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§9. DOUBLE MEASUREMENT. 9

CHAPTER IL
Double Measurement of the Intervals.

§ 9. In the treatment of chords, as well as in the study of Counter-
point, we are obliged to consider the relation of two tones to each

other, within the compass of an octave, both upward and downward.

Thus the distance from A to the E above is a fifth

0O
EE; to the £ below, a fourth, &:—:.

Cy
If we transpose the intervals of the C' major seale an ootave, meas-

uring from the two-lined € (¢), they appear as follows.

ll
|
nll.J!‘-O-"!

When transposed into the lower octave, the perfect prime becomes
a perfect octave, the major second hecomes a minor sevents, the major
third a minor sizth, the perfeet fourth a perfect fifth, the perfect fifth
a perfect fourth, the major sizth a minor third, the major seventh as
minor second, and the perfeet octave a perfect prime. Thus in the
transposition into the lower octave all perfeet intervals (perfect con-
sonances; remain perfect, all mojor intervals hecome minor.

All minor intervals become major:

|

be  be
26. i_ b
S

All augmented intervals become diminished : |

%%%%%

All diminished intervals become augmented :

» gtbpbrba ot
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10 CHAPTER 1I.

The following table presents a view of all the intervals and their
inversion into the lower octave. After this plan let the pupil write
all the intervals, measuring from all the other tones, and taking the
eleven remaining scales as basis.

- el

Primes | Seconds l |
J\l perfect, augm. major, minor, augm, :
U, 'E:F% #—#%
Iﬂm". L | - -
29. ! Octaves Sevenths
A berfect, dimin,, y minor, major dimin.,
Intervals. | — v ——
Thirds | Fourths
major, minor  dimin, ‘ perfect, augm., dimin.
I
4
. Sixths Fifths
minor, major, augm. perfect, dimin., augm,
' " N "i L :
I Fifths I Sixths
perfect, augm,, dimin. major, minor, angm.
| | ! | i fmey el QJ
v
s Fourths Thirds
perfect, dimin, augm, minor, major, dimin.
E:F:g—'ﬁz S==ac =
i I I T I3 T
Sevenths Octaves
major, mln?r, dimin, perf?ct, dimin,
' 4
=T be e p2 -
VV, :
. Seconds Primes
& minor, major, augm, perfect, angm,
_:L_' _J:- e = . T
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§ 10. THE TREATMENT OF CHORDS. 11

We will, for the present, pass by other transpositions of the inter-
vals (into the tenth and twelfth). We shall, however, have to consider
them carefully in the exercises in Double Counterpoint.

—————

CHAPTER I11.
The Treatment of Chords.

The fundamental chords and their inversions, also altered chords
derived from the fandamental chords.

§ 10. Chords are divided into Triads, which are composed of three
tones; and chords of the Seventh, which have four different tones.*)

Among Triads we recognize sndependent and dependent chords.

Those triads are called independent which are composed of conso-
nant intervals (major or minor #iird and perfect fifth). Those triads
are dependent which have a dissonant interval (a diminished or
augmented f£ifth.

‘All chords of the Beventh are dependent.

Every dependent chord must progress to an independent chord.

Nore. Two or more dependent chords msy however occur in succession, but the
last one must resolve into an independent chord.

As we are for the present restricted to Triads, we here give
examples of the independent and dependent triads only.

G, b. c. d.

30.
i

a, has, from the fundamental, the major third E and the perfect
Sifth G, and i8 an mdependent Triad.

b, on the contrary, has the dissonant augmented fifth G2 (measuring
from the fundamental C) and is therefore a dependent Triad.

¢, has the minor third and perfect fif?h of the fundamental and is an
independent Triad.

d, on the contrary, adds to the minor #Aird F the dissonant dimin-
ished fifth 4b and therefore is & dependent Triad.

*) We shall explain at length at the end of the chapter on “Suspensions” the
reason why we cannot regard aceidental chord-formations — which in older text-
books are treated as the chord of the Ninth, even as chords of the Eleventh and
Thirteenth — as independent chords. The pupil will then have acquired sufficient
knowledge to understand our demonstration,

W



12 CHAPTER 111, § 11,

§ 11. Each Triad is formed by adding the third and jfifth above

to the given fundamental.
According to the relation in which the third stands to the funda-

mental as major or minor third, we obtain, in case the fifth of the
fundamental is perfect, the hard or

Major Triad

formed with the major third and perfeet fifth of the fundamental (up-
ward), and the soft, or
Minor Triad

with minor third and perfect fifth.
Major triads.
31. =

Minor triads,
0N

32. kﬁg

If the relation of the fifth to the fundamental he changed, still other
kinds of triads can be obtained, which will be explained later.

A Triad may be formed on each degree of the scale. On the first,
fourth and fifth degrees we find the most important Triads called
Primary Triads. To the three just mentioned degrees of the scale —
the prime, fifth, and fourth — the special names of Zonic, Dominant,
and Sub-dominant are given.

Tonie, Dominant,

2 Sub-dominant.

The Triad of the first degree is accordingly called the
Tonic Triad,
that of the fifth degree, the
Dominant Triad,
and that of the fourth degree, the
Sub-dominant Triad.

The closeness of their relation is shown in the following repmoht«-
ation.

Sub-dominant Tonic Dominant
triad, triad. triad,

pb e at



§12. THE TREATEMENT OF CHORDS. 13

The Dominant Triad is developed upward from the upper note (the
fifth, G) of the Tonic Triad, while the fundamental of the Tonic Triad
forms the upper note of the Sub-dominant Triad. These three triads
contain all the tones of the C major scale, and, in their proper ar-
rangement, determine the key.

All three Primary Triads are major.

§ 12. If we wish to connect these triads artistically with one
another, we make use of the four-voiced mixed chorus composed of
Soprano, Alto, Tenor and Bass, as a means of representation.*)

In writing for chorus the compass of the high female voice (called
Soprano) may, in general, be regarded as ranging from %, to g —
possibly @.

The lower female voice (Alto) ranges from a (possibly g) of the
small octave up to © or @. The higher male voice (Tenor) corresponds,
in the lower octave, to the Soprano, and ranges from the small ¢ to g ora.

The lower male voice (Bass| ranges from & (possible F) of the
great octave up to ¢, occasionally d» and even d of the one-lined octave.

The Soprano and Bass are called outer voices, and the Alto and
Tenor, middle voices.

The compass of voices in chorus may be represented as follows:

35- .

.
Soprao. W
-

Alto. g_- — Im

-
T, Py O £ ’g $
s =
TQ—QL-—"—
Base, 9i Q_E’I’—IO =
— 11 0

*) The reason why we imagine a mixed chorus of four voices as a means of re-
presenting these, and all other exercises, is easily explained. All our exercises are
preparstory studies to Counterpoint, and Counterpoint requires the independent
leading of each voice, and accordingly is in its innermost nature vocal in character.
There we have nothing to do with harmonic masses, chords, or s predominating
melody to which all other voices, as chord sccompaniment, are subordinated, as is
often the case in modern compositions for pianoforte, harp, organ, or, orchestra.
In all contrapuntsl work, on the contrary, even when not intended for singing,
each voice must be melodie, and progress accordingly. Our preparatory work in the
connection of chords is, however, so closely related to the later studies in Counter-
point, and s so contrapuntal in character (which at present cannot be comprehended
by the pupil) that we must, from the beginning write our exercises as though
with the intention of their being executed by four volces.



14 CHAPTER I11. §13.

§ 13. If sung by a four-voiced chorus one tone of the triad must be
doubled and sung by two different voices in unison or in the octave
{or double octave). For this the following principles may be applied.

Any tone of the Triad may be doubled. The fundamental is best
suited to doubling, the f£ifth less so, and the #hird still less, because,
whether major or minor, it is most prominent in determining the cha-
racter of the triad.

The Tonic Triad of €' major may be written for chorus in several
ways. For instance:

86 " G. b- c‘ d' .o ro yo h- ‘- . ko ,u ﬂ.
So n.no { = H
e o = He
e
&
Alto. it
D
e o v o L
X - % - o ote,
- 27 Wi =
enor,
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An arrangement of this kind where each voice has its own system
(staff) is called a Score. We, however, do not need to use this in our
first very simple exereises, but chose (for the sake of simplicity in
reading) the representation on two systems, in the treble and bass

clefs. 8o written No. 36 appears thus:
o @ b e A s . Tg. TR, R W
2

o o Dt s ey
37.
A
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The fundamental is doubled at a, in the Soprano; at b, and ¢, in the

Alto; at e, in the Soprano; at g in the Tenor; at &, and m, in the Alto.

The fifthis doubled atd, and 7; the third at £, and i. The Dominant
and Sub-dominant Triads can be represented in the same manner.

5 &
| - —&- e
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§§ 14, 15. THE TREATMENT OF CHORDS. 15

§ 14. In connecting the three triads so far known to us according
to the rules of pure writing (reiner Satz), the first and most important
principle to be observed is to lead the voices in such a way that the
execntion will be as easy and natural as possible to the singer. There-
fore a tone common to two chords that are to be connected, should
be retained in the same voice, and the other voices should be led to
the nearest lying tones of the new chord.

Thus Ex. 39 shows the conneection of the Tonic and Dominant
Triads in their fundamental position, that is, in that position in which
the fundamental of each chord is in the Bass.

a. b. c. d, "
— T e A~ —
|~
v
39, =F ete
C— '
- 3 %
>
—-—
C: 1 v

In Ex. 39 a, the Alto holds the &, which is the fifth of the Tonie
Triad, and the fundamental of the Dominant Triad. At 5, the Tenor
holds the @, at ¢, the Soprano, ete.

Ex. 40 shows the connection of the Tonic and Sub-dominant Triads.

0

= 0 | S . | .

== === =8
40. < = ete,
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A e 7 =
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C: 1 v

§ 15. When the Sub-dominant precedes or follows the Dominant
Triad there is no tone common to both chords, and therefore no
connecting tone. In this case we must lead the tones of the one chord
to those of the other in such a manner that no voice progresses in
unison, in parallel octaves or parallel fifths with another,

The following progressions are under all circumstances faulty.

S

Z

41.
< = ,ﬂ

o
)

In Ex. 41 @, the Tenor and Bass move in unison from F to ¢ and
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at the same time form parallel fifths and octaves to the Alto which
progresses from € to D.

At b, we find parallel octaves between the Tenor and Bass, and
both voices at the same time move in parallel fifths to the Soprano.

At d, there are parallel octaves between the Soprano and Bass, and
parallel fifths between the Tenor and Bass.

These serious faults can only be avoided by leading the veices in
contrary motion (to the Bass) to the nearest lying tones of the second
chord.

a. b,

- e

(G=72E 8= =r= S8
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Ex. 42 a, shows the correct connection of the Sub-dominant and
Dominant Triads; &, shows the same between the Dominant and Sub-
dominant Triads.

§ 16. The pupil must, therefore, clearly distinguish three motions:

a. Parallel motion.
b. Oblique motion.
¢. Contrary motion.

The progression of two veoices in the same direction is called
parallel motion. Under certain conditions ¢hree voices may move by
steps in the same direction.

Parallel motion of four voices in the connection of Triads always
results in faulty progressions and must {also in the future) be care-
fully avoided. It will be allowed only in rare and exceptional cases.
Ex. 43 shows parallel motion of two voices.

| b1 S e ot .
43. ﬁfﬁ“%dl— & e

Ex. 44 shows parallel motion of three voices.

fal A | |
o % = = = ==
]7' — === ===

Obligue motion results when one voice moves upward or downward

car AN



§§ 16, 17. THE TREATMENT OF CHORDS. 17

while the other remains stationary. So in Ex. 45 both the upper and
lower voice move obliquely to the middle voice.

Contrary motion has already been shown in Ex. 42¢ and d. Oblique
and contrary motion are best suited to avoid faulty progressions in uni-
sons, parallel octaves or fifths. The leading of three, or what is worse,
of four voices from one chord to another by skips, must be avoided.

It is permitted only when progressing into the inversions of the same
chord,

good. good. bad. bad.
u 7 - -
{F% S
46.
- - L 'ﬂ‘ = :
= = i =
C: 1 1 ¢ Y ¥ C: 1 1w e:Vv I

Consecutive unisons, fifths and octaves are possible only in parallel
motion.
The three kinds of motion are combined in the following example.

& 190

47,

cr v

Here the Soprano ¢ and the Tenor ¢ move in paraliel motion to each
other, in obligue motion to the Alto, and in condrary motion to the Bass,
which (the Bass) at the same time moves obliquely to the Alto.

Nors. The explanation of the reasons why, in pure writing, consecutive uni-
sons, octaves and fifths are prohibited, would now be incomprehensible to the pupil.

§ 17. Exercises for the conneetion of the Primary — the Tonie,
Dominant and S8ub-dominant triads.

We mark the Bass with the Roman numerals I, V and IV, because
the triads under discussion are based upon the first, fifth, and fourth
degrees, of the scale (see Ex. 48). The Arabic numeral 3 or 5 over the
first bass-note determines the Soprano as third or fifth of the chord. If
the Boprano is to take the oclave (or double octave) of the Bass, no
designation is used. In some cases however where it seems necessary,
or desirable the figure 8 is also used.

Jadassohn, Harmony. 2
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All these exercises are so written that the three upper voices —
Soprano, Alto and Tenor — lie near to each other, and do not overstep
the compass of an octave. This position of the voices is called Close
Position. In our first exercises we shall use only the close position.

In contradistinetion to it, we call that position of the voices in which
the Soprano, Alto and Tenor overstep the bounds of an octave, Open
Position. The following chords are written in the open position.

n

- a
- ‘
P o=
-~
ete.
49, S = a
Leme 2T o - =
e et

The close position can be formed from the open position if one voice
is transposed an octave so that the three upper voices remain within
the compass of an octave. Thus we change the chords in Ex. 49, into

the close position by transposing the Soprano into the lower octave, be-
tween the Alto and Tenor.

i)
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§17. THE TREATMENT OF CHORDS. 19
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The elose position is also formed by transposing the Tenor into the
higher octave. between the Soprano and Alto.

s = o DET S =
-
51,
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By transposing the Alto into the lower octave Ex. 48 would appear
in the open position as follows:
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As an exercise in connecting the Tonic, Dominant and Sub-domi-
nant triads, the pupil may work the basses of the following exereises
— which represent the fundamental tones of the primary triads in dif-
ferent keys — in the close position, as shown in Ex. 45. He must wrife
the numerals I, IV, V, under the different bass-notes in order to be
continually reminded that they represent the triads of the first, fourth

2.



20 CHAPTER 111, § 18,

and fifth degrees in the different keys. He must get aceustomed to
regard the triad F A C as the triad of the fourth degree in € major,
and not as the triad of the first degree in F major. In F major the
triad # 4 C is Tonic Triad; in Bp major, Dominant Triad, and in
C major, Sub-dominant Triad. In Fmajor it is on the first, in B)
major on the fif¢h, and in C major on the fourth degree of the scale.

§ 18. It still remains for us to eall attention to the closing formation
of these and all other exercises,

The closing chord of a piece must always fall upon the accented
part of the measure at the conclusion of a musical phrase, and must
therefore be both rAythmically and metrically first, if a full close, and
not a half close is to be obtained. Under such conditions only will the
hearer have the feeling of a perfect close.

o ! |

53.

;_—_g__:ti —P

Ex. 53 satisfies us because, after a phrase of two bars, the C'major
chord falls upon the accented (first) part of the measure of a new phrase.

g |

1 -
— a ]td
v:gfj

54.

SE=m===x

In Ex. 54, on the contrary, the feeling of a perfect closeis wanting,
because the last chord falls upon the unaccented (second) part of the
measure , at the close of a phrase of two bars. It is self-evident that
the closing chord must always be a Tonic Triad. It may be prepared

by the chord of the Dominant ‘or S8ub-dominant. In the former case we
obtain the Authentic, and in the latter the Plagal close.

Authentic close. Plagal close.

4-.1 .:3-—-4—-
EEESESE
55,
Se==
I IV 1

Later on we will more fully treat of the Perfect Cadence.
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Exercises.
a. b.
- A 3
b= >4 Yo b
6. %Lﬂ:t&:éq: 2= ==
I PEAZ NN I
C. b : ’
W : = ;t-——- To be transposed into @ and Fﬂ.
e — i
d e >
= t +—=—{} To be transposed
%&T = E 22— into A and €.
S8

e 2 ! To be transposed into
% e = = D, E? and E.
= —
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All these exercises must be worked in the close position only. Later
on, when the pupil has attained some surety in writing and has learned
the use of the old clefs, we shall give exercises to be worked in the
open position. The pupil must write Roman numerals under the Bass
of these and all exercises in this book, for the indication of the de-
grees.

%

CHAPTER 1V.

Secondary Triads in Major.

§ 19. Triads on the second, third, sixth and seventh degrees of the
major scale are called Secondary Triads. The three first-named are
minor triads ; they contain (counting from the fandamental) a ménor third
and perfect fifth. The fourth, the triad of the seventh degree, presents
(counting from the fundamental) a minor third and diminished fifth. It
is called the Deominished Triad. Since it contains a dissonant interval
(the diminished fifth) it is a dissonant, dependent chord. In order to de-
signate more particularly the three minor triads, we make use of
smaller Roman numerals, and — as it is in common use — for the
Diminished Triad, the small Roman numeral with acipheradded (VIIY).
In the following illustration we present the triads of the major scale
in regular succession.
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Primary triads
of the Sub-dominant
Primary triad. Secondary triads, and Dominant.
Tonie (major) triad, Minor triads. Major triads.
o
.57' . s~ “—
== =
1 n m VAW
Secondary triads.
Minor triad. o Dimin. triad,
é vi vi¢

These are the triads of the Cinajor scale. Each of these chords belongs
also to other keys. Each ofthem, with the exception of the Diminished
Triad, may be Tonie Triad of another key. The major triads in C ma-
jor may appear as Dominant or Sub-dominant Triad of other keys,
and may also appear on the sixth degree (in minor keys). The Diminished
Triad also, which, as we have already seen, is on the seventh
degree, may oceur in other keys (¢ minor and @ minor). So all chords
belong to different tone families (as they might be called) and take dif-
Jerent significations according to their position in the different keys.

The pupil must not forget that the triad — is mot here the Tonie

Triad of e minor, but the triad of the third degree in C major; it may
also serve as the chord of the sixth degree in major. It takes in no
other key the importance it has in ¢ minor; for here it isthe Aead, but
in other keys it is a less important member of the tone family.

§ 20. If we wish to connect artistically the seven friads as they are
now known to us, we must nearly always keep in the same voices those |
tones which are common to the chords to be connected.

Those triads which are a third or a sixth distant from each other
have fwo tones in common; e. g.

& I Im ) S 3. IV o vir?

All those triads which are a fourth or a fifth distant from each other
have one tone in common. There is, however, one exception to the re-
taining of this tone, which is shown in the following example.

el i e
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a. b.

89. o

= e
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The leading of the outer voices, the Soprano and Bass in Ex. 59 a,
is bad. Those two voices move in relation to each other in so-called

Concealed Octaves,

§ 21. Coneealed octaves occur when two voices progress in parallel
motion from different intervals to an ocfave (or double octave). For the
next exercises we warn the pupil against those concealed octaves only in
which, between the oufer voices, ome of the two voices progresses a
whole-step upward as shown in Ex. 59.

Downwards, on the contrary, the disagreeableness of such con-
cealed octaves is much less felt even when in the outer voices; so the
succession of chords given in Ex. 60,

60.

is ot at all tobe censured ; the upward progression as given in Ex. 594,
might also be allowed because the close relation of the two chords (the
triad A4 ¢ E is the Sab-dominant Triad of ¢ minor) considerably softens
the concealed octaves. But the triads D F 4 and G B D lack a direct
relationship, as the triad G B D does not occur in the key of dminor,
where D f A is the Tonie Triad; and vice versa, the triad D f 4 is
not contained in G major. In Part Second of this book will be found
a more detailed treatise of concealed fifths and octaves.

The concealed octaves mentioned are allowed between the Bass and a
middle voice if the middle voice progresses diatonically into the octave
of the Bass; e. g.
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Concealed octaves can therefore only arise either when both voices
skip from intervals other than an octave into an octave, viz.

el

which is positively unallowable, or when they progress, one by a skip
and the other by a whole-step into the octave, as Ex. 63 shows.

L

63. ;o

1

On the contrary all concealed octaves are good between all, even the
outer voices, in which one voice progresses into the octave by a skip
and the other by a Aalf-step. This connection of chords has not only
nothing hard or unnatural about it, but, especially in the upward pro-
gression, something very natural and pleasing.

e i o
4

o
. = A wrz
§ 22. Two triads lying next to each other can have no tones in
common, as we have already seen in the connection of the triads of
the fourth and fifth degrees. In this case, in order to avoid parallel

octaves and fifths, we must always make use of contrary motion. Some
chord-connections of this kind here follow.
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§ 23. In the connection of the triads of the sixth and seventh, and
also of the seventh and eighth degrees, (see a, b, ¢, d and &), we see
that the doubling of the fundamental ofthe triad on theseventh degree
(the tone B, in C'major) is purposely avoided. The seventh degree of
every scale is called the Leading Tone. It is especially prominent when it
appears as third of the Dominant Triad or as fundamental of the triad of
the seventh degree. Since its natural progression, especially in the outer
voces, i8 & small half-step upward into the octave of the fundamental
(in case the next chord contains that tone), the leading tone, in pure
four-voiced writing, is doubled only in such cases where the progression
of the two voices to the tones of the following chord can be effected in
an unforced way and without a faulty leading of the voices (parallel
octaves).

The leading tonein the sixth bar of the following example is doubled,
which at this place not only iz not faulty, but rather offers the best
leading of the voices required by the progression of the Bass in the
connection of the triads of the second, seventh and sixth degrees. The
pupil must regard the examples 66, 67 and 68 as models for the working of
the exercises given in No. 69. The following will elucidate the man~
ner of working the examples.

66. c D. E
Soprano. 4meme e
Beans =7
it
Bass. sz SeemEe= =
V m v V I w IV
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Bar 4, shows us the connection of the triads of the first and sixth
degrees. The figure 8 signifies that the Soprano is to take the octave
of the fundamental. This tone, as well as the £ in the Tenor, is com-
mon to both chords. We therefore retain them in both voices and
write them in whole notes, because they are to be sustained while we
lead the Alto from G to 4, which is the nearest tone in the triad of
the sixth degree. The connection of this chord with the triad of the
fourth degree (bar B) is accomplished in the same manner. The Bo-
prano and Alto retain € and A, the Tenor moves to . The connee-
tion of the triads of the fourth and fifth degrees (bar B} can only be
accomplished by leading the three upper voices in contrary motion to
the Bass. In the same manner the connection of the triads of the
third, fourth and fifth degrees (bars C and D) is formed by leading the
three upper voices in contrary motion to the Bass, which progresses
upward diatonically.

Bar £ shows the chord-connection already seen between bars 4 and
B, the upper voices being in another position. Bar F shows us the
doubling of the before-mentioned leading tone, which in this case is
good. From bar F to bar G the upper voices progress in contrary
motion to the Bass which moves a step downward, while at the same
time the leading tone, in the Soprano, natorally moves upward. Bar
H contains the same chord-connection as bar B.
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This example shows us a concealed octave between the Alto and Bass

in bars 2 and 3, l’l which, since it is between an outer

and a middle voice, the pupil need not hesitate to write. Bar 5 shows
us a downward progression from a perfect to a diminished fifth,

which in most cases is good, and in this case is much

preferable to the doubling of the leading tone,

3 .
. 3 =2

which would result in the upward progression of the Alto from G to
B. The upward progression of a diminished fifthinto a perfect fifth, on
the contrary, is to be avoided. For this reason the Alto must be led
downward, and the third (E) of the triad of the first degree must be

doubled by the Alto and Tenor.
B e S | LA

In the last bar but one in Ex. 67 the three upper voices skip into
another position of the Dominant Triad. This is not absolutely neces-
sary, as the close of the example, instead of being:

)
might have been:

Cc:V — 1

in which the Soprano ends on the fiftk of the Tonic Triad.

*) The progression of the voices in skips is here correct because it is merely an
inversion of the same chord.
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§. 24. Ex. 65 bar 2, shows contrary motion in the connection of the
triads of the second and fifth degrees, in order to avoid concealed oc-
taves over a whole-step between the outer voices (SBoprano and Bass),
which would have resulted if, instead of in contrary motion,

!

@ the triads had been

% connected :
Here the Soprano atd, progresses upward a whole-step. For this reason

the concealed octave hetween the Bass and Soprano is bad. In the last
bar but one the three upper voices are sustained while the Bass skips

8.0
114
an octave: ' A movement of the upper voices is
&? = =
a :
v v

altogether unnecessary in this case, because the Bass is merely trans-
posed into the lower octave, and the chord remains the same [that of
the fifth degree). In this example the Soprano takes the third of the
closing chord. The pupil will see from this that the Soprano does not
always need to take the octave of the fundamental of the closing chord
— which beginners are apt to think necessary. The Soprano can there-
fore take the third or the fifth of the closing chord.
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Before the pupil begins to work the exercises of No. 69, he may
transpose Ex. 66 into Bp, 4, and Abmajor; Ex. 67 into D, Dp, Eb
and Bmajor. He will thus become better acquainted with the triads
of the major secale in other keys, than by merely transposing the table
of chords in No. 57, written in C'major, into other keys.

In No. 57 the triads are put side by side without any connection; in
Ex. 66 and 67 the chords are presented in natural connection with
each other. The exercises of No. 69 also, are to be transposed into
the keys there mentioned.
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Exercises. ‘
8
o ’\
69. —F L .
To be transposed into D 7.
§oi======= e |
To be transposed into F, F§ and 6.
2 e ‘
e
To be transposed into 4, BY and B.
: , BB .. RN
d- T‘-L Z 1
To be transposed into D.

§ 25. The last exercise (d) of No. 69 gives occasion for some re-
marks. At NB. the leading tone must be doubled, becanse it is the best
leading of the voices, corresponding to the Bass, which progresses in
stmilar repetitions of the sameo interval. Such a consequent order of
progression of the Bass, to which the leading of the upper voices cor-
responds, is called a Sequence. Exercise d, therefore appears as follows:

Bequence - - - - - - - -

69‘. L =
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This example may also be worked beginning with the fif¢h of the
Tonie Triad in the Boprano.
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It may be finished by the pupil. The working out of this example
as a sequence corresponding to the strictly sequent progression of the
Bass by beginning with the octave of the fundamental in the Soprano,
would not be goed on account of the prominent concealed octaves be-
tween the outer voices that would then occur; besides, the upper voi-
ces would have to go beyond their compass.
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Nors. In certain sequences the principle of retaining in the same voice the
fones eommon to two chords can be deviated from for the sake of the sequence.
For Instance, the following Bass:

70.

Sequence,
: 4 = -
=g E==t=—cc-=—x
can just as well be worked ;
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as in this manner:
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In G major it can be worked out:
\

& " 5
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CHAPTER V.

The Minor Scale and its Triads.

§ 26. The minor scale nearest related to a major scale has the same
signature as that major scale. It begins with the sixth tone of the ma-
jor scale or, which is the same thing, its fundamental is a minor third
below the fundamental of its relative major scale. So, @ minor is re-
lated to C'major; & minor to Fmajor; e minor to G major; g minor to
Bymajor, ete. According to the signature the tones of both keys would
be the same, but the minor scale assumes a different character by be-
ginning with the siztA of the major scale, and progressing in its tones.

. E_@__a iR -
o/

The relation of the tones of the C' major scale thus changed as to
the order of their succession in the & minor scale, gives a totally dif-
ferent character to that scale. The relation of the several tones in this
order shows a whole-step from the first to the second tone ; a half-step
from the second to the third; from the third to the fourth, and the
fourth to the fifth, whole-steps; from the fifth to the sixth a half-step:
from the sixth to the seventh, and from the seventh to the eighth,
whole-steps.

72,

—
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We have shown in Ex. 55, that the authentic close can only be
formed by a major Dominant Triad before the closing chord ; but, ac-

cording to the minor scale represented in examples 71—72, we could
0L

Ponly make use of the lagal close in pieces
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99 CHAPTER V. §§ 26, 27.
written in the minor key. In order to make the Dominant Triad major,
s0 as to form the authentic close in the minor key by means of the
major triad, the sevents tone is raised a large half-step. This tone
thereby receives, through its relation of small half-step to the octave
of the fundamental, the character of leading fone, and is very promi-
nent as such in the three triads of the minor scale in which it is con-
tained. *)

The minor scale necessary to the formation of chords has therefore
the following succession of fones (indicated by the figures) in their na-
tural relation to each other as to distance:

D

P -
— e

73- e

O R I T
This progression of tones is called the Harmonic minor scale in
contradistinction to the Melodiec minor scale, which is formed in ifs

upward progression by raising the sixth and seventh degrees, and in
its downward progression by lowering the sixth and seventh degrees.

7. W e _h“’zﬁ

The reason why a chromatic raising of the sixth degree is not neces-
sary in the harmonic minor scale, i. e. that minor scale which is ne-
cesgary fo the formation of chords — is evident in the formation of
the Plagal close, as it is émpossible to form it in minor with a major
Sub-dominant Triad preceding the T'onieTriad. The progression inEx.75

0 "

; % isunnatural. g

That in 76

75.

p——
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is natural.

§ 27. We find the primary triads of the minor scale, like those of
the major scale, on the first, fourth, and fifth degrees. ’l"hose on the
first and fourth degrees are minor triads.

niEyeateel g
. 1 . .

v

*) The chromatic raising of the seventh of the minor scale must be speclally
indicated every time it occurs. To indicate it once for all at the begloning of &
plece would easily lead to mistakes, and be contradictory in itself, The minor al-
vuys takes the signature of its relative major,

Soox /“"J” 33 Se Yl /uf) 40
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The Dominant Triads besomes major by raising the seventh degree.

§ =3 ‘ﬁ:g;:é
It is formed exactly alike in major and minor; E G§ B is the
Dominant Triad both of A major and ¢ minor. These three primary
triads of the minor scale bear the same relation to each other as the
primary triads in major /as shown in Ex. 34).
Primary triads in minor
78. N

v 1 v

On the remaining degrees of the minor scale are found the triads.:

m'w
=

a: u® IV Vi v
Those on the second and seventh degrees are dimsnished, that of
the sixth degree is major. On the third degree is found a new chord,

viz. a triad with major third and augmented fifth. E It is

called the Augmented Triad. It is indicated by III’, as already shown
in Ex. 79. The triads of the minor scale are presented in regular order
in Ex. 80.

Primary triad
of the Tonic. Secondary trisds. Primary triads.
- minor triad. dimin, augm. minor, major,
£0.
a: ut 1nr w v
Secondary triads.
major. dimin.
b Vi é;

There are only four ssdependent triads in the minor key. They are
the three primary triads of the first, fourth, and fifth degrees, and the
secondary triad of the sixth degree. The dissonant triads of the se-
cond, third and seventh degrees are dependent. The greater number
of dissonant triads in minor (three to one, as compared to major) result
from the necessary chromatic raising of the seventh degree of the mi-
nor seale. Owing to these dependent dissonant chords, and especially to

Jadassohn, Harmony, 3
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the distance of a step and a half from the sixth to the seventh degree,
difficulties arise in connecting the triads of the minor scale with each
other.

We shall not make use of such successions of triads as thosein Ex, 81 ;

0 d L | | "
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although no objection can be made to such leading of the voices.*)

§ 28. The step of the augmented second — from the sixth to the se-
venth degree — is an interval difficult to be sung perfectly in tune.**)
It must therefore be carefully avoided in the connection of the chords
of the sixth and seventh degrees, as also in all chord-connections where
it is possible to oceur. The following chord-connections are very bad.

82. a. b. c. d. e. f.
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§ 29. In connecting the triads of the fifth and sixth degrees, when
the Dominant Triad is first, the step of the augmented second can be
avoided only by doubling the #hird of the following chord (on the sixth
degree). If the triad of the sixth degree is first, it is written with the
third doubled. (See examples 83 and 84.)
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*) The principle to be observed in pure writing is to prepare dissonances and
to resolve them into consonances. A succession of several dissonant triads, the first
of which is not prepared, and the second does not resolve into a consonant chord,
must be avoided as being contrary to the laws of pure writing (striet style),

*%) 1t is most difficult in an upward progression, if after the sizth the scoenth is
sung as leading tone. It is of course easier when, in a downward progression, after
the octave the scventh is sung and then the sixth, But in the examples in this text-
book the pupil is strictly forbidden the use of either progression.
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In the connection of the triads of the second and third degrees

'which seldom occurs) the step of the augmented second can be avoided
by contrary motion, which the bass-progression necessitates.
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In the same way we shall make use of contrary motion in connect-
ing the triads of the second and fifth, and fourth and fifth degrees,
even though in the former case consecutive octaves would not occur by
progression in parallel motion.

b.
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At Ex. S6a. we had to deviate from the principle of retaining the
tone common to two chords in the same voice, because (in olose posi-
tion)we could not have retained the tone B, and could not lead Fto G3.

Progressions of this kind :

===

—=2 e
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87.

must always be avoided.*)

*) If the second chord were written in the open position, B could be retsined in
3.
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§ 30. As the chromatic alteration of the seventh degree of the mi-
nor scale must be specially written, we shall always indicate it by
placing a , g or x over the bass-note which necessitates its use. This
sign without a figure refers only to the #ird of the Bass. If it is to
refer to any other interval of the Bass, we write the number of that
interval over the Bass and place beside it the necessary sign of altera-
tion. (In our next examples it can refer only to the fifth of the
Bass.) When the sign of alteration is a sharp (§) & dash through the
figure (s) suffices to indicate it, e. g.

5 8

hz::z

a: 1 nr o nr
Although triads in their fandamental position are not usually figured,
whenever the fifth of the Bass is to be raised it is necessary to
indicate this by the fignre 5 with its accompanying sign of alteration :
5, 5'; or 5 X,
It may also be necessary to figure the triad in the beginning — as
is already known — in order to indicate the position of the Soprano,

and of the other voices also. It is figured, 3,5, 8, or §, ; , and in the

[EE
following case §. J 2
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Therefore the above Bass through its figuring, gives occasion for the
following remarks :

1. The upper voices must be so arranged that the Soprano takes

¢, the alto a and the Tenor ¢and from this the progression of
theuppervoicesfollows according to thelaws already known to us.

0

the same voice, e, g. ; . But for the present the pupil

i

must confine himself to the close position so as to avoid confusing difficulties that
might occur in the open position. Besides, the open position is not necessary to
our present purpose.
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2, The sharp without a figure over the bass-note Z, shows that
the third of the bass-note, in the Dominant Triad, iz to be
chromatically raised.

3. The dashed figure 5 (5) over the bass-note C, shows that the
Jifth of the Augmented Triad must be G §.

No. 89 shows the working of the example.
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The pupil may transpose Ex. 89 into ¢ minor, 4 minor, 47 minor,
g% minor, g minor, £# minor and / minor, in order to accustom him-
self to the minor triads of all keys. For this reason we give thetrans-
posed bass with the necessary signs of chromatic alteration.
All figures and signs over the bass-notes are ecalled Thorough-Bass
Notation.
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§ 31. Ex. 91, second bar, shows the connection of the triad of the
sixth degree with that of the fifth degree, and in the fifth bar that of
the Dominant Triad with the triad of the sixth degree.
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Over the third note (F) in the second bar, also over the second note
() in the fifth bar the chromatic sign is omitted, because in both cases
the seventh degree of the scale bad already been raised. We call at-
tention to the fact that in these exercises every chromatic alteration
holds good throughout the bar.

The Basg of 91 is shown worked in two ways in the following exam-
ple, which the pupil must carefully study and then transpose into ep
minor and C Zminor, before he works out the basses of Nos. 93, 94
and 95.
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Exercises.
a. .}‘ ® =
-
93. IHT—FPFs— =2t —ai 1

The same position of the first note of the Soprano is to be kept in the trang-
position of this exercise into ¢, b, B9, 9#, g, f§ snd  minor.
3

b g 5
) | )
94, ﬁ:‘i‘—ff—d

In working Ex. 94 in ¢4 and d minor, the Soprano must begin with the oclave,
and in e and ¢ minor with the fifth of the Bass.
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In concluding this chapter we give the pupil another view of all the
triads of the major and minor scales.
Triads of the major scale.

(S
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96.
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Triads of the minor scale.
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We have seen that these triads differ aceording to their strueture;
that there are major triads on the first, fourth and fifth degrees of the
major seale, and on the fifth and sixth degrees of the minor scale; that
there are minor triads on the second, third and sixth degrees of the
major seale, and on the first and fourth degrees of the minor seale:
that the diminisked triad is on the seventh degree of the major, and on
the second and seventh degrees of the minor scale, and that the aug-

mented triad is on the third degree of the minor scale.
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CHAPTER VL

Inversion of the Triads.

§. 82. The fact that all these exercises, even when worked in the
most correet manner, have had something of a foreed, stiff, and un-
natural charaeter, is due partly to our having made use of triads only,
and partly because we could employ them in their fundamental position
only — that is, in that position in which the Bass takes the fundamen-
tal tone of the chord. The Bass ean also take the third or fifth of the
triad. In this case we no longer speak of the fundamental position of
the triad, but we call the formation of a chord thus altered:

Inversion.

The two possible inversions of the triad are called :
a. The Chord of the Sixth, when the ¢kird of the triad is inthe
Bass,
b. the Chord of the Sixth and Fourth, when the fifth of the
triad is in the Bass.

Each triad can be used in the position of chord of the Sixth, and
chord of the Sixth and Fourth. If is self-evident that no new chords
are formed, but that different positions of one and the same chord
are used.

The fundamental position of the triad has been, as we know, only
exceptionally figured 3, 5, 8, §, ;, 5, viz: at the beginning of an exer-
cise {in order to indicate the position of the S8oprano, or of all the voi-
ces). Inthe middle of an exercise it was marked only by a chromatic
sign over the bass-note for the third, and by the figure 5 with a chro-
matic sign for the fifth, when a chromatie alteration of these intervals
(in the minor scale) was necessary.

The first inversion of the chord of the Sixth must be figured 6, or §,
or the figure' 6 with a chromatic sign under it, which refers to the third
whenever that #Aird requires a chromatic alteration.

The second inversion, the chord of the Sixth and Fourth, is always
figured §.

We shall therefore write the Triad of C in its fundamental position
(C E G) over the note €, when it is not figured (or when figured 3, 5,
8 ete.). C, when figured 6 (or §), indicates the chord of the Sixth of
that triad, in the fundamental position of which C is the #hird.

C figured §, indicates the chord of the Sixth and Fourth of that
triad, in the fundamental position of which C is the f£ftA.
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Fundamental Chord of the Sixth
position.  Chord of the Sixth, and Fourth.
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If we think of this example as being in C'major we have — as is
already indicated by the figures under the Bass — on the € in the
first bar the triad of the first degree, on C in the second bar, the
chord of the Sixth of the triad of the sixth degree, and on € in the
third bar, the chord of the Sixth and Fourth of the triad of the fourth
degree. These three triads in all their inversions are shown in the
following example.

 +
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We shall explain later on why, in the position of chord of the Sixth
we have purposely avoided doubling the bass-tone, which is the third
of the primal chord. For the present the pupil will carefully study
the arrangement of the voiees of the chord of the Sixth as shown in
the following examples of the triads of all the degrees, in all positions
in major and minor. In the chord of the Sixth of the seventh degree
only (both in major and minor) have we purposely doubled the
Bass (the third of the primal chord).

The reasons for this are given immediately after the following table:
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§ 33. What has already been said (§ 13 page 14) concerning the
doubling of the leading tone of a triad in its fundamental position is,
in general, also applicable to its inversions. Sinee the #iird determines
whether a triad in major or minor, and is therefore the most promi-
nent interval of the triad, the feeling that it should not be doubled in
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the chord of the Sixth is much stronger because it (the third) is in the
Bass, which, being an outer voice, makes it more prominent. Any in-
terval, if placed in an outer voice, becomes more prominent than if in
a middle voice. We shall, therefore, double the tiird in the chord of
the Sixth only —

a. When a smoother leading of the middle voices can be obtained
by retaining a tone. e. g.
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But the consideration to be had for the leading tone must not be
disregarded. Therefore the following chord-connection would not be
advisable.

better:
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o. On account of this consideration for the leading tone we must
avoid doubling the fundamental of the primal chord (which is
the leading tone of the scale) in the chord of the Sixth of the
seventh degree in major or minor.

Therefore the rule in four-voiced writing is:

In the chord of the Sixth of the triad of the seventh de—
gree, double the Bass — the third of the primal chord —, or
the third of the Bass — the fifth of the primal chord.
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¢. Moreover, the #hird of the primal chord must be doubled in the
chord of the Bixth, if in two or more suceeeding chords of the
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Sixth parallel fifths or octaves cannot be otherwise avoided, u'ﬂ
when an unforced leading of the voices makes the doubling of

the third more natural than that of the fundamental.
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In Ex. 104 we see, in bars 2 and 3, the chord of the Sixth of the
seventh and first degrees follow with doubled third. In the fourth bar
the doubling of the third of the chord ofthe Bixth of the second degree
had to be avoided. We therefore present the following rule:

If two or more chords of the Sixth follow by degrees, the third must,
in most cases, be doubled in each alternate chord in order to aveid
faulty progressions (parallel fifths and octaves). -
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§ 34. In the chord of the Sixth and Fourth the doubling of the
Bass, which is the gfth of the primal chord, is most advisable. The
Sourth of the Bass (the fundamental of the triad) may also de doubled.
Only in exceptional cases (when it tends to a natural leading of the
voices) may the sixth of the Bass (the third of the primal chord) be
doubled.
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As was shown in Ex. 37, (§ 13) that, when the fundamental is in
the Bass, the upper voices may take any position in the triad, so also
in the inversions of the friad the upper voices may be grouped over
the bass-note at pleasure, Therefore in the chord of the Sixth and
the chord of the Sixth and Fourth the upper voices may be written in
various positions to each other and to the Bass, e. g.

Chord of the Sizth.
Close position, Open position.
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Chord of the Sizth and Fourth.
Close position, Open position.
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lwo . o = z ete.
i 6 6 [ 4 6 6 6
4 4 4 K 4 4 4 4
7 —
1" 1z =

< - L
C: 1 1 I I 1 I I 1

The pupil has already seen from the examples in 1005 that each
chromatic alteration of an interval of a chord must be indicated, by
the necessary sign of alteration over the bass-note for the third of the
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Bass, and for any other interval by a figure with the chromatie sign
belonging to it, and that accordingly it must be written before the
corresponding interval in the upper voice.

If two or three figurings are found side by side over one bass-note,
it is to be understood that each figuring has an equal part of the value
of said bass-note. In such cases the fundamental position of the triad

must also be figured, 3, 5, 8, 3, ; 8o the following Bass:

B
{3 $ 3 £
PR~ — & Je— —
C: 1 V ) P8 1%
is written:
o A | L |
[ | + ‘Z ; ;& 1‘
x ’ Jb )
E =
110. < 6 5 8 5 6 5 ete
4 3 4 3 4 3 |
3 :
: -&- & & . |
c: 1 v 1 v Gl |
!
n 1 J 1 | |
3 +—t +—t —3 |
525 Z - ‘
| 8 - 8 |
| g . .8 6 5 6 6 |
4 -8 Y & 3 4 3 4 3 ~
= = & — sl = —iI
C:1 Y B 7 BRI, ¢ by | G 72,

So when the figures 3, 5, 8, 3, ; occur in the middle of an exercise,

they do not refer to the position of the Soprano, but simply indicate
the triad in its fundamental position. See the following example.




§34. INVERSION OF THE TRIADS. 47
Another example.
| | LS : : 4 b
'3 g 2 i : ® e "- T I
v = i .J
11201 I | : r r "v’- |
3 6 3 6 6 8 8
o ?{;:F = -
BP: 1 1 Vm v om 1 v wvnb
r Y # L ~
=7 %5 835 %
' f~ 1
f
8 ; 4 3
H - &
: === =
I w n 1V IV 1

-

is better than:

113.

or:

In both examples (113 and 114) occur concealed octaves over a whole-
step between Tenor and Bass. While we have not as yet forbidden
the pupil to write such concealed octaves between an outer and a méddle

T
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voice, we would urge the necessity of avoiding them whenever it is
possible to do so in a natural manner. The contrary motion which was
used Ex. 112 at the places in question partakes much more of the na-
ture of striet writing.

Therefore, when a tone which is doubled by an upper voice belongs
also to the following chord, it is in most cases better to retain it in
that voice which allows the other voices to progress in contrary motion
to the Bass’ '

When, at the close of an exercise, the chord of the Sixth and Fourth
appears upon the accented part of & measure before the Dominant
Triad in its fundamental position, it strengthens the feeling of a com-
plete close.

The feeling of a complete close is not so strong if the chord of the
Sixth and Fourth occurs on the unaccented part of the measure and be-
fore a chord other than the Dominant Triad, even if it is the chord of
the Sixth and Fourth of the Zonic Triad.

It is still less felt if the chord of the Sixth and Fourth (on the un-
accented part of a measure) is the inversion of another triad than of
that of the first degree.

116. !




§ 84, INVERSION OF THE TRIADS, 49

A repetition of the chord of the Sixth and Fourth, as in Ex. 1186, is
not agreeable, and its introduction in the middle of an exercise is, in
striet writing, dependent upon conditions which will be explained
later on. The chord of the Sixth and Fourth is always much less used
than the fundamental position of the triad, or the chord of the Sixth.
In our exercises we shall generally meet the chord of the Sixth and
Fourth near the close. Roman numbers must here, and in all other
exercises, be written under the Bass before the working of the exer-
cise, for the purpose of indicating the tone degrees to which the chords
in their different positions belong. This practice must be carefully
adhered to, as has been done in all the exercises heretofore given.

By this means the pupil will avoid mistakes, as it will thus become
clear to him before working the exercise, with what chords he has to
deal, both in their fundamental position, and in their inversions. The
basses of the following exercises are so arranged that the pupil can
employ as melodious a leading of the Soprano as possible.

For this purpose he is allowed occasionally to make use of a skip
of a fourth when it conducesto a more graceful progression of the So-
prano, without impairing the smooth leading of the middle voices. Bo
the Soprano of 117 a, is preferable to that of 117 &.

'

117. |
Wl ]
-
IV w IV
Easier exercises,
@ g o 8 @ 3= $6 43
118a. &@#:gzg::ﬁ—g-—q = 1
b [
‘8 o A 6 8 6
z- o T e ma
S ——" —~ (A o | 7 — -
- - -+
65
6 6 6 43 d 3 ¢ 6
5‘ 1 ) ;_X = : = gzlw ——
= N e
Jadassohn, Harmony. 4
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88
. & 3 .9 8 48 | Sl
e e e e e
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6
. ®_ 6 i 8 % v s & gl
C S EET S SR, e E=
6 5
6 & 4 #
T e =
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More difficult exercises.
g. 65
8 6 & 36 (30 ¥ ST RS Y
1sh, Dotz e o4
! : z " —
To be transposed into D?, D, EP and E.
L)
A, 5 6 0 6 6 6 6 4
s | e - 1
S e
To be transposed into F§, Fand E
i 6 6
8 6 6 6 6 o 6 6 6 6 4 6 4
%i l; ‘ . ‘#— t T !— r i I-ﬂ
To be transposed into B and C.
e s .1 R L
i  —— f“‘a > i
S EEESSEE ST S
- . ]
4 6
Ii: 4 9__’ > i 1
+ - jl:HJL
To be transposed into B, B?, A, AP and G.
NB.

}- L & e 62*%
TESE=seaaer e

The § at NB. suffices to designate the Dominant Triad with raised third. The com-
s
plete figaring would be J or 3. This example Is to be transposed into cf, d, e?and e.

“
", 8 6 _# @6 S RO S

WHM.#};;
: [ 3

To be transposed into £ and c‘):
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n, 2 6 : %
8 # [ 8 o 8
£ Em—. (= r’[ | o .I 1
v ™~ g ¥ P
] et - z
Tobetumpoudimoeuultﬁ.
6
o s % = - ‘s & 48
18 L s 11
o = :
S e e e T}
To be transposed into g§ and a.

% 3 e % & 8
S 5 SR O AT L
L e e e R _i

To be transposed into g%, g and f§.
6
i 6

= 5 — e 44

M Ft—y E“‘;%_‘ e
—p — r'
To be transposed into f# and g.

In the working of these exercises the pupil will occasionally have
to double the ¢kird of the triad, both in the fundamental position, and
in the chord of the Sixth. He need not hesitate to do it when required
by a correct leading of the voices; but he must avoid doubling the
Third, if it is the leading tone.

CHAPTER VIL

Chords of Four Tones (Vierkidnge). Chords of the Seventh.

§ 35. By adding a #hird to a triad the Chord of the Seventh results,
i. e. a chord in whichthe distance fromthe fundamental to the highest
note is a seventh. By adding a major or minor tkird above the fiféh, or
below the fundamental of a triad, various chords of the seventh may
be formed from any triad. e. g.

& b
119.@§:%§§ gi%

All these chords are dissonant, or dependent, chords. They can never
appear alone, but always in connection with other chords. The seventh or
dissonant interval, must be prepared in most of these chords, and all
chords of the Seventh must resolve.

4'
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We will begin with the most important of these chords, which isthe

Chord of the Dominant Seventh.

It is also called Principle chord of the Seventh.

This most frequently oceurring chord of the Seventh needs no pre-
paration of its seventh. We shall therefore not yet tell the pupil what
is meant by preparation, and how it must be employed.

The chord of the Dominant Seventh is formed by adding a minor
third above the fifth of the Dominant Triad.

6. Dominant triad. b. Chord of the Dominant Seventh.
» n ——
T = _ Z =
. c: Vv V-

We mark this chord of the Seventh, as can be seen in 1205: V ,.

Since the Dominant Triad is the same in major and minor, so also
the chord of the Dominant Seventh is formed in the same manner, in
major and minor, by a major triad, above the fiftk of which a minor
third is added, which is a minor seventh of the fundamental.

o =Pt (===
C: (major) V, e: (minor) Vq s
g

2 F———%
¢: Vq

The complete figuring of the Bass is given by the designation of all
the intervals of the chord of the Seventh with the figures 's;. This figur-

ing is rarely necessary, but that of ] or ] may often be required.
Generally the chord of the Dominant Seventh in major need only be
figured 7. In minor the necessary chromatic sign must be added under
the 7 for the raising of the tAird of the chord (the leading tone of the
scale).

e 3
122, ¢ 7 :
7 - % s 7 2 H

{pr—2 o
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AY: V. | 9#: Vo

It is hardly necessary to remark that the position of the intervals
of the chord of the Seventh in the three upper voices, in relation to
the Bass, may be arranged at pleasure, in the same manner as the
triad and its inversions. We shall not again mention this point.

Nataral resolution of the Chord of the Dominant Seventh.

§ 36. Although the chord of the Dominant Seventh need not be pre-
pared, and can enter freely, e. g.

[ G 1 é —
5 3 ——2
123. -
E? ' YF; ﬂ
C:w Vs I

it must nevertheless be resolved. It naturally resolves into the Tonic
Triad, in such a way that the Bass (the Dominant of the key) skips

- -
either upward a fourth, or downward a fifth to the Tonie 9:'_4! >
C.‘ V7 I

The seventh descends, in major a half-step, in minor a whole-step.

i
%—ﬁ: 2 “E_EE
—— Lam
%
<
7w 7
—= ) s
I o P z.
C: Vg 1 e:-Vy. . L

The third which is the leading tone, moves & half-step upward into
the octave of the fundamental.
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< 7 7
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| e [~ 74
C:V, 1 a: Vy 1 e: Vq 1

The fifth may be led either a step upward or downward.

b 7 7
¢ LN Egg——w’ 3> £ o
= = s
) . v -
A: Vq 1 Vy 1 a: Vo 1 Vo 1

In this natural resolution of the chord of the Dominant Seventh, the
Tonic Triad appears incomplete; the fiftk is omitted. In any triad
and also in any chord of the Seventh, the fif¢% may be omitted and an-
other interval be doubled in its stead. As we have seen in Ex. 124,
the third of triads as well as the fundamental may be doubled, (any inter-
val of a triad can be doubled) while in chords of the Seventh, in most
cases, no interval but the fundamental can be doubled in four-yoiced

A\

writing. *)

*) Exceptions to this rule also occur. The third, and even the seventh, is some-
times doubled in four-voiced writing. Such is especially the case when several chords
of the Seventh follow each other, as the following example shows.

( = o T
b= =
: |
7. %
Deep—
- e
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Therefore the chord presents itself:

ol ’:_
-
125. ¢ g 7 7 7
7 7 7 7 # # #
| Ny S ra—
AL
C: V7 V, V-, V7 a: V-; V7 "7

In this case the fundamental, which is doubled in one of the upper
voices is retained inthe same voice, and becomes the £/¢4 of the Tonic
Triad. Here follow the resolutions of the chords given in 125

7 7 7
2 z #
. ) ] rn
L = r-
a: Vo 1 Yau: 3 ¥

The considerations for a correct leading of the voices often compel
us to write the chord of the Seventh without the jfifth, and with
doubled fundamental; sothe connection of the triad of the fourth degree
with the chord of the Dominant Seventh in its fundamental position is
best attained if the £iftA of the Dominant Seventh is omitted, and the
fundamental doubled in its stead. The connection of these chords in
Ex. 127 is much better than in 128, where, for the sake of avoiding
parallel fifths, the upper voices progress by skips in contrary motion to
the Bass.

The chord of the Seventh may, in very rare cases, to be sure, appear with the

third omitted.

0
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zg'vﬁﬁg
7 7

better.

127, ¢ . 3 z

2 = S-S W —" M - — :

= S
C: IV V7 v V7 v V-, v V7 a:w V7
not so good,
e
= - e

128,

7 7
7 7 7 £ #
‘ x o V— 4—2——%
| ==
C: 1V \'7 v V7 v V7 a: \'7 v "7

There is still another way of writing the triad complete in the
resolution of the chord of the S8eventh. But this is pessible only under
certain circumstances.

If the third of the chord of the Seventh is in a middle voice, and if
the fundamental in the Bass makes a skip of a fourth upward in the
resolution, the tAird may make a skip of a third downward in contrary

motion to the Bass.

L

129, |

7 7
7 7 z 2
t-—-——-? z* e I
C: V. 1 Vy I a;: Vz 1 Vg 8
This can however not take place if the ¢hird is in the Soprano.
bad. very bad. not good. very bad.
i b. c. ; d.
1”0 9 7
7 7 7 %
| S —
== ===
C:V, 1 \ ¢TSI Vs I a: Vo 1

In § 23 we treated of the natural tendency of the leading tone tow-
ard the octave of the fundamental, providing the next chord contains
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that tone. This is most prominent in the connection of the Dominant
and Tonic chords. But this upward tendency of the leading tone is
less striking in the middle voices, because then the leading tone is more
concealed by the outer voices, and consequently is less prominent. The
connection of the Dominant chord however, (no matter whether triad
or chord of the Seventh) with the Tonic Triad can never take place
in such a way that the fundamental and third of the Dominant chord
skip downward in parallel motion into the fundamental and fifth of the
Tonie Triad.

The progression of the fAsrd and fifth of the chord of the Seventh
into the fifth and the fundamental of the triad as in Ex. 130 4. and d.is
therefore doubly faulty. All such progressions result in

Concealed Fifths.

Concealsd fifths result when two voices move from different intervals
into a perfect fifth (or twelfth). e. g.
a, b.

e
N

0

131,

8uch concealed fifths must be carefully avoided as faulty progressions,
1. always when (as in 1315.) both voices move by a skip into
the perfeet f£ifth;
2. generally when (as 131 4.) the upper voice moves by a skip
and the lower voice by a degree, into the perfect fifth.
Other concealed fifths, viz. those in which the upper voice moves by
a degree, and the lower voice by a skip, we shall for the present unhe-
sitatingly permit, provided that no other faulty leading of the voices
occurs at the same time. So the progression at 132a. can by no means
be objected to, while that at 1325, is altogether faulty, because of
the concealed octaves appearing in conjunction with the concealed fifths
in two voices that skip, and on account of the parallel motion of all
the voices. See § 21, and § 16.

a, good. b, bad.

3 3
- " .
1

132, pup ¥

- : 1 - J ll
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§ 37. After all that has been said, it will not be surprising to see
the chord of the Dominant SBeventh without the fifth and with doubled
JSfundamental more often than with the f£ifth, in practical four-voiced
writing. To be sure, the chord of the Seventh, which contains four
tones, can more easily do without the £if¢ than the Triad, which has
but three tones. In conclusion we would remark that the natural reso-
lution of the chord of the Dominant S8eventh into the Tonic Triad is
called a Cadence. If the resolution takes place in such a way that the
chord of the Dominant Seventh on the unaccented part of the measure
is followed by the Tonic Triad on the accented part of the measure,
this connection of the two chords forms the Principal Cadence.

2
=== =55
' S
7
7 7 7 g
1 =i = .=
Y Vs | Vy 1 @ Vp 1
=
S=rE==ccc= =z
S
2
z 4 Z i
& i F p Z. | B
2 u s | S e v
VT 1 V7 1 V7 1 v‘, I

If we wish to have the Dominant Triad followed by the chord of
the Dominant Seventh, we indicate it:

1. when the octave of the fundamental of the Dominant Triad isto

progress into the seventi by a degree, with 8 7 over the Bass:

]
= i
4 Ll 7 £ -
[} — +—= 1—<
G: 1 ¥ V4 e v V-,

The line under the figure 7 signifies that the chromatie sign
of alteration holds good for the tird of the chord of the Se-
venth also. It may however be omitted within the same mea-
sure.
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§ 37,
2. when the fifth is to skip into the seventh, with 5 7:

=3 S

I
-

7

135.

5
5 7 &
-

]
=
1

3 D: V ¥ 1 k¥ Vs

Occasionally the third may skip into the seventh:

The following Bass:
3 87 6
o et S 8

>

is accordingly to be worked :

d: Z ] " g
¢ = iﬂi?,h%ﬂ:
136. | I
K - f& 6 5 7
= v o b
O P, I YV Lo m ¥ Vga=l

The exercises in the appendix belonging to this chapter must be
analysed, and accurately marked as shown in 136.

Exercises.
3 &
.6 ¢ ;! " e
137. S o s ok e g o
1 | 4 ﬁ‘Li L2 L2 ‘
b. 3 7 6 6 6 [ & 6 87
- —F - = o m— - —2—y
e = = == _iﬂ:—ﬂ__

Note. In this exercize the pupil must be careful not to treat the fifth of the triad of
the seventh degree in the same way as the seventh of the chord of the Dominant
Seventh, and accordingly always lead the note C downward. The fifth of the triad
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may just as well be upward as downward., (In the exercise in .

question it is better to lead it ugward.) The seventh of ﬁmc be led ]
domnwash.

¢ 36 1 &G 5 2097
' = . =1F
d.
6 A X 6 6
e 3 ’
R e e e A e e e
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NB. Also in the connection of the triad of the sixth degree with the chord of the
Dominant Seventh, the former must be written with doubled third, in order to avoid
faulty progressions to the Dominant Triad. (Compare § 28.) In the last bar but
one the parallel motion of all the voices downward is not good:

"T

. B
it is better to writa the chord of the '
Dominant Seventh without the fifth: { 8 -
4 £
o :
{ 1
=

The leading of the voices at B. would be preferable if the Bass were to rest om the
tone a, because the simultaneons downward progression of the three upper voices,
without contrary motion in the Bass, from the perfect into the diminished fifth, does
not produce an agreeable effect.

less good. better.
' i
2
6 7
4
—=
—=
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The chromatic raising of the seventh degree in the last exercise is indicated each
time by a double sharp (x); it would, however, have sufficed, had the figures b and 6
been dashed (5 ). Butforthe third of the chord of the Dominant Seventh, the double
sharp (x) had to be written, because the figure 3, in this case, could be omitted.
All these, as also the following exercises must be transposed and worked in
other keys,

™

CHAPTER VIIL

The Inversions of the Chord of Dominant Seventh, and Their Natural
Resolutions.

§ 38. Just as the Triad could appear in three different forms —in its
fundamental position, as chord of the Bixth, and as chord of the Sixth
and Fourth, — so also every chord of the Seventh, corresponding to
the number of its intervals, can take four forms. They are, the chord
in its fundamental position, and in its three inversions. We will now
consider the inversions of the chord of the Dominant Seventh, the
fundamental position of which we have just learned, and we here show
them in regular order:

[
., : ‘ ;
138. 9i—= %% =
Z—
Fundamental First Inversion. Second Inversion. Third inversion,

position.

In the first inversion the Bass takes the tiird of the primal chord.
The other intervals of the chord hold the relation of tiird, fi/¢h, and
sizth to the first tone of this inversion. It is ealled the chord of the
Sixth, Fifth and Third, or sbbreviated, the chord of the Sixth and

Fifth, and is figured gor 8
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In the second inversion the Bass takes the £i/¢h of the primal chord,
and the other intervals of the chord hold the relation of third, fourth
and sizth to the first tone of this inversion. It is called the chord of
the Sixth, Fourth and Third, — abbreviated, Fourth and Third —

and is figured 4 or §.

In the third inversion the Bass takes the seventh of the primal chord,
and the other intervals of the chord hold the relation of second , fourth,
and sizth to the first tone of this inversion. It is called the chord of
the Sixth, Fourth and Second, or abbreviated, the chord of the Becond,

and is 6gured§ or §

Chord of the Sizth and Fifth.
Close position. Open position.
i —a
—Z- e
.
139. ¢ 6 ete
6 6 6 6 f 6
3 5 5 5 5 5
& < -~ % — ) i
C . V7 V, V-, V, V, V-,
Chord of the Fourth and Third.
Close position. Open position.
Pt ’A
f —- -
~_— | S— j— -
= > z
4 [ evs.
4 K 4 4 4 4
3 3 3 3 3 3
C: V7 V7 V-, \'7 V7 V7
. Chord of the Second.
Close position. Open position.
. <
| e
T2—1 =5 s o S | —
o ———g S 7_:1
=
] 3 4 ete.
2 2 2 F BN 2
= —& < — - ———t— —
el
C: V7 V, V7 V-, V7 V,

(Compare the end of § 35.)
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In natural resolution of the inversions of the chord of the Domi-
nant Seventh into Tonic Triad, the original fundamental tone of the
primal chord is retained in the same voice; all the other intervals lead
into the tones of the Tonic Triad in exactly the same way in the
resolution of the snversions, as inthat of the fundamental position of the
Dominant Seventh chord. Therefore the first inversion of the chord
of the Dominant Seventh, the chord of the Sixth and Fifth — in which
the Bass takes the third of the chord — must resolve into the funda-
mental position of the Tonic Triad.

Close position. Open position.

The pupil will see that in all these resolutions the fundamental tone
of the primal chord (G) is held in the same voice. The lowest fone
of the chord of the Sixth and Fifth (B) — in the Bass — moves to C.
The seventh (F) of the primal chord moves a step downward. The
Jfifth (D) can just as well be led a step downward to ', as a step up-
ward to E.

Therefore, becanse the fifth of the chord of the Dominant Seventh
can be led a step upward or downward, in the second inversion of this
chord, (the chord of the Sixth, Fourth and Third, in which the Bass
takes the fifth of the primal chord) #wo resolutions are possible. It can
resolve into the fundamental position, or into the chord of the Sixth
of the Tonic Triad according as the Bass is led a step downward, or
upward. When resolved into the chord of the Sizth of the Tonic Triad,
the third must be doubled.

The resolution of the ehord of the Sixth, Fourth and Third is shown
in Ex. 141.
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141. .

Open position.
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As the sevent must be led a step downward, the third inversion of
the chord of the Dominant Seventh (the chord of the Second, in which
the Bass takes the seventh of the primal chord) must always resolve
into the chord of the Sixth of the Tonic Triad. Here follow such con-
nections :

G b. e. ) d
P | X3 é I S, 4 L
v, o — e
14.2- L 2 ‘
2 2 6 2 6
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In minor keys the chord of the Sixth, Fourth and Third, must al-
ways be fully ﬁgured§ and the chord of the Second at least with §,

because the siztk of the chord of the Sixth, Fourth and Third, and the
Jourth of the chord of the Second, being the seventh degree of the
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minor seale, must be chromatically raised. Therefore, although the
chord of the Dominant Seventh, in its fundamental position as well
as in all of its inversions, has the same form in major and minor, it is
necessary to write the full figuring of the inversions in minor, as was
also the case in the fundamental position. In order to familiarize
the pupil with the chord of the Dominant Seventh with all its inver-
sions in minor, we have given it complete in Ex. 143.

| .
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In the following exercises the triad is always especially marked
with 3 or § when to one and the same bass-note still another chord is
to be added; so the figures 3 2, placed one after the other, show that
the triad of the given Bass and the chord of the Second are to be
placed over the same note, 3 § or 5 §, that the triad and chord of
the Fourth and Third are to be placed over the same note, 6 3, that
the chord of the Sixth and the chord of the Sixth and Fifth are to be
placed over the same note, as shown in Ex. 144,

[ Sy
# ol
===

1 V7 v V-, v v‘]
Jadassohn, Harmony. ]
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The examples found in the appendix belonging to these exercises
must be carefully analyzed, and the numbers written under the Bass,
before working the following exercises. This must always be done
before the working of all examples.

Exercises.
4 4 6
% 3 3 6 6 26 3286 3 85 = TR
) | 1 _& ’ e 1; )
145. 5—-—-1’:! ——f - = f':
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CHAPTER IX.

The Secondary Chords of the Seventh in Major and their
Natural Resolution.

§ 39. In addition to the primary chord of the Dominant Seventh,
secondary chords of the Seventh are found on the remaining degrees
of the major and minor scales. They are formed by adding over the
fifth of each triad a third which belongs to the key. We shall, at pre-
sent, turn our attention te the secondary chords of the Seventh in
major, and present them in € major in Ex. 146.

146@@% zgi

ny my 1IVy Viy  vily

These differ in their construction: as chords of the Seventh with
major triad and major seventk, on the first and fourth degrees of ﬂlo
scale : -

n -
&%—2— ;
L
C: 'l7 IV-,

as chords of the Seventh with minor friad and minor seventh, on the
second, third and sixth degrees of the seale:

g =

lll7 Vis
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and as the Diminished Triad with minor seventk on the seventh degree:
=
C: m°7

The remark may here be made that major ériads with minor m
are always primary chords of the Dominant Seventh, e. g.

147, Qﬁ% = g

F: V7 G: V7 A."VA' B: V-, C: V7 D: V-, E: V.,

The natural resolution of all of the secondary chords of the Seventh
in major — with the exception of the one on the seventh degree, which
allows of a twofold resolution — is effected in exactly tht same manner
as that of the chord of the Dominant Seventh. The fundamental ekips
upward a fourth or downward a fifth; the seventh — no matter if major
or minor — descends a whole-, or a-half-step; the third ascends a
step, when it is not preferable to make it skip downward a #hird against
the ascending Bass y the f£ifth, in the sécondary chords of the Seventh
on the first, ueom} third, fourth and sizth degrees, may move either
a step upward or a step downward. Only in the resolution of the se-
condary chord of the SBeventh on the seventh degree, into the Tonie
Triad, the fifth, in the fundamental position of this chord, must always
-be led downward. All these natural resolutions of the secondary
chords of the Seventh are called Cadencing resolutions.

In order betier to understand What Tas Jist een said; a summary
table of the secondary chords of the Seventh in major with their ca-

dencing (natural) resolutions is added.
with fifth omitted and fundamental

good. doubled.
) 0.
%- &
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good. less good. not good. bad.
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rare, bad, tolerably good, but rare,
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None of these resolutions in 151 are good, because (in the triad)
the leading tone is doubled. '

A cadencing resolution of the ¢hord of the Seventh on the fourth
degree into the triad of the seventh degree will rarely occur and is
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always liable to be faulty. All such resolutions require a doubling of
the leading tone in the triad of the seventh degree, Moreover the Bass
can only be led downward, because the skip upward from Fto B re-
sults in a so-called Tritonus. An interval of three whole-steps i8
called a Tritonus. Such a fritonus between two different chords, in
an upward direction must always be avoided; whereas, in one and
the same chord, it is not in the least objectionable in any direc~
tion. In connecting different chords also, it can, in most cases, unhe-
sitatingly be employed in the downward direction. The following
are examples in which its application both within the same chord and
in the connection of two different chords is perfectly correct and
admissible.
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Cadencing, but rarely used resolutions of the chord of the Semth 1
on the seventh degree : '

153 0 be used. not to be wused, [
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Another resolution of this chord of the 8eventh, which oceurs much
more frequently, is that which leads into the triad of the first degree.
It is founded on the natural tendency of the leading tone, the funda-
mental of the chord of the Seventh of the seventh degree, to the octave
of the fundamental. But the resolution depends upon various condi-
tions. The fundamental ascends a small Aalf-step into the octave of

the fundamental of the scale; the seventk descends a step : E .
T ——-
The third of the chord of the Seventh can in this case progress a step

= 8

upward to the third of the Tonie Triad: - Baut it can

also be led a step tiownward, if the seventh is the fourti below and not
L
the fifth above it: m . A downward progression of the
& - - N
third, when it stands to the seventh in relation of fif¢A, is impossible on
L

account of the parallel fifths: . '
S5
The fifth of the chord of the Seventh must always move downward

a step into the third of the Tonic Triad. It cannot move npward, be-
cause the interval of a diminished fif¢k between it and the fundamental
of the chord of the Seventh does not admit of its progression into the

<D

perfect Jifth of the triad E = + (Bee § 23.) The resolu-
-

tion of the chord of the Seventh on the seventh degree mto the Tonic
Triad is exemplified thus:

Close position, Open position,
=% ==
155. 7 7 7
— = J——— - d
vi'y l vl 1 i, 1 il 1
5~
€ ——p— = -~ b
RS =
*
7 7 7
<
= —=




72 CHAPTER IX. § CO..

All of these resolutions are good and occur frequently in practice.
But in general, the employment of the secondary chords of the Seventh |
— especially in the cadencing resolutions into ¢riads, as here shown, — i
is by far less frequent than that of the primary chord of the Domi-
nant Beventh. Of the secondary chords of the Seventh those on the F
second and seventh degrees will most often oceur in practice ; the latter ‘
with its resolution into the Tonic Triad. However, in the exercises :
belonging to this chapter, we shall now and then introduee its cadenc- '
ing resolution into the triad of the third degree.

§ 40. Bince most sevenths, especially the major seventh, are harshly
dissonani intervals, they require a preparation as well as a resolution.

A tone is prepared, when it already exists in the same voice as a
real constituent of a chord.

The duration of a preparation must be at least as long as that of
the dissonance following it. The prepared tone may be longer than
the dissonant tone following it; but it will rarely be considered good
to have the preparation shorter than the dissonance.

e s i, T R -

good, not good.
="} l = A J b l l A 4 l 3
L — 4 . i
156, ¢ i .
o 7_P =1 . | W
- _l 3
Z 15— - —— y 3 -ﬂ |
) v - ok L 3 !
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Any interval of a triad or chord of the Seventh can be used to pre-
pare a seventh or any other dissonance. So the prepared seventh, al-
though itself a dissonance, can in its turn form the preparation for a
new dissonance* .

*) The seventh, whether major or minor, can be the preparation for a suspension:
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The preparation and the dissonance are connected with a tie as in
7&0 preceding example. So, a preparing note can always be tied fo a

note of equal value J_,al; or a longer note to a shorter one a_,a', a_,o';

but it is not so good to tie a shorter note to a longer one J-J, J,,a .
The preparation of a seventh (or of any dissonance) may take place

both on the accented and unaccented part of the measure.
= Preparation on the accented part of the measure.

7 7 7
= $ f
m— ﬁ"‘{'—;‘ﬂ
C:V I IV wu% m viz n Vy, 1
Preparation on the unaccented part of the measure,
J L
i

- 5 5
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The seventh of the chord of the Dominant Seventh may enter freely
7 (unprepared) in a progression by steps.
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It may also occur in a progression by skips,
1. when the seventk is preceded by an interval of the Dominan:
Triad other than the oefave, and the freely entering seventh, so
7 to speak, merely extends the Dominant Triad to the chord of
the Seventh:




74 CHAPTER IX. § 40, '

2. when the fundamental of the chord of the Dominant Seventh in
present in some other voice and thus prepares it;
3. in contrary motion against the Bass:

| i |
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The seventh of the chord of the Seventh on the seventh degree needs
no preparation; it can enter freely.
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The pupil will understand from the preceding exercises, that the
secondary chords of the Seventh are indicated by Roman numerals
with the Arabic 7 added.

Exercises.
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CHAPTER X.

The Connection with one another of the Chords of the Seventh in
Major, in their Fundamental Position. The Inversions of these Chords
and their Connections.

§ 41. It has already been said that the cadencing resolution of the
secondary chards of the Seventh does not often occur. Such pro-
gressions often have a stiff character. The connection of several
chords of the Seventh in a cadencmg manner, — viz. in such a way

aceordmg to the mle already
known to us — that the sexentk is led downward — it is only necessary
to retain the third of the first chord, which thus becomes the prepara-
tion of the seventh in the second chord. When several chords of the
Beventh follow each other in a cadencing manner, a sequence of chords

of the S8eventh arises, in which the fifth of each alternate chord is
omitted.
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