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SUSPENSIONS

In the previous lesson you were told about twe kinds of foreign
notes which are used as an embellishment in music,namely Aux-
~ iliary and Passing Netes. There is still another form of embellish-

~ment besides these, which is called the Suspension.

The Suspension is a note retavned from the preceding chord,
whach s foreign to the chord in which it is used. Its name comes
from the fact that it holds in syspense the tone which - properly
belongs to the chord and which it has displaced. Thus, it is eb-
vious that the resolufion into the proper chord tone must follow
.immediately, and satisfy the demand of the ear for concord. It is
.also necessary that this retained note must occur in a voice that
. has diatonic progression so that the resolution may be onthe fol~
lowing scale-step.

The preparation of the Suspension consists in usmg that tone
in the previous chord which becomes the suspension in the next.
. Thus, the preparation, Suspension and resolution of anote must be

carefully written. ' *

In Illustration IN? 1 the second chord contains a Suspension,

since the note D, (held over from the previous chord) forms no

I No 1 part of the C major chord.The first chord,
[ — | 1 the first inversion of the dominant, con-
%—g‘—aﬁ—" tains the 2, which is the preparation of
D) r © the suspension, and the last chord has the

note ¢, which is its diatonic resolution.

: p = A comparison of Auxiliary and Passing
| notes and the Suspension shows an inter-
estmg distinction. These embellishments are alike in that they are
not harmonic and form discords; the difference between them lies

- in their preparation and resolution.

ND
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The Auxiliary note originates in the chord note and resclvesin it.

The Passing note occurs in passing from one note of a chord into
another of the same chord.

The Suspension is a note of the previous chord which is retained
to become foreign to the following chord and which finally re-
solves into a tone of that chord.

You can form a Suspension by delaying either the downward or
upward progression of a note. A downward resolution is given in
Tlustration N? 2. An example is found in Illustration NO 8 of a
suspended note proceeding upwards to a note of the chord.

Ill. N© 2 I1l. No 3
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It is not enough to have any note retained from the preceding
- chord. It must be one that is foreign to the following chord in or-
der to produce the effect of a Suspension. In other words, &« Sus-
pension cannot form a part of the chord over whichitis sustained.
In Tllustration NO 4 you will see that the note #, which is sus-
tained from the first chord into the second, forms as important
a part of the second chord as it does of the first, being the fifth
of the first chord, A-C#-Z, and the root of the second,EF-G§-B.The
essence of the Suspension is the discordant or restless feeling it
produces, and since the tied tone in Illustration N© 4 does not
give that effect, it cannot be considered a Suspension.
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The preparation of the Suspension must be in the same voice as
the Suspension itself. A violation of the rule is shown in Illustration N? 5.
Har. L. No. 51
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Observe that @, which is the dissonant note inthe second chord,
appears in the soprano, while in the previous chord it lies in the
tenor voice. Notice the rough, discordant effect (similar to the
cross-relation) produced by this disarrangement of parts. The cor-
rect way to secure a suspension is shown in Illustration NO 6,

IlI. No 6
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The Suspension should always occur on the accented part of the
measure, and the resolution on the unaccented beat. This rule has
. been followed in all the illustrations. If the suspended note be
tied to its note of preparation, in a large majority of cases the
preparatory tone is at least as long as that of the Suspension; it
may be longer, but it is not advisable to have it shorter. In this
way better rhythmic effect is gained. In Illustration NO7 you will

find an exception to this rule.
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Here you will observe that a suspended quarter note, (¢ ), 1is
prepared by an eighth note, (B). But this is because of the pecu-
liar effect Beethoven wished to produce. Such irregularities are
permissible when one has mastered the intricacies of composition,

but they are the exception to prove the rule for the student.
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No progression that 1is incorrect without the Suspension is mad
correct by t, since the suspended note is only a temporary sub
stitution for the harmonic note that follows it. Thus, paralle
octaves and fifths are not avoided by the use of the Suspension
The progression, 2 to ¢, in the soprano and altoin Illustration N9

1. No 8 ‘contains parallel octaves in spite of the susper.
_ sion, since they would occur without it, and
&5—F+ - is merely a temporary substitute. Similarly, th

E f o fifths in Illust-ra.— I].l. NO 9

tien NQ 9 at A; ﬁ A ___ | | B
are just as much H—e—Fo¢ g 1o
EA\EV 4 | = T < 1 | e 1 [ %)
y |

faulty progressions with the sus- —@
pension, as they are withoutitat B. ;

All Suspensions in the lesson and the accompaning examinatic
paper, are the interval of a ninth from the bass.

The following exercises are to be harmonized in the accompan
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 is a suspension? Give examples in the keys of D, F and G.
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2. Describe the preparation, suspension and resolution of the mote.............cooovivinni
3. How do you form a SUSPeNSION P.. .. uu. .ttt ittt iaaeircanen e

4, Give examples written in the kevs of G and E of an upward progression of the

5,

suspended note.
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Give an example of a note tied to the following chord which does not imply a suspension.

D]

S = =

Must the preparation of the suspension be in the same voice, or part with the suspen-

STOTI TSR soveaivmimess sihmmoness sl e s ST o G e o g v a8 SRS 4 3 A 4 45 W
On what part of the measure is the suspension usually placed?.........................
What is the rule regarding the length of the note of preparation?...................



10. How are the suspensions illustrated figured?. . ... ...t

11. Can a progression which is incorrect without a suspension be made correct by a suspen-

sion? Give two examples.

f)
-

| Fann

44

12. a. Harmonize Exercise No. 1. bh. Transpose it to B fAat major.
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13. Harmonize Exercise No. 2,
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14. Harmonize Exercise No. 3 in two different ways, using the chords already mastered.
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15. Harmonize Exercise No. 4.
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SUSPENSIONS (continued)

As stated in Lesson NQ 51, the Suspension treated so far is
that of the ninth to the eighth, the holding HIANQ 1 Py
over or sustaining of the note,producing a
ninth from the root,as in Mlustration N0 1. — — — o

As in all the chords treated so far the r
student will find in this chord again that it is used in many in-
versions. The chord as given in Lesson N? 51, has four mnotes,
giving us four positions of the chord.

You will now be given the different inversions of the chord.
First we have the third from the root in the bass. In inversions
of all chords we have exemplified, the student will remember that
the first inversion has the third in the bass. For instance, take the
common chord or triad; the original position is figured §; the
first inversion having the third in the bass is figured §. Again
in the chord of the dominant seventh, the third is in the bass
part of the first inversion, therefore the first inversion of the
suspended 9-8 chord is as shown in Illustration NO 2.

By examining this you will observe

1. NO 2 Nl .
] that the figuring is identical with that of
" i the chord of the seventh. Butyouwillnever
A mistake one chord for the other,if you will
,J carefully notice the chord of resolution. A
—f 14 7 followed by a 6, as shown in Illustra-
— = tion N© 2, must always show an inver-
3 - sion of a 9-8 Suspension. So we cannot

have a 5 form the bass in the chord, as the fifth in this case
forms no part of the chord over which the Suspension is sus-
tained. In order to illustrate this clearly, play over Illustra-

Copyright MCMVII by Siegel-Myers Correspondence School of Music
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tion N9 3, which contains a fifth from the bass note, and no-
tice how inharmonious and discordant it sounds.

1. Ne 3
D Z © Z
) [ /
— ) (@}

You will see at once the reason for the omission of the fifth.
Another way of marking the difference between the two chords
is this: in the first position of the chord of the sevenththe third

"from the root or bass note is always a major third,G -B(scale of (),
while in the first inversion of the suspended ninth,the student will
at once discover that the third from the bass is always a minor
third, E-@, (scale of C) as shown in Illustration N0 2. No chord
of the seventh can resolve on its own root. In the inversions of
this chord, the root or ground note is generally omitted, except
in the third inversion when it may often be used.

This Suspension can be used on all the degrees of the scale,
except the leading-note or seventh of the scale. It is very rarely
used on the mediant or third.

For the same reason as that given for the omission of the fifth
in the first inversion, the second inversion does not include a third.
See Illustration N©Q 4.

I, No 4 : Il. No 5
g t—nrl g |
DA I
| |= e
[ a— < o
y 7 r&\_f 2
6 = 72 F
5 4 4 -
2 -~

Har. L. No. b2
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Nor has the third inversion a sixth for the same reason. See Ii-
lustration NO 5. Now study over all these inversions andyon will
see that the note omitted has been the same one. In the first in-
version the fifth from the bass, /&; in the second, the third from
the bass, B; and in the third inversion, the sixthfrom the bass
B. Remember that the ninth is generally not less than nine notes
distant from the tonic, that is, it rarely occurs as a 2 to1. Com-
pare Illustrations Nos. 6 and 7.

IIl. No 6 I11. INO 7
B le—et L o /) "
hd [ b (&) 1] A I \ 1}
E i H o——1 —
% 1 = 1] \G | Zaill (l,
| 9 - 8 { 2 -1

The following examples will give you an idea of how these
Suspensions are treated by some of the great masters. The first
illustration is taken from Schubert, the master melodist.

1. No ‘ SCHUBERT
O | r—— :

I o

(o]

Bl

f@

Z_ b |V O B I | - b I
vV o o ['J : | i) !
98 ) [ ¥

You will notice at the star (x) the first position of the sus-
pended ninth, with B flat as the root.

In Hlustration NO 9, we shall have an example of the second
inversion of the suspended ninth, taken from Mendelssohn’s ora-
torio, “St Paul”



II1. N9o 9
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Observe also the different passing-notes, and the natural flo
of the part-writing.

The following exercises are to be harmonized in the accon
panying examination paper.

Ex.INo 1
: . o et
%@—P—r —] 1+
1 1 ) | i Y
/] 7 |4 16 I 1 H_l—a_’ti'_'}_:_—‘_
3 g 98 6 6 % 7
Ex.No 2
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5% HPrrs S e P toe
ANI P ] I l=f 1'—9 F 1 jl X
Ex. N9 3
] ! ! I |
E):A 1 T T g 1 ) :F
e = - 1.3 | 1 li 1 }}6 J
6 98 o BERlvE §
Ex. N° 4
L ] Justasg ] | [
S e
1 Iw =l 1 P 1
1 = a p - | )
= =8 1 I! il( 6 616 5'9}8 6 ;6 7 i U
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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. How many positions has the suspension 9 to 82....0 ... ... ... .. ...l

2. Give examples in two keys of the first inversion of the 9 to 8 chord.

)
e ‘H
ANV

X

.........................................................................................
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"
5. In the first inversion of the 9 to 8 chord, can a fifth be included? If not, give the reason

£Or 155 OIISSION.0u0 + 7 ossioe smiponsnse & 2508005 § § FHEHE 3 & 05 n arosmvs B .

1
R R I R I R I R R R LR

6. Is the root included in the inversions of this chord?. ... ... ... ... . 0. iiiiireninnnann

7. Give examples of the chord of the dominant seventh in D, and the suspension 9 to 8

in the same key.

9
7,

[ fan)
ARV

43

)

N

&  On how many degrees of the scale can this suspension be used?........................

). Does the second inversion include a 3d? If not, state the reason why..................



11. In what inversion is the sixth from the bass note omitted, and why?....................

12, Give examples of the third inversion of the 9 to 8 chord in the keys of E flat, F

and G.

1|
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13. Transpose illustration No. 8 into the keys of G and F, showing the suspended 9 to ¢

chord,

N>

)

%
N

e

o3

Rl O




4

14. Harmonize

Exercise No. 1.

[
e
ole

2

15. Harmonize

pensions.

the melody given in Exercise No. 2, bringing in some examples of sus-

>

—

16. Harmonize

Exercise No, 3.
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17. Harmonize

Exercise No. 4. ; !
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SUSPENSIONS (continued)

Besides the Suspension 9 to 8, we have the Suspension

4 to 3, asin Illustration NO 1.

=
2
o

(7]

QOGN
‘7 '

I

—T N

N

TIoh—
G119

4 - 3

You will observe that in this case the fourth from the
root is the dissonant note.

The following rule should be thoroughly mastered.

“Whenever two figures next to one another,suchas 9 - 8 ;
4-3,2-38, etc,, are found under the same bass note, the second
of the two being a consonance, the first of the twowill indicate
aSuspension, in the absence of positive proof to the contrary”

In the Suspensions illustrated so far, you find that is the rule,

- and the following illustrations (Nos.2 and 8) will further bear it
- out. g

Copyright MCMVIII by Siegel-Myers Correspondence Schocl of Music
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You will notice that in this chord we have only - three notes,
as the root is doubled. Therefore we have only  three positions for
the chord. One is already given in Illustration N? 1. The inver-
sions of the chord are shown in Illustrations Nos. 2 and 3.

I1. No 2 Ill. N¢ 3
5. .| |
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In the first inversion you will notice that the fifth from the
root is in the bass, while in the second inversion the - fourth
from the root is in the bass. You will also observe that. the
figure . which follows the dissonance is always the nearest one,

for instance, in Illustration NO 2, the 7 is followed by

as 4

;
a 6, while in Illustration NO 3, the 5 is followed by a 6.
That is explained by the resolution of the bass part: the F
goes to &, thereby making the € in the soprano part, be-
come a sixth from the bass.

These chords can be taken only on certain degrees of the
scale. The chord as seen in [llustration N 1, can be taken
on all degrees of the scale except the leading-note of either
major or minor, eand the super-tomic (or second degree) of the
minor scale. The student will readily see the reason for these

exceptions, since these chords are “active” and so therefore, they

do not create the feeling of repose necessary for a perfect suspension.
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These chords, as you will remember, although objectionable
~in their-original positions,x?vere available in the first inversion; -
so also is the last position of this chord as shown in Illus-
tration N? 3, which in the resolution produces the first inversion.

Like the chord of the seventh, a Suspension can have an or-

namental resolution. See Illustration INO 4.

I11. NO 4
7

@ 2] PaY

) l =

o3° s [ %]
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l

You will see that this is obtained by making the suspended

. note only half its proper length, and placing between it and

its note of resolution,a note of the chord taken by a step or leap.
Observe that this is the suspension 9 to 8.

Sometimes notes of shorter values are given, and are treated

as auxiliary notes, as is seen in Illustration N9 5.

1. NO 5

— |
e ‘Hr—;[”'
e ( ©

f

The Suspension seen in Illustration N9 2, can be taken in no
other chords but those of the dominant and sub-dominant.

Har. L. No. 53



The following well-known excerpt from Handel’s “Messiah”

will give the student an example of how the Suspensions are treated.
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You will observe that we have in this example illustrations of

the two Suspensions used so far, in their inverted positions.

The following exercises are to be harmonized in the ac-

companying examination paper.
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Ex. N0 1
1 o)
- e e —
=== = — < 11
7 SR B i i s oo =1t  — = P - 1
2 6 6 L 6 % 3 76 4 - 3
3 2
al
)X.qu
iﬁ L o o |
1 Ik | | PR = 1 | - M | i
T o T 771 =1 —3
1 7@ 1 e 11 i1
AL : == | 5 P T b | . B 5 | e | I
()] vk o
-,
Ex. No 3
i P ¥ 2B
Y
o~ . e m— B i S S S S T — | —1
. . < T 1 T I e N FR . . (D~ Gl |
T | i =t 1 =
6 4 -3 9-8 4-3 6 6 — 7
5 5 5 4 4-3
Ex. N? 4
F 1 T § 0 S i ——— p—
e e tp o]
4 1 - 1 I | 771661 ==
| L 38 97 6 g f 4 3



SIEGEL-MYERS

Correspondence School of Music
CHICAGO, ILL.

Examination Paper Harmony Lesson No. 53
INBIIE ..o o wcoronmibin sisstins 3 iiFinss B30I EB0.8 SEaTE & FIFAE 5 SR T 53 Class Letterand No...... ...........
DO I uice 5 = scasis i3 SHUSOISSE § HRTENN ot # arsse soif Sopaitincis & AR State............. Percentage........

Write name and number plainly

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
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1. What suspension other than the 9 to 8 do we use? Give examples in two keys.

2. In the suspension 4 to 3, which note from the root is the dissonant one?................

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

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

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



4. Tow many notes have we in the suspended chord 4 to 32.... ... T N RN o ||

........ o e X 7 W B T S0k b 3 -G S T o LY 2 S T T T Tt g pprns s e PR sy o

Give examples of the inversions of the 4 to 3 suspension in the keys oi D and F.
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7. Can these chords be taken on any degree of the scale?.............oivviiiniiiiiinanan

8. What are thelexceptions? - State the reason for theM o vucee s v vomes v s s vome s s e

T I T R I T T S R L LI T T T P P P I S

9. Give an example in two keys of an ornamental resolution to a suspension,
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10. Give examples in two keys of an ornamental resolution, when treated as auxiliary notes.

11
I u
O
y.d 1
1
11. Name the roots of the chords of the first five chords of Illustration No. 6, giving the
SATNE 11 tADUIAT TOTIML st o vttt s oseets e amsnessaroasssoesssssensesssesasanssssbssannsss

12. Harmomze Exercise No. 1.

{)

[ FanY
ARV

ra
bl O




4

13. Harmonize Exercise No. 2, introducing suspensions.
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14. Harmonize Exercise No. 3.
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15. Harmonize Exercise No. 4.
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THE CHORD OF THE DOMINANT NINTH

Bearing in mind that the chords used so far,have been formed
by placing thirds, either major or minor, above one another, we
shall now proceed to another chord. If we take the chord of the
dominant seventh, and add a third to it, we shall find at once,
that the upper note will be a ninth from the root. (See Illustration N9 D,
II. N9 1 Thus we have the chord of the Dominant Ninth. As in
F‘ﬂ the case of all dominant discords, the Dominant Ninth
I8 can be taken without preparation. You must not con-
T fuse this with the suspensions, studied in Lessons Nos.

D

z
Q‘C
A

51-53. In order to have a suspension, the note has tobe prepared.
You will remember that the chord of the dominant seventh was
the same in both major and minor keys; but if youwill consider
the scale-notes in the new chord (the Dominant Ninth), you will
find that the ninth above the root is the sixth of the scale, ¢ - 4
which is the relative minor of C, and it is evident that we shall
have in the major scale a major ninth, and in the minor scale a
minor ninth. We shall give examples in the 'keys of D major and

D minor.
CII1L.INO 2 1. No 3
e P
oL 1
*— b Q
T 1y S
¢ ~ )
L\l& g 3+ -Bg
L Feo il V' LN
| A Z h
| kol | 2
9 9
7 "
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As the chord contains a seventh, the rules governing its reso-
lution will remain the same.

By studying Ilustrations Nos.2 and 3, youwill observe that,
in this chord, we have five notes. Remember how anote is added
whenever we have a new chord. Dealing mostly with four-part mu-
sie, it will be necessary to omit one note, in the original position
of this chord.

In the first or root position the note omitted is genmerally the
Sifth of the chord, because the third and seventh are essential to the
chord in this position. The root is very seldom wused ot all when
not in the bass.

This chord, in its root position, is figured as 2 in a major
Ogr " in a minor key. You can cbserve this figuring in
Nlustrations Nos. 2 and 3. The natural or sharp underthe sev-

key, and

en, will depend upon whether the third from the root is flat or
natural. For example, the dominant ninth in D minor, with 4 as
the root, would be figured as % on account of the third from
A being C%, which must be raised. Comparing this chord with
that of the seventh, you will find that this chord differs from the
other in that it can resolve on its own root, and is very often used
in that way. When that is the case, the ninth resolves before the
rest of the chord, and thereby gives us the root or the first position
of the dominant seventh. See Illustration N? 4.

III. N¢ 4
| I
| |
1 1
¥ 4 = O
A\ED.J <y - 5
-
r—=
IL [ @ )
9 8
7 —

Observe that the first chord is that of the Dominant Ninth on
G, resolving ov its own root. After resolving, the chord becomes
the dominant seventh on G.
Har. L. No. 54
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Next we shall give an example of the Dominant Ninth re-
solving directly on the tenic.
1. NO 5

&

>
DﬂCb

NI, e\ \ R R
h oML

og

‘Yo db

‘1\:

) T

TR

Here we have the same chord with & as the root, resolving
to the tonic. In studying these resolutions, you will see that the
resolution of the seventh is exactly the same as in the chord of the
dominant seventh.

The ninth may either move up by a second or downbya seventh
to the third of the chord. When the minor scale is used,the upward
movement produces an augmented second in the melody.

We shall now give you bhoth forms of the resolution, in major
and minor keys. . No 6

h | F”7
e e e 1
”1
) | ' [’
¢ £
i — +
9
7
II1. No 7
S
e | =
V4 = Py —
D) r o
L))
ale | a4 — <
e 5
V2 1= > O
| | r
9
7



I11. No 8 II1. N9 9
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J—‘f

)

47 Wi
| WY

.«

_

i
IR
=

J
T—
"__w

] =
D,

TN _ﬂ)h_]m

= }DA‘F ql_:r
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In these illustrations, Nos.6 -9, you will find that the third
is the note omitted. The reason of this, as you see by the chord
that follows,is that it appears in the resolution of the ninth. The
proceeding of the ninth to the third of the chord, by dropping a
seventh, gives a very beautiful melodic figure. In the minor key
you will notice that it gives you the sixth and seventh of the
harmonic scale # to F§¥ only that you drop a seventh instead of
ascending a step.

The following exercises are to be harmonized in the accom-

panying examination paper.

Ex,. No 1 =
0 - —} - = = |
#Eflp — - P_‘—lj? — v
P ! =& — IT-} .l:d‘—‘l‘—?_—"ﬁ
9 8 9 6 7
7 - " 4 ¢

Observe that the D at the () is merely a passing-note.

Ex. NO 2
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6. Give examples in the keys of E and A, of the ninth resolving directly upon the Tonic.

o)

7. As the seventh is included in this chord, does its resolution differ from that of the

seventh when placed in the Dominant seventh chord?.........................ooee
8. 'Can the ninth resolve UDWATAT ... .ocn s b s sois s« sl o s e s s 7 i s & o oeri & & v &

9. If it is resolved upward one step in the Minor Scale, what kind of interval does it
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10. Write the Illustrations, Nos. 6, 7, 8 and 9, in the keys of D, G, D minor, and E minor.

N

|
|
|
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11. Harmonize Exercise No. 1, and write it in two ways.

[ FanY

iV
e

SR> (W

‘s‘g

12. Harmonize Exercise No. 2.

D>

A\AV4

\\.ﬁ

13. Take Exe&cise No. 3, and harmonize it in two different ways, giving the chords already
mastered.

NENN

oo

%S’L) &

D

= 1
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THE DOMINANT NINTH CHORD (continued)

Not only does the Ninth resolve on its own tonic, upward to the
third, and also downward by the leap of the seventh to the third,
as shown in Lesson N9 54, but sometimes we come across resolu-
tions of the Ninth to the fifth and the seventh of the same chord.

_These resolutions, however, are very rare.

Tllustrations Nos.1 and 2 give examples of these resolutions.

. No 1 III. N° 2
/B B g
%:?fﬁk g © 8

___,h_
¥
)
o

[ % ] K Q.

At TIllustration N2 1, you will see that the ninth from the root
resolves to the fifth, D to &: while at Illustration N 2,the ninth
descends to the seventh, by going from Bb to &, thereby making a
chord of the seventh.

Although these exceptional resolutions are occasionally used, it
will be better for the student to restrict himself tothe resolutions
on the rogt and third of the chord.

The major ninth on the dominant should not be placed below

the third or leading-note, because the ninth, when placed in that

Copyright MCMVIII by Siegel-Myers Correspondence School of Music
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position, is only a major second below the third, and when in that
_position it frequently sounds harsh. So, as a rule, place the ninth
above the third. :

But there is no rule without its exception, and so there is to
this rule a most important exception.

A dominant major ninth can aluays be placed immediately be-
low the t/m'd, provided that the ninth proceed at once to the root,

while the third remavns as part of ‘the next chord. See Illustration

Ne3. m. o3 |
o) L |y
o) 'éﬁ—-—[:i‘]——g;\:
bl
I'b\) r ”] 5
9
Z

You will see that in this illustration the ninth, 2, is a step
beneath the third, Z. But the ninth proceeds to its root €, and
the third remains as part of the next chord.

When a fifth is included in a chord of the Dominant Ninth and
is placed below the ninth, it must rise to the third of the tonic chord
in the resolution, or we shall have consecutive or f)arallel fifths.

In Illustrations Nos. 4 and 5, you will have examples illustrating

~this rule.
I11. N° 4 _ I11. N? 5
0 7

U a=—p o5
D) = ) hd
O o o1

Y [N ) Y <y

{9 il [V ()

[ %) VAR V) «
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In Tlustration NO 4, you notice the parallel fifths between the

soprano and tenor parts; while in Illustration N 5 the erroris cor-
“rected by the fifth of the first chord proceeding -upward to the
third of the tonic chord.

The interval of the ninth should not be approached by similar
motion, especially when it is in the extreme, or outside parts. See
1llustration N? 6.

Ill. No 6

+—— J
D) f' ’
2 7 F)

The inversions of this chord will now be presented to you for
study. Bear in mind that in the inversions the dominant,or gen-
erator, of the chord,is not present. So the first inverted chord be-
comes,as it were, a seventh upon the leading-note. See Illustration NO7.

III. N7 1f this chord were in the minor scale it would be writ-
Il. NO 8

| ten as seen in Illustration NO 8.

¢ 8  This chord in the minoris generally
7

2 p e |

Rl

known as the chord of the Dininished
Seventh as the interval from the lowest note,
. Bb, to the highest, 4b, is that of the diminished seventh. As this
chord is one of great importance, it will be studied at length
when we come to treat of chromatic discords. In this first inver-
sion, the ninth is now a seventh from the lowest note, and must
resolve accordingly, viz., by falling one degree. In this form it
cannot proceed upward to a third, as that note is present in the

chord. By analyzing Illustrations Nos.7 and 8, youwill observe



4
that B, the third from the deminant, is the lowest note, and that

it would be very incorrect to resolve the ninth, 4, upward in this
instance. So the natural resolution of the chord would beas shown
in Illustration NO 9.

Il N9 9

oo

You will observe also that the rule regarding the progression of
.the fifth from the dominant must be Strictly adhered to, in order
to avoid consecutive or parallel fifths.

The following exercises are to be harmonized inthe accompany-

ing examination paper.

Ex.N° 1
4l 1 L | 1 | i }
N .4 { 1 1 = 1 1 {
#un 7z =L 2 =2 T /) T I T 1 [ )
LN, =7 F o] d 4 7 4% 6! [} ‘l'i ‘l"
6 9 6 6! 5 6 v
Z 4‘? B 4 4
Ex.NO 2
i P | L 1 0 |
o T P P P H2H
= e e e e e
7 9 4 6 9 7
Ex. N? 3
L l R ﬂ—!
%{; —sEsm==s==r k1
- i i o — e oo g1l
D)
Ex.N? 4
" A e |
o e s e e —— =
——+1 = o—i
6 n 6 4 6 [
¥ § 4 3 9 n



SIEGEL-MYERS

Correspondence School of Music
CHICAGO, ILL.

Examination Paper Harmony Lesson No. 55
INRIDE 5 o0 6 i) e sy ALSISTS) i i SEAERTIaar Class Letterand No...... ...........
TOMI ...« osorecrase 5555 Sisto0: i BT § RN oS ¥ 5% BT State............. Percentage........

Write name and number plainly

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

1. Name some exceptional resolutions of the Dominant Ninth..........................
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N

3. Give examples in the keys of A minor and E minor of the ninth resolving to the seventh
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i
b
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....................................................................................
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5. When is it correct to have the ninth placed below the third?..................c.ooo...
6. Give an example in the keys of G and B flat of a ninth placed below the third..........

o)

I FanY
A\AV4

7. When the Dominant Ninth chord includes a fifth, and that fifth is placed below the

8. How should the interval of a ninth be approached?..............ccc.oiiiiiini ..
9. 1s the root or generator generally present in the inversion of the Dominant Ninth?....

10. Give examples of the first inversion of the Dominant Ninth in the kevs of (A) D,

(B) E, (C) B, and (E) 'G. . coiuesivssisppmnnngsisssssenmuyssssiisiisapamiansass

o)
A




/ 11. When this first inversion is in the minor scale what is the chord called?

13. Give examples in the keys of D and E flat of the first inversion of the Dominant

Ninth and its resolution

N>

14. Add Soprano, Alto and Tenor parts to Exercise No. 1

o)
A

[ Fan
A\IV.4

A 1

15. Add Soprano, Alto and Tenor parts to Exercise No. 2

o)

iV
e
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16. Harmonize Exercise No. 3.....ccvviivinnnn st 9, % BRI RS & B 8B eie 5 ¢ vt demvimete

3ZIN

o) —1

bt 1

17. Add Soprano, Alto and Tenor patts to FExercise NO. 4.....vureeenreneenenecaenoeanns
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THE DOMINANT NINTH CHORD (continued)

The second inversion of the Dominant Ninth has the fifth
from the root in the bass, as shown in Illustration NO 1.
I1.No 1 The third and fourth in- I11. No 3 I11. No 2

0 . T
%: >—{ versions are seen in Il- ﬁ
D . 4

lustrations Nos. 2 and 3. 2 3

7

=

oo o

Although their figures are identical with those used in fig-
uring the dominant seventh, they should never occasion any trou-

 ble to the student in finding the root.

Remember that when the dominant' (the generator of the
chord) is not included, the lowest note present in the chord would
be the root. For instance, in the first inversion of this chord the
root or generator is omitted, so the bass of the first inversion ac-
tually becomes the root. Sec in these inversions, while the & is
considered the generator, from which the chord is derived, the 7
is considered the root.

Hence, in these inversions,remembering that the smallest even
number shows the root of the chord,you will have no difficulty in
| distinguishing between these inversions, and those of the Dominant
Seventh.

Take the illustrations already given in this lesson: the 6 in

[llustration N 1, the 4 in Illustration N° 2, and thé 2 in Il-

Copyright MCMVII by Siegel-Myers Correspondence School of Music
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lustration NO 3, all indicate B as the root.

On account of the omission of the generator, the fifth of the
. first inversion, or the seventh in the original position, is allowed
to leap downwards a fourth to the tonic of the next chord, as in
Illustration N9 4, where the seventh from the generator, (or the
fifth from the bass of the first inversion) is shownmoving down-

wards to the tonic.

@

<O

1 >
P i

CO MR

You will understand that in the figuring of these chords,
as in those of the dominant seventh, where the figures are 4 and

4 a sixth from the bass note is also implied.

Like the chord of the dominant seventh, the chordof the Dom-
inant Ninth and its inversions can change their positions; and be
resolved in the position.in which they last appear.As an example,
take Illustration N© 5 in which the diminished seventh is used
in its various positions. The student will bear in mind that the
diminished seventh is practically the first inversion of the Dom-
inant Minor Ninth. So in this illustration we shall have the
different positions of the Dominant Minor Ninth, the reso-

lution being made from the position in which the chord last

appears.

Har. L. No. 56
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Nlustration NQ 6, will give you an example of some of the same
chords used in harmonizing a melody, and can serve as amodel in mak-
ing out some of the exercises in the examination paper.

Ill. N° 6
gt 1 ;uul;
e T e el

f : N~ R I B

Now let us take'the different inversions of the Ninth, in both

major and minor keys, and resolve each chord.

1. No 7
A B C D |
—+ ! e e
D 8 8 Z\F F:i" =
—1— |__d | a—d
Kol o J,_,_A . 2— L
a0 = ol )
7 = (% ) =1 = 4 ! 1# 72
e 1 1 ! X 1 | i
7 's 6 4 5 a - |
5 3 2 -

At A, you will see that the ninth and. seventh from the gener-
ator (but fifth and seventh from the bass note) descend one step.
The example at B gives us the same resolution, only the parts are
inverted. At C, notice that the 0, the sixth from thebassnote,leaps.
upward to the fifth of the tonic chord.

At D, the ninth which is in the bass, is resolved before the other

notes of the chord.
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In Illustration N? 8 you are given the chord of the Dominant

The following exercises are to be harmonizedinthe accompany-

Ex. N9 1

Il. N° 8

Minor Ninth in C minor.
ing examination paper.
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Ex.No 2
Ex.N©? 3
Ex. NO 4
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2. How do you distinguish between these inversions and those of the Dominant Seventh

...................................................
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3. When the generator is omitted, how is the seventh of the original position allowed to
procecd? Give an example in the key of A..... ... i i i

"

4. When the chord of the Dominant Ninth and its inversions change their positions, from
what -note are they 1esOlVed . vewmmsm soss i b umeems o s e @i ¥os § FrEpasss 15

S £

G\
D
V.4

1

6. Analyze Illustration No. 6, giving the root of each chord, writing the same in tabular
FOTATL, s i 8% 656 ARwRETR 5 4 5 5 § 4 WAREUPRED & 44 8§ SRNNRRESe 5 s Sebpmmugeoess oy ¢ x4 Simonoarie e s 3§ § v

...................................................... D U I I I S I I P

7. Werite the i mversxons of the Dommant Major Nmth in the key of D, resolving each chord

4]

[ o
A\RV 4




8. Transpose Illustration No. 5 into the keys of G sharp minor, and E flat minor......
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9. Write the inversions of the Dominant Minor Ninth in the key of E minor, resolving

€ACH ChOTd. ottt ittt e e e e e e
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10. Add Soprano, Alto and Tenor parts to Exercise No. 1, working out the exercise in

two ways.

4]

\:?

11.  Add Soprano, Alto and Tenor parts to Exercise

O

N0 P s v os ot msiiias 3 52 § FRECHTRE

I

Bl £in )

D)

o2
A D
Z_

12. Harmonize the melody given in Exercise No. 3

Note.—At the end of the second measure, be sure and place a chord in G as the bass.

QE;*D

N

13.

o)

Add Soprano, Alto and Tenor parts to Exercise No. 4

L

| Fam )
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THE APPLICATION OF CHORDS
IN HARMONIZING MELODIES

Before proceeding to any new chords, we shall take all the chords
‘studied so far, and give illustrations exempifying their use in the

‘harmonizing of melodies.
To begin, let us take the first part of our National Anthem, My

Country, 'tis of Thee!

II.N° 1

el N [ .fe e . o o
) | 1.}

1

gf) 1 1 | { N 1 1 i T 1
! [ ' ! ' F ‘- YI i 1
[ 3 35 1 1

[} 1 1

QL

Generally, this melody is harmonized in the way shown in Illus-
tration N? 2.

I11. No 2

L
o

Jid|l bl
S===i=2 *Jf

[
If you will analyze the chords in this illustration, you will find

that they are all common chords and their inversions.Observe that

T (e—
\]

the first and third measures have the same bass notes, although
the melody is different. You will also see that the tenor of
the first measure is identical with the melody of the third meas-
ure.

Copyright MCMVIII by Siegel-Myers Correspondence School of Music



You will remember how ‘passing-notes were used. So, by
adding passing notes to the bass in the third measure, you would
get a part such as is given in Illustration NO 3.

1. N° 3

= {
= T

0
7 SEESLAED | | R |
i 2 ) ] [ I

_—

You will see that the #§ and 2D are passing notes,and are given
according to the rule which calls for their approach by a step, and
their leaving of a note by a step, provided the note is not in the
chord.

Now, suppose that we add an entirely different bass to  this
melody, so that we can have the use of more chords.

I11. No 4
s | o
# O f 1 1 T 1\{ ! 1‘\{ } i { r
e n e Fie 4 =
D] P
)4 —1 _p:ﬂ:f_— ——+
e S e
T—& 11 = +— y =0
—r *

You will observe the natural flow of the bass; in reality, this bass
would make a good melody, and one that will be used later as
such. In order to realize all the harmonic effects of this setting,

we will fill in all the parts.

Il. No 5
£ e e e e e e e
; G [T

1|7t$

h__

9l L] d J
W:Ll—rﬂj_, gels D) lde
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You will see at once that this gives by far the most varied

harmonic treatment.
Passing notes are used in all the parts, and some of the chords

introduced in the later lessons are employed.
Now we will take the bass of Illustration N? 5 and use it as

a melody.
As the key in which it is found in this illustration would not

be advisable in using this as a melody, we shall transpose it into
the key of D, which gives us Illustration N¢ 6.

IIl. N° 6

) { . Py 5 hj_ i T ;
.j"/Li i B 1 lyl H{ =

You will remember that the best proof of the excellence of any

QH

part-writing is, how each part will stand out as a melody.

In harmonizing the above,be sure of your key-tonality. Let
the key be firmly fixed. So, in this case, the first as well as the
last chord, should be that of 2. The second chord could be either
that of the tonic, mediant, sub-mediant, or, perhaps, some chord
containing a discord. But bear in mind all the time,the natural,
easy, and melodic flow of the voices.

The simplest way of harmonizing Illustration N? 6, would be
as seen in Jllustration NO 7.

IIl. No 7
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All the chords in this illustration are common chords. Passing
notes are used once, in the fourth measure. By using the same
melody and bass, and varying the inner parts ( alto and tenor)
we shall have some freedom in the part-writing, as shown in Il-
lustration NO 8.

Ill. No 8
#

2l
Lk 01

3

—alh

The following melodies are to be harmonized in the accompany-
ing examination paper.

Ex.No1
po et l“[;!i ————
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Ex..No 2
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Ex.No 3
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1. Transpose Iilustration No, 2 into thekeysof Fand A ...... ... o,
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..........................................................................................
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..........................................................................................
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4. Name the chords used in the second, third and fourth measures of Illustration No. 5. ....

5. Give the reason why the key of D is used in Illustration No. 6, and not the key of G. .. ..
B PRy LT I S PRSP oy S e R SRR "
.......

6. Harmonize Exercise No. 1 in two ways—in the first, simply use common chords; in the

second use any of the chords illustrated in the previous lessons........................

0

[ FanY
A\AV.4




» g

7. Analyze in tabular form, the chords used in the second, fourth and fifth measures of

TSty ation: DEOL. [Blrmcrsmssrsmymoemini-msmastarsrst s s Mt Sm i e todm G P DD B b sy 7 D ivinisf

8. Harmonize BEXerciSe NO. 2 ..o veee so momonnssssiomsssensssssissasssssssesasssisssss

QJ%E ~

9. Write the chord of the Dominant Ninth, and its first inversion in the keys of A, D and

E flat—resolving eachichord. ......covviiii i st e e

&3
el D




o

o

&3
N O
.4

10,

o)

Harmonize Exercise No. 3, introducing passing.notes .............cooiiiuiiienienn..

1.

Harmonize Exercise No. 4—in two different ways

es

D)

yax
o b2

>

M

= — ——
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Harmony Lesson N¢ 58 DANIEL PROTHEROE

THE APPLICATION OF CHORDS
IN HARMONIZING MELODIES (continued)

As shown in Lesson NO 57, great variety of harmonic treat-
ment can be used in the harmonizing of melodies. The student
should exercise care in making use of all the different chords stud-
ied, in order that the chords may be mastered not only theoretical

ly, but also practically.
Now, let us take a very simple melody of eight measures con-

taining two sections, or phrases.

mowe:n
L | . /’—_—\

L
L4 | N | (AR ¢ =
ht 1 ;_d 1 1 Y i A 7]
> o e e ;;%F;; -

o

Notice that the first section of the melody ends on &,while the
second, being the final section,ends on Z#, the key-note. As stated
in Lesson N? 57, you should be careful to make your key-tonality
firm and clear.

In Illustration N? 1, the first chord should be that of #: the
second, having the &, would naturally be that of the dominant(C).
You could, in this case, use an inversion of the triad on €, or
harmonize it with the last inversion of the dominant seventh on
C as the root.

But, as we shall harmonize it first in the most simple way,
it will be better to confine ourselves to common chords and their
inversions.

The third chord can be that of # or A: then the fourth chord

can be that of 5.
Cepyright MCMVIII by Siegel-Myers Correspondence School of Music
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The phrase ending on the (, gives us the opportunityof mak-
ing a little excursion, as it were, into the dominant of the key. So
a modulation should be made in the third measure, in order to
end the first phrase in C; the second chord in the third meas-
ure being the bridge by which the modulation is effected.

In Illustration N© 2, you will see the chords used, which were

selected above.
I11. No 2

1
12
v

F;q;

>
o]

_ﬁ“___
R~ Q0L

4

i

| Wiy YA

:

The modulation into the dominant is made very clearly. These
occasional excursions into other territories lend variety and charm
to the music.

™ T 9

O TR
N

4
M 2

€y

e  mll
QL

-

Bl

The last four measures of Illustration N9 1, naturally belong
to the key of F, the original one; the fifth measure gives wus
the key-chord, and we are home once more.

So Illustration NO 3 will give us the harmony of the last four
measures.

Il NO 3

0 I

© | 0T,

_J g adddl

e,
o vy T

In Mlustration N? 4, you will observe that chords of the sev-
enth have been introduced, and the modulation to the dominant is
made at the same place as in the other illustrations. Observe, also,
that a modulation into the sub-dominant is effected in the fifth

measure.
Har. L. No. 58



Ill. N9 4
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Next we shall give some examples in whichwe fill in part of

TR

@

<

I

— |k

— K
oI

the melody as well as the harmony. For example let us take four
measures in the key of C,writing out the first and last measures,
as seen in Illustration NO 5 and leaving the third and fourth
measures incomplete.

IIl. No 5

o ——

HC eV, Fer

() [ T

; S =
iz

Now, in order to make a melody that will be smooth and flow-
ing, and one that will also bridge properly between the first and
last measures, we must be careful not to have unnecessary skips.
Illustrations Nos. 6 and 7 will give us two melodies, either of
which can be used in these two measures.

IIl. No 6 I1I. INo 7
0 = —+—1 ! 4! L
] =1 & Wq—p—r{.
- T—1 A ——
[} L T
%) ——— | - %) 'ﬁl? 2, I
- - ) : -
Z—eeui® e Z— :
| : T T T




So the illustrations completed would be as follows:

1. No 8
o T —t—t
D, i'—i_‘r_li’ = i|‘
- ; 1 o
: TP g e a s
_J : FRR | [l
III. N° 9
| |
1 e e T P
) LI — y T

i
i

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

Ex. No1
= =
5 S ==
u ﬁ <Y
Ex. N° 2
# . 1 [l l 4
# ) e R [ I i |
eeeeaEe==—rar-=s 5
[ I | T
Ex.N©° 3
H 1 | |
ii—x‘l 2 ] } + /) T’l‘ﬂ"? X
2 — i G— & — 11>  — — ©
bv I Z i ]
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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. Take the chords of Illustration No. 3, and introduce passing notes in the Bass part.(......

e

A
ye

2. Transpose Illustration No. 4 into the keys of A and B flat

.

)

[ £anY
A\ V.4

‘!‘@
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3. Name in Tabular formn the chords in Illustration No. 4. ... .. oo

§ RSSO § & S B SRREEE ¥ 8 8 % SR ¥ EE s & & SR £ 8 § 6 SRS o 6 s e B P T v
:

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

........................................ AR Sk AT e § ST § § SRR s S

4, As we only have two parts in Illustration No. §, fill in the Alto and Tenor parts in order

to complete thie MATIONY v r5 o0 mme s g ots o5 sowmniemmsn s s 58 8 5 SEEvErme 5 5 v o3 a8 3 B s o sy

o)

i £an Y
ARV

5. Complete Illustration No. 9 by filling in the Alto and Tenor parts.......................
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6. Complete Exercise No. 1, writing three different melodies in the second and third

measures, taking care they flow smoothly into the I of the last measure, and harmoniz-

ing each Setting. .....ovnenaian i 4 58 % GO 5 % 5 % § @ (savTORS

O

08
ARV

&)
el 3

7. Write the original position of the Dominant Seventh in the Keys of D, ¥ and G, and

TeSOIVE IH 11 EWO WAYS. ottt ittt et it ittt et e e e e




8.

9.

NZAIS

Gﬁ*b \,@

D

!

Complete Exercise No. 2 in two ways, writing a different melody each time in the second,

third and sixth measures, and harmonizing the same

NZ N

N

D

oo,

N

Harmonize Exercise No, 3

o)

fan Y

%3

K

J

N
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DANIEL PROTHEROE

THE APPLICATION OF CHORDS
IN HARMONIZING MELODIES (continued)

Heretofore, you have been taught how to use the chords in
pure part-writing, or the leading of the different voices, which is
the basis of all progression of parts. Now, in using these chords
for the piano, we are given a little more liberty, not in their treat-
ment as such, but in the skips and leaps made.

For example, let us take the following four chords.

II1. No 1

[l Q

17 4 [ @] 43
V.4 [ % ) 4y 4
[ 777N Py Py Pt

Uy >S4 & =

o pa i

- - -
c
I'. [ Q] [ ) [ %] [ %]

You will see at once, that all these chords are the same, be-
ing the common chord of C; they are all perfectly correct, and
can, as you know, be used in this way. But supposing we wish
to use these chords for the piano, there are several ways in
which we can, while using the same chords, vary the figure, or
the form of the chord.

So let us arrange these chords as seen in Illustration NO 2.

I11. No 2
e — —— 4 £ ;
ettt e e P
\}v4 < I & 2 < P LY bt T I X 1 1
()] - s ] ] T
- -~
r|a
hell O & )
7 [ ) <Y (%) (9 )
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By analyzing Illustration No 2, you will see that all the notes
used are the ones given in Illustration NO 1.

Sometimes the same chords are given more than once, as seen
in Ilustration N9 3.

Ill, No 3
R 1 | .
o= et e
{T’ 11
=30 ’-9- -

In Ilustration N¢ 4, you have an example of the same chords
given as quarter notes, but the same form of the chord is not re-

peated.
I, No 4 o 27 ]
S B 'é#
g 4&? r
- b=

Following these examples, let us take a series of different chords,
still keeping the melodic idea in view. Whether in instrumental or
vocal music, we should never lose sight of the necessity of making
the parts move melodiously and smoothly.

For example,let us take the following bass. See Illustration N9 5.

Ill. No 5

|

=) I
[ e Y I
—L Qs 77

H::

T

(S ]

T

Adding common chords to each of those noteswe havé the chords
seen in IHustration NO 6,

Ill. No 6
Yo
7.8
ra) Z <y
. =7 = 24 Pa
Z 8
o <
—5)5 Ve ) P L,)
7z S { [L’ % [Q)
T

Har. L. No. 59
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You will see at once, that this gives us smooth and interesting
_part-writing. ‘
Now we shall take this example, and arrange it for piano ac-
cording to the figures given in Illustrations Nos. 2, 3, and 4.
Tlustration N2 10 shows still another form with the same chords.

IIl. No 7

f =] i

37 T | o
e C Tt Y o

7 o7 v 8

) — & [ 7
)7~ 15 = 4~

7 1/ ! 2 Q)

K I

«
N
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T
iy

T
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b
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T
.
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As there was only a half note in the bass for each chord, we
were obliged, as you see, to double the time in the accompanying
right hand part.

By examining Illustration N? 7 very carefully you will find
that the upper voice, or part, gives us a fair melody.

Now, then, if we use this upper part as a melody, and write
an accompaniment to it, according to the examples already given,
we shall, by taking the figure given in Illustration N® 7 as a
model, have the following illustration.

IlI. N°o 11
Voi p ‘ :
owce or C F) - 12 5 <Y
Solo Instrument :% i H f
0 = it B 1
# ran ) o H L 4 [ .} [ % ]
L 7 1 ; T | - <>
B e
Piano
o) 2~ 2 = -
L 73 [ { {-’ [ %)
. |

Write out the following chords in the accompanying examina-
tion paper, using any two forms exemplified in the lesson.

Ex. N° 1
' LN 7 ARt I !
',c#(\ l 9 9 I F‘ 9 l |
i 11 i 1 —
[ I [
Ex. No 2
[#) 4 | 1
O 7 t I t |
ol CHTR LY 77 1 T ~1 T o -
7 5T f I — Z— 1
Py = 1 & & i
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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. Write out four chords in the key of F major on the same order as those shown at

THESHEARIOR: NG, Lvneneso:mamsessmomsesssimonimny s S0GH s HE8 b GG S B TR N R SRR EE
| Fom Y
ARV
&3
" O
V.4
2. Arrange the same chords according to the form shown in Illustration No. 2............
)’ 4
y .6
Fam)
DR
&)
o-):
j

3. Write four chords in the key of D major and arrange according to the four shown in

FHBSEEAtion. INOY, 3\ cecsrvmmerviesors ot /8o I oesss S e/ biaiogosogsrss wmugasaonns S 1onagari v s s pras s EUETIo g, 455

Iy
A
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4. Take the first eight meastires of the national song, “The Star Spangled Banner,” and

harmonize it with simple chords........... g ) 4 ormiasermereyiae 5§ A AR N SR -

QJHE*D

5. Take the same chords used in Question No. 4 and arrange them as an accompaniment,

according to Tllustration Wo. Biciatie sy siidiinmiaiid soneismsans vy yommsy ool is e .

’

>

1]

N

@Jé)*b N

N\

6. Add soprano, alto and tenor parts to Exercise No. 1....iiiiiiiiiiiiiniireinnninnnns é
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% Take the chords used in Question 6 and arrange them in any two of the forms ex-

plified in the lesson......... GO S 5 8RS B IO £ E 8 6 BESISOINE B {8 68 B STERE R U E 5 § 4 SRS .

NEIN

¢
o

@Jé§3 N

L-3°
Al D

8. Transpose Illustration No. 10 into the keys of D, E flat and F major........oouut.. ;

o3
A D
V.4

9. Write a series of chords in the keys of F and G major and arrange them in the same

[
e
ofo

e | N

forms as Illustrations Nos. 8 and O..vvviiiirinirinriirniernerernans e 5 8 o % i massanil

f)

o
| fanY

e

.4

&
o
ole




10. Add the three upper voices to Exercise No. 2

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

N fon)
A\
D)

N

11. Take the soprano of Question 10, place as a melody, and add the accompaniment, as

shown in Illustration No. 11

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

@

/)
6o
3]

:

12, Write a series of five chords in the key of A flat major and arrange them in the form

shown at Illustration No. 7

0

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

A

H £
A\RV

)
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THE APPLICATION OF CHORDS
IN HARMONIZING MELODIES (continued)

Besides using the forms of the chords illustrated in Lesson N059,
we find that we can use them as seen in Illustration N9 1,

. N° 1
A T P
¥ —~ ! 1 Ty
= =z >4
b= 3
& -
2 2Es=2

You will observe again that all these chords are simply those of
the Tonic, Sub-dominant, Super-tonic, Dominant and Tonic of the
scale of C. :

When used in this way they are called “Arpeggios? This would
prove an effective accompaniment to the melody given in Lesson
No 59.

You will bear in mind that these chords can be used in their
inversions as well.

So, now let us take some inverted chords, and apply the same
figures and forms to them.

I11. No 2
(s )
[Q ) [ Q)
o~ > P <>
\\V A e s O
D} = © —
[ o o
-")_: [ S 1 [Q ] [ % ) [ ]
6 6 6 6
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Now observe, that we have followed the rule given in previous
lessons, and have not doubled the bass note of a first inversion,
especially as the bass in this case is the third of the tonic triad.
So, taking these chords we can arrange them as follows:

Il. No 3
o fl " | 4 It l
N ,/ - N ; ;‘ ’1 ! l

£ y ) { y ) 1 {

e =E=ss=s
D) = &

==

O

O & W [ % ] [ N ] [ %) [ 7. )
L St

- - = o

By comparing this illustration with those in Lesson N 59, you
will find that all the figures used there can be applied to chords in
every position.

Following this statement, let us take eight measures of a bass,
and add common chords and their inversions to them,and then ar-
range the same as an accompaniment, bearing in mind = constantly
the natural melodic flow.

Il. No 4
| L JF I 1
O 1 | ) ik I 1 1 1 I
bl LI . Y N o IR | 1 1 1 z 1 1
'I \ [#] } ('1 ,LH bl — - 6{ { [ % ]
6 ¥ = 6 6 s 6
B 5
6 4 3

With chords added, we should have Illustration N? 5.

11. No 5
e ! } 7
v o 77 Z 1 z ) Y
(€ P B = T = & p= .
D 2 &t # O 5—p >4
D] .tg. 7 # B=fs & [ & S
| 1 | | )
" U ] 7 | T 1 )
y O ) — I —= T
7 17) e = z = (%)
6 8 i e 6 6 & 5
4 .3
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We will now take the upper part, or soprano, of Illustration

NO 5, as a melody for the voice, or solo instrument, and add an
accompaniment, according to the chords used in the illustration.

IIl. N0 6
. 1
Voice or ;%C - 7 7 ]
Solo Instrument [XP i =
e ] e M
G BerEa e R LR R e
o - - hy
Piano
= a =
.LL (’-l A=
1= i 14 o
o - = & ; F
[))
[ p—— o= ' .
S PINES ARELEPE S L e B e
SESS B R = e L et
\/ S 1

} [ %)
-~ % =

The student will easily recognize the fact that all these rules
apply as well to the minor scale, as they do to the major scale.

It would be well at this point, if the student will take any one
of these series of chords given, and construct his own melody.

Now, we shall take an illustration used in one of the previous
lessons, our National Anthem, “My Country, 'tis of Thee” and
see how the forms given in Lesson NO 59 and in this one, can be
applied to it. As the harmony used can be referred to by the stu-
dent we shall not repeat it here, but simply arrange it as a solo
and accompaniment.
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I11. Ne 7

A # 4 L Il : I I B

P ) 1 1 1 1 N1 i |

LS ) I 1 1 G
S : G _

My coun -try ’tis of thee, Sweet land of lib - er-ty
E3 — %
ha¥ O g VoY B
1 1P — F——
S i ——

It will be interesting and valuable for the student to analyze
some simple composition he may know, either instrumental or vocal,
from the material in this and the previous lessons. It is generally
easy to recognize the chords used, with a slight knowledge of the
form in which they occur for the piano, and such a knowledge of
the contents of the composition helps you to memorize and makes
you a better and more intelligent musician.

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

Ex. No 1
—o ) 2] },% J= 7 —— 1
Al St L { e [#] { [ Jr {" { < 1
T
6 6 6 6 l 6 g
Ex.No 2
| |
o)—~—1- e f 1 =t
Z bS] 1 [ od kS Wi
v T 1 1
) 6 6 5
3
Complete the following melody, and harmonize it.
Ex. N9 3
# ]
v i F i
ﬂi) L2 Z + i z H——H
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Examination Paper Harmony Lesson No. 60
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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. Write the chords of the Tonic, Sub-Dominant, Super-Tonic, Dominant and Tonic in

the scales of E flat and F major and arrange in “Arpeggio” form....................




2. Write the first inversion of the Tonic triad on D, and arrange it in four measures,

using the form shown in Illustration NO. 3.....eiiutiiit i iiiiiiiiia s

0
A
fan ¥
D)

3. Take the melody and harmony of Illustration No. 6 and arrange them in the forms

of accompaniment used in Illustrations Nos. 8 and 9 of Lesson 5%......ccvvuvunn.n

feS

-

i
5

;

4. Harmonize Exercise No. 2, by adding the three upper voices...........cooeuieneiennnnes

B
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5. At Illustration No. 7 you have the first four measures of “My Country, 'Tis of Thee.”

Complete the entire hymn in the same form, omitting the words.....................
h Tl
1l
11}
B )
o
)
A\1Y .
—e)°
i
11
1
. | ]
D]
B (]
1
1
) |
o
oY i
11
1
6. Add the three upper voices to Exercise No. 1........ p— $33 8380w S LTI

NEIS

A
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7. Take the same chords used in Exercise No. 1, and write them as melody and accotn-

paniment, according to. the form used in Illustration No. 6

po—===

3

b §
[ £, 1§ §
4

8 Complete the melody of Exercise No. 3 and harmonize it. In filling in the melody,
bear in mind that you are not confined to the rhythm of the other notes. You can use

three, four, or any number of notes equivalent to the time mark,

f
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DANIEL PROTHEROE

THE CHORD OF THE DOMINANT ELEVENTH

Proceeding once more to the building or the formationof chords,
you will remember that new chords were made by the addition of
a third above the upper note of the old chord. For instance,if we
start with the triad on &, placing a third above the ), which is
the upper note in the triad, we have the #, which gives us the
chord of the dominant seventh on G. See Illustration N© 1.

Placing another third above this chord again, we have the
dominant ninth as shown in Illustration NO 2.

. Ne 1 | Il N 2
¢ O "3 §—
(9] <«

T oy

So, if above the chord shown in Illustration N© 2 we should
place another third, we find that the new third will be at the dis-

tance of an eleventh from the root. Mhis new chord is called
the Chord of the Dominant Eleventh.

Ill. No 3
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You will see at once that the new note in the chord (the eleventh)
is the tonic (€) of the seale; therefore, that note will be the same
in major and minor keys; but if the chord includes a ninth, that
will be major or minor according to the key in which it is written,
as shown in Illustration NO 4.

I11. N° 4
P4 9 |!T
—] 2§ Notice that in these two chords, the
) O D} L
the ninth is the only note that is different,.
Hey——8— ity 48— as it is Ayin the first,and 4b in the second.

Do not forget, also, that the eleventh is the same scale note from
the root as the fourth, G- C.

The chords as shown in the illustrations given so far = contain
six notes; so in four-part writing, it will be necessary to omit
two of the notes.

As the Eleventh is a dissonant, and must resolve, generallydown-
ward by a step of a second, the #Aird is usually omitted, as that
is in accordance with the rules already given in previous lessons.

Either the fifth orminth of the chord is occasionally omitted, but
the seventh is generally present, although we have instances where
even the seventh is omitted; but in that case it is used inthe chord
of resolution.

Illustrations Nos. 5 and 6 will give examples of the chord
with the notes omitted.

Ill. No 5 III. NO 6
4 S
bv [ o \-au ©-
O o
_q.:.;“ _5[* (N}

Har. L. No. 61



3
In Ilustration NO 5 you will notice that the third and ninth are

omitted, while in Illustration N9 6 the third, seventh and ninth are

omitted.
As in all dominant discords, this chord also can be taken without

preparation, and may even occur at the interval of a fourth from its
generator or fundamental tone. This chord is sometimes figured as
11, but more often as 4, as you will understand that the eleventh is
a compound fourth. As it is the custom to place the largest number
at the top, anEleventh containing a ninth and seventhfromthe root,
would be figured as gz’

A very interesting point with regard to these higher dis-
cords is, that when they resolve on their own roots, they do
so gradually, going to the nearest discord, before finally resolv-
ing. You will see this exemplified in the different chords shown

in Ilustration N? 7.

.No 7
1. N A
= e =
'\ﬂl}g ~— 2 o -4
DR | r
d +oTd 4|
ﬁ_é /] P 5 I 5 )
: ==
9 9 9 8
7 - 7 i
'y 3 =

At A, you will notice that the first chord is that of the Dom-
inant Eleventh on &, the next is that of the ninth on &, the
third is the seventh on the same root, the last chord being the
tonic in the scale.

In this you will observe the gradual resolution of the discords.
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As in the ease of the dominant ninth, the chord of the eleventh
may resolve on its own root, and may do so by a step down to the
third from the root, or upward a step to the fifth of the same chord.
When used in the chord the ninth rises to the third; the eleventh
rises to the fifth.

The following illustration, taken from.the well-known hymn-tune,
“The Home-land} by Arthur Sullivan, will exemplify this point.

I11. No 8

0 b 4 — A

P rEfr|l
L

|-
-
i N1 .

i )
- Te
30T |4

i

You will observe that here we have IZhe eleventh, Zb, on the root
Bb, resolving upward to the fifth, #, while the ninth, C, moves up-
ward a step to the third of the next chord.

The following exercises are to be harmonized in the accompany-

ing examination paper.
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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. How are new chords made?. ...t it ittt et e

2. By placing a third above the upper note of the Dominant Ninth chord, what new chord
A0 YOU IR ss s v « wpmmmsroronraz ¥ 1 5 5w e § £ 5 88§ EIDREETT 55 566§ GHISIE B E ¥ 8 6§ e BIeE 66 6 8 S

3. Write out the chord of the Dominant Eleventh in the keys of D, E, F and G major......




4. Can the chord of the Dominant eleventh be taken without preparation?. ................
5. How does the chord differ in Major and Minor scales?.. ..........covvviiiiiiiiin e
6. In four-part writing how many of the notes are omitted? .............. ..o
7. How does the Eleventh resolve?. . ... ...ttt e
o vaniow L I I se e ss s e . Ses s s e es s
8. TIs the seventh sometimes omitted? If so, does it come in the next chord?...............

D I R R I R

9. Give examples in the keys of D, E flat, F and G Major of the Eleventh with the third
and ninth omitted, and also with the third, seventh and ninth omitted.

)
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&H
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o D

&é;*; N

10. Can the chord be taken without preparation? ........... s SRR 5 3 YA

11. Give one interesting point with regard to the resolutions of these higher discords........



12 Write Illustration No. 7 in three keys, taking your own choice of keys.
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13, Write the chord of the Dominaunt Eleventh in the keys of B flat and A major resoiving
cach chord in two ways.
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5. How does the chord differ in Major and Minor scales?.. ...........c.ceviinnn, SR

6. In four-part writing how many of the notes are omitted? ..............ooviiiiinen.,
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7. How does the Eleventh resolve?.. ... ccuuiieivoeesivansoeanssessrnrviseassessmnssonnsos

2
cesscesescssscssessscsscscses e

R I I I R R R N N I R I N A N NI N JC 0 I I AP AP SR AP SN Y

8. Is the seventh sometimes omitted? If so, does it come in the next chord?...............
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9. Give examples in the keys of D, E flat, F and G Major of the Eleventh with the third
and ninth omitted, and also with the third, seventh and ninth omitted.
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10. Can the chord be taken without preparation? .......... cebiee ninin v aniepe SR -
11. Give one interesting point with regard to the resolutions of these higher discords........
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12.  Write Illustration No. 7 in three keys, taking your own choice of keys.
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J3. Write the chord of the Dominant Eleventh in the keys of B flat and A major resoiving
cach chord in two ways.
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14, Analyze Illustration No. 8, in tabular form..........c.coiiiiiiiiiiionei it

.............. s ssessessvessbenERELRRIRNIIIRsETRROOORN L

cene
.......... R Ry e e R AR R R R s



4
15. Add Soprano, Alto and Tenor parts to Exercise No. 1.
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16. Add Soprano, Alto and Tenor parts to Exercise No. 2.
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17. Harmonize Exercise No. 3 in two different ways, including the chord of the Dominant
Eleventh,
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Harmony Lesson NO 62 . i

DANIEL PROTHEROE

THE CHORD OF THE DOMINANT ELEVENTH
AND ITS INVERSIONS

As there are six notes in the chord, you can readily see that
it is capable of five inversions, but the only one that is often used
is that of the second inversion.

You will find that the first inversion makes a very harsh di-
sonance, owing to the clashing of the eleventh against the third;soon
that account the use of this inversion is very rare. The following
will give you one of the rare examples in which this inversion
can be found. It is taken from a Fantasia in C Minor, by Carl
Phillip Emanuel Bach.

Il1. NO 1 C. P. E. BACH
) | A\
M ) N N
A LT O Y -
N7V D 4 koot
ANEV & 3 +
D) .F
D P [5} —__
Je 1V O & o s
I il
e - S— =

Observe that the chord is that of the first inversion of the
Eleventh, with # as the root. Notice how harsh the Al sounds
against the B>. The Eleventh, Bb, proceeds upwards one step to
the fifth of the next chord. The passage is in Bb major.

Copyright MCMVIIL by Siegel-Myers Correspondence School of Music
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As stated before,the second inversion is frequently used, and
the effect is strong and virile and devoid of the great harshness

felt in the first inversion.
Illustration N9 2 is taken from J. S. Bach’s Organ PreludeinE

T1.N° 2 J. S. BACH
. )
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In this chord (the first in the second measure) the root, fifth,
seventh, and eleventh are included.

The third inversion has the seventh in the bass, as shown ir

Illustration N? 3.

Il1. N° 3
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You will see at once that the chord resolves into that of the
last inversion of the seventh upon the same root.

The fourth inversion with the ninth in the bass is not used, bu
the effect of the last inversion with the eleventh in the bass I

strong. It is shown in Illustration N? 4.

Har. L. No. 62
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[ Notice that the eleventh descends one step to.
<7 the third of the next chord, which is, as you will
see, the first inversion of the dominant seventh

I No 4

o O
— X } upon the same root as that of thechord of the
Eleventh.
E &
2

The following two examples taken from the works of the mas-

ters will be interesting.

Ill. No 5 From “THE MESSIAH] HANDEL
yy—— S —
T 1 T
: #. 4 PN e %
SEe——— &
Ill. No 6 BACH

(Key of F minor)

As “The Messiah”of Handel is so very well known, it would be
well for the student to find out from which chorus in the work
Nustration NO 5 is taken.

The following illustrations will give easy examples of the use

f this chord.
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The following exercises are to be harmonized inthe accompany-
Ex.No 1

ing examination paper.
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INBIINE - 500 0mirer wrmsoinimsnsosimoosionass s scw Bimseiwiiess wsesiorendiis Srasi i w5 Bwiari Class LetterandNo...... ....... ...
T OG5 2005 oo s 313 61 B SEEE G RV A A5 & s s e e State........c... Percentage........

Write name and number plainly

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

\What inversion of the Dominant eleventh is the one most generally used?

Cseessses s e eesesessr e e eEstsNeIsatsRe Pes e

Explain the reason why the first inversion is not advisable, and give examples..........

4 1
hall |
V4

Give examples of the second inversion of the Dominant Eleventh chord in the keys of
E flat. 5, B flat and D major, resolving each chord.
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4, Give examples of the third inversion in the keys of F, B, A and E major, resolving eac!
chord.
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3. ‘Transpose the illustration (No. 5), taken from Handel’s Messiah in the keys of E flat an
1* major,
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6. Analyze Iustration No. 6 intabular form ... .. ... ... .. . e

7. Transpose Illustration No. 8 into the keys of B flat and G majors.
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8. Write the last inversion of the Dominant Eleventh chord in the keys of B flat, D, F and
E major, resolving each chord.
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Q.

10.

11,

I )

Add Soprano, Alto and Tenor parts to Exercise No. 1.
Add Soprano, Alto and Tenor parts to Exercise No. 2.

Add Soprano, Alto and Tenor parts to Exercise No. 3.
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Harmonize Exercise No. 4 in two ways.
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a esson NO 63
Harmony L DANIEL PROTHEROE

THE CHORD OF THE DOMINANT THIRTEENTH

If you will take the chord of the dominant eleventh, treated in
the two previous lessons, and place a third above the upper note,
you will have the chord of the Dominant Thirteenth. See Illustra-
tion No 1.

¥
Tl Ne 1 You can see, at once, that this completes our

—— dominant discords, because, by placing another

Q third above Illustration N© 1, you will find that the

dominant is repeated; so that will onlybe beginning
over again upon the same root.

. Observe that the thirteenth is the mediant, or the third de-
gree of the scale; and as the third is a distinguishing note in the
major and minor modes, there will naturally be a minor thirteenth
in the minor scale, and a major thirteenth in the major scale.

The minor chord is seen in Illustration NO 2.

L. J‘\I‘:Q @ Studying this chord, you will see that it con-
%g’b tains every note of the diatonic scale.

© e As most music is written in four-part harmony
Ehr— it is extremely rare that we find all the notes used.

Copyright MCMVIII by Siegel-Myers Correspondence School of Music
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The essential notes used in the chord are the - 700, third, sev-
enth,and thirteenth, as shown in Illustration N? 3.
11l. No 3 You will find that, while the seventh,ninth and
eleventh of this chord are all dissonant to the root,
yet the thirteenth, being a compound sixth, is, in
itself and in unison with the root, a concord. You
can easily see this by writing the triad on C. Here
we have C-F @, all consonants. So the G-E are
consonants.

Sometimes you will find this note prepared like a suspension, as
you will see it in the third measure of Illustration N© 4.

I11. N° 4 .

SN SR
a& ]f la I_L'] W77 l")
el Ll |
| I |7_|’1

65 ,
In this illustration, at the =, we have examples of the Dom- *

inant Thirteenth chord, the first and last being the major thir-
teenth, while the second is that of the minor thirteemth. Observe,
that in the first and .second examples of the chord. the thirteenth has
the appearance of a suspension, while at the third example there can
be no mistake made as to its being taken without preparation.

You will find that this chord is more frequently figuredas 6
than 13. But you can easily distinguish between the sixth of the
Thirteenth chord, and the first inversion of the triad, bythe treat-
ment of the two chords.

The chord of the Thirteenth may resolve either on its own genera-
tor, or upon a tonic or sub-mediant chord. The following resolutions
will illustrate this:

Har. L., No. 63
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At A, the thirteenth or £ resolves on its own root or genera-
tor; at B, it resolves to the tonic chord, while at C the resolu-
tion is to the sub-mediant.

As a rule, when the thirteenth resolves on its ownroot,it moves
one step to the fifth of that root. When resolving to the tonic or sub-
mediant it can descend a third to the tonic or it can remain as a
note of the next chord. As the thirteenth is a fifth above the ninth
of the chord, 4-Z, great care should be exercised in the resolution.
Should the ninth be included in the chord, you must be particularly
careful to avoid parallel fifths.

So many different ways of treating the seven notes of this
chord can be shown, that it will be easier for you to commence
with the simpler forms, giving those in general use. So letus begin
with the combination of the root, third and thirteenth. See Illus-
tration NO 6.

Ill. No 6 You will notice that in this the seventh is omit-
ted, making it appear identical with the chord of

o the sixth. This is the case if the seventh is includ-
— 5 ed when the thirteenth moves to the fifth, and

- also if the seventh is included in the dominant be-

fore the thirteenth is taken.

Ilustrations Nos. 7 and 8 will give examples of these two chords.
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Illustration N 7, which is taken from Sterndale Bennett’s
“GodIs A Spirit) has the seventh in the chord of resolution.

Illustration N? 8, taken from Mendelssohn’s well known “Hunt-
ing Song,” has the seventh in the chord preceding the thirteenth.

The following exercises are to be harmonized in the 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 is the last chord in the list of Dominant Discords?.........ccviiniiinnnnn.
2. What degree of the scale is the thirteenth?........ ...t it
3. If the chord were written in full, how many notes would it contain?..................
4. What are the essential notes used in this chord?......... ... .. . i i
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5. Give examples of the essential notes of the Dominant Thirteenth in the keys of A
and B flat major and D, G and F minors.

o)
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6. Transpose Illustration No. 4 into the keys of D, E and F major.
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7. Give examples of three different resolutions of the chord of the Thirteenth in the
keys of G and B.

4]

> q

3
.4
=~ 1
8. If the ninth be included in the chord, what error must you be careful to avoid?.......
9. What is the simplest form of this chord?........coviiiiiiiiiii it
10. How do you distinguish between this and the first inversion of the triad?..............

11. Add the three upper voices to Exercise No. 1, working out the exercise in two ways.
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12. Add the three upper voices to Exercise No. 2.
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14. Harmonize Exercise No. 3, using the Dominant Thirteenth chord as often as pdssible.
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Harmony Lesson NO 64 Composed and Edited by

DANIEL PROTHEROE

THE CHORD OF THE DOMINANT THIRTEENTH (continued)
AND ITS INVERSIONS

The student will recognize at once that the simplest form of this
chord, that of the root, third and thirteenth, is identical with that
of the first inversion of the triad on the mediant: in C major,G-B-E.
Now, in order to clearly understand the distinction between the two
chords, you must look to the chord which follows.

If the succeeding chord be the sub-mediant, or the first imwer-
ston of the sub-dominant, it s best to regard it as a mediant chord;
but if a chord containing a tomic or dominant harmony follows, ¢
will show you at once that the chord is that of the Dominant Thir-
teenth.

In this form of the chord the best note to double is the root

The two chords are exemplified in Illustrations Nos. 1 and 2.

I.N° 1 1. No 2
[ % ] 5 Hé P
a' © J ~ © il /o
o b=d o | Q ol o |©
=, == == B s e S
s . =
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In Tllustration N? 1, you will find that the chord undoubtedly
is that of the first inversion of the triad, with & as the root.

Copyright MCMVIII by Siegel-Myers Correspondence School of Music
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At A, the chord proceeds to the root position of the sub-mediant

while at B, it moves to the first inversion of the sub-dominant, with
A as the bass note. Illustration N 2 gives us, at A, a chord of
the Thirteenth followed by a tonic chord. At B, youwill observe
that the chord is followed by that of the dominant seventh on G.
The following example, taken from the great “Stabat Mater”
of Dvorak, . gives us a fine illustration of the strength of even the

simplest form of this chord.
Ill. N° 3 DVORAK

g L | :
D) < ﬁ ‘ : —i"
- |
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4 b
Notice that the thirteenth falls a third to the root Eb-C. As stated

¢

/",

ISt

in the previous lesson, the most commonly used form of this chord,
is that of the root, third, seventh and thirteenth. You will notice
that the seventh is added to the three notes already explained.

Be sure to bear in mind that the thirteenth should always be
placed above the seventh. See Illustration NO 4.

I1l. N° 4 III.N? 5
g Notice the effect of placingthe sev-
8 enth above the thirteenth, as seen in
= Tlustration NO 5. =F
7
9 Play this chord, and you will at

once see the wisdom of placing the thirteenth above the seventh.

As a rule, place the thirteenth as the highest note in the chord

Har.L. No. 64
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as in Illustration N9 4. In very rare cases you willfind exceptions

to this rule. In resolving this chord to a dominant harmony,the thir-
teenth falls to the fifth while the other notes remain stationary, as

exemplified in Illustration N? 6.
Ill. N° 6

el
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s
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Analyzing this, you will notice that the thirteenth, Bb, falls to
the fifth of the next chord, which is the dominant seventh on 2.

Illustration N© 7 shows the first inversion of the Thirteenth.

1. No 7
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You will see that the first inversion of this chord also resolves
into the dominant seventh, making,in Illustration N© 7, the chord
of the first inversion of the dominant seventh on G.

You will recall that the inversions of all chords so far given,
have been formed by using the different notes in the chord as the
lowest note in the inversions. This should be the case with thischord.
In Illustration N® 7 where the first inversion is given,thebass note
is B, the third from the root &. But when we cometo the second
inversion of this form of the chord, it is quite evident that there

can be none because there is no fifth in the chord.



Sometimes we come across the third inversion, as in Illustra-

tion NO 8. This inversion also resolves into a dominant chord, as

you will see that the third chord in this illustration is that of the

third inversion of the dominant seventh chord on &.

The following exercises are to

Ill. N? 8

ik

ing examination paper.
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be harmonized inthe accompany-
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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. Give the rule regarding the distinction between the simple form of the thirteenth and

the first inversion of the»&- BRI, o coderpivioresiafirie s midhoqaracd e 3 58 §omisisressd ¥ § 3 5 ¥ Wedaiad & 8

SR - § SRS 8 § SRS § SIS e e L 15 e e R T S et o
.................... ST TR R BRI S A G SRR ISR S e S SR e
2. What note is the best to double in this simple form?............ .. ... ... ... ... ... ..

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

3. Write Illustration No. 3 in the keys of D minor, F minor and F major.
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4. Which note of the chord should he placed the higher, the seventh or the thirtcenth?

e § ¥ SRR B e S 5 p a5 P T TR T o
S. When the chord resolves to a dominant harmony, how does the thirteenth move?. ... ..

6. Write the first inversion of the thirteenth in the keys of D. E and F major, resolving

cach chord.
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7. Give examples of the third inversion as shown in Illustration No. 8, in the keys of G,

A and B major.

NGNS

&  Add the three upper voices to Exercise No. 1, harmonizing it in two ways.
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9. Add the three upper voices to Exercise No. 2.

o)

A\AV.4

D)

10. Harmonize Exercise No. 3 in two ways.

o

11. Add the three upper voices to Exercise No. 4

o)
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H ony Lesson N© 65 Composed and Edited by

DANIEL PROTHEROE

THE CHORD OF THE DOMINANT THIRTEENTH (continued)

Since this chord is so elaborate, we shall treat it further in this

lesson.

In the previous lesson we learned that the most common and
useful form of this chord was the one which contained the root,
third, seventh and thirteenth. Some of the inversions were also
treated. In this form the last inversion is unavailable, as the
thirteenth lies below the seventh. See Illustration NO 1

n.N° 1 You will notice from this that the root of
f— — this chord is &, and that Z is the thirteenth,

%E;ﬁ” ©1 and / the seventh. It has already been stated
29 | | that the thirteenth should always be above the

) seventh; but as shown in Illustration N© 1, the

Z the thirteenth is below the seventh; from which

we see the reason why the last inversion of this chord is not gener-
ally used. Il. N9 2
Another form of the chord of the Thirteenth :;9 (\)

is that which contains the roof, third, fifth and thir- %\’ o
teenth as seen in Illustration NO 2. -

This chord is found very rarely. Inthis form (4}- :
you will notice that the rule which forbids the simultane- 5

ous use of a dissonance with its note of resolution,is disregarded.

The natural resolution of the thirteenth is one step downward to the
fifth of the chord on the same root, but in this case we have the
fifth (D) given in the chord. So this will make itcleartoyou why
the chord in this form is not recommended to be used. Sometimes

Copyright MCMVIII by Siegel-Myers Correspondence School of Music
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it is found with a minor thirteenth, and then not initsroot posi-

tion, but in the last inversion. See Illustration N° 3.
- II1 N° 3

(=

\3v4

= [: In analyzing this chord you will observe that the
s root is E, and therefore the thirteenth will be C.
e the illustration being in the key of A minor.

o
2 6
5

ot

Before leaving this chord let us demonstrateits possibilities for

enharmonic change. In earlier lessons the meaning of enharmonic
change was explained to you. So suffice it to say in review,that it
is simply a change of notation without change of sound. Bearing
this in mind, you will find that the minor thirteenthcanbe changed
enharmonically, therefore, into the augmented fifth. Thus, & - Eb
becomes G -Df.

So let us take the simplest form of the chord of the Thirteenth,
B-G-Eb,and treat it enharmonically. By so doing we shall have the
following three chords, with three different roots. See Illustration

"NO 4.

I1l. N° 4
A E minor Cmajor Ab,major
174 . 7o | A S| A )
PEha 4 1 P I 17 &Y%
E G e e
D)
B G Eb

In the first chord of Illustration N? 4, you havethe chord with
.the augmented fifth, & -2y, with :5. as the root. In the second,
-the chord appears as the original position of theThirteenthwith &
- as the root; and in the third chord, we have Eb as the root, and
. Cb as the minor thirteenth. It would be well for the student to

write the last chord out in full. In the following illustrations you
will be shown the different ways these three chords canbe treated.

Har. L. No. 65
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This illustration gives us the minor thir-

Ca I
2| teenth on &, but resolving into C major.
S
| IIl. No 6
II;H I b ©
Illustration NO 6 givesa modulation \[¢& - ——t A

from € (with the use of the same chord)
into F major.

)

2375
\ -7 (&

Ill. No 7
Iﬁ /1 S
c 18 Ilustration. N@ 7 modulates from C to G
% major. Taking the first chord of ITlustration N0 4,
= C— #>—txry Wweshall modulate from Cmajor to E major .in
f Ilustration N 8.
Ill, No 8
Using the same chord again we | Fgf = I = i
shall go from C to A major as A JM
shown in Illustration NQ 9. o ?Fﬂf'a s
et o
Il. N° 9
I
Ry = = [y
v | Next we shall use the last

)

Tl

.:;— fe chord in Illustration N0 4 and
o) # —
' I11. . IN¢ 10
'S0 S =
give two examples of its pro- D)) 4 r

gression into other chords.

AP

glbl d

| of

T R

|
ed

f



Ilustration N? 10 modulates into the key of Ab, while you will
find that Illustration N®11 passes into the key of Db.
LN I

|

be.

==

T

1
€3 17
\ =7

133

\av4

77
I
T
|

19

)

N3

J

L3
s

and the latter in the fifth chord.
This will give you a good variety of chords uponthe same bass

You will observe that in Il-
lustration N911 we have ex-
amples of the minor Thirteenth
and the majorThirteenth, the
first named in the first chord

note, and plenty of contrasts in the matter of chord-making should

be displayed in the harmonizing of melodies.

The following exercises are to be harmonized in the accompany-

ing examination paper.

Ex. 1
l- Vel
o —EH’P B S I B S 1
Z A % L ) ] O D i (e B 521 S § 1 L
. e e e e s
2 326635
3
Ex. 2
-4 — - o——1
PC el elp et A
(& I | SRS, SN . | O . L [ % ]
a T r11| ]||
Ex. 3
. T t 1 =t
1 l.gip i 11 (-
et et e St W L e ey
4 5 4 6 7 =
2 3 3 5 35
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Examination Paper Harmony Lesson No. 65
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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. What is the most common form of the Dominant Thirteenth Chord?

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

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

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

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

3. Give examples of this chord, in the keys of D and E major, containing the root,

third, fi'th and thirteenth.

0

& ”
¥ L i

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

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



6. Give examples of the last inversion of this form of the chord in the keys of ID minor.

E minor and F minor, and resolve each chord.

e

7. Define ar “Enharmonic Change.”



8. Write the chords shown in Illustration No. 4 in the keys of B and D major.

2 ]

I o

9. Write out the last chord shown in Tllustration No. 4 in full.

[ Fan Y
A\AV.4
D

o)

7 !

10. Transpose Illustrations Nos. 10 and 11 into the keys of D and E major, and state the

keys into which the modulation are made.

3



11. Add the three upper voices to Exercise No. 2, and write the exercise in two different
ways. Use the Thirteenth as oiten as you can.

{)

D)

o)
ol O
Z

L

12

Harmonize Exercise No. 2, introducing chords of the Thirteenth.

13. Add the three upper voices to Exercise No. 3.

>
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Composed and Edited b
Harmony Lesson NO 66 . i

DANIEL PROTHEROE

CHROMATIC CONCORDS AND DISCORDS

The student will bear in mind that, except in Lesson N@43, all the
chords treated have been dlatomc chords, and have been obtamed from
the notes of the scale.

As you are aware,no single chord can change a key, as shown in
.lessons on Modulation. You also remember that a chromatic chord does
not of necessity indicate a modulation. For example, let us take Illus-
trations Nos. 1 and 2, and compare them.

III. N 1 Ill. No 2 ¢
= 1 ! =
-t GEC RS o
g SHiaaE
4] ) 44
de| | | J |
Q ———— el < ray . 7 (8]
y 11— < =7 7772 —F5
e o i i S
[ f ] | A

In Tllustration N9 1 you will see that the first two chordsare those
of the tonicon C: the third is that of the seventh on ), whichwould seem
to indicate a modulation into the key of G, but the last two chords are
evidently in the scale of C, so that there is no modulation effected. Illus-
tration N? 2 gives us a modulation into the key of G. So the third
chord in Illustration NO 1 is a Chromatic Discord, whilein Illustration
NO 2 the same chord is used to effect a modulation.

Study the following example,taken from the well-known opera of
Verdi’s “Il Trovatore?

I11. No 3 VERDI

ﬁ:bqa:r:ﬁ;—p@ d—fypr
_ — 5t it

¥V — o
———

|
: f:f == —f—

[e——— e r LL tH —E:
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At the » you will observe that the £b looks as if we were going
to have a modulation there, but the succeeding chord is the domi-
nant seventh in the scale of Bb,the same key as that of thefirst chords,
which fact alone precludes the idea of a modulation.

Dr. Ebenezer Prout,in his book on Harmony, defines a Chromatic
chord as follows: ‘A Chromatic chord in a key is one which contains
one or more notes foreign to the signature of that key, but which indi-
cates mo modulation.” .

You will readily see that the definition is clear and concise by
referring to Ilustration N® 3. You will notice that the £ is the
only note foreign to the signature of Bb major, the other chords be-
ing the tonic, super-tonic and sub-mediant in the original key.

In the illustrations already given, the chord of the seventh was
used, but now we will give you examples of a Chromatic Concord.

A Chromatic Concord in both major and minor modesis formed
by using the super-tonic with lowered root and fifth. Thus in C
major the chord D-F-A becomesDb-F-Ab, and in C minor it is
the same, though here, the fifth of the chord (which is the sixth of
the scale), is already lowered. This chord is very effective and
sounds best in the first inversion. It is called the Neapolitan SixtF)
because it was first introduced by the Neapolitan school of com-
posers,of which Scarlatti was the head, in 1682.

As stated above, the best position of the chord is the first in-
version. The root position is also used, but the six-four is only
of use as a passing chord. The first inversion is preferred because
it emphasizes one of the principle tones of the scale, which is also
the only unaltered note of the chord. Always double this note if
possible.

In Illustration N 4, taken from Dr. G. A. Mac Farren’s orator-
io “John the Raptist? we see how effective this chord is.

I NO 4 B MAC FARREN
| é/-\J | J__ r:‘l‘! MACF.
= =i = >
g1 e o ! m
P e d 4 4 W 4 | d
T e SPFC 5 F
: e |- | v

1

In this illustration the Neapolitan Sixth chord is used at A, in
its best position, that of the first inversion; while at B we have the
root position. Notice the effect, as used both ways.

Har. L. No. 66
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lustration NO 5 shows you the Neapolitan =Sixth chord in D
minor, which is Eb-G-Bb. The example is taken from Mozart’s
“Requiem Mass”

H1N°5A MOZART
ooy o B ) S ] ) .
)] 1 = S ;L'E [ lll” T:
Jaled [ b))l
et L F 5
v 1 R 1 1 T 3 L JI

You will notice that here the chord has two resolutions. In the
passage at A, the progression is into another chromatic chord, while
at B it resolves into the dominant of D minor, the original key.

The resolution is generally to the dominant or tonic as in this
way unmelodic skips are avoided. It may be preceded by either
the sub-dominant, the sub-mediant or the dominant,and is frequent-
ly used in place of the dominant. It is figured b6 when in the
first inversion, and b5 if it occurs in root position.

I1l. No 6
b b ir_ When using the chord be careful to a-
J f LF void the cross-relation,as shown in Illustra -
b)_ /3 tion N? 6.Notice alsothe awkward skip (in the
_ » bass)of an augmented fourth, and the cross-
relation between alto and tenor parts.

Ilustration N 7 shows a good pro-
gression of the chord into the dominant from
ff its first inversion. The key of E minoris used

and the chord is #§-A4-C)in its first inver-
sion. :

Ilustration N¢ 8 shows youan extremely
— rare use of the six-four inversion, which is

especially effective in instrumental music.

Ill.N¢o 8 _ * HANDEL
— |
e—p ¥

L = el hifl} 1 Z

ol
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Illustration N¢ 8 is taken from the accompaniment of the sop-
rano aria, ‘Rejoice Greatly} in Handel’s Messiah. You will see
that the key is that of D minor; that £b is the loweredsecond de-
gree of the scale, and that the second inversion of the chord - Bb
Eb and G- is used.

Illustration N? 9 is taken from the overture to Weber’s “Der
Freischutz? Notice the Neapolitan Sixth at the .

Ex. No 9 WEBER
L T *
e —J— 12 :
2 I e, § 1
% Ao D I ZA b a1 1T T
T TS (17 Lg =
) r 'r' = |4 - & hU j«U
\
J o P
a2 82— 58 = 8§18
v r r - - P <Y Y [N ) S
S~——

The following exercises are to be worked out in the accompany-
ing examination paper.

Ex.No 1 .
| y P 1
e~ t ot 1+t ———F 34—t
A Lt E==E s aEET
b6 6 7 3
3 3
Ex. N9 2
s i i? = T = . | #l % 1 T
ST RSt R R S E e e
: 7 J A~ S S S S — . S —
1 4 #e 6 6 6 6
o g 4 4 4 3 6
% 3 3 3 3
Ex. N9 3
(s ) —1=F )‘1_:_ t— -1———0-# ! i l J[I ’ H
T 7’:‘ l - = T T t T
Ex.N° 4

4 4 | } | .
) = s e | e 1 | 3 R ) (e O ¢
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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.

(b) Give examples of the double use of the chromatic chord in the keys of D and

B B A0  caracn v o o ¢ 5 ovanigmmsiions 56 & § § v issons 5 5 £ 6 .3 BOANID % o ' ' (viSImior 508 4 8 & 8 SYBHSASININL N % & &8 4

2. Analyze the chords in Tllustration No. 3, writing them in tabular form..............

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

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

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



......... B R R R U R )
...................... tsessssassssssesens teesssesseasssesseresentsesstrstssssaassenane
......... B R I I LRI R R R R I I I R

4. Give examples of the Neapolitan sixth, in its best position, in the keys of D and E

major, and Fand G millior: « s s oo s 6 bsmciinime vae s sommmmbos e i 6 b @Hem S8 5§ 3§ SEEESS 8 3

:
:gé=====

5. (a) What is the best note to double in the Neapolitan sixth?...................... i

(b) Give two reasons for this.........covviieiiiiniiiiiiiiiiiiiiiiiiiiaaeeees

6000000000 00000000°000000000000000000000000000°000000000000009000000c0c00s00ro0PObROsRROLS
ces e

6006000000800 008806e00000000000oessstosscsstonsssesssoescscsccsocscsccsssacsooccsscscosnscoccs

eesececsane sssessssscsssacse ecseeccesscssstssstessestssteresstesseesesseseses0REBROCOssO



7. Write four measures in the key of C major, introducing the Neapolitan sixth..........

{)

[ Fan.

................ sssesescacs
........ cesense . R I R R R R I AR
................................... DRI esscscssan esescscssessesscsscscccscnes
.................. 46 400000000000 0000000080808 s ca00c0csse00s0sssesatsrseercc0stoe0s0oss o0
.............. 4 8 8 408000000880 L et e 080000000000 00080000000008 sstscscssessas o0t 0000O0OVOS
......................... B R R R R
.................................. R I I I I L R LR R R
®seseesss et et sssssssasaseenn D I R ev e D R R RN ..
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9. Add the three upper voices to Exercise No. 1, working it out in two different ways....

ya X

il O

%3*3 N

10. Add the three upper voices to Exercise NO. 2. . vuiiiiirirreeiniuneennoneneennnneens

o

It H

Z
il —1

11. Harmonize Exercise No. 3, introducing the Neapolitan sixth in the third measure.

eI

\\ ;D

12. Harmonize Exercise No. 4, using the Neapolitan sixth and the dominant thirteenth

wherever possible ......ciiiiiiiiiiiiinn. Sloa s b espaS et e sl ShalEireniuan s 5 § 38 WAl AIReE 5
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Harmony Lesson N0 67 SER RS B

DANIEL PROTHEROE

CHROMATIC CONCORDS AND DISCORDS (continued)

In the previous lesson we gave illustrations of the use of one
.Chromatic Concord, and also some Discords. Let us nowtreat some
.additional discords. The first will be that of the Super-fomic Seventh. See
1llustration N 1. You will observe that the chord isthe dominant

()
: 1. A 1 seventh of the dominant key. You - Tk NL? 2

1 12
B 1
L4’ J

will also find that thethird of the

(%)
(20 Y

\\iva Y
o

<%

chord is altered chromaticallyin the

| minoraswell as in the major, as

;

seen in Illustration N? 2.

In the resolution the third of the degree of this chord must either.
rise or fall a semitone. In case it rises,the following chord should be
that of the tonic; but in case if falls, the sub-dominant of the scale
must form a part of the chord. The two resolutions are shown in
Illustrations Nos. 3 and 4.

=
Z
w
=)

1. N° 4

.
i 43 [ @] j [ % ] Pa s L

[ £an ) e 13 | P
b\} V.4 ¥ & W — ANIVA ¢ N ) ek N ) e
o T O " =
° - o - -

oy o
0 - [ @) O e

2 el 2 =l [ % ]

)

By analyzing the intervals of this chord you will see that the
.seventh of this chord is the tonic of the scale, and more liberty is

given in its progression, than is given to the seventh of the

Copyright MCMIX by Siegel-Myers Correspondence School of Music
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dominant seventh. The following resolutions of this seventh are al-

lowed. III. N® 5
|

]
‘i

CL_

.
2 7 — l &=
“

|-
r f/rf'rfr

The inversions will be found the same as in the dominant seventh,

mgs%

‘-ﬂru__

with the added chromatic note, of course, and they are figured accord-
ingly. In order to show further how the resolutions givenaboveareused,
the following illustrations, taken from the masters, will serve as excel-

lent examples. Illustration NO 6 is from Mendelssohn’s “Lauda Sion”

I11. N° 6 JMENDELSSOH'N
|

, D -
S A A A~ - g° E
Ny ol £l e | < < < * —d
[ o "% < "‘3 e 2
s

":n N 1 }
Z S | T 1 i i T

) ) | 5y ©O- W ] ke

+hd o fo e

In the second chord of the first measure there is an example of
a chromatic concord; in the second measure we find the chromatic
discord on the super tonic, with the seventh remaining stationary in
the chord of resolution. The latter is a chromatic concord on the
sub-dominant in the first inversion. The next illustration is from
the Eighth Symphony of Beethoven. It shows an example of the

seventh rising one degree to the fifth of the succeeding chord.

I1l. No 7 BEETHOVEN
) == .
[ (an YA Y92 1 e I
\} . P 7d - Yol 9N s I [ I ] - p) W~
b e~ s h’r : Bl R 2 7 M= &
) : Y. v e
: - -
s
&) ) VO
e £18 P
l LS — - PN “
o o
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The chord of the super-tonic seventh on D is used as vousee in

the second measure. Observe how the seventh,C, goesto the note 2,
which is the fifth of the chord of the dominant seventh on &.

The following illustration, taken from one of Haydn’s works

.gives us an example of the seventh going to the third frem the root

.of the next chord, which is a Super-tonic seventh in Bb major.

Ill No 8 & HAYDN
L | | | } ! ‘I\:.I\
(e E ; =
- [FIT]
e J 4 ild )
e 4w}
ViV, I, IOTYY

As stated before, the inversions are worked out in the same or-
.der in this chromatic seventh as they were in the dominant seventh.
Mlustration N? 9 gives an example of the first inversion; and

.this again shows you how freely the seventh can move in its reso-

Jution.
III.N© 9 BACH
; | T - i ]
A C = li’_a,":ittgj:i:j
LT rT
o3 }l W‘L\W%E;;bu——J—J:.E
StEmmias s == ]

| l
In this you will notice that the € of the seconrd chord, which
is the seventh of the root (D), leaps a fourth to the root of the
next chord.
[lustration N? 10 shows a short transition to E major in the
second measure, and the second inversion of the super-tonic sev-

enth in the fourth measure.
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Illustration N? 11 is an example of the third and last inversion

of the super-tonic seventh, in the key of E minor.

Il. N° 11
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This last inversion you will find at the chord marked with a

star, =.

The following exercises are to be harmonized in the accompany-

ing examination paper.

Ex.No 1
O ] 1) = T X 7 2 7 (7 E— —
(W &) 1 1 1 7 | o 1 1 727 1 i (&) { i 1 1
VAR - (7] f 1 i U8 T 1 i (9 1 3 1 1 1 1 [ % ] 1
L) IG I4 16 1 = 1 l"I[ '6 ] 1 1 61 11
6
3
Ex. N9 2
Py | =¥ 1 1
j;zgf n=a 7= 1 = =) 1 )
O e 7 1 1 | ok [#] 1 4 | 1 1 1 [ & M. |
W AR ) 1 1§ 1 1 | I ] > 1 1 =l (2] =l | |
== 1L L 1 1 } 274 { 1 b7 (8 f A 1)
6 6 #6 6 # 7 b 6 b
$4 4 43 # 5 #
3 3
Ex.N? 3
1L | | Ll [
=y o R | { IL Ai lr } 3 ) ] BV [ ) ¢ ﬁ
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6 T T T A= T T I T
Ex.N° 4
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
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Write the chord of the super-tonic seventh in the keys of D, E and F in both major and
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3. Give examples of the two resolutions of this third in the key of D major

[ £an )
Av.A

D)

o):

4 1l

4. In what way does the resolution of the seventh of the super-tonic seventh chord differ

from the resolution of the seventh of the dominant seventh chord?

R R

5. Write the inversions of the chord of the super-tonic seventh in the keys of A and B
major.

| Fan Y
A\A V.4

—e )
V.4

=

6. Transpose Illustration No. 9 into the keys of E  and F major....

B>

/A0
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e



7. Analyze, in tabular form, the chords in the last four measures in Illustration No. 7.

.............. D I I e R I T,
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10. Add the three upper voices to Exercise NoO. 2. . o.uiiitiiiniiiiiiiinennnranneannennn
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11. Harmonize Exercise No. 3, introducing chromatic chords................covvverennnn

12. Harmonize Exercise NO: uiisiis s s ansosmusinges s asmsanises o6 b evisamsmsi 555 §swamess
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Harmony Lesson NO 68 Composed and Edited by

DANIEL PROTHEROE
THE APPLICATION OF CHORDS IN THE
ACCOMPANYING OF MELODIES

In order to know how to apply the chords mastered in a practical
way, we shall again take up the matter of arranging the chords as writ-
ten for the piano.

The subject was introduced with the simpler chords, as you will re-
~member, in Lessons Nos.59 and 60, which you should review. Now, in
order to further exemplify and enlarge upon the subject, we shall take
some of the new chords we have learned in the preceding lessons, and
arrange them in a variety of new forms which are available for piano
composition. Let us take Illustration N? 1 as our first example.

. No1
0
h” A
t—n 8 " S 82 B
bo. |44 J
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You will observe that we have used two new chords, viz.,the Neapoli-
tan Sixth and the dominant ninth, as well as the common chords and
the dominant seventh.

Following are several different arrangements of these chords.

[lustration NO 2 is in waltz time, which is undoubtedly familiar
to you.
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Nlustration N? 3 is one variety of the “arpeggio”form. Another
way of writing this was shown you in Lesson N° 60.
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Illustration N? 4 is still another development of the same idea.
Notice that this form is more fluent than the previous one.
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You will notice in all these illustrations, that the strict rules of
part-writing have been observed, as regards the doubling of notes.
If, for example, you were to place an 4 in the third measure of Il-
lustration N9 2, doubling the bass note, you would quickly see the
weakness and ineffectiveness of the chord in that form. Remember
to observe the rules for doubling notes in the inversion of the chords,
when you arrange them for the piano.

' Illustration N2 5 gives a little different rhythm with the same
notes.

I1l. No 5
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In Illustration N 6 you will notice a syncopation at the second
beat in each measure, which adds a little piquancy to the effect of

the rhythm.
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For the next example we shall take the upper part of Illus-
tration N? 1 and, with a change or two, arrange it as it should be
written for a solo with piano accompaniment.
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One or more of the forms given in this lesson and thetwo pre-
vious ones on the same subject, are probably familiar to you, as
you have found them in songs or other compositions. You have seen
how chords are transformed into composition and, conversely, have
seen how compositions are made; i. e., what chords areused in their
construction. This is called analysis of music,and to be able to
do this will add greatly to your enjoyment and appreciationof mu-
sic, and help you to memorize at the same time. in short, it will
make you a better musician. Try to analyze -any simple music
you know, and you will be surprised to see how easy this:an-
alysis is for you, and how it helps you more than ever before. to
enjoy and understand that music.

The following exercises are to be harmonized in the accompany-
ing examination paper.
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1. Analyze the chords in Illustration No. 1, writing them in tabular form..................

2. Write the following chords in the key of A major, using Illustration No. 1 as a model:
Tonic; Dominant Seventh; Sub-Mediant; Neapolitan Sixth; Super-Tonic Sev-
enth; Dominant Thirteenth; Dominant Seventh, and Tonic.

3. Arrange the chords used in the answer to Question No. 2 according to Illustrations
Nos: 2! anid) v s 55 ssnmmmmeas § 5 55 50R0H000 § § 50 RORPEIE ¢ 8 § SIRPBONRERS § 85 T —_—
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4. Take the upper part of the chords in Question No. 2 and arrange as a melody for voice
or solo instrument with accompaniments for the piano or organ, as shown in

IMustration: NO: Fuewewessss sswmmasms
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5. Write the different positions of the Dominant ninth in the key of E , resolving each
chord suamssmens s swmmaaasyes se sieisie
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®. Harmonize Exercises Nos. 1, 2 and 3 in the form shown in IMlustration No. 1, making

the harmonies as interesting and as musical as possible.....cccevucenennns IR
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7. Arrange Exercise No. 1 with the accompaniment form of Illustration No. 2, chang-

ing the whole notes to dotted half notes to suit the waltz rhythm.........c..cu0e..
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8. Arrange an accompaniment for Exercise No. 2 according to Illustration No. 3......
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9. Write an accompaniment for Exercise No. 3 according to Illustration No. 5
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0 69
Harmony Lesson NO 6 DANIEL PROTHEROE

MUSICAL ANALYSIS

In Lesson NO 68 the subject of Analysis of music was touched upon, and an
.explanation of its meaning was given you. In this lesson we are to analyze a
composition for piano,and see just what chords are used in its construction.

A careful examination of the first three measures of the bass cleff (or left
hand part) shows that the I of D minor, or D-F-4, is used in eachone inar-
peggioform. The 4th measure contains the IV of that key, or G-Bb-D. The 5th
measure has two chords, 12 and Vr,and in the 6th measure is the expected resolu-
tion to the I. These chords are the harmonic foundation on which the melody is
built, and are the only thing we are to consider in the analysis.

Now examine the upper, or right hand part. This evidently carries the melo-
dy of the composition. Notice that all the melody-notes agree with the notes
of the chords in these six measures, except 4 in the fourth. This is tobe re-
garded as a passing-note. A number of these passing-notes are usedin the com-
position but they do not disturb the underlying harmonic foundation,

In writing out the analysis on the accompanying examination paper,you are
to_express the chords in a simplified form, using them in the customary four-
part arrangement. Under each chord is written its Roman numeral, I, IV, V, etc.
To facilitate writing, you can change the rhythm to Common or ﬁ time, by re-
garding each group in the original as a triplet. The first six measuresare ex-
pressed in simplified form in Illustration N?Q 1, the chords alonejnot the melody
being considered.
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There are frequent modulations in the middle section, measures 19 to 32, and
several times the V; is resolved into the Vi of another key. Thus,in measure 21
there is a modulation to E flat major, and in measure 23 to E minor, while in
measure 24 we have the VIL,® of F§ resolving into the Wy of E major. In meas-
ure 28 there is a change to A flat minor, through its dominant in measure 27.
These frequent modulations make the composition very musical, and the analytical study

of it is very interesting.
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The following exercises are to be harmonized in the accompanying examination

paper.

Ex.N? 1

Ex.N? 2
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N? 3
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Examination Paper for Lesson No. 69
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2. Add an accompaniment to it according to any form given in the previous lessons.......
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3. You will notice that Exercise No. 2 is written in 3 time. Add an accompaniment to

JEAN WEHILZ PV BT Gccie 50 o 0 wivismsgosetorsmsnn s, 5 UM PENEIES S ATEE e & o #5bio siERRstale 5 9wils



A\IV
[))
G Do
hdl 1Y
.4
4. Write the chords indicated in Exercise No. 3 in arpeggio form ........................
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5. Analyze the chords of the Nocturne, simplifying them as shown in Illustration No. 1.
Write the proper Roman numerals under each chord, and also number the measures
from 1 to 52. Observe the ordinary rules of part writing as far as possible, and ¢ndicate

all modulations clearly.
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sson NO 70
[armony Le DANIEL PROTHEROE

CHORDS OF THE SECONDARY SEVENTHS

Reverting once more to the building of Chords, we shall now
udy the chords of the Seventh based upon other roots than the
ominant. These are generally classed as Secondary Sevenths.

The following illustration contains the Secondary Sevenths of
1e major scale.

I. No 1
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You will see from this illustration that a seventh can be writ-
m on every tone of the scale. These chords all sound harsh but
»me are more so than others. The chords at A and C in the
oove illustration are a little more discordant than the rest, but
1ey all serve the same purpose- that of giving more variety and
iterest to the part-writing, and a stimulating, musical effect to
composition.

The discordant effect is considerably softened by the prepara -
~on of the chords, and good results come from their skillful introduc-
on. They used to be treated very strictly as to preparation,but com-
- osers take greater latitude now than formerly, in using them, and
1e need of preparation in the discord depends very largely upon the
art-writing. If the melodic flow of the parts is enhanced by the
reparation of the discord, it should be prepared;but if the continuity

Copyright MCMIX by Siegel-Myers Correspondence School of Music
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of the phrase precludes the preparation, then it may be used with-
out preparation.

There is only one strict rule as to the resolution of these chords
i. e., The seventh of the chord must descend.

Following are a few suggestions for the movement of the other
notes of the chords, but they are by no means inflexible.

1. The root ascends a fourth, or descends a fifth.
2. The third of the chord descends a third.

3. The fifth descends one step.

4. The root may be doubled, but the seventh never.

The Tonic Seventh is one of the best of these discords and can
be used most effectively. When the seventh is taken without prepa-
ration, as in Illustration N© 2, the § position of the chord is the
best, as the natural flow of the melody in both soprano and bass
is undisturbed.
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In the § and % inversions,the seventh cannot be so easily
used without preparation.

In the following illustrations, notice that the roots of the Sec-
ondary Sevenths, wii. one exception, proceed upward a fourth or
downward a fifth. The one exception is in Illustration N¢ 6,where
we have the sub-dominant seventh chord. If the root should move
upward a fourth it would give us a doubled leading-tone, which is
contrary to rule; so, instead, we use a dominant seventh with
diatonic progression. Study carefully the resolution of these dis-

cords, and note the voice-leading.

Har. L. No. 70
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Discriminating use of these Secondary Sevenths will enable
you to add interesting variety to your exercises and compositions.
Study the effect of each one very carefully.

The following exercises are to be harmonized in the accomp -
anying examination paper.

Ex.N° 1
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1. Which are the chords of the seventh which are based on other roots than those of the

dominant Called? s smmmeeion s i siaes oo R8s skt a1 ¢hss See e e o s s e EEe s o o 2
2. Do/lthese chords need any PreparationP. ..o ve e v Smmmmenbs ood boemrsmmni s 355 oab@aming b
3. When is the preparation of the chord advisable?........cooooiiiiiiiiiiii ...
4. Give a list of the secondary seventh chords in the key of E flat major..................
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5. How can the harshness of these chords be softened?...............coooiiiiiiiiiiii

.............. D I I I I RN

6. Give the resclutions of these difierent chords on the key of E flat...............
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8. Write the rules regarding the resolution of this discord, doing so without referring to
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11. Add the three upper to Exercise NO. 3..iviuiiiniiiiiieiiiiiiiiiinieiiiiieneeannns
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12. Harmonize Exercise No. 4 in two different ways, introducing secondary sevenths.......
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Harmony Lesson N9 71 DANIEL PROTHEROE

SECONDARY SEVENTHS IN MINOR

Taking the Secondary Seventh chords in the minor scale, you
will find that, on account of the augmented intervals,we are some-
what restricted in the treatment of the resolution.” For instance,
take the following example in A minor:

N
—d—,

o 1[Y T
m. No 1 i b g

=2

Notice how awkward the resolution of the seventh is,on account
of the augmented second between F and Gf.

The chord on the second degree, the super-tonic seventh,is more
practical, and will be fourd to be very useful and effective in part-writ-
ing. See Illustration NO 2.
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Those on the third and sixth of the scale, called the Mediant
Seventh and the Sub-dominant Seventh can also be used to good.
effect, as will be seen by studying Illustrations Nos. 3 and 4.
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From these illustrations you will see that the Secondary Sev-
enth chords in the minor scale which are effective when resolved
in the usual way, are the Super-tonic, Mediant and Sub-mediant
Sevenths.

You will find some of the irregular resolutions used in both
major and minor scales shown in the following illustrations.

IIl. N 5

Har Lesson No 71



In Tlustration NO 5 you will notice that the seventh,C, is pro-
longed, and becomes the root of the succeeding chord. The root
also ascends by a second, D-F, instead of the customary inter-
val of a fourth.

Tllustration N 6 gives us an example of the seventh proceed-
ing upward, but you should observe that the note ‘into which it
should go naturally (B) is taken up in the alto part, this gives
us the proper resolution, though in a different voice. Occasionally
the root may be prolonged into the succeeding chord, as shown in
Iustration N9 7, when A becomes part of the third chord in the
first measure.

Tllustration N© 8 gives us another example of the ascending
of the root by another interval than the fourth; in this case it
ascends by a third.

Very often these Secondary Sevenths are used as a sequence,
In the following illustration you will notice that the melody is
made up of the descending scale; we harmonize it with a succes-
sion of Sevenths, and in order to make correct leading of the dif-_

ferent voices, the root is doubled in every alternate chord, and
the fifth is omitted. In the second measure of Illustration N0 9 we
have the Super-tonic Seventh followed by the dominant seventh;

Ill. N° 9
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in the third measure are the Tonic Seventh and the Sub-domi-

nant Seventh. The fourth measure contains a Leading-tone Sev-
enth with a doubled root. This is an exception to the rule but it is

explained by the sequence form in which the illustrationis written.
Notice how effectively the Sub-mediant Seventh isused in the fifth measure.
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Illustration N® 10 will give you an example cf the variety
gained in the harmonizing of melodies by the addition of these Sec-
ondary Sevenths to the chords you already know.

IIl. N9 10
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The following exercises are to be harmonized in the accompany-

ing examination paper.
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2. Give examples of the Secondary Seventh chords in the second, third and sixth degrees

of the scales of B, C and D minor? Resolve each chord




3. Give examples in the key of D and E flat major of the resolution of the Super-tonic
Seventh chord when the seventh is prolonged into the next chord, and when the

root ascends by an interval other than the fourth,
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4. What other treatment of the root of a Secondary Seventh chord can you give? Illustrate
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6. Analyze the chords in Illustration No. 5, indicating the chords used by the proper Roman
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8. Analyze the chords in the last four measures of Illustration No. 10 as suggested in
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9. Add the three upper voices to Exercise No. 1, and work out the exercise in two ways....
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10. Add the three upper voices to Exercise No. 2. ... iiiiiiieiiiinriiirserisiosnnisncusse
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11. Add the three upper voices to Exercise No. 3. ... . i
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DANIEL PROTHEROE
SECONDARY SEVENTHS (continued )

In the first lesson in which the subject of Secondary Sevenths was
treated, some examples were given of the inversions of the chords, in-
troduced without preparation. Provided the sevenths are prepared
according to strict rules, the same treatment is given to the inver-
sions as to the chord in its original form.

Compare the two following illustrations.

IIl. No 1 Il. N° 2

el §% 4
| 4 J J i~ J
25 —F == s
& & |
5

N

(o 8o8

You will notice that in Hlustration NO 1 the root is un-prepared,
while in Illustration NO 2 it is prepared, and the seventh descends
one step to the third of the following chord.

Illustration N¢ 3 will give you an example in whichthe seventh
of the chord is prepared.

III. N° 3

e ol ot
J ljl“lz__‘ﬁr_f_
AAJQJJ_Q
—H—F
6
5

49y

[N ]

——=

Copyright MCMIX by Siegel-Myers Correspondence School of Music



2
You will notice that the seventh (2) is prepared in the first
measure, and is resolved in the same way. Illustration N? 4 will
give examples of the second and third inversion of the chcrd.
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Nlustration N9 5 is a splendid example of the way in which these
Secondary Seventh chords can be used in a sequence. It is taken
from a “Gavotte” by Grieg.
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Notice how one chord of the Seventh follows another in succession,
and how varied and musical is their effect. Notice,also, the utter
disregard of the rule prohibiting parallel or consecutive fifths. This
was evidently done in order to keep the sequence form intact. It is
only after much experience that we can know when and where it is
permissible to break certain rules. The discipline imposed by long
observance of these rules is the only standard of judgementwe can
have in the matter; hence it is necessary to learn themverythoroughly

Har., L. No. 72
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before we can break them with impunity. In Illustration N¢ 5, the
_sequence and the musical effect the composer wishes to produce, are
‘the causes of the violation of the rule prohibiting consecutive fifths.
You will also find here examples of the passing note which was
‘explained in previous lessons.

Nlustration N9 6 gives you an example from a work which is

_one of the most interesting and popular of modern choral works,

“The Childrens Crusade” by Gabriel Pierné, and for whicha special
prize was awarded by the city of Paris in 1904.

PIERNE
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In analyzing the above illustration be sure that you know which
tone is the seventh, and which is the root of each chord.For example,
take the first chord in the first measure and you will find that the
seventh is # and the root F§, giving us the root position of the
Mediant Seventh on F§, the complete notes in the chord being #4, 4
Cf and E. In the second chord of the third measure youwill find
the chord of the dominant seventh on 4. When analyzing the inver-
sions of a chord, always count upward from their bass, finding the
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notes in the chord as it appears, and determine from this the root
and seventh of the chord in its original position. Asan example,
take the first chord in the fifth measure of Illustration NQ 6. The
chord is made up of the following notes, B-D-E-G, givingus a g;
the original position of the chord would be £-G-B-D,the £ being
the root and the D the seventh. This shows us that it is the Super-
tonic Seventh of D major. Notice that the resolutions in this illus-
tration, as in Illustration N? 5, are in sequence form, one Seventh
following another, instead of each receiving its proper resolution.

The following exercises are to be harmonized in the 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. (a) Is it always necessary to prepare the seventh of a Secondary Seventh chord?
(b) Tell why this 1S NECESSAIY.. oo uvuuuneenunnnnnenaneieeseessanssessssesesenas
2. (a) Is the preparation of the root of the Secondary Seventh essential?........

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

-------

.......

(b) Give examples in three keys of the root position and inversions of the chord which

agree with your answer to Question 2 (2)....ovviiiiiiiiiiieiiiiiniiiinnenns

eﬁ*b
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3. Analyze the chords in Illustration No. 3, indicating the chords and their position by

Roman numerals, in the customary manner............oveeveeennenscenes wriside & WMassian
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4, Transpose Illustration No. 4 into the keys of A flat and B flat major.................. .
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5. Copy the third and fourth measures of Illustration No. 5 and mark the parallel fifths.

Also indicate the auxiliary notes in these measures by V mark over each one.......

6. Write out in four-part harmony the chords used in Illustration No. 6......... S e

In answering this question use as a model the examination paper of Lesson No. 69.
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7. Add the three upper voices to Exercise NO. 1. ... .uuutiiutiititiieaneatrtieaininnnnes
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8. Add the three upper voices to Exercise No. 2. .. .. ..o iiiiviiiniiiiiiiiiaieanann
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9. Add the three lower voices to Exercise No. 3, working it out in three ways, the first to
be a simple harmonization, the second and third using Secondary Sevenths. Be sure to

write out the bass first, adding afterward the alto and tenor parts.
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CHROMATIC SEVENTHS

In previous lessons, you were taught how to form and use the
Chromatic Seventh on the super-tonic, a chord which is used quite
frequently. Now we shall take up the Chromatic Seventh on the tonic
of the scale.

Do not confuse this with the secondary sevenths treated in Les-
sons Nos. 70-72, as you will remember that in those TI1. No 1
“hords the tones were not changed chromatically, but
sach one belonged to the scale. In the Chromatic Tonic
Seventh, the seventh of the chord is lowered a semi-
ione, the other tones remaining unaltered. Notice, in
tudying Illustration NO 1, that the chord is identical
vith the dominant seventh of the sub-dominant key. This discord is
nore rarely found than the Super-tonic Seventh. The feeling of fi-
1ality and completeness which is characteristic of the tonic, is natur-
lly disturbed by this substitute discord. Observe, also, that this chord
eadily suggests the sub-dominant key. The tendency to a modula-
lon into the key of the sub-dominant can be easily overcome by the
esolution of the chord into a dominant discord, which is its natural
esolution in the original key. This is shown in Illustration N9 2.

INl. No 2
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Notice how the seventh (B flat) proceeds chromatically to the
ird(B natural)of the next chord, instead of falling diatonically.
Copyright MCMIX by Siegel-Myers Correspondence School of Music
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The Tonic Seventh, like the Super-tonic Seventh, can hardly

be the penultimate (next to the last)chord of a phrase. A very fine
example of this chord and its resolution to a dominant discord is
shown in Illustration NO 3, taken from Beethoven’s Quartette in C.

n}) No3 lBEETHOVEN
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Observe in this illustration the ptier and brilliancy of effect shown
.at the climax, when the dominant seventh chord appears.

In comparing the two Sevenths,Super-tonic and Tonic, you will
notice this parallel between them: when the super-fonic harmony
1is followed by the dominant and the 700# of the chord 7ises a fourth,
the third, which is the chromatically altered tone, fulls a half-step to
the seventh of the dominant chord; but, when the fonic harmony is
followed by the dominant, the 700t of the chord falls a fourth, and
the seventh (the chromatically altered tone) rises a half-step to the
third of the dominant. You will see this exemplified inIllustrationN? 4.

Ill. No 4

At A, we have the chord of the Super-tonic égvent-h resolving to the
‘dominant, the third (F#) falling a half-step to the seventh (#}) of
the following chord; while at B, we have the Tonic Seventh resolv-
ing to the dominant, the seventh (Bb) rising a half-step to the
third of the dominant chord.

" You will notice the symmetry in these resolutions of two different
chords, meeting, as it were, in a common center, the same dominant

standing between them.
Har.L. No 73
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Illustration N 5, from the A Minor Symphony of Mendelssohn,
will give you an example of the final inversion of the chord of the
Tonic Seventh, resolving upon a dominant discord.

MENDELSSOHN
Ill. No 5 v N
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You will notice that the chord shown in the third measure is
that of the Tonic Seventh on F. The third (4) being in the bass,
we have, therefore, the first inversion, and the resolution is to the -
dominant, which in this case is the second inversion, G Bb C and £}
Observe how the seventh of the tonic chord rises a half-step to the
third of the dominant. An interesting bit of imitation between the:
parts is shown by comparing the treble clef of the first measure with
the bass clef of the third measure. Notice that the same figure is

in each one.

‘When the Tonic Seventh chord is resolved upon a Super-tonic
discord, the third will eitherfall a chromatic half-step or rise a
whole step to the third of the latter chord.

Ill. No 6 Il. No 7
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In Illustrations Ngs. 6 and 7, you have exam‘iﬂes of the Tonic
Seventh resolving upon & Super-tonic discord, the third falling a
- half-step in the first illustration, and rising a step in the second.
You will recall that the seventh was allowed to be doubled in the




chord of the Super-tonic Seventh, as it was simply a case of doub-
ling the tonic of the scale. In the Tonic Seventh,however, the sev-
‘enth should never be doubled, as it is the (altered) leading-tone of
the scale. The rules observed in the other seventh chords are applic-
able again to this chord.

Illustration N? 8, A and B, gives the complete inversion of this
chord in the major and minor keys.

1l. No 8
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The following exercises are to be harmonized in the accompany-
ing examination paper.

bt
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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. Write the chord of the chromatic tonic seventh in the keys of D, E, F. G and A major

0

i

ol O

=
2. Which of the two discords, tonic and supertonic, is most generally used?..............
................

3. What impression does the tonic seventh make upon you?........ooiiiiiii ...
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4. Resolve the chord of the tonic seventh on B flat to the dominant dischord..............

0
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5. Can the tonic seventh be used as the penultimate chord of a phrase?...... aed 4§
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6. Describe the points in common between the supertonic seventh and the tonic seventh....
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7. Write the five chords used in lustration No. 5 in simplified form......................
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8 When a tonic seventh resolves upon a supertonic discord, how does the third proceed?
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9. Can the seventh in the chord of the toni¢ seventh ever be doubled?. ... ...ttt
.l..l.o.‘.l...!l.'loi.'lc-Ol.l.‘...l.l'l..l.""'"'."""“.'.""""'!lil’DI'-..-.-

10.  Write out the complete inversions of the tonic seventh in keys of D major and E minor.
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11. Name in tabular form the chords used in Illustration Na. 3.v.viiriiiiiiiiiininns..
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Add the three upper voices to Exercise No. 1

a@;*b
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13.

Add the three upper voices to Exercise NoO. 2. .. ouutiintiirinre i enneenns
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14. Harmonize Exercise No. 3, using the tonic and supertonic sevenths wherever you can

and still have the exercise sound musical
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CHROMATIC NINTHS

Continuing our study of Chromatic Chords, we find when making
up the chromatic chords of the seventh, that the chords are really
the dominant sevenths of other keys, not resolving into those keys.
For example, take Illustration N? 1 to show this point.

Il.No 1
0

TR bj_

The second chord in this illustration is a chromatic seventhon D,
which is the dominant of G; but, observe, that insteadof taking the
usual resolution, the chord progresses into the dominant seventh of
the original ‘key.

By following the same rule, we can obtain the Chromatic Ninth
Chords. You will recall that the dominant seventh chord isthe same
in parallel major and minor scales, but the dominant ninth differs
in those keys, as the ninth is major in the major scale and minor
in the minor scale. We can also employ the minor 31 No 2
ninths in the major key, but this of course, gives us
a chromatic note. The Minor Ninth in C major is
given in Illustration NO 2.

You can form a Major or Minor Ninth on the
super-tonic and tonic. In the minor scale,however,
‘the only Chromatic Minor Ninths used are those on the super-tonic
and tonic. Illustration N? 3 will give you an example cf the Domi-
nant Minor Ninth used chromatically, and reselved as usual, upon
the tonic chord of the major scale.

Copyright MCMIX by Siegel-Myers Correspondence School of Music




1. N° 3

i

~ Another form of resolution is that shown in Illustration NO 4,
when the Minor Ninth resolves first upon its own root, the chord
becoming the dominant seventh. By .taking T No 4
away the root of the chord,thus making the l

] 4 Il

chord B-D-F-Ab, you will recognize the ——b——F
chord of thediminished seventh, and as such J -
it is used very frequently. L J J.
Illustration N? 5 is an example of the ([ }—H= =
various forms of this chord used chromat - f
ically in a major key.
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You will notice at once that the same root (@)is omitted in all
of these chromatic chords in the first and second measures of Illus-
tration NC 5, and that the various positions of the chord are given.

‘When a chromatic chord of the Dominant Ninth does not re-
solve upon its root, or upon the tonic chord, the resolution general-

ly effected is either upon the super-tonic or tonic discord.  See
Tllustration N© 6.
Ill. No 6
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Notice how the last inversion of the Minor Ninthon @, in the third
measure; resolves on the Super-tonic Ninth, with D as the root of
the chord in the fourth measure.

It was shown in previous lessons that the chromatic seventh
on the tonic was identical with the dominant seventh of the sub-.
dominant; therefore, the Super-tonic and Tonic Ninths are only
the dominant ninths of the dominant and sub-dominant keys. For
.example, the Super-tonic Ninth in the key of C wouldbethe chord
given in Illustration NO 7.

IlI. N° 7
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If this chord were in the scale of G, the changing of the F
chromatically would be dispensed with, and we should have a’chord
of the dominant major ninth, in G major. The same is true, in the
sub-dominant key, if the tonic is made the root . of a Chromatic
Ninth. The treatment of all the notes, with the exception of the
ninth, is as usual..

If the chord of the Ninth upon the Super-tonic resolves upen its
own root, the ninth moves downward naturally to'the root, a step or
half-step:to the former if a major ninth, the latter if a minor ninth.

Observe very carefully the following illustrations.
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In Illustration NO 8, the ninth (&) descends one degree to the
fifth of the dominant; while in Illustration NQ 9, it is retained to
‘become the third of the tonic in the next chord.
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The following illustrations, taken from the oratorios of Handel,

will give excellent examples of the treatment of these chords.
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In working out the following examples in the accompanying ex-
amination paper, be sure that you understand thoroughly the new
chords learned in this lesson. In doing so, however, do not neglect
the chords previously mastered. “Make new friends, but keep the
old”

Ex.No 1
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Unless otherwise specified, all [llustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. Analyze, in tabular form, the chords in Illustration No. 1

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

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

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

3. Write the chords of the dominant seventh in E minor, together with its inversions, and
resolve each chord

f)

||
1l
Dl
0
o):
.4
4. (a) Does the dominant ninth differ in parallel major and minor scales?.....
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5. (a) What Chromatic Minor Ninths can be used in the minor scale?

B T T T A P
R R R R R R R R R R R R T

(b) Why is the minor ninth considered a chromatic note in a major tonality?

R R R I ]
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6. Analyze, in tabular form, the chords in Illustration No. 3
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7. Write the Chromatic chord of the Minor Ninth in the dominant of the scale of D, and

resolve it on its own root
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8. Transpose Illustration No. 5 into the keys of E and F sharp majors..........
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9. In C, D and B flat Majors give examples of the Major and Minor Ninths of the Tonic

and Supertonic. Resolve each chord.............c...cooiiia.. P e SRR T
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10. When the Supertonic Ninth resolves upon its own root, how does the ninth proceed?
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12, Add the three upper voices to Exercise No. 1, working out the exercise in two ways....
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13.  Add the three upper voices to Exercise No. 2.... ... oiuiinniiiiiiiiiiiiiii e

14, Harmonize Exercises Nos. 3 and 4, each in two ways, introducing the Chromatic Chords

studied in this lesson.
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CHORDS OF THE CHROMATIC ELEVENTH AND THIRTEENTH

The last of the group of Chromatic Chords are the chords of
the Chromatic Eleventh and Thirteenth. The chord of the Eleventh
is very seldom found, and is used in only one form. This is that of
the Eleventh on the dominant with a minor ninth, and occurs in the

major key.
Ilustration NO 1 gives you an example of this chord.
Ill. N° 1
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You will notice that this chord is used in the second measure.
The root, G, is absent, and the chord is the first inversion. = The
second inversion of the chord can also be used. The chord generally
resolves upon the dominant, but can also lead to the tonic six-four
chord. The latter makes a particularly effective resolution.

Nustration N? 2 gives an example of the tonic six-four resolu-
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The chord of the Chromatic Thirteenth is one of the most effective
chords which we have. It is found most frequently on the dominant,and
is really the chord of the minor thirteenth used in the major key.

P
¢

|4
SN S

Illustration N? 3 shows this

chord in the key of C major. Il N¢ 3

2

You will recall that the usual resolution of the major thirteenth
was upon its own root. The Chromatic Minor Thirteenth, however,

never resolves upon its own root, but generally moves to the tonic
chord.

fH |
Notice in Illustration NQ 4 that the % © ©
thirteenth (E flat) proceeds upward a NLN04J|
chromatic semi-tone to the third of the o) 8 ©-
tonic. o =

In Mlustrations Nos. 3 and 4, the simplest form of the chord is
used. It is possible to write the chord enharmonically, by changing
the upper note. In Illustration N2 5, the chord, D-F§-Af, is really
D-F§-Bb, written enharmonically as an augmented chord.
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The subject of augmented chords will be more fully explained
in a later lesson. _

The chord of the Chromatic Thirteenth is used in many forms,
‘some of which you learned in the lessons on the dominant thirteenth.

Har.L .No 75
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Iilustration N 6 shows you the chord using the fifth, ninth and

thirteenth. It is taken from Wagner’s opera ef “Tristan and Isolde”

%AGNER

The first chord is the dominant thirteenth, the thirteenth resolv-
ing upward to the seventh of the same root. The Chromatic Thirteenth
appears in the second chord with the ninth(A flat) in the bass,

Ilustration N? 7 gives you the next form of the chord, with the
third, seventh, ninth and thirteenth.

III. No 7
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Instead of including the root, or generator, of the chord as in pre-
.vious illustrations, we use the minor ninth (E flat). Notice that the
Chromatic Major Thirteenth, as used here,resolves upon its own root.

Illustration NQ 8 gives an excellent example of the chord with
the fifth, ninth, eleventh and thirteenth. ’

‘WAGNER
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Notice that at (a) we have the chord of the Thirteenth onE, with
E as the root, and containing a minor ninth (F), and eleventh(A), and
the major thirteenth (C sharp): at (b) we have the second inversion

of the same chord. This illustration is an extract from the famous
overture in Wagner’s opera of “Die Meistersinger”
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One more form of this chord is found, viz., that cbntaining the
seventh, minor ninth, eleventh, and thirteenth. This chord is used
at (a) and (b) in Mlustration N 9, but the resolution is different in

b

7
3

each case. _
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In the first resolution, the thirteenth falls a third to the root of
the tonic, while in the second it rises a third to the fifth of the tonic.

The following exercises are to be worked out in the accompany-
ing examination paper. :

Ex.N°o1 |
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Write name and number plainly

1. What two chords are included in the last group of Chromatic chords?..............

2. (a) What is the best form of the Chromatic Eleventh?................ e 3 e

(b) Give examples in the keys of E flat, F, and G major
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3. Give examples of the two resolutions of this chord in D, E, and G flat major....
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4, Why is it possible to use the Chromatic Thirteenth in a major key?....
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5. (a) What is the usual resolution of the major Thirteenth?....................... .
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6. Give examples of the resolution of the Chromatic Minor Thirteenth in the keys of

G iand B flat Major. «:esmmasissisomamemsss s oamemne s 18645 SREERBEGEEEF BReEEEE 518
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7. Define the term “Enharmonic change.” .......ceeeeeeeecssesnesncosssseneqeocenns
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8. Can you tell why the Chromatic Thirteenth given in Illustration No. 5 is written

enharmonically ? wieqsa: prsipnanniis sosovmnigs oa s ogwmgsesessss
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9. (a) In how many forms can the Chromatic Thirteenth be used?.............o......
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10. Analyze in tabular form the chords used in Illustration No. 8............. T ey
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11. Give the last form of the Chromatic Thirteenth in the key of C, showing the two

forms of resolution. .......eccesensonsssissnanssessssseassen
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12. Add the three upper voices to Exercise No. 1.....ooiiiiinmiiiiiinriiinnennes
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13. Complete the four voices in Exercise NO. 2....ciuiiiriiviririeneriernnnenannnns
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14. Add the three upper voices to Exercise NO. 3.....cvvieirueiiiiiiarrveririnnennnecnns
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15. Harmonize Exercise No. 4, using the Chromatic Discords.....cceevviuennas .
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