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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

CHAPTER 1
TRIADS
A Chord is a combination of three, four or five tones placed one above the
c9
other in thirds:
SRoot

The tone upon which the chord is built is called the Rooz.

The next tone is the third, the next the fifth, the next the seventh, the next
the ninth of the chord. Each tone is named from its interval-relationship to the
root of the chord.

A three-tone chord is a Triad: A four-tone chord is a Chord of the

1

Seventh (seventh-chord): % A five-tone chord is a Chord of the Ninth

(ninth-chord): %

A chord may be built upon each tone of a key.

A chord is named from the degree of the scale which is its root. If the root
is the first degree of the scale, it is a One Chord (1), or Tonic Choid; if the fifth
degree, a Five Chord (V), or Dominant Chord; etc.

I v m mw vi m vm Vv’

Roman numerals are used as symbols of chords.

In triads, there is a duplication one octave higher of one of the tones, generally
the root. The tonic chord is 1, 3, 5, 8; the dominant chord 5, 7, 2, 5; the sub-
dominant chord 4, 6, 8, 4; the two chord 2, 4, 6, 2; the six chord 6, 8, 3, 6; the
three chord 3, 5, 7, 3.

The I, V and IV chords consist of a major third and a perfect fifth from the
root. These chords are major chords. The II, VI and III chords consist of a
minor third and a perfect fifth from the root. These chords are minor chords.
The VII chord consists of a minor third and a diminished fifth from the root.
As this chord upon the leading tone is imperfect, i.e., the only chord with a
diminished fifth, and is included in and used as the seventh-chord built upon the
dominant, it is not considered, by most theorists, as an independent triad.

A chord is major or minor according to the size of its third.

. Chords are arranged in harmony for four-part vocal music. The upper
part is the Soprano, the next the Alto. These are written on the G staff. The
next voice-part is the Tenor and the next the Bass. These are written on the F
staff.

A chord is in octave position when the 8th of the chord is in the soprano. It
is in the position of the 5th when the fifth of the chord is in the soprano. Itis

[1}






ADVANCED EAR-TRAINING AND SIGHT-SINGING 3

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 1st
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 2nd, as there is no 3rd degree in the V
chord; the 8th degree moves to the 7th.

Lesson 1.

Section A.

(1) 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:

&5d 9,573 B, T

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 cadenceis 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 workirg 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.

All 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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in the position of the 3rd 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 establish 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

©vn

s m

=

<1

IV VII
III
VI

These tones as roots of chords and arranged in this order are: 1I

\'
I
v

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 IT and the VI, as the II” chord includes the IV

=4
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
fromthe I to the VI, the VI will progress to some other chord nearer the centre,
the IV, ITor 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
IIT 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.
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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.
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(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— 3, 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, 1 -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.

Tn the V, or Dominant Chord: In the IV, or Subdominant Chord:
Major 3rd, Root to Third, from from the 4th — 6th degree
sth —7th degree
Minor 3rd, Third to Fifth, from from the 6th—8th degree

7th —2nd degree
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[ —r= —
) T
1 I v 1 v v I

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 1, 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.

(1) 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:
(1) 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 85 5 7 8
=

I v 11 vv 1
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

amBE

Exercise 1 would be written: |
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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 1 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.

o e o
(3) Exercises for Melodic Dictation and Sight-Singing.

Practise:

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

(b) Read the melody mentally, without singing, at a moderate tempo.
MM J.=72. Test with the piano. If you cannot hear the
melody mentally, play the melody, then try to read it men-
tally. It is most vital that written music should be read and
heard mentally as readily as one reads English. :

If this is at first difficult, persist: it is the greatest aid to sight-singing.

(¢) Play the phrase twice, look away from the music and sing the phrase
from memory to la. Test. Repeat until successful.

Sing from memory, using the number-names of the scale-degrees; then use
the letter-names.

(d) ‘Play the I, V and I chords in D Major. Sing the melody, using
first the number, then the letter-names. Transpose the melody
to B Major in the same way.

Nore. Let the conmstruction of the melody help in memorizing. In 2 the first four notes form a

figure, the next four are in a sequence with it: the next measure is a scale-line on the first pulse and a wide
leap on the second. .
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Major 6th, Fifth to Third, from from the 1st—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-
sth—2nd degree

Perfect 4th, Fifth to Eighth, from from the 1st—-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 bein the I chord, as music generally begins with the I chord.

0 o

- o

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 sth 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) Itis more likely to sound 1 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 1; 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 sth 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 1 to 3.
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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.

(3) 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.

¢ 88 5.5 l6§43 l234567 | 8

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.

FigureH v 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.
(1) 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 reéstablished. 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 1 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 1, 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 1.

(c) Repeat, singing the letter-names of the pitches.
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In singing and memorizing a melody beginning on the up-beat, be sure that the

I 1 ¥ ]
measure is felt from the up-beat to the up-beat. g J) I J J)J ﬁ i J J) J

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

(1) 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 1 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)  The following Chord Successions are to be practised:

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

(b) Sing the chords, using the letter-names, ¢, e, g, c, etc. Sing the
numbers of the scale-steps, 1, 3, 3, 8, etc.

() 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 /g, thinking first the letter,
then the number-names.

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

1

Yt st
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(2) Rhythmic Study: J. 99 in §

<a>g "dddddd 1d4098d d J 1d- 99 & 99 14 34 d-1

J T .mm.J I JT3
© Jddd- 93 14 94 JI9991033504 99 1d D4
@w J. JId J9 T3 ST !
1O mfﬁ‘ﬁ.J ﬁm.mm.ﬁiﬁJ-n
whd T DR VTERITIIT L

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 m or m In each
——— —— — .

—T

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

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

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

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

Rhythmic Study contrasting m and J n

1deddd Jdddldd Fd

(h) mJ ﬁJ—T]J .ﬁ.J’-_ﬂJ-u
BL 3 W JIEdd fd d
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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 /a, thinking first the number-names, then the

letter-names.

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

1‘ + & 0 A mmJ

(1
L

Mozart

Folk-Song

--—-————-—-——-—_--—;—
e Ty
L1 _ais W M EEE T "-.1,=

L




ADVANCED EAR-TRAINING AND SIGHT-SINGING 15

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 1 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 alike, as Melody 3,
Section B (3). (Page 18.)

A period is in Contrasting Construction when the antecedent and consequent
chrases 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,

d | 1 ]

which sounds like a minor 3rd, is often retained, W but gen-
[)) T 7

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.

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

Section A.

(1) Construct periods in ¢ 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 ﬁ;m ;J ﬁ;m;m.

Section B.

(1) 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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Lessox 2
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(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.

change.

Practise the following:

(a)

Play the I, IV and V chords in ¢ minor.
intervals. Test with the piano.

The intervals in the V chord will not

Think the sound of the

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.

1=

[ O 1Ty

SA P e——
I X TR o€
1~ T -



16 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Practise 1, 2, and 3, as follows: o
(z) 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.
(¢) Transpose the exercises of Lesson 1 fo ¢ 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) Transgpose each exercise to ¢ 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.
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(h) Have each melody dictated as follows:

(1) 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.

(2) 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.

(3) The pupil analyses and writes the melody on the staff.

(4) Play the phrase again for correction.

(5) Dictate the consequent phrase in the same manner.

(6) The pupil marks the chords for harmonization, the figures, repe-
titions and sequences and the form of the melody.

Section C.

(1) 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, I, IV, VI and III chords. To sing
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(3) Exercises for Melodic Dictation and Sight-Singing.

Practise: i
(a) Play the I, IV, V and I chords in ¢ 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, I I ,J n , and

m . If there is confusion of J ﬁ and J : J , sub-

stitute one for the other until the difference is felt. Review
“Rhythmic Drill,” page 10.
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* (4) E=xercises for Sight-Singing:
(a) Play the I, IV, V and I chords and read each exercise through
mentally. Test for pitch.
(b) Sing each exercise to the number-names of the scale-steps; to the
letter-names of the pitches.
(¢) Sing to the syllable /a, thinking first the number-names, then the
letter-names.

Note the skips in the IV chord.

1 1 1
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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.
(a) Play any tone on the piano; sing the tone, calling it 3; then sing the

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

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

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

(2) Rhythmic Study: 4 g 99

w8 J33 53\ JT7 333,73 FT IR
@ Qd FBJFR I BT IRSTRG dd
© 4 d9dd 31559885339 T8808 T8 T4
<<D.bmJ ﬂ J".EiJ ﬁ.ﬁﬁfﬁurﬁ.l I
© 1399994 9831433 4 d1d FRITFRITTTR
<f>.b|J .M"J‘ﬁ.ﬂ’ﬁm |JT"J?5J ﬁIJ- J

The three sixteenths in the figure m group themselves with the

.—w

next pulse, the same as the two sixteenths in the ﬁgureJ ﬁ Study using

the arm movement for the pulse and singing each exercise to /a on a major scale,
as in the preceding Lesson. These exercises should be sung at a moderate tempo,
about . =69, gradually increasing to about 4. =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 la, 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.
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(2) The minor 3rd and perfect 5th in the II chord, are from the roat
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 following: :

(a) Play the I, IV, II, V and I chords in G major. Think the sound of
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 tone of each.
Play the upper tone, sing the lower tone of each.
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Lesson 3

The IT chord is minor in quality and is next to the V chord in activity. Itis
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 butthe 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.

(1) 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:

B I TR0 N~ P e B A 8 R I e R A o

Section B.

(1) 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.
(¢) Read each exercise mentally.
(d) Have each exercise dictated. Work as outlined on page 4.

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

the II chord and employing the rhythmic figure fﬁi in 6/8 meter.

Practise:

(a) Play the I, IV, II, V and I chords in G major.

(b) Read the melody mentally. Test. .

(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. Use the period-form,
figures, repetitions and sequences, as an aid to memorizing.

(f) Use the arm movement for beating the meter and mentally analyse
the rhythmic figures.

"(g) Transpose to F and A major, singing the number- and letter names.

(h) Have each melody dictated as outlined on page 19,
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Sing the following chord succession in the same rhythm as 2: I, IT, V, IV, V, 1.

Sing the following in the same rhythms as 3: I, IV, I, IV, IT, V, I. Test for
pitch at the end of each exercise, even the mental exercises, so as to be sure
that you are thinking and singing in tune. If below pitch at the end of the ex-
ercise, repeat, testing after each chord. The flatting is generally caused by not
placxng the 8th of the chord high enough. Use the piano only‘ to test. Do not
play as you sing. Learn to think in tune.

(4) Exercises for Sight-Singing:
(a) Play the I, IV, II, V and I chords, and read each exercise mentally.

Test for p1tch
(b) Sing each exercise to the number-names; to the letter—names.

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

Note the skips in the II chord. Recognize the chord as a tone group, and
sing all of the notes on one pulse as a unit.

O 1 1P W o 1 11
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Section C.

(1) 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: $ Joddandd 4 o9

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

@ § J: J -b|
® Jdddedd 1

©d1dd 3 Jdddd 1
® Did 94 4 9

(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.

1
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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 Iechord. This progression
is known as the Deceptive Cadence.

0 AIIJ____
! -

SanEannn
v Vv 1 v v W

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- -5_ 4- -5
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The 6th degree of the scale may be forced up if harmonized by the IT chord

progressing to the V chord.
g 8-
==
I v

-7
[l

The 7th degree of the scale may be forced down if harmonized with the III
chord progressing to the IV chord.
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Lesson 4

The VI chord is minor in quality. Itis 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 TIT 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 8 7 6 5.
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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 gth 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) Playthel, 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

@) (1)) © @ 0] )
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(3)  Exercises for Melodic Dictation and Sight-Singing, containing skips in

the VI chord and employing the rhythmic figures m , m in 6/8

meter.
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Section A.

(1) 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. :

(1) . 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 L.

(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.
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Section C.

(1) Absolute Intervals.

All of the 5ths on the staff are perfect except b—f; in the major scale,
except 7—4; in the minor scale, all except 7—4, 2-6, 3-7. To sing a perfect 5th
up, call the lower tone I and sing 5; to sing a perfect 5th down, call the upper
tone 5 and sing I.

(a) Play any tone on the piano, sing the tone, calling it 1; then sing the
tone a perfect fifth above, calling it 5. Test.

(b) Play any tone on the piano, sing the tone, calling it 5; then sing the
tone a perfect 5th below, calling it 1. Test.

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

(2) Rhythmic Study: The Up-beatin 6/8. J31 4 4 1

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

w8 BTN ITI T AT
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Practise:

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

(b) Read the melody mentally. Test.

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

. 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 (1).
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(e) Sing the following chords in the thythm of 1: I, IV, II, V, VI, V, I.
Sing the following chords in the rhythm of 2: 1, I, V, I, VI, IV, V, L.
Sing the following chords in the rhythm of 3: I, VI, V, I, VI, 1V, II,

v, L.
(f) Additional pitch drill. In the following exercises think, then sing,
using letter- and number-names:
(1) RootofIchord, RofIV,RofV,3rd of I, 3rdof V, 5th of V,
R of I, 3rd of IV, 5th of IV, R of II, 5th of V, R of I.
(2) R of I, R of IV, 3rd of II, 5sth of II, R of V, 3rd of V,
RofI.
(3) sthofI, Rof V, sthof V, 3rd of I, 3rd of VI, R of VI,
5th of VI, R of II, 3rd of II, 3rd of V, R of I.

The chords should be seen mentally on the staff as these exercises are sung.
If this is not possible at first, the chords may be written out in close position on

the staff and referred to.

4. Exercises for Sight-Singing:

0
e B 1 | 1l [ 11
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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. ¢ divides as

gJ'J Id ﬁm .J'ﬁ):ﬂ Ima!;ﬁlJJ?ll

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 /a 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.
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CHAPTER 1II
INVERSIONS OF TRIADS

A chord is in Fundamental Position Wi1en its Root is in the bass. E
A chord is Inverted when its 3rd, 5th or 7th is in the bass. 1

When a chord has its 3rd in the bass, it is in the Firsz Inversion. ﬁ
I

When a chord has its §th in the bass, it is in the Second Inversion. g
I,

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

=

\A
A small Arabic numeral placed to the right of the chord symbol indicates the
inversion: I,.
Chords are inverted so as to allow the bass to progress melodically along the
diatonic scale.

Lesson 3

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.

Section A.

(1) 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.

[43]
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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.

i

THRe— —dR 1

Jli

These intervals are in the same order as in the preceding Lessons, but are
not divided by bars.

(3) Exercises for Melodic Dictation and Sight-Singing, containing the skip
from 4-7 and ﬁ and n on the Up-beat in 6/8.

Practise:

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

(b) 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. In memorizing, keep
.a mental picture of the contour of the melody on the staff.

(f) Stop for a moment and take breath at the end of each rhythmic
figure, so as to feel the rhythmic grouping.
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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.

(1) " Practise the following Chord Successions:

(a) Play each éxercise, 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.

() 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 I, IVy, V; 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.
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Section C.

(1) Absolute Intervals.

There are major 6ths on the staff from c-a, d-b, -d, g—e; in the major
ccale, from 1-6, 2-7, 4-2, 5-3; in the minor scale, from 27, 3-8, 4-2, 6—4.
To sing a major 6th up, call the lower tone 5 and sing 3; to sing a major 6th
down, call the upper tone 3 and sing 5.

(a) Play any tone on the piano, sing the tone calling it 5, then sing the
tone a major 6th above, calling it 3. Test.

(b) Play any tone on the piano, sing the tone calling it 3, then sing the
tone a major 6th below, calling it 5. Test.

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

(2) Rhythmic Study: The Up-beat in 6/8, i I l

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

— 1 T 1 ——%—
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(g) Sing again mentally without stopping.
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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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accented word as in 2, thus 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.
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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. 1.

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

gd 4
103
¢ JIdJTd

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 sccondary 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:

<1)§JJ|JJ7JJ|JJJJ-1

Bless - ed are the men who fear Him, they ev-er
S I I B A
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:

(ﬁiJ Ji 4 D4 did d

Bless - ed are the men Wwho fear Him,

O Thd 3 d dd

they ev-er walk in the ways of peace.

The tendency in singing this phrase as in 1 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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(e) Sing the following chords to the rhythm of 2: I, VI, VI, IV,, II,, V, I;
to the rthythm of 3: I, IVy, IV, II,, I, V, Vi, I; to the rhythm of 4:
I, VI, VI, IV, IV, 11, V, 1.
(f) Additional pitch drill. Sing the following exercises, first with the
letter-names, then with the number-names:
(1) Rofl,srdof I, R of IV, R of II, 3rd of II, 5th of II, 3rd
of V, Rof V, R of L.
(2) Rof I, sthof I, 3rd of VI, R of VI, 3rd of IV, 3rd of II,
3rd of V, 5th of V, 3rd of I, R of I.
(3) sthof I, 3rd of VI, sth of IV, R of IV, 5th of II, R of II,
sth of V, 3rd of V, R of I.
(4) 3rd of I, s5th of VI, R of IV, 5th of IV, R of II, 3rd of II,
RofV,s5thof V, R of I.
Think the sound of the entire chord before singing the tone.

" (4) Exercises for Sight-Singing:
1

L
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e ] Beethoven
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A chord in the second inversion is used in three ways: in chord repetition

-

T 1
I I, I, I

triad on the same bass tone

_d

I, Vv

! l J_ ! ; as a suspended or appoggiatura chord, resolving to the

3 as a passing-chord, resolving to a

triad or an inversion of a triad on the bass tone above or below:

ass
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(2) Practise the following Intervals:
(a) Play theI, VI, IV, II,V and I chords in Bp major. 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 that chord and to the
key-centre.

Nore. Beginning with this Lesson, the intervals do not occur in any fixed order. They always
follow, however, the correct harmonic sequence. Intervals in the V chord will be followed by intervals
in the I chord; i1n the II chord, by intervals in the V chord, etc.

(c) Sing both tones of the intervals.
(d) Transpose the intervals to the keys of C, G, D and F major.
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In this Lesson the second inversions of the I and IV as appoggiatura chords
" .

will be used.  H—oo—t—w—]
-0

, IV,

These chords occur generally on the accented pulse of the measure.

The second inversion of the I resolves to the V chord. As the sth 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, I, IV, IVy, VI, Il or I1,.

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

Section A.

(1) Construct parallel and contrasting periods in Bb major, using the Iy, 1v,
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.
(1) Practise the following Chord Successions:
(a) Play each exercise, listening to the character of the chords and
inversions.
(b) Pause after each second inversion and think its resolution.
() Read the exercise mentally. Test.
(d) Have each exercise dictated. Work as outlined on page 4.
The I, and IV, 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 I, because it resolves to the V, or the IV, because it resolves to the I.
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Schumanng

Section C.

(1) Absolute Intervals.

There are minor 6ths on the staff from e-c, a—f, b-g; in the major scale,
3-8, 6—4, 7-5; in the minor scale from 1-6, 5-3, 7-5. To sing a minor 6th up,
call the lower tone 3 and sing 8; to sing a minor 6th down, call the upper tone 8
and sing 3.

(a) Play any tone on the piano; sing the tone, calling it 3; then sing the
tone a minor 6th above, calling it 8. Test.

(b) Play any tone on the piano; sing the tone, calling it 8; then sing the
tone a minor 6th below, calling it 3. Test.

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

(2) Rhythmic Study: J, n and the Up-beat JS ) in 4/4 meter.

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

In singing the figure J, ﬁ which is the combination of a ¢ tied to
b

m , J m , give a slight pressure on the dot so that the second pulse
N’

is perceptible to the listener. J\/ m
>

Nore. The Rhythmic Exercises following are all four measures long, as in the preceding Lessons,
and are arranged in two braces on account of the number of notes in each exercise.
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(3) Exercises for Melodic Dictation and Sight-Singing, beginning on the
fourth pulse in 6/8 meter.

(2)
(b)
(c)

(d)
(e)
®
(2)

(h)

Norte.

Play the I, VI, IV, II, I, V and I chords in Bh major.

Read the melody mentally. Test for pitch.

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.

Play the entire melody. Sing from memory.

Study the rhythmic grouping. In memorizing consider each rhythmic
group as a unit.

Transpose to the keys of A and G major. Sing the number and
letter names.

Have each melody dictated as outlined on page 19.

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 Sth degree for six sixteenths ending on the next pulse.

Figure Rep. Modified
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(e) Sing the following chords to the rhythm of 1: I, IV, I, V, I; to the
rhythm of 2: I,1,,IV,II,1, V, Vy, I; to the thythm of 3: I, IV,,
I, Vg, I, IV, II;, 1o, V, I; to the rhythm of 4: I, IV, Vy, V,,
I, 1,1, V, I

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

(4) E=xercises for Sight-Singing:
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(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 /a 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 readinﬁ be sure the eye takes in the arpeggio as a unit. This saves the labor of reading
e mind to concentrate upon the rhythmic difficulties.

each note and allows t




61

SINGING

ADVANCED EAR-TRAINING AND SIGHT-




ADVANCED EAR-TRAINING AND SIGHT-SINGING

60

Mozart 3

&




CHAPTER III
CHORDS OF THE SEVENTH AND NINTH

All Seventh and Ninth-Chords are Dissonant, because of the major and minor
7th and gth, formed by adding one or two more thirds to the triad.

The most used seventh-chords are the V7 and II". The IV?, VI?, I7 and III”
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.

(e

0 o <= -
vv ¥ v v F o

The most commonly used ninth-chord is the V?, %

vo

Lesson 7

The V7 chord is a major discord on account ot the major 3rd from the 5th
to the 7th degrees of the scale and the minor seventh from the gth to the 4th

degrees of the scale: EE

v’

The V7 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: {

v? r
I

Section A.

(1) Construct parallel and contrasting periods in G major and g minor,
using all triads and inversions and the V7 chord as a basis. Use the rhythmic

figure [, ﬁ in 4/4 meter.

Section B.

(1) Practise the following Chord Successions:
(a) Play each exercise, listening to the character of the chords and
inversions. )
(b) Pause after each V7 and think its resolution.
63
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(2) Practise the following Intervals:

There are four new intervals in the V7 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) Play theI, IV, V' and I chords in g 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 both tones of the intervals.

(d) Transpose the intervals to the keys of £, d, g and ¢ minor.
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(3) Exercises for Melodic Dictation and Sight-Singing, employing skips in the
1
V7 chord and the rhythmic figure J. n " in 4/4 meter.

(a) Play the I, IV, V7 and I chords in g minor.

(b) Read the melody mentally. Test. .

(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.



64 ADVANCED EAR-TRAINING AND SIGHT-SINGING

(c) Inplaceof each V7 play the V chord, then the V7. Note the difference
in sound.

(d) Read the exercise mentally.

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

The V7 is distinguished from the V on account of the dissonance.

Nore. 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 mistaEe
and then the correct version until the difference is heard.
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Section C.

(1) Absolute Intervals.

There are minor 7ths on the staff from d-c, e-d, g-f, a-g, b-a; in the
major scale, from 2-8, 3—2, 5—4, 65, 7-6; in the minor scale from 2-8, 4-3,
5—4; in all chords but the IV? and I7. All of the 2nds on the staff are major
except e-f, b—c; in the major scale, all but 3—4, 7-8; in the minor scale, all but
2—3, 5-6, 7-8; in all chords but the IV” and I’. 'To sing a minor 7th up, call
the lower tone 5 and sing 4; to sing a minor 7th down, call the upper tone 8
and sing 2. To sing a major 2nd up, call the lower tone 1 and sing 2; to sing a
major 2nd down, call the upper tone 5 and sing to 4.

(a) Play any tone on the piano, and sing a minor 7th up, using first the
number-names, then the letter-names.
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(¢) 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 I9.

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

rhythmic figure J. ﬂ pote 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, iling the tune, placing your pencil on a dot as the pulse recurs. In this way the figure is easily
analyzed.

1 Figure Repetition
—

=
=
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(b) Play any tone on the piano, and sing a minor 7th down, using first
the number-names, then the letter-names. (Y

() 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: ﬁ y and ,b n y 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 sing down.

% ; 344 Jdid 944 1
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(2) Practise the following Chord Successions. In singing the V7 chord, sing
to 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.
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(e) Sing the following chords to the thythm of 1: I, V, V7, V73, I, IV, I,
V7, I; to the rhythm of 2: I, VI, I, V7, VI, IV, I, V7, I; to the
rhythm of 3: I, V}, V, Iy, In, V7, Vi, I; to the rhythm of 4: I, IV,
LI,IV,IV,]I, V'L
(f) Exercises for Pitch and Key Drill. Sing with number-, then letter-
names, in the key of g minor. Think the sound of the entire
chord before singing the tone.
(1) RofI, sthof I, R of V7, 3rd of V7, 5th of V7, 7th of V7, 3rd
of I, R of IV, sth of I, 3rd of V7, R of I.
(2) Rofl, sthof V7, 3rd of I, Rof IV, sth of I, 3rd of IV, 5th
of I, 3rd of V7, R of I.
(3) 3rdof I, 7th of V7, sth of V7, R of I, 3rd of VI, 5th of IV,
3rd of IV, R of V, 3rd of V7, R of I.
(4) sthof I, Rof V7, 7thof V7, 3rd of V7, 3rd of I, R of I, R of
IV, 3rd of 1, 5th of I, 5th of V7, R of L.

PRy

N
-1

| gl

(4) Exercises for Sight-Singing:
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» 9 »° 2

Lesson 8

When the V7 chord is inverted all four tones will resolve according to the

melodic law. The V] will resolve to the I; %&he Vito theI; E
v7 /4
the V} to the I or I; ﬁ

A
A
The root of the V7 chord may be omitted, leaving the 7th, 2nd and 4th de-

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

voices of the V7 chord. % 'The (V7 is best used in the first invérsion.

Section A. N7

(1) Construct parallel and contrasting periods in D major and d minor,
using all triads and inversions and the ¥7 and Vj chords as a basis. Use the

up-beats ﬁ and ﬁ n in 4/4 meter.
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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, V7 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 ¢ 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 V7 chord.

(3) Exercises for Melodic Dictation and Sight-Singing:
Skips in the V7 chord and the Up-beat ﬁ and .b n in 4/4 meter.

Observe carefully the rhythmic grouping with the up-beat n or J’ n
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Section B.
(1) Practice the followmg Chord Successions, which use the VI and V3.
(a) Play each exercise, listening to the character of the chords and
inversions.
(b) Pause after each V7 inversion and think the chord of resolution.
(¢) Read each exercise mentally.
(d) Have each exercise dictated. Work as outlined on page 4.

On hearing the V7 inversions, you will determine first that it is a V7 chord;
that it is inverted, because of the diatonic progression of the voices; that itis a
VI because the I fundamental follows, or a V} because the I; follows. The VI
affects the ear as contracting when it resolves; the V} as expanding.
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(a)
(b)

Play the I, V7 and I chords in d minor and read the melody mentally,
using the arm movement to beat the meter.

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

Practise the consequent phrase in the same way.

Play the entire melody. Sing fromh memory.

Transpose to the keys of e and ¢ minor. Sing the number- and

letter-names.
Have each melody dictated as outlined on page 19.

Modified Sequence

Figure
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Section C.

(1)  Rhythmic Study: J,. ﬁ and J—m in 4/4 meter.
3

N

(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, ﬁ’ which is J n y with J.. ﬁ y
N——

which is J n . While holding the J. » mentally divide the pulse into halves, and the sixteenth.
~

notes will give no trouble.
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(2) Practise the following Chord Successions. Watch carefully that the
augmented 4th in the V7 chord is in tune:
(a) Sing mentally. Test.
(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 exercise.
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(e) Sing the following chords to the rhythm of 1: I, IV, V] I, (V7, I,
VI, V7, V7, I; to the thythm of 2: I, VI, I,, V7, VI, VI, (V7, (V7,
I; to the rhythm of 3: I, oV}, I, VI, I, V], V], I, 4V7, I; to the
thythm of 4: I, V%, I, oV, I, IV, V], I, 0V], L
(f) Exercises for pitch and key drill. Sing with number-, then with
letter-names in the key of d minor.
(1) RofI,3rd of I, R of IV, 5thof 4V7, 3rd of 4V7, R of ,V7,
RofI.
(2) 3rd of I, R of IV, 7th of V7, 3rd of V7, R of V7, R of I,
sth of I, R of VI, 3rd of IV, R of V, R of (V7, R of 1.
(3) sthof I, 3rd of I, R of IV, 3rd of 4V, R of V7, Rof I, R
of VI, 3rd of IV, R of IV, 7th of V7, 5th of (V7 3rd of
oV’, Rof I.
(4) Rof I, 3rd of 4V7, 5th of ¢V7, 3rd of I, 3rd of IV, R of
V7, 3rd of V7, R of (V7, 3rd of V7, R of L.

(3) Exercises for Sight-Singing:

1 L L I L 1
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the melody ending on 3 or §;

The Double Period Form is two periods,
is a semicadence, the melody en

cadences, or imperfect a

The cadence at the en
third phrase is best made on some tone o

.perfect authentic cadence.

cadence,
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(b) Pause after each V7 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 V} will be recognized as going down to the I chord, or up to the I,.
3 5! 4 3 3 2 1 L L
} 1 ! 1 . |
S e e
JJ ddd)ly Jag de JA] )
I
4

L

i
I

ﬁ:ﬁ:.ll i EF—:?Z
MM

f
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(2) Practise the following Intervals:

In the V? chord there is a major gth from the root to the gth of the chord, the
sth to the upper 6th degree of the scale. In minor this is a minor gth.
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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 V7 chord.

=

v
In major this chord is not inverted, and the gth of the chord is best in the
soprano. In minor it may be inverted, but the gth must be nine tones from the

root.
The ,V° (five-nine incomplete) chord, or the VII? chord, is the V® with the

root omitted. 'This chord is more used than the V°. %

9
\'f
(1)

In major the (V°® 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 oV® chord is a diminished seventh-chord (a chord the tones of WhiCl';.
are a minor 3rd apart), and all inversions are used. All the voices of this chord
resolve melodically.

Section A.

(I). C.onstruc_t 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 V7

and V? chords as a basis. Use the rhythmic figures and | E%
in 4/4 meter. J" .h

Section B.

(1) Practise the following Chord Successions which use all inversions of the V7.
The V7 resolves to the I or the I;.  When it resolves to the I; the 7th of 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. r ?‘

1
1 V),
(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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(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.

(¢) 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, § and 6 in f minor.

(G) 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.

3 .
The figure Jﬁ is really a ‘“‘turn,” and will be recognized as such.

N

The ﬁgur{e J.. ﬁ must be carefully contrasted with J J) in dictating.

T 7
I viv ol I, Wi, W L 11,V I
Figure Modified Seq.
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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.

(2) Play the I, IV, V®, V¢, Vi 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.

- C—

-
- o ¢ U v T —e—o———

1 v vivev 1 VI o v veva

(3) Exercises for Melodic Dictation and Sight-Singing:
Double Periods in form. Skips in the V® chord and the rhythms J, ﬁ

3
and J ge o in 2[4 3/4, 4/4 meter.

(2) Play the I, IV, II, V*, V7 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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Section C.
(1) Absolute Intervals.

There is an augmented 4th on the staff from f-b; in the major scale from 47,
1-#4, b6—2, 6-#2, 3-#6; in the minor scale from 47, 62, 1-#4; in the V7, I,
I17, oV? and VIj; chords. There is a diminished 5th on the staff from b-f; in
the major scale from 7—4, #4-1, 2-b6, §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 35th
down, call the upper tone 4 and sing 7.

PR L’@‘> Sing an augmented 4th up and a diminished 5th down from the follow-
A ing tones, using first the number-names, then the letter-names
of the pitches:

" —1 I T
o —F po— r__]__H‘?.}_“_j:b:n:i:I%
1! 4 —e— ) - . ) - 1 I

e o :

144
SEE

(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

8 0{,‘, v following tones, using first the number-names, then the letter-

names:
— T ! e e e e
ot .fﬁo',"t&'ru:iu:

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

(2) Rhythmic Study: m , m and m 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-

4

divided pulses in 4/4 meter is 1l \\ . Study the
2o —1 73
rhythms mentally before attempting to sing them.

Repeat until the eyes can quickly grasp the 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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(3) Practise the following Chord Successions. Watch carefully that in the

inversions of the V? and (V® 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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I.
; to the rhythm of 4: I

?7 Il:
I

7 9
I’IBOV,QOV7
V70V> 1y +e

bl

I, I, IV, II,, (V3, I, V}, V5
Sing the following in the key of f minor to the rhythm of 3: I
I
2) +»

A%

9
i §]
)

V7
IV,

I, V], Vi, I, IV, II, VI, ,V% I; to the rhythm of 2:
Nore Omit the 5th of the V? chord.

(e) Sing the following chords in the key of F major to the rhythm of 1:
oV
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(4) Exercises for Sight-Singing:
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Lessox 10

The II7 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: E

n’
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 II7 chord may follow any chord but the V, and is followed by the V7 or
the Iz.

Section A.

(1) Construct parallel double periods in Eb major, using all triads and in-
versions, the V7, V?, (V® and II" chords as a basis. Use the rhythmic figures

m and m in 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 9o, and the melodies in Section B
(3) of this Lesson.

Section B.

(1) Practise the following Chord Successions:
(a) Play the entire exercise, listening to the character of the chords.
(b) Pause after each II” and V7 and think their resolutions.
(c) Read each exercise mentally.
(d) Have each exercise dictated.
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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 7ths.

(c) Sing the intervals. Test for pitch.

(d) Transpose the intervals to the keys of Bb, F, G, D and C major.
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(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods in form. Skips in the 117 chord and thirty-second-notes in
duple and triple meter.

(2) Play theI, IV, II’, V7 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.

(b) 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.

(d) Practise the first consequent phrase in the same way.

(6) Play the first period and sing from memory.

(f) Practise the second period in the same way.

(g) Play the entire double period and sing from memory.

(h) Transpose to the keys of F and D major.

(i) Have each melody dictated as outlined on page 87.
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The II” will be heard as a minor discord and will be distinguished from the V7
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.
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(2) Practise the following Intervals:
The minor 7th in the II7 chord, from the 2nd to the 8th degree of the scale,
will resolve to some interval in the V7 chord and will be distinguished by its

resolution and context.
(2) Play the I, IV, II’, V" and I chords in Eb major.

of the intervals.

Think the sound
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Section C.
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(1) Rhythmic Study: m and I ! in 4/4 meter.

(a) Study us1ng the arm mowement to 1nd1cat‘e the meter and sing to la

on a major scale.
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‘/(e) Sing the following chords in the key of Eb to the rhythm of 1: I, I,
IV, I1,, 1,, Vi, I;, II7, V7, I; to the rhythm of 2: I, VI, IV,, V7,
VL, I, I, V7, I; to the rhythm of 3: I, IV, I,, V3 I,, IV, IT, I,
V7, I; to the rhythm of 4: I, II7, V3, I, V3, V3, I, II7, V7, L.
Af) Exercises for pitch and key drill. Sing the number-, then the
letter-names.
(1) Rof I, 5th of I, R of IV, 3rd of II”, R of II’, 7th of IT7,
s3rd of V, R of V, sth of V, R of 1.
(2) R of I, 3rd of IV, R of I, 7th of II7, 5th of II?, gth of V?,
. 7th of V7, 3rd of V7, sth of V7, R of I.
(3) sthof I, 3rd of IV, sth of II, gth of V? R of V, 3rd of I,
3rd of II7, 7th of IT%, R of I17, sth of II, R of I.
(4) 3rd of I, sth of VI, 3rd of VI, 7th of IT? 3rd of V, 7th of V7,
gth of V°, sth of I, 3rd of II7, R of II7, 5th of V, R of I

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

(3)  Exercises for Sight-Singing:
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(2) Practise the following Chord Successions. Be careful that the 7th of the
I17 chord is i ¢
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.
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(b) Pause after each II7, II{ and V7 inversion and think the chord of
resolution.

() Read the exercise mentally.

(d) Have each exercise dictated.

The II7 will be distinguished from the II” by the diatonic progression of the
voices. :

—
—dlall_ b
-:‘h

_¢ H

- A\

S=E=——=
| —

' :
11 [g
Clp|gdidd |2 |4 1)) d | d
R =
A TR SR 2 ! K ! N T |
8
N & | i | L1

_:ﬁ

L
THie— oMl
‘-—-E L %——

i

- e
| H

awwlllwfrr
—p——i——i—k_éé

1 [ ] 1 171
1 1 T

gggl ![!ﬁ[llllll—z&:_
4

TN

T ¥w Y ¥ 1y b g n ! Bt

(2) Practise the following Intervals:
(a) Play the I, IV, 117, V7 and I chords in A major. Think the sound

of the intervals.



104 ADVANCED EAR-TRAINING AND SIGHT-SINGING

%ESSON IX

The II7 chord is used in all inversions. The I1] may resolve to the V, V7, V3
| -

or I,; the I17 to the V, or I,; the II} to the Vi or (V% M

o, 1 7

Section A.

(1) Construct parallel double periods in A major, using all triads and in-
versions, the V7, V® and II” chords as a basis. Use the rhythmic figures

m , m and n in duple and triple meters.

Section B.

(1) Practise the following Chord Successions:
These exercises are in period form, so there will be a pause-in the fourth
measure on the V chord for the semicadence, )
(a) Play the entire exercise, listening to the character of the chords and
inversions and the effect of the semicadence.
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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.

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

Y.

2
By &% ¥y — 1
v,

2 ”‘7 73 f)d ;’]3 /{o n@‘fﬁ;’ S H"’f]\/ ‘© oy,
+ B = s

o
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I 07 v o1 v’ I vivi v?v I

nu--lisz mom e R g w2 00 i PO kit Frodrs
P~ J7" %1l L 9 ) -

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

|
m , m and ' ‘3 in duple and triple meter.

(a)

(b)
(c)

Play the I, IV, II", V7 and I chords in A major. Read the entire
melody mentally, using the arm movement to indicate the meter.

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

Play the first antecedent phrase twice and sing from memory to la.
Sing the number- and letter-names, first mentally, then aloud.

Practise the first consequent phrase in the same way.

Play the entire first period and sing from memory.

Study the second period in the same way.

Play the entire double period and sing from memory.

Transpose to the keys of G and Bb major.

Have the melodies dictated as outlined on page 87.
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Practise the following Chord Successions:

' 4
1 d
1 d
' d

1 4

' d

.
.
L]

.
-

(]

(a) Sing mentally. It is most important that you think in tune. If,
at the end of the exercise, you are out of tune, go back and test
at the end of each chord. Do not play the exercise; only the

key-tone.
(b) Sing the letter-, then the number-names.
(c) Sing to la, thinking the letter- and number-names.
(d) Sing from dictation.




108 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Folk-Song

I 1 C—— |

Section C.
(1) 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 Aecent. 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

PP Ere i

Land of the brave, land of the free

rhythms:

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

“free,” thus giving the effect of beginning onthe up-beat: m i J m 1 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.

- d 1d e d 1deeed i
® J 4 4d1d349d 1d 4
® dJdeedd .ﬂ’ﬁﬂ.ﬂ.l |
@ J ded 14 94 | doedd de1 d 1
® d 94 |JﬁJ lﬁ_iﬁﬁnJ I
© J‘TJ.I.ﬁ'J.I—i.mJ—JlJ it

Q. Q. O
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IV,
IIZ’ 12: Vga
Z’ VZ, Il,

of 1:
VI,
I, IV, I1Z,
Z; Vg’ Ib IV’ IVI, II;?
ding Lesson

I,, V', I; to the rhythm of 2: I,
I; to the rhythm of 3:

7
1y
7
2y

I,, V7, I; to the rhythm of 4: I, II

7
1y
I, II, VI, L.

ollowing chords in the key of A to the rhythm

I,, IT7, I1
xercises for pitch and key drill of the prece

7
3

in the key of A major.

117,
V7

b
Ib 111:7 IIZ,
]

(e) Sing the f
() Sing

(3) Exercises for Sight-Singing:
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~ 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. E

v’
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

117, Vior L.
The IV? chord sounds like a II] chord with a suspended 3rd degree of the

scale.

Section A.

(1) 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 V7, V®, ¢V?, II” 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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(2) Pr.acti:e tl.ze Sfollowing Intervals:
The major 7th in the IV chord, from the 4th to the 3rd degree of the scale, will
resolve to some interval in the V7 or I17 chord, or to the major 6th in the I, chord.

(a)

(b)

(c)
(d)

sz g o

Play the I, IV’ II”, V7 and I chords in the key of Ab major. Think
the sound of the intervals,

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

Sing the intervals. Test.

Transpose the intervals to the key of Eb, Bb, F, G, D and C major.
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(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods with a new second consequent phrase. Skips in the IV? chord.
Irregular rhythm in 2/4 and 3/4 meter.

(a)

(b)
(c)

(d)
(e)
)
(g)
(h)
@)

Play the I, VI, IV?, II", V7 and I chords in Ab major. Read each
melody mentally at a moderate tempo, using the arm movement
to indicate the meter and thinking the rhythmic subdivisions.

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

Play the first antecedent phrase and sing from memory to la. Sing
the number-, then the letter-names.

Practise the first consequent phrase in the same way.

Play the entire first period and sing from memory.

Study the second period in the same way.

Play the entire double period and sing from memory.

Transpose to the keys of G, F, and Bb major.

Have each melody dictated as outlined on page 87.
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Section B.
(1) Practise the following Chord Successions:

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

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

(¢) Read each exercise mentally.

(d) Have each exercise dictated.

The IT} chord will be determined by its chord of resolution, the I, or V7.

181 1 2 2 8 2 7 4 3 2 8 2 1
N 1
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Section C.
(1) Absolute Intervals.

There are major 7ths 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, 56, 7-8. 'To sing a major 7th up call the lower tone 1
and sing 7; to sing a major 7th down call the upper tone 7 and sing 1. '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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'/(e) Sing the following chords in the key of Ab to the rhythm of 1: I, Iy,
V7, Vi, I, IV, IV", I, Vi, I; to the rhythm of 2: I, VI, IVZ V7,

3 L, IV, IVT IT7, Vi, Ii; to the rhythm of 3: I, IV, I1%, (V°, 1,

IV?, IT7, V7, V®, I; to the rthythm of 4: I, IV, IT%, 117, I,, IV?, Vi,

/ Vi, I, IV,, L.
() Exercises for pitch and key drill Sing both the number— and

letter-names.: A N j

(1) RofI R of IV7, 5th of V7, 7thofIV7 3r<£_ f 1, 5thofV
\rth of VI, R of V7, Riof 1, 7th%t IT7, R fII’, ﬁg of V,
\Wsth of V, Rof‘I . A
(2) 3rd°‘o§I 5th'f VI, 7th of IV, sth of Vi, RofI th of T,
% £, IV, 7th of IV7, R"of IT, 7th%f 117, 38 of V,
7th%f W, srd'af V, R &f L. ‘ ¥
(3) sth O;FRot‘v gth f Ve, 7th of V7, 51 dof I, Rof 11,
7th-6f IV"' 7th’of 117, 9th df V?, 7thYof V7, 5th of V7
R of TA®
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(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 letter-names.
(d) Sing from dictation.
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(3) Exercises for Sight-Singing:
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The VI chord may follow the I chord, and the VI chord. It Will be followed
»_by any chord but_the.L

“~The V17 chord sounds like the IT7 chord with the 3rd and s5th degrees of the
scale suspended.

Section A.

(1) 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.

(1) 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 II” and V7 chord and think the chord of resolution.
If you cannot hear mentally the chord of resolution, play it, then
go back and try again.

(¢) Read the entire exercise mentally.

(d) Have each exercise dictated.

The II% chord is recognized by its chord of resolution, the V7, or by its
diatonic introduction by the I chord.
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Lesson 13

The VI” 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: %
) 7

Vi

The sth degree of the scale, as the 7th of this chord, resolves downward to
the 4th degree.
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(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods with new second consequent phrase. Skips in the V17 chord.
Irregular rhythm in 4/4 meters.

(a) Play the I, VI?, I1,” V7 and I chords in the key of F major. Read
each melody mentally, using the arm movement to indicate the
meter and thinking the rhythmic subdivisions. Be careful not to
overstress the rhythmic accents.

(b) Play, studying the form.

(c) Play the first antecedent phrase and sing from memory to /a. 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 Eb, D, G and A major.

(h) Have each melody dictated as outlined on page 87.
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(2) Practise the following Intervals:
The minor 7th in the VI7 chord will resolve to some interval in the Iv7, 117
or V7 chord.
(a) Play the I, VI7, IV, II”, V7 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 Ep, Bp, G, D and C major.
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(2) Practise the following Chord Successions:
(a) Sing each exercise mentally. Test for pitch.
(b) Sing the number-, then the letter-names.
(¢) Sing to la, thinking the number- and letter-names.
(d) Sing from dictation.
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Section C.
(1) 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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(e) Sing the following chords in the key of F major to the rhythm of 1:
I, V% I, VI7, V], V7, I, 117, VI, I; to the rhythm of 2: I, II II}
I,, VI,'I;, IV", I,, 112, V7, I; to the rhythm of 3: I, II%, I, oV°, I,
VI7, IV7, Vi, 1y, 117, I, V7, I; to the rhythm of 4: I, IV, II7, VI
I, VI, VI7, IV] V', I, 11}, I,, V", L.
(f) Exercises for pitch and key drill. Sing both the number- and letter-
names.
(1) sth of I, 7th of VI”, 7th of V7, 3rd of I, 7th of V7, Rof V,
3rd of V7, 5th of V7, R of I, 7th of IV", R of II”, 5th of
V, Rof L.
(2) 3rd of I, 7thof IV7, 7th of II7, 3rd of V, 7th of V7, 3rd of
I, sth of VI7, 7th of VI’, sthof I, 3rd of V17, sth of IV,
7th of II" R of 1.
(3) Rof I, 7th of II", 3rd of V7, R of V7, 5thof I, R of VI, 3rd
of VI7, Rof IV, 7th of IV", R of II, 7th of II", 3rd of V7,
Rof L.
(4) 3rdof I, R of II7, 3rd of II", 7th of V7, 3rd of V7, 3rd of
I, sth of I, 7th of VI7, 7th of V7, 3rd of I, 7th of IV7,
3rd of I, 7th of V7, 3rd of I.

(g) Transpose to other keys.

(3) Exercises for Sight-Singing:
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The #4 and b6 together in the I1};, and IV, :

HZ#; WA e

£2, #4 and b6 together in the IT,,: ﬁ

11751#L

#2 and b6 together in the (Vi,: %
2

o~ 9#[,

.SSON 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:

[/}

I I
- i)

Skips may be made from or to the raised 4th degree in the II} chord. The
scale-line using the natural 4th degree or skips in the V7 or I chord should follow:

==

o'y
Section A.

(1) 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.
(1)  Practise the following Chord Successions:

The ,V° 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 (V° chord
may be followed bx_tf}{eiml_@ ]
may be 1070w

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

(b) Pause after each oV, II” and V7 and think the chord of resolution.
Test.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The ,V® chord will often be confused with the IT", as they have three tones
in common, the difference being that the 7th degree of the scale is in the (V°



CHAPTER IV

CHROMATICALLY ALTERED CHORDS

The pitch of the 1st, 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

h U
5 %4 B4 3, not 334 5or 5#4.3: %f—ﬁ#::hﬁfixmﬁmtﬁ

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 II} or IV} chord:
1 v
The #2, of the V,, Vi, Vi or the II}; in conjunction with the #4:

The £1, of the VI]: E

¢ "
The #6, of the VI in conjunction with the #1: @
7,
A
n 2 1 4
The b2 and b6 together in the II,, and (V3,: W
oy %

[132]
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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, IT", IT}, 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 ¢ minor.

. ’ ? 7,
p W5 ws £ pz 4ng PO mo 4l i Mo wE Y
Y, — X s XX — 8

A S ii//r 3 o

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

Double periods with new second consequent phrase. Skips in the II;
chord and the #4th degree used as a chromatic passing-tone. Irregular rhythm
in 3/4 meter.

(a) Play the I, IV, II", IT}, 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. .

(8) 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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and the 1st degree in the II’. Play the II} chord in place of the (V°, then the
oV’ until you hear the difference.

(e) Repeat these exercises in ¢ minor.

a - It
1ll§'5/ 2 ) & { :
8 2 2 8l5

2 . I ¢ 5 3
346 b 6656 2 21 342 1
1 3 i l'
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=

T g gg,‘/t;il,,’,lil T

v
(2) Practise the following Intervals:

The following intervals, parts of the IT} chord, are used: The major 3rd
from the root to the 3rd of the chord, the znd 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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Section C.

(1)  Rhythmic Drill. Irregular thythm in 6/8 meter.

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

w8 Jdddidddd NITdd T,
© Jd0000d Ideee0dd & 1d9909dd deid d954
® J decee 1o seod J deedd .57 54
@ J ded d 14 de0 S R R v I R o
® d- oo o 14- o9 1d- o0 d Je1Jea0d4d
© J LPBdaid P FTTH 3T

N N N N T TS

(2)  Practise the following Chord Successions:

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

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

(¢) Sing to la, thlnkmg the number- and letter-names.
(d) Sing from dictation.
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(3) Exercises for Sight-Singing:

(] -l

Haydn 3

P

/0 WS SRS W Sup— =
1) G - § VI S ..
l g

A A AT

&




?r-
L 13
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@ (e) Sing the following chords in the key of C major to the rhythm of 1:
I, IV, 117, I, VI, I, 1T}, V}, I; to the rhythm of 2: I, II7, IIj
113, oV7, I, 11}, 117, I,, V7, I; to the rhythmof 3: I, VI, IVy, 1T},
115, I, VI, I, 1T}, I1%,;, V7, I: to the rhythm of 4: I, IV7, IIf, II,,
L, Vi, oV°, I, 1T}, I1i, V] V], L
(f) Exercises for pitch and key drill. Sing both the number- and letter-
names.

(1) Rofl, 7th of IT7, sth of II} 3rd of IT, R of V7, 7th of
V% 4:d of I, R of 11} 3rd of 11} #th of V7, 3rd of V7,
RofI.

(2) 3rd of I, R of IV, 3rd of I} 7th of II7, 3rd of V7, 7th of
V', sth of L, 7th of VI7, 30 of I, gth of L, 5th of V7,
Rof I

(3) sthof I, 7th of IV", R of II”, 5th of II’, 3rd of II7, 3rd
of IT}, 7th of V7, 3rd of {, 7th of II7, 3rd of II}, 3rd of
II", 7th of V7, 3rd of I, R of L.

(4) 8thof I, 3rd of IV, 7th of IV', R of II”, 7th of II", 3rd
of II7, 3rd of II}, 5th of. Iy, 3rd of II}, 7th of V7, 3rd of
VI, Rof I

(g) Transpose to other keys.
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Lesson 13

In a melody skips may be made from or to the raised 4th degree of the scale
in the IV} chord. The scale-line, using the natural 4th degree, or skips in the

I13, or I, V’chord, should follow:
v
Section A.

(1) Construct double periods in Bb major, with a new second consequent
phrase. Use all triads, inversions, seventh- and ninth-chords and the II} and
IV} 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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(2)  Practise the following Intervals:

In the IV} 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 gth 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, IV}, I, V7 and I chords in Bp 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.

(¢) Sing the intervals.

(d) Transpose the intervals to C major.

(3) Exercises for M ¢lodic Dictation and Sight-Singing:

Double periods with a new second consequent phrase. Skips in the IV}
chord and the #4th degree used as a passing-tone. Irregular rhythm in 6/8
meter.

(a) Play the I, IV, IV7, TV}, Ip, V7 and I chords in Bb major. Read
each exercise mentally, using the arm the 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.
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Section B.

(1) Practise the following Chord Successions: -

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

(b) Pause after each IV7, IT7, V7 and ,V° chord and think the chord of
resolution.

() Read the entire exercise mentally.

(d) Have each exercise dictated.

The IV? chord sounds like a II7 chord with the 3rd degree of the scale
suspended. Be sure the mind grasps the characteristic tone of difference
between these chords.
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Section C.

(x) 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.

J\/ﬁ Rhythms which can be expressed by a dot are seldom ex-

—_——
pressed by ties J.. ‘h, not J n

When holding a tied note, always think the subdivision which makes the next

figure, i.e., if singing J m, think the triplet as the quarter is held; for
v\:,_/

the figure J m , think either two eighths or four sixteenths.
ow—”

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

m.lﬁﬁ.lﬁ‘ﬁfﬁﬁJn
<2>JmJ.a.uJJﬁﬁJu
3 J\_/m d\/ﬁj lm mlJ 1

<4>gJ\_ﬂ'ﬁ.J oﬁ J 4 J J Jd14d Yo
®) J\/m.J JTJ Jesdd J 9414
® J J-_3;J J‘?.J ‘7mdﬁ|nJ¥u

p —
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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. 1, 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 “el’”. In Ex. 4, measure 3,
remember ““f,” which will recur in 4; meas. 4, “d,” which will recur in 5; meas.
5, “el” and “c,” so as to get the “eb” and

9
[of

following.
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(d) Sing the following chords in the key of Bb )’major to the rhythm of 1:
\i, Vi, Vi, L 1T, 117, V], I; te”the rhythm of 2: I, VI,

I, I,
IVi, %;, 1V}, I1i, V3, L, 1T, I, V7, I; to the rhythm of 3: I, IV},
Vi, Ly, I, Ip, ITY, I3, I, V7, I; to the rhythm of 4: I, IT}, 1T},
oV%, Vi, LIVE 11, I, V7, 1.

(e) Transpose these exercises to other keys.

(f) Sing the exercises for pitch and key drill of the preceding Lesson on

page 138, in the key of Bb major.

(3) Exercises for Sight-Singing:

1‘ Il
:L : k?ﬂ:f}iﬁ:l:l ) R L m |
* : ¥ ]
+ ’7/ ;'rl ,I-,/Z““"
o =

B N ]
Y I I —rms 4 1 & 1 1 e T Rg i
j7 1 —

N
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Sing each exercise mentally. Test.
(b) Sing to la, thinking first the number-, then the letter-names.

(c) Sing from dictation.

(2) Practise the following Chord Successions:
(2)

think the rhythm and arpeggio that

2

In singing these rhythms be sure that the mind takes in the rapid arpeggio
While the tied note is being held

as a unit.
is to be sung on the next pulse.
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(2) Practise the following Intervals:

In the IIf; chord there will be 2 minor 3rd from the root to the 3rd of the
chord, the #2nd to the #4th degree of the scale; a diminished 5th from the root
to the 5th of the chord, the #2nd to the 6th degree of the scale; a diminished
7th from the root to the 7th of the chord, the #2nd to the 8th degree of the scale;
a major 6th from the 3rd to the 8th of the chord, the #4th to the #2nd of the
scale; an augmented 4th from the 5th to the 8th of the chord, the 6th tc the #2nd
degree of the scale; an augmented 2nd from the 7th to the 8th of the chord, the
8th to the #2nd degree of the scale.

(a) Play the I, IV7, IT7, IT}, 1T, V7 and I chords in B major. Think
the sound of the intervals. .

(b) Play theintervals 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 C major.
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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.
Tt 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

ittt s -

[/}

the characteristic tone of the minor mode. % 1 —

Skips may be made from or to the raised 2nd degree of the scale in the IIi,
chord. The scale-line, using the natural 2nd degree, or skips in the 11, 117, V7

or I chord, should follow. ﬁ

n’ﬁ,
Section A.

(1) Construct double periods in B major, with a new second consequent

phrase. Use all triads, inversions, seventh- and ninth-chords, the II, IV},
and ITk, as a basis for the melody. Employ the rhythms given on page 145.

Section B.

(1) 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.
80 A3 A 8 7y 8

&?’?ﬁ T 8 B &
. . T T
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(3) Exercises for Melodic Dictation and Sight-Singing:

Double periods with a new second consequent phrase. Skips in the I}
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, IT7, II}, II},, I, V7 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.

(&) 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.

(¢) 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.

Have each melody dictated, as outlined on page 87.
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Section C.

(1) Rhythmic Drill: .
(a) Study, using the arm movement to indicate the meter, and sing the
rhythms to /a on a major scale.

03d LR LIRIRLI IR
@ DLm.ﬂLﬁ.fﬁLﬂﬁ.J. d

®3 LJ"J Jdd 14 J\/n .J\ﬁﬁ.l -ElJ Ya
© | SR IR AL
® J\/mml.ﬁ{j—ﬁd\_/ﬂJ .b |J-- -EJ i
® | SARIRLTRTLmR IR I
@ J\/J’ﬁﬂ.ﬁ?{/ﬁﬁ.ﬂJ J"J.J\ﬁﬁﬂu

(2) Practise the following Chord Successions:
(a) Sing each exercise mentally. Test.
(b) Sing to la, thinking the number-, then the letter-names.
(¢) Sing from dictation.
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(d) Sing the followmg chords in the ey of@ major to the rhythm of 1:
I, I, II%, Il, V7, I,, IV} 7, I;"to the rhythm of 2: I, IV,
V Vz, I, Hﬁ, II%, IT7 Iz, V I; to the rhythm of 3: I, II7
II#v, 1;, IVE, Ik, VI, 1, OV Vi, I; to the thythm of 4: I, IV2, oV?,
Vi, I, 11}, IIs#, IIm, V V I.

(e) Exercises for p1tch and key drill. Sing the letter- and number-names;
() Rof IY R of IIf 3rd of 1Tk 7th of Vi R of V3 3:d of I?
3rd of TV# R of L% 3rd of I¥ 3rd of V“‘ R of I\
(2) 3rdof I¥3rd of IT¥ R of II¥R ofxxII 5th of II#Q 7th of Vﬁ,y
sth of PQ 7th of 1I% 3rd of II? 7th of V¥ 3rd of 1.}
(3) 5sthof I 3rd of IV¥¢ 5th of IV; 7th of II% %of II#,,, sth of II##,}
sth oi‘m R of IV 3rd ofV79’35th of VIR of 1)
(4 3rd of T§ 7th of TT of II@; %\of II’ 3rd of 113, 3rd of I
7th of V¥ 5sth of I 3rd of VIFR of I

(f) Sing this drill in the keys of Bb and C major.

\(3) Exercises for Sight-Singing:
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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. 1, Section B

(D).

Section B.

(1) Practise the following Chord Successions:

(a) Play the entite 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.

(1) 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. 1 you will hear the
first three numbers as 8, 7, 8; the next as8; the next-as 3,
or possibly it will be uncertain; the next as 2, 1. The mind
will reflect and hear 3, 2, 1. 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, 1. 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. 1 you
will have ¢,b,cas8,%7,8; thencas 4,bas3,aas2andgas i,
therefore you have modulated to G major. In the consequent
phrase, b, ¢, b, as 3, 4, 3 of the key of G, thed as 2,e as 3, d as
2 and c as I, therefore a modulation back to C major. In Ex.
4, the ¢ in the second measure is, at the same time, the 8th
-degree of the key of C-and the 4th of G.
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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 bf 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.

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 V7 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.

o -

T
L § " 1 3

JofC VofC VIofC IofC
IVofG IofG Hof G ViofG

In Section B, Ex. 1, the first three chords establish the key of C major. The
key of G begins with the IV chord, the second chord in the second measure. The
first chord in the second measure is the I chord of C major, because it is the
resolution of the preceding V chord. The next chord, though identical with the
preceding chord, is the IV chord of G major, as it resolves into the I, chord over
the bar. The same type of modulation is made from G back to C in the second
phrase. In Ex. 2, the first chord in the consequent phrase is either the I of C or
the Vof G. In Ex. 3, the key of G begins with the V?: the I of C preceding is the
IV of G. The consequent phrase begins with the V? of C. In Ex. 4, the second
chord of the second measure is the I; of C, the resolution of the V} chord, and at
the same time the IV] chord of G progressing over the bar into the I chord.

Section A.

(1) Construct parallel and contrasting periods in the key of C major,
modulating to the key of the dominant and back. Employ the meters and
rhythms given on page 154.

{160 |
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(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 I}, 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, V7, I chords in C, the IV, I,, V7,1 chordsin G, the V7, 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.
Nore. In each melody, at the point of modulation the tones could be in either key. A safe ruleis
to begin the numbers of the new keyon an unaccented pulse, except after the cadence. Inthe third measure
of (1) the g is the 5th of c, the next three notes at first sound like 3, 2, 1 of C, but as soon as you hear the

b,a, gasthe3, 2,1 of G the mind reflects and rhgt.hmially includes the ¢, d, ¢ with the b, a, g, making
it6, 5,4, 3,2, 10f G. The next phrase begins in C.

(d) Practise the consequent phrase in the same way.
(¢) 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.

am
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(2) Practise the following Intervals:

(a) Play the I, IV, II7, I1} II%, V7 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.

(d) Transpose the intervals to D major.
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Section C.
(1) Absolute Intervals.

There are diminished 7ths in the major scale from 7-b6, #2-8, #6-5; in
the minor scale from 7-6, #4~3; in the oV}, II%: and VIi, chords. There are
augmented 2nds in the major scale from b6-7, 8—#2, 5—#6; in the minor scale
from 6—7, 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 7-6 for the diminished 7th and 6-7
augmented 2nd.)

Wi
¢
H-
-
af [[]
-

(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.

(Dg J J’ J d o1d: J 49 I (over)
@) m J ¢b |J- ml
® Joddsed dei1d. . JIITe
@ J Jeded- oo nJg' J o4 I
® 4. a9 d- P A R I A
® 4 Jed- 14 J I
D 4 deed- o4 |J~ J- dde |




ADVANCED EAR-TRAINING AND SIGHT-SINGING

164

4
S SN SEN .~ X N § N —




ADVANCED EAR-TRAINING AND SIGHT-SINGING 167

I_CE!i&'__1
(f) Sing the ‘f(ollowing chord i?_uccessions to the rhythm of 1: I, IV, V], 1,
"' G maj l'u {
1 I 4
Vo L, Vi BVIVL I, V7, I; to the rhythm of 2: I, 'fﬁ ﬁaf, I
e,‘ . G major,y o b ‘i’ t : 041,04 (4%, yCmajor 0~ "}’I "
11, iI,,; . %, I; to the rhythm of 3: 1,%, I, 11 117, o3, T
|7L".‘ :.‘ Gmaior_:,? af’ ya | «\ 4,4C major -
1V, IR V7, V2, L, I 1o, V7, T; to the rhythm of 4: 1, 1V5,oV*, VR, 1

. T

VT, Vi, I, IV}, I, V7, L.

(g) Exercises for pitch and key drill. Sing the letter- and number-
names. As these exercises are sung, think the entire chord as

well as the tone asked for. In this way the harmonization of the
tone is heard as the tone is sung.

(1) RofIinC,3rdof I, R of IV, 3rd of IV, sth of I, 3rd of
IV in'G, R of V, 7th of V7, 3rd of V', R of L.
(z2) 3rd of Iin C,Rof IV, 3rd of 1T, R of 11}, 3rd of I, R of
VinG, sthof V, 3rd of I, 3rd of VI, R of L.
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J- .I'?'"ﬁ, 1d- 9984 7
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(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 1 358, in the next chord the numbers are
4 6 8 4 of the key of G.

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

(d) From memory, i.e., write down the symbols and sing without refer-
ence to the written exercise.

(e) Sing from dictation.

1 e

vi

1 1 Cmajor. )1
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(3) sth of I in C, 7th of II7, 3rd of 11}, 7th of V7, 3rd of I,
-sth of IV in G, 7th of II7, 3rd of IIf, 5th of V7, 3rd of
VL,RofI.

(4) RofIinC, 3rd of IV, gth of the V° 3rd of V', R of I, 7th
of V7in G, R of V7, 3rd of V', R of I, 5th of V7, R of I.

(4_) Exercises for Sight-Singing:

- —:- e 1 . 1l & N}
g v 1 — &/ W | 1 1w o~ {1 1 1™ T W% 4/ / ¢ 1
" s I
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Lessonx 18

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
segin the new key with any active chord on the unaccented pulse.

In Ex. 1 of Section B (1) 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
sstablishes 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

- . S

the 6th degree.

Skips may be made to or from the raised 2nd degree in the V,, Vi, V}
chords. Skips in the I chord, or the scale-line, will follow:

Section A.

(1) Construct parallel and contrasting periods in the key of G major,
modulating to the key of the subdominant and back. Employ the meter and
rthythms given on pages 165 and 166. Use the Vg, Vi, and Vj chords.

Write the chord symbols and construct the melody in the usual manner.

Section B.

(1) 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.

(¢) Sing the number-names of the soprano as you play.

(d) Read the exercise mentally.
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{2) Practise the following Intervals:
(a) Play the I, IV, I17, 117, I1%;, V7 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.

JAms s p3 02 7 A0 RSy U3 (L - pi @ My pra fo A 2 °

IV 1 "y 1 IV v 1VIV 1
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(3) Exercises for Melodic Dictation and Sighi-Singing:

In each melody the modulation from G to C is made after the I chord of G on
the accented pulse, which becomes the V chord of C. The modulation back to
G is made in the same way or after the cadence.

(a) Play the I, V7, I chords in G; the V7, I, chords in C; the IV, I,
V7 and I chords of G. Read each melody 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 fmentally the number-, then the letter-names. Sing both
aloud.

Nore. Itis even harder, in modulating to the Subdominant, to decide when the modulation occurs,
as the I chord of G is the V chord of C. In (1), third measure, the high g is both the 8th degree of G and
the 5th degree of C. The fis certamly the 4th degree of C, so it is better to consider the entire pulse in
Grand that the numbers of g, f are 5, 4.

(d) Practise the consequent phrase in the same way.
(e) Play the entire period and sing from memory.

(f) Transpose to the keys of A, F and E major.

(g) Have the melodies dictated as outlined on page 19.
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(e) Have each exercise dictated.

(1) 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, ¢
becomes the 4th of G on account of its resolution.
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Section C.

(1) Absolute Intervals.

There is an augmented 5th in the major scale from 5—#2 in the minor
scale from 3-7; in the Vﬁ: chord in major and the III chord in minor. Thereis a
diminished 4th in the major scale from #2-5, in the minor scale from 7—3. The
augmented 5th sounds the same as the minor 6th and is sung up and down as
the minor 6th. The diminished 4th sounds the same as a major 3rd, and is sung
as the major 3rd.

/(a) Sing an augmented 5th up and a diminished 4th down from the
following pitches, using first the number-, then the letter-names.

N
1
11 4

‘.T.
L
¢
i
.:.}.
TL-
¢

T T

vy (b) Sing a diminished 4th up and an augmented 5th down from the
following pitches, using first the number-, 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.
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(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 58 3 8 5 3; the next chord, 7245427 of C
major.

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

(d) Sing from memory.

(e) Sing from dictation.

1 IGmajor VI
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G major

(f) Sing the fg}lowmg chord succ?ssm}n to the rhythm of 1: I v, 1V, IV7

G ma;d;x \ @ major G major -

L, Vy T VT, 1 L, Vf;,I o the thythm of 2: I, T, [{Js, IT7 \Vi,,,I
\(i) L mea)pﬂ A& chmamr'
V1 VI Ty, 11 \9\75,1 to the thythm of 3: I, TN, Vi, T
\Cma]_or G major
Vi VA, T, Ve I; to the rhythm of 4: I, 113, .,V9 Vi Vs 1
y ! Cmajor‘, 4

VI VT, IIL V,, I

(g) Sing the exercise for pitch and key drill on page 167 in the key of
G major.

(4) Exercises for Sight-Singing:




ADVANCED EAR-TRAINING AND SIGHT-SINGING 181

LessonN 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 thescale 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 II] chord. The

scale-line, or skips in the V chord, should follow. ﬁ

v
. '
Section A.

(1) 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 II] 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 ead 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.

(1) 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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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 1st to the lowered 6th degree of the scale.

(a) Play the I, IV, II7, II], 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.

(¢) Sing the intervals.

(d) Transpose the intervals to C major.

4#* b3 0 p3 d¢ s e »_g_m /}73/113 . /ﬁ.; .'@‘l b 4¢ n

e Yo YO Yy XY X5 — 1
B . B - H

e
S ml it w3 o 8 M B M Ay wy g p O me
6“]”‘ » by . ! :“A: '1’ 3 A

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

(a) Play the I, V7, I chords in D major, the IV, I,, V7, T in A major, the
V7, Iin D major, the V7, I in G major, the II}, I, V7, I in D major.
Read each melody mentally. Test.

(b) Play the entire melody and decide where the modulations occur.

(c) Play the first antecedent phrase twice. Sing from memory to la.
Sing mentally the number-names, then use the letter-names. Sing
both aloud.

(d) Practise the first consequent phrase in the same way.

(e) Play the entire first period. Sing from memory.

(f) Practise the second period in the same way.

(g) Play the entire double period and sing from memory.

(h) Transpose to the keys of E, C and B.

(i) Have the melodies dictated as outlined on page 87.
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(c) Sing the number-names of the soprano as you play the chords.
(d) Read the exercise mentally. Test.
(¢) Have each exercise dictated as outlined on page 161.
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(2) Practise the following Intervals:

In the IT7 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 sth 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 sth to the 8th of the chord, the lowered
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Section C.

(1) Rhythmic Drill. Syncopations in 2/4.
(a) Practise, using the arm movement to indicate the meter, and sing
the rhythm to lz on a major scale.

CDEJ J .nnlﬂvﬂ.J I
@ nﬂ.ﬂvﬂu‘d
o dd Didd Didd
@ J‘)J J’lJ J’IJ’J
® &d did d 17
® vd divd didl

{1
]
il

1=l =
Q_ Q. Q. Q. Q.

4

w2 J J
i dd  PH
o dd_ 5.5
@ Y 4 abl

® Y J

® M JITId

*This effect may be expressed .b J ﬁ 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 Jften in reading poetry we find 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 2 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
&

.b ‘ J J}*-’ I Sing the 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. n n
SN—r

bl e

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

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

(¢) Sing to la, thinking the number- and the letter-names.
(d) Sing from memory.

(e) Sing from dictation.
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' — a1
‘\1'— —t PP a7 %

Vi I
1‘ Dﬂ'maim‘*r
® Smg the follovmng cghord q?cccssmns to the rhythm of 1: I, IT}, égﬁ,
. major. - Agmjon - D major . Gmaio N U,{\ ’

VI LI,V I ﬁ/l,v’{,vs, L, II;, IL, V', 1V VLI, VIV T, I, It
. D major { — D major i )l *'A major
s IVI,V'{,VI 71, to the rhythm of 2: IIVz,I,OV VIV, I V3, 1, I

5 A major D major G major - D major o

IIu,, I, V7, I V7 oV, I V7,0V9 I II II Iz, IIzb, Iz,Vs,I
(g) Exercises for pltch and key drill:
Sing the letter-, then the number-names, in the k‘}'s of D,A,and G
major.
(1) RofI, Rof IV, 31d of II’, sth of II}, R of V, 5th of V,,
3rd of I, 5th of VI, R of IV 3rd of II##, sth of I.
(2) 3rdof I, R of 1T, 5th of 1T}, sth of IT7, sth of IIj, R of
v, 5th of I, 3rd of V7, 7th of V7, 31d of I, 5th of II R
of V, 3rd of I. 1Y
(3) 3rd of I, 5th of VI, 7th of I b, sth of IV}, R of IV},
R of I1] i 5th of II 7th of II], 3rd of V7, 7th of V7
sth of L.

(3) Exercises for Sight-Singing:

R G N S e sut S [ SO
T as a1 I T T e LN ]
A& o1 -

Beethoven
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191

(1) 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 ¢ minor;

pause after the last chord in ¢ minor and think the chords in
Eb major.

() 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 161.
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. Itisonlyby
constant practice and mental drill that this will be corrected.
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Arr. by Serly

LessoN 20

the

fter an authentic cadence, through

In Exercise 1 of Section B (1),
the I of Eb, the next the V7, which resolves

Modulation to a relative key is made a
, preferably the dominant.
first chord in the second measure is

an active chord
to the I of ¢ minor.

d from the lowered 6th degree in the IV}

In a melody skips are made to an

chord. The scale-line, or skips in the II] or V7 chord, should follow.

b

Section A.

tive
and

85,

modulating to the relati

jor,

in the key of Eb ma
k. Employ the meter and rhythms given on page I

(1) Construct periods
skips in the IV} chord.

minor key and bac
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(g) Have the melodies dictated as outlined on-page-19.
. i

(f) Transpose to the keys of D, C, and F major.

o, v’

w
Cminor

(O

_Gh SR R AWy § S SR

D 1 P 1 ™ |
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(2) Practise the following Intervals:

In the IV] 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 7th of the chord, the lowered 6th to the 3rd

degree of the scale; and the inversions of these mtervals

(a) Play the I, IV7, IV, I1],, V7 and I chords in Eb major. Think the
sound of the 1ntervals

(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.

1 0 1 v v 1 rv 0L, IVV 1

sfd 15 44 0 b ANLY wid ol g

LY —:-:= x‘—'-—’" ll—l-l-“—-_—"__l
1 = = O - HXy DXV _ o =" T X% T A¥ ol
S i

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

(a) Play the I, V7, I chords of Eb maJor, the V', I in ¢ m1nor, the VI,
%_‘V IIi, I, V I, in Eb major. Read each exercise mentally

est.

(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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VZ ¢ minor.

.
S N SIS U ASED A WA A S S W K NS S
S SR WV A S S S S P A SR S

VI Eb major

n
A W T SR S
Y a1 K

r ry

W S—— S S VMM SE N SN G D S A— —

1 1T e —1gr 11—
”

-
-

VZ Abmajor

AN ¥ Shp GREN SRS G K NS _ RN W T A A P S




194 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Section C.

(x) Rhythmic Drill. Syncopations in 3/4 meter.

(a) Practise, using the arm movement to indicate the meter, and sing
the rhythm to /z on a major scale.

of 4 d WJAJId D b "
o M b ML IR ;
@ dd dDFTFRII dITT T JﬁlJ "
© M IFBY DITIERL_JRIRIv
® &d J9d 1dd NI D4 AT 4t
® dd BIBS B BERL
mJnﬁnmnnJmJ -
®$.3nmnmmnnm4 -
o3 b B3 M Y R

(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, thmkmg the number- and the letter-names.
(d) Sing from memory.

(e) Sing from dictation.

Neote. In modulating, keep the chords common to each key in mind.
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Beethoven
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| - Ep mdjor .
(f) Sing the following chord sug:_cg‘ssions. to the rhythm of 1: I, IT7, II;.VVZ,
Eh major I i;’ 4 ' . - m,igpr | iEb !:lmj.l Ab maj
IV, I, IV, L, VAT Vi I, IF, VA LIV, I, Vi1 ¥5, 1T V5, I
Eb major LCb major
I | |
vy, %Y;w I,, Vgg, I; to the rhythm of 2: I, VL, I, IV, IV;, Is, 0V, II
- ¢ minor Ep major Ap major Lb major

l 1 | L
1L, IV, I, VL, I VT,V 1 V7, I,IV,IV,, I, Vi1 IV, 1y, 117,
Eb major ) B : <
-
.'VTT, V#,{ Io
(g) Sing the exercises for pitch and key drill on page 188 in the key
of Eb major.

(3) Exercises for Sight-Singing:

-
——I—n
| 11
-
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LESSON 2I
In a melody, skips are made to and from the lowered 6th degree in the V}
chord. The scale-line, or skips in the V7 and oV} or I chord, should follow

v9
Section A.

(1) 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 V} chord.

Section B.

(1) 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.

Nore. In taking dictation it is good practice to take the numbers and pitches of the soprano first,
the chords afterward.

= —,"_—'r_TJL

VAV I, DV 1 AV’
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(3) Exercises for Melodic Dictation and Sight-Singings

The first five melodies modulate from A major to f# minor. The last five
from f# minor to A major.

(a) Play the I, V', I chords of A, V7, I, of f# minor, VI, IV, V?, ,V}, I of
A major. Read each exercise mentally, noting where the
modulations occur. :

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

(c) Practise the consequent phrase in the same way.

(d) Play the entire period and sing from memory.

(e) Transpose to the keys of A, G, F, B, Bb major.

(f) Have the melodies dictated as outlined on page 19.
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(2) Practise the following Intervals:

In the V) chord there will be a minor gth from the root to the gth of the
chord, the 5th to the lowered 6th degree of the scale; a diminished 7th from the
3rd to the gth of the chord, the 7th to the lowered 6th degree of the scale; an
augmented 2nd from the gth 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, V7, (V% ¢V}, VI 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.

foto

'3‘)( - "\r 7’\.’ g g e o k8 s o v 3 1‘1 ‘B //5




ADVANCED EAR-TRAINING AND SIGHT-SINGING 203

(2) Rhythmic Drill. Syncopations in 4/4.
(a) Practise using the arm movement to indicate the meter, and sing
the rhythm to /a on a major scale.

»

wgd J DI b L34
®» b b4 53R
@ dd DI D JTTI TR
@ dd  J9dd D .ﬁ‘ﬁJvJ"ﬁ.l |

® J 5 I - P e R R ra- P -

SN—

® J Qﬂﬁuf‘iﬂﬂf‘ﬁ‘

n j J)J lo |
cﬁJ n | o ]
v 4 .va lo |
J v dd lo ]

b Do R W YA N .

Note. In printed music this effect is expressed in both ways. The tie is preferable, as it is best to
keep the first and third pulses clear to the eye.

(3) Practise the following Chord Successions:
(a) Sing each exercise mentally. Test for pitch.
(b) Sing the letter-, then the number-names.
(¢) Sing to la, thinking the number- and the letter-names.
(d) Sing from dictation and memory.

If there is trouble in singing the altered form of the chords, go back and sing
the unaltered form two or three times. Then sing the altered form, concentrating
on the altered tones.




202 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Section C.
(1) Absolute Intervals. ’

. There is a minor gth in the major scale from 5-b6; in the minor scale from
§-6; in the V) chord. To sing a minor gth, think a minor 2nd and sing the
upper tone an octave higher. :

(a) Play any tone on the piano and sing a minor gth 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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T
X
Jl

&

() Sing the following chord succe§ ons, first b letter- then by nume- .
& 1%yl yi"‘u"? UV R e L‘I!"ly‘i"

bermamek; (1) LYLT, ,11, 117 ,VS,I VI, I 1L, V7,

ot RS s L %"%?ﬁ% ,435 1 PO ]i“

VI 1, 1L, VI IV, 0T, 117 11’ L, V5, L
’ ‘.}e 3 imajzo’r Q:" ) : o:.-2 '3?1’% r.%a U? ’éf(nl“fjﬁllb,gz T

(2) I Il:%[(vb:fng.}:]:l IIzh:[ZyOVE)I Vz)Il V;’Il VTVI#sI IIS{}:OVS, I‘j

L" o Ama:omJ TELPE g UL
B
IVb, L, IIb,V Vs, L

() Sing the efercises for pitch and key drill on page 188 in the key of
A major.

(4) Exercises for Sight-Singing:

(Y}
4..&
i)l
o
H+H
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VZ Amajor

V7fﬂ minor

I Amajor
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(2) Practise the following Intervals:

In the II}, 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, 1}, 1T}, IT%,, V7 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.
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~ Lesson 22

Modulations to keys other than the next related key v wiv wuc s v s mivv e
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 1 of Section B (1) the
modulations are from Ab to Eb, then to Bb, going back to Ab through c minor.
In Exercise 3 from Ab to f minor, Eb to g minor, Bb, Eb, and back to Ab.

In a melody, sklps are made to and from the raised 4th and lowered 6th
degrees in the II7g chord. The scale-line, or skips in the II7, V7 or I3 chord,

should follow. @

miy
Section A.

(1) 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 IIZ, chord. .

‘Section B.

(1) 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.

(¢) 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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Figure 2
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(c) Sing the intervals.
(d) Transpose the intervals to Db and Bb major.

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

(2) Play the I, V7, I, I}, I, V7, 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 to /s, thinking
the number-names, then singing the number-names. Repeat
several times. For example, Melody 1. Sing the second measure
and the first three notes in the third; after repeating, begin with

. the dh, 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 /z. Sing
mentally the number-, then the letter-names. Sing both aloud.

(¢) Practise the consequent phrase in the same way.

(f) Play the entire period and sing from memory.

(g) Transpose to the keys of A, Bp, B, C, G and F major.

(h) - Have melodies dictated as outlined on page 9.

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.
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miM dd |¢b¢‘ J dblubJ J > |J’J o
o J34 . ddd 5 IRl b bl d
® 74 o divd divd J3d 1dd Jed
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\\(B)EJ' J_-jJ lch J)J [

® 7 o d 7 J |‘/J J J D
o 8d S I3l dd J
® 1 4 dao J o

Hdd rrr PP

Note. The tendency in continuous syncopation is to lose the meter. In practising these exercises,
beating the meter makes it physical and you are able to think the rhythm before singing it.

(3) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test for pitch. If you do not end in
the key, go back and test after each modulation until the mistake
is found. It is most important that these exercises and every
interval of each chord should be thought and sung in tune.

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

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

(d) Sing from dictation and memory.
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Section C.

(1) Absolute Intervals.

There are augmented 6ths in the major scale from b6-#4, b2—7, 4-H2;
in the minor scale from 6-#4, b2—7; in the Iy, V] 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 3rds in the major scale from #4-b6, 7-b2,
#2—4; in the minor scale, #4-6, 7-b2. The diminished 3rd sounds the same as a
major 2nd and is sung up and down as the major 2nd.

) Sing an augmented 6th up and a diminished 3rd down from the

S following pitches, using first the number-, then the letter-names.
W Sing each, first as b6-#4, determining the key of which it is a
part and resolve it to the perfect 8th from 3-—5; then as b2-7,

determining the key and resolving it to the perfect 8th from 1-8.

-1
===

---.
L
RERE
L
H--

| :’)“ é
“©- = bb1,- <

= .

/ (b) Sing a diminished 3rd up and an augmented 6th down from the

RS following pitches, using first the number-, then the letter-names.

e Sing each, first as #4-b6, then as 7-b2, determining the key and
resolving each to the perfect prime 5 and 1 respectively.

I
-1

I
L
1

S

(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 /2 in a major scale.
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(e) -Sing the following chord successions, first by letter-, then by number-

, na then to la.
‘ol;)’k 'ﬁ%lff,Ab major . ¢ min. | Bb maj. | d minor - C major | i:?maj.l
| |
() I, iIZb, 113,10,V I, 11V, 1 V3, I=VLIIV’,I Vs, %} Vi,I V1
I zmin.l Ii:b_m_a]l | Ab major | | Ap major bx' )ﬂ | ?b mai.l
oVe, I VLI VIILIVELIL, VLI (2) L1y 11%,, VL, 1, ﬁ;gb, v, Vi1
Gb maj. ab min. Cb major eb min. bb minor { minor Ap major

| 11 Il | [ 1 1 I 1
V7,1 ,V°, 1 VLVLI, I oV7, I\/V;, IdVl,W,I 113,,11%,,,V7,1
~/

Think the entire chord before starting to sing it. Always visualize on the
staff. This is difficult and requires slow and painstaking practice. These
exercises should be worked two or three times a day until they can be thought
and sung with ease.

(f) Sing the exercises for pitch and key drill on page 188 in the key of
Ab major.

(3) Exercises for Sight-Singing:
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(2) Practise the following Intervals:

In the II%; chord there will be a double diminished 5th from the root to the
sth of the chord, the raised 2nd to the lowered 6th degree of the scale; a double
augmented 4th from the sth to the root of the chord, the lowered 6th to the
raised 2nd degree of the scale.

(a) Play the I, IT3, I}, 110, V7 and I chords in E 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.
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O
1

LEessoN 23

In a melody, skips are made to and from the raised 4th, the raised 2nd and
lowered 6th degree in the II};, chord. The scale-line, or skips in any form

of the II7, the I and V7 chords, should follow.

7,
11
(2
Section A.

(1) Construct double periods in the key of E maJor, makmg extraneous
modulations through the next related keys. Use the II} II}, II3,, II“b, IV},
oVy V7 and V, chords as a basis for the melody.

Section B.

(1) 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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Fig.2 Mod. and .Inv. Sequence
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(c) Sing the intervals.
(d) Transpose the intervals to F and D major.

- "l}é '01 M»& N T A LB i I

%g&.. 8fs by wopa By by 4 Loy ) £

(3) Exercises for Melodic Dictation:

(a) Play the I, VI, IV, IV} I, II}u, I., Vi I, chords of E major.
Read each exercise mentally, noting where each modulation occurs
and the skips in the II}, 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 /g, thinking
the number-names, then singing the number-names.

NoTe. Sometimes a measure may aﬁparently belong to either the preceding or the following key,
but the context generally determines which key. In Melody 1, the first measure in the second phrase
could be the V chord in either cf minor or E major. But as the next measure is undoub+edly the I chord
in ¢# minor, it is the V chord of the same key.

(¢) In each melody take the skips in the I}, chord, i.e., #4 to b6,
#2 to b6, #2 to #4 to b6, and contrast them with the unaltered
form of the chord.

(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 the keys of A, B, C, G and F major.

(g) Have the melody dictated as outlined on page 87.

Note. Do not try to remember each pitch. Reduce to chord-lines, scale-lines, single, wide and
consecutive leaps. Make use of the figures, sequences.

1 Figured Figure %

1 v7 IVI Vv gL, V1 on §°
Mod. Sequence Mod. Figure 41

. | .
I LBV V7 1 EI g’ vo
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(3) Practise the following Chord Successions:

tempo.

(a) Sing each exercise mentally. Test for pitch. Practise in a slow
(b) Sing the letter-, then the number-names.

and letter-names.
Have someone read the chord symbols to you,

and number-names without reference to the

Visualize the chord before singing. Use the
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Section C.

(1) Absolute Intervals.

There is a double diminished 5th in the major scale from 2-b6; in
the II}s, and V§, 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-#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.

(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.

b'o- -~ bo- _
(2) Rhythmic Drill. Syncopations in 6/8 meter.

(a) Practise using the arm movement to indicate the meter and sing the
rhythm to Za on a major scale.
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(e) Sing the following chord successions, ﬁrst bzr lg;;ter— then by number-

g E jor W B majop Ty F E
names, then to la: (1) I, VI, IIz, Iz,Vg, I Y , 11, IVE T, V3, Ilél I
C#maj. d#min. g} min. Emajor Ema;or ai f# mm. maj'
AR BS B Vi1 (2) LI 15 PN 1 OV"I V I
emm G-major bmm Ama] c# mir}. | Ema:or |
ﬁX",I I%}A_I%, VI, T HV7, IGVz, IV,II0I, VL

(4) Exercises for Sight-Singing:

= Bassani
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Section A.

(1) Construct double periods in the key of D major, using the Stride to
make extraneous modulations. Use the VI} and the altered chord$ of the
preceding Lessons as a basis for the melody. Employ the meter and rhythms
given on page 222.

Section B.

(1) 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 (1), first phrase, instead of resolving the V chord of G in the second measure to
the I chord of G major, g minor 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.

(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.
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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 IVh of a major key, i.e., the I of f minor may be treated as the IV}
of C major. This process of modulation is known as the Modulatory Stride.

FICIVE I, V ) §

c1 £V?

The distance may also be shortened by substituting the I of the parallel

minor key when the major is expected, or the reverse. M
L - g &

. 1 vV o1
In a melody the raised 1st degree of the scale may be used as a passing-tons

between the 1st and 2nd degrees. Skips may be made to and from the raised
Ist degree in the VI} chord. The scale-line, or skips in the V7 chord, should

) | - | |

follow. 1 =
- #o- had

Vi
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then with

first in the unaltered form,
Do the same with the skips in the other altered

the raised prime.

(c) Sing the skips in the VIjchord,
chords.
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Make use of the parallel construction in memorizing the double periods.

NoTE.
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Mod. Seq.

Figure1
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(2) Practise the following Intervals:
In the VI} chord there will be a major 3rd from the root to the 3rd of the
chord, the 6th to the raised 1st degree of the scale; a minor 3rd from the 3rd
to the sth of the chord, the raised 1st to the 3rd degree of the scale; a diminished
sth 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 s5th to the raised 1st degree of the scale. -
(a) Play the I, VI],, V3, 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.
(¢) Sing the intervals.
(d) Transpose the intervals to E and C major.

(3) Exercises for Melodic Dictation:

(a) Play the I, VI{;, Vi, I chords of D major. Read each exercise
mentally, noting where the modulations occur and the skips in
the VI 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 /g, thinking
the number-names, then singing the number-names.

Nore. The Stride is used in Melody 1 at the bcginning 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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(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.

g%
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Section C.

(1) 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.
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Rof V,Rof ,V°, Rof I.

7
§#&by

, 3rd of VI, 5th of V7, 7th of V7, 3rd of I,

, 3rd of VI
R of 11}, 3rd of 11, 5th of II

(2) Rofl

(3) Exercises for Sight-Singing:
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(2) Practise the following Intervals:

In the VI, chord, there will be a minor 3rd from the root to the 3rd of the
chord, the raised 6th to the raised 1st degree of the scale; a diminished 5th from
the root to-the 5th of the chord, the raised 6th to the 3rd degree of the scale; a
diminishéfifh—?rérg the root to the 7th of the chord, the raised 6th to the 5th
degree of the scale; and the inversions of these intervals.

(a) Play the I, VI', VI}, VI},, VI, I chords in E 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 and D major.

Note. If thereis trouble in hearing the intervals formed by the altered tones, contrast them -with
the intervals formed by the same scale steps unaltered.
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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

8 S s

T T

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 VI}; chord. The raised 6th degree is always
used with the raised 1st degree in the VI? chord. The scale-line, or skips in the

of the tone into which it resolves.

'V? chord, should follow.

Section A.
(1) Construct double periods in the key of E major, using the Stride to

make extraneous modulations. Use suspensions and skips in the VI}; chord.:
Employ the meter and rhythms given on page 232.

Section B.

(1) 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) Read each exercise mentally.
(e) Have each exercise dictated as outlined on page 161.
4 4 3 2 8 2 1
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(3) Exercises for Melodic Dictation:

(a) Play the I, VI, Vi, I, I, V7, I chords in E major. Read each
exercise mentally, noting where the modulations occur and the
use of the VI 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 /a, thinking
the number-names, then singing the number-names.

(c) 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.

(d) Note the suspensions and sing the two tones that make the suspen-
sion, first without the tie, ie., placing the second toné on the
accent, then as written. Contrast several times until the effect is’
mentally grasped. .

(e) Play the antecedent phrase twice. Sing from memory to /s, sing
mentally the number-, ‘then the letter-names. Sing both aloud.

(f) Practise the other phrases in the same way.

(g) Transpose to the keys of A, D, G, C and F major.

(h) Have the melody dictated as outlined on page 87.

Nore. In these 6/8 syncopations, keep the pulse clearly in mind. As you read or think the tune,
beat the meter, using the arm movements, down, up.

é 1 Figure
/\s T—1 h N ——
g v - x
1 oy I I Vi Vi v/ V7
Sequence

 ——

1 B I, v I el IVl 1 ¢Vl

) l! I I 1 LS I
1 v 1GyY 1, 2 v° I EN 1, V  {

11 <!
T
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Section C.

(1) 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 /a 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, 80 as to preserve the metric accent. ) m J r’m
N—
— e
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(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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(3)

(e) Sing the following chord successions, first by letter-, then by number-

E major f§ minor B maj.

|
names, then to la: (1) I, VL VI,V 11 Ve, T, II L 5 I, oV°,

e minor G major ’ Ema;or ﬁ A Emayr" JF
VT I VI IIIb’ 12’ V3J Il IIZb) IIZiﬂn IZJ V#J N z/) I V;, 1##: V2>I

a min. VGmaJor Ve min. pl}.x.l ﬂ} major .M )‘?“d mm iy Am or
WAl Vgs,kll I, 117, V7,1 oY1 II“.,Vs, I,V \fllgg,VZI‘

l E major 0“% b

Yo—(_

IVb, Iz;{ 28 A4
Exercises for Sight-Singing:
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These are known as Cadential and Sequential

Abrupt modulations to remote keys may be made at any time after a cadence

and in the sequence of a figure.
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(2) Practise the following Intervals:

(a) Play the I, V?, I chordsin 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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Modulations. In all modulations it is best to have common tones. In Exercise
1, Section B (1), 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 15t degree of B the 6th of D; then a modulation to b minor and a cadence in
B major.

A Diminished Seventh-Chord is a seventh-chord, all the tones of which are
a minor third apart. In each major key, there are two: oV? chord, and

O 1

T2 1 LW )

the IV}, chord:

b 7
v Ve

The diminished seventh-chord is most useful in modulating, as each chord
may be spelled in four or five ways and resolved as a (V3, 11}, VI or IV}, chord.

-9 __ )
5% © maj. & cmin, &% A maj. & amin.
II7## Abmaj. H?# F maj.
VI7## Db maj. VI;t# Bb maj.
IV f min. IV d min.
H 0. L1
&% Fimaj. & fimin, V% E v Gh
44 D maj. 114y Cb
V17ﬁ# G maj. IV?#h ab min.
IV7§qb min.
Section A.

(1) Construct double periods in the key of B major, using cadential and
sequential modulations to remote keys. Use suspensions and skips in the
diminished seventh-chords. Embellish the tones of the chord by jumping from
the lower to the upper, or from the upper to the lower neighbors. Employ the
meter and rhythms given on page 242.

Section B.
(1) 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) Read each exercise mentally.
(e) Have each exercise dictated as outlined on page 161.

Nore. In taking down the chord symbols, do not try to analyze the keys. Write down the symbois
of the chords as you hear them, and determine the keys from the soprano.
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3) Exercue: for M elodic Dictation:
(a) Play the I, VI, VI, 1, IIzg,,, I,, Vi, I chords in ‘B major. Read each
exercise mentally, notmg where the modulations occur and how
they are made.

In Melody 1, the end of the second phrase is an authentic cadence in F§ major:
ﬁhe next phrase begms with the tonic chord of D major without any introduction.
But keeping the common tone F sharp. In Melody 4, the first section of the
third phrase is a figure in G major, the second section a sequence of this figure

in E major.

(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 /a, thinking
the number-names, then singing the number-names. Where thi
modulations are made in sequence, sing the entire figure.

(c) Note the suspensions and the neighboring notes.

(d) Play the antecedent phrase twice. Sing from memory to la. Siny
mentally the number-, then the letter-names. Sing both aloud.

(e) Practise the other phrases in the same way.

(f) Transpose to the keys of A, G and C major.

(g) Have the melody dictated as outlined on page 87.

Nore. In these abrupt modulations, determine the number-name of the pitch first, then the lette:
name.

‘/i Figure, ' Sequence

1 vi oo v L v 1 mv 1oL
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(1) Rhythmic Drill.

(a) Practise, using the arm movement to indicate the meter.

\!
e

The tie in 4/4 meter.

rhythm to /a on a major scale.
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(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.

(b) .Sing the letter-, then the number-names.
(¢) Sing to la, thinking the number- and the letter-names.

(d) Sing from dictation.

Sing the
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(e) Sing the following chord succe§)slons ﬁ:{;t by. letter- en by r}um\bd’
‘0&3&"’ &M 5\\ ~x

mes, the (1) I, T, VI, I, VI] V , V7
s maj WFM @B majors ﬁ’l 1”’ 2 - 1 Jm;or%“ *
V7 I IVh,,Iz,V7 I 11,,12,V7 I (2) I I VI7 1##, 7

Eb major < minor G major e min

B major

I VIISQ’ Vz’ I I Vs, Ii IIZh 1, Vi, I V—, I IV“ 1.. VL T.
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(2) Practise the following Intervals:

In the VI, 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
sth 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, v, VL,_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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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

a a a

generally a short note.

The lowered 2nd degree of the scale is used as a chromatic passing-tone from
the 2nd degree to the 1st degree of the scale. Skips may be made to and from
the lowered 2nd degree in the Vj, chord. Scale-line, or skips in the I chord,

should follow. ﬁ

Vi
Section A.

(1) Construct double periods in the key of F major, using cadential and
sequential modulations to remote keys. Use anticipations, suspensions and
skips in the V}, chord. Employ the meter and rhythms given on page 252.

Section B.

(1) 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.
(¢) Have each exercise dictated as outlined on page 161.

! 3177 3 ;385!
1 344 3 b 7

O I > '

FEFFE [T [P TT 1)
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BIWYV 1 IBVY, 1 FVVV ]
7 73 113 1] 9 4
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(3) Exercises for Melodic Dictation:

(a)

(®)

(c)
(@
(e)

@
(g)

Play the I, Vi, I, I}, T4, Iy, V3, Vi, I chords in F major, and
read the exercises mentally, noting the modulations, suspensions
and anticipations.

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.

Sing the tones which make the suspension, first without the suspen-
sion, then as written. Practise the anticipation in the same way.

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

Practise the other phrases in the same way.

Transpose to the keys of B, A, E; D and G major.

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 Fig.

v 1 1 cnly 1, v v
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EE=E

Section C.

. (1) Rhythmic Drill. The tie in 6/8 meter.
(a) Practise, using the arm movement to indicate the meter. Sing the
thythm to la on a major scale.

- ‘Nore. 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. his 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 find that his playing is much more rhythmic, therefore interesting, if he makes the effect mentally.
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(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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(e) Sing the following chord successlons,ysﬁrst by letter-— thén by nu}&n{;r—

S8 V70 (R major § 0y 13 T LESA mm,

names, then to la: (1) I Vi I, I, IIm[,, I, oVﬂ,i V7, I V,7, I
Gma.i.l Eiﬁmor C major ; pe e .+ F miajor % , b F major ", Q/G"l
, T LoV3L, LaV3LT, oV, T Vi, A, VL @) T 311;#,%%,

" F major G Ama) Bb ma) Fmaior

Db ma;orl bb mln &aj
LV}, LV, 1 11 V;,vz,,,l V7 1V, 1V 1 IV, L, Vs L

TR e A '
(3) Exercises for Szght-Smgmg
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Abrupt modulations may also be made by enharmonically changing the
pitch of a tone. This is known as Enkarmonic Modulation. In Exercise 1 the
pitch Ab, the fifth of the key of Db major, becomes G#, the 7th degree of a minor.

In 2 melody, skips may be made to and from the lowered 2nd degree of the
scale in the II,, chord with the lowered 6th degree. Scale-line or skips in the

V7 chord should follow. E

My,
Section A.

(1) Construct double periods in the key of C major, using chromatic and
enharmonic modulations to remote keys. Use anticipations, suspensions and
skips in the II,, chord. Employ the meter and rhythms given on page 262.

Nore. The chromatic inflection in 2 melody may often be cither a modulation or an altered tone in
the key, the modulation being determined by the harmonization.

Section B.

(1) 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.

Norte. In Exercise 1, fifth measure, you hear that the Ab has become G#, because Ab could not be the
7th degree of the scale. In Exercises 2 and 3 the key of Cp could have beea used in the place of B.
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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 Ckromatic Modulation. In Exercise 2
of Section B (1), first phrase, the chromatic inflection is in the bass; in the second
phrase, in the soprana. Chromatic modulation is one form of Sequential Modula-

tion.
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(3) Exercises for Melodic Dictation:

(a) Play the I, V7, 1, II,, II,,, V,, 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.

1 1 % ) S L, V 1 Iy6y%
Figure Part.Fig. Mod.Seq. Rep. Seq.
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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 sth 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,,, V} 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.
l/ (d) Transpose the intervals to F, D and B-major.
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(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. .

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

(0) Sing to la, thinking the number- and the letter-names.
(d) Sing from dictation.




ADVANCED EAR-TRAINING AND SIGHT-SINGING

270

Section C.

Sing the

the meter.

Review. Rhythms from Bach.

(a) Practise using the arm movement to indicate
rhythm to /a on a major scale.

(x) Rhythmic Drill.
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A

(e) Sing the following chord successions, firs lar letteI: th,en by nym
iz A it s tIngt
V3,1, V3,1 V 1V,I1IV I/

,¢ Tames, then to la: (1) LIV,IL,,

¥ bmin C major C major Db m: Cmaj
V7 I V7 11,11, 12»V7 I (2) I HthHx»,Inng I / oW L ng
Bmaj Bbmai Cmaj dmln. C major | \ ¢ 1 ‘

[}
oV9 oVE,I Vi, 1V, 1 V’zfr I, IV, Iy, I, V', L.

4 0\(

(3) Exercises for Sight-Singing:
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In a melody, skips are often made from above to the lower neighbor of a tone,
or from below to the upper neighbor of a tone. An entire arpeggio may be
embellished in this way, as the Bp chord in the sixth measure of Melody 3,
Section B (3). The neighbor generally resolves immediately to the tone, though
it may jump to the other neighbor before resolving, as in the first measure of
Melody 3, Section B (3). .

Skips may be made to and from the lowered 2nd degree of the scale in the
chord with the lowered 6th degree. Scale-line or skips in the V7 chord

oY bh

should follow. |
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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.

Yy —S —

o bbb o o

X OOy o IV -1 o 1S 1%
= 0 bt bo e
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(3) Exercises for Melodic Dictation:
(@) Play the I, Vi, I, IV, II,,,, I, V7 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 /g, thinking the number-names,
then singing the number-names.

(c) Sing the measures which have skips in the II,, chord. Contrast
the altered and unaltered forms of this arpeggio.

(d) Play the antecedent phrase twice, sing from memory to /a; sing
mentally the number-, then the letter-names. Sing both aloud.

(¢) Practise the other phrases in the same way.

(f) Transpose to other major keys.

(g) Have each melody dictated as outlined on page 87.
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Section A.

(1) 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 (V}, chord. Embellish tones by jumping to the neighbors. "Em-

ploy the meter and rhythms given on pages 270-271.

Section B.

(1) 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..
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(2) Practise the following Intervals:
The same intervals will be found in the 4V}, chord as in the II,, chord.

(a) Play the I, IV, II,, IIy,, oV}, Vi, and I chords in the key of
D major. Think the sound of the intervals.
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Section C.
(1) Rhythmic Drill. Regular Rhythm in 9/8 meter.

(a) Practise using the arm movement to indicate the meter. Sing the
rhythm to /z on a major scale. ~ In 9/8 meter use the same arm movement
as for triple meter, and mentally subdivide each pulse into triplets. All of
the rhythmic figures used in 6/8 are found in 9/8 meter.
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(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. g3
(d) Sing from dictation. &

—~Nors, Siag-the qﬁuﬁltkat are eaharmonically changed, with both spellings-and gesolutions. Work
carefully for correct intonation, as these exercises serve no purpose uniess sung perfectly in tune.
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(3) Exercises for Sight-Singing:
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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 161.
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(2) Practise the following I ntervals: '
(a) Play the I, IV,, II,, V7 and I.chords in the key of ¢ minor. Think

the sound of the intervals.
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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 1, Section B (1), the Ist degree of ¢ 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 ¢ minor, becomes the leading-tone of Db; the
Db in the soprano, the st 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 melodic scale,

01

and is harmonized by the II,, II}, IV, or IV{ chords.
b Ly 1V y

o’y IV

Section A.

(1) Construct double periods in ¢ 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.

(1) Practise the following Chord Successions: .
(a). Play the entire exercise, listening to the character of the chords and

modulations.
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(b) 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.

(c) Sing the intervals.
(d) Transpose the intervals to other minor keys.

(3) Exercises for Melodic Dictation:

(a) Play the I, V7, I, IV, II}, V7 and I chords in the key of ¢ minor.
Read each exercise mentally, noting the modulations and embel-
lishments.

(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) Play the antecedent phrase twice, sing from memory to /a. Sing
mentally the number-, then the letter-names. Sing both aloud.

(d) Practise the other phrases in the same way.

(¢) Transpose to other minor keys.

(f) Have each melody dictated as outlined on page 87.

[y
- N N I e LN ]
P11 1T LR 1 —a T N e Il i ¢
0w *




289

ADVANCED EAR-TRAINING AND SIGHT-SINGING

= 3
1
.

N

Ca

b

" — .

o
(A SN Ay~ { A SE M S STEN W AR W WA { A SrE SIS SRR S
- ' -4

TR R _ /Sy S W ST S——
A . S ¥ S—— ¥ —




288 ADVANCED EAR-TRAINING AND SIGHT-SINGING

(1) 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.
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(2) Practise the followmg 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.
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(e) Sing the following chord successions, first by letter-, then by number-

| ¢ minor Db maJ D maj. FH maji
names, then to la: (1) I, IT], V] I, 117V, I V I V, 1 oV, 1
};;:norl i - ¢ minor - | I - c minor 9} | A mai. |
oV% I IIL, 113, I, 113, V7, L (2) L, IVY, I, II%, I,, oV3y oV3, I,
E maj. D maj. ¢ minox W' \ !
I 9 [ 11 . " | \%
OVh I Ong I IIIU V27 I'

(3) Exercises for Sight-Singing:
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(2)  Practise the following Intervals:
(a) Play the I, IV, IT;, V] 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.

(3) Exercises for Melodic Dictation:

(a) Play the I, IV,, IT},, I,, V7 and I chords in the key of € minor. Read
each exercise mentally, noting the modulations and embellish-
ments.

(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) Play the antecedent phrase twice. Sing from memory to /a. Sing
mentally the number-names, then use the letter-names. Sing both
aloud.

(d) Practise the other phrases in the same way.

(e) Transpose to other minor keys.

(f) Have each melody dictated as outlined on page 87.
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Section B.

(1) 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 16I.

1 ~
6 8 5 6 b 7 8
exq 2 4 2% g dan ga
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|
11§ 1Fy%V 18y%V I I L, ¢ 1ev] 1

7 8
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s 1 3., 3\ 3 83 y 85!"{\{’
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Section C.
(1) Rhythmic Drill. Regular Rhythm in 12/8 meter.

(a) Practise using the arm movement to indicate the meter. Sing the
thythm to /z 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.

otz d DJTI MNTI W MNTITET
@ mJ JU- J- |J o4 obJ- J J’n
o J dd MTIITI T4 dTIITI
@ .L_/JWJ cbcl ub |J-\/J .bJ ;bm 1

N rrPrrrr RLEELX LD D des1
© JT3 T34 JT3 335338 M

J'\__’/m &_/mI'J-\_/J'\/J~ J' 1}
SRS Jdd 0 S e
JTId M ST fT35Tdd 4

L b4 TR S FRITIL_S

eI YRSy IR
J. Jddd: s4d4 {dadddded Dd- 1

\__/v

(2) Practise the following Chord Successions:
a) Sing each exercise mentally.
%b) Sing the letter-names, then use the number-names.
(c) Sing tola, thinking the number- and letter-names.
(d) Sing from dictation.
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(3) Exercises for Sight-Singing:
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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.

The Two-part Song-form resembles and is hard to distinguish from the con-
trasting double period, the difference being that the cadence at the end of a part
is heavier than that at the end of the first period. Many hymn-tunes and
popular songs are written in this form.

In minor the 4th degree is raised in the II}, and IV, chords.

ety

oy v
The 4th degree is raised in conjunction with the 6th in the II, IT}, IV,,

and IV}, chords.

Section A.

(1) Construct Two-part Song-forms in f minor, using all types of modula-~
tions to next related and remote keys. Use all embellishments, and employ the
meter and rhythms given on page 297.

Section B.
(1) 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.

19483808 44 £ P17

1
s1mw IDVIV] 16V VW 1 BV Lcvl I IV}
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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 Two-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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(3) Exercises for Melodic Dictation:

(a) Play the I, IV,, IV}, 117, I,, V7 and I chords in the key of f minor.
Read each exercise mentally, noting the modulations and em-
bellishments.

(b) Sing the last few notes in the key before the modulation, then the
first few in the new key, first to /s, thinking the number-names,
then singing the number-names.

(c) Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-names, then use the letter-names. Sing
both aloud.

(d) Practise the other phrases in the same way.

(e) Transpose to other minor keys.

(f) Have each melody dictated as outlined on page 87.
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(2) Practise the following Intervals:

(a) Play the I, IV, II},, V7 and I chords in the key of f 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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o b STTL ST 4 b
o TET R ET BT BT A
@ dif T 4 4 o
o T T TR
TEL T I

T TR TR TRRIT TR
I N e e B B S R

ST Y T

T TR,

J A FRE FNE
S99 FTd TR0

d R T
J._'E\_/J.—'TJ J- ! Bach,
EEIT L v
J' J .b J' J Il

SRR J !

(2) Practise the following Chord Successions:
(a) Sing each exercise mentally.
(b) Sing the letter-, then the number-names.
(¢) Sing to la, thmkmg the number- and letter-names.
(d) Sing from dictation.
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Section C.

(1) Rhythmic Drill. Irregular Rhythm in 12/8 meter.
(a) Practise using the arm movement to indicate the meter. Sing the
rhythm to /a on a major scale.
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(3) Exercises for Sight-S




ADVANCED EAR-TRAINING AND SIGHT-SINGING 313

LEesson 33

When three parts are used, the composition is known as a Three-Part Song-
Form. In the Three-part Song-form the third part is always an exact or modified
repetition of the first part. This is the most common construction in all art
forms. The aria da capo, most songs and short piano pieces are written in this
form. The cadence at the end of the first part is the same asin the two-part
song-form; the cadence at the end of the second part is generally a perfect au-
thentic cadence in the key of the dominant or dominant harmony in the key;
the cadence at the end of the third part is a perfect authentic cadence in the key.

In minor the 2nd degree is lowered in the II,, IT] and oV} chords.
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(2) Practise the following Intervals:
(a) Play the I, IV, IIy,, V7 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.

(3) Exercises for Melodic Dictation:

(a) Play the I, IV,II,, I, V" and I chords in the key of cff minor. Read
each exercise mentally, noting the modulations and embellish-
ments.

(b) Sing the last few notes in the key before the modulation, then the
first few in the new key, first to Iz, thinking the number-names,
then singing the number-names.

(c) Play the antecedent phrase twice. Sing from memory to la. Sing
mentally the number-names, then use the letter-names. Sing
both aloud. .

(d) Practise the other phrases in the same way.

(¢) Transpose to other minor keys.

(f) Have each melody dictated as outlined on page 87.
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Section A.

(1) 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.

(1) 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.
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Section C.

(1) 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 3

and 6 Debussy draws a dotted bar to show the division. In 7, Elgar shows the
measure by the beaming.

Tschaikowsky Path.

(1)5JJmJJ d 4 d 1JJJ‘J‘JJJJ d 4 |
JJmJJmJ |JJmJJmJ)7¥¥n
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c$ minor E maj. e m

)
(e) Sing the following chord successions, first by letter-, then by numper-
C %27

[ I |
names, then to la: (1) LIGGVVLT VY 1 11,1, I, Vi, I

F major a minor d minor Y c# minor

I [ (I ] l
V: H;m L I V7V;7 Il ‘1’7 I VL I) II;#) 127 IVZ#; I, IIZ#H; VZ’ I-

c# minor f% min. e minor A maj. d miner ¢ minor

| || 1 Il I ]
() 1, V3L, I VLT V7, 1 I Vi T V3, Vi, 1 I,V I
‘L

c# minor | 3
: 7 7 7 7 ! ! e%
ng’ VI: I’ Vz: Il; IV#: I2: Vz: I'
(3) Ewxercises for Sight-Singing:
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(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.
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INTERVALS

Lesson Position To sing as Unrelated
On Staff In Major Scale In Minor Scale In Chords Up Down
Major 2nd | All but e-f, bc | All but 34, 7-8 All but 2-3, 5-6, 7-8 | All 7th Chords 1-2 5-4
but the IV7, I
Minor 2nd | E-f, bc 34, 78 2-3, 5-6, 7-8 IViand T’ 7-8 8-7
Major 3rd Fromc, f&g From1,4 &5 From 3,5 &6 All Chords but 1-3 31
the VII
Minor 3rd Fromd,e,a&b | From2,3,6 &7 From1,2,4&7 All Chords 35 5-3
Perfect 4th | All but f-b All but 4-7 All but 47, 6-2, 7-3 | All but VII 5-8 8-5
Perfect 5th | All but b-f All but 74 All but 74, 2-6, 3-7 | All but VII 1-5 51
Major 6th | Frome,d,f&g | From 1,2,4 &5 From2,3,4&6 All Chords 5-3 35
Minor 6th | Frome,a&b | From3,6&7 From 1,5 &7 Allvﬁhorda but 3-8 83 —
Major 7th Fromc & f From 1 &4 From1,3 &6 v 1-7 71
Minor 7th Fromd, e, g a| From2, 3,5 6 & 7| From2,4,5 &7 All 7th Chords 54 82
&b but IV, I’ -
Aug. 4th From f-b From 4-7, 1-44, b6-2, | From 4.7, 6-2, 1-#4, | V', IU'#¥, II'b, 47 74
6-42, 3- 3-h6 oV, VIHE
Dim, 5th From b-f From 74, #4-1, 2-b6, | From 7-4, 2-6, §4-8, 74 47
) $6-3 h6-3
Dim, 7th Fr;zs 7-b6, #2-8, | From 7-6, #4-3 o VY, 1175, Vg ﬁ:;‘g: g.:h LE:?:: gzh
Aug. 2nd Frg% b6-7, 8-#2, | From 6-7, 3-#4 Minor 3rd | Minor 3rd
Aug 5th From 5-42 From 3-7 }/ﬁ iilrl1 %{/[?11. Minor 6th | Minor 6th
Dim. 4th From §2-5 From 7-3 Major 3rd | Major 3rd
Minor 9th From 5-p6 From 5-6 b Minor 2nd | Minor 2nd
Aug. 6th Frdo_rgz p6-#4, b2-7, | From 6-#4, b2-7 117##&, Vi, Vi# | Minor 7th | Minor 7th
Dim. 3rd Frgg:4 #4-56, 7-b8, | From $4-6, 7-b2 Major 2nd | Major 2nd
Dost:;}b‘le Dimf From #2-b6 117, Vb Per. 4th | Per. 4th
Dﬁ"‘&“@ From po-42 Per. 5th | Per. Sth
e | 3
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