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I SIEGEL- :MYERS 

· Correspondence School of Music 
Chicago, Ill. 

1 t . 

Harmony Lesson NQ 26 . Composed and EditeA . by 
ADOLPH ROSENBECKER 

CLASSIFICATION OF CHORDS 

Before proceeding to the further use of triads, we will class­

.ify the triads which we have been discussing. 

The Triads of the Maj qr and Minor Scales 

Ill. N9 1 
In C :Major 

' 
In A Major 

d # . 
:§: .0 § II § II § 111 II ll O H § 11 § 
I II III N v VI VIJO I n m N v VI wo 

Ill. N<? 2 
In C Minor In A Minor 

,¢11. a u •1 11-U IU§ I'll § In u #§ 11 11 II 

I II0 ill' IV v VI vn° I ll0 III' IV v VI VII0 

The ma/or triads are found on the first, fourth and fifth de­
grees of the major scale, and on the fifth and sixth degrees of 

the minor 'scale. Ill. N9 3 
. In C Major In C Minor 

Maj or Triads ' J. II § II W•h -§ II II 

I N V V VI 

Copyright MCMVII by Siegel-Myers Correspondence ,School of Music. 
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The minor triads are found on the second, third and sixth 
degrees of the major scale, and on the first and fourth degrees 
of the minor scale. 

Ill. N<? 4 
In C Major In. C Minor 

Minor Triads ' H § II II ~\ J_ II II 
II III VI I IV 

The diminished triads are found on the seventh degree of 
the major scale, and on the second and seventh degrees of the 
minor scale. 

Ill. .N9 5 
In C Major In C Minor 

Diminished Triads . ' § II ~'11 H b § i 
VII0 VIIO 

The augmented triad is found on the third degree of the 
minor scale. 

Ill. N9 6 
In C Major In C Minor 

Augmented Triad ' 11J'i, b§ II 
Ill. N9 7 III 

The triad '@no is to be located. The interval D-F# is a 
major third, and the interval D -A# is an augmented fifth.Thus 
the triad Ill. N<? 7 is an augmented triad. Since it is an aug­
mented triad, it is found on the third degree of Home minor 
scale. D is the third in the B minor scale. We have thus lo­
cated the triad D-F#-A#. 

Ill. N9 8 

'#ft .. II #! II .. <> #- II 

Ill. Ne;> 9 

The triad ~ is to be located.The interval E - G# is a 
major third, and the interval E-B is a perfect fifth. Then the 
triad, Ill. N<? 9, is a major triad. 



I 

A major triad may appear in any one of five positions. (~e 
Ill. N<? 3) . 

The triad of E-G#-B is found on the first degree in the 
sc;ale of E major. 

Ill. N<? 10 

'#ff§ .......... ~ 
I 

It is found on the fourth degree. in the scale of B major. 

Ill. N<! 11 

,~ . § .... II II 
u--e-<> . . J\T 

It is found on the fifth degree in the scale of A major. 

ill. N912 

'#j# e .... II 

It is found on the fifth degree in the scale of A minor. 

v 

It is found on the sixth degree in the scale of G# minor. 

__ ru . ..N9_14 

~ e *" II 
VI • 

This may be written in another form, as on page 4. 
!Ill.~: 15 ' 

The given triad \? iii is a major triad. 
Har.:(,. NC? 26. 
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It is found on the tonic I in the key of E major. 
It is found on the sub-dominantIVin the key of B major. 
It is found on the dominant' Vin the key of A major. 
It is found on the dominant V in the key of A minor. 
It is fom1d on the ::;ub-mediant VI in the key of G# minor. 

The major chord f § thus being placed on dif~erent 
~IIl.K916 

degrees in various keys, it may also be useful in modulating 
from one key to another. We indicate here a few such connec­
tions. You will find it profitable to write a large number of 
such legitimate chord connections, and test them on an instru­
ment. 

Ill. N917 
Chords connecting key of 

_., JJ ti E major with B major. 

- ~ 

~ 

~ 

4 -
,, 

-~ ....iL.-.. ., .. ·- --I 
" ..i ~ ? 

I 
-.. n -= ~ 

~ ~ ' 
' i) - ·U 

·' ~ 

~ -..... i..-.. ·- . 
~ _;: , 

IV I 
Ill. N<? 19 

Chord connecting E major 

I 
~ JJ ti with ~minor. · 

' T 

.. ..... 

v 

Ill. NC? 18 
Chords c~nnecting key of 

~ JJ t1E major with A major. I : .. _-.. -
-.. 

I 
I 

.. 
~ -

Ill. N9 20 V I 
Chords connectingEmajor 

"th G~ . 
\ jJ ti WI mmor. 

·-- --- ~ -
t J 

·' ·-.. -... 

\ JJ ti ? ., -I - . - -
t '---""" 

,, ... . . . 
fl 

VI I 



iiegel·Myers Correspondence School of Music 
CHICAGO, ILLINOIS 

A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROB 

Examination Paper for Lesson No. 26 

fame.................. ......... ......................................... . 
{

Clue Letter and No •.. ... ..... . ..... . . .. . .. ... 

· · Account No .... ........................ . ...... . . 

rown ... .... .......... ................ .......... ... .... ........... ....... . State . ........... .. ..... . Percentage ............ . 
Write name, addreu and numbers plainly. Fill in " Account No." only if it appears on your Leason Ticket. 

Unleu otherwiae apecified, all llluatrationa and Exerciaea mentioned in thia e xamination paper 
refer to llluatrationa and Exerciaea riven in the accompanyinir leuon. 

l. W rite the triads of the G major scale. 

l 
2. \". ' r ite the triads of the G minor scale. 

I 
3. On what deg rees of the lilajor scale are 111ajor triads found ' ... . .... . . . 

4. 011 \\·hat degrees of the 111 ·i11or sca!r a re 111ajor triads fo und' ........ . . . .. . . . ...... . .. . 

J. W ri te the 111ajor tr iads found in t he scales of G majo r a ncl G minor. 

~' ________ j 
G. On what degrees o f the 111 11 jor scale are 111i11 or triads foun d? .. . ... . . ... . .. . .. . ... . ... . 

7. On what degrees of the minor sea.le are 111 i11or triads found ?·.· .. . . . .. .. . . . .. .. .. ..... . 
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8. \\' ritC' the 111i11or triads found in the scales of G major and G minor. 

] 

9. On \\·hat degree of the 111aJor scale is a di111inished triad found? ................. . .• ~ · 

....... . ... .. . ................ .. .............. ·· - ·~ 

10. On what degrees of the mi11or scale are diminished triads found? ............. . . . ... . 

.. .. .. .. .. .. .. .. ... . .. .. .. .. .. .. ... ... .. .. . . ... ... .. . ....... ........ ... . . .. .. . . . . .... ...... \ 

11. \II/rite the di111i11islied triads found in the scales of G major and G minor. 

--"-t"---' ____ £] 
l 
! 

' 12. On what degrees of the major scale are augmented triads found? .................... .< : 

13. On wl1at degree of the minor scale are a11gme11ted triads found? ....................• 

14. Write the augmented triads found in the scales of G mafor and G minor . 

• 



13. 

16. 

(a) Analyze the triad C-E-G sharp ... . ....... . . . ......... .... . ... . ........ . .. . .. . 

(b) Locate it in its scale position and illustrate. 

-------r---4 
(a) ,Analyze the triad C-E-G . . .... . . .. . ..... . . . . . . . .. .. . .. ...... .. .. ... .. .. .. ... ... . 

(b ) Locate it in a ll its possible scale positions, and illustrate each. Indicate key signa­

tures, and the scale degree of the triads . 

. . . . . . . . . . . . . . . . . . . . . . ,, ........................ ........ .. ............... .. ..... ...... .... . 

I 

I 
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.. .. .. .. .. . . .... ... . .. ............. . .. . .. . .. . . ... ...... . .. ........... ...... . ... . ... 

I 
.. . . . .. . . . . ... . ... . ..... ... . . . . . .. . .. .. . .. ...... . .. . ...... . ... . . .. .... .. . . .. . . 

I 
17. ·write i11 tabula r fo rm the locatio11 oi th e triad C-E -G. 

IS. Use the triad C-E -G as the co1111ccti11g chord bctwce11 C ma jor and F major , a nd C 

major and G major. 

,.. 
. - --

' 11 ._1 

r "'• -... .. 
I 

fl ,, -----~ 7 

• r 

...... - .. 
I 



SIEGEL- :MYERS 

Correspondence School of Music 
Chicago, Ill. 

Harmony Lesson NQ 27 Composed and Edited by 

1 

ADOLPH ROSENBECKFR 

l\IINOR A~l) DIMINISHED TRIADS 

The triad ,-~--=--.:: is to be located. The interval C-EP is a 

minor third, and the interval 0- G is a perfect fifth. Thus the 

triad ' ~ !. is a minor triad. 

A minor triad may appear in any one · of five positions. (See 
Lesson N9 26, Ill.N9 4.) 

The triad C-Ep-G is found on the second degree in the scale · 
of BP major. 

lli.Nql 

,~ e 6 e II e II 
n 

It is found on the third degree in the scale of Al> ~jor. 

ID. N<.? 2 'tit o e 6 e II "d 
ill 

It is found on the sixth degree in the scale of El> rnaj or. 

Ill. N<.? 3 

VI 

Copyrig'ht MCMVII by Siegel-Myers Corre!>pondence School of Music. 



2 
It is found on the first degree in the scale of C minor. 

It is found on the fourth degree in the scale of G minor. 

Ill. N<? 5 

toJ>= .. " .. H .... u .. I 
JV 

For use in reference, we write this also in the following 

manner. 

The a minor triad. 

Table NC: 1 
It is found on the super-tonic II in the key of B~ major. 
It is found on the mediant III in the key of A~ major. 
It is found on the sub- mediant VI in the key of E~ major. 
It is found on the tonic in the key of c minor. 
It is found on the sub-dominant IV in the key of G minor. 

The minor triad, as well as the major triad, may be used 

as the connecting chord in modulating from one key to an­

other; and the above table will suggest some such modulations. 

We give a few illustrations of the minor triad used as the 

cormecting chord. You should write many such modulations, and 

. try them on some instrument. 



Ill. N<? 6 a 
3 

Or the same modulation may 
be 'Hitten . 

! 
! 

. 
~ 

-

. 
4 

\ . 

. -
\ 

-

I ., 
~ . 

,. -. ,. 

I .. 

'" -~ 

c nun or 
·-;----

-
~ 

4-

:1 
1B~mafor 

~ a• a• 

Ill. K9 6 b 
C minor BP major ! : :: -·. ~ ::::: :':::: -~--··· --···-~...._,,--e-=" 

- i... ........ ····--

~....__....--0-~"" 
I II v I 

- -
~ 

II V I 

In Ill. N9 6, the minor triad C-Ep-G is used as the connect­
ing chord in modulating from the key of C minor to BPmajor. 

Ill. N'? 7 

~ qmil\or A~ major 

!G: ::.:1: .. :::: II 
. I IV . IIINI 

In Ill. NC! 7, the minor triad C-E~-G is used as the connect­
ing chord in modulating from the key of G minor to A~ major. 

Ill.NC? 8 ~ . 

11!:: E!=1:::r II 
I VI IV I 

In ID. N9 8 the minor triad 0-EP-G is used as the connect­
ing chord in modulating from the key of EP major to G minor. 

The triad £Ill. N9-9 is to be located.The interval E-G is a 
minor third; \? PI and the interval E - B~ is a diminished 
fifth. So the triad E-G-B~ is a diminished triad. · 

The diminished triad appears in three positions. (See Les­
son N<? 26, Ill. N9 5.) 
Hai·. No. 27. 
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The triad E- G-B~ is found on the seventh degree in the scale 
of F major. 

e" 
\11° 

It is found on the second degree in the scale of D minor. 

Ill. N9 11 

It is found on the seventh degree in the scale of F minor. 

Ill. N9 12 

4gv ............ ~ 
VII0 

For use in reference, we \:Hite this in the follo\"\ing manner. 
Ill. N913 

The given triad' ~I is a diminished triad. 

Table r\9 2 
It is found on the seventh degree vn° in the key of F major. 

It is fom1d on the second degree II 0 in the key of D minor. 

It is found on the seventh degree VII 0 in the key of F minor. 

Ex. N<? 1 

' 4f1!j J r I r I J I u] r 



Siedel-Myers Correspondence School of Music 
CHICAGO, ILLINOIS 

A COURSE OF HARMONY LESSONS 
Ly ADOLPH ROSENBECKER and DANIEL PROTHERO! 

Examination Paper for Lesson No. 27 

{ 

Claaa Letter -d No ...................... .... . 
Name ........................... ....................................... .. . 

Account No. ...•••.•.••......................... 

Town ................................................................... .. State .................... Percentase ............ . 
Write name, adclreaa and numbera pr.w.i,.. Fall in "Account No." oal,. if it appean on ,.our L-D Ticket. 

ua1- otherwiae epeeified, all IDaatratiom and Exerciee• mentioned in tbia examination -r 
refer to Wuatratiom and Exerciaee .P•en in the accompanFillll' leaaon. 

1. (a) On what degrees of the major scale are minor triads found? .... . .... . .... . . .. .. . . 

(b) On what degrees of the minor scale are minor triads found? . . ...... .... . . . . ... .. . 

2. (a) Analyze the triad A-C-E . .. .. ...... .. ... ...... ..... .. . .... .. ... ... ... . ... ...... . 

(b) Locate it in all its possible scale positions, and illustrate each. Remember to 

indicate key signatures, and the scale degrees of the triads. 

I 

I 

I 



~+----] 
3. Write in tabular form the location of the triad A-C-E. 

4. Use A-C-E as the connecting chord in a modulation from the key of C major into the 

key of G major. Study Illustration No. 6 (b) carefully as a model. 

~ , .. . -
' ~ 

C) 

,_ ,,.. 
- .. ,, 

5. Use A-C-E as the connecting chord in a modulation from the key of C major into the 

key of F major. 

ri .. 
. • --
' I 

4 J 

,_ ,. - ,,. 
I 

2 



6. Use A-C-E as the connecting chord in a modulation from the key of C major into the 

key of E minor. 

~ 
w . . ~ 

' I 

I J 

, ,. - .. ,, 
- ---

7. Use A-C-E as the connecting chord in a modulation from the key of A minor to G major. 

fl 
I .. 

... I 

4t I 

~ 

r ,. - .. ,, -

8. Use A-C-E as the connecting chord in a modulation from the key of A minor to E minor. 

~ .. 
·-. ~ 

'\. I 

4 J 

r_ ,. - .. ,, 

9. (a) Analyze the triad A-C·E flat . . . . . ... . 



(b) Locate it in all its possible scale positions, and illustrate each. 

... ... ... .. ...... . ............ . ...... .... ......... ... . . . . ...... .. . .... . .. . . . .. . . .. ... . 

I 

I 

I 

10. Harmonize Exercise No. L 

~ 
I .. 

' I 

4•) 

< 

-· I - .. 
I 

'It. 

4 



SIEGEL- :MYERS 

·correspondence School of Music 
Chicago, m. 

Harmony Lesson N'! 28 Composed and Edite4 by 

ADOLPH ROSENBECKER 

THOROUGH-BASS NOTATION 

The connection 9f the primary chords of the minor are vecy 

similar to the connection of the primary chords of the major. 
This is shown in lliustrations Nos.1 and 2. 

ill. N'? 1 
C major ~ ~ A major 

"'--

I IV v I I IV V I 

. IlLN<? 2 

L '.-
C minor . 

--~ 

""' 

A minor 

-....__.......-

I IV v I I IV v I 

C major and C minor are two modes. You will write in the 

\maio~ mode or in the minor mode, ~s either may lend itself 
est to ideas you wish to express. 

'When the minor mode. is used, some chromatic alterations 
will have to be made. In harmonizing a . bass . melody, we 

ndicate such chromatic alterations in any of the thr~e upper 

· oices by indicating above the bass note the alterationtobemade. 

Copyright MCMVII by . Siegel- Myers Conespondence School of Music. 



\Vb.en an accidental alone is ~itten above a bass note, it 
affects the third above that bass note. 

· Ill. NC? 3 The # over E (Ill. N<.? 3) indicates that the third 

. '1? ! of the t~iad on E is to be raised a :rp. N<? 4 
., chromatic half-step. If the exer-{ 

cise is in the key of A minor, the note is G# ., 

and the triad is the dominant triad given in~~~~~~~ 
v .Ill. N9 4. 

The#, p or q over a bass note ·denotes that the third of the 

triad built on -that bass note is to be altered chromatically as 

indicated. 

If the fifth of the triad on the bass note is to be chromat­
.ically changed, #5, P5 or ~5 placed above the bass note indi­
cates the alteration. # 5 occurs frequently, and is also indica­

ted by the figure 5 with a dash through it, thus: $. 
The $ over C in Ill. N<? 5 indicates that the 

Ill. N<? 5 I N 
'1: £ fifth of the triad on C is to be ,,11· <! 6 

., ~ raised a chromatic half-step. IfijiE~~~~j 
the exercise is in the key of A minor, the note< ~. ~ 
is G#, and the triad is the mediant triadc-givenf~~· ~~~~@I 
in Ill. N<? 6 . ill' 

If in the course of writing·, a chromatic alteration should 

be desirable for any other tone, a#, P or q together with the 

number of the degree to be affected by the .accidental, indi­
cates the alteration. 

The exact nature of a chord may be indicated by writing 
above the bass note the order in which the notes of the triad 

are to occur in the three upper voices. 

Ill. N<.? 7 The Arabic numerals above the bass note in 
8 ! Ill. N<? 7 indicates that the octave of the root tone 

'): !i is to appear in the soprano; the fifth, in the alto; 
and the third, in the tenor. 



8 
. 0 Ill. N<? 8 

The chord, then, is written as m Ill. N. 8. = 
The Arabic 8 does not necessarily indicate . 

one octave above; here the second octave is · 
used. I 

The Arabic numerals above the bass note in 
Ill. N~ 9 Ill. N<? 9 indicates that the chord Ill. N<? lO 

s· = 2
: 5 shall be written as in Ill. N9 10, the~ 

- " tki'l'd appearing in the soprano. ~ : 
The Arabic numerals · above the I 

bass note in Ill. N? 11 indicate that ill. N9 12 

Ill.N~ 11 the chord shall be written as ins.~ 
\}= ! Ill. N<? 12, the fifth appearinginthe~~ 

soprano. I 

Be sure to write all exercises for the present in close 
position. That is, have the soprano and tenor voicesnot 'IJWre 

. than an octave apart. This will aid you to see and avoid faul­
ty progressions. 

Ill. N<? 13 
Progression in close 

•t• ~ pos1 ion. 

I 
- ~ 

41 ""' 

. , -
I V 

Ill. N<? 14 
Progression in open 

position I\ 

I 
-

4 I - ""' 
~ 

-· -
I V 



Tonic and dominant chords are to be written in close har­
mony in the three positions in several keys. 

Ill. N9 15 
~ 0 ma·o ~ . r 

~ -
- -

4 ""--......" ~-~ u -
8 8 I !? ~ 

L •a - ~ - -. -- / 

I v I V I V 

Ill. N9 16 
0 minor 

I v I V I V 

NOTE: Remember that the~ over the bass note G indicates that the third 
is to be chromatically altered as indicated. 

Ex. N'? l · Chords are to be written on the bass notes as ex­
plained in_ the accompanying ·examination paper. 

Ex. N9 l 

" 
4 

p 
tt ~ h~ ft b· -e-

.! -- -
Ex.NC? 2 

\ 

4 
5 

# 
8 

tt ~ 
8 f x ol 8 

-~ .. -= ~ - -~ 
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~Ieiel·Myers Correspondence School of _Music 
' . . . . . . ' . . CHICAGO, ILIJNOIS •. . . I . I 

A COURSE OF HARMONY LESSONS 
By ADOLPH ROSENBECKER and DANIEL PROTHERO! 

Examination Paper for Lesson No. 28 

{ 
ca... Letter aad No. ••...•..•••............... 

Name ........................... , .......................... : .............. . 
. • . ACCOUDt No. ................................... . 

Town ................••.•••.•.................... ~ ... :~ •• ~. : •. : ............ .State .................•. .P.-centase······. ······ 
Wl'IW name, adm.. uul. namben plaln{i. 'Fill In "Accoant No." only if it ap..-n oia your L-n Ticket. 

u.i- othenriH epecifiecl, aD ~and Eserciae• mentioned in thd ·:umlDatl-..... 
refer to Waatra6- and EserciM• si'"'n in the accompan,-ins 1-n. 

1. Write the progression l-IV-V-1: .. 

I ) 

~ ' ' : f ' 

I , .... -.. 
I 

(b) In the key of D minor. 

(c) In the key of G major. 

" . 1r--t#.-_ .~.~-~---,-.. -- "-~-----. --------------------;.._~ ... ...................... 
,,6. .. ..... ~- ~ 

". I I 

I 

r_ '• ... 
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2. (a) What is indicated by an accidental written over a bass note? ..... . .. . ...... . ..... . 

(b) Illustrate. 

~ 
~ .. ~ 
' J 

t J 

, .... -.. 
I -

3. (a) How is a chromatic alteration of the fifth above a bass note indicated? ........... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ................... . 

(b) Illustrate. 

~ 

. ~ 
' 1 

4 I 

£... .... - .. 
I 

4. (a) How is a chromatic alteration of any degree indicated? . . . .................... .. .• 

········ ···· · .... .. .............. ....... ... .... ........................ ...... ...... ... . 

(b) Illustrate. 

n 
' 

. • ~ 
' I 

4 I 

. 

,_ ... 
- .. 

I 



3 
5. (a) Can the exact nature of a chord be indicated, when only the bass note is written? 

......................................................................................... 

(b) Illustrate the manner of doing this. 

ri 
~ 

' I 

4 • 

~ 

I 
I -· -.. 

I 

\ -

6. What is meant by writing in close harmony f . ............ . . . ......................... . 

. . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . ~ ........... .................................................. . 
7. Write the progression I-IV-V-I in close harmony in three positions. 

I 

(a) In the key of G major. 

~ 

- -... .I 

r-4 
~ 

I -
I 

,_ .... - .. 
I 

~ - . 
(b) In the key of A minor. 

fl 
~ 

' >I 

4 J 

I 

I 

I 

,_ .... - .. 
I -. 
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(c) In the key of D major. 

~ 
.. 
' I 

4 I 

~ ' 

I -· -·· I 

(d) Jn the key of D 111i11or. 

~ 
... 
,. I 

411 
~ 

I 
I 

,_ ,. - .. 
I -

' 

8. Write chords on the bass notes given in Ex. No. 1, observing the notation given. 

~ 
.. 
' I 

4 I 
~ . 

I -· - .. 
I 

\ 

9. Write chords on the bass notes given in Ex. No. 2. 

.I 

] 
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1 

Harmony Lesson N9 29 
Composed and Edited by 

ADOLPH ROSENBECKER 

HARMONIZING IN THE MINOR MODE 

You learned in the previous lesson that the exact nature of 

chords may be indicated by numerals placed above the bass 

note . Thus the. chords indicated in ID.N<? 1 inust,because of the nota­

tion above them, be written as in Ill. N9 2. 

I 

8 lli.N91 l ? 

3 
8 

Ex.N<? 1 t 
I 

9>f 

IV 

II 

r 
v 

3 

! #g 8 8 
5 5 
II I n II : 11 ': 

-
y ·~ TU 

I f' r I r v 
III '~ II v 

Model for the Harmonization of Ex. N<? 1 
~ I I I . -· -. ,_ 

,. ~ - - -
' I I ._ ..... , - _..;;:: =--· ~ 

-9-- -... .. ~ 
~ - " 

I I 

I ·NV Ill VI n v 

II 

I. '' II 
I 

""' 

I 
Copyright MCMVIII by Siegel•- Myers Correspondence School of Music • . 
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Notice that contrary motion between the upper three voices 

and the bass is used throughout the harmonization of Ex. N9 1 , 

.thus avoiding the faulty progression of concealed fifths and oc­

taves. 

If the same bass used in Ex. NC? 1 (the same progression of in­

tervals) is written in a minor key, the upper voices require chro­

matic alterations, due in many cases to the leading tone, which is 

raii;ed a chromatic half-step. In writing the bass exercise, such 

chromatic alterations are indicated abov~ the bass notes ,as in Ex . 

. N<? 2. 

Ex. N<? 1 transposed into the key of A minor is vrritten as in 

Ex. N9 2 

I 

a 
Ex. N92~ 

e 

I IV V IlI'VJ II0 V 

Mdl~ th Ha . t• 
~ e or e rmoruza ion o 

I I I I I I . 
~ . . - - ,. ,. - -,. ,, --- ,~ ,, u 

• - '-v - ........ 

-- u ~ 
, - ~ 

, --
I I I 

I 

x. 

-. -
_./ 

I IV v III' VI no v I 

. 

Notice that the progression of the first four chords is ex-

actly parallel in the harmonizations of Exercises Nos. I and 2. 

In the progression from the mediant to the sub-mediant chord, 

(III-VI) in the harmonization of Ex. N9 1, the common note (E) 

is not retained in the same voice; ·while in the same progression 

in the harmonization of Ex.N9 2 the note common to the two 

chords is retained in the same voice. The reason for this is ex­

plained on the following pages. 

Har. L. No. 29 
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Ill. N9 3. 
~ (a) C) -(b) ( 

l 
~~ -. ~ . . - . ... c ] ' 

4 ~ 

) ) ~- ---~ --,-:~ 
~ 

~ ~ 

I IV IV v IV n 

In Ill. N<? 3 (a) the bass and alto progress into the octave 

"F-F'j the soprano and alto prog1·ess into the fifth F-0. In this 

progression we have_ the concealed octave between the alto and 

bass voices; the c'1ncealed fifth between the alt~ and soprano, al­

so between the so.prano and bass. In Ill. N9-3 (b) the bass and 

alto move in parallel flctaves; the alto and soprano, and the 

bass and soprano move in conce8.ledfifths: .. In ill. N<? 3 (c) the ten­

or and alto move in concealed fifths. 

-Men in a four voiced progression, one of the voices pro-

-ceeds by a skip, the concealed octave or conceaJ,ed fifth need 

not be rejected. This is especially true when the soprano voice 

proceeds a half step, a:rid one of the lower voices proceeds 

_ into the same tone by a skip. 

v I v I 

In Ill. :NC) 4 the hidden octaves between the soprano and bass 

_are agreeable, for the bass proceeds by a skip,and the soprano 

proceeds by a half-step. 
Chicago Mus.Eng. Co. 
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Refer to the progression III -VI is the third measure of the 

model for harmonization of Ex. N9 1. If the common tone, , E, 

were held in the soprano, and the two middle voices .·shonld pro­

ceed to the nearest tone, hidden octaves would occur between the 

aho and bass, both proceeding in ~imilar motion into the octave 

A-A. To avoid this, contrary motion is used, as written . . In the 

harmonization of Ex. N9 2, the progression III-VI is in the mi­

nor. The alto progresses a half-step, and the bass progresses by, 

a skip, consequently the concealed octave betw~en the alto and 

bass is not rejected. You should now be able to harmonize the 

following exercises without writing any faulty progressfons . . 

I 
Ex.N<.> 3 ~ 

:1 11 f 1r r 1F J 1d 1rF 1..11 
I VI IV v III'VI' vrrv v I 

Ex.N<.> 4 

I v III'VI IV I II0 v I 

Ex. N9 5 

I 

~ 
I IV Il0 v III' VI IV II0 

. I IV v v I 
. ' 

: 

H. 9. TALIOT MUSIC fllUNT CHICA.CO 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper Harmony Lesson No. 29 

Name . ....... ·,- ........ .. ........................ ... .. Class Letter and No .. ..... . .. . ...... . . 

Town . ............................................... State . ............ Percentace . ..... . . 
Write name and number plainlJ' 

I . (a) When the bass note only is given, can the exact position of the other three voices 

be in<licate<l without writing the chor<l? .. .. . .. ...... .... . ... . ... .. . .. ... .... . · .. · · · 

( b) Give three illustrations in the key of E flat major; three in the key of D minor; 
three in the key of F sharp major; three in the key of C minor. Write thorough-bass 
notation in full above bass notes, a_nd indicate any necessary chromatic alterations. 
In the double staves, w.rite the chords indicated by the thorough-bass notation ..... .. . 

II 

~ , , 
. -
' I 

4 I 

< 

,_ .... 
- .. 

I 

·-

fl was in this manner that much of th e music of Bach and his co 11temporaries was writte11, 
a11d of composers for a ce11t11ry after them.· Chorns and orchestral parts were indicated, not 
·;e 1·itte11 in full; and 1111tsicians could read and render from these scores almost if not quite 
,is readily as we do from the written notes. Nluch of the chorus work of "The Messiah" was 
so indicated by Handel. The College of Organists in England require, fo their e.i-amitiatio11s, 
ti:c playing of choral work from thorough-bass 11otatio11. 

Tire melodic and chromatic alterations so prevalent in modern music i:as caused the 
a/Jai1do11111ent of this old method. Try some bass 1nelody given in this lesson, and, observing 
:he 11tle for co11trary motion, play at sight the harmonization. T.Yhat success did you ha·ve ? 
Did it become cas)' after a seco11d and third trial? Try with otli o?r bass melodies, and writ.: in 
f 111/ the result. 
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Unless otherwise specified, all Illustrations and Exercises mentioned In this examination paper 
refer to Illustrations and Exercises ziven in the accompanyln& lesson. 

2. (a) In the model for the harmonization of Ex. No. 1, why was the note E 1w t t"l' lai11 .:d 

in the soprano voice in the two chords of the third measure ? Explain in full without refer ring 

to the explanation in the lesson sheet. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . .. . . . . . . . . . .. . . . . . . . . .. . .... . ........... .. . . ... ·· ···· ····················· ····· ··· 

( b) Illustrate the faulty progression which would have occurred if the note E had been 

retained in the soprano voice . . . .. . .. . . . . ... ... . . . . . . . . . . . . .. .. . .. . .. . . .... ... . . . . 

ri 
I , 

. • -
' I 

I 4 I 

~ 

,_ ... - .. 
I 

3. Why w as the note C retai11cd in the soprano voice in both chords oi the third ll1easure 

of the harmonization of Ex. No. 2? E xplain in fttll without rderring to the explana, 

t ion in the lesson sheet. . . .. . , . . . .... .. .. . .. . ... . , .. , .. ..... .. . . . , ..... , . . , . . ..... .. . , 

•• •.. • ••••••• • • • • •• • ••• • ••••• •• • ••• •• ' .. .... . .. .. .. . ..... . .. ... ..... . . .. ..... .. ... . .... . ..... i ~ 

. . . ... .. .... .. . .. . .. . .. .. . ... . . . . ... ... . . .. .. .. .. . . ...... ... ... . ... ' .. .. ... ...... ..... ... : .. " 
, * , , , •, , • • • " " o o o, "" • •, • • • , , , , •,, • .; •, .; •,, '.; , •,' ti , o ti,, • .-.-,.-• 9 'i,.; iii 9 iii i • i I Ii 1111 '4 4 • . , I I' 1111 



v 

" "" "'"' \ • It •• ' • Ill •• Ii> ••••••• >' • t •••• • ••• • • • •••• o e o •" • 1' •" II" •lo '. It •• • e I ". It" S •• e •• t e It" • It • ti • •• 

. ' ................................................................................. . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
4. Define i>arallel fifths and octaves .... ... . ... .. ... . . • . ... .. . .. ... .. ... . ... . .... . .. . .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
5. Define concealed fifths and octaves . .. . . . ... .. . . .. ... ....... , .... .. . .. .. . . . . ........ . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ' .................................................. . 

. .. .. .. .... .. .... .. ··· ·· ............................................................ . 
6. Jn what cases may concealed fifths and octaves he allowed? .. ..... . . .... .. .. . · ... . .. .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
7. (a) Compare the progression Ill. No. 3 (a) with the progress ion Ill. :No. 4 (a) . ... . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

(b) Which is the bette1· progression ? . ..... .. ... ... .. . . .. . . . . .. . ... .. . . . . ... . .. .. . 

(c) Why? ..... .. ......... . .. . .. . . ..... . .... .. ..... . .. . .. ..... . . .. . . .. ... .. . .. .... . 

.. ............ ·················· ....................... .. ........................... . 
8. What rule of harmony has been carefully obseryed in lwrmoni;: iug E x. No. 1? .. .. .. . . 

. • ......... " ................................ ................ ..................... .. . . 

9. \Vrite Ex. No. 1 in the key of E maj or an<l harmoni7.c ..... .. . .... . ... ........ .' ....... . 

fl . 
.. I 

l ~J 

' 
I 

r_ ,.. -.. 
I 

' - - · -· 
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IO. \\"rite Ex. X o. 2 in the key of F minor and harmonize~ Be careful to o"mit 11011e of the 

nacssary clrromatic a1teratio11.s. 

, 
I 

,_ .... 
- .. 

11. In what key is Ex. No. 3 written? ................................ ._ .. .,· .. ... . :.·: :····· 

12. Harmonize Ex. No. 3 in the staff below . . ... ' 

~===::====================:JI:-

-.. 
13. Tn what key is Ex. No, 4 written? ... . .......... . ...... . . : . .......... ." . ." . ." .... ~ ... '. .. 

14. 11 armonize Ex. Xo. 4 in the ~taff bdow. 

" .. 
. 
... I 

4 I ., 
~ 

I ·'ll . • • 

,_ .... . ,; .. .... . 
- .. ,, -

15. In what key is Ex. No. 5 written? ............. . ..... . .......... : . . ....... :·r· :-;l · ..•• 

16. Harmonize Ex. No. 5 in the staff below 

.. . ;-.,..., 

I 

f 

.h t---,_ ... r-:-.----------------------------:--,-.-:,,,..... -~ ~~~ \ 
- .. 
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. Harmony Lesson N<;l 30 
Composed and Edited by 

ADOLPH ROSENBECKER 

THE AUTHENTIC AND PLAGAL CADENCES IN THE l\IINOR 

Review Lesson N9 16 for definitions of Authentic Cadence 

or Authentic Close and. Plagal Cadence or Plagal Close. 

The progression V- I forms an Authenl'ic Close. See Ill. N91. 

Ill. N9 1 
(a) Perfect Authentic Close (b) Imperfect Authentic Close 

~ tt I I I 

,, 

n - I 

I 

I IV V I I IV V - I 

The progression rv-·r forms a Plagal Close. See Ill. N9 2. 

Ill.N9 2 
fi I I I I I . ~ I 

~ 
~ ,.., - , 

' • -
-(7-.. . - -

•• -r ~ -• A 

I IV v -I IV - I 

Copyrig-ht MC.M\'IlI hy Siegel .::\Iyers Corre~pon<l enee 8d100·1 of ~Tu sic. 
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Cadences are perfect when the roots of the chords are in 

the bass, and the soprano ends on the root of the tonic chord. 

"When the soprano ends on any other than the root of the tonic 

.chord, the cadence is imperfect. In Ill. NC? 1 (a) the exercise is 

written in the key of C; the roots of the dominant and tonic 

chords, G and C, are in the bass, and the soprano ends on C, (the 

root of the tonic chord,) thus forming a Perfect Authentic (]lose. 

In Ill. N<? 1 (b) the exercise is written in the key of A, and the 

soprano ends on C#, (the third of the tonic chord,) thus forming 

an imperfect authentic close. 

In the progression of the last hYo chords in Ill. N9 2, the 

root of the sub-dominant and of tonic chords are il1 the bass, and 

the soprano ends on C,(the root of the tonic chord); thus a Ar­
fect Plagal Close is formed. 

The form of close through the dominant chord, resolving in­

to the tonic chord, giws a feeling of rest wllich especially a­

dapts itself for forming the close of a musical .rhrase. 

The authentic cadence in the minor mode is very similar to 

the major mode . . The dominant chord is alike in hoth modes, due 

to the chromatic. raislng of the seventh tone in the harmonic mi­

nor. The Authentic Cadence in the major ends with the mafor 

tonic chord1 while in the minor, it ends with the minor tonic chord. 

The perfect Authentic Cadence in major and minor is given 

in Ill;N<? 3. 

Ill. NC? 3 
C major C minor 

I 

A . major . A minor 
~· ~ 

""''- -
o! 

v I V- I V-I V - I 

Har. L. No. 30 
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The Plagal Cadence in the minor is the progression IV - I. 

Remember when writing the chords of the plagal close, that in 

the harmonic minor the sixth degree is not chromaticallyraised. 

The Plagal Close in major and minor is given in Ill. N<? 4. 

Ill.N9 4 
C major C minor A major A minor 

'\ I ~ ff 

L. 
. 

- .. 

t.1 
- u 

IV - I IV- I IV- I IV I 

If the Plagal Cadence concludes a musical phrase, it seldom 

stands alone, but succeeds an authentic cadence; in a composi -

tion in minor, it frequently leads to a major. 
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To acquaint the. student with as many chords as possible, th 

progression (Ex.N9 l)is given iri six different keys. The progressj o. 
of the Bass is the same in each exercise. You must be carefu 

of signatures in writing the exercises, especially when yo 

come to the five sharps, or five flats, the keys of C# minor, au 

B~ minor, respectively. 
The following exercises are to be harmonized on your ex 

aminatiQn paper. By attention to the rules and remarks giver 

you will be able to write very satisfactory harmonizations. 

ExN? 5 ~ # # 

?=ft~ IJ .l 1.1 J 161.Ji [ 
0 

I IVVfil'VJIIOV I 

Ex.N<:> 6 I x 5X :!( . 

?='J~~iti" I ,J J IJ VU J1 e f. 

I IV VIITVI no v I 

Ex.N93 I # .~ # 

iJ= ~'¢ " I ,J j IJ r IJ J I e II 

Ex.N9 7 

~e Fnrr1Fr1rF1 .. 1 

I IV v ID'VI no v I 1 VI IV 1 v ·VI IV v 1 

a 
ExN<?4 ~ 

. "J: ~· ., I r i I f f' 1.J ffi I .. II 
I IV v III'VI no v I 

"l=~ tb f r I r F I F F I r r I f r If' F I .. II 
I no v VI IV v ID' I VI n° IV v . I 
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School of Music 

I A COURSE OF HARMONY LESSONS 
b ADOLPH ROSENBECKER and DANIEL PROTHEROB 

\' Examination Paper for Lesson No. 30 

Name ............................. ·········-······························· { 

Claaa Letter and No. ..................... ... .. 

' · Account No. ................................... . 

\Towa ............. ;. ~ .................... ~ .:~.:~ .. ~ . : ... : .~ .•..•. : . ~ ...... State ...•• ." ...... : .... · ... Per-tase ........... .. 
I Write DaJDe, adclnaa and numhen plainly. Fill in "Account No." only if it appean on your Le-n Tacket. 

Uni- otharwiae apecified, alHDuatrationo and Exerciaea mentioned in thia esamiaation paper 
reE.r t<> llluatrationa and Exerciaea ri•en ia tbe accompanyirur le-n. 

1. Define the authentic cadmce or closi . ..•.•••••.•..••••..••••.•••••.•••.••.••••...••• 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
2. Define the pl11gal cadence or close . • ; •••.• ; ; ; • ; •••• • ••.•.••.••.•••..••••.•.•..•... . . 

3. {a) Explain the difference' between the. perfect and imperfect authentic cadence .......• 

··· · ········ ···· ····· ····· ·· ·· ·· ·· ···· ·· ······ ·· ··· ····· ·· ····· ··~··~·".··· .. ~···. ·························· 

~b) Compare the perfect and imperfect plagal caaence . . .•... . .•... . .......•......... 

... ··· ··· ... ...... .. ......... ········ .········ ······················ ······················ 

.... .. ........ . ... .. ....... .... .... .. .... .. .... .. . .l ~ ... .. .. ~ ••••••••••• • . .. ..... . ... . ................... . 

4. Give .examples of the perfect and imperfect authentic cadence in D major ............ . 

I\ . ,, 
< 

~ --... I 

4 I 

£_ .... - .. ,, 
-

5. Give examples of the perfect and imperfect plagal_ close in G minor .. ...... . .......... . 

" ~ 

... I 

4 I 

~ 

I 

, -· -·· -
6. Explain fullt the difference in the two answers you have given to Question No. 5 ..... . 

. . . . . . · .. .......... ............ .............. ................ .............. ........ ... ... .. . 
• • o e 0 0 e ••• 0 • 0 0 e 0 0 0 o 0 0 0 0 0 e 0 0 0 o e 0 0 I 0 0 0 0 °' 0 0 o 0 0 0 • • • ••• 0 o 0 o I . o 0 0 ~ • o o 0 o o • o 0 o • o o o o o 0 0 o o o o 0 o o o e o e o 
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7. (a) What form of cadence Is especially adapted to the close of a musical phrase? . ... . 

(b) Can you tell why? . . ...........•.......•...•..•... , . .. • ......•.•................ 

8. Compare the dominant chords of parallel major and minor keys ........... . . . ....... :' . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
9. Give examples of the authentic cadence in (a) G major; (b) G minor; (c) F major; 

(d) F minor ............ . .. . .......... . ............. . ........... . ............... . . 

"' · ~ -
" T 

._,I 
. 

r '• --.. 
7 

\ 

1 ll. Compare the chords of the plagal cadence in major with the corresponding chords of 

the plagal dose in the mi nor ...... . .. ... . . ...... . ... . . . ... .. . .. .. .. ..... . .. ..... . . 

11. Give examples of the perfect and imperfect plagal cadence in (a) D major; (h) E 

minor; (c) A major; (d) C minor .. .. .... .... ..... .. ...... .. .... ... .. ..... ...... . 

fl .. 

l - •• 

12. Name two ways in which the plagal cadence is often used in musical compositions . . ... 

t3. (a) In what key is E x. No. 1 written ? ..... .. . ..... .. .. .. ............ .. . . ........... . 

(h ) Harmonize Ex. No. 1 . . . . . ........ .. .. .. . . ..... . . .. . .. .. ... . .. . . ... . ..... .... . . • 

~ .. . 
' 7 

r '• -.. ' .. ________________________ ___ .. __ 

.. 
~ , 
'· 
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14'. (a) In what key ia Ex. No. 2 written? ... .. . . . . . ... . ... ..... . ...... .. .. ... . . ..... ... . 

(b) Harmonize Ex. No. 2 .. ... . .. ... . . ... .. . ....... . .. .. ..•... . ..... . .. . . •... .. . . . . . 

f\ 

,, , 
4 I 

j 

I 

I 
,..,... -·· -,, 

\ -~ 

15. (a ) In what key· is Ex. No. 3 written ? ...... . . . .. . . . . .. ..... .. . ... ...... ... .. ..... .. . 

(b) Harmonize Ex. No. 3 . • . •••. . • .. •• • . •• ••• .•.•••••• •• •••• ••• ••••• •• •• •• •• • • • • • • • 

f\ 

' 
, . , 

I 

j 

, -.... --.. -. 
~ 

16, (a) In what key is Ex: No. 4 written ? .... . ..... .... .... .. ... ... .......... ... ...... . 

(b) Harmonize Ex. No. 4 .. . .. . .. .... ... . ..• . . . .... . .... . • ..•. . . . . ...•.... . . .. . . .... 

f\ . 
' :-JI 

4 

' 

r.,... 
I -.. 

I 

\ 
. 

17. (a) fn what key is Ex. No. 5 written ? ... . ........ . ......... . ........... .. ........ . . . 

( h) 1-larmonize Ex. No. 5 . . .. . . . ..... . . . ... .. .. . . ... .. .... .. . . . ....... . .... . ... . ... . 

"' 
-...- --,, 

4 

,,. I - · ---... 
I 
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18. (a) In what key is Ex. No. 6 written? . . .. . . . . ; . ..... .... .. .. . . . .. .. . . .. .. .. . . . ; . . . . . 

(b) Harn1onize Ex. No. 6 . . .. . . .. . . ; . .. .. ; . . .. ; .. ....... .... . . . . ... .. .. .. ... .. ; . .. . . 
/ , 

~ , ,, . 
... I 

~ J 

• 

,_ .... - .. 
I -

19. (a ) In what key is Ex. No. 7 written ? ... . ....... ... .. ........... .. . . . . ............ . 

(h) H armonize Ex. No. 7 . .... .. .. ... . .... . .... . . .. . ... . . . . .. . . . . . .. . . . . ... . . . . ... . . 

------·~·----------------

20. (a) In what key is Ex. No. 8 written? ..... . .......... .. ... .. . . . .. .... . . .. .. .. .. .. . . 

(b) H armonize Ex. No. 8 ... ..... .. .. . . ... . .. .. .. . ; . . . .. .... . . . . .. . . . . . .... ..... . .. . 

fl 
.. 
... I 

4 I 

• 

I -· -.. , 
\ -

21. ( a) In what key is Ex. No .. 9 written? ...... . . .. . _. .. . . . . . .... .. .. . . . . . .. . . . . . . . . . . .. . 

(b) Harmonize Ex. No. 9 . . . .. . ... .. . . . . . .. . .. . . . . . . .. . . ~ ........... .. . .. . . ... . . ... . 

ri ,, . 
... ,,, 
4 J 

' 

I 

,_ ... - .. 
I -\ 
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Harmony Lesson N9 31 
Composed and Edited by 

ADOLPH ROSENBECKER 

THE INVERSION OF TRIADS. 

In the writi:p.g of triads and chords, ,.you have thus far al­
ways placed the root of the triad in the bass. In other words, 
the note on which the triad is built, has always been in the 
lowest voice. This method of writing the triad is called the 
root position of the triad. 

A triad in the root position may have the upper three voi­
ces in any possible position, but thefundamental tone of the 
triad must be in tke bass voice. 

ill. N<? 1 Root Position of Triads 

" 

L-
~ . 

-e- -& .Q.. -6-- . 

I IV n VI 

"When any. note other than the root is in the bass, the chord 
.or triad is said to be inverted. As there are two other notes in 
a triad besides the root, so there are two inversions of triads. 

"When the third of the triad is in the bass, the triad is said 
to be in its.first inversion. 

Ill. N<? 2 First Inversion of Triads. 

"' 

L. 6 6 

I I I I 

Copyright MCMVIIlby Siegt:l <~Iyers <'orr-ei;pondence School of Music. 
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When the fifth of the triad is in the bass, the triad is said 
to be in its second inversion. 

Ill. NQ 3 Second Inversion of Triads Ill. N9 4 
~ - ,.. ( (b) ( ) a) c 

I 
·- -
~ -- --·- -

4 - "' -Q-
6 
4 ~ ~ ~ -e-

L •• -- -.. - I 
. --. ·- . - . -... -

4 -
6 6 

-e- 4 . .. 
I v IV VI I I I 

The triad in Ill. NQ 4 (a) is in its root position>having the fun­
damental or root tone in the bass. 

The triad in Ill~ N9 4 (b) is in the first inversion, having the 
third of the triad in the lowest voice. 

The triad in Ill. N9 4 (c) is in the second inversion, having the 
fifth of the triad in the bass. 

In whaiever position the triad C-E-G may be written,root po­
sitio;,,,,,first inversion or second inversion,, it is the tonic triad in 
.the key of C> built on the root C. . 

ill. N9 5 .n 
(a) (b) (c) (d) ~ (e) (f) .. ' 'J 

I 
- ~ 

- - ~ >..r: . . - .. 
~ ~ · ~ 

' 6 6 , 6 4 .n.. 6 
-& -& ~ 4 

, '• .. 
~ - -I . --- ~ -

"' IV IV IV v v I.. v 
The above examples show the triad in its root positi,on, its 

first inversion, and its second inversion. The first three chords 
are built on the fourth degree, or the sub-domimmt, in the key of 
C major. The last three chords are built on the fifth degree, 
the dominant in the key of C major. 

The chords (a) and (d) are in 'root position. 
The chords (b) and (e) are in the first inversion. 
The chords (c) and· (f) are in the second inversion. 

The table of the triads of the C major scale, in root posi­
tion, first inversion, and second inversion, is given in Ill. N9 6. 
Har. L. No. 31 



· t (a) Hoot Position. 
The Triads of the C Maj or Scale in (b) First Inversion. · 

(c) Second Inversion. 

Ill. N<? 6 
(a) 

'i . 
~ 

41! -
' 

~ .. .. 
. -

(b) 

-
-& 

R 

I I 

Ill. N<;> 7 
(a) (b) 

l --. -
' I -- --4 

6 . --

(c) 

---
6 
4 

I 

(c) 
-

l 
--

IV IV IV 

(a) 

. -
""' 

-

II 

(a) 

--

v 

(b) (c) (a) (b) (c} 

- - --- -
~ ~ 

_, -
-& ~ 6 

i !. 6 6 - --·-
ll II m m ill 

(b) (c) (a) (b) (c) 

--- - - - ~ 

"" u - -
R 2 6 f 

-- --
v V VI VI VI 

a 

The triad on the seventh degree should nqt double its root 
tone, which is the leading tone of the scale. This chord usua.lly 
doubles its third and sometimes doubles its fifth. Watch care­
fully any chord built on the seventh of the scale in your exer­
cises, and double the third:of the chord, unles~ the leading of 
the voices is such that it requires the doubling of the f ijth. 

The chords-of the leading tone are giv.en in Ill. N9 7,Vn root 
position, first inversion and second inversion. Ill.N<? ~) gives 
the root position of the VII0 f hord, with the third of the orig~ 
inal triad doubled. Ill. N? 7~b) gives the first inversion of the 
v11° chord, with the tkird of the original triad doubled. Ill. N<.> 
.Plc) gives the second inversion of the VII0 chord, with the 
fiftk of the original triad doubled. · 

The chords given _in Ill. N<? 8 are the chords of the lead­
ing tone in root position, first inversion and second . inv~r­
sion, with the root of the triad doubled in each chord. These 
chords, having the dissonimt foading'-tone doubled, are not as 
agreeable as those given in Ill. N<.> 7iJn_your harmony writing, 
use thg chords given in -Ill ~ N<? 7~ preference to those given in 
Ill. N · 8. Chicago Mus. Eng. Co. 
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I 

< 

I 

. 

I 

Ill. N<? 7 L-
(a) (b) (c) 

Ill. N9 8 
(a) (b) (c) ,., ,., 

- - -. - ~ . -- --- -~ 
4 I " 

I 
. " - -
4 u 

lY tt 
then ~ 

6 
6 4 6 

6 4 . - ,. -~ .. .. - ~ --
vn° vno VIIO VII0 VII0 VII 0 

i 
(a) Root Position. 

Triads of the Scale of A Minor (b) First Inversion. 

(c) Second Inversion. 

Ill. NQ 9 <bad) (better) 

~ 
(a) (b) (c) (a) (b) (c) (a) (b) (c) (c) 

I . -
I 

-- . - -- .. 
4 - - - """' u " -e- ...&-

~ 
6 6 : 6 6 

6 4 6 4 ~. "4 ,,4 
~ .. -- .. - ~ --

I I I 11° Il0 11° ill' ill' ill' ill' 

Ill. N<? 10 
(a) (b) (c) (a) (b) (c) (a) (b) (c) (a) (b) · -(c) 

~ L , 
- - -. , - - - ~ ---- .. 

~ 
. -- - .. _ 

' "' - u- 0 " " u 

6 
6 

It 1 6# 6 4 
j 6# 21t 6 ! .lJ.. - -e-.. - -.. - .-- - ~ - - -

" IV IV IV v v v VI VI VI "\11° VII 0 VII0 
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Examination Paper for Lesson No. 31 

le........................... ......................................... · . { Clas• Letter and No ................... ... ... .. 

Account No. .••••••••••••••••••••••..•.........• 

'D ... • •• • ••• • • • •• •••••••••• •••••••• ••••••••••••••••••• •• ••••••••••••• •• State ....•.••.......••... Percentage, .......... .. 
ite aame, addre• and numbers plainlJ'. Fill in "Account No." on)J' if it appean on J'OUr Le .. on Ticket. 

u..i.- otherwiae opecified, all IUuotrationo and Exercioeo mentioned in thio esamination paper 
refer to llluotratioaa and Exercioeo 1iven in the accompanJ'ins le110n. 

In what position have you heretofore written triads and chords ' ....... . ... . .. ... .. . . . . 

(a) When is a triad in 1·oot positio11 ? . . .... .. . . . .. . .. . .. . .. . ... .... . . ... .. . .. . . . . . . . . 

( b) Illustrate 

" . 
' ll 

4 

. 
I 

I 
,_ ,,.. 
- .. 

I 

\ 

When is a triad inverted? ... . . .. ..... .... . . . '. . . . ... . ... .. . . . ... .. . . .. .. '. .. . . . . . .... .• 

(a) When is a triad. in the first i11wrsion? . ......... . .. . .. . ... .. . ..... . .. .. . ... . . . . ..• 

(b) Illustrate 

" . 
' ll 

4 J 

{ 

I -· I - .. 
I -' 



5. (a) When is a triad in the seco11d i11vei-sio11!. ~ ....................... . .... . .......... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . ~ · .................................... ' 

(b) Illustrate 

·: 1t l . .... 

•:!' ·· 'l' .;I \•: ., 
; 1. I ~ J 1 ·· • ~ 

£... ... - .. 

r 

6. \Vrite the tonic .triad 'in the key of E major in (a) root position: (b) first inversion; 

(c) second inversion. 

£... ... - .. 
\ .. -

:.· ,, 

i . Write the dominant triad in the key of E major in (a) root posit\on; (b) first inver-

sion ; ( c) second inversion. 

~ 
~ -~ 
' J 
4 I 

~ 

I 
I 

£... ... - .. 
I -

2 

-, 



S. Write the triads built on the tones of the G major scale in (a) root position; (b) first 

inversion; (c) second inversion. Be sure to write 1111der each the Roma11 1w1nei-al 

i11dicati11g the scale degree ............ . ... ........... .. .. . . .. . . . ... ..... .. ... · · · · · · · 

9. (a) In writing the triads built · 01~ the seventh tone of the scale, should the root of the 

original triad be doubled? .' ... . ........... . ............. . .. . ... ... . . .. : ... . ....... . 

(b) Should the fifth of the original triad be doubled? .. . .... .. .. . . . . . .... . . . . . . . . .. .. . 

(c) Should the third of the origi~al triad be doubled? ... . .............. , ............. . 

10. Write the triads built on- the tones of the G minor scale in (a) root position; (b) first 
inversion; (c) second inversion. Carefully i11dicate chromatic alterations. 

3 



11. Write the triads built on the tones of the F major and the F minor scales in (a) ro 

position; (b) first inversion; {c) second inversion ......... , ..................... . 

~ · ' .. 

• ! " 

4 
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~armony Lesson N9 82 
Composed and Edited by 

ADOLPH ROSENBECKER 

TRIADS OF THE FIRST INVERSION 

The triad given in Ill. N91 is in the first in­

IIL N<? 1 version, having the third of the original triad 

~£1· ~~§B
6 

§~IJ in the lowest voice. The interval E- O, Ill. N<.> 1, 

' I is a sixtk; or, tke root of tke triad is a sixtk a-

bove tke bass note in tke first inversion. Hence 

the first inversion of the triad is called the Ckord ojtke Sixtk. 

Pke Arabic 6 n,hove the chord is used in this case. Note that chords of the 

first inversion were so mmrked in Lesson 31. 

The interval E-G, Ill. N<.> 1 is the interval of athITd. That 

is, the fifth degree, or the dominant of the original chord, is 

a third above the bass. note in the first inversion. In case the 

dominant in the first inversion is to be affected by an acci­

dental, the 3 may be written above the bass note together 

.with the necessary accidental, or the accidental alone may in­

.dica.te the chromatic alteration . 
• 

The Arabic numeral "6" 
Ex.N<.>1 

(a) (b) (c) 
6 #6 51: :. II e II &'f 

I I I 

(d) written above the bass note 
6 

~~~~~~~~~l~f~; ~II in Ex. N<.> 1 {a) indicates that 

1 
the chord of the sixth is 

to be written. 

· Copyright MC.MVIllby Siegel -Myers Correspondence School c,f Music, 
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Chords as indicated in Ex.N9 1 
(a) (b) (c) (d) 

~ " 

l 
. ·- . - - ·-- ~ --- -
~ 6 

6 #6 # 6 #3 tte. -e- -e- -e-
L •• . - .. .. . . 

I 

The It~ above the bass note 
in Ex. N9 1 (b) indicates that 
the chord of the sixth is to be 
·written, and the third above 
t11e bass note is to he raised a 
chromatic half-step. This may 
also be indicated as in Ex.I\Ql (d) 

The 6# above the bass note in Ex. NQ 1 (c) indicates that 
the chord of the sixth is to be written, and the sixth above the 
bass note i~ to be raised a chromatic half-step. Remember the 
Rixth above the bass note in the first inversion is the tonic. 

When writing chords of the first inversion, called chords of 
t.he sixth) do not rlouble the bass note. The bass note is the 
third of the original triad, and is to be doubled only in cer­
tain instances, which will be explained later. In writing chords 
of the first inversion, be careful for the present to double the 
root or the fifth of the original chord. Double the root in pl'ef-
erence to the fifth. · 

This, of course, is not true of the trial built on the leading tone. 
Its fundamental tone ·is not doubled, whether the triad is in its 
root position or in either inversion. See Lesson 31,Illustrations 
Nos. 7 and 8. Ill. N'? 2 1-:.(4 ~A},_. . 

I Root of the cho~d doubled. ll10rigi~6chord doubled. I 

l 
~ ~ 

, 

" p, (l ~ 6 6 - ---. .. -- - - ·- - . . 
' - - - .. -
4 " -& - 6 6 6 6 

-0- -e- 6 ~ 6 ~ .! -e-
~ .. .. ·- .,.. .. .. ·- -- . -

I I v IV . I II III VI 

We give some chord connections in '\vhich the fifth of the 
first inversion i~ doubled. Notice that the chord is more sat­
isfactory in cases '\vhere the root is doubled. Therefore, when­
ever the leading of the voices allows a. choice, double the tonic 
of the chord of the first inversion in preference to the fifth. 
The third of the original chord which is the bass . note in the . 
chord of the sixth, is doubled when the chord of the leading tone 
is given. 
Ha.-r. L. No. 82 



Ill. N<? 3 
~ I 

~ . ~ 

,. - -
4 . 6 

---
~ .. . -- . 

~ 

I 

I 

~ -
6 
I... 
'-

VII0 

I 
~ 

~ -
~ 

a 
The first chord in Ill. N9 3 is the 

first inversion of the tonic chord, with 
the fiindamerital tone doubled. This 
is followed by a chord on the leading 
tone v11° in the first inversion in 

I 
1 

which the third of the original chord 
is doubled, and appears in the bass and tenor voices. This de­
pendent chord is resolve~ into the tonic chord in the root posi­
tion; that is, the root tone of the tonic chord is in the bass voice. 

'When two chords of the sixth( first inversion) follow one 
another by scale degrees, the doubling of the third of the or­
ig\nal triad may be used to avoid faulty progressions, such as 
parallel fifths and octaves. 

Ill. N<! 4 
(a) (b) (c) (d) (e) (f) 

~ I I I I 

! 
I ~ ~ I ~ ,. . 

L 
~ r 

~ 
, ~ ,. , 

-~ I 
- J ~ - ,. - -

4 , ~ G -u -.:j! G - ~ 1' c. I -
R 6 6 R 6 Al 61 6 6 .~ 6 ll6 

L •• .. ,. - ,. - ,. 
~ . ~ .. - -I I I I 

I II VII0 I v VI I '11° IV III' VI v 
The first three examples given in Ill. N<;> 4 are in the key of 

C major. Examples D, E and F are in the key of Aminor. These 
h.re examples of succeeding chords of the sixth following each 
other by single degrees of the scale. In these cases the third is 
doubled in one of the chords. And either the root or the fifth 
is doubled in the other chord. Thus we avoid parallel octaves 
and fifths. 

In Ill. N<? 4(a) the third "E'' in the first chord, which is a 
chord of the tonic in the first inversion, is doubled. The pro­
gression into the chord on the supertonic, first inversion, did 
not require another doubling of the .third, so in then chord the 
funda;mental tone ':D'' was doubled. If the fundamental tone 
had been doubled in both chords, there would have resulted 

. parallel octaves in the progressions C to D in two voices. 

Chicago llus. Eng. Oo. 
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In Ill. N<? 4 (b) the vn° chord doubles its third according to 

rule, and the I chord doubles its root, and all faulty progres -

sio\ls are thus avoided. 
In Ill. N<.> 4 (c) the V chord of the sixth doubles the fifth of the 

original triad; and in the succeeding chord, thevrehord of the 
sixth, it was necessary to double the third of the original triad, 
"CJ' or parallel octaves would have occurred between tenor and 

soprano. 
In Ill. N9 4 (d) the 16 chord doubles its root and· the third iE. 

doubled in the succeeding chor.Q. of the sixth on the leadingtoneFif. 
In Ill. N<? 4 (e) the iv chord of the sixth is succeeded by the 

III' chord of the sixth. The first of the two chords doubles Us 
root tone, and the succeeding_chord doubles its third, to avoid 
parallel octaves between the soprano and tenor voices. 

In Ill. N<? 4 (f) the sub-mediant chord of the sixth is followed ' 
· ! 

by the dominant chord of the sixth. The VI chord doubles itE: 

third and the V chord doubles its root tone. 
In the following exercises the chord of the sixthisfrequent· : 

ly used. 'When the Arabic 6 is not written above the bass note ,,. 
the chord in root position is to be written. 

Ex. N<? 2 

,J 6 6 6 

--:>=t I v I r I I r v r e ii 

I I v I IV II v I 

Ex._N<? 3 
5 

r 1 A ] l.'.j;~ ,,, I@ I I ,J 
6 

,] lj J I ii II 
I JV'\'Il° I v I ·v1 II v I 

Ex. N<? 4 6 g 

•I 6 
• •I 

01-~ 
•. . 

II . :~ 
~iJ 

;. 

i1; 



SIEGEL-MYERS 
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Examination Paper Harmony Lesson No. 32 

• 
1 

Name ..................•.••................ . ......... Clua Letter and No •.. . .• . ........ · ... 

Town ................................................ State ............. Percentase ....... . 
Write name and number plaialJ' 

Unless otherwise •Pecified, all Illustrations and Exercises mentioned In this examination paper 
refer to IUustratlons and Exercises given In the accompanylnc lesson. 

1. \Vhat intervals occur between the bass 11ote and the other notes in a triad of the first 

inversion? 

Illustrate: 

~ . . 

- -
' .. 
4 I 

L.. ... - .. ,, 

2. (a) What other name is given to the triad of the first inversion? .... : ...... .. ....... . 

(b) How is the chord of the. sixth indicated in thorough-bass notation? ............ . . 

3. Without referring tu 'the explai1at!<m given · in your lesson sheet, tell what is indicated 

by the notation .of .Eic. No. 1 (a) ... . ...... .. ..... . ...... .... . . . . .................. . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . ............................................ ". . .................................... . 
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4. What is indicated by the notation of Ex. No. 1 (b)? .. .. .... .. .. . . . .. . . .. ...... . ... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . " .. .................. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

5. What is indicated by the notation in Ex. No. 1 (c)? ... ..... . .. . ..... . ...... . . . .... . . . 

6. What is indicated by the notation of Ex. No. 1 ( d)? .... . ...... . .. . . ................. . 

7. Which two slightly different notations indicate that the same chord shall be written? . . .. 

8. In writing chords of the first inversion, or chords of the sixth, should the root of the 

original chord be doubled? . . . . ... . . . . ..... .. . . . . . . . .. . ..... . .............. . ....... . 

9. In writing chords of the sixth, should the fifth of the original chord be doubled? . . .. 

10. In writing chords of the sixth should the third of the ori~inal chord be doubled? . . .. 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . , . . . . . .................... , .. ~ ... ... .......... . 
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11. In the writing of which chord do you not follow the rules given in your answers to 

questions 8, 9 and 10? .. .. .. . . . . . . . . . .. .. . . .. .. .......... . . . . . .................. . 

12. \Vithout referring to the explanation given in the lesson sheet, analyze each of the 

chords in Ill. No. 3 ................................ . ....... .. .. ... . . ... ........ ·: . 

. . . . . . . . · .................................................................................. . 

...... .... .......... ······ ............................ .... .. ... .. ··· ·· ······· · ......... .. . 

13. (a) Name one instance in which the chord of the sixth may double the third of the 

original chord ......................................... . ..... . . .. .. . . ..... ...... . .. . 

· (b) Why is this allowed? ......... ..... ..... .... .. . .. ... . ... ... . . .. .. .... .. ....... .. 

14. Without referring to the explanation in yoLtr lesson sheet, analyze the chords and the 

progressions of voices in Ill. No. 4 (c) ... . .. ...... . ..... .. ... . .. . . .. .. .. ........... . 

• o • o • • • • • e t t o t 0 o e o o I • o 0 • o o o o o o O e e O 0 e o I t I I • o I o t I I e t O I o • o o o I I I o o o o I o I o i I ~ 0 o o o • o I o o • lo o I o o o o I o 

oooteo otof ti 0010 Oo 0 0 00 ao eotooo oo Oo to 101 t • Ooo lo ot ol oooSOo Otool• oee • eooeoe 0000 •• 01 ,j, oo Oo · • oo 

S 0 e O o o I e o I o o •I 0 I o o O to I o I o o e I • o t o 0 o I I 0 o I I 0 I i I • • • 0 .i • • S • • 0 i 0 i •. • • • • i o 0 • o • i 0 ;. o o o • • • o • i • • o 0 "I o o • 
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15. (a ) Jn wha t key is Ex. No. 2 written ? . . .......... . . .. . .. ......... .. . . ... . ....... . . 

(b) H armonizc the bass melody gi n'n m Ex. No. 2 .... . .. . .. . ... . .. . . . . ..... .. .. . . . 

I\ 
. 
... I 

41 

r .,.. - .. 
.I -

16. (a) In what key is Ex. No. 3 writ ten ? ... . ...... . .... .. , . . . . . .... . ... . .. . .... . . . ... . 

(b) 1' : Harmonize Ex. No. ,.. .. . . . ......................... . .. . .... . . .. . .... ... ....... . 

I\ 
. 

.. 
... I 

4~1 

~ 

I 

I 
r .,.. - .. 

I -' -

17. (a ) In what key is E x. No. 4 written ? . .... ... . . ...... . .. . .. .. .... .. .. .. .. .. ... . ... . 

(b) Ha rmonize Ex. No. 4 ......... . . . .................. .. ... .. . . . . .. . . : . .. . .. . . . . . 

" J 

" ·-
. ~ 
... ,1 ·-
4 I 

' 
I ,_ .... 
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Harmony Lesson NQ 33 
Composed and Edited by 

ADOLPH ROSENBECK~R 

THE TRIADS OF THE FIRST INVERSION (continued) 

In the previous lesson you learned that in the chord of the 

sixth( the chord of the first inversion) the Toot of the origiY.al 

triad is doubled in preference to the fifth,unless the progression 

.of the voices is suc~1 that it requires the doubling of the fifth. 

The third of the original triad, which is the bass note in 

the chord of the sixth, is doubled in certain cases, two of which 

were given in Lesson N<? 32, namely: -

<D The vn° c/iord doubles its tki'T'd except when the progress­

ion of the voices demands the doubling of the fifth. (And in the 

writing of harmonizations you will soon discover that the vu0 

chord is seldom used in root position, but is frequent and useful 

in its first inversion. Whenever the first inversion of the lead­

ing tone is used, let it lead to the tonic chord, either in its root 

positio1i or in its first inversion.) 

(2) In Lesson NQ 32 you also learned that the tkird of the origi­

nal choTd is sometimes doubled in successive chords of the sixth 

. on successive scale degrees. We give some further instances in 

which the third may sometimes be doubled. 

When two or more first inversions follow one another, care 

is necessary in . :their_trea~ment', . ·otherwise · progressions of 

parallel octaves and fiftht Will result. 
·~ ~. 

• CopyrighLMCMVIII by Sie'gel-Myers Correspondence School of Music . 
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lliNOJ 
" 

. 
I I I I I -. - - - -

I 
-~ - - -

" - -4 I I I 

J. lJ ~ ~ I .. .... • - - ~ - ~ -...... - ~ - . - I 

6 6 G 6 6 6 6 6 

The successive octaves and fifths in Ill. N<? 1 may be avoided 

by doubling alternately the root and the fifth of the original 

chord. In Ill. N<? 2 the root and the fifth of the chords were al­

ternately doubled in the tenor. In Ill. N9 3 they were alternate­

ly doubled in the alto voice. Care must here be taken not to dou­

ble the root or fift4 of the leading tone. This alternation should 
occur in one of the i'TlllW'l' voices, i. e., tlte aUo or the tenor. 

Ill.NC? 2 
a 

It is of ten found desirable in a succession of two or more in­

versions, to double the tkird in some of the chords. 

Har .. L. No.aa. 



The first chord I in Ill.N9 4 has the root doubled. 

The second chord VII0 6 in Ill. N9 4 has the tltird doubled. 

6 • 0 ,jeither the root or 
The third chord I m lli.N. 4 hasHhethird doubled. 

The fourth chord n6 in Ill. N9 4 has the root doubled. 

The fifth chbrd V in Ill. N9 4 has the root doubled. 

The sixth chord I in Ill.N? 4 has the root doubled. 

Ill.NC? 4 
~ I I 

I 
~ 

~ ~ -- ~ 

• r r "' "' 
6 A A 6 

-. 
I I 

I vno I--· n v I 

Chords of the sixth written in sequence will show still more 

.clearly thenec&Sity for sometimeu doubling the third of the root 

tone of the triad. 

m.N95 

I VII0 I ·vn° I II J n m n 

Ill.N96 
I\ I I I I 

I 
-

~ 

~ ~ ,. 

t Ci ..... 
~ ~ 

6 6 R 6 A R 
~ -~ ~ -~ ~ -- ..... ..... ,, 

T l T I ! 
n I vn.o I v110 vi 
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The sequences,Ills. Nos. 5 and 6 are in the key of C Major. 

These chords may be analyzed as in the following table. 

Analysis of Chords in Ill. N<? 5 (The chords are takenin succes 
ion as they occm:) 

I has the 'root doubled.. 

vno6 has the third doubled. 
rs has the 1·oot doubled. 

n106 has thefifth doubled. 
rs has the third doubled. 

us has the root doubled. 
rs has the fifth doubled. 
u6 has the third doubled. 

u16 has the root doubled. 

ue has the f if tk doubled. 

Analysis of Chords in Ill.N9 6 (The chords are taken in successioi 

n6 has the 1·oot doubled. 

I 6 has the third doubled. 

\'n°6 has the fifth doubled. 

16 has the root doubled. 

vu0 6 ·has the third doubled. 

VI has the fifth doubled. 

The chords i1i Ex. N9 1 are to be analyzed in tabular form o 

the examination paper. 

Ex.N<? 1 

~=t ,J v 1 v r 1 r · v r v r 1 r r 1 " 11 

6 6 6 ti 

Ex.N~ 2 

~=i I J J I ,J r I r ,J l J r i\ II 
.8" s 6 # -8' .8' # 
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SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper Harmony Lesson No. 33 

Name ... .. ........ . . .. ...... ...... ... .. ... .... . . .... . Claaa Letter and No. . . . . . . . ... . .. ·. · . . 

Town .... ................ . .... . ....... .. ...... . ...... State . .... . . .... . . Percentage . . ..... . 
Write name and number plainly 

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper 
refer to Illustrations and E~ercises given in the accompanying lesson. 

1. What rule is given you for the doubti:ng of notes in t~e cl~o rd of th e first inversion ? .... 

. . . . . . . . . . . . . . . .. .. .. .. .. .. .. .. .. .. . . . . . .. . . . . . . . . . .. .. .. .. .. .. .. .. .. .. .. .. .. .. .. ·.·· 

2. (a) State the first case given you in which the third of the original chord is doubled 

in a chord of the first inversion .. .. . .... . ... . ... . .. .. .. ........... .... ... . . ....... . 

(b) Give exceptions to this ..... . ...... .. ... ....... .... .... ... . .. .. ....... . ....... . 

3. (a) In what form is the triad built on the seventh degree of the scale usually written? 

(b ) '[ o '<!fl~!J~ c!!_o!'~ qo~s this for!TI of the chord lead? ..... . ... . . ..... .. . . .. ..... . .. . 

4. State th1 econd case in which the third of the original chord is doubled in a chord of 

the first inversion .. .. . . . ... . . .. .. . ... ..... ......... ...... .... . . .. ... . .. .. . ... .. . .. . 
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5. (a) How can you av oid successive octaves an d fifths when chords of the fir st inversion 

follow each other? . . ... .. ..... .. . ......... . . .... . . . . . ..... .•........ . . . . ..... .... 

(b) Should this doubling usually occur in an inner voice (tenor or alto) , or in an 

outer 11oice (bass or soprano) ? .. . .... . .. . . .. .. .. . .. . . ..... . . . . . ... . ... . .... . . . .. . • 

6. 'Write an analysis of the chords in Ill. No. 2 (a) and (b) , similar to the analysis given 

on page 3 of the accompanying lesson 

7. In Ill. No . 2 (a ) and (b), the allernatfo11 of doubled 11 otcs occurs -in the tenor voice. 

The same progress·io11 may be written with th e alternation in the alto voice. \Ve 

wrote part -of thi s in Ill. No. 3 (a) . Write the progress ion given in Il l. No. 2 (b) 

with the alten n tion in the alto \·oice. and call it Ill. No. 3 (b) . . ....... . . .. ..... . 

~ 
" .. . -.... I 

4 

,_ ... - .. 
I 



8. Analyze the chords in Ill. No. 3 (a) and (h) in tabular form (as in the accompanying 

lesson) . 

9. Transpose Ill. No. 5 into the key of D major. Be sure that the same chords, the same 

chords of the sixth, and the same doubling of notes is used 

fl 

... I 

u 
• 
I 

I 
'- ,.. - .. 

I 

\ -

10. Copy the sequence given in Ill. No. 6 and continue it for three addi tional measures. 

Then, if you can, write a natural close to the sequence, ending on the tonic chord .. . . 

fl 
... 
... I 

u 

'- ,.. ·-- .. 
I -

•. 



4 

11. Harmonize Exercise No. 1 .. .. .... . ..... . .. ... . . . . .. . . . . . .... .. . . . . . ." .. .. . ...... ... . 

f'i 
• . 

'- I 

~ } 

' 
r ,. . 

I - .. 
I 

\ -

12. Write an analysis of the chords in your harmonization of Exercise No. 1 

13. Harmonize Exercise No. 2 ... ... . . ... . .. . . .. .. . .... .. ... ... ... . . . . .. . . .. .. . .. . . . ... . 

~ 
• 

... I 

4) 

~ 

I 

I 
r_ ,.. - .. 

I ·-
\ -

14. Wri~e an analysis of ~he chords in your harmonization of Exercise No. 2 
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SIEGEL- :MYERS 

Correspondence School of Music 
Chicago, Ill. 

Harmony Lesson NQ 34 
Composed and Edited by 

ADOLPH ROSENBECKER 

TRIADS OF THE SECOND INVERSION 

The triads given in 1llustrn:tion 

II NC? 1 are in the second inversiO'll> hav­

ing the fifth of the original chord 

in the bass voice. The interval G- C, 

Ill. NY 1, is a fourth; that is, the 

.root of the original triad is a fourth above the bass Mte in the 

.second inversion. The interval G-E is a sixth; that is, the third 

.of the original triad is a sixth above the bass note in the second 

.inversion. This chord is called a chord of the six-four, thus in­

dicating the position of both the third· and the roo~ above the 

.bass note. 

'Whatever the position of the upper three voices, so long as 

.the fifth of the original triad is in the bass, the chord is a chord 

.of the six-four. 

The Arabic figures 2 below the chord are used to indicate 

the chord of the second inversion, and were so marked in Lesson 

NC? 31. 
Ex NOl 

Copyright MCMVTII by Siegel-Myers Correspondence School of :Music. 



The Arabic numerals 2 written helow .the bass notes in Ex.N9 

1 indicate that chords of the six-four are to be written. If either 

the sixth or fourth above the bass note is to be altered chromat­

ically, such alteration is indicated by the# or~ placerl before the 

interval to be so affected. For example,#4 placedbelOw the bass 

.note G ·would require that the chord. to be ""Titten inclu<le C#and 

.E. The numerals ~2 written below the bass note Gwoulrlrequire 

that C and Ej, be written in the chorrl. 

The second inversion may be '-'-Titten on any degree of the 

scale in either the major or the minor key, although in the case of 
some of these chords the effect is better than in :others. 

Ill. N<:> 4 in C Major 
~ 

l 
-

" 

' "' ~ 

~ .0... o__ 

-
rt u2 m2 rvt v2 v12 Y11°l 

Ill. N9 5 in C Minor 
~ I. .. 
~ -v .. - - -

~ ~ -
t ~ 

"' 
~ 

"' 
• 

~ - -e- k~ -e- k"' .. ~ - ... ~ 

v •• - --

\Ve give in Ill. N94 the chords of the second inversion, or the 

.six-four chords,in the key of C major.We give inlll.N<? 5 the sec­

ond inversion, or t~e chordsofthe six-four,in the key of C minor: 

Har. L. N<? B4 
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Some mA.thorities state that only the primary triads (I, IV 

and V) should be used in their second inversion. "While these are 

most c?mmonly used, the chord of the six-four may be '"rritten 

on any of the degrees of the scale. The second inversion has a 

restless, unsatisfying effect, and, in fact, requires some other chord 

to follow. It has the effect of a dissonance. 

The uses of the chord of the · I 2 are limited. It is prin­

cipally useful in the formation of the close, where it is most often 
Ill.NC? 6 

found in the position before the domina;nt ~ ..... ---.--~-::r--t--t~----.t 

chord of an {//Uthentic close, as in Ill. N9 6; •t--A-~+-:-~------+---­

. or it is fom1d preceding the dornirwmichmrJ,.,1-'1>-E->--------i------+-~-

.in a partial close_, as in Ill. N9 7. J6 II6 I" 
The progression of the close 1n Ill. N<? 6 is I2-V- I. 

the last chord is omitted, the close I-V is the partial close, as in 

Ill. N9 7. 

Ill. NQ 7 The chord of the I 2 strengthens 
(From Haydn'~: Creation) 
. · . the authentic cadence by preceding it, 

\aa£i::~~!=~ti~~ and the chord of the six-four should in 

these cases appear on a relativelystrong 
• ......,----~~~~~-1-~-.-41 

i--..~....-,.--1------- beat of the measure, a stronger beat 
6 5 
4 a than the dominant chord, if possible. 

This use ·of the six-four chord is very characteristic, and 

.must be reserved 
1
for cadences. The bass note .of the chord of the 

si:x:-four, which is the fifth of the original triad, should usuall.'lf 

.be doubled in four-part writing. 

So, · to sum up the subject for you, ill the first inversio1i, not 

the bass n0te, which is the third of the triad, but the root of the 

chord is generally doubled. In the second inversion, it is usually 

best to double the bass. note, which is the fifth of the original 

triad. 



4 
. In illustrations Nos. 8 and 9, each triad is given (a) in root po-. 

. sition, (b) in its second inversion. The chords of the second in­

version, the six-:four chords, are in each case given as they should 
usually be written, viz., the bass note} which is the fifth of tht 
original, chord} is doubled. The principal_exception is III~. 

Ill. Ne.> 8 In G Major 
(a) (b) (a) (b) 

III m~ IV w2 v v! VI vr2 VII0 vTI0 2 

Ill. NQ 9 In G Minor 
{a) (b) (a) (b) 

Notice that in the chords written on the leadingtone,the third_, not thE 
fifth, was doubled. 

You will find the short theme, Ill. NQ 10, both melodious an( 

.good harmonically. It is to be analyzed on the accompanyin~ 

examination paper. 

FI VINII VI NilYI VIV l. 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper Harmony Lesson No. 34 

1 

Name ..........•..........•.......... . ............ . . . Cla•• Letter and No. . . . . . . ..... .... . 

Town . ..... · .........••....... .. ...... ... ........ .. .. . State . ...... . ... . . Percentace . . .... . . 
Write name and number plainlJ' 

Unless otherwlae •pedflecl, all Illustrations and Exerciaes mentioned In this examination paper 
refer to IUastratlona and Exercises civen in the accompanylnc lesson. 

1. When is a triad in · its second inversion? . . .. . . . ... . .. ... · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

....... .......................... .. ........... ·· ········ ············ ······· ··············· 
' 2. Why is the second inversion called a chord of the six-four? ... . . .................. . 

....................................... .. .... . . ······· ······ ·· ························ ··· 
I 

3. (a) How do w~ indicate ~ chromatic alteration of either the sixth or the fourth 

above the bass note iri the chord of the six-four? ........................... . 

... . .............................. .. .. ······· ..................... .. .................... . 

(b) Illustrate. 

- ~ . 
·--- · ·-... I 

4 I 

~ 

~ l , -· - .. ,, 
' .. 

4. (a) On what. degree of the scale may chords of the six-four be written? ~ .......... . 

(b) Which triads are commonly used in the second inversion, primary or secondary 

triads? 
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5. (a) ·write the six-four chord on e\·e ry degree of the scale in the k.:y of G maj or. 

( b) ·write the six- four chord on enry deg ree of th e scale in the key of G minor. 

'1 , 
... . -'\. I 

4 

,_ ... 
- .. 

I 

6. (a) What is the principal use of the chord of the six-four? .... . . . ........ ..... . . . .. . 

(b) Illustrate. 

~ 
I ,, 
I 

.. 
' I 

I OJ 
~ 

.... - .. 
I 

\ 

(c) In thi s use of the chord, on what kind of a beat should the six-four chord occur ? 

7. vVrite th e authentic cadence, preceded by the six-four chord, in two major and two 

minor keys. 

'1 ,, 
. -'\. I 

0 

,_ ... - .. 
I 

" I II' . .... 
' I 

4 J 

• 

I 
I 

t... ... -.. 
I 

' 
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8. Write a part ial close (using the six-four chord ), in two maj or and two minor keys. 

r.i 
~ 

r __ -

"'-
' 1 

4 

,_ ... - .. 
I -

9. (a) Which note of the chord should usually be doubled in the first inversion ? ... . .... . . 

( b) Illustrate. 

~ 

~ --· ~ 
, 

4t• 

,_ ,. --- .. , 

( c) Which note of the chord should usually be doubled in the second 1m:crsiu1i.'' . . ... . 

( d) Illustrate. 

~ 
... 
" J •' 

... - .. 
.I 

-

10. Write the triads on each degree of the scale in the key of C minor, (a) in root position, 

(b) in the second inversion. 

Be careful to double the fifth of the original chord in writing chords qf the six-four, 

in all chords but those on the leading tone of the scale, which require the third to be doubled. 

ri 
I r . . ~ 

' I 

1) 

' 

,_ ... - .. ,, ··--- --
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11. In giving the folio.wing analysis, state (a) on what degree of the scale the . chord is 

found, and (b) the position in which it is written. 

Analyze the chords given in Illustration No. 10. Remember, that a note held during 

two or three chords is as much a note of the second and third chords as it is of the first. 

. . . . 

.! 

••••••••••••••••• ~ •••• • • '! ••••••••••••••••••• 

••••••••••••••••••••••••••• ~ •• f .......... .. .. . 

...... .... .. ............ .... .. .... .. ...... ...... ...... ... ... ······ ..... ........ ············ 

.................... • ..... ' ........................... ~ .......... ~ ......................... . 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • .• • • • • • • • • •• • • J' .................................. -. • • •• •• ~ .... ... . . 
I, • '' . • . 

. ': 

. . . . . . . . . . . . . . . . . . ~· ..... -· . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..... . • ............ . 
~-. 

. . . . . . . . . . . . ' . . . . .. ~ . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

.... ············· '·· ..................... ................................................ . 

• • • • • • • • • • • • • • • • • • • • • • • • • t • • • • • • ••••••••••• • •••••••••••••••• ~ ••••••••••••••• , • • •• '! •••••••• 

. . . . ......... ............................... ......... ················ ....................... . 
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Harmony Lesson N9 35 
Composed and Edited by 

ADOLPH ROSENBECKER 

TRIADS OF THE SECOND INVERSION (continued) 

The second inversion is also used when its bass note is the 

.second of three notes progressing by degrees, as in Ill. N<? 1. 

ill. N<? 1. 

In this case the chord of the six-four is called a passing six­

.four, ·8:S it passes between two accents.Both¥ chords in Ill. N91 

:i.re directly b~tween two accents. In Ill. N<? 2 the 2 chord is one 

»f the passing chords between two accents, leading from the 

Copyri~ht :\WMVfil by Siegel-Myers Correspondence School of Music . 

. I 
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tonic chord to the sub-dominant. Notice in the third·measure of 

Ill. N'? 2 the use of the 6-4 chorcl which was explainedinLesson 

N9 34. The progression is 12-vi -I. The 6-4 chord of the 

tonic precedes the dominant chord in the partial close. AB there 

.are two chords on the same bass note, it is necessary to figlll'.e the 

second chord as well as the first. 

The 6-4 chord, as in this case,is usually the 6-4 chord of the 
. . I 6 tonic, 4. 

The second inversion is also used in the case of a sustained bass 

note with different chords built on it . 

. lli.N9 3 

This was explained in connection with Lesson KQ R4. This use 

may be called organ point or pedal uselliesustainedGilll.~9 3) is ' 

the tonic-pedal, and the sustained Dis the dominGlll.t-p~dal~ Note 
·here the repeated doubling of the bass note, the fifth of the origi-
.nal chord. Ex. N'? 2 

-9=----rut~r-· ~ r-c ~, r --r f........_J FEl 
5 659.6 ,.5 

48"* · "*3 

In Exercise N9 2 we give three ways of using the 6-4 chord; 
the 6-4 chord is used as an organ point'ckord; the second 6-4 

cl10ril is a passing chord between two accents; and the third 6-4 
chord precedes an authentic cadence, and is sometimes ref erred 

to as a CadM1,tial six-four. 
Har.L.fl!). 
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The second inversion is ahm written on a bass note-v\'lien that 

note is taken by a skip and left by a 8kip, and it is the second of 

three notes belonging to the same chord. In other words, when 

the arpeggio of any chord is in the bass, the 6-4 chord can be 

used in the second of an arpeggio, as in Illustration N9 4. 

Ill. N<? 4 

I I6 I2I V6V IJ2 I6IiI J6 IIV6I IV I~V§ I 

"When the bass moves from one interval to another of the 

same chord, it is not as necessary to try to double the bass note, 

as in the other examples. This doubling always depends more or 

less on the progression. 

Ex.N<? 3 

~· r I F r J r I r ,j I J ;J I J II 

111.N<? 5 

I Vf 16 N I6 Vf I IV6 J\16 V I 

Ill. N? 6 If a note has two figures below it, as in Illustra-
•i: II . NO --1'1..__

0
--ii t1on . 6, two chords must be written on that bass 

i § note, as in Illustration NCJ 7. 
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The change from the tonic okord of tke six-1 
four to tke root position ef tke doniinant chord , 

is frequent, and is written in any one of the fol­

lowing '\\'"Rys: 

( 
· ~ 

Ill NO 8 
fl I I - - ~ 

C! I r 
. -

6 - § 
·~ ~ 

I I tr.I-----

J-~ 

6 5 4-a 

""' 
~--

J--1 
6 !) 
'~ - a 

ill.NC? 7 
\ I I . r~-- --

' 
t 

J.-.J 
LH .. 

-
v 

In case of such notation, the time should be divided equally 

between two chords, as shown in Illustration NC? 9. 

Ill. N<? 9 

f 6 

The harmonization, Ex. N<?4,isto be analyzed in the accom-
panying examination sheet, and its notation given. You will find 
it valuable, before doing this, to sing or play each voice separate­
ly until its melody is clear in your mind. You "'ill find the mel­
ody in some voices more pleasing than others. If you think you 
could improve the progression in any voice, do, so wherever· you 
can without violating any of the rules for harmony writing so 
far giveh you. · 

.No4 
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Examination Paper Harmony Lesson No~ 35 

1 

Name .......••.•........•••... .. ... . ........... .. .. .. Clua Letter and No.. . . . . . . .. ..... . . 

Town .. . .................... .. . . .... . .. . . . ... . ..... . . State ............ . Percentare ....... . 
Write name and number plainlJ' 

Unleu otherwlae 1pedfled, an lllulltratlons and Exercises mentioned in this examination paper 
refer to lllalltratlona and Exercise• elven In the accompanyinc leuon. 

1. (a) When the bass melody progresses by scale degrees, on which of the bass notes can 

the chord of the six-four be written? ... . . . .. . .. . .. . ....... . .. . .. . .......... . 

(b) Can this six-four chord occur on an accented beat of the measure? .. .... . . .. ..... . 

( c) What name is given to this six-four chord? ......... .. ..... . . . .......... . ... .. . 

2. (a) Explain the use of the first six-four chord in Illustration No. 1 ..... . ...... . ... . 

(b) Explain the use of the first six-four chord in Illustration No. 2 ..... . ...... . .. . 

(c) What is the differeflce in the uses of the two six-four chords just explained? .... 

3. Harmonize Exercise No. 1. 

" I 

' ,1 

I! 
. 
I ,_ .... 

I -.. 
I -

' 
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11. In giving the .following analysis, st,_ate (a) on what degree of the ·scale the chord is 

found, and (b) the position in which it is written ....... · •...•...•. ; .•.. · .•........ 

Analyze the chords given in Illustration No. 9 ..............•.....•• ~ .. ~ ••.•.•.... . . 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • .. • • • . •• ii •• · ........... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ ........ . . 
e e e 9 e e e e e e e • I e e e e e e e e e e e e e e • e • e e e e • e e e e e e e e e I' e • e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e 

........................................................................................... 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . •.• ...... . ..... . 
• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • 4! •• · · ·~ •••••••••• 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . · · · .~, ............... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ...................................... · ........... . 
. . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .... . . . . . . . . . . . . . 

.... .. ...... .... .. .... ...... .... .... .. ...... ...... .... .. .... ·········~·~~······· ......... . 
12. Analyze the chords given in Exercise No. 4. ················~·· • .•,•·,~~ ~· ··············· 

....................................................................... •. -~; ................ . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • "! •••••••••••••••••••••• 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . ........................... . 
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Harmony Lesson NQ 86 
Composed and Edited by 

ADOLPH ROSENBECKER 

THE THREE FORMS OF THE TRIA.]) 

The triad is used in its fundamental or root positi9n more than 
" 

in either inversion. 
The second mversion is less used. than either root position 

or first inversion, and is the weakeJ:>t form of tke triad. It is 
.scarcely an independent form, and every precaut~on must be 
.taken to have its connection with other chords as smooth as pos­
.sible. 

The bass of the chord of the six-four (the second fo.versi on) 
.should be approached in certain specific ways; 

It 1llOIJI he <q>proached from I 
a staJionary bass note, as in 

fll. N'l 2. 

ill.N91 

ill N02 . . 
\ . -~ 

r • 

4 

L ,. -- - . 
r -

I 

- . 

~ 
-

I 
~ -
I 
j 
-

6 
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I 
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I 
J -

I I 

~ - -· . - ,. 

~ J 
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2 
ill.N93 

The fourtk of the B'ix-feur chord, which is the root of the or­

.iginal triad, should usually be approoo.hedbyascaie degree,as in 
ill. N9 4; or, . it is a. note of the. previous chord, in which case 
it ~s held ip. the same.voice, as in Ill. N9.5. 

ID. NC? 4 ( C minor) ill. N9 5 

.6 

The fourtk_ of the B'ix-:four chord, should desce'!l,t/, a seal~ de­
. gree in its progression; the S'ixtk should usually desce'!l,t/, a . :scale 
. degree also,thoughit may occasionally rISe. The. chord of the ·six-:. four 

ID. N<?· 6 Ill. N<? 7 
~ ~ I J . ' ~ . ll I I I ·- . . 

-- - - -
~ J -~ I 

4 

. - ~ -· - ~ - -
- -

I I 
I 

... •" ~ - ~ -- -
41 J ~ I 

. - , - -- -- I - ~ 6 . 2 6 
4 

given in ills.Nos . . 6 and 7 is .the cadentia.l six-four; it occurs on 
.the .. accent, and is written.on the dominant, according to rule (See 
.Lesson N<? 35). In both of the given illustrations,ike fourtk fro1n 
tke bass nete in 'tke ckord of tke six-f0ur, progresses a scale tkgree 
.do11Y111Ward. The sixth from the bass note in the chord of the six-

Ha.r •. L.No. BfJ. 
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four} progresses doWllward a scale degree in Ill. NC? 6, and in 
Ill. NC? 7 progresses upward by a skip(for melodic effect). 

Occasionally two S'ix-four chords follow one another. Wh~n 

this happens, the two fourths above the bass note must not be in 
the same voice; the upper three voices should move in contrarymo­

tion ""ith the bass. 
In the previous lessons you have learned to use the scale, in 

both major and ID;inor k.eys, in their three forms, root position, 

first inversion and second inveri;ion. Preparatory to the study of 

another chord in Lesson Ne;> 37, you are here given a brief sum­

.mary of some of the general principles for the use of triads which 

have been given you for use in harmony writing. 

The doubling of tones in four-part writing depends largely on the progress­

ion of voices. 

The chord in root position should double the fundamental tone, or the fifth, 

and only in a few special cases, the third. 
The chord of first inversion (6) should usually double the fundamental tone. 

of the original chord. Exceptions to this, when the fifth and even third are 

doubled, were given in Lesson N9 33. 
The chord of the second 'inversion <2) should usually double the fifth of 

the fundamental tone of the original chord. 
The chord on the leading tone always doubles its third except when the 

pro~ession of the parts demands the doubling of the fifth. 
The primary chords I, IV and Vin both major and minor, are likely under 

usual conditions, to double their root or fifth. 
The secondary chords, II, III, VI are more free to double their third than 

the primary chords, dependent on the voice progression. 
Skips, for the present, should b.e used sparingly. 
Major, minor, and perfect intervals may generally be used when a skip is 

desirable. 
Augmented intervals are to ·be avoided. 
When the chord remains unchanged, the soprano voice should usually 

change its position by a skip, and with it the two middle voices. That is, 
the upper three voices take different positions, of the chord, when the bass re­

mains the same, and the chor"d the same. This is true whether the triadJ is in 
root position or either inversion. 

In case of an authentic cadence, when the chord changes from the six-four 

chord of the tonic to the dominant chord, the skip is often advisable preparatory 

to the close on the tonic. 
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Ex. NC? 1 is to be analyzed on the accompanying examinatioIJ 

paper. Soprano alto and tenor parts are to be added to the bass 
melodies given iliExercises Nos. 2, 3 and 4. 

Ex. N<? 1 

Ex.NC? 2 

Ex.NC? 3 /)' 

?=•i ! r 
6 

I F I r 

-,.., [' r I [' V I ii I 0 I J , I ,J J I I 
0 
1 

Ex.NC? 5 
8 6 6 !L 6 6 6# 6 I 

y: 0 r #[' I F F 1· I F r I #J ,] I J J I r r ii I' 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper Harmony Lesson No. 36 

) Clasa Letter and No ... . . .. . . . . . .. .. .. . .. . .. . . . 

Name ...... . . ... .... .. . .. . . . . . . . .. . . .... .. ... . . . .. . ... . .. . . . . . . .. . . .. . . · 1 Account No ... . . . . . .... . ... .. .... · ·· ·· · · · · · · · · ··· 

Town . ... . . . . . . . . . . .. . . .. . .. . ... . . . . . . . .. . . .. .. . ... .. .. . .... . ... ... . . . ... State . . . . .. ... .. . . .. ... . . Percentage . ... . . . . . . . . . 
Write name and number plainly 

UnleH otherwiae 1pecified, all Illus trations and Exercises mentioned in thia exnmino.tion paper 
refer to Illu1tration1 and Exercioe1 11iven in the accompanyin11 lenon. 

l. Wha t posit ion of the triad is m~s t fr equently used ? .... . . .. . . . . . .. . . . . . . . . . · 

2. (a) What is the weakest form of the triad? .... ..... ... ... ... ... .. .. . ... ... .. ... ·· ···· ···· 

( b ) What precaution must be t ak en in the use of this form ? ... .. ...... . .. .. . .. ...... ..... ..... ... . .. 

, Name and illustrate. each of the ways in which the si x -four chord should be approached ? 

(a) .. .. . ... ... .. .. .. .. ... .. .. ...... .... . . ..... . . . .. . ... .. . . .. ... . ... .... ... .. .. .. .. .. . .. .... .. .. . ... . . . 

. f\ 
I 

' I 

I ~tJ 

• 

r_ '" -.. 
I -

(b) . .. .. .. . . . .. . ........... . . . . ... . . ... ....... ... .. .. .... ..... .. .. .. . . . . . . . . . . . . . . . .. . . . .. . . .... . .. .. . . . . . . . . . 

'" 1 
- , 

--; . r-.. 

' ,/ 

4J l 
' I 

: 
L "• -.. , 

I 
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Analyze the chords in the fi rst two and last two measures of Exercise No. 1 ... .............. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . ... 

. . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . ~ ..... . . ... ... .... . .... .. ... .. ... ........ . . . ... . ..... .. 

. . . . . . . . . . .. . . . . . . . . . . .. . . .. . . . . . . . . .. . . . . . . . . .. . . . . . .. . . .. . . . . . .. . . . . . . .. . . . . . . . . .. . . . . . . . . . .. . . 
10. (a) In what key is Ex.ercise No. 2 written? ... ....... ... .......... .... .. . ...... ..... ..... .. .... ....... .. . 

(b) Harmonize Exercise No. 2 .... ..... ..... .... .. ... ....... .. : ..... .... ...... ... ....... .... ....... .... ......... . 

" ' . -
' II 

4 J 

' 
I ,_ .... - .. 

I -
11. Harmonize Exercise No. 3. 

fl 
• 

.. I 

4) 
. 

I , .... - .. 
I 

' -
12. Harmonize Exercise No. 4. 

" . ~ 
' I 

4 J 

,_ ,... -·· I 

. 

13. Harmonize Exercise No. 5 . 

. " . 
.. ,, 
4•• 

I 

' -· -.. 
I 
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Harmony Lesson N<;> 3'! Composed anrl Edited by 

ADOLPH ROSENBECKER 

CHORDS OF THE SEVENTH 

THE CHORD OF THE DOl\UNANT SEVENTH 

Hitherto all the chords used in these lessons have been triad 
chordsi or three-toned chords. We are now about to introduce a 
four-toned chord, THE CHORD OF THE DOMINANT SEVENTH. 

A triad is a combination of a root, the third above the root, 
and the fifth above the root. It is formed by placing two thirds 
one above the other. Thus the triad G-B-D, Illustration N<? 1, 
Ill.NC? 1 is composed of two thirds, G-B and B-D, the one 
~ placed above the other. B. y placing another third a­
~ hove the triad, we have the chord G-B-D-F, Illustra­

tion N<.> 2. The third, D-F, is placed above the triad 
G-B-D. In doing this, one note, viz., F, is added to 

Ill. N<.> 2 the triad. And this new, or additional, note is a sev­
~ enth from G, the root of the chord. Hence, 
~ The ckord formed by the addition, to a triad, of the 

"' seventh note ahove the root, is cal,led a Clwrd o/ the Se'I). 
enth. 

The Chord of the Seventh, then, consists of a root, the third, 
the fifth, and the seventh. Any combination of four diffe'!Ymt tones 
which can he re-arranged in thirds, one above the other, is ri chord of 
the sevenik. As triads were built on eack 'liote of tlie scale~ so chords. 
of the seventh may be built ,O'ff, each note of the scale. 

Ill. N<.> 3, C Major Ill. N<? 4, C Minor 

' 101 111nt1 ,~1·10•1 H •I D•i I 
I"' n"' m"' rv., v"' vi"' VII?,- I"I n7 m.; IV7 V"I VJ7 VII.7 

Copyr·i~ht l\ICMVIII by Siegel-Myers Correspondence School of Mnsir.. 



The chords of the seventh are named from the degrees of the 
scale on which they are built. 

The chord built on the tonic is the I7 chord. 
The chord built on the supertoiiic is the II7 chord. 
The chord built on the mediant is ~he III.,. chord. 
The chord built on the sub-dominant is the IV7 chord. 
The chord built on the dominant is the V7 chord. 
The chord built on the sub-mediant :is·the VI7 chord. 
The chord built on the leading tone is the VII;chord. 

The Y, chord, or the chord of the seventh which is built on the 
dominam,t, is the most important, and is the chord we "'ill consider 
in this and the next following lessons. THIS CHORD IS CALLEDTHE 

CHORD OF THE DOMINANT SEVENTH. 

Triads were classified in Lesson N9 12 as consonant and dissonant. The con­
sonant triads are complete in themselves, and are, therefore,independent triads;Ibe 
dissonant triads are n8t complete in themselves, but are qependent triads and re­
quire resolution. Chords of the seventh are dissonant chords • 

.A dissonant chord, or discord,ia a. chord not complete in itself; it cannot ap­
pear alone, but must be followed by another chord, an independent or consonant 
chord, called a chord of resolution. A discord should not be considered unpleas­
ant; it only differs from a concord by its lack of fi1iality. 

The conso·nant triads are often sublime and effective in their sim­
plicity, but a long succession of them would be monotonous. To obtain variety 
in tone-color, we must have discords. 

"When the chord of the dominant seventh is so written that the 
thirds are one above the other, the chord is in its original position, 
and the lowest note is the root of the chord. "When this note is in 
the lowest voice, the chord is in root position, whatever the ar­
rangement of the notes in the upper three voices. 

Ill. N<? 5, G Major. 

D, the note of the dominant 
seventh chord, in the key of G 
major, is thtf bass note in the 
chords given in IlL. N9 5. Hence, 
these chords are all in root po­
sition. The complete figuring 
for the chord would -include all 
intervals from the :root, and 

·. . . would be written, A • T.his fig-
uring, ho~ever, is rar~ly necessary. A "7"placed belo~ the bass 
note, as in illustration N9 5, is sufficient_. 
Har. L. No. 37 



Ill.N9 6 3 
C Major C .Minor A Minor In case the chord is in the 

I 
minor key, add a q, or #, or x, 
below the 7, as in Illustration 
N9 6, thus indicating that the 

~~~iE~~~~~~~ third of the chord is io be 
E 7 raised chromatically. Remem-

q ~ · ber that tke tkird from tke root 
in tke dominU/11,t seventh ckord is always a major tkird. 

Notice, in Illustration N9 7, the Ill. N9 7 
close relation existing between the dom-

inant and the tonic triads.Although both I 
chords in Illustration N9 7 are inde­

pendent, .i. e., complete in themselves, 

yet the chord on the toniC · gives ~~~~~~~~~~E~~f:I 
us a greater feeling of completeness 
and finality. Jt is natural for the chord on the dominant to return to · the tonic, 

whetherthedominantisa three-toned or a four-toned chord. 
THE DOMINANT SEVENTH HAS SPECIAL CHARACTERISTICS. 

(1) THE. DOMINANT SEVENTH CHORD IS THE SAME FOR MAJOR AND 

7 

In the key of A major, the dominant sev­
enth chord is E-G#-B-D, (See Illustration 
N<? 8. (B is here omitted from the V7 chord.) 

The interval E-G# is a maJ°or tkird. 
The interval E-B is a perfect fiftk. 
The interval E-D is a minor seventk. 

In the key of A minor, the dominant sev- Ill. N<? 9 
~ 

enth chord is E-G#-B-D, (See Illustration~ 
N9 9. (B is here omitted from the V7 chord.) 

The interval of E-G#is a major third. 
The intel'Val of E-B is a perfect fiftk. 
The interval of E -D is a minor seve'Tllk. 

' -.. 

I 

---
~-~ 

# I 
In the dominant seventh chord of A minor, Illustration Ne:> 9, the G is 

chromatically raised, because it is the seventh, or leading note, in the scale of 
A minor. The seventh of the scale is the third of the dominant seventh chord. 

Hence, the dominant seventh chord iS the same for the keys A major or A minor. 
Since. the chromatic alteration of the leading note is universal in minor keys, the 

dominant seventh chonl is alWatgB the BQ/llte f<»' maj<»' onul •iMr 11£0des of any key. 
(2) THE DOMINANT SEVENTH CHORD DEFINES THE KEY BUT NOT 

1HE MODE. 
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"Whenever the chord E:.G#-B-0 is giVen,you know it is 

dominamt seventk in tke keyi of A. But from this Ill. N9 10 
.chord alone it will he impossible to tell whether ' @ 
this key is A major or A minor. The dominant ::::: •==== 
seventh chord, E-G#-B-D, may resolve into 
the three-toned chord of A minor, as in Illus­
.tration N9 10; or, into the three-toned chord 
of A major, as in Illustratio_n N9 11. 

When the chord of the resolution is given, 
and not until then, the mode is defined. 
(S) THE DOMINANT SEVENTH CHORD IS FREQUENTLY USED IN 

AUTHENTIC CADENCE. 

tke 

II 

II 

THE 

At (a), the seventh of the dominant 
is in the tenor voice; at (b}, the alto 
takes the seventh. Both chords are the 
dominant seventh chords on F,key o~ 
B~; and the progres8ion is V7 - I. '. 

Exercise N<? 1 is to be analyzed in the accompanying exlunination paper. Ex­
ercises Nos. 2 and s, in the.keysof C major and C lJlinor respectively, are to be 
harmonized in the accompanying examination paper. Notice the~ of the dom­
inant seventh chord in the authentic cadence in these exercises. 
Ex.N9 1 . 

Ex.N9 2 

9!e ;J c I r J I 0 II 
6 2 7 

Ex.N9 3 

?¢5;~ 



Siegel·Myers Correspondence School of Music 
CHICAGO, llLINOIS 

A COURSE OF HARMONY LESSONS 
Ly ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 37 
Name ........................... ....................................... .. . { 

Clase Letter and No ........ . ..... .. ... .. ..... . 

Account No .................... .... ........... .. 

Town ..................................... ............................... . State . ................... Percentage .... ........ . 
Write name, addnu end numbera plainly. Fill in "Account No." only if it appean on your Leuon TickeL 

Unleu otherwiae apecified, all Illustration• and Exerciaea mentioned in this examination paper 
refer to Dlu1trationa and Exercise• -riven in the accompanying le Hon. 

I. Of what intervals is a .triad composed? . ... . .. . . . .... . . . . . . . . .. .... . ... .. . · .· ·· ·· · ·· · · 

. ..... . ..... . . .. .. . ...... ... .... .. . . .. . .. .. . . .... . ...... . . .. ... ... . ..... . . .. . .. ...... 

2. Of what intervals is a chorcl of the seventh composed? ... . . . ... . .. .. ..... ...... ...... . 

3. Write the chords of the seventh on each degree of the scale of G major ... .. ..... ..... . 

ri 
" .--

' .I 

I 4 I 

4 

I 
r_ -· 
~ •. 
-r 
~ 

I 

4. Write the chords of the seventh on each degree of the scale of G minor . .. . .... ..... .. . 

" .-

,_ .... 
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5. (a)· What is meant by the tonic seventh chord? .............. .... .................... . 

(b) What is meant by the super-tonic seventh chord? .......... .. .................... . 

( c) What is mean by the mediant seventh chord ? ....... . ....... . ................... . 

( d) What is meant by the sub-dominant seventh chord? ............................ .. . 

( e) What is meant by the dominant seventh chord? ...•.................. .• .. ....•..... 

( f) What is meant by the sub-mediant seventh chord? ......... ... . .... .............. . 

(g) What is meant by the leading-tone seventh chord? .... ..... .......... . ...... .. ... . 

6. Which of the seventh chords named in Question No. 5 is most important? ...... ....... . 

7. Define consonant triads or chords .............•....•.••..•..•..•..........•.......... 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . 
8. (a) Define dissonant triads or chords .................. • ..••..••.••..••••••..••. •.... 

.. .... .. .. .... .. .. .. ...... .. .. .... .. .... .. .. .. .. .. .. .. .. .. .. .. .. .. .. ..... , ........ ... . 
(b) What other name is given to dissonant chords? ......................... . ....... . 

. 9. Is the chord of the dominant seventh a consonant chord, or is it a discord? ......... . 

10. What is the purpose of introducing discords into harmony writing? ................. .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
11. (a) When is the chord of the dominant seventh in its original position? .... . .. .. . .... . 

(b) When is the chord of the dominant seventh in root positio,.f .. .' . : ....•........... 

·12. Write, in the staff below, the dominant seventh chord in the key of G major (a), in 

its original position, and (b), in a root position, which is ,.ot its originaLposition .... 

" . 
.,., -, 

4 r 
j 

I -· -.. 
I 

\ 
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13. Write beneath the chord of No. 12 (a) the complete figuring; and at No. 12 (b) the 

usual figuring · • . ... ... .. ..... .... ... . . . . .... ..... ... . .. . ... .. ....... .. .. ... . ....... 

14. Transpose the chords which you wrote in answer to Question No. 12 into the k~y of 

G minor; and write beneath the chords the usual figuring ..... ... . . ................ . 

~ 
.. . ~ 
' J 

41' 

,__ .... - .. 
I 

15. Write the progression from the chord of the dominant seventh to the tonic triad ... ... . 

(a) In the key of B major ........... . . ............ . ............ . ....... ... .. . .. . . · · 

(b) In the key of B minor . . .......... .. . ..... .. ... ...... . . .. .. ....... .............. . 

~ .. .. . ~ 
' J 

4 

,_ .... 
- .. 

I -

16. Analyze the progressions which you wrote in answer to Question No. 13, and compare 

them, showing why the chord of the dominant seventh is the same for major and 

minor keys .. .. .... . ............ . ...... ... . ................. .. .... . .. . ............ . 

17. State the second special characteristic of the dominant seventh chord, and explain it 

by referring to Questions Nos. 15 and 16 ............ .. .... .... . ..... .. . ........ . .. . 
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18. State the third special characteristic of the chord of the dominant seventh, and explai 

it by referring to any of the three exercises at the close of the accompanying lessc 

............. ................... .. ......... .. .. ..................................... 

19. Copy Exercise No. 1, and write beneath each chord the correct figuring ...... . ...... . 

~ 
I 

~ 

.. I 

4 J 

• 

I -· - .. 
I 

' 

20. Harmonize Exercise No. 2 ... .... ... . .. . . . ....... . ... . . . . .. . . .... ... ........ . ... .. . 

~ 

.. ~ 

I I 

r. ,.. - .. 
I -

21. Harmonize Exercise No. 3 . . ... .. .. . . . .......... . ............... ••..• .......... . .... 

fl 
I 

~ 

.. I 

4 , 

• 

r_ ,.. - .. 
I -

' 
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1 

Harmony Lesson NC? 38 
Composed and Edited by 

ADOLPH ROSENBECKER 

THE NATURAL RESOLUTION 

OF THE DOMINANT SBVENTH 

The simplest and most natural resolution of the chord of the 
dominant seventl;i, is into the tonic triad.(See illustrations Nos.1 ai:td2) 

Ill. N9 1 Ill. N9 2 
C Major C Minor 

ft I I I 't I I 

l 
. - --4 

~ ~ -- -
7 I 

~ ~ 

" --, 
~ ~ 

~. 

~ 

u 

r I 

Each one of the important notes in the dominant seventh chord 

has a natural tendency to resolve. 
Th,e root of the domi'TUJllli se'Venth chord skips( either a fourth 

up or a fifth down) to the root of tke tonic chord. 
Tke third of tke dominant se'Ventk chord, being the leading 

tone of the scale, ascends a half step to tke root of tke tonic chord. 
Tke se'Ventk of tke dominfJITli seventh chord decends a half step 

in the major mode, and a whole step in the minor mode, to tke 

third of the tonic chord. · 
Ill. NQ 3 

( ) (b) ( ) ( ) 
'\ 

a 
I ~lol ~. d 

-

I 
- - - - -. ~ 

" .. -
4 4 I 

.. I I 
H - .. -.. ~~ . -- - ~ -~ " . - -I I 

Copyright MCMVIII by Siegel ·Myers CoITespondence School of Music. 



2 

At (a),Illustration N9 3,you will notice that the chord is the 
domin~nt seventh on G, key of C major, F being the seventh. The 
seventh naturally falls to the third of the tonic chord. 

At (b), the same chord on the same root (g) is given, but in 
this instance the key is C minor. (This illustrates the statement 
given in Lesson N9 37, that the chord of the dominant seventh is 
the same in both major and minor modes of any key). 

At (c), the dominant seventh chord on Eis given,keyof .A major. 
At (d), the same chord occurs, hut in the key of A miiior. 
In each case the seventh of the dominant chord falls to the 

third of the tonic chord. · ID. NO 4 

In Illustration N9 4, the third of the 

1
.Ejl\~(~~)~~@1(i(b~)~~· ~ 

chord of the <lominant seventh moves 1 ~~ ~ 
upward. to the root of the tonic chord. 1 

_ 
1 

You will notice that the third is resolved ~~,:~·~~~~~~~~ 
in this instance, as it. would. be were the 7 T '1 

chord a triad instead of a part of the dominant seventh.# 
The fifj;h, if included. in the <l omi- ID. N) 5 

nant chord, either descenrls a step to ~'~(ia~~~~~~~ 
the root of the tonic chord, or ascends ll 
a step to the third. 

The descent of the fifth to the root•i--~~-=--------~~~ 

of the tonic chord is usually advisable,,.._ _ _,_____._ .......... -1'-.....__ _ _.. 

as in Illustration N9 5. 

(b) (c) (cl) 

I~~~~ 
7 - . . . 

Illustration N<? 6 (a) and (b),.show· the leadipg of both the 
thhd and fifth of the dominant seve_nth, to the root tone of the 
to1iic ·triad; ( c) and (d) s:htiw;: t}ie. ieadlrtg-of _· t~e t4ird to the root 
of th~ tonic trfad; ·and the" fifth · to · th·e thira ·of the tonic triad. 
liar. L .. No . . .38 - :· · · ·. ~· · ·! .:-, . . ~ : 
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The latter resolution should be used only in case the third 
of the seventh chord lies in an inner voice, alto or tenor. 

The fifth is not necessary to the chord of the domiuat sev­
enth, and may be omitted, as in Illustration N'? 8. 

We cam;not have a fifth in the chord of resolution, if the fifth 
is included in the dominami seventh chord. 

Ill. l\~ k · The dominant seventh chord in the key of 
f'I a10r 

~ 

0 

-- -r 

. 
~-

-e--.0.. - .,... 
.. 

F major, given in Illustrat~on N9 7 
the fifth of the chord. The natural 
calls for the following progressions. 

i1~cl1ides 

leading 

C(roet of the dominantseventhchord) moves to F (root of the tonic chor.d) 
E(third of the ,, · ,, ,, ) ,, ,, F ( root of the ,, ,, ) 
B~(seventh of the ,, ,, ,, ) ,, ,, A ( third of the ,, ,, ) 
G(fifth of the ,, ,, ,, ) ,, ,, either For A of the ,, ,, 

In the progression given in Illustration N<? 7 the domiiiami sev­
enth chord includes the fifth, but the chord of resolution omit$ its 
fifth. . 

In Illustration N9 8, the natural resolution of 
the notes of the dominant seventh requires that 

a::jl~P;:li:~i==l=ll one C (root of the dominant seventh chord) pro-

! 
gress to the root of the tonic chord, while the 
other C is held in the same voice,._becoming the 
fifth of the tonic chord. In the progression · giv­

t=!:Hal:i~~~ en in Illustration N<J 8, the. dominamt seventh 
~~-----1-- chord -omits the fif tit, but the chord of reaolU­

tion includes its fifth.~ 
The fifth is not an important note in either of the chords 

studied so far, viz., the tonic chord, or the cho·rd of the dom­
inant seventh. Its "importance to the chord depends on the re­
quirements of the voices, or special combinations. 

The progressions given you in this lesson requirP that 
the various parts should, as far as possible, move to the 
nearest note in th_e following chord. This will insure smooth 
Part-writing . :zr) ~" ' · . . .... ; . 

Avoid; in your resolutions, incorrect progressions given in 
Illustration N9 9 .. · ·. . . .· · 
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Parallel, or consecutive fifths occur be­

tween the tenor and bass voices at(a); at (b), 

I 
the same kinds of fifths are in the same parts, 
but in the latter case they are by contrarymo­
tion, wkick is also ohiectionahle. 

The following will serve as models for the 
use of the dominant seventh in its root posi­
tion. Instructions for the transpositions of 

these models are given in the accompanying examination papers. 
Ill. N9 10 

ID.N<? 11 

# 6 

The following exercises are to be harmonized on the accompanying examination 
paper, according to the_ rules given in this arid.in previous lessons. 

Ex.N<? 1 

"J=e t r 1 r r 1 r r 1 rr 1 r r 1 r r 1 r J 1 .. 11 
: 7 l 7 

Ex.N<? 2 

9=p ~ r r r 1 r J 1 " " 1 J ,J 1 r >J 1 A ,J 1 11 
66 6 7 67 0 

4 4 4 



Siegel-Myers Correspondence School of Music 
CHICAGO, ILLINOIS 

A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 38 
Name .•••••••••••••••••••••••••• .•••••••••••••••••••••••••••••••••....••.. 

{ 

Claaa Letter &Dd No •.••••..••... .. .. .........• 

Account No. .••••••............................. 

Town .•••••••••••••••••••••••••••••••••.•••.••••...••.....•.••.•.. ........ State . .•••••••••••.•••... Percentage ..•..••...•.• 
Write name, addreaa and numbera plainly. Fill in "Account No." only if it appean on your L~aaon Ticket. 

Unleaa otherwiae apecified, all llluatrationa and Exercise• mentioned in thia examination paper 
refer to llluatrationa and fu.erciaea 'Jiven in the accompanyinir leaaon. 

1. What is the natural resoltttion of the chord of the dominant seventh? ........ . ... '.: ... . 

2. (a) What is the natural resolution of each of the three important notes in the chord 

of the dominant seventh ? .. . .... . .... . ..... . . .... . . .... . . . . . ..... . ... . ........ . 

(b) Illustrate each. 

' I 
3. If the fifth is included in the chord of the dominant seventh, what two resolutions 

may it have? 

(h) Illustrate each. 

" I ,, .. 
' I 

I ~ ., 
~ 

r. "'" - .. 
.I 

-
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( c) In what case may the second resolution be used? .. . .................. . .......... . 

.. .. .. .. .. .. .. .. .. ..... .. . . .. .. .. .. .. .. .. . . .. .. .. .. .. .. .. .. .. ..... . . . . .. .. .. .. .. .. . . . . 

(d) Did you use the second resolution correctly in the chord of Question No. 3 (b)? ... 

4. (a) Can the fifth be included in both the dominant seventh chord, and in the chord 9f 

resolution? .... .. ........................................................ . .. . 

(b) Write two progressions from the chord of the dominant seventh to the tonic triad, 

in the key of F minor, including the fifth in the dominant seventh chord in the 

first progression, and including the fifth in the tonic triad in the second pro-

gression 

,.. 
I 

. • ..... 
' I 

4 

• 

r_ .,.. - .. 
I 

5. Analyze the progressions in each voice in the first progression you wrote in answer to 

Question No. 4 (b) ......... . .................................................... . 

6. What rule of progression will insure smooth part-writing? ........................ . ... · 
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7. Transpose Illustration No. 10 into the key o f E. T ranspose the bass voice first, by 

obse rving the scale degree of each note .. ..... . . . .... . . · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

r.i . . '~ 
.... <L . 

• J 

-· -_.. 
_, 

8. Transpose Illust ration No. 11 into the key of E minor ..... ··········· · ····· · ········· 

" --.. . ,_ 
~ IL 

4 J 

' 

I 
_.__.... - .. _, 

9. Harmonize Exercise No. 1 . . ..... . .. .. .. . .. .. ... · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

r.i 
. ~ 
' .I 

I } 

~ ... 
- .. _, 

-

10. Harmonize Exercise No. 2 ... . ......... . ... . ........ . .. · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

~ -. . ~ 
~ 1 

eJ 
' 

I 
.I..~· 

I - .. 
f 

\ 
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11. (a) Write resolutions for the chords given in Exercise No. 3 .... . ....... . . ... . ..... . 

(b) Name the exact key in which these resolutions occur .......................... . 

~ , 
" 

'" I 

41) 

. 

',. -.. 
I 

~ 



SIEGEL~ :M"'\:YERS 
Correspond~nee School of Music 

Chicago,m. 
Harmony Lesson N'J 89 Composed and Edited by 

ADOLPH ROSENBECKER 

1 

APPHOACHING THE CHORD OF THE DOl\IINANT SEVENTH 

The chord of lhe domintJ/Jit .'>C?Jenth is a discord(Sce Lesson N<?371,_ · 
and the seventh of the clwrd is the di.<JsMUl/nt clenumt. Hence (l/]iy in­
terval including this di.<JsonMlt -note ·1n1ud /Jr. app1·orwhcd with care. 

The interval between the root .and the seventh of the dominant seventh 
chord is a minor seve-nth.; and this interval should not 
be approached by similar motion. Similar motion to­
ward the minor seventh, as given in Illustration N9 1, 

is unmusical; while the progressions into the seventh 
by contrary or oblique motion, as given': in Illustration 
N<.> 2, are pleasing to the ear. 

The interval between the third and seventh of a 
dominant seventh chord is a di111i11isht,dJ{fth, and 

Ill ~-o 3 should not be approached by similiar motion. The 
.J.. j ! ~ approach {9 the domin_ant seventh chord by similar 

-'2~==-t· 1 · ~notion .towa .. rds t~1e dis~onant interval of the dimin-
~-- - -~ 1:-;hed fifth; as given 1n 

Illustration: N9 s, is unmu- Ill. N<? 4 
sical; while the progression into the se\!enth by the I I I r 

~mployment ~f co~trary mo~ion towa~ds ,the ~issonant ~--¥Pt II tz ~ II 
mt~rval, as g1\'en m lllustrat10n N<;> 4 1s pleasing and · 7 
satisfactory. 

Analyze the progression into the chord of the dominant sev­
enth, taking precaution that the pro­
gress ion :.;hall includ~ contrary mo­
tion between those intervalsjm;t <ie­
scribP(l. In the progression given: in 
Illustration N9 5, both of tlie iriter­
·rnls mentioned were approached . by 
:similar motion; \\-hile in Illustra­
tion ~<? (), the same intervals ,,-ere 
approached by contrary motion, 
which is the correct progressio1~. 

Ill. N<? 6 

7 
Cop~'l'igli•, MCMVIII, by Sie1-rel-l\Jyet'!l CorresponclenN~ Sc-11001 of ~lu~ic. 
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APPROACHING THE DOMINANT SEVENTH CHORD FROM THE TONIC TRIAD 

When approaching the dominant seventh c:hord from the root 
poS'iti()11, of the tonic) it is possible to have the upper three voices 
move very smoothly. The bass is the only voice which needs to skip. 

In Illustration N9 7, .the soprano, alto and tenor 
all move diatonically. 

Notice how me-iodiously and smoothly the parts 
lead. The same chords ·can be arranged also in the 
following mann:tr. 

lli.N98 
" I 

1-1 

I 

In Illustration N9 s, 
the seventh of the chord 
is taken by the tenor, 
while in Illustration N<t 9 , 

it is taken by the alto. 

Ill. Ne.? 7 
I 

I I 
~-l 
I 7 

~-~ In each case, however, the· voices move to the near­
est note in the dominant seventh chord. 

7 I In the following Illustration, you will no-
tice that the dom- Ill. N<? 9 

inant seventh chord is approached tkrou!fk " 1 1 1 

tke first inversion of the tonic triad. The t tJ r I I 
same principle of diatonic progression in-

1 
1-I 

to tl{,e dominamt seventk ckord must be ob-
s(Jrved in progressing from tke tonic ' 6 7 

triad into tke dominant seventk chord, wketker tke tonic triad i's 
in root position, or either inversion. 

APPROADHING THE DOMINANT SEVENTH CHORD FROM THE · SUB-:MEDIANT TRIAD 

The dominant· seventh chord can be approached from the triad 
on the sixth degre.e of the scale - the sub- Ill. N9 10 
mediant triad. Tu this progression, as in " ' 1 ' 

exception of the bass voice,shouldm:we ~ J-J .., the previous one, the voices, with the t .., 
diatonically into the nearest notes of ~~~§~~~@~ 
the dominant seventh chord. 1 7 · 

APPROACHING THE DOMINA NT SEVENTH CHORD FROM THE SUB-DQMINANT TlUAD 

JVhen the dominant seventk chord follows tkat of tke sub­
. dominant lriad, the fifth of the dominant se·venth chord ( root 
position) must. be omitted, in order to avoid pa;ra/,tel fiftks. 

Ha.r.L. 39. 
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It is easy to fall into errors such as are displayed in the follow-

~ ill~trmion: 11!·::T; '~ I ; II 

IVV7 
NOTE: The fifth of any chord may be omitted when necessary, as it is the least 
important note in the chord. When the fifth is omitted, it is usually best in three­
tonGid chordstotriple the root, although both the root and the third may some­
t imes be doubled. 

ID. N912 In Illustration N<? 12, notice the parallel 
fifths at (a) between the tenor and bass parts; 
and at (b), where we have the S'1me object­
ional progression between the ~oprano and 
bass. In both cases, the chord of the dom-
inant seventh is pre- Ill. N9 13 
ceded by the triad on a b 

the sub-dominant. T~e correct resolution l -
is given in Illustration N9 13. By analyzing ~::1 
Illustration N<? 13, you will find that at (a), ~~~m~tE~ 
(b) and(c) the fifth of the dominant seventh. E 7 7 7 
is omitted. 

When appn;>aching the dominant seventh chord from the sub-dominant triad, 
. undesirable skips cannot be avoided if the fifth is included in the dominant sev­
enth chord. Compare the progressions in Illustrations Nos. 1~ and 15. The sub­
dominant chords in the keys of C major and A minor, progress in Illustration 
N<?14, into the dominant sev~nth Ill NO 14 chords including the fifth. The • • 
undesirable skips which were thus 
necessarily introduced,aremarked l 
with heavy lines. In Illustration 
Ne;> 15, the same sub-dominant 
chords progressed into dominant 
seventh chords omittingthefiftk. 
The undesirable skips were by this 
mea ns in each case avoided. No­

" 
ti 

. 

J I 

I I 
J .J 

7 

tice how much smoother and more Ill. N<? 15 
melodious are the latter progres­
sions . The dominantseventhchords 

L~ 
7 

. ying examination paper,you will I 1 

I ' J I 

-
I T I I 

J .. I l-J 
~ ·-
I 7 I 7 

in Illustration N<;> 15, in each case l 
doµble the root. In the accompan-

be instructed to double another "*- -
note, the third of the domi,- ~~~~~§l~~~l~~~i~~~~ 
nant seventh chord in these pro­
gressions; and then state which 

7 7 7 7 

progressions you consider more musical, tl':ose you have written, or those given 
in Illustration N? 15. 



The il.i::;sonant chords in Exercise N9 1 are to be resolved in the 
accompanyiug· examinatioll papers according to the rules given in 
th i~ Je~~Oll. 

Bx. r\? 1 
A 13 C D E F 

The chords in Exerci::;es No::>. 1 and 2 are to he analyzed in the 
accompanying examination paper. 

• 
Ex.~<:> 2 

The faulty progrei-;siou of chor<l.s given in Exercise N9 
to be conecte<l in the accornpaHying examination paper. 

Ex.~Q 3 
, . 

~ I 
A B c . ~ D 

~. 

' I 
- -· 

' ~ - -
-e-

~ .. . .. 

3 are 

The bm;s rnelo<lies given in Exercises Nos. 4 and 5 are to be 
. harmonized in the accompanying examination pape1< 

Ex.~<.) 4 

?= 0 ,J ~tttrJtihill±lt V ! [' r I f2 V I "1 
66666 6 6 77 

47 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL 
Examination Paper Harmony Lesson No. 39 

1 

Name ............•......••••..•..•........•........... Claaa Letter and No. . . . . . . . . · · · . .... 

Town .................• . • .••... , •......... . ........... State ...... .. ..... Percentage .... . .. . 
Write name and number plainly 

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper 
refer to IUustrations and Exercises given in the accompanyin1 lesson. 

1. Define a discord ..••. · ...... · ..... ... ..... ..... .. . .... ... . ......... .. ... ...... .... ... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
2. (a) Is similar motion towards a dissonant interval advisable? . ... ....... .......... .. . 

(b) Illustrate the correct approach of the minor seventh from the tonic triad, (a) 

in the key of G; (b) in the key of D ; (c) in the key of A ..... .. .. ..... ... . 

( c) Illustrate the correct approach of the diminished fifth from the tonic triad, (a) in 
the key of F; (b) in the key of B flat: ( c) in the key of E flat. . ....... .. .... . 

3. (a) What is meant by diatonic progrcssio11? ........................... .. .......... . 
. . . . . . ............................................. ..... ... ..... ....... ......................... 

( b) \Vhy is diatonic progression used when approaching the dominant seventh chord 

from the tonic triad? . . : : . . .. .. . ... : .... . ... ...................... . ... .. .... . 

(c) Write a correct, melodious and · smooth progression into the dominant seventh 

ch9rd frpm the tonic triad, (a) in the key of E major; (b) in the key of 

E tninor ... '. :· .... .. ...... · . ....... . ....... .. .... .............. ........ ... .... . 

~ 

.--
" II 

I J. 

. 
,_ .... -.. 

I 

' Note :-Be sure to ·write key signat1ires. 
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( d) Write a correct and smooth progression into the dominant se\·enth chord from 

the first im·ersion of the ton ic triad, (a) in the key of A fl at major: (b ) in 

the key of A flat minor . ... . .. . . ... . . . . .. ... . .... . .. . . . ..... . . .. . .. .. . . . ... . . 

ri 
I . 

' I 

~ •l 

~ 

I ,_ ... - .. 
I 

-

4. (a) " ' rite an approach of the dominant sevent h chord from the sub-mediant triad, 

(a) in the key of A major: (b) in the key of A minor . . . . . .. . . ... ... . .... . • 

~ 
I 

I ·- ~ 

' 
,, 

t 4' 
~ 

,_ ... - .. 
I 

\ 

( b) H ow should the voices move in the a hove progression ? .. .. ... . . . . ... . ......... • ... 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 
5 (a) vVhen the dominant seventh chord is approached from the sub-dominant triad, 

what fa ulty progression result s if the fifth is included i11 the dominant seventh 

chord? 

(b) Illustrate the faulty and the correct progressions from the sub-dominant triad 

to the dominant seventh chord in the keys of G major and G minor .. .......• 

ri " 

.. I 

u 
• 

I 

,_ ... - .. 
I 

\ -
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6. (a) Alter the progressions given i11 Ill nstration :;o. 15 by doubling the th ird of th e 

dominant seve11 th chord instead of the rcot . . .. . . . .. . .... . . . .. . ........ .. .. .. . 

'1 

... I 

t) 
. 
I r .,.. - .. 

I -
' 

(b) Compare the progressions you have just written with those given in Illustration 

No. 15. Which do you consider more musical ? State as many reasons as 

you can supporting your opinion .. ... . . ....... ... . . ......... . · . · · · · · · · · · · · · · · · 

.. ..... . . . ... ·.· ······· ····.·· ............ ..... ........ ... ... .. . .... ... ... . .. .. .... .. .. . . . 

. . . . . . . . . . . . . . . . . . .. . . .. . . .. . . . . . ... .. .. . . .. . . .. . . . . . . . ... . . . . . . . . . . . . . . . . . . .. . .. . . . .. . .. 

. . . . . . . . . . . . . . . . . . .. ... ···· · · ... .... . . ... ........... ... .. .. ..... . ... .. . . .... . ... .. . . ... . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . 
. . . . . .. . . . . . . . . . . . .. . . . . · ...... •.• ..................... ... .. ... .............................. . 

. . . . . . . . . . . .. . . .. .. . . ... ... . . .. . .. .. .. . . . . . . . . . .. .. . . . . . . . . . . . . . . . . . . . . . . . . . .. .. . . . . . 
7. Resolve the chords given in Exerci e No. 1. \Vrite above eac11 resolution the name 

of the key in which it occurs. Notice that the chords marked A, C, E and G 

are in major keys, while those marked B, D, F and H are in minor keys. 

f.,, 
• . -. ,1 

I 

,_ ,. - .. 
I -

8. Analyze the chords in the last four measures of Exercise No. 2. Roman nnmerab 

may be used to designate chords, and Arabic nnmerals to designate inv e r sion~ 

or chords of the ·seventh . . . .... . .. ........ .. .. .. .. . . .. . .. . . ..... ..... ... .. .. . 

.. ... . .. . . . ... ... ... .. . . . . .. . . . ... . . . . . . . . . . .. . . . . . . . .. .. . .. . . . . . . . . . .... . .. . .. . .... ..... . 

... .... ·········· ···· ······ ··· .... . ... . ... . . ................ .. .... ... .. . ... ... .. ...... . .. . 
. . ... .. ... ... .. ... ....... .. ... . ··· ···· .... .................. .. ............. ..... ... ..... . 

... .. ........ .. ....... ......... .. ...... .. ... .... .. . ...... .. .. .... . ····· ··· ··· ·· ···· .. . .. .. . 
. .. .. .. .. .... .... .. ...... ........ ..... .... . ........... ...... .. ........... .. . ...... ... . .. . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . ................... ................. ... . .. 
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9. Correct the faulty progressions given in Exerci se ~o .3. ~ame the fault in each case. 

~ 
• . --

' I 

I!) 

L .... - .. 
I 

10. Harmoni ze the bass melody given in Exercise ~o . 4 .. . . . .... . . ..... · ·: . . . . 

fl . 
' I 

~ 

. . 

-· -.. 
I -

11. (a) In what key is the bass melody given in Exe rcise No. 5 written :' .. . ...... . .... ... . . 

(,h) H ar!llonizc it . . ................... .. .. . .......... ... ... .. . . . .. . . , . ....... . ... . . . 

~ 
.. - ~ 

' I 

4 

,_ .... -.. 
I 



SIEGEL-1\IYERS 
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Chicago, Ill. 
Harmony Lesson N<.> 40 Composed and Edited by 

ADOLPH ROSENBECKFR 

INVERS10NS·OJ4, THE DOMINANT SEVENTH CHORD 

I 

The principle of ·inversion is applied to four-toned chords as 
well as to triads, and the inversion is effected in the same manner. 
As the triad is composed of tltree 
notes, so it has tltree positions; 
viz.,root position,. first inversion, 
and second inversion. (See Illus­
tration N9 t) 

(j 
6 
4 

II 

Chords of the seventh, being composed of four notes, have 
four pOB.itions; viz., root position, and three inversions. We will 
now conside::r;:. the iiiversions ID. N9 2 

of the chord-of the dominant l 
seventh. This chord, .: in the 

. key of C, is givenm its root 

position, and in its three in- ~~I~§~~~~~~~~§~ 
versions, fu illustration N<? 2, Root First Second Third 
the positions printed belo'\"\-: Position, Inversion. Inversion, Inversion, 

The chord is in root position when its fundamental or root note is the lowest 
note, regardless of the positions of the other notes. 

The chord is in its first inversionwhen the third of the chord is the lowest 
note, regardless of the positions of the other notes. 

The chord is in its second inversion when tke fifth of the chord is the low­
est note, regardless of the positions of the other notes. 

The chord is in the third iwversion when the seventh of the chord is the low­
est note, regardless of the positions of the other notes. 

. . . • 7 

l
Root Position § 

The complete figuring for chords of the First Inversion g 
dominant seventh, giving the relative position . 3 

6 
of each note from .the lowest note, is as follows: . Second Inversion t 

. Third Inversion I 
As tlte root 01Ttd tlte seventlt of tlte original ckord are tke two 

cluvra,cteristic notes tkat define tke ckord, tlte~·e same two note.Y 

Copyright, :MCMVIII, b,v Siegel-Myers Corrc~ponri1·11c·c School of Music. 



2 
are sufficient to name the position. They are easily f oundi- as 

. they are the two contiguous notes in the seventh chord. 
The following figuring is, then, sufficient to define the posi­

tions of chords of the dominant seventh. 

Root Position, figured 7, called The Chord of the Seventh. 
First Iiwersion,figured g, called The Chord of the Six-five. 
Secondfuversion,figured ~'called The Chord of the Four-three. 
Third fuversion,figured 2, called The Chord of the Second. 

ill.NC? 3 

' t 6 

i·N9· 
4 
3 

Ill. N9 5 

Ill. N? 6 

Har. L. 40. 

NOTE: The figuring,7, for the root position, de­

fines the position of the seventh of the chord, 
and the root of the chord is the lowest note. 

The figuring, g, for the first inversion,de­
fines the position of both the seventh and the 
root from the lowest note, which is the third 
of the original chord. 

The figuring,i, for the second inversion, 
defines the position of both the seventh and 
the root from the lowest note, which is the 
fifth of the original chord. 

The figuring, 2, for the third inversion,de­
fines the position of the root of the chord,and 
the seventh is the lowest note. 

Hence, the figuring we give in each case de­
fines the position of the characteristic notes} the 
root amd the seventh. Notice that these two notes 
are at the top of the chord in the first inversion, 
(See Illustration NQ 3); in the niiddle of the chord 
in the second inversion,(See Illustration N9 4); 
at the bottom of the chord in the third mversion, 
(See Illustration N<? 5); while in root position 
these two notes ~re widely separated,( See Il­
lustration N<? 6). The various positions of these 
two charaderistic notes make the chords de­
cidedly individual in character, and distinctive 
in effect. In the analysis of musical compositions, 
you will find masters give a decided preference 
to certain forms of this chord, or to some pecu­
liar treatment of the chords. 



7 ,,, 7 q3 

First Inversion- Chords of theq1Si~!five. 
Close Harmony 

3 
ill. NC? 8 

Open Harmon 

i~~@i~~~ 
f 5 IS f5 ~&5 555 

Second Inversion- Chords of the Four-three. 
Close Harmony Open Harm ny Close Harmony Open Har ony 

-r . °'~ 2 · 2 1.4 2 ~ 
In the minor keys, the third of the dominant seventh ch~rd is 

raised a chromatic half-step, in inversions as well as in root po­
sitions. The figuring of the chords in the minor,therefore,must 
include the interval which is chromatically altered. ( See Illus­
tration N9 8). The figuring for the root position, in the minor, 
.is q~ (~), #~ ci.),01"~~ (Z.), depending on the key in which the chord 
is written. 

The figuring for the first inversion, in the minor, is the same 
.as in the major; viz. , the chromatically altered interval occurs 
here in the lowest voice. 

1 .The figuring for the second inversion, in the minor, is qi (f)~i(f ),01':'£ (J) I The rigurlng for the third inversion, in the minor, is~(t).~(~).or~ fa) 
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In the accompanying examination paper, you are to add to each 

of the discords given in Exercise N~ 1, triads of resolution. Write 
beneath the triads the correct Roman numeral. 

Ex. N9 1 
( ) I (b) I~:;= (c_,) ""'-I~-&§ 

5 5 6 
5 

I 
~ ~ a - -. -

4 
-&--·- -··- -

- -v 

\ 
- -r ~ -

4 

-&-. .. - ~ -
v 

Great care should be taken in harmon- Ex. N9 2 

izingthefollowingexercises. Two models ~: ,J elf'J 1,J :1r2 (J II 
for the harmonizing of these exercises are F. -- - I:.~ ~ .. 

6 6 6 67 
bl'j_ven. Model A Model B 5 4 

16 6 6 16 
5 4 5 

In adding parts to a figured bass, there are opportunitiesto give 
different melodies, in the upper voices, as the student will notice. The 
chords in the above models are exactly the same, although the parts 
are arranged differently. Keep in Jirind all the time the rule with re-

. gard to progressing to the nearest wte in the succeeding chord, in 
order to avoid unnecessarily large skips. 

Ex.N<? 4 _j 

9: c 1 F #F r I r E I r F J I J J I c F Ll I J ~ I e eIJJ 
6 6 5 6 # ,6 6 6 6 7 
5 4 # 4 # 

You are given, in Exercises Nos. 3 and 4, bass melodies, which 
. are to be harmonized in the accompanying examination paper. Tri­
.ads in root position are to be ~Titten on the notes having no fig- . 
uriug given. 
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CHICAGO, ILLINOIS 

A COURSE OF HARMONY LESSONS 
hy ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 40 
1e., ••••••••••••••••.••.•••••••••••••••••••••••••••••••.••••••........ 

{ 

Claaa Letter and No ............. ... ...... .. ··· 

Account No •.•••••••.•••••..••••.•..••.•.......• 

·11 •••••• •······•··•·••••••••••••••••··········•························State .....•.............. Percecitage ............ . 
ite name, addreH and numbera pla.inlJ'. Fill in "Account No." only if it appears on your Leaaon Ticket. 

Unleaa otherwise opecified, all llluotrations and Exercioeo mentioned in thio examination paper 
.... refer to llluatratioaa and E.zercisea -riven in the accompan:rinar leMon. 

When is the dominant seventh chord in root position? . ... . . .............. . .... . ... .. . 

. . . .. .. .. .. .. .. . . .. .. .. .. .. . . . ... .. .. . . . .. .. .. .. . . .. .. . .. . . . . . . . . . . . . . . . . . . . . . 

.......................................................... .. ...... .. .. .. .. .. .. .. ... . . 

When is the dominant seventh chord in its first inversion ? .. ... .. . .. . . .. .. ..... .. .. . . 

........ .. .. .. .. .. .. .. .. ... . .. .. .. .. .. .. .. .. ..... .. ..... .. .. .. .. .. .. .. .. . .. . ... . .. 

When is the dominant seventh chord in its second inversion ? . ........ .. ..... . ....... . 

When is the dominant seventh chord in its third inversion? .......... . . . . ... .. .. .. . . . 

Write the original position and the three inversions of the dominant seventh chord, 
taking Illustration No. 2 as a model: 

(a ) In the key of G •.... , .... . .... . (b) Jn the key of F . . .. .. ....... . ... . 

~ ~ 
!~ ..... ... .. . ( c) ( d) In the key of E flat .............• 

~ 
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6. (a) Write the complete figuring for tLe four positions of the dominan~ seventh chord . 

. . . . .. .. .. . . .. . . .. . . .. .. .. . .. .. .. .. .. . . . . . . .. .. . . .. . . .. . . . . .. .. . . .. . . ···· · .. ..... .. . 

. • . • • • • • • • • • • . • • . • • • • . • • • • . . • • • • • • • • • • • . • • . . . • • • • . • • . . • • . • • • • • • • • • • • • • • • • ; ' • • .•..• . .• ! 

• • • • o o • o o o o o o o • o o o • • • o • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • ~ o o o o o o o o o ~ o o o o o o • • o • o o I 

••• t' •••····· · ·············· .;.~~ ~~ ......... . 

(b) Write the figuring for four positions of the dominant seventh chord which is 

sufficient to define the positions, and which will be used in these les~ons ...... ; ... ... . 

...................................... ···························· ·· ············ .. ...... . . 
............................................................... .... ....... ..... . ...... 

. . . . . . . . . . .. . . . . . . . . . . . .. .. .. .. .. .. .. .. .. .. 

... ... ............................... ............... ·································· ··· 
(c) Explain why this figuring is sufficient . .... . . . .. .. . . . ...... . .. . . .. -............. . 

. ........ ...... .. ...... .... .. .. .... .. .... .. ... . . .. .. . . . . . . .. . . .. . . .. ...... . ..... ... . .. 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ . . . 
7. (a) Name the two characteristic notes in the dominant seventh 

0

chord ........•...... 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
(b) Using Illustrations Nos. 3, 4, 5 and 6 as models, show the position of th~se two 

characteristic notes in the positions of the chord, in the keys of A major and 

A minor 

I 
8. Write, in close harmon3•, in the four positions, the chords of the dominant seventh, in 

the keys of D major and D minor. Add to the figuring of the chords in the 

minor key, whatever is necessary to indicate the chromatic alteration .... 

~ 

" 
" 7 

41 • 

r '• -- .. 
I 

!' 
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fl 
• 

' I 

4 I 

• 

r '• - .. 
I 

Note :- In giving a list of chords such as is found in Illustrations Nos. 7 and 8 of the 
lesson sheet, some chords are given. which it is not advisable for you to use in chord pro­
gressio11s in four-part writing. · Remember your instructions in regard to writing· chords 
111 which the voices, especially the upper three voices, should be about equidistant. Be careful 
that the interval between the alto and soprano, or between the alto and tenor, is never 
greater than an octave. 

9. Add to the discords given in Exercise No. 1, triads of resolution. Write beneath the 

triads the correct Roman numeral . . . . . .. . .. .. . . . . ... . • .... . . . .. .. . . . . . . ... .. . 

" . 
" -, --, 

I t T 

• 

r,.. 
~""·· 

10. \Vrite two harmonizations for the bass melody given in Exercise No. 3. Follow care 
fully the figured bass notation, but arrange a different soprano part each time. 

fa 
• 

' I 

~ ~) 

' 

I r--... -.. 
I 

\ 
. 

" " 
~ 7 

• r -

• 
I 

I -· ---.. 
I 

\ 
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11. (a) In what key is Exercise No. 4 written ? ... . .......... .. ................... .. 

(b) Harmonize the hass melody given in Exercise No. 4 ........•• ••••••.•••.•.. 

~ 
.. 
... I 

4 I 

~ ~ 

r_ .... - .. 
I 

\ -

.t 



SIEGEL- :MYERS 
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Chicago,Ill. 
Harmony Lesson N~ 41 Composed and Edited by 

ADOLPH ROSENBECKER 

INVERSIONS OF THE DO~HNANT REVEN'l'H CHORD1 

AND THEIR NATURAL RESOLU'rIONS 

1 

The simplest and most natural resolution of the chord of the 
dominant seventh, in its inversion:::;, as well as in root position, is 
into the tonic triad; and en-ch note has a natural tendel).cy to resolve, 
very similar to its tendency when the chord is in root position. Re­
fer to Le~son N938, page 1, and compare the resolutions there 
given of the dominant seventh chord (root position), with the 
resolutions in Illustration N<;> 1. Ill. N'? 1 (a) 

The root of the original chord, Fi r~t Ji; version Chord of the six-five 

not being in the bass voice in c i\L.\JOlt c MINOR A • I . 
any of the inversions, is carried l 
in the 8anie voice into the suc­
ceeding' tonic triad. 

The third of the origi1zalchord 
tends upward to the root of tlw 
tonic triad. 

The seventh of the original 
chord tends downward a ha If­
step in the major ~nd a step in 
the minor to the t!firdof the tonic 
triad. l 

The fifth of th~ original chord 
may either rise or fall a scale 

tJ 
i =-~ J 
Jl- -

~~: -w~-
~--- 6 I 

Ill. N9 1 (b) 

~-~ 
I • 

~ -h-
-~~ 1-

Chord of' the four-three 
c u.r-;oR 

degree. · Tliirrl Inn·rsion Cliort! of the !'econrl 
C ~IAJOlt C ~11.:SOR 

inversions to the tonic triad, given 
In the progressiom from the l 1 

' 

in Illustration N"<? l(a), (b) an<l (c), ! : -- - · f- i-- j 
t~e voices all move according to ~~~-=:i:~r:.:-=-~ - g.~ 
their natural tendencie:-;. · 2 6 1: 11 6 

. 2 
\ ht the natural resoluti"olt of th.e f·ir8t 1:nDBrsionqft/w dominant 

seventh chord into the tonic triad, Illustration ]'~<;> 1(.1), either the 
root or the third of' the tonic triad is doubled, ac<:oniing to the 

I . 



2 
progression of the third of the six-five chord (the fifth of the 
original dominant seventh chord). The progression downward to 
the root of the tonic chord produces the more desirable chord of 
resolution, and is given first in the Illustration. 

In the natural resolution of the second inversion of the dom­
inant seventh chord into the tonic triad) the bass note either de­
scends one scale degree to the root of the tonic triad, or ascends 
one scale degree to the third of the tonic triad. (Illustration N91 : b)). 
In other words, the progression is either into the root position of 
the tonic triad, or into the first inversion. 

In case the bass of the chord of the fou·r-three descends to 
the root of the tonic chord, the progression will usually remain 
as given in Illustration N91 (b). In case the bass of the chord of 
the four-three ascends to the third of the tonic triad, i. e., en­
ters, or progresses into, the first inversion of the tonic chord, the 
third of the chord of the four-three (the seventh of the original 
chord) may either descend to the 
third of the tonic chord of the 

tration N9 2 (a), the third of the 
1-...~--'=-----...l-~l---1+----0~.......I---"'-"' 

sixth, as has been given, or ascend I 
to tht) fifth of that chord. In Illus-

. chord of the four-three descends l="!:.:l'===.~=:::.~=~==ii:t:.:;.-;::.=-::::.=~=~ 
--~____...____.___._~.._...__..____.._~ 

'--~--+~-l..----+---'~~+..---1---iJ 

to the third of the tonic chord, 3 6 3 6 

. while at (b), it ascends to the fifth. As a result, the tonic chord of 
the sixth at (a) doub~es its third, while at(b) the fifth of the chord 
is doubled,- usually considered a better chord. 

In the natural resolution of the third inversion of the dom­
inant seventh cho,rd into the tonic triad, the natural tendency of 
the seventh, which in the inversion is the lowest note, is to resolve 

downward into the third of the tonic Ill. N9 3 

triad. In this case, the chord of the IE~(=a~) ~~=it:az:~~~i second leads into the first inversion 
of the tonic triad. The other voices fol-
low their natural tendencies in their ~ 
resolutions. (See illustration N9 3 ). 6 
Har. L. 41. 



8 
Some co~posers make a long pause after the chord of the 

second before proceeding to the chord of the resolution.Au ex­
cellent example of this is found in the close,...of the noted Amen 
Chorus from Handel's Messiah. 

!.~~~~.o.. 
6 

In previous lessons we have spokt:n of the natural tendency of the leading hot~ 
to proceed upward to the tonic.This is particularly the case in the progression from 
the dominant to the tonic chords. When the leading note happens to be one of the 

. middle voices, this tendency is not so marked, because the leading note is some­
what obscured by the outsidevoices,and i~ therefore not so prominent •. 

When the third of the dominant aeventh chord lies in one of the inner ·voices, 
and the bass skips upward a fourth to the root of the tonic chord of resolution , 
the third can proceed downward to the fifth of the tonic .chord, in contrary mo­
tion to the bass, as· shown in the fqllowing illustration. 

Ill. N<? 5 
(b) 

In Illustration N9 5 the domin!Plt ~y.enth chord is given with G ~ the root at 
. (al and (b). The third of the chord, 11Bj' descends to the fifth of the chord of res..:. 
. olution; the bass skips upward to the t.~n.i9 or root tone of the chord of resolution • 
. At (c), we have the dominant seventh OQ D, scale of E minor, and the third,"D# ;' 
proceeds downward to the fifth of the clwr~ .of resolution, the tonic triad of E 
minor. At (d), the chord is that of the ~g_R).jp;µit seventh on E.r scale of A minor, 
and the third, ''G# ," descend.s to E in the .~hor~ of resolution. 

But if the third of the domf~t S~Y.e!Jtb .ch<>rd lies in the sopra~o, or upper part, 
ii rnust resolve wpward, otherwise we ~9ul!i pave the following faulty progressions. 
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The connection of th e don~: n .. nt chord , whether triad or chord of the se•·enth 

with the ton ic triad , can nen~ r ta ke place in such a way that the root and third o f 
the dominant ~e\· enth chord proce e d downward into the root and fifth of the toni c 
triad, w:hi ch they do in Illu~tra ti on N9 G. Compare the rt!~olutions in Illustration 
N<? G, with th e na tural rt !~olu t io n of th e third upward tothe tonic,giYen in Illustra ­
tion N9 7,, and you will obser ve at once the correct progre~~ion. 

Ill. N<! 7 (c), (d) 
'i ( ll) I I (b) I I f+ J __ .. .. j_ -

I 
. 

~--
~ ·- --- - - -

' ~ s ~ r l I I ' J J J J 
LU - -.. - -- -- -r I I I I I 

As we have opportunities, in adding parts to a figured bass, of 
writing exercises in several ·ways, tlH, studt·nt '-Yill be asked to 
harmonize the exerch;es in more ways than one. As a model,we add 
two harmonizations of the bass melody given in Exercise N<.> 1. 

Ex.NC! 1 

;.?-l e JJ_[d i I rr I r J I .. I 
6 3 6 6 6 7 
!) • 4 

Model for Ex. N? 1 

6 I 4 
'5 3 

Ex.N92 ~ ~ 
jjt§ 

0 [f_fi.t±J .',.!_hJ±tl? - ej 
6 .. 6 6 6 7 
5 2 4 

Ex. N? 3 . 

?=! J _EJf~f14Jfrtfif¥14_#i~r 1,J3 
7 ~7 14~46 ~7 

3 a s 

Ex.NQ4 ~~ 
9=•., f'rFIE r 1er1 r: r 1 r r#J'LlJ 

6 4 66 6 67 
[, 3 4 4 . 
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, Examination P~per Harmony Lesson No. 41 

1 

Name .......... ... .......•••... . ... . . ....... ... ... .. .. Class Letter and No.. . . . . . . . . . . ... . . 

Town ...... .. ........••........ . ...... .. ... . .... . .... State . . .. ..... .... Percentage ....... . 
Write name and number plainly 

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper 
refer to Illustrations and Exercises given in the accompanying lesson. 

l. (a) 'vVhat is the natural resolution of each o f the notes in the dominant seventh 

chord, whether the chord be in root position or in an inversion? ...... . . . . .. . .. . 

( b) Illustrate this natural resolution in each of the three in ver sions, in th e keys of 

G major and G minor, taking Illustration No. 1 as a model. ................... . 

~ 
I 

' I 

I I 

' 
,_ ... - .. 

I 

~ 
I 

-~ 

' ..I 

I 
, 

~ 

I 
. . 

r_ ... - .. 
I -
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" ~ .. ..... 
' . I 

t J 

r_ .,.. - .. , -

2. Analy ze the progression from th e tirst in version of the dominant seventh chord into 

th e tonic triad which you have just written, stat ing what is usually the best 

nwthocl o f resolution ...... . . .. . . ..... ... ... ... . . ... .. . ... . . ... .. . . ... . .... . . 

3. (a) Give two illustrations of the resolution o f the second inversion of the dominant 

seventh chord, when the bass rises one scale de gree to the third of the tonic 

chord .. ...... . . ... ............. .... ... . . . .... . . .. .... ........... .. .. ... ... . . 

~ 

. ~ 
... I 

4 J 

,_ .... 
- .. 

I 

(b ) Analyze your resolutions in Question 3 (a) .. . .. ..... . ... ........... .... ....... . 

4. (a) Explain the hold given in Illustration No. 4 .. ....... .... ....... .. ... . .......... . 

(b) Analyze the chords in the last three measures of Illustration No. 4 . .. ... : . ...... . 

.. . ..................... ... ... ...... ...... .. . . .. .. .. .. . . .. .. .. .. .. .. .. ················· 

........................................................... ···························· ·· 
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5. (a ) State the natural tendency of the leading note to resolve. and cases in which 

other resolutions of the leading note are allowed ...... . · ·. · .. .. · · · · · · · · · · . .. · . 

.. . . . . . .. . . . . .. . . . . . .. . . . . . . . . .. .. . . . . .. . .. . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . ~ ..... . 

(b) Illustrate ... . ......... . .. .. . .... . ... . . 

fl 
~ . ~ 
' . 1 

• J 

L- ,.. • . - .. 
I 

6. (a) Compare Illustrati~ns Nos. 6 and 7 ... ... . ...... . .. . . . .. .. .... · · · · · · · · · · · · · · · · · · 

.......... ................... ~ ............ .................. ....... . ... . . .. . ............. . . 
.... . .. ...... .. .. . .... . ···· ·· ··· ... .... .......... ..... .... . ... . . ... ...... . .. ........ ····· ·· . 
. . . .. . . .. . . ... . . ... ... ..... ... . ; ... . .... . . ..... . . .. ......... .... .. . ... .... ...... .......... . 
.. .. . ... ...... ........... ... ... ....... .. .. .. . . .. . . . . . . . .... ..... .. .. ..... .. .. .. .... .... ... . . 

• • • •• • . ... •• • • • • • • • • • • • • •• • •• • • •• • • • • • •• •• • • • > •• •••• •. •••• • • • ••• •• •••• ••• • • •••••• •• ••• ••• • 

(b) State the rnle violated in Illustration No. 6 ......... .. . . . ........ . . . ... . . ... .... . 

7. Write two harmonizations for the bass melody given in Exercise No. 2 ...... .. ....... . 

fl 
I r 

. -I '\. ,I 

• J 

' 
I 

I 
,_ ,. 
- .. 

I 

' ,.. 
. -
' •1 
4 J 

' 

I 

r... ,. - .. 
I 
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8. Harmonize the bass melody given in Exerci se )Jo. 3 ....... . ... . . . . . . ... . .. . .. ...• . . . . _ 

fl , 
" .II . -'\. I 

4 

i 

r . .,.. - .. 
I 

9. Harmoni ze the bass melody given in Exercise Xo. 4 ....... . ...... . ... . ... ..... . .... .. . 

~ 
~ . -.... ,1 

4 

r_ .... - .. 
I -
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ADOLPH Rose~BECKER 

THE INVERSIONS OF TH~ DOMINANT ~EVENTh 

AND THEIR RESOLUTIOXS 

In the progression from the first inversion of th,e dominant 
seventh chord to the S'l1.b-1nediant triad, the latter, (the s11b-med iant 
triad) must also be in, the firi-;t inversion, for the lea<lingtone in the 
bass must rise. 

If the bm;s fallH t6 the root of the :-;ub-rne<liant chord, as in Il­
lustration N91, there '\Vill be a progre:-;sion from a diminished 
fifth into a perfect fifth between the soprano Ill.NC? 1 , 

and the bass, ·which progression is forbi<ldeu i~--r F j 
between the two outer voices. The bass pro- l , 
gresses into the third of the sub-mediantehord, :----- -t!: 
in Illustration NC? 2, thus entering the fin;t in- -=f=---, 
version of the sub-mediant chord,and prevent- Ill NO) 1 

ing this faulty progression. Hence, in this · · "' 
progres::.ion, the root of the dominant seventh fj~~~~~§l 
chord ri::-;es one scale degree; the seventh (orig­
inal poHition) falls one scale degree; the lead­
ing tone rises one degree; the fifth of the 
chord(original position) may either rise or 
fall one scale degree, provided it is below the 
root, as in Illustration N<:> 2 . 

But if the fifth be ahm)1! the root it rnust 
fall, or else parallel fifths will result, as in 
Illustration N9 3. · 

!) 

i= Ill 6 
·5 

The resolution given in Illustration N9 4 is the correct resolu-
tion in this case. Ill. N<:> 4 



2 
The second inversion of the domina;nt seventh chord is fre­

quently found without its root. (See Illustration N9 5 (a)). 

Ill. N<? 5 

~ (;t)~ ; (b) ; ! = = II , = :: II 
4 4'- vny' 6 ~ 
3 3 ~Chord of the four-three without its root. 

When in this form, it is the first inversion of the triad on 
the leading note, (See Illustration N9 5 (b)) and as such is merely 
figured ((6~' As the root is no longer present in · this chord, 
the seventh is not restricted in its progression, ahd is free to 
either rise or fall. 

The following short extract from the Hallelujah Chorus of 
Handel's Messiah, gives us three examples of the second inver­
sion of the dominant -seventh chord without its root. Notice the 
direction in which the seventh tone of this chord progresses: 

Ill. N<? 6 
HANDEL 

A B 

At A, notice the second inversion of the dominant seventh 
chord on A, "'rithout A, the root; at B, notice the second inver­
sion of the dominant seventh chord on E, without E, the root; 
at C, is given exactly the same chord as at A, but the alto and 
tenor voices have exchanged notes. 

Har. L. N<? 42 



NOTE: You IIJ\lit 1:1~ ~ful to bear in mind the difference 
between the dcmttnoot seventh chor:d fn a scaJ,e or key, and 
the dominant seventh chord on a given note. For instance, 
G-B-D-F, is the chord of the domin~nt i?eventh in tke key 
of .Cj while the dominant seventh chord on ~isC-E-G- B~; 
these notes, while on c, compose the dominantseventhchon;l 
in tke key of F. . 

Ex.N9 1 
B 

:1 . .e-
a a 

3 

1 Exercise N<? 1 "is taken from the opera, "Ma:niage of Figaro;' 
~y Mozart, and gives further examples of the second inversion 
~Jf the dominant seventh chord, with and without its root. The 
::hords marked A, B and C are to be analyzed in the accompany­
' ing examination paper. · . 

Like the second inversion, the root of tke dominwnt sev(J'!l,tk 
~hord is occasionally 9mitted in tke tliird inversion.As it is rare­
'· y used in this way, even by the best composers, the student is 
id.vised to use the root for the present, when writing this inversion. 

The third inversion of the dominant seventh without the root, 
is the second inversion of the dinlinished triad on the leading 
tone, as shovvn in illustration N9 7. The natural resolution of 
~his chord will· usually call for the progression 
given in illustration N<.> 8. The progressions of m NO 8 
! ' . • • 

fhe third and the seventh of the original domi-~ 

1

nant seventh chord, are into the root and . third ~ 
pf the tonic, and the "fifth usually leads to the 6 

~onic to avoid the· harshness · of doubled thirds. · 4 
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The follo\.ving exercises are to be harmonized in the aecompan 

ing- e:xaminati on pa per. In adding thrPe p-arts to a figured bass, tak 
the following harmonization as a model: 

Model for the harmonization of Ex. NC? 2 

Resolve the following Chords: 
Ex.N0 .5 
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1 

\fame .. . ...... . ... . . . . . .. . .. . ... , . . . ... . ... .. . , . .. . . . Class Letter and No. . . . . . . . . ... . . .. . 

r own ... ......• .. . ..• •.. .. ..• ...• .... . .......... . . . . . State . . .. . . . . ..•.. Percentase . .. .... . 
Write name and number plainly 

Unleu otherwise 1peclfted, all Illustrations and 6xercises mentioned in this examination paper 
refer to llhlltratlona and Exercises elven In the accompanyinc lesson. 

1. (a) State the rule for the progression from the dominant sevent h chord to the sub-

mediant triad ... . •. . . . ...... .... . . . . . . . . .. .. . . . . ... .. ..... .. . . . .. ... . ... .... 

.. ··· ····················· ····· ··········· ······ ·········· ············· ··· ·· ····· ··· ··· ·· 

... ........... ........................... .. ... ...... ...... .. ... ....... ................ . 

(b) If the fifth of the dominant seventh choi·d be above the root, how will it be 

r esolved? .. .. . .... .. .. . .. . . . .. . . . ... ... . ... .... . ... . .. ... . .. .. ... . ....... ... 

... ............. ... ......... .. ............ .. . .. .. .. .. .. .. .. .. ... . .... .. .. .... .. .. .. . .. 

(c) Illustrate your answers to Question 1 ( a ) and (b) . ...... ... . ... . .......... . ... . . 

,.. 
• 

' I 

4 J 

• 

I 
r_ .... - .. 

I -' 

2. (a) Is the second inversion of the dominant seventh chord found without its root? .. . . 

( b) In this case how is it figured? . . .... . ........ . . . ... ..... . . .. . .. ... .. . .. .. . .... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ . . . \ . . . . . ~ . . . . . . . . . . \ . . . . . . . . . . \ \ . . . . . . . . . ... 
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3. (a) Write the dominant seventh chord in the key of E flat. . . . .. .... . ...... . ........ . 

(b) Write the dominant seventh chord on E flat .................................... . 

(c) \Vrite the dominant seventh chord on A, and above it write in what key this 

chord is found . . ........ . ...... .. ... . .... . ........ . ....... . ..... . ........... . 

fl 
~ 

.. I 

4 I 

~ 

I 

I -· -.. 
I -' 

4. Exercise !\o. 1, found on page 3 of the lesson sheet, is taken from the opera, "Mar-

riage of Figaro," by Mozart. Analy:;e caref14l/y the chords marked A, B and C 

and their resolutions . . . .. . . . ... ... . . .... .. ...... . ...... . ....... . . . ..... ,. ...• 

. . . .. .. .. .. .. .. .... .. .... .. .. .. .... . . . . . ....... .. ......... ... . .......... ..... .. .... . .. . 

. . . . . . . . . .. ... . . . .... .. ... ······ ........ . .. .... ··· ·· ............. .. ... . ....... . ..... . 

' ..... . .......... . ... .. .. .. .. . ........... .. . .... . .............. . ......... ················· 

..... ................. ······················· ........................................... . 

. . . . . .. .. . . . . . .. .. . ...... ····················· .......................... ········••1••······ 

................... ·························· . ........ .. ...... . ....... ···················· 

5. (a) Is the third inversion of the dominant seventh chord found without its . r.oot? .• . .•• 

(b) How is it figured? ............. . ............. . ..................... ······•· .. -. ~ 
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(c) Illustrate its resolution in the key of D major .. .... . .. ·· · ····· · ················· 

'1 

... I 

0 

,_ .... - .. 
I -

6. Ha rmonize the bass melody given in E xercise >Jo. 3 . . .. . . .. . . .. ... .. .......... · · . . · · · 

~ 

... I 

41 

~ .... - .. 
I -

7. (a) In what key is Exercise No. 4 written ? . ..... . ........ . .. . . .. .......... . .... . . . . . 

( b) Harmonize the bass melody given in Exercise No. 4 .. . . . .. . .•..•....... . ........ 

fl 
I 

~ 

... I 

4) 

' 
I ,_ .... - .. 

I 

\ -
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8. Write resolutions for the chords given in Exercise No. 5. Write above each progression 

the key in which it is found . .... .. . .. . . ... . . ... .... . ..... . ............ ... . . . , 

,.. 
.. 

'\.' I 

41 I 

' 
I -· -·· I 

\ 
~ 
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Chicago, Ill. 
Harmony Lesson Ne.> 43 Composed and Edited by 

ADOLPH ROSENBECKER 

80:\IE IRREGULAR RESOLUTIONS 
OP ,THE DOMINANT SEVENTH 

Chromatic resolutiowofthe dominant seve'flik chord are frequently 
written. No rules other than the general ones for chord- progres­
sion can be given for such resolutions. 

Ill. N<? 1 A (b) 

Two chromatic resolutions of the dominant seventh chord are 
given in Illustration N<:>t. At A, the chord of the seventh, instead 
of resolving into the tonic triad on C, resolves chromatically into 
the dominant seventh on -C (key of F), then to the triad on F..At B, 
the V7 resolves chromatically into the first inversion of the dom­
inant seventh on E (key of A), then to the tonic triad of A minor. 
Both of these progressions close with the dominant seventh chords 
at(a) and (h), which are followed by their resolution into the tonic 

triad. m NO 2 
The dissO'lUJlfli wtes, in discords, can be taken · · 

by different voices, provided tµey pass to their l 
'note of resolution in the same voice or part in 
which they last appear. The same is true of fund­
amental triads, certain notes passing from one 
\•oice to another, when the same chord is re­

~ . 
41 

~ .. -· 

I I 

-
~ ;_; 
r• 

I 

peated, as in Illustration N<.> 2. The dissQnant element in the 
Copyri~ht MCMVIII by Siegel-Myers Correspondence School of l\lusic 
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<lominant seventh chord is the seventh. Illustration NQ 3 

Ill.N93 A 

6 7 
4 

is written in the key of F, its dominant seventh chord being C, 
E, G, B~, At A, the dissonant note, B~, passes from the soprano 
to the bass voice; thus the root position of the dominant seventh 
chord progresses into its third inversion. Notice that the omission 
of the fifth in the root position, in no way weakens the chord. At 
B, the <lissonant note passes from the soprano to the tenor voice, 
and the second inversion of the dominant i:;eventh chord progresses 
into the first inversion. Sometiin£s we Mme a succes~ of sevenths 
upon the same root, as in Illust'l*atirm N<! 4. 

4 6 
3 5 

In the above, the student "\"\ill observe that all positions of the 
chord of the dominant seventh are used. The first position resolves 
into the last position, 2, then to the i' and lastly to . g, the chord 
finally going into the natural resolution in the last chord of the 
second measure. 

The following gives a passage occasionally used,~yhen the dif­
ferent positions of the chord appear'in arpeggio form, before the 
note of resolution is reached. · 

Har. L. N? 43. 
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6 7 
5 7 . 3 ~ 

Notice that the second measu~·e, Illustration N9 5, contains the 
dominant seventh V\ith Gas the root, and all the positions of' t·he 
chord are given. You will observe at A that the seventh, "\vhich is in 
the alto part, rises to the root in the next chord. This is allowable, 
because in the next repetition of the chord, it appears in the bass, 
and is then properly resolved to E in the next chord. 

Illustration Ne;> 6 is taken from The Seventh Symphony by Beet­
hoven. Analyze it carefully, noticing the manner in which the in­
versions of the dominant seventh chords are used,and ·their resolu­
tions. 

Ill. N<? 6 
A B 0 BEETHOVEN 

2 6 4 
3 2 2 6 4 

The dominant seventh chord on C (key of F),is iked in eve1ymeas­
ure. Neither root position nor first :inversion is used, but the second 
and third inversions alternate. Notice that the dissonant note, the 
seventh, is passed from voice to voice, alternating between the . sop­
rano and the bass. Notice, also, the diatonic progressions of the 
bass voice. 

A dominant seventk ckord mag resolve into tke dmni,nant seventk 
ckord of another key. In such progressions, the last dominan~ seventh 
chord passes into its ovrn chord of resolution. In illustration N<? 7 
are given a number of progressions from one dominant seventh chord 
to another. 

ll.N97 
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At (a\ the dominant seventh chord on G (root position) [V7 on Gto 
progresses into the dominant seventh chord on D (second inversion) V~ on D 

At (b), the dominant seventh chord on G (root position) rv7 on G to 
progresses into the dominant seventh chord on C (root position) Lv7 on C 

At (c), tr.e dominant seventh chord on G (root position) [V7 on G to 
progresses into the dominant seventh chord on E (first inversion) vg on E . 

At (d), the dominant seventh chord on G (root position) fv'7 on G to 
progresses into the dominant seventh chord on B (third inversion) Lv2 on B 

The following exercises are to be harmonized in the accompany­
ing examination paper: 

Ex. N<? 2 

\J=li'~.s f' F IF J I J .J 1.J J I J J Ir r 1 .. 1 .. 11 
6 6 6 7 

6 5 5 4 

Ex. N<? 3 

'-1: • B " 

Ex.N9 4 

5 

6 4 
5 3 

0 I J ,J I J J I " 
2 6 6 6 7 . 

4 

II 

9= Ii i r r r I r F It F U. I r F r I r F r I f J I r · II: 
62 64 7 46 26 4 7 

Ex.N9 5 
A 

~ 

4 3 # 3 4 

R 

,~ .. ;§ I! 
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Name 
{ 

Class Letter and No. . . . . . . . . ... . . . . . 

Account No . ......... . .. ... .. . .. .. . 

Town .. .. . . . . .... . .. ...... .. .. ... .. . . ....... . .... . .. . State ... .. ..... . .. Percentage .. ..... . 
Write name and number plainly 

Unless otherwise specified, an Illustrations and Exercises mentioned in this examination paper 
refer to Illustrations and Exercisec given in the accompanying lesson. 

1. \VIJ;it a r c chromatic r esolutions of th e dom ina nt se venth ? ........ . 

... . . .. ... . .. ... ........... .......... .. . .. ... ... .. . .. . ···· ····· ··· .. ... ..... ... ......... ... . 

2 . \Vit ho nl referring to the lesson expla in th e ch rom ati c resolution in Il l. :\o. I. . . . ... ... . 

. ... ··· ··· ··· ................................ -· .... ... .............. .... ...... .......... . 
. . ... . .. . ·· ····-···· ················· ······ ·· ·· .... ..... .. ......... .... .. ... ...... ..... . 

3. ( a) 'vVha t rule is obser ved durin g t he r <:'peti1io11 o f chords :rnd d iscord s:. . 

( b ! Illu st ra te. 

, 
4 J 

L '11.• 

f...--~"'-"·-·-------·--- ·------------·-----

f\ -
' . • ~ ... ,, 

' J 

r_ .,. . 
- ll • ,, -
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4. \Vhat is the rule fo r the resolution of the tones of the dominant seventh the last time 

it is used in repet it ion? .... ... . . . . . .............................. .. ..... . . . . .. . .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
5. T rans pose Il l. No. 4 to D major .. .. . .. .. ..... .. .. ....... ................ .. .. .. .. .... . 

,.. 
.,, 

, 

" I 

~ I 

, ..... -"'• ,I 

.-~ - . 

6. Explain the resolution o f tlie chords at A, B am! C in Ill. No. 6 ........ .. ... .. . ...... . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

7. \Vhat new resolut ion o f the dominant sennth is shown in Ill. No. 7? ... .. . ...... ..... . 

8. Which in you r judgment a re the keys which will be given the preference in this kind of 

resolut ion-the keys closely related or those more distantly connected with the 

origina l tonal ity? . . . . . . ..... . ... . . ... . .. . . . .. . . . .. . . . . . .. . . ... .. .. ... . .. . ........ . 

9. ~ ame th ree keys whose domi nant could be used as a resolution of the dom inant seventh 

o f G maj or. Smooth voice prog ression will help you to answer this question. Choose 

only those keys to which diatonic progression of the voices will lead .. . . ... . ... . ... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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10. Harmonize Exercise No. 1 .. ..... .. .. .. . . · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

~ . . -
' 7 

4 I 

-· --.. ,, 
~ 

11. Harmonize Exercise No. 2 . . ........ . .. . . . . .. .... · ..... · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

,.. 
, 

' . -
' ' ,J 

' 
4 1 

~ 

-· ..___. 
I 

--

12. Harmonize Exercise No. 3 . ........... ........ . . . .. · . .. · . · · · · · · · · · · · · · · · · · · · · · · · · · · · · · 

,.. 
, .. 

. -
' ~ 

I J 

' 

r '• -.. ,, -

13. Harmonize Exercise No. 4 ... .. . . . .. .. ..... . . . . . ... ... . .... . .. .. . ...... ......... . · .. ·. 

~ , 

' 
, 

I p• 

• 

r '• -.. 
I -
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14. In Exercise 1\o. 5 you are to gi\·c th e proper rcsoluti o11 oi each of th e c\ominant scvcn< hs 

at A, B, C, D and E ........ .. . .. . ............................................... . 

jj 
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Harmony Lesson N<.> 44 Composed and Edited by 

ADOLPH ROSENBECKER 

MODULATION 

Before studying any ne\v ('hords, ·we "\vill take up the subject of 
Modulation, through the medium of the chords already mastered. 

Modulation is the act of progressing from one key into another, 
or of exchanging one tonality for another. The process of substitu­
tion is accomplished by altering one or more of the tones of the or­
iginal key to agree with the new key. 

Modulation gives agreeable variety to music, and enables the 
composer to avoid the monotony of always staying in the same ton­
ality. The possibilities of modulation have been greatlyenlarged in 
the modern Rystem of harmony, and modulations to keys formerly 
thought impossible are used with great freedom by the composer of 
today. This tendency is in part responsible for the restlessness which 
is the distinguishing characteristic of our modern music.But in order 
to understand these newer modulations, we must first master the 
simplest key relationships, which give us a basisfromwhichtowork. 

First of all, then, the original key, or tonality, must be well estah­
lished before leaving it. In other words, we should be wellacquaint­
ed. at home, before going out into the world. We need to use at least 
the chords, I -V-I, in,prder to define the key. 

lli.N91 

In Illustration N<? l, you "·ill notice that the first two measures 
are in the key of G, while the third and fourth measures are really 
in the key of D, the C# in the alto having effected the change in the 
tonality. . 

The character of a chord is determined by t}le manner in which 
it progresses. Be very careful n_ot to confuse chromatic notes and 

Cop,}Tight MCMVill b.v Siegel Myers Correspondence School or Music 
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modulations. You a:e to bear in n?-nd _that a note _cl:romatically al­
tered does not, of itself, necessitate. a modulat10n. Takingillustra-

+:9f;JJ I JJ) 1lir1 £])II 
tion N<;> 2 as r n example, the D# in the first measure is an acciden­
tal, and does not indicate a modulation, because the last part of the 
phrase, to the end of the second measure, is evidently in the scale of 
C. It would, moreover, be unwise to modulate so soon afterthe first 
chord, since, as stated above, the origi:q.al key must be firmly estab­
lished before a new key can be introduced. Ill. NC? 3 

The first phrase of Illustration N<? 2, I 
can be harmonizedasinllustration ]\<]· 3. 

The presence of another foreign note 
in the third measure of the ill11stration 
in<li cutes a new key, since the rest of· the ~~~~~~~~~j 
phrase is Clearly :iJi G major. . · 

Taking F# alm~e, the question naturally a"rises, as to the key to 
which ·we are to modulate, because F# 'belongs to so many keys. It 
can be the seventh, or leading-tone of: G, the third or mediant of D, 
the second, or super-tonic of E, etc. So :we come to consider the re­
latio·nslzip of keys. We know that w~en two tones are consonant, 
they are said to be related to each othe:r. As stated in previous les­
sons, the perfectconsorumcesarethe unison and the octave, t11e perfect 
fourth and the perfect fifth. These represent' tke near~'lf related 
keys. The major and minor thirds ap.d sixths ar·e also related to 
the original key, but more distantly. We might call the perfect, or 
nearly related keys, the first cousins;. while the more distant ones, 
major and minor thirds and sixths, are the second cousins of the 
original key. : 

We shall ·first consider the modulations into the · nearly related . 
keys. If you will examine the diatoni~ scales of G major and F 
major, you ~ill find that they vary from the C scale in only one 
note; C and G differ only as to F#, a~d C and F only as to the 
note B, it being B~ in the key of F, while C employs B natural. 
Otherwise the notes of the three scales are identical. The keys of 
G and F major stand in the dominant ~d sub-dominant relation 
to the key of C. As the relative minor of any major scale is so clos.~­
ly related to it, we can add the minors of these three major scales 
to make a set of nearly related keys, su:mmarized as follows: , · . 

I V IV 
Ill. N:9 4 {CA ma.j or 

~ minor 
Har. L. N9 M 

{G major 
~B minor 

~F major . 
~D minor · 

. , .. . 
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The stu<lent will see that the keys which are nearly related 

differ only one flat or sharp in their signatures. The nearly related 
keys of D major are A(dominant) and G (sub-dominant). D has 
t-\:\-o Rharps, while E has three, and G only one. Take again the 
key of A~. The nearly related keys are E~ and D~ majors.A~ has 
four flats; E~ has three; D~ has five. The parallel major and minor 
keys are not so closely connected, and bear a sort of second cousin 
relationship to each other. These "'ill be considered in a later lesson. 

Our first modulation will therefore be to a. nearly related key. 
Students should remember that one chord is never sufficient to de­
fine anew key. It must be followed by the I, or some other chord 
that makes the I inevitable. 

The best chord "ith which to introduce a new key is its domi­
nant seventh, which is follo'\ved by the tonic or the sub-mediant.Thus, 
in modulating from D major to A major, we should use the domi­
nant seventh of A, preceded by the tonic of D, and followed by the 
tonic of A. (See illustration N<? 5 ) 

Ill.N~ 5 

I 1V I I 
A :MAJOR 

Or, in passing from B~ major to C minor, "\Ve might "Tite the sub­
mediant of B~, followed by the dominant seventh and the tonic of 
C minor, and the modulation would be complete, as in Illustration 
N9 6. 

Ill. N<? 6 

VI jVz I 
C MINOR . 
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The follO\.·\ing illustrations will serve as examples of modula­

tion from the tonic to the dominant key ''ith a return to the tonic. 

Ill. Ne;> 7 

Ill. N<? 8 

In Illustration N<:> 7, you ''ill observe the modulation to D major 
in the third and fourth measures through the C# , while in the fifth 
measure the C# is canceled and the key of G major is re-established. 
. In Illustration 1'<? 8, we have a modulation to the dominant (C\ 
in tbe third measure, through Bq, the leading-tone of C. In the 
fifth measure, the B is again flatted, and the tonalityof F major 
is once more complete. - 1 

The following exercises are to be worked 011t in the accompany­
ing examination paper. 

Ex.NQ 1 

Ex.Ne:> 3 

v= t ,J r F I r ¥ I v F I ii 1-r r r. I ,J r I r J I ii II 
46 6 6 7 264 6 6 7 
3 5 # 3 4 

~ .. 

'. 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper Harmony Lesson No. 44 

Name ..... .. ................... .......................... ............... { :~::u~:t::.~~~ .. ~~.-: : :::::::::: :: : : : : : : : :: : : : 
fown .. .. .......... ....................................................... State ....... ............. Percentage ..... .. ··· ··· 

Write name and number plainly 

Unleas otherwise apecified, all IUuatrationa and Exerciaea mentioned' in this examination paper 
refer to filuatrationa and Exercisea eiven in the accompanyine lesaon. 

1. Define modulation .... . .... ...... .. . ... .. . .... . .. . .. ... ... . .. ... .. . . . ........ . .. . 

. . . . . . . . . . . . . . . . . . . .. ... ._ .............. ..................... .............................. . 

································ ......... ............................................... . 

2. How is a modulation accomplishttd? ...... . . ... . .. . . . . ... . .. . . . ... . . . ... .... . .... . · · · · 

3. \iVhy must simpler modulations be mastered fi rst ? .. ... .. . . . .. . . . .. . . .. .. . . ...... . .... . 

4. vVhat would be the result if we were obliged to a lll'ays stay in the same key? ... . ...... . 

Is. vVhat is the first rule of modulation? . . . ...... . .. .... . ..... ...... . .... . . . . . ... .. ..... . 



6. \Vhat chords arc necessary to define the key? ....................... . ................ . 

. . ......... ......... .. .... ... .... .. . . .. .. ......... ································ .... . 

7. \Vhat determines the character of a chord? ................. . . ................ . ... . . . . 

.. .................................... .... ................ ······························· 

.......... ··············································· ................................ . 

8. (a) \Vhat is the difference between a chromatic note and a moclnlation? ............... . 

(Ii) \Vritc an original illustration showing the difference ................. .... ........ . 

fl 
~ 

' I 

4) 

~ 

I 

I 
~ .... - .. , 

\ -

9. (a) ls it proper tn 111odnlate soon after the fir~! chord? .... . .............. . .. . ........ . 

(b) Give reasons for your answer ..... ... ........................................... . 

10. \\'hy arc the dominant and snbclominant keys selected as the nearly related keys? ...... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .......................................... . 
. . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. .. . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . : .~ ........... . . 
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11. W hat keys are more distantly related to the original tonali ty? . . .. .. ... . ....... . .. ... .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • ................ . 
12. Explain the close relation which exists between the keys o f B flat and E flat and F 

majors 

Give example . .. ...... .. ....... . .. . .. . .. . . .... . .... . .. .. . . ............ . .. . · · · · · · · · 

.... ... .... ... ...................... ......... ... .... ...... .......... ... ... ............. 
13. Give a table of nearly related keys belonging to A major . ......... .. . .. . .... .. ...... . . 

14. W hy is one chord never sufficient to define a new key? . . .. . . .. ... . .. . . . . . ... . ..... .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
15. \IVhat is the best chord to use to in troduce a new key? ........ . ..... . .. . . .. . ... · . .... . . 

16. \ Vrite a modul ation from F major to C majo r ..... . ...... . .... . .. . . . ... . . .. .. . ...... . . 

fl 

' • ~ 

I 

r-,,.. -.. ,. -
17. \ Vrite a modulation from G major to D major . . . .. ... . ........ . . . ..... .... ...... .. . .. . 

~ . 
.. 

~' . 
I ~ r 

c 

" .... 
-~. -, 
~ 
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18. Give the key signature of (a) B major and B minor; (b) D major and D minor ; 

(c) E flat major and E flat minor. 

w----·-----======= 
19. Harmonize Ex. No. 1, indicating the modulations ... . ... .. . ... . ... .. . . . ... . . .. ... . . ... . 

fl. ,, 
--, . -~ 7 

4 

r'• 
~ ... 

I 

20. In what key is Exercise No. 2 written? . .. . ......... . .. .. ... .. .... . .. . . . . ......... . .. . 

Harmonize it, indicating th e modulations ... ... ..... . . ..... . .... ... .. ... ........ .... . . . 

,.. 
' • 

' 

' 
, 

~ l 
" . 

I: 
-.... 

I - .. 
I 

\ --

21. Harmon ize Exerci se );o. 2, indi ca tin g the m odulati on .. . ..... .......... ... .. . ... . 

I\ 
- .. - -~ 1 

41 

r '-• -..-.. 
I 

~ 



SIEGEL- :MYERS 
Correspondence School of Music 

Chicago,Ill. 
[armony Lesson NQ 45 Composed and Edited by 

ADOLPH ROSENBECKER 

MODULATION (continued) 

1 

The chord of the dominant seventh affords the same opportuni­
i for modulation into the key of the sub-dominant that it does for 
lodulation into the dominant key, as explained in Lesson N?44-. The 
fb-dominant is the other nearly related key, and is of almost equal 
1portance "'"ith the dominant, being, by inversion, the fifth below 
e tonic, as the domi:n,ant is a fifth above. 
U. KQ 1 The dominant seventh of the sub-dominant 

:~ I> I key is formed by adding a minor seventh to the 
.f :§: II !f tonic triad of the original key. The tonic seventh 
' I I

7 
. chord of Illustration NC? 1 Ill. N? 2 

'comes the dominant seventh of F major in 'I> :§: I i I 
lustration KC? 2, and as such is an exceHent _ _ __ _ _ 
odulatory chord. .· V V7 
1 The follo-\ving illustration will give you an example of modula­
m from the tonic to the sub-dominant: 

Ill. N9 3 

"" 
I I I I I . u - .:. ~ . - - - , -' - - - , - -... 

• I I I I I I r 
~ J rl J J J ~J -

~ .. - ~ 

- ••IA - ,, , - -- . ,. - , 

I I I I I 

The chord by which the modulation is effected, is the second 
ord in the second measure, and is, as the student will see, the 

:·!ninant seventh of F major. In the last lesson you saw that the 
.. p1i11ant seventh of the do:nrin~t, which ·was used as themodulatory­
'Ord, was formed on the second tone of the scale of the original 
•' . \Vhile the root is the same as the regular super-tonic chord iJ1 
: t key, the dominant seventh has a major third and an added RP.V-

Copyright MC:t.1Vill by Siegel-Myers Correspondence School of Mu"!!C 



2 
enth, and the super-tonic is only a minor triad. In the key of C, the 
super-tonic is JJ - F -A - JJ, but the dominant seYenth of the dominant 
(G), is JJ -Fl-A- o, the third and seventh making a difference which 
can easily be remembered. 

The keys of C and G have four chords in common. These should 
be kept in mind, as a possible means of modnlation.<Seelli.1strationN94) 

Ill. Ne:> 4 
~ 

l 
~ -. - ~ 

~ I ~ ~ 

~ -
' -6- -

I ill v VI 
ri ~ 

- ~ 

- ~ 
-. 

~ ~ 

4 I ~ -
IV VI I II 

You V\.ill find that C and its sub-dominant key,F, also have four 
chords in common, as in Illustration N9 5. 

Ill. NQ 5 
fl 

l 
. -· --- -· ~ --
' -6- "" 

I II IV VI 
ri . - -- -. . -

r - -· -. ·-~ -· --
' ~ "" - -

IV VI I III 

In making modulations or using chromatic alterations, you must 
be careful that tke altered note appears in the same part as that 1lnich 
contains the unaltered wte in the p:r:eYious chord. If the altered 
note appears in a differeni part, a c:cross-Telation" between the 1 

voices results, which is Yery unmusical, and should be aYoided. 
Illustration N9 6 shows you the effect of the cross-relation when 

Fq is in the tenor, and F# is in the alto. Notice that Illustration N9 , 
7, where the alteration occurs in the samevoice,is much more melodi - I; 

:~ 

11 

1 

liar. L. l'i'Q 45 
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Very often a modulation to the dominant is used for yariety at 

the cadence of a half-section of a hymn-tune. As an example, take 
the tune generally sung to the words of '~bide With Me~' given in 
lliustration N9 8. 

Ill.N98 ~ 

,~,," J1J u J Ir r?t 1HJ I vrili:iJ r; II 
Notice in the last measure but one, that the A~ is r,aif;ed to A~, 

and becomes the leading-tone, of B~ major. In this key, F (the sec­
ond tone of E~ major) is the root of the domin8Jlt, and the. meas· 
ure is har~onized thus: 

Ill. N9 9 

As stated in Lesson N<.> 44, when a chromatic note isirsed,it does 
not necessarHy indicate a modulation. Frequently we have a phrase 
such as shown in Illustration N<? 10. 

Ill. N9 10 

Notice that the note chromatically altered, G#, is harmonized 
with the same chord that would be used to make a modulation into 
the dominant; but in .this case, the next chord is again in the original 
key, being the dominant seventh of D major. This will further ex­
emplify the rule that one chord is .not enough to define a key. 



4 
In Illustration N<? 11, yoµ "'in · again 

observe that the last cho:fd but one, ~mch 
has the chromatically altered G#, is har­
monized with the dominant seventh of A. 
If a modulation were intended, it would 
naturally lead into the tonic of that key; 
but instead, it goes to the first inversion 
of the tonic of D major. 

Ill. N<? 11 

In the examples that have been given in Lesson N<? 44 and the 
present lesson, you will observe how smoothly the modulations are 
made, through the medium of the dominant seventh chord, and that 
the cross-relation has been carefully avoided. 

The following exercises, which contain modulations futo the 
dominant and sub-dominant, are to be worked out in the accomp­
anying examination paper. 

Exi. N9 1 

--:& •1 r ~ 1 r ,J 1 J ~ 1 .. 
q4 6 .4 6 7 

2 a " 5 ~3 

Ex.N<? 3 

:?fh1H rr ir r 1J JqJ1r1~JJJu J J 1 r r 1 n 
6 6 6 6 2 6 6 6 6 6 '7 

5 4 "' 

Ex. N9 4 

:;):•# p 
6 6 6 6 6 7 

5 # "' 



Siegel-Myers Correspondence School of Music 
CHICAGO, ILLINOIS 

A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 45 
1 

{ Claaa Letter and No •...... ····· ···· ··· ·· ······ 
Name ................................................................... . 

Account No •.•••••••••••........•............... 

fown ...... •.....•.•...••.•••.••••••••....•.........•••• . ....•.••.... . .... State .................... Percentage .. , ........ .. 
Write name, addreaa and numben plain!,.. Fill in "'Account No." only if it appears on your Leuon Ticket. 

Unlcu otherwise apecified, all lll ... trationt and Exercise• mentioned in thio examination paper 
·refer to Waatrationo and Exercioeo given in the accompan,.inir leuon. 

Why does the sub-dominant key bear close a relation to the tonic as does the dominant? 

................. ···························· ....... .. ... ...... .. ..... ... . . ............. . 

What is the best modulatory chord of the sub-dominant key? ... ........ .. ........... . 

Compare the formation of the dominant seventh of the sub-dominant, with the tonic 

of the original key ..... . .... . .. . . .. .... . ..... . . .... .. . . . ... . . . .................... . 

Compare the formation of the dominant seventh of the dominant, with the super-tonic 

of the original key .. .. .... .. . . . . . . . .. .. .... ... .... .. .... . . . ......... . . . ..... . .. . . . . 

.. ··· ··· . ... ... .. . . .. ... . . . ....... .. .. . . .... . . ...... . .. . .. ... . ........ ..... . . ........ . 

I" .......... ... ... ................... .... ......... .. ................................. . 



2 
5. Illustrate Questions 3 and 4, according to Illustrations Nos . 1 and 2, in the key of 

B flat major .... .. .. ... . . .. . . .. . ..... . ... . . . . . . ...... . . .. . . ...... .. . . . . ... ...... .. . 

I 

6. Make out a table of the four chords in common between the keys of D and A major. 

(Compare Illustration No. 4.) 

II 

7. Make out a table showing the chords which B flat and E flat majors hold in common . 

....,,._.__~ ----___ 21 

.21 
8. (a) Define the cross-relation ..... . . . . . . .... .... ... . . .. .. . . . . . . .......... .. . .. .. .. . . . 
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(c) Why should it be avoided? ........ . .. _ ... . ....... .... · ·· · · · ······ · ···· ··· ········ 

..... ..................... .... ... .. ........ .. ............ ............. ............... 

(b) Illustrate ........ . ......... . ....... ... .. . . . ................... . . . ...... .. · · · · · · 

~ 

.. ~ 
' . 
4 J 

,_ .... - .. 
I 

--
9. 

l . 
Write for the soprano an origina melody of two measures, which ends in the dominant 

key ................... . . . ......... . ..... ... ........ . ....................... . .... . . . 

II 

10. Harmonize, making the chords a~ interesting and 11)1,l!Jical as possible. 

~ 
' r . ~ 

... I 

4 , 

' 
,_ .... - .. 

I 

i.. -
\ 

11. In writing the following exercises, be careful to avoid the "cross-relation." 

Harmonize Exercise No. I . ... . . . .......... . .... .. ............... . . . .... . ........ . . 

~ 

... . 1 

4 '. 
~ 

I . ... _ 
,__ .... - .. -

' 
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12. Harmonize Exercise No. 2 . .. .. .. . .. .... .. . . ........ ....... .. . .. . . .. ..... ... . . ... . .. . 

~ 
r . ~ 

' II 

41 , 
. 
I ,_ .... -.. 1--,, 
\ 

13. Harmonize Exercise No. 3 . . ..... .... ... . .. . ... . .. . .... .. .. . . . . ... .. ....... . . .. . . . . . . 

~ 
r -.. 

' I 

u . 
I 

r. .... - .. ,, 
\ 

14. Harmonize Exercise No. 4 ..... . . . ... . . ......... . .. ...... .... ........ . 

,.. 
, , .. . ~ 

" I 

41 

,_ ,.. - ,,,. ,, 
-
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MODULATION (continued) 

1 

In the modulation to the dominant, you will remember that it 
is the fourth note of the original key which is altered to become 
the leading-tone of the new key; that, for instance, in the modula­
tion from E major to B major, the fourth tone of E major, which 
is A, becomes A# in the dominant triad, or seventh, of B major. 

The distinguishing, or characteristic note used in modulating to 
the sub-dominant is the lowered leading-tone of the· original key, 
which becomes the seventh of the dominant of the new key. Notice 
that in the third chorn of Illu.stration N9 1, .B (the leading-tone of C 
major) is changed to B~, and as this chord is followed by the tonic 
of F major, the modulation into the sub-dominant is complete. 

The sub-dominant key is not gen-
erally introduced in as ~adually a Ill. NQ 1 
man.ner as is possible with the change ! I\ I 

into the dominant key. 
Observe. in Illustration N?. 1, that 

the modulation is made immedia,tely, 
the root of the dominant seventh be­
ing the same as the tonic of the origi­
nal key. . 

~ 

,. .. 

~ -
~ -

I I I 

- -- - --
~ ~ 

I 

!J 
-
~ - -

I I 

In analyzing Illustration N9 2, you will find, at A,B,C and D, 
four chords that are common to the tonic and sub-dominant . keys. 
But these four keys are really only two different ones, since the 
first and third chords of the first measure are the same, the last 
chord being the first inversion of the first; so we have only two 
chords which can be considered as tonic and dominant of the new 
key into which we modulate. 

A B 

Copyright :MCl,1VIll by Siegel-Myers Correspondence School of Music. 
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As a rule, the modulation into the sub-dominant is not of such 

long duration as that into the dominant. Sometimes, however, com­
posers repeat an entire phrase in the sub-dominant, as shown in 
the following illustration, taken from Elvey's hymn, "St. George:· 

Ill. N9 8 

. You will observe_ that while the first phrase is written in the key 
qf G, the second phrase is in the key of C (the sub-dominant of G), 
the modulation being effected by lowering F sharp, in the last 
chor.d of the third measure, to F natural. 

A very good instanc~ of the repetition. of a phras~ in the sub­
dominant is found in Handel's "Messiah'/ The aria, ''He Shall Feed 
His FloC'k:' is first snng by the contralto, [see Illustration N9 4 (a)], 
to be repeated later by the soprano a fourth higher,as shoV\"D.at (b). 

Ill. N9 4 HANDEL 

Contralto(a) ~P£ rn ~ f) J. J JI iiB?J.J~I 
-He_ shall feed His flock like a Shep - - herd 

-J. ~ 
Soprano (b) ' ~ i U I r i.~ r µ r· l ~ 

ttl r~ 4J Ult 
Come_ un - to Him all _ ye that la - - bor 

AJJ previously stated, ~odulation gi:ves variety- an~ strengt):i t.o 
music. Occasionally we fmd a phrase m the sub-dommant, which is 
repeated in the dominant, as in the following illustration (in C 
major), taken from one of Dr. Dyke's hymns; 



Ill. N9 5 DYKE 3 

The second phrase is a perfect imitation of the first. Notice the 
increase in intensity gained by the repetition of the second phrase · 
one tone higher than the first. · 

In Lesson N9 44, a table of the nearly related keys was given 
you, which included the relative minors of the tonic, dominant and 
sub-dominant. The dominant seventh chord is still the best"bridge~ 
or means of modulation, between these keys. These dominants of 
the minors can easily .be remembered by summarising them, as 
follows: 

. l .Mi1wr of I, raise tke 5tk of the origj.nal key . 

. To form V., of the . .Miwr of IY, raise tke tst. of t4e original key . 

.Mintor of V, rtlli$e tke 2d&4tkof the original key. 

In each case the altered note is the leading-tone of the new key, 
and the root of. the dominant seventh is found a third below. 

lUqstration N9 6 gives you an example of a modulation from 
the tonic to its relative minor. Notice that the chordofthe seventh, 
the third chord of the second measure, is the means of modulatiOn, 
and makes use of the raised 5fu of:. the original key. 

ID.N96 

illustration N9 7 shows you how to modulate into the relative 
mi·n·or of the sub-dominant, with a return to the original key. Here 
the 1~ step of the scale is raised to make the new dominant. 
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In Illustration Ne;> 8 , we have a modulation to the relatirn minoi 
of the dominant, then to the dominant, and a final ending m the or. 
iginal key. Notice in the illustration that the 2nd and 4L stepi 
are raised in the dominant of the minor. 

Ill. N9 8 

The following exercises are to be worked out :in the accomp3Ilying 
examination paper. 

Ex.NC? 1 

Ex.Ne:> 2 

9: i ,J r r I J ,J I J ,] I 0 I J J j I v r I E r I 0 II 
2 6 6 6 .a- G6 6 6 7 

4 5 
3 

Ex.N9 3 

Ex.Ne:> 4 



Hegel·Myers Correspondence School of Music 
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A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 46 

lame ........................... ......................................... . 
{ 

Class Letter and No ............... .......... .. 

Account No ........ ............... ............. . 

rown .............•.••••••••••••••••••••••••••............•..... ... .. ..... State ................ . ... Percentage ............ . 
Write name, addreu and numbers plainly. Fill in .. Account No." only if it appear• on your Leason Ticket. 

Unleu otherwise 1pecified, all llluatration1 and Exerci•~• mentioned in thia examination paper 
refer to Dluatration• and Exercise• 1iven in the accompanyine leaaon. 

1. What is the distinguishing or characteristic note of a modulation to the sub-dominant 

key? ...... .. .. .. . .. .... ........... . . . . .. ..... .. .. . ... . . ...... .. . . ..... . ....... .. . . 

2. \I/rite out Illustration No. 2 in the key of D, and figure the chords ....... . . . . ... . . . . . . 

~ 
.. 

I 
' I 

I 4V l 
• I 

,_ .... - .. 
I 

3. Can a modulation from the tonic to the sub-domin~nt be m'.lcle as g radually as on t• from 

tonic to dominant? ..... . .. .. ............. .. ........... . . .. .. . .... . ........ . ... . ... . 

. . . ... . . . . . . . . . .. .. .. . . . . .. . . .. . . . . . . . . . . .. . . . . . . . ... . . . . ..... . .... .. . . . . .. . . . . . . . . . . . . 

4. Give in a two-measure example a modulation from B flat major to E flat major .. . . .. . 

~·-----·-- ----------------U 



5. Transpose Illustration No. 3 to A major .. .. . . ........ . ................. . ........ . . . . . 

'1 , 

' I 

~ 

' 

I -· I -·· ---,, 
· ·-

·-

6. (a) Transpose Illustration No. 4 to D major. Begin the melody on the fifth of the 

scale ......... . ... . .... . .. . . . ... . ... . .. .. ... .. ... . .. . .. . .. .... . . ... .. .. .. ...... . ... . 

(b) Have you ever heard "The Messiah?" ... . ..... . .... .. ... . ........ . .... . ....... . . 

7. What effect is gained by the imitation of a phrase? ...... . ...... . .. . ........ . ..... .. . 

8. (a) What are the nearly related major keys to any given tonic? . . . ........ . ........ . 

(b) Why are their minors also placed in the list of nearly related keys? ..... ·: .. . . . . 

9. (a) In modulating to these minors what is the best "bridge" to the new key? . . . . .. . 

(b) Can you tell why this chord is the best? ................ . ... . . . .... .. . . ...... .. . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
2 



10. Write from memory the table for forming the dominants of the nearly-related minor 

keys ........ . .......... . . . .......... . . . ..... . ....... , .... . .............. . ......... . 

11. Illustrate this table in the key of G major. In doing so, state the name of the 111i n01·s 

and the name of tlte ra·ised tone in each case . ........ . .... .... ..... . ..... . .......... . 

I 

12. Copy Illustration No. 8 on the staff below. Figure it careflllly, indicating the exact 

position of each chord. 

fl . 
' .1 

41 

c.. ... - .. ,, 
-

3 



13. Harmonize Exercise No. 1, indicating the modulations .... . . ...... . .... ..... .... . . . . . 

~ 
1 

-i . - l 

' I l 

I I 
' .... - .. 

I -

14. Harmonize Exercise No. 2, indicating the modulations .. .. .. .......... ...... , . . . . . .. . 

,. 
... ,1 

4 ' 
~ 

I 
.... - .. 

I 

\ 

15. Harmonize Exercise No. 3, indicating the modulations . . . .. . ..... ... .. .. .. . ..... . .... . 

fl 
" . -'\. I 

4 I 

,_ .... 
- ... 

I 

16. Harmonize Exercise No. 4, indicating the modu lations .. .. ..... . . .......... . .... . ... . . 

fi -I r . ~ 
' I 

4' 
' 

I ,_ .... -,.. 
I 

\ 

4 
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Harmony Lesson NQ 47 Composed and Edited by 

ADOLPH ROSENBECKER 

MODULATION (continued) 

As already stated the relative minors of the dominant and sub­
. dominant keys belong to the list of nearly related keys. In the 
. major scale, you will remember, the tonic, dominant and sub-dom­
inant chords are characteristically major; indeed,some theorists 
call them ''foundation chords!' In the minor we also have founda­
tion chords. In order to preserve the character of the scale, they 
must be minor chords, and we find them on the tonic and sub-dorn­

. inant. It was also shown in previous lessons, that, in order to es­
. tablish a modulation, we were obliged to use more -than a single 
chord, and that· through its dominant seventh.we could _ reach the 
tonic of the new key. For instance, in modulating from 0 to G, we 
used the seventh on .D, which is the dominant of the new key of G. 
To establish a modulation to the minor, we shall have to proceed 
in the same manner. 

There are four chord8 in common between a major key and its 
relative minor. (See Illustration N<? 1.) 

0 major 

~ 

A minor 

Ill. N9 l 
A ~ 

a• . 
• VI 

~ B . & • .. 
' I 

.. 
a• -. -

&• 

"" ""' 
IV II VII0 

.. 
a• a• --. 

"" ....,. 

IV no 

You will notice that, in figuring or naming the chords in Illus­
tration NC? 1, those at B differ from those at A. For instance, the 
A minor chord,A-C-.E; is the sub-rnediant in the scale of 0 major, 
while it is the tonic of A minor. You will observe. also that the 

Copyright MC.MVIII by Siegel-Myers Correspondence School of Music. 



2 
.fourth chord in the illustration_. is given in the first inversion, as 
it is not advisable to use the diminished triad, found on the lead­
_ing-tone of the major scaleandonthe super-tonic of the minor, in 
root position. 

Be careful, in modulating from major to minor keys, to have 
.the succession of chords perfectly clear, and to avoid incorrect or 
.objectionable progressions. Study the following illustrations. 

ID. N<? 2 Ill. NQ 3 

·As we proceed to the new minor key by the use of its domi­
nant, it is necessary to approach that dominant very carefully. No­
tice how much better is illustration N<? 2 than Illustration N9 3 • 
. As a rule,the fourth from the bass in the chord must be heard, . 
. or prepared, in the previous chord (see Illustration N<? 2), there­
.by insuring smoothness in part-~Titing. 

In the major keys the modulation from tonic to dominantismost 
.commonly used. In the minor, however, the modulation to the sub­
dominant is the one most frequently made, especiallyinbrief changes . 
. The modulation from tonic to sub-dominant in the minor is very 
.easily effected. It only requires that the third of thetonicof,the or-
iginal minor key be raised a semitone, in order to produce the 
.chord of the dominant of the new key, which should then resolve in­
.to its tonic. For example, take the modulation from A minor to 
its sub-dominant D minor, as shown in Illustration N<? 4. 

Ill. N<? 4 
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You will notice that by raising the C in the last chord of the 

.second measure to C# 1 we have the dominant chord of the new key; 
D. As stated in previous lessons, the dominant chordis the same 

.i .in parallel major and minor keys. It is the chord of resolution 
'' .that determines the mode (major or minor) to which the ·modula­

tion is made. The dombiant seventh (on .A), which is called 
the penultimate chord, could be resolved into D major as well as 
into D minor . 

. Sometimes we find that the leading-tone of the new key iE? 
.approached by~ skip that is larger than the interval of a second. 
Ill. N9 5 In t~at case it is ad~sable to prece~e. · the 

· tkYmJ1/1u11nt chord, 1.1Ytth a chord cO'lltaining the 
sixth of t!J.fJ 'neW key. This rule is exempli­
fied in Illustration N<? 5, where you will 
see that in the thi r<l chord of the second 
measure, WP. have Oq. which is the sixth 
in the scale of E minor, the key into which 

* we modulate. 

The following illustrations ·will give you examples of modula­
tions into the nearly related keys . . 

Ill. N9 6 
Major to its 

Relative Minor. 

Ill. N9 7 
Minor to its 
Dominant. 

Har. L.No. 47. 

MENDELSSOHN 
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Ill. N<? 8 
Minor to its · 

SuL-domimmt 

ill.N<.>9 
Minortoits 

Relative Major. 

The following exercises are to be harmonizedin the accompany.: 
ing ex~ination paper. 

Ex.N9 1 

?= n F #HI fF 1.J Ui .. If U I J ~ I f' r I .. I 
6 .fr" 6 411§ '1 6 7 
5 4 2 '# . . 4 # 

Ex.N9 2 

Ex. N<? 3 

Ex.N9 4 
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Examination Paper Harmony Lesson No. 4 7 

l 

Name ... .. . . . ....••. , .•.. , ..•• , •...•.•.••.... ... ... . . Claae Letter and No. . . . . . . . .... . . ·· . . 

To-... · · · ............ . •.• •.... _. .. . .... , .. ..... · . . .. .. .... . Stat• . .. .. .... .. .. Percental'e . .... ·· . ·· 
Writ• name aad aaml>er plainlt 

Vnleu otberwlte epecifted, an IDastrationa and Exercises mentioned In this examination pap« 
refer ta IUutrMieH ·•n4 tixerd- ciftfl HI tile t«OfllpaftYiac leuoa. 

l . \ .\i h;1t a re the tonic, dominant and sub-domina nt chords cai le<l? . . .. . •. . . .. . . 

• • • • • • • • • .. .. .. .. • • • • .. • • • • • • • • • • • • .. .. .. • .. • • .. • • • • • • • • • • ••• • • •• • • ~ . .... .. ... • . •• •• • • i ... . . ' 

2. Give examples of the four chords held In conm1t> 11 by E ihtl n1aJot a1ld ·Its re l:u·i ,·e 111 111 01'. 

I 

3. (a) What is the correct way of a pproaching th e 6-4 chMcl t1poli the domi i>a nt of :1 11 e11· 

key? •. .. • • •.• • • . .. . . . ..... . ....... . ...... . . . . . . ...... . ..... . ... . ........ 

. . . . . ..... ·················· .. ............. • ... ....... ................. .. ................. .. 
( b ) Give exa1nples ... . . . .. . .. . . . .. ...... . ..... . . .. . .......... . ...... . .. . ...... . ,. ,. 

I\ 
.. . 

"' , 
l ! 

, .... - .. 
. , 

~ 

·t What is the modulation most co11111101lly used in the major ? .. ... .... .. . . . • . ..• . . . . • . . • . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . " .............................................. . 
5. What is the modulation most com 1110 11ly used in the minor ? ... . . . . .. . • . .... . ......... . . . 

i . ....... ~ ............ ............ . ..................................................... . 



4 

fl .. 
.. 
.... I 

4 
. 
I 

I 
,_ .... - .. ,, 

\ 

12. Harmonize Exercise No. 1, indicating the modulation .. . .. . .. . ................ . ... . . . . . 

• 1 

4 I .. 
. I - •• 

13. Harmoniz~ Exercise No. 2, indicating the modulation .. . ......... . .... : . . .. .. .. .. . .. .. . 

- .. 

14. Harmonize Exercise No. 3, indicating the modulation .... , . . . .............•.... . . . . . ... 

- ~ 
.. 

--
' I 

4 
~ 

I 
I 

- La. ... .. -.. ,, 
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Harmony Lesson N9 48 Composed and Edited by 

ADOLPH ROSENBECKER 

THE HARMONIZING OF MELODIES 

Hav.ing thoroughly mastered the preceding lesso~s 8;11d ~ere­
by acqui.red a clear kllowledge of the triads and their mvers10ns, 
the dominant seventh and its inversions and resolutions, and mod­
ulations to the nearly related keys, we shall now learn how to put 
that knowledge into practice. We shall not only study new chords, 
but shall learn to harmonize melodies with these chords, and there­
by g_a.in experience in using them in a very practical manner. 

In harmonizing melodies, use either root position or the inver­
sions <;>f the chords? ~ may be necessa:ry to make a smootk and 
melodious bass. This 18 of paramount unportance. 
. Be careful that a lower voice does not move to a note that is 
higher than the note held by the voice above,fo. the prece.dillgchord. 
For example, analyze illustration N9 1, and you ~ill find,at A, that 
the second note in the bass is higher than the note in the tenor part 
of the preceding chord. The same rule is a-pplied to the upper voices; 
that is, the soprano should not drop to a lower note than the pre­
ceding note in the alto part. 

At B, in illustration N9 1, the soprano in the second chord, G, 
is lower than the alto, A, in the preceding chord. This is called 
the over-lapping of ckords. 

Ill. N'? 1 

I\ A B 

- -- -l ~ ~ '"" 
' 

- -&- ...,. 
-~. ~ .. . -·-~ 

I 

Ill. N9 2 
A 

" . -. 
-
~ 

1 -
-&-

L --

~ 

B 
-
~ . - . -
" 

-9-- -
-- ~ 

The correct progressions of these two chords, as well as 
the positions of the notes in the chords,are ghown in Illustra­
tion N'? 2. 

Copyright MCMVIII b:y: Siegel -Myers Correspondence School of Music. 
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In making a choice of chords, remember that variety in part­
writing is desirable, and that the rules which have been given as 
regards the progression of voices are to be strictly observed. The 
f.ollo~ing table will help you to choose the chords with which to 
harmonize your melodies. 

Scai,1' 1 2 3 4 5 6 7 

e II Ill. Ne;> 3 ,, e ,, ... 0 e 

Chords I v I IV vi)'.. VI V7 
IV II VI II I IV VII0 

VI vn ill v'7 ID II 

Use the chord which contains the scale-step under consideration. 
"When there is any choice, select that chord which conforms to the 
.rules given in these lesso_ns. Avoid the progression V - IV; other­
."\vise almost any progression of chords is good. 

In Illustration N'? 4 is given a very simple melo<ly. We know 
that the first chord must be tonic, since the third scale-step . can 
be harmonized by that chord, and also because it helps to est.ablish 

Ill. N9 4 

~ #u# ~ r · r 1 r r · 1 r r 1 .. 1 
the key. If an exercise begins on (he dominant, thP chord must 
be on the muwcented beat. In the second measure B , the second 
scale-step, can be harmonized by either super-tonic or dominant.We 
may choose a dominant, becrmse, as a foundation chord, it helps to 
better define the tonality. Cj. the fourth note, occurs in \ either the 
·tonic or mediant, so we can choose the mediant for the sake of va­
riety. .D, the next note, being the fourth scale-step, can be harmon-
ized by either the sub-dominant, super-tonic or rlominant seventh. If 
.we choose the super-tonic, the following note, B.·will take the dom-
inant seventh chord, and the exercise comes to a close on the tonic. 
This harmonization is given in Illustration N9 5. 

Ill. Ne;> 5 

Ha r. L. No.48. 



~otice th~ smooth voice progression in the upper voices. The 
bass is more irregular because only the root position of the 
chords is used. 

In Illustration N<J 6 we give the same melody, using the in­
versions of the triads. This provides a more m'3lodious bass. 

Still another form of harmonizing this melody is given in 
Illustration N9 7 

Here we used the chords which give us a modulation. Notice, 
.in the second choril, that, after using the "tonic in the beginning, 
A is raised to A#, thereby making a modulation to the minor of 

. the sub-dominant, returning to the original key in the last two 
chords. We follow the rule of making the modulation through 
the dominant of the new key. 

Let us take another short melody, and give it three differ­
ent harmonic dresses. In Illustration N9 8 we have a nielody in 
F ' :major. 

Ill. NC? 8 

& ~~ r· 1 .J .i 1 r .J 1<J J 1 .. 11 

In harmonizing this, we find there are two chords which can 
be used for the first note, which is the fifth scale-step. Thus, we 
.have the choice of beginning with either the tonic or dominant chord. 
As stated before, we can start on a dominant chord, but let us 
rather harmonize it with the tonic chord. 



Ill. NC? 9 

In the above we have again used only tlie simplest form of 
harmonization. We have used th A tonic in the first two chords as 
we could not very well have a Din the bass of the second chord;. 
on account of the consecutive or parallel fifths which it would 
cause. In the third bar we omit the fifth of the chord, in orde1 
to avoid parallel fifths between the tenor and bass. The same 
reason is the cause for the omission of the fifth in the third 
chord of the illustration. 

In Illustration NI? 10 we commence with the dominant chord .. 
1 

and introduce inversions of triads. 

ID. N9 10 Ill. N9 11 

In Illustration NC? 11 we use triads and sevenths to give furtheJ · 
variety. 

The following·· melodies are to be harmonized in the accorr.q>any. 
ing examination paper. 

Ex.NC! 1 

'P~ J JJ I J J J IF J I J. II 
Ex.·N<? 2 
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Examination Paper Harmony Lesson No. 48 

Name .. · · · · ....•..•••••.•.•.•..•............. ... . . ... Clue Letter and No . .... . 

Town· · · . · · .....•...••. • .......... .... . . . .. .. ... ..... State .... .. . ... . . . Percentace . ... ... . 
Write name and number plainl:r 

Ualeu otherwfae spedfted, an IHustratlons and Exercises m~ntioned in t his examination paper 
nfer to Wutratlona and Exercises ziven in the accompanyin1 lesson. 

1. (a) Indicate briefly the subj ects we have studied in th is course tlrn s far .. 

. .... .. .. ······ ················ .... .. .. ...... ..... .... ........ ... .... .. ... ............ . 

(b) Do you feel that you unde rstand them thoroughly, .. . . . . .......... .. . . . .. . . . . . . . 

( c ) If not, state your difficulties ... . . . . . . . . . . . .. . . .. ..... . . . ......... . .... . . . .. ... . . . 

... . . .. . . ···· ··· ····· ···· ····· .... . .. . ... ..... ... .. .... . . ... ... ... ...... . .. ......... ... . . 

2. Why is a smooth bass part important ? ... . . . . ...... ......... . . ... ... ... .. . ....... ... . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ .... .... ... .......... .. . 
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3. Give the rnle for the "over-lapping of chords' ' ......... ..... . . .... . ... . .... .... .. . .. . . 

4. ·what suggestions are gi,·en you for harmonizing melodies? . .. .. . .. .. .. . .......... . . . . . 

5. Memorize the table given in Illustration No. 3, and write it on the staff below ... . ... . . 

6. Explain its use ... . . . . . .. . .... .. .. .. ... .. . . .... . .. . ... ... .... ... . . ..... . .. .... ... ... . 

7. vVrite a simple soprano melody of four measures in G major .... . .. .. ... . ........... . . 

' I 
8. Harmonize it, and in the space below explain why you used each chord as you did, as 

in the explanation of Illustration No. 5 .. ...... . . . .. .. ............... ....... . . 

~ , .. . ~ 
" J 

4 

~ 

£.. .... -.. 
I 

........... ······· ·· ······· .. .... ..... ............... ... ................. ...... .. ........ . 
.. . .... ·· ···· ... .. ... ....... ...... ... ......... .......................... ···· ····· ········· 
..... .. ...... ........ .. ............. .................... ... ..... .. ... .. ... .. ..... ......... 
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9. \V rite another harmonization of this melody, using as great a variety of chords a5 

possible . .. . . ... . ... . .. .. ... . .. . . . . .. . . . . . . . .. .. .. .. ... .. . . . . . . .. . .. . .. . . . . . 

'1 
~ 

'\. .1 

4 I 

' 

I 

,_ .... - .. 
I 

\ 

10. ·write and harmonize a short minor melody of four measures .... .. .. .. . ..... ... ...... . 

" • . ~ 
' II 

41 
' 

I -· -.. 
I -

11. Harmonize the melody given in Exercise No. 1 .... ... . . ........ . ... .................. . 

'\ 

' .I 

I 

-· - .. 
I 
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12. H armonize the melody given in Exercise No. 2 . .. .... . ... .. . .... .. .. . ... . ........ ... . . 

fl 
F . ~ ' ,,, 

4 J 

' 
I 

I 
,_ ... -.. ,, 

\ 

13. Harmonize the melody given in E xerci se No. 3 .. ... .. . ..... . .. . .. . . ..... . . . . . ... . . . . . 

I\ 
.. 
' I 

4 I 

-· -.. ,, 
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Chicago, Ill. 
Harmony Lesson N9 49 Composed and Edited by 

ADOLPH ROSENBECKER 

THE HARMONIZING OF MELODIES (continued) 

In writing melodies you must avoid ·wide skips wherever pos­
sible. The movement should be smooth at all times and diatonic 
when you can make it so. If "ide skips are used, they should be 
made during the repetition of a chord. 
If h k

. . Ill. NC? 1 
, owever, a s Ip of a third or fourth 

occurs' as in Illustration N\> 1 'be care- ~ .J r 1.l r II F f' II 
ful not to write-concealed fifths, (see 
Illustration N<.> 2), . when you harmonize it. You can avoid 
the fifths by contrary motion or by the use of inversions, as 
in Illustration N~ 3 . 

Ill. N<? 2 

ID. N9 3 

Copyright MCMVIII by Siegel-Myers Correspondence School of Music. 
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Your choice of chords in harmonizing melodies is largely 

dependent upon the relation of these chords to each other. The 

sub-mediant and mediant both represent the tonic, each chord 
having two tones in common with it. See Illustration N9 4. 

Ill. N9 4 ' 11Jidj Ill. N9 5 ' 1¢1 
VI I III' V7 II IV 

The super-to1?-c represents both sub-dominant and dominant sev­
enth,. having two tones in common "\\ith each of them, as shown 
in Illustration N<? 5. The sub-dominant and dominant have no 
tones in common;and so are not related. This reduces all the 

. chords of the scale to tonic, sub-dominant and dominant, and 
. their subordinate representatives, and~ if .you .think of them in this 

way,_ it will be easy for you to phoose them effectively. 

In Lesson N<? 48 you were told that the progression V - IV 
is not good. This is because the tendency of the dominant to 
the tonic or its subordinate triads is so strong th8:t any other 
.chord is out of place. The progression V -II is good becau se 
the tvrn chords are related, and it is practically a repeti~ion of 

tpe sam,e chord, but the sub-dominant interferes "ith the natural 
resolution of the dominant, and so the progression must be avoided. 

Two other progressions are forbidden because of their un­
musical effect. It is not good to have two parts move from a 
second to a unison, as in illustration N<? 6. 

Ill. N<? 6 

, fr , ~,-r 1 
Also do not approach or leave a unison by similar motion. 

See Illustration N<.> 7. 

Ill. N9 7 

' f S:rj I r-- "'f II F;<:'~ I 
Har. No.49. 
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There is no rule, however, without its exception, and many 

instances of the exception can be seen in the works of the great 
masters. The following illustratio~ from a part-song by Mendelssohn, 

Ill. Ne;> 8 MENDELSSOHN 

shows a violation of this rule by one who was noted for the excel­
lence of his part-writing. But here, as always when the rule is broken, 
. the progression is from dominant to tonic. You must, howeYer, ob­
serve the accepted rule until you have thoroughly mastered it. 

Remember that similar motion towards a dissonance is un­
desirable. (See Lesson N"<.? 39)."riien the dissonant note is not 
heard, or prepared, in the previous chordJ contrary motion is ne­
cessary. Compare A and B ·of Illustration N<:> 9. 

ID. NC? 9 

' 
A Jg~ II 11Bf=~ II 

II 
-&- .e.-r 

We ~ill now take a melody of eight bars,containingtwo music­
al phrases,or sentences, and harmonize it in different ways. 

Ill.NC? 10 

Notice that Illustration N<;> 10 is written in the key of F major. 
Sometimes melodies can be changed into the minor very easily, 
and here, by adding a flat to A and .D,. the melodyis transposed 
to the key of F minor. ·To begin the exercise we can use the tonic 
chord on F. Notice how the melody comes to a stop at the fourth 
bar. In ordtlr to l.?sure variety, it is well to have a half - cadence 
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about the middle of the exercise. Many hymn-turies and chorales 
are weakly constructed, because of a lack of variety in their 
cadences. Starting this melody, then, with the tonic chord, and 
having a dominant chord at the fourth measure, we shall have,. 
in its simplest form, the following harmonization: 

Illustration N<? 12 gives a little more variety on account of the . 
addition of chords of the dominant seventh. 

Jll.N912~ 

The following melodies are to be harmonized in the accompany­

ing examination paper. 

Ex. N<? 1 

j ti.11 rri~ r 1r r r 1JJJJ1J .J 1JJJJ 1J rr1rrrh1J 
Ex.NC? 2 

j•1.iJ1uJ1rr1r·1rrr 1rrr 1u J1J.11 
Ex. N<? 3 

j ~ n i1h1u10w.1u>11n1~r~u.1mu.1mt~1u.1 . 
· modvlati<m to C • 
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Examination Paper Harmony Lesson No. 49 

Name· · · · · · . • ..•••••••...•........ . ..• . ...... . . .. . ... Clase Letter and No. . . . . . . .... · · · · · · 

Town · · ...•.....••.••...... ... . ... . . . .. .. .. ... .... . . . State . . .... . .. . .. . Percenta1e . .. . . .. . 
Write name and number plainlJ' 

Unless otherwi1e apeclfled, all Illustrations and Exercises mentioned in this examination paper 
rt1,fer to IUustrationa and Exercises 1iven in the accompanyin1 leaaoa. 

1. What are the two rules for writing melodies? .. . .. .. ... . ... . ... .. · · · · · · · · · · · · · · 

.. ··· ·· ·· · .. . ... .. .. .... . . . .. ... ... ......... .... . . . . . ... . . . . . . . . . ... . . ... . . 

. . . . . . . . .. . ... ... ... .. . .. . .. . . . . . . . . . . . . . . . 

2. 1-f ow can you avoid concealec.1 fifth s? .... . . . ....... ... .. · · · · · · · · 

3. Upon what do you base your choice o f chonl,.:? ... . ... .. .. . 

4. Explain fully the relation o f th e chonls o f the sc·ak to l'ach oth er . . .. . . . .... . . . . . . . . . 

5. (a) Why is the progression V-IV not good? ... . . . . 

. . . . .. .. .... ... . .. .. .... .. .. .. .. .. .... . .. . . . .. .. . . .. .. . . .. .. .. .. .. .. .. . . . . . . . . . . . . . 

. . . . . ·· ························· · ........... . 
(b) Can you tell why V -TI is correct when V-IV is not, since II represents both IV 

and V equally? .. .. . . . . . ...... ..... . .. . . .. . . .. . . . .. . ... . . . ... .. .. .......... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .... ................................... . 
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6. (a) 1\ame two ot her progressions which are forbidd en .... . .. . ...... . . . .. . .... . . . . . . . 

(b) Illustrate. . . . .. . . . .. . . 

ri 
.. 
... I 

I ' 

.... - .. , 
-

7. (a) Why is simila r motion toward a dissonance not good ? . . . .... . . ... . . .. . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • , ............. .. .. ... ... . .. ' · ' . . . ... .. .... .. . . 

(b) vVhat rule mu st be observed in thi s connection ? . 

8. \·Vrite a melody o f four mcasm cs and harmoni ze it 111 two different way.; . The fir st 

time use the more common chonls; the second, introduce a ,; much variety as 

you can. Review Lesson r\o. 43 ... . .... .. . . . . . .. . . . .. . . .... ... .. . . . . . ... . 

" .. - ~ 

'\: .~ 

4 I 
~ 

,_ .... - .. 
I 

\ 



~ 
Ir 

' I 

~~ 

r "• - .. 
I 

9. \Vhat is a "half-cadence"? . . . . . . . . .. . . . . . . . . . .. . . . . . .. . . . . .... .. . . . . . . .. . . 

10. Name the chords of the sevent h used in Illustrat ion ;-Jo. l l_ giving the in versions which 

are used of each. Locate the chords as " fi r st in third mea ure," " fourth 

in second measure," etc . .. . ..... . . ... . . . . ... . . . . . ... . ....... . .. .. . . .. . . . . ... . 

11. l:-l:irmonize the melody given in Exercise :\o. 1 . . . . . 

.. 
Ir . --,. --, 
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12. Harmonize the melody given in Exercise No. 2 .. . ....................... _; •......... 

• 

4 I 

13. Harmonize the melody given in Exercise No. 3 .................................... . 
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Harmony ·Lesson N«? 50 
Composed and Edited by 

ADOLPH ROSENBECKER 

AUXILIARY AND PASSING NOTES 

In proceeding from one chord to another ·we have 1heretofore 
made all voices of the chord8 of equal time value, This simult:me-

. ous movement of all the voices has made that clear and direct 
connection of the various harmonies which is the basis of pure 
part-writing. It is possible, however, to introduce notes which 
are foreign to the chords used "\\ithout destroying their character, 
and these give life and variety to the rhythm. These foreign notes 
are called Auxiliary and Passing Notes. 

The Auxiliwry Note is one which precedes or follows the chord 
note at ani inte'l'VaJ, of a second above or below, anul then ret1trns to 

the original note. All seconds are discords, so the.Auxiliary Note 
will be a dissonant element in the chord in which it occms. When 
it lies above the chord note, it should be the next degree of 
the scale. 

In Illustration N<? 1 A, observe that B and 0# (marked *) 

are theAuxiliary Notes, and that they lie a ·whole step above the chordnote.: 

Copyright :MCMVIIJ by Siegel.l\J,rers Co1·1•t•r-pondence School of )[usic. 



But if the Auxiliary lies below (as at B), it must be a half­
btep lower unless the chord note is a major third; in that case 
it can be either a half-btep or a whole step. See IllustrationN92. 

Ill. NQ 2 Notice here that wt: have th e 
tonic of A major an<l that 0# 
(a major third) is the chord note. 
Hence the Auxiliary Note may 
be either a whole step or a 
half-step lower. 

Auxiliary Notes can be taken 
. in more than one voice provided there remain two notes charact-
eristic of the harmony in the other voices. 
In Illustration N<? 3, we have Ill. N<? 3 A B 
Auxiliary Notes(at A) in the 

soprano and alto parts, while ! 
.both D and A in the bass and 

tenor voices remain station- ~lai==~===~~~:::;~ 
ary, keeping intact theD major r:::==1!===========:llt::t===t===t==:n 
chord. At B, the soprano and 
bass have the Auxiliary Notes, and A and F# are held stationary 
to preserve the character of the tonic chord. But if we aqd an­
other note in the bass of Illustration N9 2 B, the character of 
the D chord is entirely changed, and instead we have the second 

. inversion of the dominant seventh on A. See Illustration N9 4. 

Ill. N? 4 
Thebe notes are no longer con­
!:iidered Auxiliary Notes, but 
become "passing chords~which 
were. nwntione<l in LessonN937. 

The other notes use_d, 

·which are foreign to their 
chord::;, are called<'Th.ssing Notes!' 

. The f'al1sing Note lies between two notes that are essential to the 
harmony of the same or the following chord. Thus it may occur 
.between two notes of the same _chord, as in Illustration N9 5 A, 
where- C and_ E are the tones of the C major chord,and D ly­
ing between them, is the Passing ifate; or it may occur as at B, 

Har. J, , No.50. 



where .E belongs to the chord . Ill N° 5 A 
I I of C, and G to the G major 

chord, and Fis the :p&'3Sing Note. ! 
The Passing Note, like the 

Auxiliary Note.,m:ust be -appoached 
and left diatonically.. The only 
exception is that when the two 

~ . 
' 
L"U .. 

~ 

~ ~ 

--
~ 

# 

B 3 

I J ~ - -
~ 

-A-

chord notes which it connects are a third apart, the Passing Note 
may skip a third up or down, if it then returns to the second chord 
note. Study Illustrations Nos. 6 and 7. 

Ill . N<? 7 

Obsen-e that the first and last notes of the melody are a third a­
part. 

Be careful to keep in mind the dijfere'llce between Auxiliary 
and Passing Notes. The former always returrnfu the original note, 
as in Illustration N9 8, while the latter p,rogTesses dia tonically 
fromonenote.tothene}(t, as seen in Illustration N<? 9,serving to 

Ill. Ne;> 8 

. &- J=;J J 
0i' LJ_;J I 

I I I I 

Ill. N? 9 
~ A or . # B or~ _ - r=r-r 1 r=r r r r-r 1=r r 11 

I I . II h I VII V 

co-nnect, as at A, different notes of the same chord, or as at B, two 
notes of different chords. 
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The following illustration, quoted by Prout in his ':Harmony," 

is an excellent example of Auxiliary and Passing Notes. 
Ill. K9 10 

The following exercises are to be harmonized in the accompany­
ing examination paper. 

Ex. N9 3 

' k 0 j J J J I j J I r H" I n r Ir j I J j w I .. II 
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SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL 
Examination Paper Harmony Lesson No. 50 

Name .................. ..... ........... .. ..... , ...... Claaa Letter and No •..... 

Town ...........•..•••••. ~ ......... ... .... ...... ..... State . .. ... . ...... Percenta1e ....... . 
Write name and number plainlJ' 

Unleaa otherwlae apedfted, aU IUustratlona and Exerclaes mentioned In this examination paper 
refer to IUultratioaa and Exerciaea elven In the accompanyln& Jeaaon. 

1. Vvhat is an auxiliary note? ....... ... .. . ........... ............. ... · · · · · · · · · · · · · · · · · · 

· • ......................... ... ................... ························· ·· ··············· 
......... ......... ~ ....................................................................... . 

2. What is the value of auxiliary and passing notes? .... ... . . .... .. . .. . .... . . . .. .. ...... . 

3. (a) Is the auxiliary note a discord? ..... . . ....... .. ............... . .. . . ... ..... ... . . 

~ . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ........................................ . 
(b) Why? . .................. .... ... . . ..... . . ... .. ............. . ....... .. ......... . 

I 4. Give the rule for the auxiliary note if the chord note is a major third ...... . .. . ....... . 

! ... ... . • ••••••••••• : ••••••••••••••••••..•••••••.•..••••••••.•••••••.•••••••••••••••• 

5. Give examples of both uses of the auxiliary note in four keys .. . ... ..... .....•......... 

' I 
~ I 

. ~ . 

,_ -· - .. 
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,_ ... -.. --
I 

6. Can auxiliary notes occur in more than one voice? ..... . . . ... .. ....................... . 

7. (a) What would be the result if three auxiliary notes were used simultaneously? . . . . . . 

(b) Illustrate. . ..... . . . . .. ... ... . ...... . ........ . .............. . ............ . . . . .. . 
,.. 
' 

I ' I 

4 I 

~ 

,_ ... - .. 
I 

8. Define a passing chord ........... . .................. . ........•.. : ......... . .. . . . . ... . 
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9. (a) Define a passing note ... . ... . ........ . ..... . . . . . ................... . .......... . 

. . . . ... ..... ·················· ................ ............. ······························ 
····· ················· ·············· ········· 

( b) Illustrate your definition ..... . ........ . ... . ........ .. . . .... . . . ... , . ... . .. .. ... . 

" .. .. ~ 
~ ll 

• J 

,_ ,. - .. 
I -

10. (a) What treatment must be given to both auxiliary and passing notes? . . . ....... . ... . 

(b) Can you tell why? ..... ... . . ..... .. . . . . . .. . . . . . . . . .... .... . .... . . . .. ... . .... .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . : ............ . 
11. Give an illustration of this rule and its exception . ... . . . . . ... . ............. . . . .... . . .. . 

ri 
~ 

' I 

~ I 

,_ ... - .. 
I 

12. (a) State the difference between a passing and an auxiliary note ... .. ... .. . ... .... . . . 

(b) Do you understand it thoroughly? ... . . . . .... . .......... .. ...... .. . . ........ .. . . 

13. Write and harmonize a two-measure soprano melody which contains one passing and 

one auxiliary note .. ..... . ..... . . . .. . ..... . ..... .. ... ... .... .... . . .. ... . . .. . . 

~ 
I 

' I.I 

~ 

~ 

£... ... - .. 
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14. Copy measures 3, 5, 8, 11 and 12 from Illustr at ion No. 10, and indicate the passing and 

auxiliary notes used. Mark the passing notes by a check ( v) and the auxil ia ry 

notes by a cross ( +) . .. . . . . ... ... ...... .. . . . .. ... . . .. . . . . . . . . . .... . .. . 

~ 
~ 

... I 

4!. 

-· - .. 
I 

15. Harmonize E xercise No. 1, introducing passing note. Notice in the first measure that 

D and F in the bass are treated as passing notes ... . . . . .. . .. . . , . : .. . . ... . .... . 

~ 
I 

... I 

4 •• 

( . 
r_ ... . - .. -

I -

16. H armonize Exerci se No. 2, introducing auxiliary notes ... . .. . ... . . . .. .... . .. . ... . . . . . . 

~ 
I 

... I 

( 

( 

I -· -.. 
I -

17. H armonize Exercise No. 3, introducing both auxiliary and passing ncites. ·; . .. . .... . . . . . . 

'1 
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