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INTRODUCTION

HE first important step in the study of harmony is that of
clarifying the purpose of such study. Much confusion ex-
ists today as to why we study musical theory and what

we should expect to learn from it. In the present writer’s teaching
experience this confusion of outlook furnishes the ,commonest and
most serious obstacle to progress in all branches of musical theory.

There are those who consider that studies in harmony, counter-
point, and fugue are the exclusive province of the intended com-
poser. But if we reflect that theory must follow practice, rarely
preceding it except by chance, we must realize that musical theory
is not a set of directions for composing music. It is rather the col-
lected and systematized deductions gathered by observing the prac-
tice of composers over a long time, and it attempts to set forth what
is or has been their common practice. It tells not how music will be
written in the future, but how music has been written in the past.

The results of such a definition of the true nature of musical the-
ory are many and important. First of all, it is clear that this knowl-
edge is indispensable to musicians in all fields of the art, whether
they be COINposers, pcrfnrmcrs, conductors, critics, teachers, or
musicologists. Indeed, a secure grounding in theory is even more
a necessity to the musical scholar than to the composer, since 1t
forms the basis for any intelligent appraisal of individual styles of
the past or present.

(}'n the other hand, the person gifted for creative musical com-
Position is taking a serious risk in assuming that his genius is great

¢nough to get along without a deep knowledge of the common
1



2 INTRODUCTION

practice of composers. Mastery of the technical or theoretical
aspects of music should be carried out by him as a hfe’s work, run-
ning parallel to his creative activity but quite separate from it. In
the one he is following common practice, while in the other he is
responsible solely to the dictates of his own personal tastes and urge
for expression.

In the specific field of harmony we must first seek the answer to
two questions—what are the harmonic materials commonly used by
composers, and how have these materials been used? We cannot
afford in the first stages of our study to become interested in the
individual composer at the expense of concentration on establishing
the norm of common practice. With such a norm firmly in mind,
the way will be clear to the investigation of the individual harmonic
practices of composers of all periods, and especially to the scientific
examination of the divergent practices noticeable in the twentieth
century.

Historically, the period in which this common practice may be
detected includes roughly the eighteenth and nineteenth centuries.
During that time there is surprisingly little change in the harmonic
materials used and in the manner of their use. The experimental pe-
riod of the early twentieth century will appear far less revolu-
nonary when the lines of development from the practice of older
composers become clearer by familiarity with the music. As yert,
however, one cannot define a twentieth century common practice.

Hence the aim of this book is to present as concisely as possible
the harmonic common practice of composers of the eighteenth
and nineteenth centuries. Rules are announced as observations re-
ported, without attempt at their justification on aesthetic grounds
or as laws of nature. The written exercises should be performed
as exemplifications of the common practice of composers and not as
efforts in creative composition. The author behieves that through

these principles a prompt and logical grasp of the subject will be
achieved.



CHAPTER ONE

N K&

SCALES AND INTERVALS

HE unit of harmony is the interval. This name i1s given to the
sonority resulting from the simultaneous sounding of two
tones, although 1t is more accurately applied to describe the

“distance” between the two tones, measured by their difference in
pitch. If the two tones are not heard at the same time, but are con-
secutive tones of one melodic line, the interval is called a melodic
interval, as distinguished from the harmonic interval, in which the
two tones are sounded together.

EX. I % =2 =
S —

harmomiec inferval melodie interval

The tones which form the interval are drawn from the scale.
Three scales are used as the basis of the music with which we are
here concerned—the major scale, the minor scale (with its harmonic
and melodic forms), and the chromatic scale.

EX. 2 )
major scale

2O o
O o &

I T m v Vv vivil 1 VvlI VI V Iv W II 1

harmonie minor scale
% - .
- %_ﬂ -

I II mIv Vv VI VI I VII VI V IV I I 1

melodic minor scale |
i : , __1'11_.3 "
Wﬂj E—PB—U"'-E.—

I I m Iv Vv NT VII 1T VI VI V IV III JI 1
3

—— -

A%
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chromalic scale

&,

I n miv Vv VI vioivid Vi V VM II I

It 1s customary to refer to the scale degrees by Roman numerals
as in the example, as well as by the following names:
I. Tonic (the key-note)
[I. Supertonic (the next step above the ronic)
III. Mediant (halfway from tonic to dominant)
IV. Subdominant (as far below the tonic as the dominant i1s
above 1t)
V. Dominant (actually a dominant element in the key)
V1. Submediant (halfway down from tonic to subdominant)
VII. Leading-tone (with melodic tendency toward the tonic)

The scales are distinguished by the distribution of half-tone and
whole-tone steps, recognition of which is assumed on the part of
readers of this book. The chromatic scale, having its origin in the
chromatic alteration of tones, is most conveniently considered as a
variant of one of the other scales, as shown by the Roman numerals.
The proper notation af this scale (for instance, whether one should
write A-sharp or B-flat) is determined by melodic and harmonic
circumstances to be considered later.

The melodic minor scale may likewise be looked upon as variant
of the harmonic form. In ascending, the characteristic sixth degree
is changed, so that the step greater than a whole-tone between VI
and VII is eliminated, while preserving the half-tone progression
from leading-tone to tonic. In descending, the seventh degree no
fonger acts as leading-tone, so 1t is lowered to reducc the step down
to the minor sixth degree.

It is important to notice that the major and minor (harmonic)
scales differ only 1n their IIT and VI

CLASSIFICATION OF INTERVALS

The general name of an interval i1s found by counting the lines
and spaces included by the two notes.
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EX. 3

1 — © Y L% ] - |
i’ O E"__g_ Iy Y ¥ X7 ——
unison seeond third fourth fifth sixth seventh octave ninth

The specific name of an interval (the kind of 3rd, 7th, etc.) may
be found by various methods, a simple one being to refer the interval
to a major scale constructed upon the lower of the two notes as a
tonic. If the upper note coincides with a note of the scale, the inter-
val is “major,” except in the case of octaves, fifths, fourths, and
unisons, for which the term “perfect” 1s used.

EX. 4

+ ' | 1 = I . ﬂ M B
EP major scale perf. me). maj. perf. perf. ma). maj. perf.
unison 2nd 3rd 4th 5th 6th 7Vih  8ve.

If the upper note does not coincide with a note of the scale, the
following considerations are to be applied.
a. An interval a half-tone smaller than a major interval is
“minor.”
b. An interval a half-tone larger than a major or a perfect in-
terval is “augmented.”
c. Aninterval a half-tone smaller than a minor or a perfect in-
terval 1s “diminished.”

EX.§ — ‘
=558 ety

aug.6th min. 3rd aug.2nd aug. 4th min,7th

In the above example, consider the interval of a sixth, E-flat to
C-sharp. If the C had been natural it would have fallen in the scale
of E-flat major and the interval would have been a major sixth. The
sharp, by raising the top note, has the effect of making a major in-
terval a half-tone larger. Therefore, statement & in the paragraph
above is applied, and the interval is called an “augmented sixth.”

When the lower note is preceded by a sharp or flat, the interval
may be analyzed first without the sharp or flat, and the result com-
pared with the original interval by reference to the above rules.
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For example, suppose the interval to be from D-sharp up to C. The
scale of D-sharp major, with nine sharps, is not convenient as a
measuring device. Taking the scale of D major, we find that C 1s 2
half-tone short of the seventh degree. The interval I to C is there-
fore a minor seventh. The restoration of the sharp to the D makes
the interval a half-tone smaller, by raising the lower note; hence 1t
1s 2 diminished seventh.

The student is urged to perfect himself, by exercises in dictation
or other processes of ear-training, in the ability to recognize the
intervals by ear when they are played or sung, and to hear mentally
intervals written or printed.

COMPOUND INTERVALS

An interval greater than the octave may be reckoned by sub-
tracting the octave. Such intervals are called compound intervals.
Some of these, however, for example the ninth, are characteristic
features of certain harmonic forms and are usually called by the
larger number.

= fo :

EX. 6 — -
— — — S

Q
. m
perf.6th ma).9th min.3rd maj. 3rd(orma) I0th)

CONSONANT AND DISSONANT INTERVALS

A consonant interval 1s one which sounds stable and complete,
whereas the characteristic of the dissonant interval is its restlessness
and its need for resolution into a consonant interval. These qualities
are admittedly open to subjective, personal, and evolutionary inter-
pretation but it is clear that in the common practice of composers
the following classification holds true.

Consonant—the perfect intervals and the major and minor
thirds and sixths.
Dissonant—the augmented and diminished intervals and the
major and minor seconds, sevenths, and nnths.
(Exception—the perfect fourth is dissonant when there is no
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tone below its lower tone. It i1s consonant when
there is a third or perfect fifth below 1t.)

EX. 7 : s

dissonant 4% cnmnnarﬁ-

41.’!1

The major and minor thirds and sixths are frequently set apart
from the perfect intervals and termed “imperfect consonances.”
This distinction has little significance for the harmonic style of the
eighteenth and nineteenth centuries. Only the sixth, when 1n cer-
tain tonal relationships with the bass, seems to lack the stability of
the perfect consonances and to need resolution to the fifth.

1
ex. 8 ﬁ"‘ = S

e =

Music without dissonant intervals is often lifeless and negative,
since it is the dissonant element which furnishes much of the sense
of movement and rhythmic energy. The history of musical style
has been largely occupied with the important subject of dissonance
and its treatment by composers. It cannot be too strongly emphasized
that the essential quality of dissonance is its sense of movement and

not, as sometimes erroneously assumed, 1ts degree of unpleasantness
to the ear.

INVERSION OF INTERVALS

The term “inversion” is somewhat loosely applied 1n music to a
variety of procedures. True inversion, of course, means that the
uf'iginal interval and its inversion are of equal size but extending in
d_Jﬁcrent directions from a common point. The systematic applica-
tion of this is what is called “mirror-writing” and 1s rarely found in
the music of the harmonic common-practice period.

EX. 9

__l:l_.t 0 o :
Fv pPO—=—1-po “Bmi&ﬂbau

maj. 6th  inversion melodie group 1nversion

_'Ordinary contrapuntal inversion, which is common, is a modifica-
tion of the mirror type. Here the same scale is kept for both forms,
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so thar while each interval and its inversion have the same general
name, the specific names may be different on account of the place
in the scale occupied by each.

EX. IO

" —— _f"" o r= I —
?" e S2= =

melodic group in E b major Inversion

Harmonic inversion is quite a different matter. In this procedure
the names of the notes remain the same, but the [ower of the two
becomes the upper, or vice versa, with the consequence that there

is usually a change in both the general and specific names of the
interval.

EX. I1 —Q —y

P8 -

e —,

N —

meaj. 6th inversion (min. 3rd)

ENHARMONIC INTERVALS

In our tempered scale system it often happens that two or more
intervals sound alike when played on the pianoforte, even though
they are widely different in their meaning. A good example is the
augmented second, which cannot be distinguished from the minor
third without further evidence than the sound of the two tones.
One interval is called the enharmonic equivalent of the other.

EX. 12 g '. ' J:#s:i

a. b, .

When these intervals are heard in their harmonic context, how-
ever, their difference becomes clearly audible.

EX. 13 s -
g*”ﬁt g g e

a. b. e.




SCALES AND INTERVALS

EXERCISES

The exercises offered in this book are intended as specimens or
suggestions for further exercises to be invented by the teacher or
by the student himself. They do not pretend to supply adequarte
practice or training. It goes without saying that the material in each
chapter must be thoroughly assimilated and mastered before pro-

ceeding to the next. The exercises must be multiplied untl that end
1s achieved.

1. Name the following intervals:

TS :%.ﬁn g ZnissIs

o e Fe—

2. With F-sharp as the lower tone, construct these intervals:
min. 3rd; aug. 6th; dim. sth; perf. 4th; aug. 2nd; maj. 7th; min.
oth; aug. sth.

3. With D-flat as the upper tone, construct these intervals: dim.
sth; maj. oth; dim. 7th; min. 2nd; aug. 4th; perf. sth; min. 6th; dim,
3rd.

4. Write enharmonic equivalents of the intervals in Ex. 3.

§. From what scales are the following fragments taken?

SErieeassE SS==c

6. Construct a major scale in which C-sharp is the sixth degree,

7. Construct a descending melodic minor scale with D as the
tonic.

8. Name the interval from supertonic up to submediant in the
harmonic minor scale.

9. Write and name the dissonant intervals which may be formed
between the tonic and other tones of the scale of E major.

10. Write and name the consonant intervals which may be formed

between the third degree and other tones of the harmonic minor
scale of B-flat.

supplementary exercises for this chapter and for the succeeding chapters will be
found at the conclusion of the text commencing on page 3o07.



CHAPTER TWO
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TRIADS

HE combination of two or more intervals makes a chord.
Chords are ordinarily built by superposing intervals of a
third. While it would be instructive to experiment with

other ways of combining intervals, and to see how these experiments
have been applied in twentieth century music, we must confine our
studies here ro the chords used in the common practice of composers.

The simplest chord 1s the triad, a chord of three tones obtained
by the superposition of two thirds. The triad may be said to be the
basis of our whole harmonic system, a place 1t still holds in spite of
numerous radical contemporary developments.

The names “root,” “third,” and “fifth” are given to the three
factors of the triad. The root 1s also called the “fundamental.” These
terms are retained to idenufy the factors of the triad in whatever
order they may be arranged.

__ N o fHifth _
EX. 14 {ifth ::I:_chlrﬂ 1T —xy root 1% :_'{;_"‘;L ﬂ
. ———— E— . - 1
( :—r;f o root ——©-third =8 (hird
o fifth
INVERSIONS

A triad with 1ts root as its lowest tone is said to be in root position.
A triad wich 1ts third as its lowest tone is said to be in the first
inversion.
A triad with 1ts fifch as 1ts lowest tone is said to be in the second
Inversion.
10
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EX. I§ g o T3
o o
g: m— o — — —
e

root position first inversion second inversion

Taking the two scales, major and harmonic minor, of the tonic C,
and using only the notes of these scales, superposition of thirds gives
the following triads:

EX. 16 major scale minor acale
I II oI Iv Vv VI VII T I Ir III 1w WV VI VII 1

KINDS OF TRIADS

The triads formed on a given scale differ not only in pitch but
also, depending on the intervals in their make-up, in the quality of
their sonority. There are four kinds of triads, classified according
to the nature of the intervals formed between the root and the other
two tones.

A major triad is composed of major third and perfect fifth.

A minor triad is composed of minor third and perfect fifth.

An augmented triad is composed of major third and augmented

fifch.

A diminished triad is composed of minor third and diminished

fifth,

The student should learn by practice to distinguish by ear the
four types of triads.

~

ma). min. aug. dim.

Thc major and minor triads are consonant chords because they
contain only consonant intervals, The diminished and augmented
thiads, on the other hand, are dissonant because of the presence of
the dissonant intervals, diminished fifth and augmented fifth.
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Roman numerals identify not only the scale degree bur also the
chord constructed upon that scale degree as a root, whether the
chord is in root position or in an inversion.

EX. 18 5 -
o — - 1
§L == ==
3——‘1: - ©
l~ o e
C: vV V I 1 v IV

Considering the entire group of triads the following observations
may be made:

The major triads are: I, IV, V in the major mode;
V, VI in the mimor mode.

The minor triads are: II, III, V] in the major mode;
I, 1V in che minor mode.

The diminished triads are: VII in the major mode;
VII, II in the minor mode.

There is but one augmented triad—III in the minor
mode.

Or, from the point of view of the scale degrees:

[ is a major triad in the major mode, minor in the minor
mode.

Il is a minor triad in the major mode, diminished in the minor
mode.

I is a minor triad in the major mode, augmented in the minor
mode.

IV 1s a major triad in the major mode, minor in the minor
mode.

V' is a major rriad 1n both modes.,

VI is a mnor triad in the major mode, major in the minor

mode.
VII is a diminished triad in both modes.

Most music of the eighteenth and nineteenth centuries is con-
ceived on a harmonic basis of four-part writing. This means ver-
tically four factors in each chord, and horizontally four different
melodic voices. The three-part writing often observed in the classics
frequently suggests four voices, whereas larger numbers of appar-
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ent parts, as for instance 1n an orchestral score, are usually the result
of reduplication of one or more voices in 2 basically four-part tex-
ture.

The study of harmony is concerned with the principles under-
lying the construction of this common basis of four-part wnung.
The exercises are ordinarily worked out in four voices. The term
“voices” does not necessarily mean that the parts are to be sung.
It does suggest, however, that the separate parts proceed with a
certain ideal vocal quality which 1s possessed by all good melodic
music, whether intended for human voices or for instruments.

In order to define these four parts, or voices, we shall follow the
usual custom of naming them for the four classes of singing voices—
soprano, alto, tenor, and bass—somewhat arbicrarily restricting their
ranges to an approximation of the ranges of human voices.

EX. 19 =

i&*d_ S ——FF—

— Lo
Soprano alto tenor bass

There is no harm in exceeding these limits occasionally, as long
as the balance or “center of gravity” of each voice remains well
within its normal range, and extreme notes are sparingly employed.

DOUBLING

Since the triad contains but three tones, it is evident that another
is needed for four-part harmony. With triads in root position, the
fourth tone is customarily a duplication of the root an octave or two
higher, or even at the unison. This is called doubling.

SPACING

One rarely hears music that is purely harmonic, in which the
vertical effect is free from modifications due to horizontal, or me-
hdl?, influences. These considerations, the principles of voice
leading, always take precedence over considerations of the chord as
such, since chords themselves have their origin in the coincidence
of melodic movement. At the same nume, the harmonic sense de-
mands an arrangement of the vertical sonority which will give
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clarity and balance, and even on occasion such subjectuve qualities
as beauty, brilliance, or somberness.

The commonest arrangement of a chord places the wide intervals
at the bottom, with the smallest intervals at the top. This bears a
resemblance, as has often been pointed out, to the distribution of
overtones in the harmonic series, but 1t must be admitted that the
parallel between the usage of composers and the “chord of nature”
stops there. Compare, for instance, a triad in first inversion with the
series of overtones generated by its lowest tone.

EX. 20 [E4 — =
AT = 4 & —— mill—
e - e € '-#;_—
.
— Ty
g o
———T - -
-2 &
z. overtones from C b. overtones from E

Intervals wider than the octave are usually avoided between
soprano and alto, and between alto and tenor, but are constdered
quite satsfactory between tenor and bass.

Fal
EX. 21 F% o S —S—— |
-F
<F

L»
g; — ¥ — —

ﬁ ——— e
N -4

vneven helter

CLOSE AND OPEN POSITION

When the three upper voices are as close together as possible, the
spacing 1s described as close position. Otherwise the chord is in open
position, provided all four normal factors are present. It will be
noticed that in close position the three upper voices are all within
the range of a single octave, whereas in open position there is a dis-
tance of more than an octave between soprano and tenor. In ar-
ranging a root position triad in close position, having a given soprano
note, the alto will take the next immediately available chord note
below the soprano. If open position 1s desired, the alto will not take
this first available note, but will take the next below. The tenor will
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fall into place with the only note left, as the bass will of course take
the root, in whatever octave is convenient.

&
,dg
.

F— o = | 8o

close open

EX. 22

I

&

-

6 19

=
-
L & 2

Close and open position are of equally common use. The choice
of one or the other is subject to various conditions, among which
melodic progress of the parts is perhaps the most important. An-
other is the question of ranges. If the soprano voice is in a high
register, for example, close position may result in placing the other
voices too high. The ideal of balance 1n a single chord would be to
have all voices in corresponding registers all high, all medium, or all
low, but this is seldom possible of achievement because of melodic
direction and other influential considerations.

One should listen carefully to the relative effect of various spac-
ings of the same chord and notice the kind of spacing used in music
heard. The intervals between the voices are an important factor in
the texture and actual sound of the music. In the common-practice
period of harmonic usage this has been largely a matter of effective
distribution of given chord tones, but, with the twentieth century,
composers have become much more preoccupied with intervals and
their combination into individual sonorities.

EXERCISES

1. The teacher will play a scale, major or minor, and afterwards
a triad derived from that scale. The student will tell the kind of
triad and the scale degree which is its root.

One cannot overestimate the value of this type of ear-training
exercise. Facility can be gained only through regular practice, with
the aid of another person to do the playing. The most satisfactory
and feasible method is to get together a small group of interested
students and let each take 2 turn at the piano.

2. Identify the following triads as to kind (major, minor, dimin-
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ished, or augmented), and indicate by Roman numerals and key
their possible derivations as to scale and degree. (For example, the
first triad given is major, IV of B major, or I of E major, etc.)

|
ﬁ%;i_a:_rim g
= fo
: o e n«——h;g::@—— — 1 2 [ b8 |
J—x —— P e P
a. &. e. d. e. £ g & z. J-

3. Write three different spacings in four parts of each of the
following triads:

a. b. e. d. e.

4. Write in four parts, in both close and open position, the fol-
lowing triads:

IV in B-flat minor
V in C-sharp major
VT1in E major
IIT 1n D minor
I in F minor
IV in A major
I 1n E-flat minor
VI in E minor
VIl in G major
Il in A-flat major
5. By the use of accidentals only (sharps, flats, or naturals}, write
each of the following triads in three additional ways, so as to illus-
trate the four types, major, minor, augmented, and diminished:

g ks H FFeo
Ly
&

e FOQ om0 B0 O

R
£ b

O
a.

qu?
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CHAPTER THREE
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HARMONIC PROGRESSION

HEN chords are to be heard in succession there are two

\ J‘ ; main questions to be considered. The first 1s the choice

of the chord to follow a given harmony, and the second

is the procedure in connecting the two chords. These are two aspects
of what is known as harmonic progression.

Although these two questions are in a sense inseparable, the mat-
ter of succession can be regarded as independent of the forms of the
chords themselves. As more of these forms are studied 1t will be
more and more apparent that the individual sonority of the two
chords is of far less importance than the relation of the two roots
to each other and to the scale from which they are drawn. Chords
are identified primarily by their situation in the tonality or, in other
words, by the scale degree serving as root. Hence chord succession
can be reduced to root succession (or root progression), which in
turn can be translated into Roman numerals representing a succes-
sion of scale degrees. The variety of chords built upon these roots
8 of secondary importance, and no change in the make-up of the
chords can remedy an inappropriate root progression.

TABLE OF USUAL ROOT PROGRESSIONS

I is followed by IV or V, sometimes VI, less often II or IlI.

II is followed by V, sometimes V1, less often I, III, or IV.
Il is followed by VI, sometimes 1V, less often Il or V.

IV is followed by V, sometimes I or 11, less often III or VI.

V is followed by I, sometimes VI or IV, less often III or II.
VI is followed by II or V, sometimes III or IV, less often .
VII is followed by III. (V1I is rarely used in root position.)

17
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It is important to form an appreciation of the qualities of these
progressions. These qualities do not readily lend themselves to de-
scription by words. The dominant-to-tonic progression is generally
considered the most satisfying. One can easily sense the repose of
this progression by playing the bass alone.

EX. 23

L & B -

)
o <
= ___ n' =
9' e M- —X¥
v I v I
Other progressions with root moving down a fifth (or up a
fourth) seem to have an analogous effect, although in less marked
degree.

When the root proceeds by step, the second chord will have an

entirely new set of notes, and so will give a change of harmonic
color.

EX. 2 — J—XX
E 8 ©o—H o8
< 2 o
— 0 - = 0
?:——9 o Ty -3-_—13
IV \'d m IV VI v

A contrast to this is the very soft effect of moving to a triad on
a root a third above.

EX. 2¢ ﬁg ——© 17 —
)
e © S o g
%..n Y o
I i v Vi Vi I

THE LEADING-TONE TRIAD

The triad on rhe seventh degree is rarely found in root position

and can safely be omitted from the discussion of root progression.
It contains a dissonant interval, the diminished fifth, the lower tone
of which is the leading-tone itself, with its strong tendency toward
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the tonic. In its action and effect this triad is really an incomplete
dominant seventh chord and 1s so treated.
Occasionally one finds the leading-tone triad progressing to III,

usually in a sequential pattern where the chord is used in order to
preserve the symmetry of the voices.

EX. 26
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THE SECOND DEGREE IN MINOR

The diminished triad formed on the second degree of the minor
scale has the same dissonant interval as the leading-tone triad, the
diminished fifth. However, the lower of the two tones is not in
itself a tendency tone, and it has been the practice of composers to
use this chord quite freely in root position,

EX. 27 %b =
¢
2 o
o
C minor: 11 v

THE AUGMENTED TRIAD

Another triad with a dissonant interval is that on the third degree
of the minor scale (harmonic). In this case there is an augmented
fifth between the root and the leading-tone. It is usual to double

the third of this triad, that being the fifth degree, dominant, of the
scale,

EX. 28 g o

) 3rd
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Each progression possesses certain rhythmic values, to be dis-
cussed 1n a later chapter.

VOICE LEADING

Having decided what the root succession is to be, the next ques-
tion is how the two chords are connected, that 1s, how the voices
move horizontally.

The following observations describe the procedure followed to
connect two triads in root position. Notice that what is sought par-
ticularly is smoothness.

1. If the two triads have one or more notes 1n common, these
are repeated in the same voice, the remaining voice or voices moving
to the nearest available position.

EX. 2
g F‘%& g

©- o
: Iy
- v
C: 1 v

In the example, G is 2 common tone of both triads, so it is re-
peated in the same voice, the alto. The other two voices move to
the nearest position available—C down to B, E to D. (The notes of
the second chord are G, B, D, G. The two G’s have been used, one
by the bass since that is the root, and the other by the repeated alto.
Therefore B and D are the only available tones.) If C had gone to
D, E would have been forced to take B, the only note left, and this
would not have been to the nearest position.

Exception: In the progression II-V, it is customary not to re-
peat the common tone but to move the three upper voices down to
the next available position.

EX. 30
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2. If the two triads have no tones in common, the upper three
voices proceed in the opposite direction to the bass, always to the
nearest available position.

. D o
EX.31 P}g =g f o—x

2 —n s - o o
3:_—9_-_ i o —n oy —29©
IV v ) III 111 IV

Exception: In the progression V-VI, the leading-tone moves up
one degree to the tonic, while the other two voices descend to the
nearest position in the chord, doubling the third, instead of the
root, in the triad on VI

EX. 32
L.T.
Oy W 1
© — 3[‘\‘.{.::!
Bed O — o] L.T.= leading -
L.T. tone

0O 1

= R o ==———
v VI minor: V VI

If the directions given above are followed, the connection be-
tween the chords will be correct according to the practice of voice

leading in harmonic progression. The purpose of this procedure is
to insure the smoothest possible connection of two chords, so that
one seems to flow into the next. Continued application of the proc-
ess will, however, result in rather dull music.

EX. 33 :
§ Fr PPPFIPF =

. d dodd
cSo=—2E Fjﬁi
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One does not expect fine four-part contrapuntal writing in the
first studies of root position triads. Moreover, the emphasis in har-
monic study will, of necessity, be directed to the chords. But the
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cultivation and exercise of musical taste and judgment are implicit
in the effort to emulate the practice of composers. It 1s never too
early to insist on the constant seeking for what is truly musical. Even
in the exercises dealing with such elementary material as root posi-
tion triads, there will always exist the possibility of an arrangement
that is a little more inceresting and musical than another.

In other words, the set of rules is broken whenever greater mu-
sical interest can be achieved by breaking them, and this will be
noticeable first of all in the soprano line. The soprano, being the top
line, is instinctively heard as a melody and so must receive more
care in its construction than the inside voices.

When the root is repeated it is advisable to change the position of
the other voices, for variety.

EX. 'é_'
) g:é 2

I

v

A change from open to close position, or vice versa, is often a
good way to obtain 2 new soprano nate.

EX. 3§ %;_n
o

rs
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VI

The occasional use of a triad without fifth, usually composed of
three roots and one third, may help to free the soprano line. It is

not in the style to omit the third, as that leaves the empty sound of
the open fifth.

O L9 1
EX. 36 g ———_ o—H
S | g5
9: E'_ — E —
—r ="
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Doubling of the third or fifth instead of the root is another means
of making more notes available for the soprano part.
l

EX. 37

T
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IV I A\ VI

Rhythmic division of some notes of the soprano into smaller time
values is a frequent resource in the making of a melody, as 1s like-
wise the tying over of possible repeated notes to make notes of
larger time values. The student is advised to use this device spar-

ingly at first, in order to gain experience in the vertical arrange-
ment of the chords before adding rhythmic complications.

EX. 38 % ,j_"—hh‘ H
AP
F

g i by

I VI v v 1 A4

As by various means the voices are given more freedom of move-
ment, attention must be given to the ways in which they may move,
both as regards their individual melodic lines and their relative
meledic progression. The terms “conjunct” and “disjunct” motion
are used to describe the movement of a single line by step and by

skip respectively.

EX. 39 g & rz # >

D conjunct disjunet

A good melodic line contains mostly conjunct motion, with the
disjunct motion used judiciously for variety. Too many skips make
for angularity rather than for the desired flowing quality. It will
be noticed that basses are likely to contain more skips than the other
parts, }vhﬂe the alto and tenor as a rule have few, if any, large dis-
Junct 1ntervals. In using only triads in root position the bass will

fegessarily be more disjunct than is ordinarily desirable.
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RELATIVE MOTION

Two voices may move relatively in three ways: in contrary mo-
tion; in oblique motion; or in similar motion.
Contrary motion, the voices moving in opposite directions:

e e resore—
=

)

Oblique motion, one voice level while the other moves:

Ex- 41 iﬂ q
o E—

Similar motion, both voices moving in the same direction:

EX. 42 1
i ===S—=====

In similar motion, if the two voices keep the same distance apart
they are said to be in parallel motion. Two voices moving in parallel
motion are melodically less independent than otherwise, and may be
looked upon as a single voice with reduplication. Parallel intervals
of the unison, octave, and perfect fiftth have been systematically
avoided by the composers of the eighteenth and nineteenth cen-
turies, whenever it has been their intention to write a basic four-
part texture.

EX. 43 g ﬁ;“ — n‘:_ﬁ:g% H
—
ths

unisons octaves perfect fif

Parallel thirds and sixths are common. Parallel fourths are used

if supported by parallel thirds below.

EX. Fe o
44 g ox—8 ¥ 5
avoided good

Parallel dissonant intervals occur in certain circumstances arising

from the use of contrapuntal nonharmonic tones and irregular res-
olutions of dissonant chords.
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The relative motion of the voices is planned to preserve their
independence as separate parts. The maximum of independence is
furnished by contrary motion, bur it is obviously not possible for
four parts to move in four different directions. Oblique motion is
useful to contrast a moving voice with one that is standing still. In
similar motion care must be taken that the movement is not so con-

sistently similar that one part is merely a companion to the other,
without individuality of its own.

THE DIRECT OCTAVE AND FIFTH

Composers seem to have been careful about any approach by
similar motion to the intervals of octave and perfect fiftth. While
such matters are more 1 the domain of the study of counterpoint,
the prominence of these intervals when berween the outside voices,
bass and soprano, necessitates recognition of the practice.

An octave or a perfect fifth 1s not usually approached by similar
motion, with skips in both voices. This combination is often re-
ferred to as hidden octaves, or hidden fifths, but the terms “direct
octave” and “direct fifth” will be employed here.

w4 g: LESv=TY

In the case of the direct octave, it is usually avoided in upward
movement even when one part moves by step, except when the
gpper voice moves by a minor second, acting as a leading-tone.

EX. 46 g o= e T 52 do—a

ﬁ == ¥e —e—0

avoided

THE TRITONE

The interval of the augmented fourth 1s called the tritone, i.e.,
three whole-tones. It has a pecuhar kind of sound and it was lﬂﬂked
vpon with disfavor in the contrapuntal era, when it was referred
to as digbolus in musica. The roughness of its effect was softened
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or avoided with consistent skill. In the period of common harmonic
practice there seems to be but one form of the tritone that was
nearly always shunned by composers. This is in the progression
V-1V in root pusition. The leading-tone in V and the bass of IV
are in relation of tritone, and here the term ‘“cross-relation,” or
“false relation,” is used to express the relationship between two suc-
cessive tones which do not occur melodically in the same voice.
The false relation of the tritone is easily heard in V-1V when the
leading-tone is in the soprano voice, proceeding to the tonic, but 1s
constantly used when the leading-tone 1s in either alto or tenor.

EX. 47 - ——
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tritone avoided accepted

OVERLAPPING VOICES

When two voices move upwards in similar motion, the lower
voice is not usually allowed to move to a position higher than that
just left by the upper voice. This avoids ambiguity to the ear, which
might follow an apparent melodic progression between the two
voices. The corresponding rule holds for descending movement.

EX. 48

overlapping

In writing exercises in four parts, using two staves, the tenor
should be written on the lower staff with the bass, so that the four
voices can be readiiy seen as lines. It is also an aid to clarity to adopt
the practice of pointing the stems of the soprano and tenor parts up,
and those of alto and bass down.

At least two versions should be made of the exercises which call
for a considerable number of chords. The first version should fol-
low closely the steps outlined under the heading of voice leading,
even though the result is as poor melodically as in Ex. 33. This will
help to familiarize the student with the principles of connection of
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criads and will then serve as a basis for the departures necessary to

obtain a better soprano line.
These departures need not be numerous or radical.

EX. 49
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a. Starting with the third in the soprano raises the voices to a
middle position in their range and gives them a little more space in
which to move.

b. The doubling of the third in III avoids the repetition of the
note A on the first beats of two successive measures. The three
upper voices then move down, treating the III-VI progression as
analogous to II-V.

c. The chord VI has its third doubled, as always in the progres-
sion V-VI. This gives a choice of repeating the common tone F
in either tenor or soprano, as well as offering an opportunity of
changing from close to open position.

The following is a third version of the same series of triads. The

departures from the basic procedure should be analyzed by the
student.

EX. §0 ._JJJ:MQ—JH
dddj|d2dd|d 24|,
Tt RN R R

EXERCISES

hl- Write, in four parts, three different arrangements of each of
the following harmonic progressions:
8
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V-VI in E minor
IV-V in D major
[-V11n F major
VI-V in C major
V-1 in A minor
II-V 1in E-flat minor
VI-IV in B-flat major
11-V in F-sharp major
H1-V11n C-sharp minor
V-V1in D-flat major
2. Write two verstons of each of the following series of triads
in root position. The first version should comply strictly with the
stated rules for connecting triads, while the second should contain
departures from the first in order to obtain a good melodic soprano
part.

S bl o ) [0 (@ e (E

a, Cmajor: IV, V, L, V, VLIV, I, V, V, I
b. Cmnor: I, VLIV, IL V, VLIV, V, I, V| 1
c. Amajor: [, V,III, VLIV, V, I, VIV, IV, V| I
d. Bminor: V, I, IV, I IlI, VI, IV, V, V[, IV, 1

3. Add soprano, alto, and tenor parts to the following basses,
using triads in root position. Make two versions of each bass as in
the preceding exercise.

B 573 1
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CHAPTER FOUR

0 &6

TONALITY AND MODALITY

ONALITY is the organized relationship of tones in music. This

relationship, as far as the common practice of composers in

the eighteenth and nineteenth centuries is concerned, im-

plies a central tone with all other tones supporting it or tending

toward it, in one way or another. Other organized relationships

exist, as for example the twelve-tone system of Arnold Schoenberg,

but they cannot be said to have been at any time in common prac-

tice. Earlier systems, based on the modes, antedate the period we
are studying.

Modality refers to the choice of the tones berween which this
relationship exists. Tonality is synonymous with key, modality with
scale. In addition to the major, minor, and chromatic scales, an ex-
tremely large number of modes can be constructed in any given
tonality. As illustration a few are given here on the key-note C.

EX. §1

WM ===

Dorian Phrygien Lydian
: Y
i P :ﬂ
Mixolydian Aeolian Pentatonic
- - ]
Whole -tone "Hungarian”

29
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These modes may be transposed into all tonalities, simply by
changing the pitch of the tonic note and preserving the interval
relationships.

EX. §2
E:Doran G: Phrygian
E o © b ik te
H
Bb:Lydinn F¥: Mixolydian

Many modes taken from folk songs and even oriental scales have
been used occasionally by composers. Artificial scales have been in-
vented, containing a discribution of intervals not known before.
But 2ll of these must await investigation until the first task in the
study of harmony is accomplished, namely the clear and firm estab-
lishment of the norm of common practice by reference to which
these extraordinary resources are to be appreciated. We limit our-
selves, therefore, to the three modes or scales described in Chapter
One—major, minor, and chromatic, the last considered as a variant
of the other two.

The acknowledged superior authority of these two modes over
a period of some three hundred years has given rise to the expres-
sion “major-minor system” often applied to our music. We are so
imbued with this tradition that we tend to interpret music based on
other modes as being in either major or minor, usually with some-
what unsatisfactory results. How often it is that the ear accepts
the impression of C major at the opening of the second move-
ment of Brahms’s Fourth Symphony, only to find soon afterward
that E is the tonal center.

EX. §3. Brahms—Fourth Symphony

Andante moderato at
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45 2
T - X I"_:.' :
dim. o
—E e
=== =S i

Instances like the above, of use of modes other than major and
minor, are fairly numerous during the harmonic period but are by
no means frequent enough to be called common practice. Such
resources, drawn from earlier periods, were not even partially ex-
ploited again until the twenteth century.

TONAL FUNCTIONS OF THE SCALE DEGREES

Tonality, then, is not merely a matter of using just the tones of
a particular scale. It is more a process of setting forth the organized
relationship of these tones to one among them which 1s to be the
tonal center. Each scale degree has its part in the scheme of tonality,
its tonal function.

It is not the place here to attempt to outline the acoustic and

psychological origins of these tonal functions. Let it suffice to report
their existence as evidenced in the usage of composers.

Dominant and subdominant seem to give an impression of bal-

anced support of the tonic, like two equidistant weights on either
side of a fulcrum.

= % 9 LY t:ﬂ— LX
o

I v I IV 1

The above could represent the scheme of harmonic progress of
Many a short piece of music, the first objective being the dominant,
followed by return to the tonic, and then introduction of the sub-
dominant to make the last tonic more satisfying and final. Other
degrees are used to amplify and decorate this design,

. Tonic, dominant, and subdominant are called the tonal degrees,
SIn¢e they are the mainstay of the tonality. In a given tonality these
dﬂgrees remain the same for both modes.
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EX. §§ 9; — o m — o

Cmajor I Iv V Cminor I IV V

Mediant and submediant are called the #:20dal degrees. They have
very little effect on the tonality but suggest the mode, since they
are different in major and minor.

EX. 56 9: = 9 'P:bb — f? J

Cmajor 1mm VI C minor I vi

The supertonic 1s most often treated as dominant of the dominant.

EX. §7 9:
I

O
op v
(Vofv)

Harmonically, however, the supertonic often tends to become
absorbed into the subdominant chord, especially in certain posi-
tions, and 1s sometimes spoken of as a substitute for the subdominant.

EX. §8
$'_ﬂé ..__g__ﬂ

—8—

I
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The supertonic should, therefore, be included in the list of tonal
degrees, since it partakes of both dominant and subdominant char-
acteristics, but should be distinguished from 1, IV, and V, as having
much less tunal strength.

The seventh degree, leading-tone, for all its importance as an
indicator of the tonic through its melodic tendency, has not been
treated as a basic structural factor in tonality. It remains a signif-
1cant melodic tone, common to both modes. It is seldom regarded
as a generator of harmony, but is usually absorbed into the dominant
chord. The progression, leading-tone to tonic, may be described as
melodically VII-I and harmonically V-L.

In terms of harmonic roots, overemphasis on the modal degrees
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tends to give the effect of a mode, and tonality, other than that in-
cended. The modal degrees, by their insistence, are accepted by the
ear as tonal degrees of another scale,

EX. 59
FrF P p P ipp o
dd J2 4 dJd 44 o
. m— ; =
G:;l m vi II m 1Iv o VI m V I
(v 1 IV vV VI v I v)
A: Aeolian

It follows that the tonal structure of music consists mainly of
harmonies with tonal degrees as roots (I, IV, V, and II), with the
modal degree chords (IIl and VI) used for variety. It is interesting
to note how in a single tonic chord one third degree is sufficient
to “color” any number of doublings of the two tonal degrees and
to explain the mode.
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DOMINANT HARMONY

- The strongest tonal factor in music is the dominant effect. Stand-
ing alone, it determines the key much more decisively than the
tonic chord itself. This fact is perhaps not apparent with simple
triads but should be borne in mind throughout the study of har-
mony. The addition of dissonances and chromatic alterations creates
tendency tones which serve to augment the feeling of tonality in-
herent in the combination of leading-tone and domunant root.
Establishment of a key by means of one of the many forms of domi-
naile harmany i1s an everyday occurrence.
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Ex. 61. Haydn—Quartet, op. 77, no. 1 ~)
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Ex. 62. Franck—Violin Sonata
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TONAL STRENGTH OF CHORDS

A single chord heard by itself is capable of a number of interpre-
tations as to its tonality.

= 03 I ====

This ambiguity, which will later prove advantageous to the proc-
ess of moduation, is greatly lessened when two chords are heard in
a harmonic progression. The progressions have in themselves impli-
cations of tonality, although in varying degrees.

EX. 64 (#—— r : :
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The greatest strength of tonality 1n harmﬂn_ic prngre_ssinns ir}— |
volving only triads lies in those progressions which combine domi-
nant harmony with harmony from the subdominant side (including
the supertonic as partaking of both). Presence of the tonic chord
itself is not necessary to the establishment of a key. More important
is the dominant. The progressions [V-V and [I-V cannot be inter-
preted in more than one tonality, without chromatic alteration,
hence they do not need the tonic chord to show the key. The
progrcssiﬂn V-VI, although possible to hear as the relatively un-
common prugressiun I-1I in the dominant key, is strongly indicative
of a single tonality.

It may be necessary for a third chord to be heard if the harmonic
progression is to define the tonality. By adding another chord to the
successions in the above example, they can be rendered almost un-

mistakably in C.
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Similarly a third chord could be selected which would confirm
the alternative tonality given in the original example.

EX. 66

C:CIVYV
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These elementary tonal units, groups of two or three chords with
distinct meaning as to key, might be regarded as musical “words.”
;Ihe student is advised to write as many of these formulae as possible
na notebook where they will be available for consultation, begin-
nag with the commonest, like IV-V-I, I-IV-V| etc., and even
Including some that he may invent. They should then be studied

for their individual qualities, their strength of tonality and rhythmic
B»
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feeling, and notice should be taken of their frequence of use in music
and of the varied forms in which they may appear.

Variation of the formulae by differences in doubling, spacing,
and choice of soprano tone, are resources already available to the
student.

Change of mode from major to minor, or vice versa, does not
affect the tonality of the formula, and is one of the important means
of variation. Ex. 66 could be written as follows, the only change
being in the modes.

EX. 68
;%%mm ‘Hy8 S gk | H B0
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The study of harmony deals with the variants of these funda-
mental formulae, or “words.” It will be found that they exist in the
most complex texture, and from the very beginning much attention
should be given to harmonic analysis of standard works, to bring
out the endless capacity for varied treatment of these harmonic
structural clements. Compare these two presentations of the formula

II-V-I:
EX. 69. Mozart—Piano Sonata
¥ — %
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gx. 70. Chopin—Etude, op. 10,n0. 6

Andante
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INTERCHANGEABILITY OF THE MODES

The modal implications of the chord progressions have much less
significance than those affecting the tonality. Major and minor
modes are not as distinct in usage as their two scales would seem to
indicate, and it is sometimes uncertain which impression 1s intended
by the composer.

Fluctuation between major and minor has always been common.

EX. 71. Beethoven—Sonata, 0p. 53
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In this example the progression I-V is repeated with change of
mode, a change involving but one note—the third degree.

Tdhe harmonic progression may itself contain chords from both
modes,
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EX. 72. Mendelssohn—Song without Words, op. 102, m0. 2

4 Adagio
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This use of the sixth degree of the minor mode in the midst of
chords of the major mode adds the interest of color and 1s frequently
heard. Both the subdominant and supertonic with minor sixth de-
gree are freely used when the major is the prevailing mode.

On the other hand, the major forms of these chords (with major
sixth degree) are used in connection with the minor mode only
when the sixth degree ascends to the seventh, according to the
melodic minor scale,
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EX. 73
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In the eighteenth century 1t was almost a mannerism to end on a
major tonic triad even though the movement had been unmistakably
in minor throughout. This major third was called the “tierce de
Picardie” or Picardy third.

EX. 74. Bach—Well-tempered Clavichord, 1, Prelude no. 4
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Compositions in large form, of several movements, the first of
which is in the minor mode, more often than not change to major
mode 1n the last movement, while keeping the same tonality, Bee-
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thoven’s Fifth Symphony is always referred to as the C-minor
Symphony in spite of the fact that its final movement is not at all
in C minor, bur in C major.

The development of chromatic resources in the nineteenth cen-

emphasized the tendency of the two modes to merge into what
one is finally tempted to call a chromatic mode. Chromatic tones
were introduced partly by the method which has just permitted us
to include both A-flat and A-natural in C major, and partly by the
extension of the dominant principle to allow other degrees than the
tonic to possess their own dominants.

The study of these complexities belongs naturally to an advanced
stage in the study of harmony, but there are two points of which
the student should be made aware from the start. The first is that
the modes, major and minor, tend to become interchangeable, even
with triads. Examples from musical literature should be noted and
the formulae added ro the collection of progressions. In the exercises
of the present stage, Il and IV can be used with either major or
minor sixth degree in the major mode, and the final tonic chord of
the minor mode may have a major third. It 1s understood that these
are cffects of variety and should not be used too consistently.

The second important point is that notes outside the scale do not
necessarily affect the tonality. This principle may cause difficulty
at first but should be announced early, if only to emphasize the fact
that tonality is established by the progression of roots and the tonal
functions of the chords, even though the superstructure of the music
may contain all cthe tones of the chromatic scale.

EXERCISES

Writing some of the exercises without key signature, using acci-
dentals when needed, is helpful for showing the differences in mode
and tonality. The traditional signatures of major and minor modes
on the same tonic are misleading in that they suggest much more
difference than actually exists.

t. Write the modal degrees of the following scales:

a. A-flat minor
b. C-sharp major
c. D-flac major
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d. G-sharp minor
e. E-flat minor
2. Give the tonalities and modes of the following progressions:
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a. b. e. d. e.
\3. Write each of the following harmonic formulae in four differ-
ent variants:
a. C minor-VI-II-V
b. E major-II-V-VI
c. D-flat major—V-VI-IV
d. A minor—]V-V-|
e. F major—V-IV-I
4. Write three different four-part versions of each of the follow-
ing basses, one version in the major mode, one version in the minor
mode, and a version using chords from both modes:

77— 7 '
’, o 7 EEE J
! _#_
e —]
FSE === == =
—. _ :. — i _B_i
i P Lt = i

5. Write similar variants of a four-part setting of the following

successions of chords, using no key signature:
a. Key of G-VI-IV-II-V-II-VI-IV-I-V-]
b. Key of E-lat—V-I-IV-V-VI-IV_]I-V-I-IV-V-]

6. Construct orniginal chord successions, starting with a series
of Roman numerals, arranged with attention to the proper distribu-
tion of modal and tonal degrees and to the quality of the harmonic
progressions involved. The series should finally be worked out in
four parts.
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HARMONIC RHYTHM

1 1s assumed that the conceptions meter and rhythm are under-
stood. Meter is simply measure. Meter has no rhythm. But music
so often has a rhythmic pulse with which the meter coincides at

important points that we think the meter i1s rhythmic. We then
speak of strong and weak beats of the measures, forgetting that the
rhythm of the music came first, and that afterwards came the effort
to place the bar-line at points of rhythmic stress. Obviously, the first
beat of a measure should receive rhythmic stress only when the
music calls for it, and not because it happens to be the first beat.

The reaction of many influences, important among them dance
music and dance forms, combined in the eighteenth and nineteenth
centuries to instill the idea of regular pulse (recurring symmetrical
beats) into all music. The period of harmonic practice which we are
studying is at the same time the period in which there held sway the
greatest “tyranny of the bar-line.” Composers of earlier centuries
worked with free and flexible rhythms like those of fine prose, and
in the twentieth century there has been an attempt to recapture
the principle of that higher organization of rhythm; but from Bach
to Franck it cannot be denied that the rule is regularity of beats
and of measures.

That we are still far from an appreciation of the subtleties and
mastery of rhythm even under our conventionalized system, shown
In the works of the best composers, is largely due to our acceptance
of the doctrine of strong and weak beats as a substitute for the
open-minded appraisal of the rhythmic values of each individual
musical PhI'ﬂSE

41
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It is difficult to reconcile the rhythms of the following examples
with the familiar classification of beats of the measure into strong,
weak, and weaker.

Ex. 75. Bach—Sarabande from the Second English Suite
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Here, as in most sarabandes, the stress is on the second beat of the
measure. The third beat is entirely without accent, the effect of the
measure being that of a short first beat followed by a heavy second
beat lasting twice as long,

EX. 76. Mozart—Qwerture to the Magic Flute
Allegro

Y [ B ] [ ol

1 A I —

pot T I s y f P S

Here the only accent is on the fourth quarter, the six eighth-notes

being all of equal rhythmic value. Mozart has underlined the natural
rhythm by marking the accented sixteenth-note group forre.

EX. 77. Brahms—Capriccio, op. 116, no. 3
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In this example the strong accent in the first measure comes on
the second beat. There 1is no stress at all on the first beat of the sec-

ond measure and the three quarters serve as up-beat (anacrusis) to
the third measure.
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RHYTHMIC TEXTURE OF MUSIC

In its total effect on the listener, the rhythm of music derives from
rwo main sources, melodic and harmonic. We omit from this dis-
cussion the percussive resource, exemplified by the bass-drum
stroke, not because it has not been significantly employed, but be-
cause its habitual role has been to heighten or underline either
melodic or harmonic rhythms.

Examination of the following example will show these two kinds

of rhythm.

£x. 78. Beethoven—Sonata, op. 31, no. 3

Moderato ¢ 1080 e
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The melodic rhythms here combined may be indicated thus:

EX. 79
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The four patterns are clearly not in agreement as to accents or
points of rhythmic stress.
- Taking the Roman numerals of the harmonic analysis as indicat-
Ing the distribution of the root changes in the phrase, we can write
the pattern of the harmonic rhythm thus:

8o 4

J.

i 73
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Admitting the inadequacy of this merely quantitative notation of
rhythm, there are nevértheless two significant observations to be
made:

a. The pattern of harmonic rhythm, although differing from
each of the patterns of melodic rhychm, is the product of the combi-
nation of these. This is an excellent corroboration of the often-
repeated statement that chords are made by moving voices. On the
other hand, it is entirely feasible to reverse the process. The com-
poser may have started with the harmonic pattern and have derived
from it the melodic lines.

b. The root changes, which give the rhythmic pattern of the
harmony, are not regular in time, like a regular pulse, nor are they
of equal rhythmic value, quite apart from the unequal time values
they possess. Both of these aspects of harmonic rhythm, frequency
of change of root and the quality of that change, must receive at-
tention in a study of harmony as used by composers.

MELODIC RHYTHM

There need not be as much diversity in patterns as found in the
Beethoven example. It is true that rhythmic independence of
melodic lines is the test of good counterpoint, but music is not al-
ways contrapuntal and the complexity of its texture varies between
wide limits.

The rhythmic outline of all the voices may coincide, in which
case the resultant harmonic rhythm will be in agreement with the
melodic rhythm, although not necessarily with the meter.

EX. 81. Beethoven—Somnata, op. 53

Allegro con brio —
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gx. 82. Schumann—Symphony no. 1

A]legm molto vivace
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In the above examples the top voice is heard as a melody. This is
called homophonic music, as distinguished from polyphonic music,
in which two or more independent melodic lines are heard in combi-
nation.

When all else 1s subordinated to one melodic line we have
melody and accompaniment. The accompaniment is frequently
lacking in rhythmic interest, to avoid lessening the prominence of

the melody.

Ex. 83. Chopin—Nocturne, op. 48, no. 1
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In the latter part of the nineteenth century some composers be-
came interested in complicated part-writing of a chromatic nature,
and, in their efforts to conceal the underlying harmony and increase
the contrapuntal interest, obscured and even obliterated the feeling
of harmonic progression. Whether deliberate or inadvertent, this
amounted to an impoverishment of the rhythmic life of the music.

For vitality of cnntfapuntal texture over a clear harmonic

rhythmic background, the works of J. S. Bach remain the models
of perfection throughout the period.
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EX. 84. Bach—Weil-tempered Clavichord, I, Fugue mno. t
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HARMONIC RHYTHM

Frequency of change and rhythmic quality of the change are,
then, the two main features of harmonic rhythm. When the har-
mony changes too often the effect is apt to be one of restlessness and

bustle.

EX. 85. Chopin—~Mazurka, op. 59, no. 2

Allegreito

—

Widely spaced changes of harmony give the impression of breadth

and relaxation.
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Ex. 86. Mozart—G-minor Sympbony

A]legmmﬂltn - - - P —
i .- NV - W . " N

47

STATIC HARMONY

There are instances of complete absence of harmonic rhythm
throughout whole sections of a composition. One of the most famnus
examples of this effect of static harmony is the prelude to Wagner’s
music drama Das Rbeingold, where the chord of E-flat major serves
as the unchanging background of the entire prelude, one hundred
and thirty-six measures in moderate tempo.

Static harmony, or absence of harmonic rhythm, is more often
felt as a defect in music by composers of inferior gifts. Like all other
technical resources, it is successful when appropriate, and is bound
to be neffective when the result of indifference or unawareness on
the part of the composer.

The rhythmic quality of the harmonic change is influenced by a

number of factors, often of no little subtlety and open to differences
of npuunn as to ctheir values, but of prime unpnrtance to the student

if he aspires to an insight into the function of harmony as a2 musical
means.

TIME VALUES

First among these factors is the agogic element, the effect of time.
Long and short values, it is generally agreed, are synonymous with
heavy and light, scrong and weak, rhythmic quantities. Down and
up, in terms of beats, should not be included in this parallel.
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EX. 87 ﬁ g’ 3 ? i_
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stirong weak strnng weak

The application of the principle of long and short values to chords
on the same root imparts a rhythm, but this should not be thought of

as harmonic rhythm, which has to do with harmonic changes.

Ex. 88. Beethoven—Symphony no. 7

Allegretto
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Harmonic rhythm
STRONG AND WEAK PROGRESSIONS

From a purely harmonic standpoint, the basic factor in rhythm i1s
the inherent rhythmic value of each harmonic progression. These
values seldom exist in music without rhe influence of other factors
but should be clearly established by playing the progressions in
their simplest forms.

A strong progression is one which gives the impression of weak
(hght) proceeding to strong (heavy). Using the bar-line for its
traditional purpose, we may say that a bar-line could properly be
placed between two chords of a strong progression. In general, the
progressions with root moving by fourth, fifth, or second are strong

pmgressiﬂns.

EX. 89
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A progression with root moving up a third is a weak progression,
giving a rhythmic impression of strong to weak. The bar-line 1s not
ordinarily placed between two chords of a weak progression.

EX. 90
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The progressions with root moving down a third are not defi-
nitely either weak or strong.

EX- 91 w
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When more than two chords are involved it will be nouced that
a strong progression is capable of becoming weak by association
with other strong progressions. The following example shows
groupings of such progressions, with bar-lines indicating rhythmic
mterpretations to which they are susceptible. Let ys repeat that the
bar-line is but an indicator of the interpretation and not a cause of it.

RS

EX. 92
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With the limited materials now at his command the student will
not be expected to apply advanced principles of harmonic rhythm.
It is advisable at this point, however, to mention some other rhyth-

mic influences which will surely be present in almost any music
that is examined.
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DISSONANCE

Dissonance is contrapuntal in principle and is an important ele-
ment in motion. The dissonant chord and its resolution may, how-
ever, compose either a strong or a weak progression. The harmonic
rhythm is concerned with root movement and is either confirmed
or contradicted by the polyphonic superstructure.

EX. 93 %__ ;L
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DYNAMIC INDICATIONS

Directions for nuances of loud and soft, crescend: and diminuend:,
accents, sforzandi, and the like, are of course not elements of har-
monic rhythm. Their use 1s ordinarily to confirm and accentuate
the natural rhythmic feeling already present in the music, although
sometimes for a particular expressive purpose the composer may
employ them in a contrary sense.

EX. 94. Beethoven—Sonata, op. 31, no. 3
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In the above example the second chord, although a dominant
seventh chord, 1s in a position and inversion which would allow
of its complete absorption into the tonic chord, the soprano and
bass being passing tones and the alto an auxiliary. The accent indi-
cated by Beethoven would never have occurred to the player if no
dynamic signs had been given.
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PASSING CHORDS

The question raised by the Beethoven example, of whether a
vertical combination of tones 1s an independent chord, or just some
melodic tones which happen to harmonize at the moment, depends
upon various considerations and 1s often open to varying interpreta-
tions. It will have to be decided mainly on rhythmic grounds, but
one should take into consideration the general pace and musical in-
tent of the piece.

In this example the speed of the music justifies a broader view of

the harmony, so that the harmonic meter of one chord per measure
seems reasonable.

EX. 95. Scarlatti—Sonata
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On the other hand, in a slow tempo the passing chords are dwelt
upon long enough to give them harmonic significance.

Ex. 96. Haydn—Sonata
Adagio
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PEDALS

The pedal effect, where a tone, usually the bass, is held through
harmonies which are foreign to it, is rhythmically static, since it
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deprives the harmonic progressions above of their basses and tends
to cause them to be heard as melodic tones over a single root.

SYNCOPATION

Syncopation implies a well-established rhythmic pulse, the effect
being based on a dislocation of that pulse by giving a strong accent
where one is not expected, and suppressing the normal accent of
the pulse.

There are four ways in which syncopation may be employed.

1. The principal melodic line may be syncopated against the
harmonic rhythm, or pulse.

EX. 97. Schubert—Quartet, op. 29

Allegro moderato
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2. The pulse may not be actually heard but may exist by analogy
with the preceding measures.

Ex. 98. Beethoven—Sonata, op. 101
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3. Both melodic and harmonic rhythms may be syncopated
against a pulse previously established but not heard at the moment.
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Ex. 99. Brahms—Intermezzo, op. 118, no. 2

Andante
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4. The harmonic rhythm may be syncopated, while the rhythm
of the melody continues to agree with the established pulse.

ex. 100. Chopin—Prelude, op. 28, no. 4
Largo
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THE ANACRUSIS

The common term for anacrusis is up-beat, as opposed to thesis,
meaning down-beat. Up and down are good descriptions of the
rhythmic effects produced by anacrusis and thesis, probably because
we instinctively think of a conductor’s stick, or a violinist’s bow.
Rhythmically, however, these terms should not be taken to mean
weak and strong, respectively. The up-beat may be strong, intro-
ducing a weak down-beat.

EX. 101. Brahms—Intermezzo, op. 76, no. 6

Andanie con molo
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Or it may be weak rhythmically, the stress coming on the down-
beat.

EX. 102. Schumann—Album for the Y oung, no. 30
Lento
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EXERCISES

1. Construct short phrases of about four measures, in four-four

time, using triads in root position, according to the following varia-
tions.

a. With only one harmony per measure
b. With two harmonies per measure

c. With three harmonies per measure, divided in various time
values

d. With four harmonies per measure

2. Arrange the following series of chords into phrases, with es-
pecial attention to the placing of strong and weak progressions.
a. E-flat major: IV-II-V-III-VI-I-IV-V-]
b. A minor: [I-V-I-VI-IV-II-V-]
3. Write the following chord progression in as many different

rhythmic variations as possible, applying principles described in this
chapter: V-VI-IV-I.

4. Harmonize the following basses in four parts.
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CHAPTER SIX

) &

THE HARMONIC STRUCTURE OF
THE PHRASE

PHRASE of music seldom contains as many changes of har-

mony as the average harmony exercise. It may be argued that

the purpose of the harmony exercise is to teach the manipu-
lation of chords, and that the more chords it is made to contain the
more practice the student will have. But here, as in all other stages of
our study, we must continually recall the objective of harmonic the-
ory, namely the clarification of the practice of composers in the use
of chords. Harmonized chorales and hymn-tunes, with harmony
changing more or less regularly on every beat, represent a very
small part of the literature of music in the eighteenth and nineteenth
centuries and, however admirable and appropriate to their purpose
they may be, they are not representative of the common practice
of the period.

Just as regularity and symmetry seem to have been sought in
rhythm, those qualities are found to be much in evidence when we
consider phrase structure. The great majority of phrases, when they
have not undergone extension or development, are of four and eight
measures. In very slow movement a phrase may contain only two
measures and 1n a fast tempo it may contain sixteen.

Since we are concerned primarily with norms we shall deal at
first with four and eight measure phrases. The student will notice,
however, the added musical interest of the phrases he finds which
do not agree with the standard. These irregular phrases will fall into
two categories, For the most part they will be phrases which were
originally four or eight measures long in conception, but have been
made longer by one or more technical processes, such as the se-

quence or the deceptive cadence, harmonic devices to be examined
56
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later in this book. The others will have originated with their odd
numbers of measures (Ex. 103).

Ex. 103. Brahms—Ballade, op. 118, no. 3

Allegro energico
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NUMBER OF HARMONIC CHANGES

It is possible that the phrase be constructed on a static harmony,
although there is usually some particular reason for this. The ex-
ample below is of a phrase which serves as introduction to the main
body of the piece, setting the stage for what is to come. The same
phrase is used to close the piece.

EX. 104. Mendelssohn—Songs without Words, op. 62, no. 4
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The other extreme, represented by the following two examples,
i1s very restless in fast tempo but capable of dignity and sturdiness
when the movement is rather slow.
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EX. 10§. Schumann—Symphonic Studies, op. 13

Presto possibile
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Ex. 106. Chopin—Nocturne, op. 37, no. 1

Andante sostenuto
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Most phrases will show a more balanced harmonic activity. The
chord changes are designed to lend life and movement without
drawing too much attention to themselves. No rule can be given,

as all degrtes of variation mn the amount of harmonic change can
be found between the two extremes.

DISTRIBUTION OF CHORDS

The harmonic rhythm, or pattern of the distribution of chord
changes in the phrase, is of great importance in the structure. This
point should serve as a basis for extensive research during the study
of harmony, to bring out the great diversity of effect achieved by
harmonic means.

Changes of harmony recurring at regular intervals, like a pulse,
are fairly common.
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EX. 107. Brahms—Waltz, op. 39, no. 1
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Usually, however, the changes will form a pattern of short and
long time values, as well as weak and strong rhythmic progressions.

EX. 108. Beethoven—Sonara, op. 49, no. 1
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THE PHRASE BEGINNING

Phrases do not necessarily begin with the tonic chord, nor do
they necessarily begin on the first beat of a measure. Rhythmically,
the start may be either anacrusis or thesis. Harmonically, it is
customary in the first two or three chords, the first harmonic
formula, to make clear the tonality. As has been pointed out, this
does not require the presence of the tonic chord.

EX. 109. Mozart—Sonata, K. no. 281
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Here the first chord is actually the dominant of C, but, since the

key 1s B-flat and C is the second degree, the chord is properly called
V of II, a form of VI.

THE PHRASE ENDING

The end of the phrase is called the cadence, always marked by a
certain conventional harmonic formula. It will suffice here to indi-
cate the essential features of two types of cadence, as these will be
the object of detailed study in a later chapter.

The authentic cadence is comparable to the full stop or period in
punctuation, and consists of the progression V-I.

The half cadence is like a comma, indicating a partial stop in an
unfinished statement. It ends with the chord V, however ap-
proached,

The following example shows two phrases, the first ending with
a half cadence and the second with an authentic cadence.
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gx. 110. Mozart—Sonata, K. no. 333

Allegretto grazioso
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half cadence
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authenlic cadence

MASCULINE AND FEMININE ENDINGS

In the above example the phrases end with the final chord of the
cadence rhythmically stressed, the bar-line being placed just before
V in the half cadence and before [ in the authentic cadence. This 1s
called the masculine ending, or masculine cadence. In locating the
V chord in cadences, the position of the dominant bass note should
be taken. If there are foreign tones above it, they are temporarily
displacing notes of the V chord and will resolve into it, as in the
half cadence above.

A cadence in which the two final chords give the strong-to-weak

rhythmic progression is called a feminine cadence, or feminine end-
Ing, as in the example below.

EX. 111, Schumann—Harvest Song, op. 68, no. 24
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UNITY AND VARIETY

The principles governing the selection and distribution of chords
within the phrase are those of unity and variety, conditioned by
any special purpose for which the phrase is constructed. Such a
special purpose is illustrated by Ex. 104, in which the static harmony
was appropriate for the introductory function of the phrase. An-
other special purpose would be that of transition, in which the
phrase would be in a state of moving from one place to another,
tonally speaking. Another would be the presentation of a phrase
previously heard but in a new form, with varied harmony, or with
developments and extensions.

Before such aspects are investigated, it is important to know what
the harmonic structure consists of in normal phrases having no
extraordinary functions, but whose role is simply that of presenta-
tion or exposition of the musical thought without development or
manipulation.

Harmonically, a phrase consists of a series of harmonic progres-
sions or formulae designed to make clear and maintain the tunahty,
and to confirm and enhance the harmonic implications in the
melodic line. These are principles of unity. The harmony alone will
often seem to possess too much unity, with many repetitions of the

same root progressions. This is balanced by other significant features
in the phrase.

EX. 112. Beethoven—Sonata, op. 49, no. 2

| Tempo di minuetto —
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(See also Ex. 107.)
Ordinarily, however, it will be found that a great deal of attention

has been paid to the matter of balance between unity and variety,
both in the choice of roots and in their rhythmic distribution. In-
vestigation of this practice in the works of various composers is ex-
tremely profitable.

The more obvious principles of harmonic variety, such as change
of key (modulation) and chromatic alteration of the chords, will
be subjects for later treatment. The program of study at this point
will consist of the following steps:

a. Analysis of a given phrase, deniving a rhythmic pattern of root
progressions, shown by Roman numerals.

b. Construction of a four-part harmonic scheme showing the
reduction of the original texture to these terms.

c. Using as a basis the pattern obrained in the first step, construc-
tion of an original phrase unlike the given phrase.

There follows an illustration of the application of these steps.

EX. 113. Schubert—No. 1 of Three Grand Sonatas
o

E=E=TT
= iESaTEe=c
=L TV ¥
a. The pattern of root changes is as follows:
EX. 114
1 4 i RSN e s B
AP v I v 1 I VI O v

| The phrase begins with I on the down-beat. The I-;V progression
15 _E:peated in the second measure with a rhythmic varnation. The
third measure offers harmonic variety by introducing the modal

degree triad VI preceded by III, altered in the original to become a
dominant of VI. The phrase ends with a masculine half cadence,

with the progression 1V-V as weak-to-strong (short-to-long).
b. Using only triads in root position, these being the materials at
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present available to the student, the following harmonic scheme
would be derived:

EX. 115 ﬁ E s B E""ﬂggg
U_ i . ; 5@, -

e ===
A: 1 v I V I1mvino Vv

c. Taking advantage of the slow tempo to gain variety in the
melodic lines by moving about among the chord tones, a version
like the one below can be made. Note also the organization of the

melodic rhythms.

EX. 116
Andante
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EXERCISES

1. Treat the phrases given, following the three steps as in the

example above:
a. Derive the rhythmic pattern of the roots of the harmony.

b. Construct the four-part harmonic scheme.
c¢. Construct a ncw phrESﬂ from the derived harmonic basis.

Mozart—=Sonata, K. no. 284
Andante (R
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Schubert—Sonata, op. 64
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Handel-Suite X, Menuetto
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2. Construct original phrases, four measures in length:
a. Starting with anacrusis and ending with feminine cadence
b. Starting on down-beat and ending with masculine cadence

c. With minimum of harmonic activity balanced by melodic
movement

d. With maximum of harmonic activity and.little melodic
movement

3. Construct phrases according to the following patterns:
a. A-flat major, two-four time, slow:

‘I vV !I vV lIVVIOD!V

(¢f. Beethoven. Op. 13.)
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b. D-major, three-four time, fast:

Vil Y B ' 1 Ly g
(¢f. Beethoven. Op. 10, no. 3.)

c. A-major, two-four time, slow:

[} i i 1
vii 11 'v EI n.rniv

t '

(c¢f. Schumann. Op. 68, no. 28.)



CHAPTER SEVEN
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HARMONIZATION OF A GIVEN
PART

of harmony is the acquisition of the ability to harmonize melo-

dies. That 1s an accomplishment which ought naturally to
come as a by-product of the proper scientific study of harmenic
usage, but an accomplishment singularly lacking in opportunity or
necessity for its application. Except in restricted, specialized fields,
a musician is rarely called upon to furnish harmony for a melody:.

The mental steps involved in the process of harmonization make
it, however, one of the most valuable exercises in the study of
harmony, and it should be regarded always as a means rather than
an end. The function of a harmony exercise is to clarify principles
by practical experience with the material. The attempt to go over
the same ground, to solve the same problems as the composer, will
afford, as no purely analytical process can, an insight into the nature
and details of these problems and into the manner and variation of
their solution.

During the period we are taking as that of harmonic common
practice, nearly all the melodies are of harmonic origin. They were
etther evolved from chord tones, with the addition of nonharmonic
melodic tones, or they were conceived as having harmonic mean-
ing, expressed or implied. So the process of harmonization does not
mean invention, but in a sense rediscovery of elements already in
existence.

Nevertheless, one should discourage the ambition to discover the
Cce 67

I'r MUST not be thought that the ulumate objective of the study
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“author’s harmony,” especially in academic, manufactured, text-
book exercises. There is nothing more depressing than the perusal
of the “key to the exercises.” Even if the given soprano is a melody
by Mozart, no premium should be placed on guessing the exact
chords and their arrangement as used by the composer. The profit
for the student lies in the intelligent comparison of his own version
with that by Mozart.

It is characteristic of the nature of music that any melody 1s capa-
ble of suggesting more than one choice of chords, to say nothing
of the numerous possibilities of arranging them. True harmoniza-
tion, then, means a consideration of the alternatives in available
chords, the reasoned selection of one of these alternatives, and the
tasteful arrangement of the texture of the added parts with due re-
gard for consistency of style.

ANALYSIS OF THE MELODY

In order to find the available chords for consideration, one should
strive to make as complete a harmonic analysis of the melody as
possible, in as many versions as seem to present themselves. The first
question 1s, of course, the tonality. Some melodies of restricted range
may offer several possibilities of key and mode, even if we limit
ourselves to the use of triads in root position.

Sa i 1AaIVIN

EX. I17
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SER
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The possibilities for different interpretations as to tonality and
mode of a melodic phrase will increase with the student’s further
acquaintance with harmonic resources.

Determination of the key will depend upon the diagnosis of the
cadence. At present there are but two cadences to be considered,
one ending on the dominant chord, and one ending with the progres-
sion V-I. In the above example the final note was interpreted in turn
as dominant of C, tonic of G, and mediant of E. Tonalities contain-
ing one flat or more were not acceptable because of the B-natural
in the melody. Likewise keys of two sharps or more were not good
since C-natural was present. The absence of the F made it possible
to choose keys containing either F-sharp or F-natural. In the E
minor version the leading-tone triad was used for the soprano note
A, and is here clearly a form of dominant harmony.

Having decided on the key and having marked the Roman nu-
merals of the last two chords, one should next consider the fre-
quency of change of the harmony. With triads in root position
thel_'e will not be a great deal of flexibility in this, but two oppor-
tunities may be offered for departure from the monotonous regu-
larity of one chord for each soprano note.

O L

MELODIC SKIPS

‘When a melody moves by skip, it is likely that the best procedure
will be to-use the same harmony for both notes.

EX. 118 el
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Exceptions to this will usually arise from questions of harmonic
rhythm. If the two notes involved in the skip occur at a point where
the harmonic rhythm would appropriately move from weak to
strong, then the harmonic roots will probably be different.

EX. 119 ﬁ "'"_'n_ =

©
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e

Such a rhythmic effect is generally placed so that the second
chord falls on the first beat of a measure, giving rise to the often
stated rule that it is better to change root over a bar-line. The weak-
to-strong rhythm may, however, be found within the measure, just
as the first beat, as we have seen, 1s sometimes not the strongest.

EX. 120 ? [\—jﬁaﬂ_
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SUSTAINED TONES

If the harmonic rhythm seems to demand frequent chord changes,
it may happen that a tone of the melody will hold through as a tone
common to two or more different chords.

EX. 121

=

H:
n-
—o

G:I VI Iv V 1D VI v

It 15, of course, possible that melodic movement in the other
voices, without change of root, may be more desirable.
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EX. 122 : : = :
s

¥ 0 r -

G: Iv Vv 1 v

AVAILABLE CHORDS

After having decided on the tonality and having made a prelimi-
nary decision as to the general harmonic activity, or frequency of
chords, each note of the given part should be examined for its possi-
bilities as a chord tone. These should actually be written, as Roman
numeials, in order that all the mental steps may be clearly seen.

In working with a given bass only one chord was available for
each tone, since the given bass notes were at the same time the roots
of the triads. When an upper voice is given, each tone furnishes a

choice of three triads. A given tone can be the root, the third, or the
fifth.

root third fif'th
EX. 123 g

This step is shown applied to a short melodic soprano part:
EX. 124

1 2 3
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SELECTION OF CHORDS

In the last measure of the above example we can at once eliminate
the VI and the IV, as we wish to end the phrase with either V or L.
Since 1 remains, the cadence will be an authentic cadence, so we
choose V to precede the I. The VII would not be a good substitute
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for V here because it would give a doubled leading-tone. In measure
4 we can also eliminate the VII. In measure 3 either I or VI could
serve for the whole measure. In measure 2 the VII's can be struck
out. Also the II will prove a troublesome choice for rhe second beat
as 1t would make parallel octaves if followed by I, and would not
give a very satisfactory bass interval if followed by V1. So we con-
clude that measure 2 had better contain either IV-V or II-V. These
eliminations leave the following alternatives:

EX. 12§
41 - § Y b 8
LY
=t =
¢ B: vV 1Iv I v I I
m I Vi 1 i | Y
I vV V1 Vv

Considering what we now have from the standpoint of unity and
variety, and harmonic rhythm, we see that the only chance to use
VI is in measure 3, and that the progression V-VI would be good
here as a variation to the V-I which must come at the end. So we
eliminate the I, and in consequence decide that we had better use 1
in the first measure for unity. In measure 4 both IV and II could be
included under the same soprano note, adding variety of melodic
and harmonic rhythm, in which case we would not use II in meas-
ure 5, but keep V for the whole measure.

The above reasoning brings us to the conclusion below, with the
resultant bass part.

EX. 126
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Writing the inside parts will often require irregularities of dou-
bling and changes of position. Care should be taken to make the
connections as smooth as possible and to avoid parallel octaves and

fifchs.
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EX. 127
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The above are mental steps in the reconstruction of the harmonic
background of a given melodic part. It is inadvisable to hurry over
them or to omit them in favor of a harmonization which happens to
present itself spontaneously, especially in the first stages of study.
The weighing of the pros and cons, so to speak, of each problem of
detail and of the whole constitutes a profitable experience and prac-
tice which even the person gifted with a flair for IMPprovisatory
harmonization cannot afford to miss.

ool
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DIVISION INTO PHRASES

The melody will probably contain more than one phrase, unless
it is a single phrase purposely designed for practice, or isolated from
its surroundings. The problem of the location of the cadences is

very often simplified by an obvious break or resting point in the
course of the line.

EX. 128
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authenlie cadence
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In other cases there may be less evidence in the melody itself, or
even an ambiguity, so that it becomes a function of the harmony to
make clear the punctuation of the phrases by the presence of a ca-
dential formula, preferably a half cadence, sometimes reinforced by
the arrangement of the harmonic rhythm.
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F P_T_l '.-ﬂ— 1 1‘
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Here it would be impossible to follow what on first sight seems
to be the phraseology of the melody, and stop on the half-note G
with an authentic cadence. A more satisfactory balance is obtained,
however, by a half cadence in which the dominant harmony oc-
cupies the whole of the fourth measure. The half-note G would
then be the start of the second phrase.

USE OF FORMULAE

It was advocated in the course of the discussion of harmonic pro-
gression that groups of two or three chords might be learned as com-
monly recurring formulae or harmonic words. A vocabulary of such
words is extremely useful in the planning of a harmonization. One
recognizes an upper voice of one of the formulae as part of the
melody and the stage of considering alternate chords becomes a
stage of considering alternate formulae.

EX. 130 ?._'
b

This group of notes, or motive, instead of being regarded as four
1solated chord tones to be related, could be remembered as the fa-
miliar upper voice of a number of formulae, such as these:

EX. 131
- | -
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The principles of unity and variety are noticeable in a good har-
monization. The harmony does not go so far afield as to be irrelevant
to the intentions of the melody, but it should at some moment pres-
ent some aspect which is not entirely commonplace and expected.
The bass should be a good contrapuntal line in comparison with the
given part. The harmonic rhythm should be planned to corroborate
the fundamental pulse implied by the melody and to add rhythmic
interest at points where this is not contributed by the given voice.
The rhythmic and melodic style of all the added parts should be 1n
accord with the style of the given part.

EXERCISES

In addition to the written exercises designed to apply the points
raised by each chapter, it is expected that students will be given
much practical harmonic analysis as a parallel acuvity. It 1s the
writer’s experience that one class meeting per week devoted to the
analysis of works important in the development of harmony in the
cighteenth and nineteenth centuries is not excessive.

1. Harmonize the following soprano melodies, using triads in
root position.
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2. Add three upper voices to the following basses.
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CHAPTER EIGHT
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MODULATION

to remain in one key throughout a piece of any length is

aesthetically undesirable. The process of modulation, mean-
ing change of key, is one of the most important resources of variety
in music.

A change of key means a change of tonal center, the adoption of
a different tone to which all the other tones are to be related.

Any chord, or any group of tones, can be interpreted in any key.
This 1s but another way of saying that a relationship can be found
between any given chord and any one of the twelve tones chosen
as a tonal center, or key-note. The ambiguity of the single chord
was pointed out in the discussion of tonality, and it 1s just this am-
biguity which is the basis of the technique of modulation.

Taking the triad of C major, the following interpretations can
be given it without using more advanced chords than those which
have already been used by the student:

EX. 132 g

CLFV,GIV,AIlLE VI, and D VII (descending minor).

CDMP{)SERS appear to have been in consistent agreement that

The relationships to the other six tones are given here for com-
pPleteness, but require a knowledge of chromatic alterations: C-
sharp: VoflIl; E-flat: Vofll; E:V of the Neapolitan sixth; A-flat:
VofVI; B-flat: VofV; B:II Neapolitan sixth.

The above are not the only relationships existing in each case, but
are offered as examples to show the principle.

77
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There are three stages in the mental process of effecting a modu-
lation within a phrase. First, a tonality has to be made clear to the
hearer. Second, the composer at some point changes his tonal center.
Third, the hearer is made aware of the change, and the new tonal
center is made clear to him.

THE INITIAL KEY

In the first stage, the establishment of the first key, the principles
described 1n the chapter on tonality should be observed. It is not
essential that the tonic chord should appear, but the dominant must
be made to sound as such. Indecision due to overuse of modal de-
grees and their harmonies may result in the whole phrase being
heard as in the second key, especially if the second key is strongly
established. |

When the phrase containing the modularion is not the first phrase
of the piece there is less responsibility to establish the first key,
provided that it 1s the key of the preceding cadence.

THE PIVOT CHORD

The second stage of the modulation involves the choice of a chord
which will be conveniently susceptible to the change of tonal view-
point. In other words, it will be a chord common to both keys, which
we will call the pivot chord, and to which we will give a double
analysis.

For example, the C major triad could be employed as a pwnt
chord in a modulation from C to G, indicated thus:

EX. 133 % %

G v

The pivot chord sclected is preferably not the V of the second
key. In the second stage we are still at the point where only the
composer is aware that a modularion is to take place. The sounding
of the dominant chord of the new key belongs to a later stage, when
the hearer is made to realize that a new tonal center is being felt. To
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put it a little more technically, the pivot chord should be placed 1n
advance of the appearance of the dominant chord of the new key.

The following scheme represents a modulation effected by means
of the pivot chord shown above:

EX. 134 C:[V]]V{C:I
G:IVIIVI

THE NEW KEY

Establishment of the new key is accomplished by means of the
cadence which ends the phrase, although there may occur strong

progressions 1n the key before the cadence. The cadence may be
either a half cadence or an authentic cadence.

EXAMPLES OF MODULATING PHRASES

EX. 135. Mozart—Fantasia, K. no. 397

Allegretto ﬂr" \ -
5 ==

The analytical pattern of this phrase is as follows:
13024 1 id id i (ddid id]
| vV 10V I

Reduced to triads in root position, the harmonic background is

this:
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This is a modulation up a perfect fifth, or from a given key to the
key of its dominant. The key of D is unmistakably established by
the progression I-IV-V-I. I of D is identical with IV of A, so it
is taken as the pivot chord, and it introduces the V of the new key,
making the strong tonal progression IV-V in A. The phrase ends
with the authentic cadence strengthened by the II preceding the

V-L

ex. 138. Bach—French Suite no. 3, Menuet

| P E' ==z T
¥ 1 t o r |
T ====
® # Er £ =
[ - 25—
o=
Pattern:
139 3JdidJid diddid did iddid |
Bii1v 1V IV IV I/BNV
D:nl Vv I I

Harmonic scheme:
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EX. 140
R
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Here the modulation is up a minor third, from a minor key to its
relative major. The I-V progression in itself would not be sufficient
to establish B as the tonic, if it were not for the numerous repeti-
tions. The pivot chord here i1s IV, which 1s translated into 1I of D,
and proceeds to V.

EX. 141. Beethoven—Quartet, op. 18, no. 3

Allegro
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Harmonic scheme:
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A modulation up a major third. The progression [I-V-I con-
firms the key of D. The pivot chord is VI of the major mode and
is taken to be the equivalent of IV in F-sharp, minor mode. Then
follows the strong progression IV-V-I in the new key.
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RELATED KEYS

All keys are related. It is only a question of the degree of relation-
ship. The common expression “related keys” means always those
most closely related.

The relationship of keys has two aspects of definition. The first
conception 1s based on the number of tones in common between two
keys. Thus it is plain that the keys C major and G major are very
closely related since they differ in scale only as to F and F-sharp. By
this definition the keys of nearest relationship to a given key are
those having one sharp (or flat) more or less in the signature.

Major Mode

EX. 144 é_{ Il__g ﬁg B

Cmaj. Amin. Gmaj. Emin. Fma). Dmin.

It will be noted that the key-notes in the above example comprise
the steps of the scale of C major, with the exception of VII, and that
the modes of the keys, as shown by their tonic chords, are in agree-
ment with the triads on the scale degrees of C major. The minor key
having the same signature as a major key is called its relative minor.
The “family” of keys in the above illustration can be described in

this way: tonic (major); dominant; subdominant; and the relative
minors of all three.
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Minor Mode
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Amin. Cmaj. Emin. Gmaj. Dmin. Fmaj.

The keys having one sharp (or flat) more or less than a minor key
show two important differences. The second degree is missing. It
will be remembered that II in the minor mode is a diminished triad
and could not serve as a tonic chord. The seventh degree, however,
is present, not in its form as leading-tone triad but as a major triad
on the seventh degree found in the descending melodic scale. lts
relationship is that of relative major of the dominant. This “family™
of keys may be described thus: tonic (minor); dominant; subdomi-
nant; and the relative majors of all three.

INTERCHANGE OF MODES

During the nineteenth century, as more interest in harmonic
color developed, the latent potentialities of another aspect of key-
relationship were exploited. This is the closeness of the major mode
to the minor mode having the same tonic. Under the principles just
outlined, the keys C major and C minor are rather distantly related
since there is a difference of three flats in the signature. We have
seen, however, that these two keys are practically identical, having
as they do the same tonal degrees and really differing only in the
third degree. Practice in the nineteenth century, and much indi-
vidual practice in the eighteenth, tends to regard the two modes as
simply two aspects of one tonality, so that the “family” of keys is
greatly enlarged.

_Rather than compile a list of related keys under this broader prin-
ciple it is more practical to consider each pair of keys individually.
The method of appraising the relationship of a second key to a main
tonality is the same as that of relating a chord to a given tonality.
The new tonic note is interpreted as in the fundamental key, to-
gether with its particular form as a chord.

These are a few gxamples:

D major is related to C minor as dominant of the dominant.

A-flat major is related to C major as minor sixth degree.
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G minor is related to C major as dominant minor, or as subdomi-
nant of the second degree, or as supertonic of the subdominant, etc.

In this way tonalities themselves can be said to possess tonal func-
tions in relation to one another, which partly explains the care which
composers have customarily bestowed upon the key-scheme of a
composition. Modulation 1s an element of variety but also of Junity
when the balance of the keys in support of a main tonality is used

to advantage. The key-scheme, or pattern of keys, is therefore one
of the most sigmficant ingredients of form.

EXPLORATION OF MEANS

The steps given show how the composer modulates by adopting a
new tonal center for a given chord. The problem is slightly different
when two tonalities are given and the pivot chord is to be found.
Here, as in all branches of theoretical study, it is urged that no steps
be omitted. They should rather be dwelt upon for what can be
learned from them. It is natural to take advantage of the first good
pivot chord that comes to mind, and it may happen that none better
could be found. But the student should be advised and even required
at least a few times to find all the possible pivot chords between two
given keys, and then to select the one he considers the most effective
to use.

Since we are still limiting ourselves to triads, while establishing
fundamental principles, the exhaustive list of pivot chords berween
two keys will not be very large, The process of discovering these
involves the attempted interprecation of all the chords of the first
key, in terms of the second key.

Assuming the two keys to be C and B-flat, we first write all the

forms of the triads we know in C and note those for which we find
an explanation in the key of B-flat.

EX. 146
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Looking at these possibilities, we can say .at once that the B-flat
V is not very good, for reasons already mentioned. The B-flat II
would be excellent for the second key, but, as it is the minor form
of I in C, it would be convenient only if we wished to leave the
impression of the minor mode in the first key. The B-flat I 1s not
without objection—the note B-flat would have to appear in C as part
of the descending melodic minor scale, and to make that clear it
would have to proceed next to A-flat, a note we do not particularly
welcome in B-flat. These considerations leave the two remaining

possibilities B-flat 1II and IV.

EXERCISES

1. Interpret the triad below in as many keys as possible, using

Roman numerals.

2. Label the triad below as a pivot chord in as many modulations

as possible.

3. Write out in Roman numerals the scheme of a phrase modulat-
ing in each of the following ways (four phrases in all), using only
triads:

a. The pivot chord is II of the second key.

b. The pivot chord is V of the first key.

c. The modulation 1s to a key a perfect fourth above the

original key.

d. The modulation is to a key a minor third above the original
key.
Analyze the phrase by Schumann, given below.
Write out the pattern of the harmonic rhythm of the phrase.
Construct the four-part harmonic scheme.

Using this harmonic pattern, construct a new phrase dif-
ferent from the original.

o TPk
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Schumann—A/lbum for the Young, op. 68, no. 17
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5. Describe 1n technical language the relationship existing be-
tween the key of E-flat major and the following keys: A-flat minor;
G major; B-flat major; C major; F-sharp minor.

6. Show by Roman numerals the relationship of all the chords
in A major to the tonality of C-sharp minor.

7. Write in four parts the following phrases:

a.Cmin.g‘vI Ewuiv i{j[ : i : E
m voiv |1

b.quj.EIVIENn f{v | u
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CHAPTER NINE
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CHORDS OF THE SIXTH -
THE FIGURED BASS

characteristic interval being the sixth caused by the inver-
sion of the third.

Adopting the method of musical shorthand widely used by com-
posers in the early eighteenth century, most theorists designate in-
versions of chords by Arabic numerals showing the intervals made
between the bass and the upper voices. Thus a triad in first inversion
would be represented by the figures 8, or simply e, the third being
understood. With Roman numerals identifying the roots, any chord
in any inversion can be shown symbolically by this method.

EX. 147 o © 9
=== ==

Tmms in the first inversion are called chords of the sixth, the

major .6 .6 mb6 Tvé 6
goale 10 16 m® vbé vi16 yq6

DOUBLING

In triads in root position the general rule is to double the root, to
obtain a fourth tone for four-part writing. This is not the practice
with triads in first inversion.

The choice of a tone to double is not dependent on whether the

triad is major, minor, augmented, or diminished. Nor does it appear
87
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to have been, throughout this period of common practice, a question
of effective sonority to the ear. The deciding factor 1s almost in-
variably the position of the doubled tone in the tonality. In other
words, tones are doubled which are important to solidity of the kcy.

Customary procedure in doubling in chords of the sixth can be
stated 1n these two rules:

a. If the bass (not root) of the chord of the sixth is a tonal de-
gree, it is doubled.

b. If the bass of the chord of the sixth is not a tonal degree, it is
not doubled, but a tonal degree in the chord is chosen for doubling.

EX. 148 S
1Y _
\n

L 0

©

c:n® p: 16

In the above example of the first inversion of a minor triad with
D as a root, the F in the first instance is the subdominant, since the
key is C. In the second case, the same chord is regarded from the
point of view of D minor, in which F 1s a modal degree, so that either
the D, tonic, or A, dominant, is doubled by preference.

GENERAL EFFECT

Harmonically, considered vertically as a sonority, tiie triad in its
first inversion is lighter, less ponderous, less blocklike, than the same
triad in root position. It is therefore of value as an element of variety
when used with root position chords. Compare the individual sound
of the triads in the two versions of a series of triads given below.

EX. 149

IAJ d | I %_FEE
42 |24a|dJ|d )|
T



CHORDS OF THE SIXTH 80

Melodically, the use of chords of the sixth permits the bass to
move by step in progressions in which the roots would move by
skip. It is difficult to arrange a good melodic line for the bass when
the chords are all in root position. The bass will also possess that
advantage hitherto allowed only the upper voices, of moving from
root to third, and vice versa, in the same harmony.

Ix- ISﬂ R m I

© P_é:
chaizielidt i

|
vl ] v 1 15m6 v

Rhythmically, the triad in first inversion is of less weight than
one in root position. In the example above, the progressions VI,
L-IV, and 11~V are felt as weak-to-strong rhythms, and the I-I,
as strong-to-weak. The student is reminded, however, that the al-
most inevitable presence of other factors influencing the rhythm
makes it unwise to draw conclusions from a single criterion. In the

following example there can be no doubt that the rhythmic stress
18 on the first beat of the second measure.

EX. 151, Brahms—Symphony no. i

Andante sostenuto

p*;r?_tf
3 -

\—o‘
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VOICE LEADING

There are no new principles of voice leading or of harmonic
prngrcsslun involved in the use of chords of the sixth. The objec-
tive of smooth connection of the chords is ever to be kept in mind,
the normal progression of the voices being always to the nearest
available position. It remains a true principle of contrapuntal prac-
tice that doubling and spacing are less important than melodic move-
mernt.

|
EX. 1§52
=== sE

< J

I
ﬁf—#___ﬂ_ﬂ
I |

G: n 16 16

Vv

Here the stepwise contrary motion in soprano and bass is thought
desirable enough to permit the doubling of the modal degree B in
the second chord, I, even though the tone has the prominence of the
ourside voices,

CONSECUTIVE CHORDS OF THE SIXTH

When several chords of the sixth occur in succession there is a
tendency for the parts to move in similar motion and many examples
may be found of the following manner of voice leading:

EX. 153 % ﬁﬁﬂ

-"'11-3-9-
2 a o =2 nﬂ*ll
ggna.uz.?_nﬂ
6 6 6 6 6 6

The direct octaves between tenor and bass can, however, be
avoided, and a much more balanced arrangement made:

EX. 154 . —

©

2 o0 o -
g:n_ﬁu—g ﬁ

1l
6 6 6 6 6 6
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THE 1; CHORD

The first inversion of the tonic triad is one of the most useful
chords, and at the same time one of the inversions most neglected
by the beginner. It serves as a relief from the finality of the tonic
triad in root position, and often provides the necessary variety when
a chord is needed to follow the dominant. I; i1s a natural harmony

to support a melody moving from tonic to dominant by skip.
Some common formulae containing I:

EX. I§§
E e
Al Eb PPN Al

— —— © — - —xy—3

o 5
- A
I

1 né v ¢ v v 19 v v 16 v

EX. 156. Beethoven—Pianoforte Concerto, op. 15

Allegro con br-iu/if'T\ ' _
.- L o "
_.-H:ﬁ » _.::ll
Y e & Fel
- L)
H 8 =
C: I 16 i V7 I

EX. 157. Brahms—Symphony no. 3

Allegro con brio
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EX. 158. Mozart—Sonata, K. no. 332
Aﬂeg&u
T
o » : fﬁd—_ﬁx\a —
=S = A
Y 3
— »
16

THE 11 CHORD

The supertonic triad 1n first inversion 1§ very common in ca-
dences, where it precedes and introduces a dominant effect. It 1s

strongly subc
tone and usua

tion 1s genera

ominant in feeling, the subdominant being the bass
ly doubled. 11, often follows 1, whereas II in root posi-
ly considered an awkward progression from I in root

position. In minor, the first inversion is preferred to the root position
diminished triad. This minor form is not unusual in combinations
with the major tonic triad.

Common formulae:
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EX. 159
| |
s &3 S S aS Se=as 8
_ﬂ‘_i:i o 24 be :éé__n d =
l§: == Pt | S=
I I

_ ' e
t

EP I Vofll II® II \'2

EX. 161. Brahms—Symphony no. 4
Allegro

THE 111; CHORD

III.} is not usually an independent chord; it is a good example of
the kind of chord made by temporary displacement of one or more
tones of some other chord, in this case nearly always the dominant.

EX. 162 y — b —]
ga" g~

¥ (mé6) (16)
vV \'S

In minor it is the inversion of the augmented triad, with its char-

acteristic color. The example below from Die Walkiire shows this
chord actually substituting for a dominant.
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Like all other chords of the sixth, it may be found in scalewise

passages of weak rhythmic value.
When it proceeds to VI the third degree may be doubled, and

regarded temporarily as a dominant of the sixth degree.
Common formulae:

EX. 163
| l _’J
% : 8 B8 —— o
), _'3___ bA A -
- -2 o 2
& — :: - b8 - ——
= !
( m") (mS)
v I mfr w v vl Inf vI né

EX. 164. Brahms—Somnata for Violin and Piano, op. 108

Adagio
k._
(o
) 2 N -
= 5—“: 4 X
4 ¥ T3 3
D: 1 w6 vl 16
EX. 165. \Wagner—Die Walkiire, Act 11
.“-‘.‘ »
o g~
1), ——
4 f"“"'_“"*ﬂ - I._J. '..!_-
—
E: m6

EX. 166. Chopin—Polonaise, op. 40, no. 1
Allegro confuoco _—

g“ﬁf#'# 2L R 4 4 g
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THE IV, CHORD

The first inversion of the subdominant triad is often used after V.
[t furnishes a welcome change from V1 when the bass maoves up by
step. This also avoids the cross-relation of the tritone between bass
and soprano, likely to occur in the progression V-IV with leading-
tone in the upper voice.

The chord 1s of course valuable for relieving the weight of the
subdominant root position, retaining the strength of the root pro-
gression and at the same time imparting lightness and a melodic

quality to the bass.

Common formulae:

EX. 167 )

T

'9: o B Ed
-

1 V wé b v 6 1 Ivb 16

-

119

N
qi¢ log

| @ -
'E"-'n
-
XY

£ &

EX. 168, Schumann—Pianoforte Concerto, op. 54

: = =
o S
= pop—t—p
A: VorIv v Vof IV IV6 IVofV V
EX. 169. Brahms—Song of Fate, op. 54

= 4=

? = \(# $
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EX. 170. Beethoven—-Symphony no. 2

— |

S Tt d g
D3 =t 1

D: I v v 1V

THE V4 CHORD

The third of the dominant is the leading-tone, and the placing of
that degree in the bass gives the bass strong melodic significance in
addition to lessening the harmonic rigidity of the progression. The
bass as leading-tone usually moves to the tonic, so that the next chord
will probably be L

At times the bass may proceed downward, as in a descending
scale. In ¢he minor mode this would be the occasion for the use of

the descending melodic minor scale in the bass.
Formulae:

EX. 171

== 4 g e
. d (-Eﬁ) ‘é‘-—‘é‘—ﬁ hé,bﬁ
ﬁ,g <1 1&_3

'

|
1 v61 V6 1 I vé6 v6 1 v6 jvé

EX. 172. Beethoven—Symphony no. ¢
Adagio

TN
?m A | |

_‘.b £ t_._' v - Til_

I 17 F It r
= T 17,
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gx. 173. Mozart—QOwerture to Don Giovanii

Andante — - o

__l - = — o ]
' - | | 1

S P
=i
v U -2 ﬂ'ﬁ g 1?5; rr 4

D: I v I

ex. 174. Chopin—Prelude, op. 28, no. 20

THE VI CHORD

Largo
A
¢ P =

+q_. ba : —
C: 1 vi6 v vé n§ v

This chord is similar to Ill; in its incapacity to stand as an inde-
pendent chord. It is nearly always the tonic chord, with the sixth
degree as a melodic tone resolving down to the fifth. Usual excep-

tions to this are found in scalewise progressions of successive chords
of the sixth.

Formulae:
EI.I?j = @ L [ ® 2
S =
P | e d pe |
=: s ioio
I vV VI yo I I Ivo
EX. 176. Franck—Symphony
Allegro
é e -
= M._-
(vi6) (v16)
— = —

D

[~
I:
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Ex. 177. Chopin—Waltz (posth.)

8'”: ......................... _
PR A :’ N
~— {51l ’ﬁ
? o N e N
w E —JE —»
-
LJ
E:V I vi6 #vﬂ

THE V1I; CHORD

The leading-tone triad in first inversion is chiefly used as a passing
chord between the tonic chord in root position and its first inversion.
Rhythmically weak, it hardly disturbs the effect of tonic harmony,
and 15 frequently analyzed as a grouping of melodic tones above the
tonic root. On the other hand, if dwelt upon or otherwise given any
prominence, it may be felt as a true dominant harmony.

Formulae:

EX. 178

i

=t




CHORDS OF THE SIXTH 99
gx. 180. Mozart—Pianoforte Concerto, K. no. 488

THE FIGURED BASS

The figured bass had a practical use in the days of Bach and
Handel, when the ever-present keyboard instrument required a
guide to the harmonic background of the music in order to fill in
missing parts or to reinforce weak ones. Today, however, there 1s
no proper place for the basso continuo, owing to the standardization
of instrumental groupings. Without denying its historical value one
can say that the figured bass is not very profitable as a harmony
exercise. It is a good shorthand method of designating chords, but
the working out of figured basses entails no problem of choosing the
appropriate harmony. The problem is solely one of distribution of
given materials and of correct voice leading.

Figured basses should be used principally for practice in keyboard
harmony. They should preferably not be written out, but played
anew each time, taking different soprano notes to start. It is ex-
tremely important that they be played rhythmically, even if very
slowly.

The principle of denoting upper voices by Arabic numerals per-
mits of prescribing all kinds of melodic tones as well as the chords.
The proper method of reading the figures consists in finding the
notes by interval and afterwards identifying the resniting chord.
The combinations, with practice, get to be as familiar as the notes
themselves.

Accidentals are shown by placing the desired signs beside the
numerals representing the notes to be affected. An accidental sign
standing alone, or under a number, signifies that the third above the

bass is to receive that sign. The leading-tone sharp or natural in the
D=
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minor mode is indicated that way. A line drawn through the numeral
has the same meaning as a sharp placed beside it.

The full figuring for a triad in root position would be : _but this is

used only to prescribe the exact doubling. (The order of the voices
from the top down need not follow that of the numerals. The figur-
ing is the same whether root, third, or fifth is in the soprano voice.)
Root position triads are so common that it is assumed that cne s
meant when no figure appears. Sometimes just a § or a 3 1s given to
make sure that a trad in root position will be used. For the first in-
version, a 6 is sufficient indication, the third being thereby under-
stoad.

EXERCISES

1. Write out the four-part harmony indicated by the following
figured basses:

EH__H: O s - > Hi S
f

= h
(=3}
o
ch
=]
o
==
=T

&%ﬁz 7z P—— _f —

2. Add three upper voices to the following basses, using chords
of the sixth where they are appropriate:

BES -
. P
z : 3

3. Harmomze the following soprano melodies:
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z : Jt ; +— 9
* S=as=: s==

IF-’I - + ]
o T
=g ._

4. Construct original phrases illustrating the use of the various
chords of the sixth.
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NONHARMONIC TONES

T 18 noticeable that the texture of music contains melodic tones
which are not members of the chord against which they are
sounded. Literally, there 1s no such thing as a nonharmonic tone,

since tones sounding together create harmony. We know this process
to be the very origin of chords. But the language of music has grown
like any other language. Certain forms become established through
usage. We sense a harmonic background capable of reduction to a
comparatively small number of chords which we call the harmonic
material of music. These chords make up the harmonic scheme we
have been drawing up to represent the skeleton, or framework, upon
which the more complex melodic structure rests, and, as we have
seen, they contribute their own underlying rhythmic life to the
whole.

The contrapuntal material of music compnses all the melodic
tones and rhythms which are interwoven to make the texture. Some
of these tones appear as factors of the chords and some do not. Those
that do not are customarily called nonharmonic tones.

It 1s important to understand that the nonharmonic tones do not
derive their melodic and rhythmic characteristics from the fact that
they are foreign to the harmony. Their true nature i1s inherently
melodic and can be discovered by study of the melodic line alone.
The purely melodic quality 1s emphasized by their not agreeing
with the chord tones, but it frequently happens that one of these

tones 1s identical with a chord tone.
102
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EX. 181 *"‘*ir—ljl‘—
"4 |4

- 1

The E in the tenor 1s a chord tone, while that in the soprano is a
melodic decoration of the resolution to C of the suspended D.

The implied anachronism in the accepted term “nonharmonic
tones” may be excused on the ground that during the period of
harmonic common practice, which we are studying, the composers
were so chord-minded that it may be assumed they created melody
by reference to harmony. In this way the rones would more readily
be divided into those which are chord tones and those which are not.
This is the point of view recomrnended in the study of harmony,
leaving the other more historical aspect to the study of counterpoint

and melodic analysis. Neither is complete in itself as a description of
the practice of composers.

THE PASSING TONE

A melodic skip may be filled in with tones on all intervening
steps, either diatonic or chromatic. These are called passing tones.

EX. 182 —

The interval filled in by passing tones is not necessarily an interval
between two members of the same chord.

-

EX. 183 S———

AP

-

e
] i
J VI

"l
)
I WV

Passing rones are rhythmically weak, and may occur on any beat
or fraction of the measure. They are not accented. The “accented
passing tone” is really an appoggiatura. In the example below 1t is
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obvious that the passing tones are unaccented even though taking
place on the beat.

EX. 184. Beethoven—Sonata, op. 10, no. 3

Alle +=passing fone PR N " o
o gro +=p K ++  + T b
47+ + + + 14
oy T T
| i
P A

The COMpOSer may cause a passi‘ng tone to be accented by the
use of dynamic signs, calling for an accentuation which otherwise
would not occur.

EX. 185. Mozart—String Quartet, K. no. 387
Allegretto

™| _i_ e .i--""_——_'—_'\)
===t el T
lﬁfﬁfﬂfﬂfﬂfﬁf

piresssTess e o

Passing tones are employed in all voices, and when used stmul-
taneously in different voices may result in a degree of complexity.
Too many such tones tend to obscure the underlying framework
and weaken the effect of the music. The student 1s advised to study
the works of Sebastian Bach as models of balance in the use of all
nonharmonic tones. In applying these resources in exercises it is
recommended that they be sparingly used at first, allowing the
emphasis to fall on clarity of harmonic structure.

Ex. 186. Bach—Well-tempered Clavichord, ll, Fugue no. 17

+ = passing tone

"“‘ﬁﬁ%* —
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In the minor mode, the sixth and seventh degrees, when they are
used as passing tones, will be derived from the melodic scale, as-

cending and descending.

EX. 187 pt. pt.
| d 2 | |
S
C: 1 vV  pt I

THE AUXILIARY TONE

The auxiliary tone (also called embellishment, neighboring nore,
broderie) 1s a tone of weak rhythmic value which serves to orna-
ment a stationary tone. It is approached by either a half or a whole
step from the tone it ornaments and it returns to that tone.

EX. 188 x X x x
-
- & _i—“— # 1

EX. 189. Bach—Brandenburg Concerto no. 3
A]legrn x = auxilia
‘ .4

x

= o ue L »

L 3

O — — cp v 7 |
7 didd

. —
RIS ===
A change of harmony may take place as the auxiliary returns to
the main tone.

A

EX. 190. Chopin—Prelude, op. 28, no. 4

Largu -
| = aux.
, g - e
R

(%’p SRR

K v (eb=a¥)
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The auxiliary tone is not always a scale degree of the key, but is
frequently altered chromatically to bring it a half-tone closer to the
main tone. When it is below, it has the character of a temporary
leading-tone of the scale degree it attends.

EX. 191. Mozart—Sonata, K. no. 331

Andante

2 T B T
N I
¢ P app.- . aux. 8pp. . aux. . aux. app.

G vt ’ : =
% e e

The upper and lower auxiliaries combine to form a melodic turn
of five notes around a central tone.

EX. 192. Schumann—Carnival, op. ¢

Adﬂg'i“/ﬁ.—am:. aux. aux. aux. pux.
!J B
i g —~ < 4 &
&S - 7|

The melodic figure shown above is often found with the third
note omitted. Various names have been given to this grouping, but
we shall refer to it as the double auxiliary, implying that it is a single
tone ornamented by two auxiliary tones.

EX. 193. Berlioz—Fantastic Symphbony

double

aux.
gt - o e
-] ' —— = - ﬁ

D ; 3
oyt 3

Two or three auxiliaries occurring at the same time in similar mo-
tion make a chord which might be termed an auxiliary chord.
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EX. 194. Liszt—Les Préludes
Andante
aux

107
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aux.
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aux.
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THE APPOGGIATURA

All nonharmonic tones are rhythmically weak, with the single
exception of the appoggiatura (pl. appoggiature). The derivation
of the term (from the Italian verb appoggiare, to lean) gives the best
clue to its character. It gives the impression of leaning heavily on the
tone into which it finally resolves, by half or whole step. The rhythm
of the appoggiatura followed by its note of resolution is invariably

strong-to-weak.

In arranging an appoggiatura with a four-part chord, it is cus-
tomary to avoid dﬂublmg the note of resolution, especially when the
appoggiatura is not in the upper voice. The note of resoluion is
doubled in the bass in chords in root position, the appoggiatura be-
mg far enough above to be clearly followed melodically.

EX. 19§ .
| 2]
e
avoided

EX. 196. Beethoven—Sonata, op. 7

Allegretlo app.

fisit

: Fapape
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The appoggiatura may be below the note toward which it is tend-
ing. Commonest of this type is the leading-tone appoggiatura to the

tonic.
EXx. 197. Haydn—Sonata

MmuEEE___._ T~ app.
- ——4
J Bpp. HPP?_____,'I"
EEE " i :

Like the auxiliary, the appoggiatura is often found as a chro-
matically altered scale degree. The alteration gives it an added
tendency toward its destination similar to the tendency of a leading-

tone.
EX. 198. Brahms—Pianoforte Concerto, op. §3

Allegrﬂlgﬁi_\\\ app. app.

- T e

P

SEe= E - 3 e !:%
r J 3 v

A most pungent form of appoggiatura is that of the lowered sev-
enth degree, descending minor, standing for the sixth degree and
sounding against the leading-tone in dominant harmony. This creates
the somewhat unusual interval of the diminished octave.

EX. 199. Bizet—L’Arlésienne

Andantino -
C M3 T
#ﬁ:rz v. - f\ﬁ/.
#j} h k, < k :{; K —

( tonic pedel )
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Several appoggiature sounding together make an appoggiatura
chord.

Ex. 200. Chopin—Prelude, op. 28, no. 6

P, WS
1) l__j -z

2 ‘e

S3: ot Tl

THE SUSPENSION

The suspension i1s a tone whose natural progression has been
rhythmically delayed.

EX. 201 _é g

C:1

susp.

<d Qo

It is interesting to note that the melodic rhythm of the voice con-
taining the suspension 1s strong-to-weak, long-to-short, while the
harmonic rhythm is felt here as weak-to-strong. If the C were not
tied over, the effect would be of an appoggiatura and the melodic
rhythm would then agree with the harmonic.

EX. 202 g
¢

The tied note is characteristic of the suspension, as this is the
means by which the note 1s delayed while the root changes.

app.

apo
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EX. 203. Schumann—Rormance, op. 28

- =
F‘" AP

SUsSp.

|
=
e rr
If the first of two notes tied is shorter than the second, the effect
is rather of an appoggiatura anticipated, or arriving too early.

EX. 204. Scarlatti—Somnata

The resolution of the suspension is usually to the scale step below,
but the upward resolution is not infrequent. If the suspended note -
is a leading-tone, or chromatically raised tone, it will have a natural
resolution to the note above.

EX. 205. Beethoven—String Trio, 0p. 3

Alle gro  gus p. susp. SUSD.
" =~ LA — ]
%E i - e

—~ | bglbgm ST
e i S

When several tones are suspended at once they will constitute a
suspended chord, so that there may be two harmonies heard at the
same time, a familiar effect in cadences of slow movements.
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EX. 206. Brahms—Interiiezzo, op. 116, no. 6

I1I

Andante r__? /E ;;
; sUSP. v r’;;?'___ w_
. il , :
% = :ﬁ 3 Carg P ;'} iﬁ
¥ & =
~— 3./

ORNAMENTAL RESOLUTION

In normal rhythmic movement the amount of time a tone is sus-
pended 1s at least the value of one whole beat or pulse. The suspen-
sion does not usually resolve on a fraction of a beat, especially the
second half of the first beat. There are, however, a number of orna-
mental resolutions of the suspension which may provide melodic
activity before the actual note of resolution arrives. These orna-
mental resolutions may occur in the form of auxiliary, échappée,
cambiata (pl. cambiate), or anticipation (see below), or there may
be a note of the harmony interpolated between the suspension and
its resolution.

EX. 207 ,
au;{_'.l E"Ih camb.
J i
g —— o . d!--—. 31
¢ -8 8—9 8—
| ant. Iant.aux. 1 chord tone
ﬂ"-i j - : I.'IFE “‘—:-Ri—_
g—& 8 S/ 8——3
EX. 208. Handel—Suite no. 3
Allegro o
ech. ech. '__: ech. ech. I i‘f '.'-' "-‘". H "‘F__
sUusp. susp. — susp.  susp.
Susp. SUSp.
— _susp
iy e L ———1




112 HARMONY

ECHAPPEE AND CAMBIATA

The melodic forms described above in the ornamental resolution
of the suspension are applied to any basic melodic progression of a
second, up or down. The commonest use of the échappée, as well as
of the cambiata, is as an interpolated tone between a dissonant tone,
or tendency tone, and its resolution. The échappée 1s like a note
escaping from the direction of the melodic movement and having to
return by skip, that is, by an interval larger than a second. On the
other hand, the cambiata is the result of having gone too far, so that
it is necessary to turn back by step to the note of destination.

EX. 209
a. . 5 E i) -
¢ _ : : | -
melodic movement echappee cambiata
b- - A —."""-'—1 = i —
melodic movement echappee cambiata
EX. 210. Haydn—Quartet, op. 76, no. 3
Mlnu?iu app. [ .  eoh.
L
= ig——_;f:_.—ﬂdj ;
i
O | d
3 + -
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EX. 212. Mozart—Sonata, K. no. $33

Aﬂdﬂnte HH]-! apph .
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EX. 213. Chopin—Mazurka, op. 59, no. 2

* Allegretto
S F’Z/E: 1 hcamd
g - 5 -{f'} L;’h-—_._ _r — . l&i =
ap. |,
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THE ANTICIPATION

As its name implies, the anticipation is a kind of advance sounding
of a tone. It is rhythmically like an up-beat to the tone anticipated,
to which it is usually not tied, and it is ordinarily much shorter in

time value than the principal tone.

EX. 214. Franck—String Quartet
arghetto ant.
e =
L=
g
==

S

EX. 215. Handel-Concerto Grosso

Largo ! ant. ant.
_ —~ ] — |
m J: 23 >

I N_ O
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APPLICATION

The practical application of the principles of nonharmonic tones
will involve two different processes, one analytical and one con-
structive. The first will be called into play in the practice of har-
monizing a given part. It will be necessary to devote much thought
in the melodic analysis to deciding which are essential notes and
which are nonharmonic tones. The experience of harmonic analysis
of compositions will prove helpful in this respect.

It 1s recommended that the constructive process be based on the
hypothesis of the harmonic background as the origin of melodic
parts The steps would be as follows:

. Adopt a tonality and sequence of roots as a foundation fnr a
musu:al sentence. Let us take for example: B-flat major, I-IV-II-
V-I-V, III-IV-I-1I-1I-V-1L.

2. Construct a bass by applying to the above series the principles
of harmonic rhythm, using triads in root position and first inversion.

EX. 216

] . a‘

 # BN .

-

@

O

16 vog Vv61 19 v qmb wwérv 16 16 mé v 1

-
Bl’: I

3. Add three upper voices in a fairly simple version of this har-
monic scheme.

EX. 217

| I
it i
| O x o & : o2 _f—rn e n

O

n""—“'"“‘fJ "J"— 'J'
6

%—‘ - rr— -

o4

TR L

o P

4. Apply the various resources of nonharmonic tones to ornament
the four voices, without destroying their fundamental melodic pro-
gression. This step 1s practically without limit as to possible variants,
although it is useless to strive for complexity.
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EX. 218
p-1. susp. camb.
| ~ app. p.t.
% ‘ — A .l _‘I- I | _.{ = 5
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g T
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EXERCISES

1. Construct four versions of a phrase on the following series of
harmonic roots: G major, I-V-III-VI-IV-II-V-1. Each version
will concentrate on one type of nonharmonic tone, introducing as
many examples of that type as seems practical.

a. Passing tones
b. Auxiliary tones
c. Appoggiature
d. Suspensions

2. Harmonize the following soprano parts, first making a careful
melodic analysis to determine the nonharmonic tones present.

Andante

o
Q. S

Moderato
= —fr— i
t 5. i
AzcE-=FmcereSEcome

Allegro

- s T

?%ﬂ* S AR ===

-5~
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X3 i

3. Harmonize the tollowing basses. Note that the triads are not
necessarily 1n root position.

Andante
a FEp ——
] — : y 1o ——
< ' J & o
Larg'ﬂ
— K ~——y —
b H—? ..- _‘ .,_ i 1
: — 2 _ﬁ"———'!zz_—_"if
e
. S
| _ [ "I| | 1 o




CHAPTER ELEVEN
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THE SIX-FOUR CHORD

HEN a triad is so arranged that its oniginal fifth is the lowest
tone (second inversion), the resulting combination is
known as the six-four chord, the intervals between bass

and upper voices being sixth and fourth.

gth r:3:14’!h
T

EX. 219,

6
4

Since the fourth is a dissonant interval, and the sixth but an im-
perfect consonance, the six-four chord is an unstable chord. It is
the product of vertical coincidence of moving voices. When cor-
rectly used it can be analyzed as a grouping of nonharmonic tones.

THE CADENTIAL SIX-FOUR CHORD

By far the commonest of the chords in this category is the fa-
miliar “vonic six-four” found in cadences. This is actually a dom-
inant chord in which the sixth and fourth form appoggiature to the
fifth and third respectively.

app-
EX. 220 / app.

A
(18

?T_ﬂ
vV

In four-part writing the bass 1s doubled, since 1t is the inactive
tone, and also since it is the real root of a chord in root position.
117
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It will be profitable to compare the above formula with the fol-
lowing closely related effects.

EX. 221
app.
|/ 8PP a55.
w—g %
e =
(1%) pt

u —

Vo Vv

The cadential six-four chord, with its resolution into the domi-
nant chord, has the rhythmic value of strong-to-weak. Hence 1t
marks a strong beat and the bar-line is most often placed just before
it. It must be remembered, however, that the placing of the bar-
lines, representing the meter, is very often at variance with the har-
monic and melodic rhythms. The six-four chords in the three
examples below occur on what are felt to be strong beats, not
necessarily first beats of the measures. The harmony preceding the
cadential six-four chord is in each case one which would introduce
the dominant as a weak-to-strong progression, e.g., IV-V, 11-V, or

even [-V.
EX. 222
- | | I I
1ﬁ§‘d $p g
1$) (1$) (1§) (1%)
h—L 1 — xr B
: P ! —
v I Vv VI v I v

EX. 223. Beethoven—Sonata, op. 2, no. 2
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EX. 224. Mozart—Sonata, K. no. 331

| h—1 :Ll I |
SEs e ==
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A: VIy vb I uét v

Chords on III and V are less appropriate to introduce the ca-
dential six-four chord, as the resulting rhythm is either strong-to-
weak or static.

EX. 225 % g 18 9 zg 3
(1) ! (1%)
g - - - LN 2 7 Y
K m v

The sixth and fourth may occur in the form of suspensions, instead
of as appoggiature. In this case the harmonic rhythm is weak-to-

strong, while the melodic rhythm of the two voices involved be-
comes strong-to-weak.

EX. 226 s
w' g
1f
> =
1 v

In keeping with the contrapuntal character of the sixth and fourth,
care should be taken to observe their natural resolution to the step
below. The following resolutions are exceptional and lack sensitive
feeling for the horizontal melodic movement.

EX. 227 ! I | F g 5::3_7_
DB nr = =

1§ v 1§ v 18 v
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Exception may be made to the above remarks in the case of the
interval of the sixth, which is not a dissonance like the fourth. When
the dominant chord contains a seventh the sixth may sometimes rise

to the fourth degree.

EX. 228 g J .
|

&
S

)
=
“_

...qF ¢0

v

THE APPOGGIATURA SIX-FOUR CHORD—NONCADENTIAL

Although found chiefly in cadences, the six-four chord formed
from the notes of the tonic triad may be used as a strong rhythmic
effect elsewhere in the phrase. The cadential impression will not be
likely 1f such a chord occurs early in the phrase and it may be avoided
by melodic continuity in the voices.

EX. 1_29 o
T

2 ! * f : F i r e
.gl..--'— — ete.
ﬁr_ y E‘# "J'HT___MH'J‘ 4

'Tt.__ H-.__.-F"]F

Ef. I—— IV v Vof VI V1

(12 'L )

Analogous chords are used on other degrees of the scale, the com-
bination IV¢-I being fairly common.

EX. 230. Weber—Sonata, op. 49
Andante conmoto 15

g
%t?#¥ 'I%E

B” I (v3) I
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THE AUXILIARY SIN-FOUR CHORD

If the root of a triad remains stationary while its third and fifth
rise one degree and return, a six-four chord is formed. This type
differs from the appoggiatura type in that it is weak rhythmically
and the sixth and fourth must enter from below in the manner of
auxihiary tones. A simple analysis of one root for all three chords is
always possible, the sixth and fourth being nonharmonic tones.

EX. 231 /

Fal

——g
v§

& _— -
L.\b-_‘,_ﬂ

1

THE PASSING SIX-FOUR CHORD

It 1s the bass, rather than the upper voices, that gives its name to
the passing six-four chord. Here the bass 1s a passing tone between
two tones a third apart, usually of the same harmony. The rhythmic
value of the passing six-four chord 1s therefore weak. Its upper voices
enter and leave by step, so that they may be explained contrapuntally
in relation to the surrounding harmony, the sixth as auxihary, the
fourth as harmony note, and the octave of the bass as passing tone.

EX. 232 | £ o
. LY
654 13
(v§)*

S —
EX. 233. Mozart—Sonata, K. no. 330
P
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The bass may touch upon the fifth in the course of its melodic
movement among the tones of the chord, without producing the
dissonant effect of a six-four chord. It must be decided on rhythmic
grounds whether or not the fifth is the real harmonic bass. Cerrainly
in the example below the fifth in the bass is unimportant contra-
puntally and is merely a tone in a broken chord.

EX. 234. Mozart—String Quartet, K. no. 465
Allegro ~

..._—-..\,m’ﬂ sdddd <

r rﬁ"} # r}

R

 ——

F——

C:1 V4 I —

Six-four chords of contrapuntal origin are frequent and can be
understood as groupings of any of the nonharmonic tones. They are
usually not of sufficient rhythmic importance to be looked upon as
chords, but rather should be regarded as combinations of melodic
factors.

ant, ech.

EX. 23§ |

d——1d
P
I

Composers have occasionally been attracted by the feeling of
suspense 1n the six-four chord and have used it for that effect. Schu-
mann preferred to end the Romance in F-sharp that way rather
than with the finality of a root position tonic chord.
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EX. 236. Schumann—Romance, op. 28, no. 2
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EXERCISES

1. Construct short phrases illusrrating the various types of six-
four chords.

2. Work out the following figured basses in four parts:

. 2
a. - - }’ A T = — T
6 4§ 6 s o 6 6
: e —6> : )
%— Y — B—ib'ﬂ T
i ¢k 6 6 3¢
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6

6 6 6 §—s

3. Harmonize the following soprano parts, introducing six-four
chords where appropriate:

Moderato

E'E ==EE=SSo===s ===

ﬁé' = S #ﬁi - |i

)

4. Harmonize the following basses:

Allegro

o 4 FE ﬂ!

! L
Adﬂg’iﬂ —
r . == . !__..ﬂ' P
b. Hi}j > Y bl_ = M I




CHAPTER TWELVE
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CADENCES

phrase endings. They mark the breathing places in the
music, establish the tonality, and render coherent the formal
structure.

It is.remarkable that the convention of the cadential formulae
could hold its validity and meaning throughout the entire period of
common harmonic practice. The changes that took place in external
manner, in harmonic color, did not disturb the fundamental ca-
dence types, but seemed only to serve to confirm their acceptance.

THERE are no more important formulae than those used for

THE AUTHENTIC CADENCE

The harmonic formula V-I, the authentic cadence, can be ex-
tended to include the II or IV which customarily precede. We now
have the cadential six-four chord, whose natural function 1s to an-
nounce the cadence. The strongest form of final cadence would
then be [I-1°-V-1. The tonic six-four chord is, of course, the double
appoggiatura on the dominant roo*

EX. 237. Bach—Well-tempered Clavichord, 11, Fugue mno. ¢
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The example above shows the strength and finality of this ca-
dence in simple form. There are many ways of varying the arrange-
ment of the formula. The six-four chord may not be present, and
the fourth alone may appear as a suspension.

Ex. 238. Handel—Suite 0. 6
Adagio

=

PEEST S

o
#50

=8
FR: Vorv V 1

The final tonic chord may receive some ornamentation, such as a
Suspension or an appoggiatura.

EX. 239. I'chaitkowsky—Romance, op. 5

app.
Aﬂdﬂmnf = — — J ﬁJ _:

, - = o= R 5 ” .
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The dominant chord may continue to sound over the final tonic
in the bass, later resolving, or it may act as an appoggiatura chord
to the tonic.

EX. 240. Franck—Sonata for Violin and Piano

Allegretto J’ J_ q) Jﬁ
T S
=

¥l 4
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PERFECT AND IMPERFECT CADENCES

The use of the authentic cadence is not restricted to final phrases.
It is often employed elsewhere, but with less emphasis on its finality.
The most conclusive arrangement, with dominant and tonic chords
in root position and the tonic note in the soprano at the end, 1s gen-
erally called the perfect cadence, all other forms of the authentic
cadence being termed imperfect, meaning less final.

A hard and fast distinction between what are perfect and what are
imperfect cadences is not possible, nor is it important. The degree of
finality is dependent upon many contributing factors and each case
should be judged on 1ts Own Merits.

The approach to the tonic by means of the first inversion of the
dominant chord 1s generally considered a less conclusive cadential
effect.

EX. 241. Mendelssohn—Prelude, op. 25, no. 6

Maestoso
T /’I‘\;J; P

gﬂ =S

v =
b v
BP 16 V7 v6 I

If the tonic chord itself is inverted the phrase will probably
be extended so that the real cadence comes later. Placing the third
in the soprano usually gives less feeling of finality than having the
tonic in both outside voices. The following example by Beethoven
shows an imperfect authentic cadence, with third in soprano and
feminine ending, balanced by a perfect cadence with masculine end-
ing and tonic in soprano and bass.
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EX. 242. Beethoven—Symphony no. 8

Allegro
E_'_:___#- N — £ 2P u"
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When the chord before the dominant is a tonic chord the root

position 1s regularly avoided in order not to weaken the final tonic
by anticipation.

] b
EX. 243 ' Ty e
o o = —E»
¢ L
d d|e | Jd|e
: r - A (8
I
IV | 1# v I
weak better

THE HALF CADENCE

The cadential six-four chord is also employed to accentuate the
half cadence, common formulae being IV-I¢-V, VI-I¢-V, [-18-V.
If the tonic chord 1s used to introduce the I¢, it may be in root posi-
tion.
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EX. 244
||l
SRS Er==_ SRS =
d|d ]2 dd|d|= |44
gﬁn_ P | Ql:rﬂlp_n
v v v w1 18 v I 18V

The tonic may be suspended into the dominant chord, without
six-four, or may appear as appoggiatura to the leading-tone.

EX. 245. Brahms—Intermezzo, op. 117, no. 2

Andante  Fe——
i g =
P S
"

In many cases the chord before the dominant will contain a
chromatically raised fourth degree, making a leading-tone to the
dominant. This has more melodic than harmonic significance, as
illustrated by the cambiata G-sharp in the example below.

EX. 246. Beethoven—Sonata, op. 2, no. 2

Largﬂ
_h
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v =
Szre == 1*_
D: v I Vv

This temporary leading-tone may, however, be of sufficient har-
monic strength to give the chord the character of dominant of the

dominant (VofV). As such it is also used as an appoggiatura chord
over the dominant root.
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EX. 247. Schubert—Quintet, op. 163

Allegro = \ |
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EiSmsecesEese s
R ' ="
e e
G: 1 ' 1 I VofV v

It 1s not essential to differentiate between a half cadence contain-
ing the chord VofV and an authentic cadence in the key of the
dominant. When the subsequent phrase 1s still in the tonic key it
seems useless to consider that there 1s a modulation just on account
of one chord. On the other hand, if there is a strong series of chords
in the dominant key leading up to the cadence it would appear more
logical to recognize a modulation in the analysis.

THE PLAGAL CADENCE

The plagal cadence (IV-I) is most often used after an authentic
cadence, as a sort of added close to a movement. The subdominant

chord seems tnnally very satisfacrnry after the emphasis on dom-
inant and tonic.

EX. 248. Chopin—Etude, op. 25, no. 8
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There are many instances of the plagal cadence as a phrase ending,
without a preceding authentic cadence.
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EX. 249. Schumann—Sympbonic Studies, op. 13

C%. vorIv IV  VofIVIV I

The minor form of subdominant harmony 1s frequently used 1n
the plagal cadence at the end of 2 movement in the major mode. It

gives a particularly colorful ending.
EX. 250. Mendelssohn—Midsummer Night's Dream: Overture
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The supertonic may be added to the subdominant chord without

impairing the effect of plagal cadence. It may appear as a passing
tone or it may be a chord tone in a seventh chord in first inversion.

EX. 251 Sg

v o ? | & 8
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The supertonic chord is often regarded as a substitute subdom-
inant, especially if the seventh of the chord is present, so that it in-
cludes the entire subdominant triad. The following plagal cadence
Is an extreme case, where the supertonic triad, over a tonic pedal

E*
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bass, has been chromatically altered to what is known as the Nea-

politan sixth chord.

EX. 252, Brahms—Sywpbony no. 4

Andante .~ . haf §
~ |
7?
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THE DECEPTIVE CADENCE

There remains the fourth type of cadential formula, the deceptive
cadence. It is similar to the authentic cadence except that some
other chord is substituted for the final tonic. There are as many de-
ceptive cadences as there are chords to which the dominant may
progress, plus the variations in arrangement which composers have
devised. Needless to say, some are more “deceptive” than others
and some will seem overworked.

The deceptive cadence is quite as good an indicator of the tonality
as the other cadences—-often even berter. It is the establishment of the
dominant as such which shows the key, and not its ultimate chord
of resolution. The identification of the cadential formula is the
means of identifying the tonality of the phrase.

By far the most frequent alternative to V-I 1s V-VL. In the ex-
ample below, the dominant chord appears as appoggiatura chord
over the sixth degree.

EX. 253. Schubert—Sonata, op. 120

Allegro moderato
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If the minor sixth degree is used for the submediant chord, in a
phrase which has been predominantly major, there is more of the
element of surprise in the resolution. Composers sometimes accentu-
ate this effect, as in other deceptive cadences, by a sudden change of
nuance or of orchestration.

EX. 254. Schubert—Quarret, op. 29

Allegro manon troppo
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Between the V and the VI the dominant harmony of the sixth
degree may be used as a passing chord. This does not change the
main outline of the cadence or the tonality,

EX. 255. Beethoven—Sonata, op. 101

Allegretio .
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Upon the same bass as the V-V1 cadence, the chord of resolution
may be the subdominant in first inversion. In the following example
the appoggiatura B-flat adds to the effectiveness of the deceptive
cadence, which is here especially strong as it has been led up to with

every musical and psychological appearance of a conclusive ending
of the entire prelude.
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EX. 256. Bach—Well-tempered Clavichord, I, Prelude no. §
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Bach has introduced still another deceptive cadence 1n the same
piece, after that shown above. This time the dominant resolves to a
tonic chord which has been altered to make it 2 dominant of the

subdominant.

EX. 2§7. Bach—Well-temipered Clavichord, I, Prelude no. 8
/o
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Dominants of other degrees of the scale are used as deceptive
chords of resolution. The example below is unusual in that the
major mode has been made so strong that the resolution to the
dominant major ninth of the minor sixth degree sounds rather dis-
tant. Here may be noticed another use of the deceptive cadence, as
a modulatory device. The chord of resolution 1s often a pivot chord
in 2 modulation to the key in which the next phrase begins. It may
be a dominant of the new key in this case, since we must preserve in
the analysis the formula of the deceptive cadence in the first key.

EX. 258, Franck—Symphony

Allegro non {ropp
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Other chromatically altered chords may be found in the deceptive
cadence. The example below shows a seventh chord on the sixth
degree with its root and third raised. If allowed to resolve in the key
this chord would proceed to V.

EX. 259. Brahms—Intermezzo, op. 116, no. 6

Andantino — o P
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As can be seen in several of these examples, the deceptive cadence
often serves as a joint in two overlapping phrases. Phrases are over-
lapping when the second phrase begins simultaneously with the ar-
rival of the last chord of the first phrase. Overlapping phrases are to
be seen 1n examples 254, 256, and 257, and not in examples 253, 2575,
or 258.

Phrases which are not overlapping may seem so on first sight, ow-
ing to melodic continuity in the final measure of the first phrase. In
this case the melodic movement over the last chord in the cadence
is in the form of anacrusis to the first down-beat in the second phrase.

This frequently happens in the half cadence.
EX. 260. Mozart—Rondo, K. no. 485

Alle;r_u\ . —
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The use of a deceptive cadence near the end of a piece helps to
sustain the musical interest at the moment when the final authentic
cadence is expected. It also provides the composer with an oppor-
tunity to add another phrase or two in conclusion.



136 HARMONY

Cadences are sometimes extended by repetition of the cadential
formula, or by lengthening the movement of the harmonic rhythm
while continuing the melodic activity above.

EX. 261. Bach—Well-tempered Clavichord, 1, Fugue no. 4
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Cadential formulae, to be played in all keys:
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EXERCISES

1. Construct cadences of. the four main types; authentic, half,
plagal, and deceptive. Use one or two introductory chords before
the cadential formulae. Introduce nonharmonic tones.

2. Construct a musical sentence of two phrases according to the
following specifications:

a. The first phrase begins in D major and modulates to the rela-
tive minor of the subdominant.

b. The first phrase ends with a deceptive cadence in the new
key.
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c. The final chord of the first phrase is the pivot chord for a
modulation back to the original key of D major.
d. The second phrase is entirely in the original key.
3. Harmonize the following basses:

Andante

L " E ]
. 1 [ L
% 1 [
Moderato
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4. Harmonize the following soprano parts:
Allegreito
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THE DOMINANT SEVENTH CHORD

val of a third upon a triad, it must not be concluded that these

chords originated by that process. It should be repeated that
chords are made by moving voices. The seventh, the factor which
gives its name to the seventh chord, first appeared as a melodic,
nonharmonic tone. In the case of the seventh chord on the dominant,
the seventh is often seen in this purely melodic capacity.

!LTH{JUGH seventh chords may be built by superposing an inter-

EX. 262 p-t. susp.
- |0 IF
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The next evolutionary step was naturally the inclusion into the
harmonic vocabulary of the vertical cross-section G-B-D-F as a

chord, which we call V;. Its complete figuring is V; if we wish to
show all the factors by numerals. ’

‘The adoption of V; as an independent chord brings to the vocab-
ulary the first unequivocal harmonic dissonance. With three excep-
tions all dissonances we have been using are nonharmonic, contra-
puntal dissonances, tones foreign to the chords with which they are
sounded. The seventh of V. adds a dissonant element to the chord
itself, so it 1s a harmonic dissonance.

The three exceptions are the dissonant diminished triads VII and
138
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II (in minor), and the augmented triad lII (in minor). The leading-
tone triad may be disposed of at once by declaring it to be an 1n-
complete dominant seventh. It certainly sounds and acts as a dom-
inant.

It has been argued that II of the minor mode is used chiefly in first
inversion, with the second degree standing as a nonharmonic tone
for the tonic note 1n a chord of the subdominant. Likewise the third
degree in III of the minor mode, also in first inversion, is described
as an appoggiatura in a dominant chord.

- 103 ;ﬁiﬁ@* g8 -
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Whatever the theoretical explanation, we are bound to report the
use of these dissonant triads by composers, even in root position,
where the above reasoning is more difficult of application.

There are present in the dominant seventh chord two dissonant
intervals: the diminished fifth between third and seventh, and the
minor seventh between root and seventh. It has been common prac-
tice to resolve these dissonances.

The principle of resolution has two aspects, harmonic and me-
lodic.

Harmonically, the dissonant intervals are followed in resolution
by consonant intervals.

Melodically, that is to say contrapuntally, the tendency tones set
up by the dissonant intervals move in the direction of their tenden-
cies to a point where they are no longer dissonant and no longer have
the tendency to move.

The tendency of the diminished fifth is to contracr to a third,
major or minor, both voices moving inward by step. If the leading-
tone, the lower of the two voices, alone moved, the following 1n-
terval would still be dissonant, the perfect fourth.

In the case of the seventh, it would be possible for the upper
voice alone to move, downward by step according to its tendency.
This would leave the imperfect consonance, major or minor sixth.




140 HARMONY

When the lower note, the dominant, moves up to the tonic a more
satisfactory interval is reached, the third.

EX. 264 Fli—é{'}h} Jd
P

v I
5 4 6 3 YT 6 7 38

Inversion of these two dissonant intervals gives an augmented
fourth and a major second, or ninth if the voices are further apart.
The tendencies of the tones remain the same, so that the augmented
fourth will expand to a sixth and the major second will become a

third.
#_II

EX. 265§
4 6 2 3

Let us consider the contrapuntal consequences of disregarding the
tendency of the seventh to descend. The following relative melodic
movements would result:

EX. 266 J a d_d
— & ' A

j 1

] b 7 5] 2 1 g 8

The two fifths should not be referred to as parallel fifths. Strictly
speaking, the voices are not parallel, one fifth being smaller than the
other. The characteristics to be noted in this progression are, first,
the improper resolution of the tendency of the two voices in the
dissonant interval, and, second, the prominence of the perfect fifth
approached by similar motion. The same comment applies to the
resolution of the seventh by similar motion to the fifth. It is a general
rule that these relative melodic progressions are avoided.

The resolution of the second into the unison is used only when it
is a minor second, and the upper voice is a nonharmonic anticipation.

EX. 267

U= 8
G:V
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An interval of a ninth is followed by an octave only when 1t 1s the
upper voice that moves.

EX. 268 g_—; ;

REGULAR RESOLUTION

All dissonant chords have what is called a regular resolution.
Harmonically, the term means the chord to which the dissonant
chord usually progresses. It is best expressed in terms of root pro-
gression.

The regular resolution of V; to I is probably the most funda-
mental harmonic progression in music. It is without doubt the com-
monest, and seems to be felt instinctively as a natural musical word
even by an unmusical person.

The presence of the fourth degree, subdominant, supplies the only
important tonal factor that was missing in V-I; hence this is the per-
fect progression for the definition of tonality.

In the resolution, the seventh descends one degree. The third
ascends to the tonic and the fifth of the chord, having no tendency,
descends to the tonic rather than double the modal third degree.
This results in an incomplete chord of resolution. It is to be re-
marked, however, that the tonal balance of three roots and one third
1s always preferred to that of two roots and two thirds, quite apart
from the precedence of contrapuntal movement that caused the
doubling. The principle of doubling tonal degrees in preference to
modal degrees is thus corroborated.

EX. 269 - o=r
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Q:Tn ﬁ""n &in
v? 1 V7 1 v7 1

The second degree, fifth of the chord, is not essential to the satis-

factory sonority of the dominant seventh chord, and is frequently
omitted. The consequent doubling of the root gives a convenient
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common tone between the two chords, and the repetition of this
common tone supplies the missing fifth to the tonic chord.

EEEE——==——
) —=

Omission of the third is less often practiced, but there are occa-
sions when the melodic outline of the voices brings about such a
disposition. The chord is clearly recognizable as a dominant seventh
and 1s a little less thick in sonority.

If it is particularly desired that the tonic chord contain the fifth,
as for instance in the final chord of a movement, the leading-tone is
made to descend to the dominant—only, however, when 1t 1s in the
alto or the tenor voice. Here the harmonic aspect assumes more
importance to the composer than the melodic aspect.

EX. 270
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When the dominant seventh chord resolves to a tonic chord 1n
first inversion, the bass may be’said to have taken over the resolution
of the seventh. The seventh may not resolve as usual because of the
resultant direct octave on the third degree. It therefore moves up-
ward, making the direct fifth and also the incorrect resolution of the
diminished fifth, unless this interval happens to be in its inversion
as an augmented fourth.

EX. 272 ﬁw
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This resolution. which is not at all uncommon, is classified as a
variant of the regular resolution, but it contains the above-described

irregularities of cmntrapuntal movement.

THE FIRST INVERSION

The first inversion of the dominant seventh chord is referred to
as the “dominant six-five-three,” its figuring being V% . The 3 is often
omitted as understood.

Factors are rarely omitted from inversions of seventh chords. The
root, since 1t is in an inside voice, will be repeated in the next chord
so that the tonic chord of resolution will be complete. All other cir-
cumstances aside, the dominant six-five-three 1s most effective when
the original seventh of the chord is in the soprano voice.

EX. 273 o S —
o =" ‘Eh__k_a
- e
Lo Y]
e_ﬁf_ﬂ-_
vé 1 v 1 vE 1
EX. 2724. Haydn—Symzphony no. 6
Andante
A ey T ===
AERT CIEAECILA AL
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It will be noticed that the tendency tones move just as they did in

the root position resolution.
This inversion is useful in constructing a melodic bass and also as a

relief to the weight of the root position prﬂgressiun.r

THE SECOND INVERSION

¥

The inversion with the fifth in the bass is called the “four-three’
chord. The complete figuring shows the intervals six, four, and three:
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V:;t. It 1s chiefly used as a passing chord and 1s generally considered
weak rhythmically.

The bass 1s normally treated as a passing tone between the tonic
and the third degree, moving either up or down. The other voices
follow their tendencies as before, the exception being that when the

bass moves up to I, the seventh resolves upward in the same way and
with the same contrapuntal results as in the progression V.-I,.

EX. 275

THE THIRD INVERSION

The third inversion, with the seventh in the bass, is a strong chord.
The bass 1s here dissonant with two of the upper voices and is thereby
given a strong tendency to move. A significant comparison can be
drawn between the dissonant quality of this bass with that of the
bass of the second inversion. In the second inversion the bass is the
lower note of the dissonant perfect fourth, in which the top note
possesses the tendency to descend. The bass is therefore free to
move up or down. In the third inversion the bass is the lower note of
two dissbnant intervals, the augmented fourth and the major second,
and in each’case has the obligation to move downward one degree.
Hence this is a strong chord with an unusually strong tendency in a
certain direction.

The other voices move as before, except that a favorite soprano

part for this progression is one that moves from supertonic up a
fourth to dominant, doubling the fifth in I,

The full figuring of the chord is VE, usually abbreviated to V,,
or V4.
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EX. 276 %‘:ﬂ
-

EX. 277. Beethoven—Sonata, op. 13
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The following apparent resolutions are but the effect of auxiliary
tones over a static harmony.

EX. 278. Mendelssohn—Italian Symphony

con moto moderato

PREPARATION OF DISSONANCES

A great deal has been said and written about the preparation of
dissonances. Theorists are agreed that dissonances are to be resolved,
but opinions vary on the question of preparation.

Let us say at once that the composers themselves show considera-
ble variety in their attitude toward the preparation of dissonance.
The period of harmonic common practice is decidedly not a period
of common practice in counterpoint. The preparation or nonprep-
aration of dissonance is a detail of style which may be expected to
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vary with different composers and which may be inconsistent 1n
two works of different purpose by the same composer.

EX. 279. Bach—Well-tempered Clavichord, I, Fugue no. 24

SarPas —J zz=8

. — WI. 1 |
—~ ~
gﬁrih..rﬁﬂﬁ - fr e =

dissonances unprepsared

EX. 280. Bach—Well-tempered Clavichord, I, Prelude no. 24
- | g e | 1
& >
%ﬂT == ii' ==
), | | —

.

dissonances prepared

_'

A dissonance is perfectly prepared when it enters as a suspen-
sion (a).

Next to that it may enter as a repeated tone (b).

It is prepared, although less perfectly, if it enters by step (c).
It 1s not prepared if it enters by skip (d).

EX. 281
a. 6.] c

| | ] d’l
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Distinction must be made between harmonic and nonharmonic
dissonances. The nonharmonic tones, which are usually dissonant,
have their own characteristics of preparation and resolution. It is
with the harmonic dissonances, like the seventh in the dominant
seventh chord, that the question of preparation arises. The student
is advised to apply all the degrees of preparation in the written ex-
ercises. It will be especially instructive to make alternarive versions

of the progressions involving harmonic dissonance, in order to test
the effect of preparation and nonpreparation on the general style.
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THE MELODIC TRITONE

A melodic fragment that 1s included in the limits of an augmented
fourth, from subdominant to seventh degree, is almost invariably
resolved in the line, either by the leading-tone continuing to the
tonic, or, in descending, by the fourth degree continuing to the

third.

EX. 282

' = =i

| [T | e

The following unresolved melodic tritones are avoided:

EX. 283
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Formulae, to be played in all keys:
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EXERCISES
1. Work out in four parts the following figured basses:
a. ‘ - = P T © 7. — :
} i g 6 Eq 6 2 6 6 ¢ g
. . _
%EIF o %ﬂf o
6 g6 7 67 6 4 6 6 68
4 | 3 4
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1l—t.
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2. Construct a musical sentence of two phrases according to the
following specifications:
a. The first phrase begins in G major and ends with an au-
thentic cadence 1n E minor.
b. The second phrase returns to G major by means of 2 pivot
chord which is the supertonic triad in G.
c. One example of each of the three inversions of the dominant
seventh chord is introduced appropriately.
3. Construct a musical sentence of two phrases according to the
following specifications:
a. The first phrase ends with a deceptive cadence, without
modularion.
b. The first phrase shows the resolution of V; to .
c. The second phrase shows two uses of the V, chord—with
the seventh prepared and wirh the seventh unprepared.

4. Harmonize the following basses, introducing dominant seventh
chords and inversions:

Moderato

ﬂﬁJh Ef_ﬁn:- —pxx !

T st =SS

Allegretio
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5. Harmonize the following Soprano parts:

Andantino —
_ , ©
Q. }P 2 | e iﬂ
- Moderato
- R =
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SECONDARY DOMINANTS

LMOST any page of music chosen at random will show the pres-
ence of numerous accidentals, sharps, flats, and natural signs,
which indicate alterations of the tones other than the qualifi-

cations announced by the key signature, We know that these chro-
matic signs do not necessarily signify that a modulation has taken
place. Some of them are accounted for as the required notation of
the leading-tone in the minor mode. Others are seen to be alterations
of nonharmonic tones, like the auxiliary acting as temporary leading-
tone beneath the principal note.

Perhaps the largest source of these accidental signs les in the
tendency of composers to prefer the sound of dominant harmony to
that of nondominant function, a tendency which prevailed through-
out the period on which we base our harmonic theory. The pro-
cedure gave harmonic color by the addition of new notes and in-
creased the sense of direction and movement in the harmony. In 1ts
extreme form it produced a harmonic scheme in which each chord
became the dominant of the next.

EX. 284. Mozart—Sonata, K. no. 283

Pres}_g o
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From observation of this practice of composers the following rule
may be stated:

Any degree of the scale may be preceded by its own
dominant harmony without weakening the fundamental tonality.

These temporary dominant chords have been referred to by
theorists as attendant chords, parenthesis chords, borrowed chords,
etc. We shall call them secondary dominants, in the belief that the
term Is slightly more descriptive of their function.

Far from weakening the tonality, the secondary dominants can
be a distinct aid 1n strengthening it. If we imagine a tonal center,
supported on either hand by subdominant and dominant, it is easy
to see that if these two important tonal degrees are in turn supported
by their respective dominants the whole tonal edifice is made
stronger thereby. This is essentially the scheme used by Beethoven
in the opening measures of his first symphony. The actual tonic
chord is delayed in its arrival, but it is made the more inevitable by
the strong supports established beforehand.

EX. 285. Beethoven—Symphony no. 1

Adagin molto
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The secondary dominants have not only a functional value but
are an important source of harmonic color as well. Composers of the
eighteenth and nineteenth centuries were interested in the expressive
advantages of new notes which could logically be included in the
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tonality. The harmonic vocabulary was greatly enriched through
the introduction of these chords.

All the forms applicable to the regular dominant of the key are
employed as secondary dominants. That means, at the present stage,
major triads, dominant seventh chords, and the dominant seventh
without root (leading-tone triad), with all inversions. For example,

the chord VofV in the key of C may have these forms:

i

EX. 286

RESOLUTION

The principles of resolution in the dominant-to-tonic progres-
sion are equally valid in the treatment of secondary dominants. The
secondary dominant and its tonic are considered a tonal unit of two
chords for all purposes of voice leading. Thus, in the example above,
the F-sharp 1s for the moment not the subdominant of C but the
leading-tone of G, and so it is not doubled. The D is temporarily
the tonal degree in the chord.

An important principle of chromatic alteration will be seen active
in the treatment of secondary dominants. That 1s, a note chromati-
cally raised i1s given thereby a tendency to proceed upward, and,
conversely, a note chromatically lowered is given a tendency to
proceed downward.

EX. 287 1
$_g_‘ﬂg__=q:n 7 m—ra o—1

METHOD OF INTRODUCTION

The smoothest and most natural way that a secondary dominant
may be introduced is from a chord which could be interpreted in
the key of which the secondary dominant is the actual dominant. In
this case the group of three chords (the secondary dominant as the
second chord of the group) could be regarded as in the temporary
tonality, but the first and third chords would still be equally strong
members of the true tonality.
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EX. 288
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Such a duality of tonal meaning facilitates the chord connection
and guarantees the logical sound of the harmonic progression.

Often, however, the preceding chord is incapable of natural anal-
ysis in the temporary key. This will ordinarily mean that a chro-
matic relationship exists between the two chords. A tone of one will
appear in chromatically altered form in the other.

CROSS-RELATION

When this chromatic relationship is found between two different
voices the effect 1s called “‘cross-relation,” or “false-relation.”

EX. 289 . e

Bor——

cross relalion

It will be recalled that this term 1s likewise applied to other rela-
tionships, such as the tritone, occurring between two voices instead
of in one voice melodically. The expression “false-relation” is un-
fortunate in that it implies a defect, whereas “cross-relation” points
out that the relationship exists “across” the voices. Cross-relation is
found in the works of all composers of the harmonic penod, but
never indiscriminately used.

The various accepted uses of cross-relation will be discussed in
connection with the relevant material. Here it will suffice to men-
tion the most common. That is when the two tones involved are
treated as scale degrees of the melodic and harmonic minor. In the
example above, the cross-relation would be acceptable if the key
were G minor, with F-natural as descending seventh degree. A
passing tone E-flat would be either written or understood between
F and D. The F-sharp is, of course, the ascending leading-tone.
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In C major, however, no such logic exists and this cross-relation 1s
generally avoided. The chords would be arranged in a manner to
allow the chromatic prngressiﬂn to take place in a single voice.

EX. 290 z
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The student 1s advised to connect such chords at first without
cross-relation, but to experiment with the sound of other arrange-

ments and to observe instances of cross-relation encountered 1n the
works of COMPOSETS.

Vofll

The dominant of the second degree has for its root the sixth
degree of the major scale. It 15 not used if the minor mode is preva-
lent, since in that mode the supertonic i1s a diminished triad and
hence does not act as a tonic, even temporarily. The tonic of the
key 1s chromatically raised to make it the leading-tone of IL

The following example shows Vofll as a triad both in root posi-
tion and as a passing six-four chord.

EX. 291. Schumann—Novelette, op. 21

A]legru
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As a dominant six-five-three chord:
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ex. 292. Liszt—Faust Sympbony

vl 1

Voflll

As there are two third degrees, major and minor, so there will be
two dominants available, a semitone apart in pitch. Needless to say,
the dominant of the third degree of the minor mode does not
progress to the third degree of the major mode, and vice versa.

In the major mode two alterations are necessary. The second
degree is raised to become leading-tone of the third, and the fourth
degree is raised to form a perfect fifth with the seventh degree root.

EX. 293. Schubert—Symphony no. §

Andante Eﬂﬂ moto ' J )\
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Note that the chromatically raised second and fourth degrees
resolve upward, also that the chord and its resolution may be con-
sidered as the dominant-to-tonic progression in the key of G-sharp
minor.

If the minor third degree is employed, its dominant will be found
on the lowered seventh degree, and the two chords will sound like
a V-I progression in the relative major key.

F
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EX. 294. Beethoven—Somnata, op. 2, no. 1

Prestissimo :
| ‘ | | /,/-_h?:.__

VoflV

The major tonic triad actually stands in relation of dominant to
the subdominant, although it needs the addition of a minor seventh
to clarify this relationship to the hearer. This is one of the com-
monest of the secondary dominants and is very often used toward

the end of a piece, where emphasis on the subdominant is desired
to balance previous dominant modulations.

EX. 295. Mendelssohn—String Quartet, op. 12

Andante
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The subdominant is likewise frequently established at the be-
ginning of the movement by the use of VofIV, as in the example
above from Beethoven’s First Symphony and in the following:
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EX. 2906. Beethoven—FPrometbheus: Overture
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EX. 297. Bach—Well-tempered Clavichord, I, Prelude no. ¢
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In an established minor mode it is, of course, necessary to raise
the third degree chrumatically to create the leading-tone of the sub-
dominant.

EX. 298. Mozart—Pianoforte Concerto, K. no. 466
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VofV

The dominant of the dominant has already been mentioned in
connection with its use in half cadences. The following is a typical
case in which a modulation to the dominant key would not be
called for. Note the use of a seventh in the final chord of a half
cadence.
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EX. 299. Schumann—Slumber-song, op. 124, no. 16

Allegretio
 ——
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In the following example the cross-relation is to be remarked
between the A-sharp, leading-tone of V, and the A-natural in the
bass of the chord of resolution. This type of cross-relation is char-
acterized by the fact that the first of the two notes is a leading-tone,
which follows its tendency upward, while the lowered tone enters
as a strong appoggiatura-like dissonance, with downward tendency,
in the bass of a seventh chord 1n its third inversion.

EX. 300. Wagner—Tannbiuser

Andante |
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VofVI

Like the mediant, the submediant exists in major and minor form,
with two dominants. The VofVI derived from the major scale is
by far the more common of the two. In this chord the dominant
of the key is chromatically raised.
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Ex. 301. Wagner—Siegfried Idyll

Tranquillo

E: 1 1v61¢ 16
EX. 302. Schubert—“Forellen” Quintet .
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The original dominant of the key is not altered in the dominant
harmony of the minor sixth degree, but its function changes from
that of tonal degree to leading-tone. If the chord contains a seventh,
a new tone—the chromatically lowered second degree—is introduced
into the key.

EX. 303. Bruckner—Symphony no. 7

Adagio ~ /’" 3 m ~em— J
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Unlike the mediant, the submediant of the minor is fairly com-
mon amid major harmonic surroundings. Its dominant seems rather
remote from the major scale, as shown in Ex. 304.
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VofVII

The leading-tone is not considered a possible temporary tonic,
so that its dominant is not employed. The lowered melodic seventh
degree of the minor scale can, however, be found attended by a
dominant harmony. Used in connection with an established major
mode, as in the following example, it demonstrates the coloristic

possibilities of this interchangeability of the modes.

EX. 304. Bizet—L’Arlésienne

Andante

Viofl H V I Voftv V8V I Vofll M Vv§ I
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EXERCISES

1. Construct short phrases illustrating the use of each of the
secondary dominants.
2. Construct a musical sentence of two phrases according to the
following specifications:
a. The prevailing mode is minor; the meter is three-four; the
rhythmic texture contains eighth-notes.
b. The first phrase modulates to the subdominant of the rela-
tive major.
c. The second phrase starts tn that key and modulates to the
original tonality.
d. The sentence ends with a plagal cadence introduced by
VoflV and finishing with a “tierce de Picardie.”
3. Harmonize the following bass:

Moderato
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4. Harmonize the following soprano:

Allegretio
onan
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CHAPTER FIFTEEN
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IRREGULAR RESOLUTIONS

tonic triad. Consequently all other resolutions are irregular.

[t 1s essential that the two aspects of irregular resolution

be clearly appreciated before generalizations regarding the practice

of composers can be made. The irregularity may consist in a de-

parture from the customary practice in voice leading, or it may be
a purely harmonic matter of root progression.

In the example below, the harmonic progression 1s typical of the

regular resolution of a dominant seventh chord. V;ofV proceeds

to its tonic, V. On the other hand, the voice leading 1s as irregular as
could be.

EX. 305. Schubert—Quartet, op. 29
Andante
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T HE regular resolution of the dominant seventh chord is to the

The progression V.-V is properly regarded as an irregular reso-
lution, but the voice leading is almost certain to exemplify the rules

for this progression.
Fe* 163
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EX. 306. Mendelssohn—Andante, op. 82

Andante
B . — —— /-"'"'--\‘
£ = e J e
e e -
—— =
E” 1S sviviwv 1§ V7 1

The leading-tone moves to the tonic to emphasize the key. The
second degree also moves to the tonic, as to ascend would form
parallel fifths with the bass. The seventh of the chord resolves down,
according to 1ts tendency, but could not move up to the sixth de-
gree as that would make a poor direct octave on the resolution of
a dissonance.

It is customary to include the fifth in the V; chord in this progres-
sion. The V; in its incomplete form does not conveniently connect
with VI, as the student may see by experiment.

EX. 307

3
P

vi VI

The extra root can only move by the skip up to the tonic. Other-
wise 1t would move either in parallel octaves with the bass, or to
the direct octave with the resolution of the seventh.

The examples given show that a regular resolution may be made
with extreme irregularity of melodic movement, whereas an irregu-
lar resolution’ may show strict regularity of voice leading.

All chord progressions are undoubtedly the product of melodic
movement, as has been often stated; but since we are examining
the practice of a particular period, in which it may be said that a
vocabulary of chords exists, it seems reasonable to describe harmonic
progressions In terms of root successton, considering as details the
variants in form of the chords and the contrapuntal divergences.
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Such a detail would be represented by the resolution of V; to
V.ofIV. The minor seventh above the tonic 1s in chromatic rela-
tionship with the leading-tone, so that usually the latter descends,

although the cross-relation is sometimes used, especially when the
lowered tone i1s in the bass.

EX. 308 =

A0 4.4
= 2

V7T Viof IV VT V3%V
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It 1s to be noted that when two seventh chords occur 1n succes-
sion one of them is usually incomplete, with doubled root. The
melodic progression of the voices to the nearest position brings
this about. Inversions of seventh chords are, however, almost always
in complete form with all factors present. The above example shows
a progression from a V; in root position to an inverted seventh
chord. Hence the V. is constructed with doubled root so that the
second chord will be completed naturally by the voice leading.

These two chords also show a dissonant chord resolving to an-
other dissonant chord, an effect of frequent occurrence. One of the
dissonant intervals, the minor seventh, resolves normally, while the
other, the augmented fourth, moves in parallel motion to an equiva-
lent dissonant interval, the diminished fifth. In all successions of
dissonant chords it is important to notice the progression of the
dissonant intervals.

In the following arrangement the chromatic bass is especially ef-
fective, and the minor third degree as passing tone gives the color
of cross-relation with the leading-tone of the subdominant.

EX. 309. Bach—Magnificat
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RESOLUTION TO THE SUPERTONIC

The supertonic triad makes a weak resolution for the dominant
seventh, since it 1s In effect similar to a dominant ninth minus root
and third. The seventh of V. 1s common to the two chords so it does
not resolve. In the example, the presence of the seventh of II sup-
plies a note of resolution for the leading-tone and thus strengthens

the progression.

EX. 310. Brahms—Intermezzo, op. 76, no. 3
Grazioso
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The alteration of Il to VofV gives a more satisfactory chord of
resolution, since the seventh may then proceed chromatically up-
ward. In the following example the omission of the root in VofV

eliminates another common tone.
The symbol V° will be used in this book to designate a dominant

chord with root omirtted.

EX. 311. Mozart—Sonata, K. no. 533
ﬁllER’l‘D/,-’ — . .l u_i'!ﬁf'._'
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RESOLUTION TO THE MEDIANT

Chords on the third degree tend to become less independent
when associated with dominant harmnny. The major third degree
sounds more like 2 nonharmonic melodic tone than like a real reso-
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lution of the seventh. The resolution to the major triad on the minor
third degree 1s rarely found.

EX. 312 %_% F = __P_—_;?'
p J

1

vi mé v Vi om

Comparatively common as a chord of resolution, however, is the
form of III which is dominant of the sixth degree. Here again there
is a chromatic relationship involved.

EX. 313. Beethoven—Quartet, op. 18, no. 1
Allegro eon brio

e rriveliy=_1
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RESOLUTION TO THE SUBDOMINANT

In the resolution to IV the seventh may be prolonged into the
second chord (or repeated). When both chords are in root posi-
tion, the leading-tone is placed in an inside voice, to avoid promi-
nence of the cross-relation of the tritone.

EX. 314. Chopin—Prelude, op. 28, no. 17

}-J;-
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More often the subdominant is found in first inversion, allow-
ing a choice of doubling either tonic or fourth degree.
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Ex. 315 ﬁz _ =t
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EX. 316. Mozart—Sonata, K. no. 279

Andante
N
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RESOLUTION TO THE SUBMEDIANT

The voice leading in the V,—VT progression, described in con-
nection with Ex. 306, will of course be the same for the minor mode.
In the following example the broken chords in the left-hand part
stand for three sustained melodic parts. Hence in the V.-V progres-
sion A moves to G, D-sharp to E, and B to C. The eighth-note E in
the right hand is an anticipation.

EX. 317. Rameau—-Gigue

Allegretto___ P
i:Hg A N -
G ¥ P -

i
LY ﬂ' 3 .n.._..-
E: I v7 VI 16

The example below, of V; resolving to V;ofll, is unusual for its
parallel motion. Also to be noticed is that the nonharmonic tones
in the second and third measures outline the scale of G minor, the
temporary tonality of the second degree of F major.
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Ex. 318. Mozart—Sonata, K. no. 533

4
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An instance of the resolution of V. to VI;, with root and third
raised, may be seen 1n Ex. 259, from the Intermezzo by Brahms, op.
116, no. 6.

The examples given are by no means an exhaustive list of the ir-
regular resolutions of V,, even to the chords already studied. Ex-
cepting the mention of VI;, chords not yet studied have not been
used as illustrations. New chords will offer new resources in irregu-
lar resolutions, especially the diminished seventh chord.

The student 1s urged to experiment with resolutions of V;, in
root position and in inversion, to all chords in his vocabulary in a
single tonality. Some will lend themselves poorly but the experience
will show the degree of practicability of the various chords as pos-
sible resolutions.

THE SECONDARY DOMINANTS

The practice of irregular resolution is applicable to the secondary
dominants, in a somewhat lesser scope. These chords are generally
identified by their resolution to their temporary tonic. When such
resolution is lacking it may be that a modulation has taken place, or
that the chord appears as enharmonic notation of a chord of quite
different harmonic significance, as for instance an augmented sixth
chord. If, however, the resolution is to a chord unquestionably of
the initial key, the secondary dominant is plainly understood as
such, without weakening the tonality. The best example of this prin-
ciple is the progression V,0fVI to IV, which supports the original
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tonic better than the regular resolution by vircue of the tonal im-
portance of the second chord.

EX. 319 g &
1

VofVI IV T V

¥
I
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As in the regular resolution, the secondary dominant and its chord
of resolution are considered temporarily in the key of the secondary
dominant for purposes of voice leading and doubling. Thus, in the
example above, V,of VI to IV 1s identical with V; to VI in the key
- of VI, here A minor, so the voice leading is carried out as in V-V,
resulting in the doubling of A, a tonal degree in the key of VI, but
a modal degree in the main key of C.

In the following example, V. of VI is approached from V, with
tenor and bass moving in parallel fifths and tle voices overlapping.
The subsequent resolution is perfectly orthodox.

EX. 320. Cherubini—Anacreon Quverture

R
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D ViofVI IV VgofVl VI VotV V

The same relationship is found between V;ofIII and its irregular
resolution to 1. Analysis as an appoggiatura chord is ordinarily pos-

sible, or the chord may result from other melodic tones, such as the
auxiliary used in several voices.
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EX. 321. Beethoven—String Quartet, op. 18, no. §
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The dominant of the supertonic progresses quite naturally to V.,
the altered tonic following its tendency as leading-tone of the second

degree.

EX. 322. Franck—Symphony
Allegro non troppo

“waPH [P ar P3P [REFT
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B: I VioflI V7 I Viofm V°
Such is not the case with the fairly common resolution of V.of VI
to I. In this progression the raised dominant turns back to its original

form, not a usual procedure with chromatic alteration. It 1s as

though it were really a lowered sixth degree in a kind of dominant
effect.

EX. 323 g . & 15 H

I . 8
g:

Vof VI( }f) I

In the example below, Brahins has omitted this altered degree at
the moment of connection to the tonic chord, but the impression of
B-natural is well established to the ear.
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EX. 324. Brahms—Rbapsodie, op. 119, no. 4

Allegro risoluto > E =
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Among the irregular resolutions of V.ofV, that to the triad on
the third degree is a similar progression to V.of VI going to 1V,
and V;ofIII going to I. The voice leading produces a doubled third

in the chord of resolution.

EX. 325. Chopin—Mazurka, op. 7, no. 4

Presato > ' —
g T P > (2 e
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With the resolution of a secondary dominant to another sec-
ondary dominant, the validity of the harmonic functions in tonality
1s demonstrated. The chords as dominants represent degrees of the
key, but each contains at least one note foreign to the scale. It will
be readily appreciated that the secondary dominants are a source
of much harmonic enrichment and a remarkahle extension of the
unity of a single tonal center. The following are two examples out
of numerous possibilities.

EX. 326. Schubert—Quintet, op. 163

o Bl Bl s Ml A ]

C:I V%NV Vof 5§ Vorm 1 16 v
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EX. 327. Franck—Prelude, Aria, and Finale |

Lento
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The student should try resolutions of each of the secondary domi-
nants to the various chords in a key, translating the progressions into
terms of the tonality of the secondary dominant to clarify the voice
leading.

The irregular resolutions vary widely in the frequency of their
use. Only by the continued experience of observation of the cir-
cumstances affecting their employment by composers can knowl-
edge of the practice be acquired. It is suggested that examples of the
resolutions be collected gradually as they are seen in actual music,
and that the student play them in all keys untl their individual
characteristics are assimilated, at the same time attempting to clas-
sify each as to its commonness or rarity.

Formulae, to be played in all keys:

d |
SC==-
AV I EPIP

b
VT VI QT]IV vive viwé vBm v vivirn mb

L

8
-
©

LT

nlo;

s

VIVisfV V. VAVt v 1 VI VR8IV

Formulae of resolutions of secondary dominants are not given,
as they would differ from the above only in the analysis. For ex-
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ample, V,—~VI in C would be exactly like V. oflll-I in A-flat,
V.,of VI-IV in E-flat, etc.

EXERCISES

t. Write four irregular resolutions of each of the following
chords: E-flat V;; E-flat minor V;ofIV; F major V.of VI; C minor
V.ofV.

2. Write single phrases according to the following harmonic
schemes:

a. D major, [I-V_of IV-IV-I-V_.of [I-1I-V.-I.

b. E minor, V.-V_of IV-IV-1-V.of V-V -].

c. A-flat major, [-V . -IV-V.of VI-VI-V.of V-I-V ,-L.

d. G major, I-V.of [II-V.of VI-V.of [I-V_.of V-V ,-I.
3. Harmonize the following soprano part:

Andante
11—
, : I -
-2-_ F’ /1
—t = —

4. Harmonize the following bass:

Allegro __

£q_
3
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CHAPTER SIXTEEN

N &&

THE DIMINISHED SEVENTH CHORD

iTH the superposition of another third upon the dominant
\ ;‘ ; seventh chord, the group of chords known as dominant
harmony is extended to include two dominant ninth

chords, major and minor.

P =

The dominant ninth chords are most often found with root
omitted, their dominant implication being sufhciently strong
whether or not the actual fifth degree is present. Composers have
shown a distinct preference for the incomplete forms of these chords
over the comparatively thick and heavy eftect of the ninth chord
with root.

Dominant harmony consists, then, of the following group of
chords:

EX. 329

By far the commonest of the dominant ninths is the last of the
group shown in the example, the incomplete dominant minor ninth,
known as the diminished seventh chord. The intervals making up
this chord are minor third, diminished fifth, and diminished seventh.
Examination of these intervals will show the dissonant character-
istics of the chord.

When it 1s arranged as a series of thirds, its lowest tone is the
176
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leading-tone, which, in addition to its inherent tendency, is found
to be in dissonant interval-relationship to the fifth and seventh.
(Note that the terms “ffth” and “seventh” are here apphed to the
chord as a seventh chord on the leading-tone. Those factors would
be the “seventh” and “ninth” of the original ninth chord. It would,
however, be illogical to refer to the leading-tone as “root” of the
chord.)

The third, the second degree, forms with the sixth degree a dimin-
ished fifth, so that all the factors of this chord are 1involved 1n dis-

sonant relationships.
dim 5tb
EX. 330 — —

UMm5§i I dim th

A chord made up entirely of tendency tones would seem to be a
chord of very definite tonal significance, but, paradoxically, the
diminished seventh chord is the most ambiguous of chords. The
thirds are all minor thirds, and the inversion of the diminished sev-
enth, the augmented second, is the equivalent of the minor third
under our tempered scale system. The diminished fifth interval has
likewise an equivalent sound in its inversion, the augmented fourth.
In consequence the ear cannot distinguish the factors of a diminished
seventh chord until its resolution shows which 1s the leading-tone,
etc. The chord and its inversions have the same sound harmonically.

EX. 331 gFﬁ'—FﬁHa—: ,

ENHARMONIC EQUIVALENTS

By application of the enharmonic principle, the same diminished
seventh chord can be written in four different ways, taking each
note 1n turn as leading-tone.

EX. 332 - - —
%L:I LT Hg8g LT “ﬁ =

The leading-tone is readily found in each case by arranging the
chord in a series of thirds, when it will appear as the lowest tone.
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Such changes in notation, by designation of the leading-tone,
mean change of tonality and also change of root of the chord. The
root is found a major third below the leading-tone. It is interesting
to observe that the four roots of one diminished seventh chord in
its enharmonic changes form in themselves the arpeggio of another
diminished seventh chord.

SO R

¥ Y
g_ - — o
C: Vv E'v FEkV AV

Players of stringed instruments know that these different inter-
pretations of one chord involve an actual change of pitch. The note
A-flat with destination G is perceptibly lower than the leading-
tone G-sharp with destination A. It 1s likewise the experience of
many musical persons that the pitch of the notes seems actually to
change when the different roots are struck in the bass against a dimin-
ished seventh chord sustained on the pianoforte.

EX. 334 g —

RESOLUTION

The regular resolution of the diminished seventh chord, as an in-
complete dominant ninth, is to the tonic triad. It 1s customary to re-
solve the two intervals of the diminished fifth, contracting each to a
third, without regard for the doubling that results. If the diminished
fifth is inverted, the augmented fourth will, of course, expand to a
sixth. The diminished seventh chord resolves with equal frequency
to either a major or a minor tonic.
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The augmented fourth may, however, abandon its natural resolu-
tion so that the three upper voices will descend in parallel motion.
Such procedure is not followed if the interval is a diminished fifth,
which would then approach the perfect fifth by similar motion.

EX. 336 — ——
3'{ = A P
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EX. 335
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INVERSIONS

As shown above, in Ex. 331, the inversions of the diminished
seventh chord and the position with the leading tone in the bass all
sound alike harmonically. They vary contrapuntally in the orienta-
tion of the factors, the bass being especially important; but this 1s
realized by the hearer only through the manner of resolution.

Since the root of the chord 1s not present, there can be no root
position, strictly speaking, although the grouping in which the
leading-tone is the lowest tone is often called root position. In this
book the symbol V¢ will be used for this position. For the inversions
the V will be used to indicate a dominant root which is not present
in the chord, and the Arabic numerals will show the intervals formed
between the bass and the upper voices.

EX. 337
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These “inversions” resolve in the same way as the root position.
When the second degree is in the bass it usually resolves to the third
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degree to avoid a direct fifth on the resolution of the diminished
fifth.

EX. 338

The six-four-three inversion, with the subdominant in the bass,
ordinarily resolves to the first inversion of the tonic triad, but it may
also resolve to root position.

L 8

P
EX. 339 !g IET
), o

When the lower tone is the ninth, or submediant, the natural
resolution 1s to the tonic six-four chord, which means dominant
followed by dominant, a rhythmically weak progression. Further-
more the disposition of the voices will be likely to produce a dou-
bling of the sixth or the fourth in the chord of resolution. This
grouping is, therefore, less useful than the others.

EX. 340 P =
eo—J
¢ g
In four-part writing no factor of a diminished seventh chord is
omitted, in any position.

THE SECONDARY DOMINANTS

The diminished seventh chord is employed as a secondary domi-
nant wherever such chords are used, whether the temporary tonic
is major or minor. The following examples show some of the sec-
ondary dominants in the form of diminished sevenths.

EX. 341.- Brahms—Intermezzo, op. 76, no. 7
Moderato
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EX. 342. Brahms—Waltz, op. 39, no. 3
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EX. 343. Bach—Well-tempered Clavichord, 11, Prelude no. 12
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EX. 344. Schumann—Pianoforte Concerto
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EX. 345. Mozart—Quintet, K. no. 406

Allegro | - D
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EX. 346. Haydn—Quartet, op. 76, no. 1
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IRREGULAR RESOLUTION

Since it 1s the resolution that establishes the tonal identity of the
diminished seventh chord, most apparently irregular resolutions will
be discovered to be regular when the notation of the diminished
seventh chord 1s revised. Composers have never been overscrupu-
lous as to the grammatical notation of this chord, especially in writ-
ing for keyboard instruments, so that the student must be prepared
to judge the chord by what it does rather than by its appearance on
paper.

EX. 347. Chopin—Waltz, op. 64, no. 3
Moderato

AT
nﬂ.ﬁ' | f .2

AP 1 ?Enf\" Vg
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In the above example the E-double-flat should be written as D-
natural, leading-tone of the dominant. The harmonic resolution 1s
regular (VofV to V) but the melodic resolution of the D down to
D-flat is irregular, although not uncommon.

The following is cited in a harmonic treatise as an instance of
irregular resolution of a diminished seventh chord:

EX. 348 é 2
¢ bE
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In this case the B-natural has no leading-tone function relative
to the second chord. If it were written C-flat the true nature of the
two chords would be clear. They are both derived from the same

root B-flat, the ninth C-flat resolving into the B-flat, so there is no
harmonic resolution.

EX. 349 é !
5 E'E

Although detailed study will have to await a later chapter, it is
necessary to call attention to two diminished seventh chords which
do not fall in the category of dominants. They are II; and VI, with

root and third chromatically raised, acting as appoggiatura chords
to I and V; respectively.

EX. 350

Like other diminished sevenths these two chords are identified
by their resolutions. They are mentioned here to avoid confusion
with irregular resolutions and incorrect notations of other chords.

The diminished seventh chord will seldom be found without
either the dominant relationship to its chord of resolution, or a re-
lationship such as the two shown above. Only if these are lacking

can the resolution be called irregular harmonically, in terms of root
progression.

EX. 351. Mendelssohn—Midsummer Night’s Dream: Notturno
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Often the chord preceding the diminished seventh, or the gen-
eral sense of tonality, will give it a meaning other than that defined
by the resolution. The effect may be explained as irregular resolu-
tion, or as enharmonic change in the chord.

EX. 352. Rameau—The Hen

Altegretto
() 2 cresc.
Bttt
G: IV§ Vgor Vgofml (F#-GP) m§

Irregularity of voice leading 1s common practice in the treatment
of the diminished seventh chord. Voices are allowed to move freely
among the chord tones, over such “unmelodic” intervals as the
augmented second and fourth, diminished fifth and seventh. It
should be remembered, however, that these are really instrumental
voices.

EX. 353. Schubert—Symphony no. 5

egro molto N
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CONSECUTIVE DIMINISHED SEVENTHS

Sequences of more than two diminished sevenths are often em-
ployed, the vagueness of the chord causing a momentary uncer-
tainty of tonality.
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EX. 354. Beethoven—Somnata, op. 10, no. 3
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In rapid harmonic movement, successive diminished sevenths pro-
gressing by half step in similar motion give the effect of chromatic
passing tones, although the chords are related harmonically. In the
following example the parallel movement is disguised by - the
changes of position in the right-hand part. Each chord may be con-
sidered a dominant of the next, with some enharmonic revision.
In actual performance the ear grasps as harmony only the first and
last chords of the group.

EX. 355. Chopin—Etude, op. 10, no. 3

Lento //’—‘ Fﬁ_

MODULATION

The tonal ambiguity of the diminished seventh chord is turned
to versatility when it is a question of modulation. This versatility is
unmatched by any other chord. A single diminished seventh chord,
without enharmonic change, 1s capable, like any dominant chord,

of the following analyses: V, Vofll, VofIIl (in min.), Voflll (in
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maj.), VoflV, VofV, Vof VI (in min.), VofVI (in maj.), Vot VII
(in min.). Add to these the nondominant forms 1I; and VI, and the
dominant of the lowered second degree (V§ of Ng), and we have
twelve interpretations for the one chord. Moreover, since the chord
may be enharmonically written in four different ways without
changing the sound, we may multiply the above by four, making
a total of forty-eight possible interpretations.

There are, however, certain limitations upon the usefulness of the
diminished seventh as an effective pivot chord. in modulation. To
begin with, 1t 1s not advisable to employ the dominant of the new
key as a pivot chord, the chord before it being a better common
ground between the two keys. Further, if a secondary dominant is
selected, it may happen that its chord of resolution 1s still a good

chord in the first key and would be a more logical pivot chord than
the diminished seventh.

EX. 356
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In the above example, the modulation may be effected in theory
by the diminished seventh chord; but actually 1ts chord of resolu-
tion is the real pivot chord, as it is both I in A and Il in G, and it
introduces the dominant of the new key. If we wish to use V3 of A
as pivot chord in a2 modulation to G it is better to assume an en-
harmonic change (G-sharp = A-flat), making the dominant of IV
in G. By resolving to the minor form of IV the key of A is ex-
ciuded from-the harmony following the diminished seventh chord.

EX. 357 — -
b o o
- Jd 4 d | o

— e~

Al VI { A\
G:VofIV IV V I

Pl
R
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Formulae, to be played in all keys:

EET | [ ] |
%‘5 © i,_F_? g % —© | i H
g 2lbg| )| |d]) e|2ddbd |o
3: : — = 'S | IF? £ 71T ©
I Vg I IVE I vv;“ B I V Veof vV IV
7 | | |
Sﬂ .A. A #T‘ | 8 f ;9 O G[A |
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I Vgof VIVI VgofM M IV I VI\TEnﬂIIIE v 1518vgotv Vv

EXERCISES

1. Correct the notation of the following diminished seventh
chords, to agree with the resolutions given.

=

2 I ] L,

. — F#E
S o

2. Work out in four parts the following figured basses:

N

R ] - ] ¥

a. .. Ly I -
A 4 7 ¥ wb ¥ b ';b_F.
5 5p
| |
S=SSSTEES ESFas
7 g X 5 ™ ¢ 6 6 5 7

3 4
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FEFET=C =

h # 6 ﬁ_?
4 4

3. Interpret the following chord in the keys named, using en-
harmonic change when necessary, and showing the resolution of

the chord 1n each key.
y H

Keys: G, A-flat, B-flat, C, E.
4. Construct a phrase using four diminished seventh chords in
succession,

5. Harmonize the following melody:;

Allegretto
| '_" g | - r b E_.—J
o : _—Lf— 7 f"‘":

| - — — —

pr
a=Sse==—




CHAPTER SEVENTEEN

&6

THE INCOMPLETE MAJOR NINTH

HE seventh chord constructed on the leading-tone and using
the major mode bears a striking contrast to that from the
minor mode, the diminished seventh. These chords are both

dominant ninths without root, and they both resolve regularly to
the tonic triad but are widely different in several respects.

Whereas in the diminished seventh chord the intervals between
the factors were the same, and enharmonically equivalent in the in-
versions, the use of the major sixth degree gives a major third be-
tween the two upper factors. This causes a marked difference in the
character of the 1nversions.

EX. 358

Vi v v v

The last inversion (ninth in the bass) is rarely found except as
a dominant seventh chord in which the sixth degree appears as a
suspension in the bass, resolving to the root. Indeed, a tendency is
noticeable throughout the period of harmonic common practice
to treat the upper tone of the major ninth interval, with or without
root, as a melodic tone, resolving it to the tone below before the
resolution of the chord takes place. The very characteristic sonority
of the major ninth, however, makes a harmonic effect, especially
when the leading-tone is present and the chord is in root position.

189
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EX. 359. Schubert—Sonata, op. 120
Andante

| 5

*:

I

(Vo) V&

In the resolurtion, the presence of the perfect fifth between sec-
ond and sixth degrees may lead to parallel fifths in the voice leading.
This 1s usually avoided by moving the second degree up to the third
or by skip of a fifth down to the dominant. In neither case will the
root be doubled 1n the tonic triad.

L o N O~

EX. 360 i
%«9 H=g i+ H=§g
0" e
P

I}
4 o—3i1 o111
avoided

If the upper voices are so arranged that the interval of a fifth 1s in-
verted to a fourth, all three may descend in parallel motion. Thus
contrapuntal advantage has, however, not been valued above the
typical sound of the major minth when heard in the top voice. Com-
pare the sonority of the following with the disposition shown
above.

EX. 361 hﬁg

) 8=g
%: — F_g

In the example below, the instrumental writing creates actually
seven melodic parts. Hence the direct fifth in the resolution, be-
tween the two lower voices,
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EX. 362. Dvorak—String Quartet, op. 96

NN > :

’ f—
% 2 =
== ‘--.__....-E':E H

| ‘_F‘a..___,.f]
A: e I Vg I

The six-five-three inversion must resolve to the first inversion of
the tonic chord to avoid parallel fifths between the bass and the reso-
lution of the ninth.

EX. 363 %

The following resolution is like the above. The apparent mul-
tiplicity of parts is due mainly to instrumental octave doublings.
Parallel octaves are the result of this reduplication and are not de-
fects of voice leading.

EX. 364. Mendelssohn—Midsumimer Night's Dream: Querture

Allegro di molto
L —_ \
M— 8
i B
e
14 O

s Pl =

B: I VE 16 Vi $ V7 I

——

ql¢

The six-four-three inversion is more useful as there are more
alternative possibilities of its arrangement. It may resolve to either
root position or first inversion.
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EX. 365

HARMONY

EX. 366. Haydn—Somnata

Unlike the diminished seventh chord, this chord is not equally
appropriate to both modes. The major sixth degree as a dissonance
tends to descend, which it could not normally do in the minor scale,
without undue prominence of the cross-relation of the tritone, be-
tween sixth and third degrees. If the sixth degree were purely me-
lodic, it could ascend as a step of the melodic minor scale but would

A=

o
%—?& SEES e ST
i - Lo e — 4 E _
: = —o—|
Allegr; | J""—"HJ__
=
= 2
e J* 2

lose its harmonic signiﬁcance as a ninth.

EX. 368

?

ﬁ_—_ﬂﬂ B %
ﬂbﬁr LD -
o—XJ

avoided

—r

uncomimon
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IRREGULAR RESOLUTION

The incomplete major ninth is not capable of greatly varied reso-
lution. The progression to supertonic harmony 1s weak because all

the tones of Il are common to both chords.

In the resolution to III the chord loses its identity as a dominant
ninth without root and becomes a seventh chord on the leading-tone
(VII;). This progression 1s most often seen in harmonic sequences.

EX. 369. Brahms—Ballade, op. 118, no. 3

Allegro enirglgn,l \

N | ~
ﬁizb s s ==
e

Y- ta;j
| | ]
25 - . - o

v T 3T f P 3F7r
AAA I’ w'vir m v’ v’

Resolutions to IV may be made, but if the subdominant chord
has the tonic in the bass there is really a regular resolution in dis-

g‘uise.

EX. 370

| ]
é__‘ﬂ Bi{=g - ra—+—8 o H

- > -
| B H_ B © S
ve  IV§ (1) Ve IVE(1) Vg(weak) v

The submediant is not more satisfactory as a chord of resolution.
If the tonic is in the bass the VI chord is really I (regular resolution).
If the VI chord is in second inversion it represents III, and the V'
is really a VII;. The latter nondominant quality is likewise strongly
felt in the progression to VI in root position, the two chords sound-

ing like II-1 in the minor mode.
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EX. 371
EE=T==i=E==w=—— =
| _ L B = O "E"!:'-..ﬂ}_ O R =
QL o— LY o o © iy
Vo VO(I1) VE V1§ VE %
(viig 1) (A:m¢ 1)

THE SECONDARY DOMINANTS

The incomplete dominant major ninth 1s far less useful as a sec-
ondary dominant than the diminished seventh chord. This is due tc
its inability to act as dominant of a minor tonic. It is, for instance,
inaccurate to refer to the chord of resolution in the following de-
ceptive cadence by Chopin as Vofll. The dominant ninth of the
supertonic is properly a minor ninth and the use here of the very
rare seventh chord on the raised tonic heightens the deceptive qual-

ity of the cadence.

EX. 372. Chopin—Prelude, op. 28, no. 2

Lento
e —
éagjil e e 5' = =
O Lo '
Y aa s pl e e e : lfe _»

D: If;’ (Efaux.) V[Bhsuap.)

The degrees which may be preceded by a major ninth are, then,
in the major made I, IV, V, and in the minor mode I, V, V1. In the

I'(root raised)

case of III, its dominant 1n this form would be identical with the

seventh chord on the second degree.

o ST S
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The dominant of the subdominant with major ninth resolves to
the major form of 1V.

EX. 374. Mozart—Quartet, K. no. 458

Moderato
) =
< |
5 s "
F—
o 1 ~—
B® V¢ I VgofVI VI VoofvV IV I  V

Most common of the secondary dominants in this form 1s V3of V.

EX. 375. Franck—Symphony

Allegro

; £y g Je ) 3
——— -EG“ Eg — =2

!-Pﬂ — ~

| 0 o g

D: I VEus V7 I

V;of V may be found in irregular resolution, of which the follow-
ing are two examples.

EX. 376. Brahms—Capriccio, op. 116, no. 3
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EX. 377. Schubert—Sonata, op. 164

Allegretto
”E —~ g o e o B
), p e — ' ~—
. t ] -
=1 &
’ il
E: ¥ vgorv 1§ V7 I

MODULATION

From the foregoing it will be evident that the incomplete dom-
inant major ninth offers somewhat limited opportunities as a pivot
chord in modulation. There are no possibilities of enharmonic change
as with the diminished seventh chord. The interpretations of the
V5 chord of the key of C are these: VoflV in G major; VofV in
F; Vof VIin E; 1I; in A.

Formulae, to be played in all keys:

1A !

WJ &

VI B\
&

USE OF OPEN SCORE

Students who have acquired a knowledge of the various clefs
should write all exercises on four staves, using the appropriate clefs
for the different parts. Others should begin practice in reading the
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C-clefs and should start the habit of working out the exercises in
open score. Emphasis should be placed upon the value of this prac-
tice for gaining facility in score reading. Obviously there 1s little
point in writing the exercise first in close score (two staves) and
then copying it on four staves.

Apart from the mechanical benefits of practice, writing in open
score calls attention to the linear structure of the music, each voice
being more readily apparent as a melodic and rhythmic line.

For those unfamiliar with any burt treble and bass clefs it is sug-
gested that the disposition of the string quartet be used at first.

EX. 378 —
%
= ZF——
)

When this combination can be read with a fair degree of ease, the
alto clef may be shifted to the alto voice and a tenor clef used for the
tenor part.

EX. 379 e m

I

il

Finally, the combination of four clefs will be achieved by sub-
stituting the soprano clef for the treble clef. This is the normal ar-
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rangement found in standard complete editions such as the Bach-
Gesellschaft edition, so that ability to read the clefs and score

becomes a practical necessity.

EX. 380 Ty

b5
E= &=
Ebn ==

Other clefs may be used for practice, provided the objective of
the study of harmony 1s not lost sight of in the process. The mezzo-
soprano and baritone clefs are useful in transposition and are occa-
sionally seen in the published works of composers.

EXERCISES

1. Construct three separate original phrases, illustrating three dif-
ferent modulations in which the pivot chord is the incomplete dom-
inant major ninth of the first key.

2. Experiment with irregular resolution of V§, by resolving it
to all other chords in the key, and criticizing each resultant progres-
sion for its harmonic rhythm and voice leading.

3. Harmonize the following melody, using the chord V¢ and its
inversions where appropriate:

Minuetto

| | !

[))

E’T— ' - "’Vl _.:f’_; _;




THE INCOMPLETE MAJOR NINTH 99

’ —
g ” 3 —S——— —
),
E —@ I
! = I
4. Harmonize the following bass:
Lento b
QEEHE —.9—_::_!.::: & &Eﬁy =

E_f 7 =
z‘“’ﬂ*’ = = - =2
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THE COMPLETE DOMINANT NINTH

complete dominant ninth chord in its two forms, major
and minor.

EX. 381 ? I I

Reduction of this chord of five factors to four-part writing
necessitates omission of one factor, which is usually the fifth. The
fifth 1s unimportant contrapuntally compared to the other chord
members as it has no strong tendency and the characteristic sound of
the dominant ninth seems unaffected by its omission.

The regular resolution of the chord would then take place as
follows:

EX. 382 % - )

-n_ﬁ
9'_&_11 _,_Et]::&"

FAR less frequently employed than the incomplete forms is the

In practice, however, it is rare that the voices do not contain some
melodic movement in the course of which all the factors of the chord
may be touched upon.

Treatment of the complete dominant ninth chord by composers
200
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of the eighteenth and nineteenth centuries has three important as-
pects:

i. The ninth may appear as any of the types of nonharmonic
melodic tones, resolving into the fifth degree before the chord itself
resolves. It is often an appoggiatura, in which case the harmonic
color is very pronounced, but even when it is rhythmically weak its
harmonic significance is recognized by the ear.

Ex. 383. Brahms—Intermezzo, op. 76, no. 3

Grazioso
g 4 ; —y 1?
w & ~
) T &
n _ — v9
A% FV"MV ¥ V

EX. 384. Bach—Well-tempered Clavichord, ll, Fugue no. s

==== —
m-__,i_,z:r' .‘(B'_
'_'. .;’1-1 " —
P
D: w1 El A& ﬂ

2. The ninth may be used in a true harmonic sense as a chord tone
but it may be absent from the chord at the moment of change of
harmony. This is an important aspect of harmonic treatment of the
ninth fairly common in the classics. It actually means the non-
resolution of a dissonant factor, a principle applied in common prac-
tice to no other dissonant chord. It 1s as though the ninth were re-
garded as an overtone in the dominant sonority, too high in the series
to need to take part in the resolution effected by the seventh of the
chord. Such treatment of the ninth implies a slowly moving root
progression in comparison with the melodic acuvity.
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EX. 385, Mozart-Symphony, K. no. 550
Andante

hAR — _?E
| _ﬁ B. . @ 1—F
___2%%_‘ I { 0 ,—I—ZF
E” 1 4 ‘fg(Buapp.)
EX. 386. Beethuven—Pﬁaﬂafme Concerto, op. 37
AIlegrn
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o, '
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EX. 387. Beethoven—Quartet, op. 18, no. i
Adngiu
£ - i
e
&
= E=====-
= - ! |
D: v 1

3. Lastly, the ninth may act as a normal dissonant chord tone re-
solving 1o a tone of the following chord.

EX. 388. Franck—Violin Sonata
Allegretio
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EX. 389. Beethoven—Symphbony no. 3
Adagio

%_l- ’ e N
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In the example below the voice leading is more or less lost in the
pianoforte pedal effect. The resolution of the ninth chord is accom-
panied by a dynamic change from loud to dolcissinio, as well as a
change of register and of movement.

EX. 390. Liszt—Sonetto del Petrarca

con moto """-;J TN erafrir.ﬂ‘nn

una corda

~— o —
fi rie. Ef}ﬂ,‘,
_ B _ I a

The above excerpts show the minor ninth resolving to either a
major or a minor tonic. The major ninth, complete or incomplete,
is used only before the major tonic.

The major dominant ninth has further limitations with respect to
the common practice of composers. It represents 2 harmonic color
and style of the end of the common-practice period rather than of
the eighteenth century. Employed as in the third of the three as-
pects described above it cannot be said to be of frequent use until
the latter part of the nineteenth century. The isolated instances of
parallel-moving ninth chords should certainly not be mentioned as
examples of harmonic common practice, but should be noted as ex-
ceptional cases of a procedure to be exploited in a later period.
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PREPARATION

Dominant ninth chords, like all chords of dominant harmony, are
introduced with or without preparation.

SPACING

When the root of the ninth chord is present, and the chord 1s used
in the usual harmonic sense (aspect three), care 1s taken to place the
ninth at Jeast a ninth above the root. It is practically never found
below the root and preference is shown for the arrangement of the
chord in which the leading-tone is below, rather than above, the
ninth.

It is, of course, possible to place the factors close together, all
within the range of an octave. In a chord which contains all but two
of the seven tones of the scale the effect of this is not of a ninth chord,
but more that of a chord bumlt with intervals of a second, or what 1s
known in the twentieth century as a “tone-cluster.”

a. b. c. d. e.

EX. 391
==

Q
h—ﬂ ¥ XY
. - | 1

Considering the above dispositions: a. 1s not heard as a ninth
chord; b. is usually avoided since the root is higher than the ninth;
c. has more of the characteristic sound of the dominant ninth chord
although not ideal, as the ninth 1s below the leading-tone; d. shows
the importance of the leading-tone, by its omission, in the typical
ninth chord sound; e. is the most usual arrangement. It will prove in-
structive to the student to play these chords and note carefully their
comparative harmonic effect.

The peculiarly strident sound of the following chord is largely
due to the spacing.
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EX. 392. Beethoven—Symphony no. ¢

Presto 2 2
ﬁ“"--“" ‘ :
ﬂz;h-._--‘

The root may appear above the minor ninth in a nonharmonic
function as appoggiatura to the seventh. This effect is not uncom-
mon and should be regarded as a diminished seventh chord, the root
nonharmonic.

EX. 393. Chopin—Mazurka, op. 56, no. 3

Moderato

EE"' .

SESaLs

D: If Vgof V ‘Vi

INVERSIONS

The complete dominant ninth chord in inversion is not often
found in the common-practice period, but there are occasional ex-
amples. It is important that the spacing in the inversions follow the
restrictions regarding the relative positions of ninth, root, and
leading-tone, if the characteristic sonority of the chord is desired.

In figuring basses for the inversions the spacing is not taken into
account, the Arabic numerals simply identifying the notes to be
used 1n arranging the chord.
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EX.
394 @ —
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:
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The fourth inversion 1s not used as that would place the ninth be-
low the root. The second inversion, with the fifth 1n the bass, is less
used than the other two.

EX. 395. Lalo—Spanish Symphony

Andante =~ _J.
%h —y ; —
g P iF P
B k. =
D:FQ\E Lgﬂf; ﬁ ILW-
EX. 396. Haydn—Sonata
Lﬂrgo l* =

¢

IRREGULAR RESOLUTION

The student should experiment with the connection of V to other
chords in the key, judging the result both contrapuntally and for
its harmonic effect. Irregular resolutions found in the works of com-
posers should likewise be noted. These successions cannot always
be called resolutions because the ninth may be unresolved or treated
nonharmonically. A few examples are here given.
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EX. 397. Haydn—String Quartet, op. 64, no. 2

Adagio -
/;??::’.D /.n' P ~ e~

)
%Di i;
va A
=P BT
B: V 13 v CVI
EX. 398. Franck—Symphonic Variations

Poco Allegro(piu lento)
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EX. 399. Schubert—Sonata, op. 122
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EX. 400. Liszt—Sonata
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SECONDARY DOMINANTS

The complete ninth chord 1s used as a secondary dominant, the
limitation being that the major ninth is not used to introduce a minor
tonic. Irregular resolutions of secondary dominant ninths are occa-
sionally employed, as in the following example:

EX. go1. Wagner—Die Meistersinger, Act 111

gﬁﬁﬁ =T P
o P F—p R
ﬁ L ia—
E= =
C: v1 16 Vi Vofvi v m$

Below are further examples of the ninth chord as a secnndary
dominant.

EX. 402. Chopin—Nocturne, op. 72, no.

Andante
-
= -
v - 3
E: I Viof IV Nf

EX. 403. Bach—Well-tempered Clavichord, I, Prelude no. 12




COMPLETE DOMINANT NINTH .09
EX. 404. Franck—Symphony

Allegretto

?:. T?r'ﬁ 3
W#F#K,?ﬁ

B” v {Gm Ve 1§ Veorvi

EX. 405. Moussorgsky—Death’s Serenade
a hf: #;"* ) £ 'b#} b
' =
Priame S==i=c
¢’ v v

EP. 1 I V9of I o v

MODULATION

The ninth chord has the disadvantage of all dominant chords in
modulation in that the pivot chord is preferably not the dominant of
the new key. It is, therefore, more effectively used as a secondary
dominant in the second key, or even in both. Irregular resolution of
the pivot chord 1s an added resource. The presence of the root takes
away the possibilities of enharmonic change which were so nu-
merous in the incomplete minor ninth chord.

Formulae, to be played in all keys:

Siaiain
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EXERCISES

1. Construct original phrases showing the treatment of the dom-
inant ninth chord in the following three ways:
a. With the ninth as a melodic nonharmonic tone
b. With the ninth as an unresolved harmonic factor
c. With the ninth as a normal harmonic dissonance
2. Write in four parts the following progressions:
a. E-flat: V-V ofll
b. G: V,of[[-V,of V
c. A ng—ngan
d. F major: V,of VI-IV
e. B-flat: V,~VI
3. Construct a phrase modulating from G major to F major, in
which the pivot chord is a major ninth chord, secondary dominant
in borh keys.
4. Harmonize the following bass:

Andante
. —F - — —
‘:H# —-‘ —wa_ \ ~ i-:r '
¥ P
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= ===

¢
(



COMPLETE DOMINANT NINTH

o~

211

1

= S

s. Harmonize the following soprano:

Lento
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THE SEQUENCE

HE harmonic sequence, the systematic transposition of a
melodic, rhythmic, and harmonic patrern, 1s a resource of
development in music. The change of pitch adds the ele-

ment of variety to the unity of repetirion. While the sequence may
readily become a refuge for the composer of lesser talent, it has been
used with great effectiveness by the best composers. It is often on
close analysis discovered to be the basis for many passages which do
not at first seem sequential, notably in the fugue and in symphonic
developments and transitional sections.

We are here concerned primarily with the harmonic background
of the various kinds of sequence and will give our attention to those
sequences which do not artempt to conceal their fundamental struc-
ture.

THE INITIAL PATTERN

The parttern chosen for systematic transposition in the sequence
may be of a variety of forms. Its length may vary from a single short
motive on a single chord to a whole phrase. Although it is possible
to construct a pattern of musical significance with but one chord as
background, this kind of pattern is less interesting harmonically and
the sequence 1s mainly dependent for its effect on the contrapuntal

arrangement.
212
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EX. 406. Beethoven—Trio, op. 1, no. 3

Prestissimo
Pl
= a » &
5 - ' z
3
H
mE L PR ?EE?
L & k_d
VI ') I

Most often the pattern contains two chords. In the following ex-
ample they are simple triads with roots a fourth apart, the common-
est Strong progression.

EX. 407. Mozart—Sonata for Two Pianos, K. no. 448
Allegro moito

£ 4Tt e THEE
Sim=sesnseso o es e o
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Vi IV

If the pattern is of much length it is not so readily recognized as
sequential as the shorter group, which can be heard as a unit. Aishort
phrase may be successfully used as pattern in a sequence.

EX. 408, Beethoven—Sonata, op. 10, no. i

lAllegm mﬂl%/; | H{x ‘:&@
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HARMONIC RHYTHM

The harmonic formula upon which the pattern is based has its
rhythmic form, arising from the choice of root progressions, time
values, and other contributing elements. Example 407 shows a sim-
ple rthythm of strong to weak in the pattern. In Ex. 408 the rhythm
is strong-weak-weak-strong. If the rhythmic pattern begins with
an anacrusis a more fluent sequence will result.

EX. 409. Beethoven—Sonata, op. 106

Assai vivace

The anacrusis may be strong enough to give the effect of syncopa-
tion 1n the melodic rhythms. It should be noted in the following
example that the harmonic rhythm is in agreement with the meter,
whereas the preponderance of melodic rhythmic stress is on the
third beat of the measure.
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EX. g410. Mozart—Quintet, K. no. 593

Allegretto

ﬁh Eoe . , IU%

D:Vof N N VofVV  NofVIVI  VofV V

The rhythmic impression of pressing forward is heightened if the
anacrusis 1s long, followed by a short down-beat.

EX. 411. Brahms—Intermezzo, op. 10, no. 3

Allegro

B: 1,V I, VorIiv IV, , VofV V,

LENGTH OF THE SEQUENCE

It is generally agreed that a single transposition of the pattern
does not constitute a sequence, the systematic transposition not be-
ing established until the third appearance of the initial group. On the
other hand, it 1s remarkable that composers seldom allow the sym-
metry to extend beyond the third appearance of the pattern with-
out breaking it up by variation or abandoning it altogether. This
rule may be stated as an observation without presuming to deduce
a principle of aesthetics therefrom.

Exceptions to the above rule may of course be found, and in cer-
tain types of musical expression, such as virtuoso cadenzas and com-
positions intended for technical study or display, sequences are
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sometimes written to extend by numerous repetitinns thrnughnut
the entire range of the instrument.

DEGREE OF TRANSPOSITION

The pattern may be transposed by any interval, up or down. The
interval chosen depends upon two factors, the desired harmonic
destination of the sequential passage, and the feasibility of the con-
nection of the pattern to itself when transposed. Construction of a
sequence necessitates consideration of both of these problems.

THE NONMODULATING SEQUENCE

The sequence is either a modulating sequence, changing the tonal
center with each transposition of the pattern, or a nonmodulating
sequence, sometimes called a tonal sequence, with one tonal center
throughout.

In the nonmodulating sequence the transpositions are made to de-
grees of the scale of the key. This causes some variation in the pat-
tern since the intervals between the degrees of the scale are not
always the same. For instance, in Ex. 407 the harmonic background
1s as follows: 1-1V, 1I-V, I1I-V1. The initsal partern consists of two
major triads, the second of a minor and a major triad, and the third of
two minor triads. Note that the transposition 1s upwards the interval
of a major second, while the root progression at the joint between
the patterns 1s down a minor third.

The nonmodulating sequence 1s likely to contain variation, too,
in the interval of transposition of the pattern. In Ex. 4og the first
transposition is down a minor third, while the second is down a
major third, resulting from the intervals between I, VI, and IV 1n
the major scale.

Both of these variations are present in the sequence shown be-
Jow, descending by seconds. The root progressions are by fourths
throughout the entire passage, all perfect fourths except from VI

ro 1.
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EX. 412. Paradisi—Sonata

Allegro
i —'j__i
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SECONDARY DOMINANTS

‘The employment of secondary dominants in the nonmodulating
sequence adds the harmonic color of tones foreign to the scale of
the main tonality, contributes the rhythmic element of dissonance,

and emphasizes the unity of the group of chords comprising the
pattern.

EX. 413. Beethoven—Sonata, op. 7

legro molto
A b &::,/:: b ;
It hou i e
B% VorVI VI , VofIV IV NofmT m | 18 'V 1

The following short sequence shows roots in progression by per-
fect fourths throughout, at one-beat time intervals. The secondary
dominants with their resolutions divide the harmonic rhythm into a
meter of two-four against the prevailing three-four meter.

EX. 414. Chopin—Mazurka, op. 24, no. 3

Moderato
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Sequences in which each harmony is a dominant of the next are
of uncertain tonality and may or may not be felt as being 1n a single

key.

EX. 415. A. Scarlatti—Fugue

Andantino
A —p— [
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In the following sequence the secondary dominant is not used on
the third appearance of the pattern because the supertonic triad in
minor, being a diminished triad, does not act as a temporary tonic.

Ex. 416. Haydn—String Quartet, op. 76, no. 4
Allegro
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Some sequences give the impression of a unity of tonality while
employing harmonies even more suggestive of temporary tonal cen-
ters than are the secondary dominants. The prominent harmonic
feature in the example below 1s undoubtedly the sense of a strong
half cadence in the keys of B, A, and D. The subdominant character
of the first chord in each group is not taken into account by its
analysis as a plain triad in the fundamental key. This suggests the
possibility of extension of the secondary dominant principle to other

secondary tonal functions. II of D is used here as IVofVI, and I as
IVofV.
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EX. 417. Mozart—Menuetto, K. no. 355
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When the temporary tonics are themselves unsatisfactory chords
of the main tonality, the impression of modulation is given, although
in many cases these modulations are so fleeting that even a far-
fetched explanation of the relationship of the chord to the main key
is preferable. In the following example two analyses are offered. The
first 1s nonmodulating, but necessitates reference to the minor triad
on the dominant and the triad on the lowered seventh degree as
temporary tonics. The second, on the other hand, shows four
changes of tonal center in as many measures of rapid tempo, only to
return to the original key of C. The student is advised to make simi-
lar alternative analyses in similar cases, weighing for himself their
advantages and disadvantages as descriptions of the harmonic effect.

EX. 418. Weber—Qwerture to Der Freischiitz

e M PR T
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THE MODULATING SEQUENCE

The commonest form of modulating sequence embraces three
keys. There is no return to the tonality of the initial pattern. The
modulation does not take place within the pattern, but the final
chord of the pattern is the pivot chord. The modulation to the sec-
ond key is called a passing modulation since there is no permanence
to the key. It represents a stage in the modulation to the third, or
ultimate, key. Passing modulations are not necessarily sequential,
but the modulating sequence does contain a passing modulation in
its most common form.

EX. 419. Bach—Well-tempered Clavichord, I, Fugue no. 18

frdzded o

- ry ¥

g I I
G.IIV{E:HI nv{cﬂ:m n VvV I

In this example the modulation to E is a passing modulation. The
suspension 1n the inside voice 1s helpful in avoiding the cadential
effect at each final chord of the pattern. The first transposition moves
down a major third and the second down a minor third, it being
impossible to divide the interval of a perfect fifth (from the initial
key, G-sharp, to the desired destination, C-sharp) into two equal
parts. Moreover, there is a change of mode in the second key. The E
minor triad is a poor chord in both the other keys, so £ major 15
chosen.

The pattern used in a modulating sequence is usually constructed
on a clearly ronal harmonic basis. This does not mean of necessity
the inclusion of the tonic chord. In the example below the progres-
sion [1-V serves very well to establish the tonal centers of three keys
not closely related.
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EX. 420. Brahms—Symiphony no. 2

Alleiro non troppo
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The modulating sequence has more possibilities as to the degree
of transposition than the sequence with one tonal center. The fol-
lowing example shows a chromatic relationship between the keys.

EX. 421. Wagner—Die Walkiire, Act |
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KEYBOARD PRACTICE

The sequence 1s an extremely useful medium for the practice of
harmonic progressions at the keyboard. The student should try to
form sequences of all the harmonic formulae at his disposal, playing
them throughout the tength of the keyboard. His first problem will
be to make a smooth connection between the pattern and its trans-
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position. While there are some cases in which no really satisfactory
connection can be made, it may be accepted as a principle that a
solution always exists and is to be found by seeking. Weak progres-
sions can be used if they are properly placed in the rhythmic scheme.
Lengthening of the time values facilitates change of position of the
‘voices. In the modulating sequence the last chord of the pattern 1s
taken as pivot chord for the modulation.

It is strongly urged that the entire sequence be not written out.
Two appearances of the pattern are enough to show the plan. The
continuance of the sequence will then be a mental exercise rather
than a mechanical reading or memorizing. As in all keyboard exer-
cises, thythmic playing (meaning rhythmic thinking) is essential,
and a steady beat should be adhered to at all times, even though it
must be very slow at first.

The literal extension of a nonmodulating sequential pattern
throughout all its possible transpositions will often bring about one
or two progressions which would not otherwise be employed, as for
instance VII-IV, with its augmented fourth relationship. Such
progressions are considered justified by the logic of the symmerrical
melodic movement of the voices and need not be avoided in exer-
cises.

The following are a few examples of such beginnings of se-
quences, to be played the length of the keyboard, and in all keys.

b.

o
o |, 2 44 Q;,QL ete.
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THE SEQUENCE IN HARMONIZATION

A sequence in a melodic voice is not always accompanied by se-
quence in the other voices or in the harmony. It 1s nevertheless ad-
visable in the study of harmony to treat sequences in given parts as
harmonic sequences, until the facility is acquired of arranging these
sequences whenever desired. Above all, the avoidance of sequential
treatment should not be due to failure to notice the suggestion in the
given part. Let it be understood as a convention that melodic se-
quences in the exercises of this book are to be treated as harmonic
sequences.

EXERCISES

t. Construct different sequences on the same harmonic back-
ground as those 1n Exs. 407, 408, 415, 419. Vary the tempo and
the general melodic texture.

2. Construct phrases containing sequences fulfilling the following
requirements:

a. A nonmodulating sequence in which the pattern contains
three different chords and the transposition is upward by intervals
of a third.

b. A modulating sequence in which the final chord of the pat-
tern is VofV in the second key.
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c. A modulating sequence which starts in the key of D and

ends in the key of A-flat.
d. A nonmodulating sequence which employs secondary dom-
inants in the form of diminished seventh chords.
3. Harmonize the following bass:

Lento
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4. Harmonize the following soprano:
Allegretto
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CHAPTER TWENTY

) &6

NONDOMINANT HARMONY -
SEVENTH CHORDS

ARMONY of dominant effect and triads make up the bulk of
the harmonic material in the common-practice pertod. Dis-
sonant chords of nondominant character are found to be

comparatively unusual, when the whole period 1s considered. Dur-
ing the early part of the period they appear fairly often as the result
of contrapuntal writing but at no time can these chords be said to
have been exploited until the end of the nineteenth century, with
composers like Fauré, Debussy, and Ravel, composers whose works
are not of the common-practice period in harmony.

Just what the elements of dominant harmony are, is difficult to
say. Harmonic meaning is naturally a martter of usage and conven-
tion. A few external features of the dominant effect can be pointed
out, such as the presence of the leading-tone a major third above
the root, and the strengthening of this impression by the addition of
a seventh, a diminished fifth above the leading-tone. The intervals
between the chord factors are what determine the harmonic signifi-
cance of the chord when no resolution is present to show its function
in the tonality.

Employing only the tones of the major and minor scales, the fol-
lowing seventh chords are constructed on the scale degrees other
thah the dominant;

EX. 42 2. TABLE OF NONDOMINANT SEVENTH CHORDS
a b c a b a b ¢
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a b ¢ a a b ¢ d

7 R & VII?

These chords are called secondary seventh chords by some
theorists.

[t will be observed that the chords marked a are derived from the
major scale, those marked & from the minor scale 1n its harmonic
form. Those marked ¢ result from the use of the melodic minor
scale and those marked d are chords containing the minor sixth de-
gree and the major third degree. All these variants are made possible
by the varnations in the scale degrees and are not chromatically
altered chords.

The nondominant character of these chords will be brought out
by comparing each to a dominant chord built upon the same bass
note, either a dominant seventh or an incomplete dominant ninth.
To put the question another way, the student should ask himself
what chromatic alterations would be necessary to change these
chords into secondary dominants.

Such an examination will reveal that II.5, IV.¢, Vi.c, and VII,
are similar in interval construction to dominant forms. The true
identity of these chords becomes clear only upon their resolution.

Five of the chords remaining may be grouped together as having
the same kind of sonority due to their intervals, which are minor
third, perfect fifth, and minor seventh. These are I.c, 1l;a, 11,4,
[V.b, Via.

Four others comprise still another group, with the intervals major
third, perfect fifth, and major seventh. The last-named interval im-
parts a sharpness and pungency to the dissonant sound of the chords
of this group, I;4, Ill;¢, IV .4, VI b.

There remain two groupings of two chords each. I;4 and 1V ,d
are alike in their intervals, minor third, perfect fifth, and major
seventh, and finally III;# and VI.d are similar, with major third,
augmented fifth, and major seventh. The last two groups have in
common the interval of the augmented fifth between two factors of
the chord. This gives a certain marked harmonic color associated
with these chords.

The ability to distinguish by sound the chords of the above
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groups should be acquired by practice. The chords should be played
for ear-training in root position and in all inversions, with variations
in spacing and range.

PREPARATION

The remarks made in Chapter Thirteen on the subject of the prep-
aration of dissonance apply as well to the nondominant dissonances.
[t 1s our concern to derive principles regarding the common practice
of composers in the use of harmonic material, and we cannot say
that the principle of preparation of dissonances really exists in com-
mon harmonic practice. It is true that 1n certain styles of writing the
nondominant seventh enters most often as a suspension or repeated
tone, but this observation would hardly be applicable to the diver-
gent styles of the eighteenth and nineteenth centuries.

THE NONHARMONIC ELEMENT

The question of deciding whether a tone is a chord factor or a
nonharmonic tone comes often to the fore in the study of harmony.
More important than the decision of this question is the apprecia-
tion of both sides of the issue. Let us repeat that all chords are the
product of the momentary coincidence of melodic parts. A vertical
cross-section of the music at a given instant is undeniably a chord,
but we notice that some of these chords are constantly recurring
under different conditions whereas others seem to depend on some
other simpler chord for their existence.

The absurd extremes of theoretical explanation might be estab-

lished as follows:
d* ]

EX. 423 % : o
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In the first case the A has been taken to be the top factor In a
thirteenth chord of which the seventh, ninth, and eleventh are miss-

ing! In the second case the D, B, and F have been diagnosed as ap-
poggiature on the tonic triad. Without denying the literal truth of

Fi*
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these analyses, their palpable absurdity can likewise be admirted.
Most cases will contain elements of both extremes.

Some of the nondominant seventh chords appear ordinarily in a
form which does not necessitate analysis as a seventh chord, but
their relative importance as harmonic effects should be taken into
account.

RESOLUTION

The seventh of the chord resolves customarily by moving down
one degree. Harmonically, the regular resolution 1s to the chord
whose root is a perfect fourth higher, except in the case of IV, and
the minor VI,, where the perfect fourth above would lie outside
the scale. The resolutions are shown below.

Irregular resolutions are also employed, although not as often 1n
practice as the possibilities would lead one to expect.

The fifth, or the third, 1s sometimes omirted, especially when the
resolution i1s made to another seventh chord. In such a case the root
is doubled.

The inversions resolve contrapuntally in much the same way as
the root position, except that the root will usually remain stationary
rather than move up a fourth,

THE TONIC SEVENTH

EX. 424
app. app.
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Regular resolution to IV. In the minor mode the lowered seventh
degree is used in order to descend melodically to the minor sixth

degreﬂ.
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EX. 425. Brahms—Intermezzo, op. 117, no. 2
Andante //x
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The seventh occurs fairly often as appoggiatura to the octave of
the root.

The commonest irregular resolution is to II;, the root remaining
in position to become the seventh of the second chord.

[n the following example, too, the root remains static, making a
six-four chord of the subdominant triad.

EX. 426. Grieg—Sonata, op. 7

Andante
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THE SUPERTONIC SEVENTH

EX. 428
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Regular resolution to V. This chord is common n cadences,
before the dominant or the tonic six-four chord. The minor form
of II,, obtained by adding A-flat to the above illustrations, is em-
ployed in both major and minor modes, but the major form is used
only in major surroundings. Irregular resolutions are to I, IlI, VI,
and the secondary dominants.

EX. 429. Bach—Three-part Invention no. 11
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EX. 430. Schumann—Symphony no. 1
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EX. 431. Berlioz—Fantastic Sympbony
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EX. 432. Brahms—String Quartet, op. 51, no. 2
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THE MEDIANT SEVENTH

EX. 433
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Regular resolution to VI. The two minor forms differ tn the action
of the fifth, which ascends when it is the leading-tone and descends

when it is the lowered seventh degree. Irregular resolutions of 1II,
are to [V, 11, and the secondary dominants.

EX. 434. Chopin—Etude, op. 10, no. i

Allegro
:
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EX. 435. Martheson—Gigue
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THE SUBDOMINANT SEVENTH
EX. 436
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The regular resolution of IV is not to the root a fourth above,
which would be VII. In the majority of cases the seventh moves
down before the progression of the other tones of the chord, making
a form of II, which then proceeds to V. The seventh is therefore
usually an appoggiatura.

EX. 437. Beethoven—String Quartet, op. 18, no. 1
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EX. 438. Bach—Well-tempered Clavichord, I, Prelude mno. 1
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When the fifth is omitted the root will be doubled and the super-

tonic chord which usually follows will be a triad in first inversion.

EX. 439. Haydn—String Quartet, op. 20, no. 4
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The direct resolution of IV to V is less common and calls for care
in the arrangement of the voices to avoid parallel fifths. Two such
arrangements are shown in Ex. 436. In the following example the
progression 1s made smoother by the use of a tonic six-four chord.

EX. 440. Brahms—Violin Sonata, op. 108
un poco presto .
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Irregular resolutions are practicable to I and to several of the
secondary dominants. The example below shows an unusual pro-
gression by parallel motion to I1I,.
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EX. 441. Bach—Sonata no. 1 for violin alone
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THE SUBMEDIANT SEVENTH

EX. 442
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Regular resolution to II. When the third 1s present it will be pro-
longed or repeated, becoming the seventh of II.

EX. 443. Handel-Suite no. 8

F: ViI7 II Vv I

As in the last of the progressions shown in Ex. 442, the voices
may pass over 2 form of IV, before reaching the Il chord, or the
resolution may sound like both IV and II. The harmonic rhythm
may be either weak-to-strong or strong-to-weak. In the latter case
the seventh will sound as appoggiatura to its note of resolution.
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EX. 444. Mendelssohn—Symiphony no. 3
Andante conmoto
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In the example below, the chord resolves irregularly to a sub-
dominant chord with root chromatically raised.

EX. 445. Haydn—String Quartet, op. 76, no. 2
Allegro
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Although the form of VI; which combines the major sixth degree
with the minor third degree ordinarily occurs when the sixth degree

is part of an ascending melodic minor scale, it may also be found re-
sulting from a descending chromatic movement.

EX. 446. Rameau—La Livri
Allegromoderato
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THE LEADING-TONE SEVENTH

This chord, usually an incomplete dominant ninth, partakes of
nondominant characteristics when 1t pmcecds to IlI.
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EX. 447. Bach—French Suite no. 5: Gigue
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NONDOMINANT SEVENTHS IN SEQUENCE

The continuous series of seventh chords i1s a favorite device In
nonmodulating sequences. The sevenths usually enter as suspensions,
and when the chords are 1n root position every other chord will be
incomplete, with its root doubled.

EX. 448
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All inversions may be employed in these sequences, as well as
ornamental resolutions of the suspensions and other melodic devices.

EX. 449. Krebs—Partita no. 6: Allemande
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MODULATION

The nondominant seventh chords are useful as pivot chords in
modulation. Since they are not of dominant effect they do not
strongly suggest the key, and for each of these chords there is at
least one other of identical sound. For instance, the 11; of C major
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may be interpreted also as I; of D minor, 1II; of B-flat major, IV,
of A minor, or VI; of F major.

Irregular resolutions are sometimes useful in confirming the in-
terpretation of the second key. For example, in a modulation from
F to B-flat, if the pivot chord is VI; in F becoming III; in B-flat, the
regular resolution will be heard as a chord still in F.

EX. 450
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If, on the other hand, the irregular resolution III; to IV 1s em-
ployed in B-flar, it will be evident to the ear that a modulation
has taken place, since the chord of resolution is not a usual chord in

the key of F.

EX. 451
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FORMULAE

The numerous formulae for keyboard practice afforded by this
group of chords are by no means exhausted by those given in
Exs. 424, 428, 433, 436, 442, and 448. The student 1s expected to
add others, especially formulae using inversions and irregular resolu-

tions, either originally constructed or gathered from musical litera-
ture.

EXERCISES

1. Construct a phrase containing a sequence, the pattern of which
has for its harmonic background the progression I1-1I13.
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2. Construct a musical sentence of three phrases, fulfilling the
following specifications:
a. The first phrase modulates from D major to F-sharp minor
by means of a nondominant seventh chord as pivot chord.
b. The second phrase contains 2 modulating sequence ending
in some key other than D.
c. The third phrase returns to D major by a modulation using
a nondominant seventh as pivot chord.
3. Harmonize the following bass:

Moderato
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4. Harmonize the following soprano:

Andanie
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CHAPTER TWENTY-ONE

N &&

NINTH, ELEVENTH, AND
THIRTEENTH CHORDS

T WOULD seem a natural process in the evolution of harmonic
usage to continue superposing intervals of a third in order to
increase the vocabulary of chords. Conscious efforts to accom-

plish this, however, are not observed in the works of composers of
the common-practice period in harmony. Furthermore, there is as
yet no evidence to show that developments in this direction in the
twentieth century have led to more than a restricted use of chords
of the eleventh and thirteenth as pure chords.

One important influential factor in this result i1s the firm estab-
lishment of the principle of four-part writing as the norm of melodic
texture. Despite the apparent complexity of much instrumental
music it will usually lend itself to a reduction to not more than four
real parts. Writing in less than four such parts is not at all uncom-
mon, but it 1s rare that a composer employs more than four, or five
at the most.

This fact is consistently demonstrated by harmonic analysis, the
continued practice of which is taken for granted on the part of the
student. It i1s again recommended that in the written exercises there
be no departure from the principle of the four-part harmonic back-
ground. The type of exercise described in Chapter Six should be
used throughout the study of all the harmonic material.

When a chord of five factors, like the ninth chord, is rendered
by four parts, one factor must be omitted unless one of the parts
sounds two factors in turn. It has been seen that in the dominant
ninth the ninth 1s often either a melodic or a2 harmonic tone, depend-
Ing upon its prominence as a harmonic ingredient. Similar attributes

239
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have been noted in the nondominant seventh chords, especially 1V.
This ambiguity of function becomes even more marked in the non-
dominant ninth chords, and the chords of the eleventh and thir-
teenth, so-called. The omission of factors weakens the sense of struc-
ture in thirds and allows the ear to accept the higher factors as
melodic tones dependent on a simple harmonic background, usually
a triad, or dominant seventh chord.

In the following example, a thirteenth chord is shown (a) with all
its factors, a sonority quite foreign to the period of harmonic com-
mon practice. It is also shown (#) as it usually occurs. Playing of
this second arrangement will demonstrate the high improbability of
the mussing thirds, especially A and C, and will also show the strong
implication in the note E that it represents D, whether or not it
actually resolves to it.

EX. 452 a.

6‘-
o
L
-

9 'ﬂ: — XX

The nondomirant ninth chord effects used by composers are gen-
erally found on the roots I, 11, and IV, very rarely on III, or VL
They are brought about in nearly all cases by the presence of one
Or more appogglature or SuSpensions.

THE APPOGGIATURA

The appoggiatura to the octave above the bass, if sufficiently
prominent harmonically, will create the effect of a ninth chord. 1f
the seventh is not present the true chord 1s a triad in root position.

EX. 453 i _gf L f i i {-ﬁ
©
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When the seventh 1s included and both seventh and ninth re-

solve, as a double appoggiatura, the fundamental harmony is a chord
of the sixth.

EX. 454 | . 5 P

o ) 4 4
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(1) vi® (m?)vmo® (1v?) nf

Both fifth and seventh may be included with the ninth, repre-
senting a seventh chord in first inversion.

EX. 455 g__é gl . 2 4
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These effects are also used in the minor mode, the lowered seventh
degree being employed when it descends to the sixth.

[T, and VI, have been omitted from the above examples as they
are little used.

All of the appoggiature shown may occur in the form of sus-
pensions, in which case they would enter as tied-over notes from the
preceding chord and would, of course, be weak instead of strong
rhythmically.

The ninths representing harmony of Il or [V are the commonest
of the nondominant ninths.

EX. 456. Beethoven—Sonata for Violin and Pianoforte, op. 30, no. 2

Adagio___

4 — e |
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I S 38 = I
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AT (Iv?) 16 IT v



242 HARMONY

APPOGGIATURE WITH DELAYED RESOLUTION

Sometimes the appoggiatura, or suspension, is delayed in its reso-
lution so that a change of harmony takes place before the melodic
tone is resolved. The nondominant ninth seems under these circum-
stances to possess more independence as a chord, although its con-
trapuntal origin js still apparent.

EX. 457. Beethoven—Symphony no. 2
Allegro con brio

e f-5 5 ¢
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EX. 4§8. Schumann-Symphbony no. 3
Maest::rsu T

"

== H g
et

VVofIV IV I6Vorvive

E® 11l Voflv IV II

The following is an unusual example in that all factors of the
ninth chord are sounded, so that the effect 1s that of a true super-
tonic ninth.

EX. 459. Grieg—Sonata, op. 7

' ;
C:Vorm 1l 119 VA
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THE UNRESOLVED APPOGGIATURA

As a final stage in the evolution of a chord the contrapuntal tone
is left unresolved. It 1s nevertheless essential in the nondominant
ninth chord, as well as in the chords of the eleventh and thirteenth,
that the character of these higher factors, as contrapuntal tones
whose resolution is not sounded but implied, be recognized. The
effect 1s somewhat different from that of the dominant ninth simi-
larly treated, in which case the sense of the harmonic structure in
thirds is strongly felt.

In the following example the ninth is resolved in the accompani-
ment but this resolution is barely audible by comparison with the
melody as orchestrated by the composer. The syncopated chords
are given to divided violas while all the violins, both first and second,

play the melody.

EX. 460. Schumann—Swapbany no. 2
Adagio J)

#Eaﬁ, Z

F \_’F ;@%
E” u’ v 16 116 VotV

The ninth in the example below cannot in any sense be said to re-
solve. Note also that the chord is in the first inversion. Inversions
of these chords are not common, the interval of a ninth being or-
dinarily formed with the bass.

EX. 461. Franck—Quintet
Molto moderato -~ .—
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Part of the charm of the cadence in the following example de-
rives from the uncertainty as to the contrapuntal significance of the
double appoggiatura, E, C-sharp. Ir is as though the seventh and
ninth of the subdominant were held over from the tonic chord and
the group of sixteenth-notes were decorated auxiliaries.

EX. 462. Mozart—Pianoforte Concerto, K. no. 488

Allegro
- ————
1 ﬂ — e : ,;;' =
o e ﬁ - o
v ¥°*4 < V-
AT Vftv V¢ @6 v, 18 V9 I
THE PEDAL

Consideration of chords of the eleventh and thirteenth brings
up the subject of the pedal (pedal point, organ point), a technical
device which plays a large part in the making of these chords.

The name “pedal” is applied o a tone which persists in one voice
throughout several changes of harmony. It tends to render the
harmonic rhythm static and rhis effect is usually offset by the use of
chords dissonant both in themselves and with the pedal. A good
pedal wall be at some moment foreign to the harmony with which
it sounds, and 1t customarily begins and ends as a member of the
harmony.

There are almost no restrictions as to the use of the pedal. It may
appear as the bass, as the upper voice, or as an inner part. It may be
any degree of the scale, although by far the commonest pedals are
on the tonic and dominant, most often in the bass.

The term “pedal” originated as descriptive of the natural proce-
dure of holding down an organ pedal while improvising above. As
subsequently developed by composers, however, the device some-
times seems far from the implications of its name. It is often broken
into rhythmic patterns and decorated by other tones, even attain-
ing thematic significance in the ostinato figure.

The strength of tonality inherent in the pedal allows the accom-
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panying harmony to go far afield without destroying the tonal unity
of the music. A double pedal is somerimes used, tonic and dominant,
making the key even more secure.

In more modern developments the pedal 1s considered one of the
origins of polytonality. It is certain that when one key 1s represented
by a pedal, perhaps a double or a triple pedal, one can easily hear a
second key sounded simultaneously by harmony above.

THE CHORD OF THE ELEVENTH

The effects generally referred to as eleventh and thirteenth chords
are brought about by the melodic means of the appoggiarura and
the suspension, and also by the use of the pedal. The pedals usually
-employed are tonic and dominant.

The tonic eleventh effect may be created by a dominant seventh
chord superimposed upon a tonic pedal.

EX. 463. Brahms—Variations, op. 21, no. 1

Larghetto_ —.

/ j, ﬁ] \ J _ 3[
e ST 4 S 4
v I

Tonie pedal ... __ ____________._

The same combination 1s very frcquently arranged rhythmically
so that the dominant chord 1s heard as an appoggiatura chord to the
tonic, an effect conveniently described as “five over one.”

EX. 464. Beethoven—Sonata for Violin and Pianoforte, op. 30, no. i
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It may happen that the tonic part of the above sonority is repre-
sented by an actual chord or arpeggio while the dominant chord 1s
still sounding. We ther have all the factors of a tonic eleventh chord,
but there can be no doubt that the upper three factors are heard as

contrapuntal tones over a simple triad, rather than as chord mem-
bers.

EX. 465. Beethoven—Sonata, op. 2, no. 2

Grazioso
'.'/—‘\\ ..-f"'"_""_""--..‘ )
— — | —
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What 1s commonly referred to as the dominant eleventh 1s or-
dinarily the subdominant triad sounding over a dominant pedal.

>
pl
NS

EX. 466. Brahms—Sonata, op. 5

Andante

In the following example the dominant pedal lies both above and
below the subdominant triad.
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EX. 467. Brahms—Intermezz0, op. 1.8, no. 2

Andante —
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The eleventh may appear as a nonharmonic tone over the domi-
nant ninth,

EX. 468. Beethoven—Symphony no. ¢

Allegro nontroppo
82X
-F- ' F -
ﬁ " = —
' e
’ &3 D
D:V VofV 1§ vi vI

Eleventh chord effects may be found on IT and IV, resulting from
appoggiature. In the example below the interval of the eleventh is
made by an appoggiatura with delayed resolution.

EX. 469. Rust—Punoforte Sonata no. ¢

PR SPENey

Ed & .
——— “-—-..,_..--'"
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AP VofIl 1(®) vg 1

Ninth and eleventh may both be present in the form of a double
appoggiatura.



248 HARMONY

EX. 470. Beethoven—Symiphony no. 2

Larghettn /..:a =\ X
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EX. 471. Brahms—-Symphony no. 3
Poco allegr/e_gL

g HnE iy
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THE CHORD OF THE THIRTEENTH

The thirteenth 1s as high as it is possible to go in the series of
thirds, since the fifteenth wouid coincide with the double octave.
The dominant thirteenth of contrapuntal origin is a fairly common
chord effect. It has been pointed our that the third degree, that de-
gree being the thirteenth above the dominant, tends to be absorbed
into the dominant harmony when it stands above a dominant bass,

as in Illﬁ and 8. It 1s this third degree which gwf;s rise to the expres-
s1on dummant thirteenth,” especially when it occurs in combina-

tion with a dominant seventh chord (see Ex. 452).

In the following example the thirteenth appears as appoggiatura,
really a sixth, to the fifth of the chord. The resolution is completed
in the left-hand part.
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EX.472. Chopin—Prelude, op. 45
Sostenuto
<
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The same type of appoggiatura 1s shown below in its minor form,
and over the dommant minor ninth. It 1s to be noted that in both
of these chords the fifth is omitted until supplied by the resolution
of the third degree.

EX. 473. Wagner—Parsifal, Act 1

] ::h\
DETSS. == ’*“'@%‘%L =
H:i?;(?if;

The third degree may enter as échappée interpolated between the
second degree and its destination, the tonic.

EX. 474 = s
© - ©

o o

V?(*Il) I

Although not strictly speaking an échappée, the third degree in
the example below is of similar effect. It might also be logically ex-

plained as an anticipation.



250 HARMONY

EX. 475. Schumann—Carnival: Valse Noble

Maesl10so0

% A J -—

'S

B” Vofv V7 1) 1

v

The unresolved appoggiatura, often the means of suggesting the
dominant thirteenth chord, is not less clear as a contrapuntal rather
than a harmonic factor.

EX. 476. Brahms—Intermezzo, op. 76, no. 4

Allegretlo —

——
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G: VofYe Vigsy 1 W

EX. 477. Chopin—Polonaise-fantasie, op. 61

Wﬁ;ﬁu

w .
ﬂﬂ = j . E - : -
B: I¢ "“f):{ V(1) I/

If the following example contained a leading-tone in the first
three measures 1t would sound as a real thirteenth chord. Without
that factor the separation of subdominant harmony from the domi-
nant bass is quite marked, so that a pedal effect is clearly present,
continued from the preceding measures.
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Ex. 478. Dvorak—Symphbony no. s

Ae=sr=SrE e "
N
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Allegro molto

e« 9 T_

In the following unusual example the thirteenth is held through
into the chord of resolution, as an unresolved contrapuntal tone.
The chord does not, however, sound as a thirteenth chord. The other
tones are those of the dominant seventh, leaving out the fifth, the
implied resolution of the thirteenth.

EX. 479. Chopin—Mazurka, op. 24, no. 4

Moderato
P n
| 2 A -

B v7 (13) I

So-called thirteenth chords may be found resulting from the plac-
ing of the dominant ninth over the tonic bass as a pedal.

EX. 480. Chopin—Mazurka, op. 24, no. 1

The dominant ninth used thus may be either major or minor and
may occur without root.
I
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EX. 481. Bach—Well-tempered Clavicord, 11, Prelude no. ¢

FATEE === montaiaes
-ﬂ: r. RPN S w w W

In the following example the complete tonic thirteenth is formed
by a combination of the dominant ninth and the tonic triad. The
dominant s represented by four suspensions which subsequently
resolve into the tonic harmony.

EX. 482. Brahms—Intermezzo, op. 119, no. 1

Adﬂg_i?
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Formulae, to be played in all keys:

b d 4 )] —_—
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EXERCISES

1. Construct original examples of the following harmonic effects,

showing their introduction and resolution:

a. Il in G major, without seventh

b. IV, in E-flat minor, with fifth and seventh

c. I, in A major, resulting from an appoggiatura with delayed
resolution

d. IV, in F minor, the ninth an unresolved appoggiatura

e. An inner dominant pedal

f. A tonic eleventh chord

g. A subdominant eleventh chord made by a double appog-
giatura

h. A dominant thirteenth chord in which the thirteenth is an
unresolved appoggiatura

2. Harmonize the following bass, using some chords of the ninth,
eleventh, and thirteenth:

Largo

7 Z B Sa—— -
—Er ©
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O ©

3. Harmonize the following soprano:
Allegretto

e
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CHAPTER TWENTY-TWO

9N &

THE RAISED SUPERTONIC AND
SUBMEDIANT

accidental, signifying that one of its tones is changed from its
original form as established by the key signature. There are
three sources of these accidentals or chromatic alterations.

The first reason for the use of an accidental may be said to arise
from the deficiency of our system of key signatures, inasmuch as
the signatures do not permir the interchangeability of the modes as
practiced by composers. Hence it is hardly necessary to speak of
a chromatic alteration when a sharp, flat, or natural 1s used to in-
dicate a normal scale degree. For example, we shall not apply the
rerm “altered chords” to the following:

s & R
)]

C:rv m v viI'

IN A lireral sense an altered chord is any chord affected by an

In the second category of chords affected by accidental signs
are all the secondary dominants. These chords are not really altered
chords. The process of deriving a secondary dominant chord 1s not
that of altering a chord in the scale of the main key, but rather of
adopting a temporary tonality in which the secondary dominant
exists as a normal, unaltered chord. Some theorists use the expression
“borrowed chords” for the secondary dominants. This category
accounts for the greater part of the accidentals seen in music, except
perhaps for actual modulations when the key signature has not been
changed.

Keeping to the vocabulary of chords in the common practice of

255
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composers, there remains the group of chords which have chromatic
signs not derived from the above sources. The important members
of this group are the rased supertonic and the raised submediant,
the Neapolitan sixth, the chords of the augmented sixth, and the
chords with altered fifth.

II; AND VI. RAISED

The seventh chords on supertonic and submediant, with root and
third raised, are nondominant diminished seventh chords. It was
pointed out in Chapter Sixteen that the identity of a diminished
seventh chord is determined by 1ts resolution. These two chords
resolve to | and V; respectively.

Fr ¢ B BITR e Ay

vir v  vif vi  vig v: ViR VT

EX. 484

The resolutions are typical of the principle that a chromatically
altered tone receives a tendency to continue movement in the di-
rection of its alteration. These two chords contain raised tones
whose tendency is upward. They are like leading-tones or appog-
giature. The root being thus altered does not seem like a harmonic
root, but more like a melodic tendency tone. Sometimes these chords
are called appoggiatura-chords, but this name is not always accurate
since the harmonic rhythm of the resolution is often weak-to-strong.

NOTATION

Composers have shown indifference to the grammatical notation
of these chords, not only in writing for keyboard instruments but
also in music for strings or wind instruments. The raised second
degree 1s often written as minor third degree and the raised sixth
as lowered seventh degree.
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As written, VofV appears in place of II; and VofIl for VI;. The

resolutions show both to be incorrect.

EX. 486. Bach—Well-tempered Clavichord, I, Prelude no. 3
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EX. 487. Beethoven=Symphony no. 2
Larghetto_ U
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Music is fortunately a matter of sound rather than symbols, and

there 1s no doubt that the second violins in the Beethoven example
instinctively give the G-natural its proper meaning, that of an F-

double-sharp.

The problem 1s more difficult in the example below.

EX. 488. Schubert—Quintet, op. 163

Allegrn m h —
88 {ﬂ:__ﬁ tg B
°) 1
C:1 n* I

Here the viola part is obviously incorrectly written E-flat, for
D-sharp. But the melodic outline of the first violin part would be
strange, indeed, if D-sharp were substituted for E-flat. A com-



258 HARMONY

promise must be effected in performance between the harmonic and
the contrapuntal, a compromise that is continually necessary in
music of chromatic style and especially where enharmonic changes
operate.

RHYTHM

When the chord and its resolution are in the rhythmic relation
of strong-to-weak, the chord has the character of an appoggiatura
chord, or three appoggiature over a single harmonic root.

EX. 489. Tchaikowsky—Nutcracker Suite: Valse

— j%? ———t
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EX. 490. Brahms—String Quintet, op. 111
Allegretto
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The voices may move as a2uxiliary tones, making an auxiliary
chord of weak rhythmic value.

EX. 491, Rossini—William Tell: Overture
Andante ar
|
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When the altered tones enter as chromatic passing tones the
chord is a passing chord.

EX. 492. Weber—Oberon: Overture
Adagio ____ﬁ
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These chords may also serve as independent chords of equal
rhythmic value with the surrounding harmony. VI; is a useful
chord for introducing the dominant half cadence to emphasize the
key, and II; often appears prominently before the cadential six-four

chord.

EX. 493. Mozart—Concerto for Two Pianofortes, K. no. 365

Allegru _
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CROSS-RELATION

The two altered tones of either chord are sometimes found in a
melodic group of double thirds or sixths forming a double cambiata.
In this case the resulting cross-relations are not avoided. The altered
tones may be first or second in the group.

EX. 494

o
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The above progressions contain not only the cross-relation, but
also the unusual melodic interval of the diminished third, F to D-
sharp and C to A-sharp. In the example below there are two cross-
relations, A-flat to A-natural and F-natural to F-sharp. The melodic
diminished third, A-flat to F-sharp, 1s accompanied in the top voice
by the interval of a diminished fourth, D-flat to A-natural. It is the
cambiata-like quality of the altered tones that makes this acceptable,

EX. 495. Wagner~-Die Meistersinger, Act 11

Moderato

MODE

The raised supertonic and submediant chords are more suggestive
of the major mode than ot the minor. VI; contains the major third
degree and II; implies it by the raised second degree. Both chords
may, however, be employed in the minor mode. If the resolution of
I1; 1s treated not as tonic, but as VofIV, there is no difficulty in con-
unuing in minor. The following example shows VI; used in sur-
roundings predominantly minor.

EX. 496. Haydn—String Quartet, op. 76, no. 4

Alle gro —— o

=T

?__.=,_IIL\_____ — A —

I S I PN

% | & I
p

B> v Vi’ Vv

-

-yl (R



SUPERTONIC AND SUBMEDIANT 261

IRREGULAR RESOLUTION

Irregular resolution of diminished seventh chords in the harmonic
sense of progression to an irregular root is rare. One such resolu-
tion 1s shown in Chapter Sixteen. Variations in the form of the chord
of resolution can be employed, however, without destroying the
identity of the diminished seventh.

In the resolution of IL; raised, VoflV may be used, either as a
dominant seventh chord or as an incomplete ninth, usually minor.

The second case results in diminished seventh chords mnving
parallel.

EX. 497 § E#ﬂg !

07 Vioflv. L7 VgofIV

EX. 498. Beethoven—Symphony no. 3
Allegro vivace
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The submediant chord may also resolve to an incamplete ninth.

¥

EX. 499. Bach—Well-tempered Clavichord, I, Prelude no. 8
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b_ a E. [ IIP: c-r vﬂ
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This resolution i1s the most convenient explanatiﬂn of a series of
consecutive diminished seventh chords mnving chmmatically up-

wards. Each pair of chords may be considered as the progression
VI-Vs,
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EX. 500. Liszt—Les Préludes

Allegro
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MODULATION

The use of the diminished seventh chord in a nondominant func-
tion adds greatly to the already numerous resources of that chord
as a ptvot chord in modulation. The modulation in which a domi-
nant becomes a nondominant 1s especially effective and somewhat
unexpected. For instance, if the incomplete dominant minor ninth
of C 1s Jeft as II; raised, the new key will be A-flac major, If ic is
left as VI, the distant key of D-~flac will be introduced.

EX. §O1

I | | _
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If it is desired that the pivot chord be VI, or II; in the first key,
there are two problems. Since the identity of these chords depends
upon their resolution, it is necessary that their function in the first
key be made clear before the point of modulation. The best method
of securing this clarity 1s to present the chord with its resolution in
the first key, using it as a pivot chord only after its identity has been
thus established to the hearer. The second problem is to avoid weak-
ening the modulation by allowing the pivot chord to be the domi-
nant of the second key. This can be arranged by using a secondary
dominant.

Both of these procedures are seen in the following example:

N

’
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EX. 502. Beethoven—Symphony no. 7

Allegretto
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The pivot may be a nondominant diminished seventh chord in
both keys. In the following example analysis reveals it to be based
on the same degree in both tonalities, but with enharmonic change.

EX. §03. Franck—String Quartet
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Formulae, to be played in all keys:
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EXERCISES

1. Construct a musical sentence of three phrases according to the
following specifications:
a. The first phrase shows a diminished seventh chord used
first as VofV, then as II; altered (with enharmonic change).
b. The second phrase modulates by means of a pivot chord
which becomes VI, altered in the second key.
c. The third phrase returns to the original key by a pivot chord
which 1s II; altered in the final key,
2. Construct a modulating sequence, the pattern of which con-
tains the chord VI. altered.
3. Harmonize the following bass:

Andante

4. Harmonize the following soprano:
Moderato
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CHAPTER TWENTY-THREE

9 «&&

THE NEAPOLITAN SIXTH

HE supertonic triad with minor sixth degree and chromati-
cally lowered root 1s known everywhere as the Neapolitan
sixth. It 1s difficult to say wherein this chord 1s “Neapoli-

tan,” but the fact is that the name 1s of universal acceptance. In the
earlier part of the period it was usually found in first inversion, hence
the term “sixth.” Later, however, the term “Neapolitan sixth” was
applied to any arrangement of the triad, even root position.

Far from wishing to discard a definition so securely established
by usage, we shall welcome the convenience of the identifying label
attached to this chord. In this way we may be permitted the un-
scientific but quite understandable expression, ‘“‘the Neapolitan sixth
in root position,” and the occasional use of the commonly accepted
symbol N,.

The Neapolitan sixth 1s a major triad and is, therefore, not a dis-
sonant chord. However, the chromatic alteration of the second de-
gree gives that tone a downward tendency so that when it proceeds
upward there is a feeling of irregularity of movement, if not of
resolution.

It 1s a chord of strongly subdominant character, often used in
cadences to introduce the dominant. By far the commonest progres-

sion from the Neapolitan sixth is to the dominant chord in some
form.

EX. §04 e : o
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Note that the bass is the best tone to double, as 1t 1s a tonal degree.
The altered second degree is normally not doubled in the first in-
version, but chis is a rule less strictly followed in the case of the
Neapolitan sixth than with any other chromancally altered chord.

The progressions shown in the example contain the cross-relation
between D-flat and D-natural. It cannot be said that this cross-
relation is avoided by composers, although there are many arrange-
ments of the progression to V without 1, as will be shown. The
cross-relation may be seen in Exs. 506, 508, 510, and others.

When the dominant chord contains a seventh, its fifth will very
likely be omirted so that no cross-relation will occur.

EX. 505. Beethoven—Sonata, op. 27, no. 2
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The bass may remain in place as the harmony changes, making
the third inversion of V..

EX. §06. Bach—Suite for Flute and Strings

Allegro
Frar
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If the sixth degree, fifth of the chord, is continued into the next
harmony, a ninth chord will result,
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EX. 507. Beethoven—Sonata, op. 9o

The dominant ninth chord may be in its incomplete form, with-
out root, most often as a diminished seventh chord. Unless the low-
ered second degree progresses upward, contrary to its tendency, the
cross-relation will occur 1n this case.

EX. 508. Mozart—String Quartet, K. no. 421
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Very often the dominant chord will first be represented by the
cadential tonic six-four chord as double appoggiatura. This allows
a smooth stepwise progression in all voices, the three upper parts
moving in contrary motion to the bass. The root succession is, of
course, still Il to V. The cross-relation is not noticeable because of
the intervening harmonic effect of L.

EX. 509. Mozart—Pianoforte Concerto, K. no. 488
Andante . &
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Other chords are sometimes interpolated between the Neapolitan
sixth and the dominant. These are for the most part different forms
of supertonic harmony. The problems of voice leading vary with
the form chosen. If the chord is dominant of the dominant, there
will be several chromatic progressions in the voices. Note, in the
example below, that the cross-relation between the two forms of
the second degree is permitted so that the lowered tone G-natural
may descend according to its tendency. The other two chromatic
progressions are effected each in a single voice.

EX. §10. Schumann—String Quartet, op. 41, no. 3

Adagio
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These problems of voice leading are sometimes obscured by the
texture of instrumental writing, especially 1n music for keyboard in-
struments. In the following the altered second degree appears to
be doubled and it is questionable whether the ear will follow the
upward or the downward progression of that tone.

EX. §11. Mozart—Fantasia, K. no. 397

o
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Andante / . ?

The following excerpt is clearer, as to the melodic progression of
the parts, and 1t 1s evident that the lowered second degree moves
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upward. Doubling of the tone A, the sixth degree, avoids the cross-

relation by allowing the progression A to A-sharp to be made in
one voice.

In the first measure 1t 1s to be remarked that the melodic ﬁguratinn
over the Neapolitan sixth harmony takes the form of the scale of
the temporary tonality of the lowered second degree, here D major.

EX. s12. Beethoven—Somnata, op. 27, no. 2

Presto
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The altered tone may appear as appoggiatura to the tone below.
The fundamental harmony will then be subdominant, although the

peculiar color of the Neapolitan sixth should be recognized har-
monically. It is also reasonable to consider the tonic as a passing tone.

EX. §13. Mozart—Quintet, K. no. 515

Allegro —
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The above example shows the adaptability and coloristic effect of
this chord employed in a passage which is prevailingly in.the major
mode.

The use of the Neapolitan sixth is not limited to cadential for-

mulae, It may be found in any part of the phrase, and may even
begin the piece.
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EX. §14. Chopin—Ballade, op. 23
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In its subdominant capacity it progresses occasionally to I or
VoflV.

Ex. s15. Handel—-Concerto Grosso no. §
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EX. §16. Beethoven—T'rio0, 0p. 1, n0. 3
Allegro
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The Neapolitan sixth may be used as subdominant harmony in a
plagal cadence, followed by either major or minor tonic harmony.
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EX. §17. Brahms—String Quartet, op. 58, no. 1
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In the nineteenth century the Neapolitan sixth chord was em-
ployed with increasing frequency as a triad in root position. This
gave the chord much more independence and stability, the lowered
second degree being treated in this case not as a melodic tendency
tone, but as a true harmonic root and so doubled. The doubled root
and the augmented fourth relationship to the dominant help to em-
phasize the remoteness of this harmony from the main tonal center.

EX. §18. Chopin—Prelude, op. 28, no. 20
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EX. §19. Brahms—Violin Sonata, op. 108
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Examples of the Neapolitan sixth in the six-four position are not
numerous and usually such combinations are due to the presence
of the lowered second degree as an appoggiatura (see Ex. 513).

The Neapolitan sixth may be preceded by its dominant, thus add-
ing another to the list of secondary dominants available in one

tonality.

EX. §20. Mozart—Quintet, K. no. 581
Minuetlo __ ~ A~ ——
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EX. §21. Schubert—Symiphony no. 7

Andante conmoto — —
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The independence of the root position chord is greatly strength-
ened by the presence of the secondary dominant “VofN,.” It is
plain, however, that the two chords constitute an extension of the
bounds of the main tonality rather than a weakening of it.

EX. 522. Chopin.—Mazurka, op. 7 no. 2
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FALSE MODULATION

It may happen that the tonality is actually so weakened by har-
monies strongly suggestive of another tonal center that a2 modula-
tion is felt to be the true effect, although there is an immediate
return to the main tonality. In this case the term “false modulation”
may be applied. The false modulation differs from the passing
modulation by returning to the original key instead of proceeding
to a third key.

In one sense the interpretation of a passage in analysis as false
modulation may be considered as unnecessarily involving a change
of key, since the relationship of any chord to a given tonality can
be described in some way. But the general effect on the hearer should
be taken into account, as well as the complexity of style of the music.

The Neapolitan sixth chord is often felt to be of sufficient tonal
strength to cause a momentary shift to its root as a tonal center.
This may be due simply to the length of time it occupies.

EX. §23. Chopin—Prelude, op. 28, no. 6
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Or it may be because of the artendant harmonies. In the follow-
ing example the last chord in the first measure is the raised super-
tonic in the key of G, followed by the tonic six-four. The use of
the subdominant of G confirms this impression, but we know thar
the G-natural triad is but the Neapolitan sixth chord of the key of
F-sharp.
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EX. 524. Beethoven—Sonata, op. 106

MODULATION

The Neapolitan sixth is a useful pivot chord in modulation. As
a simple major triad it is capable of many interpretations. It 1s com-

mon ground between distantly related keys, as in the following
modulation from F to E.

EX. §25. Beethoven—Sonata, op. 14, no. 1
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EXTENSION OF THE SECONDARY DOMINANT PRINCIPLE

The question of the strength of the tonal center, raised in con-
nection with the matter of false modulation, will eventually be an-
swered through the inclusion of all chords into any given tonality,
in analysts. This, however, 1s not a necessary step until the com-
plexities of the twentieth century are reached. But even in the period
which we have called the period of harmonic common practice there
are many Instances in which a foreign chord stands in such a clear
relationship to the tonality that 1t seems illogical to consider it as
involving a change of key rather than to observe that relationship.

In the following example the G minor triad is related to the key
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of A as subdominant of the subdominant. By extension of the
principle of secondary dominants we may therefore descnibe 1t as

IVoflV.
EX. §26. Brahms—String Quartet, op. 51, no. 2
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The diminished triad on D exists in B-flat as VofIV, but as used
in the example below the expression IIofII much more accurately
describes its function in the sequential harmony. To infer a modu-
lation to C minor on account of this one triad would be to exag-
gerate 1ts importance.

EX. §27. Krebs—Minuet
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The minor triad on the fifth degree is quite lacking in dominant
feeling. When it stands in subdominant relationship to the super-
ronic 1t could be called IVofll, as below.

EX. §28. Beethoven—Symphony no. 9

Adagio —
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False modulations to the key of the Neapolitan sixth suggest the
value of the extension of the secondary dominant principle in avoid-
ing the inference of a change of tonality when one 1s not felt as
important. The example following contains the major triad built on
the augmented fourth above the tonic, a chord foreign to the to-
nality, but used here as subdominant of F-flat major, the Neapolitan
sixth. Enharmonic notation is frequently adopted, as it 1s here, in
order to simplify the reading of such chords as that of B-double-flat
ma)or.

eX. §29. Chopin—Etude, op. 10, no. 6

Andante -
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Formulae, to be played in all keys:
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EXERCISES

1. Construct a modulating sequence in which the pivor chord
1s the Neapolitan sixth in the second key.
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2. Explain the relationship of the Neapolitan sixth chord of the
key of G to the tonalities A, F, E, F-sharp, and B-flat.

3. Show the progression of the Neapolitan sixth to five different
chords in the key of D-flat.

4. Harmonize the following bass:
Andantino

P 17 L fmety
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5. Harmonize the following soprano:

Adagio —_
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CHAPTER TWENTY-FOUR
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AUGMENTED SIXTH CHORDS

HE four chords comprising the group known as augmented
sixth chords have in common the interval of the augmented
sixth created by the minor sixth degree and the chromati-

cally raised fourth degree. The name “augmented sixth chord” de-
rives from the commonest arrangement of the chords, in which this
characteristic interval is found between the bass and an upper voice;
but, as in the case of the Neapolitan sixth, it 1s often apphied to other
posttions.

The augmented sixth chords are nondominant in function. They
are strongly tonal since they indicate unmistakably the dominant
of the key. The interval of the augmented sixth expands in its normal
resolution to an octave which is the octave on the dominant.

EX. §30 #i o—=0

2 v
This principle of tonality inherent in the augmented sixth chords
1s most important to an understanding of their use by composers of
the common-practice period. Only by very uncommon exception
is the octave of resolution anything other than dominant. The aug-
mented sixth interval does not come from a dominant with lowered

fifth, but from a subdominant with raised root. The following ex-
ample shows its contrapuntal origin.

EX. §31 . ” .
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The normal position of all four augmented sixth chords is that
with the minor sixth degree in the bass and the raised fourth degree
1n any upper voice. Another voice is always the tonic, making three
voices common to all four chords. Each member of the group will
then be distinguished by the fourth voice.

b C.

EX. §32 g L .
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a 1s called the augmented sixth.

b 1s called the augmented six-five-three.
¢ 1s called the augmented six-four-three.
d 1s called the doubly augmented fourth.

Many theorists have used the names Italian sixth (4), German
sixth (&), and French sixth (¢). These names are not universally em-
ployed and have nothing like the established usage of the name Nea-
politan sixth, for instance.

Note that 4 is like 4 with the minor seventh added; d sounds like
b, but the difference between E-flat and D-sharp becomes clear on
the resolution of the chord; ¢ is distinguished from & by the presence
of the second degree in place of the minor third degree; a, b, and d
sound like dominant sevenths.

Wit
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RESOLUTION

The regular resolution of the augmented sixth chords is to V, or
V preceded by I8 The raised fourth degree moves up a half step,
the minor sixth degree moves down a half step, and the tonic either
moves down directly to the leading-tone or rémains in place as a
suspension or appoggiatura before descending.

The fourth voice will, of course, vary in movement according
to its identity. In 4, the plain augmented sixth chord, since there are
but three factors the tonic will be doubled. It 1s not customary to
double either of the tones making the interval of the augmented
sixth. The fourth voice usually moves up by step.



280 HARMONY
EX. §33 app.
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The fourth voice is free to move up by the interval of a fifth to
the dominant, often a desirable melodic skip when in the upper
voice.

EX. 534. Beethoven—Symphony no. s

Allegro con brio f o
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In the augmented six-five-three (&) the fourth voice forms with
the bass an interval of a perfect fifth. The parallel fifths arising from
the natural progression to the dominant are practiced except when
occurring between soprano and bass. They are most often seen be-
tween tenor and bass. The third degree 1s, however, more frequently
tied over as a suspension, or repeated as an appoggiatura, before con-
tinuing down to the second degree.

The augmented six-five-three is strongly indicative of the minor
mode, since it contains both minor third and minor sixth degrees.

EX. 535
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EX. §36. Mozart—Sonata, K. no. 332
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The parallel fifths are more noticeable in the following example.

EX. §37. Franck—Symphony
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This form of subdominant harmony is very common preceding
the cadential six-four chord. Its tonal clarity 1s especially useful
after a modulation.

EX. §38. Mozart—QOwverture to Don Giovanni

Andante m .Df"‘
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EX. §39. Brahms—Intermezzo, op. 117, no. 2

. b
F.Ng

The augmented six-four-three (c) is built on the root II, instead
of IV as with the two chords just described. It should be regarded
nevertheless as a chord of subdominant function. The same chord
may be reached by the process of lowering the fifth of a dominant
seventh chord, in this case VofV, but this i1s a more advanced and
much less common form of chromatic alteration and implies a dif-
ferent tonal function.

The presence of the second degree affords a common tone be-
tween the augmented six-four-three and the dominant chord, so
this factor will usually be repeated or tied over in the chord of reso-

lution, although i1t may progress to an appoggiatura of the second

degree.

EX. §40 g
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EX. §41. Schubert—String Quartet, op. 125, no. 1
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The augmented six-four-three 1s employed in connection with
chords characteristic of the major mode as well as those of the minor,
contributing to the impression of interchangeability of the two
modes.

EX. §42. Chopin—Nocturne, op. 48, no. 2
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In the chord of the doubly augmented fourth (d) the distinguish-
ing factor is the raised second degree, implying a resolution to the
major third degree. This interval of the doubly augmented fourth,
formed between the minor sixth degree bass and the raised second
degree, 1s enharmonically 1dentical with the perfect fifth. The chord
can be told from the augmented six-five-three only upon its resolu-
tion.
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EX. §44. Chopin—Ballade, op. 47

=T
e 3. -
MY S
Firppry i 19

AP VI n§l 1§ v7
3

Allegretto

Composers frequently write the doubly augmented fourth in-
correctly as an augmented six-five-three. It will be recalled that the

K
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same indifference as to the notation of the raised second degree was
observed in the supertonic seventh chord with raised root and third.
The two chords are closely related, differing only in the form of the

sixth degree.

EX. §45. Haydn—-String Quartet, op. 64, no.5
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When the augmented sixth is followed by a dominant seventh
chord, the raised fourth degree descends chromarically, somewhat
in the manner of the irregular resolution of a leading-tone. If the
augmented six-five-three is used, the progression sounds like a suc-
cession of dominant seventh chords and is often so written, though

incorrectly. The steps in the evolution of this progression might be
outlined as follows:

p.i.
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In the fﬂllﬂwmg example, the paraliel motion is interrupted by
the appoggiatura in the upper voice:
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EX. 547. Beethoven—Sonata, op. 57

Andante con moto
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Coloristic possibilities of the augmented sixth combined with
chromatic nonharmonic tones are suggested 1n the fﬂlluwing well-
known quotation.

EX. 548. Wagner—Prelude to Tristan und Isolde
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The appoggiatura forming the interval of a diminished octave
with the raised fourth degree is of fairly frequent occurrence.

EX. §49. Mozart—Sonata, K. no. 576




286 HARMONY

INVERSIONS

Disposition of the factors of these chords with other than the
sixth degree in the bass does not seem to destroy their identity as
chords of the augmented sixth, even though the characreristic in-
terval is found between less prominent voices, or inverted to be-
come a diminished third. This accounts for such expressions as “the
augmented six-five-three in the six-four-three position,” meaning
that the chord normally found making the intervals six, five, and
three has been rearranged so thar it makes the intervals six, four,
and three.

It is recommended that the augmented sixth chords be regarded
simply as forms of II and IV with alterations as shown above, using
the Arabic numerals to designate in the customary way the inter-
vals formed with the bass.

When the raised fourth degree is in the bass the resultant interval

of a diminished third resolves with no less emphasis to the octave of
the dominant.

EX. §50. Brahms—Waltz, op. 39, no.7
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In the above example, the position of the chord is a natural con-
sequence of the melodic progression of the two outside voices in
contrary motion chromatically. The melodic movement of the bass
1s usually the reason for a choice of some factor other than the sixth
degree as a bass note.

A static bass on the tonic or third degree may hold through an

augmented sixth appearing above as double auxiliary or double
appoggiatura.
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EX. §51. Brahms—Violin Concerto, op. 77
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As a dissonant chord over a dominant pedal the augmented sixth
is strikingly effective.

EX. §52. Chopin—Scherzo, op. 20

IRREGULAR RESOLUTION

Harmonically, the augmented sixth chords have few irregular
resolutions. These are mostly progressions to tonic harmony, as in
Ex. 551. With the sixth degree in the bass, the progression to I in
root position, the augmented sixth interval resolving in a direct fifth,
was rarely used until late in the period, when it is recognized as a
characteristic feature of the harmonic style of César Franck.



288 HARMONY

EX. 553. Franck—Violin Sonata

Allegretto
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Many irregularities in voice leading are possible in the regular
root progression to V, because of the variety of forms of dominant
harmony and the added resources of nonharmonic tones (see Ex.
548). In the following example the doubly augmented fourth leads
to an effect of dominant thirteench.

EX. §54. Schumann—Symphonic Studies, op. 13
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MODULATION

As a pivot chord in modulation the augmented sixth 1s most often
employed for the advantage of its enharmonic similarity to a domi-
nant seventh chord. The raised fourth degree then becomes the
seventh of the chord, a tone of downward tendency. Since the
minor sixth degree is interpreted as a dominant the two tonalities
involved will be a half-tone aparrt.
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EX. §55. Beethoven—String Quartet, op. 59, no. 3
Allegro vivace

i
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The above modulation is of the sudden type, since the pivot chord
is the dominant of the new key. Somewhat different is the effect of
the opposite arrangement, where the pivot chord is the augmented
sixth chord in the second key. Both modulations may be described

as unusual, however, in that the changes are to distantly related
tonalities.

EX. §56. Schubert—-Symphony no. §
Andante con moto

N
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EXCEPTIONAL FORMS

A few cases may be found of chords having the same interval
structure as chords of the augmented sixth group but derived from
other degrees of the scale. One of these has been mentioned—that
formed by the lowered second degree in a dominant seventh chord.
Although properly considered a chord with altered fifth, it may be

cited here as an instance of the mmparativaly rare treatment of the
augmented sixth as a dominant.
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EX. §57. Schubert—Quintet, op. 163
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The supertonic seventh chord with major sixth degree and raised
root is sometimes used in progression to L. It is similar in sound to
the augmented six-five-three in the relative minor.

EX. §58. Grieg—Song, “Hoffnung”

Vivace
Fomrares tiars
f
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The tonal sense of the augmented sixth 1s so strong that in most
cases of its construction on roots other than II or IV its relationship

to the tonality i1s more accurately described by the extension of the
secondary dominant principle.

EX. 5§59. Haydn—Symphony no. 3
Presto = AL Al S

< P : — |
e gl |t fgﬁf‘

A: IVofV IVof If Vofll 11 1$

By the application of this principle a tonal unity can be discovered
in such passages as the fnllnwing. [t 1s plain that the composer does
not intend the tonal center to shift four times in these three bars.



AUGMENTED SIXTH CHORDS 19

The augmented sixth chords with their resolutions form a series of
IV-V progressions standing for degrees of the key, namely the
dominant E, subdominant D, and the lowered seventh degree G, the
latter being a modal degree much used by Grieg.

EX. §60. Grieg—Solveig’s Song

. Andante E | *\ . ~
¢ b

P _
AV [(Vof V) VofV WfIVVof IV IVof VL VofVILIV V,
( B.min.) (Dmin.) (6 min.) (A min.)
FORMULAE

In addition to the four-part formulae given in Exs. 533, 535,
540, and 543, the following sequences are recommended for key-
board practice. They should not be written out, but played from
the patterns given.

efe. d. eflec

Al g #{;:anﬂ "? g {;:anﬂ
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EXERCISES

1. Write a modulating sequence in which the pivot chord is
V;0of IV becoming the chord of the doubly augmented fourth in the
second key.

2. Construct a musical sentence of two phrases according to
the following specifications:

a. The first phrase modulates from B to B-flat by means of
a pivot chord which is an augmented sixth in the second key.

b. The second phrase returns to B by means of a passing modu-
lation chrough a third key.

3« Harmonize the following bass:

Lento
1 . ]
— — L s 1 -
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| s m— — §J — 51
- o ——
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4. Harmonize the following soprano:

Allegretto
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CHAPTER TWENTY-FIVE

N €&

OTHER CHROMATIC CHORDS

the vocabulary of harmonic material in the common prac-

tice of composers. It is physically possible through the
process of chromatic alteration to create a large number of new
forms, just as one can spell new words with the letters of a lan-
guage; but our purpose in this study is to define the harmonic vo-
cabulary as employed.

Much can be learned about this common practice by experiment-
ing with possible alterations of existing chords with a view to dis-
covering reasons why some forms were used in preference to others.
The student should go about this systematically, taking each chord
in turn and applying to it various chromatic alterations of the factors,
appraising the results for the combination of intervals obtained and
the relation of the chord to the tonality.

It will be observed immediately that a large proportion of the
chords made by this method are really heard enharmonically as
other more familiar chords, so that the apparent new form exists
only on paper. A few such results are given here:

THERE remain but few altered chords that we can include 1n

EX. 5§61

A S=sSr=s

. - 6 ﬁb= 5'= 6 E! ~ Tb
C:i§f-vis  1%-m  mSh-g Vid= g

:

The harmonic interpretation of these forms depends upon the
acceptance by the ear of the tones as particular scale degrees of 2
particular key and mode. In the above example the key of C 1s

293
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arbitrarily chosen but, as we know, it can be established aurally
only through association with other harmonic elements. So the-
context will influence strongly the interpretation of chromatic tones.
The following example contains a chromatic passing tone creating
the augmented triad on C. If, however, the third of the chord s
minor, the passing tone will be heard as the minor sixth degree in-

stead of the raised fifth, and the progression is diatonic rather than
chromatic.

EX. §62

C:1 ——V1 I VI ——

The following observations are made as to chromatic alteration
of the scale degrees:

The tonic may be raised, but if lowered it 1s heard as seventh
degree.

The supennnic may be either raised or lowered. VWhen raised it
1s sometimes heard as minor third degree.

The minor mediant if raised becomes the major mediant; if low-
ered it 1s heard as supertonic.

The major mediant if raised is heard as subdominant; if lowered it
becomes minor third degree.

The subdominant may be raised, but if lowered it is heard as third
degree.

The dominant may be raised, sometimes being heard thus as minor
sixth degree. When lowered 1t will usually be heard as leading-tone
of the dominant.

The minor submediant when raised becomes the major submedi-
ant; if lowered it 1s heard as dominant.

The major submediant may be raised, sometimes being heard thus
as lowered seventh degree. When lowered it becomes minor sixth
degree.

The leading-tone if raised is heard as tonic. It may be lowered.

New chords are the result of harmonic and melodic, vertical and
horizontal, influences. Harmonically, they arise from a desire to add
to the harmonic interest and variety by the creation of a sonority
hitherto unheard, or by the use of an established form in an unac-
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customed position in the tonality. Melodically, the altered rones
forming the new chord are introduced for their value as tendency
tones imparting melodic direction and continuity.

These two aspects are not entirely separate. Some of the altered
chords appear most often as the effect of chromatic passing tones or
other melodic tones. Some, like the raised supertonic, are almost
entirely made up of tones capable of analysis as nonharmonic fac-
tors. Those vertical combinations which by their recurrence in
music seem to have been brought about deliberately should be
recognized as chords, albeit with certain qualifications. It will be
recalled that this point of view had to be taken in the case of the
six-four chord, the ninth, eleventh, and thirteenth chords, and even
some seventh chords.

The appearance of chromatic tones has been studied thus far in
these harmonic groups: the secondary dominants; the altered chords
I1;, VI;, the Neapolitan sixth, and the augmented sixth group; and
chords explained by extension of the secondary dominant principle
(Chapter Twenty-three). The last-named group opens up a vast
field for theoretical speculation as to the limits of a tonality. In the
common-practice period it is unnecessary and unwise to exploit this
principle too far. It should be sparingly used, and only where it
offers less complexity than a modulation.

THE AUGMENTED FIFTH

- Chords with fifth raised to make the interval of the augmented
fifth above the root are found on I, IV, and V.

The tonic chord so altered is practically always the major form.
The altered tone is of course not doubled and the chord resolves
regularly to the subdominant.

EX. §63
Er==tres
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It also leads smoothly into the supertonic seventh chord, especially
when the third degree is doubled.

EX. §64. Bizet—L’Arlésienne

Adagio —
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The presence of the tendency tone brings out the inherent quality
of the major tonic as dominant of the subdominant. Many examples
are found of V;oflV with augmented fifth. Note the interval of
the augmented sixth between the two upper voices as they are ar-
ranged in the following example.

EX. §65. Beethoven—String Quartet, op. 18, no. 4
dante scherzaso _—~ &
ﬂ&f
S
L -4 2

, .\ I
I

vgv%ﬂvmﬁvg.:fwwn 18 V7

o

[n dominant harmony the raised degree is the supertonic, sug-
gesting the major mode by its implied resolution to the major third
degree.

o

EX. 566 g

ﬁg . W

veh 1 Vil 1




OTHER CHROMATIC CHORDS 207

EX. §67. Brahms—Pianoforte Concerto, op. 83

Allegretto
gt ey ==
S - ——
~
) a
= o
9’;_ | —9—
Bb: I | v 6 1

The raised supertonic is a tendency tone added to those already
present in the dominant seventh chord. Resolution of these tendency
tones results in doubling the third of the tonic triad. The augmented
sixth interval between two of the factors, as noted also in V,ofIV,
does not mean that these chords should be regarded as augmented
sixth chords. The characteristic interval here is the augmented fifth,
not the sixth.

EX. §68. Beethoven—Symphony no. ¢

Adagi
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Added tendency reduces the number of practicable irregular
resolutions. The student should try resolving this chord to all others
and note examples of irregular resolution encountered in music.
The following shows an effective resolution of the augmented triad
V to the incomplete major ninth VofV.

EX. 569. Wagner—Siegfried, Act 111

Moderato
. - |,
ﬁc_s__‘%f/_;g_g_'tﬁﬁ%
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The subdominant chord with raised fifth differs rhythmically
from the two chords described above in that it 1s nearly always an
appoggiatura chord. The raised tonic is an appoggiatura to the sec-
ond degree, and if seventh and ninth are present they act as appog-
giature to the sixth and octave of a II chord in first inversion.

fIJ Jé
iy
5y o o

s e v, ms u v§, ot
(ub—) (16 —) (1=——)

EX. §70

EX. §71. Liszt—Pianoforte Sonata

The augmented triad has a certain vagueness due to the fact that
the inversions sound like the root position. It 1s composed of two
major thirds which divide the octave into three equal parts, the
upper interval—the diminished fourth—being the enharmonic equiv-

alent of the major third. This symmetry suggests the origin of the
whole-tone scale.

A succession of augmented triads loses the sense of definite
tnnality.
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EX. §73. Liszt—Dance of the Gnomes

THE DIMINISHED FIFTH

- Chromatic lowering of the fifth is found in dominant harmony.
In the second inversion of the dominant seventh this produces a

chord similar to the augmented six-four-three, but of dominant
function.

EX. 574 i 5o o (o R S ——
o A —— o m—= 7=
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EX. §75. Brahms—Symphony no. 4
Allegro
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This chord may resolve to a minor tonic as well.
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EX. §76. Chopin—Nocturne, op. 27, no. 1
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If this alteration (lowered second degree) is applied to the domi-
nant minor ninth without root, the chord sounds like the augmented
six-five-three but with dominant function, In this example it 1S

heard over a tonic pedal:

EX. §77. Franck—Quintet
Allegro ———
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APPOGGIATURA CHORDS

It 1s customary to speak of a combination of appoggiature as an
“appoggiatura chord.” The name is retained here for want of a bet-
ter general term, but 1t should be strongly emphasized that the
chords commonly called appoggiatura chords most often form
the weak part of a weak-to-strong progression, in which case the
members could hardly be called appoggiature.

The method of forming these chords is that of preceding some
or all of the factors of a given chord by tones a half step above or
below, so that they resolve into the chord factors somewhat as
leading-tones. The possibilities of forming new chords by this
melodic process are very numerous and the individual combinations
do not appear often enough to become part of the harmonic vocabu-
lary, but a few characteristic examples can be given.
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In the following example the first chord is an unusual form of
IV, but its function is readily understood. Compare its effect with
that of the raised submediant seventh as an introductory chord to
the dominant.

EX. §78. Brahms—Intermezzo, op. 116, no. 6

S2 S

Andantino

BY Iv
The following chord is like VI; except for the presence of the
subdominant E.

EX. §79. Franck—Prelude, Chorale, and Fugue
ant.  app.

It may so happen that the altered chord contains a factor which
has been both raised and lowered.

EX. §80. Schubert—Rosamunde
Allegro modf:?tu

A
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The following example shows a chord which might properly be
called an appoggiatura chord because of the rhythm. It is question-
able whether a weak-to-strong progression can be heard here, as the
placing of the bar-line tends to suggest. The leading-tone in both
chords creates a dominant feeling throughout.

EX. §81. Brahms—Capriccio, op. 76, no. 8

un poco vivEce o —

2
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The lowered tonic in the submediant triad, used by Franck as in

the example below, imparts a dominant quality to the chord since it
sounds like a leading-tone.

£X. §82. Franck—Quintet
Alle _
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The examples given above by no means represent an exhaustive
list of these altered chords, but they will serve to indicate the cir-
cumstances in which such chords appear, It is suggested that the
student should record examples of similar chords discovered in music
of the eighteenth and nineteenth centuries, taking special notice of
those combinations found used several times.

MODULATION

As pivot chords, the chromatically altered forms have the disad-
vantage that since they are identified by their resolution it is neces-
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Sary to establish carefully their position in the first key before giving
them a second interpretation. On the other hand, the augmented
triad is a versatile chord in modulation owing to its capacity for
enharmonic change. The so-called appoggiatura chords can be
effectively used whenever they are capable of interpretation as nor-
mal chords in the first key. For instance, the chord shown in Ex. 578
could be employed in a variety of modulations since it has the sound
of a dominant seventh chord. Experimental studics in the modulatory
possibilities of altered chords can be most profitable.

EXLERCISES

1. Construct a musical sentence of three phrases according to the
following specifications:

a. The first phrase modulates by means of a pivot chord which
1s a chromatically altered chord in both keys.

b. The second phrase contains a modulating sequence whose
pattern includes a dominant chord with lowered fifth. The phrase
ends in a key not found in the first phrase.

¢. The third phrase returns to the initial key by a pivot chord
which 1s an augmented triad.

2. Harmonize the following bass:

Moderato
. be
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3. Harmonize the following soprano:

304

Andante




CONCLUSION

on the particular detail or aspect of harmonic procedure

with which it was immediately concerned. The student’s
experience, then, will have been a series of changing impressions as
to the comparative importance of each detail. Needless to say, the
mastery of these details of common practice must be followed by
an application of the set of principles as a whole. The most desirable
program would be to complete the study of the material in the vari-
ous chapters during the first year, devoting the second year to a
study of the common practice of composers from a somewhat
broader viewpoint, as well as to occasional review of details when
that 1s needed.

It 1s recommended that the type of exercise drawn from actual
compositions, described in Chapter Six, be extensively developed.
‘The material should be judiciously selected, beginning with music
that proceeds in normal fashion before introducing examples of un-
usual treatment. Exercises ought to be of considerable length, at least
several phrases, so that experience will be afforded in problems of
harmonic rhythm, modulation, phraseology, and the relation of the
harmony to the form.

Some practice should be had in harmonic writing with three parts
and with five parts. The student will use these media in his study
of counterpoint, but there, the emphasis being on the lines, he will
probably never use any but simple chords. No new principle is in-
volved in arranging harmony for three or five voices. Comparison
of examples of such writing with the basic four-part background
will be helpful.

For exercises in harmonization, good material can be found in

existing treatises, although as a rule the given parts are too short for
305§

EACH of the foregoing chapters has, of necessity, laid emphasis
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the present purposes. Additional phrases can be constructed by the
student to lengthen the exercises. Parts may be selected from stand-
ard works for harmonization and subsequent comparison with the
composer’s score. These parts may be soprano or bass, and for
variety even an inner voice may be taken so that both soprano and
bass are to be constructed.

When a fair degree of facility in manipulating the harmopic ma-
terial is achieved, some writing may be done in instrumental style,
for the piano or for combinations of instruments. It is well to insist,
however, that the prime object is the study of harmonic practice
rather than of idiomatic instrumental writing.

Finally, on the basis of a secure knowledge of the common prac-
tice of composers in the eighteenth and nineteenth centuries, one
turns to the application of this norm as a means for further harmonic
study in two main directions. The first of these directions 1s toward
the study of the individual practices of the individual composers
during the period, represented by their departures from, or con-
formity with, the norm of common practice. The second is the
investigation, in much the same way, of harmonic procedure in the
twentieth century. Here the evolurionary aspect should be stressed,
effort being made to uncover the lines of development from the
norm of common practice to the new means employed.

The writer is aware that what has been outlined briefly in a few
sentences amounts to virtually an endless assignment. It is not to be
denied that the acquisition of a consummate knowledge of the prac-
tice of composers is a lifetime’s work. Ars longa, vita brevis, but
consolation may be derived from the thought that intellectual and
artistic rewards are to be had at all stages along the way.
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SUPPLEMENTARY EXERCISES

CHAPTER ONE

1. Name the following intervals:
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2. For each of the following intervals, determine the scale which

contains both tones. More than one scale is to be found for each

interval.
Lo
e = 1
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3. For each of the following four-note fragments, determine the

scale which contains all four notes:
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CHAPTER TWO

Keeping in each case the note G-sharp as top note of the triad,
write in four parts the following chord forms:

a. a major triad in first inversion, with its fifth in the soprano

b. a dissonant triad with its third in the soprano

c. a triad in second inversion, in the key of E

d. a tnad whose root is the mediant of a minor scale

e. atriad in open position, with its root in the soprano

f. a minor triad in close position

g. an augmented triad with its third doubled

h. a‘consonant triad in the key of B minor

1. a diminished triad in major mode

J- a triad in first inversion, with subdominant in the bass

CHAPTER THREE

Add soprano, alto, and tenor parts to the following basses, mak-
ing four-part harmony. Use only triads in root position, and work
out two versions for each given bass.

;
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CHAPTER FOUR

1. In which tonalities 1s E-flat a modal degree? a tonal degree?
Answer the same questions for the notes F-sharp, B, G-sharp, and
D-flat.

2. Rewrite the following progressions, changing those that are
major to minor, and those that are minor to major.

|
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CHAPTER FIVE
Harmonize the following basses in four parts.
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CHAPTER SIX

Harmonize the following basses in four parts, using triads in root
positinn. In these exercises pay particular attention to the differentia-
tion of harmonic and melodic rhythms,
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CHAPTER SEVEN

i. Harmonize the follow ing SOPrano melodies, using triads in root

position.
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2. Add three upper voices to the following bass.
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CHAPTER EIGHT

Harmonize the following basses and soprano melodies, using only

triads in root position. The location of the pivot chord for each
modulation is shown by *,
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CHAPTER NINE

1. Write out the four-part harmony indicated by the following
figured basses,

2. Harmonize the following unfigured bass, introducing chords
of the sixth where appropnate.

'_ g
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3. Harmonize the following melodies, using triads in root position
and in first inversion.
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CHAPTER TEN

1. Work out the following figured basses in four parts.

A straight line placed after a figure means that the note represented
by the figure is maintained in the harmony to the end of the line,
regardless of the change of bass. For example, in the first measure of
the first given bass the tonic triad in first inversion is indicated for
two beats of the measure. In the second measure the figures call for
the notes A and E, so the harmony is dominant and the D is seen to
be a suspension. Other nonharmonic tones may be introduced 1n
addition to those indicated by the figures. Roman numerals identify-
ing the root should be placed under each chord 1n all exercises. At-
tention is called to the modulation to the dominant key in the second
given bass.
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2. Harmonize the following soprano and bass parts, after careful
analysis to determine which tones are to be interprete:d as non-

harmonic,
L
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CHAPTER ELEVEN

1. Work out the following figured basses in four parts.
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Andante
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2. Harmonize the following soprano and bass parts. At least five
six-four chords are to be introduced 1nto each exercise.
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Andante
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CHAPTER TWELVE

1. Work out the following figured basses in four parts.
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2. Harmonize the following bass and soprano parts, after ana-
lyzing them to decide upon the type of cadences they contain.

Lento
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CHAPTER THIRTEEN

1. Work out the following figured basses in four parts.

Adagio

o. FEES

_Ep: £ |
4

3o b——;ﬁ

||
ng
I

who
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e
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6% 66— 7 7 —
$or :=f $ihh— 83 3——cf
Allegro 3
Y e . P |
- . e yg—o—
6 8— 6 6 6 6 67 # 46
4 4 4 356
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¥ S S frrs
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7 5—6 7 6 4 2 64 6
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5— 6 6 4 6 665 4 6 6 2 6 6 5 7
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2. Harmonize the following bass and soprano parts, introducing
dominant seventh chords where appropriate. Use at least eight
dominant seventh chords in each exercise.

Andante

ﬂ-gﬂ—-%‘
T

SETSsEsi=s=ssi=c=

i
'

Moderato

b
:
v
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Allegro
= : - } -
[ g 1 1
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Andante
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CHAPTER FOURTEEN
1. Work out the following figured basses.
Moderato
a T H——EF} TJ_ﬂ:ﬂ 5 L_F:n . ra— !
R L
,_l_lz“ g 3
7P - = '
2 = | = f:_ e
A L R L
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Andante
b, TR o= =l =
| [ N 1
7 TR 8 7 6 E"i. 6 65— § 6
gg t—¢ ¢ 5 54— 5 4 3 %

T
6 7T 6
b b

gL =:=¢
! ]:#I—““‘—‘: IE&
b 4

2. Harmonize the following bass and soprano parts, employing
secondary dominant chords where appropriate.

Andantino

N
iy
il
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CHAPTER FIFTEEN

1. Work out the following figured basses.

Andante
1 i 1 i
a e e e e e e B o e 11e-
4 6 "r T 6 ; 7 78
J g -——
E ! = T - ———
—_— 6 b 6 6 T 6 7 6 6 7
i— G ‘g i 4 4 ‘ 4 B
Moderato \ - A_
—p = --‘H 5' - E i 5 i!l-& 'f
p
5 b 4 7
re T g H 3 (8



SUPPLEMENTARY EXERCISES 325

e X s T A e i
Foreess, he e enini 20
ﬁﬂ * i 6 5 dle 7P 6 o 6 i'{t’ 6
3 3 — 2 ; uE' 3 °
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{ T
b »b b b
gg g EH& EH EH E 6 zﬂr

2. Harmonize the following bass and soprano parts, introducing
irregular resolutions of dominant seventh chords and of secondary

dominants.

Allegro
Lo %"E’_L_& ! i £ =
—
i ,ZL' e F—‘—-S'F-—L
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&
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CHAPTER SIXTEEN

1. Work out the following figured bass.

Andantino  —
- m—

- |
o f =
— T p
7 ’E‘g 2 ﬁﬁq 2:7 gg

l I ]
| | | |
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7 6 A— 7T 6 f 7P 6. 6
2 3 5 — 6P
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2. Harmonize the following bass and soprano parts, introducing
diminished seventh chords at *

Allegro
T ===
“%LP*‘F’J ErESESISISSEET
* * » * *
. ].} - _bF:P H I +‘ 1
= ‘V]{ = - tw - -
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~ Tranquillo _
i
b. ﬁ%m e e B _l_._q_._!_ﬂtq?'
¢ % % » “
5> »
2 v
* ¥ » » » - d

3. Harmonize the following bass and soprano parts, employing
diminished seventh chords where appropnate.

Moderato

a. %_._L—‘j‘ —

i

i
ey

L nia =
| -

Con moto

——

#*p o E=SErEE R 2=
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CHAPTER SEVENTEEN

1. Work out the following figured bass.

Moderato
—*—'Ilj?r: , |
4 — 7 4 b 4l 6 6 6 7
6¢° 3T 3 h 4 5
P f.i’
I ] ] 9—”;9_1::!
b - |
6 6 6 2 6 b 6f 6 6 % 6 6 Y 40 6 6
4 4 5 4 3 b 3y 5P
[ ] g‘"""—
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7 5 48 6 4 6 5 — 7 4 § — b b5 7 S
5P 3 3 g— 4

2. Harmonize the following bass and soprano parts. At * use in-
complete major ninth chords.

Adagio . o
B HN & N '
“ % SPE S -
* ¥ #*
(8} gﬁ,p
it SEE St =
; =S
——%6
* * * ¥
Andante
Fhfa—T"FH SSs=re—=a—
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5 esies =
* e *® ¥
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|
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CHAPTER EIGHTEEN

1. Work out the following figured bass.

Allegro

S e TRErzaa=riias

t '
5

9 29 4 69 5— 7T & 666 666 4
K I ; !
Y 2
_-? ’-I_E'l- T —
S £= e
6 % 6 4 o617 56— 6 5 6 6 6
gll g B

2. Harmonize the following bass and soprano parts. At * use
complete dominant ninth chords.

Allegrctm—.L "‘h’"‘
] 1 ~{—— I
a. ﬂ#j—d_r h‘ﬂt"ﬁ"é& ! o -
¥ B =~ *
g D = == =
. * * B
3 == P‘thf = » N
2% ot ;lj I~ — & “"_F'—j—l =
* N
Andante o =
b. 1 P [ 7, i - 9_!
t b o '
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CHAPTER NINETEEN
. Work out the following figured basses.
Allegro N
a. === 'I ==
5 —— | b — 6— B8— 6 & T 5—
Andante
ﬁ;—?— s b. %ﬁ‘fﬂ;
6 — 66— =N B ~—
T ;
i_
b § s 7T 6 7 oy 17 ob b 6 7
" b 4 §

2. Harmonize the following basses, the first modulating, the

second nﬂnmndulating.

Adagilo
a ﬁ : % #
____i"J'_ - Z
s L — }
. ! * L.,_.__
CES 7 5 =
¥ ]
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Con moto
b. W:’? ESte == == -
- . 5y : =
P e iy
1

3. Harmonize the following soprano melodies containing modu-

lating sequences.

Andantino

[a— l ..._..‘ * .
. 7 D ':[. - "
- &
-I\
e o
F L4 4 ‘;._P—. -
Moderato .
I o ca—
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i
il




332 HARMONY

CHAPTER TWENTY

1. Work out the following figured basses.

Allegretto
: r . K/l h
a. Er‘ - f—_—_ﬁlﬁ - TIF?_ It
7 98 7 76 6 vi $§ 7% T b b6 7T b b
§ —— b 4
- — —
ﬂ'l-ﬂ' | 1 +T‘I:?:'Ei r -
I 1
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) Mﬂdtrﬂtﬂ'
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6 5 7 o T g B 6 7
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L 2 FEE== SS==
5 T 4 6 6 4l 5 4 7 9 7b
3 a 3 3 —

.
i
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2. Harmonize the following bass and soprano parts. At * use
secondary seventh chords.

Andante
a 1-1: ﬁ & '—i-a—'r »
#* » % #* * »
s At e ETETs=i=x D
B % i ¥ P —
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Lento
b w — 2 7 —
9:!1_? rrl - [ ) I
¥ ¥ *
o
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¥
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3. Harmonize the following bass and soprano parts, introducing
secondary seventh chords where appropnate.

Allegro

] ! . ! .
T o——F—— _E__.__
“ -' #. ;o — :: H o
Pt :
: i I F :| V‘f :
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CHAPTER TWENTY-ONE

1. Work out the following figured bass.

Adagi =
aglo o " ‘."F‘a#,‘,_
E= =3 L T e ¥ ]
b _— N
ggg E 9 5 6 § iﬁ'n 2____ iﬁﬁﬂ 2 7
¥ ] — . i
Pl e o
9 78 y 28 9h;r5h—r—/-ﬁ ?#———ﬁh??#f ;?"
gh E S 4 & — 4 -

2. Harmonize the following bass and soprano parts. At * intro-
duce a ninth, eleventh, or thirteenth chord effect.

Andante .
a. > o
| T_':#l“"
- . »* » »
Allegro
—_—
ﬁ—ms e === 3
.ﬂpi
> * *

i [ — —— -
é’.ﬂ_g__._n_ - f“ 2~ =\ -
v/

- » * *

— i p— ,--—*-..'_

| | |
= | ] } =

* L 3 e >

3. Harmonize the following bass and soprano parts, using ninth,
eleventh, and thirteenth chord effects where apprnpriate.
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Andante

.« P £

O

o Tofp o Xy o

Adagio

CHAPTER TWENTY-TWO

1. Work out the following figured basses.

Allegro
a. Pt 7
7 ™ 6 2 6 ¢ 6 2 6 —
i 5 B 4
F Ao 3 )
> oo = E
of 4ab b ol 6 7
g ‘; g gb sb  3b ;ﬂ 4
Moderato
Y, oo T i .:q:. o E
4 v ' -
gﬂ-— T 6 6n4d 7 6b— T 7 T 3
5 5 3 4 5
3 4
gﬂ pup m P —— = 3
T 6 7 4 6 ¢ 60 6 4 = 6 3
g B 5 § 3 t 4 4:2 5”34 4
§— 3 2 2
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2. Harmonize the following bass and soprano parts. At * use
chords of the raised supertonic or submediant.

Aueg,rctm r
- 'I_ T
¥ #* # - #* *
Pieo Pxo fe ,
- T ] i P,r |
;ﬁ_g - '125;‘ Y ]
. __+L ! - .j—'ﬁ
: ] E W 3 ¥
Adagio
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—— ——— —— -
¥ ¥ #

CHAPTER TWENTY-THREE

1. Work out the following figured basses.

Allegretto
i N
. B e
b b b
6 fI:? g Ell 6 6 ¢ # 6 6 E

ﬂ
|
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Moderato
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2. Harmonize the following bass and soprano parts. At * use
Neapolitan sixth chords.

Andantino
@ % s e iTe joigs wpPril Ioa
= 7 * *
: {2 > b o
%ﬂ : T ”
- * - * *
%—f ¥ 4
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Lento e
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CHAPTER TWENTY-FOUR

1. Work out the f{)llnwing figured basses.

Moderato - be

a. Yo TP

I— ¢ ##Ig =3
->' I — ﬂ
- b nl r; e
22!2: g‘ 37 — ¢ 4 68 ‘} 2 37
gh —
Andante
- ] fe——d#te = ====

:
!

2. Harmonize the following bass and soprano parts. At * use
chords of the augmented sixth.

i Mﬂdfmtﬂ h_ — l -":""t . %t:m:.'_ i
- r—— -
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; ! ‘—V——‘
- W e »* W
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=
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T
»* » #* *
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_V_.'i
* » =
CHAPTER TWENTY-FIVE
1. Work out the following figured basses.
Andantinﬂl
a. ﬂ J ri - |£ ﬂ.#—'—"l
' _
s#T—Ei EIT—EH 5 & o {‘ g-———ﬁ Ly
J— § — 3 4 % 5 2 3
Allegro
Yot === | 5. gt
AN BT T o I b
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3 ab 4 3 Y 3 ° b
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o b 2 b = St
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Introduce
: d soprano parts. L ;
: llowing bass an : d possi = S
2. [—]a_rmﬂﬂl_z‘i: th:d fjhmds wherever Pramlc?bfﬂ;nmn}:l practice
chrnmat!calljl; ; z.fferenﬂﬂ to the principles o
explanatmn
harmony.

| o B oo
Lento :

T




INDEX

Accented passing-tone, 103

Accidentals, g9, 150, 255

Accompaniment, 45

Altered chords, 255, 293, 302

Altered fifth, 256, 289, 295

Anacrusis, 42, §3, 60, 135, 214

Annmpatmn, 113, 140, 168, 249

Appoggiatura, 103, 107, 109, 117, 129,
139, 201, 205, 220, 232, 240, 24%,
248, 256, 272, 279, 284, 285, 208

Appoggiatura chord, 109, 126, 129,
132, 170, 183, 256, 298, 300

Appoggiatura six-four chord, 120

Attendant chords, 151

Augmented sixth, 256, 278, 290, 297,
300

Augmented triad, 19

Authentic cadence, 60, 74, 79, 125

Author’s harmony, 68

Auxiliary chord, 106

Auxiliary tone, 105, 111, 112, 258

Bach, 38, 41, 42, 46, 80, 98, 10§, 123,
134, 136, 146, 157, 165, 181, 198, 201,
208, 220, 230, 233, 234, 236, 252, 257,
261, 266

Balance, 15

Bar-line, 41, 48, 61, 70, 118, 302

Basso continuo, 99

Beethoven, 37, 39, 44, 48, 50, 52, 59,
62, 66, 91, g6, 104, 107, 110, 118, 120,
133, 145, 151, 156, 157, 167, 171, 185,
202, 203, 20§, 213, 214, 217, 232, 241,
242, 245, 246, 247, 248, 257, 261, 263,
266, 167, 269, 270, 274, 275, 280, 285,
289, 296, 297

Berlioz, 106, 230

Bizet, 108, 160

Borrowed chords, 151, 255

Brahms, 30, 42, 53, 57, 59, 89, 91, 94,
95, 108, 111, 112, 129, 132, 13§, 166,
169, 172, 180, 181, 193, 19§, 201, 21§,
221, 229, 231, 233, 245, 240, 247, 248,
250, 252, 258, 271, 275, 282, 286, 287,
297, 299, 301, 302

Broderie, 10§

Bruckner, 159

Cadence, 60, 69, 73, 12§

Cadential formula, 136, 269

Cadential six-four chord,
2509, 281

Cambiarta, 112, 129

Cherubini, 170

Chopin, 37, 46, 53, 58, 94, 97, 105, 109,
113, 130, 167, 172, 182, 185, 104, 205,
208, 217, 231, 249, 250, 2§51, 270, 271,
272, 273, 276, 283, 287, 300

Chorale, 56

Chord connection, 20, 21

Chords of the sixth, 87

Chromatic alteration, 77, 152, 171,
255, 282, 293, 204

Chromatic chords, 293

Chromatic mode, 39 »

Chromatic passing-tone, 185, 259, 204

Chromatic scale, 3, 29, 30

Classification, of intervals, 14

Clefs, 196

Close position, 14, 212

Compound intervals, 6

Conjunct motion, 23

Consonant intervals, 6

Contrapuntal inversion, 7

Contrapuntal material, 102

Conrtrary motion, 24, 25

1y, 115,
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Counterpoint, 25, 44, 103
Cross relation, 26, 9§, 153, 158, 163,
259, 266

Debussy, 225

Deceptive cadence, 132, 134, 135, 194

Delayed resolution, 242

Diabolus in musica, 2§

Diminished fifth, 299

Diminished seventh chord, 176, 189,
194, 20§, 256, 261, 207

Diminished triad, 19

Direct fifth, 25, 142, 287

Direct octave, 15, 9o, 142

Disjunct motion, 24

Dissonance, 7, 11, 50, 217

Dissonant chords, 5o, 165, 201, 225,
287

Dissonant intervals, 6, 7, 117, 165

Dissonant triads, 18, 19, 139

Dominant eleventh, 246

Dominant harmony, 33, 69, 74, 150,
166, 176, 225, 288

Domunant ninch, 196, 189, 200, 251,
267

Dominant principle, 39

Dominant seventh, 50, 138, 226

Dominant thirteenth, 248, 250, 288

Double appoggiatura, 125, 241, 244,
247, 267, 2068 |

Double auxiliary, 106, 286

Doubling, 13, 23, 87, 107, 117, 141

Doubly augmented fourth, 279, 283,
288

Down-beat, 53

Dvorak, 191, 251

Dynamic indicarions, 50, 104

Echappee, 112, 249

Eleventh chords, 239, 245

Embellishment, 105

Enharmonic change, 184, 186, 196,
209, 258

Enharmonic equivalents, 177

Enharmonic intervals, 8

Enharmonic notation, 169, 276

False modulation, 273, 276
False relation, 26, 153

INDEX

Family of keys, 83

Faure, 225

Feminine ending, 61, 127

Figured bass, 99

Formulae, 35, 39, 60, 74, 221

Four-part writing, 12, 26, 8y, 180,
200, 239

Franck, 34, 41, 97, 113, 126, 134, 171,
173, 195, 202, 207, 209, 243, 263,
281, 288, 300, 301, 302

French sixth, 279

German sixth, 279
Grieg, 192, 229, 242, 290, 291

Half-cadence, 60, 73, 79, 128, 137,
218, 250

Handel, 65, 99, 113, 126, 234, 270

Harmonic analysis, 36, 68, 75, 114

Harmonic dissonance, 138, 146

Harmonic inversion, 8

Harmonic minor scale, 3, 153

Harmonic progression, 17, 21, 35

Harmonic rhythm, 41, §8, 70, 73, 109,
214, 217, 234, 244, 256

Harmonic series, 14

Harmonic structure of the phrase, 56

Harmonization, 67, 223

Haydn, 34, 51, 93, 108, 112, 143, 182,
192, 2006, 207, 218, 233, 235, 200,
284, 290

Hidden fifths, 25

Hidden octaves, 25

Homophonic music, 45

Hymn tunes, 56

Imperfect cadence, 127

Imperfect consonances, 7, 117

Incomplete dominant seventh, 139

Incomplete major ninth, 189

Interchange, of modes, 37, 160

Intervals, 3

Inversion, of intervals, 7

Inversion, of triads, 10

Irregular phrase, 56

Irregular resolutions, 163, 169, 182,
261, 287

Itahian sixth, 279



INDEX

Key, 29
Key-relationship, 82
Key-scheme, 84
Keyboard harmony, 221
Krebs, 236, 275

Lalo, 206, 207

Leading-tone, 18, 32, 108, 177, 213,
256, 284, 302

Leading-tone seventh, 235

Leading-tone triad, 18, 83

Liszt, 107, 155, 203, 262, 298, 299

Major-minor system, 30

Major scale, 3, 30

Masculine ending, 61, 127

Mattheson, 232

Mediant seventh, 231

Melodic analysis, 68, 103, 114

Melodic line, 23, 103

Melodic minor scale, 38, 85, 96, 153,
192, 235

Melodic progression, 23

Melodic rhythm, 43, 44, 52, 109, 214

Melodic skips, 69, 91, 103, 280

Melodic tritone, 147

Melody, 45, 68, 73

Mendelssohn, 38, 57, 127, 131, 145,
156, 164, 183, 191, 235

Meter, 41, 44, 51, 118, 214

Minor scale, 3, 30

Mirror-writing, 7

Modal degrees, 3z, 33, 78, 88, 291

Modality, 29

Modes, 29, 30, 36

Modulating phrase, 79

Modulating sequence, 220

Modulation, 77, 81, 84, 134, 150, 185,
196, 209, 219, 236, 262, 288, 302

Moussorgsky, 209

Mozart, 36, 42, 47, 60, 64, 68, 79, 92,
97, 99, 104, 106, 113, 119, 121, 122,
135, 150, 157, 166, 168, 169, 181,
19§, 202, 213, 21§, 219, 244, 259, 267,
268, 269, 272, 281, 285

Neapolitan sixth, 27, 132, 256, 265,
278
Neighboring note, 105

343

Ninth chords, 239
Nondominant harmony, 225, 256, 278
Nondominant ninth chords, 240
Nondominant seventh chords, 225
Nonharmonic dissonance, 146
Nonharmonic tones, 67, 102, 104, 114,
117, 168, 201, 227, 285, 288
Nonmodulating sequence, 216, 236

Oblique motion, 24

Octave doublings, 191

Open position, 14, 22

Open score, 196

Organ point, 244

Ornamental resolution, 111, 236
Overlapping phrases, 135
Overlapping voices, 26
Overtones, 14, 201

Paradisi, 217
Parallel intervals, 24, 191, 233, 280
Parallel motion, 24, 168, 284
Parenthesis chords, 151
Passing chords, 51, 98, 133, 259
Passing modulation, 220, 273
Passing six-four chord, 121
Passing-tone, 103, 269
Pedal, 51, 244, 245, 250, 287, 300
Perfect cadence, 127
Perfect consonance, 7
Phrase, 56, 57, 58, 73, 79
Picardy third, 38
Pivor chord, 78, 84, 134, 186, 196, 209,

220, 262, 274, 288, 302
Plagal cadence, 130, 270
Preparation, of dissonances, 145, 204,

227

-

Raised submediant, 255, 301
Raised supertonic, 255, 273, 284, 297
Rameau, 168, 184
Range, of voices, 13
Ravel, 225, 235
Regular resolution, 141, 163, 228, 279
Related keys, 82
Relative major, 81, 83
Relative minor, 82
Relative motion, 24, 25
Repeated tones, 20, 22
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Resolution, of dissonance, 139
Rhythm, 41, 56, 118, 119, 158
Rhythmic division, 23
Rhythmic texture, 43

Roor progression, 17, 5o
Rossini, 258

Rust, 247

Scales, 29

Scarlatti, A., 218

Scarlatt, D, 51, 110

Schoenberg, 29

Schubert, 52, 63, 65, 130, 133, 1§58,
159, 163, 172, 184, 190, 196, 207,
257, 272, 282, 289, 290, 301

Schumann, 45, 54, 58, 61, 66, 86, 95,
106, 110, 123, 131, 154, 158, 131,
230, 242, 243, 250, 268, 288

Secondary dominants, 150, 180, 186,
104, 208, 209, 217, 255, 262, 272

Secondary seventh chords, 226

Sequence, 184, 212

Similar motion, 24, 23, 26

Six-four chord, 117

Spacing, 13, 15, 204

Static harmony, 57, 62

Strong progressions, 48, 50

Subdominant seventh, 232

Submediant seventh, 234, 290

Supertonic ninth, 242

Supertonic seventh, 229

Suspended chord, 110

Suspension, 109, 119, 126, 220, 227,
236, 245, 279

Symmetry, 56, 115

Syncopation, 52, 114

INDEX

Tchaikowsky, 120, 248

Tempered scale, 177

Tendency tones, 33, 139, 152, 177,
256, 206, 207

Texture, 15, 43, 44, 68, 102, 268

Thesis, §3, 60

Thirteenth chords, 239, 248

Time values, 44, 47

Tonal center, 77, 78

Tonal degrees, 31, 33, 83, 88, 151

Tonal functions, 31, 84, 282

Tonal sequence, 216

Tonal strength of chords, 34

Tonality, 29, 30, 31, 34, 68, 77, 78, 83,
84, 132, 151, 172, 184, 218, 123, 172,
278, 290, 295

Tonic eleventh, 245

Tonic seventh, 228

Tontc six-four chord, 117

Tonic thirteenth, 252

Transposition, 216, 220

Triads, 10, 12, 20

Tritone, 25, 95, 147, 167, 192

Unresolved appoggiatura, 243, 250,
Up-beat, 42, §3, 113

Voice-leading, 13, 20, 21, 90, 152, 184,
191, 268, 288
Voices, 13

Wagner, 47, 94, 158, 159, 208, 221,
249, 260, 285, 297

Weak progressions, 48, 5o

Weber, 120, 219, 249

Whole-tone scale, 208
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