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PREFACE.

T'ais 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 discusses
slightly some 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
new 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 between 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 some 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 chords; &c. The order in which the book should first be read, is
indicated in the Table of Contents, where the several divisions of the subject
are progressively ranged according to the succession in which they should
be studied.

It is eminently desirable that the student should construct his own exercises ;
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 distinction of the strict from the free style of harmony, and the explanation of the
tntire chromatic system, were first made by the late Alfred Day.

Juna, 1860.
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RUDIMENTS OF HARMONY.

DEFINITIONS.

Seori0N 1. Melody. Notes in succession.®

2. Harmony. Notes in combination.

3. Counterpoint. 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 two is thus
more 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 separate staff, ranged one above
the other on the same page.

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

6. Chord. Two or more notes sounded together.

7. Root. 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: whether
the 3rd be major or minor ; whether the 5th be perfect, augmented, or diminished.

9. Arpeggio. The notes of a chord sounded successively by a single part, instead of
sounded together by several parts.

10. Modulation. Passing from one key to another.

11. Diatonic. Consisting of notes according to the signature of the key. The leading
note of the minor key, though indicated by an accidental sharp or natural, is diatonic; so
4lso are the major 6th and minor 7th of the arbitrary minor scale. When modulation
sccurs, 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. Chromatic. 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 of
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. Enharmonie. Consisting of intervals smaller than semitones. On keyed instruments
the distinction between two notes of the same sound, but with different names (as C sharp
and D flat, E sharp aod F), is enharmonic.

*® This is the broadest technical definition of the term. Conventionally, “a melody ® signifies the same aa
*“g tune,” and this is bound by the laws of rhythm and other conditions, which, more or less, equally affect
harmonic as they do melodic progressions. The poetical acceptation of the words melody, harmony, concord, aud
dwoerd, ig not %0 be regarded in their technical employment.

B
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14. (‘oncord. A chord that is satisfactory in itself, and may be approached aud quitted
withowt consideration ot what chord precedes or follows it (Except Chap. IV, sects. 26 to 81).

18. Discord. A chord that must be resolved upon another clord, or a note thai must
he resolved upon another note.

16. Preparation. Anticipating the dissonant note by previously sounding it in the same
part in which it is to form the discord.

17. Resolution. The progression of a discord to the chord which is obliged to follow it,
and of the dissonant note to the note in such chord to which it is obliged to proceed.

18. Diatonic Discords are formed of notes of the diatonic scale artificially combined ;
they are common to all the notes of the key. All of these discords, except passing notes,
must be prepared, and have one fixed resolution.

19. Fundamental Discords are formed of the notes generated according to the natural
system of harmonics; they are all derived from tho dominant, the supertonic, and the tonic.
Those belonging to the last two rovts are all chromatic ; those belonging to the first root are
some chromatic and some diatonic: they require no preparation, and have varions
resolutions.

£0. Close, or Cadence. The completion of a phrase or rhythmical period. A full close, or
eorfect cadence, is when a phrase terminates with the common chord of the key-note,
preceded by the harmony of the dominant.* A half close ie when a phrase terminates or
the harmony of the dominant. An interrupted close is when the course of the passage
leads to a full close, but breaks away from this;—the conventional form of interrupted
close is when a phrase terminates with the common chord of the submediant, preceded by
the dominant harmony. Other cadences are in less frequent use, which are not defined by
special names. ¢

21. The Ancient, Strict, or Diatonic Style of Harmony, admits of diatonic notes only,
subjects every note of the scale to the same laws,} allows the 4th to the bass to be employed
in no way but as a discord, admits of no unprepared discords except passing notes, and
allows not passing notes to be approached by leap.

22. The Modern, Free, or Chromatic Style of Harmony, admits of chromatic as well ae
diatonic notes, admits of exceptional treatment of certain notes, allows the 4th to the baas
‘o be employed as a concord, admits of fundamental discords, and allows passing notes
to be approached by leap.

* The plagal cadence, less coinmonly used, is when the subdominant precedes the key-note in a final close

t Appendix A.

1 This may appear contradictory to the pruhibition of the employment of the triads on the 8rd and 7th o
tho key, and other rules in Chapter IV. It is beyond the purpose and the limits of the present book to remove
wuch appearnnce of contradiction ; but, were there space for argument, the rules referred to might be adduced
w prove the definitior «¢ toe strict style to which they may ssem to be opposed.
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CHAPTER L
INTERVALS.
Se/T. 1. An unison is one note sounded by two or more voices or iustruments at ths
saize time.

2. An interval is the distance from one note to another.
3. Intervals are reckoned upwards, except the contrary be specified.

INTERVALS WITHIN THE OCTAVE.

4. A semitone is the interval from any note on the pianoforte to the next note.

A semitone is diatonic (Definitions, sect. 11), when the two notes. between which it lies,
bear different names, as from B to C, &ec.

A semitone is chromatic (Definitions, sect. 12), when the two notes bear the same name,
but are varied by a sharp or a flat; as from C to C sharp, from D flat to D natural.

5. A tone includes two semitones; as from B to C sharp, from C to D.

6. Other intervals are named (according to the alphabetical relation of the two notes),

2nds, 3rds, 4ths, Hths, Gths, 7ths, and Sths,—the note from which the interval to another
note is reckoned, being regarded as the lst; thus, from C to D is a 2ud, from CtoE is a
3rd., from C to F is a 4th, &c.
These numerical names of intervals depend entirely upon the alphabetical names of the
notes between which the intervals lie, wholly irrespective of inflection Ly sharps or flats;
thus, from C to D flat, from C to D natural, and from C to D sharp, are all 2nds, while
from C to E fiat is a 3rd.

7. For all purposes of harmony an interval is still regarded as a 2nd, 3rd, 4th, &e.,
though it include an octave (8th), or several octaves (8ths) beyond the real notes defined
by these numbers; thus, any E above any C is regarded as the 3rd of C, however extreme

-
¥
the distance between these two notes, ﬁ S— — (Chap. 1. sect. 16.)

8. There are several qualities of 2nds, 3rds, 4ths, &c.; these, though the notes
bear the same alphabetical relation, though they stand on the same lines or spaces, are
distinguished by the greater or less number of semitones they contain, according as the
notes may be sharp, or flat, or natural.

9. The intervals of the 8th, the G5th, and the 4th, are called perfect, because they
;annot be increased or lessened by sharps or flats, without changing them from concords

nto discords (Definitivns, sects. 14 and 15), thus— g—3

The two notes, between which any perfect interval lies, are both natural, both sharp,

be
both flat, both doable-sharp, or both double flat; thus—%f are perfect

B2
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——
Sihs; §ﬂ are perfect Sths; and % are perfect 4ths. The single

exceptions from this law are with regard to the 5th of B, and its inversion the 4th of F.
(For other distinctions of the perfect intervals, sce Chap. I. sect. 14; Chap. III, sects. §
to 9; Chap. X. sect. 14.)

10. The intervals of the 3rd and 6th. and the 2nd and 7th, may be increased or lessened,
and are, in both forms, alike concords or discords; thus —- with a major (or greater)

3rd, and ﬁ%ﬁ% with a minor (or smaller) 3rd, are both concords;
[}

k.
& major ¢nd, and ﬁ a minor 2nd, are both discords.

11. Other 5ths and 4ths, besides the perfect, and other 3rds and 6ths, 2nds and Tths,
besides the major and minor, are also employed in harmony: these are augmented and
diminished,—augmented being more than perfect or more than major, and diminished

being less than perfect or less than minor,—and they are all discords; thus
o == =
being a perfect 5th, §T ~— is an augmented 5th, and 1s a diminished 5th ;

—5— being a major Sth, ﬁi‘; is an.augmented 6th; and E being
€ —]L_ - I
o minor 3rd, ﬁ'_—_—_ is & diminished 3rd.

INVERSION OF INTERVALS.

12. Iuversion of intervals changes the relative position of the two notes by placing the

1ower above the higher, e or by placing the higher Lelow the lower,
tﬁ:ﬁ:’:

13. The nuwber of any interval within the octave, added to the number of its inversion,
makes nine ; thus, the inversion of a 2nd is a 7th,—of a 3rd is a 6th,—of a 4th is a 5th, &c.

14. The inversion of a perfect interval produces a perfect interval, -
(Chap. I. sect. 9.) .

15. With the major and minor, and with the augmented and diminished intervals, and
their inversions, however much one division of the octave is greater, just so much is the
other division of the octave less ;—accordingly, their quality is reversed by their inversion :
major produces wminor, and minor major; avwgmented produces diminished, and diminished
sugmented.

Ja$

TABLE OF INTERVALS AND THEIR INVERSIONS, STATING THE NUMBEL OF
SEMITONES IN EACH.
Minor. Major. Augrn:ented, Major. s Minor. Diminished.
1 it 2 ] 3 | i 2 i

2uds

Major. Minor,
11 e=mitones. 10 i

Tths ||
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Perfect. 5 semitones A d 6 i Diminished. 4 it Perfect. 12 scmitones.

- 8th

4ths

Petfect. 7 sem'tones. Diminished. ¢ 1t A ted. 8 i
—— — ——+
T == %0

*.* Be it observed that the number of semitones in any interval, added to the number of
semitones in tts inversion, always makes the twelve which complete the octave.

5ths

INTERVALS BEYOND THE OCTAVE.

16. The intervals of the 9th, the 11th, and the 13th, are exceptions from the rule givea
in sect. 7. These are entirely distinct in treatment from the 2nd, the 4th, and the 6th,
which are represented by the same notes, and they are used in different combinations.

- TABLE OF Imxuv.u_.s BEYOND THE OCTAVE.
9ths. 11th. 13ths.

Minor, 13 semitones.  Major. 14 semitones. Perfect. 17 semitones Minor. 20 semitones. Major. 31 semitones.

F— === = — =5
—r e . | 1 % 1 B | I 1
1 1 ) - 1 - L I
- L .

) |
¢/ - - -0]-
*o* In figuring basses, 9 is used when the discord is in an upper part, 3 when the discord is in the bass.

CHAPTER I1.
KEYS AND SCALES.

. 1. A KEY i8 a certain arrangement of mnotes with reference to any one note, which is
called the key-note or toni¢, and from which the key is named.

2. The 2nd of the key (the note next above the key-note), is called the supertonic;
the 3rd of the key, the mediant; the 4th, the subdominant; the 5th, the dominant; the
Gth, the submediant; and the 7th, the leading-note.

3. Keys are major and minor. .

4. A scale is a gradual succession of notes, ascending or descending.

5. A scale is major or minor, according as the key (of the notes of which it is composed

i8 major or minor.
6. A scale may also be chromatic (Definitions, sect. 12); or some ouly of the chromatic

uotes may be interspersed in the major or minor scale.

MaJor KEY AND SCALE.

7. In the major key, all the intervals from the key-note are either major or perfect;
thus, the 20d and 3rd are major, the 4th and 5th are perfect, and the 6th and Tth

are major.
8. These, placed in gradual succession, form the major scale, which has a semitone

hetween the 3rd and 4th, and Letwcen the 7th and Sth degrees,—and a tone betwear
avery other successive two dezrees
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ScaLe or C.
1ot tnd wd th 1t
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Sem!tonc. Semitone.

9. Precisely the same arrangement of notes with reference to the key-note, as in the
key of C, prevails in every major key; and to induce this, sharps are employed in some
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-sharp is used in place of an
eighth sharp,—and these are syccessively added in the same order.

11. The sharp last added is the leading-note, which, by this sharp, is made to be a semi-
tone below the key-note, and thus the key-note is always a minor 2nd above it; so, when
F sharp is the only sharp, G is the key-note;—when C sharp is added, 1) 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 seven notes have been
made flat, double-flats are employed ; thus, B double-flat is used in place of an eighth flat,—
and these are added in the same order.

13. The flat last added is the subdominant, which, by this flat, is made to be a semitone
above the 3rd of the key, and thus the key-note is always a perfect 4th below it. So, when
B flat is the only flat, IV is the key-note; when E flat is added, B flat is the key-note, &c.

Mixor Key aND HarmoNIiCc MINOR SCALE.

14. The minor key has three flats more, or three sharps less in its signature, than the
major key of the same note: thus, the key of C having no flats, that of C minor has three;
and the key of A having three sharps, that of A minor has none.

15. The leading-note, in the minor key as in the major, is but a semitone below the
key-note ; 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 natural or sharp wherever
it occurs: but, though raised by an accidental natural or sharp, the lea.dmg-note in the
minor key is still diatonic. (Definitions, sect. 11.)

16. There are, then, two notes in the minor key different from the notes of the corre
sponding degrees of the major key; these are the 3rd and Gth, which, by the change, of
signature, are made minor instead of major.

17. The terms relative major and relative 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 for the leading-note of the minor key.

19. The 6th degree of the major key is the key-note of the relative minor, and the
1version of this—the third degree of the minor key—is the key-note of the relative major;
thus. A minor is the relative minor to C (distinguished from it by the accidental G sharp®
and C is the relative major to A minor
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ARBITRARY MINOR SCALE.
20. Certain modifications of the minor scale are sometimes employed in order to avoid
the use of the interval of the augmented 2nd in melody (Chap. III. sect. 2).
21. As it is desirable 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 so avoid
the step of an augmented 2nd from the 6th to the Tth degree ; thus—

L —
- 1
ﬁhﬁ —F—
Xga - T T
A S — A t

22. As it is desirable in the minor scales to fall to the dominant by the step of a
semitone, it is allowable, in the descending minmor scale, to make the 7th degree minor,
and 80 avoid the step of an angmented 2nd from the 7th to the 6th degree ; thus—

— 1 - 3 . E
M § 1 3 1 .
1 L = | o 9 M
1 = >

[

23. These arbitrary alterations of the notes of the mincr key for the purposes of
melody, are available as passing notes (Chap. VIL 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).

CHROMATIO SCALE.

24. The arrangement with reference to the key-note, of the notes of the major and
minor scales, is net more definite than is that of the chromatic scale, though, for con-
venience: of writing, this latter is frequently disregarded, while the former is universally
observed ; it is necessary, however, to know the notation of the chromatic scale in each
key—all the more familiarly on account of its being so often incorrectly written—in order
to know the treatment of the notes, which being carried out, their nomenclature is of
comparatively less importance.

25. The chromatic scale has twelve degrees. These consist of the seven notes of the
major key, with the three indicated by the change of signature in the minor key (namely,
the minor 3rd, minor 6th, and minor 7th), and the minor 2nd (Chap. IV. gect. 33), and
the augmented 4th (Chap. IV. sect. 32). Every interval that can be major or minor is
major and minor, and the 4th is the only perfect interval that is changed; this 4th, too,
is the only note of the major scale that is raised.

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

CHROMATIO SCALE IN THE KEY OF C.
1 mu. ma). 20d. min. Srd. ma). 3rd. perf. 4th. angm. 4th. perf $th. min 6th, maj. 6th. min. Tth. me) Tth. st

% 4 — . 1 3 1 “‘ ) oy :
o n— +——T1T——% + .H——é—‘a—#d_h——ig:

27. Whatever irregularities sometimes occur in the notation of the chromatic scale,
composers of all schools agree in writing the augmented 4th from the key-note (not
the diminished 5th), and the minor 7th from the key-note \not the augmented Gth).
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CHAPTER 'IL

PROGRESSION OF PARTS.*

1. A PaRT in harmony is a succession of notes that may be performed by one voice, ot
oy an instrument capable of sounding but .one note at a time; as many notes as are
sounded together,in so many parts is the harmony.

MzLopbic ProGRESSION (Definitions, sect. 1).
2. A part should not proceed by an augmented interval : —

Except; Firstly, in one of the repetitions of a sequence (Chap. VI. sect. 2).
Becondly, in ascending or descending the harmonic minor scale when the top part moves
in Gths with the bass :—

Thirdly, in resolving the fundamental minor 9th (Chap. XI. sect. 22).

Fourthly, in a succession of passing notes framed upon the harmonic minor scale (Chap.
VIL sect. 14).

Fifthly, in an arpeggio, or where the two notes belong to the same chord (Definitions, s. 9).

— 4] -E"DII _gl
2 P

And Sixthly, when the note to which the skip is made is a passing note (Chap. VIL

sect. 9).
3. If a part proceed by a diminished interval, it must return to some note within

'.4-—‘

that interval ; e =" and not continue in the same
; _ ,

1 el

direction ; 1 1

HarMoN10 PROGRESSION.—COoNCORDS (Definitions, sects. 2 and 14).
4, The major and minor concords may be taken in succession between any of the parts

' ' ; and may be approached by similar or —
57 = contrary motion from any other interval, : '

® I'he exceptions in this chapter should not be studied until some advance has been made in the
Peoyraaive Foxercise
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5. The perfect concords, on the contrary, are subject to many restrictions with regurd
to their succession, and the manner of approaching them (Chap. I. sect. 9). | <4

6. No two parts may proceed in perfect Sths with each other,

Yet a 5th may be used in each of two .succeeding chords, but it must be assigned to a

different part in one chord from that which bears it in the other chord ; thus, @

where, the 5th to the bass is in the middle part in the first chord, and in the top part in
|
the secona chord; the extreme (or outside) parts proceed from 3rd to 5th,

the top and the middle parts proceed from 6th to 3rd, @ and the bass and
|

the middle parts proceed from 5th to 3rd, @ , and so, while both chords contain
@ 5th, no two parts proceed in 5ths with each other (Chap. III. sect. 26).

7. No two parts may proceed in 8ths or in unisons with each other;
Yet an 8th or an unison may be used in each of two succeeding chords, under the sume
condition as the 5th: thus, @ whero the 8th of the bass is in the 3rd
-/

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

| where the second and third parts are in unison, in the first chord, and the

- third and bass parts are in unison in the second chord.

This rale does not apply to the doubling of any one or the whole of the parts throughout
a piece, as is the custom in a band, and in a chorus; neither does it apply to the doubling
any one 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 two
parts in 8ths, or in unison. It is always allowable, however, to let the harmony cease, and

to make all the parts proceed in 8ths, or in unison, for a complete phrase, or for any portion
of a phrase, or to make one part proceed alone without accompaniment (Chap. III. sect. 25).

*s* The rulesin sections 6 and T apply to any two parts, whether extreme parts or middle parts.
8. The extreme (that is the top and bottom)
parts may not proceed by similar motion to
a perfert 5th from another interval :— =

Except firstly, the 5th of the dominant, if approached from the harmony of the key-note,
0
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and the 5th of the key-note, if approached from the harmony of the subdominant ; provided

|
in both cases, the top part move a 2nd, %ﬁ
[ 1

i \-‘.-.

And except, secondly, any 5th, when changing from one to another : ,
position or inversion of the same chord, z

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

Except, fitly, the 8th of

subdominant, if approached from the harmony of the
key-note, provided in both cases the top part move a
2nd, and provided such 8th be the root of a chord,

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 bass
rises a 2nd, provided such octave be the 5th from the root of the chord :—

(Definitions,
sect. 7).*

10. In harmony of two parts, a 3rd may not be followed by a 5th, when both parts move

.+
: but the bad effect of this ceases when a < —
a2nd; third part is added to the harmony ; :
“ ]

11. It is not desirable for a lower part to proceed to a higher note in one chord than

the note assigned to a higher part in the previous chord ; nor 1 ]
for a higher part to proceed to a lower note in one chord,
than that assigned to a lower part in the previous chord :

12. No part may proceed in 4ths with the bass; ﬁ:"zﬂ: except either note of

\ y -8 1 '
[ T R R — '
the second 4th be a discord, %___’_ig: :g:_a:__ﬂzi == _:_i_ =
=TT = e 3
P—=Y 1

The progression of 4ths, however, between two upper parts against a moving bass, thus—

is nnobjectionabla.

¢ Appendix B.
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13. The leading-note, in a full close (Definitions, sect. 20), must rise to the kev-note—

S - In any other progression from chord to chord (save when it is a discord,
- requiring to fall to its resolution), the leading-note must rise ; but, save in
v

- a full close, there is no restriction as to the interval by which it must rise—
-~ | \ ~ |
. b 3 '
Except, when the bass descends by legrees from the key-note _J-_

to the 6th of the key, when the leading-note may bear the

first inversion of a concord :— I

And except in a succession of first inversions (Chap. IV. sect. 16), when all the parts procecd
by degrees (Chap. IV. sect. 8).*

1 !
1 ’ )|

L
*e* This rule holds in the free style of harmony only ; in the strict or diatonic style, the
leading-note s free to rise or to fall.

14. The leading-note, in changing from one to another position =
or inversion of the same chord, is free to rise, to fall, or to remain— f 2 r
4

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

Harnoxic ProaressioN.—Discorpsi(Definitions, sect. 15).
15. No twc parts may proceed in 2nds or in Tths with each other;

|
16. No two notes next to each other in alphabetical order =
ncay proceed by similar motion to the &th or unison ; Y :%—
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/b_._. except in the case of a passing-note (Chap VII. sect. 1),

: - or of a suspension (Chap. VIIL sect. 3), or of a funda-
f_ ! mental 7th in its second inversion (Chap. X. sect. 18), or
" ! of a fundamental 9th (Chap. XI. sect. 15).}

18. The interval of the 9th may not be = 4~J

approached by similar motion :— >
" *

¥

B“d' oo“l
19. No two parts should proceed from the interval of an 8th to > =
that of a 7th, when one steps a 2nd and the other leaps a 8rd down.

¢ Appendisz U, t Appendix AA { Appendix D.
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FALSE RELATION.

20. False relation is when one part has a natural note, and another part has a sharp or
flat note of the same name; either when both notes are sounded in the same chord—

or when the two notes are sounded bi
in two successive chords— :

or when the two notes are sounded in two chords with a chord intervening— —
In all three forms, false relation is unallowabie. . ——

*.* Apparent violations of this rule are to be found in cases of incorrect motation
(Chap. IL sect. 24), to which, of course, the rule does not apply.

21. False relation does not exist between two successive chords,
when the third of the first chord is the root of the second chord ; :
and when the 3rd of the first chord E

is the 5th of the second chord.

22. False relation does not exist between two chords
with a chord intervening, when the chromatic note forms
part of a fundamental discord (Definitions, sect. 19) ;

when the former of the two chords contains the minor
7th of the arbitrary scale (Chap. IV. sect 25) ;

and also when the first chord is a dominant or a tonic, and the third chord (Laving its root
& minor third below that of the first chord), is the dominant of another key,—but in this
case if the intervening chord contain the note which is a 2nd above the root of the third
chord, such 2nd must be minor (Chap. XV. sect. 6).*

- -
i, L =
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
in no false relation with the note that is
chromatically altered in another part :—

24. Chromatic passing notes (Chap. VIL sect.15) induce no false relation, if all the rules
for their treatment be observed.

EXCEPTIONAL PROGRESSION.

25. It is allowable, in the extreme parts, to proceed, by con-
trary motion, from 8th to 8th, between the tonic and dominant,

and between the tonic
sud subdominant,

® Appendix B
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26. It is allowaole, in the extreme parts, to proceed, by contrary and by amilur inotions

frem 5tn to 5th, between the tonic and dominant;

.-

3 & —
and hetween the tonic and subdominant "

(Chap. I11. sect. 6).

*.* The application of these two last rules demands the most careful discretion, and should
only be made for the purpose of producing some particular effect.

CHAPTER IV,
CONCORDS AND THEIR INVERSIONS.

1. A commoN 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; m and
L§

according as the 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; but it is more frequently desirable to double the root than either

of the other two notes.

3. The leading-note, however, may never be doubled, whatever interval in a chord it
may form. (Chap. I1I. sects. 13 and 14 ; Chap. V1. sect. 3.)

4. The 5th of a common chord may be omitted, and thus the
harmony consists of the root and the 3rd only, or of these two, ﬁ
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.
6. There is no common chord on the leading-note, because this note bears a diminished

5th ﬁ

7. The common chord on the 3rd degree of the major key is questionable as a concord.
because of the harsh effect it produces in relation with other chords of the key;
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8. There are, then, but five common chords available as concords in the mujor key;
those upon the key-note, the suldominant, and the dominant, are major; those upon the
2nd and 6th, are minor J B

L !,
— - 18 F T
“Ei —T i —¥F
1st and 4th 5th 6th

9. The common chord of the 2nd of the key may not be followed by the common chord

)f the key-note :— | <
U+ = g\ sg' E '

Except, firstly, when otk chords are in the first inversion (Chap.1V. sect. 16),

And except, secondly, when the chord of the key-note is in the second inversion (Chap. IV.
sect. 26) :(—

Lecommendations. @
1. Harmony has a richer, fuller effect, when the parts

stand at nearly equal distances from one another:—

FE_*E If, however, it be desirable to separate any part from
1 3 . 3
(2N ‘ the rest, it is better to have the greater distance
o - between the bass and the part next above it,

' __;_1{.____ - H_

than between either of the other parts. This last distribution is even desirable, when the

bass part is designed to be particularly prominent.

I1. 1t is generally expedient to let the upper parts proceed by the smallest possible
motion ; and, when any note is common to two successive chords, to retain it in the
same part; thus—

— =
rather than thus,
2 B N o~ | 1
I11. When the bass moves a 2nd it . — ; e
is expedient to make the parts which | | —p—*—T 1 1 T
!

trary motion to the bass : —

f
have the 5th and 8th proceed in con- ! J_ 4 4 e 4 =
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CoammoN CHORDS IN THE MiNor Kkv.
10. There is no common chord on the leading-note of the minor key, bevause, as tn the

major, this note bears a diminished Sth ﬁ (Chap. IV. sect. G).

11. There is no common chord on the 2nd of the minor key, because this note alac
bears a diminished 5th
12, There is no common chord on the 3rd of a minor key, because this note bears an

R ===
13. There are, then, but four common chords in —d ' " }
the minor key. those on the key-note and the sub- |}
dominant are minor; those on the dominant and the ) |@wp—t —p—*
6th of the key are major:— gﬁr—:—i t L

-

st 4th, Sth, ([ 8
The only common chord that is the same in both the major and the minor keys, is that of

the dominant, which is always major.*

A major common chord of the key-note is sometimes used for the full close (Def. sect. 2
in the minor key; the employment of this is more common in ancient than in moden
music, and is exceptionally included in the strict or diatonic style (Def. sect. 21).+

FirsT INVERSION OF CoNCORDS IN THE MaJor KEy.
14. An inversion of a chord is a chord with either of its notes, instga.d 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 bass,
when the root, being placed above the 3rd, becomes the 6th to the —g
bass, and the Sth of the original chord becomes the 3rd to the bass,

17. The interval of the diminished 5th is a discord only when it
stands between the bass and an upper part (Chap. IV. sect. 6); it loses
its dissonant effect when a bass is placed below it ; T

Therefore, though there is no common 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 doubled
(Chap. IV, sect. 3).

18. Dissonant as is the effect, in relation with other chords in the key, of the 5th upon
the 3rd degree of the major key (Chap. IV. sect. 7.) this is only when it stands between the
bass and an upper part, and its dissonance ceases when a bas is placed below it,
( I | | Therefore, though the common chord

. on the 3rd of the major key is ue-

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

* Appendix BB, t The 3rd in this cherd ie usvallv called the ** Tieroe de cicurcia,”

+*
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19. There is, then, the first inversion of —— | } l_:'ﬁ':—-‘_:‘g ==
" a triad on every note of the major key— 'ﬁ i  —a l’ : —

R 1] 1
1st. 2ud, 3and. 4th. 5th, 6th. b

20. When the bass is the major 3rd of a o ]
thord (see the 3rd, Gth, and 7th chords in except if one part
the last example), it may not be doubled, o

!
rise to it and from it by the step of a 2nd, and the other part é_:q: = \glg-:
< Z

fall to it and from it by the step of n’ 2nd ; thus— = E’% E
and except if the note be retained or repeated from the previous chord. *
Recommendation.
When several first inversions occur in succession, 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 3rd to the
5 |

- |

FirsT INVERSION oF CONCORDS IN THE MINOR KEvy.

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

22. Upon the same principle (Chap. IV. sect. 17), the triad on the 2nd of
the minor key, though dissonant in its original position (Chap. I'V. sect. 11), is g@
available in its first inversion, and treated as the first inversion of a concord—

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

the 5th, and this note bears the single interval of the 6th—
] ]

1 1
25. When the bass descends by degrees from the key-note to the 6th of the key, the
minor 7th from the key- |
: (Chap. IL sect. 23:

1ote may be taken as the :
bass of a first inversion— §E ? S= =S — Chap. ITL. sect. 22),
[ ] B

¢ Appendiz Bl
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SecoND INVERSION oF CoMuoN CHORDS.

98. The second inversion of a common chord is the chord with its 5th in the bass, when
the root becomes the 4th to the bass, and the 3rd of -
tho original chord becomes 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 subdominant, 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 the dominant), { ]
are the three bass-notes of these second inversions—

)

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

of another chord;"® — —— but may, by step of a 2nd

1 1

rr—

!
from the inversion of another chord, ﬁ li% i EE it may, by
¢ —_—
| d . ]
leap from an inversion of the same chord, = and it may, by
- —

leap or by step of a 2nd from the root of another or the same chord :—

29. A second inversion must be followed either by some " J ]
other chord upon the same bass note (or its octave); w

So long as the same harmony continues, the bass of a second inversion may proceed to
another note of the chord, or may have any succession of passing notes; provided when the
harmony changes to a chord having another root, the bass return to the note that has the
second 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 (Chab. X. sect. 25), and
&row the secoud inversion of a chord containing an 11th (Chap. XII. sect. 20). o
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30. A second inversion, if followed by a chord on the same bass-note, must be at a more
strongly accented part of the bar, than the chord which follows it :—

d | § | I
- ==
v e I 1 &

s 1 = -

1

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

!
note, when it may be taken at any part of the bar :— Eﬁﬁ
-&- .

A second inversion, if followed by a chord upon the next note, may be either at the strovger
or weaker part of the bar:—

L PP

'F

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

(having the?key-note for its bass), - (Chap. III. sect. 12).

'F‘ ,

This is thj single case in which one second inversion may follow another.

Carnomatic Concorbs. (Defin. sect. 12.)

In the Minor Key.

32, A major common chord may be eaken on the supertonic of the minor key, or

which the 3rd and 5th are chromatic notes—tZ&b

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 semitone.
In order not to induce a modulation into the key of the dominant, this chromatic chord
must be followed either by a chord containing the diatonic 4th of the key—

pepe

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

. Appcndlx F. t Appendiz U
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The first inversion of the chromatic chord of the supertonic (having the angmented 4th of
the key-note for its bass), may be taken under the same condition, as the chord in ite

original position :—*

L ] - .'
Eessesiseess

33. A major common chord may be taken on the minor 2nd of the minor key, of which
the root is a chromatic note :—

L 2 L .

: %bﬁ—?:l = e :E

. — —e = : :

SF ot P T

There is no restriction as to what chord in the key must follow this chromatic chord.

The first inversion of this chromatic chord of the minor 2nd of the key may also be taken.
The bass-note of this inversion, though the major 3rd to the root, may be doubled ai

discretion :—

p—L ‘."_*4; —— —

N +

The-chord in this inversion is sometimes called the chord of the *“Neapolitan 6th.t

In the Major Key.

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

85. There are tnen, besides the diatonic concords (Chap. IV. sects. 8, 19, 27), the
following chromatic concords in the major key :—

I. A minor common chord on the subdominant, and its first and second inversions:—

o &7 --—-— -- -G S
----’_I- B i R 1]
L 1

L1, The first inversion on the subdominant of a
triad with a diminished 5th (Chap. I'V. sect. 22) :—

=2

1
o
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IV. A major comraon chord on the supertonic and its first inversion, subject to the same
sonditions us in the minor key (Chap. IV. sect. 32) :—
. | | | ) - -

V. A major common chord on the hinor 2nd of the key and its first inversion (Chap.
V. sect. 33) :—

CHAPTER V.
PEDALS.

1. A PEDAL is a bass note sustained through a succession of chords, of which chords the
pedal note may or may not form an esseutial 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 sustained throughout any passage, diatonic or chromatic,
that does not modulate. Were the key chs.uged, 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 correct—

\
I
ol
%ﬂ@;'

- -
but the following examples, in which modulations occur, are unallowable (Chap. V
7 and 8)—
_4_ - “J‘ ﬁj_‘g .AJ ._!_J i-
I%J EEIEE Lﬁ =F ,F‘-H;LE EFEERE s iest
STEEee e eSS

3. When the pedal-note is not an essentinl portion of the harmony, the part next above
it should form a good bass (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
s bearing a second inversion. The following example is faulty on account of the ran-

¢ Appendix Q
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secutive {ths at 4, 4 (Cnap. IIL sect. 12); and on account of the leap from C, which is t
be regarded as bearing a second inversion at ® (Chap. IV. sect. 29).

J = ; ——
! d 4 4t H e gy d 2 g4 &
l l = —1— = = I f‘ * E
4. A pedal mostlv commences with the harmony of which the pedal-note is the root ; as
in the foregoing examples. It may, however, commence with any harmony of which the

pedal-note is or is not an essential portion.
1 ! ] !

et

[\
[

3
) | |
| I —
| j o
g > & ) | |
A 4

N

il
W

5. A pedal-note can only be quitted when it is an essential portion of the harmony; if
this be the 5th of a chord or a discord requir- { 4

] —
-1 117 T

ing resolution, the rules for. its treatment must
be observed as though there had been no pedal. - r
The following example is faulty, because the — —
C pedal is quitted upon the chord of G, of l|&i I

which C is not an essential portion— -

The following examples are correct, because the pedal notes are quitted upon chords of
which they are essential portions—

[Nl

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) :—

7. The last inversion of the chromatic chord of the minor 13th (Chap. XIII. sect. 12),
and its resolution upon the same /—g—1 !
bass, are not to be regarded as —
forming a pedal. This harmony ¢ | - s
may be employed to make a mo- ——— 1 T
dulation at the close of a pedal == .

. "
T - . ) o T
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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 chor] of the
sixth degree of the major key, and the fundamental discords derived from the same 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 :—

) .| —
T : = ! 1 i 11 1 1 1 } | ¢ 1 j 1, 1 1 A;L J; 1 ir.
-sf)%lﬁ_‘é = == #2 =4 =
1 4 1 L2 1 24 | 7 i Y -~} I Ld 1 Ld | N - A 1
0 i ) 1 1 1 | T 1 1
7 1 { 1 ) | 1 ) | 1 — | i - |
" 1 1 | . ) | ) - | | ) |

This is a single exception from the rule in sect. 2.

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

T | T  —— — T - T
I@ L - | 1 ll IL I- + —J 1 —
—— 1= 1 p—
11 T | — I '}’
+

[nstances of this must not be mistaken for pedals, against which the harmony may proceed
independently of the pedal note, makmg any progressions that might be employed without
the pedal.

INVEKTED PEDALS.

10. In modern music the pedal is frequently inverted, that is, an upper part sastains a
note thronghout a succession of chords, of which chords the pedal note may or may net form
an essential portion; thus-—

11. All the rules for the bass pedal apply to the inverted pedal, except only the
rule in sect. 3; the inverted pedal in no way affects the progression of the bass part, so
long as this remains in the key of which the pedal note is the touic or the dominant.

12. Sometimes the bass pedal is doubled in an upper part, in which case all the rules
for its treatment apply without exception.
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CHAPTER VI,
SEQUENCES.

1, A sEQUENCE is the repetition of a progression of harmony,upon other notes >f the
scale, when all the parts proceed by the same degrees in each repetition as in the original
progression ; thus, in the following progression, the bass rises a 4th, the top part falls
a 2nd, the part next to the top rises a 2nd, and the part next to the bass falls a 3rd—

|
ﬁ——s — and in this repetition of the same progression, =
= each part moves by the same number of degrees—

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 preserved in the repe-

titions. Thus, in a sequence of melody an augmented interval may be emploved ie one of
the repetitions of what was a perfect interval in the original progression, as at *

| -

iil 1 —
f e s P—
(oA 1
*

—1— ; ; —
—
= = =

)| i
1 ||
1
|

without the harsh effect this interval would produce apart from the sequence (Chap. III.
sect. 2). Inlike manner in a sequence of harmony, the dissonant 5ths 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 ®

] . .- 6'_ i_.da_ 5 é
—r == = ==

J 3 I

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 2nd
in the third repetition ; the part next to the top moves a minor 2nd in the original progres-
sion, and in the fourth repetition, but a major 2nd in the first, the second, and the third
repetitions; the part next to the bass moves a minor 3rd in the original progression, and iu
the first, the third, and the fourth repetitions, but a major 3rd in the second repetition ;
and the bass moves a perfect 4th in all cases but tho third repetition, where it moves an

augmented 1th.
3. Upon the same principle the leading-note may be doubled in one of the repetitions
ot a sequence, as in the fourth bar of the last example (Chap. 1V. sect. 3).

4. The original progression in a sequence may consist of two chords, as in the foregoing
examples; or of more than two chords, as in the examples that are 49 crma .
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may consist of concords only; or of these intermixed with passing notes; or with prepared
discords —

> T — —t

g ~ —d = Jd é = Jd =
‘ =15 S — ‘lg ‘l E

JooT F- — | | I
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; or upon successively lower degrees, thus :—

4 £ = = = = = _
ﬁ"’_s —=— Pt 1 = =
vTF T—T T T TR e F =

or at regularly successive larger intervals, thus :—

6. When a progression is repeated in a different key, none of the rules for sequences
justifying the exceptional treatment of particular notes apply; thus, in the following
example, where every accidental sharp, flat, and natural induces a modulation, each progres.
gicn i8 entirely independent of the others, and each is satisfactory in itself—

L o o 0 = ha‘ =
e o — "

-d_/ 7_/i 15‘_/ ] _/ N l_/

CHAPTER VIL
PASSING NOTES.

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

or else upon a note
of another chord;
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obligue motion to an 8th; a == ——F——]F but shoule not proceed to
3 N
aB unison ; ‘,"gE-_EE; (Chap. III. sect. 17.)

IN THR STRIOT OR DIATONIO BTYLE.

2. A passing-note must be approached and quitted by the step of a 2nd—and it must be
at & loss accented part of the bar than the harmony-note which precedes it.

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

H:EE !_ | 4
next mote ; Eé— —F —H—E—thdzﬂz If the note to which it passes be
S

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 ;

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)
msy 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
two are harmony-notes, the major 6th of the

& passing-note :—

5. The minor 7Tth from the key-note of the arbitrary minor scale (Chap. IL sect. 22)
may be employed as a passing-note, ascending or descending, when the minor 6th of the
key and the key-note are harmony-notes :—

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 - ———— —
of the arbitrary minor scale may be ¥ S — _g:ﬁ— 5;3252
employed as a passing-note :—* _é ] EFT =

6. A single exception from the rule in sect. 2 is, that a passing-note, instead of pro-
oeeding to the harmony-note next to it, may skip a 3rd to the note on the other side of such

Appendix H. Coom
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harmony-note, when this note to which the skip is made must return to the harmony-note
between the two : —

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, independently of the sustaining parts:—

] i | I |

(o]

b_ - y—

[ 5 I

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 move, the lower of these two must be regarded as a bass to the

ST

8. Two parts may proceed by the step of a 2nd in contrary motion from a concord to
a discord, and this discord may either be resolved by the return of both parts to the concord

|
from whicb they proceeded— @ 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 motion until they reach a harmony-note ;

th .J..J.Tg" ;Ef__.4
1 —1 1
= t
— 1t

Either or both of the parts so proceeding in contrary motion, may be accompanied by
another part proceeding in 3rds or 6ths with it,
— 1 .
. S

Bt

< 1
1 1 | e )

T T
or one part may proceed in ome direction, ascending or descending, while three other

upper (Chap. IIL seet. 12).

Iy

Tt
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perts proceed in the coutrary direction in the relation of 1st, 3rd, ard Gth to each
other:—

IN THE FREE, OR CHROMATIO STYLE.

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

(Chap. III. sect. 2). It must always be quitted by
the step of a 2nd; and it may be at either a more or
less accented part of the bar.

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

it, the passing-note may be at the interval of a tone or a ;:"ééJ:E
semitone from its resolution, according to the diatonic 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 :—

1] <II]T] ]

%_ﬁ-'f e e

When it resolves on the 3rd of a chord it may be at the interval of a tone or a sémitone,

3]4I e I M

FF gp%*%

ln case of the exceptional leap of a 3rd from a passing-note to the note l;eyond the
harmony-note on which it is resolved (Chap. VII. sect. G), if this harmony-note be the root,

the 5th, or the Tth of a chord, the passing-note
below it must be at the interval of a semitone,

. I
12. A passing-note approached by the step of a descending 2nd from the root or tlie

6th of the chord, and returning upwards to the same note, must be at the interval of a
semitone from its resolution :—*
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13. If in a succession of passing-notes, a chromatic note be taken, the passage must
proceed by semitones till it reaches a harmony-note, thus:—

=2 not thus %zget " and thus—
o - JJ -

In the following example, the chromatic passing-note, A flat, proceeds by a 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 :—

— | 1 1L4 —7 T T — ﬁ‘ 1
gj;u_—_ga—iﬁ—al often written— %——4—,;{:&—3—;—;&
U = —s g = —

1n the following example, when the key is minor (since 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 bj j semitones from it, till it reaches B natural, the
next harmony-note: — —g+

s

?4. The harmonic minor scale (Chap. II. sect. 15) may be employed for a succession of
passing 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. 1Il. sect. 2) :—

MQDEE Fer WIS r_,gﬂ.-a_g
ﬁi— = = ?_E

,Z el
= =
It is also employed, but less frequently, for a smccession of passing-notes upon othe.

harmonies, in the minor key :—

T Rt R
Ban RS SRS

The major 6th and minor 7th.of the arbitrary minor scale are also available for passing.
notes, as in the strict style (Chap. 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 :—

1
R voUR VR g]

R Ll T gk
17 )o] NN e

CHAPTER VIIL
SUSPENSIONS.

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 assigned 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 :—*

. l/\ ' :
 S— p— 1 S ,
-F— -

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 note of the second chord is the resolution of the
discord.

[t must be understood, that to suspend, retain, or hold on a note from one chord, instead
of proceeding dircetly 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 is 8 suspended 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; but newly sounded in
the top part without preparation :—

But the following is a ] |7/
suspension of the D:— | d—~4 Jd

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

* Appendix J.
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9th
J = |

3. A suspended discord may not be sounded together
with the note upon which it is resolved, except the
9th, together with the root in the bass :—

And except the 9th together with the root in an upper part, when the root must be
approached by step of a 2nd ; and except the 4th, together with the 3rd in either the bass
or an upper part, when the 8rd must be approached by step of a 2nd :—

9th. 4th. 4th.
P e~ | S x S
¢ . | = = -
@. ? = 5 E i T { ﬂ i = =
& —= | ——— i = =
= — —— —I— —=
‘ 3rd ' g

These last exceptions, though admissible, are undesirable, and should only be employed with
the most careful discreticov.  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 8rd and
7th of the key can never be sounded together with the note on which it is resolved.

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

' .
ﬁjﬁﬂ the following examples of suspended discords,
= = i

which are resolved upon such unallowable concords, are equally unallowable :— *
1 | ] 1

10 1 H 1

[V = F__F f i ~—1 1

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.+
M ) root.

6. The suspended 9th is resolved upon the root of a
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

9 root, Y
| | e

root.
inversion of a suspended 9th, the 9th ﬁi'_gj:d'__' — |
==k

(which is a 2nd sbove the root) becomes ||¥————=- -
! Vo ,
the 7th to the bass-note, and is resolved 4 | "

= .
upon the Gth:— e | =4

SN | B S S

® Appendix Z.  { 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 first
inversion of either of those dissonant triads (Chap. IV. sect. 17, 18, 21, 22) :—

9

root.

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). Asin the second inversion of a common chord, the root becomes the
4th to the bass; so, 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 :—

root. g Toot.

\N

!'4[ —1 T e 1 .

9. The last inversion of the suspended 9th has the 9th in the bass. As the 9th is a 2nd

above the 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 bass; the root may be taken above the

9th if opproached by the step of a 2nd (Chap. VIIL 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 :—

| .

" 25

{
11. The first inversion of a suspended 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:—

&
| A7 2
= p— — ) o 1
e — —
t—+ T— I;:'l;s
|

I
,A. .A_ 2 root. F—X <
==——=c=—°c"-=
y = | | ) — f o
| - ; ) ) ) -

HH
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Though there is no suspended 4th over those degrees of the major and the minor keys that
bear not common chords, the first inversion of a suspended 4th may be tuken over the first
inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) .(—

— nl J/\j :‘

@ 2‘ [ | I|
— e ] | l o 4
vz — IL x Aﬁ rja o | §
| of \ 1 { | F
4 Troot J < root. o j .A.
(N 4[_|:n_9 44: ﬂ
1 1 ) = 11
) 4 ll | § M } |

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 3rd) becomes the 7th to the bass and is resolved upon the 6th—

i I l
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
concord :— ’

~—— 4

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 suspended 4th may be taken, which will resolve
upon the first inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) :—

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 resolution
produces the first inversion of & common chord :—
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On any other bass-note besides these two, the 5th is a concord, and is free to proceed to the
6th or any other note; on the 3rd and 7th of the key, this interval, as a suspended discord,
must be resolved upon the 6th :—*

" ! :
15. Any suspension 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 : —

=4 < = r — & <
— ‘F |
.
[ | L | 1 i & >
| - ] | = : g % —
_—_—F:U—_[—_e 1 7 [ | I—
1 g — t

*.* This rule also applies to all other discords.

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 :—

1 AL ; IS
17. The dissonant 5th on'the 3rd and 7th of the key may be achmpanied with the first

inversion of a suspended 9th, which resulves upon the 6th to the bass, when the dissonant
6th rises to the same note : —

I LI | |

84 dlJ) A Jld d dddild d

1 1 1 L
t

L k] — T 1 T
A dissonant 5th on the 3rd of the key may be accompanied also with the first inversion of a
suspended 4th, which is resolved together with the inverted 9th and the dissonant 5th :—
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SuspeENsiON OF CoMPLETE CHORDS.

18. When the progression of roots is by the rise of a 4th (as C to F, D to G, &c.), the
whole of the first chord may be suspended over the bass of the second, whether this bass be
the rout or the 3rd of the chord. In this case—there being suspended sufficient notes to
define the chord that prepares them,—the notes are regarded not with reference to the bass
over which they are suspended, but to the chord that prepares them, and they proceed just

as they would were there no suspension, provided only that no dissonant note move more than
8 2nd:—

{
®.* This rule applies not only to concords, but to all the discords hereafter described.

19. A fundamental discord (Definitions, sect. 19} may be prepared in one position, and
suspended in another :—

1 N | 1

C 44, .

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

CHAPTER IX.

CHORDS OF THE DISSONANT F1FTH.

1. PassING-NOTES and suspensions form no portion of chords, and thus are inessential to
the harmony. The discords hereafter described form constituent portions of chords, and
are thus essential to the harmony.

2. Every diatouic discord of this class is resolved upon a chord, the root of which is @
4th above the root of the discord.

8. The dissonant 5th on the 3rd degree of the minor and the major key (besides being
taken as a suspension, which is resolved while the rest of the chord continues) (Chap. VIII.
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sect. 14). may be taken as an essential discord, which is resolved when the entire chord

changes: —

| 1 1 ! | ] ] X i | | 1 |
> 1T 1 N —_—
o ) § - "
| |' I | i I I | (4 F
) s o } 5 o
e 1 H | -1 a E ) IE
. LA .4 T
1 ) 1 1 7 I l j | N -
1 ! | - h 1 | B | | I . 1 11

4. The chord of the augmented 5th on the 3rd degree of the minor key is resolved ubon
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 accomn-
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) :—

5. The first inversion of this chord has the 3rd in the bass; the root then becomes the
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 :—

SI' JJ

6. The triad on the 3rd of the major key is resolved upon the chord of the submediant.
The perfect 5th is a discord which must be prepared, and must be resolved upon the 3rd of
the following chord. This ic sccompanied with the root and the 3rd, either of which may
be doubled, but it is preferable to double the 3rd rather than the root :—

e
Il ) o 1 : L ! JF ) E—

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

7. The diminished 5th on the 2nd degree of the minor key may be taken as an easential
discord, but this may noever be used unless accompanied with the 7th (Chap. X. sect. 9

rd
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CHAPTER X
CHORDS OF THE SEVENTH.

L A chord of the 7th consists of a triad with & Tth added to it:— Eﬁ

.2. A diatonic chord of the 7th must be resolved upon a chord,4he 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 fitst inversion of a chord of the 9th (Chap. XI. sect. 6) presents
an apparent 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. VIIL sect. 10).

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

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

original position), and the 5th is the 3rd to the bass:—

|
6. The last inversion of the chord of the Tth 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 she bass, ! ! !
and the 5th is the 6th to the bass:— w
~—T"~ IF’

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

1
. | n |
[ o | ) | . |
7 [~ A =8 hs.
d

R
T Vo R | g > |
3 | 72 —1 — ! R S—
—— +—+ Tz

1
.

b
|- YL

8 A 7th may be added to the triad on the mediant of the major key (Chap. 1X. sect. 6),
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when both the 7th and the 5th have the same treatment as either wonld have without
the other : —

1
1  —— T R — T T
(o] 1 | b A | T n | T —1
—2= b= — | | —— — T
= B =
Camm— - — | —=—1 = Yo N |  — — | fo § -
0O H PN - ) ¢ H —22 = —= I
= — T 1 u — I 2
1—t — - - 1—1 I—

| 1.1 -~

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

pared and resolved :—
= ==
T -F'—f 1 v I = * T F F F -?.j

9. A chord of the 7th may be taken on the second degree of the minor key, in which

the 5th as well as 7Tth is a discord (Chap. IX. e — e —

sect. 7). The Tth has the same treatment as in = -
every other instance; the 5th must be prepared I —

and must be resolved upon the root of the follow- | [z —p :TI

ing chord :— %— ——t—= E

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

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. VL sects. 2 and 3). As, however, the first inversion on the 2nd of the key is available
as a concord (Chap. IV. sects. 17, 21), the last inversion
of a chord of the Tth of the subdominant may be
taken and resolved upon such first inversion :—

11. As there irf no common chord upon the 3rd of the major key, thereycan be no chord
of the 7th on the leading-note (Chap. X. sect. 2), except in one of the repetitions of a
sequence (Chap. VI. secfs. 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 ef the 7th on
the leading-note may be taken and resolved upon such first inversion : —*

4
g ' ' (g

Tae DoMINANT 7TH.

12. A chord of the 7th on the dominant may be taken without preparation; but it is
resolved, like prepared chords of the 7th, ou a chord of which the root is a 4th above the
root of the discord,~that it, on the chord of the key-note. The first inversion of the cherd

* Appendix K + Appendix L.
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of the 9th of the mediant consists of the same notes as the chord of the 7th of the dominant
and its different resolution is regarded by some as an exceptional treatment of the dominant
harmony (Chap. XI. sect. 11).*

13. This chord consists of the root, the major 3rd, the perfect 5th, and
the minor 7th, which intervals distinguish it from every other chord of the EEE
Tth, formed of the notes of the diatonic scale :—

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

1
e

15. The 3rd, in the chord of the dominant 7th, must rise a
2ud to its resolution, while the 7th falls a 2nd :— =

==

16. Unlike all other diatonic chords of the 7th, that of the dominant may be taken in
the second inversion, when the 5th of the original chord is the bass-note,
the 3rd is the 6th to the bass, the root is the 4th to the bass, and the ﬁ
7th is the 3rd to tho bass: — 5

17. The bass, in this case, is restricted in its progression as in the second inversion of a
ooncord (Chap. IV. sect. 29); thus, it may fall a 2nd or rise a 2nd :—

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. IIl. 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 the next chord, the other may rise to the 5th, or may even leap upwards to the root of
the fullowing chord : —

N 4 =
== == S S=—==——="-

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 treat it as such, when its pro-
gression is free ; or as an inversion of the dominant 7th, when it is resolved upon the chord
of the key-note :— ¢ Appendix M.
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20 When the 7th is in the bass, it may not be approached by leap downwards,

d
but may be, by leap upwards, % or by step of & 2nd
downwards or upwards :— w
]

*,* This rule applies to all unprepared discords when taken in the dass.

28k 4

THE SUPERTONIC TTH.

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. 1V.
sect. 32), with the addition of the 7th; and its
intervals are thus the same as those of the chord
of the dominant 7th :—

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

24. The Tth in this chord must either fall a 2nd (as in other chords 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 : —

It 18 as0 allowable, without doubling the 7th, to
muke it leap as a concord, provided the 5th in the
coord of the 7th proceed to that note in the
following chord which was the 7th in this :—*

* Appendix DD..
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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 second inversion of the dominant 7th (Chap. X. sect. 19) :—

= i= F = EE ;_i E=—=

27. When this chord is followed by the dominant 7Tth (its 3rd 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 ) L )
first chord proceed to the 3rd in the second chord; s

this, however, must be regarded as an exceptional
| i 'lF II a_'._ﬂ ;

progression, and should therefore be but rarely em-
ployed :—

TaE ToNI1O TTH.

28. A chromatic 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
dominant 7th:—

30. 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 :—*

81. The 3rd in this chord may never be doubled.
It must either rise a minor second :—

or falla 2nd :—
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83. In the second inversion of this chord the root may be omitted (as in the dominant 7th,
Chap. X. sect. 19), but the 7th may not here be doubled : —

F = e _L_._,_qt

84. When this chord is followed by the dominant 7th (its 7th rising a chromatlo semi-
tone to the 3rd of the following chord), it is allowable for the 8rd to fall one degree to the

5th of the following chord, provided the 5th in , = | \

the first chord proceed to the 7th in the second s T s —= =
chord ; this, however, must be regarded as an ) [s | 1 g
exceptional progression, and should therefore be _ ——
bat rarely employed :— l (S I ——t—— i

CHAPTER XI,

CHORDS OF THE NINTH.

-
1. A cHORD of the 9th consists of a chord of the Tth with a 9th added to it :—gf—

el .
9. 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) :—

SsS ie s eSS
[ I

. I | Cd ) A | )| 1 k. ) | 4 1 N I fo ) D )|
T e ==E
i
| ) i 11 1 1 1 11 — M 1
= =

-
- i
I
4 g

-,

FF:

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.

5. The rest of the notes bear the same treatment as in the chord of the Tth, save that
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 proceeding in
5ths with that which has the 9th. To avoid such faulty progression, the 5th may rise to
the 8rd of the following chord :—

‘ Igi_%fjﬁ or to the 5th ;_I rﬁ J _;E

o= ==




L} ] CHORDS OF THE NINTH Caar. XL

or, being placed above the 9th, it may proceed in 4ths with this note :—

— = or it may be
e — =2 2 omitted :—

> -
l@. IF—lrj‘rp‘!

6. The chord of the 9th, having four notes besides the root, has four inversions; the last
inversion, however, 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
a8 the chord of the 7th, in its original position; the second inversion of the 9th, of the same
as 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) :—

9th, 1at inversion. Tth. 9th, 2nd invers. Tth, lst_inlven. 9th, 3rd invers.*®
1 1 1

| Al
T T 1T 1 ° ﬁi
o ' ! f%ﬁ

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 resolution.
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
observed. t '

8. The first inversion of the chord of the 9th has the 3rd in the
bass; the 9th is then the 7th to the bass, the Tth is the 5th to the
bass, and the 5th is the 3rd to the bass:— '

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 above. »”
The 9th is then the 5th to the bass, the Tth is the 3rd to the bass,
and the 3rd is the 6th to the bass :— by, _r ———+

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), und it must be resolved on the first

.

] M L ) v { i

inversion of a chord on the note next below. The 9th is then 1 y N
the 3rd to the bass, the 5th is the 6th to the bass, and the 3rd
is the 4th to the bass :— - r 4f

® Not available as the second inversion of a chord of the 7th (Chap. X, sect 4).
t Appendix Y.
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11, t'he chord of the 9th on the 3rd degree of the major or minor key, when the root is
omitted, appears as the chord of the dominant 7th; and the resolution of this upon the
chord of the submediant is a progression so common, that it is frequently regarded as an
exceptional treatment of the dominant harmony. Whenever the chord of the dominant 7tb

is employed, it may either be resolved (ac- —t—+ 1 e
cording to its own rule) upon the chord of ||. E}—Lf _11

the key-note, or (according to this rule)
upon a chord of which the 6th degree of

N
the key is the root (Chap. X. sect. 12) :— | == %ﬁiiﬂ—j:;:i

= ¥

Tae DoMiNaNT MINOR I9TH.

12. The chord of the minor 9th on the dominant may be taken without preparation in
either the minor or major key, being diatonic in the former, and chromatic in the latter.

13. This chord consists of the chord of the dominant 7th (Chap. X. b
sect. 13) with a minor 9th added to it :— =
3 -

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 : —

1

. A 1 |

‘.l[. Ha ] § Ll )| 1

—4—
=

R h =t —
oY 1 T n— 1 T ] T =
I- cmr  — T—1 —t—  E— — S -
1. b 1 [ o) A 1 [ o) 1l 1 1 f o) — el g
I=—=vp— =1 11 u 1 —— .

15. If resolved while the rest of the chord remains, the 9th may proceed either to the
root or to the 3rd of the chord :—

Wl o W
. £

—

31

p ! =2

Resolved on the Root of the same Chord.

16. If the 9th resolve upon the root of the same chord, the root should not (save in
some 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 employed in all its four

inversions.

18. The first inversion has the 3rd in the bass, when the 9th and
root ure successively the 7th and 6th to the bass :—

19. The second inversion has the 5th in the bass, when the 9th ﬁ
and root are successively the 5th and 4th to the bass :— _
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20. The third inversion has the 7th in the bass, when the 9th and
root are successively the 3rd and 2nd to the bass :—}

21. 'The ‘ast mversion has the 9th in the bass, which is accom-
panied with the 2nd, 4th, and 6th, and these remain as the 3rd 5th,
and 7th, wheu the bass is resolved :—

Resolved on the 3rd of the same Chord. .

22, If the 9th resolve upon the 3rd of the e bl'
same chord, it may either rise & 2nd, or fall a 2

7th to its resolution :—

23. When the 9th is thus resolved, the 3rd must not, in anyPof the parts, be sounded
together with the 9th; but the root and 7th should both be sounded with the 9th (Chap.
X1 sect. 25).

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

25. When the 9th is resolved upon the 3rd of the Fﬁ—a—‘—?ﬁ—z—ﬂf
same chord, the root may be taken instead of the 7th; 'F‘?:F:i_a__ =
and then it must proceed to the Tth, at the same time as = 2 -
the 9th proceeds to the 3rd :— % e ”:E

Resolved on a Chord devived from another Root.

26. If the 9th resolve with the rest of the chord, the chord of o
the dominant 9th must be resolved upon the chord of the key-note, L
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-
gists of the leading-note with its 3rd, 5th, and 7th, which last being a diminished 7th, the
combination is often calied the “ chord of the diminished —4 } '
Tth,”its derivation from wne real root being disregarded :— {—"§——2 ; —
4

28. In resolving the last inversion, care must be taken that (|—f—p =
the 4th to the bass (the 5th of the original chord) proceed not |[X2 2
to the root of the next chord, progressing thus in 4ths with the
bass (Chap. III. sect. 12) :—

ta avoid this fault, the 4th should rise either to the 3rd or 5th of the following chord :—+

- 4:’9‘: ;

-
1 1
+ —t—

r—-
1

* Appendix M. t Appeudix S.
t In we third inversion, she 7th (being the hasm) sometimes leaps downward to the key.-note, the rood
*he next ehord, when the bth in the chord of the 9th goes to the 8rd of the key-note
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TuE DoMiNaNT MaJor 9TH.
29. A chord of the major 9th on the dominant may be taken withont preparation, but
in the major key only.
80. This chord consists of the chord of the dominant 7th with a major 2
9th added to it :—

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

Resolved on the Root of the same Chord.

82. The root may not be sounded in any of the upper parts together with the 9th; it is
consequently omitted in all the inversions of 4 J
the chord, until it appears as the resolution
of the 9th:—

33. The major 9th should not be sounded below third, and it cannot, therefore, when
resolved upon the root, be employed in the bass; the last inversion of the chord is con-
sequently 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).

Resolved on the 3rd of the same Chord.

35. The rules for the resolution of the minor 9th upon the 8rd of the same chord apply
also to the major 9th (Chap. XL 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 :—

] '} Aal"l;l

Lt ) | L N
£ L | 1 —
L ) | L3 1 - L

Resolved on a Chord derived from another Root.

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

37. The root is omitted in all the inversions. The major 9th skould not be sounded
below the 3rd, and thus the last inversion is unavailable :—

4]
hod

~
fl l\lb-/—-— -’— l
I\ o R

* Appendix M.
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TrE SUPERTONIO MINOR 9TH.

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

#9. This chord consists of the chromatic chord of the 7th on the supertonic (Chap. X.
gcot 21), with the addition of the minor 9th; and its inter- ) .
vals are thus the same as those of the chord of the dominant S
1 {por 9th:— - ,

40. 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
chiromatic common chord and chord of the 7th on the same note) must be followed either
by & dominant discord, or by an inversion of the chord of the key-note :—

48. 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 :—

*e® In the inversions of this chord, the minor Oth 18 sometimes written as a chromatic
semitone above the root (Chap. IL. sect. 24) :—

TaE SUPERTONIC MAJOR 9TH.

44. I'ne chromatic chord of the major 9th on the supertonic may be taken without jwe
paration, but in the major key only.
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45. This chord consists of the chromatic chord of the 7th gf = —— ;%
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 the rules
for resolving the dominant major 9th (Chap. XL sects. 31 to 35).

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

48. The 9th must either falla 2nd (as in other chords of the 9th), or remain to be a
pste of the next chord :—

L ] | Gt ) | £ —__1 {
11 | rd [ o] 1 . ) 1 o ]
. 11
1 .. [ 2 |
¥ [ o | I
-£5- -£5- = )
| § : 1 3 : [ [ :—
> by — g —— — & 1 -1 T =
l 1 {_— ) | | | & 9 1

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 :—

T—I T—% o |
- | =4 =3
—= T | — %
T 11 1 —1
1 14 I ¥ ;
i
[]
< = - 15 > -
T 7T T | N Y~ S > 5 |
=1 T 1  E—— | I 5 Sua— S E— A
| e E——1—1F
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TaE ToNioc MINOR 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 (Chap. X.
sect. 29), with the addition of & minor 9th (which is always chromatic), and its intervais are
thus the same as those of the chord of the dominant minor 9th :—

]

=
' =
52. As in the dominant and supertonic chords, 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.
53. If resolved on the root or the 8rd of the same chord, the tonic minor 9th follows all

the same rules as the dominant minor 9tk (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 supertonic discord :—*

L P | L

= k

|E EQJ. 1 he
l . 1
oy rd i |
A A ) |

55. The 9th in this chord must either rise a chromatic semitone, or it may fall a 2nd,
provided the root be uot retained as a note of the following chord (see Ezamples to Sect. 53).

Tae ToNio MaJoR 9TH.

56, The chromatic chord of the major 9th may be taken on the key-note without pre-
paration, in either the major or minor key. !
57. This chord consists of the chromatic chord of the Tth %
on the key-note, with the addition of the major 9th:— = -
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 next chord :—
—1 __ or it may fall a 2nd,
v =t provided the root be
not retained as a

: P be Yo = . note of the follow-
—— aix’.ﬂgchord:—

CHAPTER XIIL

CHORD OF THE ELEVENTH

1. THE chord of the 11th on the dominant may be taken without 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 11th,—but either —g
the 3rd or the 5th must be omitted when the 11th 4 7/ —»r
is sounded :— v 5 = s =
3. The 11th may be resolved (like the 9th), while the rest of the chord remains:—
] 1 . 1 — ] 1 1 1 I |

* Aprendix N,
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or it may be resolved (also like the 9th) with the rest of the chord, upon a chord having
another root :—

H-

4. If resolved while the rest of the chord remains, the 11th may be resolved either upon
the 3rd, or upon the 5th of the chord.

Resolved on the 3rd of the same Chord.
5. If the 11th resolve upon the 3rd, the 3rd must in no case be sounded together

with the 11th. In this form the 11th somewhat J | .
resembles the suspended 4th; but it differs from ﬁ
that discord in so much as it needs not preparation ; ! l ﬁ a

and in so much as, when the 11th is resolved, @"_; e EE
there should still remain one or more dissonant —

notes of the dominant harmony, if in the last case the ed with the 11th.*

6. When the root is omitted (Chap. XI. sect. 16), as well as the 3rd, the 7th ceases to
be a dissonant note, and thus in all the inversions of this form of the chord, the 7th is free
in its progression.

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 :—

] | | | I R | 11

R

8. The next inversion has the 7th in the bass, when the 11th, 9th, and 5th of the
original chord are the 5th, 3rd, and 6th to the bass. In this form the chord is named by
some theorists * the chord of the added 6th”:— *

9. The next inversion has the 9th in the bass,
when the 11th, 7th, and 5th of the original chord are
the 3rd, 6th, and 4th to the bass. 'When the 9th is
major, this inversion can rarely be used with good
offect : .
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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 :—

| ]
a —&—  — — — —
I B - F o =

Resolved on the Sth of the same Chord.

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

12. The 3rd may 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 must
be omitted :—

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 :—
] 1 ] | = be- £ =

g T +—= i »—F
j S

15. The only other available inversion has the 9th in the bass, when the 11th, 7th, and
root are the 3rd, 6th, and 7th to the bass :—

-0 b ] 1 1 V]

R B Ol
Ld (N =
W == == : =

16. This 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 :—

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 same time as the 9th and the 11th are
resolved (Chap. XI. sect. 25) :—
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Resolved on a Chord derived from another Root.

18. If the 11th be resolved with the rest of the chord, the chord may be resolved apoun

the chord of the key-note, or upon a supertonic discord.

the 3rd 1nust

’

, or rnee a chromatic
Oth
1 1 1 | . .

has the 5th in the bass

e

inversion

1

19. In this form of the chord, the root can only be sounded in the bass;

20. The first available
)

(

P

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

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

the 1lth in this (Chap. IIL sect. 17); and the 7th may fall a 2nd
semitone,—and, when the root is omitted, it is free to rise a 2nd, to fall a 4th, or rise a

(Chap. XII. sect. 6)

22. The next inversion has the minor 9th in the bass :—
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23. The lust iuversion has the 11th in the bass :—

£
i 1
b N 1

CHAPTER XIIL

CHORDS OF THE THIRTEENTH.
TaE DoMINANT MINOR 13TH.

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 minor 13th ﬁ% but the root and 3rd are more frequently taken than

=

the 9th and llth:—%g and in this case the 7th is not unfrequently omitted : %
=

8. 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,
upon a chord having another root :—

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 5th’or upon
the 7th of the chord.

Resolved upon the 5th of the same Chord.

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 :—
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7. If the root, the 3rd, and the 5th be omitted, this chord appears as a chord of the 7th
on the subdominant, the 13th being the 7th to the bass,—the 11th the 5th to the bass,—
and the 9th the 3rd to the bass. The bass, which is the 7th of the original chord, is then
free in its progression (Chap. XIL sect. 6) :—

Resolved on the Tth of the same Chord.

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

Resolved on a Chord derived from another Root.

9. The chord of the minor 13th on the dominant is resolved upon the chord of the key-
note ; it may be employed in both the minor and the major key.$

10. The 13th may remain to be the minor 3rd of the following |
chord, when the 7th may not be sounded together with the mﬁ
13th (Chap. III. sect. 17) :*— = =

or it may rise a chromatic semitone to the major 3rd of the
following chord :—

o ¢ In this latter case it '8 more common to write the minor 13th
as an augmented 5th to the root (Chap. II. sect. 24) :t— =

* In this form, the chord of the minor 13th is identical with the suspension of the augmented &th (Chap. VIII,
sect. 12), differing from it only in requiring no preparation, when its use is restricted to the free style (Defin.
sect. 22). When accompanied with the 3rd and 6th (Chap. XIII. sect. 12) the chord is identical with the double
suspension of the augmented 5th and the inverted 9th (Chap. VIIIL. sect. 17), but its use, as an unprepared
disoord, is restricted to the free style.

t In this form, the chord of the minor 13th (as thus frequently written) resembles the chord of the augmented
5th on the mediant of the key of E minor (Chap. IX. sect. 4); but it differs from that chord in requiring no pre-
paration ; in never having its 8rd doubled, because this is the leading-note ; in being accompanied with the minor
Tth, whereas the diatonic discord may be accompanied with the major 7th (Chap. X. sect. 7); and in being
resolved upon the chord of the key-note, whereas that chord is resolved upon the chord of the submediant,
However familiar the chord of the minor 13th may be with this notation, and however expedient may be the
use of this notation on aceount of such familiarity, there are sufficient examples, in the works of the great mastery
of the note written as a 13th, and not as a 5th to the root, to prove their belief in its fundamental origin. "
paming of the note is of secondary importance, but the knowledge of its derivation is essential tc a clear
of its treatment. I refer musicians for unanswerable arguments on this subject, and on that of the !
11th, to the * Treatise on Harmony” of Alfred Day.—Harrison & Co. E

$ Aypendix M.
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11. The minor 13th may be accompanied with the root and 3rd only :—

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

/, TR I | ! I ) | + !
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13. The minor 13th may be accompanied with the root, 3rd, and 7th, when it must be
sounded above the Tth. In this sorm it can only be employed in the major key (Chap. XI11.
sect. 10).

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

N

X, The 13th (however accompanied, except when the 5th is sounded against it), may
gﬂrd to the ront of the following chord, if this chord be minor:—
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THE DoMINANT MaJor 13TH.

16. A chord of the major 13th on the dominant may be taken without preparation in
tha 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. XIII. — —d—
b ek
ZF =

sect. 2) :— b
18. The major 13th may resolve like the minor 13th, on the 5th or on the 7th of the
same chord (Chap. XIIL. sects. 5 to 8) :—
E | ' Ly
- S
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 :—*

} |
) Y
)
|

q_]ﬁw

TreE SupERTONIO MmNOR 13TH. +

20. A chord of the minor 13th on the supertonic may be taken without preparation in
both the major and minor key.

2), This chord consists of the chord of the minor or major 9th on the same note
(Chap. XL sects. 39 and 45), with the additior of the minor 13th; but any of the notes,
except the 13th and the 3rd, may be omitted.

22. The 13th of the supertonic is rarely resolved while the rest of the chord remaina.

23. The chord of the minor 13th on the supertonic is resolved upon 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
would induce the doubling of the leading-note) (Chap. IV. sect. 3); the 5th is rarely
employed; and it i8 not desirable to have IS I !
the 9th in the chord : — ~ I s

-

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

following chord - —
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Tae ToNic MiNor 13TH.

268. A chord of the minor 13th on the key-note may be taken without preparation in
both the major and minor key.

27. This chord consists of the chord of the minor or major 9th on the sane 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
same rules as the dominant 13th (Chap. XTIL. 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 upon a dominant discord, the 13th may fall a 2nd to the root of
the next chord :—

A < - J -
or rise a chromatic semitone to the major 9th of the
next chord, provided the 7th be not sounded together — —
with the 13th (Chap. III. sect. 15) :— o e I &

81. If the chord resolve upon a supertonic discord, the 13th must rise a chromatia
semitone to the 5th of the next chord : —

a—

=—F
Z=S =

TaE ToNic MaJor 13TH.

82. A chord of the major 13th on the key-note may be taken, without preparation, in
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 resolve on the 5th or on the 7th, according to the same rules as the
dominant 13th (Chap. XIII. sect. 18).

35. The chord of the major 13th on the key-note is J_ |
resolved upon a dominant discord; when the 13th may —] —7
fall & 2nd, to the root of the next chord :—* F—= T : <
or it may fall a chromatic semitone to the minor 9th of the next chord :—
' ' or it may remain to be the major d 4
- 9th of the next chord :—
+ U ¥ & * I -

* Appendix »
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CHAPTER XIV.

CHORDS OF THE AUGMENTED SIXTH.

1. A CHOBD ot the augmented 6th may be taken without preparation, on the minor 6th

of the key.

2, This chord consists of the minor 9th
of the dominant with the major 3rd and the
7th of the supertonic,—to which either tha
root or the minor 9th of this latter chromatic
chord may be added :—*

I

ler=

8. This chord 18 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; 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 : —

; g i 1
! ;E e lt?:&rg
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4. The two notes which form the interval of the augmented 6th, must never proceed in
wimilar motion with each other. With this restriction all the noles of this compound cnord
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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 t0 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 supertonic are resolved; or may rise a chromatic
semitone to the 5th of the supertonic :—

—0 + 3 ]
v, 5 = I 1 Fa r} L
H—h
7z 1 [
i/ (=4

the upper note of the augmented 6th (the major 3rd of the supertonic) may rise a 2nd to
the root or the 5th of a chord, or may fall a chromatic semitone to the 7th in the chorl of
the dominant 9th; or may remain as a 3rd when the note peculiar to the dominant is
resolved :—

o Pt £ =
i\/ 1 | 1

i — ‘ —}

. % Fur® ) - H fd = —
the 3rd to the bass (the supertonic 7th) may |Igh—f—="J—"F— [ —
fall a 2nd to the 3rd of the dominant; and, if #ﬁ . # =
doubled, may also rise a 2nd:— | b E I %‘g :a

, E——— =

or may remain to be the root of the chord of the key-note; and if doubled may also rise a
3rd or a_5th:—

the 4th to the bass (the supertonic) may remain, or may rise a 2nd or a 4th :=—
IE

R = S

the 5th to the bass (the supertonic minor 9th) may remain, or may rise a chromatic semi-
tone, or (provided it proceed not in 5ths with the bass) may fall a 2nd i—

-
“ﬁ’ -

llig
8
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N

e 2

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 | vl | !
of which varies according to whether the 3 = —H=
root or the minor 9th of the supertonic

be employed :— : F ; 5 Z:E

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 key, 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 Tth of the domi-
nant,—to which either the root or the minor 9th of this latter chord may be added. The
progression of all these notes is similar to that of the corresponding notes in the chord of
the augmented 6th on the minor 6th of the key :—*
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CHAPTER XV,
MODULATION.

1. Ix the diatonic style, Modulation is effected by any chord containing a note forecigu
to the key that is to be quitted. 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
(Chap. IV. sect. 17). This passage—

-

(1- 7 '

+H

O — =0 1—F —
\l p7== - 1 1 ——
is therefore preferable to this one :—
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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 :—

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 in the original position or in
suy available inversion.



smar. XV. MODULATION. o

4. Any of the chromatic coucords of the minor or major key, approached as such, may
be regarded as characteristic chords of a new key, and quitted accordingly.
L] Ld

5. Any major common chord may be regarded as the chromatic cox0ord on the minor
, 2nd, or as that on the minor 6th of the key, and quitted accordingly.
* L

6. In modulating to the minor Key of the 2nd of the original key, it is desirable (except
toe tonic of the first key rise a chromatic semitone to the leading-note of the second key)
to have a chord containing the minor 6th of the key that is approached, before introducing
the common chord of the dominant :—
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rather than thus—

l 1 D | PR |

I%m"—' E=o1;

i §

"1  J

7. The several chromatic harmonies of the supertonic and the tonic having the same intervals
as the harmonies of the dominant, any of these chords may be approached as belonging to
either one 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
supertonic of one kev may be regarded as the dominant or the tonic of another, &c.

X = = ] f !

< r [~ DP = | | 1 [ { { 1 | i |
~ R G | —t— PSS - i’q > . | "
&% — : | v {3 - 5

8. The resolutions that have been descubed of the fundamental dxscords, prove them
all to be available in any one key ; such resolutions, as regards the chords 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 from 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 :—
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The 7th mnust fall a 2nd, or remain, or rise a chromatic semitone :—

The major 13th must fall a
2nd, or remain, or fall a
chromatic semitone ;:—*

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 :—

* Appendix M,
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YODULATION.

o,
o

either of three major or minor keys. This one combination may thus by enharmonic change

of notation induce a modulation to any of the twelve major or twelve minor keys

Each cf these four roots w.ay be a dominant, a supertonic, or a tonic, and may so belong to

11. Any note of a fundamental discord may remain to be any other note of any other
fundamental discord ; that is, the root of an unprepared chord 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 11th, or the minor
13th, or the major 13th of another chord :—

¢ 1 ; 1

and the same is the case with the 8rd, the 5th, the 7th, &e.

CONCLUSION.

The student is recommended habitually to analyse music by the rules given throughout
this book, which is designed to be a guide in the best field of studv.—the music of the
greatest eomposers.

The subject of this book is more fully discussed in the Author’s * Six Lectures on
Harmony.”—Longman & Co. ; * Counterpoint.”—Cambridge Warehouse ; * Eighty Musical
Sentences.”—Cramer & Co.; and most of all in *“ A Treatise on Harmony,” by Alfred
Day.- - Harrison & Co.
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PROGRESSIVE EXERCISES,

DESIGNED AS MODELS, ACCORDING TO WHICH THE STUDENT SHOULD
CONSTRUOT OTHERS OF HIS OWN.

CuAPTER L. To SEOTION 15,

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

ExErCISE ON INTERVALS.—The student should mark over each interval its name and
qunll‘ity (a8 major 2nd, perfect 5th, &c.) and the number of semitones it contains.

|
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Caartar II. T0 SEOTION 13.

" The student should construct scales in several major keys, marking no signature, but
placing the sharps or flats before the proper notes, so as to induce the correct arrangemen
of the notes with reference to the key-note, and the consequently correct position of the
semitones and tones; thus—

—_—
1 o

3 . 1
— |
1 —
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[ 188

CuAPTER 1IV. TO SECTION 9.

ExXERCISES to be written in four parts and in score. (Definitions, sect. 4),
ExpranaTION.—Each bass note is the root of a common chord.

11
@: \Js- 1 =

ITI.
eggg; o —1 i 1 1 1 T T T—= t o )

— 1 1 —=1 = - t 1 FE
IV. — —
¥ yo— Yo
—F i = e — S — -t ——




PROGRESSIVE EXERCISES. 6?

Cuaprer II. TOo SEOTION 19.
The student should write scales in several minor keys, marking the signature of tne
relative major key, and placing the accidental sharp or natural before the leading-note
where it occurs ; thus—

+
h 4+ ) | 1 1 >

CuaAPTER 1V. TO SECTION 13.

ExeRoises te 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 so marked in the part: where

it occurs.

CuapTER 1V. TO SECTION 20.

ExERrcIsEs to be written in four parts,
ExpLANATION.—When the figure 6 is marked over or under a bass-note, it signifies taat

such note bears a 1st inversion.

OuaprER 1V. TO SECTION 25.

ExpPLANATION.—A. sharp, flat, or natural, before any figure, signifies that the note repre-
sented by such figure is to be sharp, flat, or natural ; thus, t6 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 &

XL  btse e & & e e & bt

i K 2
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CaartER IV. TO SEOTION 81.

ExrLANATION.—The figures ¢ over or under a bass-note, signify that such note bears a
2nd inversion. The figures § arejemployed to contradict any previous figuring on the same
note. Two sets of figures over ope bass-note, signify that the time of the upper parts is to
be divided between the two chords indicated by such figures.

xIv. 8 [ e 5 4 :

LY
L X

Cuarrzr V. 10 SmorION 5.

The student should write exercises of his own on common chords and 1st and 2nd inver
sions, introduciog examples of dominant and tonic pedals; and in exercises on subjects
subsequently explained, it will be desirable also occasicnally to exemplify the employment
of pedals.

Caarrer VI 10 SxcriOoN b.
The stu ent should write exercises on ascending and on descending sequences; at first
~asking the original progression consist of two chords; afterwards making the original pro-
gression cousist of hree or mare chords
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OnarrER VIL TO SECTION 3.

Exxro1sEs on passing-notes, some of which are in the bass, and others should be intro-
duced in the upper parts when they can be properly approached and quitted.

ExPLANATION.—A line over or under several notes, signifies that the chord belonging to
the first of such notes is to be retained or repeated so long as the line continues. A line
drawn from any figure signifies that the chord or the note in a chord, indicated by such
figure, is to be retained 8o long as the line continues.

Cuapter Il. . Secrions 20 To 23.
The student should write the arbitrary minor scale in several minor keys, marking the
signature of the relative major key, placing the accidental sharps or naturals before the
6th and 7th in ascending, and contradicting these in descending; thus:—
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Cuarrer VIIL SEecrioxn 6.
ExpranaTioN.—The figures 9 8 signify the suspension of the 9th and its resolution;
the part that contains which must have two notes equivalent in time to the longer notes
of the three other parts.

XXTI. 38— 6 & o8 6 08 988 98 8 8 8

CaaptER VIII. SECTION 7.

ExpLANATION.—The figures 7 6 signify the first inversion of the suspended 9th and
its resolution.

XXII. ., 7 @ 7 6 7 8 8 7 8 7 8 78 —— 86— g4
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CuarTER VIII. SEcTION 8.

ExrranaTion.—The figures §— signify the second inversion of a susperded 9th and
its resolution, the line from the 6 denoting that the note indicated by this figuve is to be
retained while the 5th proceeds to the 4th.

Cuarrer VIII. SeoTioN 9.

- ExpLANATION.—The figures 3~ signify the last inversion of a suspended Yiu; and the
lines drawn from these dencte that the chord is to be retained until the'resolutior of-the bass on
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the roxt note. The figures E signify that the root of the chord is to be included in the
upper parts.

— ——
XXV. 6 8—— 76 0 8 6 o 9—— 7 6 9

CuarTER VIII. SEcTION 10.

ExpLANATION.—The figures ¢ 8, or s s, signify the suspension of the 4th and its
resclution.

s
mosso,gsveos 48 6— 48 4

CumarTEr VIII. SEeorion 11,

ExpraNATION.—The figures §__8 signify the first inversion of the suspended 4th and its
resolutior.
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CraPTER VIIL SzorIoN 12,

ExrpranaTION.—The figures {_° signify the second inversion of the suspended 4th and
its resolution.
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CrarrERr VIII. SEoTION 13.

ExrrLARATION.—The figures 3 signify the last inversion of the suspended 4th; «nd
the lines drawn from these denote that the chord is to be retained until the resolutior. of
the bass on the next note.

s——o — » 3
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Cumaprer VIII. Seorion 14.

ExprLavATION.—The figures 5 6 signify the suspension of the dissonant 5th and its
. esolution,

[ X} 98 f#— S$56 98 4 8
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Cuarrer VIII. SkcrioN 16,

Expravation.—The figures 5 ° signify the inversion of § with the 4th in the bass.
The figures 375 signify the inversion of 9 with the 9th in the bass.
mn. ~ ~ o
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Cuarrer VIII. Szorox 17.
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Caaprrer VIII. Seoriox 18.

ExPLARATION. —Lines drawn from one note, or from the figuring of one note, to a sccond
note, signify the suspension of the chord belonging to the first note, over the second; the
fig-ares that follow such lines, signify the resolution of the chord.
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CuartER IX. TO SECTION 4.

ExpraNATION.—The figure 5 with a § or || before it, and no figure after it on the same
note, signifies the essential discord of the augmented 5th.
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OnarreR IX. SEoTION 5.
ExrraNaTION —The figures g or ; over the dominant, signify the first inversion of the

augmented 5th. .
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CaarTER IX. SEOTION 6.

ExprLANATION.—The figure 5 on the third degree of the major key, denotes the nec essity

to prepare and resolve the dissonant 5th.
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CHAPTER X. TO SEOCTION 3.

ExpLaNATION.—The figure 7, with no figure after it on the same bass-note, signifies
that the bass is the root of a chord of the Tth.
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CHAPTER X. TO SEOTION 5.

ExpranaTioON.—The figures § signify that the bass bears the first innesss of a chord of
the 7th.

XLIL, 8 ]

® Wi:Lout the dissonant 5th, which cannot be prepared.
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CHAPTER X. SEOTION 6.

ExprANATION.—The figures # or 3 signify that the bass-note bears the third inversion
f a chord of the 7th.
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CuarrErR X. SEoTIOoN 10
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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 the
chord of the key-note, introduce the discord to be exemplified, and end with a full close
(Definitions, Section 20). To ensure the completeness 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 exdmples 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
inversions only should be excmplified. The following are models for such series of exercises
in the major and the minor key.

7TH ON THE KEY-NOTE.

~— -t
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714 wITH DISSONANT 5TH OK THE MEDIANT. 7TH OR THE SUBDOMINANT.
1. e 1 l. & 3 o -

TTH ONX THE DoMINANT.
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CnartER X. TO SEOTION 20.

ExpraNaTION. —The figures §, or 2, signify that the bass bears the socond inversion of
chord of the 7th.

[}
LIL 7 58— 74 48838 [}

Cuarter II. SEOTIONS 24 TO 27.

The student shonld write chromatic scales in several minor keys, marking the signature,
and placing the accidentals before the notes that require them ; thus:—
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CuaprTER 1l. SEcTIONS 24 TO 27.

The student should write chromatic scales in several major keys, marking tke signature,
snd placing the accidentals before the notes that require them ; thus:—

CuartER XI. TO SECTION 10,

ExpraNaTiON.—The figures 3, or 2 when the 5th is a discord, denote that the bass is
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
arv figured like the first and second inversions of a chord of the 7th; the chord which
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follows shows whether the chord is to be regarded as an inverted chord of the 9th, or as s
chord of the 7th,

] 14 L4 [}
LVIIL 1 H g H 4+ g 5 8 E“
q ﬂ:gljﬁ‘ =17 t — —1 18 T—1
—= T 1T . — 1 2 < —} 3T M -}
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2 4 4 4 9 8
=2 [} L 4 4 8 8 [ ] 8 [ ] 8 [ ] 7 ¢ 8
# o | & — 1 T—T T 1 » I
d 11 T— ) 1T T y — T
[=d 6 U.

The student should write a series of short exercises of his own, exemplifying the chords
of the 9th and their inversions on every note of the key, upon the same plan as thowe
exemplifying Chapter X. to Section 11. The following will serve as models.

911! AND TTH ON THE K.n-xm
* 1.
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CuarrER XI. SECTION 11,
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Cuaprer X. Skorions 21 10 27.
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SecTIONS 28 TO 34.

CHAPTER X.
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LXIV. “: 3 [3 e
78 [ 48 8

CeAPTER XI. SEeorions 22 To 24.

ExpPLANATION.—When the figures are not ranged, as is usual, with the higher numbera
above the lower, but have occasionally a lower number above a higher (as s above §), these
figures signify the notes to which those notes should proceed, that are indicated by the
figures ranging with them on the same or the previous bass note; thus in the first bar
of the next exercise, the 9th of F proceeds to the 3rd, and the 7th remnans.
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Cuarrer XL SEeorioN 25.
[ 3] h:

Cuarrer XI, BlC’l’IO1N 35.
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CrarrEr XI. SErorions 36, 37.
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Cuarrer X1I. Seorions 50 To 55.
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CuaprER XIL TO SEoTION 10.°*
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CHaPTER XII. SEeoTIiONS 11 TO 15.

N.B.—It is desirable, when the 11th has been resolved on the 5th of the same 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 so prominent that its repetition in the melody of the

same part would induce an effect of monotony.
8 11 & 11 :

CaaPTER XII. eSno-no?o 17.
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® See Explanation, page 88.
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Cnm?n XI. Skoriox 25. \
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Craprer XI. Skorions 36, 37.
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Crarrer XI. SeorioNs 44 To 49.
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CuarTER XI. BEecrions 50 To 55.
LXXTX. b “z pg h; br .: e 8
8 & 8 1 ¢
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CuaprrER XIL TO SEOTION 10.°*

X .
g7z > 1
h? 0 @S 1

Cuarrer XIL. SEeorions 11 To 15.

N.B.—It is desirable, when the 11th has been resolved on the 5th of the same 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 so prominent that its repetition in the melody of the
same part would induce an effect of monotony.

CHaprTER XII. SxoTioN 16.

® See Explanation, page 88,
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Cuarrer XII. SEorions 18 To 23.
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Orarrer XIII. Sections 9 To 11.
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ExprANATION.—The 13th, when resolved on the major 8rd of another root, is here
written as an augmented 5th to the root ; the rules against false relation, however (Chapter
IIL Secticns 20 to 24), and every other law for its treatment, refer to the note by its real
name, and not by the name under which, in doference to frequent practice, it is here
written.

Crmarrer XTI SeorioN 13.

ExprANATION.—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
exercise the h 4th (§ 3rd) of B should be placed higher in the harmony than th- 5th of B,
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Ouarrer XIII. SkoriON 14.
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CraPTER XIII. SEecTIiONs 16 TO 15

CuarTER XITI. Secrions 20 To 25.
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Cuarrer XIIf. Seorions 29 To 31.
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CaaPTER XIV. TO SECTION 5.

VIl 26 6 %4 #e “: 6 h4 “:
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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 an augmented 6th from each other, not at that of a diminished 8rd; thus, the
# 4th of C should be placed higher in the harmony than the } 6th of C.

x2
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CuaprTER XV.

The Student should write Exercises on Modulation of his own, illustrating the several
rules in this chapter. As the object of such exercises is to practise the art of passing from
one key to another, there can be no further model given for them than the examples in this
chapter, which would leave any discretion to the fancy and invention f the writer. The
end of study is not to fill up the chords upon a given bass, but to invent harmonic pro-
gressions ; and enough has been already shown to enable the student thus to prove hie
talent.
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A.—Dermvrrions, Sect. 20.—It is necessary in a full close that the dominant harmony,
which precedes the final chord, bave the root (Def. sect. 7) in the bass :—

d=g==—F - & S==—"= ===

The sole exception from this is when the penultimate chord consists of the supertonic, with
its 8rd and 6th (Chap. X. sect. 19) ;

a 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 Plagal.

B.—Caar. ITI. Sect. 9.—1It 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
a 2nd, or by leap :—

C.—Cuar. ITI. SEor. 18.—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 a different part from that to which it is assigned in the first chord :—

D.—Cuar. III. S8eor. 17.—Neither may any part proceed by similar motion to the 8th
or unison of the note that resolves a discord, even though coming from any other interval
than the 2nd or Tth ;:—




84 APPENDIX.

E.—Caar. ITI. Sgor. 22.—When the chromatic chord of the minor 2nd of the key
«Chap. IV, gect. 88), and the chord of the dominant aro either of them the first, and the
other the third chord in a progression, there is no false relation between the 5th of the one
and the root of the other :—

@iﬁ%@gﬂ%ﬁ@ F
° Y l l'

\When the first chord is the dominant of a minor key, and the third chord has its root a minor
8rd above it, being either 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 :—

¥.—Cmar. IV, 8eor. 82.—The chromatic common chord of the supertonic, or its
inversion, may likewise be followed by a chromatic discord of the key-note without
disturbing the tonality :—

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. Nc:table instances of this progression from supertonic to
dominant, distinguished from the relationship of dominant and tonic, are when a half
close is employed preparatory to the introduction of a new phrase, probably in a different
key from that which has previously prevailed.

G.—Caar. IV. Seor. 88.—This chromatic common chord on the minor 2nd of the key
is also, though very rarely, taken with good effect in the second inversion :—

e

H.—Crap. VII. Secrs. 4 AND 5.—When the leading-note is & harmony-note, the major
6th is used as a passing-note from or to it :—

o W N J + ]
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When the submediant is a harmony-note, the minor 7th is a passing-note from or to it :—

. =

L—Cnar. VII. Seor. 12.—If two parts proceed together in passing-nutes, when one steps
s semitone that belongs to the diatonic scale of the key, the other may step either & semitone
or a tone :—

When one steps a semitone that is induced by chromatic alteration, the other must step a
semitone also :—

o =

When two parts proceed in 8rds or 6ths, both having passing-notes, the need does not hold
for the note below a root or 5th or Yth to be at the interval of a semitone :—

is.?’*— === :4—*-1_;55'—1 E=E
=

J.—Caap. VIII. SEor. 1.—The sole exception frum this rule is, that the suspended 9th
in one chord may be resolved orf the 3rd of another chord whose root is at the interval of a
8rd below the root of the suspended 9th ;

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.—Crar. X. Sect. 11.—The 7th on the leading-note may likewise be taken in its drat
inversion, firstly, if resolved on the last inversion of the mediant Tth;

==
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and secondly, if resolved on the mediant triad with its 5th duly prepared and resolved :—

f I ——
Efzi'_—:bﬁ;%

L.—Tae Dommant 7TH, p. 87.—In this and every unprepared discord of which the
dominant, supertonic, or the tonic is the root, the discordant notes may be transferred
from one part to any other, and must be resolved in that part in which they last appear
(Chap. VIIL 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.

M.—Cuar. X. Szor. 12.—There are exceptions from the diatonic rule in the treatment
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 intervals are resolved. It may be resolved on an
inversion of the chord of the subdominant—

P J—J' f J:jj _——':eﬂzﬂ.a:ﬂ:;
=i ==
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or upon a chromatic supertonio discord—

i_da a % 143“—

or upon a chromatie tonic discord—

SEELE 1%%

Similar exceptional resolutions are made of the chords of the dominant minor 9th (Chap. XL
sect. 26), the dominant major 9th (Chap. XI. soct. 36}, tue dominant minor 18th (Chap.
XIII. sect. 9), and the dominant major 18th (Chap. XIII. sect. 19), provided, in all cases,
the rules for the progression of the imperfect intervals be fulfilled (Chap. XV. sect. 8).

N.—Caavr. X. 8eor. 80.—This chord may be resolved upon the chord of the subdominant
without necessitating modulation, provided the chords immediately following such resolution
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be characteristic of the primary key; buat then the whole phrase must be regarded, rather
than the two chords, as maintaining the original tonality :—

S A B R P H:‘l:l —
SIS R RIS = =

A proof that the key is not disestablished by this resolution, is, its satisfactory effect when
oocwrring upon & dominant pedal :—

Cipdpui

Simnilar 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.
XIII. sect. 29), and the tonic major 18th (Chap. XIII. sect. 85).

O.—ProGrEssIivE Exercises, p. 77, precede all other examples of chords of the Tth in
the minor key by an example of the Tth.on the key-note, which, like that on the sub.
dominant, can only be used in the last inversion :—

P.—ProcressivE Exercises, 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 :—

S ) | | | ) AL

Insert also an example of the 9th and Tth on the subdominant, which, likewise, is only
svailable in the third inversion :—

e

Q.—Cuar. V. Secr. 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 its
continuance.

R.—Caar. XIV. Sects. 2 and 7.—The dominant generates the supertonic as the third

sound in its harmonic series, and the continnation of this series includes the major 8rd of
o
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the supertonic. The tonic and dominant stand in the same harmonic relationship as the
dominant and supertonic. Hence the dominant and tonic, respectively. are the roots of
the chords of augmented 6th on the minor 6th and minor 2nd of the key.

8.—CmaP, XI. SecT. 20.—When the root and 3rd are omitted, the 7th and 9th cease to
be discords, and are therefore free in their progression, as is the entire chord. The chord
is then identical with the first inversion on the 4th of the minor key. (Chap. IV.
sect. 2). '

T.—Caap. XII. Seor. 5.—If the root be omitted, the chord thus resolved resembles the
chord of the Tth 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.—Caap. 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.

V.—The major 6th of the key 1s 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 the major 3rd of the subdominant, but then is approached
and quitted by s descending semitone. The major 8rd in the chord of the key-note
is occasionally used in the minor key under the same conditions as the major 8rd of
the subdominant.

W.—SuperTONI0 MAJOR THIRTEENTH.—A chord of the major 18th on the supertonie
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
to the 5th.

P Lt Ezﬁ%fzﬂfﬁ': =g
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Tha 18th n:ay Le resvived on the Tth, and then may or may not be accompanied with

the 5th. . N
e !__‘-‘Ti_ji;: S ‘A‘—;——_-;f:'s,i_]:‘il‘:“—_-

Lae

If resolved on a chord derived from another root, the 18th may remain to be the 8rd of the
dominant, but then must not be accompanied with the 7th.

S 1
T

®.% The foregoing instances may be used in the several inversions.

X.—Chap. VIII., sect. 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 to
another note of the chord, provided such moving part approach not by similar motion the
note or the 8th of the note on which the suspension is resolved.

Y.—Chap. XI., sect. 7.—In the inversions of the mediant chord of the 9th in the major
key, and of the supertonic and mediant chords of the 9th in the minor key, the root being
omitted, the 5th ceases to be dissonant, and therefore needs no preparation. (Chap. XI.
sect. 11.)

Z.—Chap. VIIL., sect. 4.—The effcct of consecutive 5ths is evaded if the 5th of the
chord rise to the root, or either fall or rise to the 8rd, when the inverted 9th proceeds to

the root.
§$§—___.:E§B— - = :ﬁ_'l—— _.—E—'—:’_—qF:E

AA.—Caap. III. Seor. 15.—A discordant note may not be doubled, except when it
is repeated as a concord in the following harmony. (Chap. X. Sect. 25.)
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BB.—CHapr. IV. Secr. 13.—REcoMMENDATION : When in & minor key, the chords of
the dowinant 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 8rd

pagrE

CC.—Cmar. VIII. Seor. 14.—The diminished 5th on the supertonic of the minor
koy 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.—Cmar. X. 8eors. 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 Tth is the
same as of that in the.chord of the supertonic 7th when this is resolved on an inversion
of the chord of the key-note.

EE.—Cmap. IV. Sect. 20.—Less objectionable, but still undesirable, is the doubling
of the bass when it is the minor 8rd of a chord, except only in the first invertion of the
triad of the mediant. In the first inversion of s diminished triad (Chap. IV. Sects. 17,
21, and 22) the bass may freely be doubled.
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