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PRE F ACE. 

raiR book presents the truth, and nothing but the truth, though not the whole 
truth, on the boundless subject of which it treats. 

It is designed for the use of beginners in the study, and its object is fully and 
clearly to explain such points as come under daily experience, while it discusser 
slightly BOme others which are less frequently exemplified in composition. 

Being addressed to beginners. its explanations are all dogmatical; no argu­
ments are advanced to justify any views of the subject which are set forth 
since such a style of teaching would perplex the unpractised attention of a pupil 
and ample vindication of all that is here stated is to be found in books fitteu 
rather for studied musicians than for mere learners. The book contains nothing 
ne\v in theory; -but it differs in arrangement from works that have already 
appeared, according as practice has led me to differ in teaching, from the course 
pursued in any of these works; its chief pretensions are in the endeavour 
to state first principles distinctly, and to remove discrepancies botween the 
laws of early theorists and the practice of modern composers. 

To facilitate reference, each chapter contains all that is said upon the 
branch of the subject therein treated; though the course of study will render it 
necessary to pass to BOme later chapters before concluding earlier ones. Thus, 
in the chapter on Intervals, it is not desirable to read of Intervals beyond 
the Octave, until the student have advanced to the chapter on Suspensions, in 
which the employment of the interval of the 9th is first noticed ;-in the 
chapter on Keys and Scales, it is not desirable to read of the Minor Key until 
the Student have written exercises of common chords in the Major Key; or 
to read of the chromatic scale, until he have advanced to the treatment of 
chromatic chorda; &c. The order in which the book should first be read. is 
in<llcated in the Table of Contents, where the several divisions of the subject 
are progressively ranged according to the succe88ion in which they should 
be studied. 

It is eminently desirable that the student should construct his own exerciseR; 
however, for the sake of those to whom this is too difficult a task, and as 
models for those who are able to undertake it, a series of Progressive 
Exercises on every division of the subject is here furnished, which, like thE' 
Table of Contents, indicates the order in which the several divisions of the 
subject should be studied. 

• The distinotioD of the striot from the free style of harmoDY. aDd the explauatioD of the 
,ntire chromatic system, were fint made by the lateAlired Day. 

JIIfIA. 1860. 
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R U D [ MEN T S 0 F II A R ~I 0 N Y. 

DEFINITIONS. 

8.IWTJON 1. Melody. Notes in succession.-
2. Harmony. Notes in ~ombination. v 

3. (Jqunterpoint. A melody that accompanies another melody. Counterpomt is simple, 
when the several melodies proceed note against note with each other; it is florid, when one 
melody proceeds in shorter notes than the other, and the independence of the hvo is thus 
"Dore clearly marked; it is double, when the two melodies may change their relative 
position, the higher being placed below the lower, or the lower above the higher. 

4. Score. The several parts of the harmony, each on a sePaJ'Il.te staff, ranged one abo\'o 
the other on the same page. 

5. BaM. The lowest note in any harmonic combination, however high or however low 
the entire combination may be. 

6. Ohord. Two or more notes sounded together. 
7. :&Jot. 'The note from which a chord is derived, and after which such chord is named. 
8. Triad. A bass with its 3rd and 5th, whatever the qualities of these intervals: whethel 

the 3rd be major or minor; whether the 5th be perfect, augmented, or diminished. 
9 • .Arpeggio. The notes of a chord Bounded succe88ively by a Bingle part, instead 01 

,.ounded together by several parts. 
10. Modulatitm. Passing from one key to another. 
11. Diatonic. Consisting of notes according to the signature of the key. The leading 

Ilote of the minor key, though indicated by an accidental sharp or natural, is diatonic; so 
. ..Iso are the major 6th and minor 7th of the arbitrary minor seale. 'Yhen modulation 
)CCurs, the accidentals that denote the change of key are to be regarded as belonging to the 
signature of the new key, and thus are diatonic in the key to which the modulation 
is made. 

12. Ohromatic. Consisting of notes indicated by accidentals, which induce no modulation. 
A note or a chord either belongs to the key of the passage that precedes it, or to the key 01 
the passage that succeeds it; if that which precedes and that which succeeds it be both in 
the same key, this note or chord, though foreign to the signature, induces no modulation, 
and is, therefore, chromatic. 

13. Enharmun.ie. Consisting of intervals smaller than semi tones. On keyed instrull!cmtb 
the distinction between two notes of the same sound, but with different names (as C sharp 
and D fiat, E sha.rp and. F), is enharmonic. 

• This is the broodcst toohnical definition of the term. Conventionally," a melody" signifies the aarno as 
". tune," and this is bound by the laws of rhythm and other conditions, which, more or less, equally atrec:t 
harmonic as .they do melodic progressions. 'l'he poetical acceptation of the words melQdy, 'Iarmtmy, coMOn.l, u.d 
.JtH/fIf'ft, is not to be regaroed ;n their technical empIOVnlP.!lt. 

Il 



2 JWDIME~TS UI!' HAHMOXY. 

H. t!oncord. A chon! that is satisfactory ill itself, and lOay lJe al'PfOIAChed ami quitted 
without consideration oi what chord precedes or follows it (Except Chap. IV. I8Cta. 26 to 31). 

lIS • . Dilcord. A chord that mUBt be resolved upon another cl'ord, or a note that musl 
he resolved upon another note. 

16. Preparation. Anticipating the dissonant note by previously BOunding it in the 80me 
part in which it is to form the discord. 

17. Re8olutiun. The progression of a discord to the chord which is obliged to follow it, 
and of the diS80nant note to the note in Buch chord to which it is obliged to proceed. 

18. Diatonic Di8t-'Ord~ arc formed of noteB of the diatonic scale artificially combined; 
they arc common to all the notes of the key. All of these discords, except passing no. 

must be prepared, and hll"c une fixed resolution. 
19. Fundamnltal DiscordB are formed of the noteB generated according to the natural 

lIystem of harmonics; they are all derived from tho dominant, the supertonic, nnd the tonic. 
-Those belonging to the last two routs are all chromatic; those belonging to the fiJ'8t root are 
BOlOe chromatic and some diatonic: they require no preparation, and have variOI18 
resolutiolls. 

~O. Olole, or Oadence. The completion of a phralle or rhythmical period. A full close, o'r 
t-ilrfect cadence, is when a phrase terminates with the common chord of the key-note, 
J.receded by the harmony of the dominant ~ A half close ill when a phrase terminates on 
the lIannony of the dominant. An interrupted close is when the courae of the passage 
leads to a full close, but breaks a,vay from this ;-t~e conventional form of interrupted 
dose iB when a phrase terminateB with the common chord of the submediant"preceded by 
the dominant harmony. Other cadences are in le88 frequent use, which are not defined b~ 
special names. t 

21. Tire Ancient, Strict, (»' Diatonic St!!le oj Haf'fllbf/.!I, admits of diatonic notes only, 
subjects every note of the scale to the same laWB,t allows the 4th to the bass to be employed 
ill no way but as a discord, admits of no unprepared discords except passing notes, and 

allows not passing notes to 00 approached by loop. 
2:!. TM Modern, hee, (If' (}Aromatic Styli! oj Harmon!!, admits of chromatic as well ~ 

diatonic notes, admits of exceptional treatment of certain notes, allows the 4th to the but 
~o be employed /L~ a concord, admits of fundamental discords, and allows passing nore.· 
to bf> approached by leap. 

• The plagal cadence, leaa commonly 1IICd, is when the IUbdominant precedes the keY-Dote in a flDA1 c10ee 
t Appendix A. 

t Thi. may appear oontmJictory to the !lruhibitioD of the employment oi the triads on the 8n1 and itll 01 

Lbo key, and other rules in Chapter IV. It i. beyond the purpoee and the limita of the Pl'ellellt book to rRmOft 

IAJCh apl_mnce of contradiction; but, were there Ip808 Cor argument, *e rul. reCerred to IDlPi he IddUOllll 
'" lJ'Ove tbe detilliLio~ Q[ tiw ~ style to which they may _ to he uppoIIIII. 



()UP. I. ll'O'l'.I!;u V ALa • 

CH A PTER I. 

IN'l'EUV ALS. 

BELT. 1. An unison is one note sounded oy two or more Toices or instrumAntli at tb'd 

.. ne time. 
2. An interval is the distance from one note to another. 
3. Intervals are rec~oned upwards, except the contrary be specified. 

INTERVALS WITHIN THE OCTAVE. 

4. A semitone itt the interval kom any note on the pianofOl·te to the next note. 
A semitone is diatonic (Deflnitious, sect. 1]), when the two note II. between which it lies, 
bear different names, as from B to C, &c. 
A eemitone is chromatic (Definitiona, sect. I:!), "'ht!n the two notes bear the same name. 
but are "aried by a sharp or a flat i as from C to C sharp, from D flat to D natural. 

5. A tone includes two semitones i as from B to C sharp, f!'Olll C to D. 
6. Other interval:! are named (according to the alpltabetical relation of tIle two notes). 

2nds, 3rds, 4ths, {jths, 6ths, 7ths, and 8ths,-the note from which the interval to another 
note is reckoned, being regarded as the 1st i thus, from C to IJ is a 2nd, from C to E is a 

3rd. from C to F is a 4th, &c. 
These numerical names of mterval:! depend entirely upon the alplUIbetical names of the 
notes between which the intervals lie, wholly irrespectiye of inflection Ly sharps or flats i 
thus, from C to D 6at. from C to D natUlll.l, and from C to D sharp, are all 2nds, while 
from C to E flat is a 3rd. 

7. For all purposes of harmony an interval is still regarded as a 2nd, 3rd, 4th, &c., 
though it inelude an octave (8th), or several octuves (8ths) beyond the real \lotcs defined 

by these numLers i thus, any E above any C is regarded as the 3rd of C, howe\'er extreme ... 
f r 1ft1 II I II (Chap. I. sect. 16.) ... ..-

the distance between these two notes, § r 
8. There are several qualities of 2nds, 3rds, 4ths, &c. i these, though the nQtes 

bear the same alphabetical relation, t.hough they stand on the same lines or spaces, arc 
distinguished by the greater or less number of semitones they contain, accordillg as the 
noles may be sharp, or 6at, or uatural. 

9. 'fhe inlen'als of the 8th, the 5th, and the 4th, are called perfect, because they 
~nnot be increased or lessened by sharps or flats, without changing them from COllcoruli 

nto discords (Definitiona, sec~. Hand 15), thus- tf ~ f~ a II ~ .~ ~~ It 
The two notes, between which any perfect iAterval lies, are both natural, both sharp, 

bJIb ft.~ botb do.>ble-sharp. or both dooW. Ilat; thus I- F It ~f am peri ... 

1S2 



• CHA/'. L. 

~ths; J- a 2S2 arc perfect 5th8; and Ii W"Df? are perfect 4ths. ~~he singl(\ 

exceptions from this law are with mgard to the 5th of B, and its inver&ion the 4th of F'. 
(For other iWtinetiom of the pn:fect intermiJ •• ce Chap. 1. sect. 14; Chap. m .... 8 
to 9: Chap. X. sect. 14.) 

10. The intcnoals of the 3rd and 6th. and the 2nd and 7th, may be' increased or ,lessened, 

and are, in ~th forms, alike concords or discords; thus W with a major (or greater) 

3rd, and ~~~~- with a minor (or smaller) 3rd, are both concords; § r~ 
a major 'lnd, and ~ 9. minor 2nd, are both discords. 

] 1. Other 5ths and 4ths, besides the perfect, and other 3rds and 6ths, 2nds and 7ths, 
besides the major and minor, are also employed in harmony: these are augmented and 
dilllinished,-augmented being more than perfect or more than major, and diminished 

being leSJ than perfect or less than minor,-and they are all discords; thus ~ 
ooing ,,!,nect5th. 1-'-- ;. an augmonted 5th, and J2f i. a diminished 5th; 

~_: being a major 5th, ~ is an. augmented 6th; and ~Jj__ being 
'I ~ t~ . 
II minor 3rd, ~ is a di~inillhed 3ni. 

INVEHSION OF INTERVALs. 

12. Inve1'sion of intervals changes the relative position of the two notes by placing the 

lowe, abo,'O the highel', '1--;- 0' hy placing th.high" Lelo .. tho lowe" • 

13. 'fhe nUlllber of any interval within the octave, added to the number of its inversion, 
makes uille; thus, the inversion of a 2nd is a 7th,-of a 3rd is a 6th,-of a 4th is a 5th, &e. 

l·t The inversion of a perfect interval produces a perfect interval, ~-:a:: 
lChap.1. sect. tl.) . ~ 

Vi. \Vith the major and minor, and with the augmented and diminished interrals, and 
t'heir inversions, however much olle division of the octave is greater, just so much is the 
other division of the octave 1088 ;-accordingly, their quality is reversed by their inversioll : 
major PI'Vdlll'CS minor, awl minot' mil.iot·; n\tgmE'llted produces diminished, and diminished 
Ilugmcnled. 

'l'ABLE OF INTEUVAL/S AND 'l'HEll' lNvEnlSlO~S, /S'I'A'1'ING 'I'HI:: NUM.lnal 01" 

SEMITON"ES IN EACH. 
1IIlnor. M..,,,.. Auar.:eoled. iLIJor. Minor. D!mlnllbecl. 

I eemilOIlC 2 !.Ie'lUltolle&. 3 "'"Il1t0llel. 

2Udd!"#8, :~ .J iJ I i ~ II 3,d, f 
lI~or. MII",r. 9~~._ln,"to·tnl~" l 11 rmltoDHr. 10 aemtvJlle:l, ........ ""'" 

71hs ,IJiz r I tiJ r I ~ i U~ (j hs Iltt. ~§~§ijg~ 

4 IelDltones. 3 eemitoDea. 2 eemit.onn. 



UII,l)I. U. Kl~YS A~1J ~CAU';::!. 

""rred. i serulW'1<8 Augmeuh'<l G ""olllun... Illmlnlobfd. 4 .. mllu .... 

4ths .. 
Perfect. t _~_ Dimllliobed.' ..mto_ AJIIIDlent.e4. 8 oemllun ... 

5ths 

8th 

8th 

.. 
Perfect. It-=_ ... .,... 

••• Be it oo8eT'1Jed tluzt the number of semitonu in any intenJal, added to the nUIMer of 
llemitcmu in its inver.ion, alway. makes the twelve whicl, complete the octave. 

INTERVALS BEYOND THE OCTAVE. 

16. The !ntcrvals of the 9th, the 11 th, and the 13th, are e.s.ceptions from the rule give~ 
in sect. 7. Tb.ese are entirely distinct in treatment from the 2nd, the 4th, and the 6th, 
which are rerresented by the same notes, and they are used in ditl'erent combinations . 

• TABLE OF INTEUVALS BEYOND THE OCTAVE. 

9ths. 11th. laths. 

* I ¥ I 
.. II I r I .. .. .. 

Minor. 20 IOImltoo ... aal\l<>r. 21 NIIIltons 

9.- t iI I 
I F .. .. 

Minor. 13 .mltons MoJor. If IIUIltooea. Perfect. 17 ....,110" ... 

'.41 Iii jigurillg basse" !) iI uud Idlln .e1t, tli,cortl ;" in tin "l'ptr part, 9 It'''.m t"~ t1illCtJN it ill t',t b"". 

= 

CHAPTER II. 

l\.l~YS AN D ~CALES. 

. 1. A KEV is a certain al'l'augement of notes with reference to anyone note, which I~ 

called the key-note or tonie, and from \vhieb the key is nllroed. 
2, The 2nd of the key· (the note next above the key-note), is called the BUpertonic; 

the 3ni ofthelrey, the mediant; the 4th, the subdominant j the 5th, the dOillinant; the 
6th, the 8ubmediant; and the 7th, the leading-note. 

R Keys are ma.jor and minor. 
4. A scale is n- gradual succession of notes, ascending or deS<'endiug. 
5. A scale is major or minor, according 1\8 the key (of the notes of which it is composed 

is lnajor or minor. 
6. A scale may also be clu'omatic (Definitions, sect. 12) j or 8\)U1~ ouly of the chromatic 

note.; lllay Le illtel':;per .. ed iu the majo,' 01' minor scale. 

l\won KEr AND SCAL};. 

7. In the major key, all the intervals from the key-noto are either major or perf'ect; 
thus, the 2nd and 31'd are major, the 4th and 5th are r~rfect, and the 6th and 7th 

life major. 
S. These, placed ill gradual succession, form the major scale, which has a semitone 

~tween the 3rd and 4th, and betwcNl the 7th and 8th degrees,-and a tone betW8.U 
"yery ot~er 1!1lCoe8Bive two dp21'PPII ' 
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SCALE OP C. 
1"' tad InS - MIa alb ftb 1"' 

ToBIe. ........ lIedWo&. SGbdaIIIIIIiIIt.. DaIIIlDuL SGbmcdlla&. IadIDi·DO&e, ToRIc. 

J7:r J J J eJ • ..- ~ ., lit J , 
---/ lleml ...... 
llemltoDO. 

9. Precisely the same arrangement of notes with reference to the kay-note, as in the 
key of 0, prevails in every major key; and to induce this, f4harps are employed in BOme 
keys, and flats in others. . , 

10. When a key has only one sharp, this is F sharp, and each additional sharp is a 5th 
above (or its inversion, a 4th below) the sharp last added. When all the seven notes have 
been made sharp, double-sharps are employed; thus, F double-eharp is used in place of an 
eighth sharp,-and these are S1Jcceseively added in the same order. . 

11. The sharp last added is the lea.ding-n..2.,te, which, by this sharp, is m,we to be a semi­
toue below the key-note, and thus the key-note is always a minor 2nd above it; 110, when 
.ft' sharp is the only sharp, G is the key-note;- when 0 sharp is added, J) is the 
key-note, &c. 

12. When a key has only one flat. this is B flat, and each additional flat is a 5th below 
(or its inversion a 4th above) the flat last added. . When all the Beven notes have been 
made flat, doubl .. flat& are employed; thus, B double-flat is used in place of an eighth ftat,­
and these are added in the same order. 

13. The flat last added is the subdomillallt, which, by this flat, ill made to be a IlCmitone 
above dIe 3rd of the key, and thus the key-note is always a perfect 4th below it. So, when 
B ftat is the only flat, ~' ill the key-note j when E flat is added, B flat is the key-note, &c. 

l!INOB KEY AND fuBJIONIC MINOR SCALE. 

14. 'The minor key bas three flats more, or three sharps less in its signature, than tlK 
~~jor key of -the same note: thus, the key of 0 ha "ing no flats, that of 0 minor bas three; 
and the key of A having three sharp!;!, tllat of A minor has none. 

15. The leading-note, in the miuor key as iu the major, is but a semitone below the 
key-uote; to induce this, however, one of the three notes, changed by the signature from the 
corresponding notes in the major key, is restored by an accidental Dntural or sharp wherever 
it occurs: but, though raised by an accidental natural or sharp, the leading-note in the 
minor key is still diatonic. (Definitions, sect. 11.) 

16. There are, then, two notl)s in the minor key different from the notes of the corre 
sJlondiug degrees of the major key;' these are the 3rd and 6th, which, by the cPaDarre. of 
si~ture, are made minor instead of major. . 

17. The tenus relative major and rclath'e minor, denote a major key and a minor key 
which have the same signature. -

18. The relative minor key is distinguished from the relative major, by the accidental 
natural or sharp employed fOl' the leading-note of the minor key. 

1!J. The 6th degree of the major key is the ke),-note of the relative minor, Rnd the 
\Dversion of this-the third degree of the minor key-is the key-note of the relative major; 
IIlU8. A minor is the relative minor to 0 (distinguished from it by the accidental G .11&11" 
'tIH! C is the relative major to A minOf' 



r.nAI'. n. KEYH AND BCALER. 

SCALE OF C Mnwn. 
!nd 3rol 4tb 51h litb 

Sapertoale. lIed""'t. SabdomiDUlt. DummRnt. SUOIIIedinnt. 

J d 
..... l(i;; 

ARBITRARY MINOR SCALE. 

20. Certain modifications of the minor BCale are ROmetimes employed in order to avoid 
the use of the interval of the augmented 2nd in melody (Chap. III. sect. 2). 

21. As it is d~mble in all scales to rise to the key-note by the step of a semitone, 
it is allowable, in the ascending minor scale, to make the 6th degree major, and 80 Iltoid 
the step of an augmented 2nd from the 6th to the 7th de2"l"ee; thus-_:t J of E 

:l:l. As it is desirable in the minor IK'ales to fall to the domillant by the step of a 
~mitone, it is allowable, in the descending miaor scale, to m~ke the 'ith degree minor, 
and 80 avoid the lltep oran angmented 2nd from the 7th to the 6th degree; thus-

tfp$ r J :; IE 
23. These arbitrary alterations of the notes of the miner key for the purposes of 

melody. are available as passing notes (Chap. VII. sects. 4 and 5). The major 6th should 
never be used as an essential note of a diatonic chord, and the minor 7th is only 
available as such in one exceptional instance (Chap. IV. sect. 25). 

CHROMATIC SCALE. 

24. !l'he arrangement with reference to the key-note, of the notes of the major and 
minor scales, is Mt more definite than is that of the chromatic scale, though, for con­
venience'of ,.,riting, tIllS latter is frequently disregarded, while the former is universally 
obsen'ed; it is neCCBBary, howevp.r, to know the notation of the chromatic scale in each 
key--all the more familiarly on account of its being 80 ofkn incorrectly written-in order 
to knO\v the treatment of the notes, which being carried out, their nomenclature is of 
l'omparatively less importance. 

25. The chromatic scale haR twelve degrees. These consist of the seven notes of the 
major key, with t.he three indicated by the change of signature in the minor key (namely, 
the minor 3ni, minor 6th, and minor 7th), and the minor 2nd (Chap. IV. sect. 33), and 
the augmented 4th (Chap. IV. sect. 32). Every in~l'Yal that can be major or minor is 
major and minor, and the 4th is the only perfect interval that is changed; tbis 4th, too, 
is the only note of the mnjor BCale that is raised. 

26. 'rhe chromatic scale is the same in the major and minor keys. 

CHROMATIO SCALE IN THE KEY OF C. 
IlL :aiD. W. ~ IDd. mID. 3rd. mo,J. 3nl. port 411L ........ 411L portlllL min. lib. mo,J. tIlL mIL WI. ~,tIL 1& 

,~ -&;J qJ pj ~j eJ tJ 51 be] PiJ ffi ., "ggl 
27. Whatever irregularities sometimos occur in the notation of the chromatic scale. 

ellmpose1'8 of all 8l·hools agree ill writi~ the augmented 4th fr~:n thp key-note (n01 
tIll'! dimini~hed 5th I. IlUe! the minor 'itJl I' .... m the key-nott' ,not the augmented 6th). 
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OHAPTER .' II. 

POOGRESSION OF PAUTS.· 

1. A PART in harmony is a succession of notes that may be performed by one voice, or 
oy an instrument capable of sounding but .one note I1t a time; as many notes as are 
BOunded together, in 80 many parts is the harmony. 

MnoDIC PROGRESSION (Definitions, sect. 1). 

2. A part should not proceed by an augmented iuterval :-

Except; Firstly, in one of the repetitious of a sequence (Chap. VI. sect. 2). 
Secondly, in ascending or descending the harmonic minor scale when the top part mOTel 
in 6ths with the bass :-

Thirdly, in r£'!lIOlving the fundamental minor 9th (Chap. XI. sect. 22). 
Fourthly, in a succession of passing notes fnlmcd upon the harmonic minor scale (Chap. 
V II. sect. 14). 
Fifthly, in an arpeggio, or where the two notes belong to the same chord (Definitiuns, s. 9). 

- ~ ~ n 1 .. ~ r..l l 
§ i- P ~ -- II f f I '2 P-1_1* 

And Sixthly, when the note to which the skip is made is a pas.'1ing no.te (Chap. VII. 
sect. 9). 

3. If n part proceed by a diminished interval, it must return to some note within 

that iutcnal; §SF r r II T - r r r and not continue in the same 

direction; J r r' r II T r 
liABHONIO PBOORESSION.-CONCORDS (Definitions, sects. 2 and 14). 

4. 'fhe major and minor concords may be taken in succession between any of the parts 

~~')!')I~'I t'))1 ~':~o::r=~!.;::::~fFi'U ,~at 
• I'be exceptions in this chapter ahould not be .~udied until soml! advance baa been madQ in the 

P"'JIlNIIIve Eun;~ 
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5. The perft'ct concords, on the contrary, are subject to many restrictions with regtsrd 
to their succession, and the manner of approaching them (Chap. 1. sect. 9). I" J 

6. No two paris may proceed in pedect 5ths with ,.ch othe,. , F ~ r j I 
Yet a 5th DUly be used in each of two succeeding chords, but it must be assigned to a 

dift"eren. pari in ODe chon! from that which bears it in the otha, chon!: thus, ~ 
where, the 5th to the bass is in the middle part in the first chord, and in the top' part iu 

.he ...... chon!: tha extreme (0' outside) paris proceed from an! to 5th, _ 

th~ wp and the middle parts proceed from 6th to 3rd, § r r It and the bass and 

the middle parts proceed from 5th to 3rd, J d i Ib, and 110, while both chords contain 

.. 5th, no two parts proceed in 5ths with each other (Chap. m. sect. 26). 
7. No two parts may proceed in 8ths 01' in uniROIlS with each other; 

Yet an 8th or au unison may be used in each of two sllcceeding chords, under the Slime 

condition as the 5th: thua,1"!J ') II where the 8th of the bass is in tha an! 

part from the top in the first chord, and in the top part in the second chord; and thus, 

Ld---S+t where the second and third parts are in unison, in the first chord, and the 
~~fIt:~_=~~!=:J3EII:- third and boss parts are in unison in the second chord. 

~ rnle does not apply to the doubling of anyone or the whole of the parts throughout 
a piece, as is the custom in a band, and in a chorus; neither dOOll it apply to the doubling 
anyone part throughout a complete phrase to render it specially prominent, as is frequently 
done in music for a band or for the pianoforte. The objection is to the progression of twtl 

parts in 8ths, or in unison. It is always allowable, however, to let the harmony cease, and 
to make all the parts proceed in ~ths, or in unison, for a complete phraEe, or for any portion 
of a phrase, or to make one part proceed alone without accompaniment (Chap. III. sect. 25). 

• •• '.PM rules in .ectiontt 6 and 7 apply to an!! two part" whetller e:ctrems partB or midd" pam. 

8. The extreme (that is the top and bottom) . I 

parts may not proceed by ~ motion to , ~~~) n r~t I i /3l II 
a perfer.t 5th from another mterval:- - - - -- - ..... - J -.::t ==:--

. y/ 

Except firstly, the 5th of the dominant, if approached from the hannJIiy of the key-note. 
a 
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and the 5th or the key-note, if approached from the harmony of the subdomiDant; provided. 

1_~ 

in both ...... the Wp pan move a 2nd,' ~ ;: ~) II: l II 
I ........ ~ 

An~ . cxcep~ seco~dIy. fantYh 5th, whe1n cd hanging from one to another ~ ; '< j) 11_ 
position or mverslon 0 e same c lor , - - - ....... - --

9. The extreme parts may not proceed by similar motion to nn 8th or an unison, from 

I 

an, inle,..I, § ~-?I II l$ n ~ d) II Except, btly, the 8th of 

I ."../ 

the key-note, if approached from the harmony of the dominant, and the 8th of the 

subdominant, if approached from the hannuny of the J ....... i ~ I 

key-note, pro~ided in both cases the top part move a J > nil> < i.l II 
2nd, and provided sueh Rth be the root of a chord, C i 
And except, secondly, the 8th of the dominant and the 8th of the key-note, when the top 
part rises a 2nd, and the bass rises a 4th, and when the top part rises a 4th and the ba8I 
riles a 2nd, provided such octave he the 5th from the root of the chord:-

I 

'i !J~illi ~J,gll! tl)!F~:::~ 
10. In harmony of two parts, a 3rd may not be followed by a 5th, when both parts move 

J . ~ "il ~ 1 i: ~ but the bad effect of this ceases when a £ ~; -
a 2nd; # r :: r II F :: r II third part is added to the harmony; tif411 ; f II. 

11. It is not desirable for n lower part to proceed to a higher note in one chord t]181) 

the note assigned to a highcr part in the previous chord; no~ ~ ~ F J 
for a higher part to proceed to a lower note in one chord, b II f ~ II 
than that assigned to a lower part in the previous chord: • 

12. No pul may p,,,,,,,d in 41b, with th. bass; ~ - i:u: except .itb., nol. of 

-r- .... 
. ~~e-l-;~s-J ~t' J ] ~ 

the second 4th be n discord, faI====-:;;-=-~= =~:~ ~-_~-- ~== ii-
~ -I ;;;;::-r-r I -:-:rr- :r:i-j'--p-- -

The progression of 4th!!, howcycl', bet.ween two upper parts against a moving bass, thus-

. .J J \ I 

J-i) ;, in '-il r ; l t I i .. mohjoolionabb. 

r . 
• A ppl'n.tis B. 
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13. The leading-note, in a full close (Definitions, sect. 20), m1lBt rise 10 tOf' keY'Doto­, :ir~' !~~~1~' ~. In any othcr progression from chord to chord (sa "e when it hi a discord, 
.. :=: -I Jt requiring to fall to its resolution), the leading-note must rise; but, save in 
t..I .... a full closc, there is no restriction as to the inten'al by which it mllst rise-

~ .... I ,,.. ~ J: I 

§!lllal1r!1 
Except, when the bass descends by legrees from the key-note 
to the 6th of the key, when the leading-note may bear the 
first inversion of a concord:- . 

And except in a succession of fh1lt inversions (Chap. IV. sect. 16), when all the parts proceed 
by degrees (Chap. IV. sect. 8).· 

§ili f; ~I;; iill 
• •• TAil rule llOlJ8 in tIle fru .tvle of harTMn!/ rml!/ j in the atrict ()J' diatonic Itgk, tIM 

leading-note iI fru ~ riM or to fall. 

H. The leading·note, in changing lrom one '" enother position § t ~ ~ J II 
or inwrsion of the same chord, is free to rise, to fall, or to remain- . ., 

I 

As a passing-note (Chap. VII. sect. 3) also, the leading-note is free to rise or to fall. 

H A nMONIC PnOGRESSION.-DISCORDsf(Definitions, sect. 1;). 

15. No two parts may proceed in 2nds or in 7ths with each other; 

§ ~:~ I ~:~ II ~H J ~ 
I . 

16. No two u~te~ next ~ each other in alp~betical order, j" j H J ~ 
feay proceed by similar motion to the 8th or uruson; . s' ~ ( .... . -r-r 

~7. No two notes next to each other in alphabetical order may proceed by oblique 
motion (that is, where one moves and the other remains) to an 8th, or unison, 

, . t: ....... ~ except in the c~ of a passing-note (Chap VII. sect. 1), 

~~ , ~ 0' of • -.on (Ch.~. VIl.L sect. 31 or 01 • lunda. 
~=t . mental 7th m Its second mverslOn (Chap. X. sect. 18), or 

I I of a fundamental 9th (Chap. Xl. sect. 15). t 

18. The interm. 01 the .9th may not be -t r j t II dc .. J , 
approached by 8lmilar motion:- !» . i 1 II 

' .... 
19. No two parts should proceed from the interval of an 8th to ;Jl 

that of a 7th, when one steps a 2nd audthe other leaps a 3rei down'l1 

• Ap1lf!1.ru~ 0. t AppeadD AA , ApMU I). 

Bad,. ~~ 

~~~ I F$I 
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F AL8E RELATION. 

20. False relation is when one part has a natural note, and another part has a sharp 07 

flat Dote of the same name; either when both notes are sounded in the same chord-

I ~ when the t;-o not.o an> BOUnded J {~ II iJ-. J I 
m two sUCCe88IVe chords- L -- -- -- " t --r • 0 

or when the two notes are sounded in two chords with a OhOrdintervening-~:=" 
In all three forms, false relation is unallowabie. _ ~---

••• Apparent vio14tion. of thiB rule are to be found in ca.e. of incorrect notation 
(Chap. II. sect. 24), to which, of cour.e, the rule doe. not_ apply. 

21. False relation does !.lot exist between two BUcceSBivc chorda, 
when the third of the first chord is the root of the second chord ; 

~nd when the 3rd of the first chord ! t J ii J I ; U 
15 the 5th of the ~ond chord. f1 ~ ~ f C

> 1f - ~ -
II 

22. False relation does Dot exist between two chords 

with a chord intervening, when the chromatic note forms ~i~~F§~'~~-'~o.~bi;~I~:~~IEI 
part of a fundamental discord (Definitions, sect. 19) ; ~ ~ F ~ 
"'hen the formp.r of the two chol·ds contains the minor 
7th of the arbitrary Bcale (Chap. IV. sect 25) ; ~llll§. 
and also when the first chord is a dominant or a tonic, anJ the third chord (llaving its root 
a minor thh·u below that of the first chord), is the dominant of another key,-but in this 
case if the inter\"ening chord contain the note which iB a ~Ild above the root of the third 
chord, such 2nd mUBt be minor (Chap. XV. sect. 6).-

,1 ~ 11~:1111~ 13 1 

Bad. 

23. Either of the two notes may be doubled (that is, sounded in two parts at once), 

and the duplicate note in one part stands ~ ~ '~::cb::.c 
in no f~lse relation ~\'itb the note that is ., j n r iii 
cmromahcally altered In another part :-

24: Chromatic passing notes (Chap. VII. sect. 15) induce no false relation, if all the role; 
f'lr their treatment be observed. 

EXCEPTIONAL PROORESSION. 

25. It is allowable, in tIle extreme parte, to proceed, by con­
CrUll motion, from 8th tu 8th, between the tonic and dominant, 

, I I l..l' .. ,; ... ... ---.;. -. ~ ........ I/- ~ 

and betwee~ the tonic J ! f ! l!' F' 9 
hnd subdomlDant, r .,- /' I ....... r -er (Chap. m. ~ 7.) 



OIlAP. IV. CONCORDS AND THJt1IR IN VERSIONo. 

26. It is allowaole, in the extreme }-4rts, to proc'!cd, by c07ltrary and by IImilar motiolll 

r·"~ ff~ from 510 10 bib, between the Ionic and dominant; J= i j = __ " 
..... ;' 

• •• The applicatIOn of tlwe two laBt rulu demands the moBt careful ducretWn, and ,'wuld 
*11 '" t1I4d. for tM purpose of produdnfJ /lOme particular effect. 

CHAPTER IV. 

CONCORDS AND 'I'HEIR INVERSIONS. 

1. A eOM'ION chord is a bass note (which is the root of the chord, and by which the 

chord is named). with its perfect 5th and major or minor third; .4 ~ 1If¥1j and 

according as t~e 3rd is major or minor, it is a major or minor common chord. 
2. Either of the notes of a common chord may be doubled; the root, or the 5th, or the 

3rd; § J) i ') i)ll but it is more frequently dc.""bl. 10 double the root then eithe, 

of the other two notes. 
3. 'I'he leading.note. however, may never be doubled, whatever interval in a chord it 

may form. (Chap. III. sects. 13 and 14; qhap. VI. sect. 3.) 
4. The 5th of a common chord may be omitted, and thus the' ; p 

harmony consists of the root and the 3rd only, or of these two, 'i 
with either or both of them doubled:- . 

5. The 3rd should not be omitted, except in very rare and peculiar cases. 

COMMON CHORDS IN THE MAJOR KEy. 

(). There is no common chord on the leading-note, because this note bears a diminished 

5th$ 
7. The common chord on the 3rd degree of the major key is questionable 8S a concord. 

OOcaUBe of the harsh effect it produces in relation with other chords of the key; 
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8. There are, then, but fh-e common chords available a!l concords in the major key; 
[nose upon the kC'Y'llot(', the sul,tluruinimt, and the dominant, are major; those UpOll thfl 
~Ild and 6th, are minor 

fJJ 
) i@ J 
l I" 2Dd 4th bth 6th 

i ~ lI­

E i3 J r 
9. The common chord of the 2nd of the key may not be followed by the colDmon ('hol'd 

~~b~~_ r~i ~: 
§}IiJ~~Urlt 

E<cep~ finoUy, whenhoiA d,.nlB "'. in the fi",t inve",ion (?hap. IV .... L 16), §j (J ~ 
And except, secondly, when the chord of the key-note is in the second inversion (Chap. IV. 

,".1, 26) ,- I I I r j ~_..I 

11 L~ i n 1 ~ /-, i I 

1. Harmony has a richer, fuller effect, when thf' parts 
llecummendati(1M. { 

stand at nedrly equal distances from one another:- I~~~~~~I~ 

than when one is at 8 greater distance from the rest, than those are from one another, 

~ the rest, it is better to have the greater distance . { 

~:' :~_ I, ""J W If, however, it be desirable to separate any part from J =:-
~~~~§~~: between the bass and the part next above it, l. 

than between either of the other parts. This lwst distribution is even desirable, ~vhen the 
bass part is designed to be particularly prominent. 

II. It is generally expedient to let the upper 
motion; and, when any note is common to two 
same part i thus-

parts proceed by the smallest possible 
successive chords, to retain it in the 

Ill. When the bass moves a 2nd it 1 
is expedient to make the parts which 

have the 5th and 8th proceed in con- I~~~~~~~~~~~~~~~~~~ lrary motion to the bass:- , 
_: -I -, 
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Co)()[ON CHORDS IN TUE MINOR KEy. 
10. There is DO common chord on the leading-note of the minor key, becall!8, BE In t.be 

major, this note bears a diminished 5th 'pl~, , 11_ (Chap. IV. lOOt. 6). 

11. There is no common chord on the 2nd of the minor key, because this note l\lae 

bears a diminished 5th 'p\ i II 
12. There is no common chord on the 3rd of a minor key, becaase this note bears an 

augmented 5th." _. I 
13. There are, then, but four common chords in {rIC~§;~~§~j:~' ~:~~:~ the minor key. those on the key-note aud the sub- I~ 

dominant are minor;. those on the dominant and the im~~~J~~t~~~r~~r§~II~ 
6th of the key are maJor:- ,~t J: __ 

IlL 4th, 5th. Ith, 

The only common chord that is the same in both the major and the minor keys, is that of 
the dominant, which i.s always major.-
A major common chord of the key-note is sometimes used for the full close (Def. sect. 2C' 
in the minor key; the employment of this is more common in ancient than in mod en 
music, and is exceptionally included in the strict or diatonic style (Def. sect. 21). t 

FIRST INVERSION OF CONCORDS IN THE MAJOR KEY. 

14. An inversion of a chord is a chord with either of its notes, in@t.ead of the root, for 
the bass. . 

15. A common chord, having two notes besides the root, has two inversions. 
16. The first inversion of a common chord is the chord with its 3rd for the baa, 

when the root, being placed above the 3rd, becomes the 6th to the ~ ~ ~ ;:J 
bass, aud the 5th of the original chord becomes the 3rd to the bass, § 6 i ... ( iii)1M II 

17. The interval of the diminished 5th is a discord only when it ~ ~ 
stands between the bnss and an upper part (Chap. IV. sect. 6); it loses 4 I 
itd dissonant effect when a hnss is placed below it; t 

'fherefore, though there is no COlUlUon chord upon the leading-note, the first inversion of a 
chord (that is, the 3rd and 6th to the bass), may be taken on the 2nd of the key, and 
treated in every respect as the first inversion of a concord, subject to the same condition as 
the eommon chord on the dominant, namely, that the leading-note may not be cioubled 
(Chap. IV. sect. 3). 

18. Dissonant as is the effect, in relation with other chords in the key, of the 5tll npoD 
the 3rd degree of the major key (Chap. IV. sect. 7.) this is only when it stands between th& 
bass and an upper part, anti its dissonance ceases when a buI is placed below it, 

,.! 'i) J J J I Therefore. though the common chord 
::::::::: = :: I II iii FJ on the 3rd of the major key is ~-

• available as a concord, the first 
inversion of a chord (that is, the 3rd and 6th to the bass). may be taken on the 5th of the 
key, aud treated in every respect as the first inversion of a concord, under the flUne OW'­

dition with regard to the leading-note as the chord last described. 

• Appendix BU. t The :In} in thia chert! ;. UlUallv called the .. TieroE de ?iCOL.>-Qe." 
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19. There is, then, the first inversion of ~ ~;g a ~ 
a triad on every note of the major key- :~ 

lot. :ud. 3N. 4 th. 6th. 

20. When the bass is the ma/or 3rd of a I -. h 
ehord (see the 3rd, 6th, Ilnd 7th chords in J 5) II 3 tl~).:It: except if Oue part 
the last example), it may not be doublcr1, .. ' 

rise to .it and from .it by the step of a 2nd, and the other part ~--J ~ -. L - i=lli 
fall to It and from It by the step of 0. 2nd; ~hus- _ ~==.=-:'-tl= : . c.:=:I- ..- ....... 
and except if the note be retained or repeated from the previous chord.~' 

Recommendation. 

When several first inversions occur in succeBBion, it is expedient to place the root of 
each chord (the 6th to the bass) in the top part, and the 5th of each chord (the ijrd to the 

bMS) in an nnder part; J ~ j ~ ~ II ~ ~ ~ iii U 
.. ather than to have the inversion of this position, which would induce a succeSsion of 5ths; 

~ i ~. --- ... 
Ji~FFlltFfrl~ 

FIRST INVERSION OF CONCORDS IN THE MINOR KEY. 

21. In the minor key, as in the major, the triad on the leading-note, though dist.onant in 
its original position (Chap IV. sect. 10) is available in its first inversion 8.8 the first inver­
sion of a concord (Chap. IV. sect. 17). 

22. Upon the .. me prindple (Chap. IV. """t. 17), the triad on the 2nd of $: 
the minor key, though dissonant in its original position (Chap. IV. sect. 11), is ~ 
available in its first inversion, and treated as the first invel"llion of a concord-~ 

23. The intel'Val of the augmented 5th is equally dissonant in whatever position it may 
stlilld; the triad on the 3rd of the minor key (Chap. IV. sect. 12) can, therefore, not be 
taken as 0. concord in any form or inversion. Thus, the 5th of the minor key may not be 
taken as the bass of 0. first inversion; it may, however, bear the single interval of the 6th 
when eit.her the bass or the 6th, or both of these, may be doubled :-

#'%fd! t ~I~! ;11 
24. There is, then, the first inversion of a triad on every note of the minor key except 

the 6th, and this note bears the single interval of the 6th-

#'%j, ; ; F ~ IT 
26. When the bass descends by degrees from the key-note to the 6th (\f the key, the 

minor 7th from the key- I ~ 

::: ;a: S:t '::':e:m~nthe ~ 5 ~ It t t I g= n (~~ =-::~ 
... I I " •. 

• AppeDdi~ !<;J!O. 



IV. CONCORDS AND THEIR INVERSIONS. ., 
S ECOtm INVERSION OJ' CO)[J[ON CHOBD8. 

~fI. The aecond inversion of a common chord is the chord with ita 5th in the bass, when 

the root becom .. the 4th to the ...... and the 3nI or, i'! j' II' 
tho original chord become. the 6th to the bass _ !I = ( - - :: -. 

27. In both the major and the minor key the only common chords that can be taken 
in the second inversion, are those of the key-note, the aubdominant, and the dominant. The 
dominant (being the 5th of the key-note), the key-note (being the 5th of the subdominant), 

and the supertonic (being the 5th of th~ do~t), 1 j ~ II I tn I. ! H 
are the three baaa-notea of theee second mvemon&- ~ - - -- - - -- - -

28. The bass may not approach a second inversion by leap from the inversion 

or another Chord;', , r 1-~ r ~ n but may, by atop or • 2nd 

From the in.eroion of another cbonl,' 1 ~ L 4 ~ I it "'y, by 

loap fiom an inveroion or the -. chord,'! i l4 ~ 9 and it may, by 

leap or by step of a 2nd frgm the root of another or the same chord:-

29. A aecond inversion must be followed .either by some 1. i II ! 
other chord upon the same bass note (or Ita octave); ! r 
or else by some chord on the note next above or below it, diatonic or chromatic:-

-V ~ II! g II ~ , n ~ a II ~ 
So long 88 the same harmony continues, the bass of a second inversion may proceed fA) 

anot·her note of the chord, or may have any succession of passing notes; provided when the 
harmony changes to a chord having another root, the baas return to the note that h88 the 
leCond inversion, or to the note next above or below it, whichever it might have taken had 
t made no such digression :-

• Except from the third inversion of a chord containing a fundamental 7th (Chap. X. eeet. 25). and 
Iron. \he aecoud invenJion of a chord containing I\Il 11th (Chap. XII. eect. 20). 

D 
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30. A second inversion, if followed by a chord on the .ame bass-note, muRt be at a more 
IItrongly a.ccented part of the bar, than the chord which follows it :- -

Except only, if the second inversion have been preceded by another chord on the same bas80 

note. when it may be taken at any part of the b.,,- ez-i ; I I ~~ 
A second inversion, if followed by 1\ chord upon the next note, may be either at the strolJgef 
or weaker part of the bar :-

fl ! ~ I! I d !-n-h h 
1'" 

31. The second inversion of the chord of the dominant (having the 2nd of the key for 
its bass-nota) may be followed by the second inversion of the chord of the subdominant 

(hoving the'key.note ror ito bass). #=] Md=H (Chap. ill. toct. 12). . -r- . 
This is tb.~ single case in which one second inversion may follow another. 

CHROMATIC CONCORDS. (Defin. sect. 12.) 

In the Minor Key. 

32. A major common chord may be eaken on the supertonic of' the minor key, of" 

which the 3rd and 5th are chromatic notes-tjJftm~~l~ii~~!~I~r~~,§~t~lblb· 
• F - f 

The 3rd of this chromatic chord (being the augmented 4th of the key-note), may never be 
doubled, and in proceeding to another chord, this note must either rise or fall a semi tone. 
In order not to induce a modulation into the key of the dominant, this chromatic chord 
mnst be followed either by a chord containing the diatonic 4th of the key-

~:I~~ I~ ~~I ~:21 
~ • -fI!I- ' 

or else by some form of the common chord of the key-note :-* 

• Appendix 1". 

~' Jl ~i¥=i!-!.d~ • 
, AppeDdiJ U 



ORAl ~V. COKCUHDS AKD 'l'H.I!.:lR INVERSIONS. 

Tile first inversion of the chromatic chord of th~ supertonic (having the augment,ed 4th of 
the key-note for its bass}, may be taken under the same condition, as the chOl'J in ita 
~riginnl position:-. 

·15 ~-&~-J-J' !~~Wl ~~~ • .j' i I I I'" . -tSJ- • 

3a.. A ma.jor common chord may be taken on the minor 2nd of the minor key, of which 
the root is a chromatic note:-

'there is no restriction as to what chord in the key must follow this chromatic cLord. 
The' first inversion of this chl'Olllatie chord of the minor 2nd of the key may also Le taken, 
'fhe bass-note of this inversion, though the major 3rd to the root, may be douLled nl 

discretion :-

• 

Tlap·chord iu this inversion is sometimes palled the chord of the "Neapolitan 6th."t 

In tM lJIOJOr Ke!l. 

34. All the concords peculiar to the minor key,-except the minor chord of the key.note 
and its two illycrsions,-may Le taken as chromatic chords in the major key. 

35. There -are then, besides the diatonic concords (Chap. IV. sects. 8, 19, 27), tbl! 
following chromatic concords in the major key :-

I. A minor common chord on the subdommant, and its first and second inversions:-

:11. A major common chord on the minor 6th of the key and its first invpmon : -

If 
t Appendix G. 
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IV. A major COmlAlOn chord on the supertonic and its first inveJ'Sion, subject to the same 
-,onditions d8 in the minor key (Chap. IV. sect. 32):-

n tl~ ~I! tB~ i ~Ig; F'I fut ... I ... -.. ~ -e;;-

• 

§fhrr l¥ ~lt5,qin~~I~~Zf 
. V. A .major common chord 011 the In.inor 2nd of the key and its first inl"ersion (Chap. 

JV. sect. 33):-'Ie !~:lf:lj~lIl ; ;lr1ijJ Flpop: 

CHAPTER v. 
PEDALS. 

1. A PEDAL is a baas note sustained through a 8uccession of chords, of which chords the 
pedal note mayor may not forin an esselltial portion. 

2. The key-note and the dominant are the only notes that may be employed as pedals : 
either or both of these may be 8ustained throughout any passage, diatonic or chromatic, 
that doe8 not modulate. Were the key cm...Jged, the pedal note would no longer be the 
key-note or the dominant.· The following examples of pedals, each of which is in one 
key throughout, are co.rrect-

I~t : ~ ~: ~ ~ ~:: :::: ~ ; ~ a: ~ ! : 
but the folloWing examples, in which modulations occur, are unallowable (Chap. V 
IeCts. 7 and 8)-

rl~J~:ITtt~~;~;:f~~ff.-~n:i3=i~~1~4=lI~ij3f,k-Si:J:cH tJ1:t. • .-. .. ---- ... -EF-r--·· - ~ta·±;-_!"~_"I :fI-~ - _.i~~_jt:t 
\ 

l ~---I----·~--~--~ --~---*-- ~-~ ;:-L;_"::;::;---= --.~ -=-,;,==--= ~- -•. ~=----=- - --=.-=---- or;, ~ .~"""""'" __ '--' __ __ ~J_ _~ ___________________ ~ 

------- ---- ._-- --- - -61-- -6i t;7--- --

3. When the pedal-note is not an e88e1ltial portion: of the harmony, the part next above 
it should furm a good baM (that is, should not have any notes unallowable as bass-notes, or 
proceed by leaps that are unallowable in the bass). When the pedal-note is an essential 
portion of the harmony, the part next above it, if the 5th of a chord, is not to, be regarded 
lUI bearing Ii second iuveraion. The following example is faulty on account of the rnD-

• A l'pt'nili]l' f) 
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8eCutive ~ ths at 4, 4 (Chn'p. III. sect. ] 2); and on accollut of the leap from C, which it t 
be regarded as bearing a second invers'on at • (Chap. IV. sect. 29). 

I ... 

'. 

I ... = ~ 

1.---." 

I .. .~-

lr 

5. A pedal-note can only be quitted when it is an essential portion \l( the harmony; if 
tlus be the 5th of a chord or a discord requir- ~ 

ing resolution, the rules for. its treatment must fl~~~i; II ii ~j~;~}~17 ... ~J~~8U~ 
be observed as though there had been no pedal. ~ i J i r' 
'fhe following example is faulty, because the ) I . 
C pedal is quitted upon the chord of G, of ll@ J I a I J J r U 
which C is not an essential portion-' -
The following examples are correct, because the pedal notes are quitwJ upon chords oJ 
which they are essential portions-

J-tt12f1! ! ~ II ~ ~ I; I ; II 3 F ~ ; I; ; i ! I ~* 
~ Ie F r riC r c rftt1t 
6. A pedal may close with a modulation, provided no change of key take place until the 

last chord upon the pedal (Chap. V. sect. 2) :-

f~q I = Ii ~ ; I.; ; I ~ I! ~ ~ i I ~ B 

l~1J F r I r r r IJJ 7 e J . ~ 
7. The last inversion of the chromatic chord of the minor 13th (Chap. XlII. sect. 12). 

§~~~b~~~~i file: : . ::: :: 
.ulahoD at the close of a pedal U-- - - --
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8. One only series of harmonies foreign to the key, the employment of which involve. 
a transient modulation, is allowable upon a pedal. This is the major common eliOT :l of tll\ 
sixth degree of the ml\jor key, and the fundamental discords derived from the RaDle root, 
any of which may be used upon a dominant pedal, provided it be followed oy somE' chord c: 
which the perfect 4th of the key-note (the 7th of the dominant) is a portion :-

This it! a single exception from the rule in sect. 2. 

9. Any note may be sustained throughout a succession of pa.ssing-notes in one, in two, or 
more parts (Chap. VII. sect. 7):-

instances of this must not be mistaken for pedals, against which the harmony may pl'OCeed 
independently of the pedal note, ~akillg any progressions that might be employed without 
the pedal. 

INVEIITED PEDALS. 

10. In modern music the pedal is frequently inverted, that is, an upper part 8'18tdins a 
no~ thronghout a succession of chords, of whirh chords the pedal note mayor may not forID 
an essentldl portion; thus--

~ ~~ ~~ .. 1 -t5.~ .•• ~i ~~a -B-. 

~~¥i~p:'I~)~Hlf FI,:I 
11. All the rules for the bass pedal apply to the inyerted pedal, exccpt only the 

rule in sect. 3; the inverted pedal in no way affects the progression of the bass part, so 
!ong as this remains ir. the key of which the pedal note is the touie or the dominant. 

12. Sometimes the bass pedal is doubled in an upper part, in which case all the rules 
rOI' its treatment apply without exception. 

I 
? H 

1 .J .J J ••• .L J_ .r"'2 .&L ~~ .. 
j~ • 

I If _ .. .-.-~ ... c 



Cun. VL 

OHAPTER VL 

SEQUENCES. 

1. A SEQUENCE is the repetItion of a progroosion of harmony, upon other notes )f the 
scale, when all the parts proceed by the same degrees in each repetition as in the origbal 
progression; thus, in the following progression, the bass rises a 4th, the top put falls 
a 2nd, the part next to the top rises a 2nd, and the part next to the bass fall8 a 3rd-, ~ =Ii± and in this "'petition of the eame progression, ~*'-""11= 
~ ~ ___ eachpartmovesbythesamenumberofdegreea-~~ 

2. In a sequence the name of the interval in the original progression (as 2nd, 3rd, 4th, 
&c.) and not its quality (as major or minor, perfect or augmented) is preservwl i'l the repe­
titions. Thus, in a sequence of melody an augmented interval may bo employed i.2 one of 
the repetitions of what was a perfect interval in the origin~ progression, &.It at • 

,J I d j I 51 
without the harsh effect this interval would produce apart from the sequence (Chap. III. 
sect. 2). In like manner in a sequence of harmony, the dissonant 5t11s on the 3rd and 7th of 
the major key, and on the 2nd, 3rd, and 7th of the minor key, may be employed in the 
repetitions of what were consonant 5ths in the original progression as at • 

In the last example it may be observed that the top part moves a major 2nd in the 
original progression, and in the first, the second, and the fourth repetition, but a minor 2ud 
in the third repetition; the part next to the top moves a minor 2nd in the original progres­
aion, and in the fourth repetition, but a major 2nd in the finot, the second, and the third 
repetitions; the part next to the bass mo\'es a minor 3rd in the original progression, und iu 
the first, the third, and th~ fourth repetitions, but a ma.jor 3rd in the second repetition; 
and the La.ss mo\'es 8 perfect 4th in all ('llSes but tho third repetition, where it moves an 

IlIIg-meuted -1 tho 

3. {;pon the IIllme principle the leading-note may be doubled in one of the repetitioD' 
v1 a sequence, as in the fourth bar of the last example (Chap. IV. sect. 3). 

4. The original progression in a sequence may consist of two chords, as in the foreg(ling 
examples; or of more than two chords, as in the examples that are .. C'f'~ l-
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may consist of concords only i or of these intermixed with passing notes i or with prepared 
discords-

1P RI ~ r rl~ 'I P F rl¢t-'II r rl ~ ~I! ffi 
~ 3~i 9ts'Ii jt _is dl~ 
The 2nd inversIon of concords is unavailable in sequences. 

5. The repetitions of a sequence may be upon successively higher degrees of the scale, 
os in the foregoing examples i or upon successively lower degrees, thus:-

ttl~ FIW ~I~ ;'F !IJ ~] r ---" ---" ---" I r'~ , ---" F 
or at regularly IlUccessive larger intervale, thus :-

Kr" ~ ~ fl2 i I ;IUO; /,31: '~-flr df-~ ---- ___ -_____ ---- --- I 

6. When a progression is repeated in a different key, none of the rules for sequences 
justifying the exceptional treatment of particular notes apply i thus, in the following 
example, where every a(;cidentru sharp, flat, and natural induces a modulation, each pro~. 
sien is entirely independent of the others, and each is satisfactory iu it&elf-

tt32.,~ ~JJ It!Ji fUJ' )j,F+ 

CHAPTER VII. 

PASSING NOTES. 

1. PAS8ING-NOTES are notes which do not belong to chords, and are therefore ineB8ential 
to the harmony. 'They are employed in one or more parts, and resolve either upon a note 
of the chord aga~ which they are taken; 

Hi, _ 0_ ~I _ 11_;1 F n_-i _ II 
j~J or else upon a note I 

of another chord; 
_ II t : 1 , II A paOIiJIg-notnay p......t .., 
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obHq1Ia motion to an 8th, ~~Ji ~ =I~ butrAoulc nol P""""'" to 

Ul11DlSOn; _+4-H-1 (Chap. m. s~ct. 17.) 

IN TmI STBIO'I oa DUTONIO BTYLB. 

2. A passing-note must be approached and quitted by the step of a 2nd-and it most be 
at • less acoented part of the bar than the harmony-note which preced(,!B it. 

8. A. passing-note approached in this manner may either rise or fall to the 

Des! dole, I , J I, H IJ Ej Ik If the IIOIe to which ;1 p ..... b, 

also inessential to the harmony, this second passing-note may not return to the first, 
but must proceed up or down in the direction in which it was approached; 

Ilnr _ I' hi t II] not '.:;1 i Hi ijl , I~ 
j. '. I 

and the passage must continue in this direction until it reaches a harmony-note. 

4. The major 6th from the key-note of the arbitrary minor scale (Chap. II. sect. 21) 
may be employed as a passing-note ascending or descending, when the 5th and major 7th of 
the key are harmony-notes :-

.Also in a passage ascending from the 5th of the key to the key-note in which these 

arbitrary minor scale may be employed as = M4+¥1I t ~~ I II 
two are harmony-notes, the major 6th of the":::t:h=±::: ~ ~ 

• passing-note :-* ~ f 
5. The minor 7th from the key-note of the arbitrary minor sl'ale (Chap. IT sect. 22) 

may be employed as a passing-note, asceuding or descending, when the minor 6th of the 
key and the key-note are harmony-notes:-

,.jj:) I AI J lid_I! I ~ HIM INI;;] 141ft , i ~~ j" qp ~, ft I 7:7 

Also in a passage descending from the key-note to the 5th of the key in which these 

two are harmony-notes the minor 7th ~3~. ~~J~~r"l~~~~~~~~~~j~ 
of the arbitrary minor scale may be ~--:a=~-q-j4¥J I it H; 
employed as a passing-note :-* I r-~. -g 

6. A Bingle exception from the rule in sect. 2 is, that a passing-nott'. instead of' p~ 
~jDg to the harmony-note next to it, may skip a 3rd to the 110to on the other side of sucb , ;/. , 

AppeDIUz H. 1\ • 
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harmony-note, when tbis note to which the skip is made mUBt return to the harmony-note 
between the two :-

§ J:iJ'J n ill J II f J II gltt 
f ~ I I 

7. If more than one part at a time proceed by passing-notes, the parts which move while 
other parts sustain must proceed in such progressions with each other as would make pure 
harmony, independent1y of the sustaining parts:-

At those places, however, where the chords change and all the parts move together, the 
motion of the accompanying parts fills up any incompleteness in the harmony of those 
parts which proceed by passing notes; the 4th between the two top parts at the beginning 
of the second bar in the next example is unobjectionable, because, the lower parts move 
when the upper parts come upon this interval, but the 4th which follows it is faulty, because, 
as only the two top parts moye, the lower of these two must be regarded as a bass to the 

upper (Chap. m ~ 12). § ~F3 I ~~: I j~, I P 
8. Two parts may proceed by the step of 1\ 2nd in contrary motion from a concord to 

a discord, &ll.d this discord may either be resolved by the return of both parts to the concord 
. I . 

from which they proceeded- ,-1 0 f'd II or else in both parts it may proceed by 

the step of a 2nd in contrary motion, when if the note thus approached be also a discord. 
both parts must continue to proceed in contrary motioD until they reach a harmony-note ; 

thus- ~ .J 1 . i 
§ (I ~ r r r I ,. II ¥ I' ¥ F f I f ~ n 

Either or both of the parts 80 proceeding in contrary motion, may be accompanied b, 
another part proceeding in 3rds or 6ths with it, 

;ft 

~r one part may proceed in one direction, ascending or descending, while three othel 
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parts proceed in the contrary direction in the relation of lit, anI, al!.d 6th to eacb 
other:-

I J .J 1 I 
~- -!- ::: I 

, .. 
f ~n 

• --~ 

r I I r ~ f -I- ! l ~ • I I- ~- ... 
-t--

IN THE FREE, OR CHROMATIC STYLE. 

9. A passing-note may be approached by the step of a 2nd, 88 in the strict style. It 
may also be apploached by leap, and, in this case, even by an augmented interval:-

§ , J J d ~ ] J, P ;:'!p~; :-;.~ ~)~n:~1 =: ~::y:~,q~~':. 'Z 
- - less accented part of the bar. 

10. If a passing-note that is approached by leap resolve upon the harmony note below 

it the p"'ing:now may be .1 the inw..,.J ~f • 'Dne 0' • § , J J 1-j21Jg 
8eIWtone from Its resolutIon, according to the diatomc scale:- _ ~_ _ _ -

I 

11. If a passing-note approached by leap resolve on the harmony-note above it, the 
passing-note must, when it resolves on the root, the 5th, or the 7th of a chord. be at the 
interval of a semitone from its resolution :-

~_JJji111 ,: IF not ~!_?JJljJ:JJJIf.1E 
When it resolves on the 3rd of a chord it may be at the interval of a tone or a semitone, 

§ j J J I ¥ ~ J t4t 2 J I j J J 1+ J J J I ~~ : I~J jb ~ I 
I ~ p- --Po 

].n case of the exceptional leap of a 3rd from a passing-note to the note beyond the 
harmony-note on which it is resolved (Chap. vn. sect. 6), if this harmony-note be the root, 

the 5th, 0' the 71h of ad .. ro, the paoomg-now 1 j J J '$J ~ J I ~ U 
below It must be at the mterval of a seIWtone, ~ - - -~ : == :t: 

I 

12. A passing-note approached by the step of a descending 2nd from the root or the 
6th of the chord, and returning upwards to the same note, must be at the interval of • 
sern itone from its resolution :-* 
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] 3. If in a succession of passing-notes, a chromatic note be taken, the paaaage mtllt 
proceed by semitonos till it reaches a harmony-note, thus:-

~ ~ ~ J ~ ~ ~:Jl tJ~.~~~J ~J ~-~~ #~11 ! II not thus &~~! ~ and thu-

§~ .J I ; II ;.0 J ~ 1.11 not thus ~ gJ ijJ J I.; II iJ~ J I. H 

In the following example, the chromatic passing-note, A fiat, proceeds by & semitone to 
A natural, which is a fundamental major 9th to the root, and this is resolved upon the 3rd 
(Chap. XI. sect. 81); as, therefore, the A natural is a harmony-note, here is no exception 
from the rule:-

~----4lJ-3J J 1 ;21 often written-I=#i~ ;=J 1 ;=1 
~ -c:T 

In the following example, when the key is minor (aince the major 9th of the dominant is in 
this case unallowable; Chap. XI. sect. 29); the A natural is a chromatic passing-note, and, 
therefore, the passage should proceed by semi tones from it, till it reaches B natural, ilie 

nexthannonyonote:-,% i J ? J I L J ijlJ4 If 
Bad -~ :; 

• . -c:T 

H.. The harmonic minor scale (Chap. II. sect. 15) may be employed for a succession oC 
pa&ing notes upon the dominant harmony in the minor key, when the interval of the aug­
mented 2nd (between the 6th and 7th degrees) is unobjectionable (Chap. III. sect. 2) :-

. i:~o~ ~~ r~ ~~ ~ ~I ~I~ ··I~~ I~ H .S: . _ _ . 
I ~ -c:::;;. -r;;r 

It is also employed, but less frequently, for a succession of passing-notes upon oth~& 

Imrmoru~ in t~~~ ~ ~ ~ • 

-,Wlf\ -'·I~r; ¥ I¥PnI~, I 
The major 6th and minor 7th .of the arbitrary minor scale are also available for paaaing. 
notes, as in the strict style tchap. VII. sects. 4 and 5). 

15. The note a semitone below any interval of a chord may be taken by leap as a 
passing-note, if it be resolved upwards, without producing false relation with the harmony. 
note on which it resolves :-
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A note a semitone above any interval may be taken by descent of a semitone, if it be 
resolved downwards, without producing false relation with the harmony-note on which it 
resolves:-

J 'p~ ~u. ~11 §& 'iJl3 I 'f!~j j;J JfiJ I J :hJl 
l~ !a I ~ I i¥ I § 

CHAPTER VIII. 

SUSPENSIONS. 

J ~J~ 1 

~ 

1. SUSPENSION is the retaining of a note of one chord, while another chord is sounded, 
of which this note forms no portion. Such note must be retained or suspended in the part 
to which it is 88Bigned in the first chord, not newly sounded in a different part; and it must 
proceed to a note of the chord over which it is suspended :-* 

'I~~ J pi It 
The sounding of the note in the first chord is the preparation of the discord; the suspension 
is the discord, and its progression to a now of the second chord is the resolution of the 
discord. 

rt must be understood, that to suspend, retain, or hold Oll a 110te from one chord, instead 
of proceeding directly to a note of another chord, is equivalent to one part moving behind 
the time of the rest, and that. no note newly sounded in any part iii ~ BUl>pended note. The 
D in the following example is therefore no suspension, since it is not held on in the part 
next to the bass, in which the D of the first chord should prepare it; hut newly sounded in 
the top part without preparation :-

c;'" 

.d---d I 
~ 

I 0 tIf 
!= , :: d : =~O~~D~~ 

2. The 9th and the 4th of any root, and the dissonant 5th of th~ 3rd and 7th degrees of 
the maior and the minor key are the only intervals that may be nspended. 

• Appenm .J. 
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3. A supended discoJV.i may not be BOunded together 
with the note upon which it is resolved, except the 
9th. together with the root in the bass;- ~ f;i e: 

I root. 

And. except the 9th together with the root in an upper part, when the root ml1Rt be 
approached by step of a 2nd; and except the 4th, together with the Brd in eithel' the bass 
or an upper part, when the 3rd must be approached by step of a 2nd;-

Bili. 4ili. 4th. 

l' ~ FT~ J n ~ fl~ J II 
i . ~ 1 ___ r~. ____ 

@r ~Ia IIf tiS II 
3rd. 

1.'hese last exceptions, though admissible, are undesirable, and should only be employed with 
the most careful discret.i( .. \. In all the exceptional cases the root and the 3rd must be at the 
interval of an 8th from the resolution of the discord. The suspended 5th on the 3rd and 
7th of the key can never be sounded together with the note on which it is ~esolved. 

4. A suspended discord always stands instead of the note upon which it is resolved; 
l.' d where this note may not be taken, the suspended discord that must be resolved upon 
it may not be taken; thus, since the following progressions of concords are Wlallowable, 

j~~~~~~~~:~2~IH~?~~~~g;;~~I~t=. the following examples of suspended discords, 

which are resolved upon such unallowable concords, are equally unallowable:- * 

~ rr: d H ;~~ r 4-lr 
5. A suspension is accompanied exactly as the note upon which it is resolved would be if 

there were no suspension, subject only to the conditions stated in sect. 3; thus, the chord is 
always known by the resolution, the suspended note being inessential to the harmony.t 

• roo~ 

6. 'The suspended 9th is resolved upon the root of a 1 
chord. It is accompanied by the root in the bass, the 3rd, 

and the 5th :- ~~~~~~~~~ 

7. 'The first inversion of the suspended 9th has the 3rd in the bass. As in the first 
inversion of a common chord the root becomes the 6th to the bass note; so, in the first 

root. 

#B= inversion of a suspended 9th, the 9th 1 £=~J~~~r'~ 
(whieh if! a 2nd above the root) becomes #=£=i;; . it=-. ~;; 8 

the 7th to the bss.'Hlote, and is resolved ' I .G. 
llpon tho (ith;- ~ -;=-f=9=i _~~§~~·~~~U~ 

• Appendix Z. t Appendix X. 
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Though there is no suspended 9th over those degrees of the major and the minor key that 
bear not common chords, the first inversion of a suspended 9th may be taken over the fi..rst 
inversion of either of those dissonant triads (Chap. IV. sect. 17, 18, 21, 22) ;-

: :: 
t ~d root. ~ 

J: : :: ;~; d :: ,:! : 
8. The second inversion of the suspended 9th has the 5th in the bass, and may only be 

taken in those three instances in which the second inversion of a common chord is allowable 
(Chap. IV. sect. 27). As in the second inversion of a common chord, the root becomes the 
4th to the bass; 80, in the second inversion of a suspended 9th, the 9th (which is a 2nd 
above the root) becomes the 5th to the bass-note, and is resolved upon the 4th;-

8 root. 
8 root. 8 root. 

9. The last inv~rsion of the suspended 9th has the 9th in the bass. As the 9th is a 2nd 
above tr.e root, the 3rd of the original chord now becomes the 2nd to the bass, and the 5th 
of the original chord now becomes the 4th to the ba88; the root may be taken above the 
9th if npproached by the step of a 2nd (Chap. VITI. sect. 3), but it is preferable to double 
either of the other notes rather than to take this. The 7th, 4th, and 2nd being continued 
while the bass is resolved, they become the 8th, 5th, and 3rd to the resolution ;-

f~!' it id I J ~ I ~i _U ~ I ~i _" a ~r: 
lts F IT IFF mE' F II E'me F II r'mE f" I 

11. The first inversion of a 8U8pended 4th has the 3rd in the bass, which must be 
approached by the step of a 2nd under the condition stated in sect. 3. The 4th now becomes 
the 9th to the bass, and is resolved upon the 8th to the bass;-

,.--..... I 
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ThougQ there is no suspended 4th over those degrees of the major and the minor keys tbat 
bear not common chords. the first inversion of a suspended 4th may be taken over the tint 
inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) ;-

• 

root.a 

12. The second inversion of the suspended 4th has the 5th in the bass, and may only be 
taken in those three instances in. which the 2nd inversion of a common chord is allowable 
(Chap. IV. sect. 27). As in the second inversion of a common chord, the 3rd becomes the 
6th to the bass, so in the second inversion of a suspended 4th, the 4th (which is the 2nd above 
the 3ni) becomes the 7th to the bass and is resolved upon the 6th­

• ,.. I l ~ • 
j .8-

~ ; &d I j-, ~I 1 J I 1 1 J. .J. J root.J. I &-&l-l - I . . 
I I I • I I r 

13. The last inversion of the suspended 4th has the 4th in the bass, which is resolved 
upon the 3rd of the original chord, and this, being in the bass, bears a first inversion. The 
3rd and 6th to the bass, in the first inversion of a concord, now become the 2nd and 5th; 
these being retained while the bass is resolved, they then form the first inversion of a 

ooncom:- f~ 

1 :: : ;¥. ~ :: :+!~ E: 
____ • I • 8 

Though there is no suspended 4th over those degrees of the major and minor keys that bear 
not common chords, the last inversion of a BURpended 4th may be taken, which will resolve 
upon the first inversion of either of those dissonant triads (Chap. JV. sects. 17, 18,21, 22) :-

Ie: ~1 :*,~ .;; :~:~: J:: :: ~ : 
. • 8 • 8 

14. The dissonant 5th on the 3rd and 7th of the key is resolved upon the 6th of the . 
same bass-note; this 6th being the root of the original chord, the 5th is virtually the 7th; 
it can, however, never be taken as a 7th, but only in this form of a 5th, so that its reaolutioD 
produces the first inversion of a common chord:-§A_,n ,J~~Fpi ,jl~ "-FSJ'iJ';1 
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On any other bass-Ilote besides these two, the 5th is a concord, Ilnd is free to proceed to tho 
6th or any other note; on the 3rd and 7th of the key, this interval, as a suspended discord, 
mu"t be resolved upon the 6th :-* 

~ E ~ i -J J iE' ~ i ~ ±=d ~--- LJ -J 4 
~·F ;tr rt-rJ~ rtr ~ rtrr r Ie Ft#i ~ I? I 
I ~ J .. ·-F2- t ' 
fM r I r-rt~ r I! r I r t r I r f r 1Ft I Ed bf%l 
15. Any BU8pension may, previous to its resolution, leap or proceed by step of a 2nd 

to a consonant note of the same chord, but must return to its resolution before the harmony 
changes: -

I , 
f~'r - ~---id~-
ll~~~~~~~I~~~~~ 

I - I 

* •• This rule auo applieB to all other discord8. 

DOUBLE _ SUSPENSIONS. 

16. The 9th and 4th may be suspended together, in the original position of a chord, or 
in any of its inversions. The rules for their treatment are then precisely the same as when 
either of them is taken separately :-

~ J II fiR J u 
, , 

17. The dissonant 5th 6nJthe 3rd and 7th of ' the key may b~ acchmpanied with the first 
inversion of a suspended 9th, which resolves upon the 6th to the bass, when the dissonant 
5th rises to the same note :-

I. I no I I I 

r I I I I I I I I 

' .. 1 -t111 d J1 d 

I I I 

A dissonant 5th on the 3rd of the key may be accompanied also with the first invel'Bion of A 

luspended 4th, which is resolved together with the inverted 9th and the dissonant 5th:-

=Lj~' ~ ~ ~~I '~, ~ 
{~-! '*~~~F:-'== 4J~l211-r= 
~t f~I~J lid! @ !!@Yf fl~-J pi m ~ 

• Appendix CC. 11' 
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SUSPENSION OJ' COMPLl';TE CIIOJlDS. 

18. When the progression of roots is by the rise of a 4th (as C to F, D to G, &eo), the 
whole of the first chord may be suspended over the bass of the second, whether this bass be 
th", root or the 3rd of the chord. In this case-there being suspended snfficient notes to 
define the chord that prepares them,-the notes are regQ.rded not with reference to the bass 
over which they are suspended, but to the chord that prepares them, and they proceed just 
119 they would were t.here no suspension, provided only that no dissonant note move more than 
a 2nd:-

• •• This rule appliea not unltJ to concord8, but to all tlte discOTd8 ltereafter ducrihed. 

19. A fundamental discord (Definitions, sect. IS) may be prepared in one position, and 
suspended in another:-

{~ i ~ I r r II ~ '? I , , II 
..J.. .J - ... r ~ ,@J r I II I I Ib [# 

or any notes, derived from the same root, may be introduced in the suspension which were 
not in the chord that prepared it; thus:-

F II 

CHAPTER IX. 

CHORDS OF THE DISSONANT FIFl'H. 

1. PASSING-NOTES and suspensions form no portion of chords, and thus 81'e inealential to 
the harmony. The discords hereafter described form constituent portions of chords, aDd 
are thus essential to the harmony. 

2. Every diatolJic discord of this class is resolved upon a chord, the root of whicb ia. 
4th abovE' the root of the discord. 

s. The dissonant 5th on the 3rd degree of the minor and the major key {beI;ides being 
taJuru as a 8U8pension. which is resolved while the rest of the chord continues) (Chap. VIll. 
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sect. 14). may be taken as an essential disconl, which is resolved when thP entire chord 
changes:-

4. The chord of the augmented 5th on the 3rd degree of the minor key is resolved uoon 
the chord of the submediant. The 5th is the discord which, in whatever position it appears, 
must be prepared, and must be resolved upon the 3rd of the following chord. This is acco:wn­
panied with the root and the 3rd, either of which may be doubled, but it is preferable to 
double the 3rd rather than the root (Chap. X. sect. 7) :-

{~'. ~~~ 
I 

5. The first inversion of this chord has the 3rd in the bass; the root then becomes t.he 
6th to the bass, and the augmented 5th (the dissonant note) is the 3rd to the bass, and must 
rise to the 3rd of the next chord :-

{~::! : : ~ !::; ::: : 
6. The triad on the 3rd of the major key is resolved upon the chord of the BUbmediant. 

'The perfect 5th is a discord which must be prepared, and must be resolved upon the 3rd of 
the following chord. This ie O\CCOmpanied with the root and the 3rd, either of which may 
be doubled, but it is pr~ferable to double the 3rd rather than the root :-

This chord is dissonant only when it has the root in the bass. In its first inversion it is 
available 88 a concord (Chap. IV. sect. 18). 

7. The diminished 5th on the 2nd degree of the minor key may be taken as an 8118DtiaJ 
discord, but. this may never be used unless accompanied with the 7th (Chap. X. aect. 9). 
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CHAPTER X. 

CHORDS OF THE SEVENTH. 

L A chord of the 7th consists of a triad with a 7th added to it :-~-=a= 
~ 2. A diatonic chord of the 7th must be resolved upon a chord,~he root of which is a 4th 

above the root of the discord, and this second chord may be a concord or another prepared 
discord:-

(Chap. IX. sect. 2). The first inversion of a chord of the 9th (Chap. XI. sect. 6) presents 
an applirent but not a real exception from this rule. 

3. The 7th is the dissonant-note, which, in whatever position it may be, must be pre­
pared, and must be resolved upon the 3rd of the following chord. Its resolution may be 
delayed oy its being suspended as a 4th (Chap. VIII. sect. 10). 

4. A chorel of the 7th, having three notes besides the root, has three inversions; the 
second invAMon, however, is unavailable. 

5. The ftrst inversion of the chord of the 7th has the 3rd in the bass. The root is then 
the 6th to the baas, the 7th is the 5th to the bass (requiring;the same resolution as in its 

ori/pnal p.,.;tion), and the 5th is the 3n1 to the bass,- ~ _X'r $ n= 
6. The last inversion of the chord of the 7th has the 7th in the bass, and it must be 

resolved upon a first inversion of a chord on the note below. The root is then the 2nd to 
the bass, the 3rd is the 4th to ~Ie bass, ~:a I I 

and the 5th. is the 6th to the bass ,- 8> i I?J , I • ~ 
I -"f"'"'-" 

7. A 7th may be added to the chord of the augmented 5th on the mediant of the mill or 
key (Chap. IX. sect. 4). when both the 7th and the 5th have the same treatment M either 
would have without the other:-

8 A 7th may be added to the triad on the mediant of the major key (Chnp. lX. Beet. Ii), 
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when both the 7th and the 5th have the same treatment as either wonld have without 
the other:-

~~ alii ~liI ila +lfJ 4 1 $ J 
b oJ SJ IFf" I f" [" I f' f" I ad Pg:=l 

In the inversions of this chord, the 5th is not a discord, and the 7th only has to be pre 
pared and resolved :-

.4 ~ FFJ rf I ~ $I! "t~ m~~Tt!f1ftt 
9. A chord of the 7th may be taken on the second degree of the minor key, in which 

the 5th as well as 7th is a discord (Chap. IX. {~ ~ :j ,.. ~ 
!!ect. 7). The 7th has the same treatment as inBJP1? 1 j 'R I £ 0=-
every other instance; the 5t~ mllst be prepared I --'f'O] 
a. nd must be resolved upon the root of the follow- .. ~ J F tl t 
mg chord :- 1=== - = r -: t:J == 
In the inversions of this chord the 5th is not a discord, and the 7th only has to be prepared 

andresolved:- 1 ~ ! i J J j he 
J!~f F=' r1If--:;P= 

10. As there is no common chord upon the leading-note, there can be no chord of the 
7th upon the subdominant (Chap. X. sect. 2), except in one of the repetitions of a sequence 
(Chap. VI. sects. 2 and 3). As, however, the first inversion on the 2nd of the key is available 
88 a concord (Chap. IV. sects. 17, 21), the last inversion J ~ _ 
of • <ilion! of the 7th of the ~bdo~inant may be J ' ~ ~ 1 ;: II 
taken and resolved upon such first IDVel'8l0n :- ~ 

. 1 
11. As there if'. no common chord upon the 3rd of the major key, there can be no chord 

of the 7th on the leading-note (Chap. X. sect. 2), except in one of the repc~tions of a 
sequence (Chap. VI. sects. 2, 3). As, however, the first inversion on the 5th of the major 
key is available as a concord (Chap. IV. sect. 18), the last inversion of a chord of the 7th on 
the leading-note may be taken and resolved upon such first inversion :-* 

JEt '1' ~It * n 

TBII DOMINANT 7TH. t 

12. A chord of the· 7th on the dominant may be taken without preparation; but it iI 
reaolTed, like prepared chords of the 7th, on a chord of which the root is a 4th above the 
root of' the discord,-,-that ill, on the chord of the key-note. The first inversion of the chcrd , 

• AJ)11fI11rJix K t Appendix L. 
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of the 9th of t.he mediant consists of the same notes 8.8 the chord of the 7th of the dominant 
and its different rMOlution is regarded by some 8.8 an exceptional treatment of the dominant 
harmony (Chap. XI. 8e('t. 11 ).* 

13. This chord consists of the root, the major 3rd, the perfect 5th, and :1=~ 
the minor 7th, which intervals distinguish it from every other chord of the ;;;Fl 
7th, formed of the notes of the diatonic scale :-

14. In this chord, the 3rd (which is the leading-note), 8.8 well 8.8 the 7th, requires to be 
resolved. The root and the 5th, which form a perfect interval with each other (Chan. L 
sect. 9), are free in their motion, provided they break none of the rules for the progression 
ofpart& 

15. Th. Sn!, in the chon! of the dominant 7th, moat rise. ~ ~:; C 
2nd to ita .... lution, while the 7th falls • 2nd ,- t? P §U 

16. Unlike all other diatonio ohords of the 7th, that of the dominant may be taken in 
the second jnve~ion, when the 5th of the original chord is the bus-note, ~ ; L 
the 3rd is the 6th to the bass, the root is the 4th to the bass, and the == == Met. II 
7th is the 3rd to th9 b8.8B :- I 

17. The bass, in this case, is restrioted in its progression 8.8 in the second inversion of a 
aoncord (Chap. IV. Beet. 29); thus, it may fall a 2nd or rise a 2nd :-

§ ~ a II i I h:~ .-41 ~: II 
18. When the bass of a second inversion of a chord of the 7th rises one degree to the 

3rd of the following chord, the 7th may also rise one degree to the 5th of the following 
chord :-

This treatment of the interval of the 7th forms a single exception from the rules previously 
given for the resolution of discords (Chap. III. sect. 17; Chap. X. sect. 15). 

19. In the second inversion of the chord of the dominant 7th, the root may be omitted, 
and then, but then only, the 7th may be doubled; in this case, while one 7th falls to the 3rd 
of thA next chord, the other may rise to the 5th, or may even leap upwards to the root of 
the followiDg chord:-

.19-

e H 
-5-

The notes of this chord are identical with those of a first inversion on the 2nd of the key 
(Chap. IV. sect. 10, 21), and it is always discretionary to trelit it 8.8 such, when its pro­
gression is free; or 8.8 an inversion of the dominant 7th, when it is resolved upon the chord 
of'the kQV.not.e:- • .4.1)~n~ M. 
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fJ1 ; I i ! ; i i ; II t t£ 
I l- r r I ~ r I J !' I J J II J J u~ 

20 When the 7th is in the bass, it may not be approached by leap dOWD\vllJ1in, 

_ but may be, by leap upwaro., H t it or by "",p or. 2nd 

downwards or upwards ,-~ r ~ Fill $ ~ rw 
• •• This rule appliu to all unprepared discords w/um taken in t/~ &u.. 

THE SUPERTONIC 7TH. 

21. A chromatic chord of the 7th on the Supertonic may be taken without preparation. 
22. This chord consists of the chromatic common chord on the supertonic (Chap. IV. 

~ct. 32), with the addition of the 7th; and its ~ • ~ 1 I F ~ 
wtervals are thus the same as those of the chord ==== I = llit ~ == == f 
of the dominant 7th :-

23. The progreB8ion of this chord and the treatment of the 3rd are bound by the rule 
f'or the chromatic common chord on the same note (Chap. IV. sect. 32). 

24. The 7th in this chord must either fall a 2nd (as in other chorda of the 7th), or 
remain to be a note of the following chord :-

25. When the 7th remains to be a note of the following chord, it may be doubled; and 
then one of the two 7ths is free to leap as a concord :-

I 

, 

It 18 8.180 allowaLle, without doubling the 7th, to I·· 
muke it leap as a concord, provided the 5th in the 

cnor<1 of the 7th proceed to that note in the I~~~~~~~~~~..-;r.§~l 
f'ollowiJ1: chord which was the 7th in this :-* JE 

• AppeDda DU. 
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26. In the second inversion of this chord the root may be omitted, and then the 7th may 
be doubled, as in the sp.cond inversion of the dominant 7th (Chap. X. sect. 19) ::-

§ i 4 i I *: II I i j i I ~ II 
27. When this chord is followed by the dominant 7th (its 3rt! falling a chromatic semi­

tone to the 7th of the following chord), it is allowable for the 7th to rise one degree to the 

5th of the following chord, provided the 5th in the fl ~ I I I I 
first chord proceed to the 3rd in the second chord; 
this, however, must be regarded as an exceptional 0( ~ .. 

progression, and should therefore be but rarely em- tl'~~E~~i~iI~-6-§~'~~ 
ployed:- , ~ 

I 

THE TONIO 7TH. 

28. A chromatio chord of the 7th on the Tonic may be taken without preparation, in 
either the major or minor key. 

29. This chord consists of the major common chord of the key-note (in which in the 
minor key the 3rd is chromatic), with the addition of a minor 7th (which in the major key 
is chromatic), and its intervals are thuS the same as those of the chord of the 

domiDant7th:-§ i § i II II~ i P 
80. In order not to induce a modulation into the key of the subdominant, this chord 

must be followed either by a dominant discord, or by a supertonic discord :--

fl i=f I i 11">( J 'II I l ~ f ~ 
81. The 3ro. in ~ choro may never be doubled. l 1k I ~.-----;: 

It must eIther nee a mmor second :- ~p I.· II 

~~ .. or rise a major 2nd:- ,% I; '¢~~. or fall a chromatic semitone:-

II 
82. The 7th in this chord must either rise a chromatic semi tone :-

ttp fEll i II,q ft I ~ H : 

or faUa 2nd:- g J 7;iI I ~ ~ * I ~ II 
.. ~ 

• Arpen<iU N. 
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88. In the second inversion of this chord the root may be omitted (as in the dominan' 7th, 
Chap. X. sect. 19), but the 7th way not here be doubled:-

84. When this chord is followed by the dominant 7th (its 7th rising a chromatio semi­
tone to the Srd of the following chord), it is allowable for the Srd to fall one degree to the 

the first chord proceed to the 7th in the second ( 1£ I ~ :: ~ 1M ID 6th of the following chord, provided the 5th in ~ ~ ~ ~ 

chord; this, however, must be regardod as an } ~ 
exceptional progression, and should therefore be lll~~.~~~~~~~p~~§t'"~~I~ 
bat rarely employed :- lL@J ddt :: 

r= 

CHAPTER XI. 

CHORDS OF THE NINTH. 

1. A OKO"" of the 9th consists of. chord of the 7th with • 9th added to it :-~ 
2. A diatonic chord of the 9th must be resolved on a concord or discord, the root of 

which is a 4th above the root of the first chord (Chap. X. sect. 2) :-

t=F FF ffl II ~ I F II r4 ~tdH ~ 
I~d I E F I J II Ad rei d II J I f? F I ,J=t 

8. The 9th is a dissonant note, which, in whatever position it may be, must be pre­
pared, and must be resolved upon the 5th of the following chord. 

4. The root of the chord may only be sounded in the bass, and is consequently omitted 
in all the inversions. 

6. The rest of the notes bear the same treatment as in the chord of the 7th, save thai 
the 5th (which, if placed below the 9th, stands at the interval of a 5th from this note) 
requires to be written with care, to prevent the part in which it stands from procetlding ill 
5ths with that which has the 9th. To avoid such faulty progression, the 5th may rise to 
the 8rd of the following chord :-

I '§~--~ f~2=t ortoth.6thjl'~~~~~~~1 
l ~ t~~§J 
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or, bping placed above the 9th, it may proceed in 4ths with this note:-

C! ==: d: ~:: O:~:t:~ 00 

6. The chord of the 9th, baving four notes besides the root, has four inversions; the last 
inversion, howevAr, is unavailable. As the root of the chord of the 9th is omitted in all the 
inversions (Chap. XI. sect. 4), the first inversion of this chord consists of the same intervals 
as the chord of the 7th, in its original position; the second inversion of the 9th, of the same 
R8 tha first inversion of the chord of the 7th; and the third inversion of the chord of the 
9th, of the same as the second inversion of the chord of the 7th: the inversions of the chord 
of the 9th are distinguished from those of the chord of the 7th, by their resolution. This 
combination of notes, however approached, may be resolved either as a complete chord of 
the 7th (direct or inverted), or as a chord of the 9th with the root omitted (Chap. X. 
sect. 4):-

9tb, lat invel'lion. 7th. 9th, 2nd invers. 7th, latinvera. 9th, 3rd invers.· 

~ f r I r ~ II f r I r ~ II F r IS : II f r I J ~ II f r I r rl 
~f ~Ir rIIF ~Ir fliF ~I~ fliP ~I~ hi tlF fiE 
7. When the root of the chord of the 9th is omitted, the 7th (except when it is tte 

bass-note) ceases to be a dissonance, and therefore needs neither preparation nor resolutiou. 
When, however, the 7th of the chord (being the leading-note or the subdominant) forms a 
dissonance with the 3rd of the chord, the rules for its preparation and resolution must be 
O~"~t . 

8. The first inversion of the chord of the 9th has the 3rd in the =i. ~::i ~:il 
bass; the 9th is then the 7th to the bass, the 7th is the 5th to the J 1 r I r II 
bass, and the 5th is the 3rd to the b8.R8:-

9. The seCond inversion of the chord of the 9th has the 5th in the bass, and it must be 
resolved upon a first inversion of a chord on the note next aoove. ~ j ~ t: 
Tht'l 9th js ~en the 5th to the bass, the 7th is the 3rd to the bass, , == == I == ~ It 
and the 3m 18 the 6th to the bass :- - - - -

10. The third inversion of the chord of the 9th has the 7th in the bass (which, being a 
dissonance with the 4th above it, must be prepared), lind it must be resolved on the first 
inversion of a chord on the note next below. The 9th is then J j i 
the 3rd to the bass, the 5th is the 6th to the bass, and the 3rd ~ ~ ~ I & IF 
ia the 4th to the bass :- .. r r 

• Not available &8 the IeOODd Invenfon of a churd of the 7tb (Chap-. X. 8a't. t). 
t Appendix Y. 
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"11. 'l'he chord of the 9th on the 3rd degree of the major or minor key, when the root is 
omitted, appears as the cbord of the dominant 7th; and the resolution of this upon the 
chord of the submediant is a progression so common, that it is freqnently regarded Man 
exceptional treatment of tbe dominant harmony. Whenever the chord of the dominant 7th 
is employed, it may either be resolved (ac­
cording to its own rule) upon the chord of 
the key-note, or (accord.ing to this rule) 
upon a chord of which the 6th degree of 
the key is the root (Chap. X. sect. 12) :-

THE DOMINANT MINOR 9TH. 

.. __ ..... 

12. The chord of the millor 9th on the dominant may be taken without preparatioo in 
either the minor or major key, being diatonic in the formt>r, and chromatic in the latter. 

13. This chord consists of the chord of the dominant 7th (Chap. X. • 
lOOt. 13) with a minor 9th added to it :- = 

..... -
14. The 9th may be resolved (after the manner of a suspended discord), while the rest 

of the chord remains; or it may be resolved with the rest of the chord upon a chord having 
another root :-

(, ,. L ~. J i 

I ~~ 
~ ~p ~ 

~ I' -is>- .".. ~ -5" ~IU 

I: . 
~ \.' 

- .... -
15. If resolved while the rest of the chord remains, the 9th may proceed either io the 

root or to the 3rd of the chord :-i ~ J 
'51 Wi; Ii 

Raolved on tM Root of tM BalM Clwrd. 

; I 

16. If the 9th resolve upon the root of the same chord, the root should not. (sRve in 
lOme very rare cases) be sounded in any of the upper parts together with the 9th; the root 
is consequently omitted in all the inversions of the chord. 

17. In this form, the chord of the dominant 9th may be e~ployed in all its four 
iDl'eraions. 

l8. The first inversion has the 3rd in the bass, when the 9th and # J I{Q, J IR 
..,ot. I&re aucce88ively the 7th and 6tb to the bass :- l1 F F 

i.~ ~~_ 19. The second inversion has the 5th in the baa, "hen the 9th 3.~~::=~~===-~~~ 
ud 100& are lIIlooell8ively the 5th and 4th to the bass :- ~ 
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20. Th. thin! in ..... on baa the 7th in the buo, ,..hen the 9th -I=~i¥ 
root. are sucoossively the 3ni and 2nd to the bass :-t ___ " __ 

---
21. 'rbt'l 1ast inversion has the 9th in the ba.sa, which is a.ccom- ~ j 

panied with the 2nd, 4th, and 6th, and these remain as the 3rd 5th,' T r II¥ 
and 7tb, ftl.ell tho bass is resolved :-

.Ruolved on the 31'd of the .aml 01&ord. 

22. If the 9th resolve upon the 3rd of the - -_' - ~I ~ 
..... ,,!,ord, it ~y either rise • 2nd, or rail • # , f II = ~ II 
7th to Its resolutIon :- ~ 

23. When the 9th is thus resolved, the 3rd must not, in any of the parts, be sounded 
together with the 9th; but the root and 7th should both be sounded with the 9th (Chap. 
Xl. sect. 25). 

24. As the 3rd may not be sounded, the first inversion of the chord in this form ia 
unavailable. The other three inversions are but rarely employed. 

25. When the 9th i8 re80lved upon the 3rd of the 
II&me chord, the root may be taken instead of the 7th; 
and then it must proceed to the 7th, at the 811JD.e time as 
the 9th proceeds to the 3rd :-

Ruolved on (J aMrd derived from a:nother Boot. 

26. If the 9th resolve with the rest of the chord, the chord of 
the dominant 9th must be resolved upon the chord of the key-note, 
and the 9th must fall to the 5th of the following chord :--

27. Under this treatment of the chord the root may not appear in any part but the 
bass, and is consequentlv omitted in all the inversions. The first inversion, therefore, con­
sists of the leading-note .. ith its 3rd, 5th, and 7th, which last being a diminished 7th, the 

combination is often cal l...d the" chord of the diminished ~ iJ d: :1:l 
7th,"itBderivationfroml.llerealrootbeingdisregarded: § \ II 'i II §t II ~ 11= 

28. In resolving the last inversion, care must be taken that I' 4 4 

the 4th to the ba.ss (the 5th of the original chord) proceed not -
to the root of the next chord, progreBBing thus in 4ths with the 
.. (Chap. III. sect. 12):-

fA avoid this fault, the 4th should rise either to the 3rd or 5th oftha following dwrd:-t 

• Appendix M. t Appeudi:r. S. 
t III me tbird inTEJion, the 7th IhelDg the bill) 1DIII1&bI!. lea~ -townwud te lie bJ-nota, DIe .... 
·u aut. ehard. whlll U. 6 .. iD flbe abGId of the 9th.,. too tile 8n1 ai t.be keJ-JIOt6 
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THE DOHINANT M.uOB 9TH. 

~. A. chord of the major 9th on the dominant may be taken withoot preparation, but 
In the major key only. • 

30. TlUs chord consists of the chord of the dominant 7th with a major _ __ . 
9th added to it :-

31. The 9th may be resolved on the root or the 3ro, while the rest of the chOld remairul; 
or it may be resolved on a chord having another root. 

Raolved on the Root oj the .anu 0Mrd. 

32. The I'OQt may not be sounded in any of the upper parts together with the 9th; it is 
COD8equently omitted in all the inversions of i= J ~ J .J J 
:-th~:t~til it appears .. the resolution ~ p II f II ~ II 

33. The major 9th should not be sounded below the 3rd, and it cannot, therefore, when 
resolved upon the root, be emp~oyed in the bass; the last inversion of the chord is con­
aequently unavailable. 

34. In other respects, the rules for the resolution of the minor 9th upon the root apply 
also to the major 9th (Chap. XI. sects. 16 to 21). 

Raolved on the 3rd oj the .am8 01wrcl. 

35. The rules for the resolution of the minor 9th upon the 8rd of the same chord apply 
also to the major 9th (Chap. XI. sects. 22 to 25); except that the inversions of the chord 
with the major 9th are more frequently employed than those of the chord with the 
minor 9th:-

.J., 

.R&olved on a (]1u".d clenved Jrom a'1Wther Root. 

36. The chord of the major 9th on the dominant is resolved { 
'lpon the chord of the key-note, when the 9th falls to the 5th 
of the following chord :-. 

~~ 
87. The root is omitted in all the invemons. The major 9th B1wuld not be sounded 

belO1\' the 3rd, and thus the last inversion is unavailable :-

F 

• A)Jp8Ildb M. 
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~'HE SUPERTONIO l\{mOR 9TH. 

bS. A chromatic chord of the minor 9th on the supertonic may be tiJren withont pre­
paration, in either the minor or major key. 

P-9. This chord consists of the chromatic chord of the 7th on the supertonic (Chap. X. 
f.~~f 21), with the addition of the minor 9th; and its inter-; I 

vals are thus the same as those of the chord of the dominant J = ~ I ~l 
I m,)r 9th :- - I 

4\). As in the dominant chord, the 9th may be resolved on the root or the 3rd of the 
same chord; or it may be resolved on a chord derived from another root. 

41. If resolved on the root or the 3rd of the same chord, the supertonic minor 9th 
follows all the same rules as the dominant minor 9th (Chap. XI. sects. 16 to 25). 

42. If resolved on a chord derived from another root, the supertonic minor 9th (like the 
chromatic common chord and chord of the 7th 011 the same note) must be followed either 
by a dominant discord, or by an inversion of the chord of the key-note :-

43. The 9th in this chord must either fall a 2nd (as in other chords of the 9th). or 
remain to be a note of the next chord :-

or rise a chromatic semitone :-, 

••• In tlle inversions of tlli8 chord, the minor 9th is 80metimes written tU a chromatu 
.emitone ahove the root (Chap. II. sect. 24) :-

'I'HE t;UPEBTONIO MAJOR 9TB. 

H. rhe chromatIo chord of the major 9th on the supertonic may be taken without 1_ 
oaration, but in the major key only. 
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45. This chord consists of the chromatic chord of the 7th ~ :J I I§ ~ 
on the supertonic, with the addition of the major 9th :- ~ ~ 
and its intervals, therefore, are the same as those of the chord of the dominant major 9th. 

46. The 9th may be resolved while the rest of the chord remains, according to th~ rulee 
for resolving the dominant major 9th (Chap. Xl. sects. 31 to 35). 

47. If resolved on a chord derived from another fOot, the same rule applies to this chord 
~ to the supertonic minor 9th (Chap. XI. sect. 42). 

48. The 9th must either fall a 2nd (as in other chords of the 9th), or remain to be a 
D lte of the next chord :-

49. The rule for the omission of the root, and for the relative position of the 3rd and 
major 9th of the dominant (Chap. XI. sect. 37), applies also to this chord, which has also 
the same available inversions :-

~:::: ::::::::: :: :: ::::: :: :: 
THE TONIO MINOB 9TH. 

50. The chromatic chord of the minor 9th on the key-note may be taken without pre­
paration, in either the minor or major key. 

51. This chord consists of the chromatic chord of the 7th on the key-note (Ohap. X. 
sect. 29), with the addition of a minor 9th (which is always chromatic), and its intervais are 
thus the same as those of the chord of the dominant minor 9th :-

'* 1:,4 
52. All in the dominant and supertonic chords, the 9th may be resolved on the root or 

the 8rd of the same chord; or it may be resolved on a chord derived from another root. 
53. If resolved on the root or the 8n1 of the same chord, the tonic minor 9th folIo"", fLU 

the aamera1es as the dominant miDor 9th (Chap. XL sects. 16 to 25). 
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54. If resolved on a chord derived from another root, the tonic minor 9th (like the 
chromatic chord of the 7th on the same note) must be followed by a dominant discord, or 
by a 8upertonic discord :-* 

(I ~ I I I I J J 

J Iv , 'I" l : ~ ~ ." 
55. The 9th in this chord must either rise a chromatic semitone, or it may fall a 2nd, 

provided the root be not retained as a note of the following chord (Bee Examplu to Sect. 54). 

THE TONIO MAJOR 9TH. 

56. The chromatic chord of the major 9th may be taken on the key-note without pre-

57. This chord consists of the chromatic chord of the 7th ~ I ~ t paration, in either the major or minor key. ~ § 
on the key-note, with tha addition of the major 9th:-~ 0: ~. 
and its intervals are thus the same as those of the chord of the dominant major 9th. 

58. The 9th may be resolved while the rest of the chord remains, according to the rules 
for resolving the dominant major 9th (Chap. XI. sects. 31 to 35). 

59. If resolved on a chord derived from another root, the same rule applies to this chord 
as to the tonic minor 9th (Chap. XI. sect. 54).-

60. The 9th must then either remain to be a note of the nen chord:-

~~~j§~~~~~ or it may fall a 2nd, 
I~ provided the root be 

not retained as a 

'~~§i~§~~~~ note of the follow-Ie ing chord :-

CHAPTER XII. 

CHORD OF THE ELEVENTE 

1. THE chord of the 11th on the dominant may be taken withont preparation. 
2. This chord consists of either the chord of the minor 9th, or the major 9th on the 

dominant with the addition of an llth.-but either J-fi j II id 
the 3rd or the 5th must be omitted when the 11th L r rr II 
is sounded :- -c;;f' 

3. The 11th may be resolved (like the 9th), while the rest of the chord remains:-

• Aprendix N. 
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or i1; mny be resol\"ed (also like the 9th) with the rest of the chord, upon a chord having 
another root :-

4. If resolved while the rest of the chord remains, the 11th may be resolved either upon 
the aid, or upon the 5th of the chord. 

.RtlOlwd on 1M 3nI aJ tAl .4rM (JMrd. 

5. If the 11th resolve upon the 3rd, the 3rd must in no 'case be sounded tov;ether 
with the 11th. In this form the 11~ somewhat 
resembles the 8118p6nded 4th; but it diifers from 
that discord in so much &8 it needs not preparation; 
and in so much 88, when the 11th is resolved, 
there should still remain one or more dissonant 
notes of Ule dominant harmony, if in the lad case the ed with the 11th. • 

6. When the root is omitted (Chap. XL 86ct. 16), &8 well &8 the 3rd, the 7th ceaa68 to 
be a dissonant note, and thus in all the inversions of this form of the chord, the 7th is ere. 
in its progrellSion. 

7. The first available inversion has the 5th in the bass, when the 11th is the 7th to the 
bass, the 9th is either the diminished or the perfect 5th to the bass (according as it is the 
minor or the major 9th), and the 7th is the 3rd to the bass. The bass of this inversion may 
either remain, or rise to the root, when the 11th and the 9th are resolved:-

8. The next invtlmon has the 7th in the bass, when the 11th, 9th, and 5th of the 
original chord are the 5th, 3rd, and 6th to the baas. In this form the chord is named by 
lODle theorists" the chord of the added 6th .. :- ' 

11-- • I + ? I ~ II 1 + I r J lib 

~~~~i~~~~ ~€ {e~:~;~:~:;~~:~:g:~~~ 
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10. The last inversion has the 11th in the bass, when the 9th, 7th, and 5th of the 
original chord are the 6th, 4th, and 2nd to the bass :-

~ II.j lla II! t=d 51) I 
Ruolwtl on tM 5th of tM .ame C!Mrtl. 

11. U the 11th resolve on the 5th of the same chord, the 5th may not, except in one 
i1l8tance (Chap. XU sect. 16) be sounded together with the 11th. 

12. The 3rd ma!! be sounded together with the 11th, but this form of the chord is rarely 
employed:-

13. It is more common for the 9th to rise to the 3rd, when the 11th rises to the 5th. 
In this form of the chord, the root and the 7th must be sounded, the 3rd and the 5th mud 
be omitted:-

'J!!I: I; 'AI: H 
14. The first available inversion has the 7th in the bass, when the 11th, 9th, and root 

are the 5th, 3rd, and 2nd to the bass :-

§i pl~ 41 ~ "1 ~I' fl, u 
15. The only other available inversion has the 9th in the basa, when the 11th, 7th, and 

root are the 3rd, 6th, and 7th to the bass:-

II II 
16. Thill form of the chord may also be taken with the 5th in the bass, provided such 

bass-note descend to the root when the 11th and 9th proceed to the 5th and 3rd:-

I I I J J Ptl 

I 
f t ~ r ............ 

I I 

17. When the 11th and 9th proceed to the 5th and 3rd, the root may be taken instead 
of the 7th, and then it must fall to the 7th at the lI&1Ile time as the 9th and the 11th are 
reIOlved (Chap. XI. sect. 25):-
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Ruolwd on a aMra derived from another lWoe. 
18. If the 11th be resolved with the rest of the chord, the chord may be resolved upon 

the chord of the key-note, or upon a 8UpertOnic discord. 
19. In this form of the chord, the root can only be sounded in the 0088; tJle 3rd lnUlt 

uwavs be omitted: the 5th must not descend to that note in the following chord which WBI 

the 11th in this (Chap. ill. sect. 17); and the 7th may fall a 2nd, or nile a chromatic 
I8mitone,--6D.d, when the root is omitted, it is free to rise a 2nd, to fall a 4th, or rile a lith 
(Chap. XII. sect. 6). 

20. The first available inversion has the 5th in the buI :-

'-

I ,. \ I i J I I t I -I ~ 

,~ .. - I , ~ I , 
, 

21. The next inversion has the 7th in the bass :-

~ : : :: :::: : -: : : : ! : ;. : :: !:: : : :: 
l~~~~~ 

22. The next inversion has the minor 9th in the bass :-

a2 
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23. The llist inversion has the 11th in the bass :-

... 

CHAPTER XIII. 

CHORDS OF THE THIRTEENTa 
THE DOMINANT MINOR 13TH. 

{;lUP. XIII 

1. A CHORD of the minor 13th on the dominant may be taken without preparation. 
2. This chord consists of the chord of the dominant 11th (Chap. XII. sect. 2), with the 

addition of the mino' 13th '--. hutthe roohud 3n1.,.. more frequently taken than 

!he 9th and 11th'. and m thls case the 7th ;. not unfrequently omitt.d, ~ 
3. The 13th (like the 9th and the 11th) may be resolved, while the rest of the chord 

remains; or it may be resolved (also like the 9th and the 11th) with the rest of the chord, 
npon a chord having another root :-

Pi!~ lltll}l! !It"i ~Ij~ 
4. If resolved while the rest of the chord remains, the minor 13th on the dominant can 

only be employed in the minor key; the 13th may be resolved either upon the 5t1r' or UPOD 

the 7th of the chord. 

Raolved upon tM 5th oj tM .am8 Olwrd. 

5. If the 13th resolve upon the 5th, the 5th must not be sounded together with the 
13th, and the 13th should not be sounded below the 7th :-

, I l I II , I 12 , 1= 

I I I r -
-.9- . IT": 

6. If the 7th be omitted, the root must proceed to the 7th when the 13th goes to the 5th :_ 
I I I I J I I ~ 

I 
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7. II the root, the 3rd, and the 5th be omitted, this chord appears 8.11 a chord of the 7th 
on the subdominant, the 13th being the 7th to the bass,-the ] 1 th the 5th to the bass,­
and tbe 9th the 3rd to the bass. The bass, which is the 7th of the original chord, is then 
free in iiB progression (Chap. XIi sect. 6):-

Ruolved on tM 7th of tM ,a~ Olwrd. 

8. If the 13th resolve upon the 7th, the 7th must not be sounded together with 
the 13th:-

I I I I 

.-0""1 

I 

'f!'#' 

I 1 

I , 'I I I , I 

Raolved on a Olwrd Urived from another Root. 

• I 

9. The chord of the minor 13th on the dom..inant w resolved upon the chord of the k4Y­
DOte; it may be employed in both the minor and the major key.t 

10. The 13th may remain to be the minor 3rd of the following ~ I I 

chord, when the 7th may not be sounded together with the j#~P~'~) ~$~~~~~~H[~ 
13th (Chap. III. sect. 17) :-- ~ ~ -61' 

;:n:~Y ~ :~hromatic semitone to the major 3rd of the §.~'~_~~~1113111 ~,: 

-.- In thillatter Ctlle it it more common to tI1f'iU tM minor 13th ~~~~~~dl~ll~ 
Q.I/ m& augmented 5th to tM root (Chap. II. sect. 24) :t- ~. '-

7:7 

• In this form, the chord of the minor 13th ia identical with the suspenaion of the augmented 6th (Chap. VIII. 
IeCt. loS), differing from it only in reqniring no preparation, when its use is restricted to the free style (Defino 
18Ct. 22). When accompanied with the 3rd and 6th (Chap. XIlI. sect. 12) the chord is identical with the double 
luapenaion of the augmented 6th and the inverted 9th (Chap. VIII. sect. 17), but its use, 18 an unprepared 
discord, is restricted to the free Ityle. 

t In this form, the chord of the minor 13th (88 thus frequently written) reaembl811 the chord of the augmented 
6th on the mediant of the key of E minor (Chap. IX. sect. 4); but it differs from that "hord in requiring no p~ 
paration; in never having its 8rd doubled, because this is the leading-note; in being accompauied with the minor 
7th, whereas the diatonic diBOOrd may be accompsui"d with the major 7th (Chap. X. sect. 7); and in beiDi 
reaolved upon the chord of the key-note, whereas that chord il resolved upon the chord of the Bubmedian" 
However familiar the chord of the minor 13th may be with thil notation, and however expedient may be the 
use of thia notation on lIIlOOunt of such familiarity, there are .ufficiant eumples, in the works of the great m&8W~ 
or the note written 18 a 13th, and not as a 5th to the root, to prove their belief in its fundamental origin. " 
naming of the note is of eeoondary importance, but the knowledge of its derivation is essential to a cl4l"~ 
of its treatment. I refer musicians for nnanawerable arguments OIl this IUb~ and on that of the c~ 
11 th, to the .. ~ OD Harmony" of Alfred Day.-HortVon (r Co. ...:t:==JE 

t }, T pendix :M. 
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11. The minor 13th may be accompanied with the root and 3rd only :-

c::: =;;:;:::-;:;;-:-:: 
Iv: ~I :' 

I 

I I 
"19-

,.., I 

I 

.I":J 

I I 

I I I I 

12. The minor 13th may be accompanied with the root, 3rd, and 5th, but it is then 
mostly employed in the last inversion, having the 13th for the bass :-

( •• "> 

,~ 

I 
I 

"19-

I 

I • , 

....... ~ 
I 

I 1 I I I. 

I I I 

• ~ ~.~ _~ e :3. 

1 I I 

13. The minor 13th may be accompanied with the root. 3ni, and 7th, when it must 00 
sounded above .. be 7th. In t.bis lorm it can only be employed in the major key (Chap. XII!. 
sect. 10). 

I~: 
L I , I , 1 I I , , 

I "11 
.~ r I I .. ~ !: • • ... ~ ~ "19- • 

I I , I 

14. The minor 13th may be accompanied with the minor or major 9th, in addition to 
the intervals last described:-

I l , I 

{~) v. -0- _. • __ -0-. • ....- .~ 

~ n:e 13th (however accompanied, except when the 5th is sounded against it), ma, 
td to the root or the rollowi n~ chord, if this choro be minor:--
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E 
THE DOMINANT MAJOR 13TH. 

16. A chord of the majur 13th on the dominant may be taken without preparation ill 
tna major key only. 

17. This chord consists of the same intervals as that of the minor 13th, except that 

the 13th is major instead of minor. (Chap. xm. 1¥ ~~d? 
sect. 2):- ~ ~~_ s* 

~?:J ?:7' 
18. The major 13th may resolve like the minor 13th, on the 5th or on the 7th of the 

same chord (Chap. XIII. sects. 5 to 8) :-

-; II I i l%t8t Ell i fr;' It 
19. The chord of the major 13th on the dominant 

may be resolved on the chord of the key-note; when the § 
13th must leap a 3rd to the root of the following chord :-. 

THE SUPERTONIO MINOR 13TH. t 
20. A aflord of the minor 13th on the 8upertonic may be taken without preparation in 

both tM major and minor key. 
21. 'rhis chord consists of the chord of the minoT or major 9th on the same note 

(Ohap, Xl. sects. 39 and 45), with the additio& of the miuvr 13th; but any of the notes, 
except the 13th and the 3ro. may be omitted. 

22. The 13th of the superlonic is rarely resolved while the rest of the chord remains. 
23. The chord of the minor 13th on the supertonic is resolved upou a dominant discord 

or upon a tonic discord. 
24. If the chord resolve upon a dominant discord, the 13th rises a chromatic semitone 

to the 3rd of the following chord. In this case the 7th must be omitted (since its resolution 
wOlud induce the doubling of the leading-note) (Chap. IV. sect. 3); the 5th is rarely 

employe~; and it is not desirable to have ~ i ~ i ~ ! ~ 
the 9th m the chord:- === = =-=== = #== # __ I ---=- I ... 

I 
25. If the chord resolve upon a tonic discord, the 13th remains to be lbe 7th of the 

(allowing chord '-

• Appelldix M. t Bee Appendix W. 
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THE TONIO MINOR 13TH. 

26. A .. .hord of the minor 13th on the key-note may be taken without preparation ;n 
both the major and minor key. 

27. This chord consists of the chord of the minor or major 9th Oll the same note 
(Chap. XL sects. 51 and 57), with the addition of the minor 13th. 

28. The 13th may resolve on the 5th or on the 7th of the same chord, according to the 
'l8.me rules as the dominaut 13th (Chap. XIII. sects. 5 to 8). 

29. The chord of the minor 13th on the key-note is resolved upon a dominant discord, 
or upon a supertonic discord.* 

30. If the chord resolve upou a dominant diacord, the 13th may fall a 2nd to the root of 
the next chord :-

Jail $Ia 1I11~ 'It II 
or remain to be the minor 9th of the next chord : 

JSW Jl l 11 'I~ Ii} II 
or rise a chromatic semitone to the major 9th of the ! ~ ~ !' 
next chord, provided the 7th be, not BOunded together ==l&;g~1 ~] ... !~~~I~~U~ 
with the 13th (Chap. III. sect. 15) :- ~ 

31. H the chord resolve upon a supertonic discord, the 13th must rise a chromatin 
aemitone to the 5th of the next chord :-

THE TONIC MA.TOB 13TH. 

32. A chord of the major 13th on the key-note may be taken, without preparation, i:D 
toe major key only. 

33. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XI. sects. 51 and 57), with the addition of the major 13th. 

34. The 13th may resolvQ on the 5th or on the 7th, according to the same rules 88 tbe 
:lominant 13th (Chap. XIII. sect. 18). 

35. The chord of the major 13th on the key-note is ! J 
resolved upon a dominant <llicord; when the 13th may J I ~ , ! H 
fall a 2nd, to the root of the next chord :_e .. .. I ~-

; nf~~ ;:~~~;: 2~ ~:h::~~§X~ ~Oi't I ! J 
• Appendix ~ 



CHAP'fER XIV. 

OHORlJS OF THE AUGMENTED sara 
1. A CHOBD ot the augmented 6th may be taken without preparation, on the minor 6th 

of the key. 

~. This chord consists of the minor 9th f'l~~~~§~~'~~~g'~~Sc~~ 
of the dominant with the major 3rd and th" 13 
7th of the supertonic,-to which either thA 1 iLl "" J" .. .. ~ 
root or the minor 9th of this latter chromatio I~~. ~§~~~~b!t~~§~~~~~~ 
('hord may be added :-* f r . -I =t===f ±::::::tl= 

3. This chord is resolved upon the common chord of the dominant or its first inversion; 
or on the common chord of the key-note or one of its inversions j or on an inversion of the 
dominant minor 9th; or upon a supertonic discord. The first two of these resolutions are 
those most frequently employed !-

.ptt Ii H~ I d j I tJtt-1lad did Rjtlfj ~ Id-t 
~I t:I2- P- ~ E!:. :e: s ~ e "f!r -(!r .~ .. ~ ___ 

• II H ,-=1=rr--tt: 
-, I 

.Q.. 

i. The two notes which form the inte"al of the augmented 6th, mnst never p1"OOPed iu 
"mll~r motion with each other. With thiR rp.striction all the noles of this compound ci1,mJ 
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proceed according to the rules for the treatment of the two chords, the notes of which are here 
combined (Chap. XI. sects. 12 to 28, and 38 to 43). Thus the lower note of the augmented 6th 
(the dominant minor 9th) may fall a 2nd to the root or the 5th of a chord; or may remain 
as a 9th, when the notes peculiar to the BUpertoniC are resolved i or may rise a chromatic 
semi tone to the 5th of the supertonic :-

E 

the npper note of the augmented 6th (the major 3rd of tile BUpertonic) may rise a 2nd to 
the root or the 5th of a chord, or may fall a chromatic semitone to the 7th in the chort! of 
the dominant 9th; or may remain as a. 3rd when the note peculiar to the dominant is 
resolved:-

the 3rd to the ~118 (the BUpertonic 7th) may 
fall a 2nd to the 3rd of the dominant i and, if 
doubled, may also rise a 2nd:-

or may remain to be the root of the chord of the key-note i and if doubled may also rise Ii 

3rd or a 5th :-

the 4th to the bass (the BUpertoniC) may remain, or may rise a 2nd or a 4th:-

the 11fh t.o the 0088 (the supertonic minor 9th) may remain, or may rise a chromatic i!8blI. 

tone, or (provided it proceed not in 5ths with the bass) may fall a 2nd:-
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. 
L 

I I 

5. The two notes which form the augmented 6th are most rarely inverted as a dimi­
nished 3rd. The other notes of the chord may be placed in any position, and thus the 
chord may have two inversions, the last 
of which varies according to whether the 
root or the minor 9th of the supertonio 
be employed :-

6. A chord of the augmented 6th may also be, but is much more rarely, taken without 
preparation on the minor 2nd of the key, with the restriction that, in the minor koy, it may 
not be resolved on the common chord of the key-note. 

7. This chord consists of the minor 9th of the tonic, with the 3rd and 7th of the domi­
unto-to which either the root or the minor 9th of thisllltter chord may be l4ddtlc.1. The 
progression of a.ll these notes is similar to that of the corresponding notes in the chord of 
the augmented 6th on the minor 6th of the key:-· 

I I I I J I 

• Appendix B. 

I I I I 

-.. II---
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CHAPTER XV. 

MODULATION. 

1. b the diatonic style, Modulation is effected by any chord containing a notAl forcigu 
to the key t.hat is to be qnitted. It is desirable that the chord which changes the key 
should be either one with its root in the bass, or a first inversion on the 2nd of the new key 
(Ohap. IV. sect. 17). This passage-

H jld ~13 ~1:la ~I=~ ~.I~ ~m: 
~a J I oJ J I [' F I 8 l'ft rll r f f J I f' r I .. l 

til therefore preferable to this one :-. . ~ J lfig;;w ~ I;: d I :: I d trJM d; I ~ ~ I i II . 

llt¥d J I oJ J! [" , I 8 ff F! I ~ ~ PI (" FI a Ii 
2. Great care should be taken in compositions in a minor key, not to confound this with . 

tho relative major by the employment of chords peculiar to the latter without completely 
confirming the modulation. Such confusion of keys occurs in these passages:-

~JJI; = i ; j 1 J §Iinffl fl 

J;=f=i F=rH; 71 1; li~ ; ;1; ~;I :11· 
but is avoicled in these :- • 

~ fibW ~d 1;;: ililffl 'Ii, f ~I 
. . 

~; ~ Ii iii Ill' ;} I; , , ~ 
I , 

I' • F· fdZ£l ., 
3. In the free or chromatic style, it has been shown that certain chromatic chords may 

be employed, which, if they proceed to chords characteristic of the original key, induce no 
modulation; on the other hand, change of key may be effected by any concord or discord 
containing notes foreign to the key that is to be quitted, either ill the original position or iD 
_y available inversion. 
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4. Any of the chromatic concords of the minor or major key, approacbed as mcb, may 

be regarded as characteristic chords of a new key, and quitted accordingly . 

. =~~:::; ;::::;;:: ::= 
~ I -5 + ~ !jj,.\ti=~ HJ¥!j M ~ ~ i~:: I 
it!)% J j r r 1 r e HifMj r r r 1 r r J J 1 r r i' @ I 0 I 

l'~'r~ !'; ~"'f; !,; ~thIi ~:;-w 
I@ J. j r r I r r I t r r r 1 IT TIT T 'r QJtf¥tf; 

5. Any major common chord may be regarded as the chromatic co'lOOrd on the minor 
2nd, or as that on the minot" 6th of the key, and quitted accordingly. '. . 

r- I-~-I a H W j I r r t j lEW 
• • 

I~:! :::::; ::::: ::::: 
6. In modulating to the minor key of the 2nd of the original key, it is desirable (except 

tne tonic of the'first key rise 0. chromatic semitone to the leading-note of the IIeCOnd key) 
w haTe a chord containing the minor 6th of the key that is approached, before introducing 
the common chord of the dominant:-

• • • 

~-Jff-"--r --=--:-::-;ffttp1~-FPT" r ~-mttrtf 
tJ 2 ;91 tJ r J I J IIi r It T r FI r liJ Cli J W J Jl# -u: 
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rather than thl1.8-
• • • 

Jf~' "I'Hr,lrr~fFJ 
IH"L@ J J r J-bJAI i r If r r r I r II Wig J il4¥t 
7. The several chromatic harmonies of the supertonic and the tonic having the same intervals 

&8 the harmonies of the dominant, any of these chords may be approached as belonging to 
either oue of the three roots, and quitted as belonging to either of the other two; thus the 
dominant of one key may be regarded as the supertonic or the tonic of. another key,-the 
sllpertonic of one key may be regarded as the dominant or the tonic of another, &c. 

#itfM nctl~%;.t: mi. J~lqS'M 
~fl1Hs II?6 j r j I~ r F rl;:J M ~ IIili 

• I _ • 

'~::~tn~~~=i4£f=I.~$t~ ~ 1 ; ,! fjJ J~; 1 

I -- -
.t9 i F tJ-l-r=c~ r I p'-=nri r FE: t r I 

• •• 

IJi(fi)tSfI FJ "II ,J + i I~ ~I ~J til, *1 
[~ r if1 r F II J. j J I ~j ~J I,J J J I ~SJ J I 

• • 

8. The resolutions that have been descriued of the fundamental discords, prove them 
all to be available in anyone key; such resolutions, as regards the clwrds to which these dis­
cords proceed in the same key, are to be considered the natural resolutions. If, however, the 
several notes make their proper progression, each of the fundamental discords may proceed 
to some chord out of the key, and so be resolved in a different key fro~ that in which it is 
approached. The proper progressions of the notes of the fundamental discords are as follows :­
The 3rd must rise a 2nd, or remain, or fall a chromatic semitone :-



MODPLATION. 

The 7th must fall a 2nd, or relIl&in, or rise a chromatic semitone :-

{crt:::::::: 
'.rhe minor 9th must fall a 2nd, or remain, or rise a chromatic aemitone :-

l:=: :'=': : ;:::: : ;~: 
The major 9th must fall a 2nd, or remain, or fall a chromatic semitone :-

• 

~~:~= The 11th must """'"" ,- ~ 

The minor 13th must fall a 2nd, or remain, or rise a chromatic semitone:-

'l'he major 13th must fall a 
2nd, or remain, or fall a 
chromatic semi tone :-* 

, II 

J II r r I r r r II 

9. Modulation may be made from a key with flats to a key with sharps, or the reverse, 
by the enharmonic change of notation. 

10. The inversions of the chord of the minor 9th (in which the root must be omitted), 
may, according to the notation, belong to either of four roots :-

C'! t f 1 :: f t ':: t I '$ :: ~ r ': 
.- .\ppenriix 'r. 



l!ovr LA'l'lON. CHAr. XV 

Each cl these four roots rr.ay be a dominant, 8 supertonic, or 8 tonic, amI may &0 oolong tu 
either of three major or minor keys. This one combination may thl18 by enhu.nnonic change 
or notation induce 8 modulation to any of the twelve major or twelve minor keys :-

11m' ~~~~ 
I==;::::=-~:=: 

11. Any note of 8 fundamental diseord may remain to be any other note of any other 
fundamental discord; that is, the root of an unprepared ch~rd of the 7th may remain, to be 
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the 3rd, or the 5th, or the 7th, or the minor 9th, or the major 9tn, or the 11 tl\ or the mfDor 
18th, or the major 13th of another chord :-

ana the lame is the oaae with the Brd, the 5th, the 7th, &c. 

CONCLUSION. 

The student is recommended habitually to analyse music by the rules given throughoul 
this book, which is designed to be a guide in the best field of studv.-the musio of the 
greatest .omposers. 

The subject of this book is more fully disoussed in the Author's II Six Lectures on 
Harmony."-Longman Ii 00.; II Counterpoint."-Cambridge Ware1wlue; "Eighty Musical 
Sentences."-Cramer d. 00.; and most of all in II A. Treatise on Harmony," by Alfred 

D&1.- -HarrUnn tI Co. 



PROGREBHIV E EXEBCl8I8. 

PRO G RES S I VEE X ERe I S E S, 
DESIGNED AS MODELS. ACCORDING TO WHICH THE STUl)ENT SHOULD 

CONSTRUC'f OTHERS OF HIB OWN. 

CHAPTER 1. TO SEOTION 15. 

TIn: student should construct several tables of intervals, reckoning the intervale Crolll 
other notes, as, in the table given in this chapter, they are reckoned from C. 

EXERCISE ON lNTJ:RVALs.-The student should mark o\'er each interval ita name and 
QllRlity (as major 2nd, perfect 5th, &c.) and the number of semitones it contains. 

L . 

§ J J I J W I J ~ I J iJ I J ~ It ~ It r It r IT r I r r I 

'r t I iJ t I ¥ t I J r I J T I jIJ r I Q, r I J r I J ~ u· 

CHAPUR n. TO SBOTION 13 . 

. The student should construct scales in several me.jor keys, marking no signature, but 
placing the sharps or flats before the proper notes, so as to induce the correct a.rrangemen 
of the notes with reference to the key-note, and the consequently correct position of the 
st>mitones and tonell; thus-

~J J jIJ J J r t rll 

CHAPTER IV. TO SECTION 9. 

EXEBCISJCB to be written in four parts and in score. (Definitions, sect. 4). 
EXPLANATION.-Each bass note is the root of a common chord. 
n. r r @Jc F I r: r I F J I t!iiI I r r: I CJ I r: 
m. me F r I F ed I J 

:oJ I s I e J I r F I E 
IV. 

F I e) 31~ 

r¥¥* 

@~er f' I eJ J I j &fa r J j I J e I J-ffi}t±)E 



PROGRESSIVE EXERCISES. 

CHAPTER n. TO SEOTION 19. 

'The student should write scales in several minor keys, marking the signature of tM 
remtive major key, and placing the accidental sharp or natural before the leadiu~-Dote 
where jt occurs; thus-

§P J J • J J r t j II 

CHAPTER IV. TO SECTION 13. 

EXBROISE8 U> be written in four parts and in score. 
EXPLANATION.-A natural, sharp, or flat over or under a bass-note signifies that the 

8rd of such note is to be natural, sharp, or flat, and to be 80 marked in the part· where 
it occurs. 

v. f- a (r 
D I! 

~-c fl r J I IT IT I Z;! I IT IT eJ I E F1 a=Jt 
VI. I I, s; II 

H~"e ~:01 r I V I:~ I F E I ~ I E I:~ I r F tj3 ~ I ~ ~ 

vn. a b II 

Me IT e I IT J I E J I 15 I J. IT I J J I j J I g} 

CHAPTER IV. TO SBCTION 20. 

EXERCISES to be written in four parts. 
EXPLANATION.-When the figure 6 is marked over or under a bass-note, it signifies toot 

such note bears a 1st inversion. 
VIll. a a a I II • 

ffi6 J r I r r I e IT I C2 I r: V I /Sl J I r f' I It t2 

IX. 8 8 8 8 8 8 

Hie F t I SJ J I J J I ~ I r [:01 I r F 1 d 51 I [ 
, t9 

. 
1. I 8 8 8 

~ 
~ I 8 

f!4e r: E I r ~ I IT I I r r I a ~ I ~ 1:3'1 Ir 
tiJji 

---.. _-_._-- -

OHAPTER IV. TO SEC1l'ION 25. 

EXPLANATIOY.-.A, sharp, flat, or natural, before any figure, signifies tllat the note repr& 
eented by such figure is to be sharp, flat, or natural; thus, ttl over D signifies that B natural 
is to be written as the 6th of D. Some put a line through, instead of a # before a figure S. 

XL b8 8 8 0 a8 8 8 b II 

H ~te;; /Sl I V r: I c: £g[ IS I E V I,J J I J J 1 a B-
E 2 



%D. .. i •• I • 

rij' (! J eJ I J J I J eJ Is I C· 
I. • 

JIJ iJlW 
• JEll 

DlL I lie , D, 

§1~c E r: 1 r r: 1 (J ft I 7J I J 
, I 

r: 1 ¥J r: I J 
~ a 
ell £1 

L"BArrEB IV. '1'0 BBOTlOB 81. 

ExPLANATION.-The figure8 : over or under a bass-note, aignity that such note bears • 
2nd inversion. The figure8 : anr,employed to contradict any previous figuring on the -.me 
note. Two sets of figures over ope bass-note, signif'y that the time of the upper parts ill to 
be divided between the two chords indicated by such figures. 

XIV., I' II : • I II II 

• II .'.'~ I. , •• I 

@e d r I r .r: I C' E.I ez I J I E r FIr- j I a It 
xv. It, ..' I. ~.. ~ I .. .!I .,. • "!t ' ., •• I .. 

l1t J J J I r r I r r r I r: J I r r 31 J J r I r r I J.H 
Z"IL .1 • II .0 r fir r (: II r: J J I j j ~ J I EO [ fir r J it 

I. I I. II I • I 
• ~ ~ ••• ~~ •••• I ~ ~ ••• I 

ft¥J Jrl JIi rrlr rJlliJ Jlr:a Jlilrr rrlJ n 

0IuPrn v. '1'0 s.cmo. s. 
The student mould write exercises of his own on common chords and 1st aDd 2nd mwr­

lions, ;Dltroducing eumples of dominant and tonic pedals; and in exeroiles on subjeetl 
absequently explained, it will be desirable alao OClC&IIk.na1ly to uemplify the employment 
of pedala. 

CIlAP'l'BB VI. 'l'O S.cTlOH 5. 

The Btu ent should write exercisee on ucending and on deecending aeq1l8JlOM; at ana 
"'.laking the ori.,oioal progression consist of two choIdI; afterwards making the ~ pro­
(l'8l8ion conaist of Yee or DlOI8 cbozU 



OIlAPT~B VU TO SECTION 8, 

EUBCIBB8 ou paasing-notes, some of which are in the baaI, and others should be intro­
dueed is the upper parts when they can be properly approached and quitted. 

El.PLANATION.-A line over or under several notes, signifies that the chord belonging to 
the first of such notes is to be retained or repeated 80 long &8 the line continues. A line 
drawn from any figure signifies that the chord or the note in a chord, indicated by BOch 
fIgore, is to be retained 80 long &8 the line continues. 

XVIII. I 

@ ~& err r j I F r r I Err I J r 
:-:== -, '-I I:: 

@J~b r r r J 1 J J j I J J F' 1 r r r I r r r J I 5' I 
XIX. _ I --- .. I --.s j r rI r r J I J J J I J.I J J J I J J J 1 F '1 J J r I 

I • I : =-
H¥ r r r I r r r I r r r I J J J I J J J I r ~ r 11 J 11 J .11 

CHAPTER II. . SBCTIONS 20 TO 23. 

The student should write the arbitrary minor scale in several minor keys, marking the 
signature of the relatiTe major key, placing the accidental sharps or naturals before the 
6th and 7tli in ascending, and contradicting these in descending; thus:-

~~ OJ 1 J J ; IJ iJ±LqJ .J J J J 1 J 11-

CIIAPTIlB vn. TO SECTION 5. 
xx.. • I-- e-- I. . 

He J J J J I r r r r I r' t r 1 r r r r I r> r II? I r eJ I r r J J I 
• 1-- - 1- 8 - 1- I 8 : J 

H J J I r ttl r ~ e It tEl r r r r 1 r: J J I V if I a It 

CJlAPTEB VII. SEOTION 6. 
XXI. \ • 'V ""1__ u ___ _ 

H,,£! r : e F J J J J I JtJ J J rt F r I J J J J r r r r I trtJ lIn r 
\: '\ " 

J I I I . 8-'-' -- ---

Hfj F r t r r;a 1 ~ F ~ rEI E r t r r r r r r t.r r rTr F r I 



PROGRESSIVE EXERCISES. 

n ----
8-- 11--- fi--
1 4-- ~--

r r E&f; I@j ED .~; ; j -H;i¥I§J;J j eQ;f 
6 6 /i-- \ \'" 

~fb) r r ~ FJ~~~ I naJWirl1f$-'-.~~ 
" : 'Il II .. ~--- ~ ___ .... 

M5tr rtGltTl ~Fcp;-i=g:g=r±=t!%ttt21 tS H 

CHAPTER VIIL SECTION 6. 

EXPLANATION.-The figure8 9 8 Signify the sU8pension of the 9th and its resolution; 
the part that contain8 which must have two notes equivalent in time to the longer notes 
of the three other parts. 

XXII. 118 1I~-'8 8118 8118118988 98 

H~%<? FItS p~~ FIE r I a 1 J J I '2 I s I 0 I f e I 5 I rt41¥-¥J 

CHAPTER VIII. SECTION 7. 

EXPLANATION.-The figures 7 6 signify the first inversion of the suspended 9th and 

'7 8 

its resolution. 
xxm.p 

H~D¢ r J 1 a 

- 8- R II 

Hp~ J t J I S r 

'7 n 

'7 8 
Z:::II 

'7 II 8 7 8 '7 8 

a1J:;l o 151 
'7 8 '7 II '7 8 8- 8- 8 R 8 tS a I J J J F I F I s II tS E tS 

CHAPTER VIII. SECTION 8. 

EXPJ,ANATION.-The figure8 :-. signify the second inversion of a 8U~pe)'ded 9th and 
Its resolution, the line from the 6 denoting that the note indicated by this fig"ol.Te is to be 
retained while the 5th proceed8 to the 4th. 

II- 1\ 8- 1\ 
XXIV. 8 6 ~ 8 8 1\ ~ 1$ 

§be e ~'" I t2 ·tf J 1 s .Ie 
8 "I Is-

!J II II Ii ~ II 8J J I J J I I j FJ 
e 

.". 

CHAPTER vm. SZU'l'ION 

8-
1\ ~ 

I tS I 

9. 

18-
li ~ 

1\ 

r 

6 

IJ 
I 

r I 51 

. EXPLANATION.-'fhe figure8 i- 8ignify the last inversion of & snspended !ltll; and the 
iinM drawn from tbes&~e&ate that the chord is to ~ retained until thlr1'!'"olutiorr(lHhe'bus on 
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the )-.ext note. The figures != lignify that the root of the chord is to be ioolnded in the ---upper parts. 

8 88.p. 88"8 
9 8 ":t 8 8 "8 9 8 , 8 ~ .~ += !: ~ 

Bjj a I r -F I r r I j r I r I IT r ~ tttt 

CHAPTER VTII. SECTION 10. 

EXPLANATION.-The figures • H, or !.t signify the suspension of the 4th and its 
reac.lution. 

lCtVI' 8488 48"8}8 411 8-411::"84.888 

He J r I r r J I r :11 d J J I J J g I E r I ~ JI F r r r I J II 

CBAPTEB VID. SECTION 11. 

EXPLANATION.-The figures :-.! signify the first inversion of the wspended 4th and ita 
re80lutior_ 

8 • 8 8 
JCtVIL ~8 8- 8-

rt?!fiC J rEI r 
I\-4 _ 

rEI 
8 
5 

8 • 
8 _8-, 8 9 • 

IrJJlr rl 
8 8 

, 8 8- '7 ~8 

I .J Jlr I 

CJlAPTBR vm. S.OTIOlr 12. 

EXPLANATION.-The figures l-! signify the second inversion of the 8U11pended 4th ancJ 
its resolution. 

• til J 

., . 
4- 8 

JIJ 

• • • 

., 8 6-
8 4--8 

J I 5 I V 
• II 8 , • 

• I- ..--

J J I t2 I J J J I r 

II- a-
s •• -8 8.' r I t:2 I J . r~ f 

8 • • • 

rJIJJ pi I ... 
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CluPnB vm. SZOTIOli 13. 

ExPLUATlO •• -The figures == signify the last invel'lion of the supended 4th; .M 
the linea drawn from these denote that the chord is to be retained until the rcaoIUtiOI. of 
the baas on the next note. 

a.- I- ,-- 6-
Dl1-1 3-- '.--- '_11-- _,- • 

~B§~!~J~,l~j~J~rII§j~r~r~lr~i~rI~J~r~l~r~r~E~ 
I\-1----' • • 

JIJ J JIW ,31;'1 
-..-' 

I , 

r I J J J I eJ 
, 'I 

J 1 J 

0IuPrn VIIL SECTION 14. 

ExPLAlrA'l'lOlf.-The figures 5 6 signify the IQlpension of the dissonant 5th and it. 
. eeolution. 

xxx 

tiN. J 
II ~. • • • I I I- '6. •• • • 

;3 1q9l v rrlfg 15] jr1r FEB I 15 E 

- I, 
CBAPl'ER VIII. SECTION 16. 

EULANATIoK.-The figures :...! signify the inversion of : with the 4th in the baas. 
'l'he figures :. sipif'y the inversion of : with the 9th in the bus. 

XXXII. '" ...... ..... • 

Hi S J I J E I e r lEE I F' rtr E r I r r r I r r r I [ttl J -0 
. II III 98. • II ~ .- II II' , • • • • • • __. I ____ 

0IuPrn VITI. S.ano. 17. 

I- ,. •• .~ '1 •• 
%XXIV. , • • I- , I • I 

r 
r I I 

IE 
• • r J I F 

1- I II 

; 1 J 
• • I 

J I J J I 
• I • • 7 , 1- I 

, I II I I J I I • I j I • I 

!J' eJ J I J tJ J I J r I r r I J I 



CB.\rru vm. SZOTION 18. 

~ATIO]f.-Linell drawn from one note, or from tbe figuring of one note, to a eeoond 
note, aignify the nspension of the chord belonging to the first note, over the second; the 
fig"ll'e8 that follow sncb lines, signify the resolution of the chord. 
~ I' 6--1 
-.... 8--1--8-- 8 II 

~i IT F I e;z I 0 I 5 I 5 I eJ J I J s; I i4 
---II II II 

@. IT r I is I J IT I 5 I e J I 9 I f' J I § 
II II II II II e e e-'--:=· I 

H~ 51 ,J I J C' I F2 I r: r I Err I r r r r I IT J I 9 II 
XZXVL I II 1 I 

-
be I • q--8 II II e 

~~&:9 • r I I I t9 I J I 
5 

I F r rt §@' 11 J 5_ a r 
I I 
+--11 II - e 

-
II • 

-t1\j J ~ J J I I j F J I I J J I iii 51 I 5 [ ea F 5 a 

CIlAl"l'BB .IX. TO SBCTION 4. 

ExPLA.NATION.-The figure 5 with a, or ~ before it, and no figure after it on the 1IILDl8 
note, signifies the ell8ential discord of the augmented 5th. 

XlXVIL • 'I II II • II Ie .. 

@ij r V I j r I r IT I ez I J J I cJ J I 
• 1 

5 If' rl J rl 
• • II 

t?} J oJ P., 
F2 II 

OIlAl"l'BB IX. SECTION 5 • 

.ExPI.AlfATION -The figures : or : over the dominant, signify the first inversion or &be 
augmented 5th. 

II 
~.. II' 

I 
II --I 

HtS ~ J I J J J J I r J III J I J 
II • J J .. j J.2f 

II 

J J 

II 1 

• • 
JIJ 

• 
J 

II 

II 
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CHAPTU IX. SBal'lOlil 6. 

ExPLAlUTION.-'rhe figure 5 on the third degree of the major key, denotes the nec:eem, 
to prepare and resolve the dissonant 5th. 

XXXIX. 8 8 6 

~- r r4£r J J I j 
. 

8 8 

.~ 

8 B 8 6 II B ,. 

@k I r r J I J I J r r I r r J I J J IE· [-

CHAPTER X. TO SECTION 3. 

EXPLANATIoN.-The figure 7, with no figure after it on the same bass-note, si@:nifiet 
that the bass is the root of a chord of the 7th. 

XL. 

H $ r3 
'T 

diE 
't 

JI 1 IT 
't. 4,. 8 7 't 

H IT FEa I j J I J J J I J 

CHAPTER X. TO SIX1l'ION 5. 

• 'T 

JIE 

J ! Q u= 

EXPLANATION.-'fhe figures: Rignify that the bass bears the first ~ of a P.hord of 
~e 7th. 

B 

XLII. 8: 88 i ~ 88:' t ... 
~p! r r j IE· I r r FIE· I j r I I r I I 

II • 
68 8 6 8 Ii • 

~p r r r I J I r r r I j r r I r J J I r: . u= 
XLIlL II 8. 6 _ 8 _ U 8, 8 - II ... 

§4p s r J J I ~ J j I r r r IT r • I J J J I e3 ! 

• 8 

rlr ar rll J jlj 
• Wj".!Jout the tlL<sonant 5th. which cannot be pn·l'ared. 
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CHAPTER X. SECTION 6. 

EXPLANATloN.-The figures ~ or : signify that the bass-note bears the third inversion 
II "r a chord of the 7th. 

nIV. 4 I • 8 ~ 8 8 II • • • • me r F I r r r r I E r r I r j J J I F J wI 
• • • • 6 

md 
8 j ~ 8 

J J 41 4iJ8 
J J I J J J I J I SJ II· 

XLV. 4 I ~ • , 'II II I I II 

It 
1\ ~ " We r t r r r J J I r J J j I '9 I J Ell 

II • 1-. II: II I 

r r I tLf! J r I r r r r- j ;; m 

CHAPl'EB X. SEOl'ION 7. 
_ 'II 

~VI. I 'II II 4 I I 

@~r r r!d tlr F IJ 
" . , 

r I F j I 
• 

J I r 
7 

15 " 9 (I 

J 1_ a. F 

9 8 '8 

I • 
ti r . Ani j 

4 • • II II II " J J I, J _J I J 0 I r r r I rd. • 
CuAPrEB X. SEOl'ION 8. 

XLvn. : :" fIr; 4 R 

H¥e j r I J j J ~ I F' 
, 
1\ 11- , 

J . II r j J r I J If 

CHAPTEB X. SEOl'ION 9. 

XLVIII. l 

~t?!Y S j r J I J 
• 8 ~ I 'ft" I I 

JIJ J JIJ·IJ JU J tt 
9- 8- II 

A. I. t 
il n ~ J j I J d I r: . i: 

L 2 



XLIX. 

~C 
• 

r r I r 
L. 11-.: • 

@ite r me 
LL -

HpJ t:r I r" 
I--
1-- 8 

~=r r I 

• » 

j 

: " 

PROGRlli::ilV E EX..1illC~L~. 

CJu.PTBB X. SEtmOlf lQ 

• • 
r 

I • ~ 

rlrJ r rlr 
• II • • 6 

r 
• II 

• '8 • .,,8 •• 8 ',," • I.e., 
r rl r r jI r F f r liJ J r r I r 1M T J I J 3 

CHAPTEa X. SJWl'ION 11. 
of • • 
!I 

.~ 
., --II • • • 

r I J I J J J I J r I r r r I e 

• • I 8 8 rr I • t It t r '~. ~ 
., 

r r I r I BE ! 
The student should write a series of short exercises of his own, exemplifying the chords 

of the 7th and their inversions on every note of the key; each exercise to begin with tho 
chord of the key-note, introduce the discord to be exemplified, and end \\ith a full close 
(Definitions, Section 20). To ensure the completpyH'ss of this series, it is desirable that the 
first exercise should exemplify the chord of the 7th on the key-note; the second exercise, 
the first inversion of this chord; the third exercise, the last inversion; these should be 
followed by examples of the 7th on the second of the key, the third of the key, &c., through­
out the scale; and where a chord of the 7th cannot be used in its original form, its available 
invel'lliODB only should be exemplified. The following are models for such series of exercises 
in the major and the minor key. 

'iTH ON THB KBY-NOTlt. 
1. .., 

t§~J f'IJ 

3. 

He J 
• 8 I 

:Ljd 
2. : 

8 

rJ I 
3. 

He eJ I r: (J I J II @ e ,J 
7TH O. THJI MImLUft'. 
1. ., 

• 8 6 

J I e r: IFF I tJ II 
7TH OS TBB SUPBBTONlO • 
1. ., 

He J I r F I J u= 
• I • 

JIJ j I c:; 11._ 

2. 8 

He e3 J I r F' I 0 II {@e J 
• I 

JIJ 
3. • " • • H J J-t IIHe : e ; r ::J fJ d I J :J I ~ t:;;ii e EJ 

-



PROGRES8IVE EXEROlti/:;.:;l. 

7T1! IoI"l'I'B Dl880NANT 5TH ON THE M!mUNT. 

1. 8 ~ 
ttjeJ riM Fir Flo II 
7TH ON THB DoMINANT. 

L f ~ 

tl!ifi3 I r: E I J II @t ¢ J 
7TH ON TBlI St1BHlmUNT. 
1. • 7 

@$ eJ j I J eJ l;j J I 0 II 

-7TH ON TBlI SUPEBTONIO. 

1. '---f-.~ 

@j~$¢ I r r r I r r r Ul F J 10 E 
b 3. _ ~. II b 

e I J II Hp%¢ J J I J J I FiJ J I 0 If 
7TH ON TIIB lb:DUNI'. 

1. 8 7 '~ 

~J Fie FIr: EI t; f 
- . 

7TH ON TBlI DOIlDlANT. 

f • 1. ~!3. 8 II 1- 8- 'I 

~3FeJ IFF I ,J II 6 p'V e J I F .@ I J J r r I (4 I FEIF 

8 • • 2. . II II 8 -, _ 3· _ II 8 _-

§@ J J I J .SJ I tt£1 r J I a IIHp% ij J E I [; j I E J hit 
. " Appcndls O. 



ta PROGRESSIVE EXERCISES. 

Olu.PrBB X. TO SEO'J'IOlf 20. 

EXPl.ANATION.-'l'he figures :. or ~ signify that the bass bears the IIOOOnd invenrillD of • • chord or the 7th. 

CHAPTEB II. SEOTIONS 24 TO 27. 

The student shmuel write chromatic scales in several minor keys, marking the signature, 
and placing the accidentaIs before the notes that require them; thus:-

CHAPTER IV. SECTIONS 32, 33. 
I 

LIY. I- 1- J b. . : I- 8 r8 :, 

H,Iz. J J. J'I J J r E PC,=> I a I J IlJ'1 j J I .." I r J J J I 
~II 8 II I 8 $18 

1-- 8- I I ~. *d ~ - • q 1> II : 

H,~ j J. : 1 J J r F 1 r 1 1 F r' 0 I V 51 1 fJ qrl I:J Jl 

@I,b j 

8 

I- 8 
~II 
I 

J . • '1 J d 1 

II- 8 *- 11- 8- Is 

1 r j r r [r I t J 

,. r r 8 ':: r I ~ 

II II 

• I 

t9 

II 
II 8 b 

I a 1 J J. "'I f J .:3 
II '7 

• I 

I lSi I F? IE 
III • J I 

8- 4-- I' 
4-- 1- 11- I--: 11- II. : 

I r r r r r r I rt r r r fir r r I -r J§ 



l' lLOG KESSl V E J::x.EltUlS.&i. 

CIlA.PTEB II. SECTIONS 24 TO 27. 

l'hA student should write chromatic scales in several major keys, marking tt.e ilignlltnre, 

...... J placing the accidentals before the notes that require them; thus:-

CHAPTER IV. SECTIONS 34, 35. 
• 8 8 6- C ~8 8 

LVL I , q, 8 • 1- 8 I 4. • 

~e J J J I r F 1 ["2 r 1 E . r 1 tJ J J I e3;J41 re-I 
11--

~8 I g 6-- U 6 
•• bll .-- ~5 8 -- I I I q II 8 II 

!PI 0 liJ JJJJI~rrrJIJ Imlr IJJIJ JIJJJJL ... 
8- 11- q". 8- li-
t---- 1- ~6 ~'I II ~B 4---- B- , . ~, 

ml r , r ;1 ~c;; 1 J J J 1 FJ J Fir, r 11 ~ 1 J 2 r I 
t>' ~8 'f 1:>1 , 

8 ~'f1l8q. , 
o IJ r~ier~ riC' F 1 Q II 

~. , Ii 
Lvn. I:> f 8 

~Jrrlr: 

• 8 6 
1I 8 ,. 8 

elr rijrlr 
8 ,,: Ii 

r 1 F 
, .. , q., I 

r1rrJfrJr l 
, 1:>6 • 

8 8 " 

f3f~~ j I Prj ijJ I J. r=r"f 
1:>, , 8 I 

h • , 
I:> ~, b • I • I 8 • f-

@J2 r r ijr I r: J 1 W q; I ; ; ij~ I r: J I J II 

CILU'TEB XI. TO SECTIOll 10. 

EXPLAN'ATION.-The figures ;, or ; when the 5th is a discord, denote that the bass is 
6 

the root of a chord of the 9th. The first inversion of a chord of the 9th is figured like the 
original position of a chord of the 7th; the second and third inversions of a chord of the 9th 
are figured like the first and second inTersions of a chord of the 7th; the chord whicb 



rROGRESSIVE EXERCI8~, 

follows shows whether the chord is to be regarded 88 an inverted chord of the 9th, or 88 a 
chord of the 7th. 

LVIII. 

~-fr 

. , 
, I 

F Fie 
, 

• I r j I F rJ J I 
8 

• ,..,. II 

C3" 'Ie 
• * * • 8 . 'I.. 8 ••••• 'I •• 

r: FI S eJI s·IJ,J rDlJ J Jl j a 
"l:7 • 

The student should wriOO a series of short exercises of his own, exemplifying the chorda 
of the 9th and their inversions on every note of the key, upon the same plan as thQli 
exemplifying Chapter X. to Section 11. The following will serve 88 models. 

9TH AND 7TH OIl' TlIB KKY-lJOTL 
1. : *. !3. • 1 

@e ,J E I J r: I E J I (;I II fMe .J J I C' 

9TH AND 7TH OIl' TJIB SUPBBTONIO, 

1. 8 •• 

Hct.J t I 0 

: 8 

r: I E 
9TH AND 7TH ON THB MIIDIANT. 

9 

EI 

• •• -51-r: I a I E 

C' I 

1. • '1 * 8 -B- 2. 7 

Hi J d I & FlO I II@F¢ eJ J Ii] J I J J I Q 11-

9TH AND iTH ON THE SUBDOlIINANT. 

1. : 8 • ., 8 2. II:' , II 

@¢ cJ r3 I E r IrE I u II@F¢ J C' I V f? I J J J I 0 II 
ilTB ASD 7TH OM THB DOJlIJIANT. 

1. ! - ... 2. '1. 8 

@#e J J I j J r I E J I 0 II Be J r: I j J I 5 I 0 E 
3. : 11- .. • 4. : II ., 

i?e ;; rLr r rio I £B#¢ c:J r: I E C' I ~- :oJ I H II 
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!mI AIm 7m 011 'l'Il. ~. 

1. ~ 8 2'~'.8 
~ J :J I eJ J I j J I '2 II ~¢ F 1 J J I:; :;4-ElE 

8 .. , 8 
S.~ Ii 8 II I 4. I 8 II II I 8 8-· .. II 

@e ElF r: I (4 I (4 II Be J V If' r: I B 1 0 I r r rt5t@l 
1 & .. 

• :J!!i!!:.' •• I , 

@e E F I IT IT I C' [:2 I IT E I Q II 

9TH, 7ft, AIm DII80NANT 5TH ON TBJI lUDLUI'l'. 
II 1 ,. , • 

• b. bli II _ 2.~ b II' 

~ It fJ J I F' FIr: F' I a II @pl~« r: I eLI r: r: I a H; . , .. .. 
S, II • II _ 4. • U 8 8 »8 7_ 

@Jp$¢ J r: hJ J I J e I (4 II @pfp¢ J E I J ~~J I J J fQ J \til JE4 

, _8 8 
S. • II 8 II • 

tiib' ,J,,J I J r I r: r I n 

LIX. • 8 

~i r r r 
.. 

• • II 

a.t r r r I 

8 .. 
I r 

j , 

CHAPTER XI. SECTION 11. 
• 8 .. 

7 8 II II 8 8 

J J I ~ ~ J I J-. Fff r tEFf+ 
• 7 

, , 8 II 

I J r J I J J J I J J J I r:a I dE 
• Appendix P. • 



82 PROGRESSIVE EXERCISES. 

II 
7 7 II 7 

bO b~ r II b r II • II 

r I r I r r I r I r J I J II 

ClLU'TEB X. ~J:OTION8 21 TO 27. 

LU. 

t\e r 
7 7 7 _ 

bll ~7 116 II 4-
II I I • II •• ~-. 

rlr r r rid.' rlr's r riC' 
II III II II 7 'II • 6 J. , II II 116- a • .:-• ~ all II 8 II " • I 1111 f- 8 8 

l\ r r j I r r S- F IfJ J J I J J I r .J iff i 

'1: 18 II 
II 8 

8 7 -. -I 

ii 
II 

G 
I. II • • I II • • -8 

r 
8 II II II 

@p r I r .J J J IfJ _J J I J ~ tD I r II 

LXII. .. 78 11811 1111. 78 
8 IJ I II II 6. 8 - II • 6 II II • • Q7 

MS r r r I r r r 13 r ,I d r I n J J I, ~J J!l J I rSH 
I~ II II 't II II II .. II 7 II 

- 8 , II 6 - 8 ~II • 8 II .~ • ._7 

@fir J JI;~Jlr J JIJ r Jlr rl J Jlr ,Jje'li 

CHAPTEB x. SECTION8 28 TO 34. 

'rl 7 LXIII. t II II 11 7 '6 • r f-a II 8., II ., • II II Ii • I--

@J~ t J 0 Ie' I J. rcl,J, I J. J Z I, ' .J . I J, r fl 
~ ~ 8 ~ 
.. 8 '" .. 8 II II .. 7 
8 8. Ii II ~ 8 -' II • .. a. . 

~.IJ J'F·ir,J·IJ 'tA·I¥'lr'r'lr'j Itl 
~ III II 

'4 4 8 II ... • : 118 • II' 
,II 841 lI': .. '.' 

@ r F' It' r' I r' F 'Ii' r Sir· "Ii' r t I f:a ' I J • II 



PROGHESSIYE }~XERCI8ES. 

LXIV. I: II I 7 8 6 8--114 8-- II I IJ! 8 8 .. 8 8 ~7 II .. 8 ~6-- 2 n ~6-- 6 

($!iC [ r] J 1 JJ;;:;I F F ; J 1 0 I J ill) J I J J J ~§ 

CHAPTER XI. SECTIONS 16 TO 21. 

LXV. 
II I 7 8 

18- '4-7 - 8 1--- I .. 
1- , 

j 
1- 8 8- S II 

@e E e 1 r r J IfJ J J I r:a r I r3 j 1 J a 
'8 14- 8--

8-

• I, 8 II 4-

j II 

J 
8 II 

j 4 4 8 8 II 4- 112-
@; J J 1 IS> I r J 1 J E F I r tr t H It a 

bll ~7 "-LXVI. H 1\ ~6 4 4 
8 

J 
7- 6- ; 8- 8 H 

gY;j J J 1 [4 J I J J I cJ n 1 j I J J J I 
8- II 
4- 4 

8- • .. .. 
~3 II 6 8 II j H 2---

@1jI J t 1 J J J I J r r 1 J J 1 t r I J E 

CHAPTER XI. SEOTIONS 22 TO 24. 

EXPLANATION.-When the figures are not ranged, as is usual, with the higher nnmbera 
above the lower, but have occasionally a lower number above a higher (as s above ~), th~se 
figures signify the notes to which those notes should proceed, that are indicated by the 
figures ranging with them on the Bame or the previous bass note; thus in the first bar 
of the next exercise, the 9th of F proceeds to the 3rd, and th(;j 7th remalDB. 

LXVIL 8 qll 
II _8 , II 8 Q4 I' I 4- , 7- 8- 4 ~. 11- • 

~(; F E I j J I J J r 1 
s> I r J J I 

7- _8 B-
8 II • ,- • , .-4 8 "8 .. 01-

J 
8 , 4 _11-gp J C' I r: r qJ I J r r I r: r j I II s> p 

LDDL "II. ":....! 
7- 8 8-

Hic LEI J r (71 J 
86- h4 ~= := 
4 8- 41 B- 8 4- I 11-

J r IE' r 1 r [4 I r ~r 11& tid IS> U 



LXIX. • 11 
8 , 

~lJA¥ :J I 
7-

8 7 6 
4 4-

@4 J J ~J I 

LXX. 

~i=EI-

8 
LXXI. 4 

8 8 

~ffi Til J 

J 

J 

• 7 • 
• r 

PROGRESSIVE EXEROIBDI. 

CHAPl'ER XL SECTION 25. 
6 ~6 

_. 
<i S • II' • 6 - ~ - • • 

F r I t J I :J I r r r I r . 
~8 U 

~II <i q<i • , 
8 8 "8 I 8 • U 8 ~ 

r r I j r r I J .W J I J J 

CHAPTER XL SBO'l'ION8 26 TO 28. 
Ali h 

8 
8 8 • • ~II 

r r r I f ~ r I t ~ 

8 
<i 8 8 <i "8 ~8 • 

J ~I 

I J ·f 

III ~. • J J I 

8 1'8 8 8 2 4" 8 8-" II <i , 

H'ltrL. \ I r· br ; I J. I J. J. I J J. J. I iJ· r : If" II 

ClUPTER XL SBO'l'ION8 29 TO 34. 

8- <i---- 8 +-- , • 8 ,_ 

II:~ ~., 8 I 8: • I 8 11- 8 ~ ._ 

~+--ntttEl j ttl j WI r 81 r ttl J ;;:1 r: E 

CHAPT1i:R XI. SJ:C'l'ION 35. 
6 8 7-

"~TTT II 8 4- 8 4 8-.. ___ •• 
~. 7- 6 R- II 2- 8 <i---- • ___ • .-- r-

@~% e r I 6J r r IF: r r If: r rI E . J P r r ; I J J J I J J J I r:' I~ 
6 II 

LXXIV. II 8 I! 6 4 8 8 • II. • •• 
87 488 4- 4 .- • I II' 

~I J r I J r I? :' I :J r IrE r tt± r I J J I r J 



nOGRKSSIVE EXEROlSJ'A 

CILU'TEB Xl SEC1'IOliS 36, 37. 
II • 8 

LXXV. ~ 'I f 1\ ~ ., 
8 8 8 ~ ~ 1\ _ 8 8 8 lI- II II II 15 

@SCLf§ ~mlJ fJjlr ;rrrlr' Edl2 lJjI 
4._ II~ II. ~8. II • 

II II. 8 II Ii 8 8 8'8 :~ 8 8 Ii " , 

@ retEll ,W tU I j , =£f I 0 t J I J. II 

0IuPrn XI. SBCTIONS 38 TO 43. 
• 7 II 

II , , 8 , II 6-
• • 8 ••• - II • I_ 

E I F r J I eJ r J I 2 r r : I \2 
II , 

• • 
rl 

: 8 'I .:~ II '8 8" 
• •• 1_ ~Ii • II :". 

@ij V r r I t r J I SJ r J I fSJ F J I J r J I t j r I 
III I: 8- 118- .. ~ 18-

4 ., 14- ~I\. on Ii6 8 
• 8 8 8 ~Ii I~-- 8- I~ Q-

@\ r J J I ,J iJ J I E r W I J J r I r J L I j g= 

8- I 8 
8 •• 8 b!i • Q1 #8 7-

j~lI 8 88 8 8 #2 ~- 1\" 8-

~rf fJlrJJrlr rl-r c3IJ p 1c:3 JI 5 H 

CIlAP'l'BB XI. SECTIONS 44 TO 49. 
I 8 : 1', ., 8 8 II I 8 

LXXVIII, ~=- !: • 8 1\- of R "of 'I -

g§j i 2 J ; I [2 ~ I J r J I r' I r ¥ I F r It r r I r: r I 
" 18 _ II 'I _ ._ 8 ,- 8 Ii 'I 
1- ~ Ii 1 8 1- 8 II ~I\ 8-. II I., 

g r: r I-e ~ I J r Fie r I r J tiE r It r r I ETJ 



II PROGRESSIVE EXERCISE.'). 

CHAPTER XI. SE<1l'IONB 50 TO 55. 
,,_ II 

LDlX. ,= 
~rl J 

~8 'I 
toll _II 

B tJ 
~~ 6 J; 
118 i 118 4 II ~: liB • ~ 118 4 q 

W-r r r I F' Jlr: ~Ir J I r T r I tJ i4 
18 'I 

g 8 'I .. • 11---- 7 II • 
I 111-. 1111 8 8 • 8 

£\& J &J J I r r J I &J ijJ J I J iJ I r r ( e- Ii 
b. 8 .. '!==. ~_ 7 

LXXX. _7- ---- b7 bli - 8- 1$- __ 8- __ B #8 

@11~ r r r I;;J . EffJ r 5 r 5 r rEI r r 
1-

dJl E' JJJI 
117. _B- B II ,,:== b~ 
bll- 11- .. B 8- -- Qa- 18-

@j' J . i? J J I r . J J Jim ttJ ca I F 
4-

118 i #8 

JJJI t· t' l 
II Ii 4-- 8- 4--- b8- 7 
4 8 -- 118- #8- 4- 8 8- 8 i- II 

@t' r . J. J 1-6 r r eX r ED I f) . qJ".1 J . T' r' I Fr' J J d 
118-

~8- 4- 7 
2- 8- 8- .8 II 

8- 7-
8- V6- bli-
4- b8- u-

~J qJ~ J J J J I ,J . iJ 1t!J EU Ell I ca. H 

CHAPTER Xl. SECTIONS 56 TO 60 . 
• II II 

LXXXI. 7- '7 7 IH 1\ 7 IS II ,- # 8 II 2 8 R 8 I b6 lUI 4 • 
~O r: IT ERr J I~ J ijJ n I liJ j .- r ~ t; 

liB 8 
II IS 114 8 Ii 7 'I IS 8 'I .. , 8 II b 8 II II II • 4 II 

mI I r r ~ r I J J r J IjJ .~ J J I 5 II a 

1,11:* *ii - 'I 7 '4 8 8 Ii 4- 8 _0 b7 • 8 qll II R 8 R 4 8 8 II 

IT r: I J r J I J J J J1 I zo) I F r t d 
• 118 

• 'I 4 4 8 8 4- 'I 1\ 1\ 7 

I bR • 8 R 4- II i bll /; 4 R 

HYi'.[ J E qr -f r J ~ .J I J ~ J J I t9 II 



PROG.RE&':iIVE EXEHCISES. 

CHAPTEB xu TO SEOTION lO.· 
11 #8 7 #8 II 

XeXJIJU .6 bll 8 7.. 6.. • 6 
• • .7- • 6 ,.; 8-' 8 

me e t r I IT Fir r r r I I [ r rEI r r 
• 8 • 

• • .. 
8 II • 

.. . .. 
I 8 • 8 II 8 8 I 7 

.. 
• fI- .• 

I y.X-

-9-

tyl r E F r I I r r r r I J J J r lit .. J J I n 

LX:IJ[IV. 

~Yiij r 
11 8 
II • 7-

I 
a r 

7 I -. . . .8- . 
Ie ITI ~ 1[--

I ~8 • IS I 7 I .. __ _ ~6 6 • 7 
• • lI-- 1- • ~8 _ .. 8 

@I/I j ijJ 1 j r I V r I [J r I r IT I IT ;J I:; :t I eJ H 

CHAPTEB xu SECTIONS 11 TO 15. 

N.B.-It is desirable, when tbe 11 th has been resolved on the 5th of the flame root, 
that the melody, at the next change of harmony, return not to the note which was the 
11th, and which, as the discord, was 80 prominent that its repetition in the melody of the 
same part would induce an effect of monotony. 

8 116 116 

LXXXV.: I 8 7 • ~ 8 I 8 8 • • 8 

H§~ r r r V r 1 r: . t ; 1 r rEV r I 6'1 r r E'I r ; df 
6 I I ... .. 
1 II I 8 

Bi?' ["Ir:' e 
: : 1.1 : 8-- 1_ 
887887'J- lI -

r I j . eJ ·1 J J J J i :; . J J IJ fJ J W J I 6' I[ 

r I J1 I , • 11 • 
L1XXvm.~ • 8 • .. 

I 
, • 

-
• II .. r I 8 1 .. I II "7 • I 7 

@?1,&e J J J I J r j r 1 ~ J J J I J J F J I J r r r I II -
• See Explanation, page 88. 



LXIX. • i I 

I\%P j I 
7-

II 7 II 
4 4-

@!p\ J J .J I 

LXX. 

We J 21 
tl8 

" 8 I 

~& E J J 

LXXIII. ;~ 

PROGRESSIVE EXEROI8lS1:1. 

CHAPl'ER XL SECTION 25. 

" Q8 •• 7 

• • • If' 4. & 
I - - • • ~ ~ 

J F r I f J I :J I r F r I r J ~I 

I 

J 

• 7 
I 

r 
•• ] 

. 
_8 QI 

_II • 
_. 

II , 
I II ~II 2 II • U II ~ 

r r I j j r I J .J J 1 J J I J I 

CHAPTER XL SEO'l'IONB 26 TO 28. 

I 
II II • r r r 1 E r 

• 8 8 II Ik 
I 112 • tft ~ 

8 

J r r 1 J 1 q 

III tor 
I ~II 

r 1 t 
III 

II 
8 II 

J J 

r 
., 

h 
, 

J • 

t-. 

1 

J 

J 
I 

~I 

a; 
J 

• I 

H 

1 Gt! J II 

C1W"1'ER XL SEO'l'ION8 29 TO 84. 

4-- II+-, • • f_ 
a I 8: I I I 1- I 6 Q_ 

ttl r wn r uri r EJI ~ ;;:1 r: F 

CHAPTER XI. SECTION 35. 
6 II 7-
4- 8 4 11-.. __ •• 

II 8- 8 2- II 4-- It-. 4-- f-

r r I IT r r If: r rI E . j jJ r r J I J J J I J J j 1 E' U= 
6 II 

~ 88 !!6 68 • II 4. • II • 
• 87 •• 6 4- I • ,II- • I ., 

iJiS rl d rl J :1# :1:; rlL r rltlrl J JI e iii 



nOGRBSSIVE EXEROl8l'.8. 

CHAPl'EB XI. 8E<71'ION8 36, 37. 
• " II LXXV. ~ 'I 'I 6 _ .., 

1 II 1 ~ ~ 6. 1 II 1 lI-' • • II 

@SCLfW rfElJ fSJlr :rrric' Sfl: 'ffjl 
*._ • ~ • * ~ • • I I 

• •• 1 • 6 II 1 II .~ :~ 1 II 6 ~ , 

@j c [UI,[11 EEriE· =#10 t J IJ· II 

OIW"!'JIB XL 8BO'1'IOlf8 38 TO 43-
• • " 'I • 

LXXVI. '1-:' II .'1: I' .: ,11- :1' ~ II '1 --
~ c J r I rot r: I [:J r J I,J r J I 2 r r r I t J r: I 

: 1'1 1:--;. II Ik 
I ~, 1- qli I. : * • 

t?Jij rJ r ritz j J I j r J I fJ F J I J r J I r j r I 

CHAPTD XI. SZCl'IOlf8 44 TO 49. 
:_ II II 1\ ; l'7 'I II II 6 i II LXXVIII.._ 4 8 "II 6- 4 II "4 'I -

@\%~s ; J ; I r ; I J r J I r' I r t I F r It r r I r r I 
"" 4- II 'I 4- u-. '1-' Ii 'I I 
.- 4 6 II J 1-- 8 II ~II e- ~ II II ~ 'I 

g ~ r I-r W I J r Fie r I F J t I ["z r It r r I rTf 



.. 
to- 1 

LXXIX. ,= 
~rl J 

~I '7 
to6 h 

8 I 

Wtr r r I F 
1- , 

I b- I 

PROGRESSIVE EXERCISES. 

CHAPTER XI. SE<1rIONS 50 TO 55. 
1)9 7 

7 br; 
B ~ , 

" 
B r r I r r J I E' J 

b.- 6 Ii 
~8 II '8 "II 

Jig tiE 
II 7 

I • lUI 1 I • 8 C 

I 
1/' I 
6-

.51 

8 

• 
tiVJ ,J Jlr r J I &J ijJ J I e3 iJ I r 

b. 1 ..!::= h 7 

.1 
6 

_8 

iJ 

'1 • 

I 
I I 

• If I 

r J ( 

r I V II 
LXXX. ,,- -- b7 bll 

- 1- 11- __ 8- __ 818 1-

HI~ r r r 1-sJ . E!fJ r ere r r r I r r dJ I e J J J I 
4-
~8 II '1 

JJJI t· c·1 

,1-
b8- ,,- 7 
ll- 8- 8- .1 1\ 

8- 7-
8- V6- bll­
.- b8- il-

~J ~J~ J J J J I J . iJ I t!1 ca E!1 I r;a 

CHAPTER Xl. SECTIONS 56 TO 60 . 
• 1 .. 

LXXXI. i= 
, 'I 1I~ .. , II I 
# 8 1\ 8 R 8 I u IS " .0 r: r FEr J I~ J qJ n I a IjJ F ; 
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CHAPTEB XU SEOTIONS 11 TO 15. 

N.B.-It is desirable, when t.b.e 11th has been resolved on the 5th of the lIame root, 
that the melody, at the next change of harmony, return not to the note which was the 
11th, and which, as the discord, was 80 prominent that its repetition in the melody of the 
same part would induce an effect of monotony. 
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IJHArrn XIII. SBCTIONS 9 TO 11. 
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EXPLAlfATlON.-The 13th, when resolved on the ~jor 3rd of another root, is here 

written as an augmented 5th to the root; the rules against false relation, however (Chapter 
III. Sections 20 to 24). and every other law for ita treatment, refer to the note by its real 
name, and no~ by the name under which, in doference to freqnent practice, it is here 
written. 
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OJUPTBB XIII. SBCTION 13. 

EXPLAlrATlON.-Whatever figures are employed to indicate the 13th and the 7th in the 
mversions of this chord, and however these figures are ranged, care must be taken to place 
the 13th above the 7th in the distribution of the parts; thus in the second bar of the next 
uerciae the ~ 4th (l3rd) of B should be placed higher in the harmony than th· 5th of B. 
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EXPLANATION.-Whatever figures are employed to indicate the two notes which form 

the interval of the augmented 6th in the inversions of the chord, and however these figures 
are ranged, care must be taken, in the distribution of the parts, that the notes stand at the 
interval of au augmented 6th from each other, not at that of a diminished 3rd; thus, the 
# 4th of C should be placed higher in the harmony than the 116th of C. 
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The Student should write Exercises on Modulation of his own, illustrating the Revera! 
rules in this chapter. As the object of such exercises is to practise the art of p888ing from 
<>ne key to another, there can be no further model given for them than the examples in thia 
chapter, which would leave any discretion to the fancy and invention cf the writer. The 
end of study is not to fill up the chords upon a given bass, but to illvent harmonic pro­
gressions; and enough has been alreatiy shown to enahle the student thus to prove hi­
wll'nt. 
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A.-DBnNITIONB, SECT. 20.-It is necessary in a full close that the dominant harmony, 
which precedes the final chord, have the root (Def. sect. 7) in the bass:-

!F~ Pi*" ~~~!=q~ DOt ~i=~ 
"Cr 

The BOle exception from this is when the penultimate chord consists of the SQ~Dic, wi~h 
its 8rd and 6th (Chap. X. seet. 19) ; 

§ t& Fp 
• form of cadence much employed by early writers, but less used now. The close proceeding 
from a dominant harmony is distinguished by the term Authentic, from that proceeding from 
the subdominant which is called Pla{jal. 

B.-CHAP. m. SECT. 9.-It is also good, in approaching a second inversion of a chord, 
for the extreme parts to proceed downwards in similar motion to an 8th, either by step of 
• 2nd, or by leap :-

C.-CHAP. m. SECT. 1S.-Another exception from the necessary rising of the leading. 
note in a change of harmony, is when this note is comprised in the second chord, but appears 
in • different part from that to which it is assigned in the first chord :-

D.-CHAP. m. BECT. 17.-Neither may any part proceed by similar motion to the 8Lb 
or unison of the note that resolves a discord, even though coming from any other interval 
than the 2nd or 7th :-
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E.-CHAP. m. SECT. 22.-When the chromatic chord of the minor 2nd of the key 
~Chap. IV. seot. 88), and the chord of the dominant arc either of them the first, and the 
other the third choM in a progression, there is no false relation between the 6th of the ODe 

and the root of the other :-

\\' lum thl' til'8t chord is the dominant of a minor key, arid the third chord has its root a minor 
Ord abovd it, being eithtlr the dominant of the minor 8rd above the original key-note, or being 
the supertonic of the minor 6th of the original key-note, there also is no false relation :-

I 
I 
• 

F.-CHAP. IV. BECT. 82.-The chromatic common chord of the .supertonic, or its 
inversion, may likewise be followed by a chromatic discord of the key-note without 

dm.ttbiDg \be 1onaIi1y'-~i~ 

Change of key is not necessarily involved in the progression of this chord, or of any of the 
chromatic discords springing from the same root, to a common chord of the dominant, 
provided the chords immediately following such progression be characteristic of the primary 
key; but then, the whole phrase must be regarded, rather than the two chords, as main­
taining the original tonality. N .:.tBble instances of this progression from supertonic to 
dominant, distinguished from the relationship of dominant and tonio, are when a half 
close is employed preparatory to the introduction of a new phrase, probably in a dift'erent 
key from that which has previously prevailed. 

G.-·CRAP. IV. BECT. 88.-This chromatic oommon chord on the minor 2nd of the ke, 
is also, though very rarely, taken with good effect in the second inversion:-

H.-CRAP. vn. SECTS. 4 AND 5.-When the leading-note is a harmony-note, the major 
6th is used as a passing-note from or to it :-
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When the submediant is a harmony-note, the minor 7th is a passing~note from or to it :-

L-CIUP. VII. SECT. 12.-U two parts proceed together in passing-notes, when one SUlpS 
a semitone that belongs to the diatonic scale of the key, the other may step either a semitone 
or a tone:-

When one steps a semitone that is induced by chromatic alteration, the other ml1st step • 
semitone also :-

Good. Bad. 

~ ===itW tlfflg-Jd I ht=i I ~ ~ ~=-f-. T7 • - r-· of· 

When two parts proceed in Srds or 6ths, both having passing-notes, the need does not hold 
for the note below a root or 5th or 'th to be at the interval of a semitone :-

J.-CHAP. VIII. SECT. I.-The sole exception frl1IIl this rule is, that the suspended 9th 
in one chord may be resolved or! the Srd of another chord whose root is at the interval of a 
Brd below the root of the suspended 9t.h ; 

but the use of this exception, in exercises at least, may well be deferred till mastery has 
been gained of the ordinary treatment of suspensions. 

K.-CHAP. X. SECT. ll.-The 7th on the leading-note may likewise be taken in its il'st 
inversion, firstly, if resolved on the last inversion of the mediant 7th; 
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lnd secondly, if resolved on the mediant triad with its 5th duly preparcd and resolVed:-

L.-TBB DOIlINANT 7m, p. 87.-In this and every unprepared discord of which the 
dominant, supertonic, or the tonic is the root, the discordant notes may be transfened 
from one part to any other, and must be resolved in thll.t part in which they last appear 
(Chap. vm sect. 15) :-

This is a signal distinction from all prepared discords, which can have no preparation but in 
the part wherein they are first presented, and which must invariably be resolved in that one 
same part. 

H.-CHAP. X. S.CT. 12.-There are exceptions from the diatonic rule in the treatmen~ 
of the chord of the dominant 7th, as regards the chord to which it proceeds, and as regards 
also the notes on which its discordant inte"als are resolved. It may be resolved on an 
inversion of the chord of the subdominant--

or upon a chromatic supertonie discord-

or upon a chromatic tome discord-

Similar exceptional resolutions are made of the chords of the dominant minor 9th (Chap. XL 
sect. 26), the dominant major 9th (Chap. XI. soct. 86~, t~\e dominant minor 13th (Chap. 
XIII. sect. 9), and the dominant 1Y'ljor 13th (Chap. XIII. Bect. 19), prOVIded, in all cases, 
the ru1jls for the progression oCthe imperfect intervals be fulfilled (Chap. XV. seot. 8). 

N.-CUU. X. SECT. SO.-This chord may be resolved upon the chord or the subdominan' 
without neoeaaitatmg modulation, provided the chords immediately following suob resolution 
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be characteristic of the primary key; bat then the whole phrase must be regarded, rather 
than the two chords, as maintaining the original tonality :-

A proof that the key is not disestablished by this resolution, is, its satisf'actory effeot when 
occurring upon a dominant pedal :-

Similar resolution is made, with like integrity to the key, of the chords of the tonic minor 9th 
(Chap. XI. sect. 54), the tonic major 9th (Chap. XI. sect. 59), the tonic minor 18th (Chap. 
XlII. sect. 29), and the tonic major 13th (Chap. XIII. seot. 35). 

O. -PROGRESSIVE EXERCISES, p. 77, precede all other examples of chords of the 7th in 
the minor key by an example of the 7th, on the by-note, which, like that on the sub­
dominant, can only be used in the last inversion :-

P.-PROGRESSIVE EXEBOISES, p. 81, precede all other examples of chords of the 9th in 
the minor key by an example of the 9th and 7th on the key-note, which can only be used 
in the third inversion :-

IE 
Insert also an example of the 9th and 7th on 'he subdominant, ~hich, likewise, is onl} 

available in the third inversion :-

4 
1\ 3 

R.=5= ,::m-, = I ~~ EF " Slid 
Q.-UlLU'. V. SECT. 2.-During a pedal, the key may change from that in which the 

pedal-note is dominant to that in which it is tonic, or from that in which the pedal-note is 
tonic to that in which it is dominant. The double or pedal of tonic and dominant may be 

employed if the tonic be the lower note, but then the one key must prevail throughout ita 
continuance. 

R.-CHAP. XIV. SECTS. 2 and 7.-The dominant generates the supertonic as the third 
30Wld in its harmonic series. and the contin11ation of this seriea includes the major Srd ot 

o 
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the supertonio. The tonio and dominant stand in the same harmonic relationship &8 tll€ 

dominant and supertonic. Hence the dominant and tonic, respectivell' are the roots of 
the chords of augmented 6th on the minor 6th and minor 2nd of the key. 

S.-CRAP. XI. SBCT. 20.-When the root and 8rd are omitted, the 7th and 9th cease to 
be discord s, and are therefore free in their progression, as is the entire chora. The chord 
is then identical witb the first inversion on the 4th of the minor key. (Chap. IV. 
lect. 2). 

T .-CHAP. XII. SECT. 5.-1f the root be omitted, the chord thus resolved resembles the 
chord of the 7th with diminished 5th on the 2nd of the minor key (Chap. X. sect. 9), but 
differs from this in not needing preparation of its dissonant notes. 

U.-CHAP. IV. SECT. 82.-This chord may proceed to the chord of the dominant, without 
necessitating modulation, provided the chords immediately following such resolution be 
characteristic of the primary key; but then the whole phrase must be regarded, rather than 
the two chords, as maintaining the original tonality. 

Yo-The major 6th of the key IS rarely available in a minor key, except in the 
chromatic concord of the supertonic, or the chords of the 7th (Chap. X. sect. 21), 
and the 9th (Chap. XI. sect. 88) that are derived from the same root. It is, 
however, sometimes used as 'he major 8rd of the subdominant, but then is approached 
and quitted by a descending semitone. The major 8rd in the chord of the key-note 
is occasionaIJy used in the minor key under the same conditions as the major 8rd of 
the subdominant. 

W.-SUPBRTONI(J MuoR THIBTEBNTH.-A chord of the major 18th on the supertonio 
may be taken without preparation in both the major and minor key. The major 18th 
may be resolved on the 5th of the same chord if the 18th be accompanied with the 
7th; but if the 7th be omitted, the root must proceed to the 7th when the 18th goes 
m the 5th. 
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Tha 13th mAy Lc l'elMJlv&i on t.he 7th, and then mayor may not be accompanied wi~h 
the 6th. 

~l ~ -1- J -l ~ J ~ ~: .~ ~ 
~~~-P~~=P~=--=rr 

If resolved on a ohord derived from another root, the 18th may remaiD to be the Brd of the 
dominant, but then mns' not be accompanied with the 7th. 

It may also proceed by chromatio semitone to the 7th oC the tonio • 

•• ' Th~ joregoing inBtanceB may be used in the Beveml im:erBiolis. 

X.-Chap. VIII., seot. 5.-Though the chord continue till the suspension be resolved, 
either the bass or any other part may proceed by leap or through passing-notes from one t.o 

another note oC the ohord, provided such moving part approach not by aimil&r motion the 
note or the 8th of the note on which the suspension is resolved. 

Y.-Chap. XI., seot. 7.-In the inversions oC the mediant ohord oC the 9th in the major 
key, and of the supertonio and mediant ohords of the 9th in the minor key, the root being 
omitted, the 6th ceases to be dissonant, and therefore needs no preparation. (Chap. XI. 
soot. 11.) 

Z.-Chap. VIII., sect. 4.-The effect of consecutive 5ths is evaded if the 5th of the 
chord rise to the root, or either fall or rise to the Srd, when the inverted 9th proceeds to 
t.he root.. 

AA.-CHAP. m. SECT. 15.-A discordant note may not be doubled, except when i' 
it repeated as a ooncord in the following harmony. (Chap. X. Sect. 26.) 



100 APPENDIX. 

BB.-CHAP. IV. SECT. IS.-RECOMMENDATION: When in 8 minor key, the chords of 
the dominant and submediant occur in succession, whichever precedes the other, it is 
expedient to have no 8th to the bass in the submediant chord, but to double the Srd 
in the same :-

CC.-CHAP. VIII. SECT. H.-The diminished 5th on the supertonic of the minor 
k'ly also is dissonant, but cannot be used as a suspension because its resolution upward 
would be by step of an augmented 2nd. (Chap. III. Sect. 2.) 

DD.-CHAP. X. SECTS. 24 and 25.-The chord of the dominant 7th may be resolved 
on an inversion of the chord of the subdominant, when the treatment of the 7th is the 
-same as of that in the. chord of the supertonio 7th when this is resolved on an inversion 
of the chord of the key-note. 

EE.-CHAP. IV. SE<n'. 20.-Less objectionable, but' 8till undesirable, is the doubling 
of the bass when it is the minor Srd of a chord, except only in the first invertion of the 
triad of the mediante In the first inversion of a diminished triad (Chap. IV. Sects. 11, 
21, and 22)" the bass may freely be doubled. 



NEJV EDITION. 

Oomplete In Twelve Boo!.s, P,-ice ONE SHILLING each, nett, 

ORAMER'S 
PIANOFORTE COURSE, 

1. 

2. 

,. 8. 

u 4. 

" 
5. 

" O. 

" 
7. 

" 
S. 

ft O. 

" 
10. 

" 
11. 

tt 12. 

FOR SCHOOLS AND CLASS TEACHING, 
AND FOB 

HO:\IE PRACTICE. 

CRA~rER'S CELEBRATED TUTOR, containing the Rudiments of Music, 
Rules on the Art of Fingering. Examples, Exercises, and Lessons in the :Major and Minol 
U:eYII. with II. Prelude to eaeh Key. 

EASY EXERCISES, PRELUDES, &c., from CRAMER, BERTINI, CZER~Y, 
LOGIER. &c. j Sacred and Operiltic Airs, &0. 

LITTLE FANTASIAS, PRELUDES and EXERCISES from CLEMENTI, CnAMER, 
KALKBItEs,SEn, &c.; with Lessuns for Left Hand. 

" REcnEATIONs" in Fantasia. Form, selected from Secular and Sacred 
Works, and Short Exercises with Special Objects. 

STUDIES introductory to the Sixth Book. 

SELECTIONS from the Simpler Works of the Great Writers -HAYDN, 
1I10ZART, BEETHOYEN, and lIlE1IIDlWISOHN. 

CELEBRATED STUDIES, by J. B. CRAMER, MOSCHELES, BERTINI, CZEHNY, 
and NOLLET. 

CRAIIIEn's CET.EBRATED STUDIES (continued); Half Hours with MENDELSSOHN, 
Sn:I8ELT, Dcssm,. and CRAMEn. 

ADVANCED STUDIES by CRAlIIER, RERZ, BERTINI, &0. 

THE MODERN SCHOOL: Fantasias, &c., from the most Popular Compo­
sitions of CIlOPL .... TIlAl.m:UG, nnd Gou~wo. 

SACRED MUSIC, by BACH, GLUCK, MOZART, MENDELSSOHN, MEHUL, 
HAym •• SpoHn, HANDEL,' ROSSI:"!I, and WALLAC&. 

CRAMER'S CELEDRATED STUDIES (continued). 

London: J. B. CRAMER & CO., 201, Regent Street, \~r 



OV1nplete in Fowl' Book,q, p·,-ice One Shilling Each, nett. 

NEW 
CRAMER'S 

SINGING METHOD. 
CONTENTS OF PART I. 

Preliminary Remarks 
PreCatory Remarks 
Diatonic Scale 
Intonation ... 
J ntervals 
Compass of an Octave 
Compass to a Ninth 
SolCeggio 
Compass to a Tenth 
Intervals extended to a Tenth 
Exercise on Intervals 

Page 2 
4 
IS 
6 
7 
9 

12 
13 
15 
16 
16 

Intervals 00 one Syllable ••• Pag~ 18 
Three Notes to one Syllable :!O 
Four Notes to one Syllable :W 
Vocal Practice to the Diatonio Scale ~1 
Chromatic Scale :!2 
SolCeggio 29 
Portamento... ~!j 

Exercise on Portamento ... 
Anticipation oC Intervals .•. 
Exercises on the same 

:!.; 

:..7 

CONTENTS OF PART II. 
Minor Third 
Minor Scale 

... 
Relative Minors 
SolCeggio in C minor 
~oICeggio in E minor 
Words, Breath, &c. 
Rolfeggio 
Exercise in E minor 

Page S3 
34 
34 
B5 
36 
:'17 
38 
40 

Solfeggi fl"!),, 43 
Appoggiaturas t8 
Turns 19 
Direct and Inverted TurDs .10 
Example from Spohr .12 
Syncopation ;i3 
Syncopation Solfeggi 54 
Soog, .. The Lotus }<'lower" (Schumann) 58 

CONTENTS OF PART III. 
Recitative ••• ... Page 62 SolCeggio with Cadence Page 74 

Example Crom Rossini 63 
.. 0 Waree than Death." Recit. } 64 
.. Angels ever Bright and Fair." Air 

Passages or Divisions 75 
"Oh, had I Jubal's Lyrl!" (Handel) 77 
Exerci~es ... 79 

TJle Shake... 67 Compass extended to a Thirteenth HS 
Shake and Tum 68 Compass extended to two Octaves ~8 

Compass extelld~ to the Twelfth 70 Compass extended to a Fifteenth f'7 
SolCeggi 71 Plltl~age and SolCeggio 88 
Cadence ••• 73 

CONTENTS OF PART IV. 
General Remarks ... ... Page 91 
Solfeggio, Allegro Spirito 92 
Solfeggio, Polonaise, Allegro Moderato... n5 
.. Bid me Discourse" (Bishop) ... 'J7 

Solfeggio, Allegro Agitato Pa:;6 102 
Solfeggio, Allegro Brillaute 104 
" Ah si per voi," Vivace Marziale. Song . 

(Rossini) 110 

London: J. B. CRAMER & CO., 201, Regent Street, W" 



EDUCATIONAL WORKS. 
WORKS ON THE THEORY OF MUSIC. 

AN INTRODUOTION TO HARMONY AND THOROUGH-BASS. Bl 
SIR JOHN GOSS ...• Price 4s. In Cloth, 5s. 

THE RUDIMENTS OF HARMONY, WITH PROGRESSIVE EXER-
CISES. By G. A. MACFARREN Price~. In Cloth, 5s. 

TREATISE ON HARMONY. TRANSLATED AND ADAPTBD BY FRANKLIN 

TAYLOR. FROM THE GERMAN OF ERNST FIUEDRICH RICHTER. 

Price 4s. lit Cloth, 5s. 

COUNTERPOINT. TRANSLATED AND ADAPTED BY FRANKLIN TAYLOR. 

FROM THE GERMAN OF ERNST FRIEDRICH RICHTER. 

Price 4s. 111 Cloth, 5,. 

TREATISE ON CANON AND FUGUE. TRANSLATED AND ADAPTED BY 

FRANKLIN TAYLOR. FROM THE GERMAN OF ERNST FRIEDIUCH 

RICHTER P1'ice 4s. In Cloth, 5s. 

THOROUGH-BASS PRIMER. By J. F. BURROWES. 

P,-ice 2s. In Cloth, 3s. 

TUTORS AND EXERCISES. 
J. B. CRAMER'S CELEBRATED TUTOR: FOR EARLY INSTRUCTION IN 

PIANOFORTE ?LAYING. NEW EDITION. EDITED BY J. HUMMEL .... Price 48.) 

CRAMER'S VOCAL SCHOOL. ABRIDGED FROM T. COOKE'S CELEBRATED 

WORK, "SINGING EXEMPLIFIED," TO WHICH NEW EXEROISES, AND PRACTICAL 

OnSlmVATIONS HAVE BEEN ADDED BY J. WILBYE COOPER. 

Limp Cloth, nett 5s. 

HENRY PARKER ON THE VOIOE: ITs PRODUCTION AND Il\IPROVEMENT. 

WITH PRACTICAL EXERCISES, INTERLEAVED WITH BLANK MUSIO PAGES. 

Limp Cloth, nett 2s. 6d. 

TARTAGLIONE'S (G.) VOCAL STUDIES: FOR THE DEVELOPMENT OF THE 

VOICE. ADOPTED BY THE GUILDHALL SCHOOL OF MUSIC. IN Two PARTS. each 48. 

ART OF MODULATION. By ALBRECHTSBERGER .... nett 6d. 

London: J. B. CRAMER & CO., 201, Regent Street, W. 



Educational· JVorks, continued .. 

EXERCISES AND STUDIES FOR THE PIANOFORTE. 
ATTWOOD, T. SHORT INTRODUCTION TO Pr,AYING THE PIANOFORTE- I. d. 

the " Stales," &c. 8 0 
BERTINI, H. TWENTY-FIVE STUDIES. Op.29. Entirely New and Revised 

Edition. In Two Parts .... 
Ditto. Ope 32. Ditto. In Two Parts 

each 4s.; complete 6 0 
.... each 4s.; complete 6 0 

CALLCOTT, DR. TWENTY-FOUR PRELUDES 
CALLCOTT, W. H. EASY LESSONS F?R YOUNG PUPILS 
COGGINS, J. THIRTY-THREE PRELUDES FOR THE PIANO .... 

4 0 
4 0 
3 0 

CRAM ER, J. B. CELEBRATED STUDIES. New Edition, carefully Revised 
aud Annotated. In Eight Parts .... .... .... .... each 6 0 

Ditto. In Two Volumes, limp cloth each nett 10 6 
-- PUPIL'S DAILY EXERCISES. Scales and Chords fingered 3 0 
CZERNY,' C. CELEBRATED HUNDRED AND ONE EXERCISES. Ope 261. 

In Two Books .... each 4s.; complete 8 0 
- ETUDE DE LA VELOCITE. Ope 299. A Series of Forty Exercises for 

Developing Rapidity and Equality of Execution. New Edition, 
carefully Revised and Annotated by HENRY PARK~R. In Threo 
Books .... each 6s.; complete 12 f) 

GOSS, SIR J. SIX JOURS, LES. A Series of Exercises for Daily Practice 3 0 
KALKBRENNER, F. TWELVE PREPARATORY STUDIES. Ope 125 
-- TWELVE PREPARATORY STUDIES. Ope 161 
-- TWENTY-FIVE EXERCISES ON STYLE AND bIPROVEME~T 
-- INDISPENSABLE SCALES 
-- PRACTICAL COURSE FOR THE PIANOFORTE 
PARKER, HENRY. THE SCALES, AND How TO PLAY THEM 
SCHMIDT, ALOYS. FIVE-FINGER E'XERCISES 
STEIBEL T. STUDIES. Edited by Sir JULIUS BENEDICT. Ope 78. 

6 0 
7 6 
7 6 
2 6 
6 0 
3 0 
3 0 

In Two Books each 6 0 
j . 

TUTORS, &C' J VARIOUS. 
BLAGROVE, R. CONCERTINA TUTOR 10 6 
CALLCOTT, W. HUTCHINS. HARlIIONIUM TUTOR 3 0 
CLARK, SCOTSON. HARMONIUM TUTOR .... 5 0 
CRAMER. VIOLIN TUTOR .... nett 0 G 
-- Al\lEnICAN OUGAN TUTOU .... 4 0 
-- llAmlONIUM TUTOR. Edited by J. BERTRAM 4 0, 
COOPER. G. INTRODUCTION TO THE ORGAN, Part I. Newly Revised 6 0 

Ditto. Part II. Containing Preludes, Fugues, &c. Newly R{;viscd 6 0 

London: J. B. CRAMER & CO., 201, Regent Stre~t, \IV. 


	0007_None
	0008_None
	0009_None
	0010_None
	0011_0001
	0012_0002
	0013_0003
	0014_0004
	0015_0005
	0016_0006
	0017_0007
	0018_0008
	0019_0009
	0020_0010
	0021_0011
	0022_0012
	0023_0013
	0024_0014
	0025_0015
	0026_0016
	0027_0017
	0028_0018
	0029_0019
	0030_0020
	0031_0021
	0032_0022
	0033_0023
	0034_0024
	0035_0025
	0036_0026
	0037_0027
	0038_0028
	0039_0029
	0040_0030
	0041_0031
	0042_0032
	0043_0033
	0044_0034
	0045_0035
	0046_0036
	0047_0037
	0048_0038
	0049_0039
	0050_0040
	0051_0041
	0052_0042
	0053_0043
	0054_0044
	0055_0045
	0056_0046
	0057_0047
	0058_0048
	0059_0049
	0060_0050
	0061_0051
	0062_0052
	0063_0053
	0064_0054
	0065_0055
	0066_0056
	0067_0057
	0068_0058
	0069_0059
	0070_0060
	0071_0061
	0072_0062
	0073_0063
	0074_0064
	0075_0065
	0076_0066
	0077_0067
	0078_0068
	0079_0069
	0080_0070
	0081_0071
	0082_0072
	0083_0073
	0084_0074
	0085_0075
	0086_0076
	0087_0077
	0088_0078
	0089_0079
	0090_0080
	0091_0081
	0092_0082
	0093_0082
	0094_0082
	0095_0082
	0096_0082
	0097_0083
	0098_0084
	0099_0085
	0100_0086
	0101_0087
	0102_0088
	0103_0089
	0104_0090
	0105_0091
	0106_0092
	0107_0093
	0108_0094
	0109_0095
	0110_0096
	0111_0097
	0112_0098
	0113_0099
	0114_0100
	0115_0101
	0116_0102
	0117_0103
	0118_0104

