 

^==^ 

f=f 

J. 

£ 

It  should  always,   when  thus  followed,   be  on    a  stronger  accent  than  the  chord  thai 
succeeds  it. 

17. — When  it  is  followed  in  the  second  way  mentioned  in  Sec.  15,  it  is  usually  in  the 

midst  of  a  phrase,  and  is  then  called  a  "  passing  **  second  inversion,  e.g.  : —  J 
x 

jf    Q  —       **  — 

J.   J 
•^      J 

—  P  —  r  — 
D 

-^-3—  P     1     1 
   E  — 

»nd  may  occur  on  either  a  stronger  or  weaker  accent  than  the  chord  that  succeed!  it. 

1 8. — The  bass-note  of  a  second  inversion  must  not  be  approached  by  Uap  from  an 

inversion  of  another  chord,  e.g. : — 

19. — The  best  note  to  double  in  a  second  Inversion  is  the  bass-note,  t.g, : — 
Good. 

^1 =H 

#  A  second  inversion  may  be  followed  by  another  position   of  the  same  chord  ;    but  as  soon  as  the 
harmony  changes  the  rule  in  Sec.  15  in  this  chapter  must  be  carried  out,  as 

si  eJ    \  ~^r ,         i     i  ~  _r  ~n 

X  X 

t  Nearly  always  found  on  the  Dominant  bass. 

£  Most  frequently  found  on  the  Super-tonic  bass. 



II 

zo. — The  figures  J  under  or  over  a  bass-note  indicate  that  such  bass  note  bears  the 
second  inversion  of  a  Triad.  The  reason  for  this  is  that  the  root  of  the  Triad  becomes  a 

4th  from  the  bass,  and  the  jrd  of  the  Triad  becomes  a  6th  from  the  bast. 

A  second  inversion  is  thus  often  spoken  of  as  a  "  chord  of  the  six-four,"  and  is 

always  figured  in  full,  to  distinguish  it  from  the  "  chord  of  the  sixth." 

a i. — When  a  $  is  followed  by  a  common  chord  on  the  same  bass-note,  that  common 
chord  is  usually  figured  \. 

PROGRESSION  OF  PARTS. 

«2  — No  part  may  proceed  in  4ths  with  the  bass: — 

Bad.  ^  Bad. 

fc(g=cS=* Bad. Good. 

Except  (L)  When  the  second  of  two  4ths  is  augmented,  e.g.;- 
X 

(ii.)  When  the  second  4th  is  a  passing-note  (Chapter  A'),  e.g. 
X 

23. — If  a  I  is  followed  by  a  5  on  the  same  bass-note,  it  is  generally  expedient  to  double 
the  bass  of  the  4,  retaining  the  doubled  note  in  the  same  part  in  the  next  chord ;  and  to 

let  the  other  two  parts  move  downwards  by  the  step  of  a  2nd,  e.g. : — 



EXERCISES  ON  SECOND  INVERSIONS  OF  A  MAJOR  KEY 
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(See  Supplement,  page  159,  for  further  exercises) 



CHAPTER    IV. 

THE   TRIADS   OF   A    MAJOR    KEY   Continued). 

i. — Hitherto  the  exercises  given  to  the  student  have  had  both  the  bass  and  top 
part  given ;  henceforward  many  exercises  will  need  all  three  upper  parts  to  be  added. 

Before  attempting  these,  however,  certain  directions  must  be  carefully  observed. 

2.— The  "outside"  or  "extreme"  parts  (i.e.,  the  top  and  bottom  parts)  may  not 
proceed  by  similar  motion  from  any  interval  to  a  perfect  5th,  e.g.  : — 

Except  1st,   In  a  progression  from  the  Tonic  to  the  Dominant  Chord,  or  from  the  Sub-dominant  to  the 
Tonic  Chord,  provided  in  each  case  that  the  top  part  moves  a  2nd,  e.g.  : — 

2nd.   From  the  chord  of  the  Super-tonic  to  that  of  the  Dominant,  when  the  bass  falls  a  5th,  and  the 
top  part  falls  a  3rd. 

.  From  one  to  another  position  of  the  same  chord. 

3. — The  outside  parts  may  not  proceed  by  similar  motion  from  any  interval  to  an 

Octave,  e.g.  : — 
J, 



Ex*tft — ist,  in  a  progression  from  the  Dominant  to  the  Tonic  chord,  or  from  the  Tonic  to  the  Sub 
dominant  chord,  provided  in  each   case  that  the  bass  rises  a  4th  or  falls  a   5th,  at  the  tame 

time  that  the  top  part  moves  a  2nd  : — 

,  when  the  second  of  the  two  chords  is  a  •  :— 

4. — The  highest  voice  in  the  following  exercises  should  be  made  as  melodious  as 
possible  in  every  case  ;  and,  to  that  end,  a  greater  freedom  of  movement  is  permissible 
than  would  be  desirable  in  the  inner  parts. 

5. — It  will  be  well  for  the  beginner,  as  far  as  these  inner  purls  are  concerned,  to 
proceed  exactly  upon  the  same  lines  as  in  the  exercises  he  has  hitlurto  had  to  work  (vide 
recommendations  in  Chapter  //.,  Sees.  16  and  17);  bearing  in  mind  at  the  same 
time  that,  even  in  the  production  of  a  melodiously  interesting  top  part,  a  smoother  and 
inure  flowing  effect  will  usually  be  obtainable  by  the  avoidance  of  large  leaps. 

6. — Should  it  be  found  necessary  to  proceed  by  an  interval  larger  than  a  5th,  it  will 
generally  be  better  for  the  next  note  to  be  one  in  the  opposite  direction  : — 

i   - 
EXERCISES  ON  THE  TRIADS  OF  A  MAJOR   KEY— Continued. 

Hvmn  Tune.  No  top  part  given. 

K       "5                                          '  t 

J  1    r-r-  r-  ̂ - i  p-   u 
i.  pS-r^J  M—     •  •  f    J    r     1     r.   .f  .  \[  * 666                   6             r 

t 

'        «     1     !     f— 
i                                      6 
I 

—  ̂     H 

^6                                                     6                                    66 J          J          J     1 

4           6 

-^-*     H 

*  The  figure  over  the  first  Bass-note  indicates  the  interval  of  the  chord,  counted  from  thai  Bass-note, 
that  should  be  placed  in  the  highest  part. 

\  In  the  case  of  a  * ,  whose  bass  is  approached  and  quitted  by  sfe/>  (as  ticrej,  the  best  melody  is  usually 
produced  by  making  the  highest  part  take  the  same  three  noies  in  the  opposite  direction,  e.g.  : — 



Double  Chant. 

A m 
6    6 

Double  Chant. 
5 

6    5 

4     3 

8, fih)&    %     1 ,    I     J   I 
i__     -j—  . 

-P    

™  " 

6 6 6 

L-I     1 

6    5 

4    3 

Fsr3     1 V*J*7jh          .^ 
—  h— —  1  —    C2    ..__,,., 

   1     ' 

—  3  —  n 
—  <^— 

6 
-J— 

6 
4 

   »     • 
6 6            6 6 

4 
5 

3 

_^2     H 

4     [^•L^  ' 

3 

?     F     5—    —  F     h '                  '                            ,,i               C2 

£_  p     p     E     sJ_ 
6 

—  j  —  -1  —  j  —  —  r     '  = 
6                               6 

[foV  b       P  "         P~    H       i     1~ ̂ ^^  i~\ 
h—  T^,     P- 

~1 

E3t is     '  —  r  —  i  — _^j     J     C-l_ 6            6 6                          6 

-1 

^ J  J  J 
665 

4          3 

5. Buy  it  —  f^     1 

~~r     P  —  i 
1  —  T*     75     ' 1     1     1     1 

1^%  —  i    
—\     1    i  i      r    P?  — —  cJ     <J  — 

66                                  66 6                             6 

4 

f@7     j     
p— P"  r 

r-*                     rj 
i           ̂ -j          i           fj —  F  —  p  —  F  —  P-~ 

^      ''         P 
r^                 * 

-J-  —  E 
6 

* 

g     f     1     f_ 
6 

   1     f9     5 

—  i     1     1     p_ 
6 

   M           j     1| 

^         *6            6 
4 

r-J               r-^. 

6            5 

4           3 

._J     J     [I     p 
6    1     g     cj  —  H 6            S 

4            3 
Minuet. 

6    Nk*!)    L/'=f::=1 
1  —  T*     ~1 

r-j    

I     4—] -r  p  r  i 
O.       pSr^11^       j^         L.    P                           | 

6    6 

4 

-^     *- 
6     s         6 4     3 6 6 

6    5 

4     3 

T  r  ' 
R^H fc g =£= 

=^= 
I 

=^ 

-P     F- 

S£p^ ̂ fe 
=f= =4= =p= 

^= 

66  6 

rnr  I  r   JLu 
666       5 

4        3 666 

*  Avoid  consecutive  4ths  from  the  Bass  between  ihese  two  chords. 
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CHAPTER  V. 

THE   TRIADS   OF   A   MINOR   KEY. 

i. — As  its  name  implies,  the  Harmonic  Minor  Scale  is  the  one  that  is  used  for 

chord-formation,  and  except  in  two  instances  (Sec.  9  below),  all  the  diatonic  chords  of  a 
Minor  Key  are  founded  upon  notes  of  this  scale. 

2. — If,  as  in  the  case  of  the  Major  Key  (Chapter  II. ),  we  take  each  note  of  the 
minor  scale  as  a  root,  and  form  a  Triad  upon  each  degree,  we  shall  find  that  there  are 

only  four  common  chords,  and  that  the  remaining  degrees  of  the  scale  bear  dissonant 

Triads  (e.g.,  in  scale  of  C  minor) : — 

^    ̂ =  X        X s 

ll 

H 
liC.  (rarely  used.) 

These  latter  are  marked  with  a  (X). 

3. — On  examining  the  above  example,  the  student  will  find  that  of  the  four  common 
chords,  tow  are  Minor  (viz.,  those  upon  the  ist  and  4th  degrees);  and  two  Major 

those  upon  the  $th  and  6th  degrees).  Diminished  Triads  occur  upon  the  and  and  yth 

degrees,  and  an  Augmented  Triad  upon  the  3rd  degree  of  the  scale.  Of  these  chords, 

the  common  chord  of  the  Dominant,  and  the  diminished  triad  of  the  leading-note  are 

identical  with  the  corresponding  chords  in  the  Major  Key  (vide  Chapter  //.,  Sec.  i ). 

4. — The  rules  for  the  treatment  of  the  common  chords  of  a  Major  Key  will,  for  the 

most  part,  hold  good  for  the  Minor  Key.  One  important  addition,  however,  must  be 

made  to  the  list,  viz.,  that  when  the  chord  of  the  dominant  is  followed  by  that  of  the 

sub-mediant,  or  vice  versa,  the  yd,  and  not  the  root,  of  the  sub- mediant  should  always  be 
doubled. 

Bad. Good. Bad. Good. Bad. Guod. 

T r 
j m A   Jj A 

e=¥F 

It  will  be  easily  seen  that,  in  the  above  example,  wherever  the  root  of  the  sub-mediant 
chord  is  doubled,  some  faulty  progression  is  the  result ;  such  faulty  progression  being 
remedied  each  time  by  doubling  the  3rd  instead. 

5. — The  treatment  of  the  dissonant  Triads  is  reserved  till  the  next  chapter  ( Chapter  VI.} 

6. — Particular  :are  must  be  taken  in  minor  keys  to  avoid  augmented  intervals  in  the 

melody  of  each  part.* 

7. — A  ty,  #,  or  7  under  or  over  a  bass-note  indicates  that  the  3rd  of  that  chord  is  to 
have  a  similar  accidental.     In  the  exercises  now  to  be  worked  this  will  always  be  the 

leading-note  of  the  key. 

*  The  student  will,  in  this  connection,  be  assisted  if  he  remembers  that  the  leading-note  in  a  minor  key. 
should  be  approached  from  cj>c:t,  unless  it  follows  the  5th  degree  of  the  scale- 



FIRST  INVERSION  OF  TRIADS  IN  A  MINOR  KEY. 

8. — All  the  Triads  of  a  Minor  key,  except  that  of  the  Mediant,  may  be  used  as 
concords  in  their  first  inversion : — 

*  -^      h<o         ̂                      — -        ̂ 3   r-^ 

I 
As  in  the  Major  key,  any  diminished  Triad  may  be  used  as  a  concord  in  its  first  inversion ; 
therefore  the  chords  marked  (*)  in  the  above  example  are  available,  although  discordant 

in  their  original  position.  The  chord  enclosed  in  brackets  (the  first  inversion  of  the 

augmented  Triad  of  the  Mediant)  is,  however,  as  dissonant  in  this  as  in  the  original 

position  (Chapter  VI.) 

9. — In  addition  to  the  chords  of  the  sixth  already  given  above,  there  are  two 
containing  the  Minor  jth  of  the  scale  that  are  frequently  to  be  met  with. 

The  first  of  these  is  found  where  the  bass  descends  by  step  from  the  Tonic  to  the 

Sub-mediant,  in  which  case  a  first  inversion  may  be  taken  on  the  Minor  7th  of  the 

scale,  e.g. :— 

The  second  occurs  when  an  upper  part  in  the  same  manner  proceeds  downwards  from 

Tonic  to  Sub-mediant,  when  a  first  inversion  containing  the  Minor  7th  of  the  scale  may 

be  taken  on  the  Super-tonic  bass,  e.g. : — 
X 

f-      VB- 

These  are  the  most  usual  cases  in  which  the  Melodic  Minor  Scale  is  employed  in  chord 

formation.  (See,  however,  Supplement,  page  160.) 

10. — A  tJ,  t,  or  t?  against  a  figure  shows  that  the  note  indicated  by  such  figure  is  to 

have  a  similar  accidental.  This  will  (as  in  Sec.  7  above)  be  the  leading-note. 

SECOND  INVERSION  OF  TRIADS  IN  A  MINOR  KEY. 

1 1. — The  same  chords  as  in  the  Major  key  may  be  taken  in  the  second  inversion,  viz , 

those  of  the  Tonic,  Sub-dominant,  and  Dominant  usually ;  very  rarely  those  of  other 

degrees  of  the  scale.  The  treatment  of  the  above  is  identical  with  that  of  second 
inversions  in  the  Major  key. 

EXERCISES  ON  THE  TRIADS  OF  A  MINOR  KEY. 

1. 
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CHAPTER    VI. 

ON  THE   PARTICULAR   TREATMENT   OF   DIMINISHED   AND 

AUGMENTED  TRIADS.* 

i. — The  exercises  given  to  the  student  hitherto  have  dealt  exclusively  with  the 

Concordant  Triads  (/.«.,  common  chords)  and  their  inversions.  The  Dissonant  (i.e., 

diminished  and  augmented)  Triads,  though  comparatively  rarely  used,  require  a  few 

words  of  explanation,  so  that  their  treatment  may  be  understood  when  they  are 
encountered  in  actual  composition. 

2. — The  diminished  Triad  on  the  leading-note  of  a  major  or  minor  key  is  very 

seldom  met  with  in  -its  original  position,  except  in  sequences  ( Chapter  VJI.\  when  its 
treatment  is  the  same  as  that  of  a  common  chord.! 

3. — The  diminished  Triad  on  the  super-tonic  of  a  minor  key  and  the  augmented 
Triad  on  the  mediant  of  a  minor  key  are  much  more  frequent  combinations,  and  have 

special  rules  applicable  to  them.  Being,  as  has  been  stated,  dissonant  Triads,  they 

require,  generally  speaking,  to  be  followed  in  a  certain  definite  way. 

4. — This  fixed  progression  of  a  discord  is  termed  its  resolution. 

5. — Each  of  the  two  discordant  Triads  mentioned  in  Sec.  3  above,  requires  to  be 

resolved  upon  a  chord  whose  root  is  a  4th  above  (or  ̂ th  below)  its  own  root,  as — 

Dim.  Triad on 

Super -tonic 

Aug.  Triad 

on Mediant ' 
fc-h 

££ 

r  i  i 
Lf-i  r-j  o  f>-\- a     ̂ =^    ,r^_  ^^ 

g 

It  will  be  seen  that  the  5th  of  the  discordant  Triad,  which  is  the  dissonant  note,  n-.oves 
by  the  step  of  a  and  in  each  case;  the  diminished  5th  always  resolving  downwards,  and 

the  augmented  5th  upwards.  It  is  better  also,  if  possible,  to  sound  the  dissonant  5th  as 

a  concord  in  the  preceding  chord,  in  the  same  voice.  This  is  termed  "preparing"  the 
discord.  Though  not  absolutely  necessary,  it  tends  to  smoothness  of  effect  This  has 
been  done  in  the  two  examples  given  above. 

6.  —  As  has  already  been  pointed  out  (Chapter  V.,  Sec.  8)  the  diminished  Triads 

may  be  treated  in  all  respects  as  concords  when  in  their  first  inversion. 

*  This  chapter,  and  the  exercises  thereon,  may  be  omitted  till  later,  at  the  discretion  of  the  teacher. 
t  This  chord  is  in  reality  part  of  the  chord  of  ilir  Dominant  7t.li.     (Vide  Chaffer  /////.,  Sec.  12.) 



(      20      ) 

7- — The  augmented  Triad  in  its  first  inversion,  however,  should  be  resolved  in  the 

same  manner  as  when  in  its  original  position,  since  (as  was  stated  in  Chapter  Vn  Sec.  8) 

it  is  just  as  much  a  discord  in  its  first  inversion  as  in  its  original  position,  e.g. : — 

— gi- 
* 

*» 

^m 
^m 

EXERCISES  ON  THE  PARTICULAR  TREATMENT  OF  DISSONANT  TRIADS. 
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CHAPTER    VII. 

SEQUENCES. 

i. — A  Sequence  is  the  repetition  of  a  progression  of  melody  or  harmony  upon  other 
degrees  of  the  scale,  when  each  part  in  the  repetitions  must  proceed  by  the  same  interval 

as  in  the  original  progression,  e.g.  .— 

(i.)  Melodic  Sequence — 

(2.)  Harmonic  Sequence — 

-=i — 
A 
m 

i    j  j   J.  j.  A  A    A  ̂     *<=• -G>-         -a-      •**-                ~^r       —=r      -r-r         -J-T      -&• 

a. — It  will  be  seen,  on  reference  to  the  above  examples,  that  the  name  of  the  interval 
in  the  original  progression  (as  2nd,  3rd,  4th,  etc),  but  not  its  quality  (as  major,  minor, 
perfect,  augmented  or  diminished)  is  preserved  in  the  repetitions.  It  will  be  observed  also 

that  in  the  repetitions  of  a  Sequence — 

(L)  Augmented  intervals  may  occur  in  any  part  (Ex.  a,  Bar  4). 

(it)  The  leading-note  may  fall  (Ex.  b,  Bar  3). 

(iii.)  The  leading-note  may  be  doubled  (Ex.  b,  Bar  4). 

(iv.)  The  diminished  Triad  on  the  leading-note  of  a  Major  or  Minor  scale  may 
be  used  in  its  original  position  (Ex.  £,  Bar  4). 

(v)  The  diminished  Triad  on  the  2nd  and  the  augmented  Triad  on  the  3rd  of  a 
minor  scale  may  be  used  in  their  original  position,  without  reference  to  their 
special  treatment  as  set  forth  in  Chapter  VI. 

Let  it  be  noted  though,  that  these  licenses  can  only  occur  during  the  repetitions  of  the 

Sequence  :  not  in  the  original  progression  ;  and  that  the  termination  of  a  Sequence  must 
be  without  any  license. 

3. — The  student  will  also  hardly  need  reminding  that  if  the  first  progression,  ard 
the  junction  between  that  and  the  first  repetition,  be  correct,  the  rest  of  the  Sequence  will 
likewise  be  correct 
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4- — The  original  progression  may  consist  of  two  chords,  or  of  more  than  two  chords, 

and  may  (as  will  be  seen  in  later  exercises)  be  ornamented  by  passing-notes,  etc.,  and 

may  be  on  successively  higher  or  lower  degrees  of  the  scale  : — 

5- — Second  inversions  are  usually  unavailable. 

6. — Sequences  such  as  have  just  been  described  (those  not  leaving  the  key)  are 

sometimes  called  "  Tonal  "  Sequences. 

7. — A  much  rarer  form  of  Sequence  is  one  in  which  the  quality,  as  well  as  the 

number,  of  the  intervals  is  preserved  rn  the  repetitions,  e.g. : — 

F 

al.  J.    U  A    •"• f'  r  iF  r 

This  is  sometimes  called  a  "  Real  "  Sequence.     The  key  necessarily  has  to  be  changed 

at  each  repetition,  and  the  effect  is  usually  not  very  satisfactory. 

8. — A  modulating  Sequence  of  a  much  more  agreeable  character,  however,  may  be 

formed  by  the  interchange  of  Major  and  Minor  keys,  e.g.  : — 

C  Major.          D  Minor.         E  Minor.          F  Major. 

" 

-r— T 

J.  J &c. 

Of  course,  this  cannot  be  regarded  as  a  "  Real "  Sequence,  as  the  quality  of  the  intervals 
does  not  remain  unchanged. 



CHAPTER   VIII. 

THE  CHORD  OF  THE  DOMINANT  SEVENTH. 

x.  —  The  chord  that  will  perhaps  be  more  familiar  to  the  student,  by  reason  of  the 
frequency  of  its  use,  than  any  other  excepting  the  common  chord,  is  the  Chord  of  tht 

Dominant  fth.  It  consists  of  the  common  chord  of  the  Dominant  of  either  Major  or 
Minor  key  with  the  addition  of  a  Minor  7th  from  the  root,  the  chord  being  identical  in 

both  keys  :  — 

«<,     C  major.  IS^          C  minor. 

•  2.— If  the  above  chord  be  played  upon  the  pianoforte,  it  will  be  noticed  that  it  is  a 
discord^  requiring  a  certain  definite,  fixed  progression  to  complete  its  effect.  As  a  matter 

of  fact  two  dissonant  intervals  are  present  in  the  chord,  viz. : — 

and 

It  will  thus  be  seen  that  the  7th  of  the  chord  (F)  forms  a  discordant  interval  not  only  with 
the  root,  but  with  the  3rd  of  the  chord,  from  which  latter  note  it  stands  at  the  distance  of 
a  diminished  5th. 

3. — The  chord  of  the  Dominant  7th  usually  resolves  upon  the  common  chord  of  the 
Tonic,  in  which  case  the  3rd  (the  leading-note)  must  rise  a  semitone  to  the  root,  and  the 
7th  fall  a  second  (minor  or  major)  to  the  3rd  of  that  chord,  e.g. : — 
*  *  * 

t&t 

4. — In  four  parts  (as  will  be  observed  in  the  preceding  example)  it  is  impossible  for 
the  complete  chord  of  the  Dominant  7th  and  the  complete  chord  of  the  Tonic,  when  both 

are  in  their  original  position,  to  occur  in  succession.  The  $th  of  one  or  the  other  chord 

must  be  omitted^  otherwise  the  progression  will  inevitably  be  faulty  : — 

,* 

^T             -^                  rv     1] 

7?|A    fag     H- 
$     0     o     " •£2'*^<*^ 

t(^  —  r"^;r'  —  H 

•$  )  "  P    V9     — «y 

^y>  —  r-"**^  — ^     -^  —  U 

Compare  these  examples  with  tfc ^J5     ^- ose  in  Sec.  3. 

*  It  will  here  be  noticed  that  the  3rd  and  7th  of  the  chord  of  Dominant  7th  move  in  opposite 
direction!.,  fulfilling  the  general  rules  that  (I)  the  notes  of  a  diminished  interval  have  a  tendency  to 
approach  one  another,  and  (2  )  the  notes  of  an  augmented  interval  have  a  tendency  to  diverge  from 
one  another. 



5 — Neither  the  yd  nor  the  jth  may  be  doubled  ;  therefore,  when  the  5th  is  omitted: 
the  root  must  be  doubled 

6. — If,  as  is  sometimes  the  case,  the  Dominant  7th  in  its  original  position  resolves 

upon  the  second  inversion  of  the  chord  of  the  Tonic,  the  5th  can  occur  in  both  chords  : — 

This  progression,  however,  is  somewhat  rare. 

7. — The  chord  of  the  Dominant  7th,  having  three  notes  besides  its  root,  will  have 

(Chapter  III.,  Sec  2)  three  inversions: — 
lit  Inversion. 2nd  Inversion. 

3rd  Inversion. 

3rd  of  chord  in  Bass. 

a 
S5'h  of  chord  in  Bass. 

of  chord  in  Bass. 

8. — With  one  exception  the  dissonant  notes  (the  3rd  and  yth)  follow  the  same  rules 
in  the  inversions  as  in  the  direct  position  of  the  chord. 

<«>  (*)  (O 

9. — The  exception  alluded  to  above  (Sec.  8)  occurs  when  the  second  inversion  of  the 
Dominant  ;th  resolves  upon  the  first  inversion  of  the  Tonic  chord:  in  this  case,  and  in  no 

of  far,  the  7th  may  (and  generally  should)  rise  a  whole  tone  to  the  $th,  instead  of  falling, 

as  usual,  to  the  3rd  of  the  Tonic  chord,  e.g.  - 

S. 

Compare  this  example  with  example  (^)  in  Sec.  8. 

*  Observe  that  the  consecutive  Sths  between  the  Treble  and  Alto  are  perfectly  justifiable  here,  since 
(Chapter  //.,  Sec.  12)  it  has  been  said  that  a  diminished  5th  may  be  followed  by  a  perfect  5th,  provided 
they  do  not  occur  between  the  Bats  and  one  of  the  other  parts. 



) 

io. — The  notes  requiring  resolution  (viz.  3rd  and  7th)  may  be  transferred  from  one 
part  to  another,  provided  they  resolve  properly  in  the  parts  in  which  they  last  appear,  e.g. : — 

J 

ggs 
Or,  so  long  as  the  same  harmony  continues,  either  of  them  may  be  temporarily  omitted 

from  the  chord,  provided  that  it  resolves  regularly  when  the  harmony  changes,  e.g. : — 

F  r HT-rJ-^ 

^g   fg 

^ 

r-T 

^^ 
These  are  termed  "  Ornamental  Resolutions  "  of  the  chord  of  the  Dominant  7th. 

1 1. — Tne  following  examples  will  show  the  Dominant  7th  and  its  inversions,  with  the 

figuring  in  each  case : — 
r-J 

On 

r     r 
ginal  positu m.               H  1st  Inversion  H       2nd  Inv 

   H    

ersion. 1 

3rd  Inv 

Ersion. 

«>r.  ̂      r-"  —  "- 

gj^^llf^^ 

B_"     r^    II  rv     1-8_ 

rj^t-* 

-g  —  8- 

— 

-y- 

**»• 

5Jj«- 

jS^   ex    nC23  I 

7 

   ZZZ  — 

7 

0**"    N°       " 

7       T        6                  (6) 
45                      4 

(3)                 3 (6)      6 
4 
3 

*(6) 

4 
2 

6 

(6)        6 
4 
2 \J/  J  J 

The  figures  in  brackets  are  usually  omitted,  the  notes  indicated  by  them  being  implied 

12. — It  is  possible  to  omit  the  root  in  the  inversions  of  the  chord  of  the  Dominant  7th, 
when  the  chord  will  be  identical  with  the  Diminished  Triad  on  the  leading  note ;  but  it  is 

very  seldom  advisable  to  omit  the  root  in  any  but  the  second  inversion,  in  which  incomplete 
form  it  is  often  found,  especially  in  the  music  of  older  writers.  The  yth  may  then  be 

doubled,  and  is  free  in  its  progression,  although  one  of  these  doubled  notes  generally 

moves  by  the  step  of  a  and,  e.g. : — 

1  % 

4  >  is  sometimes  figured  a. 
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PROGRESSION  or  PARTS. 

13.  —  No   two  parts  may  proceed   in   consecutive  ands,  jthi,   or   9ths,    with   one 
another,  e.g.  :  — 

-  Bad.  .       .-JJ***1'  J 

" 

14.  —  No  two  notes  next  to  one  another  in  alphabetical  order  (e.g.,  the  root  and  yth  in 
tbc  chord  of  Dominant  7th)  may  proceed  by  similar  motion  to  an  octave  or  unison  :  — 

Bad. 

Bad. 

^  g»      g- m 
EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  SEVENTH  AND  ITS 

INVERSIONS. 
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CHAPTER  IX. 

THE  CHORD  OF  THE  DOMINANT  SEVENTH  (continued). 

I.— Besides  the  resolution  upon  the  chord  of  the  Tonic,  two  other  Diatonic 

resolutions  are  possible  to  the  Dominant  yth : — 

i.  Upon  the  chord  of  the  Sub-mediant 

II.  Upon  an  inversion  of  the  chord  of  the  Sub-dominant. 

a. — The  resolution  upon  the  Sub-mtdiant  is  a  very  usual  one  when  the  chord  of  the 
Dominant  ;th  is  in  the  original  position,  and  frequently  forms  the  interrupted  cadence. 
(Definition  14.) 

In 

C  Major.  - 

^ 
In 

C  Minor. 

i 

In  this  case,  as  in  the  resolution  upon  the  Tonic  chord,  the  3rd  always   rises  a  semitone, 
and  the  yth  falls  a  minor  or  major  2nd. 

The  Student  should  notice  that  the  3rd  of  the  Sub- mediant  chord  should  alwtyt  bedoubUa. 

3. — The  inversions  ot  the  chord  of  the  Dominant  ;th  rarely  resolve  in  this  way. 

4. — The  resolution  upon  an  inversion  of  the  Sub-dominant  chord  is  a  very  effective 
one,  though  not  so  frequent  as  the  two  already  mentioned.  In  this  case  the  3rd  always 

rites  a  semitone,  while  the  7th  remains^  e.g. : — 

The  last  inversion  of  the  Dominant  ;th  scarcely  ever  resolves  upon  the  Sub-dominant  chord- 



PROGRESSION  or  PARTS. 

5. — No  two  notes  next  to  one  another  in  alphabetical  order  may  proceed  by  oblique 
motion  to  an  octave  or  unison  : — 

Bad. s 

7  6 An  exception  to  this  rule  will  be  found  in  Chapter  VIH.%  Sec.  9. 

EXERCISES  ON   THE  CHORD  OF  THE  DOMINANT  SEVENTH—*******. 
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CHAPTER  X. 

PASSING-NOTES. 

i. — Passing-notes  are  ornamental  notes,  used  in  passing  from  one  note  of  a  chord 
to  another  (as  at  (a)  in  Sec.  3  below),  or  from  a  note  of  one  chord  to  a  note  of  another 
chord  (as  at  (£) ). 

2. — Being  foreign  to  the  chords  against  which  they  are  taken,  they  are  dissonant 
notes,  and  are  often  called  unessential  discords^  or  discords  of  transition, 

3. — Passing-notes  are  most  frequently  approached  and  quitted  by  the  step  of  a 

2nd ;  as  : — 
(«)  (*)  (') 

i    J   J  -J 
-&- ({1  *  J  J   J—  iH $l  r      r    J j.     j. 

*&i  ri     f*    

^=4 

but  often  may  be  approached  by  leap  (even  of  an  augmented  interval) ;  as  : — 

X X       X 

i ^ 

4. — Except  in  two  instances,  mentioned  later  (Sec.  8),  passing-notes  should  always  be 
quitted  by  the  step  of  a  2nd.  In  this  way  a  passing-note  may  return  to  the  harmony-note 
from  whence  it  started,  as  at  (a)  and  (b) ;  or  may  go  on  in  the  same  direction  in  which  it 

was  approached,  to  another  harmony-note,  as  at  (c)  and  (</). 
X 

5. — Passing-notes  that  return  to  the  note  from  which  they  started  are  sometimes  called 

*  The  student  is  most  strongly  urged,  in  his  first  exercises,  always  to  approach  and  quit  his  passing 
notes  by  step. 
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"  auxiliary  notes?  and  when  they  occur  below  their  note  of  resolution,  sound  best  at  the 

distance  of  a  semitone  below  that  note ;  eg.  :— 

thus : 

6. — When  a  passing-note  approached  by  leap  resolves  upon  the  harmony-note  next 

above  it,  the  passing-note  should  nearly  always  be  a  semitone  below  its  resolution,  as  in 

the  case  of  the  "  auxiliary  notes  "  mentioned  in  Sec.  5  ;  e.g. : — 

thus : 

not — I 

When  an  accidental  is  needed  to  induce  the  step  of  a  semitone,  a  passing-note  is  said 

to  be  chromatic. 

7. — Passing-notes  usually  occur  upon  less  accented  parts  of  the  bar  than  the 

harmony-notes  that  precede  them ;  but  sometimes  they  occur  upon  the  accent,  when 

they  are  called  accented  passing-notes,  or  "  appoggiaturas  " ;  e.g. : — 

^ 
F 

g^ 

J. 

^^ 

X,       I      X      , JfJ  JIJ -I m 

E 
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8. — The  two  instances  alluded  to  above  (Sec.  4),  in  which  it  is  permissible  for  a 

passing-note  to  leap  are: — 

(i.)  When  a  passing-note,  instead  of  resolving  at  once,  skips  a  jrtf  to  another 
passing-note  on  the  other  side  of  the  note  of  resolution,  and  then  resolves 

upon  the  harmony-note  between  the  two  ;  e.g. : — 

X     X 

The  two  passing-notes  are  then  called  "  changing-notes." 

(ii.)  When  in  the  case  of  two  harmony-notes  standing  at  the  distance  of  a  2nd 

from  one  another,  the  passing-note  a  and  above  the  former  skips  a  3rd 

to  the  latter,  e.g.  .• — 
X 

r?>  J  •  ̂  J  i  -J^-H 

. ..  J.     j. gjt  r      r 

1 

F^=i 

[-^= 

"F^ 

|      !  •    "|j 

.   <t    1 

«  — 

t$ 

X s 

»  — 

-Ml 

ON    THE    USE   OF    THE    MELODIC    MlNOR    SCALK. 

9. — To  avoid  the  interval  of  augmented  2nd  occurring  between  the  6th  and  7th 
degrees  of  the  harmonic  minor  scale,  both  forms  of  the  melodic  minor  scale  are  used 

for  the  purpose  of  passing-notes. 

10. — The  major  6th  of  the  melodic  minor  scale  should  be  used  as  a  passing-note 

between  the  Dominant  and  Leading-note,  when  these  are  harmony-notes  (ascending  o> 
descending) ;  and  also  as  an  auxiliary-note  (Sec.  5)  below  the  Leading-note ; 

n. — The  minor  yth  of  the  melodic  minor  scale  should  be  used  as  a  passing-note 

between  the  Sub-mediant  and  Tonic,  when  these  are  harmony-notes  (ascending  or 

descending)  ;  and  also  as  an  auxiliary-note  above  the  Sub-mediant ; 
X  .   '  X  .   '  X 
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is. — When  the  Dominant  and  Tonic  are  harmony-notes,  the  passing-notes  between 
the  two  in  ascending  should  be  the  major  6th  and  7th  ; 

X     X 

and  in  descending!  the  minor  yth  and  6th. 
X     X 

n 

13. — Passing-notes  in  the  bass  are  indicated  bylines  of  continuation,  shewing  that 
the  chord  belonging  to  the  first  note  is  to  be  retained  or  repeated  as  long  as  the  line 

continues,  eg. : — *  ^ 

r  r  r  r 
Passing-notes  in  upper  parts  are  rarely  figured,  except  in  slow  time,  or  when  very 

important  to  the  effect,  such  as  the  following  : — 

^ 

rgit  f   r ^•^  A  I 

3333 

PROGRESSION  OF  PARTS. 

14. — The  introduction  of  a  passing-note  will  not  correct  or  mollify  an  already  faulty 

progression,  e.f  : — Bad. 
Equally  bad. 

*'  These  lines  of  continuation  are  used  also  when  the  bass  part  moves  in  arpeggio,  while  the  upper  parts 
remain,  t^.  ;•— 

^ T    Y 
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15. — The  introduction  of  a  passing-note  will  sometimes  render  faulty  a  progression 
that,  without  it,  is  correct,  e.g.  : — 

Good.  Bad. 

£ 

1 6. — It  is  not  desirable  for  a  passing  note  to  proceed  by  oblique  motion  with  another 

part,  from  a  second  to  an  unison,  e.g. : — 

but  it  may  from  a  yth  or  9th  to  an  8th,  e.g. : — 

r- — -r 

1 7. — In  using  passing-notes  in  more  than  one  part  at  a  time,  or  in  taking  a  passing-note 

and  a  harmony-note  together,  the  student  should  take  care  that  the  two  moving  parts  are 
concordant  with  one  another,  as  at  (a),  not  discordant  as  at  </>). 
XX  XXX 

jj-% 
-4- d 4 g 

—  1  —  s 

w-&- -4±- 
D 

N.B. — There  are  exceptions  to  this  rule  (as  to  many  others);  but  the  beginner  should 
rigidly  observe  the  direction  here  given. 

1. 

EXERCISES    ON    PASSING-NOTES. 
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NOTE.— In  future  exercises,  passing-notes  will  occasionally  be  introduced  in  the  bass,  and  the  student 
should  endeavour  to  include  some  in  the  upper  parts.  He  should  also  re-write  many  of  the  exercises  in 
preceding  chapters,  inserting  passing-notes  where  the  effect  can  be  improved  thereby. 
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CHAPTER    XI. 

MODULATION   TO   NEARLY   RELATED   KEYS. 

i. — Before  proceeding  to  consider  further  harmonic  combinations,  it  will  be  well  for 
the  student  to  work  some  more  exercises  upon  the  chords  he  has  already  learnt,  but  with 

the  greater  scope  for  interest  and  effect  derivable  from  simple  changes  of  key,  as  well  as 

from  the  introduction  of  passing-notes. 

2. — The  present  chapter  will  deal  entirely  with  the  modulations  to  nearly  related 

keys.*  which  are  as  follows : — 

I. — FROM  A  MAJOR  KEY  TO  : — 

(a)  Its  own  relative  minor. 
(H)  The  Dominant  major,  and          (c)  its  relative  minor, 

(d)  The  Sub-dominant  major,  and  (e)  its  relative  minor. 

II. — FROM  A  MINOR  KEY  TO  : — 

(a)  Its  own  relative  major. 
(b)  The  Dominant  minor,  and          (c)  its  relative  major. 

(d)  The  Sub-dominant  minor,  and  (e)  its  relative  major. 

Thus,  for  instance,  the  related  keys  to  C  major  are  A  minor,  G  major  and  E  minor. 

F  major  and  D  minor;  and  the  related  keys  to  C  minor  are  E!>  major,  G  minor  and 

Bt>  major,  F  minor  and  A!?  major. 

3. — A  modulation  is  effected  by  taking  a  chord  not  in  the  original  key,  ami  following 
it  by  some  other  chord  or  chords  defining  the  new  key.  This  last  requirement  is  very 
important,  since  it  must  be  remembered  that  NO  SINGLE  CHORD  CAN  DEFINE  OR 
ESTABLISH  A  KEY.f 

4. — The  chord  of  the  Dominant  7th,  followed  by  the  common  chord  of  the  Tonic 
will  determine  a  key. 

5. — A  modulation  can  be  effected  immediately  by  taking  a  chord  characteristic  of  the 

*  Keys  are  said  to  be  more  or  less  related  to  one  another  in  so  far  as  they  contain  a  greater  or  lesser 
number  of  notes  or  chords  in  common. 

f  If  the  student  will  take,  as  an  instance,  the  single  chord  j^T"^?"^  •  ̂e  will  find  tbat  it  belong*  to 

no  less  than  five  keys,  vir.,  C  major,  G  major.  F  major,  E  minor  and  F  minor. 



new  key  (generally  the  Dominant  yth)  directly  after  a  chord  characteristic  of  the  original 

I"    c 

g 

fiMHfi: &  \  — a 
or  it  can  be  effected  gradually  by  interposing  between  the  characteristic  chords  of  the  two 

keys  some  other  chord  or  chords  common  to  both  ;  ambiguous  chords,  in  fact,  e.g. : — 

•8-    -0-      -«*•     **^ 

^"^  "I      I I 

This  latter  form  of  modulation  is  generally  the  more  satisfactory,  being  less  abrupt  ;  and 
it  should  be  remembered  that,  as  a  rule,  the  chief  charm  of  a  well-ordered  modulation  lies 

in  the  gradual  leaning  towards  the  new  key,  which  is  thus  possible. 

6.—  In  modulating  from  a  major  key  to  its  Super-tonic  minor  (an  often  very  effective 
modulation),  it  is  frequently  advisable  to  introduce  the  Sub-mediant  of  the  new  key 
before  bringing  in  its  Leading-note.* 

thus: 

JrJ  *M 

m 

not 

U ^ 
A 

7  —A  useful  means  of  modulating  is  afforded  by  resolving  the  chord  of 
the  Dominant  ?th  irregularly,  upon  the  Dominant  ;th  of  the  new  key, 

•  It  should  be  carefully  notice-!  that,  although  a  major  key  is  so  closely  connected  with  the  minor  key <*  .U  Super-tonic,  the  Super-tonic  major  key  is  perhaps  as  remote  in  eflect  as  any,  a».d  a  modulation  between two  such  major  keys  has  usually  an  exceedingly  bad  effect. 

C  major.       D  major.  C 

*)<*/. 
Good. 
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as  in  the  examples  below.    The  student  should  be  careful,  in  so  doing,  that  the  jrd  and 

7th  do  not  move  by  more  than  the  step  of  a  second. 

(1.). 
C  to  A  minor. 

or — 

§     J      J-,^ <-i   ̂      C4    rsa 
(2.) 

CtoG. 

i 
JJW-J- r  F— r  F 

~~J-^ 

....  .J  .J 
P  ^ 

r  f- 

r 

CtoF. 

<£fl«J  J- r *5£p 

I 

(4.) 
Cto  D, 
minor. 

(5.) 
C  to  E minor. 

^ 

,...  .J ,  .J  J 
f6^ 

a.) 
C  minor  to  ̂  
B^  major. 

r 
($•   L  O    rJ   i    id     Q  i  gj    » 

C  minor  to 
G  minor. 

(3.) 

C  minor  to 
B£>  major. 

r f (4.) 
C  minor  to 
¥  minor. 

m 
r  "TO 

(6.) 
C  minor  to 
Afr  major. 

i     i 
^ 

r-*  r? 

^F 

i 
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8.  —  Modulations  to  other  than   the  nearly  related  keys,  by   means  of  chromatic 
harmony,  enharmonic  changes,  etc.,  are  reserved  till  future  chapters. 

PROGRESSION  or  PARTS. 

9.  —  When,  in  two  succeeding  chords,  a  note  of  the  first  is  inflected  by  an  accidental 
to  become  a  note  of  the  second,  the  alteration  should  generally  be  made  in  the  same  part, 

t.g.  :— Good. Good. 
Good. 

A  A 
J-^L m 

m 
^s  p  r fi ^i 

Bad. 

«^i 
(A 

^ 

J, 
Bad. 

iEF 

^ 

s 
I 

The  non-observance  of  this  rule,  as  at  (</)  and  (e)  causes  the  fault  known  zs  false  relation. 

10.  —  I'requent  exceptions  to  this  rule  will  be  found  by  the  student  in  the  works  of 
good  writers  ;  but,  until  more  experienced,  he  had  better  observe  it  strictly. 

EXERCISES  ON  MODULATION  TO  NEARLY  RELATED  KEYS 

^ 
1. 

6    5 

**    * 

1 

=E 

£^ 

~r~7i 
6 

6        7 

4 

*  Changing-notcs. 



Gavotte. 

Allegn  tvn  tfirtlt. 

m 
1 2. 

r  fir  tS^f 71    65—67 
4     3— 

646 
35 

J -^ 

JU  JjlJ r  r 
^3 

rr 

I 
I       6    5!  6    7      — 

4      6 
2 

66 

4     $ 

4    3— 

6       — 
Double  Chant 

3 

3. (9 

S 6  7 
666 :   i 

K    n    \ 
f3         f —  e     H  —  „  — 

F=4= 

—  i  — —  i  —  H— 

   **     ti 

^=^ a 

1            I 

6           4 

3 

   II    

P 
4 

3 

—  <d  — f  J  ,         rJ 
6             87 

4              3    

   41 

4,     g^  P  9    r «*.  ts^zjtzt 

^^=^ 
665 

4        3 

^  .J   J =M=^ =£=?= 

=£^ 

j  J  J r    r 
6          6 6          7 4      q 

665 
!?        4        tj 

J   I   J'    If 8    2     3 

4    5 



Hymn-tune. 

5. 
r  J  J 1 1 ' '    i!  J  i  J  J  j  ̂  

4       3 

FP~J  r  r  i  r  r  r  11  J  I  r r  i  .J  .  n *         fr 

Hymn-tune. 3 

6. l(f*nffv»tffr : "     f»     T5     1    1  —  r~ 
—  \- rj    .     [1 

[^nt
  *g 

-J 

   «M 

6       4               7 
3 

6  i 

^H= 

6       7 

4 

i     H 

j  .11  J-.J  Jll  .1 1 J  j  .1  Jl  '^1 AA/iA  ^  «h«o 6          6       $4      6 
42         b 

4 
42 

* .  'l  Fur  further  remarks  on  the  subject  of  Modulation,  and  for  experimental  studies 
thereon,  the  student  may  refer  to  the  Author's  "  350  Exercises  in  Harmony, 

Counterpoint,  and  Modulation.'  (Joseph  Williams,  Limited.) 
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CHAPTER   XII. 

THE  SECONDARY  (OR  DIATONIC)  CHORDS  OF  THE  SEVENTH. 

i. — It  is  possible  to  form  chords  of  the  7th  upon  other  degrees  of  a  major  or  minor 

scale  than  that  of  the  Dominant,  such  chords  of  the  7th,  however,  differing  entirely  from 
the  chord  of  Dominant  7th  in  effect. 
-s  Dora.  7th. 

In 
major  key. 

In 
minor  key. 

(rarely  used. ) Oom.  7th. 

2. — If  the  student  will  compare  the  chord  of  the  Dominant  7th  with  those  on  the 

other  degrees  of  the  scale,  he  will  find  it  is  the  only  one  having  a  major  3rd,  a  perfect  $th 
and  a  minor  7th  from  the  root.  He  will  also  notice  that  it  has  a  much  softer  and  more 
agreeable  effect,  taken  by  itself,  than  any  of  tne  others. 

3. — The  harsher  sound  ot  the  chords  of  the  7th  on  all  the  degrees  except  the 

Dominant — secondary  7ths  as  they  are  usually  called — led  to  a  rule  that  was  formerly 
imperative,  viz.,  that  the  7th  in  all  such  chords  should  be  prepared,  i.e.,  sounded  as  a 
concord  in  the  preceding  chord,  and  in  the  same  voice.  Although  sometimes  now  taken 

without  preparation,  the  beginner  should  invariably  adopt  the  above  rule,  as  the  effect  is 
in  by  far  the  majority  of  cases  infinitely  better. 

4. — A  secondary  chord  of  the  7th  is  resolved  upon  a  common  chord  or  chord  of  7tb 
whose  root  is  a  4th  above  or  a  5th  below  its  own  root,  the  7th  falling  a  2nd  to  the 

3rd  of  the  resolution  chord,  e.g.  : — 

<«)     4 

5. — In  these  chords  the  3rd  is  free  in  its  progression,  and  may  rise,  fall,  or  remain 

in  the  chord  of  the  Dominant  7th,  the  3rd  has  to  rise,  since  it  is  the  Leading-note  of  the  key 

6. — In  both  major  and  minor  keys,  the  chord  of  7th  upon  the  Leading-note  is  rarely 
used  as  j«M,  except  in  sequences  (vide  third  chord  in  example  (a),  Sec.  9) ;  being  generally 
treated  as  part  of  the  chord  of  Dominant  9th  (.Chapter  XVI If.} 
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7. — Having  (like  the  Dominant  7th)  four  notes  secondary  chords  of  the  7th  hare 
three  inversions,  e.g. : — 

Original  position. First  inversion. 

m 
I  i 

A  A    A *w  r  i  r  f 
Second  inversion. 

d 
Third  inversion. 

j*=tp 

fj  i   ==n 

j       I  -1-p— II 

^ 4» 

(Somewhat  rare.)  2          3 

8. — In  a  minor  key,  when  using  the  chords  of  7th  upon  the  Super-tonic  and 
Mediant,  the  student  should  remember  that  the  5th  of  each  chord  should  be  treated 

as  set  forth  in  Chapter  VI.,  Sees.  5  to  7 . 

9. — Sequences  of  7ths  are  frequently  met  with,  such  as  the  following  : — 

6       46       46 
5       25       25 

H  in  their  direct  position,  as  at  (a),  and  in  four  parts,  the  5th  will  have  to  be  omitted  in 
each  alternate  chord,  and  the  root  doubled. 

10. — The  first  inversion  of  the  ;th  of  the  Super-tonic :,  is  sometimes 

spoken  of  as  the  "  chord  of  the  added  6th,"  a  somewhat  misleading,  though  common 
(  Vide  Chapter  XXI.,  Sec.  14.)  _ 

*  The  figuring,  be  it  noted,  is  in  all  cases  identical  with  that  of  the  Dominant  7th.  It  should  be  most 
carefully  observed  thai  the  figuring  of  any  chord  merely  indicates  the  intervals  of  the  chord  counted  from 
the  bass-note.  The  stutlent  will  find  that  many  different  discords  are  necessarily  figured  alike  :  the  special 
degrees  of  the  scale  on  which  they  are  found,  the  resolution,  aiid  the  context  generally,  must  determine 
their  uature. 
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EXERCISES  ON  SECONDARY  (OR  DIATONIC)  CHORDS  OF  THE  SEVENTH. 

i. 

.  1 

uoubic  < ,nan 

r  —  n 

"  — 
J        J J 

rj"~^y  —  p 

if *T7J  —  "— 

ga 

—  F*- 6 

=t 

—  i  — 
6 

3 S 

6        5 

4         3 

   1     5 — 

—  ™  —  H 

M:     » 

^      rJ            «? 0 = 

   U 

   
11 

SZ 
-£     p-r- 

—  H     jrr— 
   _    

—  "  —  U 

87 

Hymn  tune. 

2. ft*);  h r-4r- 0—  , 

n  — 

r"  p 
i 

J      J      | 
_ 

-P- 

r-*  p  p  r  r  f 

f^      • 

C"^
" 

L.ff   1 u  —  E  — 6       4 

3 
4 
2 

-^     (^_ 

6 -1    6 
-i  —  r  pn  ' 

2 

S 
^s 6         6466         7 

a  5 

3 

6       87 

S 

64 

5         « 

6  6 

5 

\M&I  —  ]     rn 
1  —  c5  •      1 P^J —  r  — 

F=t= 

=f= 

*l  '  *I    '      ' 
-f     1     1     h- 

474 
3                             3 

r  1 

7              4 
3 

•    | 

7 
S 

NSdi —  i  —  +-    4— HE 
—  rJ     «^— 6 

5 

6 7 

—        A— 
7              7 

t  T 



CHAPTER  XIII. 

SUSPENSIONS. 

1.  —  A  suspension  is  the  retaining  of  a  note  of  one  chord  while  another  chord  is  being 
sounded,  of  which  that  note  forms  no  part.     It   is,  therefore,  another  example  of  an 
unessential  discord. 

2.  —  A  suspension  differs  from  the  chords  of  the  yth  treated  of  in  the  preceding 

chapter,  and  from  essential  discords  in  general  in  two  most  important  points  :  —  (i.)  The 
discord  (as  stated  above)  forms  no  part  of  the  chord,  and  (ii.)  it  is  resolved,  not  upon  a  new 

chord,  but  while  the  rest  of  the  chord  remains.     The  two  following  examples  will  make 
this  clear. Essential  discord. 

Suspension. 

It  will  here  be  seen  that  the  C  in  the  second  chord  of  example  (a)  is  an  integral  part  of 
a  chord  of  7  th  of  D,  and  that  it  resolves  upon  a  note  of  the  next  chord ;  whereas  the  C  in 

example  (b]  is  merely  a  note  of  the  first  chord  held  over  the  chord  of  G,  simply  as  an 
ornamental  note,  forming  no  part  of  the  chord  at  all,  and  resolving  while  the  rest  of  the 
chord  remains. 

3. — Practically,  any  note  of  one  chord  that  can  descend  or  ascend  to  a  note  of  the 

next  chord  by  step  of  a  second  may  be  delayed  to  form  a  suspension  ;  but  the  student's 
attention  will  merely  be  drawn  to  those  suspensions  that  he  is  most  likely  to  meet  with, 
viz.,  the  suspensions  of  9th,  4th  and  6th,  and  the  suspended  Leading-note.  (Set 
Supplement,  pages  160  and  161.) 

4. — A  suspension  must  invariably  be  prepared,  or  as  its  name  implies,  suspended  or  held 
over  from  the  preceding  chord,  in  the  same  part  in  which  it  is  to  be  sounded  as  the  discord. 

J^J-J^  ,.g.,  .1    U.J     ,] 

thus : 

not— 
fog    "^ 

I 

It  may  be  either  tied  to  its  note  of  preparation,  or  struck  again. 

or 
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5- — A  suspension  should  always  be  at  a  stronger  accent  than  its  resolution,  and  rarely 

at  a  weaker  accent  than  its  preparation,  e.g. : — 

Bad.  Good.  Good. 

TTP^ *-•       rj  F- 

r 
>•«  r ^  ' m 

-Jf  2      t 

M    j  II 

y-  ji 
^j_^_iJ 

rj       ii 
^d-f— i  »    II 

^^••Jllj 
£>      r-j        I     f-J         rj     'f 

SUSPENDED  QTHS. 

6. — The  root  of  a  common  chord  may  be  delayed  by  prolonging  from  the  previous 
chord  the  note  next  above  it  in  alphabetical  order.  This  prolongation  then  becomes 

what  is  technically  known  as  a  Suspended  y/A,  which  must  resolve  by  the  descent  of  a 

2nd  to  the  root.  (See  Supplement,  page  161.) 
X 

±0: 

The  Suspended  9th  must  always  be  at  the  distance  of  a  gth,  and  not  a  2nd,  from  the  root 

Good.  Bad. 

7. — The  inversions  of  the  Suspended  gth  appear  as  follows  : — * 
First  inversion. 

X 
Second  inversion. 

Third  inversion. 

r 
S 

W S    €?l 

'676 

(3rd  of  chord  in  bass. ) 

66—57 

5       4       3   (5th  of  chord  in  bass.) 

X 

4      — 

2  L-  -• (Suspension  in  bass.) 

*  N.B. — There  is  no  more  common  fault  with  beginners  than  to  regard  the  figures  i    «,  §  4,  and  |   , 
shewn  in  these  examples,  as  representing  the  various  positions  of  a  chord  of  the  7th,  and  to  fill  up  the 
harmony  thus : — 

The  mere  fact  of  the  dissonant  note  (D)  in  each  case  moving  to  its  resolution  while  the  rest  of  the  chord 
remains  stationary  should  be  sufficient  to  prevent  such  a  misconception,  as  it  should  be  remembered  that 
a  chord  of  the  7th  never  resolves  thus,  but  always  upon  a  ntw  chord.  (  Vide  Chapter  XII.t  Sec.  4.) 



SUSPENDED  4THS 

8. — The  3rd  of  a  common  chord  may  be  delayed  by  prolonging  from  the  previous 
chord  the  note  next  above  it  in  alphabetical  order.  This  prolongation  then  becomes  a 
Suspended  4th,  and  must  resolve  by  the  descent  of  a  and  to  the  jrd  from  the  root. 

XJ 

Third  inversion. 
9- — The  inversions  appear  as  follows  : — 

First  inversion.  Second  inversion. 
X  X 

6986 

6  — (3rd  of  chord  in  Sasv ) 

m 
r 

7    6     15 4  —      3 

(5th  of  chord  in  MM.) 

X r        __ 

2    

(Suspension  in  bass. ) 

SUSPENDED  61  HS. 

10. — The  5th  of  a  common  chord  may  be  delayed  by  prolonging  from  the  previous 
chord  the  note  next  above  it  in  alphabetical  order.     This  prolongation  then  becomes  a 

h,  and  must  resolve  by  the  descent  of  a  2nd  to  the  5th  from  the  root 

1 1. — The  inversions  appear  as  follows  : — 
First  inversion.  Second  inversion. 
X  X 

Third  inversion. 

J_-_ 

^:%  pi   <"^~H      / ^^-l1-!—    U      I 
4      3 

(3rd  of  chord  in  bass.) (5th  of  chord  in  hass.) (Suspension  in  bass.) 

SUSPENDED  LEADING-NOTK. 

12.  —  The  root  of  the  Tonic  chord  is  frequently  delayed  by  the  Leading-note  being 
prolonged  from  the  previous  chord.  This  prolongation  then  becomes  the  suspension  known 
as  the  suspended  Leading-note,  and  must  resolve  by  the  asfent  of  a  2nd  to  the  Tonic  t 

*  N.B.— This  suspension  is,  perhaps,  hardly  as  satisfactory,  in  its  original  position,  as  those  of  the  9th 
and  4»h,  owing  to  its  somewhat  ambiguous  nature  ;  it  being  fwsiblt  to  regard  the  suspended  "A  "  in  the  above 
example  as  part  of  a  chord  of  the  6th  on  C,  proceeding  to  a  direct  common  chord  on  the  same  bass-note. 

t  Suspension*  resolving  upwards  arc  sometimes  called  "  Retardations"— a  distincrion  without  a diftbrence. 
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13  — The  inversions  appear  as  follows  : — 
First  inversion.  Second  inversion. 

X  * 

SBt 
A 

(*>• 
s 

5       6 (3rd  of  chord  in  bass.) 

6—87 

4      —      3       
3        4 

(5th  of  chord  in  bass. ) 

Third  inversion. 
or m 

X 

6         6   

5         4   

U)   

(Suspension  in  bass.) 

PROGRESSION  OF  PARTS. 

14. — The  introduction  of  a  suspension  will  not  correct  or  mollify  an  already  faulty 

progression,  e.g. : — 
Bad. Equally  bad. 

15. — The  note  upon  which  a  suspension  resolves  should  not  (except  in  the  cases 
mentioned  below)  be  sounded  in  the  chord  at  the  same  time  as  the  suspension. 

Bad.  Bad. 

=B=i 

mt 
i 

Except   (i.)    The  root  must  always  be  sounded  in  the  bass,  together  with   the  suspended  gth  in  the 
original  position  (vide  example  in  Sec.  6). 

(ii.)  The  root  of  the  Tonic  chord  must  always  be  sounded  in  the  bass,  together  with  the  suspended 
Leading-note  in  the  original  position  (vide  example  in  Sec.  12). 

(iii.)  The  note  of  resolution  of  any  suspension  may  be  sounded  together  with  the  suspension, 
provided  that  the  note  of  resolution  is  approached  by  the  step  of  a  2nd  in  contrary  motion 
to  the  direction  of  the  suspension,  e.g.  : — 

{jnde  also  example  (a)  in  Sec.  9  and  examples  (b)  and  (c)  in  Sec.  II). 



Even  in  the  exceptional  cases  mentioned  above,  the  note  of  resolution  must  never  be  at  so 
close  an  interval  as  a  2nd  from  the  suspension. 

Bad.  Allowable. 

1 
ft   r-* 

,...}-rx. 
The  student  had,  indeed,  better  not  allow  himself  the  use  of  exception  iii.  at  all  until  more 
advanced. 

1 6. — A  suspension  may  leap  to  another  note  of  the  chord  before  resolving,  thus : — 

f\3  O    r-»      1 
'      J      «J      11 

ll 

—  *±J     y 

i  —  &     ii 
(g^-fj    „  — 

H9     H VI  —  fcf  — ii 
7                6 

1 7. — Suspensions  are  somewhat  rarely  added  to  dissonant  triads  ;  the  suspensions  of 
9th  and  4th,  however,  are  quite  satisfactory  whenever  they  can  resolve  into  the 

fit  inversion  of  a  diminished  triad,  e.g. : — 
Suspended  9ths  (first  inversion). 

fapJrnJ  j  i. 
~^~ 

7         6 
Suspended  4th$  (first  inversion). 

9^   «  
«^ 

Suspended  4ths  (last  inversion). f^F 

18. — The  consideration  of  suspensions  in  connection  with  chords  of  the  yth,  9th,  etc, 
is  reserved  till  later  (see  note  to  Chapter  XVI1L,  Sec.  4). 

DOUBLE  SUSPENSIONS. 

19. — The   suspensions   of    the   pth  and  4th   are  often  used    simultaneously,   and 

occasionally  the  suspension  of  the  Leading-note  is  combined  with  the  suspended  gth. 



20. — Double  suspension  of  gth  and  4th. 
Originalpos 

I  x^"-x 

First  inversion. 

iJ n            \  ̂ -jt  —  g  —  fif    

<g    J   || 

***f\ «M    "   II 

"1       P 

—  »     H •*•?  2    r —  -  —  H 

Second  i 

^ 

fx 

J 

^"^  -^     I 

9        » 
7        6 7      6 

5      4 

=£ 
-r 

jarW- 3      3 
(Suspended  9th  in  bass.) 

6  66 

(Suspended  4th  in  bass.) 

21. — A  frequent  combination  is   that  of  the   suspended   Leading-note  with  the 

suspended  gth  of  the  Tonic — in  the  first  inversion,  e.g. : — 

J. 
SUSPENSION  OF  WHOLE  CHORDS. 

22. — The  most  usual  suspension  of  a  complete  chord  is  found  when  the  Dominant 
harmony  is  held  over  the  Tonic  bass  : — 

_j«; 

n i 
jc — o — ;   __________ 

I "  I? 

m 
fcOL 

*%-
* 

^^
 

^^ 



tj. — Occasionally  we  find  the  Dominant  7th  suspended  over  the  Sub-mediant  bass : — 

| 

J- 
24. — Such  suspensions  are  easy  to  treat,  since  all  that  has  to  be  remembered  is 

(i.)  that  any  note  which  makes  a  discord  with  the  bass  must  move  by  step  of  a  tnd,  and  (ii.)  that 

any  note  that  was  a  discord  before  being  suspended  (e.g.,  either  the  yd  or  "jthofthe  chord  of 
Dominant  7///)  must  resolve  just  AS  if  no  suspension  had  taken  place,  ( Vide  (a),  (b)  and 

(<•)  in  Sec.  22.) 
EXERCISES  ON  SUSPENSIONS. 

SUSPENDED  QTHS. 

F#-ji—  rl-i 
r/T^J     ̂  1  J—  «J     j-1 

,h~g     j  ] 

I.  - 

J ,    

!^
i 
 

.. 

•""           C?          rJ 

1     •     1 

P^  r 
98                u 

3 
98                     6 

76                    !6 

6 

J 

pi
 

1       7 

6         7 

4  f 

U   „       •!  | 

kr-r-H 

|  •!    ,J    ,J      | 

f  r  r  r -^  —  f  —  rr- 

^=^= 
SI 

i=ll 
  l_ 

^ r    r  rl 
46698 2  5 

9877 76        6    $4 

4        2 ^-1 .1    -I 
9         ' 

t     j-L JU     J m £ 
76        66 

676 

8     7 

4     3 
5    4 

*  The  melody  here  should  run  thus  : — |¥^^ &c..  and  the  suspended  9th 

should  be  placed  in  the  Alto,  a  2nd  below  the  C  in  the  Treble. 

t  Suspended  9th  in  direct  position  resolving  upon  first  inversion  of  chord. 
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Double  Cham. 
3 

3.  ̂  
UWlf  5J'     ra to      rj 

—  T     ̂     

{I'-]    ~ 

1     f 

h**"  %    
6 

5 

7    6 

*« 
r  rj 

6 

—  ̂      1 

-I    J  I  3 i 
*f 

Ds 

8  7 

r\*  *  —  z«  —  :H  — 

jl    K^Jffl  j>  —  g  — 1     .     j   1 
   1  — 

9,   • 

**.  i^c^f.tj     ̂   — ^     J  — —  0     « 
66         98 

5 

gj       gg  -       fa       -gt- 
S 

6          s    6 
3 

6         '6 

iEEEE 
9    8 

7    6 
S     4 

5. 

SUSPENDED  4THS. 

/'iff  ,o      j     i 

1  r 

1       ,._,.        ...|       | 

1       1           1           11 

(^:  fl  —  re  — 

C?                    c-J 1  -      J    ' '                    *"-*     1 

U~^    '     ' 4    3 
4.  3 

"      V 

43                 *4 

|j*u   '   J—    i     Jl —  1  hJ  —  "— 

•       i 

[     J      J        J    | i     n 

•ft^r       
N^p     r?     ^  — 

76          (? F  t?6  r P     f  Its 

'    f{>     C/4 

-f^  —  Q     rj    . 

4       a        a- 

ri7?T     1 

••  —  I J-?I   j  i 

|  J:-J  J  | 

j^  
  1    

- 

   H 

^v     r  r  r» 

i   a        rJ   j 

~~3  —  T3  —  P~~ 

L.j 

- 

r.      H 

—  9  —  n 

^-^-  —  i  —  (—  f  — 
9    8     |6 

4 
3 

T  r   r 
98        *6 

r-*             *'- 

76            7 

L 

   H 

41  The  Ltading-ootc  may  fall  here  if  n^ccssaiy,  to  avoid  'soundiog.  the  note  of  resolution  against  the 
suspension. 
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Doable  Chant 
1 

Hymn  Tune. 
8 

e £ 
66         96 4        3 

^nt  r  if  rr  r  irr :p=^=E 
6      4     3 — 1-   6       '5      4    3  —  4         '6      » 8      6      8  r 

3  *  « 

SUSPENDED  6THS. 

& 

6        5 

4       3       6 

f.    Qf      J     1     r:^ 
1  —  c/          I 

r"^s  —  ; 

   ra 

a     n 

   1 

"
H
 

[     rJ       J       ̂ j 

3 

—^  —  i — 

•**     in 

i    

   1 

98           .7 6—         $3 

4    

43^ 

^d 
—       6 

s 

= 

   P 

6 1  .—    r  ' 4          3 
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•J  .J  I  -  J 
^1 

6 

k4
 

ftj
 

Single  Chant. 
5 

10.  <B fa);   fe    %    
""T3     f  — Q 

•U^j 

fg
 

["  • 

-f— 

   H 

k    
    fr

" 

6 

6    5 

6 6 
5 -1    

—  \    

6    

-1    

—  "  —  11 

SUSPENDED  LEADING-NOTE. 

11.  4 

/.  a  «   j     j     j  i J'     rJ     H 

I  •   'Ji 

i  ,     Jj 
—  a     a/  —  j 

ft»Kft   «  —  ̂   —  p- 

=  —  S  —  sL 

'j           rj 

—     1 

»  ft*  fry  . 
*6                   !6 

k 566 
6 

S 

6 

~l  —  ?.f  —  i  '-^ 5 

r  7?     r* —  -i     [     r- 1     .  —  J     1 i     n 
1          J^J  | 

J 
.    J 

1     E3     1 

^  <c_  -^  ' C                A 

*7°       8         > —  Hr~ 

7      $6     '6 

9          8 

r " 

'6      (9    8       '6 |3        3        5  .4 
I  ii3 

698 

78 

cgf  j   J  I ;'  •  J  I  j    J   J  I  r    r   r  I •v  »6  »5       6  *g  7667 

12. :   \ 

Sequence. -•L    .    j   .      ̂   in 

£ 
6        6 

S 

9    » 
9    I 

6  4 
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DOUBLE  SUSPENSIONS,  AMD  SUSPENSION  or  COMPLETE  CHORDS. 

ia 
gH  {1      (p ^2     I      ± 

g^ 

98 

43 

Sequence. 

I    J        J     I         f1         II 
E 

9     I    *4        J     6       •       9    S       4        7     6    |4         7    «      *  • 
4     J       >      $5     *     Q5        4     J        •         $6t$S*  4 



PART  II 

CHROMATIC     HARMONY. 

CHAPTER    XIV. 

i. — Hitherto  all  the  chords  that  have  been  treated  of  have  been  formed  from  the 

notes  of  the  diatonic  scales — major  and  minor.  We  are  now  about  to  enter  upon  the 
consideration  of  chords  that  require  for  their  construction  notes  foreign  to  the  signature  of 

the  key — chromatic  notes,  in  fact 

2. — Each  key  has  its  own  particular  chromatic  scale%  formed  upon  a  definite  plan.  To 
form  the,  chromatic  scale  of  any  key,  it  is  necessary  to  take  the  notes  of  tne  major  diatonic 

scale : —  r*l 

and  add  to  these  the  notes  that  differ  in  both  forms  of  the  minor  diatonic  scale : — 

»— '        In  harmonic  minor.  In  melodic  minor. 

±fZ I 
We  now  have  the  following  : — 

•J     Bra 

and,  to  complete  the  chromatic  scale,  we  must  add  the  minor  2nd  and  augmented  4th 

from  the  key-note,  viz. : — 

and 

$.— This  is  the  only  true  harmonic  form  of  chromatic  scale  (/.«?.,  for  the  purposes 
of  chord-formation);  but  the  chromatic  scale  is  often  written  with  different  notations, 

•  The  reason  for  taking  F$  and  not  G  t%  and  Db  and  not  C$  will  be  seen  later,  on  reference  to 
Sec.  6,  p.  58,  and  Chapter XIX.,  Sec.  IO  (foot-note). 



sometimes  even  being  found  in  the  form  shewn  below,  viz.,  with  sharps  ascending  and 

flats  descending — throughout,  e.g. : — 

^xfc 
Gb<9 a 

Such  notations,  however,  are  used  for  melodic  purposes,  merely  as  a  matter  of  convenience, 

4. — It  will  be  remembered  (Chapter  XL,  Sec.  3)  that  no  single  chord  can  define  or 
establish  a  key :  it  must  belong  either  to  the  key  that  precedes  it  or  to  the  key  that  follows. 
For  instance,  in  example  (a)  below,  the  chord  marked  (*)  clearly  belongs  to  the  key 
of  G,  since  the    F$   in  the  chord  in  this  instance  causes  a  modulation  to  that  key. 

(Chapter  XL,  Sec.  4.) 

rB     \  g>  I  f  *      I  I  **  =° r 
Oo  the  other  hand,  in  example  (4),  although  the  chord  marked  (f)  looks  as  if  it  would 
modulate  to  the  key  of  G,  no  such  modulation  takes  place,  as  the  two  succeeding  chords 

absolutely  define  the  key  of  C.  The  chord  marked  (f)  is  therefore  a  chromatic  chord  in 
the  key  of  C,  since  that  key  both  precedes  and  follows  it. 

5. — Hence,  a  chromatic  chord  may  be  defined  as  a  chord  which  contains  one  or  mart 

notes  foreign  to  the  key-signature,  BUT  WHICH  DOES  NOT  CHANGE  THE  KEY. 

SUPER-TONIC  CHROMATIC  COMMON  CHORD. 

6. — The  most  important  chromatic  concord  (and  the  only  one  that  will  be  considered 

at  present)  is  found  upon  the  Super-tonic  of  a  major  or  minor  key.  It  is  a  major  common 
chord,  its  3rd  being  a  chromatic  note  in  the  major  form  of  the  key,  and  its  3rd  and  stb 
chromatic  notes  in  the  minor  form  of  the  key. 

tn  major  key. 

(Kart) 
(/ten) 

4F*- 

M.B. — The  student  will  now  sec  the  reason  for  taking  the  augmented  4th  from  the  key-note  (and  not 
the  diminished  5th)  in  forming  the  chromatic  scale  :  clearly,  G  ?  would  be  impossible  in  the  above  chord; 

since,  to  form  a  major  common  chord,a  major  3rd  from  the  root  is  necessary,  not  a  diminished  4th. 

7. — It  will  be  noticed  that  this  chord  is  identical  with  the  Dominant  chord  of  the 
Dominant  keyt  and,  unless  it   is  treated  in  a  special  way,  a  modulation  to  that  key 
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will  take  place.    In  order  to  preserve  it  as  a  chromatic  chord  in  the  Tonic  key  it  must  be 

followed  by  either— 

(i.;  Some  chord  containing  the  Sub-dominant  of  that  key  (generally  the  Dominant 

7th  or  one  of  its  inversions).* 

(n.)  Some  form  (generally  an  inversion)  of  the  chord  of  the  Tonic. 

I  ^  I  II  "i 

5± m 

<*)• 
-t»- ^^ 

d==t=^ 

r  r '  r '  r  r  f  • 
'/.  a  a  ifmf  r-*  i  TE 'mg  ti  f» 

T  "  r w^4 

I ^ 

Examples  (<z)  and  (<r)  shew  the  Super-tonic  chromatic  chord  followed  in  the  first  of  the  two 
ways  mentioned  above,  and  examples  (4)  and  (d)  the  second. 

8.  —  The  jrd  of  this  chord  must  never  be  doubled  :  and,  in  whatever  part  it  occurs, 
always  rise  or  fall  a  semitone. 

If  followed  by  some  chord  containing  the  Sub-dominant  of  the  key,  it  should  Jail  a 
semitone  :  — 

Bad.  Good. 

xi     J. 

s 
«^.l  pl^j.iys 

r"  c  r P m 
If  followed  by  some  form  of  the  Tonic  chord,  it  should  rise,  a  semitone  : — 
Bod.  Good. 

T 

J. 

*  If  followed  by  a  Dominant  common  chord*  a  rotxiulation  is  effected. 
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NOT*. —  It  will  be  understood  that  a  modulation  can  easily  be  effected  by  a  chromatic  chord,  simply 

by  quilting  it  in  a  key  in  which  it  is  diatonic  ;  or  by  taking  a  chord  in  the  first  instance'  diatonically,  and 
quitting  it  chromatically,  t.g.  : — 

X  A 

Kium  C  minor 

to  G  minor. 

From  G  minor 

to  C  minor. 

EXERCISES  ON  THE  SUPER-TONIC  CHROMATIC   COMMON  CHORD. 
Modertto. 

J      J       J    I    J--J      J    IJ      J      J    I    J-J 

r  i  P  r  frif'     •  i  r  r  r  i  f'  i >     T«  *'   j  f       ̂ T  \ 
^   J   J  =J.-J  J     J—  j 

^J       J      j   .    j    
 j-j 

I__  ^_  £p     . 

-•    f  J—  •  —  Wi  —  I—If     r. 

Is       l>  -f       P       *     P     f                — 

6            4 
2 

6                            6               7        J     3 4           q 

:     1    

-  .  r  r  r  --•*  —  r- P6        6               4      3      « 
4     l>5                              ̂  

i^-r  r  |T     r  1^ 
   =is     H 

>>^-^—  —         2 
5           66                 66 

-r—  -  —  r^-  —  H 
'6        4    3        L 

4 

Hymn  Tune. 
3 

2. ra3±f ̂   p 
ii  hj  J 

—  E 

~l    . 

i-l  — H     ^~*--f^ 666 

5                                         4 

4= 

- ^  IB"  —  E 

6  4    
—  J— 6 

1—  T 

«•'  J  r  r  i  r  »  r  •  J  i  ̂  H 
Doable  CLant ^     S 

\   '  ' 
3 3. zr 

3 

»'
 

m 3 icz: r^ri 
a 

4       q 

*  Allow. iblt  octavet  by  contrary  motion,  between  Dominant  and  Tonic. 
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CHAPTER    XV. 

THE  CHROMATIC  CHORDS  OF  THE  SEVENTH. 

GENERAL  REMARKS. 

i. — It  will  be  noticed,  on  reference  to  any  example  of  modern  music,  that  the 
Dominant  7 ths  of  the  two  keys  most  closely  allied  to  any  particular  key  (viz. :  its  Dominant 

and  Sub-dominant)  are  frequently  employed  in  such  a  transient  manner  as  to  cause 
no  real  modulation  at  all,  since  no  resolution  takes  place  in  any  new  key,  but  chords 

characteristic  of  the  original  key  immediately  succeed. 

Such  chords  of  the  7th,  therefore,  are  more  accurately  and  logically  to  be  regarded, 

not  as  Dominant  ;ths  in  the  Dominant  or  Sub-dominant  keys,  but  as  chromatic  chords  of 

the  yth  in  the  original  Tonic  key.  Such  passages  as  the  following  will  indicate  this  at  once — 

Here,  clearly,  the  key  of  C  both  precedes  and  follows  the  chord  of  7th  in  question  in 
each  example ;  therefore,  as  no  single  chord  can  define  a  key,  these  chords  must  be 

chromatic  chords  of  the  jth  in  the  key  of  C  (Chapter  XIV.,  Sec.  5). 

2. — The  Dominant  7th  of  the  Dominant  key  thus  used  will  appear  as  the  chromatic 

chord  of  the  7th  on  the  Super-tonic,  and  the  Dominant  7th  of  the  Sub-dominant  key  will 
appear  as  the  chromatic  chord  of  the  7th  on  the  Tonic. 

3. — The  student  will  observe,  therefore,  that  the  Super-tonic  and  Tonic  chromatic  7ths 
differ  from  the  diatonic  7 ths  on  those  degrees  of  the  scale,  in  that  they  are  formed  exactly 

like  the  Dominant  7th,  viz.,  with  a  major  jrd,  perfect  $th  and  minor  7th  from  the  root, 
consequently  having  a  diminished  $th  between  the  3rd  and  7th. 

|— -^     Dominant  7th.         Super-tonic  ?th.  Tonic  7th. 

major'W    jfr 

Dominant  7th.         Soper-tonic  yth.  Tonic  yth. 

The  chords  of  yth,   9th,    nth  and    ijth   derived  from  the   Dominant,  Super -tonic  and 
Tonic  roots  are  called  Fundamtntal  discords. 



CHAPTER    XVI. 

ON    THE    PARTICULAR    TREATMENT   OF    THE    SUPER-TONIC 

CHROMATIC  CHORD  OF  THE  SEVENTH. 

i. — The  Super-tonic  ;th  in  a  major  or  minor  key  is  formed  by  the  addition  of  a  minoi 

;th  to  the  Super-tonic  chromatic  concord  : — 

In 
major  key. 

In 
minor  key. 

D6 

N.B.— It  will  be  noticed  that,  as  with  the  Super-tonic  chromatic  concord,  the  3rd  ii  chromatic  in  • 

major  key,  and  that  in  a  minor  key  both  3rd  and  5th  are  chromatic. 

a. — In  order  to  preserve  this  chord  as  a  chromatic  chord  and  prevent  a  modulation 

to  the  key  of  the  Dominant,  it  should  be  followed  (very  much  like  the  Super-tonic 
chromatic  concord)  by  either  : — 

(i.)  A  Dominant  discord. 

(11.)  Some  form  (generally  an  inversion)  of  the  chord  of  the  Tonic. 

3. — AS  with  the  chord  of  the  Dominant  yth,  the  3rd  and  7th  are  the  notes  that 

require  special  treatment  The  3rd  in  the  chord  must  never  be  doubled  (Chapter  XIV., 

Sec.  8),  neither  should  the  7th  be  doubled,  except  (i)  occasionally  when  it  remains 

to  be  a  note  of  the  resolution  chord,  and  (2)  in  the  form  of  the  chord  mentioned 
in  Sec.  8,  p.  64. 

4.— If  resolved  in  the  first  of  the  two  ways  indicated  in  Sec.  a,  vit :  upon  a 

Dominant  discord,  the  3rd  of  the  Super-tonic  should  fall  a  chromatic  semitone  to  the  ytb 

of  the  Dominant ;  and  the  7th  of  the  Super-tonic  should  fall  a  minor  and  to  the  3rd  of 

the  Dominant — in  fact,  3rd  goes  to  7th.  and  7th  to  3rd,  e{. : — 
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5Pfit 
E-J-U-J 

3t 

N.B. — The  Super- tonic  7th  may  even  resolve  upon  a  Dominant  concord,  without  causing  a  modulation, 
provided  that  the  Sub-dominant  of  the  key  is  introduced  immediately  afterwards  to  contradict  the  chromatic 

2--d  of  the  chord,  e.g. :— 

^.^•fT  ,^ r    P   t       fJ 

5. — Just  as  the  second  inversion  of  the  Dominant  7th  frequently  resolves  upon  the 
first  inversion  of  the  Tonic  chord,  so  does  the  second  inversion  of  the  Super-tonic  7th 
resolve  often  upon  the  first  inversion  of  the  Dominant  7th ;  and  (as  was  pointed  out 

in  Chapter  VIII,  Sec.  9),  the  7th  should  then  rise  to  the  5th,  instead  of  falling  to  the 

3rd  of  the  chord,  e^. : — 

A   y   y  ,  j^. 
IpT  I  T  II m 

•4±  I          -6*.  «!. 
A     ==       =: 

i 

6. — If  resolved  in  the  second  way  mentioned  above  (Sec.  2)  viz.,  upon  the  Took 
concord,  the  yd  of  the  Super-tonic  must  rise  a  semitone  to  the  5th  of  the  Tonic  chord  ; 

and  the  7th  of  the  Super-tonic  remain  to  be  the  root  of  the  Tonic,  e.f.  : — 

,  1     J    .    *J -t»     rJ      fi    i 

I 

J.—  JL 
s 

s 
•  r  i  ,i  ii 
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N.  B.  —Sometimes,  if  the  $th  of  the  Super  tonic  proceeds  to  the  root  ot  the  Tonic  chord,  the   7th 
way 

gi  HP  i  r   r 

,j«  . 

A    ̂   4 

7. — Occasionally  the  Super-tonic  ;th  resolves  upon  a  Sub-dominant  concord,  in 

which  case  the  3rd  should  fall  a  chromatic  semitone,  and  the  ;th  remain,  e.g. :— 

-i  J. id  I fj!  n ^O      Z^c»     II 

8. — As  with  the  Dominant  7th,  it  is  possible  to  omit  the  root  in  the  inversions  of  the 
Super-tonic  7th;  but  this  should  seldom  be  done  except  in  the  case  of  the  second 

inversion,  which  is  frequently  to  be  found  in  this  form : — 

6        (f7 

The  jrd  from  the  bass  (the  7th  of  the  original  chord)  is  then  generally  doubled  and  is  free 
in  its  progression ;  since  the  root,  which  makes  the  7th  a  discord,  is  absent 

EXERCISES  ON  THE  PARTICULAR  TREATMENT  OF  THE  SUPER-TONIC 
CHROMATIC  CHORD  OF  THE  SEVENTH. 

BourrCv. 
Allegro  vivace. 

-^ 

m 

f 
£ 
6      —    '6    »6       | 

^ 

*"£"  in  all  parts. 



^ f 
i     6   tf7     '•   C^         7    6 

6 4-    5 
3—    3 

2  $4 

J  . 
JJjJM.     II 

^ 

'    ff 

6   |          &—       6  6 
3335 

6  6 

Us        J  *  * 

r  r 666        7      4    3   '6    9    8  46        6        6 
54  5 

JM        6        7 4         4          f 

3 

6     4      6      7    6  f  4        '6 
52  4—       2       PS 

Double  Chant, 
r--  3  t 

984          6         6          6        741    3 
432  54 

3    pre O.    IS-^ 
6        5 

443 

3 

F^     1    
i     &    rj A-    1       ti   J 

—  i     i  —  ' 

—  »  —  n 

M>    *"  — "•"s               6 
5 

r i 6 6 JrJ        JJrJ1 6         314 

5           2 

6        87 

   y 

& 
4lff

»" 
.  bgf 

|6          6466 
442 3 

6    5      #4          6 
4    3        2       tlS 

£ E^f^g 

n** 

«        11 

5     4 
H^inf     P           f'"\ 

1  —  "iTl 
1  —  i  —  i  —  |—    1     F— 

k  l  Lf  r  i 
r   tr —  a 

6 4 
2 

J    J    J 
6        6 

5 

^     J^ 

|          h> 

Accented  passing-note. t  Omit  ;th  and  double  the  root. 
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JN 
r  r  elf  r  rir 

6          6    D4        6766 

4  2 

6    666 

3         3      3 

4   a5 

a 

Wi^ 
4  4    }5 

4       6     t|4       6       ,7 

>j  u.  fri  i  J 
f
j
 

6      9    8          5 

t)3t]a3 

6    |f6 

3 

6667 4       q 

Pastorale. 
Allegretto. 

.    p r  I ^ 

g '  >  I  r '  r  err  c  r  *  I 
- 6    fl      < 

4       4 

i 

?    5  6  5 

43343 

Omit  5th.  and  doable  root 
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CHAPTER    XVII. 

ON    THE   PARTICULAR    TREATMENT     OF    THE    TONIC    CHROMATIC 
CHORD  OF  THE  SEVENTH. 

i- — The  Tonic  ;th  in  a  major  or  minor  key  is  formed  by  the  addition  of  a  minor  yth 
to  the  major  common  chord  of  the  Tonic  : — 

In          B 1     1J       tea       1«8    

   &     H 
major  key.  rv 

In          bt 

w 
i    IH    i 

—  ̂   —  H 
4 
2 

   &i     H 
minor  key.  rv 

J to 5 

1,6 

3 

   ^     W 

N.B. — It  will  be  noticed  that  in  a  major  key,  the  7th  of  the  chord  is  chromatic ;  and  that  in  a  minor 
key  the  3rd  is  chromatic. 

2. — In  order  to  preserve  this  chord  as  a  chromatic  chord,  and  prevent  a  modulation 
to  the  key  of  the  Sub-dominant,  it  should  be  followed  by  either — 

(i.)  A  Dominant  discord,  or — 

(H.)  A  Super-tonic  discord  ;* 

and  here  again,  the  3rd  and  7th  are  the  notes  that  require  special  treatment.     Neither  of 
av  be  doubled. these  notes  may  be  doubled. 

3. — It  resolved  upon  a  Dominant  discord,  the  3rd  of  the  Tonic  should  rise  a  minor 
and  to  the  yth  of  the  Dominant;  and  the  7th  of  the  Tonic  should  rise  a  chromatic  semitone 

*  The  Tonic  7th  may  even  be  followed  by  a  Sub-dominant  concord,  without  causing  a  modulation, 
provided  that  the  next  chords  clearly  define  the  Tonic  key,  e.g. : — 

X 

^*         ̂ ^      i  H 



to  I  he  jrd  of  the  Dominant — in  fact,  3rd  goes  to  7th,  and  ;th  to  3rd.     (Compare  Chapter 

XVL,  Sec,  4.)  * 

m fa 

N.Q. — Frequently  the  3rd  of  the  Tonic  falls  a  whole  ton*  to  the  5th  of  the  Dominant,  in  which 
the  5th  of  the  Tonic  usually  falls  a  2nd  to  the  7th  of  the  Dominant,  e.g.  :— 

J   »J   nJ   |     ' «uT        r 

J    j 

i  —  r   1    * 

4. — If  the  Tonic  yth  is  resolved  upon  a  Super-tonic  discord,  the  3rd  of  the  Tonic 

should  rise  a  whole  tone  to  the  3rd  of  the  Super-tonic,  and  the  ;th  of  the  Tonic  should  (all 

a  semitone  to  the  $th  of  the  Super-tonic,  e.g. : — 

5. — The  root  of  the  Tonic  7th  may  be  omitted  in  the  inversions  of  the  chord  under 
the  same  conditions  and  with  the  same  treatment  as  described  in  Chapter  XVI.>  Sec.  8. 

6. — The  Tonic  7th  is  much  more  rarely  em  ployed  bycomposers  than  the  Supertonic  7th. 

7. — It  is  of  the  utmost  importance  that  the  student  should  thoroughly  master  the 
contents  of  the  last  three  chapters,  especially  those  portions  referring  to  the  particular 
treatment  of  the  3rd  and  7th  of  the  Supertonic  and  Tonic  roots.  The  succeeding  chapters 
on  the  chords  of  the  9th,  i  ith,  and  i3th,  will  then  present  but  little  difficulty. 

*  This  progression  is  usually  a  little  crude  in  its  effect,  unless  the  Tonic  7th  is  accompanied  by  the 
Minor  gth  (See  ist  and  3rd  esamp'les  in  Chapter  A'/A".,  Sec.  13). 
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EXERCISES  ON  THE  PARTICULAR  TREATMENT  OF  THE  TONIC 

CHROMATIC  CHORD  OF  THE  SEVENTH. 

Allegretto. 

K 
f.  Q  «     ̂ a"j     J    i r~  —  T- 

M     J     J   | -Jj^j  —  ̂ _ 

J.JJ    j  i 

_2!     J_ 

i  '*
 

H»  fr    ,  i 

   »  —  «L_ 

1  —  rj              i 

''r^  r  r  [  ! 65        6 
~\—3-  —  f— 

6  i 

4    3             £ 5 

i—*     6      t)4 

/r#     n     -1  — 1      J             II 
-j     1 I   fgj   bj  i 

6»H  —  ~^     !•     p  — 

r                          \ —  Jv  *r*  —  1|*  — 

—  P     ?  — \"~\    r  r 1  f     C  I 
   L  — 

fi          6         nfi 
/'      •   fef 6*    5          '6 

5          f6 
3 

«     i °               L                   H 

75           4 
3 

4    3 

(\~\ 

/      ra 
J   1 —  <si     h— \     i  i 

—  r     ' 

F=J=] 

rJ     *     fl 

J    
X X 

   J— 

X           X 

1 

11 

-j—  * 

   U 

± 

"^    r 

-^  —  r- 

-v 

—  r- -f  —  ly —  ̂ —  J —  o     H  — 

—  *—  *  —  U 

4       7° 
2          4 

3 
Double  Chant. 

3 

tj'6        6 443 
3 

6 

75 

qe        4 
4  2 3 

Hymn-tune. 

8    77         6 

6        —  |6  |6    |J7 
I?5  4 

4    *6— 
2      4— 

6       6    5 

5       43 

^   *        <^j     -  'i       •— 
I  ,J  U    f 

4        T        6          6 
2  •  4 

3 

6        6 
5 

44 3 

(X)  Allowable  consecutive  gths  between  Fundiuxn.nt.il  chords  of  7th. 



CHAPTER  XVIII. 

THE  CHORD  OF  THE  DOMINANT  NINTR 

1.  —  A  major  or  minor  9th  from  the  root  may  be  added  to  either  the  Dominant  7th 
or  the  Super-tonic  and  Tonic  chromatic  yths,  such  chords  being  then  termed  either 
Dominant,  Super-tonic,  or  Tonic  Qths. 

2.  —  In  a  minor  key  the  pth  from  the  Dominant  is  always  a  minor  gih  (except  in  one 
instance  mentioned  in  Sec.  10  of  this  Chapter)  ;  e.g.  :  — 

In  C  minor.  [{£  !>']»  tj§ 

7 

ft 

but,  in  a  major  key,  either  a  major  9th  or  a  minor  9th  may  be  taken,  this  latter  note,  of 
course,  being  chromatic  :  — 

In  C  major. 

3. — As  the  complete  chord  of  the  9th  contains  five  notes,  it  is  evident  that,  in 
harmony  of  four  parts,  one  note  must  be  omitted  This  note  is  usually  the  note  upon  which 
the  i)th  from  the  root  resolves. 

4. — The  9th  in  a  chord  of  Dominant  minor  or  major  9th  may  resolve  in  three  ways  : — 

(i.)  Upon  the  root  of  its  own  chord-*  . 
Ithe  rest  of  the  chord  remaining  stationary.* 

(11.)  Upon  the  3rd  of  its  own  chord/ 

(iii.)  Upon  a  note  of  some  other  chord  (usually  the  5th  of  the  chord  of  the  Tonic). 

RESOLUTION    I. 

UPON  THE  ROOT  or  SAME  CHORD. 

5. — In  this  case  the  root  is  omitted  in  all  the  inversions :     in  the  original  position  the 
5th  is  usually  omitted. 

*  When  the  9tb  resolves  in  either  of  these  first  two  ways,  it  often  has  the  character  of  an  accented 
passing-note  ;  or,  if  sounded  in  the  same  voice  in  the  preceding  chord   of  a  suspension 



Original  position. First  inversion. 

\&m-£i 
Second  inversion. 

J-^J       A          Q^U^J      A 

Third  inversion. 

A      Jb>J-^J     A pup 

NOTE. — It  will  be  observed  that  in  the  examples  of  the  major  form  of  the  key,  a  (|?)  is  placed  in  a 
bracket  before  the  9th  in  each  instance,  shewing  that  either  the  major  or  minor  9th  may  be  taken  in  that 
form  of  the  key. 

6. — It  will  be  seen  by  the  above  examples  that,  after  the  9th  resolves,  the  chord  of 
Dominant  7th  is  left,  which  may  resolve  in  any  of  the  usual  ways.  (Chapter  VI 7/.,  Sec.  3, 
and  Chapter  IX.,  Sec.  i.) 

7. — The  major  9th  should  rarely  be  sounded  below  the  3rd  of  the  chord ;  therefore, 
the  last  inversion  of  a  major  9th  is  not  often  used,  as  indicated  above  (Sec.  5). 

RESOLUTION    II. 

UPON  THE  3RD  OF  SAME  CHORD. 

8. — In  this  case  the  yd  of  the  chord  (which  is  the  Leading-note;,  must  be  omitted 

in  all  positions,  otherwise  the  Leading-note  will  be  doubled  when  the  pth  resolves ;  the 
first  inversion  is,  therefore,  unavailable. 

9. — This  resolution  upon  the  3rd  of  the  same  chord  is  much  more  frequent  with  the 
major  gth  than  with  the  minor  pth.  In  its  inversions,  indeed,  the  minor  gth  is  very  rarely 
resolved  in  this  way. 

10. — The  pth  may  resolve  to  the  3rd,  either  by  rising  a  2nd,  or  by  falling  a  7th. 
When  the  9th  rises  a  and  to  the  3rd,  a  major  qth  may  be  taken  in  the  minor  key. 
In  every  other  instance,  the  9th  in  a  minor  key  must  be  minor. 

*  It  should  be  understood  that,  as  with  the  chords  of  the  7th,  the  figures  6,  4  and  *  are  frequently 

abbreviated  into  |,  J  and  *.  This  will  also  be  found  to  be  the  case  with  the  chords  of  nth  and  13th, 
nnd  Augmented  6th. 



Original  position — major  and  minor  9th&. 

*^.       •  ^-.       ,     (bU-- 

« 
1  jPifr  ft  —  hj   i   f  —  n  —  |  .J   i   p  —  rri J  J  |  A  |j 

r  —  Jn  —  ̂~~n $   2  r-  -4  p     ̂       p   g? -a-           -<sl         -C*-           -el 

=p:       L^ 

•5—  H    

^ —  c^-    —  ii 
9  fa                       9  t|3 
7^—^                             7 

Second  inversion  —  major  9th. 

<U     ^--1           f-i-4i 
93                   (b)9     3 
7                          7    

Third  inversion  —  major  9th. 

fe^ 

• 
*J          f           -^ 

—  W     p-^-^s^H *-     »/                    1 

1         A     J. 
^»>2  r    -r—^  r  —  :-a-H       ^2  i  —  -  —  n^  i  —  •-}  —  H 

C5  Q6                            5     ̂                                        6             6                   6             6 
34                           34 

Fourth  inversion  —  major  9th. 

n>J?g  d     J—  4^2  —  d     d—  H 

^     i^Jr  f    ̂ 
—^     ]^*i- 

r^r  r 
" 

^fl 

ii.  —  As  with  resolution  I.  (upon  root  of  same  chord),  as  soon  as  the  9th  is  resolved, 
te  of  the  positions  of  the  Dominant  ?th  is  left,  which  should  be  treated  in  the  usual  way. 

RESOLUTION    III. 

UPON  THE  5TH  OF  TONIC  CHORD. 

1 2. — In  this  case,  as  with  resolution  I.,  the  root  is  omitted  from  the  chord  of  the  gtb 
in  all  its  inversions ;  the  5th  being  usually  omitted  in  the  original  position. 

13. — The  following  examples  will  show  the  different  positions  of  the  chord,  with 
resolution  in  each  case  : — 

Original  position.  First  inversion. 

*  The  melodic  progression  by  the  interval  of  augmented  2nd  is  here  unobjectionable. 
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Second  inversion. Third  inversion. 

m 

J. 

(®*yi  r  I  \' m 
Fourth  inversion. 

E^nrf 

14. — As  with  resolution  I.,  the  major  9th  should  rarely  be  sounded  below  the  3rd. 

15. — In  this  form  of  resolution,  the  student  should  take  care  that  the  5th  and  major 
9th  of  the  chord  move  in  contrary  motion  to  one  another,  if  the  5th  be  below  the  9th 

otherwise,  consecutive  5ths  will  ensue  : — 
Bad.  Good.  Good. 

im 
?^? 
A 

i 
Such  consecutive  5 ths  would  be  less  objectionable  in  the  case  of  the  minor  9th,  as  the  first 

5th  would  be  diminished  :  the  student  will  do  well,  however,  to  avoid  even  these 

1 6. — The  first  inversion  of  the  chord  of  Dominant  minor  9th  (as  shewn  in  Sec.  13), 
is  often  spoken  of  as  the  chord  of  the  diminished  fth.  The  remaining  inversions  are  then 
called  the  inversions  of  the  chord  of  the  diminished  yth. 

1 7. — In  the  same  manner,  the  first  inversion  of  the  Dominant  major  gib  is  called  by 
some  the  chord  of  the  leading  jth,  and  the  remaining  inversions  regarded  as  respectively 
the  first,  second  and  third  inversions  of  the  chord  of  the  leading  yth. 

18. — The  student  will,  of  course,  understand  that  in  all  resolutions  of  the  chord  of  9th 
the  3rd  and  7th  of  the  chord  are  to  be  treated  as  strictly  as  if  the  9th  were  not  present. 

*  Observe  that  7th  here  rites.     (See  Chapter  fV//.,  Sec.  9.  and  Chapter  AT/.,  Sec.  5.) 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  NINTH. 
RESOLUTION    I. 

L 

J-J 

J-j  J  Jl-l-j  J 
f=Ff 

6      6 
4 

3=£ 6  5 

54  '4  43 3    3 

6         6 

M:  r  r** 

-± 

=p= 

*  jjj  *••' 

^^= 
jr-j"  * r  r  r  r tr-rH 

Double  Chant 
5 

r  r  i  r  r 
3          2 

M^i     "     f*     ^     z -,     H     =     1    

   "—  H 

—  H—          u_^_  ^     s*_ 

I^T"         6            46                                     6666 S              4                                                                                             4 

RESOLUTIONS  I  AND  II. 

r'          8 

-^     u 

9    8 

5      6 

4    

3    

3     j        -— 
6              4                656 

a                          4    

3    

6    5             * 
43             5 

i  •'  i  .1  j  i  j  J  -i 
6   ft?    6       9     8        6        66 

5    S 

X  Allowable  conoecntive  $th*. 
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—  j  —  d  — —  F  —  r  —  r~ 1  r    J    J  1    1     (~ f=t=| 

^    i-i    r 

g»      »  — 

fr7           6 5          5 

—  i  —  \-  —  1_ 
        6— 

3  4 

—  {-  —  '    J 
6                6 

-J     J- 6       93 

4        7    Hymn-tune. 8 

4. r  r  J  ii  r l^^l 

3  4 

J     r r  r 
.-              6    t}9#3  . 
«4 —  7            B4 — 
32  73    * 

$6—     6        6       '6 54  4 

3— 

Minue 

te 
RESOLUTIONS  I,  II  AND  III. ^M^^b^ ^-J     J 

3 

5. 

^ 

r  -  43    J 

•ff*  J   I1 -J-i j    *  J  JTg  | r^  —  ̂ n |  J  J^J?  | 1     _ 

9*  —  ̂~~^~ 
-f- 

-F  —  *    
r-^n 

-P     P    vj»,    

Continue  melody  on 

same  pattern. 

n^     r 
77 ses  — 6 [  —  -p=     •  '  «p    

Z           !        46              '7 I                 *                s 

.i.j|j  r  nr  rir  J  JiJ  J ^^ 
>7    6     4  46      6          6  7 
5      3  OS  4 

fell  —  "1     h~ J   '    •      J 

|        J     1 
}*-*    <d     J— 

*-x        p7           6 
05          5 

d-1        rf t-J 

5      4 t           A. 

J     * 5      6 

«      A 

^U
J 

3 

E 

Hymn-tune. 
-,-*- 

r  r  fkj  J  rJ 
6. 

6       4 

3 

6    8^7 

5 

46 

3 

ji.J  .J  r rtf-  ru 
i :  i 6       7 

3  5 3          3 

693 

4      7   
An  anticipatory  note. 
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CHAPTER  XIX. 

THE  CHORDS  OF  THE  SUPER-TONIC  AND  TONIC  NINTH.* 

THE  SUPER-TONIC  9x11. 

i. — In  a  minor  key  the  9th  from  the  Super-tonic  is  a  minor  gth,  as  was  the  case  with 
the  Dominant  9th  (vide  Chapter  XVIII.,  Sec.  2),  e.g. .— 

^g= 
9 

'1 

Nl 

but,  in  a  major  key,  either  a  major  9th  or  a  minor  9th  may  be  taken,  this  latter  note,  of 
course,  being  chromatic. 

In  C  major. 

ID 
9  !>9 

I  I 

2.  —  Like  the  9th  in  the  chord  of  Dominant  9th,  the  Super-tonic  9th  may  resolve 

in  three  ways  :  — 

(i.)  Upon  the  root  of  its  own  chordl  .,  ,  .,       ,      , 
>the  rest  of  the  chord  remaining  stationary. 

(ii.)  Upon  the  3rd  of  its  own  chord-' 
(iii.)  Upon  a  note  of-  some  oiher  chord  (usually  either  a  Dominant  discord,  or 

some  form  of  the  chord  of  the  Tonic),  vide  Chapter  XVI.t  Sec.  2. 

RESOLUTION  1. 

UPON  THE  ROOT  or  SAME  CHORD. 

3. — As  with  the  Dominant  gth,  the  root  is  here  omitted  in  all  the  inversions:  in  the 

original  position  the  5th  is  usually  omitted. 

*  The  interval  of  9th  is  sometimes  added  to  the  diatonic  chords  of  7th  treated  of  in  Chapter  XII. 
The  9th  should  be  prepared  as  well  as  the  7ih,  and  such  chords  of  9th  should  receive  upon  a  chord  whose 

root  is  a  4th  above  their  own,  e.g.  '•  — 

i—  L-r- — t—  •— r — r~    r" 

B 
«  9 
7  7 

The  root  is  nU\ay«  omitted  in  the  inversions.     The  opportunities  of  using  such  chords  are  somewhat  rare, 
and  they  arc  merely  mentioned  here  for  the  sake  of  completeness. 



N.B. — To  save  space, the  remaining  three  inversions  are  not  given  :  the  student  should,  however,  find 
no  difficulty  in  supplying  them  for  himself.  He  should  carefully  notice  that  after  the  gth  resolves,  a  chord 

of  Super-tonic  7th  is  left,  which  must  resolve  in  ont  of  the  ways  specified  in  Chapter  XVL,  Sec  2. 

4.— The  rules  in  Chapter  XVI 77.,  Sees.  3  and  7,  and  the  note  to  Chapter  XVIU . 
Sec  5,  apply  equally  to  the  Super-tonic  gth  as  to  the  Dominant  9th. 

RESOLUTION    II. 

UPON  THE  3RD  OK  SAME  CHORD. 

5. — As  with  the  Dominant  gth,  the  3rd  of  the  chord  must  be  omitted  in  all  positions, 
otherwise  the  major  3rd  of  the  Super-tonic  root  will  be  doubled  when  the  gth  resolves 
(see  Chapter  XIV.^  Sec.  8).  The  first  inversion  is,  therefore,  unavailable. 

6. — The  rules  in  Chapter  XVIII.,  Sees.  9  and  to  apply  equally  here. 
X  Original  position. 

r 
s="S 

9    |3 

7  - 

r  r ^B 

22: i 

Second  inversion — major  9th. 

6      l|7 

4         3 

7. — As  with  resolution  I.,  as  soon  as  the  gth  resolves,  one  of  the  positions  of  the 
Super-tonic  yth  is  left,  which  should  be  treated  as  already  specified. 



RESOLUTION    IIL 

UPON  A  NOTE  OF  ANOTHER  CHORD. 

8. — In  this  case  the  root  is  omitted  from  the  chord  in  all  its  inversions :  the   500 
being  usually  omitted  in  the  original  position. 

9- — The  9th  in  the  chord  should  not  (except  in  the  one  instance  mentioned  in 
Chapter  XVIII.,  Sec.  10)  move  more  than  a  2nd,  and  it  will  often  remain  to  be  a 
note  of  the  next  chord. 

y  Original  position.  v 

J    J-J    J 
^r 

r      r 

i i 
9 
7      07 

*     c 
9        6 

4 
First  inversion. 

&£ 
FF 

J. 

J 
Ac 

6       7    tj4       6 

4       i      * q 

5q  4 

5       4 

THE  TONIC  9TH. 

10. — Both  forms  (major  and  minor)  of  the  Tonic  9th  may  be  used  alike  in  major  or 

minor  key ;  but  the  Tonic  major  9th  is  rare  in  the  minor  key.  The  minor  9th*  in  each 

case  is  a  chromatic  note ;  e.g.  : — 

the  major  9th  being  diatonic  :  e.g. : — 

1 

*  The  student  will  now  see  the  reason  for  taking  the  minor  2nd  of  the  scale,  and  not  the  augmented  ist. 
pan  of  the  true  harmonic  chromatic  scale. 
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ii. — The  rules  for  the  treatment  of  the  Tonic  9th  are  identical  with  those  of  the 

Super-tonic  9th,  with  the  difference  that  in  Resolutions  I.  and  II.,  after  the  resolution  of 

the  9th,  a  Tonic  "jth  and  not  a  Super-tonic  7th  of  course  remains,  which  must  resolve 
according  to  the  rules  in  Chapter  XVII.,  Sec.  2  ;  and  that  in  Resolution  III.,  the  entire 

harmony  proceeds  at  once  either  to  a  Dominant  discord,  or  to  a  Super-tonic  discord.* 

12. — The  9th  never  moves  more  than  a  and  and  often  remains  to  be  a  note  of  the 
succeeding  chord. 

13. — The  following  examples  will  shew  some  of  the  more  frequent  uses  of  the  chord 
of  Tonic  9th. 

6        >7      BJ         6 

/IJEiK.4.     M     H               / 

y^tj  jJ-J  J     U 
, 

(gK-h   fr     •'      J     J     J     n     H 
fr^-4f^-^

=a= i    i    i    J:        * 

,.,:f  f    f    f    f  I    ̂     | Uu"*  r  r  i 
fl   Es   6 P3      t) 

1 

—  "  —  II 

•  r 

Fvi^^HHB 

i_JL_i_i 
r-9  —  ̂      1  —  i  KJ        r— 

^-4.        1 

o  3  t)6       6 
3 

^        »! 
fe"t""a1^iTj'  jtirl  g^—  H 
Iffi  »  —  S_J  —  J  —  ̂ 3  —  ta8  —  3«*_L_  g_*  —  u 

GENERAL  DIRECTIONS. 

14. — As  the  root  is  so  frequently  omitted  from  the  inversions  of  chords  of  the  9th, 

*  The  3rd  of  the  chord  of  Tonic  9th  may  in  like  manner  with  that  of  the  Dominant  and  Super-tonic 
9th,  never  be  doubled.     (Chapter  XVII.,  Sec.  2.) 



8o 

it  will  be  well  for  the  student  to  write  the  root  of  each  of  such  chords  upon  an  additional 

staff,  below  the  bass-notes  of  all  his  exercises,  e.g.  :  — 

n 
ftF=a=\ 

[    ^      ̂  

^  —  K= —$r*     E 
—  «  —  H 

• 
^ 
»> 

Tf 

\L^ 

L  i 
A     jJ 

-     H —  5—  H 

s 

1 
—-  — 

—  •    

This  will  ensure  a  clear  idea  of  the  nature  and  origin  of  the  chords. 

15. —  As  an  aid  to  discovering  the  root  of  an  inversion  of  a  chord  of  the  Qth  when 

such  is  not  present  in  the  chord,  the  following  hints  will  be  of  great  service : — 

(i.)  The  presence  of  the  augmented  4(0  from  the  key-note  always  indicates  the 

Super-tonic  root. 

(ii.)  The  presence  of  the  Leading-note  indicates  the  Dominant  root. 

(iii.)  The  presence  of  the  minor  yth  from  the  key-note  indicates  the  Tonic  root. 

Of  course,  before  the  above  tests  can  be  applied,  the  student  must  carefully  notice  in 

what  key  the  music  is  at  the  particular  time. 

fe 

EXERCISES  ON  SUPER-TONIC  AND  TONIC  NINTHS. 

Gavotte.    Allegro  eon  ipiritt. 

J 

1. ^^ 

7    6 

5— 

. 6    5-7 
4 
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tvliu 
.ro  J 

$6^      7P6  .6 

5   4 

3— 

fcj5*6   6  b7    t|6  6hS7 
4—         R5       4          75  l|3-       3 —  P3 

2.  Kffl 

"-         TT-          *4  6 
4         4       $2 *          3 4          »       S 

r  T  r  i  r   i   '  ni  i  .1 664 

4          5          « 

Hymn-luce. 
5 

3. ^ 

k 

P3 

6  4  6  5°J6         6  7          6  7 

i 
4  6  P7 
a  5 

6      9 

4      7- The  7th  (D)  must  here  rise,  on  account  of  the  accented  passing-note  in  the  treble  of  next  chord 



CHAPTER    XX. 

CHORDS   OF   THE    NINTH— Continued. 

EXPEDIENT  FALSE  NOTATION. 

i.— When  the  minor  9th,  more  especially  in  a  chord  of  Super-tonic  or  Tonic  pth, 

resolves  upwards  by  step  of  a  semitone,  it  is  frequently  written  as  an  augmented  8th  from 

the  root  This  is  called  "expedient  false  notation,"  and  is  used  for  the  purpose  of  lessening 
the  number  of  accidentals,  e.g.  : — 

True  notation. 

ROOTS. 

Expedient  false  notation. 

True  notation. Expedient  false  notation. 

a. — Such  false  notation,  however  convenient  to  the  reader  of  music,  is  certainly 

puzzling  at  first  to  those  who  may  be  trying  to  analyse  any  particular  chord.  The 

student  must,  therefore,  carefully  ascertain  by  the  context  in  what  key  the  chord  in  question 

is,  and  then  compare  the  notation  of  the  chord  with  the  true  notation  of  the  chromatic  scale 

of  that  key.  Any  note  that  differs  from  this  constitutes  a  case  of  expedient  false  notation. 

When  once  the  true  notation  has  thus  been  arrived  at,  no  difficulty  will  be  experienced  if 

the  hints  in  Chapter  XIX.,  Sec.  1 5  are  observed. 

N.B. — It  will  be  useful  to  remember  that,  if  an  inverted  chord  of  the  gth  resolves  upon  a  direct  or 
inverted  common  cktrd,  that  common  chord  will,  almost  without  exception,  be  the  Tonic  of  the  key. 



(    83    ) 

EXERCISES  ON  CHORDS  OF  THE  NINTH— CW™*/. 

EXPEDIENT  FALSE  NOTATION.* 
Double  Chant. 

•'   f  I  J   -M      • 
6          56 

^ 
fri 6             '7 

=3= 
6 
5 

=£= 
6 

Ns= 

d    j. 

6 

4= 

4 

=2= 

=1 

Gavotte.     Allegro. 

* r  NiJK    rr 
t)7     |6      B7  46    H7       6    656          6     6—  6  t|7 

4  4533  4—  65 

3  3    |3  3- 

1    7 

Us 

6x6 

S    45 

US 

H3 

3    3 
46     4— 

r-ferTiTr  JiJi  J  J  r  J 
tf    b7ft6   h?        6—  t6   *6        6    8  7      93 

m 

8 

6          6- 

65* 

Hymn -tone. 

7    >     IJ7  *6   &7        6—  46   |6        6    8  7      93 
4  4533  5        4    |-      7— 3  3  $3 

f        04  66665 

5       4 
•N.B.—  The  student  should  write  the  root  of  each  chord  on  a  third  ctaff. 
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CHAPTER    XXI. 

THE  CHORD  OF  THE  DOMINANT  ELEVENTH. 

i. — The  interval  of  i  ith  from  the  root  may  be  added  to  the  fundamental  chords  of  the 

7th  or  pth  of  the  Dominant,  Super-tonic  or  Tonic  of  major  or  minor  key. 

a. — The  compute  chord  of  Dominant  i  tth  contains,  as  will  be  seen  by  the  succeeding 

example,  six  notes  : — 

In  C  minor. In  C  major. 

(frfc 

therefore,  in  four-part  harmony,  two  of  these  notes  will  have  to  be  omitted.    The  note 

upon  which  the  nth  resolves  should  not  be  sounded  at  the  same  time  as  the  nth. 

3. — The  nth  in  the  chord  of  Dominant  nth  may  resolve  in  three  ways  : — 

(i.)  Upon  the  trd  of  its  own  roof) 
>The  rest  of  the  chord  remaining.* 

(ii.)  Upon  the  5th  of  its  own  rootJ 

(iii.)  Upon  a  note  of  some  other  chord. 

4. — The  9th  may  be  omitted  from  the  chord,  or  may  accompany  the  i  itb. 

RESOLUTION    I. 

UPON    THE    3RD    OF    SAME    CHORD. 

5. — In  this  case  the  jrd  is  omitted  in  all  positions  of  the  chord:  the  first  inversion  will, 
therefore,  be  unavailable. 

Original  position.  Second  inyersion. 

*     "-J 
3t 

-&- 
-Gt- 

II  3 

9  8 

7  - 

7  6 

4  - 

3  - 

(^)S       4 

3  - 

*  Set  foot-note  to  Chapter  XVI1L,  Sec.  4. 
t  The  nth  is  frequently  figured  4  instead  of  II. 



Third  inversion. 

6  - 5      4 

Last  Inversion. 

Fourth  inversion. 

6   

4   

3       3 

i 

6. — The  above  examples  shew  the  i  ith  without,  and  also  with,  the  gth.     When  the 
9th  K  included,  the  rules  for  its  treatment  hitherto  specified  must  be  observed. 

RESOLUTION    II. 

UPON   THE   5TH   OF   SAME   CHORD. 

7« — In  this  case  the  jth  is  always  omitted  (except  in  one  instance  mentioned  below), 
and  as  the  9th  almost  invariably  accompanies  the  nth,  resolving  to  the  3rd  of  the  chord 
at  the  same  time  as  the  nth  resolves  to  the  5th,  the  3rd  will  be  omitted  also.  Hence  the 

only  notes  generally  present  are  the  root,  yth,  gth,  and  nth. 

The  following  examples  will  make  this  clear  : — 

Original  position. Third  inversion. 

^  (3  »       J--J     i 

—  »     1 

j  0  fi.  -f3 ^^ 

   1 

^Z  2 »        5 

9        3 

C2ZZ  ., 

1s*"       P* 

-s- 

—  H— 

1 

5 
3 

6           6 
4 

The  student  can  supply  the  fourth  and  last  inversions  himself. 



8. — The  instance  alluded  to  in  Sec.  7,  in  which  it  is  possible  to  include  the  5th  when 

the  i  ith  resolves  in  this  way,  occurs  when  the  chord  is  in  the  second  inversion,  the  5th 

(in  the  bass)  moving  to  the  root  of  the  chord  at  the  same  time  as  the  nth  resolves  to  the 

5th,  e.f. :— 

• 

7       '5 
S        3 

i 

i 

RESOLUTION    IIL 

UPON  A  NOTE  or  SOME  OTHER  CHORD. 

9.  —  When  a  Dominant  nth  resolves  directly  upon  a  chord  derived  from  a  different 
root,  that  chord  is  usually  either  :  (i.)  The  common  chord  of  the  Tonic; 

or,  (ii.)  A  Super-tonic  chromatic  discord. 

10.  —  In  this  case  the  root  is  included  in  the  original  position  only:  the 
omitted,  and  the  chord  usually  consists  of  5th,  yth,  pth,  and  nth. 

ii. — The  following  examples  will  shew  the  chord  of  nth  resolved  upon  one  or 
other  of  the  harmonies  mentioned  above  (Sec.  9).  It  should  be  observed  that  the  nth 
remains  to  be  a  note  of  the  succeeding  chord. 

Original  position. Second  inversion. 

i 1 
'-S          L   EJ     ""

" 

—  «     11 Jr  gru.rj 

Cf 

—  «     H 

,. ^ >g        <fr%    
—  a  —  H 

<*). 

p^(T  ' -f     M— 

—  5  —  H 

I 
(b)9 

7 

^  r  ! —  1     1    
6           7 

4 

Here  note  exceptions  to  the  rales  in  Cka.pt fr   111*  Sees.  1$  and  i& 



Third  ioTersion. w 

6       6        6      [7  •       6fr7 6 

3  fr3     ft 3 

The  student  should  supply  the  remaining  fourth  and  fifth  inversions  himself. 

12. — An  important  point  to  be  noticed  is  that  when  the  root  and  3rd  are  both  absent 
from  a  chord  of  nth,  the  yth  and  9th  are  no  longer  discords,  and  are  perfectly  free  in 
their  progression.  Instances  of  such  free  treatment  in  the  case  of  the  yth  of  the  chord 

will  be  found  in  examples  (c)  and  (e)  in  Sec.  n.  It  will  be  seen  that  in  example  (f)  the 

7th  rises  a  whole  tone  instead  of  falling  to  the  jrd  of  the  Tonic  chord ;  and  that  in 
example  (e)  it  leaps  a  4th  down  to  the  root  of  the  Tonic. 

13. — When  the  root  and  3rd  of  a  chord  of  Dominant  nth  are  absent,  and  the 
chord  consists  merely  of  5th,  7th,  gth  and  nth,  it  is  identical  with  the  secondary  chord 

of  7th  upon  the  Super-tonic.  * 

14. — The  chord  of  Dominant  9th  and  nth  in  its  third  inversion  is  very  often 

spoken  of  as  the  " chord  of  the  added  6th."  (Vide  Chapter  XIL,  Sec.  10.) 

15. — All  the  examples  of  chords  of  nth  given  in  this  chapter  may  be  taken  in  the 
minor  form  of  the  key ;  the  9th,  however,  always  being  a  minor  9th,  except  occasionally 

when  it  resolves  upon  the  3rd  from  its  own  root  (vide  Chapter  XVIII.,  Sec.  10). 

PROGRESSION  OF  PARTS. 

1 6. — When  the  5th  is  included  in  a  chord  of  nth,  and  the  nth  remains  to  be 
a  note  of  the  following  chord,  the  5th  must  not  proceed  to  that  note,  otherwise  there 

will  be  oblique  motion  from  a  7th,  or  gth,  to  an  8th,  or  from  a  2nd  to  an  unison. 
(Chapter  IX.,  Sec.  5.) Bad. 

• 
W=P 

b m Bad. 

•r        \ 

A 
-«9- 

—  H 

P        g7j          ff'     || •^  —  E     1     B 

•  Compare  example  (J)  in  See.  II  with  example  («)  in  Chapter  XII.,  Sec.  J  ;  and  example*  (e),  (d) 
and  (e)  in  Sec.  1 1  with  example  (4)  in  Chapter  XII. ,  Sec.  7. 
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EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  ELEVENTH. 

RESOLUTIONS  I  AND  II. 

AlUgrt 
(to 

~~l     1  —  t" I    i      /J    Jl 

[J    J    J 

4- 

r-,     j-. 

i.  - (W:  4  p 

3  —  J—  J- 
L                         J 

—  0—  *  —  p  —  £  —  *— r  r  r 

0  — 

V 

n      3              6 

7    

8        6 

3          3 

_!     1     1     1 
6        76 

5  4 

'4    s 

nA  J  -1  J^"J  i  J 
-J- 

=ib 

|,J    1     J 

" J*3  j    j  —       i 

^        -  r 
F^ =p= =P= 

—  f- 

_     •  —  •  — 

-h"     F— 

«9      •     0— 

•  —  P1  —  *     F  — 

656              6 

i 
7 

-?     1— 

^7 

•  —  r  —  T  —  '     '  — 
6       ft 

&  >  j  .    r*-  d 
W>  r      J    «     J    

-7—  <     Q     *    

ft>)!  —     P  — 

=i= 

=F= N=^ ^ ̂  

i   j  *    * 

^ ̂  

€ 

=f= 

h*^
 

=^= 

j  i 

r    r    r  1 
333 

566 3   4 

3         3 

^=F=^ 
^ 

^^1 
^ 

^=^ r— r 
ft    6  S 

6  76  ii  5 

454  n 

Double  Chant. 
3 

2. 

r   r  l  f '  i 
5  4 

3  * 76 

7          5 
5          3 



3. 
6 

4   

3      3 
333 

P7 

5 6      7  — 

6— 

3    3 

r  i  J  r  j   J  i  i'    r   r  i  .J  .  i 77  6  ft    «•    II       Da 9  8     II       03 

676      7   

4   

r  r J  Jif 
6466 

5        2 

6687 

U  I  r1  fT  r  T  I  r 
^ F? ^ 

3         33 
3         3 

Minuet. 

RESOLUTIONS  I,  II  AND  III. 

.^  tr 

4.  4 

Sequence. 

S—  4   3  3   4 

4321    2   

(\£  J  —  i    J  1 i  —  I  —  * 
m  —  ~~n 9 —  J  —  - 1 

(Continue  melody  on  same  plan.) 

*                       £•*"               _ 

c     5  5 —  '  —  f  —  p~~r  —  tt  —  r  —  '  —  F— 7—                 1                      '-^6                     6          5    6 
453       8            6                                          54       4— 

3        3         5                                         *          3— 

•  r '  r  y  r '    r  r '  r  r  f    l?7  '77777 

7        S 

5        3 



r  r 
nr  nr 

6—696 

5   4     PS 

3  * (Here  bring  back  opening  Jour  bars 
m 

^ 
4   T 

i  6  7—6— 4334 

a  i  a — 

Mr  r  r  \*-F-m 
1 E^f 

6        6 

* 
'    •    ' 

S        4   3 

4    7   

4      5 

Hymn-tun*. 
3 

ar  i  r  r  ,1  ji.j 
6       7       6     <4        6       9 

5       4       a  7 

7— 

3  3 
4       6      6 
I      4    US 

^^3 ^ 
r  i^  ̂   r-  F 

6— 

=^ 
J  IN 

^ 
6  766         6          4|3 6  64687 

5  3        4        t- 

Double  Chant 
3 

6. j  .jirH  i  •  i 
«» 

6  7 

4  I 
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CHAPTER   XXII 

THE  CHORDS  OF  THE  SUPER-TONIC  AND  TONIC  ELEVENTH. 

i. — The  complete  chords  of  Super-tonic  and  Tonic  nth  would  appear  as  follows  .- 

^Super-tonic  nth.  ^     Tome  nth. 

(In  C  major.) 
Hfc 

but,  as  with  the  Dominant  nth,  certain  notes  are  nearly  always  omitted.   These  omissions 

are  exactly  the  same  as  in  the  case  of  the  Dominant  nth. 

2. — The  chords  of  Super-tonic  and  Tonic  nth  are  very  much  more  rare  than  that  of 
the  Dominant,  and  are  scarcely  ever  found  with  the  root  present  in  the  chord. 

3- — One  or  two  examples  will  suffice  : — 
.»  I  ^» 

(*) 
r   'T  T J.    J 

(*)    ' 

iEfc ^^ 
6     p 

4 
3 

^ 
^^ 

6 

li 

At  (<z)  will  be  seen  the  Super-tonic  nth  in  the  key  of  C  minor,  in  its  fourth  inversion 

(i.e.,  with  the  gth  in  the  bass),  resolving  upon  the  second  inversion  of  the  Dominant  7th. 
Observe  that  the  7th  in  the  chord  of  nth  is  free  in  its  progression.  (  Vide  Chapter  XXI., 
Sec.  12.) 

At  (£)  we  find  the  third  inversion  of  the  Tonic  nth  in  the  key  of  C  major,  resolving 
upon  the  first  inversion  of  the  Dominant  7th. 

The  chord  of  nth  would  in  this  instance  usually  be  written  thus  :— 

X,    _, 

to  avoid  the  contradiction  of  the  accidentals.     This  would  constitute  another  instance  of 

expedient  false  notation.     (  Vide  Chapter  XX.) 



EXERCISES  ON  SUPER-TONIC  AND  TONIC  ELEVENTHS. 

^3 
1. 

«       7 

ii 

3      3 

Jr  >    •  «  J  »     ?  — 

[•   "       ~   *-?-?- 
J  ,  J  ̂   — 

—  i  —  (-- ^ 

^f     r  — 

•                        *            r  'i            m 

(Continue  melody  on 

m    fa       JL^*             the  same  pattern.) -p  —  f  —  i  —  i  -  f    
6                   4 
4                       3 
3 

-J     E  — 
6 96? 

   L     6    : 

(kyT^ 
!—  P  — 

   i     j  — 
   J    

•       1        J 
   d     f^     fi 

^          6    
   1    
• 

   J     1     «— 
6                6 

S 

S3 

—  f     ^^    6                 ii 
9 

7    

   *     1     11 

J 

Double  Chant 

2. —  I     H 
i     j     r  — 

—  <g 

l;>  .. 
=3     ci_ 

6            4 

S           3 

6 6 6            4 

u5           3 

r-J     P-f- 

6     S 

4    3 

H       U5 

r 

*  Do  not  harmonize  these  two  notes. 

See  example  (A)  in  Chapter  XXII.,  and  remarks  thereon. 
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CHAPTER  XXIII. 

THE  CHORD  OF  THE  DOMINANT  THIRTEENTH. 

i. — The  interval  of  i3th  from  the  root  may  be  added  to  the  fundamental  chords  of 

the  yth,  gth  or  t  ith  of  the  Dominant,  Super-tonic  and  Tonic  roots  of  major  or  minor  key. 

2.  —  The  complete  chord  of  the  Dominant  ijth  contains  seven  notes:  — 

c  »bo,.  u  c  .*, 

and,  as  will  be  seen  by  the  above  examples,  the  i3th  in  a  major  key  maybe  either  a  major 
ijth  or  a  minor  ijth.     In  a  minor  key  the  1  3th  should  be  a  minor 

3.  —  In  four-part  harmony  three,  at  least,  of  the  seven  notes  of  the  above  chord  are 
necessarily  omitted,  and  as  with  the  chords  of  the  gih  and  nth,  the  note  upon  which  the 
1  3th  resolves  should  not  be  sounded  at  the  same  time  as  the  i3th. 

4.  —  It  will  be  readily  understood  that  the  possible  combinations  of  the  notes  of  the 
chord  in  Sec.  a  are  almost  endless,  and  that  fresh  varieties  of  the  chord  of  i3th  are 

constantly  being  employed  by  modern  composers.     It  will  thus  be  feasible  merely  to 

indicate  some  of  the  more  frequent  uses  of  the  chord,  and  to  give  some  general  principles 
for  its  treatment,  leaving  the  student  to  find  other  examples  for  himself  in  the  works  of 
good  composers. 

5. — The  1 3th  in  a  chord  of  Dominant  i3th  usually  resolves  in  one  of  three  ways : — 

(i.)  Upon  the  5th  of  its  own  roon 
(ii.)  Upon  the  yth  of  its  own  root/ 
(iii.)  Upon  a  note  of  some  other  chord. 

(i.)  Upon  the  sth  of  its  own  roon  , 
hhe  rest  of  the  chord  remaining."1 (H.)  Upon  the  yth  of  its  own  roou 

RESOLUTION   I. 

UPON   THE    5TH   OF  SAME   CHORD. 

6. — In  this  case  the  5th  is  omitted  in  all  positions  of  the  chord,  and  the  i3th  should 
not,  except  under  very  exceptional  circumstances,  be  sounded  below  the  yth. 

*  See  foot-note  to  Chapter  XVIII.t  Sec.  4. 
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7- — Perhaps  the  most  common  form  of  this  resolution  is  that  found  when  the  ijth  ii 
accompanied  merely  by  the  root,  jrd  and  ;th. 

Original  position.  First  inversion. Third  inversion. Last  inversion. 
-.  (Vide 

8 

g> 

13     S 

4      3 

2 

8. — Very  often  the  7th  is  temporarily  omitted,  and  the  root  doubled  ;  the  ?th  appear- 
ing at  the  same  time  that  the  ijth  resolves  : — 

[P
 

• 
-* — »- 

u 4      3 8   
6      6 

3   

9. — The  9th  (major  or  minor)  may  be  combined  with  the  ijth. 

,Fj  .       .. , J~J  .  nlLh  u  .rJ 
it 

13     S 
9     3 
*"—— 

7      6 3      4 

2   

&5ZI 

3       3 

^^ 

JSL 

^7    6- 

5  - 

4  —  3 

7  - 

5  - 

4  3 

NOTE. — The  student  will  observe  that  the  9th  and  1 3th  cannot  both  resolve  at  the  tarn*  time  in 

similar  motion,  as  consecutive  Sths  would  be  produced. 

41  The  1 3th  is  frequently  figured  6  instead  of  13. 
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io  — The  i  ith  may  be  taken  with  the  ijth : — 

£ 13 

6 

t?4 

i 

ii. — The  pth,  nth,  and  i3th  may  all  occur  together,  in  which  case  the  chord 
usually  appears  in  the  third  inversion  (without  the  root) : — 

f    V  n 
«s    & 

-"•-  an «•-» 

y~8
~ 

feH ^•^  \| =c=i ZC2  .  .. 

=
«
 

7         7 

N.B. — The  7th,  9th,  and  nth  are  here  free  in  their  progression,  since  the  root,  3rd  and  5 tb  of  the 
chord  are  absent.  (Vide  Chapter  XXL%  Sec.  12.) 

12. — In  a  major  key,  whenever  the  i3th  resolves  upon  the  5th  of  its  own  root,  it 
must  be  a  major  i3th,  as  the  minor  i3th  in  this  case  cannot  be  used  without  causing 

"  false  relation" : —  r-<  I  j 

RESOLUTION  II. 

UPON   THE    7TH   OF   SAME   CHORD. 

13. — Here  the  Jth  must  be  omitted  in  all  positions.  The  i3th  may  be  accompanied 
by  the  notes  of  the  Dominant  common  chord  (with  or  without  the  5th),  or  it  may  be 
combined  with  the  9th,  or  with  the  9th  and  nth  together. 

^E 
4  5 

With  9th. 
--- 

6   3 
With  9th  and  nth. 



(    96    ) 

RESOLUTION     III. 

UPON  A  NOTE  OF  SOME  OTHER  CHORD  (USUALLY  THE  CHORD  OF  THE  TONIC.) 

14. — In  this  case  the  minor  i3th  may — 
(L)  Rise  a  semitone  ; 

(il)  Fall  a  minor  3rd  ; 
(iii.)  Remain  to  be  a  note  of  the  following  chord. 

The  major  i3th  may — 
(i.)  Fall  a  major  3rd  ; 
(ii.)  Remain  to  be  a  note  of  the  following  chord 

15. — The  following  examples  will  show  some  of  the  possible  varieties  of  this  resolution. 

(A.)  13th  accompanied  by  root  and  3rd 

3 

(B.) 

13 

3 

5? 

5       6        13 
3  3 

accompanied  by  root,  3rd  and  7th. 

(c.)  I 3th  accompanied  by  root  or  3rd,  fth  and  gth* 

I 
(7)7 

5 
4 

tJ3 

*  In  five  or  more  parts,  the  1 3th  may  bo  accompanied  by  both  root  and  3rd,  7th,  and  Qth,  thai : — 

8 
7 
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<D.)  /jM  accompanied  by  ftk,  pM,  and  //M, 

1  '  g> Q    f  — P   a» 

I 
767 

4 
77        67 

4 
7  6 

rl ^W 

7  6 4 

In  this  form  the  chord  is  identical  with  the  secondary  chord  of  7th  on  the  Sub 
dominant. 

1 6. — When,  in  a  major  key,  the  minor  i3th  of  the  Dominant  rises  a  chromatic 
semitone  to  its  resolution,  it  is  most  frequently  written  as  an  augmented  5th  from  the  root, 

to  avoid  the  contradiction  of  the  accidental,  e.g.  : — 
True  notation.  Expedient  false  notation. 

ii 

1 
17.  —Occasionally  the  following  exceptional  resolutions  of  the  i3th  are  met  with  : — 

JTl  -i   ..    n        r.gt».  ,J      J>  .' i 
A 

£ 

r 

g 

PROGRESSION  OF  PARTS. 

1 8. — If  the  1 3th  is  accompanied  by  the  7th,  it  cannot  resolve  by  remaining  to  be  a 

note  of  the  following  chord,  as  oblique  motion  from  a  7th  to  an  8th  would  result,  e.g.  -.— 
Bad.  Good. 

<ar—  ̂  

=^^ 

if     — 

£i.' ^s     
"    

J 
*"-*            II 



EXERCISES  ON  THE  CHORD  OF  THE  DOMINANT  THIRTEENTH 

RESOLUTIONS  I  AND  II. 

Bourrec.     A AUtgn. 

1. 
£ 

Mr     rr'T'CE 
13    5 

7   

333 

6      5 

4      3 

(Continue  melody 
on  same  pattern.) 

;  r . r  r  i  (s •     !  *        *       7 
r   i  r  r  r 

1= 

6766 
•r-    fc— 

^ 
£ r          r 

4    5 
•<   

766 

m r    r  i  r    r  r  r 
-  4  6        UF-  HP^         « 
6          a 

3      3 
5  4 

13  5 

9  3 

7— 

Double  Chant 

^^ ^^ 3b 
g 

Hi 3 

66 
tj6—        6         '7  ty 

u 

t|4 
3 

6  7 

Here  return  to  opening  phrase  of  melody  slightly  modified. 
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(WOij.  H    

— 

"     r~~ 
i     \—    r  —  ̂F~~ 

k                 r 

—  1 

7 
5 

,     [    665 

4                  4- 

:     f     ̂      •     *     «- 6                     77                        6 

1  •  i 

i=i 
r  Ijr     f-l 

T"    *s- "    *3 

9      8*7 

3          3 4     3 

fe S i 3 
7     « 

7 

«f 

6        q7          9     8         6 

6    13     5 

493 

7   

RESOLUTIONS  I,  II  AND 

Srf^    r  j  "ji 
[    j.-j       J

     i 

i  J""J.   Jsi i  Q   j  i 
5     J,J  J 

—  "  —  j— 
1                   •    j 

-f     r— Q~-*  r  r  r 4          6 
3 4=^ 

4    

—  ̂ -     P     1 

j?7          9    g 

S    

4     3 

-J     p_ 
4    i     fi 

4 
3 

/'r-^     j       p*| ™ —  *     J~~l 
—  f    

-H     1 
rJ      * 

'     J       "J              1 

-«LJ  —  1 

r*  •  — ^^=^= 9 

h 
^ 

So         I 
A 

07                     13 
1  *          : 4      3  to 

^—  I        J j          J 
J           I           I r-          [                 -[                              n 

rev    •         ~" 

—  J     J       frj 

'                 *                      J 

n-j    - 
•ft^j  —  &     F  — 

   r— 
—  f     »     =— 

i  —  x     ^        a    ) 

-2«-i  —  |     :     j  — 
6                  7 

—  i     -1  — 
5         jti 

4             2 

r   r   r 
6         6       »76 

'6643 

5 

fe      5 
4        1 

"         3- 

7   

The  1 3th  is  here  frequently  written  as  an  augmented  5th  from  the  root     ( Vtdt  Sec.  16  above. ) 



Allegntt* 
3 

c  r  HJ     ,  , 5. ,  , 
4        6  -     7         6  ^6        \ 
la  5  4        I 

7        13 
7 

6        6        13 

5        7 

pr  e  i  r  t 
7        13 7 

Hymn  tune. 
3 

6. 

f^=r* 
«     «   ts 

76676 
-  4 

J  '"  r  ii  J  i  j  J 

^    t 

|6          6          7          4 

4  fl« 

6         766 

4— 

a  — 

1= 

4  — 



CHAPTER    XXIV. 

THE  CHORDS  OF  SUPER-TONIC  AND  TONIC  THIRTEENTH. 

i.—  The  complete  chords  of  Super-tonic  and  Tonic  i3th  would  appear  as  follows  :- 

Super-tonic  ijth.  Tonic  ijth. 

(  ID  key  of  C.  ) 

but,  just  as  in  the  case  of  the  Dominant  1 3th,  it  is  seldom  that  more  than  four  of  these 

notes  appear  together. 

s. — The  chords  of  Super-tonic  and  Tonic  i3th  occur  very  rarely,  so  that  it  will 
merely  be  necessary  to  give  one  or  two  examples  of  each. 

sfei 
i 

J-  .    J. 

m 

«- 
$ 

At  (a)  will  be  seen  an  example  of  the  fourth  inversion  of  the  chord  of  Super-tonic  minor 

9th  and  major  i3th,  the  i3th  resolving  on  to  the  5th  of  its  own  root.      At  (/>)  is  shown  a 

chord  of  Super-tonic  minor  1 3th  accompanied  by  merely  root  and  3rd,  resolving  directly 
upon  the  Dominant  yth. 

X 
4 

?y , 9  3 

7— 

At  (/)  will  be  found  the  fourth  inversion  of  the  Tonic  minor  pth  and  major  1 3th,  the 

resolviug  on  to  the  5th  of  its  own  root     At  (d)  we  have  the  Tonic  minor  1 3th  resolving 

directly  upon  the  first  inversion  of  Super-tonic  minor  gth. 

5. — The  i3ths  in  examples  (b)  and  (</)  would,  usually,  be  written  respectively  A$ 
(not  fit?),  and  G$  (not  A!?),  to  save  accidentals. 
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EXERCISES  ON  SUPER-TONIC  AND  TONIC  THIRTEENTHS 

£ £ £ £ 
?7— —        H6  6—       6 
654  34 5      *       .5     4 

Doable  Chant 
6 

2ITO 
•     JN-^1 

r 6         7  J6 

PS   

3   Q7 

87 
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CHAPTER  XXV. 

THE  CHORD  OF  THE  AUGMENTED  SIXTH 

i. — The  chord  of  augmented  6th  is  most  often  formed  upon  the  minor  6th  of  major 
or  minor  key,  and,  as  its  name  implies,  contains  the  interval  of  augmented  6th  from  that 

note: — 

Key  C  major  b&= 
orC  minor.   |(tp         v  r2: 

2.— These  two  notes  are  usually  accompanied  in  one  of  three  ways  :— 

(i.)  With  a  major  jrd  from  the  bass-note  (which  3rd  maybe  doubled),  when  the 

chord  is  sometimes  called  the  "  Italian  6th." 

(ii.)  With  a  major  3rd  and  augmented  4th;  sometimes  called  the  "  French  6th* 

^^fl 

$6
 

4 
3 

(iii.)  With  a  major  jrd  and  perfect  5th ;  sometimes  called  the  "  German  6th.N 

!6
 

frs 

*  These  three  forms  of  the  chord  are  frequently  described  as  being  derived  from  two  roots,  the  upper 

notes,  F$,  C,  D,  Ej?,  being  respectively  the  3rd,  7th,  root,  and  minor  9th  of  the  Super-tonic,  and  the  bass 
note  being  the  minor  9th  of  the  Dominant,  thus : — 

ROOTS. 

£ 1 

This  explanation  of  the  origin  of  the  chord  is,  however,  decidedly  dubious. 
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3. — This  chord  of  augmented  6th  upon  the  minor  6th  of  the  scale  is  usually  resolved 

upon — 
(L)  The  Dominant  common  chord,  e.g. : — 

Bad. 

(ii.)  The  Tonic  common  chord,  e.g.  : — 

f] 
'I  J  I  .J j 

*r 

j. 

4. — It  should  be  carefully  observed  that  tht  notes  forming  tht  interval  of  augmented  6tk 
nt>t,  except  undtr  very  sptcial  circumstances ^  move  in  similar  motion^  and  that  in  the 

great  majority  of  rases  each  should  move  a  semitone  in  opposite  directions  (as  in  the 
above  examples). 

5. — Sometimes  this  chord  of  augmented  6th  is  resolved  upon  either  a  Dominant  or 
Super  tonic  disforJ,  in  which  case  the  notes  forming  the  augmented  6th  will  generally 

proceed  in  oblique  motion  to  one  another,  e.g. : — 

6.— Occasionally  the  chord  is  inverted,  e.g. : — 

WMhtrm-i ^ 

when  the  same  rules  of  progression  apply. 

N.B.     All  the  examples  given  of  the  attove  chord  of  augmented  6th  arc  equally  available  in  the  minor 
form  of  the  key. 

*  Consecutive 
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7- — The  chord  of  augmented  6th  is  much  more  rarely    met  with  on  the  minor  2nd 
of  the  key : — 

i—^       Italian.  French.  German.      * — i   H 

=fcft^^} 

L>  M  n 
6 
(3) 

(6) 

4 
3 (3) 

8:  — This  chord  usually  resolves  upon — 

(i.)  The  Tonic  common  chord,  e.g.  : — 

(ii.)  The  Sub-dominant  common  chord,  e.g.  : — 

(iii.)  A  Dominant  discord,  e.g.  :— 

9. — The  individual  notes  of  the  chord  follow  the  same  rules  of  progression  as  in  the 
case  of  the  augmented  6th  on  the  minor  6th  of  the  scale.  The  chord  is  more  rarely  used 
in  the  minor  form  of  the  key;  and  then  is  very  seldom  resolved  directly  upon  the  Tonic 
common  chord. 

10. — Other  forms  of  the  chords  described  in  this  chapter  are  occasionally  employed 
by  composers ;  but  the  student  should  have  no  difficulty  in  discovering  and  analysing 
these  for  himself. 

*  In  this  case  the  two  roots  of  the  chord  would  be  the  Tonic  and  the  Dominant,  e.g.  :— 

ROOTS. 

J  f. )  f 
H     ̂  

»  n 

P^
 

=4 

£,  however,  foot-note  on  page  103). 
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EXERCISES  ON  AUGMENTED  SIXTHS. 

1.  •< 

F^F 4 

3       PS 

"67          6 

3 

7 

?T  —
 

•U^J       ftj 

1  — 

rj  , —  1     1  — 
rl     {5»    

4 

( Continue  melody  o? 

—  ̂      •     • 

r  same  pattern.) 

^L_ 
6i« 

9     ̂     

1  '    r   r  1 
Lg...  fe  1 

7 
4            q 3             3 3             S 

13 

7 
4 
3 

Double  Chant. 
-^ 

9     RS ft*   i^-^ ^2: 
4PS 

3— 

TIP 
6  7  

~~f 

'lf   fr 

V  if^J 

3. 

6          6 

fe)4i^ 
>t  t   >  —  ̂   —  r— 

—  9     ̂      fc=— 
|                   \ 

   1       
rf  *     : 

£^»  —  H 

^S
 
T   ̂   —  ?!  —  P     f  —  J     ULJ     "^     1     1  —  E 8                      6                       7        46            6                   13      5 

3           3           S                                  44                     7    
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CHAPTER    XXVI 

UPON  THE  CHROMATIC  CONCORDS  NOT  ALREADY  TREATED  OF  IN 
CHAPTER  XIV. 

i.  — Besides  the  important  chromatic  concord  upon  the  Super-tonic  already  described, 
others  of  somewhat  less  frequent  occurrence  are  to  be  met  with  in  the  works  of  modern 
writers. 

2. — A  very  beautiful  one  is  to  be  found  upon  the  minor  2nd  of  either  major  or  minor 

key,  e.g.  :— 
r—1  Rare.  •— '  Rare. 

C  ̂ o, 

3. — It  will  be  noticed  that  both  root  and  5th  are  chromatic  notes  in  the  major  form 
of  the  key,  and  that  only  the  root  is  chromatic  in  the  minor  form  of  the  key. 

4. — This  chord  is  most  often  used  in  its  first  inversion,  when  it  is  generally  known 

as  the  "  Neapolitan  6th." 

It  is  most  commonly  succeeded  by  either  the  Dominant  ?th  or  the  common  chord  of 

the  Tonic,  e.g. : — 
i      X,  »      X, 

*£^&: ^ 

'  r  r'f  r'r 
S 

m 
^ £t     *t   A     -* 

xj 

T^r  >  P     7  .       .. 

5.— The  3rd  in  this  chord,  although  a  major  3rd  from  the  root,  may  be  freely 
doubled,  even  in  the  first  inversion.     (  Vid6  example*  above.) 
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6.  —  The  chromatic  chord  of  the  minor  and  may  be  followed  in  other  ways,  but  the 
above  are  by  far  the  most  usual 

7. — All  the  diatonic  triads  of  a  minor  key  that  contain  the  minor  6th  of  the  scale 
may  be  employed  as  chromatic  chords  in  the  major  form  of  tne  key,  e.g.  : — 

In  C  m.jo, 

Here  will  be  seen  the  triads  on  the  and,  4th  and  6th  of  C  minor  taken  chromatically  in 

C  major.     The  following  examples  will  shew  their  use : — 

(Minor  Common  Chord  on  Sub-dominant) 
X  Xi 

a r (d) 

^ v   r 

H   4^ 

(Diminished  Triad  on  Super  t 

pfr^j-j-j-^a  j_^. 

onic.) 

X 

£  fr     1    ,    

"—  —  ̂  

t"     
^ 

tMt-f-  r   p 
J.  J  J 

<£H-H     f    

TT 
p.   I

I 

J.      w  • 

M;4rJ      » 

P-
 

^
 

-^~* 

i              1 -i     1—  - K?f'      ̂      J 

"       " 

^ 

^1 
(Major  Common  Chord  on  Minor  6th.) 

SI 

r- 

H 

8. — The  following  tables  will  indicate  at  a  glance  the  chromatic  concords  available 
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b  both  the  major  and  minor  forms  of  the  key  of  C.     The  student  should  tran&poce 
these  tables  into  other  keys.     (See  Supplement,  pages  161  and  162.) 

The  chromatic  chords  are  printed  as  crotchets  ;  the  diatonic  chords  as  minims. 

C  minor. 

C  major. 

1  II  '4  II  jj 

9. — Suspensions  and  prepared  yths  are  sometimes  added  to  chromatic  triads,  when 

the  discords  are  treated  in  the  same  manner  as  in  the  case  of  diatonic  chords,  e.g.  :  — 

(i.)  Suspended  9th  added  to  chromatic  minor  common  chord  on  Sub-dominant 

-T^n      i    lr^ 

y — 

(it)  Suspended  4th  added  to  chromatic  major  common  chord  on  Super-tonic. 

4     *3 

(UL)  Chord  of  prepared  yth  formed  upon  chromatic  chord  of  minor  2nd. 
i  Xi  i 

\/L    2      "      \ \   A     j   1 
t—ri     M 

• 

J. 

f     f 

^=
fl
 

—  H 

'Jfl   f 

C  ff 
—  a  —  H 

NOTE.— A  chord  which  nee<ls  an  accidental,  and  yet  which  has  not  the  effect  of  a  chromatic  chord, 
neither  makes  a  modulation,  is  t«  be  met  with  in  the  music  of  older  writers  especially.  It  is  found  when 
the  final  chord  of  a  movement  in  a  minor  key  consists  of  the  major  common  chord  of  the  Tonic  instead  of 
the  minor  one,  a  practice  that  formerly  used  to  be  almost  universal,  e.g.  : — 

p 

^ 

f*
 

The  major  3rd  in  such  a  chord  was  called,  for  some  unexplained  reason,  the  "  Tierce  de  Picardie,    or 
"Picardy  3rd  " 
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EXERCISES    UPON   FURTHER    CHROMATIC   CONCORDS. 

ss 
sfe 

p 
1. 

frf^=n  —  i  —  ±^ ̂   —  j  —  i- I  —  i     1 I     1     T     -J-l J        J    | 

$  —  d  —  •*  —  ~ 
'  —  2     •     J  — 

if-   r  i 
?r  r  *r Lfj  —  i   *r  ' 

L^_J  —  1 

—  1     r-!    
6 

46 6          6 

/rjHf  —  J  —  -pi 
—  l~"'i —  i  — 

—  i  —  I  —  J'T^J  —  I  —  n 
   r- 

—  t— 
•f£ *     J 

-J- ̂ J  —  ̂   —  ̂ ~ -=  —  •  —  *— 
-J- 

v  I     ..     p  —  L  p.  — 
73          <          6        5 

b       4     3 
r  1  r  r  r  ',fj«  —  fr  '  i" 
J    6   J      b69i-f     ;    ; 

r  1  ' 

7           | 

Hymn-tune. 
3 

2. fto;  4-  r • 
—f— 

—  i— 

—  r 

   1        E   i 

=iR 

• 

^=f= 

?r  r  i 

1      1          Tl 
M>4  1  — 

^                          6 
5 

4- 

-J- 6 667 
9           4 

-f-H  —  E 

6                  6 

_J     1     Ci_«     )| 

6      7 

g J  J  J 
6466 

2 
1      75 6         6         7 

e s ^ 
75        4 

3 
W      97         6       6 

54 

4*7 
2         S 

^ 
6         4       16       $6      tJ6        6         76        5         4        4b6774*3 

4       75         4  334 
3         3 
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CHAPTER   XXVII. 

PEDALS. 

i. — A  pedal,  or  pedal-note,  is  a  note,  generally  in  the  bass  part,  sustained  through 
succession  of  harmonies  of  which  it  may  or  may  not  form  a  part. 

a. — The  pedal-note  will  almost  invariably  be  either  the  Dominant  or  the  Tonic,  the 
mental  effect  of  the  former  being  that  of  incompletion,  or  unrest ;  the  effect  of  the 
latter  being  generally  one  of  tranquillity  or  conclusiveness.  The  following  example  will 
demonstrate  this  : — 

Andante 
con 

moto. 

tr. i¥P 
roll. 

3. — The  above  passage  illustrates  several  points  in  connection  with  the  treatment  of 

pedals-. 
(i.)  That,  where  the  pedal  forms  no  part  of  the  harmony,  as  at  (a),  the  part  next 

above  the  pedal  must  be  regarded  as  the  bass,  and  must  proceed  according 

to  the  rules  of  progression  applicable  to  a  bass  part 



(ii.)  That  modulations  may  occur  on  a  pedal,  the  most  usual  from  a  major  key 

being  to  the  keys  of  the  Super-tonic  minor  (as  in  ban  3  and  4),  and 
the  Mediant  minor  (as  in  bars  5  and  6)  upon  a  Dominant  pedal,  and  to  the 

Sub-dominant  key  (Bars  9  and  i  o)  upon  a  Tonic  pedal.*  Other  modulations 
require  great  skill  in  treatment,  and  had  better  be  avoided  by  the  student, 
until  he  has  had  much  experience. 

(iii.)  That,  where  a  Dominant  pedal  and  a  Tonic  pedal  occur  in  succession,  the 
Dominant  pedal  usually  precedes  that  on  the  Tonic. 

(iv.)  That  a  pedal  should,  in  nearly  all  cases,  be  quitted  only  when  it  forms  part 
efthe  harmony,  (  Vide  bar  8  of  example  in  Sec.  2.) 

4. — Occasionally  the  Dominant  and  Tonic  pedals  are  used  at  one  and  the  same  time. 

They  then  form  what  is  known  as  a  "  double  pedal."  The  Tonic  pedal  should  always  be 
placed  below  that  of  the  Dominant,  e.g. : — t 

*o  rit. 
Alltgrtttt. 
? 

Double-pedals  are  frequently  to  be  found  in  music  of  a  pastoral  nature. 

5. — An  "  inverted  pedal  "  is  a  pedal-note  occurring  in  one  of  the  upper  parts,  instead 
of  in  the  bass,  e.g. : — 

•  When  a  modulation  occurs  on  a  pedal  in  a  minor  key,  it  is  generally  a  transient  one  to  the  Sob- 

dominant  minor  key,  e.g.' : — 
Aruiantt  con  mota. 

J    I  J  UJ  .       I  .\      J  I    I 
~     >  fi  s  f-f  ̂  

t  A  notable  instance  of  the  disregard  of  this  generally  observed  rule  ia  to  be  found  towards  the  end 

of  the  Scherzo  in  Beethoven's  C  minor  Symphony,  wher-  there  occurs  a  doable-pedal,  lasting  through  man/ 
bars,  with  the  Dominant  £<r/<ttt>  the  Tonic. 
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6. — Sometimes  the  pedal-note  is  taken  in  the  bass  and  in  an  upper  part  at  the  same 

time,  as  in  the  following  passage : — 

I 
r  f  r  r  -f-r J  J  J  j  i  j-^- 

& 

7. — The  works  of  good  composers  abound  in  instances  of  pedals,  and  the  student  is 

recommended  to  compare  their  treatment  with  the  directions  given  in  this  chapter. 



CHAPTER   XXVIII. 

ENHARMONIC  MODULATION 

i . — Modulation  to  extreme  keys  is  often  effected  by  the  enharmonic  change  of  one 
or  more  of  the  notes  of  fundamental  discords,  especially  the  chords  of  minor  gth  and 

augmented  6th. 

*. — It  will  be  remembered  (Chapters  XVIII.  and  XIX.}  that  the  root  is  usually 
omitted  in  the  inversions  of  the  chords  of  minor  and  major  9th.  This  fact,  in  the  case  of 

the  chord  of  minor  gth,  is,  as  will  presently  be  seen,  the  means  of  a  possible  modulation 
from  any  one  key  to  any  other  in  a  very  short  space  of  time.  For  instance,  the  chord 

1 

is  the  first  inversion  of  a  minor  9th  with  root  G,  and  could,  as  such,  be  taken  m  the  keys 

of  C,  F,  and  G,  as  Dominant,  Super-tonic  and  Tonic  9th  respectively.  Clearly,  then,  a 
modulation  from  one  of  these  keys  to  either  of  the  others  is  possible  simply  by  approaching 

the  above  chord  in  the  one  key  and  quitting  it  as  part  of  the  other,  e.g. : — 

Key  C. Key  F. 

iE PW 

£ 

I    V    U 
SI 

^1 

But  more  than  this  can  be  done.  The  chord  in  question  may,  by  enharmonic  changes,  be 

made  to  belong  to  three  other  roots  ;  thus  causing  each  note  of  the  chord  to  appear  in 
turn  as  a  3rd,  5th,  7th  and  9th. 

For  example,  with  the  notation {I     the  chord  becomes  the  second 

inversion  of  a  chord  of  minor  9th  with  root  E,  and,  as  such,  might  belong  to  the  keys  of 

A,  D  and  E,  as  Dominant,  Super-tonic  and  Tonic  minor  9th  respectively. 

Similarly,  if  we  enharraonically  change  the  Ft?  to  E$,  thus : — 

the  root  is  CJ,  and  the  chord  could  in  like  manner  belong  to  the  keys  of  F  J,  B  and  C$ 



Finally,  if  the  D  be  changed  to  Cx,  thus  :— 

chord  could  belong  to  the  keys  of  D$,  G£  and  A$.' 

Thus,  it  will  be  seen  that  the  chord     I A 

the  root  is  A|,  and 

can  be  the  means  of  modu- 

latmg  into  the  twelve  major  keys,  and  as  it,  or  its  enharmonic  equivalent,  could  just  as 
easily  occur  in  the  minor  form  of  any  one  of  those  keys,  it  is  possible  to  modulate  by  it 

from  any  one  of  the  twenty-four  major  and  minor  keys  to  any  other. 

3.  —  This  device,  by  reason  of  the  rapidity  with  which  a  transition  between  keys,  in 
reality  remote  from  one  another,  can  be  made,  is  often  employed   by  inexperienced 

composers  much  too  frequently,  and  gives  a  restless  feeling  to  the  music.     It  should  be 

remembered  that,  in  the  majority  of  cases,  the  great  charm  of  a  well-ordered  modulation 
lies  in   the  gradual  leaning  towards   the  new  key,  which  is  usually  wanting   in  an 
enharmonic  modulation. 

4.  —  We  now  give  an  example  of  enharmonic  modulation  by  means  of  one  of  these 

inverted  chords  of  minor  Qth  :  — 

Here  the  chord  marked  (X)  is  the  "pivot-chord"  by  which  the  modulation  from  C  to  E> 
is  effected.  It  is,  of  course,  approached  as  the  third  inversion  of  the  Super-tonic 
minor  gth  in  the  key  of  C,  with  root  D ;  being  quitted  (by  an  implied  enharmonic  change 

of  the  F$  to  Gt>),  as  the  second  inversion  of  the  Super-tonic  minor  gth  in  the  key  of  Eb, 
with  root  Ft}.  It  is  very  rarely  that  the  enharmonic  alteration  of  notation  is  expressed  in 

writing :  if  it  were  so,  the  chord  marked  (X)  above  would  have  to  be  indicated  thus  : — 

i 
dec 

i 
A  clumsy  and  needless  complication  for  the  executant. 

*  This  chord  would  more  often  be  notated (root  Bp) ;  bat  here  evtry  note  in  the 

chord  is  enharmonically  chunged,    eonstitating   merely  an  "enharmonic  of  convenience,"   its   root   and 
derivation  being  exactly  the  same. 
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5.  —  Perhaps  one  of  the  most  beautiful  instances  of  enharmonic  modulation  by  thia 

means  in  the  whole  realm  of  music  is  to  be  found  in  the  few  bars  of  "Grave,"  occurring  at 

the  commencement  of  the  Development,  or  "Free  Fantasia,"  section  of  the  first  movement 

of  Beethoven's  "  Sonata  Pathe*tique."  The  passage  is  too  long  for  quotation  here  ;  but  the 
student  is  strongly  urged  to  analyse  it  for  himself.  He  will  find  that  it  commences  in 

G  minor,  and  modulates  enharmonically  from  that  key  to  £  minor,  in  which  key  the 

"Allegro"  is  resumed. 

6.  —  Another  chord  that  is  extremely  useful  for  the  purpose  of  enharmonic  modulation 
is  that  of  the  augmented  6th  (German  form).  By  means  of  enharmonically  changing  the 

upper  note  of  the  interval  of  augmented  6th,  the  chord  is  converted  at  once  into  a  funda- 

mental yth,  which  may  be  regarded,  of  course,  as  either  a  Dominant,  Super-tonic,  or 

Tonic    yth,   and   resolved   accordingly.      For  instance,  I/K      pH*     H  would  become 
If?     b^Q        TI 

|ro      P"   IT  anc*  ky  '*  rood"!81*01*8  could  easily  be  effected  from  the  keys  of  C  or  G 

to  the  keys  of  Dfr,  Gb,  or  A  p.  by  treating  the  chord  of  the  7th  either  as  a  Dominant, 

Super-tonic,  or  Tonic  7th.  The  following  example  will  show  an  enharmonic  modulation 
from  C  to  I)  p  by  means  of  this  chord  : — 

^    *  —       ' 

&3 £ 

U. 

Here  the  chord  at  (x)  is  approached  as  the  German  6th  on  the  minor  6th  of  the  key  of 

C,  and  quitted  as  the  Dominant  7th  in  the  key  of  Dp,  the  following  process  being  implied ; 

SEE* 5 
•f-T 

\ 

7. — Yet  one  other  means  of  enharmonic  modulation  is  furnished  by  the  chord  of 

the  minor  i3th,  when  the  ijth  is  accompanied  merely  by  the  root  and  3rd,  t.g.  .-«— 

where  the  root  is  G,  the  chord  being  a  Dominant  minor  ijth  in  C  or  C  minor,  a  Super- 
tonic  i  jth  in  F  or  F  minor,  or  a  Tonic  i3th  in  G  or  G  minor.     Each  note  of  the  above 



combination  may  be  regarded  as  the  root  of  the  chord,  and  the  notation  changed 

accordingly,  e.g. :  — 

I 
B  root. E?  root. 

A  moment's  thought  will  reveal  the  fact  that,  by  this  means,  modulations  could  be  effected 
to  six  more  major  and  six  more  minor  keys,  by  regarding  each  new  root  as  either  a 

Dominant,  Super-tonic  or  Tonic.  We  will  conclude  with  an  example  of  an  enharmonic 
modulation  from  the  key  of  C  to  the  key  of  A|?  by  means  of  this  form  of  the  chord  of  1 3th. 

-9  j_  « 
*  r- 

J d 

F € 
J 

S 

Here,  the  chord  at  (X)  is  approached  as  the  first  inversion  of  Dominant  minor  ijth  in  the 

key  of  C,  and  quitted  as  the  last  inversion  of  Dominant  ijth  in  the  key  of  Ap,  resolving 

ipon  the  second  inversion  of  the  Dominant  ;th  in  that  key.  The  enharmonic  change 

implied  is  as  follows : — 
A        J        J ~~ 

8. — The  student  should  endeavour  to  find  instances  of  enharmonic  modulation  for 

himself  in  the  works  of  the  great  masters,  and  should  write  examples  of  his  own  ;  always 

remembering,  however,  that  such  modulations  should  be  used  only  for  special  effects, 

their  frequent  introduction  into  a  composition  imparting  an  exceedingly  forced  and 
unnatural  character  to  the  music,  which  soon  grows  terribly  wearisome  to  the  listener. 

EXERCISES  ON  ENHARMONIC  MODULATION. 

^              (jrazzoio.      ^-—  -^            | 

i    J^""J     -r-i 

i  pT"  — 

—  d     ±~\ 

ft*);  fr  it    m     p     f— ~f     F— 

-**     J—  l 

—  P  —  r  —  p— 
^Wfr  |»^  —  p     |     1    4                      4 

3                   3 
2 

—  1     f— 
6 1^  r  r 4         3 

-fu-j  —  p- 



=*==£ 
(Continue  melody  on  same  pattern.) 

^ 

J     B     1 
6        6. 

Gavotte. 

I  (» (Continue  melody  on  same  pattern.) 

3     3 

J   J    J r  *r   r    i  i =F=F 

5      4 

*7 

4  5 
7 

B7 

o  5 2  3 

(X)  All6w»ble  consecutive  5thi. 

*  Here  bring  back  opening  phraae  of  melody. 



PART  III 

ON     HARMONIZATION. 

CHAPTER  XXIX. 

i  • — The  power  of  adding  suitable  harmonies  to  given  melodies  is  one  of  the  first 

signs  of  true  musicianship,  and  the  importance  of  this  branch  of  study  cannot  be  over- 
rated. 

2. — As  soon  as  the  student  has  mastered  common  chords  and  their  inversions,  or  at 
latest,  the  Dominant  7th,  he  should  be  shewn  how  to  add  simple  harmonies  below  easy 

fragments  of  melody,  and  should  be  given  similar  fragments  upon  which  to  work  himself. 

3. — To  some,  the  ability  thus  to  harmonize  effectively  seems  to  come  by  a  sort  of 
natural  instinct,  an  instinct  which  the  teacher  should  carefully  and  zealously  endeavour  to 

cultivate  to  its  fullest  extent ;  but  to  most  beginners  this  subject  presents  many  difficulties, 
the  chief  of  which  lies  in  the  selection  of  the  most  suitable  chords  from  the  many  that  arc 

often  possible  to  each  note  of  a  melody. 

4. — To  such  students  the  following  remarks  are  chiefly  intended  to  apply,  and  by 
carefully  carrying  out  the  directions  now  to  be  given,  every  beginner  should,  in  a  com- 

paratively short  space  of  time,  find  the  task  of  selection  become  much  easier. 

5. — A  good  plan  to  be  adopted  with  most  pupils  is  one  similar  to  that  pursued  in  the 
teaching  of  a  language,  viz.,  to  commence  with  a  very  limited  vocabulary,  and  gradually  to 
enlarge  this  as  the  student  progresses.  Thus,  the  first  melodies,  or  fragments  of  tune, 
given  to  him  should  be  such  as  can  be  effectively  harmonized  by  using  merely  the  three 

most  important  common  chords  of  a  key^  viz.,  Tonic,  Dominant,  and  Sub-dominant. 

Directly  the  student  can  use  these  three  chords  well,  he  will  have  accomplished  his 
first  (and  perhaps  most  difficult)  step. 

6. — A  moment's  thought  will  reveal  the  fact  that,  with  these  three  chords  alone,  it  is 
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possible  to  harmonize  every  note  of  a  major  or  minor  scale.     Thus,  the  first  degree  can 

form  part  of  the  Tonic  and  Sub-dominant  chords  :— * 

The 

Tbe 

The 

|  /L       ,  «"-»            «            c^» 
«it —  ̂ 3     E3     11 

)&—&      8       0       h=H= ^                   6        tr 
6 
4 

2nd  degree,  part  of  the  Dominant  chord  :  — 

—  «  —  g  —  U 

T  T —  H 

\\/                    .T.        ?y 6            t 

3rd  degree,  part  of  the  Tonic  chord  :  — 

hJ?     «     H     B     H 

rff     fi>     8     *     H 
4 

4th  degree,  part  of  the  Sub-dominant  chord  :  — 

Fj?     &'~~^*ra>'     v<a     n 

n§?     H     ̂  3B "<  6     T 
4 

The  sth  degree,  part  of  the  Tonic  and  Dominant  chords : 

The  6th  degree, 

The  7th  degree, 

h£     H     n     H—     fl     g- —  8~ 

—  s     H 

Uk            5     «     U     »- 
l<                       56 

4 

part  of  the  Sub-dominant  chord  :  — 

Pj     ̂ =     ̂      ̂  

6 

—  ̂      U 

w 
6 
4 

l<                     66 
4 

part  of  the  Dominant  chord  :  — 

[^  ...  "^__^=i 

fl
f 

i^     s    
9 

7. — It  will  be  seen  by  the  above  table  that  the  ist  and  5th  degrees  may  each  he 
harmonized  by  two  of  the  three  chords,  and  that  every  degree  may  form  part  of  a  direct 
chord  or  an  inverted  chord.  Of  course,  the  nature  of  the  passage  to  be  harmonized  must, 
to  a  great  extent,  determine  the  fitness  of  each,  and  it  is  here  that  the  student  must  use 

*  The  examples  axe  here  given  in  the  major  form  of  the  key  only.     They  may  all  be  transposed  into the  minor  form. 

t  Clearly,  the  first  inversion  of  the  Dominant  chord  cannot  be  employed  to  harmonize  the  7th  degree 
of   the    scalt,    as  it  would  cause  the  Leading-note  to  be  doubled. 



his  own  discrimination,   whicn,   however,   may   be  considerably  assisted    by  observing 

carefully  the  following  points  : — 

(i.)  The  bass  should  be  *  firmly  -moving  one,  and  to  that  end,  should  generally 

not  leap  more  than  a  5th  ;*  a  skip  of  a  4th  or  a  sth,  however,  usually  being  effective 
and  strong.! 

(ii.)  The  same  bass-note  should  very  rarefy  be  retained  for  two  succeeding 
chords. 

(iii.)  Where  a  note  is  repeated  in  the  melody,  it  is  best  for  the  harmony  to  be 
changed,  and  the  bass  to  move. 

(iv.)  A  chord  (or  even  a  bass-note  with  a  change  of  harmony)  that  is  going  to  be 
taken  at  one  of  the  stronger  accents  of  a  bar,  should  not  be  used  at  the  immediately 

preceding  weaker  accent,  except  sometimes  at  the  beginning  of  a  phrase  (vide  the 
first  two  chords  in  Example  1,  on  p.  137). 

8. — Second  inversions,  a  great  stumbling  block  with  beginners,  should  be  used 

very  sparingly,  and  the  "cadential"  £  had  better  not  be  used  except  just  before  a 
cadence,  and  then  must  be  (vide  Chapter  ///.,  Sec.  16)  at  a  stronger  accent  than  the 
chord  that  succeeds  it. 

The  "  passing  "  J  should  only  at  first  be  employed  where  the  bass  and  top  part  move 
by  step  to  and  from  it,  e.g.  : — 

Good.  Not  so  Good. 

2EfE 

SHft S £ 

J       J 

£ 
6         6 

4 

N  B.— The  c  on  the  Super-tonic  bass  (i.e.,  the  second  inversion  of  the  Dominant  common  chord, 
cannot  be  used  as  a  "cadential"  •. 

9.  —Where  the  student  is  in  doubt  whether  to  use  a  direct  chord,  or  a  chord  in  its 
first  inversion,  the  best  and  safest  plan,  generally,  is  to  employ  that  position  which  will 
give  the  smoothest  bass. 

*  This  rule  will  be  susceptible  of  considerable  relaxation  in  more  advanced  exercises. 
t   The  leap  of  an  octave  in  the  bass  is  always  strong,  provided  that  the  note  immediately  preceding 

and  immediately  succeeding  such  leap  be  within  the  octave. 

Good.  Awkward. 

I 3F3E £ 



io. — The  following  example  will  shew  a  simple  fragment  of  melody,  harmonized  with 

merely  the  Tonic,  Sub-dominant  and  Dominant  chords.  Of  course,  no  modulations  will 

be  introduced  in  the  examples  and  exercises  first  to  be  given. 

w    w 
2 

3 

-j.  a  j.    j. 
r f 

« 6  (5 

4  3 

It  should  be  observed  that,  where  the  same  harmony  is  used  for  two  succeeding  notes 

of  the  melody,  as  is  the  case  at  (a)  (a),  a  different  position  of  the  chord  is  taken  each  time, 

and  the  bass  moves  (vide  second  recommendation  in  Sec.  7). 

At  (t)  in  the  above  example,  the  first  inversion  of  the  Sub-dominant  i>  used  in 
preference  to  the  direct  position,  since  it  makes  a  smoother  bass. 

At  (c)  a  "cadential "  J  is  used,  and  it  may  be  safely  said  that,  when  the  melody-note 
immediately  preceding  a  perfect  cadence  is  part  of  the  Tonic  chord,  it  should  generally  be 
harmonized  by  the  second  inversion  of  the  Tonic  chord,  which  seems  to  lead  the  hearer 

to  txfut  the  cadence,  and  which,  moreover,  can  then  be  followed  in  a  satisfactory  manner. 

n. — Before  experimenting  with  a  larger  selection  of  chords,  the  following  fragments 
of  melody  should  be  harmonized,  using  only  the  common  chords  of  the  Tonic,  Dominant, 

and  Sub-dominant.  Additional  exercises  for  harmonization,  including  fragments  illustrative 

of  the  more  usual  Cadence-forms,  will  be  found  in  the  Author's  "  350  Exercises  in 

Harmony,  Counterpoint,  and  Modulation." 
EXERCISES 

Harmonize  in  four  parts  the  following  phrases,  using  only  the  chords  of  the  Tonic,  Dominant  and 
Sub-dominant.  (The  7th  may  be  added  to  the  Dominant  chord  in  the  last  chord  but  one  in  each  example, 
provided  that  it  is  resolved  properly.t 

fs=f* 
^ 

2. 

U=£= =?= 
f    fj 

J    J    J 

=*MI 

*  It  will  be  noticed  that  the  above  phrase  begins  with  the  chord  of  the  Tonic  and  ends  with  a  perfect 
cadence.     This  form  of  melody  will  be  adopted  in  all  the  student's  first  exercises. 

t  A  more  varied  range  of  chords  may  of  course  be  permitted,  at  the  discretion  of  the  teacher,  in 
where  special  aptitude  is  observable  in  a  student 

%  Passing-note,  not  to  be  harmonized. 
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r  I  r    r  i  r  *-• 
J    I    rl  I    f 

5. p^ppp 
Single  Chant. 6-feS 

I.J       f    M    J    J     Jl      I        II 7. 

8. 

J
'
 

Single  Chant 

9. ?^$3 E 

Single  Chant. 

4A     LjPfr  %    1   ']'  "p~l 

:  0 

-H     f- 1U*  (fo*2  fj —  "—  —  H— " 
h4-     p— 

rJ        rJ 

X  X 11. 

m* 12, 

-S   1  Passing  6 

on  Super- 
Dominant  bass. 

tonic  bass. 

Double  Chant. 

\Jf  K.  a      
—  i  —  r3  — 1   J        1    1 

(^^2     fj -f     ̂  
—  e?  — 1           i 

^  —  H 

—  «5»    

ITT   
 

^^ 

_«    r    r I  ,J    j.| ̂ ^1 Chord  of  6th 
on  A  bass. 

X  Passing-note. 

*  Whenever  the  Leading-note  proceeds  to  the  Tonic,  a*  here,  do  not  harmonise  the  Took  by  the 
Sub-dominant  chord  :  the  effect  will  invariably  be  bad. 
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CHAPTER     XXX. 

ON   THE    HARMONIZATION   OF   MELODIES— Continued. 

i. — If  the  student  has  worked  the  exercises  at  the  end  of  the  preceding  chapter,  he 
should  now  find  no  difficulty  in  effectively  managing  a  slightly  enlarged  vocabulary. 

a. — The  most  useful  chords,  after  those  already  given,  are  those  of  the  Super-took 
and  the  Sub-mediant. 

3. — The  Super-tonic  in  a  major  key  may  be  used  either  in  its  direct  position,  or  in 
its  first  inversion,  and  in  one  of  these  forms  is  frequently  to  be  met  with  just  before  a 

cadence,  thus  : — 

In  a  minor  key,  the  first  inversion  only  should  be  used  at  present,  as  the   employ- 
ment of  the  diminished  triad  in  its  original  position  requires  the  greatest  care.     Just  as 

in  a  major  key,  the  Super-tonic  chord  in  a  minor  key  often  leads  up  to  a  cadence  : — 
X 

A     «L 

P 

^ 

N.  R  -In  m  major  key  it  is  better  that  the  common  chord  of  the  Super  tonic  thould  not  be  followed 

bf  that  of  the  Tome,  unlm  :  (I.)  They  are  both  in  the  first  inversion,  or 
(a.)  The  Tonic  chord  is  in  its  second  inversion. 

Good. 

*  It  will  be  seen,  by  these  two  examples,  that  the  Super-tonic  chord  is  appropriate  when  followed  by 
either  the  Dominant  chord  (which  may  be  direct,  or  in  its  1st  inversion),  or  by  the  2nd  inversion  of  the 

Tonic  chord.  //  can  very  rartly  be  used  saiisfactorily  otherwise,  except  in  a  succession  of  "  chords 
of  the  6th." 
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4-— The  Sub-mediant  chord  had  better  be  employed,  as  yet,  only  in  its  direct 

position,  and  is  chiefly  useful  in  harmonizing  the  key-note.  It  frequently  forms  the  final 

chord  in  an  "  interrupted  cadence,  e.g. : — 
:£ 

xfe SI 
J.  * 

^1 
5  —The  following  examples  will  indicate  the  employment  of  the  Super-tonic  and 

Sub-mediant  chords  — 

I ^=*=d= 

^^
 

r  r  r r 

J. 

4        J;         J.        ̂  

^^ E £fe5g 

(*) 

pi 

H 

r  i  ..ni 

EXERCISES. 

Harmonize  the  following,  using  chiefly  the  Tonic,  Dominant  and  Sub-dominant  Chords ;  bat  oecasionally 
introducing  the  Super-tonic  and  Sub-mediant  chords,  as  shewn  in  the  foregoing  portion  of  this  chapter 

t.  tfu  JJif'nr^Jrif'-FirrrnrjJrif'ri"i» 
Dominant  bass. 

^arr  JH  j 

Single  Chant. 

3. 
Half-cadence. 

*  Passing-note. 
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Hjrmn-tuoe. 

Lfrf  J'lr  J    J    J  1  J    J     i  II  J  1 J    r    j—  "  —  I     1 

r-H 

ra  "  4>  •  ~p  —  •  —  J  —  -  —  •  —  J  —  J—  l-J  — 5;                                                                         Interrupted 
fttfancti 

'  r     j  =z==?=a 
to  ̂  on  Docn 

bant  but,  form- 
ing half-cadence 

j  I J  11  r  I j  J  ̂ H  r  i  r  r  ̂ ^^» 

6. — All  the  different  positions  of  the  chord  ol  the  Dominant  7th  may  now  be  added 

to  the  list  of  harmonies,  provided  that  the  melody  will  permit  of  their  proper  resolution. 

•  Good.      |_       |  Bad. 

s£^  •rJ i 

r^ 

It  is  generally  much  the  best  not  to  employ  the  direct  position  of  the  Dominant  ytb 

(when  it  resolves  upon  the  chord  of  the  Tonic),  except  at  a  cadence :  the  inversions  may 

be  freely  used  during  the  course  of  a  melody,  including  the  second  inversion  with  the 

root  omitted,  when,  as  was  stated  in  Chapter  VIIL%  Sec.  12,  the  chord  is  free  in  its 

progression,  and  appears  as  the  first  inversion  of  the  diminished  triad  of  the  Leading- 

note,  e.g. : — 
X  X 

* ^ 

J. 
J   A ^ 

As  these  two  examples  shew,  this  form  of  the  chord  is  generally  succeeded  by  either 

Tonic  or  Sub-mediant  harmony,  although  occasionally  it  is  followed  by  that  of  the  Sub- 

dominant,  especially  when  the  melody  descends  by  degrees  from  the  key-note  to  the  6th 
of  the  scale: — 

X 
3t i 

^    A  J. 
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7- — Another  chord  that  will  be  found  particularly  useful,  especially  in  leading  up  to 

a  cadence,  is  the  secondary  chord  of  7th  on  the  Super-tonic.  It  is  better,  in  nearly  all 

cases,  to  prepare  the  7th,  and  the  chord  is  most  frequently  met  with  in  its  first  inversion, 

in  which  form  it  will  be  recognised  as  the  so-called  "  chord  of  the  added  6th,"  c&  .' — 

s 
r 

^ 

tt^ 

^ 
^j 

8. — The  common  chord  on  the  Mediant  of  a  major  key,  the  only  common  chord  not 

yet  spoken  of,  should  be  rarely  used,  its  effect  being  often  very  harsh  and  disagreeable.  It 

may  be  safely  said  that  it  should  never  be  used  in  its  direct  position  when  preceded  by  any 

chord  containing  the  Sub-dominant  of  the  key.  If  the  following  examples  be  played,  the 
bad  effect  of  this  Mediant  chord  will  be  evident : — 

H i-p     S     in— 
I®     !5     «9— 

f* 

The  augmented  triad  on  the  Mediant  of  a  minor  key  had  better  be  avoided  altogether 

by  the  beginner. 

EXERCISES 

Include  occasionally  the  various  positions  of  the  Dominant  7th;  and,  where  possible,  illustrate  the  use 
of  the  "  Added  6tb." 

Passing-note 
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Andmtttt  gruioto. 

7. 
r  r s 

r  J  i  J  J Half  -cadence. 

3=3^ 
4  oo  A  bass. 
3 

lit  r      *r 
~T~ J i     5     1 

F=t= 

   H- 

m  —  F  —  f- =t= 
—  U^ 

= 

•    | 

1     rJ         71 r   r  =£=j —  J— 

Hymn-tune. 8. 

r  fir  J.;  f-iir^^ Half-cadenct. 

gs e 
Half-eadeocc. 

X  Puunf-ooU. 
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CHAPTER   XXXI. 

ON   THE   HARMONIZATION   OF   MELODIES—  Conti 'nued 

CADENCES. 

i. — Hitherto  the  various  cadences  to  be  employed  in  the  harmonization  of  the  given 
melodies  have  been  indicated ;  but,  henceforward,  the  student  will  nearly  always  be  left 

to  make  the  selection  himself.  One  most  important  matter  is  -variety  of  cadence^  and  it 
may  be  taken  as  a  safe  guide  that,  unless  the  music  modulates  at  the  end  of  a  phrase,  no 

two  consecutive  cadences  should  be  of  the  same  description ;  and  that  the  perfect 

cadence  in  the  Tonic  key  should,  in  the  great  majority  of  instances,  be  reserved  for  the 

concluding  phrase. 

2. — As  some  difficulty  is  often  experienced  by  beginners  in  leading  up  to  a  cadence, 
the  following  cadence-forms  should  be  carefully  studied,  since  they  show  how  the  various 
kinds  of  cadence  are  usually  approached. 

SIMPLE     CADENCE     FORMS. 

PERFECT  CADENCES.    Def.  14  (a). 

3. — The  melody  in  a  perfect  cadence,  in  by  far  the  greater  number  of  cases,  ends 

with  the  key-note,  which,  however,  may  be  led  up  to  in  various  ways,  some  of  the  more 
usual  of  which  will  be  found  below : — 

Melodic  phrase  ending  with  Leading-note  proceeding  to  Tonic, 

(a)  (b)  (c) 

^ 

*: 

^    J  A    A     J.    ±  A    A 

~      A     ~L    A 
m F=tf 
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fr) 
Melodic  phrase  ending  with  Super-tern:  proceeding  to  Tonic. 

(*)  (0  O) 
Jill        ill   ill         I      J 

1 

d-^L^ 
II  II  I 

Melodic  phrase  ending  witk  Dominant  proceeding  to  Tonic. 

J. 

^a ^ 
N.B. — The  above  examples  may,  with  very  slight  variation  in  the  part- writing,  be  transposed  into  the 

minor  form  of  the  key. 

4  — Occasionally,  in  the  case  of  a  perfect  cadence,  the  melody  terminates  on  the  jrd 
or  5th  of  the  Tonic  chord;  but  no  difficulty  should  be  then  experienced,  as  the  harmonics 
will  be,  in  nearly  all  cases,  identical  with  those  given  above,  only  perhaps  in  different 

positions. 

5.  —  It  should  be  carefully  observed  that,  in  the  above  examples,  the  chord  immediately 
preceding  the  Dominant  bass  is  either  that  of  the  Sub-dominant,  or  that  of  the  Super  tonic 

(with  or  without  a  yth).  These  are  the  most  usual  "pre-cadential"  chords. 

6. — If  in  a  perfect  cadence  the  Dominant  or  the  Tonic  chord,  or  both,  be  in  any 

other  than  the  direct  position,  the  cadence  is  called  an  "  Inverted  cadence?  and  this  form 
is  particularly  useful  in  the  midst  of  a  melody,  to  prevent  the  effect  of  conclusion  that 
would  result  were  the  direct  perfect  cadence  to  be  used.  The  following  examples  will 

shew  some  "  inverted  cadences." 
Tonic  chord  inverted.  Dominant  chord  inverted. 

P*? 

a  j  i  .J  j. 
3=C        -f»-     -U. 

Y    Y 

~TJ 

Both  Tonic  and  Dominant  chords  inverted. 

5*EE 



IMPERFECT,  OR  HALF  CADENCES.     Def.  14  (£). 

7. — Since  the  Dominant  is  always  the  final  chord  ID  a  half-cadence,  the  need  for 
such  will  be  generally  evident  when  the  melody  of  a  non-modulating  phrase  terminates 
with  either  the  2nd,  $th  or  7th  of  the  scale,  the  three  notes  which  form  the  Dominant 

chord.  The  following  examples  of  half-cadences  will  indicate  the  method  of  their 
treatment. 

Almost  any  chord  may  precede  that  of  the  Dominant  in  a  half-cadence. 

Melodic  phrase  ending  on  2nd  of  scale. 

1     o     1 

r~ 

*J       J 

   ct    

W  i     J 

i  —  s  —  i 
^y  -^          J     ?        i 

J.  J 
VjjiS     1     -^    

a 

'  — 

" 

1 

J.  J. 
i     8     f 

*  r   r  1 j.  J 

r-* 

^  —  i 
i  ̂~^  £     F       i    —  i — i  —       P*      i 

1 ~T  —  r  — 

—  ;  —  1 

.w W 

-i — r 

ii- 
j. Or 

Melodic  phrase  ending  on  $th  of  scale. 

)  (/')  (*). 

fi 
j-  jj 

J2r 

(*•) 

Melodic  phrase  ending  on  jth  of  scale. 

«: 

^ 

f=
 
J. 

^i 

^1 

N.B. — All  the  above  examples  (with  a  very  slight  modification  of  the  part -writing  in  one  or  twc  ca.-,«s) 
may  be  freely  used  in  the  minor  form  of  the  key. 
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INTERRUPTED  CADENCES.     Def.  14  (t.) 

8.  —  The  Interrupted  cadence  will  be  found  a  very  valuable  means  of  preserving 
continuity  in  the  harmonization  of  a  given  melody,  preventing  the  too  frequent  recurrence 
of  the  Perfect  cadence. 

9-  —  The  chord  most  generally  employed  as  the  final  one  in  an  Interrupted  cadence 
Is  the  Sub-mediant  in  its  direct  position  ;  but  almost  any  chord  is  possible, 

(*) 

Melodit  phrase  ending  on  Tonic. 

1 « m •J 

A  AA 

E 

Melodic  phrase  ending  on  other  degrees  of  scale. 

</, m 
r<»):  a    r-*      r-1 ss^g    I        I 

N.  B. — These  examples  may  be  transposed  into  the  minor  form  of  the  key,  under  the  same  conditions 

•s  Ux>5«  given  on  Perfect  cadences  and  Half-cadences. 

THE  PLAGAL  CADENCE.     Def.  14  (a). 

10. — This  form  of  cadence  is  comparatively  rarely  met  with  in  modern  composition, 

except  in  church  music  The  most  familiar  instance  of  its  use  occurs  in  the  "Amen  " 
sung  at  the  end  of  most  hymn-tunes,  e.g. : — 

^ 
In  harmonizing  a  melody  it  is  not  often  used,  except  occasionally  at  the  very  end. 

n. — It  must  be  remembered  that  the  progressions  given  in  all  the  examples  in 
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this  chapter  are  only  cadences  when   they  occur  at  the  etid  of  a  phrase,  or  division  of  a, 

phrase. 

1 2. — In  by  far  the  greater  number  of  cases  the  final  chord  of  a  cadence  should  faJl 
on  a  strong  accent.  Instances  of  the  disregard  of  this  rule  may  be  found  in  the  works 

of  most  composers,  but  the  student  is  strongly  advised  to  adhere  to  it,  at  any  rate  until 
he  has  had  some  considerable  experience. 

13. — In  hymn-tunes  and  chorals  a  cadence  is  needed  at  the  end  ot  each  line  of  the 
tune,  which  is  frequently  indicated  by  a  double  bar,  or  a  pause. 

In  other  melodies  some  sort  of  a  cadence  is  always  required  at  the  end  of  each 

phrase,  the  most  usual  phrases  being  of  four  bars  in  length.  Before  commencing  to 

harmonize  a  melody  it  should  be  carefully  played  through,  and  the  length  of  the  various 
phrases  noted,  in  order  to  determine  the  position  of  the  cadences. 
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CHAPTER     XXXII. 

ON  THE  HARMONIZATION  OF  MELODIES—  Continutd, 

EXPRESSED  AND  IMPLIED  MODULATIONS. 

i.— It  cannot  have  escaped  the  student's  notice  that  it  is  comparatively  rare  to  find 
melodies  of  any  length  remaining  in  the  same  key  throughout,  as  the  effect  of  such  would 

be  generally  very  dull  and  uninteresting. 

a. — Frequently,  the  presence  of  a  modulation  is  indicated  by  the  notes  of  the  melody 

itself,  as  in  the  following  instances  : — 

• 

gF 

vhere  clearly  the  music  passes  into  the  key  of  G  from  the  key  of  C  in  which  it  started 

-f2   a»- 

m  which  a  modulation  occurs  to  the  relative  minor  of  the  original  key,  viz.,  into  A  minor  : 

rl      J    |    f     J   J|N      J    I    ,g) 

where  the  B|>  leads  us  into  the  key  of  F  • 

P     f    I  r**    I   f5*    tr»    I r    i    i  '     i    i  r  *f   i 
in  which  a  modulation  to  D  minor  is  indicated. 

3. — Often,  however,  the  modulation  is  merely  implied^  as  in  the  following  passages  : — 

t  J 
1 

Here  the  three  last  notes  in  example  (a)  could  effectively  be  hannonucd  in  the  key  of  G 

thus : — 

r    r 

•J- 

J. 
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and  it  would  be  most  natural  to  make  the  second  example  close  in  A  minor,  thus : — 

±=i 3=S - 
J.    J. 

r 

4. — Modulations  to  nearly  related  keys  will  now  be  introduced  into  the  melodies  to 
be  harmonized.  Instances  of  .both  expressed  and  implied  modulation  will  be  found  in 

these  melodies.  Where  any  doubt  could  exist  in  the  student's  mind  as  to  what  key  to  pass 
into,  such  key  is  specified. 

5. — Passing-notes  and  simple  suspensions  should  be  occasionally  inserted,  as  they 
materially  aid  the  flow  of  the  music,  and  prevent  stiffness  and  squareness. 

EXERCISES  ON  MELODIES  CONTAINING  SIMPLE  MODULATIONS. 

The  student  is  here  left  to  supply  the  suitable  cadences  himself.     Where  there  i»  any  difficulty  ir. 

determining  whether  the  music  modulates  or  not,  an  indication  of  the  key  is  given. 

Us«  only  the  harmonies  allowed  in  the  preceding  exercises. 

CHORAL. — "Christus,  der  ist  mein  Leben." 

^ 

\&  '   r   '  =£M 
—^     •     5     E 

^^^1 

Perfect  cadence  in  key  of  C. 

N.b. — In  this  exercise,  do  not  harmonize  any  x%acc<eated  notes  shorter  than  aotcbcu  ;  but  treat 

them  either  as  passing-notes  or  arpeggio-notes,  as  the  case  may  be. 



(     136    ) 

Double  Chant- 

3  hrof     d    

   «     fi 

°-  1^5  —  "     —     a     —  EJ        j     j     ^  — 
^                                   Inverted  cadence. 

—  -  —  6 
   1 

-~s   1  *                              G  minor. 

\$l        »       \       J             J       |       «       "                  '       ̂              »      '          '              -      ' U&Z     Z     cJ    »   1 
Inverted  cadence. 

Hymn-tune. 
4. 
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-J 

—  1     r— 
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J—  - 
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~o  —  f™~ I'M) t  —  ̂  
—  f- 

=i 

- 

—  L 

! 

I-1-
1 

f3      1 

r  r  - 

_&l     S    

F  minor. 

Hymn-tune. — St.  Ann. 

I 

r^n~ Andante. 

Half-cadence 
in  A  minor. 

e 
r ir  r  '  ir 

CH 

Into  C  major. Return  to  key  of  G. 

X  Passing-note. 

*  The  key  of  G  minor  indicated  here  is  not  a  related  key  to  the  key  of  C  major,  implied  at  the  end  of 
the  preceding  line.  In  proceeding  from  a  major  key  to  an  unrelated  miner,  it  is  best  to  introduce  the  new 
key  by  some  chord  containing  the  6th  degree.  It  will,  therefore,  bo  well  to  harmonize  the  C  at  the 
beginning  of  line  3  of  the  chant  by  a  chord  of  C  minor  (Sub-dominant  chord  of  key  of  G  minor). 
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CHAPTER     XXXIII. 

ON   THE   HARMONIZATION   OF   MELODIES—  Continued 

i. — By  this  time  the  student  should  feel  sufficiently  at  ease  in  simple  harmonizing, 

as  to  be  able  to  employ  a  freei  harmonic  structure  in  his  exercises.     In  the  succeeding 

melodies,  therefore,  he  will  not  be  limited  in  his  choice  of  chords,  and  may  introduce,  if 

fitting  occasions  present  themselves,  the  richer  harmonies  of  the  9th,  i  ith,  i3th,  etc.     He 

should  remember,  though,  that  these,  and  all  chromatic  chords,  should,  as  a  rule,  be  used 

somewhat  sparingly,  and  that  many  melodies,  especially  those  that  take  the  form  of  hymn- 
tunes,  or  chorals,  sound  much  better  when  harmonized  by  the  simpler  diatonic  chords,  and 

have  then  a  much  more  natural  and  satisfactory  effect. 

2. —  We  will  now  take  two  or  three  rather  more  difficult  melodies,  and  harmonize 

them,  by  which  means  the  student  will  be  able  to  observe  many  points  that  will  stand 

him  in  good  stead  in  his  own  attempts.  The  cadences  should  especially  be  noted. 

(I.)  CHORAL — "  Herr  Jesu  Christ,  dich  zu  uns  wend. 

f/£f" 
1. 

I         1 

2. 

3. °  4 
ftfrffl    P    - 

1  f  r  ' 
A    A -v-  —  3EE 

p»  i       »  : 
A    A A 

-f-rfH 
- 

j A,     A 
^g    1    —  l    \   •       f 

u  r  i 

-r  r 

*..m     &      \ 

7. 

8. 

9. 
10. '-£$-       '  -T    

1     r^ 
,  —  ̂   —  i  —  i 

i     !     1  —  ' 

t 

4»-  —  pi     pJ    J""^-    
«l 

^ 

&     p-1 
•  —  1&     &  —  : -r-   —  T— A     jsi 

r~j 

.-»  r     r=e= = r     r 
—  i  —  i  — —  1     f     1 

—j-     •  •             ~- 

11. 12. 
13. 

J    I     rJ        J 14. 15. 
16. -<&- 

^ 

A+ 

I"
 

f 

2_ — It  will  be  seen  first,  that,  in  the  above  choral,  the  cadences  at  the  end  of  each 

line  of  the  tune  (indicated  by  pauses)  are  all  "perfect  cadences";  the  variety  of  key 



employed,  however,  taking  away  all  the  monotony  and  lameness  that  would  have  inevitably 
resulted,  had  no  modulation  taken  place. 

Secondly,  that  the  introduction  ot  passing-notes  in  bars  3,  5,  6,  7,  n,  13,  14  and  15, 
and  the  employment  of  suspensions  in  bars  2,  n  and  13,  are  means  by  which  additional 
interest  may  be  given  to  the  harmonization. 

4. — A  point  worthy  of  attention  is  that  the  third  line  ends  with  a  cadence  in  B 
minor.  There  is  nothing,  of  course,  in  the  melody  itself  to  demand  a  modulation  to  this 
key,  and  indeed  a  cadence  in  D  would  at  first  sight  seem  to  be  indicated ;  but  the  key  of 
B  minor  was  chosen  for  the  sake  of  greater  variety,  the  first  line  of  the  choral  having 
closed  in  D. 

(II.)  CHORAL.— "Ach  Gott,  wie  manches  Herteleid." 
1.  2. 

f? r 
j  j  j  j 

r  r  r'  c'r 
r  r  r 

5. 

6. 8. ^E=l 

m 

A    i 

J. 

?EE?EE£ 
S 1 

. 

5. — The  above  does  not  require  much  comment,  except  to  draw  attention  to  the  good 

effect  of  careful  modulation  to  related  keys,  as  exemplified  in  bars  2  and  4.  The  half- 
cadence  in  the  Tonic  key,  at  the  end  of  the  third  line  of  the  Choral  (bar  6),  should  not 
escape  notice. 

(in.)  ENGLISH  MKLODY. — "The  Vicar  of  Bray." 
1.                               2. 

'(£**£   pJ    "^     ̂     '     J    ~      LL     ~ 

3. 

-H     ;    

4. 

   .-         ,                 1 

1 
'r  fMr  r1 

J     f  jL, 
—  =  —  m     f  —  =— 

^T^r 
111* 

—m     =    

^^ 

l-'r   ̂    J' 

h$^y 
ij-j^j  ji 

^«l  f  _n_i    i    r  ±=?  r  r 
y^                    SECTION.              '     jf       l>- 

r  —  SK 

..J'f      Jll1-1 
COMPLETE  PHRASE. 

JL 
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(/}  13. 
14. 15. 16. 

J    J    J 

6. — This  tune  illustrates  several  points  : 

(i.)  The  division  of  complete  musical  phrases  into  subsidiary  "sections," each 
of  which  should  generally  have  its  own  cadence — often  an  "  inverted  cadence,"  in 
order  not  to  arrest  the  flow  of  the  melody. 

(ii.)  The  very  important  fact  that,  in  many  instances,  notes  of  the  melody  should 

be  regarded  as  passing-notes,  unaccented  or  accented  (Chapter  X.) — a  most  valuable 
and  necessary  means  of  avoiding  clumsiness  and  stiffness  in  harmonization.  Instances 

of  unaccented  passing-notes  in  the  melody  will  be  found  at  (a),  (d),  and  (<?),  and  of 

accented  passing-notes  at  (£),  (<•),  and  (/).* 
*  It  is  impossible  to  lay  down  rules  as  to  when  the  notes  of  a  melody  are  to  he  treated  as  passing-notes. 

A  safe  general  principle  to  go  upon  is  that  where  a.  note  of  the  melody  is  quitted  by  leap,  it  cannot  be  treated 
as  a  passing-note  except  under  the  conditions  mentioned  in  Chapter  X. ,  Sec.  8. 

Often,  where  an  «» -accented  note  is  quitted  by  leap,  and  approached  by  step  of  a  2nd,  it  is  advisable 
to  treat  the  preceding  note  as  an  accented  passing-note,  e.g.  : — 

X  X 

The  accented  passing-notes  are  here  marked  with  a  cross. 
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(iii.)  The  use  of  suspensions  (as  in  bars  4,  12,  15  and  16)  and  the  employment  of 

two  harmonies  to  one  note  of  the  melody  (as  in  bar  8),  in  order  to  keep  up  the 

animated  movement.  This  device  is  also  frequently  to  be  met  with  in  the  harmoniza- 

tion of  hymn-tunes  and  chorals. 

(iv.)  The  introduction  of  a  moving  bass-part  in  the  last  "phrase"  of  the  tune, 
an  example  of  the  application  of  counterpoint  to  the  harmonization  of  melodies. 

1  hr  student  must,  of  course,  go  through  a  thorough  course  of  contrapuntal  study 
before  he  will  be  able  to  enrich  his  work  in  this  manner  with  ease  and  effect 

EXERCISES. 

Somewhat  more  difficult  melodies,  intended  to  be  harmoniacd  on  a  freer  harmonic  buis.     The  pause* 
indicate  the  position  of  the  cadences. 

CHORAL.— "  Nun  sich  der  Tag  geendet  hat."  ̂  

^^ ^ 

CHORAL.  — "O,  Ewigkeit,  du  Donnerwort 

£^P3 r  I  r  r  i    J  i  j  j  j  B 

CHORAL.— "Nun  dankeu" 

•• 

r  if  r 

r  r "  r  i  °  •  rip  r  ̂  ̂ j    rJ    Q 

~n — I   T!3 

' 



Andattte. 

Allegro  metkrato. 

5. 

(B  minor.) 
pot o  rit. 

Allegretto. 

6. *J    J  I  J 

|     Key  of  C. 

r  i  r    r  i  r  r  r mt 

r  r  i 

N.B. — Carefally  observe  that  most  of  the  phrases  in  this  melody  are  of  three  bais  in  length. 
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CHAPTER     XXXIV. 

ON   THE   FREE  ACCOMPANIMENT  OF   MELODIES. 

i. — We  now  pass  to  the  consideration  of  free  accompaniments  (e.g.,  for  the 
pianoforte)  to  melodies  generally  of  a  more  florid  character  than  the  chorals  and  tunes 

already  given. 

*• — In  such  melodies,  it  will  be  very  often  necessary  to  consider  many  notes  as 

passing-notes,  or  arpeggio-notes,  upon  one  harmony,  especially  in  quick  passages,  e.g. : — 

Alltgro  vivace. 

m £=£ 

^1 
Here,  it  will  be  observed  tbat  at  (x)  the  whole  of  the  melody  in  the  second  half  of 

the  bar  is  regarded  as  being  founded  upon  one  harmony.  A  similar  instance  will  be  seen 

in  the  following  bar  at  (f).  This  method  of  harmonization  should  now  be  compared 

with  the  succeeding  example,  the  effect  of  which  is  distressingly  awkward  and 

ungainly : — 

Allegro  vivat€ 
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j. — In  the  construction  of  free  accompaniments,  we  often  find  the  harmonies  broken 

up,  or  dispersed  in  arpeggio,  e.g.  : — 

all  of  which  are  merely  different  forms  of  accompaniment  founded  upon  the  following 

chord : — 

4. — As  a  safe  general  rule,  the  notes  of  broken  chords  or  arpeggios  should  be  treated 
as  separate  voices,  and  progressions  that  would  be  disallowed  in  unbroken  harmony 
should  mostly  be  avoided  in  the  forms  of  accompaniment  under  consideration.  For 

instance : — 

is  incorrect,  as  will  immediately  be  seen  if  the  harmonies  be  written  as  for  voices  : — 

*  An  important  fact  is  that  the  mental  effect  of  detached  bass-notes,  succeeded  by  rests,  lasts  just  as  if 
the  notes  were  sustained. 



(     144     ) 

Si — One  or  two  licenses  and   freedoms    that    are   perfectly   unobjectionable  must, 
however,  now  be  stated. 

(a)  Consecutive  8ihs  or  unisons  may  be  introduced  between  the  notes  of  the 

melody  and  those  of  the  upper  parts  of  the  accompaniment ;  but  NOT  between  the 
bass  and  any  other  part,  e.g.  : — 

T- 

£= 

Ac. 

r-p- 

There  is  nothing  incorrect  in  the  above  example,  although  the  consecutive  8thc 

between  the  melody  and  the  right-hand  accompaniment,  and  also  (bars  3,  4  and  5) 
between  two  parts  of  the  accompaniment  itself,  will  readily  be  noticed.  The  octaves 

in  the  bass  are  here  perfectly  allowable,  since  they  are  not  to  be  regarded  as  two 

distinct  pons,  but  merely  as  one  part,  strengthened.  This  is  frequently  to  be  met 

with  in  pianoforte  music.  A  similar  strengthening  of  the  bass-part  in  octaves  will  be 

found  in  orchestral  music,  where  the  'cello  and  double-bass  in  reality  play  in  octaves 
with  one  another ;  and  also  in  organ  music,  where  the  pedals  when  coupled  to  the 

manuals,  double  the  bass-part  in  the  octave  below.  The  student  should  compare 

the  above  example  with  the  following  one — which  is  full  of  faults  : — 

(b)  A  fundamental  discord  may  be  doubled  in  the  melody  and  any  of  the  upper 

parts  of  the  accompaniment,  when  the  discord  in  the  melody  may  leap  in  arpeggio  to 
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any  other  note   of   the  same  chord,   provided  that  it  is  resolved  regularly  in   the 
accompaniment,  e.g. : — 

Here  will  be  seen,  at  (*)  the  third  inversion  of  the  chord  of  Dominant  nth  in  the 

key  of  D,  with  the  nth  doubled  in  the  melody  and  accompaniment,  that  in  the 
melody  leaping  to  the  Qth,  which  then  becomes  doubled  in  its  turn.  The  nth 
resolves  regularly  in  the  accompaniment. 

At  (X)  the  7th  in  the  chord  of  Dominant  ;th  is  doubled,  and  treated  in  a  similar  manner. 

5. — Even  good  composers  frequently  allow  themselves  further  licenses  in  free 
harmonization,  but  the  student  should  avoid  such  until  he  has  had  considerable  experience 
in  writing,  and  will  do  well  to  take  to  heart  the  wise  words  of  Dr.  Ebenezer  Prout,  who 

says  in  his  admirable  treatise  on  Counterpoint :  "  There  is  nothing  in  which  helpless  and 
shiftless  work  shows  itself  more  clearly,  or  takes  more  speedy  vengeance  on  its  author  than 

in  the  writing  of  a  simple  accompaniment" 

6. — Examples  of  accompaniments  will  be  found  in  abundance  in  the  works  of  the 
great  masters,  and  the  student  is  urged  carefully  to  examine  these,  as  he  will  learn  far 

more  by  so  doing,  than  by  any  other  method.  There  is  no  "  royal  road  "  to  success ;  it  is 
only  by  practical  experience,  and  by  painstaking  study  of  the  best  models,  that  he  will  be 

enabled  to  achieve  the  requisite  freedom  and  ease  in  this  most  important  branch  of  his  art 

MELODIES  TO  WHICH  A  PIANOFORTE  ACCOMPANIMENT  IS  TO  BE 
WRITTEN. 

Andantino. 

( Suggestion  for  accompaniment. ) 

t  The  doubling  of  the  Leading-note  between  the  melody  and  an  upper  part  of  the  accompaniment  is 
perfectly  justifiable. 
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On  the  hanks  of  Allan  water." Andante  moderate. 

p  b  a1     -^ i     p    

F=1 —  i  —  r 
j   j  j*3| 

9  Jf  n    ..... ~~!  —  P     1    ^=J  —  J- 

11 
CD    * 

<2V  j  r 

=d  r  i    ' 

-v 

^ —  L 

• 

(Suggestion  for  accompaniment.) 

fFCj-Hi.]  i^g 
s 

f^rrir'-r  ryi^^ 
^ 

3. 
wtri 

(Suggestion  for  accompaniment.) 

i 

I/
' 

MUJ'lr  * ^ 
(Key  Bfr.) 

"Accented  p*Miag-notc  OQ  chord  «rf  Bt>. 
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OLD  ENGLISH  MELODY — "  O  Willow,  willow." 
Andante. 

^^ E 

J  I  J  J  J  I  J BE 

£=E 

OLD  ENGLISH  MELODy—"  Come, lasses  and  lads." ro  vivaee. 

OLD  ENGLISH  MELODY — "  Down  among  the  dead  men." Moderate. 
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CHAPTER   XXXV. 

ON  HARMONIZING  AN  UNFIGURED  BASS. 

1.  —  The   adding   of  harmonies  to  an  unfigured  bass  is  a   very  valuable  means  of 
impressing  the  situation  of  the  various  chords  of  a  key  upon  the  memory,  and  affords 

scope  for  the  student's  own  invention,  shewn  in  the  construction  of  an  interesting  melody 
above  such  a  bass. 

2.  —  With  the  aid  merely  of  the  concordant  triads  and  the  chord  of  the  Dominant 
yth,  it  is  possible  to  harmonize  effectively  most   diatonic  basses,  and  the  first  exercises 

given  on  this  subject  are  so  designed. 

3.  —  The  following  schemes  will  indicate  at  a  glance  the  harmonies  possible  to  each 
degree  of  the  major  and  minor  scales,  using  only  concordant  triads  and  their  inversions 

and  the  Dominant  yth  and  its  inversions  :  — 

MAJOR  KEY. 

Tonic. 

Super-tonic. 

Mediant. 

Sub-dominant. 

Dominant. 

Sub-mediant. 

Leading-note. 

5 
3 

(Rarely.) 

^m 

i 
H i 

§  ir  g i 

fea^s i 

€ 
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MINOR  KEY. 

Tonic. 

Super-tonic. 

Mediant. 

Sub-dominant. 

Dominant. 

Sub-mediant. 

Leading-note. 

Concordant  Triads.  |j  Dominant  7th.  j 

« I 
r 

S 
M 
4 

IT         • 

SI & ii   B-  n 
2 

^^ 

fti \   fi    B 

r— n 

4. — Of  course,  it  need  hardly  be  said  that  the  different  positions  of  the  Dominant 
7th  (as  of  every  discord)  can  only  be  used  where  the  bass  will  permit  of  their  proper 

resolution : — 
Bad. 

4  It  being  possible  to  treat  the  diminished  Triad  as  a  concord  in  its  first  inversion,  it  it,  in  that  form, 
included  in  the  above  tables  of  concords. 
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1. 

2. 

EXERCISES. 

(ADD  ALTO  AND  TKNOR  PARTS.) 

Hymn-tune. 

/•i  Q     j      j   i rJ      J     j     1- —  1  —  i  —  1~ 

—  h 

J  hj    rJ    «
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c^      '"
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   c*  —  gi    W  * "      ̂       rJ      H 

   <»  —  H 

[^  f3 Fl'    f  '  ' -*-—-*     f^-f5  —  :^-fJ     " 

Putoralc. 

Double  Chant. 

^ &3& 
3. 

m ^ 
*  jji  j  .j 

n  f  f 



(Aon  SOPRANO,  ALTO  AND  TENOR.) 

''   flf    'I  '  I  ||  '    I  '  IJlf    l|  '    'If 

Hymn- tune. 

J  r  r  i  r  J  r j  j 

6. 
c  f 

>  elr  p  -1  iJ'-1  ; 
J.  J  cr J'J  JU  j  JM  . 

5- — After  the  student  has  worked  through  the  foregoing  exercises,  he  should  endeavour 

to  harmonize  the  following  more  difficult  basses,  introducing  passing-notes  and  modula- 

tions to  related  keys.  •  He  need  not  then  limit  himself  to  common  chords  and  Dominant 

7ths,  but  may  by  degrees,  as  he  progresses  in  his  studies  in  harmony,  include  the  several 

chords  possible  in  any  key. 

6. — Very  few  definite  rules  can  be  given  for  working  such  exercises,  beyond  those 

already  set  forth  earlier  in  this  chapter  and  in  the  chapters  immediately  preceding ;  but 

the  following  hints  may  be  found  useful : — 

(a)  Where  the  bass  moves  quickly,  many  of  the  notes  should  be  treated  as 

passing-notes,  or  notes  in  arpeggio  upon  one  harmony,  as  the  case  may  be. 

(b)  An  intended  modulation  may  often  be  detected  by  the  presence  of  accidentals, 

or  by  the  progression  of  the  bass  at  the  end  of  a  phrase,  a  perfect  cadence  being 

formed  by  the  rise  of  a  4th,  or  fall  of  a  5th,  t.g  : — 
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where  the  bas«    would  impljr  a  modulation  from  the  key  of  C  to  the  ke7  of  G, 

ending  with  a  full  close  in  that  key,  thus  :— 

i 

31 

3 

y. — For  further  practice  in  harmonizing  melodies  and  unfigured-basses,  the  student 

it  referred  to  the  Author's  "  Appendix  to  Practical  Harmony,"  and  "  350  Exercises  in 

Harmony,  Counterpoint,  and  Modulation,"  to  Dr.  Ehenezer  Prout's  "Additional 

Exercises  to  Counterpoint,"  or  to  Mr.  Frederic  Carder's  "  Exercises  in  Harmony  and 

Composition,"  in  each  of  which  he  will  find  an  extensive  collection  of  exercises,  which 

he  is  strongly  advised  to  work,  and  from  which  he  cannot  fail  to  derive  great  advantage 

MORE  DIFFICULT  UNFIGURED  BASSES. 

M f  r\*>  A  f 
a 

J 

Minuet. 

2.»^ 

3=^^ 

^ 

e 

.rirrrnr^^^ m 
I    Tasto  Solo. 

J  J  r  f  I  r  j  IJ  •  II 
m 
•  The  direction  "  Taito  Solo"'  implies  that  these  six  bass-notes  are  not  lo  be  fully  harmonized,  hoc 

that  the  three  upper  parts  are  to  he  in  unison  or  Sves.  with  them. 
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N.B. — The  following  more  elaborate  exercises  consist  of  basses  to  be  harmonized   freely  for  the 
pianoforte — not  in  strict  four-part  harmony  throughout. 

Ttmpo  di  valie.      ^   

•  fevitt  jf  M  j  f  M  j i -F— •*• 
r    r 

r    f*    ̂ =F=P 

fa",  j 
J  r  M  j 

. 

March. 

J    rvr   r  I  r    r    r J  . 

Andante. 

r  i  B=.  -1  p 

.1 
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SUPPLEMENT. 

CHAPTER     II. 

SEC.  13  (page  5). — The  progression  from  an  octave  to  a  unison,  or  from  a  unison  to  an 

octave,  has  very  much  the  same  effect  as  that  of  consecutive  octaves,  and 

should  be  avoided,  e.g.  : — 
Bad.  Bad. 

'"'      ̂  

^^  r  *      »* 

CHAPTER     III. 

EXERCISES  ON   FIRST   INVERSIONS. 

The  following  Exercises  may  be  used  in  addition  to  those  given  on  pages  8  and  9  : — 
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I 

X  Passing-note,  to  be  disregarded,  90  far  as  the  harmony  U  concerned. 
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CHAPTER     III. 

EXERCISES  ON   SECOND   INVERSIONS. 

The  following  Exercises  may  be  used  in  addition  to  those  given  on  page  12: — 
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CHAPTER    V. 

SBC  9  (page  17).  —  Occasionally,  the  Major  6th  of  the  melodic  minor  scale  is  used  in 
chord-formation,  under  the  following  conditions  :  — 

(L)  When  the  bass  rises  by  step  from  the  Dominant  to  the  Leading-note  ;  in 
this  case  a  first  inversion  may  be  taken  on  the  Major  6th  of  the 

scale,  e.g.  :— 

i 

(n.)  When  an  upper  part  in  the  same  manner  proceeds  upwards  from  the 

Dominant  to  the  Leading-note;  in  this  case  a  first  inversion  containing 

the  Major  6th  of  the  scale  may  be  taken  on  the  tonic  bass,  eg. : — 
X 

CHAPTER    XIII. 

SEC.  3  (page  46). — As  the  subject  of  suspensions  often  presents  difficulties  to  the  average 

student,  the  following  observations  may  be  of  assistance : — 

(L)  The  introduction  of  suspensions  does  not  alter  the  harmony  of  a  passage, 
but  merely  embellishes  it  To  illustrate  this,  let  the  student  compare  the 

two  following  passages  : — 

1  i        •  13  i       4 

(a) 

2 " 
A 

g? 

A 

J- 

E 

PJ-rr  [Ul 
~  I  4, 

}-J  *l 

j  i  «y_  *+ 

J. 

E 

I       ^^ 

JL 

^ 

i m 
Here   (a)   represents  a   simple    succession    of    chords,    which   in    (b)    are 

ornamented — in   five   places — by  Suspensions.     It   will   be   seen  that,  in  every 



instance,  when  the  suspended  (tied)  note  moves  by  step  to  its  resolution,  the 

chord  is  identical  with  the  corresponding  one  in  (a),  the  suspension  having  been 

simply  the  result  of  a  delaying  of  the  movement  of  a  note  of  the  preceding  chord. 

SBC.  6  (page  47). — A  Suspension  takes  its  name  from  its  distance  from  the  root  of  the 
chord  over  which  it  is  held,  e.g.,  the  F  marked  X  in  the  following  example  is  a 
suspended  4tA,  for  the  simple  reason  that  it  stands  at  the  distance  of  a  4th  from 

the  root  of  the  chord,  viz.,  C  : — 
X 

T 
tvJ     J    II 

I 

For  a  similar  reason,  the  D  marked  X  below  is  a  suspended  gfk,  for,  when  it 

resolves  on  to  C,  a  *  chord  is  the  result ;  the  root  is  therefore  C,  and  the  D  stands 
from  that  root  at  the  distance  of  a  gth  : — 

X 

—  g?    i~lS£ 
5± 

I 

A    * 
Root  C 

CHAPTER     XXVI. 

SEC  8  (pages  108  and  109). — Other  less  frequently  used  chromatic  concords  are  to  be 

met  with  in  modern  music,  e.g.  : — 

(a)  A  major  common  chord  on  the  minor  yd  of  the  scale  : — 
X 

(b)  A  major  common  chord  on  the  major  3rd  of  the  scale  : — 
X 

N.B. — The  G$  in  this  chord  is,  according  to  the  Harmonic  Chromatic  Scale,  an  Afr,  and  the  chord 
consequently  derived  from  a  Dominant  root,  the  three  notes  being  respectively  the  1 3th,  minor  9th,  and 
jrd  of  that  root 
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A  minor  common  chord  on  the  minor  ith  of  the  scale : — 

X 

§B r 
^^L m 

(<£)  A  major  common  chord  on  the  minor  ̂ tk  of  the  scale  : — 

X 

^^ 

A 
V»V  *> — PL 

»•  The  above  chords  are  very  rarely  found  in  conjunction  with  the  minor  form 
of  the  key. 



•The  "  STEP  BY  STEP "  Series  of- 
PRACTICAL  MUSICIANSHIP  BOOKLETS 

The  "  live  "  teacher  will,  in  future,  give  the  usual  individual  lesson 
and  in  addition  form  a  weekly  class  in  which  aural  training,  musicianship 
and  musical  analysis  will  each  play  an  important  part.  The  under- 

mentioned books  will  give  the  teacher  every  aid  in  this  matter. 
SIGHT>READING  AT  THE  PIANO.  Alec  Rowley. 

(In  three  Stages)  each  net  Is. 
Sight-Reading  can  be  taught.  Alec  Rowley  has  evolved  an  entirely 
new  method  in  which  eye,  ear  and  hand  are  correlated.  Teachers  and 
pupils  will  be  amazed  at  the  progress  resulting  from  the  use  of  these 
booklets. 

TRANSPOSING  AT  THE  PIANO.     J.  Raymond  Tobin. 
(In  three  Stages)  each  net  Is. 

Transposition  becomes  a  natural  and  normal  thing  after  the  study  of 
these  booklets.  The  author  has  given  simple  rules,  and  explained 
them  so  effectively  that  even  the  dullest  pupil  will  understand. 

MODULATION  AT   THE  PIANO.     J.  Raymond  Tobin. 
(In  three  Stages)  each  net  Is. 

Following  on  the  lines  of  the  above  booklets,  the  author  has,  in  the 
most  simple  manner,  evolved  a  real  Musicianship  series. 

HARMONISATION  AT  THE  PIANO. 

By  Alec  Rowley  and  J.  Raymond  Tobin.  (Three  Stages)  each  net  Is. 
These  booklets  make  Harmony  a  reality,  ensure  keyboard  facility  in  the 
use  of  chords  and — through  a  constant  use  of  hand  and  ear — develop  a 
thorough  and  practical  knowledge. 

MELODY  MAKING  AT  THE  PIANO. 

By  Alec  Rowley  and  J.  Raymond  Tobin.      (In  three  Stages)  each  net  Is. 
Here  the  pupil  is  shewn  how  to  build  melodies,  and  how  to  space  his 
work,  by  the  use  of  cadences. 
A  really  creative  idea  that  can  be  assimilated  and  used  by  all  ages. 

GRADED  TESTS  IN  PRACTICAL  MUSICIANSHIP  AND 

MUSICAL  INITIATIVE.  Book  I.     Elementary— Junior. 
Book  II.     Junior — Intermediate.     Book  III.     Intermediate — Advanced. 

By  Alec  Rowley  and  J.  Raymond  Tobin.         (In  three  Books)  each  net  Is. 
Questions   on    vital    points   connected    with    Musicianship.      Just   such 
foundational  things  that  every  teacher  will  be  glad  to  show  and  every 
pupil  glad  to  know. 

THE  MUSICIANSHIP  BOOK  OF  SCALE  AND  ARPEGGIO  TESTS. 

By  Alec  Rowley  and  J.  Raymond  Tobin.       (Two  Books)      each  net  Is. 
"  READ-THINK- PLAY-LISTEN  "  is  the  guidepost  of  these  new  tests  which 
are  indispensable  to  the  modern  teacher.    They  aid  better  scale-playing, 
hold  the  pupil's  interest,  build  up  musicianship  and  encourage  musical initiative. 

ADVENTURES  IN  IMPROVISATION. 

By  Frederick  Nicholls  and  J.  Raymond  Tobin.  net  2s.  6d. 
A  thoroughly  practical  book.  Thematic  development,  key  and  mode 
contrast,  continuity,  sequence,  shape  and  other  means  of  maintaining 
interest  are  demonstrated  simply  and  directly.  Exercises,  with  key 
scheme  and  plan,  are  included  to  assist  entrants  for  Diploma  Examina- 

tions of  the  R.C.O.,  R.A.M.,  T.C.L.,  etc. 
THE  APPRECIATION.  OR  LISTENING,  CLASS. 

By  Stewart  Macpherson.  (Stiff  Paper  Covers)  net  4s. 
A  new  and  revised  edition  of  a  most  popular  book  for  the  understanding 
and  knowledge  of  what  to  listen  for.  In  class  work  or  private  teaching 
or  reading,  this  finely  written  and  easily  understood  work  is  invaluable 
to  the  "  live  "  musician. 

London  :  Joseph  Williams,  Limited,  29  Enford  Street,  W.I 
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PIANOFORTE     PLAYING 
ON    ITS    TECHNICAL    AND    ESTHETIC    SIDES. 

By    CHARLES    F.   REDDIE. 
Price  6/-  net  (cloth  boards)  ;  4/-  net  (paper  covers). 

This  Volume,  intended  as  a  guide  for  pianoforte  teachers,  is  written  as  concisely  as  possible,  and 
illustrated  by  numerous  examples.  It  should  also  prove  a  useful  text-book  for  students  generally.  The 
author  does  not  profess  to  expound  any  new  or  wonderful  method  of  technique,  but  -merely  states  certain 
physical  facts,  which  have  been  verified  by  Sir  Alfred  Fripp,  the  eminent  surgeon.  There  are 
chapters  on  : — 

Production  of  tone.  Part  playing. 
Varieties  of  touch.  Tempo  rubato. 
Expression  and  phrasing.  Passage  playing. 

The  study  of  a  sonata,  &c.,  &c. 

THE    STUDENT'S DICTIONARY    OF    MUSICAL    TERMS. 
By    ARTHUR   J.    GREENISH 

Price  3/6  net  (limp  cloth). 

This  Dictionary,  it  is  hoped,  will  prove  useful  to  students  and  others  as  a  book  of  reference  in 
connection  with  their  musical  studies. 

THE    ART    OF    PIANO    PEDALLING. 
By    HARRY    FARJEON. 

Op.  55.     In  two  volumes,     Price  3/-  net  each  (stiff  paper  covers). 

"  The  Art  of  Piano  Pedalling"  is  believed  to  be  the  first  work  dealing  thoroughly  with  the  subject 
from  its  explanatory  and  musical  sides.  Each  aspect  is  treated  in  a  four-fold  manner.  There  is  first 
a  verbal  explanation,  then  a  musical  exercise  followed  by  a  study  and  then  by  a  piece.  Vol.  I  contains  the 
text,  exercises  and  studies,  and  is  complete  for  beginners.  Vol.  II  repeats  the  text  and  gives  the  pieces, 
which  are  rather  more  difficult  than  the  studies.  The  scope  of  the  whole  work  will  be  best  realised  through 
the  headings  of  the  seven  sections,  which  are  appended  : — 

I.  Pedalling  for  legato  chords.  IV.  Sustaining  bass  note  below  accompaniment  chords. 
II.   Pedalling  to  assist  the  slurring.  V.  Half  damping. 

III.  Pedalling  to  sustain  chords.  VI.  Pedalling  staccato  notes. 
VII.  Special  effects. 

In  conclusion,  it  may  be  said  that  Vol.  II  is  available  as  an  album  of  sketches  quite  independently  of  its 

"  leading  motive,''  the  seven  pieces  being  in  similar  vein  to  the  composer's  "  Lyric  Pieces.  '     (3/-  net.) 

THE    ART    OF    PIANO    PHRASING. 
By    HARRY    FARJEON. 

Op.  66.     In  one  volume.     Price  3/-  net  (stiff  paper  covers). 

In  scope  this  work  on  expression  (for  such  phrasing  actually  is)  is  similar  to  "The  Art  of  Piano 
Pedalling."  excepting  that  the  verbal  explanations,  exercises  and  pieces  are  printed  in  a  single  volume, 
and  that  there  are  no  studies.  The  various  headings  are  : — 

Introduction. 

All  Sorts  in  a  Square  Box  (The  rhythm  of  normal  8-bar  sentences). 
Odd  Patterns  (Irregular  rhythms). 
Soft  Climaxes. 
A  Declaration  of  Independence  (Different  phrasing  in  the  two  hands). 
Perfect  Freedom  (Two  parts  with  varied  phrasing  in  the  same  hand). 
Classical  Jazz  (Cross  rhythm)  and  Speeding  (The  rhythmic  effect  of  accel :  and  rail :). 

As  in  the  companion  work,  the  seven  pieces  form  an  album  which  may  be  used  for  study  or  for  pleasure, 
regardless  of  the  direct  educational  intention. 

RUBATO,   or  the  Secret  of  Expression  in  Pianoforte  Playing. 

By   J.    ALFRED   JOHNSTONE. 

Price  3/-  net  (stiff  paper  covers) ;    4/8  net  (stiff  boards). 

"  RUBATO,"  by  the  author  of  many  valuable  educational  works,  is  a  necessary  addition  to  the 
teacher's  and  student's  technical  books  for  study.  Without  serious  and  sympathetic  study,  Rubato  remains 
a  very  vague  characteristic  of  expression  in  music ;  without  such  .help  as  a  teacher  of  Mr.  Johnstone's 
experience  and  thought  gives,  it  can  become  a  very  dangerous  element  in  the  building  up  of  melodic 
phrasing — stiff  and  affected.  It  should  not  stand  out  more  prominently  than  the  other  characteristics  of 
the  general  construction.  We  have  not  only  the  author's  ideas  on  the  subject,  but  many  well-known 
executants  and  theorists  are  quoted  (Biilow,  Paderewski,  Wagner,  Finck,  Niecks,  Kiemann,  Matthay,  &c.). 

London:  Joseph  Williams,  Limited,  29  Enford  Street,  W.I 
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Important  Educational  Works  on  Music 
By  STEWART  MACPHERSON. 

Melody  and  Harmony  (with  Analytical  Index  by  SYLVIA  CUKREY)   

This  important  work,  the  result  of  its  author's  most  recent  experience,  deals  with  the  study  of Harmony  as  a  definite  training  of  the  ear  and  musical  sense.  Practical  keyboard  work  is  an 
essential  feature  of  its  scheme,  and  the  section  of  the  work  dealing  with  Melodic  Movement  (intended 
to  be  studied  concurrently  with  the  Harmonic  sections)  provides  an  attractive  substitute  for  the 
conventional  problems  and  formula  of  so-called  Strict  Counterpoint. 

The  work  is  also  issued  in  three  separate  "  Books  "  (paper  covers)  as  follows  : — 
Book  I,  Melodic  Movement,  45.  6d.  net ;   Book  II.  Elementary  Harmonic  Progression,  45.  6d.  net ; 
Book  III,  Advanced  Harmony,  4*.  6d.  net 

Studies  in  the  Art  Of  Counterpoint  (including  Double  Counterpoint,  Canon  and  Fugue).     A  companion 

work  to  "  Melody  and  Harmony  " 
Practical  Harmony  (with  Analytical  Index  by  JOSKPH  SPAWFORTH)    . 

As  a  result  of  its  clear  and  concise  character,  this  work  has  become  a  standard  text-book. 
Appendix  to  Practical  Harmony.— A  Collection  of  Questions  and  Exercises  for  the  use  of  Students 
Rudiments  Of  Music  (New  Edition i             

No  young  student  of  music  (piano,  violin  or  singing)  should  be  without  such  a  book  as  this.  Like 

the  "  Practical  Harmony,"  all  explanations  are  given  in  clear,  terse  language. 
Questions  and  Exercises  upon  the  Rudiments  of  Music            
350  Exercises  in  Harmony,  Counterpoint,  and  Modulation   (including  the  Harmonization  of 

Melodies)     . .           
Form  in  Music,  with  special  reference  to  the  designs  of  Instrumental  Music 
The  Appreciation,  or  Listening  Class  (a  Guide  for  the  Music  Teacher  and  Student)         
The    Musical    Education   of  the   Child  (some   thoughts  and  suggestions   for  Teachers,  Parents  and 

Schools)           . .         . .           
Music  and  its  Appreciation;  or  the  Foundations  of  True  Listening  (Revised  Edition)   

NET 

Paper.   Cloth. 
i.   d.      s.  d. 

7    6 

7    6 
3     6         - 

AURAL   CULTURE;    based  upon   Musical  Appreciation.      By   Stewart    Macpherson  and 
Ernest  Read.  The  work  deals  with  the  vital  subject  of  the  training  of  the  young  pupil's  ear  in  musical  perception, in  a  manner  calculated  to  arouse  his  interest  from  the  outset  It  is  planned  as  a  series  of  lessons,  each  of  which  is 
based  vfton  some  definite  tnitsictU  composition,  and  will,  it  is  felt,  prove  invaluable  to  teachers  who  are  seeking  to 
awaken  and  to  stimulate  the  listening  and  appreciative  faculties  of  their  pupils. 

Price:    Part  I,  51.  net:    Part  II,  71.  net;    Part  III,  ;s.  net. 

s,"  containing  Songs,  Rhythmic  Exercises,  etc.    Part  I ,  is.  net :  Part  II,  is.  6d.  net ;  Part  1 1 1,  as.  net. Separate  "  Pupil's  Books, 

FIRST  STEPS  IN  MUSICIANSHIP.     By  Stewart  Macpherson  and  Hilda  Coilens.    33.  net 
This  book  deals  with  certain  aspects  of  Practical  Musicianship,  and  is  designed  for  the  pupil  for  Home  Study  as 
well  as  for  use  at  the  piano  lesson.     Invaluable  too  for  candidates  working  for  the  New  Musicianship  Examination. 

•  The  Analytical  Edition  of  BEETHOVEN'S  SONATAS. 
by  Stewart  Macpherson.  This  edition  is  unique  in  the  fact  that  each 
analysis  of  its  several  movements,  based  upon  the  principles  set  forth  in  the  Editor 
of  special  educational  value  to  the  student. 

net  s.   d.  - Op.  2,  No.  i,  in  F  min. 
Op.  2,  No.  2,  in  A         . .          . .   2 
Op.  2,  No.  3,  in  C        . .         . .   2 
Op.  7,  in  EP     _   2 
Op.  10,  No.  i,  in  C  min.  ..2 
Op.  10,  No.  2,  in  F  . .  . .  2 
Op.  10,  No.  3,  in  D  . .  . .  2 
Op.  13,  in  C  min. 

("  Pathetique  ")  2 
Op.  14,  No.  i,  jn  E  . .  . .  2 
Op.  14,  No.  2,  in  G  . .  . .  2 
Op.  22,  in  Bb   2 

net  s.  d. 

12.  Op.  26,  in  At?    . .         . .       ..20 
13.  Op.  27,  No.  i,  in  Eb  . .  2  o 
14.  Op.  27,  No.  2,  in  Cf  min. 

(Moonlight")  2  o 
15.  Op.  28,  in  D  ("Pastorale")     2  6 
16.  Op.  31,  No.  i,  in  G  . .         . .  2  6 
17.  Op.  31,  No.  2,  in  D  min.    ..2  6 
18.  Op.  31,  No.  3,  in  Eb  ..2  6 
19.  Op.  49,  No.  i,  in  G  min.     . .  i  6 
20.  Op.  49,  No.  2,  in  G  . .         . .   i  6 

21.  Op.  53,  in  C  ("Waldstein")     2  6 22.  Op.  54,  in  F    . .         . .         ..20 

Edited,  Phrased  and  Fingered 

Sonata   is   preceded  by  a  complete 
's  "  Form  in  Music."     It  is  therefore 

net  s.  d. 
23.  Op.  57,  in  F  min. 

("  Appassionata  ")  2    6 
24.  Op.  78,  in  Ff      . .         . .         ..20 
25.  Op.  79,  in  G          20 

26.  Op.  8iA,  in  Eb  ("Les  Adieux")  2    o 
27.  Op.  90,  in  E  min.  ..          ..20 
28.  Op.  101,  in  A      . .         . .         ..20 
29.  Op.  106,  in  Bb    . .         . .         ..40 
30.  Op.  109,  in  E      . .         . .         ..20 
31.  Op.  i  to,  in  A  b    ..         ..         ..26 
32.  Op.  in,  in  C  min.        ..         ..26 

The  Analytical    Edition  of   MOZART'S    SONATAS.     Edited,  Phrased  and  Fingered  by 
George   Farlane.      This  edition  is  issued    under  the    personal  supervision  of,   and    with  the  analysis  written   by 

Stewart  Macpherson.   Being  based  upon  the  principles  set  forth  in  Stewart  Macpherson 's  "  Form  in  Music. "  (75. 6d.  net.) Price  as.  net  each. 

No.  i,  in  C  No.  4,  in  Eb         No.  7,  jn  C  No.  10,  in  C  No.  13,  in  Bb         No.  16,  in  C  No.  19,  in  F 
No.  2,  in  F  No.  5,  in  G  No.  8,  in  A  min.    No.  n,  in  A  No.  14,  in  C  min.    No.  17,  in  Bb 
No.  3,  in  Bb          No.  6,  in  D  No.  9,  in  D  No.  12,  in  F  No.  15,  in  F  No.  18,  in  D 

Also  Fantasia  in  D  min.  (with  analysis)  as.  net.       Fantasia  in  C  min.  (with  analysis)  as.  net. 

STANDARD  CLASSICAL  WORKS  FOR  THE  PIANO.  (2  hands.)  Edited,  Phrased  and 
Fingered  by  George  Farlane.  Issued  under  the  personal  supervision  of,  and  with  prefatory 
remarks  by  Stewart  Macpherson. 

net  s.  d. 

Bach,  J.  S.,  Italian  Concerto  ..20 
Chopin,  F.,  Impromptus  ..  ..20 
Chopin,  P.,  Nocturnes  . .  ..40 
Chopin,  F.,  Valses   30 
Chopin,  F.,  Preludes,  Op.  28 and  45  3  o 

net  s.  d. 
Liszt,  F.,  Consolations      ..         ..20 
Liszt,  F.,  Dreams  of  Love  ..20 
Mendelssohn,  Christmas  Pieces, 

Op.  72    2   O Schumann,    R.,  Album  for  the 
Young,  Op.  68  3  o 

Also  the  following  are  Edited,  Phrased  and  Fingered,  with  prefatory  remarks  written  by  Stewart  Macpherson. 

net  s.  d. 

Schumann,  R.,  Phantasiestucke, 

Op.  12  2  6 
Schubert,    F.,    3   Marches    Mili- 

taires,  Op.  51.  Piano  (4  hands)  2  o 
Schubert,  F.,  Moments  Musicaux  2  fi 

net  s.  d. 

Bach,  J.  S.  18  little  Preludes  ..20 
Bach,  J.  S.  Two-part  Inventions  2  6 
Bach,  J.  S.  Three-part  Inventions  2  6 
Beethoven,  L.  Van.  Rondos, 

Op.  51,  Nos.  i  and  2         ..    each  2  o 
Mendelssohn.          Prelude      and 

Fugue  in  D  min. 

net  s.  d. 
20 Handel,  G.  F.     Sept  Pieces 

Handel,  G.  F.  Suites,  Nos.  1  1  &  16 
each 

Handel,  G.  F.    Suite,  Nos.  5,  8, 
10  &  14          .  .         .  .         .  .  each 

i  6 

2  o   I  Mozart,  W.A.   Rondo  in  A  min. ..  2  6 

net  s.  d. 

Haydn.  Sonatas  (with  analysis)each  2  o 
No.  i  in  Eb  No.  7  in  D 

No.  3  in  Eb  No.  9  in  D 

No.  5  in  C 

MUSICAL  INITIATIVE  or  "  Perception  Tests'  for  the  Pianoforte.    By  York  Bowen.   2s.  net. 
Especially   written   for  the  use  of  Candidates  entering   Examinations   where   Tests  of  this  description  are  included 
in  the  requirements. 

Descriptive  Catalogue  of  "•Educational  Works  on  Music"  (28 pp.}  post  free  on  application. 
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BERNERS  EDITION  OF  CLASSICAL  AND  MODERN  PIECES 
GRADED    AND    SELECTED    FOR    EDUCATIONAL    PURPOSES 

Edited  by  GRANVILLE  BANTOCK,  GEO.  FARLANE,  C.  EGERTON  LOWE,  ALEC  ROWLEY,  etc. 
P.  Primary.     E.   Elementary.     L.  Lower  Division.     H.  Higher  Division.    J.  Intermediate.     A.  Advanced. 

Net  Price  s.  d.  Net  Price  \.  d. 
Two  Musical  Sketches  (j)      ...    2    0      83  Liszt.  F.          ...  Valse-Impromptu  (A)      2    0 
La  Regata  Veneziana  (A) 
Andante  in  F  (A)           
Menuet  in  G  (r)          ...         1 
Ecossaise  in  G  (r)       ...          >• 
Le  Bourbonnoise  (p)  ...         J 
Mirth  and  Sadness  (j)... 
Impromptu  in  A  flat,  Op.  90 

No.  4  (A)         
Ecossaise  in  B  minor  (L) 

8  Bennett,  W.S....  The  Lake,  Op.  10  No.  1  (j)   ... 
9  Bennett,  W.S....  The  Fountain,  Op.  10  No.  3  (A) 

1  Mendelssohn 
2  Liszt,  F. 
3  Beethoven 

f  Bach,  J.  S. 4<  Beethoven 
(Coaperin 

5  Beethoven 
6  Schubert,  F. 

7  Schubert,  F. 

0 
2  6 2  0 

1     0 

1     0 

10  Chopin,  F.       ...  Mazurka  in  C,  Op.  33  No.  3  (H) 
11  Bach,  P.  E.     ...  Solfeggietto  in  C  minor  (j)    ... 
12  Loellly   Giga  in  G  minor  (j)   
13  Schubert,  F.    ...  Impromptu  in  B  flat,  Op.  142 

No.  3(j>         2    0 
14  Rameau,  J.  P....  Le  Rappel  des  Oiseauz  (A)  ...     1    6 
iSKJernll.H.      ...  Spring  Song  (H)                1    0 
10  Tsebalkowsky...  Sweet  Dreams,Op.39  No.  1  (•)     1    0 
17  Bennett, W.S....  Rondo  Piacevole,  Op.  25  (A)    2    0 
18  Dr.  Arne         ...  Jig  in  G  (L)           1    0 
19  Bach.  W.  F.    ...  Fughetta  in  D  (H)             1    0 
20  Bennett,  W.S....  Introduzionee  Pastorale  (H)...    2    0 
21  Schumann,  R....  Fairy  Dance,  Op.  124  No.  5  (j)     1     0 
22  Rail.  J.  ...  L'esplegle.    Valse  de  Salon,  (j)     2    0 
23  Daequln,  C.     ...  LeCoucou,  Rondo  in  Eminor(j)    1    0 
24  BMthoven       ...  Fur  Elise  (L)       1     6 
25  Jensen,  A.       ...  Elfin  Dance,  Op.  33  No.  5  (L)       10 
26  Jensen,  A.       ...  1st  and  2nd  Waltzes,  Op.  33 

Nos.  7  and  8  (L)            1    0 
27  BMthoven       ...  Sonatina  in  F  (B)              1     B 
28  Beethoven       ...  Sonatina  in  G  (B)              1     0 
29  Heller,  S.        ...  Three  Original  Melodies  (j)  ...    2    0 
30  Thomas,  A.     ...  Mignon  Gavotte  (H)       1    0 
31  Kullak,  Th.     ...  TheNightingale,Op.81No.8(B)     1     0 
32  Heller,  S.        ...  Tarantelle  in  A  flat  (j)          ...    2    0 
33  Tsehalkowsky...  April,  Op.  37a  No.  4  (H)        ...     1     0 
34  Tsehalkowsky...  June,  Op.  37a  No.  8  (j)         ...     1     0 
35  Tsehalkowsky...  December,  Op.  37a  No.  12  (H)      2    0 
36  Tsehalkowsky...  Chanson  Triste,Op.40  No.2  (H)     1    0 
37Henselt,A.      ...  Fruulingslied,  Op.  15  (A)       ...     1    6 
38  Grieg,  E.          ...  Norwegian  Bridal  Procession(j)    2     0 
39  Paradles.  P.  D...  Toccata  in i  A  (j)                1     6 
40  Sohytte,  L.      ...  Berceuse  in  G  major,  Op.  20 

No.  7  (t)             1     0 
41  Schubert,  F.    ...  Scherzo  in  B  flat  (H)       1     0 
42  Rubinstein,  A....  Valse  Caprice  in  E  flat  (A)     ...    2    0 
43  Gade,  N.  W.    ...  Ringeltanz  in  A  minor  (L)     ...     1    0 
44  Beethoven  Minuet  in  G  (L)        1    0 
.,  ,.,,„„,.„_  „   I  aMelody,  Op.  68  No.  1  (t)       ...  | 
45  Schumann,  R.  |  bSoldiers'M.rcb,  O p.  68  No .2(«)  I 
46  Tsohalkowsky...  Feuilled' Album,  Op.lBNo.S(j) 
47  Jensen,  A.       ...  Romance,  Op.  33  No.  6  (H)  ... 
48  Schumann,  R....  Why  ?    Op.  12  No.  3  (A)      ... 
49  Schumann,  R....  Novelette  in  F,  Op.  21  No.  1  (A) 
50  Schumann,  R....  Novelet te in  E.  Op.  21  No.  7  (A) 
51  Rubinstein,  A....  Melody  in  F,  Op.  3  No.  1  (H) 
52  Rhelnberger,  J.   La  Chasse,  Op.  5  (A)   
53  Burgmuller,  F.    L'hannonie  des  Anges,  Op.  100 No.  21  (B)       
54  Handel,  G.  F. ...  The  Harmonious  Blacksmitb(A) 
55  Burgmuller,F....  Rondoletto  in  C,  Op.  76  (B)  ... 
56  Rubinstein, A....  Romance   in    E   flat,   Op.   44 

No.  l(j)         
57  Chopin,  F.       ...  Marcbe  hunebre.  Op.  35  (A)  ... 
58  Chopin,  F.       ...  Valse  in  D  flat ,  Op.  64  No.  1  (j ) 
59  Haydn,  J.        ...  Andante  in  B  flat  with  varia- 

tions (H)         
60  Burgmuller,  F.    RondoAlla Turca. Op. 68(L)... 
61  Hummel,  J.  H....  Rondoletto  in  C,  Op.  52  (B)  ... 
62  Kuhlau,  F.  J. ...  Allegro  Burlesca,  from  Op.  88 

No.  3(H)         
83  Field,  J.  ...  Nocturne  No.  8  in  A  major  (j) 
64  Handel,  G.  F. ...  Allemande in  G  minor,  from  the 

16th  Suite  (H)                1    0 
65  Bach,  J.  S.      ...  Prelude    and    Fugue    in    D, 

No.  5  (A)             1     0 

1     0 

(  Pureell,  H. 
I  Arnold,  S. 

67  Mozart,  W.  A....  Rondo  Alia  Turca  (j) ... 
68  Moscheles,  I.  ...  Rondo  in  B  flat  (H)       
69  Stelbelt,  D.      ...  Rondeau  Turc  in  C  (H) 
70  Beethoven       ...  Les  adieu z  (L)   
71  Liszt,  F.  ...  Soirees  de  Vienne,  No.  0  (A)  ... 
72  RachmanlnofT...  Prelude  in  C  sharp  minor  (A)  ... 
73  Jensen,  A.       ...  The  Mill,  Op.  17  No.  3  (H)     ... 
74  Raff.  J.  ...  Polka  de  la  Reine,  Op.  95  (A) 
75  Kullak,  T.       ...  Boating  on  the  Lake  (B) 
76  Handel,  G.  F. ...  Corrente  in  F  (L)           
77  Rubinstein,  A....  Study  in  C,  Op.  32  No.  2  (A) 
78  Hummel,  J.   N.  Allegro  in  C,  Op.  42  No.  2  (L)... 
79  Tschalkowsky...  Song  of  the  Lark  (H)   
80  Raff,  J.  ...  La  Fileuse,  Op.  157  (A) 
81  Chopin,  F.       ...  Valsein  E  minor  (Op.posth.)  (j) 
82  Liszt,  F  ...  Romance  f rom  "Tannhauser" 

(Wagner)  (A)    

Minuet  in  G  (Suite  No.  1)  (L)...  i  .     n 

Giga  in  A  minor  (H)   /  l 

2     0 

83  Liszt,  F. 
84  Bach,  J.  8.      , 

85  Schubert,  F. 

86  Schumann,  R. 
87  Bach,  J.  S.      . 
88  Dussek,  J.  L.  .. 

*89  Bach,  J.  S.      .. 

90  Liszt.  F. 
91  Jensen,  A.     .. 
92  Heller,  S. 
93  Beethoven     .. 
94  Handel.  G.  F.. 
95  Field.  J. 
96  Scarlatti,  A.  . 
97  Gade,  H. 
98  Scarlatti 
99  Kullak,  T.     . 

100  Schumann,  R.. 
101  Bach,  P.  E.    . 
102  Handel.  G.  F.. 

103  Holler,  S. 
104  Chopin.  F.     ... 
105  Mendelssohn... 
106  Mendelssohn  ... 
107  Sehumann.R. 

l08Sehama«n.R.>^-™ 

,.  Valse-Impromptu  (A)   
,.  Courante  in   E   (French  suite 

No.  0)  (H)       
..  Menuetto  in  B  minor  (j)       ... 
aLittle  Romance  i  ,  , 

bRustic  Song        /  IL>   
,.  Two  Bourrees  (H)          
..  Tempo  di  menuetto,  from  Op. 20  No.  1(B) 

..  Sarabande  in  E  m minor  (English 
suite  No.  5)  (H)         

Liebeslied  (Schumann)  (A)     ... 
Barcarolle,  Op.  33  No.  10  (j) 
Saltarello,  Op.  77  (A) 
Bagatelle,  Op.  119  No.  1   (H) Prelude  in  B  flat  (j)   
Nocturne  No.  6  in  B  flat  (L) 
Sonata  in  C  (A)            
Elegy,  Op.  19  No.  1  (L) 
Allegretto  in  E  minor  (L)     ... 
Dreaming  of  Angels  (L) 
Romance  in  F  Sharp  ( j )     ... 
Rondo  in  B  minor  (H) 
Two  Menuets  (Nos.  0  and  7  of 

Sept  Pieces  (B)        
L'Avalanche,  Op.  45  No.  2  (L; 
Nocturne.     Op.  9      No.  2  (j) 
Spring  Song,  Op.  02  No.  0  (j) The  Bee's  Wedding  (j) 
Nacbtstuck,  Op.  23  No.  4  (j) ~    .  16  No.  7  (t)..  (. 

,  Op. 15  No.8(L)  t 
109  Bennett,  8.     ...  Toccata,  Op.  38  (A) 
110  Handel,  G.  F.      Capriccio  in  G  minor  (H)     ... 
111  Schuraann.R...  The  Wayside  Inn  (j)  ...... 
112  Haydn.  J.       ...  The  Gipsy  Rondo  (j)  ... 
113  Sehumann.R....  Novellette,  Op.  99  No.  9  (j) 
114  Bach,  J.  S.    ...  Prelude  in  C  minor  (L)         ... 
115  Heller,  S.       ...  Andante    Cantabile,    Op.  46 

No.  8  (H)    ......... 
110  Tsehalkowsky     Mazurka,  Op.  39  No.  10  (t)... 
117  Sehumann.R....  Whims.  Op.  12  No.  4  (j)      ... 
118  Sehumann.R....  Knight  Rupert  (t)     ...... 
119  Bach,  J.  S.    ...  Gavotte  and  Musette  (j)      ... 
120  Tsehalkowsky     Chant  sans  Paroles  (j)         ... 
121  Weber.C.M.Von   Minuet   in   E   minor    (From 

Sonata  No.  1  in  C)  (j)     ... 
122  Martini,  G.B....  Gavotte  in  F(  i)       ...... 
123  dementi,  M.  ...  Gavotte  in  B  flat  (L)  ...... 
124  Pascal,  F.      ...  Dolly's  Minuet  (L)    ...... 
125  Reineeke,  C....  Minuet  in  D(t)         ...        ... 
120  Dr.  Blow         ...  Gavotte  in  G  minor  (H)       ... 
127  Coaperin,  F.  ...  La    Fleurie    on     la     tendre 

Nanette  (R)          ...... 
128  Beethoven     ...  Two  Minuets  in  C  and  D  (B) 
129  Bach,  J.  S.     ...  Two  Minuets  in  B  flat  (From 

1st  Partita)  (a)     ...... 

130  Handel,  G.  F....  Menuet  (from  "  Berenice  ")  (L) 131  Borodine,  A....  Au  couvent.Op.  1  No.  1  (A)... 

132  Handel,  G.F....  Largo  in  G  (from"  Xerxes")  (j) 133  Bach,  J.  S.     ...  Prelude  in  C  minor,  No.  3  (L) 
134  Sehumann.R...  Merry    Peasant     and     First 

Sorrow  (E)  ......         ... 
135  Scarlatti,  D.  ...  Pastorale  in  D  minor  (i)       ... 
136  Dussek,  J.L....  Sonatina  in  G,  Op.  20  No.  1  (L) 
137  Chopin,  F.      ...  Nocturne  VI  in  G  minor,  Op.  15 

No.  3  (j)        ......... 
138  Schumann,  R....  Cradle  Song.  Op.  124  No.  6  (B) 
139  Schumann,  R....  Schlummerlied,  Op.  124  No. 

10  (H)          ......... aTbeWildRider,Op.68No.8(B)  \ ' i  in  c.k...    ..  n      aeer,p.o.B 140  Sehnmann.R.|bReaper.sSonKOp'C8No  18|mj  J 
141  Raff,  J.  ...  Cavatina.  Op.  86  No.  3  (H)  ... 
142  Chopin,  F.      ...  Valse  in  C  sharp  minor,  Op.  04 

No.  2(j)      .........     1     0 
143  Schubert,  F.  ...  Marcbe     Militaire,      Op.    61 

No.  1  (H)     .........     I  0 
144  Beethoven      ...  Bagatelle  in  F,  Op.  33  No.  3  (L)     1  0 
145  Grieg,  E.        ...  Carnival  Scene,  Op.  19  No.3(A)     2  0 
146  Arne,  Thomas     Sonata  No.  6  (E)       ......     1  0 
147  Cnopln,  F.      ...  Fantaisie  impromptu,  Op.  66  (A)  2  0 
148  Schumann,  R.    Finale  (Endevom  Lied),  Op.  12 

No.  8  (A)     .........     1     0 
149  Scarlatti,  D.  ...  Sonata  "  The  Cat's  Fugue"  (A)     2    0 150  Bach,  J.  S.     ...  Air  in  C  minor,  French  Suite, 

No.  2  (H)     .........     1     6 
151  Mozart,  W.  A.     Menuetto  1  and  2  (from  Sonata 

in  E  flat)  (L)  ......     1     0 
152  Chopin,  F.      ...  Mazurka   in   A   minor,  Op.  7 

No.  2  (H)      .........     1     0 
153  Heller,  S.       ...  Barcarolle,  Op.  16  No.  4  (j)...     1    0 
154  Heller,  S.       ...  Nocturne  in  A   flat,  Op.  its 

No.  17  (H)     .........     1     6 
155  Jensen,  A.       ...  Hungarian    Melody.    Op.    33 

No.  13  (H)  ...          ......     10 
156  Schumann,  R....  Two  Album  Leaves,  Op.  09  (H)     1     0 
157  Mozart,   W.    A.  Fantasia  and  Fugue  in  C  (A)...     2     0 

London :  Joseph  Williams,  Limited,  29  En  ford  Street,  W.I 
873  /       ̂ *  ,  \  li 



A  SEIECTED  LIST  OF  EDUCATIONAL  WORKS 
(       ̂JOET  THE   THEORY    OF   MUSIC,   etc. 

Paper  Clotb coven  coven 

0  YORK   BOWEN  s.  d  s.   d. 

Musical  Initiative,  or  "Perception"  Tests  (for  the  Piano)   20        — 
LILIAN    BUCKE 

Music  in  the  Nursery  School.     A  short  course  in  music  for  children  under  seven 
.  Illustrated,  stiff  paper  covers    36        — 

GREVILLE   COOKE 
Art  and  Reality.     An  essay  in  the  philosophy  of  Esthetics  (with  foreword  by  J.  B.  McEwxN)    26      36 

A.  H.  EARNSHAW 

The  Elements  of  'Cello  Technique      2    0 
HARRY  FARJEON 

The  Art  of  Piano  Pedalling.    Two  volumes.    Op.  65            each    30       — 
The  Art  of  Piano  Phrasing.    Op.  66    30       — 

HENRY  FARMER 
Catechism  of  the  Rudiments  of  Music.    (New  edition)      30       — 

].  ALFRED  JOHNSTONE 
*Harmony  for  Beginners          40       — 
'"Metronomic  Indications  for  BACK'S  Preludes  and  Fugues,  with  hints  on  their  interpretation    30        — 
The  Beginner's  Catechism  on  the  Theory  of  Music         26       — 
*RubatO,  or  The  secret  of  expression  in  pianoforte  playing  ...         ...         ...         ...         ...     3    0      46 

*  The  copyright  of  Joseph  Williams,  Limited,  for  Great  Britain  and  it3  Colonies,  excepting  Australasia. 

JOHN   KENNEDY 
Common  Sense  and  Singing.     (Introductory — Analysis — Synthesis).     New  edition          1     6 

C.  EGERTON   LOWE 

The  Elocutionist's  Cyclopaedic  Handbook.     For  elocution  and  literary  students,  with  hints for  elocution  examinees       ...         ...         ...         ...         ...         ...         ...         ...         ...         ...     3    6      50 

STEWART  MACPHERSON 
The  Rudiments  of  Music  (New  Edition)         16     26 
Questions  and  Exercises  upon  the  Rudiments  of  Music           16     26 
Practical  Harmony.     A  concise  treatise,  including  the  harmonization  of  melodies                50      76 

Appendix  to  Practical  Harmony.     Questions  and  exercises  for  the  use  of  students     ...         ...     40        — 

Questions  on  Harmony.    From  the  "  Appendix  "   16     26 
The  Music  Teachers'  Part  in  a  General  Educational  Scheme.    An  address   04       — 
t Practical  Counterpoint  (illustrative  of  both  the  strict  and  free  styles)   7    6     10    0 

t  Not  for  sale  in  the  United  Kingdom  of  Great  Britain. 

TOBIAS  MATTHAY 
Double  Third  Scales.     Their  fingering  and  practice  (on  card)          16        — 

The  Child's  First  Steps  in  Pianoforte  Playing                 30       — 
The  Forearm  Rotation  Principle  in  Pianoforte  Playing         ...    26       — 
Musical  Interpretation,  Its  laws  and  principles         7    6    10    0 

ERNEST  READ 

First  Steps  in  Melody  Making.     [Intended  as  an  alternative  to  "  Aural  Culture  "  (Macpherson 
&  Read),  Part  I,  Pupil's  book]      ...           16        — 

Studies  in  Sight  Singing.      A  collection  of  graded  exercises,  rhythms,  melodies  and  rounds  for 
elementary  pupils   20        — 

H.  W.  RICHARDS 
Some  New  Ideas  in  the  Teaching  of  Counterpoint.    A  lecture   06       — 

CHARLES  TREE 
How  to  acquire  Ease  of  Voice  Production   paper  boards    50       — 

LUCY  M.  WELCH 
Music  Making  In  Class,  for  Preparatory  and  Secondary  Schools    ,36       46 

Pupils'  Books  for  class  use  in  connection  with  above.    Books  1  and  1  A.  9d.  net  each  ;  Books  2 
and  3,  Is.  net  each ;  Book  4,  Is.  6d.  net ;  Book  5,  2s.  net. 

Important  Points  in  Class  Music  Teaching  (companion  to  "  Music  Making  in  Class  ")          ...     1     6 
Selected  Traditional  Tunes  for  the  piano  (for  use  with  "Music  Making  in  Class")           20        — 
Music  for  Music  Class.     (Its  Choice  and  its  Use)   4    0 

Dances  of  the  British  Isles  (for  the  Piano).     (Collected,  Arranged  and  Harmonized)       16        — 

London:  Joseph  Williams.  Limited,  29  Enford  Street,  W.I 
B  --2QA 



A  SERIES   OF 

PRACTICAL  HANDBOOKS  ON  MUSICAL  SUBJECTS 
Under  the  responsible  editorship  of  STEWART  MACPHERSON 

Series 
No. 

Stiff  paper  Cloth covers  covers 
a.  d.  a.  d. 
—  50 

6     — 

—       50 

>r  complete     4    0 
—       36 

6    0 

Ready 

HERBERT    ANTCLIFFE 

7.     Living  Music.    A  popular  introduction  to  the  methods  of  modem  music 
LILIAN    E.    BUCKE 

19.  Music  in  the  Kindergarten  and  Lower  Forms.    (Revised  edition) 
ADAM   CARSE 

21.  The  School  Orchestra.     Organisation,  training,  repertoire 
SYLVIA  CURREY 

15.  The  Child's  Training  in  Rhythm.    (Revised  edition) 
F.  C.  FIELD  HYDE 

11.  The  Singing -Class  Teacher.     His  principles  and  methods 
11  A.  Melodies  and  Tests  (for  sigl  rid  musical  dictation). 

Book  I  (Tonic  Sol-fa),  Is.  6d.;  Book  II  (Staff  notation),   3s.     ... 

ARTHUR  J.  GREENISH 
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