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- TRANSLATOR’S PREFACE.

The teacher who, by doing away with a mass of cumbrous and
antiquated Rules, and substituting therefor a simple and immutable
Principle, lightens and abridges the student’s task without any sa-
crifice of thoroughness, may justly be regarded as a promoter of the
best interests of art.

This fact has long been recognized by those studying under Prof.
PAuL’s personal supervision. Through the publication of his Manual
of Harmony the study of the first principles of musical art was
greatly simplified for all familiar with the German language. It has
been the aim of the translator, himself a pupil of the author, to pre-
sent, as nearly as might be, the German sperit of this work in a good
English body; to adhere as closely as possible to the original text,
without, however, hesitating to make such slight deviations as ap-
peared needful for securing directness and clearness of expression.

The elementary law underlying all forms of harmonic combina-
tion, the “Interconnection of the Chords”, is here set forth and il-
lustrated in the most thorough and perspicuous manner, thus sweep-
ing away at a blow the arbitrary “rules” and “exceptions” of former
systems. The science of thorough-bass notation is exhibited with a
precision and fulness of detail such as may be sought for in vain
even in books exclusively devoted to this subject. (This chapter is
given in greatly abridged form in the present edition.) The appendix
contains, in brief, such information as is necessary for a clear un-
_derstanding of the mathematical department of musical science, to-
gether with references to many of the highest authorities in musical
literature. The controversial tone pervading the whole work, which
may be considered by some critics as a blemish, affords a refreshing
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contrast to the dogmatical laying down of the law too common among
books of this class, and will hardly fail to stimulate bright minds to
think for themselves, an advantage which cannot well be over-
estimated. The popularization of many of HAUPTMANN's theories,
through their practical application, forms a prominent and highly
valuable feature of this work.

The (perhaps) somewhat labored explanation of progressions be-
tween “indirectly connected” triads (pp. 17—19) is to be aseribed to
HauprManN’s influence, and may, like the paragraph on the reso-
lution of the chord of the seventh on the second degree in major, be
thought pedantic; in the latter case at least this censure would be
unjust, as the author’s own exposition sufficiently proves.

In the assurance that the work will recommend itself far better
than any extended eulogy could do, this translation is now laid be-
fore the American musical public.

LEerrzic, December, 1883.
THE TRANSLATOR.




AUTHOR’S PREFACE.

The excellent results attending the teachings of the two masters,
Morirz HAurTMANN and E. FRr. RicHTER, have been gratefully
acknowledged by all those who were so fortunate as to enjoy their
instruction in harmony and counterpoint. To the practical discern-
ment of the experienced teacher, E. Fr. RIcHTER, the student owed
his rapid comprehension of the theory of music, and a speedy
familiarity with the science of chords in its entirety; but for the
correction of many errors, — for directing the musical contemplation
to the nature of harmony, — for obtaining a clear perception of that
which may be accomplished in this art, — and for the thorough
mastery of harmonic combinations, which latter, based upon the in-
dispensable principle of the interconnection of chords, were examined
and illuminated from every point of view, his thanks were due the
master MOrITz HAUPTMANN. As a preparation for the study of that
grand monument of genius, the work entitled “Die Natur der Har-
monik und der Metrik” [The Nature of Harmonic and Metrical Sci-
ence] by HAUPTMANN, an extended course of scientific and musical
training is required; RicHTER'S Manual of Harmony, even in the
latest editions, ignores — doubtless intentionally — the light which
the researches of science and pedagogics during the last twenty
years have thrown upon the harmony of SEBASTIAN BACH, the nature
- of the affinity of chords, the subject of acoustics, and on the diver-
sity in the perception of tones. Death has unhappily put an end [to
the oral teaching of both these eminent scholars.

For these reasons one of their former pupils now ventures to pub-
lish a Manual of Harmony, which, while strictly adhering to scien-
tific principles, is nevertheless written in popular form, and easily
intelligible even to the inexperienced. Its object is, to make the
student quickly acquainted with the science of chords, to teach him,
through the working out of numerous exercises, the treatment of
figured basses in all the keys, and, by means of the accompanying
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explanatory observations, to enable him to comprehend the master—
works of earlier as well as of later date, and to attain the degree of
insight and independence requisite for supplying, in the composi-
tions of SEB. BacH and his contemporaries, such parts as are indi-
cated merely by figures. In this Manual, which is intended for
music-schools and seminaries, and also for self-instruction, the author
has endeavored to unite brevity and clearness of style with a posi-
tive and well-grounded exposition of the formation of the chords, an
independent arrangement of suitable examples, and a systematic
explanation of the harmonic progressions employed in strict compo-
sition, showing plainly that upon these latter are based the regular
forms found in the free style; he has attempted to write a manual
of harmony which should meet the practical and scientific require-
ments of the present, and prove really useful to the student of music.
The observant critic will perceive that the author sought especially,
in his disposition of the triads, to make all constituent elements of
the key available, and, in the exercises on the treatment of these
chords, to introduce the augmented triad; to arrange the diatonic
and chromatic progressions of the chords of the seventh methodi-
cally; to explain the structure of the chords of the ninth and of sus-
pended chords ; to further an understanding of the nature of aug-
mented chords, and of the harmonies belonging to the “extended”
minor modes; and, finally, to present a complete analysis of the
system of thorough-bass notation employed in the BacH period, in
order to ensure a proper comprehension of the same.

Although claiming the independent authorship of this work, the
writer is far from considering it perfect; regarding it as a duty to
adhere to the principle, that everyone should, until the close of his
career, seek to learn, and to combat Ais own infirmities.

While ready to defend the principles laid down in this book, the
author will be thankful for any corrections proffered by competent
crities.

May this Manual of Harmony meet with a friendly and favorable
reception. -

Lerrzic, May, 1880.
OSCAR PAUL.
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CHAPTER 1.
The Scales.

In the scale a definite position is assigned to each tone. The harmonic
relations of the various tones can, however, be comprehended only after
gaining a knowledge of the chords. The beginner must therefore first of
all learn the structure of the several major, minor and chromatic scales
mechanically. All scales progress, both upwards and downwards, in a
succession of seconds. A second is the progression from any tone in the
scale to the next one. Those seconds which occur in the major and minor
scales are called diatonic seconds, to distinguish them from the chromatic -
seconds, which are found in the chromatic scale. [See Notes I and II].
In the major and minor scales we find [with the single exception noticed
below] major and minor diatonic seconds; in the chromatic scale only
minor diatonic seconds and chromatic seconds. [The progression of a
second is called a step, to distinguish it from progression by a- wider in-
terval, which is called a sksp.] The scale of C-major is composed of the
following tones :

On examining this scale we perceive, that between the first degree and
the second, the second and third, the fourth and fifth, the fifth and sixth,
and the sixth and seventh, major seconds are to be found; between the
third and fourth, and seventh and eighth degrees, are minor seconds.

On the other hand, the chromatic scale beginning on C, which is"
formed by using sharps (#) (i . signs which raise the notes before which .

they are set by a chromatic semitone):
0

G o

6;—/5-—- oW

2 3 4 5 6 7 8" 9 40 11 13 43
has chromatic seconds between 1 and 2, 3 and 4, 6 and 7, 8 and 9,
10 and 11; and diatonic minor seconds between 2 and 3, 4 and 5,
5and 6, 7 and 8, 9 and 10, 11 and 12, 12 and 13.

Paul, Harmony. 1
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If the chromatic scale be formed with the aid of flats (b) (:. e. signs
which lower the notes before which they are set by a chromatic semitone)
and of naturals (h) (s. e. signs which restore a note previously raised by
a sharp or lowered by a flat to its original pitch):

O

2 3 4 5 6 7 8 9 410 11 12 13

chromatic seconds occur between 2 and 3, 4 and 5, 7 and 8, 9 and 10,
11 and 12; diatonic minor seconds between 1 and 2, 3 and 4, 5 and 6,
6and 7, 8 and 9, 10 and 11, and 12 and 13.

All major scales are formed alike. They may be exhibited, using ‘the
violin-clef and the bass-clef alternately, and marking the diatonic minor
seconds by curves, as follows :

C-major. G-major;
U~ : = IraYr:] —
=
—— = 11 o

@;;‘v_g_g
1 2 8 4-83 6 7 8 1 2 3 4 5 6 7 8

ok D-major. A-major.

A\ p— 7 —

T = 7 ﬁj—_ﬁf
S " 1T Ll T
14 2 3 4 5 6 7 8 1 2 38 4 5 6 17 8
E-major. B-major
m -
anth - _u. _QI__QJ
. — % —ﬁ_"
1 2 3 4 85 6 7 8 1 2 3 4 5 6 7 8
F# -major. F-major
o & 8 -
- 2 —5: —5—
- ez
1 2 3 4 5 6 7 8 1 2 3 4 5 6 7 8
Bl?-major. Eb-mnjor
o1
Thll = > ll(\: | —
z = —e—Z——HZbh =&

G ———— =
1 2 8 4 5 6 7 8 1 2 8 4 5 6 7 8
Al?-major. a’ - b—ma,]or Sz
~ & i ] Ve YO —‘fa—ﬁ—a———-

£y o ezt ERES S E|

v 1 2 3 & 5 6 7 8 "1 28 4 56 7 8
Gb-major

il

b "' ) _1—93_9—&_ T

It

. i g
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The minor scale has two forms: the Aarmonic and the melodie. Taking
the scale of 4-minor as model, the harmonic minor scale would appear
thus:

0 Lt #a/-“ #a o
X . S S——"— 1T
A - - # 1
1 2 3 4 58 7

In this scale minor diatonic seconds are found between the second and
third, fifth and sixth, and seventh and eighth degrees; major diatonic
seconds between 1 and 2, 3 and 4, 4 and 5. Between the sixth and

seventh degrees an interval occurs which is greater by a

chromatic second than the major second =. This interval be-

tween the sixth and seventh degrees of the harmonic minor scale is called
an augmented second, the interval of a major second being augmented by
a chromatic semitone. This augmented second is considered an unme-
lodic interval in the strict style of composition, and therefore undergoes
a change in the melodic minor scale. In upward progression this change
is effected by raising the sixth degree of the harmonic scale by a chro-
matic semitone (= chromatic second); and in downward progression by
lowering the seventh degree by a chromatic semitone, in which latter case
the sixth retaing the same position as in the harmonic minor scale. The
melodic scale of A-minor is therefore formed thus:

. —
P -2 Yo o,
“ 4 2 38 4 5 6 7 8 7 6 5 4 3 2 1

It is evident that the augmented second is removed ; that between the
third and fourth, and seventh and eighth degrees, moving upward, and
between the sixth and fifth, and third and second degrees, moving down-
ward, minor diatonic seconds are to be found; and that all the remaining
steps are major diatonic seconds. The following harmonic and melodic
minor scales, in which the minor diatonic seconds are marked by curves
above, and the augmented seconds by curves below, should be thoroughly
impressed upon the memory. [See Note IIL.]

A-minor.
Harmoniec.
0 -———#@—9'—2-
W —e—a—e—ﬁﬂz
g . 4
Melodic.

,,m—*—dﬂ“’i T afi*é——a:ﬁ:
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. Melodie.
rY.d H
[X-3 iy —
il —— — 10
~ = 4_5._7__11_
- “ T e
14 2 3 4 5 6 7 8 7 6 5 & 3 2 4
B-minor.
ol Harmoniec.
[y iy — 111
i =i = -+
— - > Le_ NISR | —
z —= = . e
[] 2 3 4 b 6 7 8 7°6 5 & 8 -2-4d
, Melodie. u — —
: ——, . = - — 11
2 —LQIF:ﬁ:
4 2 3 4 5 6 7 8 7 6 5 & 3 3 1
-minor.
Harmonic.

lZ\t[elodw.
Q g" i e I
7 6 5 4 3 2 1
Cf-minor. \ .,

Harmonic.

= 3-
1 2 3
. Melodlc.

%f , L’:‘ﬁg
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~-minor.
Harmoniec.
ﬂ_‘lul. — fe“ — 1T
4 2 8 4 5 6 7 6 5 4 3 3 1
u_Melodic.
UL — Ir
— T 7 & n — j‘;
Z p— X
" - [ 1 i _";}ﬁ =z
4 2 8 4 5 6 7 8 7 6 5 4 3 2 1
D-minor.
Harmonic.
T%—"I WL&W{{
§ 3 2 1
Melodic.

=

2o = e ]
z = o — 1_97;?—_.11_

:

L
=

G-minor.
, Harmonie. —

_—‘,,_2—9—r9_ 2 18

7 8 7 6 5 4 3 2 1

Melodio.

o 8 } T - T
5 Ee————=t
1 2 38 & 5 6 7 8 17 6 5 & 3 2 1

C-minor.
Harmonic.

Ww
Melodie. ~
%hﬁfeﬁ—’j a_bq’—‘—‘—ﬁ;&

F-minor.
Harmonio.
0 —“—q%
%‘T’ﬁ : 93—11
L]
Melodiec.
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Eb-minor.
Harmonic -~
7 b T — — T
L = A -
o i 2 3 4 5 6 7 8 17 6 5 & 3 3 1

] Melodic.

0 — 1 1r
QW. — .
- e —————— —'—‘—jm-é—z—_—:ﬁ__,ﬁi_

- -
1 2 38 4 5 6 7 8 7 6 5 & 3 2 A

CHAPTER IL
The Intervals.

An interval is the difference in pitch (in point of gravity or acuteness)
between two tones.
The musical intervals, taking the note ¢’ as basis, are:

I. ) Consonances formed above the basis:
0

T L | T T T 11
ﬁ_———i—é‘_‘} e R — | 1 t— + a—'f—ba—jt
I, J—| Z — T o —
v e - - - < -
Octave. Perfect Perfect Major Minor Major Minor

Fifth. Fourth, Third. Third. Sixth. Sixth.

b). Consonances formed below :

<5 & - - - 2 b )
S ——— " i 7 1t
—T 1

=2 B 1 1
A 1 1 1

==

1
Prime.  Perfect Perfect  Minor Major Minor Major
Fourth. Fifth. Sixth. Sixth.  Third. Third.
The octave, fifth and fourth are designated as perfect intervals because
they are alike in major and minor. C-major and C-minor for instance
have the same octave, fifth and fourth. The thirds and sixths, on the
contrary, differ in major and minor; C-major has a major third and major

sixth; C-minor (harmonic) has a minor third and a minor sixth.
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From the above examples it is plain that the “Consonances formed
below” are the inversions of the “Consonances formed above”, and wvice
versa. The downward inversion of an interval consists in setting the upper
note of said interval an octave lower, the lower note retaining its original
positién ; the upward inversion consists in setting the lower note an octave
higher, the upper note retaining its position.

II. (a) Diatonic dissonances formed above the basis:

Major Second.  Minor Second. Major Seventh.  Minor Seventh.

fal

T J- n "
& i s
o - Z - 7 - -
b) Diatonic Dissonances formed below :

- < < <

faYl T T I = I ba Jr
—J= - 1 b 1 1 1N
= -, : Ve ‘{ r i

Minor Seventh. Major Seventh. Minor Second. ~ Major Second.

This table shows that the inversion of the major second gives the minor.
seventh ; that of the minor second the major seventh; that of the major
seventh the minor second ; and that of the minor seventh the major second.

III. Chromatic dissonances and augmented and diminished intervals.

a) Chromatic second, formed above: ; this interval is

< 56

formed by raising the tome taken as basis a chromatic semitone;
in this case by a simple sharp; at other times by a }§ or a x. In various
manuals of harmony this interval is designated as the “augmented prime”.
The prime and octave are, however, strictly speaking, invariable tones, '
which do not admit of expansion in either direction; in the formation of
intervals the prime is to be regarded as the point of departure, and the
octave as the extreme limit; it is therefore incorrect to speak of aug-
mented and diminished primes or octaves. )

5) Chromatie second formed below: f5————. Both of these chro-

matic seconds must be carefully disting’uish:l‘ from the minor diatonic se-
conds occurring in the diatonic scale, e. g. the interval e-f or 3-¢’ in the
_ scale of C-major, or in the harzf:}l]ic A-minor scale; or in general the
interval between the third and , and seventh and eighth degrees in
any major scale, and between the second and third, and fifth and sixth
degrees in any harmonic minor scale.
¢) Augmented intervals formed above. Every such interval is formed
by raising the higher tone of a major or perfect interval a chromatic semi-
tone. For example ¢’-d’ is a major second, ¢’-d'§ an augmented second
formed above : ‘

-
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Major Second. Augm. Second.

£ f
@67%{6#,—_11

¢'-g’ is a perfect fifth, c’-g'4 an augmented fifth formed above :

Perfect Fifth. Augm. Fifth,
o 7 1L 118
1T o 1T
ﬁ = 1 B 1T
7 A 11 i o J1
4 < -

The following intervals are therefore to be designated as angmented
intervals formed above:

Augm. Augm. Augm. Augm. Augm. Augm.
Second. Third. Fourth. Fifth. Sixth. Seventh.
I T T I 1T
| I T | B 7=J— | E—
— - 1 AL 11
S EE - - -
¢ - dl I _ cl —f'# o - gr# Py _av# o - b’#

d) Augmented intervals formed below. Each of these intervals is for-
med from either a major interval or a perfect interval by lowering the
lower tone by a chromatic semitone. Taking the major second ¢'-bp for
example, #-bhp would be the augmented second formed below; c'-g is a
perfect fourth, ¢’-gh an augmented fourth formed below :

< bo b - }2;-

==

I
L
==

Major Second. Augm. Second. Perfeot Fourth. Augm. Fourth.

The augmented intervals formed below would therefore be as follows:

/- b ¢ -app c’ - gl? c’ - fb c' b o-dpp

< 19- -
4 1
1 1
Augm. Augm. Augm. Augm. Augm. Augm.
Second. Third. Fourth. Fifth. Sixth., Seventh.

¢) Diminished intervals formed above. Each one of these intervals is
formed from either a minor or perfect interval by lowering the higher tone
a chromatic semitone. For instance, ¢'-d'h being a minor second, ¢'-d’pp
would be the diminished second formed above (in practice this interval is
also called an “enharmonic step”); ¢'-f' is the perfect fourth formed above,
and ¢'-f'p the diminished fourth :

Minor Sgcond. Diminished Second. Perfect Fourth. Diminished Fourth.

t]r'll:
bz——F
-

ettt

1
1
1
- b = Wz . 3-

bt

ﬁrZ\*
&
o/
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The following intervals are therefore to be considered as diminished
intervals formed above :
Dimin. Dimin. Dimin. Dimin. Dimin. Dimin.
Second. Third. Fourth. Fifth. Sixth. Seventh.

; 1 b + e'M—Jr_”—+| 9' ﬁ__ﬁza:i:ﬂ”:_ﬁ
Toabh  Geebh oepth  T-gbh  e-abh  oovbh

J) Diminished intervals formed below. Each of these intervals is for-
med from either a minor or perfect interval formed below, by raising the
lower tone by a chromatic semitone. For example, ¢'-b being a minor
second formed below, ¢'-6% would be the diminished second (also called
in practice, an “enharmonic step”); c¢'-g being the perfect fourth formed
below, ¢'-g4 would be the diminished fourth:

- < 4 - e
-] L.
> 1 ——F Z—H  iam—
4 1 1 | 11
1 1 1 AL

Minor Second. Diminished Second. Perfect Fourth. Diminished Fourth.

The following would consequently be the diminished intervals formed
below :

i At BT BEAT AL AL

- bl P - m
O I o [ ]
1 1 1 T 1 i) 1T
Dimin. Dimin. Dimin. Dimin. Dimin. Dimin.
Second. Third. Fourth. Fifth. Sixth. Seventh.

The pupil will notice, on examining these tables, that the diminished
intervals formed above are the inversions of the augmented intervals
formed below; and that the diminished intervals formed below are the
inversions of the augmented intervals formed above. The following tables
of all intervals and their inversions will facilitate the comprehension of
the foregoing rules.

I. Consonances.

Perfect  Perfect Perfect  Major Minor Major Minor
Octave.  Fifth.  Fourth. Third. Third. Sixth. Sixth.

|§—z" ] : T = = — T
N — —_— 1 1 - T 2. 1
_;_i?_?:._i'__d_l_Q_L__pg ———] im—
ha I - L:
e e e

Perfect Perfect Perfect  Minor Major Minor Major
Prime.  Fourth.  Fifth, Sixth, Sixth. . Third. Third.

«
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II. Dissonances.
1. Diatonic Dissonances.
Major Second Minor Second Major Seventh Minor Seventh

. formed above. formed above. formed above. formed above.
IT‘} | I I ¢ T
& + ——s —e——f
I I I 11

o - Z = 02 - -

0y I n T & | . ba T
. ~ ] b 1 1 1
[~ b 1 [ 1 a1
T I T -y

" Minor Seventh Major Seventh Minor Second Major Second

formed below.

formed below.

formed below.

2. Chromatic Dissonances.

+  Chromatic -Second above.

formed below.

Chromatic Second below.

Q@lga

Cross-relation arising from
inversion of the chromat,
second formed above.

Cross-relation arising from
inversion of the chromat.
second formed below.

In examining the structure of these intervals, the relation subsisting
between the tones constituting the chromatic seconds formed above and be-
low, and theirinversions, ¢. ¢. the cross-relation [also named the inkarmonic
or false relation], which latter is proscribed in strict composition, should
be particularly observed.

Augm. Augm. Augm. Augm. Augm. Augm.
Second Third Fourth Fifth Sixth Seventh
above. above. above. above. above. above.
ol .
l2< ] T — — T
1 T} 1 Iy 1 . 7Y I ~4 [ ”- 1T
— - 1 1 P i 1 kil 1 LY i
I@ #@ = 1% e - -

_ﬁg_;_“

- i 1. '
Y———f—f > # 1 H
\iJ 1 . [ N
iif 1 1 j N 1 I
Dimin, Dimin. Dimin. Dimin. Dimin, Dimin.
Seventh Sixth . Fifth Fourth Third Second
below. below. below. below. below. . below,
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Dimin. Dimin. Dimin. Dimin. Dimin. Dimin.
Second Third Fourth Fifth Sixth Seventh
above. above. above. above, above. above.

i
%:_
|

@—bb@—}—ﬂ?g P - - <

L 1 'm P bba
e e e e e i
L 1 | T 1 11
Augm. Augm. . Augm. Augm. Augm. Augm.
Seventh Sixth Fifth Fourth Third Second
below. below. - below. below. below. below.

The task now before the pupil consists in taking each note [in the
chromatic scale] as basis, and naming the intervals to be formed upon it,
without using music-paper or the piano. The employment of the latter
would often only serve to confuse him, because of the “equal tempera-
ment” [see Note IV] of this instrument, im consequence of which such
tones as ¢'# and d'p, ¢’ and 34, ¢’ and d'pp ete. are sounded by one and
the same key, and consequently have the same pitch; the ability to tink
in accordance with the system of pure harmony, which is, for musical
orthography, the only correct and really significant one, will be seriously
impaired, if the learner has not previously acquired practice in the form-
ation and employment of the various intervals.

On the piano and organ, the tuning of which is “tempered” in conse-
quence of their mechanism as keyed instruments, the exact pitch of the
intervals cannot be ascertained, each key being used to produce tones
dissimilar in their pitch and harmonic relations as well as in name. For
instance, the tone ¢’ is, on the piano and organ, the same as 54 or dpp;
the chromatic second ¢'~¢’ 4 the same as the diatonic minor second ¢'-d'7;
" the augmented second c"-d’ § the same as the minor third ¢’-¢'p etc. The
learner will therefore do well to conceive the musical intervals as sung
rather than as-played. In the “equal temperament” of the piano and
organ the following intervals are, fqr example, alike :

0
I 1 1L
: 11 1
I

A | - | | . |
1 1T
—— — 11 i 81 'A’— n T "
E ogo Sz =z "% o 9’-_%-
Fal
11 10 IEf i O— I _JE*
5 lo < - < - & < & - & go

which shows that musical orthography cannot be based upon the key-
board of the piano or organ. Correct musical thinking can be done only
in accordance with the rules of pure harmony; the piano may be used
occagsionally when the learner finds it necessary to assist his thought by

means of audible tones; in such cases the true harmonic relations should
of course be carefully kept in view. '

t———
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It may be mentioned here, that perfect octaves, fifths and fourths were
formerly classed as perfect consonances, and thirds and sixths as imper-
feot consonances. This classification, which properly belongs under the
head of “acoustics”, is not applicable to musical practice, and stands in
need of correction in any case [compare Notes IV and IX].

CHAPTER 1IIL
Keys and Chords.

Every tone receives an intelligible designation and [harmonic] signi-
ficance in the key. The key may be exhibited not only through the
scale (i. e. the succession of notes which, arranged in a series of steps,
are to be regarded as the separate elements of the key in their relation to
the tonic), but also by means of letters, for the purpose of showing the
relation of the chords one to amother. As each individual tone obtains
musical significance only through its connection with the key, in like
manner every chord formed according to acoumstic principles must be
named with reference to its position in some key [see Note V]. Before
proceeding to the system of alphabetical notation it is necessary to state,
a8 an axiom, that each chord has an individual character, which, however,’
is made fully apparent only through its relation to other chords. This
relation is based upon the

Interconnection of the Chords

an understanding of which is most readily obtained by using the system
of alphabetical notation introduced by Moritz Hauptmann. According
to this system, if the key of C—major be taken as illustration [of the
magor mode*], the tonic [or key-note] is represented by a capital C. The
fifth, the opposite [see Note VI] of the tonic, is also represented by a
capital letter, in this case G. The third, or mediant, is represented

by a small e. These three notes constitute the major triad

[triad = common chord] which would be given, according to Hauptmann’s
formula, as C-¢e-G. The major friad is formed by a combination of two
intervals, in the above example C-¢ and e-G'; the lower, C-¢, is a major
third, and the higher, -G, a minor third.

In the same way another major triad can be formed if G' be taken as

basis or as expressed in letters G-6-D. As regards the relation

*) The term “mode” is synonymous with “model key”, or key in the abstract. T¥r.
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in which these two chords C-e-G' and G-5-Bstand to each other
:=%—, C-¢-G is named the chord of the tomie, the foundation-

chord of the key of C-major ; G-b-D is the chord of the dominant, govern-
ing or determining the character of the same key above the chord of
the tonic, and standing in opposition to that chord. The triad F-a-C

— also stands in opposition to C-e-G, and is called the chord of

the sub-dominant, determining the character of the key below the tonic,
the note F being the fifth below the tonic C. These three chords C-e-G,
G-b-D and F-g-C form the foundation of the key of C-major, which is
represented in letters as follows: F-q-C-e-G-b-D, or as represented

in notes:
g - z J ,. '
1 2 3 4 5 6 171 8

To ensure an understanding of the relations of the chords, the three
Fundamental Triads
C-e-G, G-b-D and F-a-C are marked by curves above the letters :
. Fa-CeG-bD.
These fundamental triads are based upon the first, fourth and fifth degrees

-of the scale, as shown below:

L
a7 1t

1 2 3 4 5 6 7 8

On examining the connecting links between the chords, s. e. such tones
as are common to any two of them, it is evident that C is the connecting
link between the chords F-a-C and C-e-G. The tone C being the fifth
above F and the fifth below G, it is clear that the relation of the above-
named chords to each other is dependent upon this position of C. These
chords are consequently designated as “chords connected through the fifth”.
The two triads C-e-G' and G-b-D are likewise chords connected through
the fifth, the connecting note &', which is common to both, being the fifth
above C and the fifth below D. The tonic triad C-e-G is therefore
connected through the fifth with both the sub-dominant triad F-a-C and
the dominant triad G-5-D. Taking an example in four-part harmony,
which is chosen in order to obtain, through the bass, a firm foundation
for the musical progressions, we perceive that the progression from one
triad to another is accomplished by the aid of their connection through
the fifth, the connecting tones giving harmonie stability to the progressions.
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We first set the notes C, F, C as bass (or harmonic basis) for a progres-

- gion of triads in which the fundamental chords formed on the above-
named notes are to be employed, and write the example in close position :

Beslaiy!

|; s

[~4

In this example the notes in close position are arranged in such a manner
that G, the highest note of the first chord, which is the tonic triad C-e- G,
stands to the bass-note C in the relation of the fifth. This relation is not
altered by the fact that the note C' (the so-called little ¢ if named accor-
ding to absolute pitch) lies an octave lower than the C (= ¢) which
appears in the third part. (The parts are here numbered according to the
usual method, the highest being called the first, the next one below the
second etc.) The position of the first triad, with the fifth in the first part
[soprano] is marked at the beginning of an example in harmony, by a 5.
The progression from this chord to the triad F-a-C, with which it is
connected through the fifth, is accomplished by the movement of the notes
eand G to F and a respectively, C as connecting link remaining station-
ary ; in the retrogression from F-a-C to C-¢-G the notes F and ¢ move to
e and G, C remaining as before stationary. The contrary motion observ-
able in this example between the bass and the two highest parts is con-
sidered preferable, inasmuch as it brings the difference in character
between the two forms of chords into sharper contrast.

The following examples show the progressions as they appear when
the first triad takes the two remaining forms of close position :

Octave in 'Soprano. Third in Soprano.

LA\

—o

8 - 3

v_‘ I:i i i i l| E—'Tl I

The figures 3, 5 and 8 mdlcate that the third, ﬁfth or octave is to be
taken in the soprano. 9

The progression from the tonic triad to the dominant triad, and wvice
versa, i3 to be effected in a similar manner, it being necessary to pay
special attention to the connecting link G only. The examples here given
in the three forms of close position will suffice to illustrate this connec-
tion:
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Proceeding with the analysis of the formula F:;:C-e—G'—b—D, in which
the fundamental triads are marked by curves, we find that another triad,
of different character, lies between the triads of the tonic and sub-domi-
nant, ¢. 6. on the sub-dominant side of the formula; another triad of
different character is also to be found between the triads of the tonic and
dominant, ¢.e. on the dominant side of the formula. We mark these
two triads a-C-¢ and e-G-b by curves under the letters; it must be borne
in mind that these triads, while resembling each other, are quite different
in character from the three fundamental triads. In respect to these latter
it has already been shown that they have, through the position of the
thirds, the major third being below and the minor third above, a major
character; in the subordinate triads ¢-C-e and e-G-3, in which the po-
sition of the thirds is reversed, the minor third being below and the
major third above, we find the opposite of the major character, which is
the minor. These two minor triads are based upon the sixth and third
degrees of the scale :

O 2__
A 2 3 4 5 6 7 8

The triads of the second and seventh degrees still remain to be noticed.
By means of our alphabetical formula the organic connection of these two
triads with the fundamental triads can be shown, after pointing out the
various connecting links to be found between the several fundamental and
subordinate triads in the formula

F-a-C=-G-4-D.

For instance, in a-C-e and C-e-G the tones C-¢ are common to both.
These two tones form the interval of a major third; these triads are
therefore to be regarded as “connected through the third”.2 The triads
e-G-b and C-e-G are also considered as “connected through the third”,
the tones ¢-G, which are common to both, constituting a minor third.
~ After apprehending the principle of this relation it is easy to perceive
that the triads a-C-e and F-a-C are connected through the minor third
a-C, and also the triads e-G-B and G-b-D through the major third G-5.
Progressions between triads thus connected are accomplished in the same
manner as between triads connected through the fifth; except that in this
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latter case we had but one tone as connecting link, whereas between
triads connected through the third two such tones are to be found, as is
shown in the following examples:

Fifth in Soprano. Octave in Soprano.

— —

Third in Soprano.
e

v 3

S e e e e e e —
Triads having one tone in common, as marked by one ligature, are
connected through the fifth; those having two tones in common, as mar-
ked by two ligatures, are connected through the third.

" As remarked above, triads are still lacking on the second and seventh
degrees of the scale; they may be added to the formula for C-major,
F-g-C-e-G-b-D, in the following manner., The formula is enclosed by
a line drawn at either limit /F-a-C-e-G-8-D/: the fifth of the dominant
triad, or D, is written next the fundamental note of the sub-dominant
triad, which is #; and the fundamental note of the sub-dominant triad,
F, i3 written beside the fifth of the dominant triad, D. The formula
now appears thus:

D|F-a-C-c-G-5-D|F

S— —— ~—
Il @
. ¥ — J—
1 2 8. 4 5 6 7 8

The two new triads obtained by this procedure, D/F-a and 4-D/F,
are based upon the second and seventh degrees of the scale. The chord
upon the second degree sounds, on the piano or organm, :. e. in the tem-
pered system of tuning, like a true minor triad. In pure harmony however
this chord on the second degree of the major scale is by no means a
true minor triad, for the reason that the interval D-a is not a perfect
fifth, but is, as proved by mathematical analysis, a somewhat lesser inter-
val. For this reason it would be well to designate this triad as a dimin-
ished triad of minor character; because, although in the system of “equal
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temperament” now generally employed it usually makes the same impres-
sion on the ear as a minor triad, its fifth appears in pure harmony, when
compared with a perfect fifth, as diminished. The triad based ‘upon the
seventh degree of the scale is on the contrary immediately recognized as a
diminished triad not only in pure but also in tempered harmony, its fifth
being a decidedly lesser interval than the perfect fifth. [See Notes III
and VII].

In practice the two intervals 3-D and D/F, which, when united, con-
stitute the fifth which forms the boundary of the key, as represented in
the alphabetical formula, are treated as minor thirds.

The entire key has therefore the following triads:
D/F-a-C-oG--D|F

~—

the fundamental triads are indicated by curves above the letters, and the
subordinate triads by curves below. We observe, on inspecting the chords
of the key of C-major, that neither the triad D/F-a nor the triad 5-D/F
is directly connected with the tonic triad C-e-G, they having no tone
in common with the latter. A connection can be effected, in either case,
through the aid of two other triads. These are, on the sub-dominant side :
(1) a-C-¢, which is connected with C-e-G through the third, and with
D/F-a through the fifth; (2) F-a~C, which is connected with C-e-G
through the fifth and with D/F-a through the third; on the dominant
side: (1) e-G-b, which is connected with C-e~G through the third and
with &-D/F through the fifth; (2) G-3-D, which is connected with C-e-G
through the fifth and with 5-D/F through the third. Hauptmann attempts,
in view of these indirect connections, to explain the progression from
C-e-G to D/F-a by interpolating, and tona. certain extent using as a sub-

stitute for the former, the triad a-C-e: J@—E ; and by sub-

stituting in the progression form C-e-G to b—D/F the triad e-G-4 for

C-e-G: =&— , The desired end is far more easily attained

if we regard D/F-a and b-D/F as compound triads, and attempt to find

the connecting harmonies between these compound triads and C-e-G

(taking the latter as starting-point), by first gaining, within the boun-

daries of the enclosed formula /F-g-C-e-G-b-D/ a connection with D

and F, and then finishing the progression. With the addition of a bass
Paul, Harmony. 2
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==

the correctness of the progression & would therefore be proved
by interpolating following connecting harmonies: v &,
=+

%g:

In the same way the correctness of the progression

can be shown by the employment of intermediate harmonies as follows:
0

[

— =
=X
=l
fax P
s __L_.'.T
2 N

. It will be shown further on, in treating of the

inversions of triads, for what reasons the triad 4-D/F is not employed,
as a rule, in the fundamental position in four-part harmony. In progres-
sions between indirectly connected chords the beginner should observe
the following practical rule, — that the bass is to be led in contrary
motion to the other parts. For example, the sub-dominant triad F-a-C
is not directly connected with the dominant triad G-5-D, these triads
having no tone in common; the progression from one to the other is ac-
complished by leading the bass in contrary motion to the other parts,

thus: . The meaning of the term “contrary motion” is

:
made clear by the example itself, and is illustrated by dashes, the three
in the upper staff having a different direction from the one in the lower

staff. Parallel motion is shown by the following example : —*,

in which the two dashes in the treble clef point in the same direction as
the one in the bass clef. The direction in which the parts are led is
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clearly shown by the dashes. The correctness of the progression:
T~z
may also be proved by the interpolation of connecting

S e

P e

q;__.&—‘__E
0 v

2 r )

harmonies, as here given:

(4 T

Through these explanations and pr;mti%al hints the learner will be
enabled to write exercises having as their object harmonic progressions
between the triads exhibited in the alphabetical formula. In order to
become familiar with the structure of all the keys it is necessary that the
pupil should learn them and write them out in letters and notes, and so
impress them on the memory as to be able to answer correctly all ques-
tions on the position and interconnection of the triads in the major
keys, as shown in the formulas. Following examples comprise all the
major keys.

D/F-a-C--G-b-D|F A/C-e-G-b-DfB-4/C

Saa=

4 2 3 & 5 6 7 8 1 2 3 & 5 6

-1
-]

1 2 38 4 576 7 8 1 2 3 4 5 6 7 8

3 4 5 6 17 8 2 8 & 5617 8

1 2 38 4 5 6 7 8 1 2 3 4 85 6 7 8
2% )
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Eb/ﬁp@@.‘zb/ab 89D f-dr-o- b5~ BY| D"

- 0--}
BE =P
2 1w .7
-‘I /A“"—=
= /l /"

128 4567 8 33!.5073

F| dp-o-EY-g-Bb-d-F| 47 C/E@B@fafﬂzb

The three examples following, in which the opening chord is given in
each of the positions mentioned above, show every species of connection
between the triads.

1) 2)

E
1

i
\
fil

111
= 1
] —F

5= Ee—i—

- -

. L Y T T
. | - i |
t/ 1 1 . H
| 1 1]

The learner should now write the three higher parts to the basses given
below.
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3

Exercises.
1)
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10)
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P
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Chords connected through the fifth, between which, by reason of this
characteristic relation, a certain antagonism is apparent, are allowed
greater freedom of motion, even in strict composition, than chords con-
nected through the third. Between these latter progressions in contrary
motion, in the manner peculiar to the progressions between indirectly
connected chords, are not permitted in strict composition, on account of
their close affinity ; such progressions in contrary motion are, on the other
hand, allowed between chords connected through the fifth. Chords con-
nected through the third can therefore not progress as in the following
examples :

Such progressions would serve to show a lack of understanding for the
affinity of the chords, although no mistake in the leading of the parts can

be pointed out. These progressions are consequently permissible only in-

free composition, in which the intimate connection necessary in strict
composition is not required. In this case the progressions may be ex-
plained by supposing that an intermediate or connecting chord (here
given in quarter-notes) has been left out:

1 I | ar

In these examples the affinity of the chords is shown to be felt, although,
the intermediate chord being left out, it is not expressed. The progression
from the intermediate chord to the one following consists simply in a
change of the relative positions of the three parts above the bass; this
progression being thus shown to be in a manner derived from a progression
based upon the rules of strict composition, is consequently permissible in
free composition. Between chords connected through the fifth, on the
other hand, such progressions as are given below are allowed in strict
composition :

A
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1 H
17 M | N | I 111

—
Here we feel that these progressions are correct, and it can be proved,
by the use of intermediate chords, that our internal consciousness corre-
sponds to the nature of the case. Through these interpolations, as given
further on, the melodic connection is shown to be formed by the soprano;
we recognize the correctness of this progression from the fact, that the
intermediate chords are connected with the first ones through the third,
the progression being therefore accomplished under the rule for progres-
sions between indirectly connected triads. For this reason the phrase:
P

é é 8o often used as cadence or close, can be regarded
D

only with approval. A close formed by triads is called an autkentic close
when the dominant triad precedes the tonic triad; and a plagal close [see
Note VIII) when the sub-dominant triad precedes the tonic triad; e. g.

ni. Authentic close. 2. Plagal close.

4 - Z—+—e—1i
==t==—t=
o

Y |

===t
7 in which the [triads of the] second,
fifth and-first degrees 'occur in succession, is quite as correct as the two

closes above-mentioned, and is, in fact, nearly as complete as the perfect
close, which contains the chords of both dominant and sub-dominant :

The phrase
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because two tones characteristic of the sub-dominant, namely the funda-
mental and the third, also appear in the triad D/F-a. Other chords
connected throﬁgh the fifth may progress in the same way, as the follow-
ing examples show :

The proof of the correctness of such progressions is here given:

0 . | | 4 l | = &
' e e T
—— O~ &1 i f
— ) 12 + I t

~ ~— i

——:F_——W_ﬁﬂ;r *
9‘# Y I LI | 1O - T
_Ir ll b ) | ! i AT ! D i | 11 I

In the above examples the progression i is left out, the

===

melodic progression F-b4 in the bass not being considered admissible in
vocal music. This interval is called a #rifone, being formed of three whole
tones or major seconds; the two intermediate tones G' and a should not
be skipped in good vocal composition. By interpolating the chord a-C-e
the tritone disappears. The above rule for the tritone, or augmented
fourth, is applicable to all augmented intervals, the use of such intervals
in melodic progression not being permitted in strict composition.

In the following exercises the pupil will have an opportunity of em-
ploying such progressions between chords connected through the fifth as
were shown above.

. L 9 8
F— — -
| ] | ) 11 1 I ] 1
H_u. 4) 3 Py &
: — = 9114—[? -
1 L 1 1
1L 1 1 1 1 | 1 1 1L | |
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The bass-notes to such chords as should be connected by a progression
in contrary motion are connected by dashes.

These exercises will give the learner sufficient practice in writing such
progressions. His attention may here be called to the sequences, ¢. e. series
of similar melodic progressions, as in fourths or fifths :

%%—I I T T ] . . ;-9-—

ete.

The sequences of fourths are well adapted to form a basis for harmonic
progressions in contrary motion; where sequences of fifths occur the prin-
ciple of connecting the harmonies through the fifth should be adhered to.
The principle of indirect connection is in no case applicable to chords
connected through the third; such progressions would make the compo-
sition appear clumsy, as was remarked above.

In all progressions already exhibited it is evident, that no two parts
can move in parallel octaves or parallel fifths.

Parallel Octaves. Parallel Fifths.
Y 1 Il —
Fifths. e~z .
:_' 72 | r I T

The impossibility of such motion lies in the organic interconnection of
the chords; thus the cardinal precept in the manuals of harmony, to
“avoid parallel octaves and fifths”, is made to appear superfluous. An
unpracticed eye will nevertheless be often deceived when parallel fifths
and octaves occur between the middle parts, or between one middle and
one outer part.
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The pupil should now review the following principal points:

1. Write all the intervals, taking any given note as basis, and making
sure that the explanations on the subject of consonances and dissonances
have been thoroughly understood. E. g.:

a) INTERVALS FORMED WHEN C 1S TAKEN AS BASIS.

Chromatic minor Seconds.
Octave. Second above. Dimin. Minor. Major.  Augm.
]

.

P ——

LIl

s n
.| ]|

[ WER

- - ﬁ?i_' #’
| - bt
. 1 I T [ 1 il T ]
Za - 1 Do Et'——¥:|
1 I = F |
Prime. Chromatic minor Sevenths.
Second below. Augm. Major.  Minor. Dimin.
Thirds. Fourths. Fifths.
Dimin. Minor. Major. Augm. Dimin. Perfect. Augm. Dim. Perf. Augm.
0
[ 4 ]

i
F
E
..1;[%_
|
i
]
Lil

F—f—
Sixths. Fifths. Fourths.

Augm. Major. Minor, Dimin. Augm. Perfect. Dimin. Augm. Perf. Dimin.
Sixths. . Sevenths.
DIDJID Mmor Ma]Ol‘ Augm Dimin, Mmor Major Augm

T

@th}——t&v—i—w—w—ﬁ?——?—b—

Thirds. Seconds.
Augm, Major. Minor. Dimin. Augm. Major. Minor. Dimin.

b) INTERVALS FORMED WHEN D) 1S TAKEN AS BASIS.

Chromatic minor Seconds.
Octave. Second above. Dimin.  Minor. Major. Augm.
) |

| = '

]
|
parmra ]
-

S
ba b

i—F i a ! uhp—‘ Hzt——;p:h,-—;l
Prime. Chromatic minor Sevenths.

Second below. Augm. Major. Minor. Dimin.

N
I,‘,
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Thirds. Fourths. Fifths.
A Dimin. Minor, Major. Augm. Dim. Perf. Augm. Dim. Perf. Augm.
7 - i i 1 +—F— | —¥ ] ! +—
| ' P

ot ettt e

Sixths. Fifths. Fourths.
Augm. Major. Minor. Dimin, Augm. Perf. Dimin. Augm. Perf. Dimin,
Sixths. Sevenths.

Dimin. Minor. Major. Augm. Dimin. Minor. Major. Augm.

. ) . ] | 7 N
Wgﬂ:ﬁﬂt&a—ﬁ H
‘ — Pz L —P— 1
e o be be bhe be ke fp

T L I LU [
1 - i
| 1
| I}
Thirds. Seconds.
Augm. Major. Minor. Dimin. Augm. Major, Minor. Dimin,
¢) INTERVALS FORMED WHEN G# IS TAKEN AS BASIS.
Octave. Chromatic minor Cross-relation resulting from inversion of
Second above. the chromat. minor Second formed above.
I m =4 ] ]
F—fr—v— -2 —
Im
: . ze- ]
== b — | :
Chromatic minor
Second below.
Cross-relation resulting from inversion of Seconds.

the chromat. minor Second formed below. Dimin. Minor. Major. Augm.

O | y
N [| | 1 ] 1 ]
M | 1 H
lé bg o — L —_—
1 b 1
‘[ .I M l‘ LU
' o 1 ’e E}._ t —
2, | ! . } |
Sevenths.
Augm. Major. Minor. Dimin.
Thirds. Fourths. Fifths.

Dimin. Minor. Major. Augm. Dimin. Perf. Augm. Dimin. Perf. Augm.

L - | | | ] | -
W e e e f—r—
- 1 o .|
.J LU W

be_to Yo uo e fr xo be _de xe

——1— e
, |

o
Ll

' Sixths. Fifths. Fourths.
Augm. Major. Minor. Dimin. Augm. Perf. Dimin. Augm. Perf. Dimin.
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Sizths. Sevenths.
Dimin. Minor. Major. Augm. Dimin. Minor. Major. Augm.

| DI’y N SV S—
————e

d LAS
be ke B <2 e He e e
e 1 1 | I 1 | 1 | | I
e e — —
Thirds. Seconds.
Augm. Major. Minor. Dimin. Augm. Major. Minor. Dimin.

aERE

These examples will suffice to render the principles involved in the
formation of intervals intelligible.

2. Write out the fundamental triads, in all the keys, in letters and
notes, beginning with C-major.

3. Point out the subordinate triads on the third and sixth degrees, and
explain the formation of the compound triads on the second and seventh
degrees of the scale.

4. Show in what manner the triads are connected with each other
(through the third, through the fifth, or indirectly).

5. Write out all major keys in letters and notes.

6. Analyse the triads on the second and seventh degrees, and make
sure that the distinetion between the fundamental and subordinate triads,
as regards their major or minor character, is thoroughly comprehended.

7. Explain the influence of the interconnection of the chords on the
progressions.

8. Review exercises on progressions between chords connected through
the third and fifth, and indirectly connected chords. These exercises
afford, at the same time, practice in forming closes (cadences), in avoid-
ing parallel fifths and octaves, and the unmelodic progression of the
tritone, and in treating the sequences.

CHAPTER 1V.
The Minor Mode and its Triads.

The minor character is the opposite or contradiction of the major. The
derivation of the minor mode from the major is a matter of purely histori-
cal interest. These two modes are now perfected, and completely differ-
ent one from the other; the minor mode is therefore to be regarded as
a separate and independent system or formula, and not as derived from
the major. For this reason Hauptmann's alphabetical formula is to be
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preferred, in musical practice, to that of Helmholz [see Note XI]. This
latter is more convenient for acoustic experiments in connection with the
major scale, the tonic triad in minor having precisely the same acoustic
relations as the triad on the sixth degree in major. Among the minor
keys A-minor is that most nearly related to C-major. In this latter the
triad on the sixth degree appears, in letters, as a-C-¢; whereas the tonic
triad of 4-minor would be written, in order to exhibit the minor mode
as an independent system, 4-c-E. Here the fundamental and the fifth
are designated by capitals, as in major, and the third by a small letter.
Thus the tonic triad in minor appears at once to the beginner as a funda-
mental chord; the triad on the sixth degree, on the contrary, appears
as a subordinate chord. The entire alphabetical formula for this minor
key would be the following :

B/D-f-A---E-g§-B/D

We find, on analysing this for;nula, the triad A-c-E E

as tonic triad with minor character, and that the triad D-f-A4

the sub-dominant triad, also has a minor character. It should be remem-
bered, that the difference in the form of major and minor friads lies in
the difference of the relative positions of the major and minor thirds con-
stituting these triads; in the former the major third is below the minor
third, and in the latter the minor third is below the major.

The minor character of the minor mode is sustained by the tonic and
sub-dominant triads alone, the remaining triads being of a different nature.

Of these the third fundamental triad, the dominant triad E-g§-B,

— first claims our attention. Its form shows it to be a major

triad, E-g# being a major third, and g§-B a minor third. Through this
difference in the character of the three fundamental triads, two being
minor and the third major, an element of disunion or contradiction makes
itself felt in the minor mode. This peculiarity of the fundamental triads
is also the cause that the minor mode is the exact opposite of the major.
It is probably a generally received opinion among musicians that the
character of the major mode is active, the minor mode being of a more
passive nature. The major keys are therefore adapted to the expression
of joyful feelings ; the minor, on the other hand, for expressing suffering
or sorrow. On pla("ng the three fundamental triads in minor together

—

D—f-A—c-E—g#—B ="
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we recognize the mutual relations of the several tones, and can see
whether they are, as regards their positions in the triads, fundamentals,
thirds or fifths. If we finish or close the formula in the same manner as
given above for the major mode, by setting B, the fifth of the dominant
triad, next to D, and D, the fundamental of the sub-dominant triad, next
to B, we obtain a complete formula for the minor mode and all triads
belonging to the same:

B/D—f-A-c-E-g%B/D.

T —— “— ~—

The fundamental triads are easily to be distinguished from the sub-
ordinate by the aid of the curves, and we perceive at a glance that the
three triads already mentioned, . e. the tonic triad 4-c-Z, the sub-domi-
nant triad D-f-d, which are both minor, together with the dominant
triad E-g§-B, which is major, are the fundamental triads, the others being
subordinate. Of these subordinate triads those connected through the
third first claim our attention. On the sub-dominant side of the formula
we find f~4-c connected through the third with 4-c-E and D-f-A, having
the tones 4 and ¢ in common with 4-c-E, and the tones £ and 4 in com-
mon with D-f-4. The chord f-A4-c is a major triad; whereas the chord
occupying the same position in the major formula, ¢. e. the triad which
is connected through the third with both the tonic and sub-dominant triads,
has been shown to be a minor triad. In order to exhibit the chords of
the minor mode in regular succession, it may be observed here that in

the geale
. ﬁjl]l'
o 1
1 2 3 4 & 6 1

8

the tonic triad lies on the first degree, the sub-dominant triad on the
fourth degree, and the dominant triad on the fifth degree; f-A-e¢, which
is connected through the third with the tonmic and sub-dominant triads,
lying on the sixth degree. The triad c—E—y#, on the dominant side of
the formula, which is connected through the third with the tomic triad
A-c-E and the dominant triad E-g§-B, differs wholly in structure from
all the others. It is called the “augmented triad”, being formed by
the conjunction of two major thirds, which together constitute an aug-

mented fifth. In this case the augmented fifth is c-gff = , the

two major thirds being c-F = g and E-gff — g;f The

entire chord c-E-gf — §_ — lies on the third degree of the har-



MANUAL OF HARMONY. 31

monic minor scale. All augmented intervals being dissonant, this friad,
with its augmented fifth, is named a dissonant triad. As explained above,
indirectly connected triads are such as have, although belonging to the
same key, no note in common; their connection being effected by means
of other triads connected with them through the fifth and third. The
two diminished triads in the key of 4-minor, which are found at either

extremity of the alphabetical formula, are B/D-f = ?& on the

second degree, and g#-B/D = on the seventh degree; they

have the tones B and D in common, and are consequently connected with
each other through the third. B/D-f is connected with the sub-dominant
triad D-f~4 through the third, and a like relation subsists between
gb-B/D and the dominant triad E-g§-B; B/D-f and y#-B/D are con-
nected through the fifth with f-A4-c and c-E-g§ respectively; whereas
neither of the diminished triads has a tone in common with the chord of
the tonic 4-c-E, with which latter they are therefore only indirectly
connected. B/D-f and g§-B/D are named diminished triads, because
they are both formed by the conjunction of two minor thirds, which con-
stitutes a diminished fifth. B/D-f is formed by uniting the two minor

thirds B/D = #s—2— and D-f = g—_; g4-B/D from g§-B =
b= — 2. ‘

CHAPTER V.
Progressions between the Triads in Minor.

The progressions between the triads of the minor keys are effected
in the same manner as in the major keys; but in view of the fact that
aungmented intervals should not be employed in melodic progressions in
the strict style, particular attention must be paid to the augmented se-
cond occurring, in minor, between the sixth and seventh degrees of the
scale. In the harmonic 4-minor scale

— w .
9:._—,?_&__.9_&’

A
1 2 3 & 5 6 1 8

which is superseded, in simple melody, by the melodic minor scale (see
Chap. I), the semitones, marked here by curves above the notes, are
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found between the second and third, fifth and sixth, and seventh and
eighth degrees; the augmented second, marked by a curve below, lies
between the sixth and seventh degrees. This second cannot be used, in
harmonic progressions from one triad to another, as a melodic step, ¢. e.
from f to gf, or vice versa. This chromatic interval has, to be sure, been
latterly employed with good effect in polyphonic compositions without
instrumental accompaniment. It is nevertheless necessary for the student
to confine himself, at first, strictly to diatonic composition, and thus to
obtain a thorough acquaintance with the strict style of writing. Only a
master of harmony and form may be allowed to combine chromatic har-
mony and melody with diatonie, in order to give expression to the beau-
tiful conceptions of his imagination. In order to avoid employing this
chromatic interval melodically in progressions between the triads of the
minor scale, it should be borne in mind, that whenever the second and
fifth degrees follow each other in the bass the progression between the
triads should be effected as if they were indirectly connected; because
an observance of the principle of connection through the fifth would in
this case make the use of the chromatic augmented second as a melodic

step unavoidable. If, for instance, in 4-minor the bass %

<
be given, and the progression be executed by the help of the connection
through the fifth, the result would necessarily be:

|
1
| 11 .
1 1T e

\
[\

In all such cases the step f-g# does not give us the desired diatonic con-
nection. The progression would therefore be better thus:

. I I I 1L ¥

T

Here the three higher parts progress in contrary motion to the bass,
as has been shown in the case of indirectly connected chords.

The augmented second also requires special notice in progressions be-
tween the two triads based on the sixth and fifth degrees of the scale.
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‘When the bass in 4-minor moves from f to E %, and the

triads based upon these tones are to be correctly connected in harmonic

|
progression, the progression J , would not be diatonic,

==29

the step from f to gf, the augmented second, being chromatic. Instead
of the fundamental f, in the soprano, the third 4 should be written
- &

v , by which means the diatonic progres-

: 4=
——————t——i—
sion A-gf results. Conversely, the same rule holds good where the
sixth degree follows the fifth, in which case we should not write:

== e

According to the position of the triads the progressions would be ac-
complished as given below:

B | 29 | o |~ ] =
{aw’ = |27 1] /.-:—I-o:3

vV VI VI v v VI VI v

Many theorists might take exception to this last progression from VI

to V on account of the so-called covered fifths: =5—; as, how-

ever, no argument based upon harmonic laws can be brought forward for
N a

===

i | 1
in striet harmony must be regarded as justifiable.
Paul, Harmony. 3

excluding such a progression as , its employment
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Finally, in case the triad on the fifth degree should occur with the
octave in the soprano, the progression would be

It may, in short, be given as a general rule, that when the triads of the
fifth and sixth degrees follow each other, whichever may come first, the
third of the triad on the sixth degree should be doubled.

After these explanations, progressions between the triads of the minor
keys will-offer no difficulties, provided that the laws of the affinity of the
.chords be properly observed. The examples here given may serve as an
introduction to the exercises, for which the bass only is written.

Qo -
= ] | ] 1T m
E= === —z 2
4 z . B e z &
# 5% # 5 #
| v | T i _@_}ﬁ—ﬁ
I 1 1} I . 174 ” 1 : L — . |
a-minor: V 111 VI Iv v I 1 VI A% VI Iv
o — — - - -
- b . —
Y] [ s ] | 1 1T
4 54 #

0\
\

I
Al

7z
a-minor: V 111 VI VI A\ I

The pupil should now write out the various minor keys in full, both in
notes and letters.

B/D>f-A-c-E-g§-B/D FY/d-o-F-g-B-df-Fifj 4
— T — ~— ~— . — —— " —

- (et >
o 0% 0% %]
e T2 N % N
. M B
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SIS A

C/ED- -gb-Bb-db-F-a-C/Eb

Wgﬂg—ggﬁ%

3*
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A A} ‘A
F| A7-¢P-E?-g?-Br-d-F| A?
ST S ——— — vv

After learning these thoroughly the exercises in progressions between
the triads may be worked out. To the basses given below the three higher
parts are to be set.

NB. When a sharp (§) stands alone over a bass-note it signifies that
the third of that triad, of which the bass-note is the fundamental, is to
be raised a semitone; <. e. that the major third is required. In some keys
the double sharp (x) is needed to raise the natural tone to the desired
major third ; in the flat keys the natural (}) is employed for the same
purpose. [Where a sharp occurs in conjunction with a figure (5§) the
tone indicated by the figure is to be raised a chromatic semitone.]

ﬁ_:%;ﬁ@:}:;:lﬁl:?;’j—lﬁ—l—}——l
1 - —z 1 1 — ] ) &
a: 1 VI Iv 1 \2 VI IV A2 VI Iv 110
I 5 # 5% . #
. 1 1 1 | | L S I | I 1T
Y 1 1 | 1 1 18]
— i R A . i w—— |
v 1 < = -
8 4 54 # . 5
axy 1 P | | | I | L 1L
9:# —t— 11— =
bt o 1 1 1 -1 1 1 - ] 1 1
oI ——
‘; ¥ T T 4 3 %.—l-—.l—-g—l"
il:"_—l'_—;_‘ha—?—a —H:‘*&H" % ﬁ:pz = %I T + |
g % 5% _ & .
5:#@5_ z ____’__i_a = I 1 T 111
bl 1 1 I T = (74 } - : = :1 'III
B3
1 N | 10
1 - B - | 11
e e e
x
I | 1 I
—t—F—F——
- 1 & | E 1 11
8 54 # 3
fax 1 | - T 1 1 ] i | 1 I ] 1T
—y i{e & 1 - 1 1 1 1. M | I 1) i | ‘; 11
T b e o i
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After working out the exercises, which will afford sufficient practice
if the learner be possessed of any talent, the following pnnclpal points
should be carefully reviewed:

1. The character of-the three fundamental triads in minor, particu-
larly the formation of the dominant triad in contradistinction to those of
the tonic and sub-dominant.

2. The formation of those triads which are connected through the
third with the tonic triad, and their relation to the two other fundamental
triads; taking special notice of the tones and intervals which the various
triads have in common, and of the structure of the augmented triad on
the third degree, and of the triad on the sixth degree.

3. The structure of the harmonic minor scale, and of the augmented
second between the sixth and seventh degrees of the same.

4. The progressions between the triads on the second and fifth de-
grees, and also between those on the fifth and sixth degrees.

CHAPTER VI.
On the Formation of Closes with the Triads of the Minor Mode.

The various forms of the close have, as in major, different names. The
“authentic close” is formed between the dominant and tonic triads, thus:

0

Z ¥ . The so-called “plagal close” is formed be-
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tween sub-dominant and tonic, as here given: .

{See Note VII.] Finally, the “perfect close” is formed by combining the
three fundamental triads, ¢. e. those of the sub-dominant, dominant and

P
r <

tonic, and may be written thus: . The pro-

2.

i 1 1

gression from the fifth to the sixth degree, the composition closing further
on with the chord of the tonic, is often called a “deceptive” cadence or
close. It does not, however, appear necessary to name a simple progres-
sion of chords which may be followed by various others a “deceptive”
close, ¢. e. a close which deceives the ear. The ear, when correctly ap-
prehending this progression, is not deceived; such a progression is not
felt in the least to be a close, this feeling being awakened only by a re-
turn to the chord of the tonic, in which the key has its beginning and
its end. The “deceptive” closes of the manuals of harmony are, it is
true, generally given in combination with the chord of the seventh, to
be explained further on, and not as progressions between simple triads.
All closes being however founded, in principle, upon progressions between
these triads, the “deceptive” close had to be noticed here.

A succession of the triads of the second, fifth and first degrees can be
employed as close in minor as well as in major.

CHAPTER VIL
The Inversions of the Triads.

Every triad is composed of fundamental, third and fifth. If the fun-
damental tone of the triad be given in the bass, the other parts being
arranged at pleasure, the triad is said to be in the fundamental position.

If for instance the triad C---G @ be written in four-part har-

mony, with the fundamental C in the bass, the three upper parts may
be arranged at will without inverting or changing the fundamental har-
mony. The following examples show the fundamental harmony of a triad,
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the fundamental tone in each case lying in the bass, and the other parts
being arranged in various positions:

@rﬁg—q—%&%
—o—t—d—g—1—=——t

: ] ] I ] i
.:Z_l_a_l_a_}_ﬁ:-z:ﬁ
This arrangement of the three upper parts within the compass of an

octave is called “close position”. In “open position” on the other hand
the three upper parts are spread out beyond the compass of an octave:

| . | —J |—a
b
g. Z : : Y~ | 11

The third, as well as the fundamental, can be used as bass, ¢. e. as
the harmonic basis, or foundation of the chord. In this case the chord is
called a “chord of the third and sixth,” or, as abbreviated, “chord of the

sixth.” In a chord of the sixth either the fundamental, the fifth or the
third may be doubled in four-part harmony. The chord of the sixth de-

rived from the triad C-e-G = —, which is e-G-C = f5—2—,

is indicated by the figuring §, or 6 for short, G being the third and C
the sixth of ¢, and may be written in the following positions :

1. Close Position.
By doubling the fundamental. By doubling the fifth. By doubling the third.
-0- L2

=
Fjﬁj o e | — g:fﬁ
@ & — &5 — s iT

e

P

(] (] 6 6

=]
11

2. Open Position.
By doubling the fundamental. By doubling the fifth. By doubling the third.
Ia) 2.

6 (]
-] .73

I\ G

Sass

) i 11 27 111
——= = — i 2 - t
1T - 11 = e J1
o - - = -
] 6 6 6
. | Nl
— Z H =z 1 Z a::jﬁ
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It should be remarked here that the figuring always indicates the in-
tervals as reckoned from the bass-note.

If the fifth of the triad C-e-G = be taken as bass, or

il

basis of the harmony, the chord of the fourth and sixth, expressed by

the figures §, is formed. G-C-¢ = f— would therefore be the

chord of the fourth and sixth derived from C-e-G. In four-part harmony
the chord of the fourth and sixth may be written in various positions, in
which either the fifth, fundamental or third may be doubled, as the fol-
lowing examples show : '

1. Close Position.
By doubling the fifth. By doubling the fundamental. By doubling the third.

7 Y~ A~ |~ R—
|

1T
1

1
Il - . 11

3 _;;_ & = =2
6 6 6 6 6 6 6 6 6
i 4 4 4 4 4 4 4 4
- | S S— e | S — ——
s it i i

2. Open Position.
By doubling the fifth. By doubling the fundamental. By doubling the third.

p— IT T Z7. T
s 2 = == = i =
- - =Y 11 11 11
4 < < = < Zz
6 6 6 6 6
4 4 4 4 4
0 /) 1 T T
7~ Z H - It 1}
= =) -. 1 - 11 - ar

& & & &

Of these forms that in which the fifth is doubled is oftenest employed,
the distinctive character of the chord being brought out most strongly in
this position.

‘When the chord of the fourth and sixth is used in the formation of a
close, it is necessary that it should be prepared in the chord preceding.

A distinetion is made between harmonic and melodic preparation.

The chord of the fourth and sixth is prepared harmonically when it
has a tone in common with, and in the same part as, the preceding chord.

The example 6 presents the chord of
< —

.
o
P4 1 | I 1
) 1 1 1]

the fourth and sixth as prepared by the fundamental tone of the funda-
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mental chord, which is C, and which appears in the same part (soprano)
of the chord F-a-C, immediately before the entrance of the chord of the
fonrth and sixth. The next example exhibits this chord as prepared

by the fifth of the fundamental chord: 8 °

i

1 L[4}
;)
T
P
&

Finally, the third may also be employed for the same end :

N

i
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D —f—F—

I o 1 = 1
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The first of these examples, in which the fandamental tone (the fourth
in the chord of the fourth and sixth) is nsed in preparation, is the best
for the formation of the close; the basis of the entire key [¢. e. the fontc]
being thus prepared, and the principal constituent elements of the key
being brought into play through the combination of the sub-dominant
triad, the chord of the fourth and sixth, the dominant triad, and the
tonic triad [see Note X]. This is the most complete closing cadence that
can be formed by the use of triads in combination with the chord of the
fourth and sixth derived from the tonic triad. The same forms of the
close can also be employed in minor, as shown in following examples:

Fundamental chord. Chord of the sixth, Chord of the f:nrth and sixth.
0 6 4
. ¥ B I 1 -
@R————% -y ——— i Z —HE
.Ju 11 s J1 <

Closing cadences in which the chord of the fourth and sixth is prepared
by the fundamental note of the fundamental chord
0

or
8 $
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L
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Preparation of the fifth of Preparation of the third of the
the fundamental chord. fundamental chord.

In the last example the resolution of the augmented triad through the
chord of the fourth and sixth is unsatisfactory, which necessitates the in-
terpolation of the triad on the sixth degree, whereby the chord of the
fourth and sixth appears as prepared through the fundamental tone of
the fundamental chord, e. ¢. :

n X X x
Lo Ps
—ZetE e
Y, oJ—o1-= o

6 5
6 5% 4 3%
el
— - i | M | I

From these examples the harmonic preparation by means of the fun-
damental tone of the fundamental chord appears to be decidedly the best
in forming closes; the other preparations leave an impression of incom-
pleteness which is dissipated only when they are followed by the perfect
close with prepared tonic.

Besides the harmonic preparation we have the melodic preparation,
which MoriTZ HAUPTMANN rightly derives from the Italian opera-music
of the seventeenth and eighteenth centuries. We have merely to add

e

6

6 @ 4
7
Z——F——F

in general use at that period to obtain the now customary close:
fal

a fourth part to the three-part close:

, which made its appearance at the be-

ginning of the last century. In the following closing cadence:
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found in the dramatic music of the seven-

-

teenth and eighteenth centuries the middle part is, it is true, usually left
out on account of the parallel fourths and, by doubling (e. g. in orches-
tral composition) parallel fifths which this fourth part would form with
the soprano. The practice of writing parallel fourths accompanied by
the third, which latter mitigates the harshness of such progressions, has,
however, been long since sanctioned by usage, and the four-part phrase
given above is now recognized as correct by all musicians. The chord of
the fourth and sixth derived from the tonic triad may also be preceded
by the triad of the second degree in its fundamental position. The last
example shows the progression from the chord of the sixth derived from
the triad of the second degree. This phrase likewise came into vogue
in the following form, with the chord in its fundamental position:

, the bass progressing by a skip to the chord

of the fourth and sixth. No objection can be raised to this form of the
phrase, although the following progression of the bass is inadmissible

B)
l=Eeaets
5 6 5
. 3 4 3
- | B | 1 ”

F may be interpolated, to complete the melodic upward progression of

. In the progression unter 4) the notes ¢ and

the bass, in this manner 5 6 . On the other
3 64—

| — - 1 1
T

hand. by filling ont the downward progression of the bass-skip D-G in
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the same way, with the notes C b a 5 6 6

' £ 2 A T ! | | b |
|

the so-called “covered octaves” are brought to light,

F—d—

as shown by the dashes from 4 to G. This progression fs8 however less
faulty than the entirely incorrect succession of two chords of the fourth
and gixth. In progressions between triads the chord of the fourth and
sixth is always to be regarded as the connecting link between two other
triads, each of which must appear either in the fundamental position or
a8 a chord of the sixth. “In opposition to this rnle,” says MorrTz HAouPT-
MANN, “that a succession of chords of the fourth and sixth is not allow-
able, isolated exceptions may be found, not in the exercises of learners,
but in masterpieces of composition, contrary to rule and yet harmo-
nious; nevertheless, these do not overthrow the law upon which the
rule is founded”.

The proper employment of the chord of the fourth and sixth often
gives the beginner much trouble; he sometimes writes it where it is quite
uncalled for, and omits it where necessary. Talented pupils, guided by
correct musical feeling, make fewer mistakes in free composition. Uncer-
tainty as to the correctness or incorrectness of progressions often arises,
however, when the harmony is to be written to a given melody or part,
a so-called “cantus firmus”. In such exercises the mistake is frequently
met with, that the chord of the fourth and sixth is written on the second
degree of the scale, as the following example with a “given” bass shows:

e

. The chord of the fourth and sixth is quite in-

admissible in such a progression. The fact that the fourth is prepared
and that the parts progress according to rule, does not in this case prove
the progression to be correct. The reason for the admissibility of the
chord of the fourth and sixth is founded not alone upon the preparation
and accurate movement of the parts, but lies in the nature of the key
itself, which requires that this chord should appear in a decided and
-unequivocal character. In the above progression, in which the chord of
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the fourth and sixth derived from the dominant triad occurs on the se-

ZE

cond degree, this chord sﬁggests the progression ¢ .

through the employment of the chord of the fourth and sixth derived
from the dominant triad our apprehension of, or mental hold upon, the
original key is consequently weakened. Instead of this chord of the fourth
and sixth the triad on the second degree, or the chord of the sixth on
the seventh degree, should be employed. After these explanations it will
be easy to write the three upper parts to the major scale as bass, using
only fundamental triads or chords of the sixth; e. g.:

- ] - ] - -_er{
@:ﬁ?ﬂj A e e
5
3
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In this example the key of C-major is indicated by C, the degrees of
the scale by Roman numerals, and the position of the triads by Arabie
numerals.

The chord of the fourth and sixth derived from the tonic triad might
be employed with good effect on the fifth degree of the scale:

+
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It will now suffice to direct the pupil’'s attention to the fact, that in
progressions between directly connected triads the tones common to both
form the connecting link in passing from one to the other, as shown in
the last example in four consecutive measures, from the third to the sixth
inclusive, which are connected through C, and between the seventh and
eighth measures, connected through G. As the progression between the
third and fourth measures shows, it is preferable, if the harmony admit
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of two different progressions, to lead the upper parts. in contrary motion -
to the bass, this giving them a certain degree of independence. The

third and fourth measures might also be written thus: é g )

6 .

==

Apart from the oceurrence of covered octaves, which are clearly shown by
0

e=—==

A" Nid
filling out the skip ﬁ in the tenor thus: 7| o ,
-~ 6

B 11
the independence of the several parts is much better preserved by a “con-
trapuntal” leading (note against note = point against point = nota

contra notam = punctus contra punctum), and forms in the example
=
- the decisive consideration.
6

The three examples worked out below will suffice to show the learner
in what manner the exercises, for which the bass alone is given, are to
be written. It should be observed that the figure 3, when it occurs after
the chord of the fourth and sixth §, is used as an abbreviation of 3, and
consequently indicates the fundamental position of the triad. The figure 3
has therefore a wider signification here than in the first-measure of an
exercise, where it indicates that the third of the tonic triad is to be taken
by the soprano; just as the figures 8 and 5 signify that the soprano is
to take the fundamental or fifth respectively. These various cases are
illustrated by the following examples:

Ezamples in Major.




.MANUAL OF HARMONY. 47

A = .
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In the last exercise the bass-progression $)¢ is repeated

infent-ionally, in order to exhibit different h:—rmonic progressions in com-
bination with the chord of the fourth and sixth.

Ezamples tn Minor.

In these examples in minor the manner in which progressions between
the second and fifth, and fifth and sixth degrees should be effected must
again be called to mind. In regard to the thorough-bass notation, i. e.
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the figured basses, which are the foundation of the harmony, or the ex-
ponents of the chords, it should be remembered, that a sharp beside or
a line drawn through a figure signifies that the tone is to be raised a
chromatic semitone. In 4-minor for instance the chord of the sixth
derived from the triad of the seventh degree is indicated by a 6:

&

=

it is best to double the third B in four-part harmony, this tone forming,
as third to D and g, a consonance with these latter, and being con-
sequently unhindered in its progression, the dissonant tomes D and y#
appearing, on the contrary, dependent upon each other. In consonances
the separate tones appear as independent; in dissonances as dependent
one upon the other. For this reason, when the triad on the seventh de-
gree in major is employed, the third is generally doubled, as, for in-
stance, in the triad 5-D/F on the seventh degree in C-major, the third
D, as shown below:

PTWW*
e eae s

It may also be observed that the seventh degree of the scale is some-
times called the leading-note for the eighth.

The pupil should now write out the chords of the sixth, and of the
fourth and sixth, ¢. e. the inversions of all the triads, in every key,
bearing hereby in mind:

1. The dependence of the other parts on the bass, and the precise
designation of the chords by means of the figures 6 and §.

2. The harmonic and melodic preparation of the chord of the fourth
and sixth.

3. The position of the chord of the fourth and sixth in the harmonic
examples, and the formation of closes in combination with this chord.

4. The character of the diminished triad on the seventh degree, of
which the third is most frequently set in the bass, becaumse it forms a
consonance with the two remaining tones. This chord therefore generally
appears as a chord of the sixth. ‘

After this review the pupil should write the three upper parts to the
following basses.

, the sixth of B being gf, and not g. In this particular chord
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Ezercises n Major.
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14
Paul, Harmony. 4
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Exercises i Minor.
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After finishing these exercises the pupil should again examine the
structure of the diminished triad.
The diminished triad on the seventh degree of the major scale,

, which is indicated, with reference to its position in the scale,

vio
by VIO, the © he fifth is diminished, progresses to the
tonic triad thu . Upon this three-part resolution is based

a progression or cnorus, wnicn must be noticed in treating of the dom-
inant chord of the seventh.

CHAPTER VIII.
Chords of the Seventh.

An examination of the alphabetical formula for the major key -
D/F-a-C-e-G-b-D| F shows us, that any two triads connected through
the third form, when combined, a group of four tones*). Such a group
is called a “chord of the seventh”. The two triads C-e-G and e-G-5 are
connected through the third, and constitute, when united, the chord of
the seventh C-e-G-b on the first degree of the C-major scale. In like
manner may be formed : — on the second degree the chord of the seventh
D/F-a-C, by uniting D/F-a and F-a-C; on the third degree the chord
of the seventh e-G-5-D from ¢-G-b and G-5-D; on the fourth degree
the chord of the seventh F-g-C-¢, from F-a-C and s-C-¢; on the fifth
degree the chord of the seventh G-5-D/F, from G-5-D and b-D/F; on
the sixth degree the chord of the seventh a-C-¢-G, from a-C-¢ and
C-e-G'; and on the seventh degree the chord of the seventh 3-D/F-a,
from 3-D/F and D/F-a." As given in notes, in regular order, the chords
of the seventh in the key of C-major appear as follows:

P 7§ 2 %E:E

7 7 7
o 1m 1Iv v v vie

The chord of the seventh based upon the fifth degree is called the
dominant or principal chord of the seventh. The name “dominant” chord
of the seventh is derived from its position and structure, it being formed

*) The German *Vierklang” might well be rendered by tetrad, as *Dreiklang” is
translated by the analogous word triad. Tr.

4%
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by uniting two triads connected through the third, G-6-D and 3-D/F;
G-b-D is the dominant triad, and 3-D/F, besides containing the third (3)
and the fifth (D) of the dominant triad, has also F, the fundamental of
the sub-dominant triad. This chord is therefore rightly named “domi-
nant” chord of the seventh. It is called “principal” chord of the seventh
on account of its character, which adapts it for use in the formation
of perfect closing cadences. If we abridge the perfect close:

0

| F T T
e
P
C: 1 v v 1

but still desire to employ the principal constituent elements of the dom-
inant and sub-dominant triads, the close may be formed by the aid of
the dominant chord of the seventh, thus:

I ATI z._—JTH—
=== - —
7

or:
- 3 8
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In thorough-bass the figuring 8 7 indicates that the octave is to be fol-
lowed by the seventh. The triad on the second degree, containing tones
in common with the sub-dominant and dominant triads (fundamental and
third of the former, and fifth of the latter), may be used advantageously
in forming closes, as shown in the following example:

0
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In the above examples the dominant chord of the seventh is prepared,
either the fundamental or seventh being present in the chord immediately
preceding. In the strict style such progressions are best effected through
the above preparations; in free composition this chord is often prepared
through the fifth, or may even enter without preparation. Such an em-
ployment of the chord would, however, be out of place in harmonic exer-
cises in which the principle of the interconnection of the chords is to
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be rigidly observed. In free composition, where the composer fre-
quently wishes to take his hearers by surprise, his inventive faculty may
be allowed full scope. If he knows and respects the laws of harmony,
the liberties he takes can be shown to be based upon those laws. Only
such a derivation from fundamental principles, which presupposes a tho-
rough acquaintance with the same, can justify the liberties to be found
in the works of the great masters, which do not annul the laws, but rather
serve to confirm them,

After learning the preparation of the chord of the seventh, its resolu-
tion may be taken up. Every dissonance seeks to resolve itself into, or
progress to, a consonance. The relations of the separate tones to each
other must here be carefully considered, the mutual dependence of the
tones forming a dissonance being the cause of their effort to gain that in-
dependence which is characteristic of the consonance. For this reason it
is also rightly maintained, that the nature of the dissonance is unrestful,
while that of the consonance is restful. The resolution of the dominant
chord of the seventh may be accomplished in either of the following ways:

Resolution to the tonic: 2
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In this resolution towards the tonic in major we should observe, that
the fundamental tone of the chord of the seventh progresses either a per-
fect fifth downwards or a perfect fourth upwards; also that the seventh
progresses a semitone downwards, the third a semitone upwards, and that
the fifth, forming as it does a consonance with all the other tones of the
chord, is at liberty to move in either direction, a whole tone upwards
or a whole tone downwards. In ex. 2 the third progresses a third
downwards, which movement is explained by the progression of triads

— given before, the bass to which is led in contrary motion.

1t would here not be consistent with our ideas of pure harmonic progres-
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sion to lead the bass a perfect fifth downwards; because, even leaving
the covered fifths and octaves, marked, by dashes, out of considerationm,
the resolution of the seventh F to ¢ is to a certain extent anticipated in
the progression of the bass, as shown by the interpolated notes:

———

P 1
1|

The resolution resulting from leading the bass in contrary motion

is open to none of these objections.

.

Finally it may be remarked that the fifth is often dropped from the
dominant chord of the seventh in forming a close, it being necessarily
followed by a full triad when employed in this form.

Besides these resolutions to the tonic the resolution to the sixth degree
of the scale claims our notice.

Resolution to the triad on the sixth degree.

4
@:E%Fm

: e e

1 1 118
1 1 10

Here the bass progresses a whole tone upwards, the seventh a semitone
downwards, the third a semitone upwards, and the fifth a whole tone
downwards.

If the parts be so arranged that the third and seventh form the interval
of the augmented fom:h, the third may be led a whole tone downwards

in the resolution:

UL

This resolution is based upon the usage of employing successions of
fourths accompanied by the third in strict harmony, a custom which
may be regarded as justifiable in three-part harmony even where the
chord of the seventh is not employed, e. g. in the following progression:
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A B

@, whereas this progression: %, on account
-

of the succession of chords of the fourth and sixth, requi-es a'bass. Suc-
cessions of chords of the sixth occur in the earliest attempts at harmonic
composition; they are established in practice as an 'agreeable harmonic
progression, which can, however, as all the parts move in the same
direction and consequently without the variety obtained through their
opposition, be but sparingly used in polyphonic composition. Two chords
of the fourth and sixth cannot, on the other hand, be used successively
without a bass, by reason of the modulatory power peculiar to this chord ;
byn adding a bass the progression marked B may be given thus:

==

- . A basis always being present when the chord of the

ey

]
seventh is employed, it is easier in such cases to introduce successions of
fourths accompanied by the third, as for instance in this progression :

0 L
4 I
3 8 17
——
==
e —

The resolution of the dominant chord of the seventh to the triad of the
fourth degree has also an agreeable effect, and may be exhibited in the
following forms:

In this ease also the resolution in which the third moves downwards is
correct :

N —
- 1 1
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Respecting the resolution to the triad of the fourth degree we should there—
fore observe, that the bass moves downwards a whole tone, the seventh
remains stationary, the fifth moves a whole tone upwards, and that the
third may progress either a semitone upwards or a whole tone down-
wards. After sufficient practice in the various resolutions of the domi-
nant chord of the seventh, in all major keys, the pupil should work out
the exercises given below. It may be remarked here that the resolutions
of the dominant chord of the seventh to the fourth and sixth degrees were
formerly regarded as deceptive closes.

In working out the following exercises it must be noticed particularly,
with reference to their rythmical form, that the use of the ligature

is only allowable: (1) between two notes of like value, as oTa, or
F | P, orf | £5 (2)in case the second note is of shorter duration than the

first, e. g. I . Here it would be incorrect

8 7.6 :
to tie the quarter-note /' in the first bar to the half-note f’ immediately
following.

Exercises in the Resolutions of the Dominant Chord of the Seventh in Major.
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In minor keys the dominant chords of the seventh are the same as in
the major keys having the same tonic, and the progressions of this chord
are alike in major and minor.- Special attention must, however, be paid
to the third, which, in resolutions to the triads on the fourth and sixth
degrees, can never progress downward; the step of the augmented second
resulting from such a progression not being allowable in strict harmony.
The following examples confirm the above statements.
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Key of C-minor.
D/F-a?-C--G-5-D|F

.Chords of the seventh in C-minor.

C: II 111 v v AZ¢ VII

==<

2
v 1

It should be carefully noticed, that the third & can never progress
to ap, b-aP forming an augmented second; such a progression as

’ , i8 therefore entirely incorrect, although often written

D -

by learners instead of the correct progression .

(3) To the triad on the fourth degree.
O}

7 6 7 6 7 6 '
ey
b t : =

After making himself thoroughly acquainted with the chords of the
seventh in all minor keys, by writing them out, the pupil should practice
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the resolution of the dominant chord of the seventh given above. He will
then be able to work out the exercises without difficulty.

Ezercises in the Resolutions of the Dominant Chord of the Seventh in Minor.
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It remains to be remarked, that the dominant chord of the seventh may
also progress to the chord of the fourth and sixth derived from the triad
on the second degree. Instead of this second degree the fourth degree
of the relative minor key [¢. e. that minor key, the tonic triad of which
is connected through the third with the tonic triad of the original major
key on the sub-dominant side] is frequently written for the purpose of

==
l V— e
modulating, e. g.: v , 8 . As the subject of modulation
I 1 g

will be treated at length further on, the progressions of the other chords
of the seventh are now given without modulation.

Of these chords, sometimes called “subordinate chords of the seventh”,
that based upon the seventh degree is to be first examined. It is, both in
major and minor, a diminished chord of the seventh.

In the key of C-major -D/F-a: ﬁ .
In the key of C-minor 5-D/F-ab: % .

The chord of the seventh on the seventh degree in C-major must be
carefully distinguished from the chord of the seventh on the second degree
of the relative minor key (A4-minor), B/D-f~-A. The alphabetical for-
mula for the key of A-minor, B/D-f-A-c- E-g-B/D, shows the difference
immediately, which cannot be done by means of notes. In practice the
difference is dependent upon the modulation. The chord of the seventh
on the seventh degree needs mo preparation, and finds its resolution in
the tonic triad. This resolution may be retarded by the chord of the

- —
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fourth and sixth derived from the sub-dominant triad. These resolutions
are shown in the following example:
0o

13— )| i) H 10
Jaw A PN |
l uv=;t*~.,:g.— —&

It was formerly a generally received opinion, that the seventh shoald
be employed only in the highest part; but this practice was not supported
by any harmonic law. The prevailing uncertainty as to the nature of
this chord probably gave rise to the doubts regarding its correct employ-
ment. As already shown by the alphabetical formula, it is a decided
mistake to consider the chord of the seventh on the seventh degree in
any major key as the same chord as the chord of the seventh on the se-
cond degree of the relative minor key. In C-major 3-D/F and D/F-a
are diminished triads; in 4-minor, on the contrary, only B/D-f is a di-
minished triad, D-f-4 being a minor triad, and, as based on the sub-
dominant, one of the three fundamental triads of the key. In the key of

A-minor the chord of the seventh —— cannot progress to C-e-G,

this triad not being found in that key. G is excluded in harmonic com-
bination by g#, the third in the dominant triad E-g§-B. A confounding
of these two chords is therefore a blunder, which is unfortunately often
made by celebrated teachers of harmony.

In minor the chord of the seventh on the seventh degree is formed
from two diminished triads, e. g. in C-minor (= D/F-aP-C-¢’-G-b-D/F)
from 3-D/F and D/F-a?, the latter being more decidedly diminished than
D/F-a in C-major. Its resolution is governed by the same laws:

This diminished chord of the seventh is also found in the combined
major and minor mode [see p. 71] for which reason its resolution to the
magjor tonic triad C-e-G is allowable.

Combined key of C: D/F-aP-C-e-G-b-D/F.

b
Dimin. chord of the seventh on the seventh step: % .
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Resolution of this chord in the combined major and minor key of C:

fal
13— H
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The remaining chords of the seventh are distingnishable one from the
other chiefly through difference in compass. In the major mode subor-
dinate chords of the seventh with major seventh are found on the first
and fourth degrees; with minor seventh on the second, third and sixth
degrees. We have already noticed that the dominant or principal chord
of the seventh has a minor seventh. This chord contains a diminished
triad, whereas the chords of the seventh on the first, third, fourth and
sixth degrees are formed by uniting a major with a minor triad. The
compass of any chord of the seventh is dependent upon the relative po-
sitions of these triads; if the major triad be below and the minor triad
above, the chord has a major seventh; if the minor triad be below the
major, the chord has a minor seventh. The chord of the seventh on the
second degree, the compass of which is a minor seventh, contains the
slightly diminished triad D/F-a, above which lies the major triad F-a-C.
The dissonant element being stronger in the subordinate chords of the
seventh than in the dominant chord of the seventh, the former must be
more carefully prepared. The diminished chords of the seventh, which
can enter without preparation, form an exception to this rule; the dom-
inant chord of the seventh needs only to be prepared through the fun-
damental, the presence of which in the-same part of the preceding chord
permits the free entrance of the seventh. The subordinate chords of the
seventh on the first, second, third, fourth and sixth degrees must, on the
contrary, be prepared through the seventh, the entrance of the dissonances
otherwise appearing too sudden. The resolution takes place in accordance
with the rules for the resolution of the dominant chord of the seventh.
The seventh can be led upwards only in chords having a major seventh,
the fundamental in this case remaining stationary and fixing, as it were,
the character of the key as harmonic basis of the chord.

The progressions of the subordinate chords of the seventh to the triads in
major are given below, the notes prepared being marked by ligatures (—).

1. C%lord of the seventh on the first degree.

(a
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The succession of chords under ¢ cannot be regarded as a resolution, but
rather as a simple progression to a dissonant triad.

Various progressions are often given, in manuals of harmony, under
the head of “exceptions”. On closer inspection these prove to be, not

exceptions, but contracted progressions based upon the rules of strict
|

composition. The progression "~ for instance is frequently

designated as permissible, although an “exception”. Even a scientific
theorist would not consider this progression as incorrect in free composi-

tion, being able to explain it thus:
==
|G=2==E=

5 , or thus: ]

7 8 I 1T
——:a:— H—ﬁ !
In the first progression a connecting link, which would appear necessary
in strict composition, is merely left out; this progression may therefore
be said to be based upon, or derived from, a strict harmonic progression.
Only such liberties as can be proved scientifically to be based upon the
laws of strict composition are allowable in free composition. Arbitrary
and unlawful digressions can no more be suffered in the realm of har-
mony than in the body politic.

2 Chord of the seventh on the second degree.

7 7 7
1 T 2
'1- - 1 =) I - 2 ’x =
P = o~ 1 —Z S i A 1 Al 1 = B
N 1 2 1 1 1| J1
= =
al
| 118
11
|
22—t
7 6 7 6
. 1T 1 H
1 1 11
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3. Chord of the seventh on the third degree.
Fa

I
:}4
%
I

In the last resolution we find a succession of two major thirds:

, the correctness of which was denied by old-fashioned

theorists. This view was probably a tradition handed down from the pe-
riod in which the antique musical system prevailed, and is based on no
scientific principle. At that time the major third was considered a me-
lodic, but not a consonant, interval, the Pythagorean proportion of 64 : 81
being then accepted as correct, whereas in modern music the proportion
of 4 : 5 is established.

4. Chord of the seventh on the fourth degree.

iy
- 1=
===
e i =

o n w

I
~ |
- - 1

= 1

The last progression is undoubtedly that most seldom employed, al-
though entirely correct. It would, however, be very faulty to lead the
bass upwards in the following manner :

o
7 T
S¥

— =ii
the tritone thus formed in the melodic progression of the bass %
being decidedly incorrect.




MANUAL OF HARMONY. 65

5. Chord of the seventh on the sixth degree

7 7 7 7 7
o - = - =
3 AT | .~ = | B - T
D o P Y— P 1 1 I T
1 < 1 1 1 af
1 | I I —— 11
—_ o~ —
. S S, g 2 2 =2
( s = IT
=) 7] Z 11
- Acm——
7 1 1 1
b 6 6
7 7 7
= o o a - &.
0 14 118 & < |
e D 1T 1 i
= T T 11}
1T I 1T

The progression marked # cannot be regarded as a resolution; for
8-D/F is a dissonant triad, and it is a general rule that a progression to
a dissonance is not a resolution.

Ezercises in progressions between chords of the seventh and the triads in

major.
D 3 817 7 6
wﬂ—? I'*ﬁ“—}ﬂ 9—f}—ﬂT|—|~——
i e e ™ S e &*

u 2) 8 X 6 6 R 8 7 7. T L1
%E%E%IEI‘TW— et
“E—_&?ﬁ*@?ﬁﬁﬁ——ﬁ e%d:?—':l— t@
487 _

éﬁ_ﬁ::e—r:;q:;—tw_-zﬁ_ﬁw_._ﬁ
ﬁﬁ%ﬁjﬂf—ﬁxﬁ?—:ﬁﬂ

6
,,uu. 6 6 6 8 7 7 47
._._#_ ———]| < ‘—;l |’* “
(7 i D | ! 1 = 11
D 6
Ly b 8 7 7 7 43
b | | =

Paul, Harmony. : 5
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CHAPTER IX.

Chords of the Seventh in Minor.

The structure of the chords of the seventh in the minor mode is, of
course, also dependent upon the form of the triads, every chord of the
seventh being composed of two triads connected through the third. The
chord of the seventh is, to quote an expression of HAUPTMANN'S, a co-
alescence, 80 to speak, of two triads connected through the third. The
dominant chord of the seventh, in major and minor keys beginning on
like tones, is the only chord of the seventh which these keys have in
common, a8 was observed above; the remaining chords of the seventh
differing from each other, because composed of triads of different struc-
ture. In minor the progressions of the subordinate chords of the seventh
to triads are as follows:
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1. Chord of the seventh on the first degree.
fa

In the harmonic minor mode no further progressions to triads are pos-
sible in strict composition, as the seventh cannot be led downwards
on account of the augmented second 4-a?. In free composition the pro-

gression
yal fal
74 which is. based upon 74
3b 3p
0 . I mis
l——z—aﬁ e

is frequently written; it is all the more allowable because the augmented

triad —, which, together with the triad “*? connected
— e

with it through the third, forms this chord of the seventh, may progress

quite correctly to the triad connected with it through the fifth, ¢. e.

a?-C-¢? on the sixth step.

2. Chord of the seventh on the second degree.
0

The progression to the triad of the third degree, which at once strikes
our musical perception as insufficiently prepared, should be avoided as
incorrect in the strict style, on account of the free entrance of the aug-

—

mented triad. The example ’ shows the free emtrance

of this triad, which requires preparation. A succession of chords like
the following, the augmented triad entering after preparation, must be

admitted to be lawful, even if the sequences in the bass may not suit the
individual taste:

b*
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- ] ! | .
' = H Fr o
VPN T '

e mee

The progression of the chord of the seventh on the second degree to
the augmented triad is here effected through the mediation of the domi-
nant triad G-5-D. This chord of the seventh, formed by uniting the triads
D/F-al? and F-aP-C, is of so mild a character, that it is sometimes em-
ployed without preparation, by eminent composers, in free or even in
a cappella composition.

3. Chord of the seventh on the third degree.

lné — — I

- = =

o/ V=
7 7 AL“:, 7 AL,‘, 7 6 7 6
9% bLI_ - I — H —= l_ = 111

A progression to the fourth degree of the scale is here impossible, be-
cause of the augmented second, as the following faulty example shows:

—

. _, b-aP being, as augmented second, an unmelodic step;
—po—2—
nor would a progression to the chord of the sixth derived from the triad
on the second degree be allowable, for the same reason, as the following

===

7 6 7 6

faulty examples show :

4. Chord of the seventh on the fourth degree.

= e o ~———.
[ o
2.
2

o—H

6 5

74 34
Si—eZL27J
< I

I 1C

This chord of the seventh, which should not be confounded with that
on the second degree in the relative major key (E”-major), has no reso-
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lution besides the one given above. In order to reach the dominant triad
the chord of the fourth and sixth derived from the tomic triad must be
interpolated. If the seventh lie in one of the middle parts a direct pro-
gression to the dominant triad is possible:

@2&2@ b=z

§h or: .
7 7

: 1 9%_ 1r

The parallel fourths éP-a? and D-G are accompanied by the thirds of
a? and G, i. e. C and b. This progression is an abbreviation of the one
in which the chord of the fourth and sixth is interpolated. With the chord
of the fourth and sixth derived from the tonic triad the examples would
appear thus:

re—— H i 1L ) 0 _—
5 1% . =
6 or. 6 .
7 4 7 4
9' ’;‘I:___'#jﬁ an I T 1
1 1 It 1 1 i

Progressions like the following :

1) 2)

=t
o/

] Tritone.

= _Z“éﬁ% —— H__;fa;“,,

< [/

are incorrect; under 1) the interpolated notes show the progression to
be unmusical ; under 2) the tritone appears as an unmelodious interval.
On the other hand, the following progression is quite correct:

This progression is no resolution, the triad D/F—al? being dissonant.
That mode of progression employed in free composition, in which the
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SrEe

7

seventh moves upwards , i8 based upon the follow-

ing progression in strict style: v ’ .
| /: |I & rrI
1 1T

-
T —i T 11
d .
7 6 7 8
—bo—bo——bo ho
. ==
P A— }

Of the following progressions:

that under a) is allowable; the second, marked &, is faulty, because of
the tritone aP-D.
The combined major and minor key F-aP-C-e-G-b-D:

has the same dominant chord of the seventh as the major and minor keys
beginning on the same tone; the chords of the seventh on the first and
third degrees are identical with those in major, whence may be drawn
an explanation of the fact, that after striking these chords the minor

sub-dominant triad is sometimes sounded :
0

6

== ST
Pl |

Besides this, the combined mode hag the chords of the seventh on the
second and seventh degrees in common with the minor mode; they can
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therefore progress to either the major or minor tonic triad. Such pro-
gressions as:

and {

6= (s
=. = =St
) . 6 and | ’ .

= P

Through this presentation of the chords with the aid of the combined
mode an easy explanation is found for the oft-recurring major closes of
minor fugues; otherwise a theoretical and scientific exposition of this
phenomenon could scarcely be given.

The chords of the seventh on the fourth and sixth degrees of the com-
bined mode are identical with those on the first and third degrees in
minor, the latter lying respectively a fourth above and a fifth below the
former. In the combined key of C the chords of the seventh on the fourth
and sixth degrees are the same as those on the first and third degrees of
F-minor. The resolutions of the chords of the seventh on the first and
third degrees in minor have already been shown in C-minor; the trans-
position to F-minor is purely mechanical, and easily performed.

Progressions between chords of the seventh in their fundamental posi-
tion may be accomplished if they are connected through the fifth. The
major mode is peculiarly adapted to such progressions, as it does not
contain the inconvenient step of the augmented second. The following

sequences in major :
_,{_
_e_iﬁ_ﬁ%#

8 7 7 7 7 7 17,
S e T
et e — |

exhibit such a succession of chords; it should be noticed, that the third
of one chord of the seventh is employed to prepare the seventh of the
following chord, and that a full chord of the seventh is in every case suc-
ceeded by one in which the fifth is lacking.

A like succession of chords is lmpossxble in minor if the key be strictly
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adhered to, because the augmented second between the sixth and seventh
degrees cannot be used in melodic progression; a progression between
chords of the seventh can nevertheless be brought about, as shown in the
example :

1 | N
G=e——rr etz
P— T—Z—
o .
8
= e S——
Pe——r—

By modulating to the relative major key, e. g. from C-minor to
EP-major, a full sequence of chords of the seventh can be written, as
given below :

e | .
- -1 T
N / =

T —
3 7
- 7 7 7 7 7 ]
. I 5. T | = I
P g I = | | -7 T | _—)
P Y . W) 1 T | H 1 - [l 1
114 I t T — t 1
C-minor: I EP-major: 1V I Cminor: VI Ho V 1
-major: 1V

The interconnection of the chords of the seventh is still closer when
their inversions are employed.

Ezercises in progressions between chords of the seventh in the fundamental
posttion, and the triads, in minor.

) 7 6 7
6 7 6 6 # 7 # 8 6 # 6 44
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CHAPTER X.
Inversions of the Chords of the Seventh.

Like the triads, any chord of the seventh may be inverted, ¢. e. the
third, fifth or seventh may be taken as the harmonic basis, or bass, in-
stead of the fundamental tone.

The inversions of the chord of the seventh are: the chord of the third,
fifth and sixth, or, as abbreviated, chord of the fifth and sixth; the chord
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of the third, fourth and sixth, abbreviated to chord of the third and
fourth ; and the chord of the second, fourth and sixth, abbreviated to
chord of the second. The names of these chords are derived from the
intervals which their higher tones form with the bass, the latter, as in
the case of the triads, determining the name of the chord, no matter how
the other parts are arranged. The inversions of the dominant chord of
the seventh in C-major are here given.

A. Chord of the third, fifth and sixth (= chord of the fifth and sixth).

%ig_a_a__v

e s — —

6 6 6 6
5 5 5 5 5

3 3

- B. Chord of the third, fourth and sixth (= chord of the third and
fourth).

0O P
1 = 118
i
6 8 =
4 4 4 4 4 4
3 3 3 3 3 3
5 <
r——— 66— ———&

C. Chord of the second, fourth and sixth (= chord of the second).

W
N
\OEN
L
FeEH

The progressions from inverted chords of the seventh to triads are the
same as those from the fundamental position; only that the fundamental
remains stationary in such cases as, were the chord in its fundamental
position, it would have moved a fourth mpwards or a fifth downwards.
The dominant chord of the seventh may be taken as an illustration. In
the progression of this chord from its fundamental position to the tonic
triad, the bass moves a fourth upwards or a fifth downwards:
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in the progression from an inversion to the tonic triad the fundamental
remains stationary :

6 . 4 .
b 3 2 6

In all other progressions from inverted chords of the seventh to triads
the leading of the fundamental tone is the same as if the chord of the
seventh were in its fundamental position; e. g.:

A. Progressions to the sixth degree.

B. Progressions to the fourth degree.

Fal

—— %2 s s ==
. o - — . —
— = ’ 7T e w
S — °

6 6 4 6

5 ~ 4 - 3 l4 2 - 6
1 e i | M—— — j”} . a’ﬂr‘a J:i

< 1 o il 1 :va 11 1 11

The progressions of the remaining chords of the seventh, when in-
verted, are subject to the same laws, and to the rules given above for the
fundamental position. The augmented second in minor must always re-
ceive special attention.

Finally, the progressions between chords of the seventh connected
through the third or fifth are to be noticed. Here a wide field is opened
for the employment of this chord. The examples given below sufficiently
illnstrate such progressions between chords of the seventh connected
through the third in major.

G

| ] L

i |
|

. |

sE—==—————

6 4
5

4
7 5 3 2 7 3
L _.I:ng 1
. | ||
9_____’ S— - = L = o
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e — — —
@ e~ — I 1
— —

:37__ gz 'a@ﬁf 1 10

5_ % w2 é 2

e — T — “~—
6 4

2 7 5 3 2 7
= T | - M|
B | —t——1
—*Q—sz \74_\7/ —] Z o1 1

The pupil should observe, that in each progression three tones common
to both ghords remain stationary, the progressions to the various chords
of the seventh being thus fully prepared. In progressions between chords
of the seventh connected through the fifth, only two tones remain sta-
tionary : '

ral

I J . 1 il
— — H il
= \gﬁ%ﬁ?—ﬁe—n——
~— ~— ~— - - = &
-
4 4
3

or, beginning with a chord of the fifth and sixth, thus:

Progressions may be effected between chords jof the seventh having
only one tone in common, . e¢. connected through the seventh. Such a
progression can however, be brought about only by leading three of the
parts in such a manner that they form parallel fourths accompanied by
the third, the fourth part being stationary. This stationary tone, the
fundamental of the first chord, changes to the seventh in the second
chord

7]

g

Ll
===2

= : z EEIZ—_‘E—_—L‘J:&——Q——,H—L-H——

A long succession of chords of the seventh connected through the third
or fifth can be made practicable, in minor, only by modulating into the
relative major; e. g.

7 2 17
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Chords of the seventh connected through the third :

3 6 4 6
8 7 5 3 2 5
. 1 27 1 1 ]
%ﬁ&_ﬁﬁj ! =] =tz to—o—]
C-minor: I E b-major: 111 VI v II VII v 111
e e ]
== = T = | 1T
- ~— \/9\_/ h
P
4 6 4 7
3 2 7 5 3 25 &
3 1 C | T ; —— . I~ | —
. - (i f i | —1
e e |
1 VI IV C-minor: Iv I VII v I

Chords of the seventh connected through the fifth:

@ﬁg%%%%gﬁ—%ﬁ_ggfééjp

b
$ a4
.V 17 ]! l__Jl
C-minor: I VI (.-mmor. VI I v I

Ep-major: IV 11 v I v

Beginning with a chord of the fifth and sixth the progressions appear
thus:

C-minpr: I C-minor: VI II v I IV I v I
E?-major: 11 V 1 v

Progressions between chords of the seventh having one tone in com-
mon, in minor, may also be accomplished, when three parts move in
parallel fourths accompanied by the third, as follows:

[EEssS === ===
e =
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The foregoing explanations will enable the learner to work out exer—
cises with figured bass in the progressions of chords of the seventh and
their inversions.

‘We would repeat here, that progressions of the dominant chord of the
seventh to the sixth and fourth degrees were called, by earlier theorists,
deceptive closes. This name was later given to all progressions of this
chord which did not lead to the tonic.

The progressions of the chord of the seventh within the limits of one
key have been explained. This chord is likewise well suited for mo-
dulation.

In diatonic progression a modulation is brought about when the seventh
and fifth remain stationary, the third is led a whole tone downwards, and
the fundamental a whole tone upwards, e. g.:

:g > B
I — —— /___ ﬂ______':%?:z%
Y, "
6 [

7 L3 7 i,
—1———— < 1
= 1 3 11 1 H 11

1 [ 1T €L 1 11
C-major: I d-minor: I V  C-major: I g-minor: IV I

The remaining chords of the seventh may be employed in modulation
in the same way; in pure harmony, however, only when the chords of
the seventh through the aid of which the modulation is effected are
common to both keys, like those on the first, third and sixth degrees in
major, e. g.:

a) fal I
1 | R i ———_ S —_
Gre iy - (6 ETiE
i ! I ———
(] . 6
7 4 7 !|4 i
. T T 0 —
=== e
C-major: I C-major: III
G-major: IV I v B-minor: IV I v
I_G_ i T 1T
-
6
7 4
——1t——+——c—}
C-major: VI
e-minor: IV I v

The chord of the seventh on the fourth degree in major passes over,
.in this progression, to the tonic triad of the same key; e. g.:
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Yy——e L2 J
Z —i—
C-major: IV I v

The chord of the seventh on the second degree in major cannot be led
to the relative minor; because, taking C-major as an illustration, the
lower triad D/F-a is not a perfect minor triad; this chord of the seventh
must therefore not be confounded with that on the fourth degree in minor.
If this chord be led to the chord of the fourth and sixth derived from a-C-e,
against which progression no scientific objections can be raised, the domi-
nant chord of 4-minor cannot follow the last named chord directly, if
subtle theoretical distinctions be adhered to; on the contrary, the suc-
cession of chords would be as follows:

fal
. | 1 [|
%521 55215
S — -
[ 4
7 4 3
0 I I | T 11
D e e " Z—
= e
C-major: II VI 1II v 1

On the piano, however, if a chord of the seventh on the second degree
in major pass to one precisely similar in sound in the relative minor key,
it then belongs to this minor key, and becomes the chord of the seventh
on the fourth degree in minor, composed of a perfect minor triad and a
perfect major triad. The example would in this case appear thus: .

0
T ¥ =iy
' . -
6 8 l
7 4 # 7
9 1 — —~| g|i;|
A-minor: IV I v I

The interchanging of two chords between which such a delicate dis-
tinction (80 : 81) subsists may be excused (although in certain cases it
cannot be justified), because, in instrumental musie, such nicety of shad-
ing can, in practice, be brought out only in the string-quartette. That
the proper treatment of this distinetion could not be passed over in silence
is made evident by the simple modulations given above, apart from the
practical benefit inuring to the composer through an understanding of the
distinetion, in finding the correct responses to the themes of fugues.
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In a similar progression of the chord of the seventh on the seventh

degree in major the original key is not departed from:
fa

" !

C-major: VII® . IV I

In minor the chord of the seventh on the first degree also belongs to
that combined key which begins on the dominant of the minor key. For
instance, the chord on the first degree in C-minor is the same as that on
the fourth degree of the combined key of G. The modulation to the latter
key would be accomplished thus:

C-minor: I
G-(combined): IV I v

In case the chord of the seventh on the second degree in C-minor
should be employed in modulating to Eb-major, with the aid of the chord
of the fourth and sixth derived from the triad on the fourth degree in the

latter key N
6

7 4
: _L_ = 1 11

Ep-major: VII v I

the chord of the seventh on the seventh degree in EP-major would be
considered as convertible with that on the second degree in C-minor.
From a strictly scientific standpoint this modulation cannot be regarded
as correct; the same view holds good with respect to the following modu-
lation from the chord of the seventh on the seventh degree in Eb—major:

G

I | I I

0 ] !
B e e
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Here the first chord of the seventh is undoubtedly that belonging to
the first degree in C-minor.

The chord of the seventh on the third degree in minor contains, like
that on the first degree, the augmented triad, which makes the following
progressions necessary :

. 2 P& P-E=D5 Z
For the modulation of this chord of the seventh only the first pro-
gression, as a passing over to the combined key of G, has to be taken
into consideration, this chord being found on the sixth degree of the latter
key. With the chord of the seventh the modulation takes this form:

0 - —p—
6
7 4
) ) | H
3:123—9@6‘—!———:&
C-minor: IIT
G-combined : VI I v 1

The fundamental tone of the chord of the seventh moving downwards,
this progression is incorrect, the proper relation between fundamental and
seventh not being observed. Every seventh is the inversion of a second.

A second can progress thus: gg or thus: — .
s

Either the lower tone moves a step downwards, the higher tone remaining
stationary (¢. e., in <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>