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PREFACE

Our old friend Harmony, once esteemed the indispensable and unsur-
passable teaching method, has had to step down from the pedestal upon which
general ‘respect had placed her. This is not so much the fault of the attitude
of those students who have never considered harmony study anything but a
necessary evil. Rather it is owing to the increasing conviction on the part of
many teachers (at last) that while one may follow its rules for a while out
of pure respect for tradition, it is well, if one plans to undertake creative or
even theoretical tasks of a highex order, to stand on one’s own feet. Musical
practice has taken paths along which the teaching of harmony could nat follow.
Principles of construction that embrace only a small fraction of chord possi-
bilities; stylistic limitations; excessive dependence on notation; an insufficient
acoustical basis—these are the reasons why the study of harmony is being
left behind in the race between musical practice and theoretical instruc-
tion. I have written at length on this subject. In The Craft of Musical
Composition 1 have devoted hundreds of pages to a criticism of the con-
ventional theory of harmony and suggestions for its improvement, so I may
spare myself any extensive discussion of the subject here.

Despite the evident loss of prestige which conventional harmony teaching
has suffered, we must still count on it as the most important branch of theory
teaching, at least so long as it has not been replaced by any generally recog-
nized, universally adopted, more comprehensive, and altogether better system.
And even after the introduction of such a system, it will maintain a high
rank as a historic method which once had great importance—no longer a part
of the curriculum of the harassed violin or piano student, but all the more
important in the education of future theory teachers and music historians.

In both situations—the present one, in which faith in the magic power
of the old rules of harmony is fast disappearing, and the future one, in which
such rules will have interest only for the backward-glancing and analytical
student—hardly anyone will feel a great desire to spend more time in the
acquisition of harmonic knowledge than is absolutely necessary. Thus the car-
dinal principle for instruction in this field must be: give the student the material -
he needs in condensed form and with constant emphasis on the purely historical
basis and only relative practical value of his study of harmony, and then
try to make him acquainted with more far-reaching methods of harmony.
The instruction should be speedy; but that does not mean that it should be
careless. Brevity and thoroughness may very.well be combined if one omits
mention of things which are uncertain, exceptional, or based purely on stylistic
or personal considerations. Fortunately, the situation is not what we would
be led to believe by many harmony text-books, which make of harmony a
deep and difficult science—almost a secret art. On the contrary, harmony is
a simple craft, based on a few rules of thumb derived from facts of history
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and acoustics—rules simple to learn and apply if they are not obscured by a
cloud of pseudo-scientific bombast. It may therefore be presented to the pupil
without any difficulty, and in simple, concentrated form.

The fact that, despite the need for brief, clear instruction, great thick
harmony text-books continue to appear and find their readers is in my opinion
not a sign of continual extension and perfection of the method. Harmony, as
a theoretical system and as a pedagogic method, has been explored and perfected
in every nook and cranny; its material has been gone through, taken apart,
and rearranged hundreds of times; with the best will in the world no paths.
will be discovered that have not been trod. It seems to me rather the prickings
of conscience that most musicians seek to allay when they continue to read and
study the endless re-groupings and re-publications of the old truths. No one is
really satisfied with what he learned long ago in his study of harmony. For
one thing, the material was presented to him in unenjoyable form; for an-
other, every other activity seemed more important than theoretical study,
which in general has so pitifully little influence on the practical musical
accomplishments that have to be learned in the early years. So one buys the
latest harmony book, as one has bought others before it, in order finally to
make up for what one has missed (usually the intention is the end of the
matter!), and thus perhaps at last to discover some of the secrets whose presence
more or less every musician suspects behind the curtain of music theory. It is as
if one had only to draw this dark curtain aside to behold the mystery of the
creative spirit! But no matter how many harmony books one reads, they make
no new revelations; and even the greatest minds will not succeed in making
any, if by chance they undertake to write a harmony text-book.

“Why this new attempt, then, if, as follows from what has been said,
it is just as useless and worthless as all the rest?”” The answer to this question
is that I am_consciously taking this step backwards in full realization of its
relative unimportance. Its purpose is not to provide a traditional underpinning
for the principles set forth in The Craft of Musical Composition (which is
not necessary, since for the understanding reader tradition is present on every
page of that work) but to facilitate the speedy learning mentioned above, and
this in as little scholastic a manner as possible, so that a close connection with
living music may be continuously felt. It is true that even in this book there
are rules enough, but they have been held to the absolute minimum; while
on the other hand particular care has been devoted to supplying material for
practical work in actual writing. Pieces of music of all sorts and styles (insofar
as a style may be represented by the use of a particular set of chordal ma-
terials) have been provided in great number, so that a student who works
through this collection of problems of all sorts, without having too much in
the way of rules drummed into him, will in all probability achieve a better
and more thorough knowledge of harmonic work than after plowing through
many a heavy, profound, and learned treatise on harmony. No gift whatever
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for composition is required of the student. Being limited strictly to the tech-
nical process of connecting harmonies, this book makes it possible for any
musician or music-lover without the slightest creative idea to master the
exercises it provides.

It is in the nature of the material that even the most condensed teaching
plan must follow approximately the historical development of musical writing,
as it was practised in free composition, unregulated by school-book rules. This
is true at least to this extent: that the exercises employing simple chord mate-
rials correspond to an earlier epoch in the technique of composition, while with
increasing mastery of chords, progressions, and tonal relations the student
approaches more closely the practice of the last few decades. But since our
exercises serve primarily neither historical nor stylistic purposes, this very
rough correspondence with the evolution of writing from 1600 to 1900 is
fully sufficient. Looking back as we do, from a time in which the materials
dealt with are fully known, to a still searching and discovering technique, we
can afford to spare ourselves many roundabout ways and side paths that had
to be taken by the original seekers and discoverers; in fact, in order to achieve
greater mastery of our materials we may stress certain technical procedures
and neglect others as compared with the real practice of composers in the
past. The historical, physical, and physiological bases of our working pro-
cedure are of no consequence here. Those who are interested may look up
these things in the appropriate literature. The adducing of explanatory illus-
trations from musical literature, too, has been sacrificed here; it is the task
of the teacher to show the pupil where the models of his work are to be
found.

The exercises provided lead the student from the very first steps of
harmonic writing to the most advanced contortions of the technique of alter-
ation. For small classes of normally gifted pupils, meeting twice a week, this
material should provide one to two years’ work. For slow workers, for whom
there are not enough exercises, the teacher can provide supplementary ones,
while gifted students will perhaps gain a considerable facility by working
only part of the material given.

The fact that harmony can be taught along these lines has been proved
by the class for which and with whose active participation this brief manual
was written. In the Yale Music School we went through the material in this
book thoroughly in a few weeks. The wish to help other teachers and students
who may have felt acutely the need of plentiful and varied exercise material
is what has impelled me to publish this little book.

PAUL HINDEMITH

Yale University
New Haven, Connecticut
January, 1943
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PREFACE to the
SECOND EDITION

To the author of a harmony book, phrases like “60th Thousand,” “20th
Edition,” ““Popular-Priced Reprint,” will always sound like some legendary
song of the sirens. In general he can be happy if the comparatively few copies
of the first printing find buyers without too much trouble. With this prospect
in mind, I hardly expected anything more for the present little work than a
moderate interest, particularly since it came into being in the first place only
as a by-product of more important labors, and had no further purpose than to
present to a few teachers and students struggling with similar problems some
teaching material that had been found practical. Yet only a year after the first
publication a second edition is needed! Whether that fact is due to the nature
and arrangement of the book, or present conditions are particularly favorable
to the distribution of such a work, or the sales have resulted from mere curi-
osity: these questions must remain unanswered here. I content myself with
wishing the Second Edition good luck, too, as it sets out upon its road.

In the exercises themselves nothing has been changed, except for the elimi-
nation of misprints and inaccuracies. In the text, on the other hand, additions
have been made: unclear formulations have been improved and additional ex-
planations inserted where necessary.

New Haven, April, 1944 PAUL HINDEMITH
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CHAPTER I

PREPARATORY

1. Prerequisite:
Knowledge of

Major scale
Minor scale (the different forms)
Keys, and the circle of fifths
Accidentals
Note- and rest-values
Measure-signatures
Treble- and bass-clef
Intervals in all forms

2. Voices
We write for four voices: soprano, alto, tenor, bass.
Their ranges are as follows:

o>
ﬁr — T 2 TS — o
< 1 L O fr ’ i /I } %
| - | [ ] 1 1
g; 1 1 1T— i
) ;70 —— s ©

s O

We use two staves, the upper for soprano and alto, the lower for tenor
and bass.

3. Triads
The material to be used is the triad in its two principal forms:

Major E Minor ﬁ

Names of the tones of the triad:
Lowest—root
" Middle—third
Upper—fifth

Triads are named according to their roots, e.g., C major, e minor. |
Terminology: capital letters = major (C = C-major triad), small let-
ters = minor (a = a-minor triad).

(1]
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4. Doublings

—— EXERCISE 1 ——
Play at-the keyboard: A, a, C§, dp, Bp, b, Gp, ff.

Distribution of the triad tones among the four voices: one tone must be
doubled.
Permissible doublings: root (preferred), or fifth. (No third-doubling.)

No crossing of the voices (maintenance of the natural order: Soprano,
Alto, Tenor, Bass). '

5. Spacing
Close position of triads: no tone of the same triad can be inserted between
soprano and alto, or alto and tenor.
D’ A
2\ [ Q] [® ]
oJ
S8 ©
Open position: tones of the same triad can be inserted between soprano and
alto, or between alto and tenor.
©
Distance of the voices: between 'soprano and alto, or alto and tenor, no
more than an octave ; between tenor and bass any distance.
Positions determined by the soprano tone: position of the octave, of the
fifth, of the third, all close or open.
— [ ® ] [ ® ]
{_ [ @ ] [ % ] [ % ] e
-© g——g - ©
i 8 == 8=
close open close close open open  open close 03; open open
= oo © = o oo
S2 [ @ ] i3
9'! Xy [ @ ] [ ® ) [ @ ] _— S ) [ @ ) L ® ] THY ¥y
Position of the Octave Position of the Fifth Position of the Third

[2]
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EXERCISE 2
Werite the following triads in all possible open and close positions:
D, Bp, Ft, Ap, G, ¢, gt, eb, f, b.

6. Triads in the Scale
Triads can be constructed on all the tones of a scale. Only the scale-tones
can be used.

In minor:
(the harmonic
minor scale
is used)

The degrees of the scale (and the triads built upon them) are designated
by the Roman numerals I-VII.

In major: I, IV, and V are major triads;
II, III, and VI are minor triads;
VII is a diminished triad.

In minor: I and IV are minor triads;
V and VI are major triads;
II and VII are diminished triads;
III is an augmented triad.

Names of the most important scale tones:
I Tonic
V Dominant
IV Subdominant
VII Leading Tone

The dominant in both modes is a major triad. It contains the leading tone
as its third.

EXERCISE 3

" Play at the keyboard the following triads in all possible open and
close positions:

DI EpV, F§ IV, Dp II gl ct VL, apV, b1

[31]
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CHAPTER II

THE TRIADS OF THE PRINCIPAL HARMONIES

1. Connection of the principal triads I-V, V-I and I-1V, 1V-I.

Simplest form: Root doubled in both chords, in the octave or unison.

Procedure:
(a) Write the bass progression from the first to the second chord.
(b) Complete the first chord.
(c) Hold over to the second chord the tone common to both chords.
(d) Lead the two remaining tones of the first chord stepwise to the

nearest tones of the second chord.

ﬁ N
> 4 I ~

AR 2 H-o—o
N

1
iy 7 a9 IZ 42 T

©—
EI V VIV I A’V I

Types of motion:
(a) Similar motion: Two or more voices move in the same direction.

9 1 L2 © 1 [ & ]
fy——8—¢ =88
1 1§ —d
J O S O o —
O

(b) Contrary motion: Two voices move in opposite directions.
| | |
g E o
(c¢) Oblique motion: One voice remains stationary while another

moves.

ry) -
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EXERCISE 4

Write the following progressions:

A I-V e I-V
F V-1 f§ V-1
B I-IV c I-IV
Ep IV-I g IV-I
EXERCISE 5 ——
Play the following progressions:
G I-V ct I-V
Bp V-1 f V-I
Ep I-IV a I-IV
Dp IV-I b IV-I
2. More complicated form of the progressions I-V and I-IV : first chord
with fifth doubled, second chord with either permissible doubling.
Procedure:

(a) as above.

(b) as above.

(c) If two tones can be held over into the second chord, hold one
and lead the other the shortest way (skip of a major or minor
third) to the nearest tone of the second chord.

(d) If no tone can be held over, lead each of the three upper voices
the shortest way (stepwise, or by skip not larger than a fourth)
to the nearest tone of the second chord.

Rules of voice-leading:
(a) Avoid leading any two voices in parallel octaves or unisons:
H
1 i — ¥ 1 ete
F=~ F=="-3 ==
also
0N I (both voices ap-

proaching an octave
ﬁm etc.. and %m by skip i the same
& o fry = irecti
= = direction.)

(b) Avoid parallel fifths.

y 4 T XX | te
ete.
I—X¥ © I 1
> © —_—  —
D e —
R =g

(c) Skips of all four voices in similar motion are not to be used.
Even skips of three voices in the same direction need careful
handling. The excessive forward impetus created by such an
accumulation of skips can be restrained by keeping one or more
voices stationary or leading them in the opposite direction.

[5]
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Simultaneous skips of three voices in the same direction which
are nothing but a change of position of the same chord are per-
mitted without limitation if the fourth voice remains stationary
or moves in the opposite direction. (See Exercise 11, below.)

EXERCISE 6
Write progressions of the kind discussed :
Ep I-V a I-V
G V-I g V-1
Gp I-1IV bp I-IV
D IV-I dp IV-I1
EXERCISE 7
Play progressions of the kind discussed :
Bp I-V b I-V
Ap V-1 e V-I
F¢ I-IV f I-IV

E IV-I dg IV-I

3. Progressions of the triads 1V-V and V-1V.

Simplest form: both chords with root doubled.
Procedure:
(a) as above.
(b) as above.
(c) Lead the three upper voices, in contrary motion to the bass, the
shortest way to the tones of the second chord. (This rule applies
fully only to the simplest form of IV-V and V-1V progression.)

Rules of voice-leading:
(a) Two voices should not move: upward into an octave from a

smaller interval (hidden octaves).

-0
B—m—— ,5 e —] ete.
) (b)'()- =3 & O

(b) The two outer voices should not move upward into a fifth from
a smaller interval (hidden fifths).

0 o
= === —] ete.
Yo T T s
EXERCISE 8 ——
Wirrite the following progressions:

A 1IV-V f V-IV

Gt V-1V b IV-V

D 1Iv-Vv dp V-1V

[6]
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EXERCISE 9
Play the following progressions:
E IV-V f§ V-IV
Bp V-IV g Iv-v
Ct¢ IV-V ep V-IV

More complicated form: first chord with doubled fifth.
In some cases this progression is possible only if the fifth of the second
triad is omitted and the root tripled.
Procedure:
(a) as above.
(b) as above.
(c) Lead each of the three upper voices in either direction the short-
est way to the tones of the second chord. (Skips greater than
that of the fourth will thus not occur.)

Rules of voice-leading:
(a) No voice should skip a diminished or augmented interval.
(b) Avoid in the three upper voices skips of more than a fifth.

EXERCISE 10
Wrrite the following progressions, with the fifth doubled in the first

chord :

Ap IV-V ¢ IV-V
B V-IV e IV_V
Ep V-IV ap IV-V

What was said above about the second chord in these progressions
applies from this point on to all major and minor triads: the fifth may be

omitted.

EXERCISE 11

Werite the following progressions (numerals and meter given):

AR B B R R R A R

4 1 v I v v I
ctvilatolt o0 1|
Y N R
v I Iv v 1 "IV V I
Pt bt wldow vl f
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When the harmony is repeated, the position should be changed.

EXERCISE 12
(Bass and Roman Numerals Given)

¥

>
1
1

—f

v

Gh

1
1

—

1
1
1
I

<.
>
1

» )
ot

v

e

Ls )

[ & IJ
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——— EXERCISE 13 ——
(Bass Given Without Numerals)

Upon every tone of the unfigured bass, the appropriate triad is constructed.

1 7y i - it I > T
1 P 1 P T 11§
L ) 1 1 —l
Lt 1Z ey 4 1 i | 1 M L 1 11
| T | 1
Ab
1l
y. | i 1 ] | e ) 4 N A 1 —
= — — — = —F = 1 1
— b N 1 L i 1 1 1 ~©- 4
H# 7 !
B
1 1 1
g—F—>—+Tr—> s
] = — = =)
F
t
— 1 —J
i T 1 [ & 10 —1
H 1 1
Accidentals below a bass tone refer to its third.
y. | — ) | | | - |
95—3——1-"' - — e —— > 1 —4
L= 3 L d 1 l — 1 1 | 1 (e — |
" I ! ~ I |
a # #
s
Y S ] I 1 n L - —
a2l . 1 L 1 o —b— = S
7 | ] o —
d# *
- 1 1 1 T - T ]
et
1 1 1 1 — — 1 L 1 1
1 T h
bb i
955—1% — — —— Z ——t T — —
y. > ) — T y — T 1 > —1
1 ] - 1 ! 1 1 L i L —l
d i | | ¥ m T
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EXERCISE 14

(Soprano and Roman Numerals Given)

bh I 1
R U R S A
==L ——————————
F¢ 1 1v I v A \'A I
ey
bl i 3 I i 1 Lﬁ‘ i’ 1 5= —
Eb 1 I v v I \
b4 .
YR LN, | L 1 = 1 1 Y — 1§
e e e ——
AN 74 x ) -1 1 1l 1 1 | i 1 1 ) |
D) ! | J I
A1 1 VvV Iv 1 I v V I
9 L 22 : i A 1 1 i 1 1 'l 1 i . )
EEEE=Ssesses s
Y FI Vv I IV I Vo 1 IV V I
* There is no reason to avoid the fifths by contrary motion which result from such
melodic passages (and which are forbidden in many text-books).
e e e e —
\J . ; — ;Ir 1 1 : i
e I v A\ v v v I
i
F—F——FF—+—F 1 —— 7_—]
T—o—+ — = —
) T L 1 T
¢t v I Iv I IV I \'A I
’n i b 4 =) 1 ] I i L .t
e e e ==
SESS * i '
g I v I v v I
i e 1
4 i T — — < — =
[J) # ' ] !
a I v I v I v 1
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——— EXERCISE 15
(Soprano Given Without Numerals)

=

o

[

<
>

ANV

Bb

t#

[ @ 3

T2 b )

103

»

eb

13

L

1
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CHAPTER III

SIXTH CHORDS

1. Inversion of the major and minor triads.

The third of the chord is in the bass. @

Figured-bass symbol : ¢
Doublings: root or fifth (for the time being, not the third).
Position of the octave or fifth (not third).

ﬁ (e N
y A -
Fe K Q] a2 43
] © ©0—0——0—©0—]
D) S ©Oo ©- o © ©
© © © =2
——
LS ] [ & T W ) 1% 2 [ &) L ® ] LS ]
[ W
© ©

EXERCISE 16
Write and play the following sixth chords in different positions:

A Te ap Ve
Ft Ve . e Is
Ep IVs di IVs
B Ie bp Ve

S ©

The fifth can be omitted, and the root tripled:
-
==

2. Progressions of consecutive sixth chords or of sixth chords with triads,
treated from the same point of view as progressions involving triads only.
Recommended procedure for making simple and correct progressions:

(a) If two chords have a common tone, hold it over.
(b) Lead each voice by the smallest interval possible.

[12]


SAM
Text Box

SAM
Text Box

SAM
Text Box


“Hi_dden octaves which form a broken triad may be used in the three upper
voices when the harmony does not change:
[ ey

| - 4 2
| W a¥ L ® ] L ® ]
7 ©
© © © e
[ @ )
} Z [ ® ] [ ® ] e
CI Ig CI Vs

good not good

EXERCISE 17
(Numerals and Meter Given)
E 3 J J I J J I J J | ) “

w, I v, v I 1V
fg Sl Aty fAly ¢
T A e A
34041 Ala i sy il
A AR

In the bass_the following are permitted :
(a) Skips of an octave or a sixth.
(b) Augmented and diminished progressions to the leading tone.

[13]
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EXERCISE 18
(Figured Bass Given)

Meaning of the figures:

o
=
[=]
~=
(]

el

£%

+ W2

I

v o

=

&0

=

Ll

=

(=]

=

B

2

[

<

=]

Z

v iz b &

.

1
1

Bb

===
-
-

[\ R ESY
H | ©
[N
N s
sl o

RN
T

Iy m|

[ @ ]

1
T
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EXERCISE 19
(Unfigured Bass Given)

4
k= 3

193

EP

i3

2
re }
4

1l
i

g

bb

5
1
1

at

"
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EXERCISE 20

(Soprano and Numerals Given)
From this point on it is no longer necessary always to lead the three upper
voices the shortest way from one chord to the next, or to hold over com-

mon tones.
Skips of an octave or a sixth may also occur in the upper voices.

E#a \J )
il
il
4l
L
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EXERCISE 21
(Soprano Given Without Numerals)

SN S N~ N N IO S N A R S A S~ A S U - S _-'-- .o
¢ 1 — 1 1 o = o

---‘_-— L 1 o 1 % 1 = 1

/AR5 ) 1 1 I: | P 1 11 ; I _a
| . 11 Ll 1 | | - A RN SR S )i |
¢ Bp 1 l | T
h [ ! |
L | — I o 4 L L ) —
11 1 1 1 d - | — 1 n ||
a f 1 ] 1 T | T I1'
TN ° N
= | r4 AN 1
1 1 | L 1 1 1 1 1 | - 1 ) i |
o a T e e b~
H 1 N | !
b 4 1 1 1 1. L4 1" . . 1 - 1 1 1 1l
N T ==

After clearly perceptible caesuras in a melody or a figured bass, all four
voices may skip in the same direction.

3b
-@-—I‘—é
v 8
| | | | | | L
Y LS W 1 I | L IJ:IJ : : ["LL] ) |
Y Ha——o— —o ] 1—+¢ — 11— } &
i | Y B 8
' b
| l | 1 | N |
b 1 1 1 1 1 1 ) 1 - 1 | I
——
— AILL‘ 1 I\ —t
z —~ =
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1.

CHAPTER IV

THE DOMINANT SEVENTH CHORD

The dominant seventh chord consists of the dominant triad with the 7th
of its root added.

o CV7 CV7

Possible positions: third, fifth, seventh (not octave).
Characteristic feature: the diminished fifth, or, in positions other than
that of the seventh, the augmented fourth (tritone).

Diminished fifth and augmented fourth demand resolution.

Resolution of the diminished fifth: é%

J C —
f
Resolution of the augmented fourth: %
C(e)

In both cases the leading tone moves upward to the tonic.

Connection of the dominant seventh chord with the tonic triad.
Procedure:
(a) Write the bass progression.
(b) Complete the first chord.
(c) Resolve the diminished fifth or augmented fourth.
(d) Lead the remaining voice the shortest way into the next chord.

The fifth of the dominant seventh chord may be omitted, and when it is,
the position of the octave is possible. When the dominant seventh chord
contains its fifth, the chord of resolution is a triad without its fifth. The
converse is also true: V7 without fifth—I with fifth.

[18]
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EXERCISE 22

Write the following progressions:
(a) Seventh chord with fifth, triad without.

E V-1 b VI D I-vx
Dp V-1 a Vi1 Ap I-Vz
Bp V-1 ep V-1 ¢ I-Vvq
G VI ft VoI g 1I-Vz
(b) Seventh chord without fifth, triad with.
A Vi cf VI E I-V:
F V-1 e V-1 Ft 1-Vz
B Vi-I g VI bp I-V=
C VI ap V-1 df I-Vz

EXERCISE 23

Play similar progressions.

4. In the progression Vi (with or without fifth)-IV, the diminished fifth or
augmented fourth cannot be resolved. In this progression (or the opposite)
the common tone may be held over, to connect the chords as closely as
possible.

EXERCISE 24
(Numerals and Meter Given)

I A N I

I IV 1 Vv, I Vo 1 IV

* 8 — octave, 7 = 7th, following it on the next beat.

a3 4 Jd J|JJ|JJ| |J1|
1 v'iv 1'vy v v v
w2 4 1 i FEY “
4 1 IV YV, I ,iv!v, 1 1vlv v61
F# 8 J.J.|J.Jﬁ|J.J|JJ7|JJ|JJ| IJ"
I lvvvli vglvv, Iy lTv v vl
eZJJIJ.JlJJ|J.J|J | |JJ| I
2 1 L'V L'vwy!'T v'1 IV IV V V
ang.|JJJ|J.|JJJ|J.|JJ|J|JJJ|J||
'LV, 1" vIivi_w'T vy IIVV I
i kv liag l%éw&ﬁli,f’ II
stJ|JJ ,JJJ|J | d | |JJ |J||
4 11, 'vv, I'T LivlIyV v6 IVIV6

[19]
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——— EXERCISE 25
(Figured Bass Given)
In figured basses, a 7 under a note indicates a seventh chord.

#- lli l} | I
==E=c=—=c==CS=———=——
e |
E ' 7! 6
1?‘14141 -
| S I N s 1 !l = 1
N N S < - r & 1 1 | 1 s 1
,e}l 1 | llil:sl 1| 11
F 6 s 6 6 7

|
D 6 7 6 7 6 7
- |
2T | —— 14 T T
o o e S o I o ——
1T 11 i 1 - % li T r{ 1H
Ab 7 6 6 6 7 6 7

1 I | R - —f=
1 | j N
) ™ | L ) I = Il ) . 1 1
B ! + { | A IE } | I ) - {I! 1 )
bb 5 b ¢ 6 7 b 6 7
i §
| - -4
| S —
o a— ||
7
) | Il{' ; l} 1
= EEESST=arc=c=x
v 1
eb 6 s b e 6 6 6 7
i

Many forms of the progression IV-V7 (and the reverse) can be satis-
factorily realized only by the use of an augmented or diminished melodic
interval. It is therefore permitted from this point on to approach the lead-

[20]
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ing tone (not only in the bass, but in other voices as well) by an augmented
or diminished interval. (Less frequently, the leading tone may be left by

such an interval.)

EXERCISE 26

(Unfigured Bass Given)

-
gty — 1o —1— ~a— - -: - — 5-—1-5-—1—
: B - . L E 11 2 4 2
ARt s W - TV, W A W — H 0~ o s |
- T : y - - | B 17 — T —
+ T

%
E

HTH

SERE

1 1 I8P 1T 73 e
T 1T 11 1 = | 1N 888 @ - o | | = &8 = 1 | 1
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From now on, the third can be doubled in triads and sixth chords.
Instances in which the doubling of the third is particularly apt to be
successful :

(a) Sixth chords. f

= - ©
o)y 'S ——

It is advisable not to double the third of a dominant chord, the leading
tone (danger of parallel octaves). The seventh should also not be doubled.

EXERCISE 27
(Soprano Given With Numerals)

’0 I () |= | 2. . I I | } Ik\ 3
T — ——— — e
eJ J e
F I I v LIV IV,v, I IV,
n | ) | ! 1 1 1 1 1 I i
GEel s === ==S====S==
Y v I Ve I IV, vV v, I
T e . S . )
) I 1 :P IF i ;;\ g
T’ l L 1 ]

A I IV 16 V ‘JG V7 I IV6 I V6 V
e
U i |

I, v IV, v, I
0 | - ! 1 1 &s

— e
T bt
¢ Db I I, V, I V V, I IV I IV
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T T
\£}

I

IV V,

Iv____

Vg

s W

IV IV, I

I

7

A

IWAA

(4

=
I

<

12

V IV, IV Ve__ 11V

£
I6

I

IV, V,

IV, IV

1 1

i

I

Ve V Vg

£t

I (major)

Ve Vy

A

Ve

P 4 Il

8 "ﬁnn
| =
0
IE(
FaHH
| ] =t
L >
©
=
©
L]
> ¢
—  HH
o
2
© (10
L]
2
L]
b ||
i <
’ Ras
e

IV,

v

Ig

v
[23]
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EXERCISE 28

(Soprano Given Without Numerals)
When there is no other indication, the last chord is always a tonic. The
final chord is always in root position, never inverted.

v . . j - L 1 L I . { 1 . L —
i1 1 1 1 8 1 1 o
L) 1 <2 1 -0 1
1 — 1 e 11 1 1 )i §
D) G T 1

H 1| R R
p a—m. 25 = 1 | — T T 1 1 T T
) o - - ——F 1 T ¥ 1 T 1
. ™ 1w w- 1 T
a I
A
-0 1 - 0D

T "
A JVNAK
P &L T & o "~ & 1 11
o an W RO, 5 P R T N A R SR A .
v, I

d L] LA T |
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CHAPTER V

INVERSIONS OF V7

1. Three inversions of the dominant seventh chord are possible, each in three
positions

V$ chord = third in bass:
(position of the third
impossible)

Cv§
V3 chord = fifth in bass:
(position of the fifth
impossible)
Cvi

V2 chord = seventh in bass:
(position of the seventh
impossible) CVz

The figured-bass indications for these chords are, respectively: ¢ 3 o

The fifth of the chord may be omitted in the & and 2 inversions; in this
case, the root (g, in the examples above) is doubled.

2. Progressions V' $ (V%, V2)-I: procedure as in V7-I.
Normal resolutions:

V¢ to the I triad;

V4 to the I triad or sixth chord;
Ve to the I sixth chord.

EXERCISE 29
Wrrite the following chords in any position:
E VS F Vi a Ve g V¢
D Vs GpV: c V& e V3
B V2 Ct V$ dp V4 o Va2 &3
ApVE BpVE it Vo gt V§E

Play these chords on the piano and resolve each into its respective form of I.

[25]
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Progressions V3 (V% V2)-IV : procedure as in Vi=IV (no normal reso-
lution of the diminished fifth and augmented fourth).

The following progressions in the outer voices are permitted from now on:

g
"L [ @ ] [ @ ] (l' —
)

Hidden octaves|| Octaves by|contrary motion|} ete

octaves by contrary motion only at the end of an exercise or a clearly

articulated section.
EXERCISE 30
(Numerals and Meter Given)
In many progressions, no regular resolution of the diminished fifth (or
augmented fourth) in the dominant seventh chord or its inversions can be
accomplished. But even so it is possible by following the rules given to
write these progressions in perfectly acceptable form.

S II6 V6 H |IV6V6|% I%/l\J'Vgl%“
G 2

4 IVgIGIVI xJ/ {’%IIVZIBIVI\JI' vz| 1611v Iv A IIGIVI%“

A A AR AL AT AR
B2 JJJddd1dddd JJ|JJJ|JJJ|J Jlo“
AR AARRA AN AL AR R SRS AN
12 4 J1d1d Al dlm eelt oelil
A VAR AVARAL/E A\ DR A VAR A A AR AR A AR
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T J.|

s §|16 v, v v, | 1,
vV, v 1T v v, v 1Y, v v 11

JJJ"

\A V; IV I IV |1v6 v, I

IR AERRIIREE

EXERCISE 31
(Figured Bass Given)

The following tonal combinations can be used from now on:

] ==

in all positions and doublings.

0
D
| 7 AV S X [ e ]
E—e—eo— =
D) R cacd © -
Kol
Fe ete.
© -
[ @ ] [ ]
w4 L ® ) [ ® ] [ @ ) TKY
(W 4
|7 4 [ ® ]
oy
| AN
2 ¢ 0o © 00 RS2
ete.
© © 0O
%ﬁl (S ) LS =

No. 2 is used only at the end ; No. 1 may occur anywhere (Caution: empty
sound ).

But neither is employed immediately after chords containing the diminished
fifth or the augmented fourth (V7, Ve Vi, V2, etc.)..

1 y, . 11 P! 1 - 1
o1 17T 1 I SR SR 1
v, | <l —_ 1L ] ). P 1
k> 3 ACd i - 1 —_— | . | 1 1
T T

Ny

Bb 6 6 7 2 6 3 6
F—‘P——r‘P = -y
X+ e
T T T = —L
6 6 6 7
5
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Accidentals before a number refer to the interval indicated b
from the bass.
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EXERCISE 32
(Unfigured Bass Given)

[29]
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EXERCISE 33
(Soprano Given With Numerals)
Sometimes one is forced, in close position, to let the bass rise above the

tenor in a V7 chord. )
1

w A 1 It

Although the result is a V2 in sound, the strong effect of the bass progres-
sion justifies us in considering the chord as having the full force of a V.
Except in this case, crossing of the voices should be avoided so far as

possible.

o T L-EE:
E 1 VIV I IVVeg I IgVegl V IV
5 5 b
1 1 L L 1 1 1 -
D Ve I IV Ig VIV VI V;IVg Ve Vp 1
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Vg

1
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IV IV, V,

I

I

A

V2 IG IVG V(; V7

I

v v,

I

D

® 17 A
J 4T 3

Ivi Vv

I

- |

prm——

A
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K

v

I

I

vV _ v,
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EXERCISE 34
(Soprano Given Without Numerals)

Seventh chords and similar combinations, as well as their inversions, should
not be used as the final chords of exercises.

h } : d L1 i
1 | 1 1 1 1 1 1 | 1 1 1 1 §
DA [ 1 ™1 =
- ot N Y
'67 l 1 .. H 4 11 # 1 — ] | i

SEEA

T
- N . 1 i
] | 74 | 1 ) | 1L 1 ) A 1 -
) r ] r L4 N
# 1 I 1 ! !
LIL TN 1 1 3 1 1 1 ) 1 0 ) | d
i | 1 1 1 1 ) | 8 I 1| e
T— T  S——— T
L <. -l <l 1 - = |
& & < o <

il
i
\RIN
Il
Lisy
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CHAPTER VI

DERIVATIONS OF Vz

1. The dominant nintk chord consists of V7 with the ninth of its root added:

ggbg

© CV9 CVS

. 7 10
Inversions: V6 and V 4
5 2
10
4
2

In four-part writing, the ninth chord and its inversions are usually used
as follows:

(a) the fifth is omitted ;

(b) the ninth is in the upper voice;

(c) the two upper voices should not form a second.

Figured-bass symbols: o, é, and

0
y 4
| fan ¥ [ @ ] [ ® ) L ® ] 1
ANA V4 [ @ ] [ @ ]
J o o
(e
&f © 13 [ @] ("’
—
=
1 10
CVy CVG5 Cv 4

LT 10 . .
The two upper voices may, however, (in Vg and V ;) be pitched a ninth

apart, and therefore the rule that there must not be more than an octave
between the two upper voices no longer applies with full force.

0
| A
Lz
A faxn WK ® ] [ & ]
| ANav4
==
ke g Lo
y A
© ©—
L8]
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2. Dominant seventh chord with sixth: g

Vs w
The fifth is replaced by the sixth. CV#H eV
F;bﬁmf thres
Inversions: FL—W o -—"(b)_g_—
) © (o) (8] .
Cg){“gl T cov]
2

The sixth is almost always in the upper voice.
. 13 11 7
Figured-bass symbols: 7 ¢, and 4.

)
In progressions, the two derivations (Vo, Vl:;) and their inversions are
treated like V7 and its corresponding inversions.

The characteristic tone of these dominant chords (9 in Vs, 6 [13] in
V%) can be approached by a diminished or augmented interval,

, EXERCISE 35
Write the following chords:

A Vo b Vo
Ep V3 Ve
D V' ap V'
Gp V2 g V'3
E V'S V'S
Bp Vi a Vi

Play these on the piano and resolve each to its own respective form
10 7, .
of I (V 4 and V; into Ie; see Chapter V, Section 2).

EXERCISE 36
(Numerals and Meter Given)

To avoid unnecessary skipping around in all the voices, care should be
taken in the choice of position of the chords.

[35]
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n z o s —w—1F = —3
13 11
b 7 6 b 6
h 5
: —F—F——=—F—F—_—F——= :
) | = | = 1 1 J
1 — 1 1 .. 1 1 J
b i 10 ' 13
6 #4 6 6 7
5 2 #
B o re— > T — — T I
T ] :f: = L Ee  — ﬂ
11
6 7 ta 6 # 6
# 2 5

The hidden-octave and hidden-fifth progressions mentioned on p. 6
may be used

between two inner voices, or

between the top voice and an inner voice.
(See also p. 26). However they should be made less conspicuous by
strong contrary motion in at least one of the other voices.

But the following hidden octaves and similar ones—produced when
two voices move from a seventh or ninth into an octave—are still to be
avoided, no matter in which voices:

From this point on, it is permitted to approach by augmented or
diminished interval not only the tones already mentioned (9 in Vs, 6 in
V12 and the leading tone), but other tones as well, when this results (especially
in minor) in smoother voice-leading, or in the avoidance of more serious
mistakes.

——— EXERCISE 38 ——
(Soprano Given with Some Numerals)

¢
M
[ 1881
111

T T—) |
[Y) Ab V14° V161
ﬂ | - 2 2. 5 1
e ———— = " —
:jv 1 1 If - 1 | % 1 1 L 1
Vi
5
U ’ 1 -
D vy v IV, Ve V3 V, Vi
2 5 5
& = i e e i |
Vi Ls V§ v
2 5
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Hidden octaves in progressions using V13 :

V Aw L » ]
B VAR S ) D= a—
] S|
L )
cccur frequently.
i ) 1 1 | 1_H__'__|
) | 1 1 J 1 J )
e 1 4 1 ) -
rY) b | SSN——— 1 7
€ IV, v V(ss I V, I; Vg I
—9—147—!,‘_1— dl : 4, P—— T I ) — T
e —— - : !
o ——— e -
VEVE 1 v Vv, I v v{
5 2 5
| i
3£§Qﬁ§~2 = e =]
B v, § - L 1 o 1 1 | - i |
AN VA = 3 - e 1 — d 1 1 J
o ch vi Vi3
g 7
{ ] — 1 "Jl ) B— | N 1
———+ —"  — T T +
e 1 . 1)
Si v =
Vg VI’? Vg
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CHAPTER VII

NON-CHORD TONES

1. Changing Tones occur between a chord tone and its repetition, in weaker
metric position than either, at the distance of a second above or below:

2. Passing Tones form one or more steps of a second between two different
chord tones, occurring in weaker metric position than either of the chord
tones :

+ +

3. The Suspension precedes its chord tone at the interval of a second. It is
prepared by being included as a chord tone in a previous chord, and
resolved by movxng stepwise to a chord tone. The suspension occurs in
stronger metric posmon than either its preparation or its lcsolutlon

l/\

!

o2
iyt
U

Suspensions resolvmg upwards occur more rarely than those resolving
downwards:

If the suspension resolves into the third of a chord, there is no objec-
tion to the doubling of this third in a minor triad; such doubling
can be disturbing, however, in a major triad; and it should always
be avoided when the third involved is the leading tone (third of the
dominant triad).
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Between suspension and resolution other tones can be inserted :

Be careful about parallel octaves and fifths:

+ , +
not: | not: ‘ l
N
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