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SIEGEL-MYERS

Correspondence School of Music
Chicago, Ill.

Harmony Lesson NO 26 Composed and Edited 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 Major and Minor Scales

In.No 1
In C Major In A Major

g &
1. No 2

The major 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. IIl. No 3

' In C Major LIn C Minor

Major Triads e S — 3

8 s
I IvV vV VI
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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. L. NO 4

InC Major : InC Minor
Minor Triads i = o

[ Q)
[Q)
[ Q)

Pee Ph——R

.\ v & A < <5 [ § )
v © o

o I vI I v

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

Il No5
In CMajor ~ In C Minor
Diminished Triads m
\UV 38 8 T
VII°® II° vie

The augmented triad is found on the third degree of the

minor scale.
Il1. N2 6
In C Major ' In C Minor

Augmented Triad_#_— 5 o —1

\‘ull '§ B
I11. No 7 111

The triad ﬁ 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. NO 7 is an awugmented triad. Since it is an aug-
mented triad, it is found on the third degree of some minor
scale. D is the third in the B minor scale. We have thus lo-
cated the triad D-F§-A4.

Ill. No 8
%ﬁll gg— [ N ] c — ’H-e-
¢ 111
I11. No 9

The triad ﬁ is to be located. Theinterval E - Gf is a
major third, and the interval E-B is a perfect fifth. Then the
triad, Ill. NO 9, is a major triad.
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A major triad may appear in any one of five positions. (See
. No 3.)

The triad of E-Gf§-B is found on the first degree in the
scale of E major.

I1. N° 10
PE.® __
¢ T

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

It is found on the fifth degree in the scale of A minor.
I11. No-13

4 STE=T

9 Soe vy

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

1. No_14
a _" ;_3 U'e' O -V‘[h;‘l / a

This may be written in another form, as on page 4.

: 111.N9 15
The given triad ﬁ is a major triad.

Har. L. No 26.
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found
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It
It
It
It
It

is the I in the key of E major.
the sub-dominant IVin the key of B major.
the dominant V in the key of A major.
the dominant V in the key of A minor.

the sub-mediant VIin the key of G§ minor.
J11.N9 16

The major chord thus being placed on different
degrees in various keys, it may also be useful in moduléting
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.

is
is
on
on

is
is

III. N0 17
Chords connecting key of

E major with B major.

¥ 4 ’HUJ'H

IIl. N9 18
Chords connecting key of
u #E major with A major,
g —
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IlI. N© 20
Chords connectingE major
;ith G# minor.
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siegel-Myers Correspondence School of Music
CHICAGO, ILLINOIS

A COURSE OF HARMONY LESSONS
by ADOLPH ROSENBECKER and DANIEL PROTHEROE

Examination Paper for Lesson No. 26

5 Class Letter and Now.coeveeeveninnennnniinn,
{ame......... B L o VL T R

: 1 Account Nou.ceesectenieseecasssnnnncnncenens
ToOWR..iicisssensasevsses SeuvssRssRasHSes AR aR RS Y PR State ...ccoeennecenncnnen Percentage.............

Werite name, address and numbers plainly. Fillin “Account No.” only if it appears on your Lesson Ticket.

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

1. Write the triads of the G major scale.
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6. On what degrees of the major scale are minor triads found?

\
=z
g
1]
-
(=5
o

e
t
o
[
w
]
-
-
=
[+
=
S .
2
S
=,
by
s
=
(e

g
~
.
a
I
P
=
~
=1
=
(=5
v



2

8 Write the minor triads {found in the scales of G major and G minor.

A §
f fan Y ﬂ
EA\1V 4
¢
8. On what degree of the major scale is a diminished triad found?................... i
10. On what degrees of the minor scale are diminished triads found?.................. o
11. Write the diminished triads found in the scales of G major and G minor.
j
AR V.4
)
12. On what degrees of the major scale are augmented triads found?................... -
13. On what degree of the minor scale are augmented triads found?.................... P

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

»




B T T T X T R R R I
4

.

15. (a) Analyze the triad C—E—G sharp

16. (a) Analyze the triad C-E-G :

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

tures, and the scale degree of the triads.

& s
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17. Write in tabular form the location of the triad C-E-G.

18. Use the triad C-E-G as the counecting chord between C major and F major, and C

major and G major.
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SIEGEL-MYERS

Correspondence School of Music
Chicago,Ill.

Harmony Lesson N©O 2% Composed and Edited by
ADOLPH ROSENBECKFR

MINOR AND DIMINISHED TRIADS

The triad %Z_;—;g-'—_-; is to be located. The interval C-Eb is a
minor third, and the interval C-G is a perfect fifth. Thus the
triad is a minor triad.

53 .
A minor triad may appear in any one of five positions. (See
Lesson N 26, 111.INQ 4.)

The triad C-Eb-G is found on the second degree inthe scale
of Bb major.

p
(

It is found on the third degree in the scale of Ab rgajor.

Il No 2
- I

It is found on the sixth degree in the scale of Eb major.

- IM.N°3
L

<«

1 4 o
1 O -\ =
D o\ .
oS 7
©
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It is found on the first degree in the scale of C minor.

I1l. NO 4 '

Fe hﬂ-
TS V1D :9_—9.—_Jj
o .

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

Ill. N¢5

- 1 QD
1
%ﬂ%
()} v

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

manner.

The given triad%is a minor triad.
(%]

Table NO 1
It is found on the super-tonic 1 in the key of Bb major.

It is found on the mediant 11 in the key of Ab major.
Tt is found on the sub-mediant v1 in the key of Eb major.
It is found on the tonic I in the key of C minor.
It is found on the sub-dominant 1v 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
connecting chord. You should write many such modulations, and
try them on some instrument.
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1. N9 6 a
. C minor Or the same modulation may
A b—— be written.
‘ S II.N9 6 b
)
- H C minor LBI? major
L.

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

1. N© 7
G minor Ab major
o -
' I Iy Tm IV I 0

In Il. N? 7, the minor triad C-Eb-G is used as the connect-
ing chord in modulating from the key of G minor to Ab major.

T - %I v I

In I11. NO 8 the minor triad C-Eb-G is used as the connect-
ing chord in modulating from the key of Ebmajor to G minor.
The triad 1. N%) is to be located. The interval E-G is a
minor third; = and the interval E-Bb is a diminished
fifth. So the triad E-G-Bbis a diminished triad.
The diminished triad appears in three positions. (See Les-
son N9 26,I11. N? 5.)

Har. No. 27.



The triad E-G-Bbis found on the seventh degreein the scale

of } major.
Ill. N° 10

o) e
v vIIe

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

il,. N9 11

u -
v I1°

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

I1l. N9 12
g . 8]
= vIIe
For use in reference,we write this in the following manner.

I1l. N9 13
The given triad is a diminished triad.

Table N? 2
It is found on the seventh degree VvII° in the key of F major.

It is found on the second degree !° in the key of D minor.

It is found on the seventh degree ViI° in the key of F minor.

Ex.N°o 1

[ Q) 1]

;H_a %

TN s
o
1
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Siegel-Myers Correspondence School of Music
CHICAGO, ILLINOIS

A COURSE OF HARMONY LESSONS .
by ADOLPH ROSENBECKER and DANIEL PROTHEROE

Examination Paper for Lesson No. 27

Class Letter and No......ccovuerrennnnnnnnnane
NAING. ...ovciieacsasssssasoonees: essnnsesaonsassossesiossnssasesssrssasses
Account Noueeseecoeecccesaencanssscosaascenses
T OWD. sussassnsensssusssssansssssassassivoovsisiossssssosossonssssonssnns State ...cceonnnecacsnenes Percentage.............
Write name, add and bers plainly. Fillin ““A t No.” only if it appears on your Lesson Ticket,
Unless otherwise specified, all Illustrations and E H tioned in this e ination paper
refer to IlI ions and Exercises given in the accompanying lesson.
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) Analyzethetriad A-C-E.........oiiiiiriiiitiiit ittt iaiaiiiininaenns

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

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

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

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

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

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




[ £an ﬂ
A\R V4
[}
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.
=
1S
ALV
[))
/A
ol D
Z
1
5.

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

key of F major.

o)
K

S
ALV




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

key of E minor.

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

32NN

o)

.4

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

&55*3

oy

9. (a) Analyze the triad A-C-E flat......... (.. oot ittt i i e



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

10. Harmonize Exercise No. 1.

A

- 1

8o} =
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SIEGEL-MYERS

Correspondence School of Music
Chicago, I1l.

) Composed and Edited b
Harmony Lesson NO 28 : ¥

ADOLPH ROSENBECKER

THOROUGH-BASS NOTATION

The connection of the primary chords of the minor are very
similar to the connection of the primary chords of the major.
This is shown in Illustrations Nos.1 and 2.

I IV V I I IV V 1
I11.N° 2
" C minor . ‘ A minor
o W
I v v 1 I v vy I

C major and C minor are two modes. You will write in the
magjor mode or in the minor mode, as either may lend itself
best 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 three upper
7oices by indicating above the bass note the alterationtobe made.

Copyright MCMVII by Siegel-Myers Correspondence School 61’ Musiec.
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When an accidental alone is written above a bass note, it
affects the third above that bass note.

‘111. No 3 The § over E (I1l. NO 3) indicates that the third
‘ g of the triad on E is to be raised a Ill. N0 4
=Z———— chromatic half-step. If the exer- i
cise is in the key of A minor, the note is G#
and the triad is the dominant triad given in{E= —
L NO 4. A

Thef$,borl] over a bass note denotes that the #kird 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, b5 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: 3.

The % over C in Ill. NQ 5 indicates that the
1. N° 5 ) ) )
fifth of the triad on C is to be Ill. NO 6
ﬁraised a chromatic half-step. If =
the exercise is in the key of A minorthe note
is G§, and the triad is the mediant triad-given

in T11. NO 6. T
If in the course of writing, a chromatic alteration should

be desirable for any other tone, aff, b or § 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.

1. N% 7 The Arabic numerals above the bass note in
s Il1. N9 7 indicates that the octave of the root tone
F——is to appear in the soprano; the fifth,in the alto;

and the third,in the tenor.



The chord, then, is written as in Ill. N? 8.
The Arabic 8 does not necessarily indicate)te
one octave above; here the second octave is

used.
I No 9 The Arabic numerals above the bass note in
‘%5 Y II.NO 9 indicates that the chord 1 N°10
5 shall be written as in IIl. NO 10, the§ &
third appearing in the soprano.
The Arabic numerals above the I
bass note in Ill. NO 11 indicate that Ill.N? 12
Ill.NO 11 the chord shall be written as in
: g I1l. NQ 12, the fifth appearmgmthe{

soprano.

- Be sure to write all exercises for the present in close
position. That is, have the soprano and tenor voicesnot more
than am octave apart. This will aid you to see and avoid faul-
ty progressions.

I1. N© 13
Progression in close
position.

[ %)

I v
I1l. N° 14
Progression in open
A position.
D) °© S

ﬁ: (%) LY
I \%
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Tonic and dominant chords are to be written in close ha.r..
.mony in the three positions in several keys.

I11. N© 15
C major

o
e

I v 1 Vv 1 V

Ill. N9 16

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

Ex. N9 1 Chords are to be written on the bass notes as ex-
plained in the accompanying examination paper.

Ex.No 1

OO
o
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CHICAGO, ILLINOIS

A COURSE OF HARMONY LESSONS
By ADOLPH ROSENBECKER snd DANIEL PROTHEROE

Examination Paper for Lcsson No. 28

Class Letter and Noe...cocceeenrnnnninnnnnnnes
Name. 5 3 {
: Account No
Town State ...cccecenececcenee Percentage.............

Write name, address and numbers plainly. Fill in “Account No.” only if it appears on your Lesson Ticket.

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

1. Write the progression I-IV-V-I:
(a) In the key of F Major.

)

\!b

(b) In the key of D minor.

\!ﬁ

=

(c) In the key of G major.

: _
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2. (a) What is indicated by an accidental written over a bass note?...........coevvuvnans

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

(b) Illustrate.

D>

(b) Illustrate.

N

4, (a) How is a chromatic alteration of any degree indicated?.............cccvivneen.e,

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

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

, O
= 4 .
6. What is meant by writing in close harmony?.........cccoviiiriiiiiiieiiiinnniennennen,
7. Write the progression I-IV-V-I in close harmony in three positions.
(a) In the key of G major.
[4)
\b V.4 ;H
i

(b) In the key of A minor.

0

z
S
————




(c) In the key of D major.

[0)

T
1S i |
AV

D)
¥ |
Z =4
4

(d) In the key of D minor.

o

\’b

il

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

RES

N

e bl

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




SIEGEL-MYERS

Correspondence School of Music

Chicago,Il1l.
Composed and Edited by
0
Harmony Lesson N 29 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 I11.N? 1 must,because of the nota~

tion above them, be written as in Ill. NO 2.

Ex. N0 1

== l
I IVv. Vv
Model for the Harmonization of Ex.N©? 1

[ %] = 1 :
[ \ . T b
£ ] [ &
-3 = ~ v/ =
) T —TT=T =
v.

TITd orooee

i
N

BTN
St

VI \4 I

S

7] — L

l{i, { ﬁ [ % ]
1 L3 1
J |

FTTO

("l v om v By I
Copyright MCMVIIL by Siegel- Myers Correspondence School of Music.



2
Notice that contrary motion between the upper three voices

and the bass is used throughout the harmonization of Ex. N®1 ,
thus avoiding the faulty progression of concealed fifths and oc-
taves.

If the same bass used in Ex.N?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
raised a chromatic half-step. In writing the bass exercise, such
chromatic alterations are indicated above the bass notes,as in Ex.
No 2.

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

Ex. N° 2 3
N925 "

Ex.
= ———Fri{
I I‘VV HI’VI II° V

=
| =4

\HER.Y
23

(188
-
1]

Model for thel Harmonization of Ex. N9 2
| | .

1 1
3 [ Q)
7 B
© <A -~
g N N—
<> 4 +
g ’i oy 4 1 5 1 (7]
| 3 04 1 . |
1 1 1 S i [ % ]

I NV IOIVI m° V1

Notice that the progression of the first four chords is ex-
actly parallel in the harmonizations of Exercises Nos.1 and 2.
In the progression from the mediant to the sub-mediant chord,
(1-vI) in the harmonization of Ex. NO 1, the common note (E)
isnot retained in the same voice; while in the same progression
in the harmonization of Ex.NQ 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



I11. N©? 3.

g (a) (b) © o
5 g‘ &‘() ,ﬁ‘—-—-—V) [\ T 7
S ) \21 \-e 8 ‘}'}/9—

I IV IV A% I\ I

In I1I. N? 3 (a) the bass and alto progress into the octave
“F-F”the soprano and alto progress into the fifth F-C.In this
progression we have the concealed octave between the alto and
bass voices; the concealed fifth between the alto and soprano,al-
so between the soprano and bass. In Ill. N9-3 (b) the bass and
alto move in parallel octaves; the alto and soprano, and the
bass and soprano move in concealed fifths.In I11. N? 3 (¢) the ten-
or and alto move in concealed fifths.

When in a four voiced progression, one of the voices pro-
ceeds by a skip, the concealed octave or concealed fifth mneed
not be rejected. This is especially true when the soprano voice
proceeds a half step, and one of the lower voices proceeds
into the same tone by a skip.

1. N° 4,
(a) (b)
Q —©O (0\/
# 43 " c
v I vV I

In I11. N© 4 the hidden octavesbetween 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.



Refer to the progression III-VI is the third measure of the
model for harmonization of Ex. N? 1. If the common tone, | E,
were held in the soprano, and the two middle voices should pro-
ceed to the nearest tone, hidden octaves would occur between the
alto and bass, both proceeding in similar motion into the octave
A-A. To avoid this, contrary motion is used, as written. In the
harmonization of Ex.NQ 2, the progression mI-VI is in the mi-
nor. The alto progresses a half-step,and the bass progresses by
a skip, consequently the concealed octave between the alto and
bass is not rejected. You should now be able to harmonize the

following exercises without writing any faulty progressions.

3 LA /
S = - T o - 1 “
o £9 1 | 2 [#] 1P P 1 a P77
y AR YA = i ! 77 11 L 17 1
Ll gt 1 1 1 11 1 11 1
L T L T 7
I VI VVIOI'VI'VITVVY I
Ex.NO 4 }
3 B . ”}
B e e e T |
— = 1L ©
IVIIVI VI I°y I
Ex.No 5
. 3 . 4 3 - 4 8
o o .1 =Y ’] 1 1 =Y
o ol {49 (4 1 1 i Py ’d 1 1 (7] = 1
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Write name and number plainly

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

(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, and indicate any necessary chromatic alterations.

i In the double staves, write the chords indicated by the thorough-bass notation........

]

V\h

NN

—9:

>4

e

It was in this manner that much of the music of Bach and his contemporaries was written,
and of composers for a century after them. Chorus and orchestral parts were indicated, not
written in full; and musicians could read and render from these scores almost if not quite
as readily as we do from the written notes. Much of the chorus work of “The Messiah” was
so indicated by Handel. The College of Organists in England require, in their examinations,
tiie playing of choral work from thorough-bass notation.

The melodic and chromatic alterations so prevalent in modern music has caused the
abandonment of this old method. Try some bass melody given in this lesson, and, observing
the 1ule for contrary motion, play at sight the harmonization. What success did you have?
Did it become casy after a second and third trial? Try with other bass melodies, and write in
full the result.
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.
5

(a) In the model for the harmonization of Ex. No. 1, why was the note K not retained

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

to the explanation in the lesson sheet

4 e 80 60 00 09 50 0000 00 0000 88 00 PS80 00 000880 0000000000000 000000000e0000C0N0GIOLIINILITITY

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

rctained in the soprano voice

Qﬁ*b

o) 1
.4

3. Why was the note C retained in the soprano voice in both chords of the third measure
of the harmonization of Ex. No. 2? Explain in full without referring to the explana-

tion in the lesson sheet

D R I I I I A I A I R N R N
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4. Define parallel fifths and octaves.....v.oovvenvonnn. S S E B T S S S B S 8 6

ssesesessseresseesesNE TR e

5. Define concealed fifths and 0Ctaves...........vovereiireioiiioinei i iiiia s

D R R R N A R R A

D )

B R R R I RN

6. In what cases may concealed fifths and octaves be allowed?...........o.ooiiiiiiiil

R R R N R R R R I A N L ]

O R R R R R R R RN

7. (a) Compare the progression Tll. No. 3 (a) with the progression Ill. No. 4 (a)......

I R R R S R R AR R

R L R R R R

(b) Which is the better progression?..........c.oviiiiviiiriiiiiiiiriniianaienins

R R R R I A R A I Y

D R I R I B R RN

8. What rule of harmony has been carefully observed in harmonizing Ex. No, 12........

R R R R R I R R R R R )

9. Write Ex. No. 1 in the key of I¥ major and harmonize.....o.ooviiiiinii i,

A )
# 1

ALV 4

$
————
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10. Write Ex. No. 2 in the key of F minor and harmonize. Be careful to omit none of the

necessary chromatic alterations.

i)

11. Tn what key is Ex. No. 3 written:.cocicocsiisssmmsssms sonmssimees ot s 4 g
12. Harmonize Ex. No. 3 in the staff below. .
)

| £am Y
AV 4

R O
V.4

=>4

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

14. Harmonize Ex. No. 4 in the staff below. -

%

A\ V.

D))

N

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

15. In what key is Ex. No. 5 written?

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

 £an Y
A\RV.
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THE AUTHENTIC AND PLAGAL CADENCESIN THE MINOR

Review Lesson N© 16 for definitions of Authentic Cadence
or Authentic Close and Plagal Cadence or Plagal Close.
The progression V-I forms an Authentic Close. See I11. N9 1.

IL.NO 1

(a) Perfect Authentic Close (b)Imperfect Authentic Close
| ot .

| "
)| P IoA A, | 1
La (@) L, ¢ O ] 4y
L S " f)
r <> =+ ©

Q#k>
RGN

ng;
A

A

i
T

X
22k

_q_‘ Y

s »

4 1| )
> 3 T

N

[ )

<71
< TN
|
-

I ive V. — I I. {

The progression IV-I forms a Plagal Close. See II1. N9 2.

TL N9 2
: ) L -
S4— i——g———g £
i 5= ——% 1
o ; = ] 2
I ey ¥ I IV -1

Copyright MCMVIII by Siegel-Myers Correspondence School of Music.



2
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 wmperfect. In I11. NO 1 (a) the exercise is
written in the key of C; the roofs 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 Olose.
In I11. 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 mperfect authentic close.

In the progression of the last two chords in IlII. N0 2, the
root of the sub-dominant and of tonic chords are in thebass, and
the soprano ends on C,(the root of the tonic chord); thus a Per-
Ject Plagal Close is formed.

The form of close through the dominant chord, resolving in-
to the tonic chord, gives a feeling of rest which especially a-
dapts itself for forming the close of a musical phrase.

The authentic cadence in the minor mode is very similar to
the major mode. The dominant chord is alike in both modes,due
to the chromatic raising of the seventh tone in the harmoniec mi-
nor. The Authentic Cadence in the major ends with the major
tonic chord,while in the minor, it ends with the minorftonic chord.

The perfect Authentic Cadence in major and minor is given
in I11: NO 3.

I11. N° 3
C major
o
vV = I

Har. L. No. 30



The Plagal Cadence in the minor is the progression IV - 1.
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.

111.N? 4

C major C minor A major A minor
L
l"A“‘ %‘n 9\“ g [N ]
'{B {: ﬁ 2 “ R 1 [ % ) [N ] [ @ ] 1::
o o = [N S S A —7
= 1 u {\’ Ve ¥
"‘): c\ lll; c\ :ulI!l‘ O = O = —
> —y B - o

Iv - 1 V-1 Iv-1 Iv -1

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.

Partial or
. half Cadence.
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To acquaint the student with as many chords as possible, th
progression (Ex.N91)is given in six different keys. The progressio
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, an
Bb minor, respectively.

The following exercises are to be harmonized on your ex
amination paper. By attention to the rules and remarks giver
you will be able to write very satisfactory harmonizations.

3
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Class Letter and No.....cccoeeereennnnnnnnnnne
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Il and E tiven in the accompanying lesson.
| 1. Define the authentic cadence Or close........oovvuviiiiinieiiiiineiiiinneinsnnneennns
| 2. Define the plagal cademce or close..........ivivneeeenanees S e seiTmalben e s
R P PP P P PP PP PP PP PP PPEPTPERIPLY
| 3. (a) Explain the difference between the perfect and imperfect authentic cadence........

«b) Compare the perfect and imperfect plagal cadence...........cevveerenenennnnnns
4. Give examples of the perfect and imperfect authentic cadence in D major.............
A
& =
0]

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

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

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

(d) Fminor.....oovevveineennecnnennns T T oa

P>

10.  Compare the chords of the plagal cadence in major with the corresponding chords of

the plagal ciose in the MINor. . .uiieun it ittt ieetiaieeeneeeineennennns

D R I R R N I R R R R R R I I )

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

minor; (&) A\ majors (d) € MINOE: . sve ves s s s suomse s s 2508 Deeies SEm s sus o3 .

e

12. Name two ways in which the plagal cadence is often used in musical compositions. ....
13. (a) In what key is Ex. No. 1 written?.............. SR ST S DS TSI SRR ek & e S
(b) Harmonize Ex. No. 1. ..o iiiiiiiiiiiinnnnnn. 2B 4eR & 3 s mvenn o s o G ey

| [0

o
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14. (a) In what key is Ex. No. 2 written?...........

(b) Harmonize EX. 0. 2.¢ o000 cunisonnnvoneesoneonnvovnaneonoossngomsesvnessnsssis

%
S

15. (a) In what key'is Ex. No. 3 written?...... S ST ogelae

(b) Harmonize Ex. No. 3..... AN S, T T o

0

A\AV 4 ;%
ﬂ .
’I. -

16: (a) In what key is Bx: NG, 4 WEEEN P o 5 wrviss siviss s sspaians oommis srelras iae s smiassis oioes  wmio

(b) Harmonizeé Ex. N0 B, . it s awin srenion aliidimis s sromai s o s awms s o < s s s

|

Q2N

\!t

17. (a) In what key is Ex. NO. 5 WrHithen?. .. ... iiiiiiitiireeneneeeenrenrnnenesesnnannnsn
ChY Harmonize Taxi NOL-Sues s s s es snis wiins amios sdaevon T I LT )

\\!F &E;*;
Uil L]




4
18.: (a) In what key is Ex. NO. 6 WEIEenP. v o: iwidfomites somn's s mwi s ms g wiow's booss s wiare 6 & Sma 4

(b) Harmonize Ex. N0, 6.0, Juwiss dad 1908 2008 L0800 S s e a5 w8 s o s Frwa s v ol s s o
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19. “ (a) In what key 15 Ex:. NO: 7 WEIENT s 5060 veda s intens aniis s s s s s 995 s150% $805 o 916

20r (a) In what Key is Ex. NO. 8 WHHEIP. ., vicon siisie s siaioims s oo o aiorsiasoas s oiiiae eumsih simors

21. (a) In what key is Ex. No. 9 written?........... o SRS BRI E Y e € Sear R § S § e h nel
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THE INVERSION OF TRIADS.

In the writing of triads and chords, you have thus far al-
ways placed the roof 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 the fundamental tone of the
triad must be in the bass voice.

1l11. N9 1 Root Position of Triads

(4 g
O 3 493 [ % )
P4 [ %) [ % ]

s S
o - o -
g ———————
I v o VI

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

‘When the fhird of the triad is in the bass, the triad is said
to be in its first inversion.

I11. N° 2 First Inversion of Triads.

(8] [N )
o F=Y -
(] 6
6 6 < ©
o 4
#: [ W) 4 [N ) 4y
A | I I I
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When the j%fth of the triad is in the bass, the triad is said
to be in its second inversion.

I11. N© 3 Second Inversion of Triads I1l. N° 4

o - $ (@) ®) (e)
'8 = = Ty Ty S
[ 4 ) o ) [ N ) 1N > e o P
17 e B, 3 [ O O 5 Bl —
D) ‘é' = RLe D))
4 6 6
"‘5)': — o [N ] : [ )
R 43 A 13
I v v VI I I I

The triad in Ill. N© 4 (a) is in its 70oof position,having the fun-
damental or 7roof fone in the bass.

The triad in IIl. N? 4 (b) is in the firs¢ snversion, having the
third of the triad in the lowest voice.

The triad in Ill. N? 4 (c¢)is in the second inversion, having the
Jifth of the triad in the bass.

In whatever position the triad C-E-G may be written,root po-
sition, Jirst imversion or second inversion, it is the tonic triad in
the key of C, built on the root C.

III. No 5 LQ
” (a) (b) (e) (E}A (i) (f‘)
J [ %) (6‘ ‘2‘ O ;’ e
o o - —— %
—9: <y }n?n' =
o X, © F;
v w o v vilwy

The above examples show the triad in its root position, its
first inversion, and its second inversion. The first three chords
are built on the fourth degree, or the sub-dominant, 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 7oof position.
The chords (b) and (e) are in the first inversion.
The chords (¢) and (f) are in the second vnversion.

The table of the triads of the C major scale,in root posi-

tion, first inversion, and second inversion,is given in Il1l. N? 6.
Har, L. No. 81



(a) Root Position.
The Triads of the C Major Scale in{ (b) First Inversion.
(¢) Second Inversion.

I11.NO 6
(a) (b) (c) @@ ) () @ (c)
8o+ 8§ r§g 8o+
3 L <
6 2 6 ,2‘ 6 g
—93 [ Q) L — © = r %) i3 %
I I I i I b m m oI
IL No 7 '
(a) (l)‘) (cn) @) Md) (© (a) (b) (e)
% {8 ftg > tg o+
- = o o o © ©
S— 6 2 o 6 2 ] 2
# = s (%) S © — <3 52
IV Iv IV Vv v v vi Vi Vi

The triad on the seventh degree should not double its root
tone, which is the leading tone of the scale. This chord usually
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, unless the leading of
the voices is such that it requires the doubhng of the f]fth

The chords of the leading toneare g-1ven in I11. N© 7zin root
position, first inversion and second inversion. I11.N? 7{9) gives
the root position of the Vii° ghord, with the #4ird of the orig-
inal triad doubled. Ill. NO 7(b) gives the first inversionof the
vire chord, with the #kird of the original triad doubled. Ill. N©
74(c) gives the second inversion of the viI° chord, with the
f .fth of the or1gmal triad doubled.

The chords given in I1l. NO 8 are the chords of the lead-
ing tone in root position, first inversion and second inver-
sion, with the 7roof of the triad doubled in each chord. These
chords, having the dissonant leading,tone doubled, are not as
agreeable as those givén in IIl. NO 7.;_1n your harmony writing,

use the chords given in I11. No 7{1/1 preference to those given in
1. N9 8. Chicago Mus.Eng. Co.
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A (a) (b) (c)
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I11.N°? 8
(a) (b) (c)
[J) o ;;, 8‘
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(a)

Triads of the Scale of A Minor{ (b)

Root Position.
First Inversion.

(¢) Second Inversion.
L. N° 9 (bad) (better)
@ ((b) @ (@ M e @ (b ¢ @
% e o ol
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In what position have you heretofore written triads and chords?.......................
(a) When is a triad in root position?........................ 6 B S A B e

(b) Illustrate

0

When is a triad inverted?

(a) When is a triad in the first inversion?........ ...

(b) Illustrate

)
—

17
D))

P

N




5. (a) When is a triad in the second inversion?........... o nnaia o vonmie o menndl § % A3 85 RUR 5 G 53 BoE

500 0000008060000 0600060800060000006800eteesestssssssoscsssssssssscssosssnarsssssnocsoscssscssscssos

(b) Ilustrate

A . |

A\R V.4
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(R S A ¥+ 10 [P £

)

w4

6. Write the tonic triad in the key of E major in (é.) root position: (b) first inversion;

(c) second inversion.

A\AV 4

O .,

o , l

\

-

7. Write the dominant triad in the key of E major in (a) root position; (b) first inver-

t

sion; (c¢) second inversion,

o)
2o
)

e S S




8. 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 under each the Roman numeral

indicating the Scale egree.. ............u.uuueneueeeaeen ettt aiienenns

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

original triad be doubled?.............ccovvvninn... et A S SE TS AT e

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



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........ sillns § e S BT Fomm peeis
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TRIADS OF THE FIRST INVERSION

The triad given in Ill. N91is in the first in-

1. No 1 version, having the #47rd of the original triad
%m the lowest voice. The interval E-C,I1l.N?Q 1,
1 is a sixth; or,the root of the triad is a sixth a-
bove the bass mote in the first inversion. Hence

the first inversion of the triad is called the Chord of the Sixth.

The Arabic 6 above the chord is used in this case. Note that chords of the
Sirst inversion were so marked in Lesson 31.

The interval E-G, Ill. N0 1 is the interval of athird. 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-

dicate the chromatic alteration.

The Arabic numeral “6”

\O
EX'I\('a} b) ©) d written above the bass note
6
% in Ex.N©? 1(a)indicates that
= . the chord of the sixth is

to be written.

Copyright MCMVIII by Siegel -Myers Correspondence School of Music,
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Chords as indicated in Ex.N9 1 The g above the bass note
" (aRL) M (e @ in Ex. N9 1 (b) indicates that

Ao oo o the chord of the sixth is to be
SO — iAo O P R " . :
)] " s "6 written, and the third above

2 52} fo L the bass note is to be raised a
o < <y <y chromatic half-step. This may

also be indicated as in Ex.NQ1(d)

The 64 above the bass note in Ex.NQ1 (¢) indicates that
the chord of the sixth is to be written,and the sixth above the
bass note is to be raised a chromatic half-step. Remember the
sixth above the bass note in the first inversion is ¢ke fonic.

‘When writing chords of the first inversion, called ckords of
the sixth, do not double 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 fiftk of the original chord. Double theroot in pref-
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, Nlustrations

Nos.7and 8. IIL. N0 2 Wf\j_;

I Root of the chord doubled II,Ongu‘?al chord doubled. l

o 6 b 4 6 S 6 6
o O
{on—2 Y O (%)
DO © :; (%) © S
6 6 6 || < 5
o o 6 6 6 8 ot
o [ Q) BT et3 [ %) >4 (%]
—< (e} (%) S
— S (%)
I 1 Vv Iv 1 o0 m VI

We give some chord connections in which the fifth of the
first inversion is doubled. Notice that the chord is more sat-
isfactory in cases where 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 theleadingtone
is given.

Har, L. No. 82
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1. N9 3 The first chord in Ill. N9 3 is the

_ %,:é— —— first inversion of the tonic chord, with
\re —¢ 4 the fundamental tone doubled. This
$ 2 | g | isfollowed by a chord onthe leading

o ’ tone vil° in the first inversion in
Yo which the third of the original chord

is doubled, and appears in the bass and tenor voices. This de-
pendent chord is resolved 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-
iginal triad may be used to avoid faulty progressions, such as
parallel fifths and octaves.

Hi.Ne 4
(a) (b (c) (d (e) ()
A 11 ! l ) lL l p
2 e — i oo
P— d— o= o =
6
__ 68 6 6 6 lle 6 6 6 4 e i
T T | ?1 1. }r) % =

I I Ve ] YV VI I VI® IV [T AV

The first three examples given in Ill. NO 4 are in the key of
C major. Examples D, E and F are in the key of A minor.These
are 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 I1l. NO 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
Sundamental 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 Mus. Eng Oo.
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In Ii1. NO 4 (b) the viie chord doubles its third according to

rule, and the I chord doubles its root, and all faulty progres -
siops are thus avoided.

In I11. N© 4 (c) the V chord of the sixth doubles the fifth of the
original triad; and in the succeeding chord, thevichord of the
sixth, it was necessary to double the third of the original triad,
“C) or parallel octaves would have occurred between tenor and
soprano.

- In Ill. N9 4 (d) the 18 chord doubles its root and the third is
doubled in the succeeding chord of the sixth on the leadingtoneyvir

In I11. N? 4 (e) the 1v chord of the sixth is succeeded by the
III" ehord of the sixth. The first of the two chords doubles its
root tone, and the succeeding chord doubles its third,to avoid
parallel octaves between the soprano and tener voices.

In I11. NO 4 (f) the sub-mediant chord of the sixth is followed
by the dominant chord of the sixth. The VI chord doubles its
third and the Vclord 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
" T § g 6 72 g Y g
e e e e e |
k= 3 = 1 % ! i e i |
I T v I 1Iv 1 A4 I
Ex. N9 3
5 8 L6 1 6
—o) 4 5 —T —-— T
M A (@} 1 04 3 L4 1 42
L o ! Ai [ & al
I Ivvie 1V I Vi 0y 1
) N\ O
Ex. N¢ 4 & 34
6” j 6 3” ] 4 .#
—— = 2 e S s " 1
A (4 1 & {d 5
- —t } }
I viie I IV [T I /]I({'
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1. What intervals occur between the bass note and the other notes in a triad of the first

AAVEESIOMD . wonc b & e B ihiss s Winter ocs b i sves 6 i o ' fwswnec s i o » s w0 o wuncd § BBHE 5 3 il § 3 70808 B0 o

Illustrate:

4]

A\RY 4

D)

—=

————

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

3. Without referring to the explanation given in your lesson sheet, tell what is indicated
by the: notation of BEx, No. L ()i sw s 5 s es swes samy s som s s 5 5 s 2 5w s § 50 58 90 4 5.5850 5§ 509
2000000000 00000000 000000000000 000000 0000000000000 0000 0000000000 ORIRIRIBROIOROERROIRGEOIEG® OO0

$ 0000 0000000000000000000000000000000000000 e802 000000080000 000000000000000000000000000
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..... €0 000000000000 0000000000000000600000606000000 0600000000000 0¢600006000080000ecessecssescsae

5. What is indicated by the notation in Ex. No. 1 () ?.......oiiiiiiiiiiiiiinnnnnn..
6. What is indicated by the notation of Ex. No. 1 (d)?.....oeviiiriiiiiiiniiiiinineinnns
7. Which two slightly different notations indicate that the same chord shall be written?. ...

o0 s0 0000 cecssssssssseeveesssesccnse 0

8. 1In writing chords of the first inversion, or chords of the sixth, should the root of the

original chord be doubled P ;v s s omasmmassme ssem e s 654 1.0 0 § 06§ s aera's ssitad s w0k 3 6
9. In writing chords of the sixth, should the £fth of the original chord be doubled?....
10. In writing chords of the sixth should the third of the original 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

...... I I I R I S S P S e R R R I N R R R R N I I I I R N Y

12. Without referring to the explanation given in the lesson sheet, analyze each of the

chords S Tl IO, Bia ciimne cmoe dmrs » mons » Suass 5 w608 5 5455 56,500 & ¥ 0558 § G005 § 4008 § S0 85 5 5 P

D R R R R R R R R R R I R R RN

............ D T T T T N R NI ) evreccenne

....... seese eseeritt saveneann . D R R I R I A A

veessa s treene v . es e % SeNRTe B RIEE Y 8 S8 NN § e 8 e R A AT 1Y

DRI R R R T I seesse .o . cese e aane DR eesesctunnennne
-

0 00000000 00000000000000000000000000000000C00 0000000000000 0000000000 00OCIOCIOGOIGOCOIGOCOITIIEOIOOSL

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

OtigINAl CHOTA. 5 sio s mon 5 wiwts 5 5t 5wkt 5 550§ 5 354 5 600 § BOUVAE & 30e 6 o5 a4 ST B N 5 e R

(b) Why s this allowed . .....viiitt it it et e et eeanes

............. R T R R I T T O O T T T T

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

progressions of voices in Ill. No. 4 (¢)........ SIRCIENEI S O —

Sasens L R R R R T T I S S I S I N T Y teebasane . .
sesasesben s P e R R R I I . b4t l e besessstrirtaste iessses s IR
D T I S T S S S S A B R I R A R R R R E R L R I S A bees o e
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15. (a) Tun what key is Ex. No. 2 written?. ..o
(b) Harmonize the bass melody given in Ex. No. 2.0 oo

16. (a) In what key is Ex. No. 3 written?. .. ... i

(b) Harmonize Ex. No. TV onaitn v momrbn m g enten coomiliaby e o2 Bl o 5 S P 5emess

IS
=22

)

17. (a) 1In what key is Ex. No. 4 Written?.. ... ..ooiuiui ittt iiininieiens

(h) Harmonize Fox. NoO. . ot s

2N

N
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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 r7oof of the original
triad is doubled in preference to the fifth,unless the progression
oof the voices is such 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 vire choird doubles its third 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 vir

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, eitherin its root
position or in its first inversion.) |

() In Lesson N© 82 you also learned that t/&e third of the origi-
nal chord is sometimes doubled vn 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 treatment, -otherwise - progressions of
parallel octaves and flfth§ will result.

+ Copyright MCMVIII by Sldg-el-Mvers Correspondence School of Music.



(]

I.No 1

o I _l | |

>} | | | T [ I T 1
JWEE

The successive octaves and fifths in Ill. N9 1 may be avoided
by doubling alternately the root and the fifth of the original
chord. In I11. N? 2 the root and the fifth of the chords were al-
ternately doubled in the tenor. In Ill. NO 3 they were alternate-
ly doubled in the alto voice. Care must here be taken not to dou

ble the root or fifth of the leading tone. This alternation should
occur in one of the immer voices,z. e., the alto or the tenor.

Ill.l\*‘a?L 2 (b)

— T
«

¢ r ! |= etc.

It is often found desirable in a succession of two or more in-
versions, to double the #%:7d in some of the chords.

Har.L. No.33.



The first chord I in [11.N©O 4 has the 7roo¢ doubled.

The second chord vmee in I11.NO 4 has the #4:7d doubled.
either the 700f or
thetzrd doubled.

The third

chord I¢

The fourth chord mné
The fifth chord V
The sixth chord I

in 1L N9 4 hasf
in I1L.INO 4 has the r00of doubled.
in T1..NO 4 has the 700t doubled.
in I1L. NO 4 has the 7o00f doubled.

III.N? 4
e L o i e e T
o [ fF rI°r°l -
6 6 6 | 6 -
'. —© l” 4 — Xy
=t
I vie J— I v I

N.N9 5
| | ||
6 |6 6 6 |6 6 6
%p—ﬁ—f‘—-ﬂs P
‘ - } i ! v
]Vvie ] ViIPT O [ D m X
Ml.N? 6
! |
—6
6 6 @ 6 6 6
l’) p J Iz}
— i | 1 - | |
S T 1
oI vie [ Ve VI~

3

Chords of the sixth written in sequence will show still more
.clearly the necessity for sometimes doubling the third of the root
tone of the triad.
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The sequerces,llls. 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 I11. NQ 5(The chords are taken in succes
ion as they occur) -
I has the ro0¢ doubled.
vi°é  has the fAird doubled.
I¢  has the 700t doubled.
vires  has the fifth doubled.
I8  has the third doubled.
6  has the roof doubled.
I®  has the fifth doubled.
n8  has the thvrd doubled.
m® has the roof doubled.
u6  has the fifth doubled.
Analysis of Chords inI11.N9 6 (The chords are taken in successio:
18 has the 700f doubled.
I8  has the fA2rd doubled.
vire8  has the fifth doubled.
16 has the 700f doubled.
viieé ‘has the third doubled.
vi  has the fifth doubled.

The chords in Ex.N? 1 are to be analyzed in tabular form o

the examination paper.

Ex.N°1
#:ﬁ ] 7 N— = =
. — — 1 “—F—15 Y
= 1 L 1 - X 1
t —+ T ]
6 6 6 6
Ex.No 2
CJ ‘} } oY lL 1 ]
o K i | 15 | ed 4  § [7] 1 1
-l A = 24 1 i 8 [/ ,]
= = } t t
8 6 6 4
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.....................................................................................

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

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. ... ......oiiurtiitt ettt eneeieiiieenieannnns
(D) Give eXCePtONSE 0 thiSui s viow s vmnes trew o srovn o & wims 5 o10ia & wisie » rarace o cese s arosm s o wiois o wreier»

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

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

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

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

EhE LBt ARVETS IO s orsiets SToraions s STy oo 43 Rk SO SO 5 Al ST 10 5.5 S TSRS TSt oS



2

5. (a) How can you avoid successive octaves and fifths when chords of the first inversion

follow: each OPNErBy : omm sz s s s 35 5% 55 50w 530 3006 5 BERAE § A6 3 GE £ 6 B 3 B 8 ¥ RS § B R

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

ortter voice (bass or SOPrano) 2. . ...t

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 alternation of doubled notes occurs in the tenor wvoice.
The same progression may be written with the alternation in the alto voice. We

wrote part -of this-in Ill. No. 3 (a). Write the progression given in I1l. No. 2 (b)

with the alternation in the alto voice, and call it I1l. No. 3 (b).....ovvvunvinen...

o)

[ Fan Y




8. Analyze the chords in Ill. No. 3 (a) and (b) 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

0

108

D)

o)
A O
4

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

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

0

108
A\AV.A

s O
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11, Haiwionize EXEEeise: NO. Lo oewsiesme smms s o e s s om e ee e s oo &5 660 & s sme s e

RGN

\.1

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

R R IR

13. Harmonize Exercise No. 2.....ccoiviivienenn. e s W

A .
_I T

| Fan
A\AV 4

)

>

14. Write an analysis of the chords in your harmonization of Exercise No. 2
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TRIADS OF THE SECOND INVERSION

I11.No 1 The triads given in Illustration

‘ | N?1 are in the second inversion hav-

% | ing the fifth of the original chord

3 1% 1% 18 in the bass voice. The interval G-C,

IIl. N¢ 1, is a fourth; that is, Zke

root of the original triad is a fourth above the bass note vn the
second tnmverston. The interval G-E is a sixth; that is, fke third
of the original triad is a sixth above the bass note inthe second
wmversion. This chord is called a chord of the six-four, thus in-

dicating the position of both the third and the Troot above the

bass note.

Whatever the position of the upper three voices,so long as
the fifth of the original triad is n the bass, the chordis a chord
of the six-four.

" The Arabic figures § below the chord are used to indicate
the chord of the second inversion,and were so marked in Lesson °
N9 31.

Ex NO1 ;
W{O Li 4 “ l"’L Py lc) = 1
e —a= el
6 16,6 6 | 6 g
I §1 23 . 4 4 3

Copyright MCMVIII by Siegel-Myers Correspondence School of Music,



The Arabic numerals § written below the bass notes in Ex. N
1 indicate that chords of the stx-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# orf placedbefore the
interval to be so affected. For example,§4 placedbelow the bass
note G would require that the chord to be written include Cfand
E. The numerals bZ written below the bass note Gwouldrequire
that C and Eb be written in the chord.

The second inversion may be written 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.

II1.N? 4 in C Major

< O
[% ) [Q ) ©- 2
P [ %] o —
g b2 43 >34 [ %) [ @ )
O -
- O
== P P O
raY] 4y 2. b [ Q) S P
hdf Y © <Y o
P~ [ % ] =S4 —
-

12 of mf vE vE wvif vief

[1.N9 5 in C Minor

1 [ S ) O
| ) 5 ad
o 7 O ey %) O S X
A\ © [ & T faY © P 33
') . o O s O
o | o |ha o -
O | ksl (N ] T Ten
T 1 P [N ) ©
Z bt [ ) ©
vV 7 c [ % ) O

-
~D

r¢ard m§ vi§ vi§ vimsd

We give in I11. N94 the chords of the second inversion,or the
stz-four chords;in the key of C major.We give inIll.N® 5 the sec-

ond inversion, or the chords of the six-four,in the key of C minor.
Har. L. NO 34
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Some authorities state that only the primary triads (1, IV

and V) should be used in their second inversion. While these are
most commonly used, the chord of the six-four may be written
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 If are limited. It is prin-

cipally useful in the formation of the close, where it is most often

. - : II1.N? 6
found in the position defore the dominant : =
chord of am authentic close, as inI11.NQ 6; i o
or it is found preceding the dominantchord ~é;lt:J o
wn a partial close, as in 111. NQ 7. e fs n% fz VE ‘1‘

The progression of the close in I11. N9 6 is I£-V-1. " When
the last chord is omitted, the close I-V is the partial close,as in
I1l. Ne 7.

I.No 7 , The chord of the I% strengthens
(From Haydn’s : Creation)
. | I | | -

1

the authentic cadence by preceding it,
and the chord of the six-four should in

these cases appear on a relativelystrong

Ny

D}

4

beat of the measure, a stronger beat

.-.—..“ ‘—_.

Tl || h_q 'Y

TR | {—TOR
h_—4

5

3 than the dominant chord, if possible.

This use'of the six-four chord is very characteristic, and
must be reserved for cadences. 7%e bass note of the chord of the
sia-four, which is the Sifth of the original triad, should wusually
be doubled in four-part writing.

So, to sum up the subject for you, in the first inversion, not
the bass nete, which is the third of the triad, but the 700¢ of the
chord is generally doubled. In the second inversion, itis usually
best to double the bass note, which is the fifth of the original

triad.
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In Ilustrations 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 asthey should
usually be written, viz., the bass note, which s the fifth of  the
original chord, vs doubled. 'The principal exception is III§.

IlI. N9 8 In G Major
H(a) (b) (a) (b) (a) (h) (a) (b) (a) (b) (a) (b) (a) (b),

&—% SZZF:!—“—."‘- +

S Tate s iaia iaia iaNa caig
FIANRsaaniani

o) — = e+ e =

e S == n it 2S
Elgﬂﬂf? m mg v viv vi i wif vie vief

1. N¢ 9 In G Minor
g (@) () (a) (b, (a), (b)| (a) (b) (a) B (@ b (a) (b) '
j‘_ l I ! _t
AN A NS RN IR L i
d|dld]d ,l_ :;l 3 o

-
o 1 l 1
l | 4 X JL ¥

I S =
me n°2 I 1T % IV N V vE& vI vI$ vie vireg

o~

el

l-_—u__
.|

_1. h_jﬁL

5

PEH

=y
-

l

w1 | —

Notice that in the chords written on the leading tone,the #2srd, not  the
fifth, was doubled.

You will find the short theme, I11. N? 10,both melodious anc
.good harmonically. It is to be analyzed on the accompanying

examination paper.

I]%.NQlO I!J\
| .
At a2 o =5
o D © p-w I ﬂ
8 |se8 |8 3|le8s|583
—9{ Lc. " (% ) ? " [ % )
= t O
F I vivi v I vivi VIV 1
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1. When is a triad in its second INVErsion?........coeeueeeeiiuneeetennenneeeeannnnees

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

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

.................. ©0000000000060000080800000¢ 6000000000000 000000000000000000000000cc0cnny

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

above the bass note in the chord of the six-four?.........cooevivviinniinn...

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

(b) Illustrate.

fPk>

=

>

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 every degree of the scale in the kev of G major.

(b) Write the six-four chord on every degree of the scale in the kev of G minor.

- o e |

|
7

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

(b) Illustrate.

s
A\iv
o

D
hdl B

.4

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

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

minor keys.

0

[ Fan )
AV

(\J
ﬁ:l::k:

NS
==
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8. Write a partial close (using the six-four chord), in two major and two minor keys.

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

(b) Illustrate.

RS

(d) Ilustrate.

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 of the six-four,

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

N Fan Y

5, |

N
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11. In giving the following 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.

.o R R R R R . ceea eece seeccecon ceceee ceseen eveosesevase . cecacecnan .

a

!
“ee . . seseccsene IEEERER . ceen sescssesesscscns R R R R sevesssee
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sesscsesscen teseescen D I R ceeens . seee cecereccae ceeeens .
. ‘e Ceden e seces escecenas €e a0 s PR esecset saane D I I I I Y
TR RERER] teessedecec s R IR eseesc aessnssannn .o “seecccscecrnnncen

v
........ IRF TR RR IRE R tdsecacannne cese es scec e . s eescecssccnsvas o]
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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 I1l. N? 1.

M1 NO 1.
et
J T T
.,,—_J; 4
6

T A

In this case the chord of the six-four is called a passing sia-
Jour, as it passes between two accents. Both 2 chordsin IIl. N°1

OLNe 2. Y R
J Ill?llfl;f'.
dddld I Jld
> _le_l'—l 74
1'25,'4'53r

are directly between two accents. In I11. NQ 2 the 2 chord is one
>f the passing chords between two accents, leading from the

Copyright MCMVIIIL by Siegel-Myers Correspondence School of Musie.
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tonic chord to the sub-dominant. Notice in the third measure of
I11. N0 2 the use of the 6-4 %h01-d which was explainedinLesson
NQ 34. The progression is I ~V8—I. The 6-4 chord of the
tonic precedes the dominant chord in the partial close. As there
are two chords on the same bass note, it is necessary tofigure the
second chord as well as the first.
The 6-4 chord,as in this case,is usually the 6-4 chord of the
tonic, I§.
Ex.N? 1

=Z=Si
IVale I 1§

woelll

The second inversion is also used in the case of a sustained bass
note with different chords built on it.
I11.No 3

| Y.

| L1 | ’
5 i 1 L |
1 1L

] e e
Oj '?’\—/lﬁ:?:f‘“"‘\_,: ‘I':P
)\Jii.lur—?ir_ J

| .
1

—

S
-
T

|

T IVEI Ivi § e LT | F—

This was explained in connection with Lesson NO 34. This use
may be called organ point or pedal use The sustained GA11.N? 3) is*
the fonic-pedal, and the sustained D is the .domz':ncmt-pqdall. Note
here the repeated doubling of the bass note, the fifth of the origi-
nal chord. Ex. N9 2

I

o

]

——
6
34-6 4

— b of

woH
oo ly |||

t
5

In Exercise N9 2 we give three ways of using the 6-4 chord;
the 6-4 chord is used as an organ point chord; the second 6-4
chord is a passing chord between two accents; and the third 6-4
chord precedes an authentic cadence, and is sometimes referred

to as a Cadential six-four.
Har. L. 35.
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The second inversion is also written on a bass notewhen that

note is taken by a skip and left by a skip,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 N? 4.

TILNO 4
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[T f 1 T—T1
FIIET VeV 11§ I6I§T1 16 1 VeI IV I8V I
When the bass moves from one interval to another of the
same chord, it is not as necessary to try to doublethe dass note,
as in the other examples. This doubling always depends more or
less on the progression.

Ex.N? 3
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IL.NO6 If a note has two figures below it, as in Illustra-
tion N? 6,two chords must be written on that bass

¢33 note, as in Illustration NO 7.



The change from the fonic chord of the six-
Jfour to the root position of the dominant chord ,

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

lowing ways:

I.IN
o)

o8
|

P

A=

=

i

2=

D

5

3

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

between two chords, as shown in Illustration N© 9.

1. N9 9

e

o =TT f f:ﬂl”ﬁze

- dddidd|y d|ddd]

l”(.f?l._lg 11?%? lﬁ;lml__v
s 4 3 % 3

The harmonization, Ex. N94,is to 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 will 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
can without violating any of the rules for harmony writing

far giveh you.

you
SO

s e T I I e Y
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

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?.......covieiiiiiiiiiiiiiiiiiiiiiennnn.

(b) Can this six-four chord occur on an accented beat of the measure?..... S S
(c) What name is given to this six-four chord?........ccciiiiiiiiiiiiiiiiniinnanas

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..............0

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

3. Harmonize Exercise No. 1.
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11. In giving the following analysis, state (a) on what degree of the scale the chord is

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

Analyze the chords given in Illustration NoO. 9..ciuiriiniiiinniiiniiinnnnennvnnnnnns
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12. Analyze the chords given in Exercise No. 4......
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THE THREE FORMS OF THE TRIAD

The triad is used in its fundamental or root position more than
in either inversion.

The second imversion is less used than either root position
or first inversion, and is the weakest form of the triad. It is
scarcely an independent form, and every precaution must be
taken to have its connection with other chords as smooth as pos-
sible.

The bass of the chord of the six-four (thesecond inversion)
should be approached in certain specific ways:

IL.N91
l 3
It may be approached by a «r\_/F\__ ,«F\_/F\_ /r-
|

scale degree(diatonically), as in

nL.Ne 1. . ——
ﬁi_T'_’_ET“‘:‘_ f

LY |
L )

4
I.No 2 |
e J =+
It may be approached from {' r I.
a stationary bass note, as in J J | J_ J
. Ne 2, : -
e s

8§ & 5 % 3
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It may be approached from ! I 1
the root position or the first in- o PF___FF___Fﬁ
| — !
| |
6
&

version of the same chord,as 18
the case in its.arpeggio use.
See Ill. N? 3.

o Y

T:‘I .

-

L

The fourth of the six-fowr chord, which is the root of the or-
iginal triad, should usually be approached by a scale degree,as in
Ill. NO 4; or, . it is a note of the previous chord, in which case
it is held in the same voice, as in I11. N? 5.

I11. N© 4 (C minor) M. N9 5
R TR IR P .
iﬁa& 2 (e
) 11, 1. iE e
PREYPIE Pl el
\EEES _;Fl, = %glii)ij‘{ == =
. . e £

The fourth of the six-four chord,should descend a scale de-
.gree in its progression; the sixth should wsually descend a scale
-degree also,though it may occasionally rise. The. chord of the *stx= four

Ill. N? 6 Il. No 7
| 'n | } |
c i
6 o A h 5

given in Ills. Nos. 6 and 7 is the cadential sizx-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, tke fourik from
the bass note in the chord of the six-four, progresses ascale degree
downward. The sixth from the bass note in the chord of the sux-

Har.L.No. 36.
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Jour, progresses downward a scale degree in I11. N9 6, and in
1. N? 7 progresses upward by a skip(for melodic effect).

Occasionally two sizw-four chords follow one another. When
this happens, the two fourths above the bass note mustnot be in
the same voice; the upper three voices should move in contrarymeo-
tion with the bass.

In the previous lessons you have learned to use the scale, in
both major and minor keys, in their three forms, root position,
first inversion and second inversion. Preparatory to the study of
another chord in Lesson NO 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 onthe progress-
ion of voices. v

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 N© 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
progression of the parts demands the doubling of the fifth.

The primary chords I, IV and V in both major and minor, arelikely 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 be 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 wsually
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 chord the same. This is true whether the triad, is in
root position or either inversion.

In case of an authentic cadence, when the chord changes from the séx-four
chord of the tonic to the dominant chord, the skip is often advisable preparatory
to the close on the tonic.



Ex. N9 1 is to be analyzed on the accompanying examination
paper. Soprano alto and tenor parts are to be added to the bass
melodies given in Exercises Nos. 2, 3 and 4.
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Write name and number plainly

Unless otherwise specifiad, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

What position of the triad is most frequentlyused?...........oooiiiii
(a) What is the weakest form of the triad 7....ccoeeeiiiiiiiiiiiiiiiii i
(b) What precaution must be taken in the use of this form?.......cccococoooii

Name and illustrate each of the ways in which the siaz-four chord should be approached?
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10. (a) In what key is Exercise No. 2 Writte€n? .........cooooriiiiiiiiiiiiir i eeeee

(b) Harmonize Exercise No. 2.............. i i e SN AN s e e e

f)

o<

N

11. Harmonize Exercise No. 3.

12. Harmonize Exercise No. 4.

0

U

A\ V4

NP

13. Harmonize Exercise No. 5.

LN
S —

ofe

N




SIEGEL-MYERS

Correspondence School of Music
Chicago,Ill.

Ha:PmOny Less0n N(.) 37 Composed and Edited by

ADOLPH ROSENBECKER

CHORDS OF THE SEVENTH
THE CHORD OF THE DOMINANT SEVENTH

Hitherto all the chords used in these lessons have been ¢riad
chords, 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 roo¢, 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 N9 1,

II.No 1 is composed of two thirds, G-B and B-D, the one
placed above the other. By placing another third a-
E bove the triad, we have the chord G-B-D-F, Illustra-
tion NO 2. The third, D-F, is placed above the triad
G-B-D. In doing this, one note, viz., F, is added to
L. NO 2 the triad. And this new, or additional, noteis a sev-

enth from G, the root of the chord. Hence,
ﬁ The chord formed by the addition, to a triad, of the
= seventh note above the root, s called a Chord of the Sev-

enth.

The Chord of the Seventh, then, consists of a root, the third,
the fifth, and the seventh. Any combination of four different tones
which can be re-arranged in thirds,one above the other,is a chord of

the seventh. As triads were built on each note of the scale, so chords
of the seventh may be bwilt on each note of the scale.

1. N9 3, C Major III.N? 4, C Minor
e Papr et
[ % g L s v.
I, Iy TyIV;, V, Viy VI L0y TIL, 1Vy Vi VI, VIS
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The chords of the seventh are named from the degrees of the
scale on which they are built.

The chord built on the  tonic isthe I, chord.
The chord built on the supertonic is the II; chord.
The chord built on the mediant is the III, chord.
The chord built on the sub-dominant is the IV, chord.
The chord built on the dominant isthe V, chord.
The chord built on the sub-mediant is the VI, chord.
The chord built on the leading tone is the wchord.

The Vy chord, or the chord of the seventh which is built on the
dominamt, is the most important, and is the chord we will consider
in this and the next following lessons. THIS CHORD IS CALLED THE
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 triadsThe
dissonant triads are ne? complete in themselves, but are dependent triads and re-
quire resolution. Chords of the seventh are dissonant chords.

4 dissonant chord, or discord,is a chord not complete in itself; it cannot ap-
pear alone, but must be followed by another chord, an independent or consonant
thord, called a chord of resolution. A discord should not be considered unpleas-
ant; it only differs from a concord by its lack of finality.

The consonant 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.

D, the note of the dominant
seventh chord, in the key of G

o 4 .
HL N9 5, G Major. major, is the bass note in the

' 1 | ! .l
%". = T chords given in Ill..N?5. Hence,
D) 3 Li": these chords are all in root po-
ﬁ r, G || d | & | sition. The complete figuring
: St o to for the chord would include all
- " it L, 1 intervals from the root, and

would be written, %. This fig-
uring, however, is rarely necessary. A “7”placed below the bass
note, as in Illustration INQ 5, is sufficient.

Har. L. No. 37 '



I11.N° 6 N 3
CM&iolr f Mim:r e e In case the chord is in the
! minor key,add a §, or §, or =,
J_ : U_ below the 7, as in Illustratlon

%

J— D_ N9 6, thus 1nd1cat1ng that the

= . L —

s third of the chord is to be
CRE T ma b raised chromatically. Remem-
b ; % ‘ber that the third from the root

wn the dominant seventh chord is always a major third.

Notice, in Illustration NQ 7, the 1. No 7
close relation existing betweenthe dom- | !

] |
T

|
1 i
inant and the tonic triads. Althoughboth g——ts
chords in Illustration N 7 are inde- ¢ -IJ 'J | ! ! ;
pendent, i. e., complete in themselves, = = -A- -J- )- —
yet the chord on the toni¢ gives i 1 1 7 ||
= S 1 L] ]

us a greater feeling of completeness 1 !
and finality. It is natural for the chord on the dominant to returnto the tonic,
whether the dominant is a three-toned or a four-toned chord. '

THE DOMINANT SEVENTH HAS SPECIAL CHARACTERISTICS
(1) THE DOMINANT SEVENTH CHORD IS THE SAME FOR MAJOR AND
MINOR KEYS.

I.N2 8 In the key of A major, the dominant sev-
enth chord is E-G§-B-D, (See Illustration
o] N¢ 8.(B is here omitted from the V; chord.)

— The interval E-G} is a major third.
24 - The interval E-B is a pernfect fiftk.
7 ? The interval E-D is a minor seventh.
In the key of A minor, the dominant sev- Ill No 9

l
1

enth chord is E-G§-B-D, (See Illustration t

N9 9. (B is here omitted from the V; chord.) # r—
The interval of E-GYis a major third. A4
The interval of E-B is a perfect fifth. E_.
The interval of E-D is a minor seventh. Y |

In the dominant seventh chord of A minor, Illustration N0 9, the G s
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 minorkeys, the
dominant seventh chord is always the same for major and minor modes of any key.
(2) THE DOMINANT SEVENTH CHORD DEFINES THE KEY BUT NOT
THE MODE.. :
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Whenever the chord £-G¥#-B-D is given,you know i is the

domanant seventh in the key of A. But from this
chord alone it will be 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 N? 10; or, into the three-toned chord
of A major, as in Illustration N? 11.

When the chord of the resolution is given,
and not until then, the mode is defined.

11 N9'10

IL.Ne 11

(3) THE DOMINANT SEVENTH CHORD IS FREQUENTLY USED IN THE

AUTHENTIC CADENCE.
Ii. N? 12

(a (b), At (a), the seventh of the dominant

*

is in the tenor voice; at (b), the
takes the seventh. Both chords are the
!-J_ dominant seventh chords on F,key of
—>-1 Bb; and the progression is V- I. :

alto

Exercise N? 1 is to be analyzed in the accompanying examinatian paper. Ex-
ercises Nos, 2 and 8, in the keysof C majer and C minor respectively,areto be
harmonized in the accompanying examination paper. Notice the usé of the dom-
inant seventh chord in the authentic cadence in these exercises.
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Examination Paper for Lesson No. 37

% Class Letter and No...coceveneariiieninincinne
Name.

Account No..cceecsercrniincrsiencansannencans

Town.....ccuuues seseeseesaenserenssenseresnnisrrnnes SR ETREEASERAS B eRY State ....ccooennenneennns Percentage.............
Write name, address and numbers plainly. Fillin “‘Account No.” only if it appears on your Lesson Ticket.

Unless otherwise specified, all Illustrations and Exercises ti din thise ination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. Of what intervals is a triad cOmpPOSEd?. ... ...utneiuire i

3. Write the chords of the seventh on each degree of the scale of G major................

[o)
&
\1V4

S

o3
ol D
V4

1. Write the chords of the seventh on each degree of the scale of G minor................




2

(f) What is meant by the sub-mediant seventh chord?.................ccoveivnnnn..
(g) What is meant by the leading-tone seventh chord?.................cooovioiuiouns.
6. Which of the seventh chords named in Question No. 5 is most important?..............
7. Define consonant triads or chords.................. siatajelu polennklietinisiessies shmas e
8. (a) Define dissonant triads or chords..........cecvvvviuinnnnn L T e pp——.
(b) What other name is given to dissonant chords?...........covvvineinvnneneennnnns
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 position?.....................

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 not its original position. ...

0

A\A V.4
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13. Write beneath the chord of No. 12 (a) the complete figuring; and at No. 12 (b) the
ASUB] FIRUEINR weirs escise S o ivre s 5aaie s wass s wssans s wivie’s sjeaiossybeado Wy Heieiet 200 W o SUNTWE LG WY |

14. Transpose the chords which you wrote in answer to Question No. 12 into the key of

G minor; and write beneath the chords the usual figuring...........................

{)

D)

o) —

V.4

15. Write the progression from the chord of the dominant seventh to the tonic triad.......
(@) dnthg ke 0 B anajora il -0 cab toe b mpit Dot ssmisie sens §5s o dvere/ls owiss oRsd w5 S
(b)) Tni. thie) Key: Gf B sTIIDT: st e e Shthre e sicea 65 ool bt ol s ¥ o i s A SRt AR o et sy WA

0

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

INANOT KOV Saiiic 5 oms 55 525 & € wimiai 5 5 ¥re 45 /78 § 657605 § 5708 6 G008 s W0 5 M08 5 070,85 516090 & 3 600 o B678) & S8R5 5 3
........ Laroe e S SRR SIS B B S RIS IS 8 WSS B CIATALE SIS, 8 B POV 8 SHEEE BTaNRTe ROTeRN § STBIIE O1H

17. State the second special characteristic of the dominant seventh chord, and explain it

by referring to Questions Nos. 15 and 16.......c.ooviiiiiiiiiiiiiiiiiininneenns.

§ 8 8 0 8 60 e 0000800000000 0 080000000 00000000000000000000000000000000000000 00000 sa0s 00 00"
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18. State the third special characteristic of the chord of the dominant seventh, and expla

it by referring to any of the three exercises at the close of the accompanying lessc

D R R R I sesesssssssencann cseeaans saseccsssncnnns secessercan cesesen
sseessscsscs e PRI ERRRIRY TR R R R R I oo R I I R )
........... e resesees st e sssasssessesaese e . ceesess e R I R I S AP

cessssss o sesesecnn e eeeeess s st e ss s ssaccisens st e R R Sesesssesa s s

ce e .o secsssssssscsssasas e tsescesstarte s snnenne D I I P P R
8 8 000660000 0000000808acs UL N0 804000000800 00000 0000000000000 0000000000000 000 s

19. Copy Exercise No. 1, and write beneath each chord the correct figuring..............

o)

5% :

N
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21. Harmonize Exercise No. 3......ccivviiiiiieniennnnn. S ST eS¢ RS, S Sl
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ADOLPH ROSENBECKER

THE NATURAL RESOLUTION
OF THE DOMINANT SEVENTH

The simplest and most natural resolution of the chord of the
dominant seventh, is into the tonic triad(See llustrations Nos.1and2)

I11. No I.N9 2
¢ Major C Minor

\
" h—ﬁ Q
[ Y 1] 1IN

Bl

Each one of the important notes in the dominant seventhchord
has a natural tendency to resolve.

The root of the dominant seventh chord skips(either a fourth
up or a fifth down) fo the root of the tonic chord.

The third of the dominant seventh chord, being the leading
tone of the scale,ascends a half step fo the root of the tonic chord.

The seventh of the dominant seventh chord decends ahalf step
in the major mode, and a whole step in the minor mode, %o the
third of the tomic chord.

Ill. No 3
. (2) (b) e @)
o : — ¢ === —
g ‘*ﬂ | |
11];. P_‘____— : T {
== = -
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At (a),Illustration N9 3,you will notice that the chord is the
domingnt 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 NO 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 E is given,key of A major.

At (d), the same chord occurs, but in the key of A minor.

In each case the seventh of the dominant chord falls to the
third of the tonic chord.

In Tllustration NO 4, the third of the
chord of the dominant seventh moves
upward to the root of the tonic chord.
You will notice that the thirdis resolved
in this instance,as it would be were the
chord a triad instead of a part of the dominant seventh.

The fifth,if included in the domi- III.NQ 5
nant chord, either descends a step to 4 ¥ A
the root of the tonic chord, or ascends
a step to the third.

The descent of the fifth to the rootf]
of the tonic chord is usually advisable,
as in Illustration NO 5.

Ill. No 6
(a) (b) (c) (@
| g ! P | |
] } } —+— — 3 I I l T
3;:L AJ - '4 5 J
. II: ! Ipr’ = ¥ ) | I« Y . . 1]
9 7 T

Illustration N? 6 (a) and (b), show the leading of both the
third and fifth of the dommant seventh, to the root tone of the
tonic triad; (c) and (d) show the leading of -the third to the root
of thé tonic triad, and the fifth to the third of the tonic triad.

Har, 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 dominat sev-

enth, and may be omitted, as in Illustration N? 8.
We canmot hawe a fifth in the chord of resolution,if the fifth
is included in the dominant seventh chord. '

T'O .
Ill.l\F 1'\74&-01. The dominant seventh chord in the key of
% F major, given in Illustration N¢ 7 includes
D) ;____Q_ the fifth of the chord. The natural leading
— calls for the following progressions.
I.F L' m—

C(roet of the dominantseventh chord) moves to F ( root of the tonic chord)
E(third of the 5y 51 » ) » »F (root of the ,, » )
B(seventh of the ” ”» ) »oo» A (third of the " )

G(fifth of the - » - 3 ) s peitherForAofthe g

In the progression given in Illustration NO 7 the dominant sev-
enth chord includes the fifth,but the chord of resolution omits its
Sifth.

L No 8 In Dlustration NO 8, the natural resolution of

TR Minor. the notes of the dominant seventh requires that
—q 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-
| en in Illustration NQ 8, the dominant seventh

——" chord omits the fifth, but the chord of resolu-
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 chord of the dom-
inant seventh. Its importance to the chord depends onthe re-
quirements of the voices, or special combinations.

The progressions given you in this lesson require that
the various parts should, as far as possible, move to the
nearest note in the following chord. This will insure smooth
part-writing. -

Avoid in your resolutions, incorrect progressions given in
Illustration N9 9.




() (b) Parallel, or consecutive fifths occur be-
| tween the tenor and bass voices at(a); at (b),
the same kinds of fifths are in the same parts,
T[T 1| butin the latter case they are by contrarymo-
J J J tion, whick is also objectionable.
, 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.

IIl. No 10
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The following exercises are to be harmonized on the accompanying examination
paper, according to the rules given in this and in previous lessons.

Ex.No 1
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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

Class Letter and No....cc.coueenininninnnnnns
Name::cssssssvisarscassssessivrsssssisasssrsssinnss Fessanerevussrraein
Account No seesissTEes
Town......cceee. . State .....cconueeeeee....Percentage.............
Write name, add and bers plainly. Fillin ‘‘Account No.” only if it appears on your Lesson Ticket.

Unless otherwise lpeclﬁed all Illustrations and Exercises mentioned in this examination paper
refer to and given in the accompanying lesson.

1. What is the natural resolution of the chord of the dominant seventh?..................

2. (a) What is the natural resolution of each of the three important notes in the chord

(b) Illustrate each.

& 1

v .

3. If the fifth is included in the chord of the dominant seventh, what two resolutions

mMay it haVe? ... .t e

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

¢b) Illustrate each.

4]

A\AV

A
el D




(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 of
resOlUtioN? sws -« sens s siw s 5 5000 5 5508 5 5555 Bitee 30mme "

(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 tomic triad in the second pro-

ELESSION + o imers o o § 5136 & 5 W0E # § 556 § BAISEE 5 SHORED SL01008 SU0E B 55T DANTHS Bre o olevors aiovore. o ssmsero .0

o)

.4

1]

5. Analyze the progressions in each voice in the first progression you wrote in answer to

Questiont: NO. 4. (D) ;5o s semes swras s wam s niws s mares s § omes sdbuidint sak b ems s s saan
6. What rule of progression will insure smooth part-writing?................. iR § A B :

000 000000000000 0000000000000000000000000000100000000000000000000000000000000 00000000 EsGS
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7. Transpose Illustration No, 10 into the key of E. Transpose the bass voice first, by

observing the scale degree of each NOte. .. .............eeeeeenenensnsnneeencnsenens

8. Transpose Illustration No. 11 into the key of E minor. ..........oouvvuneeeeuene.n...

10, Harmonize ExXercise NoO. 2. ... ..ttt ettt e ettt anaaeean

\Lﬁ
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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

eea*p
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Harmony Lesson N? 39 Composed and Edited by

ADOLPH ROSENBECKER
APPROACHING THE CHORD OF THE DOMINANT SEVENTH

The chord of the dominant seventh is a discord(See Lesson N037),
amd the seventh of the chord is the dissonant element. Hence any in-
terval including this dissonant note must be approached with care.

The interval between the root .and the seventh of the dominant seventh
chord is a minor seventh; and this interval should not .
be approached by similar motion. Similar motion to- Ill.l\j 1 _J_
ward the minor seventh, as given in Illustration N9 1, E‘ﬁg
is unmusical; while the progressions into the seventh
by contrary or oblique motion, as given'inIllustration NLNOo2 |
NQ 2, are pleasing to the ear.

The interval between the third and seventh of a
dominant seventh chord is a diminisked fifth, and

TLNO 3 should not be approached by similiar motion. . ’?he
T approach to the dominant seventh chord by similar

! |
% motion towards the dissonant interval of the dimin-
i ished fifth, as given in

oJ L]
] Iw [llustration: N9 8, isunmu- J]], NO 4
sical; while the progression into the seventh by the i | ‘ |

employment of contrary motion towards the dissonant ,'EEE;
interval, as given in Illustration NQ 4 is pleasing and —¢ y : S

satisfactory.
Analyze the progression into the chord of the dominant sev-
enth,taking precaution that the pro- Ill. N9 5
gression shall includé contrary mo- §
tion between those intervals just de-
scribed. In the progression given in
IIlustration NO 5 /both of the inter- .
vals mentioned were approached by
similar motion; while in Illustra-

0 | |

tion NO 6, the same intervals were D ¢ —

i
|

. e
approached by contrary motion, , Codr 1y
. - . Y
which is the correct progression, o o
e
g i
)
:

Copyright, MCMVIIL, by Siegel-Myers Correspondence School of Music.
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APPROACHING THE DOMINANT SEVENTH CHORD FROM THE TONIC TRIAD

‘When approaching the dominant seventh chord from the robt
position of the tomc, it is possible to have the upper three voices
move very smoothly. The bass is the only voice which needs to skip.

In Illustration NQ 7, .the soprano, alto and tenor
all move diatonically.

Notice how melodiously and smoothly the parts IgL Ne :7 | I
lead. The same chords can be arranged also in the -
following mannér. .
In Illustration N9 8, J J d
T11. No 8 the seventh of the chord i = =
M - is taken by the tenor,
w while in Illustration NO 9, tor
'I"‘ J it is taken by the alto.
so—L£ = In each case, however, the voices move to the near-
est note in the dominant seventh chord.
[T In the following Illustration, you will no-

tice that the dom- IIL No 9
inant seventh chord is approached #Arough L

the first inversion of the tonic triad. Zhe %
same principle of diatonic progressionin-

to the dominant seventh chord must be 0b- %
served in progressing from the tonic T8 7
triad into the dominant seventh chord, whether the tonic triad s

in 700t position, or either inversion.

APPROACHING THE DOMINANT SEVENTH CHORD FROM THE SUB-MEDIANT TRIAD

The dominant seventh chord can be approached from the triad
on the sixth degree of the scale_the sub- 111 No 10
mediant triad. In this progression, as in -

the previous one, the voices, with the

exception of the bass voice,shouldmove J L
diatonically into the nearest notes of ==
the dominant seventh chord. ' S

APPROACHING THE DOMINANT SEVENTH CHORD FROM THE SUB-DOMINANT TRIAD

When the dominant seventh chord follows that of the sub-
dominant triad, the fifth of the dominant seventh chord (root
position) must. be omitted, in order to avaid parallel fifths.

Har.L, 39.
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It is easy to fall into errors such as are displayed inthe follow-

ing illustration: . N° 11
)

Sl TR -
'I{.Lz >

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 ysually best in three-
toned chordstotriple the root, although both the root and the third may some-
times be doubled.

1L No 12 In Illustration N912, notice the parallel
Afa), . (), | _ fifths at (a) between the tenorand bass parts;
and at (b), where we have the same object-
I_j- Ii)onal grogrelssion bet}\iveeﬁ ﬂ:f gsfogfanoda,nd
%’ = ass. In both cases, the chord o e dom-
F—————" inant seventh is pre- 1] No 13
ceded by the triad on a), (b , (@)
the sub-dominant. The correct resolution {|
is given in Illustration N? 13. By analyzing g J
Illustration NQ 13, you will find that at (a), $=w =5
(b) and (c) the fifth of the dominant seventh S e e

is omitted.

When approaching 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. 14 and 15.The sub-
dominant chords in the keys of C major and A minor, progress in Illustration
NO©14, into the dominant seventh IIL. N© 14
chords including the fifth. The visVe

undesirable skips which were thus | I "
necessarily introduced aremarked = :
with heavy lines. In Illustration V] #f:

No¢ 15, the same sub-dominant i
chords progressed into dominant
seventh chords omitting the fifth.
The undesirable skips wereby this
means in each case avoided. No-
tice how much smootherand more 0

melodious are the latter progres- 1. N2 15

—N (e
Kl

it
‘
i

1
3

T
1
T

1

=
7

sions. The dominantseventh chords L“J ! 4 “P-\ _1 J"}
in Illustration N9 15, in each case Eh > = 5
double the root. In the accompan- [ ¥ T I~ :f f ]
ying examination paper,you will

be xgnstructed to d% Ik)>le,3§mother =3 J‘ a 4‘4{ J m ! H
note, the third of the domi~ — E=—=F — —F
nant seventh chord in these pro- Ty ' UL

gressions; and then state which
Progressions you consider more musxcal, those you have written, or those given
in Illustration N9 15.
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The dissonant chords in Exercise N1 are to be resolved in ﬂle
accompanying examination papers according to the rules given in
this lesson.

Ex.NO 1
A .C D E F
|y ) G H
1V o 1 Y
bH— b 0Ty =
- O ‘q{g 1O
O ——— ]
© O
O o o oy v O
hvlb — Y } ﬂf';‘?g: A
P p—&3 34

The chords in Exercises Nos. 1and 2 are to be analyzed in the
accompanying examination paper.

Ex.N? 2
| I o | | |
T G SO S ] (o P 1 —
= T o i A —
__i._g_ __._z.__ ’T’{_gﬁd :: ; 7] —7 a S
RS A AR iR
1 Jdleld J|ddldd
_ Jd2lpd yljdljeld [|ddldl]|e
I o— e
R o e

The faulty progression of chords given in Exercise N0 3 are
to be corrected in the accompanying examination paper.

Ex. N0 3
A

Al 4 B C -4 D
5 <HE—© O oo tF—TF
b1 [\ S—— — P i; =
T o = _Hﬂ::m
O O 5
= ol., o < 2l .ﬁﬁ 8
5 I\ t . h
vV 7 bt v

The bass melodies given in Exercises Nos. 4 and 5 are to be
harmonized in the accompanying examination paper.

e S 7§ e e e i '
- | S N N\ I 1 T S B ||
—_—— i L 1161<Tl 1 161 61 77! 1
6 6 6 47
Ex.N0 5
e (7o | |
o . - H—=
P40 N . U S S S B B s H6— 1<
" éj—:‘-_fﬁ =iz
‘ 8 7
§ iy
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Examination Paper Harmony Lesson No. 39
IS i w5750 0115 5 SRS H6 7500 raarioraioisseior o arespioie, 6i6:08 WT055 & BB Class Letterand No...... ...........
T OWN . ittt ittt tiereetareeeanensrnnnncnnnans State.....coc000es 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.

1. Define a discord..... s ............................................
2. (a) Is similar motion towards a dissonant interval advisable?........................
(b) Illustrate the correct approach of the minor seventh from the tonic triad, (2)
in the key of G; (b) in the key of D; (c) in the key of A..................
i fan
N34
[
(¢) 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 Eflat................
R £ an ]
A \374
[ . . ,
3. (a) What is meant by diatonic progression?....... ..ottt

(b) Why is diatonic progression used when approaching the dominant seventh chord
from the tonmic triad?.............. e i R AT AR B 2 N 25 B S SR
(¢) Write a correct, melodiéus and smooth progression into the dominant seventh
chord from the tonic triad, (a) in the key of E major; (b). in the key of:
B vt o1 e) o AR

I O
el D
Z

SRR

Note :—Be sure to write key signatures.



(d) Write a correct and smooth progression into the dominant seventh chord from

the first inversion of the tonic triad, (a) in the key of A flat major: (b) in

the key of A flat minor

0

3

[))

—9:

4. (a) Write an approach of the dominant seventh chord from the sub-mediant triad,

(a) in the key of A major; (b) in the key of A miupr

4]

¢

BX i

5 (a) When the dominant seventh chord is approached from the sub-dominant triad,
what faulty progression results if the fifth is included in the dominant seventh
(b) Tilustrate 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

0 - )

K

ole

N
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6. (a) Alter the progressions given in Illustration No. 15 by doubling the third of the

dominant seventh chord instead of the rcot. ... ...,

0
A — _ =

D)

e

—

(b) Compare the progressions you have just written with those given in Tllustration
No. 15. Which do you consider more musical? State as many reasons as

you can supporting your opinion............ T D eseiSie SRR SRR T

B T R LR AR R R A

B R I I e R T R R R R R R R I i A

7. Resolve the chords given in Exercise No. 1. Write above each 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.

8. Analyze the chords in the last four measures of Exercise No. 2. Roman numerals
may be used to designate chords, and Arabic numerals to designate inversions

or chords of the seventh................ e S e aceniold

R I IR Sheesssestresarensretene s N R T A A
N R T N I L)
B R R R T R R R EEEE
T T I R R R i T

T L L L S R I I I



4

9. Correct the faulty progressions given in Exercise No .3. Name the fault in each case.

)

N fan

10. Harmonize the bass melody given in Exercise No. 4........ ... i,

ra Y
S
n

>

(h) Harmonize it

o)

[ £an Y
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o)
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ADOLPH ROSENBECKFR
INVERSIONS-OF THE DOMINANT SEVENTH CHORD

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 three M. No1
notes, so it has three  positions;
viz.,root position, first inversion,
and second inversion. (See Illus- 6
tration NO 1)

Chords of the seventh,being composed of four notes, have
Jour positions; viz.,root position, and three inversions. We will
now consider the inversions I1.N?2
of the chord of the dominant
seventh. This chord, -in the

key of G, is givenin its root
position, and in its three in-
versions, in Illustration NO 2, Root First _ Second _Third
the p ositions prinied below: Position, Inversion. Inversion, Inversion,

The chord is in 700t position when its fundamental or root mote is the lowest
note, regardless of the positions of the other notes.

O

oml |

1
1

i3

, Sy | (VI

i

The chord is in its fi7rst tnversionwhen 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 the fifth of the chord is the low-
est note, regardless of the positions of the other notes.

The chord is in the thérd inversion when the seventh of the chordis the low-
est note, regardless of the positions of the other notes.

7
Root Position 5
dg

The complete figuring for chords of the YFirst Inversion g
dominant seventh, giving the relative position e
of each note from the lowest note, is as follows:. jSecond Inversion 4

Third Inversion g

As the root and the seventh of the original chord are the two
characteristic notes that define the chord, these same two notes

Copyright, MCMVIII, by Siegel-Myers Correspondence School of Music.
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are sufficient to name the position. They are easily found, 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 Inversion,figured g, called The Chord of the Six-five.
Second Inversion, figured %, called The Chord of the Four-three.
Third Inversion,figured 2, called The Chord of the Second.

Ill. No 3

6

1. No°4

)]
3
Ill. N° 5

[ 2
I1l. N° 6

¢ T
Har. L. 40.

NOTE: The figuring,?, for the root position, de-
fines the position of the seventhof the chord,
and the root of the chord is the lowest note.

The figuring, 8, for the first inversion,de-
guring, g, )

fines the position of both the seventh and the
root from the lowest note, whichis the third
of the original chord.

The figuring, %, 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 and the seventh. Notice that these two notes
are at the top of the chord in the first inversion,
(See Illustration NQ 3); #n the middle of the chord
in the second inversion,(See Illustration N9 4);
at the bottom of the chord in the third inversion,
(See Illustration N9 5); while in root position
these two notes are widely separa-ted,(See I1-
lustration N9 6). The various positions of these
two characteristic 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.



N.No 7 Root Position- Chords of the Seventh. In. N° 8

By, Spieny  jfecons, GhEea
'{I e —
4 4 i,Th!’ 42 uir.lﬂ
= === Shm——— e
> > > == — 1 H b— L ¢ S -w———— |
o BN P 3
First Inversion- Chords of the Six-five.
AClose Hax:monyI Optlan Hfrmjny ) ACI(L:se HarmonyI O‘zen Hlarjon

:
T T s i -
1- ] — — - L i Bt T —6- 51 &
a1 > ) J
4 e . T
I ').
.J A } J—
ﬁ ' F_# T
= o n 3 T ) T FE—
> 1 n | R . [ OV b - o —

o —L—f—# #f \i » ..E =

Ig g 5 g8 3 ﬁg 5 5
Second Inversion - Chords of the Four-three.

Elose Harmony Open Har jny Close Harmony  Open Harxjony

L ] 1 L 1 | ¢ —1

i .
%:i:ﬁ:f: s . %%ﬂ—i;acg ‘fh:ﬂ*F—r—ﬂflf:
3 3 3 3 3 3 4 A A 4 A4 4
: 3 3 3 3 3 38

Third Inversion - Chords of the Second.
Close Hax;monylr Op?n HearmjmyJJ AC,Igse I-iarmiony} OPen Ham‘Bny

AN NN
In the minor keys, the third of the dominant seventh chord 1s
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 NO 8). The figuring for the root position, inthe minor,

is ! (1), 43 (2)01,2 (3), depending on the key in whichthe chord

-+
|

8
1s 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.

_— . S w " . b6 (@\t6 (o) x6
The figuring for the second inversion, in the minor, is 4 (g),g(g),off 4 (g)

 The figuring for the third inversion, in the minor, ist(s) #(s)or< (4)
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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.N°1
@) (b) () ()
i - - O g
5 5 €

Great care should be taken in harmon- E;. No 2

izing the following exercises. Two models = 3 e —5]
for the harmonizing of these exercises are = T ;e é —
given. Model A Model B " 47
e pe
g = -
< 1] f'grldr O] ["’]9 P f’é’ '
_dJldgsa ) ) <)
= . H ® >3 o 701 04
rger’fr o+ %F_EB = Em =)
T 1 T T Y
e .gTeg 1 Ielsg,7

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 mind all the time the rule with re-
gard to progressing to the nearest note vn the succeeding chord, in
order to avoid unnecessarily large skips.

Ex.No 3 |
= = +—1—= = — 1 s
%va | A=Y Ll LM ¢ I & l'lg 1 BTl
1 1 . 24 (4 ) . 1§ z 4 z
e = =
6 6 # 6 6 "7
5 4 5
Ex.No 4 2 |
V- B ] 7 o |
O 1l T ) . . 1
h . | 7]
#%r }T:L%#t 'L#H;ss 3?
6 6 5 6 !
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 written on the notes having no fig-
uring given.
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When is the dominant seventh chord in root position?................ceoeevuuuueeoen.

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

When is the dominant seventh chord in its first inversion?............c.cveuerenunen.
When is the dominant seventh chord in its second inversion?..............coovuneunns
.................................................................... o sels B aRe e

When is the dominant seventh chord in its third inversion?...............c..ccovun.n.
SIS BRSNS MO N B s s e R R S RS S R S S R S

Write the original position and the three inversions of the dominant seventh chord,
taking Illustration No. 2 as a model:

(a) Inthe key of Gooovovneennn (b) In the key of Foooovviiinion.tn

[ Fan)
A\AV.J

ANV
)
(c) Inthekeyof B.....oovvvvunns {d) In the key of E flat..............

0 §

[ fan Y

X
()]
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6. (a) Write the complete figuring for tlie four positions of the dominant seventh chord

(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 lessons

.......................................... I T R T

(b) Using Illustrations Nos. 3, 4, 5 and 6 as models, show the position of these two
characteristic notes in the positions of the chord, in the keys of A major and

8. Write, in close harmony, 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.........

o)
[ Fam)
3V

D]

1]

o)
¥ 3
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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-
gressions in four-part writing.. Remember your instructions in regard to writing chords
in 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.................... B S R A SRR S

>

o

ya Y
B
,I

i

10. Write 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.

>

Qq; S k,b

N
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11. (a) In what key is Exercise No. 4 written?................ 68 Argserel 0's

(b) Harmonize the bass melody given in Exercise No. 4

o)

-
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e
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= . | |
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Hal‘mony Lesson NO 21 Composed and Edited by

ADOLPH ROSENBECKER

INVERSIONS OF THE DOMINANT SEVENTH CHORD,
AND THEIR NATURAL RESOLUTIONS

The simplest and most natural resolution of the chord of the
dominant seventh,in its inversions, as well as in root position, is
into the tonic triad; and each note has a natural tendency to resolve,
very similar to its tendency when the chord is in root position. Re-
fer to Lesson N© 38, page 1, and compare the resolutions  there
given of the dominant seventh chord (root position), with the

resolutions in Illustration NO 1. 1. N° 1 (a)

TM.TOOt' Oftﬁe 0”;?"""‘“1 C}ZO’I'd, First Iaversion Chord of the six-five
not being in the bass voice in , c MaJOR . C MINOR
any of the inversions, ¢s carried S b5 %FE
. . . i3 ‘ :
wn tlz'e same voice into the suc- J_\[ d J. | 4
ceeding tonic triad. o —— i

The third of the originalchord ‘"t f———"» i"""lﬁ-- j
tends upward to the root of the & ®
tonze triad. IL.No 1 (b

Second Inversion Chord of the four-three

The seventh of the original
f £ C MAJOR C_MINOR

chord tends downward a half-
step in the major and a step in
the minor ¢o the thirdof the tonic

J’%:
T

ras) —_—

b ——

L4 st

triad. T — =
" e b6 *"_"6
The fifth of the original chord 3 P
may either rise or fall a scale II1.N91(c) 3
o J Third Inversion Chord of the Seeond
degree. ; _ C MAJOR C MINOR
In the progressiom from the o, |4

inversions to the tonic triad, given
in [lustration N¢ 1(a),(b) and (c),
the voices all move according to (EFF—p—p—
their natural tendencies. -

I the natural resolution of the first inversionofthe dominant
seventh chord into the tonic triad, lllustration NQ 1(a), either the
root or the third of the tonic triad is doubled, according to the

Copyright, MCMVIIL, by Siegel=-Myers Covrespoudence School of Musie,
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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-
wnant 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 N1 ‘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 four-three descends to
the root of the tonic chord, the progression will usually remain
as given in Illustration N9 1(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  17]. No 2
third of the tonic chord of the (a) J
sixth,as has been given,or ascend
to the fifth of that chord. In Illus-
tration NO2 (a),the third of the J
.chord of the four-three descends ||
to the third of the tonic chord, I 6 | K
while at (b), it ascends to the fifth. As a result, the tonic chord of
the sixth at (a) doubles its third, while at(b) the fifth of the chord
is doubledy usually considered a better chord.

In the natural resolution of the third inversion of the dom-
inant seventh chord into the towic 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. N© 3
triad. In this case,the chord of the (@) (b),
second leads into the first inversion )
of the tonic triad. The other voices fol-
low their natural tendencies in their [iZy—g
resolutions. (See Illustration N9 3). =
Har. L. 41.
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Some composers make a long pause after the chord of the
second before proceeding to the chord of the resolution.An ex-
cellent example of this is found in the closeof the noted Amen
Chorus from Handel’s Messiah.

IN.N9 4 HANDEL

B — = 25—“—,1(-\'3

J 1 1 | EREI |

e ——r—m e
o T ig'r

In previous lessons we have spoken of the natural tendency of the leading note
to proceed upward to the tonic,This is particularly the case inthe 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 is therefore not so prominent.

When the third of the dominant seventh 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 fallowing illustration.

TIl.No 5

" () (c) | @

o=~ }

1 5 J’
LTy I

In [llustration N25 the dominant seventh chord is given with G as the root at
(a) and (b). The third of the chord, “B,’descends to the fifth of the chord of res-
olution; the bass skips upward to the tonic or root tone of the chord of resolution,
At (c), we have the dominant seventh on B, scale of E minor, and the third/‘D#,’
proceeds downward to the fifth of the chord of resolution, the tonic triad of E
minor. At(d),the chord is that of the dominant seventh on E, scale of A minor,
and the third, “G#,” descends to E in the chord of resolution.

But if the third of the dominant seventh cherd lies in the soprano, or upper part,
it must resolve upward, otherwise we should have the following faulty progressions.

Il.Ne 6

™

T —O -

=33

e
L il
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The connection of the dominant chord, whether triad or chord of the sev
with the tonic triad, can never take place in such a way that the root and third
the dominant seventh chord proceed downward into the root and fifth of the tonic

triad, which they do in Illustration N9 6 . Compare the resolutions in

tion N©7,.and you will observe at once the correct progression,

I11. NO 7
I (a)

(b)

~

c

X

-

i
|
e

L 18

06 . with tl T — ¢ e ihied _ . Illustration
NO 6 , with the natural resolution of the third upward tothetomc’g“.en in Mlistes-

il

TS

1 Wiy

J

‘
2

™™

As we have opportunities,in adding parts to a figured bass, of

i §
I

T

writing exercises in several ways, the student will be asked

harmonize the exercises in more ways than one. As a model;we add

two harmonizations of the bass melody given in Exercise N? 1.

Ex.N°o 1 |
% o = 1
. 1 J I | | A 177 ¥ 1
2 A1 & ¥ 11 1 ) K N\ )
L5 A | % 1561 —
6 6
5 3 6 &%
Model for harmonizaticn of Ex. NO 1
%A“llllll AB
N {4 = 1 i | 1A 104 B § ) ) } 1A ey
i) 10 A7 14y £ W 1 D127 1727 159
[ .. Y (] oY A= > ] A a2 1 atd Py
Dt PP ml 1Pl _§@__ SOl 1P TP P 1T O
o 11T Prey ﬁﬂw”
| S
J—— 11 |J © <2 |g =
O (&) V. uEsa [ O = ’)
| E’:é ~ = 11 o _ga ol
2 A2l 710 1 | [ % ] i VI 7= 7 H 24 & i W [N )
T BT h s B0 = 96 T1aee 62
5 3 47 5 3 47
Ex. No 2 L
e e e e e e i = o |
o 1+ s | o) % - o T g—— v
6 4 6 ¢ 6 7
5 2 4
Ex. No 3
| 0d e
s .
Ex. No 4 J '
Py i 1 1
wn 7 S 7 25 S A 7'} ] ) [y 55t i M T
o | | I — H 4
IvU%r}Htlev%{L B:quﬁi%.
4
E 7 3 g g

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

1. (a) What is the natural resolution of each of the notes in the dominant seventh

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

(b) Tllustrate this natural resolution in each of the three inversions, in the keys of

G major and G minor, taking Illustration No. 1 as a model

0

A\LV.4

-

—o):

!

B
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o)
a D
I :ﬂ

Analyze the progression from the first inversion of the dominant seventh chord into

the tonic triad which you have just written, stating what is usually the best
method of resolution. ... ..ot i i i

3. (a) Give two illustrations of the resolution of the second inversion of the dominant

seventh chord, when the bass rises one scale degree to the third of the tonic

CRHOTH. sves s mta v e s mmom v amss 5 55008, 085 15030032 00 R 070 00 0 0 B P S B . i e

.4
(b) Analyze your resolutions in Question 3 (a)........ooiiiiiiiiiiiiii i
4. (a) Explain the hold given in Illustration No. 4....... ..ottt iiiennneenns
(k) Analyze the chords in the last three measures of Illustration No. 4...... ........



3

5. (a) State the natural tendency of the leading note to resolve. and cases in which

other resolutions of the leading note are allowed

QE;PLo

ya O
[ay
7
6. (a) Compare Illustrations Nos. 6 and 7.......ccovveniinreeeiniinnnns T BT R
] e IR RN 6 AN ] SRRV RS MO SRS W AT (GRS,




4

8. Harmonize the bass melody given in Exercise No. 3.... ... ..., i

NETS

v
o)
7
4
9. Harmonize the bass melody given in Exercise No. 4........................... e e
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Ha-rmony Lesson NO 42 Composed and Edites]

ADOLPH ROSENBECKER
THE INVERSIONS OF THE DOMINANT SEVENTK
AND THEIR RESOLUTIONS

In the progression from the first inversion of the dominant
seventh chord to the sub-mediant triad, the latter, (the sub-mediant
triad) must also be in the first inversion, for the leadingtone in the
bass must rise.

If the bass falls to the root of the sub-mediant chord, as in Il-
lustration N91, there will be a progression from a diminished
fifth into a perfect fifth between the soprano IILN?1

and the bass, which progl.-ession is forbidden (E ‘_“:':; —
between the two outer voices. The bass pro- ¢ ’d'. J
gresses into the third of the sub-mediant chord, (; :_____:___“_,
in INustration N9 2, thus entering the first in- i%?l'
version of the sub-mediant chord,and prevent- o

. . Iy : ; IILNO 2

ing this faulty progression. Hence, in this P
progression, the root of the dominant seventh

chord rises one scale degree; the seventh (orig- /| ¥ by

. oy o—%
inal position) falls one scale degree; the lead- e

ing tone rises one degree; the fifth of the "—
chord(original position) may either rise or ; 1o 3"’
fall one scale degree, provideditis below the -

root, as in Illustration N2 . Fﬂéﬂ“_—j

But if the fifth be above the root it must b .
Jall, or else parallel fifths will result, as in =
Illustration NO 3. g W

The resolution given in Illustration N9 4 is the correct resolu-
tion in this case. IIL. No 4

b=
O Jl;-é ]

!

Copyright, MCMVILI by Siegel-Myers Correspondince School of Musie,
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The second 1nversion of the dominant seventh chord is fre-

quently found without its root. (See Illustration N? 5 @).

Tl1.N9 5
pla) | b

u’r r -

4 4y vio AT
3 3\/6 4

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 NO 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, and 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:

. N9 6 A B HANDEL

—Q

s =8
L
T
3
-
!
-1e

T TR— TR

4 NJ 4

— i (. T T H— ~
s Lo T 7 1 T '._Il {
6 6 | % 6 6

At A, notice the second inversion of the dominant seventh
chord on A, without 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. NQ 42



’| NOTE: You must be careful to bear in mind the difference
: between the deminant seventh chord 7 & scale or key, and
! ~ the dominant seventh chord oz a &gtven note. For instance,
,\ G-B-D~-F, is the chord of the dominant seventh in the key
of C; while the dominant seventh chord on C,is C-E-G-Bb;

these notes, while on C, compose the dominantseventh chord

E“ E 1\?‘; t}i,e key of F. :

! X. ‘ C MOZART
| i | A . -~ B (l} L
e “ Cl iR =

| 17}

(S ES=== = qi__;:;_

( e — —1 ﬁ T =

| 6 4 T | 1 T —

(- 3 < 4 6

 Exercise NO1 is taken from the opera,“Marriage of Figaro)
oy Mozart, and gives further examples of the second inversion
,)f 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 700t of the dominant seventh
(Z}LO”‘d 18 occasionally omitted in the third inversion.Asit is rare-
ly used in this way, even by the best composers, the student is
[advised to use the root for the present,when writing this inversion.

Im.Nonw - (b) '

| : g(a) | |
[ 2 2\@

The third inversion of the dominant seventh without the root,
is the second inversion of the diminished triad on the leading
tone, as shown in Illustration N© 7. The natural resolution of
‘his chord will usually call for the progression
given in Illustration NO 8. The progressions of 1], No 8
the third and the seventh of the original domi- g L |
nant seventh chord,are into the root and third %
of the tonic,and the fifth usually leads to the 8 '

fonic to avoid the harshness of doubled thirds.

Chord of the Second with root omitted.
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The following exercises are to be harmonized in the accompan
ing examination paper. In adding three parts to a figured bass, tak

the following harmonization as a model.

ix.NO 2

4 ] - 91
— )i i “—— 1 |
p_ AR O }4{1;1 1 (1”-’ (] = |
6 €% 6 55 6 6 G E o
[ 4]
4 43 4
Model for the harmonization of Ex. N©Q 2
4 A L T ; ; IR N
o 1 o T L 1 RS 1 B § 1 1 | - 7
X > o Pl 1 0 1 )| | T 1
e e s —y S
RENIRRigtiddi T T 1 °©
ddd|ddl ViPy
a 4|4 s d
JdlJjlJddlgd|)d]
0 0o 4 oY i 1
7 0 ) A A W 7 1P~ 1 + 77 -
SRR RS TES S as
6 6 5 i
§T v i3 1
Ex.No9 3
o 0D o L | - L
P s o e e s e e e e e e e e :
bg— 1 1+ T {nt:b':.r__g_‘__a_i —
6 6 6 6 57 ! 6 7
3 4
Ex. N0 4
- o L1 5
B e e e P 7
- t =1 —— H o1
6 6 7 % 66 6 7
4 g # #
Resolve the following Chords:
Ex.N0 5
A B Cp 1 D
A (e
ANIV .4 © ] —
e
o o o
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Unless otherwise specified, all Hlustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. (a) State the rule for the progression from the dominant seventh chord to the sub-

FAEAIATIE BERATA S sovins oo onm 6 v o o osmo oo § 6EE § 5 567 & & AL & B0021 & D600 o B0 ¥ wibFe & wimiwie whapere

(b) 1If the fifth of the dominant seventh chord be above the root, how will it be

PESOIVEAR oo afieth botions S abn o wdbn: o S §ioibow W66 B0b 5 6591008 SUWHE 1 WIS 8 B8 8 B0 SIN Blh il o
(¢) Illustrate your answers to Question 1 (a) and (b).......ooovviiiiiiiiiiininene.

(o)
-

A\A V.4

L

I

(a) Is the second inversion of the dominant seventh chord found without its root?....

[SS]

(b) In this case how is it figured?........oooiiiii i

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



3. (a) Write the dominant seventh chord in the key of Eflat................cooiiiiil,
(b) Write the dominant seventh chord on E flat..............ooiiiiiiiaiiiiii,
(¢) Write the dominant seventh chord on A, and above it write in what key this

ChOTA. 18 BOMIIA ..« 5o svam5.5 50 105 e B R Be S50 it - SRS 000 8 S & BRSS9 6 S £ 8

[0)
- 4
1N
17
)}
B 3
4
<2 1

4. Exercise No. 1, found on page 3 of the lesson sheet, is taken from the opera, “Mar-
riage of Figaro,” by Mozart. Analvse carefully the chords marked A, B and C
And Thell TesOMIEIONS & s e 56 o0 06 0 e G 6155 003 S8 6 e e s sy 418) s o -

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

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

5. (a) Is the third inversion of the dominant seventh chord found without its root?......



(¢) Illustrate its resolution in the key of D Major:soese some cnws svimnsommasennsonns o

o)
Z
6. Harmonize the bass melody given in Exercise NO. 3., .oiiiiiiiiiiiiiiiiaiiianiian

&2
F O
Z
7. (a) In what key is Exercise No. 4 written?.....c.oiiiiiiiiiuiiinriinirnsersereacnnns
(b) Harmonize the bass melody given in Exercise No. 4........cooiiiiiiiiiiiinnnn.

(\J #)
=14
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8. Write resolutions for the chords given in Exercise No. 5. Write above each progression

the key in which it 18 FOUNaussmseems omcmis i s 80055006 0w sme s e S50 s an s
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N d and Edited b
Harmony Lesson NO 48 Composed an ited by

ADOLPH ROSENBECKER
SOME IRREGULAR RESOLUTIONS
OF THE DOMINANT SEVENTH

Chromatic resolutions of the dominant seventh chord are frequently
written. No rules other than the general ones for chord - progres-
sion can be given for such resolutions.

In.No 1 A (b)

)|
[/} =i

:r lZ
A addl

14 Iy
T
|

9 5

e 7'g i

Two chromatic resolutions of the dominant seventh chord are
given in Illustration N?1. 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 Vi resolves chromatically into the first inversion of the dom-
inant seventh on E (key of A), then to the tonic iriad of A minor.
Both of these progressions close with the dominant seventh chords
at(a) and (b), which are followed by their resolution into the tonic
triad. ' i, TIL. NO 2

The dissonant notes, in discords, can be taken
by different voices, provided they pass to their
note of resolution in the same voice or part in )| ¥ | J "
which they last appear. The same is true of fund- _ J-/
amental triads, certain notes passing from one _‘*—"l;—j
voice to another, when the same chord is re- [

peated, as in Illustration N?Q 2. The dissonant element in the
Copyright MCMVIII by Siegel-Myers Correspondence School of Music
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dominant seventh chord is the seventh. Illustration NO 3

o)
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is written in the key of F, its dominant seventh chord being C,
E, G, Bb, At A, the dissonant note, Bb, 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 dissonant note passes from the soprano to the tenor voice,
and the second inversion of the dominant seventh chord progresses
into the first inversion. Sometimes we hdve a succession of sevenths
upon the same root, as in Illustration VO 4.

I N9 4
ﬁ—-l‘ n—
-
-
F

[ "y

1[#_,.

1

=
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OIS A

o TR O

3 HH

In the above, the student will observe that all positions of the
chord of the dominant seventh are used. The first positionresolves
into the last position,2,then to the 4 and lastly to  §,the chord
finally going into the natural resolution in the last chord of the
second measure.

The following gives a passage occasionally used,when the dif-
ferent positions of the chord appear-in arpeggio form, before the
note of resolution is reached.

Har. L. NQ 43.
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Notice that the second measure, [llustration N? 5, contains the
dominant seventh with G as the root and all the positions of the
chord are given. You will observe at A that the seventh,which 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 basb,
and is then properly resolved to E in the next chord.

Ilustration N9 6 is taken from The Seventh Symphony by Beet-
hoven. Analyze it carefully, noticing the manner in which the in-
versionsof the dominant sev enth chords are used,and -their resolu-

tions.
Ill. No 6 A ?. . C BERTHOVEN
_JadlJdlddd]ed
AR TR

The dominant seventh chord on C (key of F),is used in every meas-
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 seventh chord may resolve into the domsnant seventh
chord of amother key. In such progressions,the last dominant seventh
chord passes into its own chord of resolution. In Illustration NQ 7
are given a number of progressions from one dominant seventh chord
to another.
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At (a), the dominant seventh chord on G (root position) Viy on Gto
progresses into the dominant seventh chord on D (second inversion) [Vg on D
At (b), the dominant seventh chord on G (root position) [V
progresses into the dominant seventh chord on C (root position) [V7 on C
At (c), the dominant seventh chord on G (root position) [V,
progresses into the dominant seventh chord on E (first inversion) [Vg on E
At (d), the dominant seventh chord on G (root position) [Vyon G io
progresses into the dominant seventh chord on B (third inversion) Vaon B

The following exercises are to be harmonized in the accompany-
ing examination paper:

Ex.N° 1
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Ex. No 3
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4. What is the rule for the resolution of the tones of the dominant seventh the last time
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6. Explain the resolution of the chords at A, Band Cin Il No. 6..........ccvvvivenenn...
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7. What new resolution of the dominant seventh is shown in Ill. No. 7?....cvuvvueennn..
..... L L E N F A SRS .-

8. Which in your judgment are the keys which will be given the preference in this kind of
resolution—the keys closely related or those more distantly connected with the
original LoNAMEY Y v smswsimnas sweiia smens b e SEREE ses B § o 555 0550 S sl b wm S E 5 0 308 45 60 #

9. Name three keys whose dominant could be used as a resolution of the dominant seventh
of G major. Smooth voice progression 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
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11. Harmonize Exercise No. 2
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Harmonize Exercise No. 4
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14. In Exercise No. 5 you are to give the proper resolution of cach of the dominant seventh:
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MODULATION

Before studying any new chords, we will 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 greatly enlarged in
the modern system 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 abasis fromwhichtowork.

First of all, then, the original key, or tonality, must be well estab-
lished before leaving 1. In other words, we should be wellacquaint-
ed at home, before going out into the world. We need touseat least
the chords, I-V-I, in order to define the key.
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In Illustration N? 1, you will 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 changein the
tonality. .

The character of a chord is determined by the manner in which
it progresses. Be very careful not to confuse chromatic notes and

Copyright MCMVIII by Siegel Myers Correspondence School of Music
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modulations. You are to bear in mind that a note ckromatically al-
tered does not, of itself, necessitate, a modulation. TakingIllustra-

1. N9 2 ——
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I 1 1 1 I
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A W) 1 1| |
ol |
T

|

| 188
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tion NO 2 as rn example, the D§ in the first measure is an acciden-

tal, and does not indicate a modulation, because the last part of the

hrase,to the end of the second measure, is evidently in the scale of.

C. It would, moreover, be unwise to modulate so soon after the first

chord, since,as stated above, the original key must be firmly estab-

lished before a new key can be introduced.I1], No 3

The first phrase of Illustration INQ 2, __zg
Ol

It l
1 1

iy

VAl U] o 173 fd

can be harmonized asin Illustration N9 3.
The presence of another foreign note i

Al

in the third measure of the illustration
indicates a new key, since the rest of - the oz .
phrase is ¢learly in G major. o L1 L]l

Taking F# alone, the question naturally arises, 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. @, the third or mediant of D,
the second, or super-tonic of E, etc. So we come to consider the 7re-
lationship of keys. We know that when two tones are consonant,
they are said to be related to each other. As stated in previous les-
sons, the perfect consorancesarethe unison and the octave, the perfect
fourth and the perfect fifth. These represent’ fhe nearly related
keys. The major and minor thirds and sixths are alsorelated 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 diatonic scales of G major and F
major, you will find that they vary from the C scale in only one
note; C'and G differ only as to F§, and C and F only as to the
note B, it being Bb 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 4nd sub-dominant relation
to the key of C. As the relative minor of any major scale is so close-
ly related to it, we can add the minors of these three major scales
to make a set of nearly related keys,summarized as follows:

I v v
Il N9 4{0 major G major {F major.
A minor E minor D minor'

Har. L. NO 44
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The student 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
two sharps, while E has three, and G only one. Take again the
key of Ab. The nearly related keys are Eb and Db majors.Ab has
four flats; Eb has three; Db 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 will be considered in alater lesson.

Our first modulation will therefore be to a nearly related key.
Students should remember that one chord is never sufficient to de-
Jine anew key. Tt must be followed by the I, or some other chord
that makes the I inevitable.

The best chord with which to introduce a new key is its domi-
nant seventh, which is followed by the tonic or the sub-mediantThus,
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 N9 5)
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Or, in passing from Bb major to C minor, we might write the sub-
mediant of Bb, followed by the dominant seventh and the tonic of
C minor, and the modulation would be complete, as in Illustration
N9 6.
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The following illustrations will serve as examples of modula-
tion from the tonic to the dominant key with a return to the tonic.
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In Illustration N? 7, you will observe the modulation to D major
in the third and fourth measures through the C#,while inthe fifth
measure the C§ is canceled and the key of G major is re-established.

In Illustration N2 8, we have a modulation to the dominant (C),
in the third measure,through Bl, the leading-tone of C. In the
fifth measure, the B is again flatted, and the tonalityof F major
is once more complete. :

T

The following exercises are to be worked out in the accompany-
ing examination paper.
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L Define modulation ..........oio. oo

2. How is a modulation accomplished?............cuiitiiitiiiniiinniitiiaeiiaiaas

3. Why must simpler modulations be mastered first?............. ... ... .. ... i,

4. What would be the result if we were obliged to always stay in the same key?...........

5. What is the first rule of modulation?. .. ... ... ... i

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



6. What chords are nccessary to define the Key ..ot

7. What determines the character of a chord?

R R I I I R R R I R I T I P S I A TR IR IR I IR SR T SRS IR SO A S S N S I G
B R R R R R R R R N I I R R T TIPS A AP
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8. (a) What is the difference between a chromatic note and a modulation?

4 6 s 50000000000 00000000000000000000000000CsLE0000s0 0000 a0t tesacs0s0Ce0e00RBOEL O

(b) Write an original illustration showing the difference. .. ...

>

3

9. (a) ls it proper to modulate soon after the first chord?

(b) Give reasons for your answer
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10. Why arc the dominant and subdominant keys selected as the nearly related keys?.......
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11. What keys are more distantly related to the original tonality?..........c.eeeueeeueenns

R R R R R R I I ) tecsesssecsssssssssssscsscssccsssssnne

12. Explain the close relation which exists between the keys of B flat and E flat and F

00 00000000000 00000000000000000000000000000000%0% 00 0000000000000 00c0c0000crcrroc0snc0s00re

13. Give a table of nearly related keys belonging to A major...........couvevuneiieenn...
14. Why is one chord never sufficient to define a new key?....oovveiiiiniiiinnennnnenn..
15. What is the best chord to use to introduce a new key?.....ccovviiiiiierrennnnacnennns
16. Write a modulation from F major to C major. .. .. vu e in it ieiieieneiienneneanns
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17. Write a modulation from G major to D major.........coviiiiiiieiiiiiiiieninnenanns
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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.
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19. Harmonize Ex. No. 1, indicating the modulations. ......................
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20. In what key is Exercise No. 2 written?. .. ..ottt i

Harmonize it, indicating the: MOdUIAtIONS: o .« v v s s s s sue s swms nsias s0i0s 2 405 2 oot § o mmnn e
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21. Harmonize Exercise No. 2, indicating the modulation........... ... ..o
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MODULATION (continued)

The chord of the dominant seventh affords the same opportuni-
- for modulation into the key of the sub-dominant that it does for
odulation into the dominant key, as explained in Lesson N944.The
ib-dominant is the other nearly related key, and is of almost equal
1portance with the dominant,being, by inversion, the fifth below
e tonic, as the dominant is a fifth above.
1. Ne 1 The dominant seventh of the sub-dominant
key is formed by adding a minor seventh to the
tonie triad of the original key. Thetonic seventh
I _chord of Illustration N0 1 IIl. N9 2
:comes the dominant seventh of F major in
lustration NO 2, and as such is an exceHent
odulatory chord. VvV W
The following illustration will give you an example of modula-
»n from the tonic to the sub-dominant:
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1. No 3
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The chord by which the modulation is effected, is the second
ord in the second measure, and is, as the student will see, the
minant seventh of F major. In the last lesson you saw that the
minant seventh of the dominant, which was used as the modulatory-
ord, was formed on the second tone of the scale of the original
y. While the root is the same as the regular super-tonic chord ir
1t key, the dominant seventh has a major third and an added sev-

|
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enth, and the super-tonic is only a minor triad. In the key of C, the

super-tomc is D-F-4-D, but the dominant seventh of the dominant
(G)is D - P¥-4-c, 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 modulation.(See IllustrationN04)

IIl. N© 4
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You will find that C and its sub-dominant key, F, also have four
chords in common, as in Illustration N? 5.

. N? 5
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In making modulations or using chromatic alterations, you must
be careful that the altered note appears in the same part asthat which
contans the unaltered nofe in the previous chord. If the altered
note appears in a different part,a “cross-relation” between the
voices results, which is very unmusical, and should be avoided.

Illustration NO 6 shows you the effect of the cross-relation when
Fl is in the tenor, and Fﬁ is in the alto. Notice that Illustration NO
7, where the alteration occurs in the same voice,is much more melodi - '
ous.
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Very often a modulation to the dominant is used for variety at

the cadence of a half-section of a hymn-tune. As an example, take

the tune generally sung to the words of “Abide With Me, given in
Ilustration NO 8.

IIl. No 8
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Notice in the last measure but one, that the Ab is raised to Al
and becomes the leading-tone of Bb major. In this key, F (the sec-
ond tone of Eb major) is the root of the dominant, and the meas-
ure is harmonized thus: '

I1l. N9 9
. |

T 5 G|

- .

g9

TTTe
i
a
9

As stated in Lesson N? 44, when a chromatic note isused,it does
not necessarily indicate a modulation. Frequently we have a phrase
such as shown in Illustration NQ 10.

1. N? 10
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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 inthe 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.




In Illustration N9 11, you will again
observe that the last chord but one, which
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.
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In the examples that have been given in Lesson N944 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 into the
dominant and sub-dominant, are to be worked out in the accomp-

anying examination paper.
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Why does the sub-dominant key bear close a relation to the tonic as does the dominant?
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5, Illustrate Questions 3 and 4, according to Illustrations Nos. 1 and 2, in the key of
BUIAEINA] QR v 2 st SR A8 TR B R A s o SRVl B s lEr s i srcsmmsenslh
% =
-
D)
6. Make out a table of the four chords in common between the keys of D and A major.
(Compare Illustration NoO. 4.) ..conuuintit it e i
=
£ =
AV
)
A\ V4 ﬂ
e
T

Make out a table showing the chords which B flat and E flat majors hold in common.

8. (a) Define the cross-relation

..........................................................
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(¢) Why 8hould it be avoided?. ... ..oeneenrnennen et et eraeenenaenasencnsnanenes

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

R On

; 1
9. Write for the soprano an origina melody of two measures, which ends in the dominant

10. Harmonize, making the chords as interesting and musical as possible.

\

11. In writing the following exercises, be careful to avoid the ‘‘cross-relation.’’

Harmonize Exercise No. 1

@:#ﬁb
—

H'b




4
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MODULATION (continued)

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, inthe 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 chord of Illustration NQ 1, B (theleading-tone of C
major) is changed to Bb, 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 gradually a L. N° 1
manner as is possible with the change L
into the dominant key.

Observe.in Illustration N 1, that D), |
the modulation is made immediately, J_
the root of the dominant seventh be- f[igy—p
in%- the same as the tonic of the origi- ! ,
nal key. [

In analyzing Illustration N? 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.
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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."

m N(.) 3 ELVEY

f R ¢ A1 ! B ENS (US| ! l;’ 5 o

"You will observe that while the first phrase is written in the ke
of @, 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
chord of the third measure, to F natural.

A very good instance of the repetition of a phrase in the sub-
dominant is found in Handel’s “Messiah” The aria, “He Shall Feed
His Flock) is first sung by the contralto, [see Illustration N4 (a)],
to be repeated later by the soprano a fourth higher,as shown at (b).

II.IN¢o 4 HANDEL
| A 1
Contralto (a) —h— ™ o
1) S s = - —1
0 Y || Y & -‘-\;{‘ r
He___ shall feed Hisflock like a Shep - - herd
30 bF ' 1 lk\ CL | 1
Soprano (b) 1;160 A 4 { ) f. il ! ’ I ") lL - ild]:
o o] i r— — 1 14 ——
Come___ un-to Him all__ ye thatla - - bor

As previously stated, modulation gives variety and strength to
music. Occasionally we find- a phrase in the sub-dominant, which is
repeated in the dominant, as in the following illustration (in C
major), taken from one of Dr. Dyke’s hymns:

Har. L. NQ 46
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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 N? 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 thebest‘bridge]
or means of modulation, between these keys. These dominants of
J;’he minors can éasily be remembered by summarising them, as

ollows:

( Minor of I, raise the 5th of the original key.
To form Vy of the { Minor of IV, rarse the 1st. of the original key.
Minor of V, raise the 2d & 4thof 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.

Illustration N9 6 gives you an example of a modulation from
the tonic to its relative minor. Notice that the chordof the seventh,
the third chord of the second measure, is the means of modulation,
and makes use of the raised 5B of the original key.

Sy | ;.“
ﬁﬁf—ro

' T T T r ' ;

In.N? 6

T [ %)
I

Ilustration N? 7 shows you how to modulate into the relative
minor of the sub-dominant, with a return to the original key. Here
the 1t step of the scale is raised to make the new dominant.
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In Illustration N8 , we have a modulation to the relative mino:

of the dominant, then to the dominant, and a final endlng
iginal key. Notice in the illustration that the 2nd and 4th

are raised in the dominant of the minor.
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The following exercises are to be worked out in the accompanying
examination paper.
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1. What is the distinguishing or characteristic note of a modulation to the sub-dominant
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2. Write out Illustration No. 2 in the key of D, and figure the chords....................
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3. Can a modulation from the tonic to the sub-dominant be made as gradually as one from
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4. Give in a two-measure example a modulation from B flat major to E flat major.......
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6. (a) Transpose Illustration No. 4 to D major. Begin the melody on the fifth of the
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(b) Have you ever heard ‘“The Messiah?’............iiiiiiiiiiiiiiiiiiiineiin...
7. What effect is gained by the imitation of a phrase? .............ccvviiiiiiiiiinnnn...
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?............. ... cooiiiiiiiiiiiLLL.

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



10. Write from memory the table for forming the dominants of the nearly-related minor

11. Illustrate this table in the key of G major. In doing so, state the name of the minors

and the name of the raised tone in each case.........c.coviuiiiiiiiiiiinninannnn,
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12. Copy Illustration No. 8 on the staff below. Figure it carefully, indicating the exact

position of each chord.
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13. Harmonize Exercise No. 1, indicating the modulaticns...............................
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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-dom-
~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 C to G, we
used the seventh on 2, 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 chords in common between a major key and its
relative minor. (See Illustration N 1.)

II1. No 1

C major £

A minor

You will notice that, in figuring or naming the chordsin Illus-
tration NO 1, those at B differ from those at A. For instance, the
A minor chord, 4-€C-E is the sub-mediant in the scaleof C major,
while it is the tonic of A minor. You will observe. also that the

Copyright MCMVIII by Siegel-Myers Correspondence School of Music.
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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 scaleand onthe 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.

I11. N912 _LJ’I{J I11. N° 3 N 1r
) T

¢ f 0 8 rpol

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,
oor prepared, in the previous chord ( see Nllustration N 2), there-
by insuring smoothness in part-writing.

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 thetonic ofithe 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 IN? 4.

I11. N° 4
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You will notice that by raising the € in the last chord of the
second measure to Cf, we have the dominant chord of the new key,
- D. As stated in previous lessons, the dominant chordis the same
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 dominant seventh (on 4), 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 is
approached by a skip that is larger than the interval of a second.

TIL.NO 5 In that case it is advisable to precede the
T dominant chord, with a chord containing the
l __}Eﬁél sixth of the new key. This rule is exempli-

‘ : fied in Illustration NO 5, where you will
’ 4 | || see that in the third chord of the second

y |- #HQ_J J measure, we have Cl. whichis the sixth
L e e e 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.

MENDELSSOHN
bt ! T + { 1;[ ,! JI "
I11.N° 6 ‘ é = ' I l la PIoT E’s am
Majorto its r— r {
Relative Minor: l | A,] J ‘I JJ 2
S e A e e
| T 1] ] =1 =
i ——+ T T }
0. NO 7 5, e ff
Minor to its f
Dominant. J_ J J ,J ‘] J J ol ,J
.L E i rllp i? 74 Tr; li A—{ lr fd -
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The following exercises are to be harmonizedin the accompany-

ing examination paper.

Relative Major.
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ADOLPH ROSENBECKER

THE HARMONIZING OF MELODIES

Having thoroughly mastered the preceding lessons and there-
by acquired a clear knowledge of the triads and their inversions,
the dominant seventh and its inversions and resolutions, and mod-
ulations to the nearly related keys, we shall now learnhow 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 %illm experience in using them in a very practical manner.

harmonizing melodies, use either root positionor the inver-
sions of the chords, as may be necessary to make a smooth and
melodious bass. This is of paramount importance.
. Be careful that a lower voice does not move to a note that is
higher than the note held by the voice above,in the preceding chord.
For examgle, analyze Illustration N? 1, and you will 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 applied 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 N? 1, the soprano in the second chord, &,
is lower than the alto, 4, in the preceding chord. This is called
the over-lapping of chords.

II1. No 1 _ . IIlI. N9 2
A B. A B
5 o - x5 -~ o )3 fa] Ty =
o 1S | g e
= J;v E 2 ‘# KY o —

The correct progressions of these two chords, as well as
the positions of the notes in the chordsare shown in Illustra-
tion N? 2.-

Copyright MCMVIII by 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
following table will help you to choose the chords with which to
harmonize your melodies.

Scale-step 1 2 3 4 5 6 7
N o R

S e R e —
Chords 1 A% I IV V'; VI Ve
IV I VI @I 1 IV VI

VI VI I V, II II

Use the chord which contains the scale-stepunder consideration.
‘When there is any choice, select that chord which conforms to the
rules given in these lessons. Avoid the progression V-IV; other-
wise almost any progression of chords is good.

In Illustration NO 4 is given a very simple melody. We know
that the first chord must be tonic, since the third scale-step .can
be harmonized by that chord, and also because it helpsto establish

I1. N? 4
49 gu# (9]
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the key. If an exercise begins on the dominant, the chord must
be on the wnaccenfed beat. In the second measure B, the second
scale-step, can be harmonized by either super-tonic or dominant.-We
may choose a dominant, because, as a foundation chord, it helps to
better define the tonality. Cf the fourth note,occursin 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, canbe harmon-
ized by either the sub-dominant, super-tonic or dominant 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 NO 5.

I11.N9 5
4 T .
P VLA D) 1 1| P2 |
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Notice the 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? 6 we give the same melody, using the in-
versions of the triads. This provides a more melodious bass.
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Still another form of harmonizing this melody is given in
Illustration INQ 7

e 7 | | {__1
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Here we used the chords which give us a modulation. Notice,
.in the second chord, that, after using the tonic in the beginning,
A is raised to Af, 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 N0 8 we have a melody in
F major.

Il1. No 8
| i
5 7 —+— j
I'd (& ) S SN =
1 S~ [ Q) !
o 1

. 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.
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In the above we have again used only the simplest form of
harmonization. We have used the tonic in the first two chords as
we could not very well have a D in 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 order
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 NQ 10 we commence with the domlnant chord
and introduce inversions of triads.
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In Illustration N? 11 we use triads and seventhsto give furthe;
variety.
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The following -melodies are to be harmonized inthe accompany-
ing examination paper.
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4. What suggestions are given you for harmonizing melodies?............ G543 3o, g o TR

L 9800000080000 000000e00csesssesstessssssessss stossseesoessosstsosetsssscescvsssssnnoccccsss

e R L R R I R T I IR A AP

5. Memorize the table given in Illustration No. 3, and write it on the staff below.........
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7. Write a simple soprano melody of four measures in G major............... e
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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.................. o s N L cawse saon o
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9. Write another harmonization of this melody, using as great a variety of chords as
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10. Write and harmonize a short minor melody of four measures.................. e B

11. Harmonize the melody given in Exercise No. 1.........ociiiiiiiiiinn.. .
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12. Harmonize the melody given in Exercise No. 2
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Harmony Lesson NO 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 wide skips are used, they should be
made during the repetition of a chord.

If, however, a skip of athird or fourth 1L e 1

. n i
occurs, as in Illustration N9 1,be care- % ==

ful not to write-concealed fifths, ( see ~ & T
Illustration N?¢ 2),. when you harmonize it. You can avoid
the fifths by contrary motion or by the use of inversions, as
in Illustration NO 3.

T
N

IIl. N° 2

\
\
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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 toniec, each chord
having two tones in common with it. See Illustration NO 4.

T No4 m m. e 5 F—g=B5
A‘O‘]

Y yvi 1 om Vo T IV
The super-tonic represents both sub-dominant and dominant sev-
enth, having two tones in common with 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 choose them effectively.

In Lesson N9 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 that any other
chord is out of place. The progression V-II is good because
the two chords are related, and it is practically a repetition of
the same chord, but the sub-dominant interferes with 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 N9 6.

Tl11.N°o 6
=
¢ | 1 !

Also do not approach or leave a unison by similar motion.
See Illustration NO 7.

1. No 7
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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 illustration from a part-song by Mendelssohn,

I1l. No 8 MENDEILSSOHN
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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 ruleisbroken,
the progression is from dominant to tonic. You must, however, ob-
serve the accepted rule until you have thoroughly mastered it.

Remember that similar motion towards a dissonance is un-
desirable.(See Lesson NO 39).When the dissonant note is not
heard,or prepared,in the previous chord, contrary motionis ne-
cessary. Compare A and B of Iustration N9 9.

I1.N° 9

Ay Bl_J
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We will now take a melody of eight bars,containing two music-
al phrases,or sentences, and harmonize it in different ways.

T11.N? 10
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Notice that Illustration N9 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 4 and D, the melodyis transposed
to the key of F minor. To begin the exercise we can usethe tonic
chord on # Notice how the melody comes to a stop atthe fourth
bar. In order to insure variety, it is well to have a half - cadence
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about the middle of the exercise. Many hymn-tunes and choralées

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:

IIl. No 11 /’___l\ /—_\
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INustration NQ 12 gives a little more variety on account of the.
‘addition of chords of the dominant seventh.
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The following melodies are to be harmonized in the accompany-
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ing examination paper.

Ex. No1
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. What are the two rules for writing melodies?..................c.ooieeiiieeaii o
2. How can you avoid concealed ffths>. .. ..ot

3. Upon what do you base your choice of chords?. ... ... ... .. .o il
4. Explain fully the relation of the chords of the scale to cach other................ ...
5. (a) Why is the progression V-IV not good?................. ... .. .................

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

............................................
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6. (a) Name two other progressions which are forbidden........................ .. .. ...
(b) THustrate. ......c.eiooines o 2048 Do s o s ety s el Worer R
1

a8

O

—o-):

Z

7. (a) Why is similar motion toward a dissonance not good?...........................
(b) What rule must be observed in this connection?. .. ... ... ... ... ... ... ...

8. Write a melody of four measures and harmonize it in two different ways. The first

time use the more common chords; the second, introduce as much variety as

you can. Review Lesson No. 43........cooiiviiiiiiiiiiiiariiiiinnasesanns
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10. Name the chords of the seventh used in Illustration No. 1@_giving the inversions which

are used of each. Locate the chords as “first in third measure,” “fourth

in second measure,” etc

................ ceerrereeas D I R I I I I PP teeeseeen
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12. Harmeonize the melody given in Exercise No. 2.......ccovvvvivuni ... 7 i o e
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13. Harmonize the melody given in Exercise No. 3.......c.oiviniiiinn ..
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AUXILIARY AND PASSING NOTES

In proceeding from one chord to another we have theretofore
made all voices of the chords of equal time value. This simultane-
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 without destroying their character,
and these give life and variety tc the rhythm. These foreign notes
are called Auxiliary and Passing Notes.

The Awxiliary Note is one which precedes or follows the chord
note at an interval of a second above or below, and then returns to
the original note. All seconds are discords, so the Auxiliary Note
will be a dissonant element in the chord in which it occurs. When
it lies above the chord note, it should be the next degree of
the scale.

A = * B
R - . 1 x|
20 | 1 1 1 T § [ 1 1 1

- In Illustration NO 1 A, observe that & and Cf (marked »)
‘are the Auxiliary Notes, and that they lie a whole step above the chord note.,.

| Copyright MCMVIIT by Siegel-Myers Correspondence School of Music.
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But if the Auxiliary lies below (as at B),it must be a half-
step lower unless the chord note is a major third; in that case
it can be either a half-step or a whole step. See Illustration N0Z2.

IIl. No 2 Notice here that we have the

pff == |Or == | tonic of A major and that C%
F_i:,gji (a major third) is the chord note.
, | Hence the Auxiliary Note may

e be either a whole step or a
=2 half-step lower.

Auxiliary Notes can be taken
in more than one voice providedthere remain two notes charact-

L )
p NA
5=

eristic of the harmony in the other voices.

In Illustration N9 3, we have 111, No 3 A B
Auxiliary Notes(at A) in the # B N Y
soprano and alto parts, while #E:g = ¥ ¢
both D and A4 in the bass and v

tenor voices remain station- - & 5

ary, keeping intact theDmajor \EZ2H—= i?ﬁ; f

chord. At B, the soprano and
- bass have the Auxiliary Notes,and 4 and & are held stationary
to preserve the character of the tonic chord. But if we add an-
other note in the bass of Illustration N© 2 B,the character of
the D chord is entirely changed, and instead we have the second
inversion of the dominant seventh on 4. See Illustration N9 4.
These notes are no Jonger con-
sidered Auxiliary Notes, but
become “passing chords’) which

were. mentioned in LessonN?37.
The other notes used,

IIl. No 4

which are foreign to their
chords, are called“Passing Notes.’
The Passing Note lies between two notes that are essential to the
karmony of the same or the following chord. Thus it may occur
Dbetween two notes of the same chord, as in IllustrationN® 5 A,
where € and Z are the tones of the C major chord,and 2 ly-
ing between them, is the Passing Note; or it may occur as at B

TR NN

Har. I.. No.50.



where Z belongs tothe chord IL.N°5 A ,]lg

of C,and G tothe G major || o o

chord, and Fis the Passing Note. o 5 . —O-—
The Passing Note, like the

Auxiliary Notemust be appoached = 8 S

and left diatomically. The only \|FEZ£ '

exception is that when the two

chord notes which it connects are a third apart, the Passing Note
may skip a third up or down, if it then returnsto the second chord
note. Study Illustrations Nos. 6 and 7.

Ill. No 6 Ill. No 7
Al

|
1 ‘L Lo [
e

Observe that the first and last notes of the melody are a third a-
part.

Be careful to keep in mind the difference between Auxiliary
and Passing Notes. The former always returnsto the original note,
as in Illustration N 8, while the latter progresses diatonically
from one note to the next, as seen in Illustration NO 9 ,serving to

II. No 8

#ﬁ i i OI‘JI T

v I I I I
IIl. No 9
' A or . i B___ - Ol‘-rp- o
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connect, as at A, different notes of the same chord,orasatB, two
netes 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. N¢ 10 GERMAN CHORALE
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The following exercises are to be harmonized inthe accompany-
ing examination paper. ‘
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. 'What 15 an auxiliary mOtePu. . e s v o st oains s s 0 ¥ sy 5o sy w5 vs s s wams e o
b

2. What is the value of auxiliary and passing notes?................iiiieiiiiiiiaiiinen,

3. (a) Is the auxiliary note a discord?.........couirininiiiiiiiiiiiiiiiiiiinenenenn.

(D) WRYT  com s sesnm s o s S o aTie s @i s e o s 15 s ooy s [Sesib ouaianpisnrase srsuersiaiassse

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................ G S
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6. Can auxiliary notes occur in more than one voice?..........covvirevrennenneanenneneans
7. (a) What would be the result if three auxiliary notes were used simultaneously?......
(D) THUSIEAE:. o wmss s v s we oumersem s A S S R SRR FaES e S E S

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



9. (a) Define a passing note

& 2"

o D

7
10. (a) What treatment must be given to both auxiliary and passing notes?...............
(b)) Can you Tell Why P s s s oz smes 5o a5 e s sse s 55005 0 5506 5 4055 5 2008 6% RH 68 Sk o < 056 8 4F 5 4 5

I
o D
12. (a) State the difference between a passing and an auxiliary note.....................
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13. Write and harmonize a two-measure soprano melody which contains one passing and
one auxiliary note

o)




4

14. Copy measures 3, 5, 8, 11 and 12 from Illustration No. 10, and indicate the passing and

auxiliary notes used. Mark the passing notes by a check (V) and the auxiliary

1N0tES DY @ CTOSS () v vie ettt e e e e
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15. Harmonize Exercise No. 1, introducing passing note. Notice in the first measure that

D and F in the bass are treated as passing NOteS..........c.ooviviuvuennnnnnnnnn

f)
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16. Harmonize Exercise No. 2, introducing auxiliary notes..............c.covievvenanna... 5

o) i

17. Harmonize Exercise No. 3, introducing both auxiliary and passing NOLES. .. oounrnnnnn...
||
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