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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 tlie

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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CHAPTER I

TRIADS

A Chord is a combination of three, four or five tones placed one above the

other in thirds:

The tone upon which the chord is built is called the Root.
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: R A four-tone chord is a Chord of the

Seventh (seventh-chord) : 8 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 (I), or Tonic Chord; if the fifth

degree, a Five Chord (V), or Dominant Chord; etc.

i vnivvimvnv*
Roman numerals are used as symbols of chords.

In triads, there is a duplication one ocfrave higher of one of the tones, generally
the root. The tonic chord is I, 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 jth when the fifth of the chord is in the soprano. It is

[1]
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When the V chord progresses to the I chord as in (a) the root V in the bass

progresses an harmonic step to the I; the yth degree in the soprano progresses to

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

progresses to the 3rd.

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

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

degree remains at rest.

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

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

LESSON i.

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:

In writing a melody, using chords as a basis, first divide the staff into

measures and place the chord symbols underneath, one chord for each pulse.

The choice of chords is determined by the harmonic law.

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

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

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

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

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

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

generally ends with a Perfect Authentic Cadence.

A melody may follow the line of a scale up or down. In working from an

harmonic basis the melody will move along the scale-line from some tone of the

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

The tones which come between the tones of the chord are called Passing-Tones,

and do not affect the harmony.
At any time the melody may stop and embellish a tone of the chord by pro-

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

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

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

upper to the lower neighbor or the reverse.

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 ike position of the yd 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

key are:
-vr

iv

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

VII

III

VI

II

V
I

IV

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

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

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

and is nearer the key-centre.

Compositions generally begin with the I chord and may progress to any
chord. As all other chords are active, they will have to progress to more active
chords until they come to rest on the I chord. For example, if we progress
from the I to the VI, the VI will progress to some other chord nearer the centre,
the IV, II or V, and then to the I.

The V and IV chords are the only chords which may progress immediately
to the I. The other chords will pass through V or IV before going to L The
III always goes to IV or II before going to V.

This law of the progression of the roots 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.

32 36 673557 8
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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 ?
I - 3, from the Root to the Third of the chord.

The Minor 3rd, 3
-

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

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

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

The Perfect 5th, 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.

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

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

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

yth
- 2nd degree
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The melody may start with 8 and progress down the scale to 3, making b,

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

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

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

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

Section B.

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

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

tones of the major scale. If the I chord is in octave position, it sounds com-
plete; if it is in the position of the third or fifth it gives a feeling of rest, but
sounds incomplete or questioning.

The V chord sounds unfinished and as if the I chord should follow. It is an
active chord and needs resolution into the I chord, because its root is the nearest
related tone to the I chord in the harmonic series and two of its upper voices
are active tones in the major scale and demand resolution.

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

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

Practise as follows:

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

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

(c) Play the first chord and think the sound of the others. Test with
the piano to see if you think correctly.

(d) Use each exercise for dictation as follows:

(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.

3285578
Exercise I would be written:

I I I I I

IV I I V V I

The chords of this exercise will be heard thus: The first chord as the I, the
next a different chord demanding resolution into the I, so it must be the v'; the
next the I, as the resolution of theV

;
the next as the same chord, the position having
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Practise the following:

(a) Play the I, IV and V chords in the key of C. Think the sound

of the intervals. Test with the piano. The intervals in

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

in the I, IV and V chords.

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

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

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

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

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

Practise:

(a)

(b)

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

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.

(c) 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.

NOTE Let the construction of the melody help in memorizing. In 2 the first four notes forma

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 ist -6th degree
2nd -yth degree

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

7th -5th degree
Perfect 5th, Root to Fifth, from from the 4th -8th degree-

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

2nd- 5th degree

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

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

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

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

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

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

A
JDL.

"
I n "o I

The next interval might be heard in the following ways:
(a) As a major 3rd, but not in the I chord. If the new chord is recog-

nized as the V chord, its position is known to be from the 5th to
the 7th degree of the scale.

(b) If the scale-degrees 5 and 7 are recognized, it is known to be a major
3rd and a part of the V chord.

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

The next interval might be heard:

(a) As a perfect 5th and in the 'same chord as the preceding interval,
therefore from the 5th to the 2nd degree.

(b) If the scale-degrees 5 and 3 are heard, it" is known to be a perfect
5th in the V chord.

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

felt to be a part of the same chord as the preceding interval, so
it could not be from the ist degree to the 5th, but from the Root
to the Fifth of the V chord, and from the sth to the 2nd degree.

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

next, a minor 6th, 3 up to 8. Unless we realize that these intervals are in the
same chord as the two preceding and sound in relation to the root of that chord,
the key-centre is lost. If they 'are known to be a perfect 4th, from the 5th to
the ist (or Root), and a minor 6th, from the 3rd to the Sth of the V chord (not
of the scale), they are easily placed in the key.

The last interval is heard as a major 3rd in a different chord. As only the
I chord may follow the V chord, the interval must be from I to 3.
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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.

6 88 55 654 3 284 567 8
S I I I

* M8 2 2 3 8 3*
'

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

pulse.

(4) Play the phrase again for correction.

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

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

rhythmic figures, sequences and repetitions.

The chord symbols indicate the harmonic background. The

question of inversions to avoid parallel fifths and octaves is

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

Section C.

(i) Absolute Intervals.

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

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

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

the tonality has been reestablished. The position of intervals on the staff and

in the major scale, also of what chords they are a part, must be known so that

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

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

To sing a major 3rd up, make the lower tone I and sing 3; to sing a major

3rd down, make the upper tone 3 and sing I.

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

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

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

tone a major 3rd below, calling it I.

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

measure is felt from the up-beat to the up-beat. $ J* | J J) J J^|J J) Jo

3

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

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

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

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

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

tune. The pupil should relax and allow the entire phrase to
make an impression on the mind; he should not spend time
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(3) 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, c, e, g, c, etc. Sing the
numbers of the scale-steps, I, 3, 5, 8, etc,

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

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

(e) Sing each chord as follows: Root, 3rd, 5th, 8th, 5th, 3rd, Root.
(f) Sing the exercise to a neutral syllable, as la, thinking first the letter,

then the number-names.

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

*

IV_

iv.

IV_

3

IV.
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(2) Rhythmic Study: J. J J in
o

JT3 \S7fnm .-TTJ JT3 i/"TJ J-

<D J. JT33 ^^ ^^
<) JTJ J JJJJiJ J) J- 3J J- 3J JSWHiJJJJJJJ-n
< J> i J J> TT3 i J J> JT3 i J JJJJj- 3J i j- 2J J n

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., J J J <* J J73J or JjJJJJ In each

of these figures there is a feeling of stress on the first tone and relaxation for
the other tones. Each group should be mentally conceived as a figure before

singing, the eye taking in as a unit the figure on each pulse and not each indi-
vidual note. It has been found practical in studying these exercises to sing a

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

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

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

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

Rhythmic Study contrasting J. JJ
J and J JJJ.

JT3JT3,/TJJ J3.JT3JT3J J3J.

J3,J

'(j>J).J J3J JS i JT3 JTJ3 , J J3J35533.J5S3SJ

,J J)J J3.J35S ._\m JT1S.JT3 J J3,J. J,,
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(4) Exercises for Sight-Singing:

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

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

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

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

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

J J>UJ>JJ

i rrrinrri
J

Folk-Song
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A Period, when regular, consists of two phrases, each usually four measures

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

V chord, 5, 7 or 2. This gives the effect of being incomplete and makes a Semi~

cadence. The consequent phrase ends with the I or 8, a Perfect Authentic

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

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

Section B (3). (Page 18.)

A period is in Contrasting Construction when the antecedent and consequent

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

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

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

which sounds like a minor 3rd, is often retained, J J HP but gen-

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

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

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

I I IV I

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

descending.

V V I

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

ascending and descending.

Section A.

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

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

rhythms in 6/8 meter: J. ; j J> 9 JT3 ; J J3 i J35J33 J J-T3

Section B*

(i) Play the following chord successions, listening to the difference in sound

of the I and V chords in minor. The I is a rest chord ^as in major, but is minor

in quality on account of the lowered 3rd degree. The V chord is active, is major

in quality, and sounds the same in the major and minor modes.
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LESSON 2

A phrase in music corresponds to a simple sentence in English. In Englisha compound sentence is often used; this is, in reality, two sentences, each
expressing a complete thought, the one qualifying the other. In music a Period
corresponds to this form.
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B 34 3
6

8

(2) In minor the position of the major and minor intervals in the I and
IV chords will be changed on account of the lowering of the 3rd and 6th degrees
of the scale. The minor 3rd will occur from the root to "the 3rd of the chord; the

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

the 8th of the chord; the minor 6th from the 5th to the 3rd of the chord. The

perfect intervals will remain the same. The intervals in the V chord will not

change.

Practise the following:

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

(d)

(e)

Practise I, 2, and 3, as follows:

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

active or at rest.

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

lution before playing it.

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

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

Transpose the exercises of Lesson I to c minor.

In Exercises 4, 5, 6, 7 and 8, in C major, the IV chord is used. The IV chord

is major in sound, and is an active chord because its root is the first harmonic

tone below the Tonic and two of its upper voices are active tones in the melodic

series. The IV chord resolves into the I, or it may progress into the V. It is

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

I; it impresses the ear as if another chord could be played before its resolution

into the I. It is impossible to think a, chord between the V and I.

Practise these Exercises as follows:

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

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

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

Think the sound of each exercise.

Have the exercises dictated.

Ex. 5 would be heard: firs^a I chord; next an active chord, before the reso-

lution of which another active chord could be substituted; or as an active chord

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

(f) Transpose each exercise to c minor.

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

;
1 1667 85 67 8

(c)

(d)

(e)

TT
JA

r

ÎV II V V



ADVANCED EAR-TRAINING AND SIGHT-SINGING 19

11 fMnrpiLULJfrii ii

jj 'i jd*irpr PI

ifjrr rr

(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.

(i) Absolute Intervals.

There are minor 3rds on the staff from d-f, e-g, a-c, b-d; in the major
scale from 2-4, 3-5, 6-8, 7-2; in the I, V, II, IV, VI and III chords. To sing
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(3) Exercises for Melodic Dictation and Sight-Singing.

Practise:

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

(b) Read the melody mentally. Test.

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

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

Sing aloud.

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

(e) Play the entire melody. Sing from memory.

(f) Transpose to d minor; to b minor; to C major. Sing first the

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

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

analyse the rhythmic figure on each pulse. Concentrate upon

the figures of three notes to the pulse, J J J , J ^3 >
an^

J. J J ^
If there is confusion of J ^ and J* 3 J ,

^In-

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

"Rhythmic Drill," page 10.

I IV IV V I V V 1 I
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(4) Exercises 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 cf the scale-steps; to the

letter-names of the pitches.

(c) Sing to the syllable la, thinking first the number-names, then the

letter-names.

Note the skips in the IV chord.

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: J. J J J

*>i
j J>J

J

J3,jm J J) J.

J>i JT"3 J J3iJT33J J3 JJJJJJJ- JT^iJ- J7JJ

J>iJHJ!Hj-J73i JT3 J J> J JOJTB
J> JT33,JT33JT1 ,n?3J J3.J

The three sixteenths in the figure group themselves with the

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

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

as in the preceding Lesson, These exercises should be sung at a moderate tempo,

about J. =69, gradually increasing to about J. =88. In
all^of

the drill both for

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

tone-production.

(3) Practise the following Chord Successions:

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

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

(c) Sing to 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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8

Mendelssohn .
9

*=

Brahms 10
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13 44 27 1

II IV II V V

T

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

to the 3rd and the root to the 5th of the chord: from the 2nd to the 4th and

the 2nd to the 6th degrees of the scale. The intervals in the II chord will

follow the intervals in the IV chord, and will be followed by intervals in the V
chord.

Think the sound of
Practise the following:

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

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

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

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

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

Section A.

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

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

J7J33J- J

Section B.

(i) Practise the following Chord Successions:

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

or at rest, major or minor.

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

(c) Read each exercise mentally.

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

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

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

is made, determining if the quality of the chord is major or minor. Remember
that a chord is not repeated over the bar.
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1
(a) (b) (c) (d)

o
I

(e) (a)
o

(b)

dft:OOP
IV n

(d) (a) (b) (c) (d) (e)

(d) (e)
6

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

the II chord and employing the rhythmic figure I

J"J"J
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.

O H V V I I
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Sing the following chord succession in the same rhythm as 3: 1, II, V, IV, V, I.

Sing the following in the same rhythms as 3 : I, IV, I, IV, II, 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

placing 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 pitch.

(b) Sing each exercise to the number-names; to the letter-names.

(c) Sing to the syllable /a, 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.
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Section C.

(i) Absolute Intervals.

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

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

and sing 5.

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

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

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

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

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

(2) Rhythmic Study: 8

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

rhythms to la in a major scale.

J. J J> ,JT3
JT3 JT33 iJT33J

JT33 JTJ3

JT33

J3iJ"T] JT33

JT33

J3.-TJ3]

J>

J7H
J3J

J- 9 J

(3) Practise the following Chord Successions:

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

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

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

(d) Sing from memory.
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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 Ichord. This progression

is known as the Deceptive Cadence.

V VI
II VI IV VI

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

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

the chords are fulfilling the harmonic law.

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

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

progressing to the V chord.

6- - 7

n v

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

chord progressing to the IV chord.

'7- 6

i m iv
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LESSON 4

The VI chord is minor in quality. It is preceded by the I chord and may be

followed by any chord but the I. In the harmonic series the root normally

progresses to the IV.

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

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

melodic progression 8765.

i m iv i
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(2) The minor 3rd and perfect 5th in the VI chord are from root to the 3rd

and the root to the 5th of the chord; from the 6th to the 8th and the 6th to the

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

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

Practise the following:

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

of the the intervals. Test with the piano.

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

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

Play the lower tone, sing the upper.

Play the upper tone, sing the lower.

Transpose the intervals to the keys of C and G major.

(c)

(d)

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

U

vi iv n

(d) (e) (f)
6
(a) (b) (c) (d) (e) (f)

ffi"

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

the VI chord and employing the rhythmic figures J J"3J , J J J"3 in 6/8

meter.
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Section A.

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

using the I, V, II, IV, III and VI chords as a basis for the melody. Employ

the rhythms given on page 28.

Section B.

(0 . 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

theit relation to the IV and the I chords. The II, having two tones m com-

mon with the IV chord, sounds like the IV; the VI, having two tones in common

with the I chord, sounds like the I.

(d) Read the exercise mentally.

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

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

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

(l) 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 I
;
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 I. Test.

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

(2) Rhythmic Study: The Up-beat in 6/8. Jj

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

rhythms to la on a major scale.

(a) I

(b)

(c)

(d)

(e)

(f)

J J

J3.JTJ JT33.-TJ3HJ J3iJT3 J J3.JTB3J

J J3.J

/T33/7J] ,J Vii
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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 la.

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

Sing aloud.

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

(e) Play the entire melody. Sing from memory.
(f) Use the arm movement for beating the meter and mentally analyze

the rhythmic figures.

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

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

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

II VI IV I IV V

iS
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(e) Sing the following chords in the rhythm of I : I, IV, II, V, VI, V, I.

Sing the following chords in the rhythm of 2: I, II, V, I, VI, IV, V, I.

Sing the following chords in the rhythm of 3 : I, VI, V, I, VI, IV, II,

V, 1.

(f) Additional pitch drill. In the following exercises think, then sing,

using letter- and number-names:

(1) Root of I chord, R of IV, R of V, 3rd of I, 3rd of V, 5th of V,
R of I, 3rd of IV, sth of IV, R of II, 5th of V, R of I.

(2) R of I, R of IV, 3rd of II, sth of II, R of V, 3 rd of V,
RofL

(3) 5th of I, R of V, 5th of V, 3rd of I, 3 rd 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:
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Note that each of these phrases divides into two sections of two measures

each, as indicated by the slurs. Remember that when the phrase begins on the

accented pulse of the meter, the measure is from bar to bar. When the phrase
begins on the up-beat, each measure begins on the up-beat. Ex. e divides as

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) Siftg using the letter-names; then using the number-names.

(c) Sing to la thinking the letter-names; then think the number-names.
(d) Sing from the chord symbols without reference to the notes on the

staff.

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

n j. j JMT J
plf Q^J

V\l.

iv
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CHAPTER II

INVERSIONS OF TRIADS

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

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

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

Ii

When a chord has its 5th in the bass, it is in the Second Inversion, (ro oo ~

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

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

inversion: Ii.

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

diatonic scale.

LESSON 5

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

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

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

below, the same as when in fundamental position.

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

law will be ignored.

r r

r
vii \ ivt

Section A.

(i) 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.

Play the lower tone, sing the upper.

Play the upper tone, sing the lower,

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

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

not divided by bars.

(c)

(3) Exercises for Melodic Dictation and Sight-Singing, containing the skip

from 4-7 and ^J and Jj on the Up-beat in 6/8.

Practise,

(a)

(b)

(c)

(d)

(e)

(f)

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

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

Practise the consequent phrase in the same way.
Play the entire melody. Sing from memory. In memorizing, keep

,a mental picture of the contour of the melody on the staff.

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.

(l) "Practise the following Chord Successions:

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

major or minor, in fundamental position or inverted.

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

inversion and think the fundamental position.

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

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

times, then go back until you can hear it.

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

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

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

sound top-heavy. They can be distinguished by the smooth progression into
the next chord. This is difficult and cannot be mastered in one lesson. It is

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

4

rr
i
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^
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Section C.

(i) Absolute Intervals.

There are major 6ths *on the staff from c-a, d-b, f-d, g-e; in the major

ccale, from 1-6, 2-7, 4-2, 5-3; in the minor scale, from 2-7, 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.

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

(2) Rhythmic Study: The Up-beat in 6/8, J""J"3

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

rhythms to la on a major scale.

m .m -rn -
...

JT3J J>JT3 J J3JT3 .rJfflJ J>iJ- ..

JT3.J 7/T3.J y JT3 .JT73J J>

J J),J ? JT33.J y J J3..J3TO3J- Jn
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JTI jn , ,rn j

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

phrases or breathes properly,

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

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

J
Folk-Song

8

I
J
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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 /#, 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.

I-

m

VI.

m
'fl^

f

IV.

r
| j "> r i

* J>

IL

VI.
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When the measure begins on the secondary pulse in 6/8 meter, avoid stress-

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

indicated by brackets in Ex. I.

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

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

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

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

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

simple or compound, is decided by the number of long syllables in the complete
thought of the text. If there are four long syllables the meter is duple or triple;

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

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

J J

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

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

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

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

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

simple meter and making two phrases where one was intended.

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

>t J j , j. j> j j , j j j
Bless - ed are the men who fear Him, they ev ~ er

j n j. J> , j ,,

walk in the ways of peace.

The sentence can also be read making Blessed, men, they and way the principal
and stressed words. This changes the meaning of the sentence and would be set:

sf J J i J. J) i J- J> J J i

Bless - ed are the men who fear Him,

j n. j n , J- J>. j

they ev -er walk in the ways of peace.

The tendency in singing this phrase as in I is to give too much stress on the
word Blessed, and equal stress to each long syllable, making it sound like the
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*ij. j
p r'jj

Ce) Sing the following chords to the rhythm of 2:1, VI 1? VI, IVj, Hi, V, I
;

to the rhythm of 3 : I, IVi, IV, II i, II, V, Vj, I; to the rhythm of 4:

I, Via, VI, IV1} IV, II a ,,V, I.

(f) Additional pitch drill. Sing the following exercises, first with the

letter-names, then with the number-names:

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

(a) R of I, sth of 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) 5th of I, 3 rd of VI, sth of IV, R of IV, 5th of II, R of II,

SthofV, 3rdofV, Rof I.

(4) 3 rd of I, sth of VI, R of IV, 5th of IV, R of II, 3 rd of II,

RofV, SthofV, Rof I.

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

(4) Exercises for Sight^Singing:



ADVANCED EAR-TRAINING AND SIGHT-SINGING 53

LESSON 6

A chord in the second inversion is used in three ways: in chord repetition

J J J

' 1 '

r r

; as a suspended or appoggiatura chord, resolving to the

triad on the same bass tone ; as a passing-chord, resolving to a

I* V

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

r r r

..

i v,
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f pf J'.jr -Oj p

Folk-song
12

Folk-Song
11-3

Cf If 'i^U JJg
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6

(2) Practise the following Intervals:

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

3BE

I VI IV IV V I

ztt
IIo o

3

it II
lit o o

8~
,
U Z=L_

^>, o

o o

6

U J

8 TT"
^e^ 3
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In this Lesson the second inversions of the I and IV as appoggiatura chords

will be used.
dtfcoo

I, IV,

These chords occur generally on the accented pulse of the

The second inversion of the I resolves to the V chord. As the 5th of the

chord is always doubled in second inversions, it sounds like and is often mistaken

for the V chord. It is generally used preceding the V chord at the authentic

cadence. It will be preceded by the I, Ii, IV, IVb VI, II or Hi.

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 i, IV

or IV, This chord is sometimes used on the unaccented pulse as in bection 13

(i) (5), and at the cadence, as in 8. This is known as a Plagal Cadence.

ionsr parallel and contrasting periods in Bt> major, using the I,, IV 2

and all chords in fundamental position and first inversion as a basis for the melody.

Use 6/8 meter, beginning on the 4th pulse.

Study the rhythmic grouping of Lesson 5, Section C (2), page 47, and the

melodies in Section B (3), of this Lesson.

Section B.

(i) Practise the following Chord Successions:

(a)

(b)

(c)

(d)

tbtfbJG tf/tflf J\JW\tW*IV^ >*,. <~r ~ -, -

Play each exercise, listening to the character of the chords and

inversions. _

Pause after each second inversion and think its resolution.

Read the exercise mentally. Test.

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

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

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

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

8

-o-

i i! y i i. v
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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.

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

(2) Rhythmic Study: J. JJ and the Up-beat J) p

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 I

J"J
which is the combination of a J tied to

J
1 W

J
I H give a slight pressure on the dot so that the second pulse

is perceptible
to the listener. J^J T3

>
NOTE. 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.

(a) Play the I, VI, IV, II, I 2 ,
V and I chords in Bb major.

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

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

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

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

group as a unit.

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

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

NOTE, When there are consecutive skips in the same direction, do not think the separate tones, but
analyze the chord. In Ex. 1, the third measure, the leaps down from the 3rd degree must be in the VI
chord. In a melody like Ex. 6, third measure, do not try to remember the pitches: analyze as a scale
from the 5th degree for six sixteenths ending on the next pulse.

Figure Rep. Modified
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n.

j.

Ii- IV_

-
IV,

(e) Sing the following chords to the rhythm of I : I, IV, I 2, V, I; to the

rhythm of 2: I, I 1} IV, IIx I2, V, Vi, I; to the rhythm of 3 : I, IV2 ,

I, Vs , Ii, IV, Hi, I 2, V, I; to the rhythm of 4: I, IV2,
Vl5 V2,

Ii, I, 12, V, I.

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

(4) Exercises for Sight-Singing:
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J J J. J>,J

j n(2)

(3)

(4)J)|J- J3J.

) J), JJHJT3J. J3i J331JT3J'
(6) J) | j. J3 J 7 J) | J. J3J

J> i

J) i

7/3,

J.

J

J.

J3J J3.J J

-f3,J73/T3J

J J

J133JT3J

7 II

7 II

7 II

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

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

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

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

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

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

to the written exercise.

NOTE. In reading be sure the eye takes in the arpeggio as a unit. This saves the labor of reading
each note and allows the mind to concentrate upon the rhythmic difficulties.
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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 II7
. The IV7

, VI
7
,
I
7 and III 7

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.

". II II
" 1 i

v7 n7 iv7 vi
7

i
7 m7

The most commonly used ninth-chord is the V9
,

LESSON 7

The V7 chord is a major discord on account 01 tne major 3rd from the 5th

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

degrees of the scale:

The 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:

Section A.

(i) 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 J t
H in 4/4 meter.

Section B.

(i) Practise the following Chord Successions:

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

inversions.

(b) Pause after each V7 and think its resolution.

163]
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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 yth 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 the I, IV, V7 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 f, d, g and c minor.

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

V7 chord and the rhythmic figure J. J^'
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.
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(c) In place of each V7
play the V chord, then the V 7

. Note the difference

in sound.

(d) Read the exercise mentally.

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

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

NOTE Have the exercise played slowly. During the first playing relax and listen to the chords so

that the entire exercise makes an impression upon the mind. Do not-try-to aaa yze at the first playing.

and then the correct version until the difference is heard

3 3 44 32

r

i vr iv nt i, r
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Section C.

(i) Absolute Intervals.

There are minor yths 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, 6-5, 7-6; in the minor scale from 2-8, 4-3,

5-4; in all chords but the IV7 and I
7
. 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 IV7 and I
7
. 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 i 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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(e) Play the entire melody. Sing from memory.

(f) Transpose to the keys of a and f minor. Sing the number- and letter-

names.

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

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

rhythmic figure J. FJ
note that the two sixteenths group themselves with the next pulse. In

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

note, not waiting for the two sixteenths. If ever in doubt about the rhythm, make an outline of the

pulses, sing the tune, placing your pencil on a dot as the pulse recurs. In this way the figure is easily

analyzed.

Repetition

I I V, V
Sequence

4 n

Sequence

v7 i iv v v7 i, v7

u. > n i
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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. %

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

number-names, then the letter-names.

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

the number-names, then the letter-names.

(2) Rhythmic Study: J% |
and ) J""3 | 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.

J1J. J"JJ. JSiJJBjn J

n j.

<s> J>/1 iJ r J) Jl J 7 J)J1

<e>j>n

j.
J> J J

J. J3J /I ,r73-T73J)

(2) Practise the following Chord Successions. In singing the V7
chord, sing

to the yth 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 Z0, thinking the letter-, then the number-names.

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

UJ'i
iv
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(e) Sing the following chords to the rhythm of I : I, V, V7
, V7

3 , Ii, IV, I 2 ,

V7
, I; to the rhythm of 2: I, VI, I 2 ,

V7
, VI, IV, I 2 ,

V7
, I; to the

rhythm of 3 : I, VI, V3

7

, Ii, It, V 7
, VJ, I; to the rhythm of 4: I, IV 2,

I, I:, IV, IVb la, V7
,

I.

(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) R of I, 5th of I, R of V7
, 3rd of V 7

, 5th of V7
, yth of V7

, 3rd
of I, R of IV, sth of I, 3rd of V 7

,
R of I.

(2) R of I, 5th of V7
, 3rd of I, R of IV, 5th of I, 3rd of IV, 5th

of II, 3rd of V7
,
R of I.

(3) 3 rd of I, yth of V7
, 5th of V7

,
R of I, 3 rd of VI, sth of IV,

3rd of IV, R of V, 3rd of V7
,
R of I.

(4) 5th of I, R of V7
, yth of V7

, 3 rd of V7
, 3rd of I, R of I, R of

IV, 3rd of I, sth of I, 5th of V 7
,
R of I.

(4) Exercises for Sight-Singing:

!!! J IT j r (?

r j r ir*rr |rrJ
Mozart

r if

Mozart 3

rrrF N rfr.fi

Bach

U I
' U I

3E
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r ffffir futf m

LESSON 8

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

melodic law. The VJ will resolve to the I
; ]tothel i; |||g:

the VJ to the I or

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 oV
7
(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 nV7 is best used in the first inversion.

V'ovSection A.

(i) Construct parallel and contrasting periods in D major and d minor,

using all triads and inversions and the V? and VI chords as a basis. Use the

up-beats J% and J) Jj 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 V7

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 c minor.

NOTE. The augmented 4th in the II chord generally resolves to the minor 6th in the I chord; the

diminished 5th to the major 2nd in the V7 chord.

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

Skips in the V7 chord and the Up-beat JJ and
J) J~] in 4/4 meter.

Observe carefully the rhythmic grouping with the up-beat JJ or
J) j j
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Section B.

(i) Practice the following Chord Successions, which use the Vj and 3.

(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,

(c) 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 it is a

V7 because the I fundamental follows, or a 3 because the I t follows. The VJ
affects the ear as contracting when it resolves; the Vs as expanding.

82 83 32

I V/ I I I* V

I
-

^
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No.

No.6 J)J"3 I J- J>J J"3 I J- . J>J J"3 J II

(a) Play the I, V7 and I chords in d minor and read the melody mentally,

using the arm movement to beat the meter.

(b) Play the antecedent phrase twice. Sing the melody to la. Sing

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

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

letter-names.

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

Figure Modified Sequence

z

J1I im J.

it i iv nt v v ia it i n4 n v v

m

t

it i rv xvt i nt n v

3
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Section C.

(l) Rhythmic Study: \ J\
and Jj J l in 4/4 meter.

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

NOTE. Do not confuse the rhythmic figure I N which is J J J with J .* Jj

which is J J* J While holding the J j mentally divide the pulse into halves, and the sixteenth.

notes will give no trouble.

1,J. J3J- ji.nnj >J> .

567 8 ^..^^ ^^ ^Mi^
(2) J)/] | -Tl J^J" P|Jj3J77jJ

<3>j)jiij. j> j. J3i-n3jjnj. /?

<4)
, J.

, ^ J

(6) J J JtfTSiTTfUiJ- J) Jl

J-.

'

JiJ. /3,J- J>J>

J73-TT3iJ73J J ^

J- J^./HJT^J *

(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 /a, thinking the letter-, then the number-names.

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

to the written exercise.
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(e) Sing the following chords to the rhythm of i : I, IV, Vj, I 1} VJ, I,

VI, V7
, VI, I; to the rhythm of 2: I, VI, I 2,

V7
, VI, VIi, oV

7
, V7

,

I; to the rhythm of 3: I, VI, I, V?, Ii, Vj, VT, I, V7
, I; to the

rhythm of 4: I, V7
, I, VI, Ix, IV, VJ, I l5 VI, I.

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

letter-names in the key of d minor.

(1) R of I, 3rd of I, R of IV, 5th of V7
, 3rd of V7

,
R of V7

,

Rofl.

(2) 3rd of I, R of IV, yth of V7
, 3rd of V7

,
R of V 7

,
R of I,

5th of I, R of VI, 3rd of IV, R of V, R of V7
,
R of I.

(3) gth of I, 3rd of I, R of IV, 3rd of V7
,
R of V7

,
R of I, R

of VI, 3rd of IV, R of IV, yth of V7
, sth of V7

, 3rd of

V7
,
R of I.

(4) R of I, 3 rd of V7
, 5th of V7

, 3rd of I, 3 rd of IV, R of

V7
, 3rd of V7

, R of V7
, 3rd of V7

,
R of I.

(3) Exercises for Sight-Singing:

*
r rf rr r ir ) i i

r

U Jm II.
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LESSON 9

The Double Period Form is two periods, or four phrases, having three semi-

cadences, or imperfect authentic cadences, and one perfect ^authentic
cadence.

The cadence at the end of the first phrase is generally an imperfect authentic

cadence, the melody ending on 3 or 5; the cadence at the end of the second phrase

is a semicadence, the melody ending on 5, 7 or 2; the cadence at the end of the

third phrase is best made on some tone of the IV chord; the last cadence is a

, perfect authentic cadence.
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II

I*!

14

ei

ii=B

16
"
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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 Vl will be recognized as going down to the I chord, or up to the Ii.

35 43 32

(2) Practise the following Intervals:

In the V9 chord there is a major gth from the root to the gth of the chord, the

5th 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 V9
(five-nine) chord is made by adding another third to the V chord.

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

r

The V9
(five-nine incomplete) chord, or the VII 7

chord, is the V9 with the

root omitted. This chord is more used than the V9
.

In major the V9
may be inverted and all inversions but the third are used.

This is not available, because the yth of the chord must be above the root or it

sounds like a VI chord with the yth, 2nd and 4th degrees of the scale suspended.

In minor the V9 chord is a diminished seventh-chord (a chord the tones of which

are a minor 3rd apart), and all inversions are used. All the voices of this chord

resolve melodically.

Section A*

(i) Construct parallel double periods in F major and f minor, taking the

melodies in Section B (3) as models and using all triads and inversions, the V7

and V9 chords as a basis,

in 4/4 meter.

Use the rhythmic figures L h and J"""PH

Section B.

(i) Practise ikefollowing Chord Successions which use all inversions of the V7
.

The VI resolves to the I or the Ii. When it resolves to the Ii the yth 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.

(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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(e)

(f)

(g)

(h)

(i)

(j)

(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.
Practise the second antecedent and consequent phrases in the same

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

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

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

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

The
figure J.. j) must be carefully contrasted with

J. J) in dictating.
^

i
"

"^ . '^

I VI IV

Figure Modified Seq.

vjit vj

i4 n v vj it v7 i m, iv

VI IV
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In the V9 chord there is a minor 7th from the root to the yth of the chord,

the yth to the 6th degree of the scale. In minor this is a diminished yth.
_

(a) Play the I, IV, V9
, V?, VJ and I chords in F major. Think the

sound of the intervals. Test. Play several times any interval

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

ginning. Repeat until you know the interval.

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

root of the chord and to the key-centre.

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

Sing the upper tones and think the lower.

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

9 V7
IV V7 v9 V7 I VI IV II V7 V* V I

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

Double Periods in form. Skips in the V9 chord and the rhythms J ..

a

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

(a) Play the I, IV, II, V9
,
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 m
continuing the thought for sixteen measures.
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Section C.

(i) Absolute Intervals.

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

l-#4, b6-2, 6-#2, 3-#6; in the minor scale from 4-7, 6-2, i-#4; in the V7
, 11^,

II
7
, V> and VI$$ 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 5th

down, call the upper tone 4 and sing 7.

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

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

of the pitches:

(b) Repeat, singing the augmented 4th and its resolution, the minor

6th. Determine the key of which each interval is a part.

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

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

names :

(d) Repeat, singing the diminished 5th and its resolution, the major

3rd. Determine of what key each is a part.

(2) Rhythmic Study: ftjffff^
and TBT3 n

meter.

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

la on a major scale. These exercises are to be practised very

slowly, subdividing each pulse. The arm movement for sub-

divided pulses in 4/4 meter is Study the

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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i

rju ir p
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Vj-

2

9* * *
IV.

V9ov -

8

i I

ii

IV,

j>'i'ii
i IF if'pJii'i' 'f

ii pJi
V̂9vt-
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CD| J
67

<2> F3 i

s 3

i- - -- -

.

.,

,j 3 r^n.
<6> J^ | F^^^ J J 3

(6) /3iJ JJJ J -TTT3 j J J -dJ J J J

J J) 7 J> * J5J) ^ J9

j . j-
*

i J-

j-

JTJT3 J * /n , J-

J3J i J-

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

inversions of the V9 and V9
in minor the augmented 2nd, from the 6th to the yth

degree of the scale, is in tune.

(a) Sing mentally. Test.

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

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

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

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

I, VI, V?, l lt IV, II, VI, V9
, I; to the rhythm of 2: I, V9

,
V9

,

V?, I, I 1} IV, II,, oV?, Ii, VI, V?, I.

Sing the following in the key of f minor to the rhythm of 3 : I, VI, IVi,
V7

, VI, I, V9
, V?, I 1? VI, I; to the rhythm of 4: I, I lt V?, V9

, I,

IV, V, V9
,
V9

, VI, I.

NOTE Omit the Sth of the V9 chord.

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

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

(1) R of I, sth of I, R of IV, yth of V7
, 3rd of I, sth of V, yth

of V7
, 9th of V9

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

(2) 3 rd of I, sth of VI, R of II, 9th of V9
,
R of V9

, 3rd of V7
,

R of I, sth of IV, R of V9
, yth of oV

9
, sth of I.

(4) Extrcisesfor Sights-Singing:
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LESSON 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 yth from the root to the yth of the

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

When the 8th degree of the scale is the yth of a chord, it becomes an active

tone and resolves downward to the yth degree, as all 7ths of chords contract.

The IF chord may follow any chord but the V, and is followed by the V7
pr

the I2 .

Section A.

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

versions, the V7
,
V9

, V9 and II7 chords as a basis. Use the rhythmic figures

and JTJfifi 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 90, and the melodies in Section B
(3) of this Lesson.

Section B.
~j-

(l) Practise the following Chord Successions:

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

(b) Pause after each II
7 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 yths.

(c) Sing the intervals. Test for pitch.

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

6
...U 11 80"" o li ll B n ^=&*=&

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

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

duple and triple meter.

(a) Play the I, IV, II7
,
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,

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

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

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

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

(f) Practise the second 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 II7 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.

6

8

(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 contezt.

(a) Play the I, IV, II
7
, V7 and I chords in Efc> major. Think the sound

of the intervals.
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Section C.

(l) Rhythmic Study: J, J^ aa_d
J.. J in 4/4 meter.

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

on a major scale.

f J> ro> fJ>,J J

(4)

_^
, J!! 3J^ lJ.

6

J>,2~T!.r] J r

J> J- 3J~]

iJ~3 ^?^ J

, 3 3J

> ,

J~3

n ,

j

J~~HJ n
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J. m

*te) Sing the following chords in the key of Eb to the rhythm of I : I, I t ,

IV, IIx, I 2, VI, I x ,
II 7

, V7
, I; to the rhythm of 2: I, VI, IV : ,

V7
,

V7
., I, II

7

, Vf, I; to the rhythm of 3: I, IV, I 2, VI, I lt IV, II
7
, I,,

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

7
, Vf, I, V?, V3

7
, Ii, II 7

,
V7

, I.

,Xf) Exercises for pitch and key drill. Sing the number-, then the
letter-names.

(1) R of I, 5th of I, R of IV, 3 rd of II
7
, R of II7

, 7th of II
7
,

3rd of V, R of V, sth of V, R of L
(2) R of I, 3 rd of IV, R of II

7
, yth of II

7
, 5th of II

7
, oth of V9

,

7th of V7
, 3 rd of V7

, 5th of V7
, R of I.

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

3rd of II
7
, 7th of II

7
,
R of II

7
, 5th of II, R of I.

(4) 3rd of I, 5th of VI, 3rd of VI, 7th of II
7
3 rd of V, 7th of V7

,

9th of V9

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

7
, 5th of V, R of L

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 yth of the

II7 chord is in tune.

(a) Sing mentally. Test.

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

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

(d) Have the chord-symbols rea>d and sing the chords without reference

to the written exercise.

IV- n.

i JPi^ 1.1

jj j. JT ii -^j ijjj
i

j ^p
IVL

j u. >r

IT,.
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Mendelssohn - 8

pggg ^
Mendelssohn

m
Verdi
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(b) Pause after each II
7
, III and V7 inversion and think the chord of

resolution.

(c) Read the exercise mentally.

(d) Have each exercise dictated.

The II
7
will be distinguished from the II

7
by the diatonic progression of the

voices.

13 42 23 32 71 32

I VI IV tt
7 V I V I U7 V7 I, I* V7

(2) Practise the following Intervals:

(a) Play the I, IV, III, V7 and I chords in A major. Think the sound

of the intervals.
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LESSON ii

The II7 chord is used in all inversions. The III may resolve to the V, V7
, Vl

or I2 ;
the III to the V, or I 2 ; the III to the V\ pr V9

-.

nl nl

Section A.

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

versions, the V7
,
V9 and II7 chords as a basis. Use the rhythmic figures

^ JTjj and
J.. 3 *n duP^e and triple meters.

Section B.

(i) 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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iv nj v VJ i iv i4 i iv it
/

3

IV

n v7
i i, n7, v7 i

8 ^P

m

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

(c) Sing the intervals. Test.

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

ft* fr? $ / t It / M /> : J<? H fh ^ i" H" , : ,/

"
'

(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods in form. Skips in the II7 chord. The rhythmic figures

, J. J5 anc^
J**<3

^n duple anci triple meter.

(a) Play the I, IV, II7
,
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 B[? major.
Have the melodies dictated as^autlined on page 87.

r
rv n7 v7



ADVANCED EAR-TRAINING AND SIGHT-SINGING 109

d)|J J J

< J J

(3) J""3 J

<4> JJ53J

< J"T3J

<6> .T1J

, j n
I/J55J 4 4 I

iJ r~J jyn ,

iJ^J r73,J^1/T?J
I

, J.

, J-

, J.

, J.

, J-..T7JJ

i' J^J J~33iJTO/~~3J t J-

II

If

M

II

n

n

(2) Practise the following Chord Successions:

(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.
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Folk-Song

Section C.

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

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

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

rhythmic motion stops on the longer note, that note is brought into prominence
and acquires an accent. This is known as a Rhythmic Accent. Care should be

taken not to stress this longer note, as it has stress on account of its length, and

that stress combined with the rhythmic accent would give a sforzando.

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

rhythms :

2
4 j ,

Land of the trave, land of the free

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

"free," thus giving the effect of beginning onthe up-beat: J J"J j J J J"3 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.

J

JTOJ

j ,/raj
i J /3w

ijrij
(4)

(6)

i J

i J

, J

, J

!- 3 J

a

ii

I!

n

ii



ADVANCED EAR-TRAINING AND SIGHT-SINGING > 111

Allegro molto e vivace

J

Speidel
'

r I

'

I

rV. a tempo

Polish Folk-Song
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IV-

(e) Sing the following chords in the key of A to the rhythm of I : I, V,

VI, VI, ! II7
, II?, I2, V7

, 1; to the rhythm of 2: I, VI, III, Is, VJ,

!, II7, III, VI, VI, I; to the rhythm of 3= I, IV2, II?, VI, VI, I 1}

III, Hi I2, V7
, I; to the rhythm of 4: I, Il VI, Ito IV, IVi, III,

VVoV| Ii, II7, V7
,

I.

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

in the key of A major.

(3) Exercisesfor Sight-Singing:
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Folk-Dance

The IV7 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 yth from the root to the yth of the

chord, the 4th to the 3rd degree of the scale. m
IV7

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

the 2nd degree.
The IV7 chord may follow the I, VI or IV chords. It will be followed by the

IIJ, VI or I2.

The IV7 chord sounds like a III chord with a suspended 3rd degree of the

scale.

Section A.

(i) Construct double periods in Ab major, with the antecedent phrases

alike and a new second consequent phrase. See melodies in Section B (3). Use

all triads and inversions, the V7
,
V9

,
V9

, H7 and IV7 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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ff

Dvorak

Haydn

s
r if r* f" i^fffifr

Folk-Dance
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(2) Practise the following Intervals:

The major yth in the IV7

chord, from the 4th to the 3rd degree of the scale, will
resolve to some interval in the V7 or II7

chord, or to the major 6th in the I2 chord.
(a) Play the I, IV

7
, II 7

, V7 and I chords in the key of Ab major. Think
the sound of the intervals.

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

(c) Sing the intervals. Test.

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

,
/n5 //? tfi ft friflt ^ til ; ^ f:': ?

/._} /?;/ t
: -

,y\f li ji o _ , m M 5! 'n
"

}VV "
u o o S ^ U " ^^

I IV
7 V7 I IV

*
I V9 V I

' ** - Q Q W

^.
"

8 S
"

** P-
g o o ii

"

-'3 *, tf f/ll

'1 " "*1 '! Q . . JX.

(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods with a new second consequent phrase. Skips in the IV7

chord.

Irregular rhythm in 2/4 and 3/4 meter.

(a) Play the I, VI, IV7
,
II

7
,
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.

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

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

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

(g) Play the entire double period and sing from memory.
(h) Transpose to the keys of G, F, and Bb major.

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

(i) 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 II7 and V7 and think the chord of resolution.

(c) Read each exercise mentally.

(d) Have each exercise dictated.

The III chord will be determined by its chord of resolution, the I2 or V7
.

ii njnj v i v

* r

*5- 3 * * > 7 f r 3 '
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Section C.

(1) Absolute Intervals,

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

in the minor scale from 1-7, 3-2, 6-5; in the IV7 chord in major. There are
minor 2nds on the staff from e-f, b-c; in the major scale from 3-4, 7-8; in the
minor scale from 2-3, 5-6, 7-8. To sing a major 7th up call the lower tone I

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

(a) Play any tone on the piano and sing a major 7th up, using firpt 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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Fig. Mod. Seq.

I I4 IV H V

IV7 Hi V V4 I Ij' IV II V

2

I IV

i
IV7 V7

r if j r p
'

rr irr in-

ir rr ic/r IP

irrr lf"^ r 'c/ t- T'
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vj- on-

'uii "rji ji ^is J^T^J.. J Ij^ 3=

(e) Sing the following chords in the key of Ab to the rhythm of I : I, I 2,

IV7
, V|, I t , IV, IV7

,
I2, VI, I; to the rhythm of 2: I, VI, IV*, V7

,

V|, I l5 IV, IV7
, III, V|, I x ;

to the rhythm of 3 : I, IV2, II|, V9

, I,

IV7
, II7

,
V 7

,
V9

, I; to the rhythm of 4: I, IV, II 7
,
II7

,
I2,

IV7
, V|,

V7

,I, IV2 ,
I.

Exercises for pitch and key drill. Sing both the number- and
letter-names, v _v ,

'

fr
* "'> V

(i) R of I, R of IV7
, sth of IV7

, 7th of IV7
, 3 rd pf I2, 5th of V,

\7th of V7
,
Kof V7

,
R ;

of I, 7th<*bf II7
,
R'of II

7
, 3%d of V,

)5thofV, Rof I.
' '- ^

(2)

(3)

-
v

I, Sth^of VI, 7th of IV?, 5th of V^ R of I, cth of I,
7
, 7th of IV7

, -^
v
of II7

, rth^of II7
, 3?a of V,

7
, 3nlctfV, RfcfL

, ^
o % R ofV

,
oth-^f V9

, 7tH of V7
, <jrd of I, ^pf II,

7th-6f IV7
, 7th^6f II 7

, 9thoiV9
, 7th\)fV

7
Sth'ofV

7
,

R of IA>
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J j J

J

j ,j

J"3 .

(8)

j

<B)

<6) J> | J

J

J

J

JTOJ
.J

JH3
r?3

J

J

J~3J J J

iJ~J3 J

(2) Practise the following Chord Successions:

(a.) Sing each exercise mentally. Test.

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

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

(d) Sing from dictation.

j

II

II

II

II

II
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Back
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(4)

I f w

(g) Transpose to other keys,

(3) Exercises for Sight-Singing:

^ o~
r

'!''
" V-

3rd of I, 7thQf.II
7
,
Rof II

T
, 3rd, of II

7
, ?th of, V ,

3$of V7
,
RY

6f I, 3 rdU IV7
, yth^f IV7

, Sth M IV7
,

! 7th of II
7
, 3rd of V7

,
R of I.
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The VI 7 chord may follow the I chord, and the VI chord. It will be followed

by any chord butjJieJL
~ "

^"~~Th(TVP cKord sounds like the II7 chord with the 3rd and 5th degrees of the
scale suspended.

Section A.

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

melody. Employ irregular rhythms 4/4 meter.

Section B.

(i) Practise the following Chord Successions:

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

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

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

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

(b) Pause after each II7 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.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The IIj chord is recognized by its chord of resolution, the VJ, or by its

diatonic introduction by the I chord.

r 2 i
' r

'

i

565 543 342 2 344 364 342 1
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LESSON 13

The VI7 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 yth from the root to the yth of the

chord, the 6th to the 5th degree of the scale:

VI'

The 5th degree of the scale, as the yth of this chord, resolves downward to
the 4th degree.
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3BE 3JC H

(3) Exercises for Melodic Dictation and Sight-Singing:
Double periods with new second consequent phrase. Skips in the VI 7 chord.

Irregular rhythm in 4/4 meters.

(a) Play the I, VI
7
, II,

7 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 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.

Transpose to the keys of Eb, D, G and A major.
Have each melody dictated as outlined on page 87.

J J J J \>i m
V V' 17 iv

7 v v7
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f P
JJ

r u
r rrr r

(2) Practise the following Intervals:

The minor 7th in the VI 7 chord will resolve to some interval in the IV7
,
II 7

or V 7 chord.

(a) Play the I, VI 7

,
IV7

,
II

7
,
V 7 and I chords in F major. Think the

sound of the intervals.

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

of the chord and to the key-centre.

(c) Sing the intervals. Test.

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

^
^fc

fa

" li
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3
4 ,J

(2)

(3)

(4)

(5)

(6)

J J73J

J
iJ

(2) Practise the following Chord Successions:

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

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

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

(d) Sing from dictation.
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J > i.J

j r j

r J J- i JJ Ji .1

j.JJ. ju. > r ir N u r

tf

I J. J) l ,J. * 1 1 ,
>

p

I^

J.3.J r |J r r |J
r

j> m
Section C.

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

(a) Study, using the arm movement to indicate the meter, and sing to
la on a major scale.-
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^
TJ I j it

Lf0-+
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(e)

(f)

Sing the following chords in the key of F major to the rhythm of I :

I, V9
, I, VI

7
, VI, V7

, I, 115, VI, I; to the rhythm of 2: I, III, HJ,

I,, VUi, IV7
,
I 2 , III, V7

, I; to the rhythm of 3: I, IK, I 2) V9
, I,

VI7
,
IV7

, VI, I l5 II?, I 2 ,
V7

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

Ix, VI, VI7
, IVT, V7

, I, III, I, V7
,
1.

Exercises for pitch and ke7 drill. Sing both the number- and letter-

names.

oo 5th of I, yth of VI7
, 7th of V7

, 3rd of I, 7th of V7
,
R of V,

3rd of V7
, 5th of V7

,
R of I, 7th of IV7

,
R of II7

, sth of

V, R of I.

3rd of I, 7th of IV7
, 7th of II7

, 3rd of V, 7th of V7
, 3rd of

I, sth of VI7
, 7th of VI7

, sth of I, 3rd of VI7
, 5th of IV7

,

7th of II
7 R of I.

R of I, 7th of II7
, 3 rd of V7

,
R of V7

, sth of I, R of VI, 3rd
of VI 7

,
R of IV, 7th of IV7

,
R of II, 7th of II 7

, 3rd of V7
,

Rof I.

3rd of I, R of II7
, 3rd of II

7
, 7th of V7

, 3rd of V7
, 3rd of

I, sth of I, 7th of VI 7
, 7th of V7

, 3rd of I, 7th of IV7
,

3 rd of I2 , 7th of V7

, 3rd of I.

(g) Transpose to other keys.

GO

(3)

(4)

(3) Exercises for Sight-Singing:
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j

Wolfgang 6

Old Swiss Meiotiy

J> H J J

Trio
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The $4 and b6 together in the II^ and IV^:
,#..o I III

$2, #4 and b6 together in the II^:

and b6 together in the V^: itll"

,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:

o B1 o I o
|

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:

Section A.

(i) Construct double periods in C major, with a new second consequent

phrase. Use all triads, inversions, seventh- and ninth-chords and the IIJ

chord as a basis for the melody. Employ irregular rhythms in 3/4 meter.

Section B.

(i) Practise the following Chord Successions: -

The V9 chord is a discord because of the minor yth from the root to the

seventh of the chord, the_7jth to the 6th degree of the 'scale. The^V
9 chord

may be followei^M^V^
(a) Play the entire exercise, listening to the character of the chords and

inversions.

(b) Pause after each V9

,
II

7 and V 7 and think the chord of resolution.

Test.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The V9 chord will often be confused with the II
7
,
as they have three tones

in common, the difference being that the yth degree of the scale is in the VP



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

5 #4 t!4 3, not 3 #4 5 or 5 #4 3:
-e-

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 yth degree, and the yth degree is lowered in the melodic progression
from the yth to the 6th degree.

In skips, single or consecutive, the altered tones must be part of a chord.

The #4, of the 11^ or IV} chord :

The $2, of the V8, V8, V| or the Iljj in conjunction with the $4:

The ft i, of the VI|:

VI7|

The #6, of the VIJS in conjunction with the fti :

The b6, of the II J, IVJ and V?: A |,y
n7t

The b2, of the VL and V?: <fe , ft

The l>2 and b6 together in the II
bl>
and

[132]



ADVANCED EAR-TRAINING AND SIGHT-SINGING 135

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, ^II

7
, IIJ, 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. Test.

(d) Transpose the intervals to c minor.

8
^r ^r -

i n7f v7 v9 i n n7 i vi v7 i

It
tfll

bi o ffll
buo 8 Q

TT "^

y?
II io 8 6=5=

**

/

Tf 8^HU >|U A o " tf" o o flU
" 1" 8 tfu l|" &H1

V H> jy i*'

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

Double periods with new second consequent phrase. Skips in the IIJ

chord and the #4th degree used as a chromatic passing-tone. Irregular rhythm

in 3/4 meter.

(a) Play the I, IV, II
7
, IIJ, V7 and I chords in C major. Read each

exercise mentally, using the arm movement to indicate the meter

aad thinking the rhythmic subdivisions.

(b) Play, studying the effect of the chromatic tones*

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

the number-, then the letter-names.
*

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

(e) Play the entire first period and sing from memory.

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

(g) Transpose to the keys of B, A, D and E major,

(h) Have each melody dictated as outlined on page 87.
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and the 1st degree in the II7 . Play the III chord in place of the V9
, then the

V9
,
until you hear the difference.

(e) Repeat these exercises in c minor.

. ^ ^ ^ } f l

i\ \
* \ f i

822 854
<r

"4 6

i
655 221 342

m
^n*

J. 2J
rrr
injvj

^r?
i r^ii]

i 3

ffr r rr 'rrr
nj v vi J.IV.V

i
'37 r 3

frrr fTT

iJ^
ffr
js *

j^
rrrTrrTrrii:
iifc/lkC 1!^^ ^TO1 ^V,

'

f t 1 *

k>

f r r j
' -j"

(2) Practise ike following Intervals:

The following intervals, parts of the IIJ chord, are used: The major 3rdfrom thejoot to the 3rd of the chord, the 2nd to the #4th degree of the scale:
the minor 3rd from the 3rd to the Sth of the chord, the #4th to the 6th degreeof the scale; the minor 6th from the 3rd to the 8th of the chord, the foth to the



ADVANCED EAR-TRAINING AND SIGHT-SINGING 137

Section C.

(i) Rhythmic Drill. Irregular rhythm in 6/8 meter,

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

(1)'

(2)

(3)

(4)

(6)

(6)

j. ,m j j),m J

j. ,rraj j

-TT] J- iJ~"T3 J

J J3J- J

/3,JJJJJJJ ^

j J3,j jsj 7,,

3J J J3JJJJJJJ

(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 /a, thinking the number- and letter-names.

(d) Sing from dictation.
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Fig. Mod. Seq.

i iv i, n v7 i ul i, n7 v i

MJJp

rrp'tf 'rrr IT
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(3) Exercises for Sight-Singing:

I ll.ll
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f3> (e) Sing the following chords in the key of C major to the rhythm of I :

I, IV, Ills, I2, V|, I l5 115, VL I; to the rhythm of 2: I, II
7
, II3

7
,

11^ flV I, 115, Ilk la, V7
, I; to the rhythm of 3 : I, VI, IVl5 II

7
,

II
7
,,

I2, VI, I, III, Ilk VI, I: to the rhythm of 4: I, IV
7
, III, Hk

I*n oV, I, IIJ, Ilk V|, VI I.

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

names.

(1) R of .1, 7th of II7
, 5th of IIJ, 3 rd of II

7

,,
R of V7

, yth of

V7
, 3rd of I, R of IIJ, 3rd of II

J, 7th of V7
, 3rd of V7

,

R of I.

(2) 3rd of I, R of IV, 3rd of II7
,, yth of II 7

, 3rd of V7
, yth of

V7

, sth of I, yth of VI 7
, 3rd of "II|, 5th of I2 , sth of V7

,

R of I.

(3) Sth of I, 7th of IV7
,
R of II

7
, S th of II

7
, 3rd of II

7
, 3 rd

of 115, 7th of V7
, 3rd of I, 7th of II

7
, 3rd of. IIJ, 3rd of

II
7
, 7th of V7

, 3rd of I, Rof I.

(4) Sth" of I, 3rd of IV, 7th of IV7
,
R of II

7
, 7th of II7

, 3 rd

of II
7
, 3rd of IIL 5th of. I,, 3rd of II

7

,, 7th of V7
, 3rd of

V7
,
R of I.

(g) Transpose to other keys.
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3E^

LESSON 15

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

115, or I 2 V7
chord, should follow :

IV7f

Section A.

(i) Construct double periods in Bb major, with a new second consequent

phrase. Use all triads, inversions, seventh- and ninth-chords and the IIJ and

IVJ chords, as a basis for the melody. Employ irregular rhythms in 6/8 meter.

See Section C of the preceding Lesson.
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(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 sth of the chord, the #4th to the 8th degree of the scale; a minor yth from

the root to the yth of the chord, the #4th to the 3rd degree of the scale.

(a) Play the I, IV7
, IVJ, III* V7 and I chords in Bb major. Think

the sound of the intervals.

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

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to C major.

-O O . Q
W

i vi iv n7| v7 i

'it :

v' i iv

/J ?.'.-

ivi i, v7 i

3DC

lor

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

Double periods with a new second consequent phrase. Skips in the

chord and the #4tb. degree used as a passing-tone. Irregular rhythm in 6/8

'

(a) Play the I, IV, IVVlVj, I2, 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) Pky, studying the effect of the chromatic tones.

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

the number-, then the letter-names.

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

(i) Practise the following Chord Successions:

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

inversions.

(b) Pause after each IV7
, II7

, V7 and oV
9 chord and think the chord of

resolution.

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

The IV7 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.

J9 5 ^ V 5
^ N

33 32 78
i > i * S s

'

65 58 32

V9 V/ I VIi vi iv7nl v/ it

i ^ i

J J J J J J
a

>i
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Section G.

(i) 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.

I FPR
*L *

* * *
Rhythms which can be expressed by a dot are seldom ex-

pressed by ties J.. J) f
not J J7^

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

figure, i.e., if singing J J J J , think the triplet as the quarter is held; for

the figure J ^^^^ > think either two eighths or four sixteenths.

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

rhythms to la on a major scale.

J

(2)

(3)

(4) I

(5) J

(6)

j jT3 .j m JTJ3 i J

-n j -T73 , J
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(e) Play the entire first period and sing from memory. ,

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

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

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

In all wide or consecutive skips, it is most important to remember the tone

jumped from. In Ex. i, measure 7, you hear chord-line from the 3rd degree
down for three tones, then a skip back to the same tone. 'In that way you do

not have to think of the large skip. Ex. 3, measure 6 and 7, if the pitch of "i"

is remembered there is no difficulty in recognizing the "ekj". In Ex. 4, measure 3,

remember "f," which will recur in 4; meas. 4, "d," which will recur in 5; meas.

5, "etl" and "c," so as to get the "eb" and "c" following.

I VI I, IV 1 V*' I IT V I4 VI

I VI Ia IV V I IV
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(d) Sing the following chords in the key c/Bl?}major to the rhythm of I :

I, I2, IV
7
,, V|, VI, I, IIJ, IF, VI, I;Wthe rhythm of 2: I, VI7

,

WIfc fi, IVJ, IIIfe V3
7
, Ii, IIJ, I2, V7

, I; to the rhythm of 3 : I, IVJ,
V3

7

, Ii, Ilk I2, II
7
,
II

7

tt,
I2, VT

, I; to the rhythm of 4: I, II
7

, III,,

.V, V7
, I, IVj, 14 I2, V7

,
I.

(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'
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(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

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

(c) Sing from dictation.

In singing these rhythms be sure that the mind takes in the rapid arpeggio
as a unit. While the tied note is being held, think the rhythm and arpeggio that

is to be sung on the next pulse.



ADVANCED EAR-TRAINING AND SIGHT-SINGING 149



148 ADVANCED EAR-TRAINING AND SIGHT-SINGING



ADVANCED EAR-TRAINING AND SIGHT-SINGING 151

'

< *

f t -

JJ
I 1

;

r

I >

f
jj.

f
j j j j JJ

t ^ >,*C

*3 i"
n

fl
i

ff r

(2) Practise the following Intervals:

In the Iljjg chord there will be a 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

yth from the root to the yth 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 to the $2nd
degree of the scale; an augmented 2nd from the yth to the 8th of the chord, the
8th to the $2nd degree of the scale.

(a) Play the I, IV
7
,
II7

, IIJ, 11^ V7 and I chords in B major. Think
the sound of the intervals.

(b) Play the intervals determining their sound in relation to the rootof 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.

It will be found simpler and much less confusing in both harmonic and melodic

relations in major to use the raised and, never ^thejowered 3rdjegree,
as this is

the characteristic tone of the minor mode.

Skips may be made from or to the raised 2nd degree of the scale in the IIJ#

rd. The scale-line, using the natural 2nd degree, or skips in the IIJ, IF, V7

chord

or I chord, should follow.

Section A.

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

phrase. Use all triads, inversions, seventh- and ninth-chords, the IIj}, IV#,

and 11]^ as a basis for the melody. Employ the rhythms given on page 145.

Section B.

(l) Practise the following Chord Successions:

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

inversions.

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

(c) Read the entire exercise mentally.

(d) Have each exercise dictated.

1 .

I VI
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in7 v7 i n7 i v7 I IV7 V7 I

o
x-e-

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

Double periods with a new second consequent phrase. Skips in
^

the IIJtt

chord and the raised 2nd and 4th degrees used as passing-tones. The tie in 2/4,

3/4 and 4/4 meter.

(a) Play the I, IF, IIJ, IIJg, 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.

(c) Take each section of the melody which has a chromatic inflection

and sing it first without the altered tones, then as written.

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

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

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

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

(g) Study the second period in the same way.

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

(i) Transpose to the keys of C and Bb major.

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

Sing
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Vj.

3
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Section C.

(l) Rhythmic Drill:

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

rhythms to la on a major scale.

o>fj JJ353./3
<2>

JTJJ

J

n

...

<f

<B>

i J JS.J.

J

J

-BJ

J

n
(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

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

(c) Sing from dictation.
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' A
(d) Sing the following chords in the key offB/ major

I, li, 11$ Ix,
IV7

,
I2 ,

IVfir/VI, irto the r

VI, VI, I l5 Ilk iilfs,
x,

TTV T TV7 TT7 V7 T
&? i> & -*-^#> * 2? *?

vi, i, in, nSi, ni|s, vi

to the rhythm of I :

hythm of 2: I, IV,

ll to the rhythm of 3: I, IF,

, VI, I; to the rhythm of 4: I, IV2, V,
vi, i.

(e)

(f)

Exercises for pitch and key drill. Sing the letter- and number-names :

(1) R of I
3

/ R of HJg- 3rd of 11^ 7th of V7
f R of V\ 3rd of I*

3rd of iW R of IIJ^ 3rd of Ip3rd of Vf R of I>
(2) 3rd of I^3rdTof II|*R of II|? R olll7^ 5th of Il5ff 7th of V7

,

5th of S* 7th of ll7*- 3rd of Iljr 7th of V^ 3rd of I.*

'

(3) sth of rj 3rd of IVf sth of IVfrth of II*/ R,of 11^- 5th of II^(

5th of 1$R of IV}- 3 rd of V7
f 5th of V7fR of I?' ,

(4) 3rd of J$ 7th of Ufa R of Il^sti of 11$ 3rd of 11$, 3rd of I,

7th of V^Sth of Iford of V^R of

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

(3) Exercisesfor Sight-Singing:

'* J J J u .1 ujJJj j iJ-jji ij /x
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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 qu'adruple'meter
at least three, and in triple meter at least four.

* NOTE. The IV or V chord progressing to the I chord establishes a key.
When modulating in the period form the modulation to the key of the domi-
nant is generally made in the antecedent phrase, so that the 'perfect cadence in

the dominant key takes the place of the semicadence. See Ex. i, Section B

Section B.

(i) Practise the following Chord Successions:

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

chords, if major or minor, active or rest, inverted or fundamental.
Do not try to think the key.

(b) Pause after the last chord in C and think the rest,of the phrase.
Pause after the last chord in G and think the rest of the phrase.

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

(d) Read the entire exercise mentally.

(e) Have each exercise dictated.

(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. I you will hear the

first three numbers as 8, 7, 8;" the next as"8; the next~as 3,

or possibly it will be uncertain; the next as 2, I. The mind
will reflect and hear 3, 2, i. In that case the fourth pitch will

have to be 4, as the unaccented pulse is always related to and

progresses into the accented pulse. In the consequent phrase

you will hear 3, 4, 3, then 5, then 3, 2, I. The mind will reflect

and make the fourth pitch 2, resolving up to 3 over the bar.

(4) Next, write the absolute pitches of the soprano. In Ex. i you
will have c, b, c as 8, 7, 8; then c as 4, b as 3, a as 2 and g as I,

therefore you have modulated to.G major. In the consequent
phrase, b, c, b, as 3, 4, 3 of the key of G, the d as 2, e as 3, d as

2 and c as I, therefore a modulation back to C major. In Ex.

4, the c in the second measure is, at the same time, the 8th

-degree of the key of G-and the 4th of G.

84 82 82 8

I V IGIV I* V 1

v/ rev i v



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 keysj>f 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 jnext-related-keys are those on either,side of a

key in the circle of keys, and have one accidental more
or less in the signature.

Gfc**

In modulating, it is best to leave the key with the I chord on an accented

pulse of the meter and to begin the new key with any chord but the I on an

unaccented pulse of the meter.

LESSON 17

Modulation to the Dominant Key and back is by the V 7 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.

B

IcfC VofXJ VIofC IHofC
IVofG lofG HofO VIofG

In Section B, Ex. I, 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 la 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 V of 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 V9 of C. In Ex. 4, the second
chord of the second measure is the Ij of C, the resolution of the VI chord, and at

the same time the IVX chord of G progressing over the bar into the I chord.
x

Section A.

(l) 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.

I
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 IIJ 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 O
on an accented pulse, or at the beginning of the consequent phrase.

(a) Play the I, V7
,
I chords in C, tiie IV, I2,

V7
,
1 chords in G, theV7

,
1

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. Smg

mentally the number-names, the letter-names. Sing aloud. Test.

NOTE In each melody, at the point of modulation the tone* could te in either kejr. A safe rule i

to begin thelumbers of the neV keyon an unaccented pul.e, except after the cadence. *th.tj
measure

i
fa%e^^^^^

it 6/S, 4, 3, 2, 1 of G. The next phrase begins in C.

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

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

(f) Transpose to the keys of B and D major.

(g) Have the melodies dictated, as outlined on page 19.

The pupil marks where the modulations occur and the scale-steps.
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*6 6 6 2 3 2 t B 7 8 3. S. 2 8

I IV IGIIi la V I CVj It IV7 I V7

; t-^
^ ^7

Practise tht following Intervals:

(a) Play the I, IV, II7
, IIJ, 11^ V7 and I chords in C major.

the sound of the intervals.

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

of the chord and to the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to D major.

Think

the root

iv
7 v7 1 iv7 n7v7 i u\ n7 v7 ii n7 n7v7 1

;, 8 8JB
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Section C*

(l) Absolute Intervals.

There are diminished yths in the major scale from 7~b6, #2-8, $6-5; *n

the minor scale from 7-6, #4-3 ;
in the V, 11$$ and VI]^ 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.)

(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.

(D

(2)

(3)

(4)

(5)

(6)

(7)

(over)
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C major

(f) Sing the following chord successions to the rhythm of i : I, IV, VI, Ii

2, VI, fflVj, I* V7
, I; to the rhythm of 2: I,

& <

'
*

,

II, I; to of 3=

Iissj^jV
7
,!; to the rhythm of 4: 1,

I ^$?*F 1

V7
, VI, Ix, lV Hi, V7

,
1.

(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) R of I in C, 3rd of I, R of IV, 3rd of IV, th of I, 3rd of

IV in G, R of V, yth of V7
, 3rd of V7

, R of I.

(2) 3rd of I in C, R of IV, 3rd of Ilk R of Ilk, 3rd of I, R of

V in G, 5th of V, 3rd of I, 3rd of V,& of I.
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J

7

1

7

7

7

7

7

II

II

II

II

II

II

II

(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 3 5 8 , in the next chord the numbers are

4 6 8 4 of the key of G.

(c) 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.
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(3) 5th of I in C, yth of IF, 3rd of 11^, 7th of V7
, 3 rd of I,

-

5th of IV m G, 7th of II7
, 3rd of II

7

,, 5th of V7
, 3 rd of

V7
,
R of I.

(4) R of I in C, 3 rd of IV, 9th of the V9
, 3 rd of V7

, R of I, 7th
of V7 in G, R of V7

, 3rd of V7

,
R of I, 5th of V7

,
R of I.

(4) Exercises for Sight-Singing:

j * i j
* ii

p -i 4 N *'?** r
*^ ^^ -,,,'. .^ ^ v '

rll'.

i;y t ra ^
i. "JiFr
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Mendelssohn

LESSON 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

3egin the new key with any active chord on the unaccented pulse.

In Ex. I of Section B (i) the first three chords establish the key of G major.

The fourth chord is the same as the third with a yth added which immediately

establishes the key of C major. In the consequent phrase the first three chords

are in the key of C major; the next chord, though the same as the I of C, is the

IV of G because of its resolution.

In a melody the raised 5th degree of the scale is used as a chromatic passing-

tone in progressing from the 5th up to the 6th degree.

Skips are not made from the raised 5th degree. When skips are made to the

raised 5th degree it resolves into the 6th degree, as it is the lower neighbor of

the 6th degree.

Skips may be made to or from the raised 2nd degree in the

chords. Skips in the I chord, or the scale-line, will follow:
VJ, VJ

Section A.

(i) Construct parallel and contrasting periods in the key of G major,

modulating to the key of the subdominant and back. Employ the meter and

rhythms given on pages 165 and 166. Use the Vt, VJ, and VJ chords.

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

Section B.

(i) Practise the following Chord Successions:

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

Do not try to think the key.

(b) Pause after the last chord in G and think the rest of the phrase.

Pause after the last chord in C and think the rest of the phrase.

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

(d) Read the exercise mentally.
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l>
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[
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Beethoven
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(2) Practise ike following Intervals:

(a) Play the I, IV, III, II^, II
7
^, 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.

=8=

(3) Exercises for Melodic Dictation and Sight-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, I2,

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 mentally the number-, then the letter-names. Sing both

aloud.

NOTE. It is 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 Sth degree of C. The f is certainly the 4th degree of C, so it is better to consider the entire pulse in

G>and 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 th 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, c

becomes the 4th of G on account of its resolution.

32 34 3232 37 82

IV I CV7 IV I

r I
' 3 ' ^

IV I GIV I, V I

r s 7 s r *

^ ^ ^=^H
i r

f

1
ft

r r

5JV |^|V "^fly,

^J-W J ^ .
J J

i^ '

7 ri"

/

r r M r r f

'^ 'jjr ^'-jj ^^ =E
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Section C.

(i) Absolute Intervals.

There is an augmented 5th in the major scale from 5-^2, in the minor
scale from 3-7; in theV# chord in major and the III chord in minor. There is 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 3fd, 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-
3 then the letter-names.

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

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

I'" I... In.. I

(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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Figure Modified Seq. Inversion of Fig.

IV 14 I flf H7 V7 I

=s=

Schumann
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C major.

I Gmajor

I G-major_ Vf.

i, fw
C major. It-
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(1)

(2)

J3iJn

(8) I

(4)

3 .j J

J - J

II

II

(5)

J J5

j"JT3 J- JTTJ.X** ^ N

II

II

J. .
c

(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 5 8 3 8 5 3; the next chord, 7245427 of C

major.

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

(d) Sing from memory.
(e) Sing from dictation.
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Dvofflc 4
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G major

(f) Sing the following chord succession
to the rhythm of i : I, IVi, IV, IVJ,

Gmai^r C^ajor ^f ,

G major
^

(

I 2,
V8, 1' VI, I, Ills,L V, I; to the rhythm of 2: 1, Ii, 1%, IF, Wj, I

V* VI, Ii, IIjL ^^to i to t*16 rhythm of 3: I, I !!&!, V,, I

\ C
majpr

G major
^

V7
, V|, ti, Vj, I; to the rhythm of 4: I, III, oV

9
, Vj, V8,

I

t
f C major i ,

';
*

" '

V?, VI, I, IIL Vfc
L

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

G major.

(4) Exercises for Stght^Singing:
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LESSON 19

In the double period form, the cadences at the end of the second and third

phrases are often modulations to next related keys instead of semicadences in

the key. When in major, at the end of the second phrase, in place of the Domi-

nant chord, there is an authentic cadence in the Dominant Key. At the end of

*the third phrase, in place of the Subdominant chord, there is an authentic cadence

in the Subdominant Key. After the perfect cadence in the Dominant Key, the

melody must return to the original key before progressing to
the^

Subdominant.

When in minor, the second phrase modulates to the relative major key.

In a melody, the lowered 6th degree of the scale is used as a chromatic passing-

tone in progressing from the 6th down to the 5th degree.

Skips are made to and from the lowered 6th degree in the III chord. The

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

Section A.

(i) Construct parallel double periods in the key of D major, modulating

to the keys of the Dominant and Subdominant. Employ the meter and rhythms

given on page 176. Use the IIJ chord.

NOTE Make the cadences as follows: At the end of the first phrase, an imperfect authentic cadence,

or a semicadence in the key; at the end of the second phrase, an authentic cadence m the key of the Dom-

inant'?t the end Of the third phrase, an authentic cadence in the key of the Subdominant; at the end ofthe

fourth phrase, a perfect authentic cadence m the key.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause after the last chord in D, and think the chords in A; pause

after the last chord in A, and think the chords in D; pause after

the last chord in D, and think the chords in G; pause after the

last chord in G, and think the chords in D.
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Spohr

8
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6th to the 2nd degree of the scale; a major 3rd from the 5th to the yth of the

chord, the lowered 6th to the 8th degree of the scale; a minor 6th from the /th
to the 5th of the chord, the 1st to the lowered 6th degree of the scale.

(a) Play the I, IV, II7
, Ilj, V7 and I chords in D major. Think the

sound of the intervals.

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

the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to C major.

rr^s^g~n o
ff
o ^ r- " yo qo |g

u

i iv i n in7
i n7 v7 i

^ * u oo te e^p
> 8 f|

o bo *

=8o o

ttt
1L1 ^ ~~li

*"
o U "

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

(a) Play the I, V7
,
I chords in D major, the IV, I2,

V7
,
I in A major, the

V7
,
1 in D major, the V7

,
1 in G major, the II?, I2,

V7
, 1 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.

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

32 27 84
al ,\ rl l '

543782
J i

<^ * ,

1
-J3

nl vj vj i AV? i :

yj
v7 i

(2) Practise the following Intervals:

In the IIJ chord there will be a minor 3rd from the Jrd to the 5th of the chord,

the 4th to the lowered 6th degree of the scale; a diminished 5th from the root

to the 5th of the chord, the 2nd to the lowered 6th degree of the scale; a major
6th from the 5th to the 3rd of the chord, the lowered 6th to the 4th degree of

the scale; an augmented 4th from the 5th to the 8th of the chord, the lowered
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Section C.

(i) Rhythmic Drill. Syncopations in 2/4.

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

o> I j j 1/3/31nn i J

/3/3 1/5/3 . J>J J*i J .i

(8> J>J J> i J>J J> i J>J J> i J ::

(4) j) j J) i j. J) , J)J J) i J II

<B> j)J j) i J J ,
y J j) i J ii

(6) 7 J J) ,
7 J J) | J> J J) | J ||

*This effect may be expressed J) J ^5 The tie is easier to read -

Syncopation is another term applied to irregular rhythm, the shorter notes

falling on the pulse of the meter, thus shifting the rhythmic accent." This

rhythmic variety is delightful and adds interest to a composition. In both

music and poetry, when the metric and rhythmic accent coincide, the regularity

of the pulsation is likely to grow monotonous and the mind to wander, carried

away by the regularity. What can be more comfortable than to float on in a

dreamy waltz, as in the middle section of Weber's "Invitation to the Dance"?

How often in reading poetry we 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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Seq.

i i, n v i v i iv ivi i AIV

321 5 J4 5

i

~"

V7 I GV7 I DIV H

i |J
'_
J J
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IJiJ I'll!
I Jlj

D major. a major

m"
r P '

r r f

J)J

D major-.

m
'it

j.j j'ipj jiij
t

ijj nif
i

jiij
>

ijj p
I D major. VI.

ni.

JiJ
J !

lpJ JIJ
VI

Amajoc.

J'lj > jij
vjDmajor
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hung, it must be preserved so that the listener will recognize it and' in this way
feel and enjoy the syncopation.

To sing this measure ? J) J J) do not accent the quarter-note and

give this effect J) J J) , making it sound as if it began on the up-beat

tf

J) I

J
J) y | t 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. J J J J

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally. Test.

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

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

(d) Sing from memory.
(e) Sing from dictation.

i IJjfJJ J j

IV A major.

&=

n'.

3=

I.
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r7

,I; to the rhythm of 2: ilV^I^V
9
^!,^,!' V7

.,
I 1}

A major D major .
G major . 1^ \ '& major

"I

TI 7 To V7 I V7 nV9
I V7 nV9

I II II
7

I2 ,
IJ-lb; J-2, V J-

1- V >0 V
5
i V jO v

> *, J.J.
, J-^J

(g) Exercises for pitch and key drill: ^^-1
Sing the letter-, then the number-names, in the keys of D, A, and G

major.

(1) R of I, R of IV, ird of II
7

, 5th of II
7
,
R of V, 5th of V,

3rd of I, 5th ofWI, R of IV, 3rd of IIJ^ 5th of I x.

(2) 3 rd of I, R of 11^, 5th of Hfo Sth of II
7
, 5th of II

7

.,
R of

V, sth of I, 3rd of V7
, 7th of V7

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

of V, 3rd of I. v*

(3) 3 rd of I, 5th of VI, 7th of IT*, 5^ of IV7
,,
R of IV7

S,

R of II
7
si, Sth of II

7
., 7th of II

7
., 3 rd of V7

, 7th of V7
,

5th of I. - -

(3) Exercises for Sight-Singing:
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Section B*

(i) Practise the following Chord Successions:

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

(b) Pause after the last chord in Eb and think the chords in c minor;

pause after the last chord in c minor and think the chords in

Eb major.

(c) Sing the number-names of the soprano as you play the chords*

(d) Read the entire exercise mentally. Tefst.

(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. It is only by
constant practice and mental drill that this will be corrected.

i vj it cv
7 iv i i v/ iiv i, v7 i
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LESSON ao

Modulation to a relative ky is made after an authentic cadence, through

an active chord, preferably the dominant. In Exercise I of Section B (i), the

fiist chord in the second measure is the I of Eb, the next the V7
,
which resolves

to the I of c minor. . ,

In a melody skips are made to and from the lowered 6th degree in the IV,,

chord. The scale-line, or skips in the II
7 or V7

chord, should follow. ^L |,|| ||

Section A.

(i) Construct periods in the key of Eb major, modulating to the relative

minor key and back. Employ the meter and rhythms given on page 185, and

skips- in the IV chord.



ADFANCED EAR-TRAINING AND SIGHT-SINGING - 193

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

(g) Have the melodies dictated as outlined on- page -19.

I EHV IV't lz Hi

i
2

C minor

up i SSp:
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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 yth of the chord, the lowered 6th to the 3rd

degree of the scale; and the inversions of these intervals.

(a) Play the I, IV
7
, IVJ, IlL, V7 and I chords in Eb major. Think the

sound of the intervals.

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

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to D and F major.

j

/ rl
'

b/j, ; ^ '
ft 3 >

-
1 ' ~

/*
^--^

"' ,1 #'> W* *; /';u^n no ! ltA-

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

(a) Play the I, V7
,
I chords of Eb major; the V7

, I in c minor; the VI,
IV, IIJ, I2, V7

, I, in Eb major. Read each exercise mentally.
Test.

(b) Play each melody, determine where the modulation occurs, and
study its effect.

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

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

s ^
mm

c minor*

IJ>p
IV. la-

J ijj >r i ^

pi

V7Etmajor-

VI,

nil,.

u"l)j-i*
IV c minor.

V/Etmajor. V/ Atmajor.

IV Et major.

j. J>IB J J ij-J



194 ADVANCED EAR-TRAINING AND SIGHT-SINGING

10

T r P Jj

Section C.

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

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

(1)

(2)

(3)

(4)

J J J

J>J J>J ,J>J

j ,J>J

J>J-J

J>JH3

J>J J.

J.

C7>

J>J

J)J

J>J

J

,J)J J571 ,J>J

J3J333.J

5 8
<) J)|J J3.J

(z) Practise thefollowing Chord Successions:

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

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

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

(d) Sing from memory.
(e) Sing from dictation.

II

II

II

^ II

J ^

* II

t II

7 n

?
ii

Norz. la modulating, keep the chords common to each key in mind.
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Beethoven

.

, _

Ml

fl

1

'

.'nli'iii ML 1 "
I 'l

'

'JJJ
' " 1

~
l
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'- Eb msfejor

(f) Sing the following chord successions to the rhythm of I : I, IF, H^V
7

-,

SiSSlS ;,''> ,-' cptopr
! Bfcn-Jj |

At^
L|

I,IY,IYIVZ,I.,V,I V3
7
,Ii,II

7
,V?,I,IV,I 2,V

7
,I VI, I VI, Ix

Eb major

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

7

,,
I2 ,

V9
,
1

^'
c mfTipr

^
Eb major Ab major Eb major

vu, iv, i, VLI v^oV
9
,! V7

,i l5 iv,ivh,i2,v7
,i

iv^,i
2,n2

7

r
Eb major

I

V V I.

(g) Sing the 'exercises for pitch and key drill on page 188 in the key
of Eb major.

(3) Exercises for Sight-Singing:

m
i j

^
Moiart
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Brahms

^ESSON 21

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 V or I chord, should follow

Section A.

(i) Construct periods in the key of A major, modulating to the relative

minor key and back. Employ the meter and rhythms given on page 194, and
skips in the VJ chord.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause after the last chord in A, and think the modulatory chords to
the next key; pause after the last chord in f$, and think the
chords in the next key; pause after the last chord in E and D,
and think the modulatory chords to the next keys.

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

(d) Read the entire exercise mentally.

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

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

843434 3 531432 1
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.
I

.

118

* v (( /, ff?

*3^T~ SE 3ne
V ^ f o Ifo I

11

(3) Exercises for Melodic Dictation and Sight-Singingf
The first five melodies modulate from A major to f$ minor. The last five

from f$ minor to A major.

(a) Play the I, V7
,
I chords of A, V7

, I, of f# minor, VI, IV, V9
, VJ, 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, B(? major.

(f) Have the melodies dictated as outlined on page 19.



200 ADVANCED EAR-TRAINING AND SIGHT-SINGING

f
m

ET
LL

T'

r

pr

(2) Practise the following Intervals:

In the V? chord there will be a minor gth from the root to the 9th of the

chord, the 5th to the lowered 6th degree of the scale; a diminished 7th from the

3rd to the 9th of tjie chord, the yth to the lowered 6th degree of the scale; an

augmented 2nd from the 9th to the 3rd of the chord, the lowered 6th to the yth
degree of the scale; and the inversions of these intervals.

(a) Play the I, V7
, oV

9
, V?, Vj and I chords in A major. Think the

sound of the intervals.

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

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to G and B major.

dt" "
fall h- g ftp

a<
It" - ^" ^v

iiiio8 iii,n ;;
ii 8|liton " n u
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(2) Rhythmic Drill. Syncopations in 4/4.

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

J

J~~3J

I

, JHS^JTTM
js.n on.ri
jn/^mrn

n

n

n

ii

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.

(c) Sing to lay 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.

(i) Absolute Intervals.

. There is a minor gth in the major scale from S~b6; in the minor scale from

fj-6;
in the V chord. To sing a minor 9th, think a minor 2nd and sing the

upper tone an octave higher.

(a) Play any tone on the piano and sing a minor 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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V7Amajor_

jnW-w-ja rj.^
vjfS minor. IVAmajc

J' ji.J1 ji. .

"^* ^-

(c) Sing the following chord successions, first by. letter-, then by num-

j\* tt/ Amajor^l i .^ *_** \Jy <ftt
\ I

"

I* F
T"\77 T TT* \T \T T
J. V u* JL? ll^u. V% V ft* JL

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

A major.

(4) Exercises jor Sight-Singing:

r ^>J J.ll r EJLg

j, U I I I
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i
1
1

V/ E major.

J JJ fx^y
[ ^

nit

5*

7
V/ Amajor-

JJ
.

V7f# minor.

*

^
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i
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354372847 8 654367

I EtvJ V7 I BtV7 V7 I c V9 V7 V7 I A1.H V7

832

(2) Practise the following Intervals:

In the lift, 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, IIJ, Ilk 11^, V7 and I chords in AV 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 ke> ~*~ ~~^.~ ~,^,~.

Extraneous modulations may be made by passing through the next related

major and minor keys in the cycle of keys. There must be at least two chords

in each key to establish the modulations. In Exercise I of Section B (l) 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, skips are made to and from the raised 4th and lowered 6th

degrees in the Il$, chord. The scale-line, or skips in the IF, V7 or 12 chord,

should follow.

Section A.

(l) 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 11^ chord.

'Section B.

(i) Practise the following Chord Successions:

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

(b) Pause after each modulation and think the progression into the new

key. Test.

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

(d) Read the entire exercise mentally.

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

NOTE. Go through the exercise after it is written and see that the soprano and chorda on the accented

poise are in the same key as those on the preceding unaccented pulse.
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Figure 1 Figure 2

I I IV/ V I VtIEtvJ I* IBtV7

Mod. Sequence Partial Seq. to Fig.3
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(c) Sing the intervals.

(d) Transpose the intervals to Db and Bb major.

Tt I' tt * FI*
'*: ^ . b

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

(a) Play the I, V7
, I, Ul&, 12, 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 la, thinking

the number-names, then singing the number-names. Repeat
several times. For example. Melody i. Sing the second measure

and the first three notes in the third; after repeating, begin with

the dfc|,
and sing to the cadence.

(c) In each melody take the skips b6 to #4 and #4 to b6, and sing the

4th and 6th degrees without alteration, then in the altered form.

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

mentally the number-, then the letter-names* Sing both aloud.

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

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

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

(h) Have melodies dictated as outlined on page 19.

NOTE. While the tune is being played, relax and listen, allowing it to make anjmpressiou on the mind.

Do not stop to analyze, or the context of the entire tune isjost. Analyze after it is memorized. In these

tunes in compound meter, divide each phrase into two sections*



ADVANCED EAR-TRAINING AND SIGHT-SINGING 213

<1>! J>J

(2)

(3)

(4) 1 J

J

J

J) I
7 J J J> i*

J J J

,J>J J1J ..

,
* J J> J

(5) | J'

(6) "I J

o> flJ

(8) 7

j

j

j J

i_^J> J

j j

J

J

NOTE The tendency in continuous syncopation is to lose the meter. In
prac^sm^

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.



212 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Section C

(i) Absolute Intervals.

There are augmented 6ths in the major scale from b6-#4, bz-7,

in the minor scale from 6-#4, t>2-7; in the IIJ^, VJ and V# 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-^2. The diminished 3rd sounds the same as a

major 2nd and is sung up and down as the major 2nd.

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

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

Sing each, first as b6-$4, determining the key of which it is a

part and resolve it to the perfect 8th from 5-5; then as b^-7,

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

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

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

Sing each, first as $4-b6, then as 7 b^, determining the key and

resolving each to the perfect prime 5 and I respectively.

f *Q JQ

(2) Rhythmic Drill. Syncopations in 3/4 and 4/4.

(a) Practise using the arm movement to indicate the meter and sing
the rhythm to la in a major scale.
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nit.

(e)
-

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

names, then to la.
* V f M ij

At. major

min. Ebmaj.

Gb maj. abmfo.

V7 I V9
I

-\J

r major

c min. Bfr

maj.
d minor C major

r
Afrmaior

"i

[ 1?ini2,v
7
,L (2) ijijifcni,Hk,v*,]

Cfr major eb min. bb minor f minor .
Afr major

'

TJ7 V9 T y7
l?-L1$8 o v

J
t-/

*

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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i

i
i

1

i 1
1 i

j I

(

et VI
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J*

4

r j u J J

fl

r
' r r r

'
* r r r

Brahms

m

n\~ j u\ i
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I* 1 3 3 t -j \548784 a
1
7 5T2

C

P P^P P^Ef=T
r

j liFtV
7

Ii v i^lyj

r
(2) Practise the following Intervals;

In the IIj^ chord there will be a double diminished 5th from the root to the

5th of the chord, the raised 2nd to the lowered 6th degree of the scale; a double

augmented 4th from the 5th to the root of the chord, the lowered 6th to the

raised 2nd degree of the scale.

(a) Play the 1, 11^ 11^, 11^, 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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LESSON 23

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

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

Section A.

IT

(i) Construct double periods in the key of E major, making extraneous

modulations through the next related keys. Use the IIJ,

VJ, V7 and V$ chords as a basis for the melody.

!! &,

Section B

(i) Practise thefollowing 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.aMod. and.Iny. Sequence

I cj|V I AV7 I EnjJ, Ia v7 i

jft

? TFJTTJ

J J J)JS
'

r |l!Pr

|

^S
TT
7 V9

'

I"i ov i
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(c) Sing the intervals.

(d) Transpose the intervals to F and D major.

3jH Lf ^- m /

SLQL

(3) Exercises for Melodic Dictation:

(a) Play the I, VI, IV, IVJ, I 2 ,
II 2

7

^, I2 , Vs, I, chords of E major.
Read each exercise mentally, noting where each modulation occurs

and the skips in the IIJ#b chord.

(b) In each melody sing the last four or five notes in the key before the

modulation; then the first few in the new key; first to la, thinking
the number-names, then singing the number-names.

NOTE. Sometimes a measure may apparently belong to 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 c$ minor or E major. But as tie next measure is undoubtedly the I chord
in c# minor, it is the V chord of the same key.

(c) In each melody take the skips in the II|gb chord, i.e., #4 to b6,

$2 to b6, $2 to #4 to b6, and contrast them with the unaltered
form of the chord.

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

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

Practise the other phrases in the same way.
Transpose to the keys of A, B, C, G and F major.
Have the melody dictated as outlined on page 87.

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

(d)

Figure i Figures

I VI IV

Mod. Sequence

v7 i T7 V91 o

Mod. Figure 1



ADVANCED EAR-TRAINING AND SIGHT-SINGING 223

(3) Practise the following Chord Successions:

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

tempo
Practise in a slow

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

(d) Sing from dictation. Have someone read the chord symbols to you,
and sing the letter- and number-names without reference to the
written exercises. Visualize the chord before singing. Use the

piano for testing pitch. Never play the first note of the arpeggio
until you have tried to sing it.
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Section C.

(i) Absolute Intervals.

There is a double diminished 5th in the major scale from #2~t>6; in

the IlJst, and V$> chords. The_jdoujk>le. ..dimioished ^fjth sound* the same as a

p^rfect^th, 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.

I j i ; I

g 'H

(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.

It. I.. I 1
r

(2) Rhythmic Drill. Syncopations in 6/8 meter.

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

rhythm to la on a major scale.

(6)

<

<7>

>

J3J

JJJ

J

7 J

7 JTOJ3J

j j>J3J

?JJJ53J3j

,J3J

,J>J

,J>J

,J3J

J3J

J-

J>J J>J

J-JJJ3J

J>J JT3] ,J>J

J J>iJ>J J35J35J-

,J.J3J ,JT3J

J3J

JJJ

J.

J.

J.

J.

J.

II

II

II

II

II

II

II
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i r

I

j

EVl

Cf_ma1. d# min. sftmin. E major
I . I I I I~I 1 1

e min. b min. A maj.~^
1

~

. (2) i,iiLni8S5 i2
,oY'> o

-E major

OVM in, i* v7
, iy7

,
i vi, i v7

,
i ii7

,
i2, v7

, i.
J>-# SL

'* **

(4) Exercises for Sight-Singing:

|J
p r

j
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2

VI7.

AVj. Ii-

J

T

DEI

P^=p
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Handel

Bach
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a

Verdi

JMJ *> H

*' 7 m $ fc- *
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Section A.

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

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation, and think the progression into the
new key.

NOTE. In Exercise (l), first phrase, instead of resolving the V chord of G in the second measure to
the I chord of G major, 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.

8784^ 32 3 8832
dbi abi

8

J

r r r i r

i i i^
i vj iv I D V7 VI IVt lz V7 I
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LESSON 24

Instead of passing through each successive key in the circle of keys when

modulating to a remote key, the process may be shortened by making the I chord

of any major key the V chord of a minor key, i.e., the I of C major becomes the

V of f minor, thus covering four harmonic degrees. Also the I of a minor key
may be the IVb of a major key, i.e., the I of f minor may be treated as the IV[?

of C major. This process of modulation is known as the Modulatory Stride.

I,.. I Ml ft ll'u Bui H II

ClfV7 flCWt I

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

minor key when the major is expected, or the reverse.

IV7 I

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
1st degree in the Vl chord. The scale-line, or skips in the V7

chord, should

follow.
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(c) Sing the skips in the VIJ chord, first in the unaltered form, then with

the raised prime. Do the same with the skips in the other altered

chords.

(d) Play the antecedent phrase twice. Sing from memory to la; sing

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

(e) Practise the other phrases the same way.

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

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

NOTE. Make use of the parallel construction in memorizing the double periods.

1
Figure 1 Mod. Sag.

I I

Seq.

vi7|

Fig. Mod.

i nji, njty

Seq. Seq.
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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 5th of the chord, the raised 1st to the 3rd degree of the scale; a diminished

5th from the 3rd to the yth of the chord, the raised ist 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 ist degree of the scale; an augmented 4th from the 7th to the 3rd

of the chord, the 5th to the raised ist degree of the scale.

(a) Play the I, VI^, VJ, I chords in D major. Think the sound of the

intervals.

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

the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to E and C major.

1

(3) Exercises for Melodic Dictation:

(a) Play the I, VTJ$ VJ, I chords of D major. Read each exercise

mentally, noting where the modulations occur and the skips in

the VI5 chord.

(b) In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key, first to la, thinking
fiie number-names, then singing the number-names.

NOTE. The Stride is used in Melody 1 at the beginning of the third phrase which starts with the I

chord of A major, which is transformed to the V chord of d minor. Again, in the last phrase, second

measure, the I chord of g minor resolves as the IV into the I of D major.
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(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.

vj. e vl

IV. vt.

ij.

.V
9
!..
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Section C.

M Rhythmic Drill. Syncopations in 6/8 meter.
_

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

the rhythm to la on a major scale.

JJ

(2)

(4)
N

<6) 7 j

(6) ^
CD JT553J3J

(8) j

.T7J J3T1

.J-

J J

ir

ti

it

j. ,i

j. u

II

J-

II
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(2) R of I, 3rd of VI 7
, 3 rd of VIJ, th of V7

, 7th ofV7
, 3rd of I,

R of III, 3 rd of Ills, sth of Ilk, R of V, R of V, R of I.

(3) Exercises for Sight-Singing:
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(e) Sing the following chord

^7 7
-

*tfj **t r , -

(f) Ezercises for pitch and key drill. Sing in all keys to number- and

letter-names. Think the sound of/the entire chord,

(i) 3rd of I, R of IIJ,, 7th of Ufa 3rd of V^Sth of V, 3rd of I,

3rd of VIJ, 5th ofV7
, Rof I, 3rdof IV>, 7thofV7

3rdof I.
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'L "Tv r. r
>-> -, *>

r>,r

^
T Tt

J

^

n
jJ.

^

(2) Prodisf thtfollowing Intervals:

In the VIJ$ chord, there will be a m^j^e^root to thejjrd of the

chord, the raised 6th to the raised 1st degree of the scale; a diminished 5th from
the^root to-the gth of the chord, the raised 6th to the 3rd degree of the scale; a

dimmishedT^thJrom the root tojtfiejy^jof.tbe chord, the raised 6th to the 5th
Degree ^bftEe scale; and the inversions of these intervals,

(a) Play the I, VI
7
, VI{, VIj^ VJ, 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 there is trouble in hearing the intervals formed by the altered tanet, contrast them -with
the intervals formed by the same scale steps unaltered.
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Lewis

LESSON 25

In a melody a note which is retained by a tie, or is repeated from the pre-

ceding pulse and resolves diatonically down, rarely up, is a suspension. This
tone is felt to be a part of the chord on the preceding pulse and to stand in place

of the tone into which it resolves.

The raised 6th degree of the scale may be used as a passing-tone between the

6th and the yth degrees, or the yth and 6th degrees. Skips may be made to and
from the raised 6th degree in the VIj| chord. The raised 6th degree is always
used with the raised 1st degree in the VI7 chord. The scale-line, or skips in the

V7
chord, should follow. J/L

J jJ J
| JflJ jj | =|

vi7
fj

Section A.

(i) Construct double periods in the key of E major, using the Stride to

make extraneous modulations. Use suspensions and skips in the VIJ| chord.

Employ the meter and rhythms given on page 232.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation and think the progression into the
new key.

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

(d) Read each exercise mentally.
(e) Have each exercise dictated as outlined on page 161.

5 5 8 2 8 2

ffr

M i
*v I V
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*-^
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^ o,' % ?/.* (& n K' jj
?

(3) Exercises for Melodic Dictation:

(a) Play the I, VI^, VJ, I, IIJ** 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 la, thinking

the number-names, then singing the number-names.

(c) Sing the skips in the Vlj$ 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-

siona first without the tie, i.e., placing the second tone on the

accent, then as written. Contrast several times until the effect is"

mentally grasped.

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

NOTE. 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.

1 Fig**

J. IJJJJ1I

I

Sequence

I BIT

Inversion Sequence
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Section C.

(i) Rhythmic Drill. The tie in 2/4 and 3/4 meter.

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

NOTE. In singing a tied note over the bar, a slight crescendo is made up to the note, and a pressure

given on the note, so a* to preserve the metric accent. t .<

<i>

(2)

(3)

(4)

jm/fi J J

J n\n

/t3/T3iJ

(5) j

i JT3 j

(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 la, thinking the number- and the letter-names.

(d) Sing from dictation.

NOTE. Wort carefully for correct intonation.

ft

II

II

J.
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Bach

i r 2- 4- \ + ^^

Bach
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(e) Sing the following chord successions, first by letter-, then by number-
E major f# "minor B maj.

names, then to la: (i) I, VI, Vl ft, Vj, I oV
9
, I, II2

7

,
I2, V|, ll

' " '

e minor G major V^'C ^ major X
^V^^^^fe maior^ -t*'

V, i, vi iiL, i,, vi i[ n2
7

b ,
n2v, i a ,

v
fc
L 6^ i,^,^yj,i

My.v^iVk major t^ ^^ d mln.. A^> i
^

^ E major

iiL,ii2V,v7
,i

(3) Exercises for Sight-Singing:

6*^
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r
* i

f r
i

f

Da Capoal

LESSON 26
~~

Abrupt modulations to remote keys may be made at any time after a cadence
and in the sequence of a figure. These are known as Cadential and Sequential
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Bach

Mrrr i'-
1 J

I' n
j JJ JiJJ*

t

>
i i>> j j i r

1

i r r r '

fff

Bach

r r t\t-f
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8 34 3557 8m
frr

M
f

J

p
1 r
I V I 01 V' I evj I BV7 IV7

I

ft
v

^
i I

ff

1 i r

M
J

r
Jj JJ J

v̂

r

ff ff

(2) Practise the following Intervals:

(a) Play the I, V7
, 1 chords in B major. Think the sound of the intervals.

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

of the chord and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to C and A major.
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Modulations. In all modulations it is best to have common tones. In Exercise

i, Section B (i), first phrase, after the cadence in B, the next chord is the I of

G. This sounds well, because of the common tone B. In
Exercise^ 3 there is

a repetition in b minor of the first three chords. In Exercise 2 there is a repeti-

tion in minor of the first two chords, then an abrupt modulation to C major,

keeping the same soprano, then a modulation back to B, through e minor, using

the Stride. In Exercise 4 there is an abrupt modulation to D major, making
the ist 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: V9
chord, and

the IVJ> chord:

The diminished seventh-chord is most useful in modulating, as each chord

may be spelled in four or five ways and resolved as a V, IIj$> Vljg or IV^ chord.

f^f
V9t C maj. & c min.

n7
Kj At maj.

VI7tf Dtmaj.

min.

A maj. & a min.

..
F maj.

VI7
#| Btmaj.

IY7
#i,
d min.

*U "ftl

V9l> Ft maj. &f min.

H7
t|
D maj.

Vl7
|j(
G maj. at min.

mn.

Section A.

(i) 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.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation, and think the progression into the

new key.

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

(d) Read each exercise mentally.

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

NOTE. In taking down the chord symbols, do not try to analyze the keys. Write down the symbols
of the chords as you hear them, and determine the keys from the soprano.
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Part. Picture Sequence
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b :

(3) Exercises for Melodic Dictation:

(a) Play the I, VI^, VI, I, III8b ,
I2,
Vfe I chords in' B major. Read each

exercise mentally, noting where the modulations occur and how
they are made.

In Melody i > the end of the second phrase is an authentic cadence in F$ major:
the next phrase begins with the tonic chord of D major without any introduction,

$ut 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 la, thinking
the number-names, then singing the number-names. Where th<

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. Sin)

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.

NOTE. In these abrupt modulations, determine the number-name of the pitch first, then the lettei

name.

*
Figure. Sequence

n, v/

Sequence
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c m.

B m.
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(l) Rhythmic Drill. The tie in 4/4 meter.

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

rhythm to la on a major scale.

/! J JL

(8)

n j.

JH34^fflH4

J3i

it

ir

ii

u

(3) 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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(3) Exercises for Sight-Singing:
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mi
C V'

iVnnrfrivi ,ij^
Bl-V'

Dt V'

r r nrr
p,i

(e) Sing the following chord successions, fii;st by, letter-, then by

Bmajor

^VU VI I W

V, IIV1V,I2,V,I
Et> major

J2,VM. (2) I, VI, VF, VI, I I,

G major e min. B major

1 1 1 VL i; iiL i,, vi, i vTi'iv... i,-. VL T.



EAR-TRAINING jtND SIGHT-SINGING 257

n Cfi t i j. J if r if

r

rr r if r

Handel

jj iJjjj u *V IF
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FI A.IWI VII BtllVI
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DvoJak
4

did*

Dvorak

PSjPFlm

' rrr ir r i

IT

6
Prestissimo

n
f f
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(2) Practise the following Intervals:

In the VI chord, there will be a major 3rd, from the Sth to the yth of the

chord, the lowered 2nd to the 4th degree of the scale; an augmented h from the

5th to the root of the chord, the lowered 2nd to the 5* degree of *c: scde an

Augmented 6th from the Sth to the 3rd of the chord, the lowered 2nd to the 7*

degree of the scale.

(a) Play the I, V?, Vj, I chords in F major. Think the sound of the

(b) Play^th? 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 (j 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

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 V^ chord. Scale-line, or skips in the I chord,

should follow.

Section A*

(i) Construct double periods in the key of F major, using cadential and

sequential modulations to remote keys. Use anticipations, suspensions and

skips in the Vj b chord. Employ the meter and rhythms given on page 252.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation and think the progression into the
new key.

(c) Sing the number-names of tjie soprano as you play the chords,

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

i I f ' *"!<"' ? ? 7 3 / J / /

3421 a. 4 2 1 3443 6721
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(3) Exercises for Melodic Dictation:

(a) Play the I, VI, I, III, 11^, I 2, VS, V b, I chords in F major, and
read the exercises mentally, noting the modulations, suspensions
and anticipations.

(b) In each melody sing the last four or five notes in the key before the

modulation, then the first few in the new key, first to /<z, thinking
the number-names, then singing the number-names.

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

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

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

(f) Transpose to the keys of B, A, E, D and G major.

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

NOTE. Divide the phrases into two sections. Have the entire phrase dictated, because the phrase
it a complete thought and must be grasped as such.

Hod.

dV I I FV
Sequence

j I4 lvJl,VfI

Figure

i i cn;t i,

Sequence Seq.

I
Seq.

^"r'pJ.3J
-. . r-nhr>u-.s; v*.

1

rjM'OJ
r

i Erc/f r i

AH m iv nj v7 v7 i

Seq. Seq.

Dtv7 I c.yft
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Section C. ...
. (i) Rhythmic Drill. The tie in 6/8 meter.

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

rhythm to la. on a major scale.

(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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numoer-(e) Sing the following chord successions^fifjst by letter-, 'thfen by n
At ^4'

"

*/\

J

/F major V \
;
\
*'

,,y
V-' D maj. BUna}

s, then to la: (i) I, V2\, I, II2
r

w, 11^, I2, V, 1 V7
,
I VT, Inames,

Gmai. Ejor C major

V7
,
I I, V?I, 1,0V?,!,!,.oV

DV major bb min. F major Gma}. Amaj. Bb maj. F major

l' ULVl,VlJ V, I V7
,
I V, I IV>,I2,V8,L

F major

. .

(3) ExercistJfor Sight-Singing:

2

Bach

r
|j
-p

j l -u r
'

r p

r r r f
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Abrupt modulations may also be made by enharmonically changing the

pitch of a tone. This is known as Enharmonic Modulation. In Exercise I the

pitch Ab, the fifth of the key of Db major, becomes G#, the yth degree of a minor.

In a melody, skips may be made to and from the lowered 2nd degree of the

scale in the 11^ chord with the lowered 6th degree. Scale-line or skips in the

V7 chord should follow.

Section A.

(i) Construct double periods in the key of C major, using chromatic and

enharmonic modulations to remote keys. Use anticipations, suspensions and

skips in the !! chord. Employ the meter and rhythms given on page 262.

NOTE. The chromatic inflection in a melody may oftea^be either a modulation or an altered tone in

the key, the modulation being determined by the harmonization.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation and think the progression into the

new key.

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

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

NOTE In Exercise 1, fifth measure, you hear that the Afr has becomeG, because AI, could not bethe

7th de^ee of the scale. In Exercises 2 an$ 3 the key of O> could have been uaed m the place of B.

sS t *J \
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A:.ESSON 28

Abnijpt modulations to remote keys may be made at any point by a chromatic
progression. The chromatic progression may be In any part, but is best in the
soprano or the bass. This is known as Chromatic Modulation. In Exercise 2
of Section B (i), first phrase, the chromatic inflection is in the bass; in the second
phrase, in the soprano. Chromatic modulation is one form of Sequential Modula-
tion,
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(3) Exercises for Melodic Dictation:

(a) Play the I, V7
, I, II,,, IIW, 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 la, thinking the

number-names, then singing the number-names.

(c) Sing the tones which make the suspension, first without the suspen-

sion, then as written* Practise the anticipation in the same way.

(d) Play the antecedent phrase twice, sing from memory to la. Sing

mentally the number-names, then 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.

* Figure Mod. Rep. Fig. Hod.

I vj It V I H7|jGffl
V9t

Figure Part.Fig.Mod.Seq. Rep.Seq.

av7 i Di>v
7 \n7

jjt yi,
v7 i
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< I ^

f

^ X

g 5
r

^

(2) Practise the following Intervals:

In the 11^ chord there will be a major 3rd from the root to the 3rd of the

chord, the lowered 2nd to the 4th degree of the scale; a perfect 5th from the

root to the 5th of the chord, the lowered 2nd to the lowered 6th degree of the

scale; and the inversions of these intervals.

(a) Play the I, IV, II, !!>>, 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.

Sing the intervals.(c)/ g neras.
i/ (d) Transpose the intervals to F, D and B -major.

.i"

3

- 5SE
por ^
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J 3BJ33

J3J J3,-n3J13J

J33. JT3.JT3 1

333/1 J ^J33.J333J^ J

J J333 J333 1 -B33JB3 J *

rJ

.-.

-. II

.J99J

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally*

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

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

(d) Sing from dictation.
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Section C.

(i) Rhythmic Drill. Review. Rhythms from Bach.

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

rhythm to la on a major scale.

u> J. J!3 .

J333 1
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(e) Sing the following chord successions}lfirst by letter-, th^n tyjw
\^'TpJ&r^ rt^j

DMna}.. f^ FfnV?.

la: (i) I,IV,nlw,nii^I VL I VJ, I VI, I<
% /-names, then to

'-

C major C major
L

vvf vyj^iw^v7
,!. (2) ijiLi^n^iuoVj/oV, , Ov?

BmaJ. BVmal. Cmai. d mln.
t

C major ...
\
dtH k^\'

| 1 I I I .._ _i ^
#

*

'" '
'v;, i 'VL, i, iv, nlrt, i,, v, t

(3) Exercises for Sight-Singing:
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V9k Fl V9k
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EJ V9k E
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1 1'iJj
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r

- - urrirr ir t r
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rffif

r r- t r i

1

29

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 en^re arpeggio may be

embellished in this way, as the Bi? 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 m2y be made to and from the lowered 2nd degree of the scale in the

Vt, chord with the lowered 6th degree. Scale-line or skips in the V7 chord

should follow. , 1
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Brahms

IJ Jl
fj

<f

n j U J
i
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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.

-e-t*e>>3 o o

3HE --

3
i I

*

O fro IMPii ill

W

(3) Exercises for Melodic Dictation:

(a) Play the I, V|, Ii, IV, IIiw,
I2, 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 la, thinking the number-names,
then singing the number-names.

(c) Sing the measures which have skips in the II bI, chord. Contrast

the altered and unaltered forms of this arpeggio.

(d) Play the antecedent phrase twice, sing from memory to la; sing

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

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

(f) Transpose to other major keys.

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

GV V7 V9 I
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Section A.

(i) Construct double periods in the key of D major, using all types of modu-
lations to next related and remote keys. Use anticipations, suspensions and

skips in the V^ chord. Embellish tones by jumping to the neighbors. Em-
ploy the meter and rhythms given on pages 270271.

Section B.

(i) Practise ike 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.,

5 3

i
J

-
f-

(2) Practise ike following Intervals:

The same intervals will be found in the VJV chord as in the 11^ chord.

(a) Play the I, IV, IIj, II1H, V?b V2
7

,, and I chords in the key of
D major. Think the sound of the intervals.
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Section C.

(i) Rhythmic Drill Regular Rhythm in 9/8 meter.

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

rhythm to la 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 meten

js,JT] JT3'JT3

j.

/JJJJJJ73TOJ

J H J- J

J J>J. J

(2) Practise thefollowing Chord Successions:

(a) Sing each exercise mentally.

(tO Sine the letter-, then the number-names.

(c) Sing to U, Aialdng the number- and the tetter-names.

(d) Sing from dictation.
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(e) Sing the following chord
succession^fijretby Jette^,

then

*ji\ if PiBal-ir itf
l\ ,

ber-names,thento/0: (i) I, Y^o
^ F major D major \lft

D major Pt naj.
I 1

G

Bfrmaj. D major

Iniiiui^v7
,!.

(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.

I IV7 I, V Itg)V
7

I (El V7 I

(2) Practise ike following Intervals:
i j^ y tfrl, f *J ff piw i v !>w - - "^ ,

(a) Ray the I, IV,, II,,,
V and I chords in the key of c minor. Think

the sound of th intervals.
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Cowen

LESSON 30

Abrupt modulations may be made to any key by retaining and using as a

pivot a tone common to both keys. This is known as Pivotal Modulation.
^

In

Exercise I, Section B (i), the 1st degree of c minor becomes the 4th ofG
major^

the 3rd degree of G major becomes the 5th of E major. In Exercise 2 the C

in the soprano, the 8th degree in c minor, becomes the leading-tone of Db ;
the

Db in the soprano, the ist degree of Db, enharmonically changes to Ctf and

becomes the yth degree of d minor.

In minor the 6th degree is raised in the ascending form of the melodic scale,

and is harmonized by the 11^, IIJ, IV^ or IVJ chords.

Section A.

(i) Construct double periods in c minor, using pivotal ^and
all other types of

modulation to next related and remote keys. Use anticipations, suspensions,

and skips in chords embellished by jumping to the neighbors. Employ the

meter and rhythms given on page 279.

Section B.

(j) 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
, 1, IVy IIJ, V7 and I chords in the key of c minor.

Read each ezercise mentally, noting the modulations and embel-

lishments.

(b) Slag 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 la. Sing

mentally the number-, then 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.

I L V7 I It I IVt IV

I I AtV I Ir V7 I fV7 V I c IV
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m. ^p J
1"!"^'

(i) Rhythmic Drill. Irregular Rhythm in 9/8 meter.

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

rhythm to /a, on a major scale.

0)

<2>

(3)

C4)

(5)

9
8

T3 J J3J

J3i J~J3E

J j 7 J.

J rJ

-Kn Jj

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.
(b) Sing the letter, then the number-names,
(c) Sing to la, thinking the number- and letter-names.

(d) Sing from dictation.
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TjT> V J'-

V9ovi-

"

J" V

w
BV4 .

(e) Sing the following chord successions, first by letter-, then by number-
\tfr c minor Pfr mai- D maj. ES maj.

names, then to /*; (i) I, IlljVa, Ii, 11^,V, I V7
, I VI, I V, I

t minor c minor c minor A mai.

V} I III Ul, I*, HI,, V, I. (2) I, IV
7
, III, II

7

,,
I2 , oWi oVSto la

Emaj. D c minor

(3) Exercises for Sight-Singing:

1*
" n
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Section A.

LESSON 31

and rhythms given on page 288.
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(2) Practise the following Intervals:

(a) Play the I, IV, II
1? VJ 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, IVi,, III,,, I* V7 and I chords in the key of e 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.

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

Practise the other phrases in the same way.
Transpose to other minor keys.
Have each melody dictated as outlined on page 87.

(c)

(e)

(f)

a ft

I It IV IV,
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Section B.

(l) Practise the following Chord Successions:

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

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.

I n
6

, I }t

856 578

I I V IF VV? It

8 -7

Mr * r -i
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1

Section C.

(i) Rhythmic Drill. Regular Rhythm in 12/8 meter.

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

rhythm to la on a major scale. In 12/8 meter use the same arm

movement as for quadruple meter and mentally subdivide each

pulse into triplets. All the rhythmic figures used in 6/8 are found,

in 12/8 meter.

CD 4? J J>J71J J>JT3 J
JT3 J J>J- J- ' J

J J)J )J3-m .JT3J

iJ71JT3J

J Ju- -TT3

n

o

it

(2) Practise the following Chord Successions:

Sing each exercise mentally.

Sing the letter-names, then use the number-names.

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

(d) Sing from dictation.
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(e) following chord successions, first by letter-,
thea by number-,

A" ^ . minor*
Jr*Yf ^

Cm&
{ A*aJj G^l,

5.&ento/*: (i) I, VI, III, I*, H5te VI, I VL I VL I VU
&M*

{ t

'"^
, paafc, , ^= 1 j^h

nameSj. TOen to
e minor F!

v, i, IB*, vi, i! (z) ijiloV,!
emteor^

n, i, ii5,i,"niB v i J

'

<-f ^
4

*

(3) Exercises for Sight-Singing:
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i Jij. ij'i i
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song-form beginning in major will be a perfect authentic cadence in the key, or
a heavy cadence in the key of the dominant; if beginning in minor, it will be
an authentic cadence in the relative key.

Parti

Part II

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 IIJ$ and IVJt chords.

The 4th degree is raised in conjunction with the 6th in the IIti,, IIJj,,

fl i

and IVJi, chords.

Section A.

(l) 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.

(i) Practise the following Chord Successions:

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

Pause before each modulation and think the progression into the
new key.

Sing the number-names of the soprano as you play the chords.

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

i

(b)

(c)

f i in iv mvjvj



302 ADVANCED EAR-TRAINING AND SIGHT-SINGING

Handel

PIT pr

ICTT P

Fine

If ^J J

rv r rr
p

r pr

J ** > ir~f Cr r

Handel

&<7.

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^Fgrm. The parts of a Two-
part Song-form may be of any length* thdiigh 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^, 11^, I 2 ,
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 fo, 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.

i v i iv vi v

I fV IV
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(2) Practise the following Intervals:

(a) Play the I, IVSI,, !!#,, V7 and I chords in the key of f minor.

the sound of the intervals.

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

of the chords and the key-centre.

(c) Sing the intervals.

(d) Transpose the intervals to other minor keys.

Think

the root
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(4)

Largo

J> , T3 J- j

fflijsim J5ir7i
J) iJ T3 / T3

J. j

. J3J- T J.

.

3 J

1 J

J> J

J> JT

/ 3~3 / T3 J^ JsJ
Ss^

J53 J353 J53 J3K JJ] J3H3

-

I 3] J^

J 35]

J.

r. n J.

7H 3 J.

j

'

J> i

J 3 2 J.

(2) Practise the following Chord Successions:

(a) Sing each exercise mentally.

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

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

(d) Sing from dictation.

J i

Bach
ii

ii

ii

ii
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Section C.

(l) Rhythmic Drill. Irregular Rhythm in 12/8 meter.

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

rhythm to la on a major scale.
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(e) Sing the following chord successions, first by letter-, then by number-
V

fm!nor_ El> ma). Dl> maj. C ma)\ b
min.,

bl> min^

,j3^

I II I '
ft O

names, then to la: (i) I, oV
9
, I* oVj,I oVb> I oVt V

'>j* f minor
J J

'

.

'"
f "ainor

!

j jE^ j^ma^
TT7 T TT7\ V7 T M T TT7 V9 VI I nV9

I V7

JLJ-2? J-2? '"'2^? 1? *' W "? J"L3> O v ?
v 1>

* O v
>
A v

Et>maj. Aly major f minor

'

V7
'

V7
, I, i; 115,, VI, L

(3) Exercises for Sight-Singing:
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I

LESSON 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 as in 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.

Parti PartH

la minor the 2nd degree is lowered in the IIb, IIJ and VJ chords.

i,U jll I
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(2) Practise the following Intervals:

(a) Play the I, IV, IIi b , 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.

i

1

ii ii "fn =!33

it

fl"
"

F^WE

Exercises for Melodic Dictation:
.

(a) Play the I
, IV, II2b, I^V

7 and I chords in the key of c# minor Read

each exercise mentally, noting the modulations and embellish-

(b)

(c)

(d)

(e)

(f)

ments. , ,

Sing the last few notes in the key before the modulation, then the

first few in the new key, first to la, thinking the number-names,

then singing the number-names.

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

mentally the number-names, then use the letter-names.

both aloud.

Practise the other phrases in the same way.

Transpose to other minor keys.

Have each melody dictated as outlined on page 87.

Smg
Sing
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Section A.

(i) Construct Three-part Song-forms in c$ minor, using all types of modu-
lations to next related and remote keys. Use all embellishments, and employ
the meter and rhythms given on page 307.

Section B.

(i) Practise the following Chord Successions:

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

(b) Pause before each modulation and think the progression into the
new key.

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

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

7143423578

rrr'rrr 'r r

j If#V
7V Ic#V

7 V7 I



ADFANCED EAR-TRAINING AND SIGHT-SINGING 317

==-?
J TJ , J J

J.

r p'r i>r nr f n

Section C.

(i) Rhythmic Drill. Five Pulse Measure.

A five pulse meter is generally the result of combining a duple and a triple

meter. The duple and triple measure are signified either by the beaming, by
the slurs, or by dotted bars dividing the measure.

The Tschaikowsky example combines a duple and a triple measure. In 5

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

measure by the beaming,

| j r , 9 Tscliaikowsky Path.

JJ jfcj J,J J J- .JJJXJJJiJ J

J J JI3J J ,J?37?3J. tJ J Jftj J i
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Figure Sequence

IV I VI VL m IV

ef V V7 V7 I

Modified: Repetition

h
a a

c|IVV I VI I, V I \ IV V7
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(e) Sing the following chord successions, first by letter-, then, by number-
'

names, then to la: (i) I,IIl,<,V*,Vl,i^Vl,
I 11^, I 2,Jlg{Vl, I

F major a minor .
d minor ^

r
eft minor fflmin. e minor A maj. d minor cmiaor

(2) i, vs, I 4 ,
ii

7
, VL i v7

,
i 115, vi i V5,i t VI, i I^VL

c^ minor M*
"

(3) Exercises for Sight-Singing:
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(2) /~J J J J .JT37TU
.T?JJT3JJJJJI

(3)

(4)

(5)

(6)

(7)

(8)

(9)

JT73 J J J J J J .JT73 JJJJJJ
T7T3 JJJJJJ iJJ JJ JJJJJJ

J_>J J J>,J_J>J J

J. J>J J .J< J>J J

.J.

II

II

Debussy
I

J. J. J. iJ. J^_\JT3 J73 JJ3 i J73 J73

J J)J. J.

J9J>

Elgar D.of G.

'^ 7 7 ^ "

Voice part

J J J^JJ J ,| JT73 i-flJ ..

(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.

^
IV7|.

r
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s< A Practical Application of Music Theory
Including the Study of Melody Har-

monization, Broken Chords and Ar-

peggios, Transposition, Modula-
tion and Improvisation

By GEORGE A. WEDGE

MUSIC
THEORY is a study which has become

essential to the fully equipped musician, and

which, in consequence, most pupils take up as a part

of their proper musical education. It is generally

followed as a separate subject from the pupil's chosen

instrument or particular field; very few realize its far-

reaching application and value.

This book is an endeavor to show the teachers"and

pupils of piano how to apply, at the keyboard, each

theoretic point and to give exercises for practice.

Price, $2.50

, inc.

3 east 43rfc Street
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