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PREFACE

The study of Harmony generally consists of writing notes, mathematically
calculated from a figured bass, without hearing their sound or understanding
their use and bearing upon playing or singing. A musician must be able to read

and hear written music as readily as he reads his mother tongue.

The purpose of this book is to show the pupil how to study and apply Har-

mony, to develop the ability to hear what is written and to furnish exercises for

study.

Each Lesson is divided into three Sections: Section A contains the exercises

for written work, applying Harmony to Melodic Construction and Harmoniza-

tion, and the study of Form; Section B, the exercises for Harmonic, Interval and

Melodic Dictation; Section C, the exercises in Singing Intervals, Rhythms,
Chords and SIght-Reading.

In class-work it has been found practical to use two fifty-minute periods a

week, devoting one period to Sections A and B and the other to Section C. The

explanations at the beginning of each Lesson combined with Section C can be

used for the study of Sight-Singing without the written work of Section A and the

Ear-Training of Section B.

Following is a plan of the book, showing the development of the work and

order In which the factors are taken up.
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ADVANCED EAR-TRAINING AND SIGHT-SINGING

in the position of the ^rd when the third of the chord is in the soprano. The
root is in the bass. The position of a chord has nothing to do with Inversion,
which will be treated later.

Chords are used in music to establisli the key and to give accent. The pro-

gression or resolution of one chord into another produces an accent. Therefore,
the chord on the unaccented pulse resolves into the chord on the accented pulse.

Chords are built upon the tones of the key, i.e., the different tones found

by dividing a string into thirds, and not upon these pitches arranged in the

major scale relationship. Chords are related to and progress to the I chord as

these tones are related to the key-tone. If C is the key-tone, the tones of the

key are *
-^-H-
:Sz2i

These tones as roots of chords and arranged in this order are:

VII

III

VI

II

V
I

IV

The only tone in this series which is at rest is the key-tone. The other tones

are active in their relationship with C. In arranging the chords the IV is trans-

posed and placed between the II and the VI, as the IV chord includes the IV

and is nearer the key-centre.

Compositions generally begin with the I chord and may progress to any
chord. As all other chords are active, they will have to progress to more active

chords until they come to rest on the I chord. For example, if we progress

from the I to the VI, the VI will progress to some other chord nearer the centre,

the IV, II or V, and then to the I.

The V and IV chords are the only chords which may progress immediately

to the I. The other chords will pass through V or IV before going to I. The

III always goes to IV or II before going to V.

This law of the progression of the rocts of chords is known as the Harmonic

Law and the progression from one tone to the next in this series an Harmonic

Step or Degree.
The three upper voices of chords resolve according to the law of active and rest

tones in the major scale which is the Melodic Law. It will be found that if the

root of the chord fulfills the harmonic law the three upper voices will fulfill the

melodic law.

(a) (b) (c)
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When the V chord progresses to the I chord as in (a) the root V in the bass

progresses an harmonic step to the I; the 7th degree in the soprano progresses to

the 8th; the 5th degree, which is a rest tone, remains stationary; the 2nd degree

progresses to the 3rd.

In the progression IV to I, as in (b), the root IV in the bass goes to the I;

the 6th degree in the soprano to the 5th; the 4th degree to the 3rd; the ist

degree remains at rest.

In the progression IV to V, the root of the IV progresses harmonically to

the root of the V; the 6th degree in the soprano moves to the 5th; the 4th degree,
which must resolve down, moves to the 2ndj as there is no 3rd degree in the V
chord; the 8th degree moves to the 7th.

Lesson i.

Section A.

(i) Learn the arrangement of the chord roots in the harmonic series.

(2) Construct melodies, phrases in length, in 6/8 meter, using the I, V and
IV chords as a basis for the melody. Employ any of the following rhythms:

J. iJ J>;jnj HiHTTTl
In writing a melody, using chords as a basis, first divide the staff into

measures and place the chord symbols underneath, one chord for each pulse.
The choice of chords is determined by the harmonic law.

A chord may be repeated within a measure, but not over the bar.

A phrase when regular will begin with the I chord on the accented or un-

accented pulse and will end with the I chord on an accented pulse of the fourth

measure, preceded by the V chord. This is an Authentic Cadence. If the final

I chord is in the position of the octave, a Perfect Authentic Cadence results; if in the

position of the third or fifth, the cadence is known as Imperfect Authentic. A phrase

generally ends with a Perfect Authentic Cadence.

A melody may follow the line of a scale up or down. In working from an
harmonic basis the melody will move along the scale-line from some tone of the

chord on the pulse. Not all the tones of the scale will be found in this chord.

The tones which come between the tones of the chord are called Passing- Tones,
and do not affect the harmony.

At any time the melody may stop and embellish a tone of the chord by pro-

gressing to the tone a half-step or whole step above or below. These tones are

known as Neighboring Tones, and do not affect the harmony. Neighboring tones

must always return to the principal tone and may never jump, unless from the

upper to the lower neighbor or the reverse.

AH skips, single or consecutive, must occur between tones of the chord.

Occasionally a skip may be made to a neighbor; the neighbor must immediately
resolve to the principal tone.

For example, divide the staff into four measures. As these melodies are to be

in 6/8 meter, we shall have two chords in each measure but the last. The phrase

may end on the first or second pulse of the fourth measure as it is a compound
meter. On the first pulse we may have a I chord and repeat it for the second;
on the third the V and its resolution on the fourth; then the IV, which may go
either to the V or I. In the following example the IV will move to the V on
account of the cadence.
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The melody may start with 8 and progress down the scale to 3, making b,

a and f, passing-tones; then to 2, a part of the V chord on the next pulse; then

to I, the lower neighbor of 2, and back to 2; then to 3 for the I chord, passing

through 4 and 5 to 6 for the IV chord; then skip in the IV chord from 6 to 4 to 8;

turning after the wide skip to 7, a member of the V chord, and passing through
8 up to 2 and returning to 8 for the cadence.

Section B.

(i) Play the following chord successions, listening to the difference in sound
of the I and V chords. The I chord gives a feeling of rest, because the root is the

fundamental tone in the harmonic series and the three upper voices are rest

tones of the major scale. If the I chord is in octave position, it sounds com-

plete; if it is in the position of the third or fifth it gives a feeling of rest, but
sounds incomplete or questioning.

The V chord sounds unfinished and as if the I chord should follow. It is an
active chord and needs resolution into the I chord, because its root is the nearest

related tone to the I chord in the harmonic series and two of its upper voices

are active tones in the major scale and demand resolution.

In listening to the chord, hear it as a complex of tones, if it is at rest or needs

resolution, do not listen primarily to the bass or soprano. In chord repetitions
the same sounds will be heard, but in different arrangement.

Practise as follows:

(a) Play each exercise several times, determining if the chords are active

or at rest.

(b) After each V chord pause for a moment so that the mind may
realize the demand for resolution.

(c) Play the first chord and think the sound of the others. Test with

the piano to see if you think correctly.

(d) Use each exercise for dictation as follows:

(i) Rule the staff for four measures.

(2) Have someone play the exercise slowly, twice.

(3) At the second playing write the chord symbols according as you
think it is the I or the V chord.

(4) Have the exercise played again and write the numbers of the

scale steps in the soprano.

(5) Compare your version with the exercise. If there is a mistake,

play your version, then the correct chord, until you hear the

mistake.

3 2 8 5 5 7 8

Exercise I would be written:
[ [

I

[ ^
I V I I V V I

The chords of this exercise will be heard thus: The first chord as the I, the

next a different chord demanding resolution into the I, so it must be the V; the

next the I, as the resolution of the V; the next as the same chord, the position having
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been changed; the next a different chord and an active chord; the next the same

chord in a different position; the last the I, as the resolution of the V.

1 2
8 2 3 5 5 7 8

(2) An Harmonic and most Melodic Intervals are parts of a chord and

sound in relation to the root of the chord.

All the intervals in the I chord are consonant intervals, or intervals which

do not need resolution.

The Major 3rd, 1-3, from the Root to the Third of the chord.

The Minor 3rd, 3
-

5, from the Third to the Fifth of the chord.

The Major 6th, 5-3, from the Fifth to the Third of the chord.

The Minor 6th, 3-8, from the Third to the Eighth of the chord.

The Perfect 5th, i - 5, from the Root to the Fifth of the chord.

The Perfect 4th, 5-8, from the Fifth to the Eighth of the chord.

Since the I, V and IV chords are major chords, their interval content is the

same.

As these chords are used in composition, the same intervals occur between

different scale-degrees.

In the V, or Dominant Chord: In the IV, or Subdominant Chord:

Major 3rd, Root to Third, from from the 4th -6th degree

5th -yth degree
Minor 3rd, Third to Fifth, from . from the 6th - 8th degree

7th -2nd degree
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Major 6th, Fifth to Third, from from the ist-6th degree
2nd -7th degree

Minor 6th, Third to Eighth, from from the 6th - 4th degree

7th
-
5th degree

Perfect 5th, Root to Fifth, from from the 4th
- 8th degree

5th -2nd degree
Perfect 4th, Fifth to Eighth, from from the ist-4th degree

2nd - 5th degree

All these intervals are consonant and are therefore complete, requiring no

resolution; as they occur in the I chord there is no question as to their position
in the key. As different chords are used and four or five intervals occur in a

chord, other than the I chord, there is a danger, because of their consonant

quality, of losing the feeling of active and inactive scale-degrees or of the key-
centre. This cannot happen if the change of chord is recognized and the posi-
tion of the intervals in the chord is known. For example, in this series the first

three intervals, a major 3rd, 1-3, a perfect 5th, 1-5, a minor 6th, 3-8, are

known to be in the I chord, as music generally begins with the I chord.

The next interval might be heard in the following ways:

(a) As a major 3rd, but not in the I chord. If the new chord is recog-
nized as the V chord, its position is known to be from the 5th to

the 7th degree of the scale.

(b) If the scale-degrees 5 and 7 are recognized, it is known to be a major

3rd and a part of the V chord.

(c) The 7th degree might be recognized as the upper tone of a major
3rd, so the interval is from the 5th to the 7th degree and a part of

the V chord-

The next interval might be heard:

(a) As a perfect 5th and in the same chord as the preceding interval,

therefore from the 5th to the 2nd degree.

(b) If the scale-degrees 5 and 2 are heard, it is known to be a perfect

5th in the V chord.

(c) It is more likely to sound i to 5, or Root to Fifth. This interval is

felt to be a part of the same chord as the preceding interval, so

it could not be from the 1st degree to the 5th, but from the Root
to the Fifth of the V chord, and from the 5th to the 2nd degree.

The next interval, a perfect 4th, will undoubtedly sound like 5 up to i
;
the

next, a minor 6th, 3 up to 8. Unless we realize that these intervals are in the

same chord as the two preceding and sound in relation to the root of that chord,

the key-centre is lost. If they are known to be a perfect 4th, from the 5th to

the 1st (or Root), and a minor 6th, from the 3rd to the 8th of the V chord (not

of the scale), they are easily placed in the key.
The last interval is heard as a major 3rd in a different chord. As only the

I chord may follow the V chord, the interval must be from i to 3.
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Practise the following:

(a) Play the I, IV and V chords in the key of C. Think the sound
of the intervals. Test with the piano. The intervals in

Exercises i and 2 are in the I and V chords; in Ex. 3, 4, 5 and 6,
in the I, IV and V chords.

(b) Play the intervals, listening to determine how they sound in relation
to the root of the chord and to the key-centre.

(c) Play the lower tone, sing the upper tone of each.

Play the upper tone, sing the lower tone of each.

(c)

-P c. c^ \
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In singing and memorizing a melody beginning on the up-beat, be sure that the

measure is felt from the up-beat to the up-beat. SJ^lJ J^J J^lJ J^J

(e) Have someone play the melodies for dictation as follows:

(i) Play the entire melody with simple chord accompaniment, two
chords to a measure, using the I, IV and V chords on the

pulses, allowing the other tones to be passing-tones or neigh-
bors. Number I would be harmonized:

The pupil decides the meter and form of the melody. The form
is determined by the cadence; the meter by the number of

pulses in the phrase.

(2) Play the phrase twice while the pupil listens and memorizes the

tune. The pupil should relax and allow the entire phrase to

make an impression on the mind; he should not spend time
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(3)

trying to determine the note it begins on or analyzing a

rhythmic complication. After the mind has grasped the phrase
it is easily analyzed. As these phrases are in compound meter,
remember that a mental breath in the middle of the phrase
will help in memorizing.

The pupil writes the melody on the staff. At this stage there

should be no difficulty in writing, but if there is, make an out-

line as in the elementary work.

ft 88 55 654 3 284 5 67
8 - -

2 2 3 3*

If the pupil has trouble with the rhythm in only one measure,
write dots for the pulses and determine the figure on each

pulse.

(4) Play the phrase again for correction.

(5) After the melody is written, the pupil should mark the chords

that may be used for harmonizing the melody, as well as the

rhythmic figures, sequences and repetitions.

1 r
Figure sequence

The chord symbols indicate the harmonic background. The

question of inversions, to avoid parallel fifths and octaves is

left until those points are taken up in the theoretic study.

Section C.

(i) Absolute Intervals.

In sight-singing there is no need of thinking the interval name or the size

of the skip made, as long as the key is known. It is only when this feeling of

key has been broken down by unusual skips or a modulation that a knowledge
of how to sing absolute or unrelated intervals is needed, and then only until

the tonality has been reestablished. The position of intervals on the staff and
in the major scale, also of what chords they are a part, must be known so that

they may be quickly recognized and sung.
There are major 3rds on the staff from c-e, f-a, g-b; in the major scale from

1-3) 4-6, 5-7; in the I, V, II, IV, VI and III chords.

To sing a major 3rd up, make the lower tone i and sing 3; to sing a major
3rd down, make the upper tone 3 and sing i.

(a) Play any tone on the piano, sing the tone calling it i, then sing the

tone a major 3rd above, calling it 3. Test.

(b) Play any tone on the piano, sing the tone calling it 3, then sing the

tone a major 3rd below, calling it i.

(c) Repeat, singing the letter-names of the pitches.
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(2) Rhythmic Study: JT3i|
(a)frnm i/7J53/n iJtq n^ ^^^ i

(c) Jn/T3 i/TJ JT553,J33rajrn ,j J)j.

< J. rz: ri n: ,n:m ,j.

As 6/8 is a Duple Metre, each pulse divided into triplets, beat two to a meas-
ure and intone the rhythms. The rhythmic subdivision must be felt and sung
as a unit. In singing any rhythmic subdivision there is a feeling'of relaxation

after the tone on the pulse, e.g., m or J JJjJ or ITTTT^ In each

of these figures there is a feeling of stress on the first tone and relaxation for

the other tones. Each group should be mentally conceived as a figure before

singing, the eye taking in as a unit the figure on each pulse and not each indi-

vidual note. It has been found practical in studying these exercises to sing a

major scale as well as intoning the rhythm on one pitch. Begin on 8 and sing
down; (a) would be sung:

The figure J. J J is often confused with J j3 This is easily corrected,

as the two sixteenths in the figure J ^ relate themselves to and progress

into the next pulse. The figure J. J J halts and is not legato.

Rhythmic Study contrasting J, J J and J ^j .

(g)i
mm 1/73 J J3im j~j2 j

(k)j),j ijTi ,j J) J Ji,jm^n2 ,^ .J

wJ>ifT2J J3iJT:3 /7353iJ~33 J J3iJ- J



ADVANCED EAR-TRAINING AND SIGHT-SINGING 11

(3) The following Chord Successions are to he practised:

(a) Play the key-tone. Think, or hear mentally, the exercise in a
moderate tempo.

(b) Sing the chords, using the letter-names, c, e, g, c, etc. Sing the
numbers of the scale-steps, i, 3, 5, 8, etc.

(c) Write the chord symbols I, V, I, IV, I and sing the letter- and
number-names from memory.

(d) Test at the end of each exercise to see if you are singing on pitch.
If below pitch, repeat more slowly, taking care that the 5th and
8th of each chord are high enough.

(e) Sing each chord as follows: Root, 3rd, 5th, 8th, 5th, 3rd, Root.

(f) Sing the exercise to a neutral syllable, as la^ thinking first the letter,
then the number-names.

(g) Repeat each exercise until it can be sung rhythmically.

" rni . r^
'

i i i iP*^! i i ; i

IV.

V 11
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(4) Exercises for Sight-Singing:

(a) Play the I, V and I chords to establish the tonality.

(b) Read the exercise through mentally at a moderately slow tempo.
Test for pitch.

(c) Sing the exercise to the number-names of the scale-steps; to the
letter-names of the pitches.

(d) Sing to the syllable la, thinking first the number-names, then the
letter-names.

Note. Beat two beats to the measure. Take in each pulse as a unit. In consecutive leaps, think
the sound of the entire chord.

jii% i .ipji ijj i ijiiij..i.irnJiii^Pi
i

Mozart
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1
.

^^^^ ^ II, *^r * J J J * * J J J I
* "

-n f ^ \ rrr. r\ r M H I TM TTTT 'I I I .^^^

s a M^p _ # _ 1 1 1

^ P ^TBn^

-f^
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Lesson 2

A phrase in music corresponds to a simple sentence in English. In English
a compound sentence is often used; this is, in reality, two sentences, each
expressing a complete thought, the one qualifying the other. In music a Period

corresponds to this form.
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A Period, when regular, consists of two phrases, each usually four measures

long. The first is the Antecedent Phrase, the second the Consequent Phrase. A
period begins as any phrase, but the antecedent phrase ends with some tone of the

V chord, 5, 7 or 2. This gives the effect of being incomplete and makes a Semi-
cadence. The consequent phrase ends with the i or 8, a Perfect Authentic
Cadence.

A period is in Parallel Construction when at least the first measure of the

antecedent and that of the consequent phrase are ahke, as Melody 3,

Section B (3). (Page 18.)
^

A period is in Contrasting Construction when the antecedent and consequent

phrases are different, as Melody 2, Section B (3).

Melodies are constructed in the Minor Mode the same as in the Major Mode,
the Minor Mode being formed from the Major by lowering the 3rd and 6th

degrees of the Major.
In using the progression from the 6th to the 7th degrees, the augmented 2nd,

which sounds like a minor 3rd, is often retained, ^h J J
\^

but gen-

erally in ascending the 6th degree is raised and in descending the 7th degree is

lowered so as to give a diatonic progression. This is known as the Melodic

Minor Scale and is used when the scale-line is harmonized with the I chord.

I I IV I

If the harmony is the V chord, the raised 6th is used both in ascending and

descending.
'^

V V I

If the harmony is the IV, II or VI chord, the lowered 7th is used both in

ascending and descending.

Section A.

(l) Construct periods in c minor, with both parallel and contrasting phrases,

using the I, V and IV chords as a basis for the melody. Employ the following

rhythms in 6/8 meter: J. ; J J) ; JT] ; J if3 ; JJJJJJ ; JT3 .

Section B.

(i) Play the following chord successions, listening to the difference in sound
of the I and V chords in minor. The I is a rest chord as in major, but is minor
in quality on account of the lowered 3rd degree. The V chord is active, is major
in quality, and sounds the same In the major and minor modes.
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Practise i, 2, and 3, as follows:

(a) Play each exercise several times, determining if the chords are
active or at rest.

(b) After each V chord pause for a minute and think the chord of reso-

lution before playing it.

(c) Play the first chord and think the sound of the others. Test with
the piano.

(d) Have each exercise dictated. Work as outlined on page 4.

(e) Transpose the exercises of Lesson i to c minor.

In Exercises 4, 5, 6, 7 and 8, in C major, the IV chord is used. The IV chord
is major in sound, and is an active chord because its root is the first harmonic
tone below the Tonic and two of its upper voices are active tones in the melodic
series. The IV chord resolves into the I, or it may progress into the V. It is

distinguishable from the V chord because it sounds lower and farther from the

I; it impresses the ear as if another chord could be played before its resolution
into the I. It is impossible to think a chord between the V and I.

Practise these Exercises as follows:

(a) Play each exercise, determining if the chords are active or at rest.

(b) Pause after each V chord and think the chord of resolution.

(c) Pause after each IV chord and think first the I chord, then the V
and I chords.

(d) Think the sound of each exercise.

(e) Have the exercises dictated.

Ex. 5 would be heard: first a I chord; next an active chord, before the reso-
lution of which another active chord could be substituted; or as an active chord

resolving into the I and sounding like an "A-men," therefore the IV-I; the next
a rest chord, the I: the next the same chord in another position; the next an
active chord resolving to another active chord, which must be the IV to the V
chord; the next the rest chord.

(f) Transpose each exercise to c minor.

In minor the IV chord is a minor chord and is distinguished from the I chord,
which is also minor, on account of its activity.

l^^tM
8 5 B 7 8 ^ M un

1
rr

-''^^' I'^r r
^

\'\'
" '" '

"
"re '^^iIV II V V

^^ ^^ ^ uw rr Tf

"'
r r

'

f r
'

f f

jj==i
M'' i

|

(' ] l(' n
XC



ADVANCED EAR-TRAINING AND SIGHT-SINGING 17

^ M
f fTr

j^ IE^f ^r rr
(2) In minor the position of the major and minor intervals in the I and

IV chords will be changed on account of the lowering of the 3rd and 6th degrees
of the scale. The minor 3rd will occur from the root to the 3rd of the chord; the

major 3rd from the 3rd to the 5th of the chord; the major 6th from the 3rd to

the 8th of the chord; the minor 6th from the 5th to the 3rd of the chord. The
perfect intervals will remain the same. The intervals in the V chord will not

change.

Think the sound of the

Practise the following:

(a) Play the I, IV and V chords in c minor.

intervals. Test with the piano.

(b) Play the Intervals, listening to determine how they sound in

relation to the root of the chord and to the key-centre.

(c) Play the lower tone, sing the upper tone of each.

Play the upper tone, sing the lower tone of each.

%) (b) <c) (d) (a) (b)

J?
lb,

"n...
1 -n-^l
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(3) Exercises for Melodic Dictation and Sight-Singing.
--^

Practise:

(a) Play the I, IV, V and I chords in c minor to establish the tonality.

(b) Read the melody mentally. Test.

(c) Play the antecedent phrase twice. Sing it from memory to la.

Sing mentally the number-names; then use the letter-names.

Sing aloud.

(d) Practise the consequent phrase in the same way.
(e) Play the entire melody. Sing from memory.
(f) Transpose to d minor; to b minor; to C major. Sing first the

number-, then the letter-names, in each key.

(g) Using the arm movement, down-up, sing the melody mentally and

analyse the rhythmic figure on each pulse. Concentrate upon

the figures of three notes to the pulse, J J J J ^^ and

jTjJ .
If there is confusion of J ^ and J. J J ^

sub-

stitute one for the other until the difference is felt. Review

"Rhythmic Drill," page 10.

i\)'l. 1
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(h) Have each melody dictated as follows:

(i)

(2)

(3)

(4)

(5)

(6)

Play the entire period with simple accompaniment, two chords
to a measure, using the I, IV and V chords on the pulses,

allowing the other tones to be passing-tones or neighbors.
The pupil decides the form, the construction, if parallel or

contrasting, and the meter.

Play the antecedent phrase twice while the pupil listens and
memorizes the tune. Do not allow the pupil to sing the

melody aloud. He should sing mentally.
The pupil analyses and writes the melody on the staff.

Play the phrase again for correction.

Dictate the consequent phrase in the same manner.
The pupil marks the chords for harmonization, the figures, repe-

titions and sequences and the form of the melody.

Section C.

(i) Absolute Intervals.

There are minor 3rds on the staff from d-f, e-g, a-c, b-d; in the major
scale from 2-4, 3-5, 6-8, 7-2.; in the I, V, H, IV, VI and III chords. To sing
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a minor 3rd up, call the lower tone 3 and sing 5; to sing a minor 3rd down, call

the upper tone 5 and sing 3.

Play any tone on the piano; sing the tone, calling it 3; then sing the

tone a minor 3rd above, calling it 5. Test.

Play any tone on the piano; sing the tone, calling it- 5; then sing
the tone a minor third below, calling it 3.

Repeat, singing the letter-names of the pitches.

(a)

(b)

(c)

(2) Rhythmic Study: rn:

(a) I
0>)

<c)

<d) J)

(e) J)

(f)

J53535JT53 . JT^ J J) ,J J3jrn5.n!f33J

The three sixteenths in the figure jT^^^ group themselves with the

next pulse, the same as the two sixteenths in the figure J ^H. Study using

the arm movement for the pulse and singing each exercise to la on a major scale,

as in the preceding Lesson. These exercises should be sung at a moderate tempo,
about J. =69, gradually increasing to about J. =88. In all of the drill both for

Rhythm and in Sight-Singing use a light tone so that there is no concern about

tone-production.

(3) Practise the following Chord Successions:

(a) Play the key-tone and sing the exercise mentally.

(b) Sing, using the letter-names. Sing, using the number-names.

, (c) Sing to /a, thinking the letter-names, then the number-names. ,

(d) Write out the chord symbols and sing the letter- and number-
names from memory. In singing from memory, always have a

mental picture of the staff or look at a blank staff.

Note. In exercises 3 and 4, where the descending arpeggio is rapid, it must be thought of as a unit

8531, not each tone 8, 5, 3, 1. To do this the mind must relax after the note on the pulse.

iNv^
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Lesson 3

The II chord Is minor in quality and is next to the V chord in activity. It is

called the Second Dominant Chord because its root is the second dominant from
the tonic in the Harmonic Series.

The II chord may be preceded by any chord but the V. It resolves into the

V chord. Exceptionally it may resolve into the VI chord, as will be explained
later under "Exceptional Resolutions," in Lesson 4, page 33.

Section A.

(i) Construct periods in G major, with both parallel and contrasting

phrases, using the I, V, IV and II chords as a basis for the melody. Employ
the following rhythms in 6/8 meter:

Section B.

(i) Practise the following Chord Successions:

(a) Play each exercise several times, determining if the chords are active

or at rest, major or minor.

(b) Pause after each active chord and think its resolution.

(c) Read each exercise mentally.

(d) Have each exercise dictated. Work as outlined on page 4.

The II chord will be heard as a minor chord. At first it will be confused with

the IV chord. Always go back and substitute the IV for the II if this mistake

is made, determining if the quality of the chord is major or minor. Remember
that a chord is not repeated over the bar.
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13 4 4 2 7

?^^
II IV II V V

n J J ij J

rr

m ^ r Ni r

*
fe^ ^ ttfr
lA

rr

m
TT^ ^ ii^

^ U ^ ^^1^
ii

rr
iii-m i ^ ^^ ^

J
(2) The minor 3rd and perfect 5th in the II chord, are from the root

to the 3rd and the root to the 5th of the chord: from the 2nd to the 4th and
the 2nd to the 6th degrees of the scale. The intervals in the II chord will
follow the intervals in the IV chord, and will be followed by intervals in the V
chord.

Practise the follozving:

(a) Play the I, IV, II, V and I chords in G major. Think the sound of
the intervals. Test with the piano.

Play the intervals, listening to determine how they sound in relation
to the root of the chord and to the key-centre.

Play the lower tone, sing the upper tone of each.
Play the upper tone, sing the lower tone of each.

(b)

(c)
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Section C.

(i) Absolute Intervals.

All of the 4ths on the staff are perfect, except f-b; in the major scale,

except 4-7; in the minor scale, all but 4-7, 6-2, 7-3. To sing a perfect 4th up,
call the lower tone 5 and sing 8; to sing a perfect 4th down, call the upper tone 8

and sing 5.

(a) Play any tone on the piano; sing the tone, calling it 5; then sing the

tone a perfect 4th above, calling it 8. Test.

(b) Play any tone on the piano; sing the tone, calling it 8; then sing the

tone a perfect 4th below, calling it 5. Test.

(c) Repeat, singing the letter-names of the pitches.

(2) Rhythmic Study: I /733andJTJ5

(a) Study using the arm movement to indicate the meter, and sing the

rhythms to la in a major scale.

(a) I
(b)

(c)

(d) j)

() j>

(f)

n^ rff2 ,r3] rm^jT^^n^tJU} j.

/r3 JT3^ .JT33J J> ,rmjT7^,n^j

(3) Practise the following Chord Successions:

(a) Play the key-tone and sing the exercises mentally.

(b) Sing using the letter-names; the number-names.

(c) Sing to la, thinking the letter-names; the number-names.

(d) Sing from memory.
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Lesson 4

The VI chord is minor in quality. It is preceded by the I chord and may be
followed by any chord but the I. In the harmonic series the root normally
progresses to the IV.

The III chord is a minor chord in quality. It is generally preceded by the

I chord and is followed by the IV chord, as it is best used to harmonize the

melodic progression 8765.

\i
^ n

\\
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The following exceptions to the harmonic law are possible because the three

upper voices resolve properly, fulfilling the melodic law, thus counteracting the

exceptional resolution of the root of the chord.

The V chord may progress to the VI instead of the I chord. This progression
is known as the Deceptive Cadence.

m
551=

it

i
i

II yi IV VI

The II chord and the IV chord may also progress to the VI.

The following exceptions to the melodic law are possible because the roots of

the chords are fulfilling the harmonic law.

The 4th degree of the scale may be forced up if harmonized with the IV
chord resolving to the I chord or the II chord resolving to the V chord.

4- -6 4- - 5

I i
r

IV II

The 6th degree of the scale may be forced up if harmonized by the II chord

progressing to the V chord.

n V

The 7th degree of the scale may be forced down if harmonized with the III

chord progressing to the IV chord.

7-6

I III IV
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Section A.

(i) Construct periods in D major, with both parallel and contrasting phrases,

using the I, V, II, IV, III and VI chords as a basis for the melody. Employ
the rhythms given on page 28.

Section B.

(i) Practise the following Chord Successions:

(a) Play each exercise, determining if the chords are active or at rest,

major or minor.

(b) Pause after each active chord and think its resolution.

(c) Pause after each minor chord and determine if it sounds like the

I chord or the IV chord.

As both the II and the VI are minor chords, they are distinguishable by
their relation to the IV and the I chords. The II, having two tones in com-
mon with the IV chord, sounds like the IV; the VI, having two tones in common
with the I chord, sounds like the I.

(d) Read the exercise mentally.

(e) Have each exercise dictated. Work as outlined on page 4.

The position of the minor chord will often determine if it is a VI or a II;

i.e., the VI would not follow the IV or the II follow the V.

I^ljt'j J 1
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(2) The minor 3rd and perfect 5th in the VI chord are from root to the 3rd
and the root to the 5th of the chord; from the 6th to the 8th and the 6th to the

3rd degrees of the scale. The intervals in the VI chord will follow the intervals

in the I chord and will be followed by intervals in any chord but the I chord.

Practise the following:

(a) Play the I, VI, IV, II, V and I chords in D major. Think the sound
of the the intervals. Test with the piano.

(b) Play the intervals, listening to determine how they sound in relation

to the root of the chord and to the key-centre.

(c) Play the lower tone, sing the upper.

Play the upper tone, sing the lower.

(d) Transpose the intervals to the keys of C and G major.
1
(a)

m
(a) (b) (c) (d) (e) (f) (a)

31:^ ^^ S 5SBE^

m
(b) (0 (d) (e) (f) (a) (b)

\% ft 31: ^^ ffi^ ^ ^Ftt^ 3BE

m
(c) (d) (e) (f) (a) (b) (c)

^s ^^ ^^ ^

. ^^^^:&
(e) (f) (a) (b) (c) (d) (e) (f)

^^ SW
ti :: t I *i ti :

(3) Exercises for Melodic Dictation and Sight-Singing, containing skips in

the VI chord and employing the rhythmic figures J J^ J J J J^ in 6/8

meter.
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Practise:

(a)

(b)

(c)

Play the I, VI, IV, II, V and I chords in D major.
Read the melody mentally. Test.

Play the antecedent phrase twice. Sing from memory to la.

Sing mentally the number-names; then use the letter-names.

Sing aloud.

(d) Practise the consequent phrase in the same way.
(e) Play the entire melody. Sing from memory.
(f) Use the arm movement for beating the meter and mentally analyze

the rhythmic figures.

(g) Transpose to E and C major, singing the number- and letter-names,

(h) Have each melody dictated as outlined on page 19.

There will be no difficulty in determining the pitches of the wide skips and
consecutive skips if the chord in which the skips are made is recognized. Apply
the chords used in Section B (i).

II VI IV I IV v"^ I

VI IV I V I

|,'i T31.^,| |

J,JJi || j, |l|| liul^,lji|j.jl
Q
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Note that each of these phrases divides into two sections of two measures
each, as indicated by the slurs. Remember that when the phrase begins on the
accented pulse of the meter, the measure is from bar to bar. When the phrase
begins on the up-beat, each measure begins on the up-beat. Ex. e divides as

i.^ J J>ni ,s~mm .JT3J ;3,j. i

Great care must be taken always to group the last two eighths in a measure
with the following pulse:

(3) Practise the following Chord Successions:

(a) Play the key-tone and sing the exercise mentally.
(b) Sing using the letter-names; then using the number-names.
(c) Sing to la thinking the letter-names; then think the number-names.
(d) Sing from the chord symbols without reference to the notes on the

staff.

Note. The III chord is minor. It follows the I chord and resolves into the IV chord. It is little
used except to harmonize the 7th degree of the scale as it progresses down to the 6th degree.

<^'" isJ ^"STRJ n j-P r:j;^^^
IV- n.
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ji j^i I ^ I hi H i_ r r ^^^ I rrm
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CHAPTER II

INVERSIONS OF TRIADS

A chord is in Fundamental Position when its Root is in the bass. W ^

A chord is Inverted when its 3rd, 5th or 7th is in the bass.

*

When a chord has its 3rd in the bass, it is in the First Inversion.^
When a chord has its 5th in the bass, it is in the Second Inversion.

S

When a seventh-chord has its 7th in the bass, it is in the Third Inversion.

:^-n^

A small Arabic numeral placed to the right of the chord symbol indicates the

inversion: Ii.

Chords are inverted so as to allow the bass to progress melodically along the

diatonic scale.

Lesson 5

The first inversions of the I, IV and V chords are weaker than the fundamental

positions.
The II chord is better and more easily handled in the first inversion.

A chord in the first inversion will progress to the chord an harmonic degree

below, the same as when in fundamental position.

If there is a succession of chords in the first inversion, the bass and soprano
will move In parallel 6ths. Because of this diatonic parallel motion the harmonic
law will be ignored.

* e i
r

VI. Vi- IV, nil

Section A,

(l) Construct periods in F major, with both parallel and contrasting phrases,

using the I, VI, IV, II and V chords in fundamental position and first inversion

as a basis for the melody. Employ the rhythmic figures given on page 37,

6/8 meter.

[431
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In constructing a melody when using the first inversion of a chord on a pulse,
the 5th or the root of the chord will be used on the pulse, never the 3rd, if the

chord is major. The 3rd is possible when the chord is minor.

Section B.

(i) Practise the following Chord Successions:

(a) Play each exercise, determining if the chords are active or at rest,

major or minor, in fundamental position or inverted.

(b) Pause after each active chord and think its resolution; after each
minor chord and think its major relative chord; after each first

inversion and think the fundamental position.

(c) Read the exercise mentally. Test with the piano to see if you think

correctly. If there is trouble in thinking a chord, play it several

times, then go back until you can hear it.

(d) Have each exercise dictated. Work as outlined on page 4.

The mind must attach some definite meaning to the sound of first inversions.

The Ii, IVi, Vi all sound weaker than the fundamental position. They also

sound top-heavy. They can be distinguished by the smooth progression into

the next chord. This is difficult and cannot be mastered in one lesson. It is

only by constant practice and drill that one comes definitely to hear inversions.

^m
1 4 2 6 Xi ^
11

rr

^ ii
tt ys ^ ^

I Ii IV IVj V v^

ii
TT

ii
r

i_iw ii
P

^^m^ rr
^̂ i 11 ^
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(2) Practise the following Intervals:

(a) Play the I, VI, IV, II, V and I chords in F major. Think the sound

of the intervals. Test.

(b) Play the intervals, listening to determine how they sound in relation

to the root of the chord and to the key-centre.

(c) Play the lower tone, sing the upper.

Play the upper tone, sing the lower.

(d) Transpose the intervals to the keys of C, G and D major.

These intervals are in the same order as in the preceding Lessons, but are

not divided by bars.

1>
" * O 8 o " " "

1 1 II " ?.
^

Pt O "
ft O ' "

4t

I VI IV II V"0
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1 r

(g) Sing again mentally without stopping. Be sure that the mind

phrases or breathes properly,

(h) Transpose to the keys of G and E major. Sing the letter- and
number-names,

(i) Have each melody dictated as outlined on page 19.
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When the measure begins on the secondary pulse in 6/8 meter, avoid stress-

ing the first group. Always feel the first figure as an inhalation of the breath,
and the next, on the stressed pulse, as an exhalation. Feel the grouping as

indicated by brackets in Ex. i.

The value and rhythmic beauty of beginning on the secondary pulse in a com-

pound meter is most apparent in the setting of words. With this understanding
it is easily applied to instrumental music.

In setting words to music, the composer has to endeavor to parallel the

forms of English with the forms in music, i.e., a simple sentence corresponds to a

phrase in music, a compound sentence to a period in music. The meter, whether

simple or compound, is decided by the number of long syllables in the complete

thought of the text. If there are four long syllables the meter is duple or triple;

if there are eight long syllables it is a compound, a four or six pulse meter.

A four pulse meter is a duple meter with each pulse divided into half

|J J

a six pulse meter, a duple meter with each pulse divided into triplets. The stress

which is given to the third pulse of a four pulse meter and to the fourth pulse
of a six pulse meter is known as a secondary accent. This is in reality the sec-

ond or relaxed pulse of the duple meter and should not receive any more stress

than that pulse. The tendency in playing and singing in compound meter is

to give too much stress on the secondary pulse, thus changing the meter to a

simple meter and making two phrases where one was intended.

Mendelssohn, in the "Elijah," in setting the following sentence begins on
the third pulse in 4/4 meter:

)j J J , J. J) J J , J J J rz
Bless - ed are the men who fear Him, they ev - er

J n J. J) , J

walk in the ways of peace.

The sentence can also be read making Blessed^ men, they and way the principal

and stressed words. This changes the meaning of the sentence and would be set:

(2)|
j j I J- J) I J- i>< J J I

Bless - ed are the men who fear Him,

J r3. J r3 I J- J>. J II

they ev-er walk in the ways of peace.

The tendency in singing this phrase as in i is to give too much stress on the

word Blessed, and equal stress to each long syllable, making it sound like the
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accented word as In 2, thiis destroying the balance of the phrase, and making
two phrases in duple meter. The only words which are stressed are the first

words in each measure.

(3) Practise the following Chord Successions. In singing the first Inversions,
the arpeggio begins on the 3rd of the chord.

(a) Play the key-tone and sing mentally. Test for pitch.

(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the letter-, then the number-names.

(d) Have someone read aloud the symbols and sing the chords without
reference to the written exercise. Keep a moderato tempo.

IV_ IVi-

^ \^r i
r J^jn r^^

VI.

i^jPr 1^
J^j^

i jJ^i 1^ Ju
'

iJ^

^^ r j^j
i

i lT^ f i r ^^J '> u J'T' ![/-'
^ N ^^' 'r

VI.
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m i^
f

IV. Ill

(e)

(f)

Sing the following chords to the rhythm of 2: 1, VIi, VI, IVi, IIi, V, I;

to the rhythm of 3 : I, IVj, IV, IIi, II, V, Vi, I; to the rhythm of 4:

I, VIi, VI, IVi, IV, III, V, I.

Additional pitch drill. Sing the following exercises, first with the

letter-names, then with the number-names:

(i) R of I, 3rd of I, R of IV, R of II, 3rd of II, 5th of II, 3rd
of V, R of V, R of I.

R of I, 5th of I, 3rd of VI, R of VI, 3rd of IV, 3rd of II,

3rd of V, Sth of V, 3rd of I, R of I.

5th of I, 3rd of VI, 5th of IV, R of IV, 5th of II, R of II,

Sthof V, 3rdof V, Rof I.

3rd of I, 5th of VI, R of IV, 5th of IV, R of II, 3rd of II,

R of V, 5th of V, R of I.

Think the sound of the entire chord before singing the tone.

(4) Exercises for Sight-Singing:

(2)

(3)

(4)
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In this Lesson the second inversions of the I and IV as appoggiatura chords

will be used.

These chords occur generally on the accented pulse of the measure.
The second inversion of the I resolves to the V chord. As the 5th of the

chord is always doubled in second inversions, it sounds like and is often mistaken
for the V chord. It is generally used preceding the V chord at the authentic
cadence. It will be preceded by the I, Ii, IV, IVi, VI, II or IIi.

The second inversion of the IV resolves to the I chord. Because of the
doubled 5th it sounds like the I chord. It may be preceded by the I, V, Vi, IV
or IVi. This chord is sometimes used on the unaccented pulse as in Section B
(i) (5), and at the cadence, as in 8. This is known as a Plagal Cadence.

Section A.

(i) Construct parallel and contrasting periods in Bl? major, using the I2, IV2
and all chords in fundamental position and first inversion as a basis for the melody.
Use 6/8 meter, beginning on the 4th pulse.

Study the rhythmic grouping of Lesson 5, Section C (2), page 47, and the
melodies in Section B (3), of this Lesson.

Section B.

(i) Practise the following Chord Successions:

(a) Play each exercise, listening to the character of the chords and
inversions.

Pause after each second inversion and think its resolution.

Read the exercise mentally. Test.

Have each exercise dictated. Work as outlined on page 4.

The I2 and IV2 are distinguished from each other by the chord of reso-

lution. You hear the same effect of suspension for each, and determine that it

is the I2 because it resolves to the V, or the IV2 because it resolves to the I.

8 8 7 8 3 2 8

(b)

(c)

(d)

ma P
i ^ ^ ^ ^
r rr rr

'h'lf r
i r

r
'r ^

I Ii V I I. V

I
^

f ff
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(3) Exercises for Melodic Dictation and Sight-Singing, beginning on the

fourth pulse in 6/8 meter.

(a) Play the I, VI, IV, II, I2, V and I chords in Bb major.

(b) Read the melody mentally. Test for pitch.

(c) Play the antecedent phrase twice. Sing from memory to la. Sing

mentally the number-names; then use the letter-names. Sing
aloud.

(d) Practise the consequent phrase in the same way.
(e) Play the entire melody. Sing from memory.
(f) Study the rhythmic grouping. In memorizing consider each rhythmic

group as a unit.

(g) Transpose to the keys of A and G major. Sing the number and
letter names,

(h) Have each melody dictated as outlined on page 19.

Note. When there are consecutive skips in the same direction, do not think the separate tones, but

analyze the chord. In Ex. 1, the third measure, the leaps down from the 3rd degree must be in the VI
chord. In a melody like Ex. 6, third. measure, do not try to remember the pitches: analyze as a scale

from the 5th degree for six sixteenths ending on the next pulse.

Figure Rep. Modified

j ^ * ir rr~ r ^-t- j *
i f~^ m

IV I VI Hi V

2

^JJ^^" I f
m m#

ii III IV II

P'r[^\^^':ii\rl^ \ f^n\r^ \a!^
'

m- II ^ F ^ I J L- | I I r r P N- Jn I f^ \P' mr m \ \

p' II r f:^ J^ J J J I J. LI r I JJJ n I r tfip==^

^^''J-r.:j'i[:^Jp
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(1)|

J) .

J J J.

<2) J r] J- JSinnn
(8) /T5J5S/1 /HiJ^rSJ-
c^J^.J. J3J. J?,nj535J-

(6) J) , j. J3 j 7 j) , J. J? j

J. J3J. J?J J

J ;355J. J5,/73rSJ
J. Jinn J J

(3) Practise the following Chord Successions. In singing the second inver-

sions of chords, the arpeggio will begin on the 5th of the chord.

(a) Play the key-tone and sing mentally. Test for pitch.

(b) Sing the letter-, then the number-names.

(c) Sing to la thinking the number-, then the letter-names.

(d) Have the chord symbols read and sing the chords without reference

to the written exercise.

Note. In reading be sure the eye takes in the arpeggio as a unit. This saves the labor of reading
each note and allows the mind to concentrate upon the rhythmic difficulties.
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I ^ ^^ ^ ^^
n

IT Idf ^
'"'LJ LI J.

(e) Sing the following chords to the rhythm of i : I, IV, I2, V, I; to the

rhythm of 2: I, Ii, IV, IIi I2, V, Vi, I; to the rhythm of 3 : I, IV2,

I, V2, Ii, IV, III, I2, V, I; to the rhythm of 4: I, IV2, Vi, V2,

.

Il,I,l2,V,I.

(f) Sing the exercises for pitch drill on page 50 in the key of Bb.

(4) Exercises for Sight-Singing:

' * *'
1

"

Mozart
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^1,'^
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Folk- Song

*J-L^ p- i I r r r* rr I r r* r# I -# r rT r M r

^20



CHAPTER III

CHORDS OF THE SEVENTH AND NINTH

All Seventh and Ninth-Chords are Dissonant, because of the major and minor

7th and 9th, formed by adding one or two more thirds to the triad.

The most used seventh-chords are the V^ and IF. The IV^ VF, V and IIP
are also used, but the 7th of each of these chords sounds like a suspended tone

and not as a legitimate part of the chord.

The most commonly used ninth-chord is the V ' ^
Lesson 7

The V^ chord is a major discord on account of the major 3rd from the 5th

to the 7th degrees of the scale and the minor seventh from the 5th to the 4th

degrees of the scale:.#
The V^ chord is used the same as the V chord. The 7th of the chord, the

4th degree of the scale, must always resolve downward. Its resolution may be

delayed by progressing up to the 5th degree and then down to the 3rd, or down
to the 2nd and then to the 3rd while the V chord is held. This is known as a

delayed resolution:

Section A.

(l) Construct parallel and contrasting periods in G major and g minor,

using all triads and inversions and the V^ chord as a basis. Use the rhythmic

figure \ R in 4/4 meter.

Section B.

(i) Practise the following Chord Successions:

(a) Play each exercise, listening to the character of the chords and
inversions.

(b) Pause after each V^ and think its resolution.

[63]
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(c) In place of each V^ play the V chord, then the V^ Note the difference
in sound.

(d) Read the exercise mentally.
(e) Have each exercise dictated. Work as outlined on page 4.

The V^ is distinguished from the V on account of the dissonance.

Note. Have the exercise played slowly. During the first playing relax and listen to the chords so
that the entire exercise makes an impression upon the mind. Do not try to analyze at the first playing.
During the second playing write down the chord symbols. At first it may be necessary to have the ex-
ercise played a second time for the symbols; next have it played and write the numbers of the scale-steps
of the soprano. Compare your version with the exercise and correct mistakes by playing the mistake
and then the correct version until the difference is heard.

I VI IV n^ I, V

J=A ^
$ t nrr

^m i
1

i
Ji 11^^ rr i fr irr

'1 ^- ^ %\ a:>x> .S-?
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(2) Practise the following Intervals:

There are four new intervals in the V^ chord : the minor 7th from the root to
the 7th of the chord, from the 5th to the 4th degrees of the scale; the major 2nd
from the 7th to the root of the chord, from the 4th to the 5th degrees of the scale;
the augmented 4th from the 7th to the 3rd of the chord, from the 4th to the 7th
degrees of the scale; the diminished 5th from the 3rd to the 7th of the chord, from
the 7th to the 4th degrees of the scale.

(a)

(b)

(c)

(d)

Play the I, IV, V^ and I chords in g minor. Think the sound of the
intervals. Test.

Play the intervals, determining of what chord they are a part and
how they sound in relation to the root of the chord and to the

key-centre.

Sing both tones of the intervals.

Transpose the intervals to the keys of f, d, g and c minor.

" ^ o o t, ^ o
; y

*
XI
o w j li ;; iio 8:^^==^ :^ 8 o

o W \\ i l<^*i v\-O -r- J M ^
u 8 u ^ " 8 H 00

I
&8 n ; ;
s ^8 " "

=8=

*
SE El Olao.

^r

(3) Exercises for Melodic Dictation and Sight-Singing, employing skrps in the

V^ chord and the rhythmic figure J^ ^^ in 4/4 meter.

Play the I, IV, V^ and I chords in g minor.
Read the melody mentally. Test.

Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-names; then use the letter-names. Sing
aloud.

Practise the consequent phrase in the same way.

(a)

(b)

(c)

(d)
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(e) Play the entire melody. Sing from memory.
(f) Transpose to the keys of a and f minor. Sing the number- and letter-

names.

(g) Have each melody dictated as outlined on page 19.

Note. In harmonizing a melody in 4-4, use a chord or inversion on each pulse. In analyzing the

rhythmic figure J, ^H note that the two sixteenths group themselves with the next pulse. In

analyzing, on account of the length of the J. there is danger of counting one, two and calling it a half-

note, not waiting for the two sixteenths. If ever in doubt about the rhythm, make an outline of the
pulses, sing the tune, placing your pencil on a dot as the pulse recurs. In this way the figure is easily
analyzed.

'

Figure Repetition

I I V4 V I4 I Hi V I I I4 V I Ii I, Ii

n^ n I4 I II4 V I IV V v I, v

,t, m 0' b# 1 1 1 W-H 1-^ ^ #- ,
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(b) Play any tone on the piano, and sing a minor yth down, using first

the number-names, then the letter-names.

(c) Play any tone on the piano and sing a major 2nd up, using first the

number-names, then the letter-names.

(d) Play any tone on the piano and sing a major 2nd down, using first

the number-names, then the letter-names.

(2) Rhythmic Study: ^ |
and J) J^ |

on the Up-beat in 4/4 meter.

(a) Study using the arm movement to indicate the meter, and sing to
la on a major scale. Always begin on the 8th degree of the scale

and sinj^ down.

(1)

(2)

(3)

(4) J)^] I J. J) jr^j~3,

.

J. nimn ,

J- J1J /I ,

J. j^n^n^^

n j~3j in,

J.

J.

J.

J. J) J

J J

J ^ J)

II

(2) Practise the following Chord Successions. In singing the V^ chord, sing
t3 the 7th of the chord and back; do not go to the octave:

'

(a) Sing mentally. Test for pitch.

(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the letter-, then the number-names.

(d) Have the chord symbols read and sing the chords without reference

to the written exercises.

=H^
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h, y\ VI, I; to the rhythm of 4: I, IV2,

Sing with number-, then
Think the sound of the

letter-

entire

(e) Sing the following chords to the rhythm of i : I, V, V^ V^, Ii, IV, I2,

V^ I; to the rhythm of 2: I, VI, I2, V^ VI, IV, I2, V^ I; to the

rhythmofs: I,VLV5, Ii,

I, Ii, IV, IVi, I2, V^ I.

(f) Exercises for Pitch and Key Drill.

names, in the key of g minor,

chord before singing the tone.

(i) R of I, 5th of I, R of V^ 3rd of V^ sth of V^ 7th of V^ 3rd
of I, R of IV, 5th of I, 3rd of V^ R of I.

(2) R of I, 5th of V^ 3rd of I, R of IV, 5th of I, 3rd of IV, 5th
of II, 3rdof V^Rof I.

(3) 3rd of I, 7th of V^ 5th of V\ R of I, 3rd of VI, 5th of IV,

3rd of IV, R of V, 3rd of V^ R of I.

(4) 5th of I, R of V^ 7th of V^ 3rd of V^ 3rd of I, R of I, R of

IV, 3rd of I, 5th of I, 5th of V^ R of I.

(4) Exercises for Sight-Singing:
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. r^m

. 20 m

Lesson 8

When the V chord is inverted all four tones will resolve according to the

melodic law. The Vj will resolve to the I
; ^ o ;theVUotheIi; :

fe 8^

\^
The root of the V^ chord may be omitted, leaving the 7th, 2nd and 4th de-

grees of the scale. This is known as the qV^ (five-seven incomplete), and is the
VII chord. All of the tones in this chord resolve melodically and like the upper

voices of the V^ chord.

Section A.

#w
The oV^ is best used in the first inversion.

(i) Construct parallel and contrasting periods in D major and d minor,
using all triads and inversions and the VJ and V3 chords, as a basis. Use the

up-beats ^ and J) JJ in 4/4 meter.
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Section B.

(i) Practice the following Chord Successions, which use the Vj and Vj.

(a) Play each exercise, listening to the character of the chords and
inversions.

(b) Pause after each V^ inversion and think the chord of resolution.

(c) Read each exercise mentally.

(d) Have each exercise dictated. Work as outlined on page 4.

On hearing the V^ inversions, you will determine first that it is a V^ chord;
that it is inverted, because of the diatonic progression of the voices; that it is a

VJ because the I fundamental follows, or a Vl because the Ij follows. The VJ
aifects the ear as contracting when it resolves; the V3 as expanding.

8 2 8 3 3 2

^ ^ ^\
r.-^

-^ ri. % il' X ^J
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(2) Practise the following Intervals:

The minor 7th and major 2nd, augmented 4th and diminished 5th in the V^
chord are the same in minor as in major. There is also an augmented 4th and
diminished 5th in the II chord in minor, caused by the lowering of the 6th degree.
The augmented 4th is from the 5th to the root of the chord, the 6th to the 2nd

degrees of the scale, and the diminished 5th from the root to the 5th of the chord,
the 2nd to the 6th degrees of the scale.

(a) Play the I, IV, II, V^ and I chords in d minor. Think the sound
of the intervals. Test.

(b) Play the intervals, determining of what chord they are a part and
how they sound in relation to the root of the chord and to the

key-centre.

(c) Sing the lower tones of the intervals, think the upper tones.

Sing the upper tones and think the lower.

(d) Transpose the intervals to the keys of g, f and c minor.

Note. The augmented 4th in the II chord generally resolves to the minor 6th in the I chord; the
diminished 5th to the major 2nd in the V^ chord.

(3) Exercises for Melodic Dictation and Sight-Singing:

Skips in the V^ chord and the Up-beat ^j and J) FH in 4/4 meter.

Observe carefully the rhythmic grouping with the up-beat ^ ^^
j) Jj
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No. 1

No. 6 ijj ,j. ij n ,j.'T)X>r] ,j. j)j /Tr;! -,,

(a) Play the I, V^ and I chords in d minor and read the melody mentally,
using the arm movement to beat the meter.

(b) Play the antecedent phrase twice. Sing the melody to la. Sing
mentally the number-names, then the letter-names. Sing aloud.

(c) Practise the consequent phrase in the same way.
(d) Play the entire melody. Sing from memory.
(e) Transpose to the keys of e and c minor. Sing the number- and

letter-names.

(f) Have each melody dictated as outlined on page 19.

Figure Modified Sequence

I I2 It I IV iij V v^ I la ij I n n V v,^

I4 I IV IVi ii I I, I III n V v'' I
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Section C.

(l) Rhythmic Study: J^ j\ and J J J J In 4/4 meter.

(a) Study using the arm movement to indicate the meter, and sing to
la on a major scale.

Note. Do not confuse the rhythmic figure J^ N which is J J J with J** Ji

which is J 0*0' While holding the ^ ^ mentally divide the pulse into halves, and the sixteenth-

notes will give no trouble.

5

(1)

6 6_7 8.

(2)

<4) ,J. rJI.J^ -> J> /73JTSi

(5) 1^ J JHf^y^ >J)/71i

(6) J ,j.. jijTajT^iJ. J) 73 ' J) .

J 3nj.. J>.J" J>j ^

J.. iJ- ;i.J.. JiJ>

(2) Practise the following Chord Successions. Watch carefully that the

augmented 4th in the V^ chord is in tune:

(a) Sing mentally. Test.

(b) Sing the letter-, then the number-names.

(c) Sing to /a, thinking the letter-, then the number-names.

(d) Have the chord symbols read and sing the chords without reference

to the written exercise.
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\J vj I. _
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(e)

(f)

Sing the following chords to the rhythm of i : I, IV, VI, Ii, qVJ, I

VI, V^ V;, I; to the rhythm of 2: I, VI, I2, V^ VI, VIi, oVj, oV^
I; to the rhythm of 3 : I, oVj, I, V^ Ii, V^, VJ, I, oV^ I; to the

rhythm of 4: I, oV^ I, oVj, h, IV, V^ I^, oVj, I.

Exercises for pitch and key drill. Sing with number-, then with
letter-names in the key of d minor.

(i) R of I, 3rd of I, R of IV, 5th of oV^ 3rd of oV^ R of oV^
R of I.

3rd of I, R of IV, 7th of V^ 3rd of V^ R of V^ R of I,

5th of I, R of VI, 3rd of IV, R of V, R of oV^ R of I.

(2)

(3)

(4)

5th of I, 3rd of I, R of IV, 3rd of oV^ R of oV^ R of I, R
of VI, 3rd of IV, R of IV, 7th of Y\ 5th of oV^ 3rd of

oV^ R of I.

R of I, 3rd of oV^ 5th of oV^ 3rd of I, 3rd of IV, R of

v^ 3rd of v^ R of oV^ 3rd of oV^ r of i.

(3) Exercises for Sight-Singing:

^m i>''i i j- JJ J ^
Cramer ^
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f j4ijjj^j^ic;[j^":r
i ^rr[^iaa

4^ r^J- pHif J j-J^iJ- jj-i'iJ-^j^ u
J

r'i^

f J
iir

r i' I J.Jj J u J
^ ii inu-pJ^yj)

t.
I r^ J r>-j i^^-j r n I r- f r- . n J^ I ^^m^ ^^ 1_

jl^_
1

~
13^ '

idtlJ
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The double period is in parallel construction when the first and third, and the
second and fourth phrases are alike, except for the cadences and slight modifi-

cations.

The double period is in contrasting construction when the phrases are different.

The V* (five-nine) chord is made by adding another third to the V^ chord.

In major this chord is not inverted, and the 9th of the chord is best in the

soprano. In minor it may be inverted, but the 9th must be nine tones from the

root.

The oV^ (five-nine incomplete) chord, or the VIF chord, is the V^ with the

root omitted. This chord is more used than the \^. *t
.v''

In major the qV^ may be inverted and all inversions but the third are used.
This is not available, because the 7th of the chord must be above the root or it
sounds like a VI chord with the 7th, 2nd and 4th degrees of the scale suspended.
In minor the qV^ chord is a diminished seventh-chord (a chord the tones of which
are a minor 3rd apart), and all inversions are used. All the voices of this chord
resolve melodically.

Section A.

(i) Construct parallel double periods in F major and f minor, taking the
melodies in Section B (3) as models and using all triads and inversions, the V^

and V^ chords as a basis. Use the rhythmic figures J.. J^ and J J'Xj
in 4/4 meter.

" d did

Section B.

( I ) Practise thefollowing Chord Successions which use all inversions of the VI
The VI resolves to the I or the Ii. When it resolves to the Ii the 7th o? the

chord, the 4th degree of the scale, will go up so as to avoid doubling the 3rd of the
I chord. This sounds well because of the parallel thirds between the bass and the

7th of the chord.
^̂

I y ii

(a) Play the entire exercise, listening to the character of the chords and
inversions. At the first playing do not analyze. Allow the sound
of the chords to make an impression upon the mind.
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(b) Pause after each V^ inversion and think the chord of resolution.

(c) Read each exercise mentally.

(d) Have each exercise dictated. Work as outlined on page 4.

(e) After working these exercises In F major, repeat In f minor.

The V2 will be recognized as going down to the I chord, or up to the Ii.

3 5 4 3 3 2

^"'i'l'li'i'li'i'
W ^

i
ji i^

r
AA
i il

r

^m m ^
1 1. v/i U V'

^ n n n m m
11^^ ^ u

r
jj

r

^^
r

u.^H n ^ ff
^

fr

1/^1/ Ml'/

rr

M^^p^

^ J J .J J ^ tt
i^^ ^ ^
^J J^^ Ji ii i ii

tt
i^ ^^

(2) Practise the following Intervals: .

In the V^ chord there Is a major 9th from the root to the 9th of the chord, the

5th to the upper 6th degree of the scale. In minor this Is a minor 9th.
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In the oV chord there is a minor 7th from the root to the 7th of the chord,
the 7th to the 6th degree of the scale. In minor this is a diminished 7th.

(a) Play the I, IV, V^ VI Vj and I chords in F major. Think the
sound of the intervals. Test. Play several times any interval

you cannot hear mentally, then go back and read from the be-

ginning. Repeat until you know the interval,

(b) Play the intervals, determining how they sound in relation to the
root of the chord and to the key-centre.

(c) Sing the lower tones of the intervals, think the upper tones.

Sing the upper tones and think the lower.

(d) Transpose the intervals to the keys of Bb, D, G and C major.

(3) Exercises for Melodic Dictation and Sight-Singing:

Double Periods in form. Skips in the "V^ chord and the rhythms J J)

3

and J JJJ in 2/4, 3/4, 4/4 meter.

(a) Play the I, IV, II, V^, V and I chords in F major. Read the entire

melody mentally. Test for pitch.

(b) Play the entire melody, noticing the effect of the semicadences in

continuing the thought for sixteen measures.
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(c) Play the first antecedent phrase twice. Sing from memory to la.

Sing the letter- and number-names, first mentally, then aloud.
(d) Practise the first consequent phrase in the same way.
(e) Play the first period and sing from memory.
(f) Practise the second antecedent and consequent phrases in the same

way.
(g) Play the entire double period and sing from memory. This is easily

accomplished if the construction of the melody is clearly under-
stood.

(h) Transpose to the keys of E and G major.
(i) Sing melodies 2, 3, 5 and 6 in f minor.

(j) Have each melody dictated.

(1) Play the entire double period. The pupil determines the meter
by the number of pulses in a phrase, and the form by the
number of cadences in the melody.

(2) Play the first antecedent phrase twice. The pupil listens and
memorizes the phrase.

(3) The pupil analyzes and writes the phrase upon the staff.

(4) Play again for correction.

(5) Dictate the other phrases in the same way.
(6) The pupil marks the form, figures, repetitions and sequences,

and harmonization.
s

The figure J J^ is really a "turn," and will be recognized as such.

The figure J.. J) must be carefully contrasted with
J. J) in dictating.

ii n V vj ii v^ I4 m IV n n^ V
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Section C.

(i) Absolute Intervals.

There is an augmented 4th on the staff from f-b; in the major scale from 4-7,

l-#4, b6-2, 6-i^2, 3-#6; in the minor scale from 4-7, 6-2, i-#4; in the V^, IIJ^,

IIJ, oVj and Vljjf chords. There is a diminished 5th on the staff from b-f
;
in

the major scale from 7-4, #4-1 > 2-176, #2-6, #6-3; in the minor scale from 7-4,

2-6, #4-8. To sing an augmented 4th up, call the lower tone 4 and sing 7; to

sing an augmented 4th down, call the upper tone 7 and sing 4. To sing a

diminished 5th up, call the lower tone 7 and sing 4; to sing a diminished 5th

down, call the upper tone 4 and sing 7.

(a) Sing an augmented 4th up and a diminished 5th down from the follow-

ing tones, using first the number-names, then the letter-names

of the pitches:

(b) Repeat, singing the augmented 4th and its resolution, the minor
6th. Determine the key of which each interval is a part.

(c) Sing a diminished 5th up and an augmented 4th down from the

following tones, using first the number-names, then the letter-

names:

(d) Repeat, singing the diminished 5th and its resolution, the major
3rd. Determine of what key each is a part.

(2) Rhythmic Study: JJ^J^^^ J^^^^P ^^^
J /3 J J

in 4/4

meter.

(a) Study, using the arm movement to indicate the meter, and sing to

la on a major scale. These exercises are to be practised very
slowly, subdividing each pulse. The arm movement for sub-

divided pulses in 4/4 meter is Study the

-> 3

rhythms mentally before attempting to sing them.

Repeat until the eyes can quickly graspthe beaming and group on each pulse.
At first count one and, two and, three and, etc.; later only one, two, three, four, and
make the subdivision mental.
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(1)1 J J ] J J J J .S^^l
<2)i^,j r^j r^j J J J J J J J I

(3) J) iH^^^^J '
4^^i

/3,j 3 J ra,rm J n^ i

J) ,rT?^ J J 3 nTO.

/TT^ J J^rm 7TT3 ,

J idJ JdJ ^J J^J J

J n rrr^ fTT^} 3

J 3 n^ J ^ .m

7 II

y II

7 II

7 II

7 II

(3) Practise the following Chord Successions. Watch carefully that in the

inversions of the V and oV in minor the augmented 2nd, from the 6th to the 7th

degree of the scale, is in tune.

(a) Sing mentally. Test.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number-, then the letter-names.

(d) Have the chord symbols read and sing the chords without reference

to the written exercise.
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(e) Sing the following chords in the key of F major to the rhythm of i :

I, V;, yl Ii, IV, II, VI, oV^ I; to the rhythm of 2: I, V^ oV^
oV?, I, Ii, IV, III, oV^, Ii, VL oV?, I.

Sing the following in the key of f minor to the rhythm of 3 : I, VI IVi
V^ V;, I, oV^ oV?, Ii, VI I; to the rhythm of 4: I, I^, ,Vl ,V\ L
IV, V, v^ oV^ v;, I.

Note Omit the 5th of the V chord.

(f) Exercises for pitch and key drill in F major and f minor. Sing the

number-, then the letter-names. Think the sound of the chord
before singing the tone.

(i) R of I, 5th of I, R of IV, 7th of V^ 3rd of I, 5th of V, yth
of V^ 9th of V^ R of V, 3rd of V, R of I.

(2) 3rd of I, 5th of VI, R of II, 9th of V^ R of oV^ 3rd of V^
R of I, 5th of IV, R of oV^ 7th of oV^ 5th of I.

(4) Exercises for Sight-Singing:
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Lesson io

The IF chord is formed by adding a third to the II triad. It is a minor
discord because of the minor 3rd from the root to the 3rd of the chord, the 2nd
to the 4th degrees of the scale, and the minor 7th from the root to the 7th of the

chord, the 2nd to the 8th degree of the scale:

ÎI'

When the 8th degree of the scale is the 7th of a chord, it becomes an active
tone and resolves downward to the 7th degree, as all 7ths of chords contract.

The IF chord may follow any chord but the V, and is followed by the V^ or
the I2.

Section A.

(i) Construct parallel double periods in Eb major, using all triads and in-

versions, the V^ V^ oV^ and IF chords as a basis. Use the rhythmic figures

^^^ ""^ /^OT ^" 4/4 meter.

^

In writing melodies with thirty-second-notes it is difficult to slow down the
mind.

^

Think the subdivisions (the ''ands'') for each pulse. Study the rhythms
in Section C of the preceding Lesson, page 90, and the melodies in Section B
(3) of this Lesson.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause after each IF and V^. and think their resolutions.

(c) Read each exercise mentally.
(d) Have each exercise dictated.
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The IF will be heard as a minor discord and will be distinguished from the V^
because of its minor quality. The dissonance is harsher in quality because of

the perfect 5th from the 3rd to the 7th of the chord.

8 8 8 7 8 2

JP
\\?, ji rJ rJ

I
r.

V^' ^
r r f

U: U:
8

2

^
rrrr

iiJJ 11m i![' r ir I m ""n '

r^
' rr

I I4 II'' v^ I v/
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' r

r
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(b) Play the intervals, determining how they sound in relation to the
root of the chord and to the key-centre. Note the difference in

relation to the key-centre of the three minor yths.

(c) Sing the intervals. Test for pitch.

(d) Transpose the intervals to the keys of Bb, F, G, D and C major.

(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods in form. Skips in the IF chord and thirty-second-notes in

duple and triple meter.

(a)

(b)

(c)

(d)

(e)

(f)

(g)

(h)

(i)

Play the I, IV, IF, V^ and I chords in Eb and read the entire melody
mentally, beating the meter. Subdivide the pulse on account of

the slow tempo and the number of notes to a pulse.

Play the entire melody, .studying the effect of the cadences.

Play the first antecedent phrase twice. Sing from memory to

la. Sing the letter- and number-names, first mentally, then aloud.

Practise the first consequent phrase in the same way.
Play the first period and sing from memory.
Practise the second period in the same way.
Play the erjtire double period and sing from memory.
Transpose to the keys of F and D maj.or.
Have each melody dictated as outlined on page 87.
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Figure

f'''
^ *

i^m'Etfriam'^'^^

4^'i jjjjJJJJJjJij-mnffii i /pjnij ip
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Section C.

(i) Rhythmic Study: J. J5 ^^^
J.. J

in 4/4 meter.

(a) Study using the arm movement to indicate the meter and sing to

on a major scale.

la

(1)

(2)

(3)

(4)

(5)

(6)

tJ^.J J J~3 J~l .71 177^ J

J.

u
J

j:

J)

J)

/3

m J

J
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(2) Practise the following Chord Successions. Be careful that the 7th of the
IF chord is in tune.

(a) Sing mentally. Test.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number-, then the letter-names.

(d) Have the chord-symbols read and sing the chords without reference
to the written exercise.

^ix^i iwir^r*)^ I I j^itf ji ^ I I F
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(e) Sing the following chords in the key of Eb to the rhythm of i : I, Ii,

IV, III, I2, V5, Ii, IF, V^ I; to the rhythm of 2: I, VI, IVi, V',

VI, I, IF, V^, I; to the rhythm of 3 : I, IV, I2, V^, Ii, IV, IF, h,
V^ I; to the rhythm of 4: I, IF, Vl, I, V?, VI, Ii, IF, V^ I.

(f) Exercises for pitch and key drill. Sing the number-, then the

letter-names.

(i) R of I, 5th of I, R of IV, 3rd of IF, R of IF, 7th of IF,
3rd of V, R of V, 5th of V, R of I.

(2) R of I, 3rd of IV, R of IF, 7th of IF, 5th of IF, 9th of V^
7th of V^ 3rd of V^ 5th of V^ R of I.

(3) 5th of I, 3rd of IV, 5th of II, 9th of V^ R of V, 3rd of I,

3rd of IF, 7th of IF, R of IF, 5th of II, R of I.

(4) 3rd of I, 5th of VI, 3rd of VI, 7th of IF 3rd of V, 7th of V^
9th of V^ 5th of I, 3rd of IF, R of IF, 5th of V, R of I.

these chords should be sung in all the keys of the preceding
For review

lessons.

(3) Exercises for Sight-Singing.

u / ,
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L\ -^-^^
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(b) Pause after each IF, Hi and V^ inversion and think the chord of
resolution.

(c) Read the exercise mentally.

(d) Have each exercise dictated.

The Hi will be distinguished from the H^ by the diatonic progression of the
voices.

1-3 42 23 .2 32 71 32

P f
^

T̂trr rr

m ja U U- Hw^ fl= fT

(2) Practise the following Intervals:

(a) Play the I, IV, HJ, V^ and I chords In, A major. Think the sound
of the intervals.
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(b) Play the intervals, determining how they sound in relation to the
root of the chord and to the key-centre.

(c) Sing the intervals. Test.

(d) Transpose the intervals to the keys of Eb, Bb, F, G, D and C.

I 11^ V'' I

*
^

:: n 11 ijo 8 o ^^o^^^r - XT

(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods in form. Skips in the IV chord. The rhythmic figures

Jj5 j J. ^ and
J., J in duple and triple meter.

(a) Play the I, IV, IF, V^ and I chords in A major. Read the, entire

melody mentally, using the arm movement to indicate the meter.

(b) Play the entire melody, studying the effect of the cadences.

(c) Play the first antecedent phrase twice and sing from memory to la.

Sing the number- and letter-names, first mentally, then aloud.

(d) Practise the first consequent phrase in the same way.
(e) Play the entire first period and sing from memory.
(f) Study the second period in the same way.
(g) Play the entire double period and sing from memory,
(h) Transpose to the keys of G and Bb major.
(i) Have the melodies dictated as outlined on page 87.
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Wagner ^

Section C.

(i) Rhythmic Study. Irregular Rhythms in 2/4 and 3/4.

Rhythm is irregular when the shorter notes occupy the accented or stressed

portions of the measure. The metric stress is still on the first pulse, but as the

rhythmic motion stops on the longer note, that note is brought into prominence
and acquires an accent. This is known as a Rhythmic Accent. Care should be
taken not to stress this longer note, as it has stress on account of its length, and
that stress combined with the rhythmic accent would give a sforzando.

In setting the following lines, Mr. Johnstone has used duple meter and these

rhythms :

Land of the brave, land of the free

The natural inclination is to give all the stress upon the words "brave" and

"free," thus giving the effect of beginning on the up-beat : J J^ | J J"T3 I J

The stress should be on "land," and the rest of the measure a relaxation. The
words "brave" and "free" will receive proper stress on account of the length of the
notes without any effort of the singer.

(a) Study, using the arm movement to indicate the meter, and sing to
la on a major scale.

(1)

(2)

(3)

(4)

(5)

(6)

J J

it: j

^r} J
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(e) Sing the following chords in the key of A to the rhythm of i : I, V,
VI, VL Ii, ir, IIJ, I2, V^ I; to the rhythm of 2: I, VI, IIJ, I2, V?,
Ii, IF, 111 VI, VI I; to the rhythm of 3: I, IV2, III, VJ, V?, h,
III, II2, I2, V^ I; to the rhythm of 4: I, IIJ, VI, Ii, IV, IVi, III,

v^ ovs, I:, IF, v^ I.

(f) Sing the exercises for pitch and key drill of the preceding Lesson
in the key of A major.

(3) Exercises for Sight-Singing:
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6

Speidel
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Folk-Dance

Lesson 12

The IV^ chord is formed by adding a third to the IV triad. It is a major
discord because of the major 3rd from the root to the 3rd of the chord, the 4th
to the 6th degree of the scale, and the major 7th from the root to the 7th of the

chord, the 4th to the 3rd degree of the scale

The 3rd degree of the scale, as the 7th of this chord, resolves downward to

the 2nd degree.
The IV^ chord may follow the I, VI or IV chords. It will be followed by the

III, yl or I2.

The IV^ chord sounds like a II J chord with a suspended 3rd degree of the

scale.

Section A.

(i) Construct double periods in Ab major, with the antecedent phrases
alike and a new second consequent phrase. See melodies in Section B (3). Use

all triads and inversions," the V^ V^ oV^ IF and IV^ chords as a basis. Use the

irregular rhythms in 2/4 and 3/4 as given on pages 108 and 109.
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Section B.

(i) Practise the follozving Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and
the effect of the semicadence.

(b) Pause after each IV and V^ and think the chord qf resolution.

(c) Read each exercise mentally.
(d) Have each exercise dictated.

The II2 chord will be determined by its chord of resolution, the I2 or V^

\IM '-i
J \

\
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(2) Practise the following Intervals:

The major 7th in the IV^ chord, from the 4th to the 3rd degree of the scale, will

resolve to some interval in theV or IF chord, or to the major 6th in the I2 chord.

(a) Play the I, IV^ IF, V^ and I chords in the key of Ab major. Think
the sound of the intervals.

(b) Play the intervals determining their sound in relation to the root
of the chord and to the key-centre.

(c) Sing the intervals. Test.

(d) Transpose the intervals to the key of Eb, Bb, F, G, D and C major.
1

Il\^ n
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Section C.

(i) Absolute Intervals.

There are major yths on the staff from c-b, f-e; in the major scale from 1-7,
4-3 ;

in the minor scale from 1-7, 3-2, 6-5; in the IV^ chord in major. There are
minor 2nds on the staff from e-f, b-c; in the major scale from 3-4, 7-8; in the
minor scale from 2-3, 5-6, 7-8. To sing a major 7th up call the lower tone i

and sing 7; to sing a major 7th down call the upper tone 7 and sing i. To sing
a minor 2nd up, call the lower tone 7, and sing 8; to sing a minor 2nd down, call
the upper tone 8 and sing 7.

(a) Play any tone on the piano and sing a major 7th up, using first the

number-names, then the letter-names.

(b) Play any tone on the piano and sing a major 7th down, using first

the number-names, then the letter-names.

(c) Play any tone on the piano and sing a minor 2nd up, using first the

number-names, then the letter-names.

(d) Play any tone on the piano and sing a minor 2nd down, using first

the number-names, then the letter-names.

(2) Rhythmic Drill. Irregular rhythm in 4/4 meter.

(a) Study, using the arm movement to indicate the meter, and sing to
la on a major scale.
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<|'''''\tiJj
l

j.iJ>ljiJ^IJ.jjMj-JJJ^

(e) Sing the following chords In the key of Ab to the rhythm of i : I, I2,

IV^ Yl, Ii, IV, IV^ I2, VI, I; to the rhythm of 2: I, VI, IVl, V^
V^, Ii, IV, IV^ III, V^, Ii; to the rhythm of 3: I, IV2, 11^, oV^ I,

IV^ ir, V^ V^ I; to the rhythm of 4: I, IV, IF, IIJ, I2, IV^ V^,

VLI, IV2, 1.

(f) Exercises for pitch and key drill. Sing both the number- and
letter-names.

(i) R of I, R of IV^ 5th of IV^ 7th of IV^ 3rd of I2, 5th of V,
7th of V^ R of V^ R of I, 7th of IF, R of IF, 3rd of V,
5th of V, R of I.

(2) 3rd of I, 5th of VI, 7th of IV^ 5th of V^ R of I, 5th of I,

R of IV^ 7th of IV^ R of IF, 7th of IF, 3rd of V,
7thof V^ 3rd of V, Rof I.

(3) 5th of I, R of V,.9th of V^ 7th of V^ 3rd of I, R of II,

7th of IV^ 7th of IF, 9th of V^ 7th of V^ 5th of V^
Rof I.
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(4) 3rd of I, 7th of IF, R of IF, 3rd of IF, 7th of V^
3rd of V^ R of I, 3rd of IV^ 7th of IV^ 5th of IV^
7th of IF, 3rdof V^Rof I.

(g) Transpose to other keys,

(3) Exercises for Sight-Singing:

I'll, -f
CJI I I

I "
I

I'

ff I II
I |ll|

S

Mozart

^i.Hi'p^I^ l
Jj) ,;|J]p ^ I^JTCj:;
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Bacli
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V i^ Lf r rirf rr Lfig i i

i rT r fp^^

Lesson 13

TheW chord is formed by adding a third to the VI triad. It is a minor
discord because of the minor 3rd from the root to the 3rd of the chord, the 6th
to the 8th degree of the scale, and the minor 7th from the root to the 7th of the

chord, the 6th to the 5th degree of the scale:mYV
The 5th degree of the scale, as the 7th of this chord, resolves downward to

the 4th degree.
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The VF chord may follow the I chord, and the VI chord. It will be followed

by any chord but the I.

The VF chord sounds like the IF chord with the 3rd and 5th degrees of the

scale suspended.

Section A.

(i) Construct double periods in F major, with a new second consequent
phrase. Use all triads, inversions, seventh- and ninth-chords as a basis for the

melody. Employ irregular rhythms 4/4 meter.

Section B.

(i) Practise the following Chord Successions:

In these exercises in triple meter the chord on the third pulse resolves to the

chord on the first pulse; the chord on the second pulse is unrelated and allows

foreign progression, the V to the IV or V to the II chord.

(a) Play the entire exercise, listening to the character of the chords and
inversions.

(b) Pause after each IF and V^ chord and think the chord of resolution.

If you cannot hear mentally the chord of resolution, play it, then

go back and try again.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The II3 chord is recognized by its chord of resolution, the Vj, or by its

diatonic introduction by the I chord.

^
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(2) Practise the following Intervals:

The minor 7th in the VF chord will resolve to some interval in the IV', IF
or V chord.

(a) Play the I, VF, IV^ IF, V' and I chords in F major. Think the
sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root

of the chord and to the key-centre.

(c) Sing the intervals. Test.

(d) Transpose the intervals to the keys of Eb, Bb, G, D and C major.



ADVANCED EAR-TRAINING AND SIGHT-SINGING



126 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Section C.

(i) Rhythmic Drill. Irregular rhythm in 3/4 meter.

(a) Study, using the arm movement to indicate the meter, and sing to

la on a major scale.
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(1)|J Jl J ,J JTOJ ,J J^J
<2) J /7?j ,<n ;?5ir3 ,/^ jrai

(4) ;75^/75J^lJ^^;^51J^l/^^J^;^?^

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.

J \ H
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CHAPTER IV

CHROMATICALLY ALTERED CHORDS

The pitch of the ist, 2nd, 4th, 5th and 6th degrees of the major scale may be

chromatically raised a half-tone, and the 2nd and 6th degrees chromatically

lowered a half-tone, without disturbing the feeling of the tonality.

In using the scale-line these inflections must progress chromatically as chro-

matic passing-tones, never diatonically, or a modulation will occur: 3 4 #4 5 or

5 #4 114 3, not 3 #4 5 or 5 #4 3:

In minor, the 2nd and 5th degrees are not raised because of the lowered 3rd

and 6th degrees. The 6th degree is raised in the melodic progression from the

6th to the 7th degree, and the 7th degree is lowered in the melodic progression

from the 7th to the 6th degree.
In skips, single or consecutive, the altered tones must be part of a chord.

The #4, of the IIJ or IVj chord
^llU I I

"

n^l iv^t

The #2, of the V^, VJ, VJ or the 11]^ in conjunction with the #4:

Vf vll Vt oV^I II^i,

The#i,oftheVi;: fe fffl j

Vl'l

The #6, of the VIJ^ in conjunction with the #l

The b6, of the 11;, IVJ and V;:

landoV;:^

n\ Tv\ v^

The b2, of the V^

The b2 and b6 together in the IIi,i, and qVI^:

11321

ntt ^\
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The #4 and \?6 together in the IIJ^i, and IVl^^:

l^lh ^ih

#2, #4 and b6 together in the IIJ^i, :

^9^'\i

\

#2 and b6 together in the oVS,: ^5 ^ ^9. ^

Lesson 14

The raised 4th degree is used as a chromatic passing-tone in progressing
either from the 4th to the 5th degree, or from the 5th to the 4th degree:

Skips may be made from or to the raised 4th degree in the IIJ chord. The
scale-line using the natural 4th degree or skips in the V^ or I chord should follow:

^Pl
irif

Section A.

(i) Construct double periods in C major, with a new second consequent

phrase. Use all triads, inversions, seventh- and ninth-chords and the IIJ
chord as a basis for the melody. Employ irregular rhythms in 3/4 meter.

Section B.

(i) Practise the following Chord Successions:

The oV chord is a discord because of the minor 7th from the root to the

seventh of the chord, the 7th to the 6th degree of the scale. The qV^ chord

may be followed by the VJ, V or I chord.

(a) Play the entire exercise, listening to the character of the chords and
inversions.

(b) Pause after each qV, IF and V and think the chord of resolution.

Test.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The qV^ chord will often be confused with the IF, as they have three tones
in common, the difference being that the 7th degree of the scale is in the qV
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and the ist degree in the IF. Play the II3 chord in place of the qV, then the

oV^ until you hear the difference.

(e) Repeat these exercises in c minor.

i
8 22 854 346 655 221 342

I IlJvJ I IfVj I IV.UJ V oV^vJl IIJVVI IjIVjV^ I

^UA u^ ^ i m
iii

^
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frr
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(2) Practise the following Intervals:

The following intervals, parts of the IIJ chord, are used: The major 3rd
from the root to the 3rd of the chord, the 2nd to the #4th degree of the scale;
the minor 3rd from the 3rd to the 5th of the chord, the #4th to the 6th degree
of the scale; the minor 6th from the 3rd to the 8th of the chord, the #4th to the
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2nd degree of the scale; the major 6th from the 5th to the 3rd of the chord, from

the 6th to the #4th degree of the scale.

(a) Play the I, IV, IF, IIJ, V^ and I chords in C major. Think the

sound of the intervals.

(b) Play the intervals determining their sound in relation to the root

of the chord and to the key-centre.

(c) Sing the intervals. Test.

(d) Transpose the intervals to c minor.

#
4^o tl s

*=^ 1^^ "il" iluiiu "^

# 8 U tU ^ "
tl" o U " 1" 8 )tu H" ^

(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods with new second consequent phrase. Skips in the IIJ

chord and the #4th degree used as a chromatic passing-tone. Irregular rhythm
in 3/4 meter.

(a) Play the I, IV, IF, IIJ, V^ and I chords in C major. Read each

exercise mentally, using the arm movement to indicate the meter

and thinking the rhythmic subdivisions.

(b) Play, studying the effect of the chromatic tones.

(c) Play the first antecedent phrase and sing from memory to la. Sing
the number-, then the letter-names.

(d) Practise the first consequent phrase in the same way.
(e) Play the entire first period and sing from memory.
(f) Study the second period in the same way.

(g) Transpose to the keys of B, A, D and E major.

(h) Have each melody dictated as outlined on page 87.
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Fig.
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Section C.

(i) Rhythmic Drill. Irregular rhythm In 6/8 meter.

(a) Study, using the arm movement to indicate the meter, and sing to

la on a major scale.

(!) m J

(2)

(8)

(4)

(6)

n^ J

J-T3 J

J J1J

iJjjjjjj

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.

1 ^
t

P*r^ m.
\ \ 1,1 rTj P'

I r S I I rn r- I J hi I [.T^ r-
^ J ^ *

I

'
* JU. ' ' M ^'^ '

' J ^
"

I

'

"
^ J. ' JH

"
I

ii- II' n^jl.

I ^^iJjjj^^r'i^^^j. liT^ri^iuJj^rir
iii-

^) i i^r-ir^^iiJ- i ^-^'irpJ-icxr^' i rp^'ii7Jri



138 ADVANCED EAR-TRAINING AND SIGHT-SINGING

. d^' ** ' 9' ^' A wH "*
J. -J.' ^'

^>citfMr-^-iJJ^^-
i J-iJi:?^riJju. i

j::J^-'
VI!

iijit I, v5

ijVr \ ^h\}V\ iMjjrni ii iiiprni
II! n(- nin.

(f. rV iiinJr-irid.ij^JriJij.ij.TJr^
(e) Sing the following chords in the key of C major to the rhythm of i :

I, IV, II{^, I2, Yl, Ii, 115, VL I; to the rhythm of 2: I, IF, III,

113,, oV^ I, 115, II[ I2, V^ I; to the rhythm of 3: I, VI, IVi, IIL
7

II5#, I2, VI, I, IIJ, II3V V[, I: to the rhythm of 4: I, IV^ IIJ, II

I2, VI, oV, I, IIJ, III,, V3, VL I.

(f) Exercises for pitch and key drill. Sing both the number- and letter-

(i) R of I, 7th of ir, 5th of IIJ, 3rd of IIJ, R of V^ 7th of

V^ 3rd of I, R of IIJ, 3rd of 115, 7th of V^ 3rd of V^
Rof I.

(2) 3rd of I, R of IV, 3rd of IIJ, 7th of ir, 3rd of V^ 7th of

V^ 5th of I, 7th of Vr, 3rd of IIJ, 5th of I2, 5th of V^
Rof I.

(3) 5th of I, 7th of IV^ R of ir, 5th of IF, 3rd of IF, 3rd
of 11;, 7th of V^ 3rd of I, 7th of IF, 3rd of IIJ, 3rd of

IF, 7th of V^ 3rd of I, Rof I.

(4) 8th of I, 3rd of IV, 7th of IV^ R of IF, 7th of IF, 3rd
of IF, 3rd of IIJ, 5th of h, 3rd of IIJ, 7th of V^ 3rd of

V^ R of 1.

(g) Transpose to other keys.
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(3) Exercises for Sight-Singing:

1
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10

'

ftp ^ '
\ p \^d. d ' hMij'^rrrrri*' tfj

' =-^ ^
H ' # ^ '

Lesson 15

In a melody skips may be made from or to the raised 4th degree of the scale
in the IVJ chord. The scale-line, using the natural 4th degree, or skips in the

II|, or I2 V'chord, should follow;

Section A.

(l) Construct double periods in Bb major, with a new second consequent
phrase. Use all triads, inversions, seventh- and ninth-chords and the IIJ and
IVJ chords, as a basis for the melody. Employ, irregular rhythms in 6/8 meter.
See Section C of the preceding Lesson.
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Section B.

(l) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and
inversions.

(b) Pause after each IV^ IP, V^ and oV chord and think the chord of
resolution.

(c) Read the entire exercise mentally.
(d) Have each exercise dictated.

The IV^ chord sounds like a IF chord with the 3rd degree of the scale

suspended. Be sure the mind grasps the characteristic tone of difference
between these chords.

S 3
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(2) Practise the following Intervals:

In the IVJ chord there will be a minor 3rd from the root to the 3rd of the

chord, the #4th to the 6th degree of the scale; a diminished 5th from the root

to the 5th of the chord, the#4th to the 8th degree of the scale; a minor 7th from

the root to the 7th of the chord, the #4th to the 3rd degree of the scale.

(a) Play the I, IV^ IVJ, Ill#, V^ and I chords in Bb major. Think
the sound of the intervals.

(b) Play the intervals determining their sound in relation to the root

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to C major.

I VI IV n'i v^ I n^n v^ i iv ivji i^ n^n v^ i

V' 8 o" ii
o o 8 b8 tjo po "t. : : H 8 o I 1. "^^=e=

bo [>o^

^ ^

3

^^ o
tjo C ti8 vi Z \Z ka o n \^ i>o

" ^
C I I

h 5

(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods with a new second consequent phrase. Skips in the TV\
chord and the #4th degree used as a passing-tone. Irregular rhythm in 6/8
meter.

Play the I, IV, IV^ IV-J, I2, V^ and I chords in Bb major. Read
each exercise mentally, using the arm the movement to indicate

the meter and thinking the rhythmic subdivisions.

Play, studying the effect of the chromatic tones.

Play the first antecedent phrase and sing from memory to la. Sing
the number-, then the letter-names,

(d) Practise the first consequent phrase in the same way.

(a)

(b)

(c)
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(e) Play the entire first period and sing from memory.
(f) Study the second period in the same way.
(g) Transpose to the keys of C, D, A and G major,
(h) Have each melody dictated as outlined on page 87.

In all wide or consecutive skips, it is most important to remember the tone

jumped from. In Ex. i, measure 7, you hear chord-line from the 3rd degree
down for three tones, then a skip back to the same tone. In that way you do
not have to think of the large skip. Ex. 3, measure 6 and 7, if the pitch of "f"
is remembered there is no difficulty in recognizing the "etl". In Ex. 4, measure 3,
remember "f," which will recur in 4; meas. 4, "d," which will recur in 5; meas.

5, "ek^" and "c," so as to get the "eb" and "c" following.
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Section C.

(l) Rhythmic Drill:

A tie and a dot have the same effect and are sung In the same manner, with
a slight pressure on the tied note so as to preserve the pulse.

V-^ Rhythms which can be expressed by a dot are seldom ex-

pressed by ties J.. J)
not

J JTj

When holding a tied note, always think the subdivision which makes the next

figure, I.e., if singing J^^JjJ , think the triplet as the quarter Is held; for

the figure J 4444 > think either two eighths or four sixteenths.

(a) Study, using the arm movement to Indicate the meter, and sing the

rhythms to la on a major scale.

(1) I {__/ffi I J_f?^ I ^^^ J"- 3 1 J II

(2) J_/r3 I J_/T3 I J~3 J7^ I J II

<3) J it: yi jt} 1 JTi r~n I J 11

<4) I J ^^ I J^_ ^ ^ J ^"^ 'J ^

(5) J_/T3 iJ_/T3 i.f?53J /73J ^
II

(6)
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(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

(b) Sing to la, thinking first the number-, then the letter-names.

(c) Sing from dictation.

In singing these rhythms be sure that the mind takes in the rapid arpeggio
as a unit. While the tied note is being held, think the rhythm and arpeggio that
is to be sung on the next pulse.

|i'')jjfirj^ i j^;TPinj i^.L.ff^in,j
fm rv! iv^l

^'' L:iiS
^ iii i Li^ i H j i j^jT^nj i

I, Vj I,

l^\' 1 m\^
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(d)

(e)

(f)

Sing the following chords in the key of Bb major to the rhythm of i :

I, h, IV;, V^, Yl, I, 111 n^ VI, I; to the rhythm of 2: I, VF,
IV;^, I2, IVJ, Ills, V5, Ii, III, I2, V^ I; to the rhythm of 3 : I, IVJ,

VI Ii, II^s, I2, II[, Ills, I2, V^ I; to the rhythm of 4: I, II], lll^,

oV^v[,I,Iv{,I^,>v^L
Transpose these exercises to other keys.

Sing the exercises for pitch and key drill of the preceding Lesson on

page 138, in the key of B[? major.

(3) Exercises for Sight-Singing:

._l)J.J) * J l

^ J JJ ^ ^
^ J J i) ^ J * J; j^

4^'' J-li^^ ^jlJ J J J I J
^ ^

^J^ Ij^jJ -I

Mo2art 2

1^ I I _ L P
J *

I J
'

J^ Jt
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Lesson i6

In a melody the raised 2nd degree is used as a chromatic passing-tone between
the 2nd and 3rd degrees and the 3rd and 2nd degrees. In progressing from
the 3rd to the 2nd degree, the progression is often written 3, lowered 3 and 2.

It will be found simpler and much less confusing in both harmonic and melodic
relations in major to use the raised 2nd, never the lowered 3rd degree, as this is

the characteristic tone of the minor mode. W W^
Skips may be made from or to the raised 2nd degree of the scale in the IIJj

chord. The scale-line, using the natural 2nd degree, or skips in the IIJ, IF, V^

or I chord, should follow.

Section A.

m
n\

(i) Construct double periods in B major, with a new second consequent

phrase. Use all triads, inversions, seventh- and ninth-chords, the IIJ, IVJ,

and Iljjf,
as a basis for the melody. Employ the rhythms given on page 145.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and

inversions.

(b) Pause after each seventh-chord and think the chord of resolution.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

33 43 28 7 87 64 3 2

I VI IV iv^ n^ nl IV IL

8

\HK J J
1



ADVANCED EAR-TRAINING AND SIGHT-SINGING 151

I^HAm j
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^^"^^* ,Ui^s. ^ 4 :.,^ u o" " " " "h |V z i
I n^ v^ I n^ I v^

(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods with a new second consequent phrase. Skips in the IIJ#
chord and the raised 2nd and 4th degrees used as passing-tones. The tie in 2/4,

3/4 and 4/4 meter.

(a) Play the I, IF, IIJ, IIJ^, I, V^ and I chords in B major. Read
each exercise mentally. Test for pitch.

(b) Play the entire melody, studying the effect of the cadences, the

chromatic tones and the ties.

(c) Take each section of the melody which has a chromatic inflection

and sing it first without the altered tones, then as written.

(d) Play the first antecedent phrase and sing from memory to la. Sing
the number-, then the letter-names, mentally and aloud.

(e) Practise the first consequent phrase in the same way.
(f) Play the entire first period and sing from memory.
(g) Study the second period in the same way.
(h) Play the entire double period and sing from memory.
(i) Transpose to the keys of C and Bb major.
(j) Have each melody dictated, as outlined on page 87.
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I ulii I ii n^ V
Figure

I IV V I I4

Sequence

nl nrin la

I

1

iTl \ m r f If r i r r r r \ r f r m \ r

^^0 \^_ ^ I I I ^^^^PPS^ I J^^ IF F i ftP Faff

3

LL^ '
^

' "L^^
ti^ J acJ^I*

rj ^"^

fl l.L ..* J 1 ?-!
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Section C.

(i) Rhythmic Drill:

(a) Study, using the arm movement to indicate the meter, and sing the

rhythms to la on a major scale.

<2) r3J_/n,r3jjri,r:i3j ;353,j j

(8)

<

J_/:i3J3S,J533J_/T3,J_jnj. J) ,J.. ^J

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

(b) Sing to la, thinking the number-, then the letter-names.

(q) Sing from dictation.

(4)

(e)

Wr-
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I'f JLHi^mi l jjJl | rjji | ^,MTl
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(d) Sing the following chords in the key of B major to the rhythm of i :

I, Ii, IIJ Ii, IV^ I2, IVJ, II J, VI, I; to the rhythm of 2: I, IV,

VI, VL I IIJ IIU, in, I2, V^ I; to the rhythm of 3: I, IF,

IIi Ii, IVJ, IIi VI I, oV^ V;, I; to the rhythm of 4: I, IV2, oV^
V!, I, III III,, nir. VI, VL I.

(e) Exercises for pitch and key drill. Sing the letter- and number-names:

(i) R of I, R of IIJs, 3rd of IIJ^, 7th of V^ R of V^ 3rd of I,

3rd of IV, R of IIJs, 3rd of I, 3rd of V, R of I.

(2) 3rd of I, 3rd of 115, R of 115, R of IIJ,, 5th of IIJ,, 7th of V^
5th of I, 7th of ir, 3rd of IIJ, 7th of V^ 3rd of I.

(3) sth of I, 3rd of IV, 5th of IV, 7th of IF, R of IIJ, 5th of IIJ,,

5th of I, R of IV, 3rd of V^ 5th of V^ R of I.

(4) 3rd of I, 7th of Ii;, R of IIJ 5th of IIJ 3rd of Ii; 3rd of I,

7th of V^ 5th of I, 3rd of V^ R of I.

(f) Sing this drill in the keys of Bb and C major.

(3) Exercises for Sight-Singing:
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JJJj
I J J J J N J l |o \j JJ_

l

j_

Haydn

m
^
Adagio

nijj-jiJ-jJ-iJIJjj^Jj^jj JMliJlJJ'J^J4'
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^hhi.i
vJ^ i Jjjj i Jj> ^j- i

p-pJ..i
i

^

Arniet

4*ftiJ
J r i^ i f r J- J' l r r|j- [;

i ^-nj i
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CHAPTER V

MODULATION AND EMBELLISHMENT

Modulation is the process of progressing from one key or mode to another.

Modulations to the keys of the Dominant, Subdominant, the Relative Minor
and the relative minor keys of the Dominant and Subdominant are most used;
these are easily made because of the common tones and chords. Modulations
to these keys are known as Next-Related Modulations.

The next-related keys are those on either side of a

A key in the circle of keys, and have one accidental more
or less in the signature.

GtFl

In modulating, it is best to leave the key with the I chord on an accented

pulse of the meter and to begin the new key with any chord but the I on an
unaccented pulse of the meter.

Lesson 17

Modulation to the Dominant Key and back is by the V or a common chord;

e.g., the I chord of C is the IV chord of G; the V chord of C is the I chord of G;
the VI chord of C is the II chord of G; the III chord of C is the VI chord of G.

lofC
IVofG
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Work as in the preceding Lessons. Write the chord symbols and construct

the melody from the chords. It is best not to modulate until there have been

enough chords in the key to establish the tonality; in duple and quadruple meter
at least three, and in triple meter at least four.

Note. The IV or V chord progressing to the I chord establishes a key.
When modulating in the period form the modulation to the key of the domi-
nant is generally made in the antecedent phrase, so that the perfect cadence in

the dominant key takes the place of the semicadence. See Ex. i, Section B
(I).

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise slowly, listening to the character of the

chords, if major or minor, active or rest, inverted or fundamental.
Do not try to think the key.

(b) Pause after the last chord in C and think the rest of the phrase.
Pause after the last chord in G and think the rest of the phrase.

(c) Sing the number-names of the soprano as you play.

(d) Read the entire exercise mentally.

(e) Have each exercise dictated.

(i) As the entire exercise is played, relax and listen to the sound of

the chords. Do not analyze.

(2) As the chords are played a second time, write down the chord

symbols as you hear them, regardless of key.

(3) Write the numbers of the soprano. In Ex. i you will hear the

first three numbers as 8, 7, 8; the next as 8; the next as 3,

or possibly it will be uncertain; the next as 2, i. The mind
will reflect and hear 3, 2, i. In that case the fourth pitch will

have to be 4, as the unaccented pulse is always related to and

progresses into the accented pulse. In the consequent phrase
you will hear 3, 4, 3, then 5, then 3,2, i. The mind will reflect

and make the fourth pitch 2, resolving up to 3 over the bar.

(4) Next, write the absolute pitches of the soprano. In Ex. i you
will have c, b, c as 8, 7, 8; then c as 4, b as 3, a as 2 and g as i,

therefore you have modulated to G major. In the consequent
phrase, b, c, b, as 3, 4, 3 of the key of G, the d as 2, e as 3, d as

2 and c as I, therefore a modulation back to C major. In Ex.

4, the c in the second measure is, at the same time, the 8th

degree of the key of C and the 4th of G.

IV IGIV I2 V
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#

* 8 e j|iln
8 H" )!.>

8 ^
" S

#^ jK F

t^l

(3) Exercises for Melodic Dictation and Sight-Singing:

Modulations to the Dominant Key. The tie In 4/4 and 6/8 meters, and skips

in the Ilj# chord.

In each melody the modulation to G major Is made after a I chord of C on

an accented pulse. The modulation back to C is made after the I chord of G
on an accented pulse, or at the beginning of the consequent phrase.

(a) Play the I, V^ I chords In C, the IV, I2, V^ I chords in G, the V^ I

chords In C. Read the exercise mentally.

(b) Play the entire melody and decide where the modulations occur.

(c) Play the antecedent phrase twice and sing from memory to la. Sing

mentally the number-names, the letter-names. Sing aloud. Test.

Note. In each melody, at the point of modulation the tones could be in either key. A safe rule is

to begin the numbers of the new key on an unaccented pulse, except after the cadence. In the third measure
of (1) the g is the Sth of c, the next three notes at first sound like 3, 2, 1 of C, but as soon as you hear the

b, a, g as the 3, 2, 1 of G the mind reflects and rhythmically includes the e, d, c with the b, a, g, making
it 6, 5, 4, 3, 2, 1 of G. The next phrase begins in C.

(d) Practise the consequent phrase in the same way.

(e) Play the entire period and sing from memory.
(f) Transpose to the keys of B and D major.

(g) Have the melodies dictated, as outlined on page 19.

The pupil marks where the modulations occur and the scale-steps.

aA
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Section C.

(i) Absolute Intervals.

There are diminished yths in the major scale from 7-\>6, #2-8, #6-5; in

the minor scale from 7-6, #4-3; in the qVJ, IIJ# and Vl\^ chords. There are

augmented 2nds in the major scale from h6-j, 8-ifc2, 5-^6; in the minor scale

from 6-y, 3-#4. A diminished 7th sounds the same as a major 6th and is sung
up and down as the major 6th. The augmented 2nd sounds the same as a

minor 3rd, and is sung as the minor 3rd.

(a) Sing a diminished 7th up and an augmented 2nd down from the

following pitches, using first the number-names, then the letter-

names. (Use the numbers J-G for the diminished 7th and 6-7
augmented 2nd.)

S^

(b) Sing a diminished 7th down and an augmented 2nd up from the

following pitches, using first the number-names, then the letter-

names.

(2) Rhythmic Drill:

(a) Study, using the arm movement to indicate the meter, and sing
to la on a major scale. Beat two to the measure. As the J.

is held, the mind divides the pulse into triplets.

(1) e J i> J

<2) m J

<4) J JJJJj*

(5) J~T^ J

<6) J
,

;3J

(7) J

J)

J)

n
T3

mr^r:

I (over)



166 ADVANCED EAR-TRAINING AND SIGHT-SINGING

7



ADVANCED EAR-TRAINING AND SIGHT-SINGING



168 ADVANCED EAR-TRAINING AND SIGHT-SINGING

(3) 5th of I in C, 7th of IF, 3rd of IIJ^, 7th of V^ 3rd of I,

5th of IV in G, 7th of IF, 3rd of III, 5th of V^ 3rd of

V^ R of I.

(4) R of I in C, 3rd of IV, 9th of the V, 3rd of V^ R of I, 7th
of V^ in G, R of V^ 3rd of V^ R of I, 5th of V^ R of I.

(4) Exercises for Sight-Singing:

f r-'^^-TJi
i -^i-Fr c/

i ^-^'^^^ij > ^
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^juff.^i^,rB;ij J

if'
jj

f r i
i 1

1
1

I'l I'M^^L ^ii I

I
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Lesson i8

Modulation to the Subdominant Key is made in the same way as to the

Dominant key. Leave the key after the tonic chord on an accented pulse and

begin the new key with any active chord on the unaccented pulse.
In Ex. I of Section B (i) the first three chords establish the key of G major.

The fourth chord is the same as the third with a 7th added which immediately
establishes the key of C major. In the consequent phrase the first three chords
are in the key of C major; the next chord, though the same as the I of C, is the

IV of G because of its resolution.

In a melody the raised 5th degree of the scale is used as a chromatic passing-
tone in progressing from the 5th up to the 6th degree.

Skips are not made from the raised 5th degree. When skips are made to the

raised 5th degree it resolves into the 6th degree, as it is the lower neighbor of

the 6th degree.

Skips may be made to or from the raised 2nd degree in the V^, VJ, VJ
chords. Skips in the I chord, or the scale-line, will follow:

Section A.

(i) Construct parallel and contrasting periods in the key of G major,

modulating to the key of the subdominant and back. Employ the meter and

rhythms given on pages 165 and 166. Use the Vjj, Vj, and VJ chords.

Write the chord symbols and construct the melody in the usual manner.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise slowly, listening to the character of the chords.

Do not try to think the key.

(b) Pause after the last chord in G and think the rest of the phrase.
Pause after the last chord in C and think the rest of the phrase.

(c) Sing the number-names of the soprano as you play. -

(d) Read the exercise mentally.
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(e) Have each exercise dictated.

(i) First playing, listen to the sound of the chords.

(2) Second playing, write down the chord symbols. Do not think

of the keys.

(3) Third playing, write the numbers of the scale-steps of the

soprano.

(4) Fourth playing, write the absolute pitches of the soprano.

Note. In Ex. 1 the pitch b changes from the 3rd of G to the 7th of C. In the consequent phrase, c

becomes the 4th of G on account of its resolution.
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(2) Practise the following Intervals:

(a) Play the I, IV, III, ll\^, ll\^^, W and I chords in G major. Think
the sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root of

the chord and to the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to F major.

i

# Z 8
" J "

'

l

" " "<^
"

''^'

" "" " ">^^

Sjt";:
s'i" ""

|
c^s

3Jt:^

n #
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^ Figure Modified Seq. Inversion of Fig.

IV ij I nl n^ V^^ I

8 . ^^

*

i"3r'ipifc;j:'J;X4J^rc;r->^^i^^

h^
rrri''-^i]i^- ^rp i r rrr^ i r r^^

h^̂
rrpji i

J u
[>(

I f J J.
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A ii ,^m r^ fn^^a r^



176 ADVANCED EAR-TRAINING AND SIGHT-SINGING

(1) f J) . J f77i J y J^ifn J75^ I J ^
II

5. 8,

(2) ^,j ^^.j m ^imm J y

(3) I J J I /I , J J 7 ;3 tjmijT: . J ^ H

(6) ij>ji ,j jfflj J J J ,r73j ;3r3

(6)

J) 7 7- JtJ 7-

(7)| J71J. /n ,j. ;55555.r7sm iJ. .,

(8) JllJ- rjfS^\J 77 J3?3,J)7 JIJJJJjJiJ. i

(3) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

(b) Sing the number-, then the letter-names.

Note. In the fourth chord of 1, the numbers are 3 S 8 3 8 5 3; the next chord, 724S427of C
major.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from memory.
(e) Sing from dictation.

I G major
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J. r L-j gj
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I ^'

I [^
Vi-

J
r r i r[^j^ i Jf r r^LLr^ ^^^

V^C major. vJi.

irr^'^'^ '*^^
I

' ' Lir ^ ^'-i itJ
*'

' r^*^
Vii

si^"'^ rr i

' U;^
I G major. Vj|.

V^ C major.

Llf * 'I tt J M flJ I 'J ^
'I

*
*

Vtl



178 ADVANCED EAR-TRAINING AND SIGHT-SINGING

(f) Sing the following chord succession to the rhythm of i : I, IVi, IV, IVJ,
G major

1 r
C major G major

I2, V#, I V;, I, Ul^, I2, V#, I; to the rhythm of 2; I, Ii, IIJ^, IF, V^,, I

.
C major ;_ G major

V^, VI, Ii, IIJ VI V^, I; to the rhythm of 3: 1, 11^ Ul^, h, V#, I

.

C major G major

V^ VI Ii, V#, I; to the rhythm of 4: I, IIJ, oV^ Vj, V#, I

C major

VI v;, I, iij, v L

(g) Sing the exercise for pitch and key drill on page 167 in the key of
G major.

(4) Exercises for Sight-Singing:

T-Tl ^ ^"Im PP
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ih ii f p
r 1 ^STi 1 J H i J"3 1 r- rrT 1 rr ^ ^^"^
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Spohr

^^ ^^ pii^J. J^ 1 1 ^j
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^*pM OMOrc^cjiJ-io ^ hj>;^f ^:-r

Handel

Lesson 19

In the double period form, the cadences at the end of the second and third

phrases are often modulations to next related keys instead of semicadences in

the key. When in major, at the end of the second phrase, in place of the Domi-
nant chord, there is an authentic cadence in the Dominant Key. At the end of

the third phrase, in place of the Subdominant chord, there is an authentic cadence

in the Subdominant Key. After the perfect cadence in the Dominant Key, the

melody must return to the original key before progressing to the Subdominant.
When in minor, the second phrase modulates to the relative major key.

In a melody, the lowered 6th degree of the scale is used as a chromatic passing-

tone in progressing from the 6th down to the 5th degree.

Skips are made to and from the lowered 6th degree in the Ilj chord. The

scale-line, or skips in the V chord, should follow

Section A.
n\

(i) Construct parallel double periods in the key of D major, modulating
to the keys of the Dominant and Subdominant. Employ the meter and rhythms
given on page 176. Use the Ilj chord.

Note. Make the cadences as follows: At the end of the first phrase, an imperfect authentic cadence,
or a semicadence in the key; at the end of the second phrase, an authentic cadence in the key of the Dom-
inant; at the end of the third phrase, an authentic cadence in the key of the Subdominant; at the end of the
fourth phrase, a perfect authentic cadence in the key.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause after the last chord in D, and think the chords in A; pause
after the last chord in A, and think the chords in D; pause after

the last chord in D, and think the chords in G; pause after the

last chord in G, and think the chords in D.
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(c) Sing the number-names of the soprano as you play the chords.

(d) Read the exercise mentally. Test.

(e) Have each exercise dictated as outlined on page i6i.

I nl \J vj I Av^ I V^ vj I DVJ li V'^

1^ i'^^^, 1 r . Tf -r'
X "fl-i J 13>'^, 'i'S-t- ^

^\ i6(^ll> S.' T'i^^i > 'J-Gr>' 'P^ -

53. -5:
-?-,

(2) Practise the following Intervals:

In the II J chord there will be a minor 3rd from the 3rd to the 5th of the chord,
the 4th to the lowered 6th degree of the scale; a diminished 5th from the root

to the 5th of the chord, the 2nd to the lowered 6th degree of the scale; a major
6th from the 5th to the 3rd of the chord, the lowered 6th to the 4th degree of

the scale; an augmented 4th from the 5th to the 8th of the chord, the lowered
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6th to the 2nd degree of the scale; a major 3rd from the 5th to the 7th of the

chord, the lowered 6th to the 8th degree of the scale; a minor 6th from the 7th
to the 5th of the chord, the ist to the lowered 6th degree of the scale.

(a) Play the I, IV, IF, IIJ, V^ and I chords In D major. Think the

sound of the intervals.

(b) Play the Intervals, determining their sound in relation to the root of

the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to C major.

^^S "<t^ U m^^ jto)j8 ^^U^=o=

(3) Exercises for Melodic Dictation and Sight-Singing:
i/c

(a)

(b)

(c)

(d)

(e)

(f)

(g)

(h)

(i)

Play the I, V^ I chords in D major, the IV, I2, V^, I in A major, the

V^, I in D major, the V^ I in G major, the IIJ, I2, V^, I in D major.
Read each melody mentally. Test.

Play the entire melody and decide where the modulations occur.

Play the first antecedent phrase twice. Sing from memory to la.

Sing mentally the number-names, then use the letter-names. Sing
both aloud.

Practise the first consequent phrase in the same way.

Play the entire first period. Sing from memory.
Practise the second period In the same way.

Play the entire double period and sing from memory.
Transpose to the keys of E, C and B.

Have the melodies dictated as outlined on page 87.
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Section C.

(i) Rhythmic Drill. Syncopations in 2/4.

(a) Practise, using the arm movement to indicate the meter, and sing
the rhythm to la on a major scale.

(t) I J J I Jl Jl I JTjH I J ,1

(2) Jin iJiyi I J) J J> I J II

<3) i)j J) I J>J J) I j)j J) i J II

) J)J J)iJ. J)|J)J J)i J II

(B> J>J J) I J J I
V j j) , J I,

(S)7j j)|7j i>,j)J j)|j||

(i)| J J iJ~3_J1?3i J~J3J555i J II

(2> J) I J) J J) I A/T? i*n_/73 1 J V

(3) J) , l^_yh I r3_/t3 I J?1_J?3? I J '
II

) ?^ J) I /l_/73 1 J5^_rS I J ^ II

<B 7 J J1 I J~]_j/fS I J1J J5|J ^ II

*This effect may be expressed J) J ^ The tie is easier to read.

Syncopation is another term applied to irregular rhythm, the shorter notes

falling on the pulse of the meter, thus shifting the rhythmic accent. This

rhythmic variety is delightful and adds interest to a composition. In both

music and poetry, when the metric and rhythmic accent coincide, the regularity

of the pulsation is likely to grow monotonous and the mind to wander, carried

away by the regularity. What can be more comfortable than to float on in a

dreamy waltz, as in the middle section of Weber's "Invitation to the Dance".?

How often in reading poetry we And at the end of a stanza that the rhythm has

carried us on without any realization of the meaning of the words. Syncopation
disturbs this regularity; the irregularity attracts and excites us.

The long notes of any rhythm acquire stress or accent on account of their

length. When these long notes fall on the pulses of the meter, the rhythmic
and metric accent are one. When the long notes fall between the metric pulses,

both accents have to be considered. In singing and playing syncopations, a

frequent mistake is made of giving too much importance to the rhythmic accent

and thus destroying the metric accent. This is done by stressing or jumping on
the long note. As the meter is the framework upon which the composition is
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hung, it must be preserved so that the listener will recognize it and in this way
feel and enjoy the syncopation.

To sing this measure ^ J) J J) do not accent the quarter-note and

give this effect J) J J) , making it sound as if it began on the up-beat

J^ I J J^ ^ I-
^^^^ ^^^ measure with a stress on the first eighth, the

metric pulse, feel the beginning of the quarter as a relaxation of that pulse, give
a slight pressure as the the second pulse of the meter occurs, and feel the last

eighth as a relaxation of that pulse. J^ J^

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number- and the letter-names.

(d) Sing from memory.
(e) Sing from dictation.

I D major

^h p^p
J) |j i

i jj >
|

ftp

J
j, | j

i
Ijij Jm P^^
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n A major.

vj-

^ ' J) ^ ' J 'jiS' '-Y "
'fl i^

IV^jl.
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D major

(f) Sing the following chord successions to the rhythm of i : I, Ilj, IIJ^jj,
A major D major G major

-| r I r

vi,i,ii;,vLi iVi,v;,v5,ii,iil,iiLvM v\vi,i, v\vi,iiiiu
D major D major

| r
A major

(g)

IVi,VI,VLI; to the rhythm of 2: I,IV,,I,V, VLV^I V], I n;,
A major D major G major D major

IILI2,v^I v^oV^I v^oV^I ii,ir,i2,iiLi2,vi'
Exercises for pitch and key drill:

Sing the letter-, then the number-names, in the keys of D, A, and G
major.

(i) R of I, R of IV, 3rd of ir, 5th of 11;, R of V, 5th of V#,

3rd of I, 5th of VI, R of IV, 3rd of IIJ#, sth of Ii.

(2) 3rd of I, R of III,, 5th of IIJ 5th of ir, 5th of IIJ, R of

V, 5th of I, 3rd of V^ 7th of V^ 3rd of I, 5th of 11;, R
ofV, 3rd of I.

(3) 3rd of I, 5th of yi, 7th of IVJ, 5th of IVJ, R of IVJ,
R of IIJs, 5th of IIJ, 7th of 111 3rd of V^ 7th of V^
5th of I.

(3) Exercises for Sight-Singing:

ft pjig i
J rTr JjJ^jjij. ;j J

iiJ'iJ^r p i
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^ <' '

^ti i^
^ i^V,.;::^-^

' j; *J'^

Beethoven

^^ f IClx;!'
^^m3^*:a=*

*i JJTjjjJ^' i r ^'t pi'
irrrrr r

i rP'f^^
Mendelssohn
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10

^ J J ' "^
*^

l -J <

Folk-Song

Lesson 20

Modulation to a relative key is made after an authentic cadence, through
an active chord, preferably the dominant. In Exercise i of Section B (i), the
first chord in the second measure is the I of Eb, the next the V, which resolves

to the I of c minor.

In a melody skips are made to and from the lowered 6th degree in the IVJ

chord. The scale-line, or skips in the IIJ or V chord, should follow.

Section A.

(i) Construct periods in the key of Eb major, modulating to the relative

minor key and back. Employ the meter and rhythms given on page 185, and

skips in the IVj chord.
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Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause after the last chord in Eb and think the chords in c minor;

pause after the last chord in c minor and think the chords in

Eb major.

(c) Sing the number-names of the soprano as you play the chords.

(d) Read the entire exercise mentally. Test.

(e) Have each exercise dictated as outlined on page i6i.

Note. There will be trouble at first in hearing the numbers of the soprano, especially if the early
training in music has been to sing the same numbers for the relative minor and major keys. It is only by
constant practice and mental drill that this will be corrected.

3
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(2) Practise the following Intervals:

In the IVJ chord there will be a minor 3rd from the root to the 3rd of the

chord, the 4th to the lowered 6th degree of the scale; a major 3rd from the 3rd
to the 5th of the chord, the lowered 6th to the 8th degree of the scale; an aug-
mented 5th from the 3rd to the yth of the chord, the lowered 6th to the 3rd

degree of the scale; and the inversions of these intervals.

(a) Play the I, IV^ IVJ, II{ V^ and I chords in Eb major. Think the

sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to D and F major.

*
JQ_

" 8 ..o o 8 ^mm an IMI (Ml 0^0 i^SE

T'^' 8 ttu 8 ^ U [|t 8 " ' " 8 ^i"'!'"'
'

"zgjj"" Z tt" ^

(3) Exercises for Melodic Dictation and Sight-Singing:

(a) Play the I, V^ I chords of E[? major; the V, I in c minor; the VI,

IV, Ilj, I2, V^, I, in Eb major. Read each exercise mentally.
Test.

(b) Play each melody, determine where the modulation occurs, and

study its effect.

(c) Play the antecedent phrase twice; sing from memory to la. Sing

mentally the number-names, then the letter-names. Sing both

aloud.

(d) Practise the consequent phrase in the same way.

(e) Play the entire period and sing from memory.
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(f) Transpose to the keys of D, C, and F major
(g) Have the melodies dictated as outlined on page 19.

^i"'''' r
'
LT ^mat I

(A ffr
p

i pr c^ir ^pif^r
cr i

pi-p
j^uj j^tr-ri

^^^^^ p
l

-l J J u ji^
V^' I ^

' a i- J'lJ '^
1^ 1

^
Ptt^ J)

!
"!'^^
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Section C.

(i) Rhythmic Drill. Syncopations in 3/4 meter.

(a) Practise, using the arm movement to indicate the meter, and sing
the rhythm to la on a major scale.

(D

(2)

(3)

(4)

(6)

(6)

(7)

J)J J)J333.J)J

J3J~3,J)J J3J333J i

(8) J)

(9) J) J J)r J3,Jnj J153.J J'J J3.J

i

'
II

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch.

(b) Sing the number-, then the letter-names.

(c) Sing to la, thinking the number- and the letter-names.-

(d) Sing from memory.
(e) Sing from dictation.

Note. In modulating, keep the chords common to each key in mind.
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I'l 'J I

III i[i'
I

i

^jJ'r iJ'j.i
ij>J-^

D 1

^
1
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Eb major

(f) Sing the following chord successions to the rhythm of i : I, IF, IIJ, Vj,
J^'' "taior c minor Ebmaj. Al> maj.

i,iv,iv,,iv;,i2,vM vi,h,u\vi,i,iv,h,y\i v;, i vi i[
Eb major Eb major

IVi,IVu,l2,Vs,I; to the rhythm of 2: I, VI, I2, IV, IVJ, I2, oV^ I

Eb major
-| I 1 r

Ai> major
"I r

Eb major

vLi, IV, I, vLi v^oV^I v^ ii, IV, iv I2, VM ivj,i2,ii
Eb major

Vr, V I.

(g) Sing the exercises for pitch and key drill on page 188 in the key
of Eb major.

(3) Exercises for Sight-Singing:
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Beethoven

Richter g
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Brahms

Lesson 21

In a melody, skips are made to and from the lowered 6th degree In the VJ
chord. The scale-line, or skips in the V^ and qVJ or I chord, should follow

Section A.

(i) Construct periods in the key of A major, modulating to the relative

minor key and back. Employ the meter and rhythms given on page 194, and

skips in the VJ chord.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause after the last chord in A, and think the modulatory chords to
the next key; pause after the last chord in f#, and think the
chords in the next key; pause after the last chord in E and D,
and think the modulatory chords to the next keys.

(c) Sing the number-names of the soprano as you play the chords.

(d) Read the entire exercise mentally.

(e) Have each exercise dictated as outlined on page 161.

Note. In taking dictation it is good practice to take the numbers and pitches of the soprano first,
the chords afterward.

4 34343 53 14 32

i^ni^'i^^-^ i % yi^
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(2) Practise the following Intervals:

In the VJ chord there will be a minor 9th from the root to the 9th of the

chord, the 5th to the lowered 6th degree of the scale; a diminished 7th from the

3rd to the 9th of the chord, the 7th to the lowered 6th degree of the scale; an

augmented 2nd from the 9th to the 3rd of the chord, the lowered 6th to the 7th
degree of the scale; and the inversions of these intervals.

(a) Play the I, V^ oV, oVT, Vj and I chords in A major. Think the
sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root
of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to G and B major.

H * 311 Jt XE^ II I * I o o ito n iL*' o ito - S
I V IV II V I IV^ II I, V*

-H^
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Mtt"
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^ f^r ^
\^^ ^ jJJ^r ^

^^"^^r LTimr/p J jHgj^r p

Section C.

(l) Absolute Intervals.

There is a minor 9th in the major scale from S-\?6; in the minor scale from
5-6; in the VJ chord. To sing a minor 9th, think a minor 2nd and sing the

upper tone an octave higher.

(a) Play any tone on the piano and sing a minor 9th up, using first the

number-, then the letter-names.

(b) Play any tone on the piano and sing a minor 9th down, using first

the number-, then the letter-names.
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(2) Rhythmic Drill. Syncopations in 4/4.

(a) Practise using the arm movement to indicate the meter, and sing
the rhythm to la on a major scale.

(D^
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V^ff minor.

I.
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* ^ y I H = w ' J.

V^Amajor-

(e) Sing the following chord successions, first by letter-, then by num-
A major E major

'I r

ber-names : (i) I, VI, I2, Vj, Ii, IIJ I, Vj, V I, VI, IlL, I2, V^ I

A major
-| r

f# minor D maj. A major

VI, h, 111 v,^ I Yi ii, 11;, I2, v;, I vL I IF, ii; i^, ov;, i.

A major
-| r

E major A maj. f# min. D major

(2) i,h,ivi,h,vi,h iiL,i2,ov;,i vih vi,ii v^v,I,I^,oV^I
A major

ivj,i2,iiLv,vi!

(f) Sing the exercises for pitch and key drill on page 188 in the key of
A major.

(4) Exercises for Sight-Singing:
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^ ^ ^

fe
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.'y' r r r r i i
-^ ^^ Bach

Lesson 22

Modulations to keys other than the next related keys are known as Extraneous
Modulations.

Extraneous modulations may be made by passing through the next related

major and minor keys in the cycle of keys. There must be at least two chords

in each key to establish the modulations. In Exercise i of Section B (i) the

modulations are from Ab to Eb, then to Bb, going back to Af? through c minor.

In Exercise 3 from Ab to f minor, Eb to g minor, Bb, Eb, and back to Ab.
In a melody, skips are made to and from the raised 4th and lowered 6th

degrees in the lll^^ chord. The scale-line, or skips in the IF, V^ or I2 chord.

should follow. ^̂
h

Section A.

(i) Construct periods in the key of Ab major, making extraneous modula-

tions through the next related keys. Employ the meter and rhythms given on

page 203. Use the lll^^, chord.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause after each modulation and think the progression into the new

key. Test.

(c) Sing the number-names of the soprano as you play the chords.

(d) Read the entire exercise mentally.

(e) Have each exercise dictated as outlined on page 161.

Note. Go through the exercise after it is written and see that the soprano and chords on the accented

pulse are in the same key as those on the preceding unaccented pulse.
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(2) Practise the following Intervals:

In the IIJi, chord there will be an augmented 6th from the 5th to the 3rd of
the chord, the lowered 6th to the raised 4th of the scale; a diminished 3rd from
the 3rd to the 5th of the chord, the raised 4th to the lowered 6th degree of the
scale.

(a) Play the I, Ilj, 1X2'^, II^V, V^ and I chords In Ab major. Think the
sound of the intervals.

(b) Play the intervals determining their sound in relation to the root
of the chord and the key-centre.



(c) Sing the intervals.

(d) Transpose the intervals to Db and Bb major.

/ Lk|> 11 o ho ho ti 1,0 z

m ^^ XE ^^II *1 cc

[|o bo o <> ^

^\)])^
u ftol|8 n MiiKo g ft g II

"ft^si.t.'^^
!> ^

(3) Exercises for Melodic Dictation and Sight-Singing:

(a) Play the I, V^ I, IIJ,,,, I2, V^ I chords of Ab major. Read each

melody mentally, noting where each modulation occurs and the

skips from b6 to #4 and #4 to b6.

(b) In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key; first tola, thinking
the number-names, then singing the number-names. Repeat
several times. For example. Melody i. Sing the second measure
and the first three notes in the third; after repeating, begin,with
the db], and sing to the cadence.

(c) In each melody take the skips b6 to #4 and #4 to b6, and sing the

4th and 6th degrees without alteration, then in the altered form.

(d) Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-, then the letter-names. Sing both aloud.

(e) Practise the consequent phrase in the same way.
(f) Play the entire period and sing from memory.
(g) Transpose to the keys of A, Bb, B, C, G and F major,
(h) Have melodies dictated as outlined on page 19.

Note. While the tune is being played, relax and listen, allowing it to make an impression on the mind.
Do not stop to analyze, or the context of the entire tune is lost. Analyze after it is memorized. In these
tunes in compound meter, divide each phrase into two sections.



Figure 1 Figure 2

I I IV7 V I VJ EtvJ Ii I BtV^ V7

Mod. Sequence Partial Seq. to Fig. Z

EH vj I
Tilii\^ iiiAtvZ I ii nlini,

v^ ^

(^^'irp 1 r}-^s^p=rF^^^^rnr\] 1 J. ^- =1
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Section C.

(i) Absolute Intervals.

There are augmented 6ths in the major scale from b6-#4, b2-7, 4-#2;
in the minor scale from 6-#4, b2-7; in the IIJ^;,, Vj and Vj chords. An aug-
mented 6th sounds the same as a minor 7th, and is sung up and down as the

minor 7th. There are diminished jrds in the major scale from #4-176, 7-b2,

#2-4; in the minor scale, ^^^-6, y-\?2. The diminished 3rd sounds the same as a

major 2nd and is sung up and down as the major 2nd.

(a) Sing an augmented 6th up and a diminished 3rd down from the

following pitches, using first the number-, then the letter-names.

Sing each, first as b6-#4, determining the key of which it is a

part and resolve it to the perfect 8th from 5-5; then as b2-7,

determining the key and resolving it to the perfect 8th from 1-8.

(b) Sing a diminished 3rd up and an augmented 6th down from the

following pitches, using first the number-, then the letter-names.

Sing each, first as #4-b6, then as 7-b2, determining the key and

resolving each to the perfect prime 5 and I respectively.

(2) Rhythmic Drill. Syncopations in 3/4 and 4/4.

(a) Practise using the arm movement to indicate the meter and sing
the rhythm to la in a major scale.
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Lesson 23

In a melody, skips are made to and from the raised 4th, the raised 2nd and
lowered 6th degree in the IIJ^^ chord. The scale-line, or skips in any form

of the IF, the I and V^ chords, should follow

Section A,

^
"̂^#1

(i) Construct double periods in the key of E major, making extraneous
modulations through the next related keys. Use the IIJ, IIJ,, IIj^i,, IIJ#i IVJ,

oVJ, V^ and V^ chords as a basis for the melody.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation and think the progression into the
new key. Test.

(c) Sing the number-names of the soprano as you play the chords.

(d) Read the entire exercise mentally.
(e) Have each exercise dictated as outlined on page 161.
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(c) Sing the intervals.

(d) Transpose the intervals to F and D major.

jf:^
TT \{^ k TT TT

y o ^ .

ff^
^

'J 8 x x i; kl 8 ^ x ^ 8
"

S '^ " ^

Play the I, VI, IV, IVJ, I2, IIJ,,,, I^, V I, chords of E major.
Read each exercise mentally, noting where each modulation occurs
and the skips in the

Iljjji, chord.

(b) In each melody sing the last four or five notes in the key before the

modulation; then the first few in the new key; first to la, thinking
the number-names, then singing the number-names.

Note. Sometimes a measure may apparently belong to cither the preceding or the following key.but the context generally determines which key. In Melody 1, the first measure in the second phrasecould be the V chord in either c# mmor or E major. But as the next measure is undoubtedly the I chord
in cff mmor, it is the V chord of the same key.

(c)

(d)

(e)

(f)

(g)

Note.

In each melody take the skips in the IIJ^i, chord, i.e., #4 to [76,

#2 to b6, #2 to #4 to b6, and contrast them with the unaltered
form of the chord.

Play the antecedent phrase twice. Sing from memor}' to la; sing
mentally the number-, then the letter-names. Sing both aloud.

Practise the other phrases in the same way.
Transpose to the keys of A, B, C, G and F major.
Have the melody dictated as outlined on page 87.
^

"xT \^^
* remember each pitch. Reduce to chord-lines, scale-lines, single, wide and

consecutive leaps. Make use of the figures, sequences

Figure Z

I U
BnI|||||,V

V7 I EI gjlIV^ v'
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Fig.3Mod. and.Inv. Sequence
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Section C.

(i) Absolute Intervals.

There is a double diminished 5th in the major scale from #2-b6; in

the Iljjfi,
and VJ^ chords. The double diminished 5th sounds the same as a

perfect 4th, and is sung up and down as the perfect 4th. There is a double

augmented 4th in the major scale from b6-fl:2. The double augmented 4th
sounds the same as a perfect 5th, and is sung up and down as the perfect 5th.

(a) Sing a double diminished 5th up and a double augmented 4th down
from the following pitches, using first the number-, then the letter-

names.

W^
(b) Sing a double augmented 4th up and a double diminished 5th down

from the following pitches, using first the number-, then the letter-

names.

1^0 I

[, T^

(2) Rhythmic Drill. Syncopations in 6/8 meter.

(a) Practise using the arm movement to indicate the meter and sing the

rhythm to la on a major scale.

J)J J)J J-
'

n

j-nj3j .^J J- ..

J) J J~T3 ,J)J J- .1

j>J J?^l?3iJ- J- II

JH] y J J- II

,J)J ^jraiJ>J J- M

,rj J>J J. J- 11

(1) ^
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(3) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch. Practise in a slow

tempo.
(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation. Have someone read the chord symbols to you,
and sing the letter- and number-names without reference to the
written exercises. Visualize the chord before singing. Use the

piano for testing pitch. Never play the first note of the arpeggio
until you have tried to sing it.

i

J^^ Bl I r ^J^ I J"^ Pl I f'^J^ I J^J'^Y 1"' ::^

IV2. V^

m
, ,
u ...

I f I .r I . hi I kJ Mf Nil I

vj. iv^i

# h. ftr ir. I I hiJ nr Ir JM I . t). M 1^" J^ r p I I

[
n J. I J^ff" pi i p ft* J. ' h J r ' * J 1

"

K'^^^'jtUu. U''J"^'^ li i Jjj. UJi i -It I^^ li-T
it: TF

GUI

V?

*

I GH V7

gloVl
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VI'
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(e) Sing the following chord successions, first by letter-, then by number
E major

i r
B major F# maj.

1 | 1

names, then to /; (i) I,VI, 11^^ I2, V#, I V^i, IVJ, I2,V?, Ii Vj, I

E majorC|_maj. d# min . g# min . E major f# min. D maj.

v,i VM VL I iF,v',i. (2) i,nLin,i.,vM VM VL i
emin. G major b min. A maj. c# min. E major

oV^i III, h, v\ I v^ I v,^ I v^ I m, I2, v^ i.

(4) Exercises for Sight-Singing:

jtMn it k 1 1 ; w K 1 1 1 -\ 1 1 m 1 1 ...ji^rnm i
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I" ^TFifJ' i ^-^NiTFif"^- i rrr
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i *'^' ^

r [^Ijtf^^^
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Handel
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Lesson 24

Instead of passing through each successive key in the circle of keys when

modulating to a remote key, the process may be shortened by making the I chord
of any major key the V chord of a minor key, i.e., the I of C major becomes the

V of f minor, thus covering four harmonic degrees. Also the I of a minor key
may be the IVb of a major key, i.e., the I of f minor may be treated as the IVi?

of C major. This process of modulation is known as the Modulatory Stride.

CI fv7 f I C IVt Is

The distance may also be shortened by substituting the I of the parallel

minor key when the major is expected, or the reverse.

I V I

In a melody the raised 1st degree of the scale may be used as a passing-tone
between the 1st and 2nd degrees. Skips may be made to and from the raised

1st degree in the VI J chord. The scale-line, or skips in the V^ chord, should

follow.
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Section A.

(i) Construct double periods in the key of D major, using the Stride to
make extraneous modulations. Use the Vlj and the altered chords of the

preceding Lessons as a basis for the melody. Employ the meter and rhythms
given on page 222.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation, and think the progression into the
new key.

Note. In Exercise (l), first phrase, instead of resolving the V chord of G in the second measure to
the I chord of G major, gminor is substituted, thus covering four degrees in the circle of keys. In the
second phrase, the I of g minor sounds like the IV followed by the V of d minor, while the resolution of the
V is made in D major.

(e) Sing the number-names of the soprano as you play the chords.

(d) Read each exercise mentally.

(e) Have each exercise dictated as outlined on page 161.

8 7 3 2 8 8 3 2^ ^ ^ i^ A^
8

f=f"^rr rr

V'iii?r
T

^ i u i^
I Vs' I,SV' I V I D V^ VI IV, Ij V'

^ ri n mr? nr

^m 1 y r

w^ ^ fT
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J J , J J
,

J J

(2) Practise the following Intervals:

In the VI J chord there will be a major 3rd from the root to the 3rd of the

chord, the 6th to the raised ist degree of the scale; a minor 3rd from the 3rd

to the 5th of the chord, the raised ist to the 3rd degree of the scale; a diminished

5th from the 3rd to the 7th of the chord, the raised 1st to the 5th degree of the

scale; a minor 6th from the 3rd to the 8th of the chord, the raised 1st to the 6th

degree of the scale; a major 6th from the 5th to the 3rd of the chord, the 3rd to

the raised 1st degree of the scale; an augmented 4th from the 7th to the 3rd

of the chord, the 5th to the raised ist degree of the scale.

(a) Play the I, VI{#, V2, I chords in D major. Think the sound of the

intervals.

(b) Play the intervals, determining their sound in relation to the root of

the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to E and C major.

(3) Exercises for Melodic Dictation:

(a)

(b)

Play the I, VI
Jj^, V2, I chords of D major. Read each exercise

mentally, noting where the modulations occur and the skips in

the VIJ chord.

In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key, first to /a, thinking

the number-names, then singing the number-names.

Note. The Stride is used in Melody 1 at the beginning of the third phrase which starts with the I

chord of A major, which is transformed to the V chord of d minor. Again, in the last phrase, second

measure, the I chord of g minor resolves as the IV into the I of D major.
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(c) Sing the skips in the VIJ chord, first in the unaltered form, then with
the raised prime. Do the same with the skips in the other altered

chords.

(d) Play the antecedent phrase twice. Sing from memory to la; sing

mentally the number-, then the letter-names. Sing both aloud.

(e) Practise the other phrases the same way.
(f) Transpose to the keys of A, B, C, G, E and F major.

(g) Have the melody dictated as outlined on page 87.

Note. Make use of the parallel construction in memorizing the double periods.

Figure 1 Mod. Seq. Figures

vi^n
n^ v^ I

iiIki iiIjfjjK

I & V v7 I D IV,I,
la ^l^
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Section C.

(i) Rhythmic Drill. Syncopations in 6/8 meter.

(a) Practise using the arm movement to indicate che meter and sing
the rhythm to la on a major scale.

a)gj yn J hrn ,J X^J ,J3J J.

(2) j~3ij"7i iJOTyri ,jn^ J3r3 ij)j j.

<3) J^ J_J55531 , ;> J^J33533 . jrigj-TJ ,J"T] J

(4) r r^JT533 , J J J ,J3jJrT^iJ- J

<6) T J J J) ,? J33_JT3 ,J"Trm iJ. J
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(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch.

(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.

vii. vilt.

tt 1 r^
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I*" i Jji'J I^Jj. I J JlJ^-^ \^l Ij JjJi^ Ill-JlJi.
I

bVi

^^" J JjJ>^
I

'Tjj.
I

j^JJ^J ll^-JJj.
l i J-lMl

J
l -^j

Finl.

4'" itJ ij^J'r '^i J. i ^'i-'-^T iCa-i i JiiJ'J'P^
v/ o| IV.

IK K ii g^ ' iiJ II I KK I P (I V

^J^
'

I

'
'

v
^ *'* ' # ffT.^ I

' L J^ffr # * J tt^^

li^ ftv^

(e) Sing the following chord successions, first by letter-, then by number-
D major

names, then to la: (i) I, VIJ,, VI, I, II^^, III,,, Him, h, oVJ, I

A major d min. Bl> major g min. D majord min
"I |-~l I

K min.
I i- I r

Yl, h, ii; h, VI, h VI, I VI, I, vi; vi, i, vi, i, ui uu, i, ivj,
D major Gmaj.

i I 1 r

I2,oV^L (2) I, vi; vLov;, i,ui, v], i v i v^, ii, ii;, i^, v^ i

Al> major f min.
1 I I r

C major e mm.
| I -i r

vLi.vi;.,vLii v',i iviii;v5,i. v,i ii',iii|,v',v;,i.

(f) Exercises for pitch and key drill. Sing in all keys to number- and
letter-names. Think the sound of the entire chord,

(i) 3rd of I, R of IIJs, 7th of IIJ^, 3rd of V^ 5th of V#, 3rd of I,

3rdofVIJ, 5thofV^ RofI, 3rdof IV ythof V^ 3rdof I.
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(2) R of I, 3rd of VF, 3rd of Vi;, 5th of V^ 7th of V^ 3rd of I,

R of IIJ, 3rd of IIJs, Sth of Ul^ R of V, R of oV\ R of I.

(3) Exercises for Sight-Singing:



236 ADVANCED EAR-TRAINING AND SIGHT-SINGING

4^ Pj J]^ i

pj ^^\J7^IT} I Ji[ f^JJ^

Mf^-- : ^-i^ r M - *" ^H ^ #= "1^ H' * " d
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Ih
^[rrr^rJtfi'b

J^^B JjtjJJJ h iJP/Jl ^
E:3

^'^tt
'^r r p

i rtpj
^
\'>j^ijji \y^^^i^ i vT't j^

i^^

^'''"'Circ!!; '^'t ^r ii^
i
^i'^

''Ctof i^J
^
1^^'*^

(^*
ii^J'TM^J?^I^J -fflhJrM^



238 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Lewis

Lesson 25

In a melody a note which is retained by a tie, or is repeated from the pre-

ceding pulse and resolves diatonically down, rarely up, is a suspension. This
tone is felt to be a part of the chord on the preceding pulse and to stand in place

of the tone into which it resolves.

The raised 6th degree of the scale may be used as a passing-tone between the

6th and the 7th degrees, or the 7th and 6th degrees. Skips may be made to and
from the raised 6th degree in the VIJi chord. The raised 6th degree is always
used with the raised 1st degree in the VI' chord. The scale-line, or skips in the

V chord, should follow.

Section A.

(i) Construct double periods in the key of E major, using the Stride to

make extraneous modulations. Use suspensions and skips in the VIJi chord.

Employ the meter and rhythms given on page 232.

Section B.

(l) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation and think the progression in'to the

new key.

(c) Sing the number-names of the soprano as you play the chords.

(d) Read each exercise mentally.

(e) Have each exercise dictated as outlined on page 161.

5 5

|M|a J J 1
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l^lllttf^J
J
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Im o ti xao
o &J^ U o \> o of^ 3z: 1^ oU 8

(3) Exercises for Melodic Dictation:

(a) Play the I, VIJ^, VJ, I, Ul^^, V^ I chords in E major. Read each
exercise mentally, noting where the modulations occur and the

use of the VIJj^ chord.

In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key, first to la, thinking
the number-names, then singing the number-names.

Sing the skips in the VIJ^ chord, first in the unaltered form, then
with the raised 6th and 1st degrees. Do the same with the skips
in the other altered chords.

Note the suspensions and sing the two tones that make the suspen-
sion, first without the tie, i.e., placing the second tone on the

accent, then as written. Contrast several times until the effect is

mentally grasped.

Play the antecedent phrase twice. Sing from memory to la, sing

mentally the number-, then the letter-names. Sing both aloud.

Practise the other phrases in the same way.

Transpose to the keys of A, D, G, C and F major.
Have the melody dictated as outlined on page 87.

As you read or think the tune,

(b)

(c)

(d)

(e)

(0

(g)

(h)

NoTK. In these 6/8 syncopations, keep the pulse clearly in mind
beat the meter, using the arm movements, down, up.

Figure
s

I

-11 r !
,

t
'

.
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Section C.

(i) Rhythmic Drill. The tie in 2/4 and 3/4 meter.

(a) Practise using the arm movement to indicate the meter, and sing
the rhythm to la in a major scale.

Note. In singing a tied note over the bar, a slight crescendo is made up to the note, and a pressure

given on the note, so as to preserve the metric accent. ,
^ J^JJ J .^^^^

(1)

(2)

4 II

II

(3)

/55^JT3_ry5?3f*l^_iy5?1J?^,__i/73J

<B)| J.: _j,j
J n^n J. ;> , J.

(6) j' r ^j /I j?j^;3?3j_^;5^ , j.

(8) ^;3?i j_^;?55 1 /73j_/t3 1 j^_;?55/j^ i

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally at a slow tempo.
(b)

'

Sing the letter-, then the number-names.

(c) Sing to /a, thinking the number- and the letter-names.

(d) Sing from dictation.

Note. Work carefully for correct intonation.
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^ I 'j'F^ I r iff 1 l ^J' H I i r^'fj f i <* ^

v7.
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(e) Sing the following chord successions, first by letter-, then by number-
E major f# minor

| |- | |-

names, then to la: (i) I, VI, VIJ,, VJ, I oV, I, 11^ I2, VI, h o^ I

e minor G major E major E major

v^ I, VI iiL, I2, VI, il ui,, III,,, I2, v il (2) i,v5,vii,v^,i
a min. G major g min.

| 1 I 1 I" I r
D major d min.

| I 1 r
A major

vi,h ni,h vi,i. iiL,ii,VVM oV,! iiL,v],ivi,vi;,.,vLi
E major

ivia,ii2V.v',i'.

(3) Exercises for Sight-Singing:
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^ '

n i- ! r r * r rr "!" i"j* j^s

Bach

4^
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Bach
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Ou r rfff r ri P^r^ i r i flffrrri* r9f r

Da Capo al Fine

Lesson 26

Abrupt modulations to remote keys may be made at any time after a cadence
and in the sequence of a figure. These are known as Cadential and Sequential
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Modulations. In all modulations it is best to have common tones. In Exercise

I, Section B (i), first phrase, after the cadence in B, the next chord is the I of

G. This sounds well, because of the common tone B. In Exercise 3 there is

a repetition in b minor of the first three chords. In Exercise 2 there is a repeti-
tion in minor of the first two chords, then an abrupt modulation to C major,

keeping the same soprano, then a modulation back to B, through e minor, using
the Stride. In Exercise 4 there is an abrupt modulation to D major, making
the 1st degree of B the 6th of D; then a modulation to b minor and a cadence in

B major.
rA Diminished Seventh-Chord is a seventh-chord, all the tones of which are

a minor third apart. In each major key, there are two: qV chord, and

the IVJ, chord: fe M; it ^^
"

^ TV

0'

The diminished seventh-chord is most useful in modulating, as each chord

may be spelled in four or five ways and resolved as a VJ, IIij, VIJ^j or IVji, chord.

f
oV% C maj. Acmin.

U\ Atmaj.

yi\ Dtmaj.

IV^Il,^
f min.

oVt A
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3 4 3 5 5 7 8

I V I GI V

^m ^ ^ ^ Mm ^̂
u

rr

^ i-i
î
^

i uII rf
i ft 'rr i^fi i'"v i r

'

r r
'

r i
'

r r

p

(2) Practise the following Intervals:

(a) Play the I, V^, I chords in B major. Think the sound of the intervals.

(b) Play the intervals, determining their sound, in relation to the root

of the chord and the key-centre.

(c) Sing the Intervals.

(d) Transpose the intervals to C and A major.
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x^H#|^i:"

l%* ..
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Part. Figure Sequence
I 7-* c [ ^ ^S'
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(i) Rhythmic Drill. The tie in 4/4 meter.

(a) Practise, using the arm movement to indicate the meter. Sing the

rhythm to la on a major scale.

(1)

(2)

(3)

(4)

(5)

(6)

(7)

(8)

J

J

J

y J

J

J

J.

n J I ,

lo II

xTi^np^ II

7r75/73 J II

xjf^y II

T^j. J) J II

iJ~73J,^_^J531J II

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.

(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the number- and the letter-names.

(d) Sing from dictation.



ADVANCED EAR-TRAINING AND SIGHT-SINGING 253

-f%r
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^'Aijjjj i

^jJii^-^r7riiJj\j i^jJii^-"d;iiJj\j
G V

Mrr,.\
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(3) Exercises for Sight-Singing
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* ' tt r' ' ^^n I gi ' "^
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Lesson 27

When a tone on the last half of the pulse is repeated, anticipating the tone
on the first half of the next pulse, it is an Anticipation. An Anticipation is

generally a short note. ^a rf^ri i j I

nf
The lowered 2nd degree of the scale is used as a chromatic passing-tone from

the 2nd degree to the ist degree of the scale. Skips may be made to and from
the lowered 2nd degree in the Vl^, chord. Scale-line, or skips in the I chord,

should follow.

Section A.

(l) Construct double periods in the key of F major, using cadential and

sequential modulations to remote keys. Use anticipations, suspensions and

skips in the V21, chord. Employ the meter and rhythms given on page 252.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation and think the progression into the

new key.

(c) Sing the number-names of the soprano as you play the chords,

(e) Have each exercise dictated as outlined on page 161.
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^ M ^ ^^*
f-r fTT

^m M
rrr^ ^^ ^^ ^ ^T n'^Ti

(2) Practise the following Intervals:

In the Vj^ chord, there will be a major 3rd, from the 5th to the 7th of the

chord, the lowered 2nd to the 4th degree of the scale; an augmented 4th from the

5th to the root of the chord, the lowered 2nd to the 5th degree of the scale; an

augmented 6th from the 5th to the 3rd of the chord, the lowered 2nd to the 7th

degree of the scale.

(a) Play the I, V2, VJi,, I chords in F major. Think the sound of the

intervals.

(b) Play the intervals, determining their sound in relation to the root

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to E and G major.
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(3) Exercises for Melodic Dictation:

(a) Play the I, VJ, I, IIJ^^, IIJ^^ I2, V^ V^, I chords in F major, and
read the exercises mentally, noting the modulations, suspensions
and anticipations.

(b) In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key, first to la, thinking
the number-names, then singing the number-names.

(c) Sing the tones which make the suspension, first without the suspen-
sion, then as written. Practise the anticipation in the same way.

(d) Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-names, then the letter-names. Sing both
aloud.

(e) Practise the other phrases in the same way.

(f) Transpose to the keys of B, A, E, D and G major.

(g) Have each melody dictated as outlined on page 87.

Note. Divide the phrases into two sections. Have the entire phrase dictated, because the phrase
is a complete thought and must be grasped as such.

Figure Sequence

I V dV I I FVj If IV Vj I4 IvJl,VfI
Mod.
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^>t'mrJf i''T;ig.ij i
iiijj

^jjiji
ii
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Section C.

(i) Rhythmic Drill. The tie In 6/8 meter.

(a) Practise, using the arm movement to Indicate the meter. Sing the
rhythm to la on a major scale.

Note. Use the arm movement two pulses to a measure. The mind subdivides each pulse into trip-
lets. In singing make the metric pulse clear to the listener by pressure on the tied note. This effect can
also be made on the violin by an added pressure of the bow. On the piano this is not possible, but the pianist
will hnd that his playing is much more rhythmic, therefore interesting, if he makes the effect mentally.

(Dgm J

(2)

(3)

(4)

(5)

<6)

(7)

<8)

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.
(b) Sing the letter-, then the number-names.
(c) Sing to la, thinking the number-, and the letter-names.

(d) Sing from dictation.
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# r-^ IT^. \rW y ^W^ rr
n p n pTTJ

n?k ^I}^. nlist.

T'J M I I f.
'T*J Jli I I H ft i f - I
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(e) Sing the following chord successions, first by letter-, then by number-
.

F major D maj. B|> maj

names, then to la: (i) I, V^, I, Ul,,, III,,,, I2, oVj, I V\ I V^ I

F major F major
,

I

1

G maj . E major C major
I I I I 1 1 I

'^7 T T \T9-
-

v^ I i,ov;i, i,om,i, ov;,i,vL,i,iiaV,v^i. (2) i,vi],vivij
Db major bl> min. F major

I \ 1 I 1 1

G maj. A maj. Bl> maj. F major
-, | 1 I 1 I i,

i,vL,i i,vj,i iiivivij v^ I v^ I v^ i ivi2,v,,i.

(3) Exercises for Sight-Singing:

^h'i>]^M
J J-jJ jiiJ|.-p JCTir4^j]j i

j^vj ^

^^SKi^ !

(' Jijij i jiJr'Ff I I'

f
i

'^-r^
I

'-U' r

^\^'\h
J J

J,
iJ' F

ma
J Ij.j^J J l

j_^
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Wullner

l* "< 'ftj*^ J J J ^ -sj^'ff^itJ * ^ !' 'V ' "y*^"*^i

iif^ffiTTirr^ 1 rm
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^ ^4^^ ii-(TT'ipiy'r' p in prp

m r^p |||rf!V^N^^^lMV l
^^^^

l^'^^V |

r^'

y-kh-
'T' Mp i r7 p i^r ^^

^i' l J^J Jm^j ^^ u ^P^
y-i.i'i.

TT p i p7^i) i
Jv^ p i

^ rr
i^fri'P i prp j^

i i^

Lesson 28

Abrupt modulations to remote keys may be made at any point by a chromatic
progression. The chromatic progression may be in any part, but is best in the
soprano or the bass. This is known as Chromatic Modulation. In Exercise 2
of Section B (i), first phrase, the chromatic inflection is in the bass; in the second
phrase, in the soprano. Chromatic modulation is one form of Sequential Modula-
tion.
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Abrupt modulations may also be made by enharmonlcally changing the

pitch of a tone. This is known as Enharmonic Modulation. In Exercise i the

pitch Ab, the fifth of the key of Db major, becomes G#, the 7th degree of a minor.

In a melody, skips may be made to and from the lowered 2nd degree of the

scale in the IIi,i, chord with the lowered 6th degree. Scale-line or skips in the

V^ chord should follow.

Section A.

nti,

(i) Construct double periods in the key of C major, using chromatic and

enharmonic modulations to remote keys. Use anticipations, suspensions and

skips in the IIi,i, chord. Employ the meter and rhythms given on page 262.

Note. The chromatic inflection in a melody may often be either a modulation or an altered tone in

the key, the modulation being determined by the harmonization.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation and think the progression into the

new key.

(c) Sing the number-names of the soprano as you play the chords.

(d) Have each exercise dictated as outlined on page 161.

Note. In Exercise 1, fifth measure, you hear that the Ab has become Git, because Ab could not be the

7th degree of the scale. In Exercises 2 and 3 the key of Cb could have been used in the place of B.

I % Ii f V I D1.V I I a
V3'' IC\\\ V V I

rif^-n
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(2) Practise the following Intervals:

In the II;,!, chord there will be a major 3rd from the root to the 3rd of the

chord, the lowered 2nd to the 4th degree of the scale; a perfect 5th from the

root to the 5th of the chord, the lowered 2nd to the lowered 6th degree of the

scale; and the inversions of these intervals.

(a) Play the I, IV, II, II,,i V2 and I chords in the key of C major.
Think the sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to F, D and B major.

. 1

# o
y iju \>v [ u |>U S- F?^ '^ s.
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(3) Exercises for Melodic Dictation:

(a) Play the I, V^, I, II),, 11^^, Vl^, I chords in the key of C major, and
read the exercises mentally, noting the modulations, suspensions
and anticipations.

(b) In each melody sing the last few notes in the key before the modu-
lation, then the first few in the new key, first to /a, thinking the

number-names, then singing the number-names.

(c) Sing the tones which make the suspension, first without the suspen-

sion, then as written. Practise the anticipation in the same way.

(d) Play the antecedent phrase twice, sing from memory to la. Sing

mentally the number-names, then use the letter-names. Sing
both aloud.

(e) Practise the other phrases in the same way.

(f) Transpose to other major keys.

(g) Have each melody dictated as outlined on page 87.

Fig. Mod.

u\Go\\
Figure Part. Fig. Mod. Seq. Rep. Seq.

I ^ ri 1

i

av'' I D!,v^ 1 c
ii^it^i,

I2 iv/k V'' I

^ J J
I [2r"^ I

j-tjjjJ3 1 hni a^^̂

^^-^ji,jjj_^jjiiiii,i,ji,^m
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#Tnn^^^^^^-
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(6) J J533^ iJl J33 JSSSJO

J
J^_^J313

J333 1 J333 J333 J ' n

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.

(b) Sing the letter-, then the number-names.

(c) Sing to la, thinking the number- and the letter-names.

(d) Sing from dictation.

Vj I, FV7

_ f~[f _ \ \ \\ /T> I I

^ p r I r

G v;

nlj.i I :

iv^
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4 II
J J

r'TTrjJ|iJ iiiJiJ 'T'''TTrijiJ J ^^u^^
v%. 01. vh. FJ oV^t.
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(e) Sing the following chord successions, first by letter-, then by number-
C major D maj. E maj. Fj^maj .

names, then to la: (i) i,IV,IIi,V?,Ii,VL,I VJ, I Vj, I Vj, I

C major C majorb min.
I 1 I

n
Dl> maj . C maj.

I I -| I ^1

v^ I v^I,III,,I2,v^I. (2) i,iiL,iii,,ior,i ov; ov;
C majorB maj. Bl? maj. C maj. d min

I 71 1 1 I 1 I 1 I

ov; oVj,i VI, I v;, i vl, i, iv, ii,, Iv^ i.

(3) Exercises for Sight-Singing:

t I'^AUegro .^-^
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Brahms

* f P^^ # (^^

f'i^"rJ
ii^ If HM J I f i i'-Hri i

^
r

i rrr ir

f'l' j^jJirJJir'i^r i ^r^J i ^^^ i'^

r^^JU M-i-m^^
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Brahms
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Section A.

(i) Construct double periods in the key of D major, using all types of modu-
lations to next related and remote keys. Use anticipations, suspensions and

skips in the qVI^ chord. Embellish tones by jumping to the neighbors. Em-
ploy the meter and rhythms given on pages 270-271.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords.

(b) Pause before each modulation and think the progression into the

new key.

(c) Sing the number-names of the soprano as you play the cnords.

(d) Have each exercise dictated as outlined on page 161.

I ^l IiFoV^ IiB!,v7 I DtoV? v7 I I D V^ V? I

(2) Practise the following Intervals:

The same intervals will be found in the qVJ,, chord as in the 11^^ chord.

(a) Play the I, IV, Hi, IIi, oVj, Vj^, and I chords in the key of

D major. Think the sound of the intervals.
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(b) Play the intervals, determining their sound in relation to the root
of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to other major keys.

(3) Exercises for Melodic Dictation:

(a) Play the I, VI, Ii, IV, IIn,:,, I2, V^ and I chords in the key of

D major. Read each exercise mentally, noting the modulations,

suspensions, anticipations and neighboring tones.

(b) Sing the last few notes in the key before the modulation, then the

first few in the new key, first to la, thinking the number-names,
then singing the number-names.

(c) Sing the measures which have skips in the Ilf,,, chord. Contrast
the altered and unaltered forms of this arpeggio.

(d) Play the antecedent phrase twice, sing from memory to la; sing

mentally the number-, then the letter-names. Sing both aloud.

(e) Practise the other phrases in the same way.
(f) Transpose to other major keys.

(g) Have each melody dictated as outlined on page 87,

I
lI'Sj I, I. V/ I
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Oit,i^ ^
f*-^ n 1 1 r**ii r^- . 1..
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^H ^ j ^jj ipy i 4Ju ^
Ij^J^J^'t i^^u ^

i
i

i

J i'^Pr
guiIj,. v/.

4"" i'^i|.i
^ i kJ

^^"d'T i^a.u
i ij ^p-^Y i

^[^^lj
i

av

|*ii),jiiJjPr n'^iiJ
>

i jtiJjPriii^Jj Hjjjr
bV ii-
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I. C vjk

J.
^

Ij JJ^^- J' 'a
^

\^ j^^^^-^
Et V D

IllHuk

(e) Sing the following chord successions, first by letter-, then by num-
D major F major

ber-names,thento/a: (i) I,oV;,oV?oV?,VLl,VIlJ Iv?, I, II^^,, h
D major Db maj. Gl maj.

1 I 1 I 1

F major D major
1 I 1

ni,i2 v:,vM. (2) i,iiL,v;,i,vr,vi5vj,i v;,i vi,i
D majorBb maj.

(3) Exercises for Sight-Singing:
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(^^^p- /77TJ1/JJ-J7J | J._JJJJJjJJJJJJ

^' ^^Tj.m ij- J. p
^5

4
'

^Nfjj-rrnT,j ij]^nj ^Tmi

^^g TOin-j jpn
Bach

a^r~^ *:^=B

^i>''
Lisr

r^picfjj^ji^'/hW'J- p-
1

|'- r'^g
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1
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It
. I

"^^ *^
I

^^"^~^'-^"'
T
~^

k 1 I

ft^ j. J'^- i rr p^ piT'i' '!' r '^^^ ^'

ili J. J- J. in^- ^^
"''^^

' ^- i

#i J- I .J. J- f ^t
Cowen

Lesson 30

Abrupt modulations may be made to any key by retaining and using as a

pivot a tone common to both keys. This is known as Pivotal Modulation. In
Exercise i, Section B (i), the ist degree of c minor becomes the 4th of G major;
the 3rd degree of G major becomes the 5th of E major. In Exercise 2 the C
in the soprano, the 8th degree in c minor, becomes the leading-tone of Db; the
Db in the soprano, the ist degree of Db, enharmonically changes to C# and
becomes the 7th degree of d minor.

,
In minor the 6th degree is raised in the ascending form of the melodjc scale,

and is harmonized by the Hi,, IIJ, IV,, or IVJ chords.

Section A.

(i) Construct double periods in c minor, using pivotal and all other types of
modulation to next related and remote keys. Use anticipations, suspensions,
and skips in chords embellished by jumping to the neighbors. Employ the
meter and rhythms given on page 279.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and
modulations.
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(b) Pause before each modulation and think the progression into the
new key.

(c) Sing the number-names of the soprano as you play the chords.

(d) Have each exercise dictated as outlined on page i6i.

3 3 3 2

.kaJ J
I
J J

I
^ sM ^ iii i^ ^iiUm W fT

s Ms ^ ^ ^^

^ J j_l^ j liij
f n rr

ii J. i

^f

'^''-W^r Ifil'^nirl*^
^H

* w ^ i=^ ^^̂ f f f-r rr

^ J:J^ AU-
v\,

r r
'V r

T '^ ^ ^^
(2) Practise the following Intervals:

(a) Play the I, IVi,, II, V^ and I chords in the key of c minor. Think
the sound of the intervals.
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(b)

(c)

(d)

Play the intervals, determining their sound in relation to the root

of the chord and the key-centre. Note the altered intervals

resulting from the melodic form of the scale.

Sing the intervals. <

Transpose the intervals to other minor keys.

u' ..,
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V Vi VI I I Hi n V'^^ I

^h J. jjjj:j)|:i i piir^rfrr r p i r ^^r ^^ j^ i j J- ^- "i
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(i) Rhythmic Drill, Irregular Rhythm in 9/8 meter.

(a) Practise using the arm movement to indicate the meter. Sing the

rhythm to la, on a major scale.

(o|J
(2)

(4)

(5)

(6)

J yrryrn j fgj- ,jgg?s i j

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.
(b) Sing the letter, then the number-names.

(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.

J. J
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Im j^i'^^P^J'
i j. J. i ji^r^r -^^N-Zti *-s ^-*-

Etv/.

(^^''1' ^j. J. iiJ^>Y^Pr>ii.o lu^rPr^^ i J'

Al, oVa^l V^

\ k L
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d Illli oV?
J

I ilJ, 1'^ J^lJ. l'^S
^-r

EkoV^. Gl, V^

(e) Sing the following chord successions, first by letter-, then by number
c minor D? maj . D maj. E!> maj.

I I 1 I 1 I-

names, then to la: (i) I, III,VL Ii, HJ^V, I V^ I VJ, I oVj, I

A maj.f minor
I 1 I

c minor

oV, I ii;, iiL h, ii; v^ i. (2) i, iv\ m, m,, i ov? oVl, I2

E maj. D maj. c minor
I 1 I 1 1 1

ov;,i ov;,i 11;, vu.

(3) Exercises for Sight-Singing:

tW*"] ^M'J hU j'M^>i i^'r ifP^f^H^^^
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M J'rHr pf^JiT3 i iJ._J prHrrrr^r p

I'll''
,J JJ.OTjmj Jyu Ji jj JT^j i,lj^^;^

P jtnifji 1 1 1
il

1
iBiM

1 1 W-t 1-; k ^ T"-^ m ;^ 1
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pJ * * "r
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Section B.

(i) Practise the follozving Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and
modulations.

(b) Pause before each modulation and think the progression into the
new key.

(c) Sing the number-names of the soprano as you play the chords.
(d) Have each exercise dictated as outlined on page i6i.

8 5 6 4 4

n4^m ^n
6 5

i
8 5 6

J U^ ht^^M^^^^^^n
tij i.ii ^

y-<'i^r'*r If r r
1^^*^ ^ ' ' '^î bU4^

I I oV^ IFoV^tvJ IffoV^v/ I Ii oV^ I e Vj I,

8 7 7

I
N-g^ 4= m^ ff= rrtr

J J J^ ^^1^ ^ F
if V V^

J J J ,

j,lj J ff^ n ^ff
J=J=A

^^^ r

^ J J J p^ ^^r rr T r r rf

1^1 1 J J 1
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(2) Practise the following Intervals:

(a) Play the I, IV, IIi, V2 and I chords In the key of e minor. Think
the sound of the Intervals.

(b) Play the Intervals, determining their sound In relation to the root

of the chords and the key-centre.

(c) Sing the Intervals.

(d) Transpose the Intervals to other minor keys.

-^
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ifhii ifi p i
r n^Qj iJ ^P i rrrrr' v.p

Section C.

(i) Rhythmic Drill. Regular Rhythm in 12/8 meter.

(a) Practise using the arm movement to indicate the meter. Sing the

rhythm to la on a major scale. In 12/8 meter use the same arm
movement as for quadruple meter and mentally subdivide each

pulse into triplets. All the rhythmic figures used in 6/8 are found
in 12/8 meter.

(i)4|j J)/73J J)j7i I J ^jT^jnm I

(2)

(3)

(4)

(5)

J71 J J>J. J. ,J J)J J)J. J J),

J J) J J>JT2m i/T3J J>/J3/n I

/T3 /71J. JT] i/T3JT3J J)jr755i

J. ./J^J.

X J)|j~n/r3j J

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. .

(b) Sing the letter-names, then use the number-names.
(c) Sing to /<2, thinking the number- and letter-names.

(d) Sing from dictation.



298 ADVANCED EAR-TRAINING AND SIGHT-SINGING

^
^

,i_), I J ^^r ^'
i ,i_j. i

J f[jS^ p
g * *

GV;
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^
~

y
'

\ ^ kjr*'^' *j'* p i * Lrr *^^ *

ttj-^*i ^^

r^,j. i

ij-j ^'I' l

^iiJ.
i

,i.tJ
i'i'n^

^ CUoV^

flinlii- v/.

4*a[;j. iiJ^tTc^;! iiii'Jp'r^
GoV^k BtVi

r jjiJ^pr^
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^'J -J'
I J . n/JJr'^'^ I J- ^'^

nj. J j)j. |-
i J^J j)J 7r JmJ- j

J"^J.y-
i

J-_ii|[J'ff
J

Ti]
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I I ..i. I n n 0' - . I I I Ki ^'i. I .r. :^ r;

Mackenzie

4* r pcirr rpi^^i>J^^''P i r pc::[;'^^
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Handel

4

fi ^ Fine __^__
^ LLf'T PT ^^

II

-' ^ ^
p

/?.a

Lesson 32

A composition often divides into sections which vary in length from a phrase
to a double period or a series of phrases. These sections are known as Parts.
When two of these parts are used, the second answering and a complement of
the first part, the form is known as a Tzvo-Part Song-Form. The parts of a Two-
part Song-form may be of any length, though rarely shorter than a period, and
more often a double period. The cadence at the end of the first part of a
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song-form beginning in major will be a perfect authentic cadence in the key, or
a heavy cadence in the key of the dominant; if beginning in minor, it will be
an authentic cadence in the relative key.

Parti
^

9 & ,M r-m rm n n i . . rm rrri ^ . r i
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h n^ yl

M\> hJ Jlj 1
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(3) Exercises for Melodic Dictation:

(a) Play the I, IVi,, IVJi,, IIii,, I2, V^ and I chords in the key of f minor.
Read each exercise mentally, noting the modulations and em-
bellishments.

Sing the last few notes in the key before the modulation, then the
first few in the new key, first to la, thinking the number-names,
then singing the number-names.

Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-names, then use the letter-names. Sing
both aloud.

Practise the other phrases in the same way.
Transpose to other minor keys.
Have each melody dictated as outlined on page 87.

(b)

(c)

(d)

(e)

(f)

4 s
^

n
t ;

s
w I k

I L I TS I I r^T"1 I I . K I

IVI IV v^ I V IV v^ I c nj

^^\^ rill 1. ! n~ kl k. -r'*P? T-
'^

)[* I) I
I

*
ft*

* *^J J 'pi

I2 v '

I I nl \J I Bi v^ v7 I El^V?

h\\> , iJ
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^\}'
\
}'

I'- J >J^p i (- J^pr^i'v L ;J pirp

^i''l)'
yJ J)J.

-
I J.

^ j||J)JiJMp' JiJY''Plf" JJ^

|i.'-i)' p'
J.

)tj. hJ
^pr**'^''-

^-
i^r p't

'

i

-^'r'^

Section C.

(l) Rhythmic Drill. Irregular Rhythm in 12/8 meter.

(a) Practise using the arm movement to indicate the meter. Sing the

rhythm to la on a major scale.



ADVANCED EAR-TRAINING AND SIGHT-SINGING 307

(Df

Largo

J) ,j: T2 l n J. J

(4)

(3) J) ij: ^^.^Z" 3^ J.i _i

S^~^ J n J. .J~n

r3 J

^1

I m I. n J. J3j_/ n
^ .ro ^g] .ra^ .rajj .ra

1 ;

I

J^ r

J. J

7

J .933/^ /~T

J)

J.

J.

J.

7n ;:

j:

T3

Bach

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.
(b) Sing the letter-, then the number-names.
(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.



308 ADVANCED EAR-TRAINING AND SIGHT-SINGING

<>

J. I i

j. ji'^M j. j. Ij. j.M,Mj^
li- DtV^

^^'''^''^J- \i^'^^^^V-^i ij-^J-^T^^
c v;

m ^5
J. J^T^' i J-i. li.^^w=T̂ *

ll>f.

.v?t. I.- c n;

v7 d nl

(^^''^
j^i.

^J
>ii^

^^i^J.
jti.

i

^J. iiJ'
i^T "Jifi- ^J. ijtj.

iiJ' i^'^r
-i^

n v/.

f'^i'hJ- i^j.jtJ
ii^" ' '^ i

|J-^j.
i

^
^ - ^"p't^^

e vj
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*-* -^ ' bd. * '

H
- ''^^ hzh ' Do* vH b'

' &^

i L-B-ai = = H = ' B^ "-&# = ^'i = ' B^

v7-

^^'i>(.o.
i j|j<iJMir''Pr-^- i

iin. ij|^^
B Vj

S
tfi^i^tf^^P^'

J.
1,,^.

i j|J>J ^p

n^i,.
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*tt ^j ^'^r Pf ^'
i

^c- iJ^T^fs -yrr

(e) Sing the following chord successions, first by letter-, then by number-
f minor E!> maj . Pi. maj . C maj. b min. b!> min.

names, then to la: (i) I, oV^ I Ivj,! oVj, I 'oVj'

'

oV' ^I
fjninor f minor g minor C maj. F maj. Bb maj .

iiL h, iii, VI, I. (2) i, III, oV, VL i >,!
' v ' ' v ' ' v '

Et ma}. A\> major f minor
I 1 I 1 I 1

v^ v^ I, ii ii5 v;, I.

(3) Exercises for Sight-Singing:

y it'iyj^Lrf-Pr'^ r >ffl^ >^ pi"r pru
^'^

p'lrH

4^11 -arc[[rJ,>j j^ i^jff
^ M M|JT^^^
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\}'\ ly -.
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Gasparini

il
i

JifT^jj
i h -Pjjii^ijjtj ?iiii n
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h l> ^ . ^ M. nk m\?0 m \ m. > . - . I > . F ^ P -P
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Section A.

(i) Construct Three-part Song-forms in c# minor, using all types of modu-
lations to next related and remote keys. Use all embellishments, and employ
the meter and rhythms given on page 307.

Section B.

(i) Practise the following Chord Successions:

(a) Play the entire exercise, listening to the character of the chords and
modulations.

(b) Pause before each modulation and think the progression into the
new key.

(c) Sing the number-names of the soprano as you play the chords.
(d) Have each exercise dictated as outlined on page 161.

565 642 822 3 714342S57 8

I IVjI VjV^V lEnJ V I AVjij Vj IffV^V IctV^V^ I

r^rr

^''''j.i l iM."^^|i"^t i ;','j;M' r'! l."J r

'

l^lltt/j J
i
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(2) Practise the following Intervals:

(a) Play the I, IV, IIn,, V^ and I chords in the key of c# minor. Think
the sound of the intervals.

(b) Play the intervals, determining their sound in relation to the root

of the chords and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to other minor keys.

jtTT^"-^jtTr|"-i;--8-
"

itm^^
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Figure Seqaence

cjl IV V I YI I, V I
i^ IV V^ I

^% fi i

pj.
J

||

iiT] | ^j,.j>j jg f^nr r ^ i
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^hh
I ju. r

[̂j2r r l; ^"''
I ^ ^''- ' i

*^' ^' ^

4 -i-
I r

"
'T"n 1^ p^r^ I I "P^

' "
-wp

"
'^ < J J J J ** '> LJ ^

^fa )^- V V ^' J. j^j^^ r^

Section C.

(i) Rhythmic Drill. Five Pulse Measure.
A five pulse meter is generally the result of combining a duple and a triple

meter. The duple and triple measure are signified either by the beaming, by
the slurs, or by dotted bars dividing the measure.

The Tschaikowsky example combines a duple and a triple measure. In 5
and 6 Debussy" draws a dotted bar'to show the division. In 7, Elgar shows the
measure by the beaming.

, , , , ^ Tschaikowsky Path.
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(2) I J J J J J iJTJJT^J. I

jTTjj jjjjj ,/tt:i jjjjjj I

im 177772 ./TT3 J J J J J J n

(3)8 J .J)J J J>J J)J J J), J J J I J J J.

(4)| J. J)J J ,J. J)J J ,J. J>J J ,J. J)J J

(5)

(6)

___ , Debnssy

ffnj. J. =J. J. ,7721 J. J- J- I

J- J. J- =J. J.^^_jJ72J72J72:J72J72,

J jijT'j. J. ;73,j J)j. J. =j. ;?:)

Elgar D.of O.

(7) I J1J) f?Jl9'|JJJJjJJ???|JJJJJJ/^ lJ>1' r i ,1

Voice part

8

(9)gJJ^JJ iJJJiJJ i| /T71 i^lJ II

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.
(b) Sing the letter-names, then use the number-names.
(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.

4%
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1% 1 |Kj Hr iJ.
|,j), 1

1

J |jJ iif^
iJ. |j 1 1
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^*|'
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r cu- r r I
r r f u J^^
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flM-a # '

1^ I'^^i
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EVERY
young organist eventually learns (sometimes too

late), that a working knowledge of extempore playing
is essential if one is to amount to much either as a service

player or accomplished recitalist. This handy text-book
is elementary to a marked degree; but a full grasp of its

matter will undoubtedly supply students with sufficient

foundational preparation to carry on their development
without much additional media. Fine for the "movie"
organist.
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i Applied to Elementary Musical Theory 5

Ji A practical and coordinated course ^
for school and private study W

r By GEORGE A. WEDGE 1

\ !/" /''Quoting from the author's preface, "The purpose H
J^

1 f of this book is to present the Elements of Music 5
J* ^^^ in a direct and concise manner; to show as simply "i

^ as possible the reason for these things; to give the pupil ^
/" material for practice and instruct him how to use this *1

J material," '
/* Supplemental to the above it might be stated, that no H
^ existent work treating Ear-Training and Sight-Singing, ^
J^ or relating to them, covers the subject in such a thorough "i

5*
and authoritative manner nothing need be added to the '

J" contents. Neither is there any other book so modern; "i

^ in it may be found principles and conclusions which em- ^
J* brace the best of contemporary thought along with that ^
^ which time has demonstrated to be sound. ^
/* Mr. Wedge has tested for years, and with remarkable

"j

^ results, every page of his book in his class-work at the ^
J* Institute of Musical Art, the Herbert Witherspoon "1

J Studios and St. Agatha School, all of New York City. '

f (S. ^cfjtrmer, 3nc. J
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LlJlLMt<SJtAft<!Jt<Mb!!dltiSJtAiLJy[|^^











(

r4?696




