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This handout offers three examples of pieces that treat dissonance a little more freely than in 

most music from the ‘common practice’ period in which tonal harmony and voice-leading were 

predominant (roughly speaking Baroque through to Brahms).  

The Chopin example is pretty much common practice harmony with considerable added spice, 

the Grieg also has some modal elements that undermine the sense of major/minor tonality and 

the Debussy uses parallel seventh chords in a way that undermines the usual sense that 

sevenths will resolve (this is a gentle example – there are many more extreme examples in 

some of his other works). You could find many other examples by these composers and in 

countless other later nineteenth / early twentieth century music (e.g. Schumann, Liszt, 

Mussorgsky, Nielsen, Ravel, Rimsky-Korsakov etc.) 

Example 1 - Chopin Mazurka Op. 33 No. 3 

Note the following in particular: 

 Bar 1 – added sixth (E) against the seventh (F) in a G dominant seventh chord 

 Bar 7 – added ninth (E) against seventh (V) in D dominant seventh chord 
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Example 2 - Grieg String Quartet No. 1 in G minor Op.27, first movement 

Note the following in particular: 

 Mixture of modal (natural seventh – F) and minor (raised seventh – F#) 

 The C minor chord from bar 9 first has an added ninth (D) then a long appoggiatura 

seventh (Bb), finally an added sixth (A) 

 From the Allegro, dissonant sevenths and ninths are treated very freely in the melody 
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Example 3 - Debussy, Prelude No. 8, ‘The Girl with the Flaxen Hair’ 

Note the following in particular: 

 Begins with ambiguous Eb7 chord (we are in Gb major) 

 Parallel movement between Gb dominant seventh and Ab dominant seventh plus ninth 

in bars eight and nine. 

 Added fourth, ninth (and briefly sixth) to a Gb chord in bar twelve. 

 

 

 

 

 


