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PREFACE.

Tais little manual is primarily intended as a Text-book
for the preparation of young candidates for the Pre-
paratory Division of the Trinity College of Music Local
Examinations in Theory of Muasic. It contains a com-
plete course of instruction in all the subjects prescribed
in the Preparatory Syllabus, together with useful hints
for the successful working of Examination papers..

Every effort has been made to convey the instruction
in the simplest and most interesting way possible ; but
it cannot be too strongly impressed upon teachers that
an appeal to the children’s ears through the medium of
the pianoforte keyboard should be made, when any new
thing is first brought under their notice.

Differences in pitch and of staff position of notes;
transposition of notes to another octave ; the influence
of accidentals ; the relative lengths of sounds ; the uses
of dots, ties, slurs, and staccato marks; the grouping
of notes according to accent under various time-signa-
tures ; the position of the semitones in the major scales,
etc., should all be amply illustrated upon the pianoforte
—s0 that the young students may be able at once to
appreciate the proper aural effects which are associated
with the various aspects of musical notation. In every
step of instruction given, the ear should be allowed to
keep pace with the eye.

A companion book of Preparatory Questions and
Exercises is published, in which the number of every
guestion corresponds exactly with the number of that
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paragraph in the present Text-book, from which may be
deduced the answer to the Question set. The two books
when used together will thus present the instruction in
the form of a Catechism—with this advantage over
ordinary books of that kind, viz., that the questions and

answers are not given together on the same page of the
same book.

The author gratefully acknowledges the assistance
kindly rendered him by his former pupil, Miss Emily R.
Daymond, Mus.D., Oxon., who revised the proof sheets,
and made many valuable suggestions thereon.
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A TEXT-BOOK
OF

MUSICAL KNOWLEDGE.,
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PREPARATORY DIVISION.

e

CHAPTER 1.

PircH—THE MUSICAL ALPHABET—THE OCTAVE—THB
GREAT STAFF—PIANO ScOorRE—'‘ MiDDLE C.”’

1. When we listen to music, the first thing we notice is
that the sounds we hear are high, low, or medium. Medium
sounds are those produced from the middle of the piano key-
board ; sounds get lower as we go to the left of the keyboard,
and higher as we go to the right.

2. We speak of these various effects of high, low, and
medium sounds as differences in pitch. By pitch we mean
the difference of height or depth in musical sounds.

3. In order that we may know one sound from another,
different letter-names are given to sounds of different pitch,

When we began learning to read, we were first taught the names of the
letters in the alphabet. Next, we were shown how the letters were
grouped into words. Then, step by step, we were able to understand
the meaning of the sentences formed by the words.

If we wish to be able to play or sing, or toread music “ at first sight,
we must, in the same way, begin at the very beginning, by learning the
names of musical sounds.

”»
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4. The Musical Alphabet is a very short one. There are
only seven letter-names in it—A, B, C, D, E, F, G.

5. These are all we want, because they are repeated over
and over again.

6. Let us go to the piano and find out any place on the
keyboard which is exactly like this :—

Fig. 1. The Keyboard, *‘Scale of C.”

CID|E({F|G|A|B|C

1 23 4 5 6 7 8

Let us strike the white key to the left of the two black
ones (named “ C*’ in Fig. 1), and let us go on playing the
white keys in regular order, counting the first key we strike
as one; so—1, 2, 3, 4, 5, 6, 7, 8. Now we will listen to 8.
Does not 8 sound to us exactly like 1, but Aigher up ? Now
let us strike 1 and 8 together. Can we hear fwo sounds ?
Yes, perhaps; but the two together sound almost like one
single sound. 1 and 8 together sound like 1, only 1 is brighter
in “.effect ”’ when 8 is struck with it.

7. This eighth sound is called the Octave of the first, and
we shall find, if we go on playing up and down the keyboard,
that these same eight sounds shown in Fig. 1 come over and
over again, the only difference being that they are higher up
or lower down in pitch. The whole keyboard is like the
portion of it shown in Fig. 1, repeaied over and over again.

8. The eight white keys shown in Fig. 1 make what is
called a Scale.

9. Now, leaving the keyboard for awhile, we have to see
what musical sounds look like when they are written or
printed in a music book. Musical sounds—or tones, as they
are sometimes calledl—are expressed upon paper by notes,
We see notes ; we bear tones.



9 Prep.

10. Notes are written upon a stafl.

11. The stafl we have first to look at is called the Great
Staff. It has eleven lines drawn across the paper, like the
steps of a ladder.

12. The lowest note is written at the bottom of the Great
staff ; tle highest note is written at the top.

13. Each line of this * Great Staff >’ has its own letter-
name, which never varies. Every note written upor a line
of the Great Staff is called by the letter-name which belongs
to that line.

14. Each space between the lines of the Great Staff has
its own letter-name, which never varies. Every note written
within a space of the Great Staff is called by the letter-name
which belongs to that space.

15. Here is the Great Staff, showing the letter-name
belonging to each of its eleven lines and to each of its ten

spaces :— .
Fig. 2. The Great Stafl.

1ith line, F -—— -

i -mi, 10th space.

line, D ——— __E
“9): ll:: B — ___C, 9thspace.
8th line: G - ___A, 8thspace,
7th line, E —— - F, 7th space.
6th line,C D, 6th space.
Sth line, A B, 5th space.

¢l

4th line, F G, 4th space.
3rd line, D ::3. &t:litpaee.
2nd space,

d 1]
2nd line, B o e

1at lina

16. Notice that the lines and spaces are counted from the
bottom upwards.

17. It will be better for us %ot to try and learn the letter-
names of the Great Staff lines and spaces all at once. The
best thing we can do now is to notice the thick line in the
middle of the Great Staff, number 6, and learn the letter-
name given to it, which is “C.” Any note written on this
6th line of the Great Staff is called Middle C.

18. Middle C is not only the name of the central line of
the Great Staff, it is also the name of the Central C on the
piano keyboard.
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19. We should find it very hard to read music if the Great
Staff were always used exactly as it is printed in Fig. 2. It
would be very puzzling to the eye to single out a line or space
from amongst so many. In writing or printing music for
the piano, this thick Middle C line in the centre of the Great
Staff is always left out.

Fig. 3. The Great Staff, with Middle C left out.
F
o c-

Names g :_ Names
of T of
Lines. F —-2- Spaces.

(o]
8 a_

20. Ten lines remain—five at the top, five at the bottom.

21. The five upper lines form a smaller staff by themselves,
on which notes can be easily seen and recognised. This is
called the Treble Staff. Upon it are written the notes to be
played by the Right Hand.

22. The five Jower lines form another smaller staff by them-
selves. This is called the Bass Staff. Upon it are written
the notes to be played by the Left Hand.

23. The space between the Treble and DBass staves—now
that the thick Middle C line has been left out—can be
widened. The Treble and Bass staves, when joined together
by a brace or bracket at the left-hand side, are called a
Piano Score, because rusic intended to be played upon the
piano is written in this way.

24. When the note called ‘“ Middle C’' is wanted in the
music, the middle C line is for the moment put back into
the piano score—but only as a short or leger line, a tiny
line just long enough for a single note to be written upon
it, as shown here :—

Fig. 4. Piano Score.

TREBLE STAFF
(Right hand). =
_______ Leger line for Middle C;

Bass STAFF |/ -
(Left hand), |/ —=
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25. When middle C has to be played by the right hand,
it is written on a leger line just below the Treble staff ; when
it has to be played by the left hand, it is written on a leger
line just above the Bass staff.

Fig. 5. The leger-line position of Middle C.

e —-—
TREBLE STAFF! —/—————— BAss Starr:
Middle C. Middle C.
CHAPTER 1II.

TrE TREBL® AND Bass CLEFs—PosITION OF THE NOTES
C, G, F—How To LEARN THE NAMES OF THE CTHER
LiNES AND SPACES OF PPTANO ScCORE.

26. In order that, when we look at a Piano Score, we may
be able to know at once which is the Treble staff and which
is the Bass staff, a sign called a Clef is placed at the beginning
of each staff to show which is which.

Fig. 6 shows a Pianc Score with its two staves, Treble and Bass,

braced together. Each staff has its own proper clef, and the lines are
numbered according to their position in the Great Staff.

Fig. 6. Tho Treble and Bass Clefs.
Middle C. G

TrEBLE O ?ﬁ-—- = mg
G Cier: P17 - 8=
Line 6: = r
Line 6: F
Bass or i~ 33
FCrLer: I 2
Middle C. b

27. A Clef is a sign representing a certain letter-name,
which it gives to the line it is placed upon.

28. Inolden times the clef was an actual letter—the Treble
clef was a real letter G ; the Bass clef was a real letter F.

29. Clefs are placed at the beginning of the two staves to
re:uaind us that the lines they are written upon bear the
letter-names which tho clefa stapd for.



Prep. 12

Until a clef {s written upon a five-iined staff, no line or space of that-
staff has any name of its own.

30. If we compare Fig. 6 with Fig. 2, we shall see that in
Fig. 6 the Bass clef is placed on the fourth line of the Great
Staff, which in Fig. 2 is called F; and in Fig. 6 the Treble
clef is placed on the eighth line of the Great Staff, which in
Fig. 2 is called G. The eighth line of the Great Staff is the
second line of the Treble staff, counting upwards.

31. We now know the names of three of the lines of the
Great Staff : the middle line (6) is called C; the next line
but one above it (8) is called G; and the next line but one
below it (4) is called F.

32. We also know where to find Middle C on the piano
keyboard. The G pointed out by the Treble clef is the first
G above Middle C, counting upwards. The F pointed out
by the Bass clef is the first F below Middle C, counting
downwards.

33. Now let us try and find out upon the piano score
some spaces—as well as lines—which bear the names
C, ¥, G. We shall see, a3 we go on, that if one note of an
octave is on a line, the other note will be in a space ;
and if cne note of an octave is in a space, the other note will
be on a line.

34. There will be three lines and three spaces between
the two notes which form an Octave, whether we count
upwards or downwards.

35. Here are all the notes called C, F, G, which we are
able to write on the piano score :—

Fig. 7. Position of the notes C, F, G.

==
L =4 -

- C G F
==

36. We see here that the third space, counting wpwards
from the bottom of the Treble staff, is called C—this is the
octave above Middle C. We see, too, that the third space,
counting downwards from the top of the Bass staff, is also
callad C—this is the octave below Middle C.
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37. We see in Fig. 7 that the note just above the top line
of the Treble staff is called G—a note which is an octave
above the G named by the Treble clef ; and that the note
just below the bottom line of the Bass staff is called F—a
note which is an octave below the note F named by the
Bass clef.

38. The top space of the Bass staff is called G; the
bottom space of the Treble clef is called F.

39. Now, let us write in piano score what is called the
Scale of C, as we are taught to play it, in contrary motion,
that is, with the right hand playing wp the scale, while the
left hand plays down the scale :—

Fig 8. The Scale of C.

o ———— TN
: F:G A B:C:D E F:G
P el = e oma— |
T ———— = |
= |

C: B A G:F E D:C:B A G:F
\__._/\,____/ h E—

40. The first thing we notice about this is, that whilst
the left hand plays notes which spell the word BAG, the
right hand plays notes which spell the word FED backwards
—thus, DEF ; and whilst the left hand plays FED, the
right hand plays BAG backwards—thus, GAB.

41. We may learn a great deal about the names of notes
and their places in piano score by remembering the two
little words BAG and FED.

42. Let us think of them in this order :(—

DEF
{ BAG }
43. Now, if we look at Fig. 8 we shall see that :—

D is the note below the Treble staff.
{B is the note above the Bass staff.

E is the note on the bottom line of the Treble staff.
{A is the note on the fop line of the Bass staff.

F is the note in the bottom space of the Treble staff.
{G is the noto in tha fop space of the Rass staf.
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44. If we look again at Fig. 8 we shall see, as we go
higher up the Treble staff, and as we go lower down the
Bass staff, these same letters come backwards, so :—

GAB
FED
45. Thus :—

G is the second line of the Treble staff, counting up.
F is the second line of the Bass staff, counting down.

A is the second space of the Treble staff, counting up.
E is the second space of the Bass staff, counting down.
B is the third line of the Treble staff, counting up.
D is the third line of the Bass staff, counting down.
46. We have already learned that :— (o}

C is the third space of the Treble staff, counting up: { ’@

Cisthethird space of the Bassstaff, counting down : l@
C

47. Then, as we still go on, up and down, we come upon
our six letters again, in the order in which we first found
them :— DEF

{ BAG }

48. Thus :—
D is the fourth line of the Treble staff, counting up.
B is the fourth line of the Bass staff, counting down.
E is the fourth space of the Treble staff, counting up.
A is the fourth space of the Bass staff, counting down.

F is the fifth line of the Treble staff, counting up.
{G is the fifth line of the Bass staff, counting down.

49. We have already learned that:—

G is the note above the fifth line of the Treble staff,
counting up.

F is the note below the fifth line of the Bass staff,
counting down.

50. These are all the notes which can be written on the
Treble and Bass staves. When a sound is too high or low to
be written on the staff, it is placed on, or above, a leger line.
We have already learned how to write Middle C on a leger
line.

A
{
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51. For our Preparatory Examination we have to know
the names of four octaves of notes—from C below the Bass
staff to C above the Treble, as shown here :—

Fig o. .

[
cdol;ahcdal’;ge

- > -
p& _."'.
< e
- ‘."'/ —
';",a‘- ﬂ
;;E;ngonxteAso
c

52. We see from Fig. 9 that the second leger line below
the Bass staff is C; the second leger line above the Treble
staff is C also. This will help us to remember the names of
the other notes above and below the staff. Here they are :—

Fig. 10.
'_9_—;*, 2 é C B A , .
I 3 = ! i
-z = P T
k ] = E

C D E T T &
E D c

CHAPTER III.
How TO RE-WRITE A PAssAGE oF NoTEs AN OCTAVE
HiGHER OR LOWER, USING THE SAME CLEF—
HINTS FOR EXAMINATIONS.

We are often asked—at Examinations—to re-write, at a
different piich, some notes which are given us. We have to
write these notes so that they shall sound an octave higher or
an octave lower than they would if they were played at the
given pitch. )

Let us suppose, for example, that we are asked to re-write
wese given notes an octave higher :—

Fig. 11.

el
L VAN = i = o
Cc B G A F D B
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Hint I.—We have already learned (§ 34) that there must
always be three lines and three spaces between any two noles
which form an octave, upwards or downwards.

Hint 11.—Now, if we count every given note as one, and
then pass over three lines and three spaces, upwards, until
we come to the eighth note above, we shall get this series of
notes, which is the correct answer to the question set :—

.. - H
[43) —

Y "Cc BE G A F D B

Hint I7].—We must not forget, when we are counting
octaves up or down, to regard all leger lines and spaces
between leger lines as if they were lines and spaces of the
staff itself.

Hint 1V.—We have already observed (§ 33) that if one
note of an octave is on a line, the other is in a space.

Now, suppose we are asked to re-write these notes an

octave lower — )
Fig. 13.
- = ha - =2

"' o |
= A

g; G C A B E F A B G
Hint V.—Working by the same rule—that is, counting
-each given note as one, and passing over three lines and
three spaces on our way downwards to the eighth note—we
get the following result, which is the correct answer to the

uestion set :—
question se Fig 14.

== = 3
— = =
9 c A B E F <% B 'g
Hint V1.—We shall proceed in exactly the same way if
we have to re-write a passage of notes in a different octave
on the Bass staff. Thus:—

Fig. 15.

@’ al?___nq
E F A [T 6 ¢C

ofl
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will, when re-written an octave higher, become :—

Fig. 16.
- — . - __"
&=+ — B |
B C F A D G C
and :(—
Fig. 17.
. he o o~ - -
g_ —= _——FJ - n
E B D A C E C
will, when re-written an octave lower, besome :—
Fig. 18.
e =

ob

Hint VII.—When we are being examined, we should
notice very carefully whether we are asked to re-write the
given notes an octave highcr up, or an octave lower down.

CHAPTER 1V,

TonNES AND Semrronrs—-Tur Suarp, FLAT, NATURAL,
DouBLE-SuARP, DOUBLE-FLAT—ENHARMONIC CHANGE—
ACCIDENTALS.

53. We have now thoroughly well learned the names of
the long white keys of the piano. The next thing to do is
to learn the names of the short black keys, which are placed

between some of the long white ones. B
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54. On looking at the keyboard we see there is a black
key between each of the following five pairs of white ones :—

SA A AL )
CD; DE; FG; G A; A B white notes.

Mg, 19,
12345 678910111213

55. As there is no letter of the alphabet between C and D,
D and E, and so on, it will be rather curious to find out what
names can be given to the short black keys which lie between
these long white ones.

56. ¥» hase first to learn the difference between a tone
and a semitone.

On looking at Fig. 19 we see that there are twelve keys i
every octave of the piano keyboard. Seven of them are white
(numbers 1, 3, 5, 6, 8, 10, 12); five of them are black (num-
bers 2, 4, 7, 9, 11). The octave to the first sound is numbered
13.

The difference is pitch (or interval, as it is called) between
any two piano keys next each other (like 12, 23, 56 12 13)
is called a semitone.

57. A semitone can lic between a white and a black hey,
as [ p; between a black and a white key, as 53; or between
two white keys (when there is no black key betwzen thewm),
as 56 12 13-

58. A semitone is the smallest interval which can be
sounded on the piano keyboard.

The interval between any piano key, and the next but one—
a8 13, 57 11 19—is called a tone.
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59. A tone can lie between two white keys, with a black
key beiween them, as 13; between two black keys, with only
one white key between, as 5, ; between a black and a white
key, with one white key between, as ¢ ; or between a white
and a black key, with one white key between, as 5 7.

60. A sharp (#)written before a note raises its pitch one
semitone.

61. A flat {h) written before a note lowers its pitch one
semitone.

A A flat

62. A natural (§) restores any note to its first pitch. Itis
used to contradicta orab.

Fig. 22.

P T
g}-—o——% T = -
G G sharp G natural A A flat A patural

63. In Fig. 22 (a) the j lowers a sharpened note to its first
pitch ; in Fig. 22 (b) the Y raises a flattened note to its first
pitch.

64. A double-sharp (x) written before a note raises its
pitch two semitones.

Fig. 23.
g F F double-sharp

65. A double-flat (pp) written before a note lowers its
pitch two semitones.

Fig. 24.

?:?:—v@za

B B double-flat
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06. To lower & doubly-sharpened note a semifone, write a
single sharp; to raise a doubly-flattened note a semitone,

write a single flat.
Fig. 25.

Z —w= b

.- |4
) VoS

i

F double-sharp Fsharp B double-fat B flat

67. Fig. 26 will show the different names by which each

of the twelve keys in every octave of the piano keyboard
may be called.

Fig. 26.
cs Dg F§ G§ A
Dp Eb Gb Ab Bp
Bx Fpp Ex Chh

4 D E F
B§ [ Cx | Dx | E}
Dbb | Ebb | Fb | Gbb

A»!B»

68. Notice that the middle one in every group of three
black keys can only be called by two names—G sharp and
A flat. All the other eleven keys can be called by three
names, as shown in Fig. 26.

" 69. Sometimes the name of the same piano key is changed
upon paper, whilst the pitch of the note remains exactly the
same. This is called an enharmonic change.

70. A #, b, x, bb, or i, which does not belong to the scale
or key indicated at the beginning of the music, is called an
aceidental. It occurs in the music accidentally as it were.

71. The effeet of an accidental continues throughout
the “ bar ’’ (see §§ 116 and 117) in which it occurs, unless
it is contradicted by another accidental.

72. The Germans call the note B flat simply B ; B natural
they call H, as shown in Fig. 27 :—
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CHAPTER V.
SHAPES AND RELATIVE LENGTHS OF NOTES AND RESTS.

73. The shape of a note shows the relative time, duration,

or length of the tone or sound it represents.
74. There are seven kinds of differently shaped notes.

Here is a table of them :—

Fig 28.
Comparative
money Shapes :?%E::&Nama Descriptions of Notes.
values. )
An open, egg-shaped note,
8d. |l The lomBest mote or | "o d upright strokes on
. efther side of it.
4 = Whole note or Sems- | A simple egg-shaped open
. breve (half brevs). note.
. . | An open note, with a stem
Zd. FJ Half note or Minim. turned either up or down.
A filled-in black note, smaller
14 r J Quarter note or than a Semibreve or Minim,
g Crotchet. with a stem turned either
I up or down.
4 c » Eighth note or Exactly like a Crotchet, with
. Quaver. a hook to its stem.
W (BR s";jf;‘i;‘:‘:f: | With fwo hooks to its stem.
half-a- # & Thirty-secondnote
farthing. E j or Demisemiquaver,| VWith thres hooks to ts stem.

It will be observed that the more we add to a note, the
shorter it becomes.
N.B.—The longest note or Breve is not very often used in

piano music.
75. Weo see by the comparative money values that every
kind of note is exactly baif the length of the nest lomgess



Prep. 22

note, and twice the length of the mext shoritest note. This
will be seen more clearly in Fig. 29.

Fig. 29
1 Semibreve.........ccccvvvemnrrecerneenernnnnn © verersrestnerassersassansen is equal to
|
| 1
2 Minims........ooeeeeirecnns |" f
l—'——]_—_l I—_'I_I
4 Crotchets........... r

16
Semiquavers.

32 Demi- srosmpros ooa oo.oopo-
semiannens. £ £ 8 B

It will be necessary for candidates to keep this table well
in mind, when at the Examination they are asked to re-write
a passage in notes which are half or double the length of the
notes given.

76. With the exception of the semibreve, each note has
two distinet parts—viz., a head, and a stem or tail. To
the stems of the quaver, semiquaver, and demisemiquaver,
one, two, or three hooks are added.

77. The semibreve consists of a round open head only,
and is equal in time-value or duration to two minims,
however slow or quick may be the general speed or pace of
the music in which it occurs: o J

78. The minim is shaped like a semibreve, but has
a stem added to its white open head. It is equal to two
crotchets: J__J

79. The crotchet is a smaller (black) note with a stem,
and is equal to two quavers: J_ JN

8o0. The quaver is shaped like a crotchet, but has a hook
added to its stem. Itisequal to twosemiquavers: J*_ SR

81. The semiquaver has fwo hooks, and is equal to two

demisemiquavers (with thres hooks): R _ ﬁ‘E

:}—\n
F-we
1
I
1
N
1
]—
:l—
1
N
3
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82. 1t does not affect the duration of a note if the stem be
turned upwards or downwards.

83. When we write music at the Examination, we must
remember that all notes which are below the middle line of
a staff have their stems turned wpwards—to the right of
the head; whilst all notes above the middle line have their
stems turned downwards—to the left of the head.

Fig. 30.
E 4 E -
84. When several quavers, semiquavers, or demisemi-

quavers follow each other, their stems are generally joined
thus :— J°o @’ so as to form groups of short notes.

85. The lines which join the stems of quavers and shorter
notes still, have the same time-meaning as the hooks which
cre joined to the stems of single quavers, etc.

86. A rest indicates silence, exactly as a note indicates
sound.

87. Every note has its corresponding rest, which is equal
to it in time-value, as shown in Fig. 31.

Fig. 31.
Longest note or Rest placed perpendicularly be-

B, Al or 0 Breve. —x= tween two lines of the staff.
Whole note or || Rest hangs from a line of the
e Semibreve. staff.
J Half note or | _ | Rest supporied on a line of the
Minim. staff.
[* | Head of rest turns to the right,
- Quu‘ct::u!’::‘te Off or | a5 does the fnitial letter C of
: ‘ the word * Crotchet.”
Head of rest turns to the left, as
Py Elghot’l‘:a:;te or + | does the initial small letter ¢
- of the word quaver.
.F Sixteenth note or q Rest has a double head, like the
Semiquaver. double hook of the note.
I T"‘:?:z"“ gl Rest has a #riple head, like the
Demisemiquaver. triple hook of the note.
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88. It will be seen from Fig. 31 that the position of the
stem or tail of a rest with respect to its head influences
the time-value of the rest. This is not the case with notes. A
croichet, for example, may have its stem either to the right
or left of the head, and be turned upwards or downwards ;
but a crotchet 7est must have its stem to the lf? of its head,
and be always turned downwards. If the stem is to the right
of the head, the rest is changed at once from a crotchet to a
quaver rest.

89. Why rests are used in music. They give breath-
ing places to singers, and afford a momentary relief to the
continual use of a player's fingers. In this way they prevent
fatigue. Exactly as we could not go on reading or even
listen to reading without using sfops, so we cannot go on
playing, singing, or even listening to music without the use
of rests.

CHAPTER VI.
Do1s—TIE OR BIND—PAUSE—STACCATO MARKS—SLUI}.

<
90. Sometimes it happens that we wish to write a note
lomger in duration or time-value than, let us say, a minim,
but not as long as a semibreve. Or, to express this in *‘ com-
parative money values,”” we may, perhaps, wish to write a
note worth 3d., which is, as we know, more than 2d., but
less than 4d., as shown in Fig. 28. A note can be so length-
ened or continued beyond its ordinary period of duration in
two ways :—
(1) By placing a dot (or dots) after the note.
(2) By binding or tying the note to another of the same
pitch.
91. A dot placed after a note increases its length or dura-
tion one half, thus :—

o - isequal 0 o d
~—
<, ..Jva.
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v2. A second dot adus haif the length of the first dot,
and so on with any number of dots, thus :(—

Two dots o .. Is equal to = J J
~—

Three dots J v ”» JvJ -P oF

N N

93. Twice the value of a dotted quaver is a dotted
crotchet ; twice the value of a dotted crotchet is a dotted
minim, and so on. And, we must never forget that it is
impossible, by adding any number of successive @ots to a
note, to double its time-value.

94. Again, half the value of a dotted semibreve is a dotted
minim ; half the value of a dotted minim is a dotted crotchet,
and so on.

95. The curved line — shown in §§ 91 and 92 is named
a Tie or Bind. It is used to connect two notes of the same
pitch, and indicates that the first note of those so tied or
bound is to be sounded, while the oihers are to be held on
for their respective time-values.

96. Dots (but %ot ties or binds) are used for prolonging the
time-values of rests as well as of notes. Thus :—

- has a time-value equal to J or J J

e T Jvcretc.

97. Instead of writing dots after rests, we very often
make up the required duration of silence by {wo or more
vests of various values, the longer fivst, the shorler afterwards.
For example—if a rest equal in time-value to three crotchets
be required, a minim rest followed by a crotchet rest is
preferable to a dotfed minim rest. Any number of rests used
to indicate one continuous silence are never tied like a
corresponding number of notes used to indicate one con-
tinuous sound. Thus :(—

Fig. 32.
I!} i) g 1§
a4
Y. i n
by
is often used instead of—

C®<u
b
v

et
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98. Any note or rest may be prolonged indefinitely by
means of a sign called a pause, which may be written over
or under such a note or rest.

Fig. 33.

n o) ~ ~ m ~n
X p— + _.,H'___ ~3 —j— B - m—
e e e | ==
[
99. If the pause is over a note, the sound may be kept
on as long as the player, singer, or conductor* pleases.

100. If the pause is over a rest, the sound, as well as the
time, must stop.

I

101. A pause of unusual length over a rest is sometimes
marked lunga pausa.

102. The letters G P (which stand for Gran Pausa) also
mean a pause of more than ordinary length.

103. The shorter notes (such as the crotchet, quaver,
semiquaver, etc.) often have their period of sound-duration
made shorter by means of staccato marks. A note (or passage
of notes) may be indicated for three grades of staccato per-
formance by placing above or below the notes (a) small dots
combined with slurs, (b) dots only, (¢) dashes only.

Fig. 34. The Three Staccato Grades.

() v v
= - o b S

104. Mezzo (or slurred) staceato. lHere the sound duration
of each note is shortened by a quarter of its length, by
means of the dot and slur.

105. Staceato. Here the sound-duration of each note is
shortened by half its length, by means of the dot alone.

106. Staccatissimo. Here the sound-duration of each
note is shortened by three-quarters of its length, by means of
the dash. Staccatissimo also implies emphasis or additional
force given to the notes.

* A conductor is a person who directs a band or chorus at a concert,
by * beating time " with a stick.
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107. But the time-value taken from any note by a stuccato
mark must be made up by silence before the next note is
heard. Therefore, in Fig. 34, E, the second note, will not
be heard amy soomer because G, the first note, is ‘‘ cut off
short’’ by the staccato mark ; it will be sounded at the very
same instant at which it would naturally come if G were
prolonged or sustained to its full time-value.

108. If the passage be of considerable length, sempre
(always) staccato is written :—

Fig. 35.

Sempre staccato. BEETHOVEN (Eroica Symphony).

@—4' e
v v e e e S ey ST

109. If a single note is intended to be played mezzo-
staccato, it is marked thus:—

Fig. 36.

110. There is another curved line which resembles a
tie or bind in appearance, but which has a different use in
music. It is called a slur.

111. The slur is a curved line, which, when placed over or

under several notes, signifies that they are to be played in
the legato style, f.c., smoothly and connectedly :—

Fig. 37.

: ”:l:_‘.:;’:@

112. In violin musie the slur is used to show how many
notes are to be played #n the same bow.

113. When the slur is placed over or under two notes of
different pitch, a stress should be placed on the first, and
the second should be played lightly :(—

Fig. 38.
ﬁo

—
.

S2ES

S
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114. The slur is used in vocal mustc when more than one
note has to be sung to one syllable :—

Fig. 39.
MENDELSSOHN (S, Paw/).

)
%ﬁ,&. B
Y] ~——— ~ "

- me

~ -
m - Lers His chil - . dren.

Tc

In Fig. 39, notice at (a) a combined use of the tie and slur.

CHAPTER VI1I.
ACCENT—TIME-SIGNATURES.

115. When we listen to music we notice—in addition to
differences of pitch and time-value-—that certain notes are
sung or played with greater foree or stress than others.
This force, stress, or emphasis, we call accent. Sometimes
accents are called pulses or beats.

116. And when we look at a piece of printed music, we
see that the entire piece is divided or measured off into
small equal portions, by little upright lines drawn across
the staves. These little upright lines are called bars.

117. The ‘“ measures’’ or spaces between the upright
bar-lines are also called bars. Every piece of music does not
begin with a full bar. Some picces begin with only a part
of a bar. This incomplete portion must be looked upon as
having been broken away from the last bar of the piece,
and be counted as such. See Fig. 39.

118. By measuring off the music into equal ‘‘ bars,”’ we
are enabled to count the time and to know where the strong
accents come. As a rule, the first note in every bar is more
strongly accented than any of the others.

119. There are three kinds of accent in music :—

STRONG,
Medium,
Weah.



120. When music is played or sung, the strong accents
are marked with greater loudness and force than the rest ;
the medium accent has a moderats stress given to it, and
the weak accent is taken lightly.

121. In every bar the accents come in a fixed regular
order. This regular grouping of the accents or beats in a bar
is called rhythm.

122. A time-signature is placed at the beginning of a
piece of music to show us how many accents or beats we
are to count in every bar.

123. A time-signature is made up of two figures placed
one above the other. It is something like a fraction to look
at, but it never has a line drawn between the two figures,
which the fraction has.

124. The upper figure of the time-signature shows us how
many accents, pulses, or beats, we have to count in a bar.

125. The lower figure of the time-signature shows us the
time-value of each accent, pulse, or beat. It points out to us
how many of those time-values are contained in a semibreve.
If the lower figure is 2, it means minims, because a semi-
breve is worth two minims. If the lower figure is 4, it means
crotchets ; if 8, it means quavers ; if 16, it means semiquavers,
because a semibreve is worth four crotchets, eight quavers,
or sixteen semiquavers.

126. 2 therefore means two croichets in a bar ; g means
three minims in a bar ; § means four quavers in a bar, and
so on.

127. There are three principal kinds of time-division in
music : Duple, with two beats in a bar; Triple, with three
beats in a bar ; Quadruple, with four beats in a bar. Quad-
ruple time, with four crotchets in a bar, is sometimes called
Common time.

128. These three kinds of time-division may be either
Simple or Compound. In simple time, each beat is a simple
note, which can be divided into 2. In compound time,
each beat is a compound or dottsd note, which can be
divided into 3.
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129, Fig. 40 shows all the t!me-signatures in general
use :—

Fig. 40.

DurLE. TRIPLE. QUADRUPLE.
(er2 JJ |3 JJd (¢t JJJdJ
g fddjicsliextiaald
? EI N I S S
g $ J.d| 2 Jdd 2addd
g § J.J 2 20 J RulJl
8 S LA 2 22N Borrrd

130. The Simple time-signatures are very easily under-
stood from a study of Fig. 40. The Compound time-signa-
tures will be better understowi when the sub-divisions of
the compound beats are shown.

Fig. 41.
CoMpPOUND DupLE. CoMPoUND TRIPLE,
000 0 I - D R O B R A
~— N ~— ~— S~
Six crotchets in two Nine crotchets in three
groups. groups.
e 2 0 ¢ D070
Six quavers in two Nine quavers in three
groups. groups.

§ e es 3 TR ITT

Six semiquavers in Nine semiquavers in three
two groups. groups.
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CoMPOUND QUADRUPLE.

2 JJ) )] 1)) Jld

A g

Twelve crotchets in four groups.

2 JJJ J70 730 JT0

Twelve quavers in four groups.

}g JJ- cow ;aJ ceoso
Twelve semiquavers in four groups.

Here in Fig. 41 the doltcd-note beats of Fig. 40 become
groups of three notes.

131. We shall find it easy to remember which is simple
and which is compound time, if we think that, in simple
time, the upper figures are: 2 for duple, 3 for tyiple, 4 for
quadruple. In compound time each beat is a dotted note,
which can be divided into 3 ; hence, if we multiply the upper
figures of the simple time-signatures by 3, we shall get the
upper figures for the compound time-signatures, namely :
3limes 2are 8; 8 times3are9; 3 times 4 are 12.

132. In compound timec-signatures the lower figure
always shows the time-value of each of the three notes of
the group into which the dotted beat-note is divided. These
group-notes are twice as short as the notes indicated by the
lower figures in the simple time-signatures ; if we, therefore,
multiply the lower figures of the simple time-signatures by 2,
we shall get the Jower figures for the compound time-signa-
tures, namely : twice 2 are 4; twice 4 are 8 ; twice 8 are 16.

133. Very often, in music written in simple time, we find
beats divided into three instead of two. A group of three
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notes which occupies the time of two of the same kind is
called a triplet. A triplet is generally marked with a curve,
having the figure 3 underneath, so:—

134. A double bar i marks the end of a piece or
the cud of one of its important divisions. A double bar has
nothing whatever to do with the time or rhythm of the
piece.

CHAPTER VIiII.
Di1ATONIC MAJOR SCALES AND THEIR KEY-SIGNATURES.

135. A Scale is a series of eight sounds, ascending or
descending, by steps or degrees, in alphabetical order, from
any note to its octave.

Here is the Secale of C Major, which we already know :—

Fig. 42.
-5 1 2 3 4 5 6 7 ; o
. g’ T = 1
g = semtitone. semitone.

136 A Key is the name given to the notes of any scale
when they are played or sung in any order of melody or
harmony the composer chooses.

Here is a tune formed out of the same notes of this Scale
of C Major, but arranged in a different order—not alpha-
betical :—

Fig. 43.

GEST—EasEr e

137. In every Diatonic Scale there are eight degrees
(including the octave of the first note), and no other two
degrees have the same letter-name.
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138. Every Major Scale is Diatonic and has this settled
order of tones and semitones :—

From 1st to 2nd note a tone.
, 2ndtoszrd ,  tone.
,» 3rdto4th ,,  semilone.
,» 4thtosth ,,  tone.
,» 5thto6th ,,  tone.
,» Othto7th ,,  tone.
., 7thto8th ,,  cemitone.
139. A glance at Fig. 1 (page 8) will make this perfectly
plain. It wiil Le seen that the semitones come between the
3rd and 4th, and the 7th and 8th degrees.

140. Every major scale can be divided into two equal
parts, each of which is called a Tetrachord.

The word Tetrachord means  four strings "’ (sounds).

141. There are, then, two tetrachords in every diatonic
scale, the lower and the higher.

142. In every major scale there is a whole tone between
the last note of the lower tetrachord and the first note of
the upper tatrachord.

143. A tetrachord (Leing half a scale) is made up of four
notes. Every tetrachord has its degrees, or steps, arranged
in this order :(—tone, tone, semilone ; in other words, the
semitone comes between the 3rd and 4th notes of the
tetrachord.

144. Every tetrachord can belong to two scales; it can
be the upper half of one, and the lower Lalf of another.

145. Here is the Scale of C Major showing its two tetra-
chords :—

Fig. 44.
Lower Tetrachord. Upper Tetrachord.
5 — —
Al e E— = -II
. flv 32 3 4 fome. 5 6 ? 8

1f the upper tetrachord of this Scale of C be taken as the
lower tetrachord of a new scale, we have only to add at its
[+
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upper end—at the distance of a tone—another tetrachord,
and the new scale is formed at once.

Fig. 45.
Upper Tetrachord from New Tetrachord to complete
Scale of C. Scale of G.
L tone. —

H- _ .

v A

@_:____ e ’-r.jl:: = 1
1 2 3 4 5 6 7 8

146. The sharp before the F (7th degree) is necessary in
order to make the semitone come between the 7th and Sth
degrees of the new Scale of G.

The 7th degree of every scale is therefore its sharpest note.

147. By reversing the process, .., taking the lowey
tetrachord of the natural Scaule of C as the higher tetrachord
of a new scale, we obtain the Scale of F.

Fig. 46.
Lower Tetrachord from New Tetrachord to complete
Scale of C. Scale of F.
a lone. J—
£ tEee e
g 0 T 6 5 4 8 2 1

148. The flat before the B is necessary to lower that
degree half a tone, so that the tetrachords should be divided
by a tone, and to make the semitone between the 3rd and
4th degnees of the new Scale of F.

The 4th degree of every scale is therefore its flattest note.

149. If we continue the process of taking the upper
tetrachord of one scale as the lower tetrachord of the next,
we shall reach at length the Scale of C4#, in which every
note has a sharp written before it. See Fig. 47.

150. And if we continue the process of taking the lower
tetrachord of one scale as the higher tetrachord of another,
we shall reach the Scale of C}, in which every note has a
flat written before it. See Fig. 48.

151. There are only two rules to remember in making
all these new scales :—

Rule I.—There must be only one semitone in every tetra-
ohord, which must come between its last two degrees.
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Rule II.—1n joining tetrachords together, there must be a
whole tone (not a semitone) between the fourth note of the
.ower tetrachord and the first note of the upper tetrachord.

152. There are two ways of writing scales :—

(i.) With the necessary sharps or flats written as ‘‘ acel-
dentals '’ before the notes they raise or lower ; and—

(ii.) With the necessary sharps or flats grouped together
in one place, directly after the clef. This group of sharps or
flats we call the Key-signature. After its Key-signature
any scale can then be written up or down, without using a
gingle ‘‘ accidental.’”” Fig. 47 shows the whole of the Major
Scales which need sharps (beginning with the natural Scale
of C). The pruper Key-signature belonging to each scale is
also given.

Fig. 47. * Key-signature and
a C, Natural Key. _ . Key-note.
= - o=
G, One Sharp. —
A 8 o _ -
b ===
o oJ
D, Two Sharps.
é e e
...T_.._O.* " & = - AR
A, Three Sharps. e -
- — pebi—
e e
L% ;
E, Four Sharps.
-ﬁ“ e e e %gfi
v T a@ —
B, Five Sharps.
2 I 0 4,8 -
Wﬂ@ﬁfﬁ
= A v
F 8, Six Sharps. ] B

C §, Seven Sharps.

5 . — n>-£“¥£%__ “

The sluyrs show where the semitones come.
© For Bass key-signatures and key-notes, see page 39-
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153. If we look at the Key-signatures in Fig 47, we
notice two things :—
(i.) That the order of sharps is—F, C, G, D, A, E, B.

Observe that F, C, G were the first note-positions learned
(see Fig. 6), and that D, A, E, B represent the word ‘‘ Bead "
spelt backwards.

(ii.) That the Key-note, or that note which the scale begins
with, is always one semitone above the last sharp—that
sharp which is farthest away from the clef.

154. The seventh note of every scale—that which has the
last sharp written before it—is called the Leading-note,
because it leads up to the key-note.

155. Fig. 48 shows the whole of the Major Scales which

need flats (beginning with the natural Scale of C). The
proper key-signature belonging to each scale is also given.

Fig. 48. * Signature and
. C, Natural Key. Key -note.
p e = —ﬂél =
gi‘. = I P =2 |
_, F, One Flat. . _—
e =
Yy
_ Bp, Two Flats. _— : o e e P
_, Eb, Three Flats. i — oL
== et
. Ap, Four Flats, — L b L
. Db, Five Flats. o

H

, Gb, Six Flats. . , -y

® For Bam key-signatures and key-notes, ses page 39.
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C ), Seven Flats.

W%

The slurs show where the semitones come.

156. 1f we look at the key-signatures in Fig. 48, we notice
two things :—

(i.) That the order of flats is—B, K, A, D, G, C, F (which
is like reading the order of sharps backwards).

(ii.) That the key-note is always the fourth note below
the last flat—that flat which is farthest away from the clef.

157. The fourth note of every scale—that which has the
last flat written before it—is called the Sub-dominant.

158. The complete Cireole of Scales will be twelve, whether
we take six sharp keys, one natural key, and five flat key: ,
or five sharp keys, one natural key, and six flat keys :—

Fig. 49.
Circle of Scales.

Fé

159. On the piano C# and Db have the same pitch, there
fore the scales having these notes for their tonic or key-notc
will have the same sound :—

Lig. so.
. Key ot C§.
= =
R Key ot Dp.
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160. Other pairs of scales which have the same pitch on
the piano are—G)p and F$; Ch and B. A change from one
of these paired scales to the other is called Enharmonie.

161. When all the seven letters of the musical alphabet
have been made sharps, an accidental double-sharp is used
for the eighth sharp.

162. Similarly, an accidental double-flat is used as the
eighth flat.

163. It may help us to remember the number of sharps or
flats which belong to any key-note if we once more group
the various key-notes in the order in which we learned our
notes on the piano score :—

D E F
B’'A’'G
From Figs. 47 and 48 we learn that :—
C has no sharps or flats; C# has 7 sharps; Ch has 7 flats.
D has 5 flats; Ep has 3 flats; F has 1 flat.
B has 5 sharps; A has 3 sharps ; G has 1 sharp.

D has 2 sharps ; E has 4 sharps ; F$ has 6 sharps.
Bp has 2 flats; A} has 4 flats; Gp has 6 flots.

Hints for Examinations.—When asked to write scales
at an Examination, we ought to notice very carefully :—
i) Whether we have to write the scale up or down ;
(ii.) whether Treble clef or Bass clef be asked for ;

(iii.) whether the key-signature is required by the Exami-
ner, or the necessary accidentals before the notes
which need them ;

(iv.) whether the moles asked for be semibreves, minims,
crotchets, quavers, semiquavers, etc. ;

(v.) which note, degree, or step of the scale we are asked
to begin upon, as 7th, sth, 4th, 2nd, 1st, etc.:

(vi.) if we are asked to mark the position of the semitones
by slurs or otherwise.
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Table of Bass Sharp Koy-signatures with Key-notes :—

Table of Bass Flat Key-signatures with Key-notes :—
b Eb. A).

el

Lo " UN
=

D

M%ﬂéﬁ%
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CHAPTER IX.

MARKS AND WORDS RELATING TO TONE AND SPEED.

164. Italian words—written either at full length or cut
short in some way—are used to show :(—

(i.) the quantity of tone (loudness or softness) required ;

(ii.) the speed (fast or slow) at which the music ought to
be played or sung.

165. Words, letters, and signs, indicating Loudness or
Softness of Tone :—

Pianissimo (pp), very soft.
Mezzo piano (mp), moderately soft.
Piano (p), soft.
Mesza voce (mv), medium tone.
Mezzo forte (mf), moderately loud.
Forte (f), loud.
Fortissimo (ff), very loud.
Crescendo or —=——, gradually increasing in tone.
g:::::;:‘z}or =, gradually decreasing in tone.
Sforzando (sf),
Forzaudo (fg)' }iorcing the tone.
Rinforzando (rf),
A sign like this (=) is often used to mark strongly-
accented notes :—

MENDELSSONN : Midsummaey Night's Dyeam.

166. The Metronome is an instrument invented for the
purpose of accurately measuring the time or speed of a piece
of music. Clockwork mechanism inside sets in motion an
outside pendulum, the speed being regulated by a sliding
weight, according to the various grades of time measured
on the index. The Metronome should beat once a second,
or 6o times a minute, if set at 60.
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167. For example : g=126 means that the sliding weight
should be set to 126 on the index, when, on the instrument
being set in motion, the beats of the pendulum show the
speed of the crotchets.

|=80 means that the weight should be sct at 8o, when
the pendulum-beats show the speed of the minims.

168. Words indicating Speed:—

Grave, solemn.

Lento, very slow.

Largo, broad, slow, grand (J--40 to o=69).

Larghetto, rather broadly (g=72 to J=96).

Adago, slow ; leisurely (J=100 to g=-126}.

Amndante, going at a moderate pace (J=126 to J=162).

Andantino, not so slow as Andante.

Moderato, moderate speed.

Allegretto, rather fast.

Allegro, merry, lively, fast (=160 to J=184).

Vivace, with life and energy.

Presto, very quick (,‘::184 to g=208).

Prestissimo, as quickly as possible.

169. The following other words relating to speed are also
very often to be met with :—

Accelevando (accel.), accelerating, getting faster.

Rallentando, gradually getting slower.

Calando, decreasing in speed and tone.

Ritardando, Ritenuto (ril.), retarding, by holding back
the time.  Other words which have much the same
mcaning arce Slenfando and Slargando.

A tempo, in time.

Ad libitum or A piacere, at the performer’s pleasure.

Meno mosso, less moved—slower at once.

Pii mosso, move moved—quicker at once.

Hints for Examinations.,—We may either have Italian
words or signs given us in order that we may say what they
mean in English; or, we may have the linglish meaning
given us, and be asked to say what is the Itulian word which
has that meaning.
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CHAPTER X.
Userur HINTS FOR EXAMINATIONS.

At the Examination, the Examiners will pay special
attention to :—

Correct spelling.

Accuracy of notation, including—

Correct position of stems with respect to the notes.

Proper order and position of sharps and flats in key-
signatures.

The insertion of necessary accidentals, ties, slurs, etc.,
in the given passages for transposition.

No marks wiil be given for incorrect notation of seales
or transposed phrases.

The following is a specimen paper for the Preparatory
Division of the Trinity College of Music Local Examinations
in Musical Knowledge :—

Time allowed—Two hours.
Marks vequived for Pass Certificate, 3.

1. (10 marks.) Under each of these notes write its letter-
name :—

‘A-..__?‘__ T G bz
é____., — - ] A J._____;_.'___._——‘i
o/ p

2. (15 marks.) Write out this passage an octave higher :—
by —r S ST i ey £ S ==
?ﬁiéﬁ‘%?,‘:; Yo o4 g w® 1 ﬂ_'_—_,_ -

3. (10 marks.) Write :—

A triplet of Quavers. A Minim. A dotted Demisemiquaver.

== - = |

(===

A Pause. A Crotchet Rest.

f?'.L e 18
bk
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4. (15 marks.) Give the time-signatures which mean :—
Three Crotchets. Two Minims. Nine Quavers.

5. (10 marks.) Write, in Minims, the descending scale
of A major, with proper key-signature :—

6. (15 marks.) Write, in Crotchets, the ascending scale
of D flat major, with proper key-signature :—

@_—: o — .___._._,_____ﬁ

7. (10 marks.)) Write the Signs only which mean:—
Moderately soft; Very loud; Soft; Forced, accented, or
emphasized ; Gradually diminishing in tone.

8. (15 marks.) Give the English meanings of the follow-
ing Italian terms :(—addagio ; Allegro; Ad libitum ; Largo ;
Prestissimo.

HINTS FOR EXAMINATION CANDIDATES.

Hint I.—In writing the names of nctes which have
a #, b, or b, written bcfore them, we ought to give the name
of the accidental in full : thus—G sharp, A flat, B natural ;
not G§, Ap, By, or worse still, $G, b A, R B.

Hint II.—1f we are asked to write the notes themselves,
we must be careful to put all accidentals before the notes
to which they bielong, not after the notes.

Iling I1I.—1n re-writing a passage of notes at a different
pitch, etc.,, we should be most careful to write first, the
proper clef, kcy-signature, and time-signature required.
These three things come in the order given; the key-
signature always comes between the clef and the time-signature.

Hint IV.—Lct us see too that we have only the correct
sharps and flats actually wanted in our key-signature, and
that they come—all of them—in their proper order and
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place. For instance, in writing the signature of G major
in the Treble clef, we should not¢ place the single sharp in
the bottom space. It must go on the top line.

Hint V.—Next let us take care that every note-stem is
placed on the proper side of the note to which it belongs, and
is turned in the proper direction, up or down (see § 83,
page 23).

Hint VI.—If a dotted note is written on a line of the
staff, we ought to place the dot in the space above if the
next note be a higher one.

Hint VII.—But we should place the dot in the space
below if the next note be a lower one. Fig. 51 will show us
how to properly place the dot after a note written on a
line :—

Fig. s51.

===

Hint VIII.—In no case should any dot be written on a
line of the staff.

Hint IX—We should never write a time-signature
exactly like a fraction, with a line drawn between the two

figures, thus: % is wrong ; 2 is right.

Hint X.—We should not be carcless, and so leave out
any accidental which may occur in the given melody.

Hint XI.—Let us sec that we put in our own exercises
all the slurs, ties, staccato marks, etc., which may be marked
in the copy set us. .

Hint X1I.—In addition to the hints already given for the
proper writing of scales (see Chapter V1I1.), we must take
great care not to leave out a note of the scale.

€ Hint XIII.—Nor should we repsat one of the notes of a
scale. In a word, let us be very careful not to write more
nor less than eight notes altogether, up or down.
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Hint XIV.—Let us not, in any case, make blots.

Hint XV.—Let us take the greatest care to correetly
spell every word we may have to write.

Hint XVI.—It will be well for us if we read each question
through twice, and see that we thoroughly understand what
we are asked to do before we put our pens to the paper.

Hint XVII.—Never let us be in a hurry, or we shall not
do work sufficiently good to pass the Examination. Itis the
sure and slow but careful work which always wins success.
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PREFACE.

e o ——

THis little Manual is intended as a Text-Bonk for the
preparation of Candidates for the Junior Division of the
Trinity College of Music Local Examinations in ['heuty
of Music. It contains a complete course of instruction
in all the subjects prescribed in the Syllabus i.r i
Junior Division, together with useful hints for the suc
cessful working of Examination papers. Junior Djvision
candidates are expected to know thoroughly the coutents
of the Preparatory Tevt-Book before they begin tiic
study of the present manual ; but for the convetience ot
those students who may have passed the Exan:ii::iton in
the Preparatory Division some time ago, or who may have
acquired the same knowledge from cther source:, a
brief resumé of the chief contents of the Preparatory
Text-Book has been given in these pages. The :'iun-
tion of teachers cannot be too forcibly drawn t¢ ihe
great importance of ear-training. Every fresh point of
instruction should be amply illustrated upon the piana-
forte keyboard ; especially such matters as the position
of the semitones in the various scales, the relative du:a-
tion of sounds, and their grouping according to the
laws of accent, syncopation, etc., as well as the various
methods of melodic embellishment by means of *‘ grace-
notes,” turns, shakes, etc. The aural effect and scale-
relationship of every interval should be clearly demon-
strated to students, who should also have every facility
afforded them for practising Exercises in Musical Die-
tation, and for preparing to pass the ear-tests demanded
by the Practical Divisions of the College Local Examina-
tion System.
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It 15 by no means intended that teachers should present
the contents of this book to their pupils in the order Leres
given, chapter by chapter. On the contrary, it may very
often be necessary to vary that order considerably, so as to
adapt the instruction to the different mental capabilities of
the pupils. For instance, under certain circumstances a
first term’s work might very well be planned somewhat in
this order (—

Lesson L., §§ 8-19; Lesson II., §§ 77-80; Lesson III,,
§§ 95-112; Lesson IV, §§ B81-94; Lesson V., §§ 25-37;
Lesson VL., §§ 128-133; Lesson VII., §§ 113-124; Lesson
V11I1., §§ 38-48 ; Lesson IX., §§ 49-59; Lesson X., §§ 6066 ;
Lesson XI., §§ 1-7; Lesson XII., §§ 134-149. No fresh
matter should be introduced before the preceding instruction
has been thoroughly understood ; nor should too long 2
period be allowed to elapse before the knowledge already
acquired is further impressed upon the pupils’ minds by
some form of repetition.

Other re-arrangements can easily be made by teachers to
suit their own individual requirements; but the order of
contents in the present Text-Book has been planned on the
lines of the College Syllabus for the Junior Division, with a
view of making the work more generally useful as a referencs
as well as a teaching book.

A companion book of Questions and Exercises is
published, in which the number of every Question corres-
ponds exactly with the number of that paragraph in the
present Text-Book, which contains the answer to the
question set. The two books (if used together) will thus
present the instruction in the form of a Catechism—
with this advantage over ordinary books of that kind,
viz., that questions and answers are not given together
on the same page of the same book.
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CHAPTER L.

MUSICAL SOUNDS, AND HOW THEY DIFFER—AN OUTLINEK
oF MusicaL NOTATION, SHOWING ITS VARIOUS UsEs
TO MUSICIANS.

1. Sound is a sensation of the brain which depends en-
tirely upon our sense of hearing ; it has no separate existence
apart from ourselves.

2. The immediate cause of sound is the vibration of a
sounding body or musical instrument.

3. Vibration is a very rapid to-and-fro movement (or
tremulous motion, as it is sometimes called). We can ses
this vibration taking place in the case of a sounding string
on either a piano or a violin ; we can feel—by touching the
outside of a sounding organ-pipe—that the air within the
pipe is in a state of vibration.

4. Some medium is necessary for carrying the vibrations
of the sounding body to our ears. This medium is generally
the alr.

The vibrations of the sounding body set up in the air a
corresponding number of sound-waves.

The sound-waves pass through the air until they reach the
drums of our ears.

Our ear-drums, being disturbed by the sound-waves,
convey the effect of the vibrations to the brain, It is the
brain alone which by this means receives the sensation we

call sound.
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5. Musical sounds differ in these six ways :—

(i.) Pitch—by whick we mean that a sound is high up,
low down, or somewhecre between these two exiremes.
Pitch depends upon the number of vibralions made per
second by the sounding body. This vibration-number in-
creases as the sounds get higher in the scale, and decreases as
they get lower.

(ii.) Intemsity or quantity—by which we mean that a
sound is loud or soft, or moderately loud or soft. Intensity
depends upon the degree of force with which the sound-waves
reach our ears. The louder the sound, the more violent will
be the action of the sound-waves upon our ears, and vice versa.

(iii.) Quality or timbre—by which we describe the
character of a sound as being rich, full, hard, thin, etc. By
their quality we can distinguish the sounds of a flute from
those of a violin, or the tones of the human voice from those
of an instrument. Quality depends upon the manner in
which the sounding body vibrates. The playing of a flute
will act differently upon the air to the playing of a violin, etc.;
the sound-waves will be diffiecrent, and these again will act
differently upon our ears and brains.

(iv.) Duration—Dby which we mean the length of tiine a
sound lasts. 1a listening to music we hear that some sounds
are held on or susiained for a considerable time ; others are
“ cut off " quite short ; others are neither very long nor very
short, etc.

(v.) Accent—by which we mean the siress or emphasis
which is given to some sounds more than to others ; exactly
as in ordinary speaking or reading we lay greater stress
upon certain words or syllables than upon others.

(vi.) Tonal relationship—by which we mean the order or
arrangement of sounds into what are called seales and keys,
without which it would be impossible to make or to recognise
tunes.

All these differences in musical sounds have to be ex-
pressed upon paper, so that a composer may be able to
write down the music he desires to be played or sung, and
that the players and singers may be able to understand what
has been written down for them.
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6. A knowledge of ‘musieal notation, therefore, teaches
os that (—

(i.) Differences in pitech are expressed upon paper by the
various positions of notes upon a staff.

(ii.) Differences in intensity (quantity) are indicated by
the use of words, letters, or signs ; such as forte, piano, cres-
cendo, diminuendo, ff, pp, ———=—=, . . —, etc.

(iii.) Differences in quality are shown by a composer
writing the name of the voice or instrument he intends to be
used—such as Soprano, Contralte, Tenor, Bass, piano, organ,
violin, flute, trumpet, etc.

(iv.) Differences in duration are expressed by ilie varicus
shapes of the notes used—such as o, =, o) .", ,.'t, ctc.

(v.) Differences in accent are indicated by the (time-
signature, which assigns various degrees of accent to the
notes within a bar, thus:—

Fig. 1.

: T .

S —

The mark (=) is hae used to show which notes aurc
accented more than others.

(vi.) Differences in tonal relationship are shown by the
various key-signatures, each of whicnh indicates that par-
ticular arrangement of notes or scale which has been selected
by the composer for his music.

Thus, in the two scale-passages lieve given in Fig. 2, the
five notes indicated by iheir letter-names—G, A, C, D, E—
ure exactly the same in pitch, intensity, quality, duration,
and accent; yet they produce quite a different eflect upon
the ear, because of the altered relationship which is eflected
by the chanyge of key signature :—

Fig. 2

For Treble voice : For Treble voice :
P

.

GA CDE ) GA CDE
In the same way the same person may appeal to us differently as we
regard him in his various social relationships—as father, son, husband,
brother, uncle, cousin, friend, enemy, etc.
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7. We have to study Musieal Notatien in order to read,
write, and understand music thoroughly. We desire to be
able not only to play or sing * at sight,” but also to acquire
the power of knowing what a piece of music will sound like
by merely looking at it. And we wish to be able to write
down correctly any ‘‘ musical thoughts *’ which may occur
to us.

CHAPTER 1II

PosiTiION OF NOTES ON THE STAFF—THE * REFLECTIVE "’
AspecT or THE Notes C, D, E, F, anDp C, B, A, G—
LEGER LINES—TREBLE AND BAss CLEFS—ACCIDENTALS.

8. The first thing which any system of musical notation
has to do, is to show the correct pitch of every sound re-
quired by the composer, in such a way as to leave no doubt
as to the exact distances or intervals between the various
sounds. The eye and mind ‘must be assisted to perceive
the rising and falling of the sounds as they constantly
change from low to high, or from high to low. This is
done by means of the Great Staff.

9. The Great Stafl is a series of eleven lines, arranged
one above the other, like the steps of a ladder.

N

Fig. 3.
The Great Stafl.

Notice the thick '* Middle C* line which corresponds with the C in the
middle of the keyboard :---

11th line, F —— e - oo o e ", 10th space.

10th iine, D - T C, 9th space.
8th line, B A, Bth space.
8th lfne, G F, 7th space.
7th line, E ————————~ — --——— =+ + oo "D, 6th space.
6th qne, C R, 5th space,
5th line, A G, 4th space.
4th lfne, F T 7T T TTTUE, 3nd space.
3rd lfne, D TTTTTTTITTUC, 2nd space.
2nd line, B A, 1at space.
ist line. G —-

On these eleven lines, aund w the ten spaces betweep
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the lines, are placed the notes which represent the sounda
required to be sung or played. Every line and every space
of the Great Staff has its own particular letter-name, as
shown in Fig. 3.

10. Students must carefully distinguish between the
words tone and note. A tone is a musical sound of definite
pitch; a note is a character or sign written on the staff to
show by its position thereon—high, medium, or low—the
exact pitch of the tone or sound it pictorially represents.
The ‘“ notes *’ take their names from the lines or spaces
which they occupy on the staff.

11. A pianoforte* score has ten lines. 1t is the Great
Staff with the Middle C (thick) line omitted. The space
between the A and E lines—when the Middle C line has been
taken out—is widened, and the two five-lined staves (upper
and lower) are joined together by a brace or bracket at the
left-hand side.

12. The upper staff is for the Right-Hand or Treble notes ;
the lower one for the Left-Hand or Bass notes.

13. Whenever the note Middle C is wanted, it is written
on a short line called a leger line, which for the moment
takes the place of the omitted Middle C line—either at the
top of the Left-Hand or lower staff, or at the bottom of
the Right-Hand or upper staff, as in Fig. 4 :—

Fig. 4.
Pianoforte Score.

TREBLE STAFF

(Right band). E line.
————————— Middle C line.
BASS STAFF A lige.
(Left hand).

14. The upper and lower staves are distinguished one from:
the other by Clefs.

15. A elef is a sign which points out the name of the
particular /¢me it is placed upon. Originally, the clef was
merely the capital letter indicating the name of its line :—

' This word is often abbreviated ** plano."
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Fig. 5.
Pianoforte Score, with Clefs.
G

Treble or G Clef: ( 9_.———_—_——.-
Bass or F Clef : lp

F

16. The Treble clef is placed on the second line of its stam,
counting up from the bottom. The Bass Clef is placed om
the second line of its staff, counting down from the top.

17. Only the first seven letters of the Alphabet are used
for naming musical sounds ; any notes beyond the seven—

A B C D, E, F, G—

are simply repetitions of these at a higher or lower pitch.

18. The eighth sound is called the Octave (abbreviated
** 8ve '’) of the first. Any note struck with its octave blends
so perfectly with it as to have the effect of a single but
brighter sound.

19. Fig. 6 shows a continuous series of sounds, ranging
from a note two octaves below Middle C, to a note twg
octaves above Middle C :—

Fig. 6.
Scale of C (four oetaves).

defguboaefithe
odefgabeae o™
su=f

—3
_—-——t'-.' —
Tenor C. -

-/ Treble C.

_g_-;EFGABon EF@ABO

The octave below Middle C is called * Tenor C*; the
octave above Middle C is called ** Treble C.”

As seen in Figs. 6 and 7, when a sound is too high, or too
low to be written on the staff, short additional lines are used
above and below the staff, called Leger or Ledger lines (Leges.
light). Notes may be written on these lcger lines, or in the
spaces between them, as :—
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Fig. 7.
Leger Lines.
A A: B C D 3.£_i, _F’_? "g’
R - N - - R
i | = — —
. Below : g g zr .g. =
Above : b E F G F
1.9,. 2 1z = %=
=
Below: 12 & 35 = L= g
E D c "l; 3’5{

Leger lines are merely ‘‘ light lines "’ cut short, added
outside the staff.

20, It will be observed from Figs. 6 and 7 that Middie C
is on the first leger line below the Treble staff, and is also on
the first leger line above the Bass staff. ‘‘ Treble C " is in
the third space of the Treble staff, counting upwards;
*“ Tenor C " is in the third space of the Bass staff, counting
downwards. A low Bass C is to be found on the second leger
line below the Bass staff, and a high Treble C is to be found
on the second leger line above the Treble staff. Regarded in
this way, the positions of C on the Bass staff are an upside-
down—or * reflected ’—image of the C positions on the
Treble staff.

Similarly, G, the clef line of the Treble staff, ‘' reflects *
F, the clef line of the Bass staff, and vice versa—see Fig. 5
on page I2.

In the same way D, the second note of the scale of C,
always ‘‘reflects’’ B, the seventh note of the scale; and E
‘“reflects ” A, as shown in Fig. 8 :—

Fig. 8.

: G
-
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21. When man) lcger lines are used above the Treble
staff, if the first two be disregarded or deducted from the
rest, those above will read exactly as the Treble staff itself,
two ociaves bigher in pitch. Thus :—

ip
np
iy
1}

will be the same as :(—
Fig. 10.

e
i played two octaves higher.
Similarly, if the first two leger lines below the Bass stafl
be deducted, those below will read as the Bass staff itself,
two octaves lower. Thus :—

Fig. 11
: 2% :
will be the same as :—
i Fig. 12

if played two octaves lower.

22. Sometimes, in order to avoid the use of a great many
leger lines, the sign 8va is written over a passage cf notes,
to show that they must be read, sung, or played, s if they
bhad been written an octave above. The word loeo, used
after 8va, signifies that the notes are to be read, etc., in their
original pitch as written.

23. 8va bassa, placed below a passage, signifies that it
i8 to be played an octave lower than written.

24. The figure 8 placed under notes indicates that the
octaves below are to be played with thesn.
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25. The interval or distance between any piano key and
the next above or below it, whether black or white, is called
@ semitone or half-tone,

26. The interval or distance between any piano key and
the next but one above or below it is called a whole tone,

27. A sharp ($) placed befors any note raises its pitch
a semitone.

28. A flat (b) placed bsfore any note lowers its pitch a
semitone.

29. A natural () restores a note to its original pitch,
lowering it a semitone if previously sharpened, raising it a
semitone if previously flattened.

30. A double-sharp (X) placed before any note raises it
two semitones.

31. A double-flat (bp) placed before any note lowers it
two semitones.

32. A doubly-sharpened note, or a doubly-flattened note,
can be respectively lowered or raised a semitone by writing
a single sharp or flat before a note, s0:—

Fig. 13.
:;Hﬂ
. Inwnd
33. Eleven of the twelve pianoforte Leys in every octave
are capable of bearing three different letter-names. The

remaining one (the middle key in every group of three black
ones) can only be called by two names—G$ and Ap :—

Cs¢ Dg F§ G§ As
Db Ep Gb Ap Bp
Bx Fbp Bx Chy

Bl Px G:
Dbb B» Fb Gbb | Abb |Bbb

34 A note is enharmonically changed when its name is
changed upon paper (as C$ to Dp), whilst its pitch upon
the pianoforte keyboard remains exactly the same.
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35. As a great deal of foreign music is used in this country,
as well as editions of classical works which are published
abroad, it is very convenient to know the foreign names of
the notes, as shown in Fig. 14 :(—

Fig. 14.
English. Ttalian. i French. German.
i
C. Do. I UL C
C flat, Do bemolle. | Ut bémol. Ces.
C sharp. Do diesis. l Ut diese. Cis.
D. Re. ! Re. D.
D flat. . Re bemolle. | Re bémol Des.
D sharp. Re diesis. ! Re digse. Dis.
E. POMiL [ Mi. E.
E flat. | Mi bemolle. ' Mi bémol Es.
E sharp. . Mi diesis. | Mi ditse. Eis.
F. . Fa. Fa. F.
I flat. . Fa bemolle. Fa bemol Fes.
F sharp. ' Fa diesis. Fa didse. Fis.
G. Sol. Sol. G.
G flat. Sol bemolle. Sol tiémol. Ges.
G sharp. Sol diesis. Sol diése. Gis.
A, La. La. A.
A flat, La bemolle. La bémol. As.
A sharp. La diesis. La diése. Als.
-B. Si. Si. H.
R fiat. Si bemolle. Si bémol. B.
B sharp. | Si diesis. ' Si diése. His.

It will be seen from Fig. 14 that the 1talians and French
call notes by * Sol-fa "’ names, and use respectively bemolle
and bémol for a flat, and diesis and disse for a sharp. The
Germans use letters for note-names, with the addition of es
for a flat and s for a sharp : Bj they call B; Bfj they call H.

36. A£ b, X, bb, or 4, which does not belong to the scale
or key indicated by the key-signature, is called an
accidental.

FFig. 15.

B R e s s = __
St e S e |
O | e e———
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37. The eflect of an accidental eontinues upon the staff
throughout the bar in which it occurs, unless it is con-
tradicted by another accidental.

CHAPTER III1.
DIATONIC SCALES : MAJOR AND MINOR.

38. A Diatonie Scale is a series of eight sounds, ascend-
ing, in alphabetical order, from any note to its octave.
Every step or degree bears a difierent letter-name from any
of the others.

39. There are two kinds of diatonic scale—major and
minor.

40. In the minor scale, the third degree or step is one
semitone nearer the first degree than is the third degree of
the major scale.

In olden days a major scale was often spoker of as “a
scale with the greater third ’; a minor scale was similarly
said to be ‘‘ a scale with the lesser third.”

41. The following technical names are given to the
degrees of all diatonic scales :—The 1st, Key-note or Tonic ;
the 2nd the Super-tonic; the 3rd the Mediant; the 4th
the Sub-dominant; the sth the Domimant; the 6th the
Sub-mediant ; the 7th the Leading-note ; the 8th degree is
the upper Key-note or Tonic.

These names will be best remembered in the following
order :—

The Tonic is the 1st note (I.), and the Dominant is the
sth above it (V.). The Mediant (or middle note between
these two) is the 3rd (III).

Fig. 16.

Dominant V.
7 Mediant 111
Tonic I.

Nore.—The Scale of C Major is here referred to; but the same tech-
nical names are given to the same vumerical degrees of any other scale,

major or minor, ?
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42. The Tonic is also the 8th note (VIIL), and the Sub-
dominant is the sth below it (V.). The Sub-mediant (or
middle note between these two) is the 6th (VL.). * Sub”
means below or undey.

Fig. 17.
Tonic VIIL
Sub-mediant V1. (mediant bslow the Tonic).
. Sub-dominant 1V. (dominant or 5th below the Tonic).

43. The Super-tonic is a whole tone above the Tonic
(I1.)—'""Super’’ means above. The ‘‘ Leading-note,” or 7th
of the scale (VII.), is a semitone below the upper Tonic
and /eads up to it.

Fig. 18.
Super-tonic 11. fons sbovs.
Leading-note VII.

Tenic 1.

®/ semitone below.

44. The major scales have already been explained fully in
the ‘“ Preparatory Text-Book,”” Chapter VIII., pp. 32-38"
the chief points to be remembered about them are these :—

(i.) The semitones come between the 3rd and 4th, and the 7th and 8th
degrees, both ascending and descending.

(ii.) Every major scale consists of two similarly constructed halves,
called Tetrachords.

(iii.) Every tetrachord can belong to two different major scales, by being
the upper half of one and the lower half of another.

(iv.) A whole tone comes between the 4th note of the lower tetrachord
and the 1st note of the upper tetrachord in every major scale.

(v.) The sharps or flats essentsial to the scale are grouped together and
placed after the clef, in the form of a key-signature.

45. The key-signatures of major scales can be easily

remembered in this way :(—

C has no sharps or flats ; C# has 7 skarps ; Cp has 7 flats.
D has 2 sharps; E has 4 sharps; Fghas 6 sharps.
Bphas 2 flats; Abhas 4 flats; G has 6 flats.
{Dbhas5ﬂats; Eb has 3 flats; F has 1 flat.

B has 5 sharps; A has 3 sharps; G has 1 sharp.}

46. In key-signatures the order of sharps is—F, C, G, D,
A, E, B; the order of flats 4s—B, E, A, D, G, C, F.
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47. Here i3 a table of key-signatures, showing in each case
the key-note or tonic of the scale :—

(i.) Major key-signatures with sharps :—

[u a major key-signature with sharps, the key-note is a semitone above
the last sharp. = In a major key-signature with fiats, the key-note is a
fourth bLelow the last flat.

48. Sometimes (at Examinations) candidates are asked
to write major scales beginning and ending upon other
degrees than the tonic ; such as Mediant, Sub-dominant, etc.

Students will therefore find it very useful practice to
write out a series of eight notes, beginning upon any degree of
the Scale of C major they may choose—see Fig. 19 (2)—and
then, by adding the necessary accidentals, they can alter this
series of eight notes into a major scale, beginning and ending
upon some degree other than its own tonic-—see Fig. 19

(b): (0), (d)r (C)v (f) —

Fig. 19.

(a) Scale of C, beginning on its (8) Scale of Ep, beginning on its
Super-tonic. Leading-note.
(= = e
{¢) Scale of F, beginning on its () Scale of G, beginning on its

Sub-mediant, Dominant.

s
s
—_— e .18

(€) Scale of A, beginning on its (/) Scale of Bp, beginning on its
Sub-dominant, Medsani.
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49. Minor scales are conuected with major scales in two
ways \—

{i.) They can begin on the same tonic, but bhave different
key-signatures.

(ii.) They can have the sume key-signature, but begin on
different tonics.

50. A minor scale which begins on the same tonic as
any given major scale, is called the tonic minor of the latter.

51. The signature of the tonic minor has always three
sharps less or three flats more than the signature of its tonic
major scale.

52. A minor scale which has the same key-signature as
any given major scale, is called the relative minor of the
latter.

53. A relative minor scale begins three semitones below
the tonic of its relative major scale, i.e., upon the 6th degree
or sub-mediant of the latter.

54. Every major scale has six notes in common with
its relative minor scale, and five notes in common with its
tonic minor scale :—

Fig. 20.
4.8 -
. PR =
A major :
. .
Relati # —r—e—
minor : - ; .
Tonsc _ ’...______ﬁ__.tﬂ____i‘}f —
minor : é:-b =
o

55. Every minor scale can be used in two different
forms :—
(i.) The Harmonic.

(ii.) The Melodic.

56. In the Harmonic form the semitones occur between
the 2nd and 3rd, the s5th and 6th, and the 7th and 8th
degrees, both ascending and descending. An augmented
2nd occurs between the 6th and 7th degrees; this is an
interval or distance of three semitones, and is accordingly
one semitone wider than « whole tone ;—
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Fig. 2r.
A minor, relative to C major.
Aug, 2nd, Aug. 2nd,
a f\l M/\or?:?ﬁ__”"\ ———

B
S = nr

L4

7Y 2 3 4 5 6 7 8 8 1 8 85 4 3 2 1

57. In writing the Harmonic form of any minor scale, we
should take care that the 7th degree (or leading-note) is
always indicated by an accidental. This does not make the
scale chromatic, because no two of its degrees bear the same
letter-name; yet the leading-note itself must be regarded as
a chromatic note, since it is foreign to the key-signature—
see § 36. The 3rd and 6th degrees of the Harmonic Minor
Scale are both a semitone lower than the 3rd and 6th degrees
of the major scale, which begins on the same tonic.

58. Fig. 22 gives the Harmonic form of every minor scale
with sharps :—

Fig. z22.
Minor Scales with Sharps—*‘ Harmonic form.”

E minor, relative to G major.

L1 2 3 4 B 6 7 8 .7 8 35 4 3 21 1

x — :g [ b 2?’" I-l

§ =, —— e =T
~— N

B minor, relative to D muajcr.

1 2 3 4 5 8 7 8 7 6 5 4 3 2 1

B

1}

§ !i # ]

- e __‘=....,._=_.._._ |}
F$§ minor, relative to A n.aica,

[ 7 8 7 6 5 4 3 2 1
EES R e

-

C ¢ minor, rcl u'vc to E nnjor.
4 5 4 3 2 1

§:i“.-_-=__7—f—£.—:~_e_‘_=ﬂ_,

G # minor, relative to B major,

1 2 3 4 5 6 7 8 7 [ 5 & 3 2 1
-y
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D # minor, reistive to Fg major,
,1 2 3 4 8 6 7 8 7 6 5 4 3 2 1

= .

A § minor, relative te C$ major.

1 2 3 4 85 6 7 8 7 6 5 4 3 2 1
5
W%ﬁ
-

On looking at the signatures of minor keys with sbarps, it should be
noticed that the key-note is always a wholc fone below the last sharp (which
is the super-tonic of the scale).

59. Fig. 23 gives the Harmonic form of every minor scale
with flats :—
Iig. 23.
Minor Seales with Flats—‘‘ Harmonie form.’’

D minor, relative to I major.
1 2 3 4 5 6 7 8 7 6 5 4 3 2 ]

= e ——C =

G minor, relative to By major.
1t 2 3 4 5 6 7 & 7 & 5 4 3 2 1

pogrwes = .._;“::“_":‘,'E:\_fj:a = = )

C minor, relative to Fb mujor
1 2 3 4 5 4 3 2 1

&.ww ———

F minor, relative to Ap major.
1 2 3 4 5 6 7 8 7 & 5 4 3 2 1
)
- dre -2 = Pey— N — ~a

By minor, relative to Dp major.
1 2 3 4 5 6 7 8 7 6 5 & - 2 1

re: 5 1
5.3 H

e
>
'

L) -

B.

= - ~F ~— - =
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E ) minor, relative to G major.
.. 1 2 3 4 5 6 1 8 1 6 5 4 3 2 1

o/ p.y (1]

e p— N—

Ap minor, relative to Ch major.

1 4 5 6 7 8 7 8
A bt = o

2 3 5 4 3 2 1
e = - —— = ——
%‘1 — ==
On looking at the signatures of minor keys with flats, it should be noticed

that the key-note is always tke third note above the last flat (which is the
sub-mediant of the scale).

60. To avoid the augmented interval between the 6th
and 7th degrees of the Harmonic Minor Scale, the Melodic
Minor Scale has the 6th degree raised in ascending, and the
7th and 6th both lowered in descending.

Fig. 24.
A minor, relative to C major.

Upper tetrachord
of A major.

—
9 — T:’.M_‘_’:Tzai_ag%___a.__—
= : =]

T T -] —

2 3 4 5 6 1 8 8 7 6 5 4 3 2 1

61. In the Melodic form the semitones occur between the
2nd and 3rd, and the 7th and 8th ascending; and between
the 6th and 5th, and the 3rd and 2nd descending.

62. In writing the Melodic form of any minor scale, take
care that the 6th and 7th degrees ascending are always
indicated by accidentals.

63. Accidentals are not required for the descending form,
unless to contradict the previous sharpening of these degrees
in the ascending form.

64. Observe that the upper tetrachord ot the melodic form
of a minor scale 1s exactly the same as the upper tetrachord
of the major scale which begins on the same tonic. But in
the lower tetrachord the 3rd degree of a minor scale (the
mediant) is always one semitone lower than the mediant of
the major scale beginning on the same tonic.
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65. Fig. 25 gives the Melodic form of every minor scale
with sharps :—
Fig. 25.
Minor Scales with Sharps—*‘ Melodic form.””

E minor, relative to G major.
Lp V2 3 4 8 6 7 8 7 & 5 4 3 2 1

Yo —T=—F

@ M—mﬂ_“ —--:II

B minor, relative to D major.
1 2 3 4 5 6 7 8 7 6 5 4 3 2 1

- i}

- - "

é_——___._,. e r— i ¥ e ———
0 = - == N— B =

F & minor, relative to A major.
% 1 2 3 4 5 6 7 8 7 6 5 4 3 2 1

u = it=F - (']

— ~

C# minor, relative to ¥ major.

1 2 3 @ 5 6 7 8 7 €6 5 4 3 2 11
ﬁ——a = e 5—4‘.:
[ - — ~ -

S—r?

G# minor, relative to B major.
1“2 3 4 5 6 7 8 7 6 65 4 3 2 1

= 3
==

D#$ minor, relative to F# major.
1 2 3 4 5 6 7 8 71 6 5 4 3 21

- 1
D A U o B
= = — e —— |

A% minor, 1elative to C§ major,
1 2 3 4 5 ¢

W‘“‘ e

66. Fig. 26 gives the Melodic form of every minor scale
with flats —
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Fig. 26.
Minor Scales with Flats—** Melodie form.™

D minor, relative to F major.
1 2 3 4 3 8 7 8 7 6 5 4 3 2 1

s I 3 e 13 = |
W == e e |
. e’ S

G minor, relative to Rp major,
1 2 3 4 5 [ 7 8 7 6 8 4 3 2 1

P = -

(a===== ' =

C minor, relative to Eb major.

B 1 2 3 4 5 6 7 8 6 5 4 3 2 1
gé-——a —= mﬂ%—z‘?ﬂ"z*—‘:-—_—;,.—:—l!
- s

F rninor, relative to Ap major,
2 3 4 5 6 71 8 7 6 5 4 3 2 1

.0 ) ol oy
e e SENRE = I St g o~} prey
@1 == e

Bp minor, relative to Db major.
1 2 3 4 5 6 17 8 7 6 5 4 3 2 1

Por—
= =7 = ~ = =

Eb minor, relative to Gb major.
3 4 5 6 7 3 7 6 5 4 3 2 1

e 1 2
Ab minor, relative to Cb major,
1 2 3 4 5 6

i b b} b,
oy —
= = ;E:"c;:q

In 18th-century music (by Corelli, Geminiani, Handel, and
cthers) we often see the last sharp or flat omitted from a
key-signature. In this case an accidental was inserted
when either the leading-note of a major key with sharps, or
the sub-mediant of a minor key with flats, was required.
Minor keys with sharps, and major keys with flats, were
written with complete key-signatures.

Students should now practise writing Minor Scales, begin-
ning and ending upon other notes than the Tonic, as shoun
n § 48, i commexion with Major Scales.
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CHAPTER 1V.
TrE NOTATION OF THE CHROMATIC SCALE.

67. The Chromatic Scale proceeds by semitones only.

68. There are two kinds of semitones: the Diatonic
and the Chromatic.

69. The two notes whjg_kl form a Diatonie Semitone have
diffevent letter-names, as C Dp; F$ G; E F. Such a semi-
tone can occur between two successive degrees of a Diatonic
as well as of a Chromatic Scale.

70. The two notes which form a Chromatic Semitone
have the same letier-name ; but one or both of the notes
will have an accidental, as Cs C1:; B Rp. Such a semitone
can only occuy in a Chromatic Scale.

71. Within the octave of any note on the piano keyboard
there are twelve sounds, seven of which occur in the Major
Scale, which has that note for its tonic. We have now to
learn how to write the other five.

72. There are two ways of writing the Chromatic Scale
the Harmonie way and the Melodie way.

73. At an Examination always write the Harmonic way,
unless the other is asked for.

74. When giving the Harmonie Chromatic Scale of any
note, first write the Major Scale which begins on that note,
leaving room for the extra five degrees to be written.
Let Roman numerals stand for the degrees of the Major
Scale :—

- N
L 1I. IILIV. V. VI VII.VIIL
semilone semitone
P —~
We should be careful to write IIL.IV. and VIL.VIII. elose
together, so that no other note can come between them.

There are two methods by which we can next proceed.

First Method : Flatten (by means of a p or ) II., IIL.,
VI, and VII. Sharpen IV. (by means of a # or ).

The Harmonic Chromatic Scale will then appear thus :—

N ——
L., b2, QIL, b3, QIILIV.. 8¢, V., b6 pVI, p7, QVILVIIL
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The five Arabic nomerals indicate the extra notes added
to make the semitone steps of the Chromatic Scale, in those
places where the Major Scale proceeded by tones.

Put into musical notation, this Harmonic Chromatic
Scale with a sharp signature will appear thus :—

Fig. 27.
—~
,’,’,ﬁ‘,’;’;‘} I It 1L IV, v, v, vin Vi
'] [ = d
W_miol poto i
o

Chromatic
Doguas:}' 2 3 4 5¢ 7 8 g 10 11 1213

The descending form of the Harmonie Chromatic Scale,
although the same in notation, will not require as manv

accidentals as the ascending form :—

Fig. 28.
Diaonic VLWL VL v.oownn o 1
#1_,24&_ P D —

2 1

Chromatic )
Degress : ) 1312 11 10 s 8 7 65 4 3

With a flat signature, the Harmonic Chromatic Scale will
appear thus:—

Fig. 29.
N
Degeni} 1. i oHLv. v v vinvm
— e Ve e
é{ | fesen—— 3
(hrmmulc
(hromatic} 1 2 s 56 7 & 8 10 1 1213
- N
V1L, VI IV IL 1L I
ﬁf‘*x_—mm R
* 12 1 10 s & 7 €5 4 3 2 1

Second Method : Write the letter-names of the Tonic and
Dominant (I. and V.) of the Diatonic Scale once only, and
do mot write any other lettey-name more than twice. Observe
that in Fig. 27 there is only ose A (tonic), and only one E
(dominant) ; but each of the other letter-names appeas



Janlor, 28

twice. Thus there are two B’s, two C's, two D’s, two F’s,
and two G’s. The Harmonic Chromatic Scale has the
same notation ascending and descending. Sometimes at an
Examination the key-signature is given, sometimes it is not.
In any case, the 11., 111., V1., and VII. degrees of the Dia-
tonic Scale will require accidentals to contradict the pre-
ceding chromatic notes.

75. The ascending form of the Melodic Chromatic Scale
is obtained by the insertion of only five accidentals. With
a major key-signa‘ure, the mediant and leading-note (the
degrees affected by the last two sharps in the signaturej
are unaltered. The remaining five degrees of the Diatonic
Major Scale are first used without accidentals, but are
afterwards raised a chromatic semitone bya gor X (ora g in
keys with flats) :—

Fxg 30A.

Diatoni R e
sl B TR RN V. VL. Vil viIL

-
S P e

e

(,hromant
Degrees : 1 1 2 3 4 5 6 7 8 8 10 1 1213

Be mnst carefunl vshen you write the degrees of the Major
Scale to place the III IV. and VI] VIIL degrees so close
together that it is impossible to write another note between
them.

In writing the Ascending form of the Melodic Chromatic
Scale with a major signature, raise the following degrees
1., 11,1V, V., VT, a¢ in Tig. 30a4.

In writing the Ascending form of the Melodie Chromatic
Scale with a minor signature, writce first the degrees of the
Descending Melodic Minor Scale—i.e., exactly according to
the key-signature, and then raise 1., IIL, IV., VI., and
VII., as in Fig. 30B.

Fig. 30B.
Melodic — —
Minor } 1 TN Iv. V. V1 Vil VIL

Degrees : : - ::He—f.’—'._a_-‘a:s_“
& o — ot = f

f‘hmmdit
owm" T 24 ¥ ¢ 7 g8 18 11 1213
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With a minor key-signature the Super-tonic and Dominant
(the degrees affected by the last two sharps in the signature)
are unaltered. The remaining five degrees of the descending
form of the Melodic Minor Scale are first used without
accidentals, but are afterwards raised a chromatic semitone
by a § or X (or a [ in keys with flats).

76. The Descending form of the Melodic Chromatic Scale
is exactly the same as the descending form of the Harmonic
Chromatic Scale. Thus:

With a Major key-signature, write exactly as Fig. 28.
With a Minor key-signature, so :—

Fig. joc.
Melodic
Minor}\'l“. ViL VL OV, IV, 0L IL L
Degrees : - ey —~ .
o e wEim f e ey e
§ e P

[ R
Chromatsec -
D“'“”}la 121 1ws 8 7 6 5 4 3 2 1

In Examinations the Melodic Chromatic Scale is most
frequently asked to be written with a given key-signature
(major or minor).

CHAPTER V.
TIME—REILATIVE DURATION OF SOUNDS—NOTES—RESTS—
Dors—T1ES—STALCATO MARKS—THE PAUSE—
GROUPING OF NOTES.

As most of the subjects mentioned above have already been fully
explained in the Preparatory Text-Book (Chapters V. and VI.), only a
brief suinmary of them is needed in this place.

77. Notes indicate sound ; rests indicate silence.

78. The time (or duration) of notes is expressed by their
various shapes.

79. The time (or duration) of rests is indicated by their
various shapes; and also, in two cases (Semibreve and
Minim), by their position on the stafi.

8o. Fig. 31 shows the shapes, etc., of the various noter
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and rests, beginning with the longest note or Breve, and

ending with the shortest note or Semidemisemiquaver :—
Fig. 31.

[=TRT Y Breve or Longest note; E is a Breve  rest.

o Is a  Semibreve or Whole note; E—_-'_ is a  Semibreve rest.

o Isa  iMinim  or Half note; é_‘fq‘ isa  Minim  rest
o 188  Crotchet of Quarter note; P isa Crokhe! rest
S is2 Quaver  or Eighth note; % isa Quaver rest

Ris a Semiguaver or Sixteenth note; is a Semigquaver rest.
-

|
Ris a Demisemi-| o Thirty-second note; 5 s a JLembemi-l reg
. guaver | | quaver

N L -

Ris a gs‘”’.“{""‘" or Sixty-fourth note; o is &) § Semidemi- | og
- | semiguaver - ) semiguaver

Every kind of note and rest is exactly half the length of the next longer
note and rest, and twice the length of the next shorter note and rest.

81. A Dot after a note makes that note half as long again ;
the note is then equal in value to taree of the next shorter
notes (instead of two), thus ,-—

o= o o o mdd o
d = dd e omd
= -h-’~ . = J‘),"andsoon.

A second dot represents half the value of the first dot,
thus :—

c=dd 5. addd o..=ddJd
d=dd Jd._ddd d.adddd

82. A Tie or Bind is a curved mark, joining together two
notes of the same pitch. It adds the value of the second

note to the first, thus:— ol__ai = four quavers; Jv) -
five quavers ; J._,__,-F = thirteen semiquavers.
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83. Dots affect the time-value of rests in the same way
that they affect the time-value of nofes. Rests are more
often lengtherced by the addition of other shorfer rests.

84. Ties are never used to connect rests, they only con-
nect noies.

8s. Staccato means cu? off, or detached.

86. Legato means bound together, or played smoothly.

87. Staccato is indicated by the word itself, or more
usually by dots placed above or under the notes: -rm

88. Staccatissimo (very shbort or detached) is indicated

Yoy

by spikes or dashes above or under the notes: eeer

89. Legato is indicated by the word itself, or by a curved
line, called a slur, which may be long or short ~——~ —-

go. When Staccato and Legato marks are combined, the

music must be played not quite smoothly, yet not too
F . . . .

detached : C # @ # This combination of marks is some-

times called slurred staccato.
g1. The slur is never combined with staccatissimo marks,

92. A pause (French, Couronne ; Italian, Fermata) ~—~ <
means that the note or rest over or under it must be pro-
longed indefinitely, at the pleasure or will of the performer or
sonductor.

93. Quavers, semiquavers, or demisemiquavers, are often
written in groups. When this is so, it is usual to join their

hooks :—
Fig. 32.

e

94. The grouping of notes is often a useful guide to the
position of accent or stress, since the first note of a group
is generally more marked, or more heavily accented, than any
of the other notes in the same group.
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CHAPTER V1.
TIME-SIGNATURES AND ACCENT—BARS—RHYTHMICAL

GROUPING OF NOTES (REGULAR AND IRREGULAR)—
SYNCOPATION.

95. In listening to poetry we hear a succession of regularly
occurring accents :(—

“All the air was full of fre’shness.

All the earth was brfght and jo’you.s." (Longfellow's Hiawatha.)

In fitting words to music (or in writing instrumental
music to which no words are sung), the accents are indicated
by wupright lines drawn through the staff. These lines,
which are called bars, are placed immediately before a
strongly accented note :—

Fig. 33.

T ) m—
-

Al the u‘r was fall of ixe’sh-nen, All the eu"thvnl bﬂéht and jéy«o\u.

96. Accents may be strong, weak, or medium. Fig. 33
consists entirely of strong and weak accents used alter-
nately.

97. A weak accent is sometimes called a non-aceent.

98..The word bar also means the music contained be-
tween two bar-lines, although this space so measured off by
the bar-lines is sometimes called a measure.

99. The use of bar-lines is to measure off the music into
small equal portions, in order to show the strong accents,
and to enable the performer to count the time, or a conductor
to beat the time.

100. A double bar i marks the end of a piece, or

of an important section of a piece. It has nothing to do with
time or with rhythm, and may therefore be placed in any
part of a measure.

101. The grouping of notes within bar-lines is called
Rhythm.

102, The time-value or standard of bar-measurement is
shown by figures which immediately follow the key-signature
These figures are called the time-signature.
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103. A bar may contain two, three, or four beats. A
beat is shown by a movement of the conductor’s stick—up,
down, or sideways.

104. Rhythms (or groups) of two beats in the bar are
called Duple. Rhythms (or groups) of three beats in the
bar are called Triple. Rhythms (or groups) of four beats in
the bar are called Quadruple.

105. If each beat can be divided into two halves, the
time is said to be Simple.

106. When each beat can be divided into three parts,
each of which is called a ‘‘ pulse,” the time is said to be
Compound. In Compound time the bea! consists of a
dotted note ; the puise consists of a note the time-value of
which is one-third of the beat.

107. Simple Duple Time is accented, Zw“"k
beaten, and counted thus:— % =
1 2 @ :
[ S =\ /&
e s}/
strong weak
DowN Ur ® | sTrong
108. Simple Triple Time 1 3

3
accented, beaten, and counted
thus :—
1 2 3 or 2
e —— \
weak 1

=
strong weak
DOWN RIGHT or LEFT UP 2

109. Simple Quadruple Time is ac- 4
A
cented, beaten, and counted thus :— 4
J__ 2 3 M
%P = — 2 3
strong weak medium weak
Dowx  Lerr  RiGur Up 1
110. Compound Duple Time is accented, 654
beaten, and counted thus :—
1 2 3 4 5 6
ol _ and 2 ad
H— = 1
strong weak medium weak VX
DOWN three times, Up three times. 3 !

® In all these time-illustrations the poins of the arrow indicates the
eand of the beat.
~
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In Compound Duple Time there are two beats and six
pulses. A pulse is theyefore one-third of a beat, and in slow
time is indicated by a separate short movement of the
conductor’s stick—as shown in the adjoining example.

111. Compound Triple Time is accented,
beaten, and counted thus :(—
| 2 3 ; 5 6 7 8 9 7

ﬁ medlum medmm g

DoOwN three times, RIGHT or LEFT three times, Up
three times, a2

In Compound Triple Time there are three beats and nine
pulses.

112. Compound Quadruple Time is beaten in the manner
shown in § 109, but Down three times, LEFT three times,
RiGHT three times, Up three times.

In Compound Quadruple Time there are four beats and
twelve pulses.

r13. When the upper figure of a time-signature is 2, the
time is 8imple Duple ; when it is 8, the time is Simple Triple ;
when it is 4, the time is Simple Quadruple.

114. When the upper figure of a time-signature is 8, the
time is Compound Duple ; when it is 9, the time is Compound
Triple ; when it is 12, the time is Compound Quadruple.

115. The lower figure of a Simple time-signature shows
the value of each beat in a bar; thus 2=minims, 4=
crotchets, 8 =quavers.

116. The lower figure of a Compownd time-signature
shows the value of a pulss—that is, one-third of the dotted
note of which each beat consists ; thus 4 =crotchets, 8 =
quavers, 16 = semiquavers.

117. The following are the time-signatures in general
use :—
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Fig. 34.

DUPLE. TRIPLE. QUADRUPLE.
g(}}orgea' gaa’J Gﬁor;aJd'd
Bl 2400|3000 coatdddd
s 1| 1esa] Haaod
S1.

1. $ 24| 2 Je4 2. s 44
El“ 6 NN 9 ~ 12 N~ NN A
ol ig ® - 16 @ @@ (g - @ o o

118. Simple Quadruple time, with four crotchets in a bar

(%), is very often called Common time.

The old-fashioned sign , which orce indicated : time, is now rapidly
becoming obsolete. So too is the equally vague sign (f, which was once
used to indicate both two half-notes . ;, or two whole notes © o, in
a bai. The former was called Alla breve time; the latter was some-
times known as Alla Cappella (Church: Time).

119. Instances of i and of Z time are occasionally met
with. These have respectively five and seven crotchets in a
bar.

120. Every beat of Simple time can be subdivided into
a group of notes, each group being equal in time to a simple
or undotted beat-note :—

. s o &4 il
- o
ftrescirereer

121. Every beat of Compound time can be subdivided
into a group of notes, each group being equal in time to a
compound or do#led beat-note :—

6 do |di 4 4 ..
beerte|er forr | fomries
122. Every beat-group of notes in a compound time is
equivalent to a complete bar of ssmple triple time. Thus,
each bar of § time resembles two bars of § time in suc-
cession.
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123. In slow ecompound Duple time it is sometimes
convenient to count six. These #ix counts fall into two
groups of three each: 72 3 45¢; 4 is in this case a
medium accent.

124. In slow simple Triple time it is also convenient
to count six. These six counts fall into three groups of
two each: 713 34, 66; 3 and 5 are in this case medium
accents,

125. The rhythm ot a bar of triple time, or of any single
group of compound time, is more natural as J Jor J
than as J _j or MJ. The latter groups may be regarded
as syncopated.

126. Syneopation is the term used to express disturbed
accent. The weaker beats of every measure may be occa-
sionally made emphatic at the pleasure of the composer.
This is usually done in simple time by tying the ncte on a
weak beat to the next note on either a strong or a medium
beat. The naturally accented note not being sounded atresh,
the ear requires that the note to which it is tied should
receive more than the ordinary accent, and be emphasized.
Fig. 35 exhibits the ancient and modern methods of writing
the same syncopated passage.

Fig. 35.
Ancient Method.

pra

I T I
S—

LD [ 4
This method seems to bave occasioned the use of the
word Syncopation, which means, in musical language, cutting
énlo two parts.
Modern Method.

a o,
'y Y 2 s e
Gttt

L T ~—
or:—
P T v n T s S e t— sty s v | |
1 - S S S0 — -
T ' - ~—— —

* The accent may be broken by rests instead of tied notes
as in Fig. 36 :—




37 Juntor,
Fig. 36.

T 1%

5 .

Al Il S .

127. In compound time syncopation is sometimes effected
by writing a group of two unequal notes, and causing the
shorter of the two to be heard first :—

LY

Fig. 37.

@ 31;5 n

It can also be effected by tied notes :—
Fig. 38.

o ~—— ~

128. Sometimes notes are irregularly grouped. Occa-
sionally three notes of equal value are written to be per-
formed in the time of fwo of the same kind, a figure 3 being
placed over or under the group, which is called a triplet.
Fig. 39 (@). Sometimes two of the notes of a triplet may be
sustained as one. Fig. 39 (b).

Fig. 39.

Triplet.  Triplet groups. Duplet, Quadruplet,

{e) — (/)/—T\ (£) :T-\ (%)

g
" S— 183
R e N W PN Nl et W™ ] -—.
SIS | GV S WD S S |
500D i SEND T S

= v e
Quadruplet,  Quintolet. Sextolet. Septolet.
129. A duplet is—in compound time—a group of two
notes played in the time of three of the same kind, the
dotted beat being for the moment treated as though it were
simple, i.e., undotted. Fig. 39 (¢).
130. A quadruplet is—in compound time—a group of
four notes played in the time of three. Sometimes the fouy
notes are written in the time-value of the three notes they
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temporarily displace, as In Fig. 39 (d); occasionally they
are written in the time-value of those four notes which
would together make up the value of the undotted beat-note
they actually represent, as in Fig. 39 ().

131. A quintolet is a group of five notes played in the
time of four of the same kind. Fig. 39 (f).

132. A sextuplet or sextolet is a group of six notes formed
either by the sub-division of a triplet, or by combining two
triplets into one group. Both forms are played in the
time of four ordinary notes of the same kind as those of the
example itself. Fig. 39 (g).

133. A septolet or septimole is a group of seven notes
played in the time of six or eight of the same kind.
Fig. 39 (k).

A knowledge of Harmony is necessary for determining whether a guin-

fo/et should be played as 2+ 3, or 3+ 2; a sexfolet as 3+ 3, or 2+2+13;
or a septolet as 3+ 4, ot 4+ 3.

CHAPTER VII

DiAToNIC INTERVALS WITHIN THE OCTAVE DERIVED
FROM MAJOR SCALES ONLY-—INVERSIONS OF THESE
INTERVALS.

134. An intervalis the difference in pitch, or scale-distance,
‘between any two sounds.

135. A melodie interval=two sounds struck and heard
in succession, one after the other. A harmonie interval =
two sounds struck and heard together. ’

136. Intervals have numerical and qualifying names.

137. The numerical name of an interval depends upon
the number of lines and spaces of the staff covered by the
interval. This number includes the staff-positions (viz.,
lines or spaces) occupied by the two notes forming the in-
terval. Thus, an 8ve includes the line and space in which
the upper and lower notes themselves stand and the three
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#Anes and three spaces between—eight stafi-positions in all.
Accidentals do not affect the numerical name of an interval.

138. The qualifying name of an interval depends upon
fts absolute width, i.e., upon the number of semitones it
contains.

139. The ascending major scale is the standard of measure-
ment for finding the qualifying name of an interval; but
the student is advised to learn by ear the effects produced
by the different qualities of intervals.

140. The intervals between any note and the 2nd, 3rd,
6th, and 7th degrees of the major scale which begin on that
note are major :—

. Fig. 40.

' : .
& —_—— i
. P— ) 1 )

- = - B -

Major  2nd. 3rd. 6th. 7th,

SEES

141. The intervals between any note and the 4th, sth,
and 8th degrees, both of the major and minor seales which
begin on that note, are perfect .:—

Fig. 41.
=3 T X
@ — ; =—f
t— pany bty ]
- - -
Perfect  4th. sth. 8th.

142. An interval is called minor when it is a chromatie
semitone smaller than a major interval. It must be ob-
served that the notes forming the minor interval still retain
the same alphabetical names as those of the major interval.
Compare Fig. 42 with Fig. 40 :—

Fig. 42.
= ! T = =1
k___w ‘: Y T et ]
) - - - -
Minor 2nd. 3rd. 6th. 7th.

143. If a perfect interval be made smaller by a chromatic
semitone, the same alphabetical names being retaimed, the
interval then becomes diminished :—
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Fig. 43.
@j ] t J:E'
oJ - - -~~~
Diminished 4th. sth, 8th.

The diminished sth occurs in every major scale between
the leading-note and the sub-dominant above it in the next
octave of the scale. The diminished 4th does not belong
to any major scale.

The diminished 8ve being the * enharmonic equivalent *’
of a major 7th does not belong to either a diatonic or
a chromatic scale. It is not therefore in general use.

Ii a major 3vd or 7th be made smaller by fwo semitones,
the same alphabetical names being retained, the interval then
becomes diminished :—

Fig. 44.
5 i i | ———a—]
gi - = e?a‘rufa-‘ —— —= or § o -

Major 37d.  Diminisked 3vd,  Major 7th.  Diminished k.

Neither the diminished 3rd nor the diminished 7th can be
found between any two degrees of a major scale.

144. If a major 2nd or 6th, or a perfect 4th or sth, be
made larger by a chromatic semitone, an augmentad interval
is formed :—

Fig. 45.

4 T
I T
& i E e —— =1
- u: - - -~

.
Augmented 2nd. 4th. sth. 6th,

Of these four augmented intervals exemplified in Fig. 45..
only one—the augmented 4th—is to be found in the major
scale, where it exists between the sub-dominant and the
leading-note above.

145. Though not (in its perfect shape) an inferval, the
prime or unison (a duplicaticn of the same note) must be
considered here, on account of its diminished and augmented
conditions :—
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Fig. 46.
Chromatic Chromatic
, Semitone below. semitone above.
. ® - be>- 2 - : - -
P&' me "} Diminished. Perfect. Augmented.
nison

No chromatic semitone can occur between any two
degrees of a major scale, since no two degrees of any
diatonic scale can possibly bear the same alphabetical name
See §§ 69 and 70.

146. Intervals may be inverted by placing the lower note
an octave higher, or the upper one an octave lower :—

% —— DUy ==
L] -

By inversion, a different interval is produced by notes of
the same name—a fifth becomes a fourth, an octave becomes
a unison, etc.

147. How to find the inversion of an interval. By
subtracting the number of the given interval from 9, the
remainder gives the inversion—thus, to find the inversion of
a 3rd, subtract 3 from 9, and the remainder, 6, will show that
the inversion of a 3rd is a 6th.

By adding together the numerical name of any interval less than an 8ve
and that of its inversion, the total will always be g. This total is g (and
not 8), because the note which is unaltered in pitch gets counted fwice.

148. The quality of an interval is changed by inversion,
with the exception of perfect intervals, which remain
perfect. Major intervals become minor, and minor be-
come major; augmented become diminished, and dimin-
ished augmented :—

Thus a minor 3rd will become a major 6th, @
S —

» major 2nd ” ” winor 7th, %

. perfect fth , .,  perfect 4th, @

»» an augmented ath ,, ,» diminished sth, @
« —
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149. By the same law of inversion, the intervals between
the upper tonic and the notes of the descending major
seale are either minor or perfect. In the ascending major
scales these intervals were either major or perfect.

Fig. 47.

W—ﬂ = e e — |
‘;ﬂ.——.——.—a_._;_:l

Minor Minor Perfect Perfect Minor M inor Perfect
2nd. 3rd. 4th. sth, 6th. 7th.  octave,

150. Examination questions on intervals take various
forms. Candidates may be asked :(—

(i.) To state the numerical and qualifying names of a
given interval.

(ii.) To write a certain interval above a given note.

(iii.) To write a certain interval below a given note.

(iv.) To write certain intervals which belong to given keys.

(v.) To write the inversion of any given interval.

Hint I.—How to find the numerical and qualifying names
of a given irterval. First count the number of lines and
spaces covered by the interval set, taking no account
of any accidental which may be prefixed to either or
both of the given notes. Ascertain the qualifying name of
the plain interval without accidentals, by regarding the
upper note as one of the degrees of the diatonic major scale
which begins on the lower note. Then ascertain how many
chromatic semitones have to be added or subtracted from
this result by the nature of the accidentals used.

Unison,

For example, suppose —— Is the given interval. Without an

accidental this would be a major 7th, since El is the seventh degree of the
major scale of F. The p to the E reduces the width of the interval by a
chromatic semitone. By § 143 any interval which is a chromatic semitone
less than major is msnor. Consequently the given interval is a minor 7th,
Hint I11.—How to find any interval above a given note.
First write the given note without an accidental !should
there be one). Then write above it, in the correct line or
space, the bare note required by the numerical name of the
given interval. Prefix the accidental to the lower note (if
there is one given in the question). Consider this lowey nots



43 Juster,

&s the tonic of its own major scale, and then, if necessary,
raise or lower the upper note to obtain the quality of the
interval asked for.

For example, suppose you are asked to write the augmented 4th
above Ab. Write Al on the staff, and above it the fourth note D2.
This will be a perfect 4th, the sub-dominart of A major. Prefix the b
to the given A, The lowering of this note by a chromatic semitone
alters the perfect 4th into an augmented 4th, which is the interval
required.

Hint I11I.—How to write any interval below a given note.
First write the given note without an accidental. Then
below it, in the correct line or space, the bare note requircd
by the numerical name of the given interval. Prefix the
accidentai to the upper note (if there is one given in the
question). Consider this upper note as the upper tonic of
its own major scale (as shown in Fig. 47), and then, if
necessary, raise or lower the other note to obtain the quality
of the interval asked for.

For example, suppose you are asked to write the diminished sth !elow
D$. Write DY on the staff, and below it the fifth note, GL. This will be
a perfect sth, since G is the sub-dominant (i.e., perfect sth below D). Prefix
the given sharp to D. This makes the interval an augmented sth. A
diminished sth being two chromatic semitones less than an augmented 5th,
the lower note G will require a double sharp to be prefixed, in order to
make the interval below the given note D# a diminished sth.

151. Diatonie intervals are those which lie between any
two notes of a diatonic scale. The intervals contained in
the major scale must now be learnt, and be afterwards re-
written in other keys than that of C.

The following intervals are contained in the Major Scale
of C:—

. . s . 0 mi
Five major 2nds, each containing two semitones. Two minor 2nds

or semitoues,
Qj - = E
1 2 2 3 4 5 5 6 6 7 3 4 7 8
Three major 3rds, each con-  Four minor 3rds, each con-
teining four semitones. taining three semitones.

s -4 T —T 1§ s T
- . T i 1

— :
1 3 4 6 5 7 2 4 3 5 6 8 7 2
_Six perfect 4tbs, each containing five semitones. One axugmented 4th,
2 ¥ T . ¥ __}:_é-E:n containing
Tttt three whole
v -
1 4 2 8 3 6 5 8 ¢ 2 17 3 ¢ 7

tones.
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_Six perfect 5th|. each canuinlng seven semitones. One dimin:sked sth,

F containing
} s s six semi-
- = tones,
1 5 2 &6 3 7 4 8 5§ 2 6 3
Four major 6ths, each con- Three mmor 6ths, each con-
taining nine semitones. g eight
2 -j—L e 1 T o |
g‘——*”—‘—y—ﬂ —t ‘:i tlbn == )
7 4 2 5 3 3 8 6 4 7 1]

Two major 7ths, each con-

taining eleven semitones. Five minor 7ths, each containing ten semltges,

L2

+ = T —+ ]
-—1 i) 1 + .r—ng
- it T t + ——
e/ e e i
2

1 7 4 3 8 3 2 5 4 6 5 7 8

152. The augmented 4th occurs in only one place in the
major scale, viz., between the sub-dominant and the leading-
note ; that is to say, between the flattest and sharpest notes
in the key. It is often called the tritone because of the
three whole tones comprised within its limits.

153. Viewed harmonically, intervals are either eoncords
or discords.

154. A concord leaves a finished, satisfied effect upon the
ear, when the two sounds are heard together; a diseord
leaves an unfinished, unsatisfied effect.

A concord used melodically is, generally speaking, easy fo
sing ; a discord used melodically is sometimes no? easy ta
sing.

155. There are two kinds of concords—Perfect and Im-
perfect.

156. The perfect concords are the prime or unison, the
octave, 5th, and 4th. See Figs. 41 and 46.

157. The imperfect concords are the major and minor
3rd, and the major and minor 6th. See Figs. 40 and 42.

158. The discords are the major and minor 2nd and the
major and minor 7th (both of which are formed by taking
two notes in alphabetical order, as C D, C B, etc.: see Figs.
40 and 42), and all diminished and augmented intervals.
See Figs. 43 to 46.
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159. Fig. 48 shows the elassification of intervals at a
glance :—

Fig. 48.
Intervals.

Concords, Discords.
x8t, 3rd, 4th, sth, 6th, and 8th. 2nd and 7th,
Perfect. lmper‘fecl.

rat, 4th, sth, and 8th. 3rd and 6th.
A e —
T Major. Minor. Major. Minor.
Sreni e | - T -~ - T
T % TE T % T T %
B | N E
SENEE I E R Y

< a < 5 & 2
» » * -

The four chromatically altered intervals marked * are discords.

Candidates, when listening to ear tests at a Practical
Examination, will do well to remember that 3rds and 6ths
are major, when they respectively sound as the third and
sixth degrees of a major scale. But 2nds and 7ths are
major, and unisons, 8ves, sths, and 4ths, are perfect when
sounded after the tonic in major scales.

160. A simple interval is one which does not exceed the
compass of an 8ve.

161. A compound interval is one which has a wider
compass than an 8ve.

162. A gth is always regarded in harmony as a compound
interval.

163. With the exception of the gth, compound intervals
are generally considered as simple, although they may in-
clude an 8ve (or several 8ves) in their compass. Thus, any
E would be considered as a 3rd above C, no matter how wide
the distance may be between the C and the E above it ; or
bhow many notes may be written between the Cand E, as at g
in Fig. 49 :—
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Fig. 49. e
= - - =
& = » = =
P y —vn ymi yr ]
z = - o
= 5 ]
f = = i
- - -
Bva

All the intervals in Fig. 49 are regarded as 3rds, because the names
of the two notes in each are C and E.

164. A oth may sometimes be regarded as a compound
2nd ; but a 2nd can under no circumstances whatever be
used for a oth, in the same way that a 3rd can be used for a
roth.

Fig. s0.
(a) (8)

= e

N 'l_‘O‘ ]

- a2
——r—— 3 ufi
= ds onl
oths (or compound 2nds). ands only.

In the gth, the upper note is the discord ; in the 2nd, the
lower note is the discord.

CHAPTER VIIL

TRANSPOSITION OF A GIVEN MELODY FROM TREBLE
CLEF TO BAss CLEF, OR vice versa—HINTS FOR
EXAMINATION CANDIDATES.

165. Junior Examination Candidates are often asked to
re-write a given melody :—
(i.) An octave higher or lower, using the same clef.
(ii.) An octave higher or lower, using a different clef.
(iii.) Two octaves higher or lower, using a diflerent

clef.
(iv.) At the same pitch, using a different clef.
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We have already learned (Preparatory Iext-Book, Chap.
II1.) how to re-write a melody an 8ve higher or lower, using
the same clef. .

Hint I.—The chief thing to remember is that there are
three lines and three spaces between any two notes which lie

an octave apart :—
Fig. s5r1.

EmTeg wIE

Consequently the given passage, Fig. 52 (a), will appear
an 8ve higher at (b), and an 8ve lower at (¢) :—

Fig. s52.
{a) “"5 22 % = -
= ﬂ_ q
) —t1

;EGBDECA_“"GBDECAF“

()

==

L]

7 P
k4 E T &
B D C A

oy
=§i

Hint II1.—When transposing an octave higher or lower,
using the same clef, all leger lines, and spaces between leger
lines, must be counted as if they were lines and spaces of the
staft itself.

Hint I111.—When transposing an octave higher or lower,
using a different clef, it may help us if we remember the
relative position of Middle C to both clefs. See Fig. 53 (a).
The second leger line above the Bass staff (E) has exactly the
same pitch as the bottom line of the Treble staff—Fig. 53
(b); and in the same way, the second leger line below the
Treble staff (A) has exactly the same pitch as the top line of
the Bass staff—Fig. 53 (¢) :—

Fig. 53.

(a) **Middle C." (3) Eis thesame as:—  (c) A is the same as :—

fg"!‘i@ @: ;@”; %
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Consequently, the passages, Fig. 54 (a) and (b), will respec-
tively appear as at (c) and (d), when transposed an octave,
using different clefs :—

Fig. 54.
{a) (9)
g_—; — j::iﬁ"L:ﬂ = ;zz!

{c) An Bve higher. (@) An 8ve lower,

& =
= = © -
A B ¢

E D

E A D B C

Hint 1V.—To transpose a melody two octaves, higher or
lower, using a different clef, is really easier than to transpose
it one octave. All we have to remember is this :—-

(i.) In changing the clef from Treble to Bass, write the new
notes on the next lines or next spaces below those cccupied
by the given notes :—

Fig. 55.
(a) (a) Two octaves lower.
& ——— =
Y £r*"D B G C F D B G C

(ii.) In changing the clef from Bass to Treble, write the
new notes on the next lines or next spaces above those
occupied by the given notes :—

Fig. 50.
(a) (a) Two octaves higher. g
o o =
g;_———=—==&:ﬂé — 3
- — o/ -
E C C G c E € ¢ 6 ¢

Hint V.—A correct knowledge of the relative position of

Middle C ** to both Treble and Bass clefs will also help us
very considerably when transposing a melody from elef to
-slef, keeping its notes at the same piteh.
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Fig. 57.
(6) a (3) The same notes with the
= & . T - L Treble clef.
& == 1
—u! = —
A F D BETCG = d =

A F D B E C G
Hint VI.—There are several points of detail connected

with good music-writing, which candidates would do well
to observe :—

(i.) See that the clef is nicely formed.

(ii.) See that the sharps or flats in the key-signature are
placed on or in the proper lines and spaces.

(iii.) See that the time-signature is correctly copied, with
no line inserted between its two figures.

(iv.) See that the stems of the notes are correctly placed—
to the 7ight of the notes, if turned up; to the left, if turned
down. All notes below the middle staff-line have their stems

turned up ; all above the middle staff-line have their stems
turned down.

(v.) Accidentals are placed before the notes to which they
refer. No accidental should be omitted.

(vi.) No dot after a note is ever placed upon a line of the
staff.

(vii.) A dotted note upon a line has its dot placed in the
space above, if the next note be higher than the dotted note.
The dot is placed in the space below, if the next note be lower
than the dotied note.

(viii.) Leger lines should be written before the notes are
placed upon them. The first leger line should be parallel to
the staff, at the same distance from it as the width of the
spaces between the lines of the staff. Every fresh leger line
should be placed at the same distance from the previous one.
Leger lines are only an extension of the five-lined staff.

In connection with Hint IV., it may be remarked that a slower (but
perhaps safer) method of transposing a melody up or down fwo octaves,
is first to transpose it ome octave in the required direction (according to
the directions given in Hint IIL.), and then to repeat the same process
for the second oclave, D
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CHAPTER IX.

WORDS AND MARKS INDICATING INTENSITY AND SPEED.
METRONOMIC INDICATIONS.

166. Italian words, or their abbreviations, are used to
show in a musical composition :—

(i.) Intensity, 7.e., the dcgree of tone (loudness or softness)
required ;

(ii.) Speed, i.e., the time or pace (fast or slow) at which
the music is to be taken.

167. The following terms, etc., are used in connection with
fixed degrees of intensity :—

Pranissimo (ppp ; pp)=very soft. The utmost degree of
pianissimo is sometimes expressed by the word Estinto
(almost extinguished).

Piano (p)=soft; Mezzo piano (mp)=half soft, or
moderately soft.

Mezza voce (m v) =medium tone—literally, half the voice.

Forte (f)=1loud; Mezzo forte (mf)=half loud, or
mnoderately loud.

Fortissimo (fff ; ff)=very loud.

168. A gradual increase of tone is denoted by :—

Crescendo (cvesc. ; cres.; or —-===—"7T).

169. A sudden increase of tone is denoted by :—

Rinforzando (Rinforz.,; rf)=reinforcing, strengthening,
emphasizing.

Sforzando (sfz; sf)={forcing the tone with accent.
> A are also signs to denote sudden accent.

170. A gradual decrease of tone is denoted by :—

Diminuendo (dim. ; or ——=--

Decrescendo (decres.) also means a gradual decrease of tone.
Other words which have much the same meaning are :—

Mancando =failing, or waning in tone.

Raddolcendo, or Raddolcente =bccoming gradually softer.

Scemando =diminishing in power.

Smorzando (smorz. or smor.) =smothering the tone.

Morendo | g

Diluendo |

171. A gradual increase of tone and pace combined is
denoted by :—

Incalzando =quicker and louder.

172. A gradual decrease of tone and pace combined is
denoted by :—

Calando =softer and slower.

Perdendosi =" losing itself "'—by getting soiter and sloyer

=dying away.
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173. The following terms, etc., are used in connection with
fixed degrees of Speed or Pace :—

Grave ... ... Extremely slow ; solemn, grave.
Lento ... «.. Very slow.
Lentamente . Not as slow as Lento.
Larghissimo . Slower than Largo.
Largo ... Broad ; slow ; grand.
Largamente . Broadly ; massively.| Not as siow as
Larghetto Rather broadly. Largo.
| Adagissimo ., Slower than Adagio.
Adagio ... Leisurely slow ; expressively.
Adagietto . I.ess slow than Adagio.
= - “ 7 < ”n
Andante... Going at an easy (I1f., ““ walking ")
pace.
Andantino .. Not as slow as Andante.
Moderato Moderate time.
Tempo ordinario Ordinary time.

Tempo commodo Convenicnt, i.e., comfortable time.
Allegretto {Rather quick, but not as fast as
1 Allegro.

Allegro Quick ; nmcrry ; gay.
Allegramente A modeiate Allegro.
Allegressa ... Tovously.
Brisk ; lively—very similar tc
Vivace Allegro, with which it is some-
times combined.
Vivacemente.., Rather livels,
Vivacissimy ... Eaxtremely Lvely (very much like Presto).
Pyesto ... Very quick.
Prestissimo .., fQuicker than Presto; as quickly as
Prestissimamer t possible.

Other words which indicate a more or less fixed degree
of pace are :—

Toste = quick ; rapid.

Celere =quick ; nimble.

Veloce =swiftly.

174. A gradual quickening of the pace is denoted by :(—

Accelevando (accel.) - gtting gradually faster.

Calcando =hurrying the time.

Incalzando =quicker and louder.

Stringendo (string.) , Cw ) )

Styetio =pressing onwards; “‘pulling closer
. together,” in the sense of hurry-

Piu stretto J ing the time.

Affrettando {affret.)
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175. A gradual slackening of the pace is denoted by :—

Ralientando (rall.) =gradually getting slower.

Ritardando (ritard.)
Ritenuto (rit.)
Slentando (slent.)
Slargando (slar.)

See also the words Calando and Perdendosi in § 172.

=retarding or keeping back the time.

176. Comparative pace-indications are :—

A tempo=In time, i.e., after a Rall. or Accel., or their
equivalents.

Tempo Giusto=1n strict, or exact time.

Doppio Tempo, or Doppio Movimento=In double time,
i.e., as fast again as the preceding movement.

L'’istesso tempo =1In the same time as the preceding move-
ment. This term is used when the time-signature is changed,
but the beats are still to be of the same length as before.

Tempo Primo =In the same time as at first.

Ad libitum, or A piacere = At the performer’s pleasure, as
regards time.

Piu mosso =more motion, i.e., quicker—not gradually, but
at once.

Meno masso} =/less motion, f.e., slowey—not gradually,
Piu lento but at once.

177. The Metronome is an instrument invented for the
purpose of accurately measuring the time or speed of a
piece of music. Clockwork mechanism inside sets in motion
an outside pendulum, the speed of which is regulated by a
sliding weight, according to the various grades of time
measured on the index. The Metronome should beat once
a second, or 60 times a minute, if set at 60.

For example, , = 126 means that the sliding weight should be set to
126 on the index, when, on the instrument being set in motion, the beats
of the pendulum show the speed of the crotchets.

J=‘3° means that the weight should be set at 80, when the pendulure
beats show the speed of the minims.
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178. Another and a far simpler kind of metronome con-
sists of a tape marked off into certain fractions of a minute.
This tape is coiled into a metal case by means of a spring,
and can be used in the manner of a pendulum.

The tape being drawn out of its case until the required number appears,
s then secured in that place by means of a stud. Upon causing the
metal case (which acts as the weighs of the pendulum) to swing steadily,
the required tempo will be accurately indicated.

CHAPTER X.
FixaL HINTS FOR EXAMINATIONS,

At the Examination the Examiners will pay special
attention to :—

Correct speiling.

Accuracy of notation, including—

The correct position of stems with respect to the notes.

The proper order and position of sharps and flats in key-
signatures.

Due insertion of necessary accidentals, ties, slurs, etc.

Proper grouping of quavers and shorter notes.

All transposed phrases must be given complete, with
correct key and time-signatures.

Following is a specimen paper set for the Junior Division
of the Trinity College of Music Local Examinations in
Theory of Music :—

Time allowed—Two hours.

Marks vequired for Pass Certificate, 65.
. ' Homnours ,, 8o.

1. (1o marks.) Write, in semibreves, a deseending
octave of each of these Scales :—
Major, Harmonic Minor.

»
.Y ATy 4
Sy [ SER

s
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2. (15marks.) Transpose this Melody into the Treble clef,
making it an octave higher :—

!  amtna

3. 1o marks.) Complete these Time-signatures according
to the description over each bar :(—

Compound . Simple  Compound
Duple. . Simple Triple. Quagiicie,  Triple.

et

4. (15 marks.) Express, in semiguaver notes, the time-
value of—

Simgle Duple.

A minim, A dotted quaver. A doubly-dotted crotchet.
= i
V. 1 N u i}
«/

) A quaver. A dotted minim.
L 37 =
€& 1 ]
Y

5. (1o marks.) Name these Intervals :(—
(2) (6) (¢) (@) (e)

S e . S
== =8 =

6. (15 marks.) Ou the upper stafl write the notes
necessary to form the Intervals named :—
Major 3rd. Augmented 4th. Minor 6th. Major 7th. Diminished sth,

dns. [@z—_—:‘ st—; Q_"HFE}}@L | é:’________i

e
7. (1o marks.) Give the English meanings of—Mesza
voce ; Allegrelto ; Decyescendo ; Affrettando ; Larghetto.
8. (15 marks.) Give the Italian words which mean—
Getting Slower and Softer ; Quicker and Louder; Quicker
than Presto; Going at a moderate pace ; Quick, merry.
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PREFACE.

Twis little Manual is intended as a Text-Book for the
preparation of Candidates for the Advanced Junior Divi-
sions of the Trinity College of Music Local Examinations in
Theory of Music. It contains a complete course of instruc-
tion in all the subjects prescribed in the Syllabus for the
Junior Divisions, together with uscful hints for the successful
working of Exanunation papers. Junior Division candidates
are expected to know thoroughly the contents of the Pre-
paratory Text-Bonk before they hecin the study of the present
manual ; but for the convenience of those students who may
have passed the Examination in the Preparatory Division
some time ago, or who may have acquired the same know-
ledge from other sources, a brief resumé of the chief contents
oi the Preparatory Text Book has been given in these pages.
The attention of teachers cannot be too forcibly drawn
to the great importance of ear-training. Every fresh
point of instruction should be amply illustrated upon the
pianoforte kevboard ; especially such matters as the posi-
tion of the semitones in the various scales, the relative
duration of sounds, and their grouping according to the
laws of accent, syncopation, etc., as well as the various
methods of melodic embellishment by means of *grace-
notes,” turns, shakes, etc. The aural effect and scale-
relationship of every interval should be clearly demonstrated
to students, who should also have every facility afforded
them for practising Exercises in Musical Dictation,
and for preparmg to pass tae ear-tests demanded by
the Practical Divisions of the College Local Examination
System.

It is by no means intended that teachers should present
the contents of this book to their pupils in the order here
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given, chapter by chapter. On the contrary, it may very often
be necessary te vary that order conwiderably, so as to adapt
the instruction to the different mental capabilities of the
pupils. For instance, under certain circumstances a first
term’s work might very well be planned somewhat in this
order :—

Lesson L, §§ 8-19; Lesson lI., §§ 77-80; Lesson Ill.,
§§ g9s-112; Lesson IV, §§ 81-94; Lesson V., §§ 24-36;
Lesson VI, §§ 128-133; Lesson VII, §8 113-124; lesson
VIIL, §8§ 37-423; Lesson 1X, 6% 49- £9; Lesson X., §§ 60 066;
Lesson X1, §§ 1-7; Lesson XIi.,, 8§83 137, 138. No fresh
matter should be introduced betore the preceding instruction
has been thoroughly understood ; nor should too long a period
be allowed to elapse before the knowledge already acquired
is further impressed upon the pupils’ mmds by sowe form of
repoiiticn.

Otner re-airangerients can easily he made by teachers to
suit their own individual reqguirements; but the order of
contents in the present Text-Dook has been planned on the
lines of the College Syilabus for the Junior Divisions, with &
view of making the work more generally useful as a reference
as well as a teaching book.

A companion book of Questions and Exercises is
published, in which the number of every Question corres-
ponds exactly with the number of that paragraph in the
present Text-Book, which contains the answer to the
question set. The two books (if used together) wilt thus
present the instruction in the form of a Catechism—
with this advantage over ordinary-books of that kind, viz.,
that questions and answers are not given together on the
same page of the same book.
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CHAPTER L

MUSICAL SOUNDS AND BOW THEY DIFFER—AN OUTLINE
OF MUSICAL NOTATION, SHOWING ITS VARIOUS USES
10 MUSICIANS.

1. Sound is a sensation of the érain which depends entirely
upon our sense of hearing ; it has no separate existence apart
from ourselves.

2. The immediate cause of sound is the vibration of a
sounding body or musical instrument.

3. Vibration is a very rapid to-and-fro movement (or
¢remulous motion, as it is sometimes called). We can see
this vibration taking place in the case of a sounding string
on either a piano or a violin; we can fee/—by touching the
outside of a sounding organ-pipe—that the air within the pipe
is in a state of vibration.

4. Some medium is necessary for carrying the vibrations
of the sounding body to our ears. This medium is generally
the air,

The vibrations of the sounding body set up in the air a
corresponding number of sound-waves.

The sound-waves pass through the air until they reach the
drums of our ears.

Our ear-drums, being disturbed by the sound-waves, convey
the effect of the vibrations to the brain. It is the brain alone
which by this means receives the sensation we call sound.
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§. Musical sounds differ in these six ways :—

(i.) Pitch—by which we mean that a sound is high up, low
down, or somewhere between these two =xtremes. Pitch
depends upon the mumber of vibrations made per second by
the sounding body. This vibration-number increases as the
sounds get higher in the scale, and decreases as they get
wer.

(ii.) Intensity or quantity—by which we mean that a
sound is loud or soft, or moderately loud or soft. Intensity
depends upon the degree of force with which the sound-waves
reach our ears. The louder the sound, the more violent will be
the action of the sound-waves upon our ears, and vice versa.

(iii.) Quality or Timbre—by which we describe the
character of a sound as being rich, full, hard, thin, etc. By
their quality we can distinguish the sounds of a flute from
those of a violin, or the tones of the human voice from those
of an instrument. Quality depends upon the manner in which
the sounding body vibrates. The playing of a flute will act
differently upon the air to the playing of a violin, etc.; the
sound-waves will be different, and these again will act
differently upon our ears and brams.

(iv.) Duration—by which we mear the length of time a
sound lasts. In listening to music we hear that some sounds
are neld on or swstained for a considerable time ; others are
“cut off” quite short: others are neither very long nor very
short, etc.

(v.) Accent—by which we mean the stress or emphasis
which is given to some sounds more than to others; exactly
as in ordinary speaking or reading, we lay greater stress upon
certain words or syllables than upon others.

(vi.) Tonal relation-hip-~by which we mean the order or
arrangement of sounds mto what are called scales and keys ;
without which it would be impossible 10 make or to recognise
tunes.

All these differences in musical sounds have to be ex-
pressed upon paper, so that a composer may be able to
write down the music he desires to be played or sung, and
that the players and singers iray be able to understand what
bas been written down for them.
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6. A knowledge of musical notation, therefore, teaches
us that :—

(i.) Differences in pitch are expressed upon paper by the
various positions of notes upon a staff.

(ii.) Differences in intensity (quantity) are indicated by
the use of words, letters, or signs; such as fore, piano, cres-
cendo, diminuendo, f, pp, ————, ———, etc.

(iil.) Differences in quality are shown by a composer
writing the name of the voice or instrument he intends to be
used—such as Soprano, Contralte, Tenor, Bass, piano, organ,
violin, flute, trumpet, etc.

(iv.) Differences in duration are expressed by the
various skapes of the notes used—such as _, _, Jy N S etc.

(v.) Differences in Accent are indicated by the zme-
signature, which assigns various degrees of accent to the rotes

within a bar, thus :(—
Fig. 1.

The mark (=) is here used to show which notes are accented
more than others.

(vi.) Differences in tonal relationship are shown by
the various kev-signutfures, each of which indicates that par.
ticular arrangement of notes or scale which has been selected
by the composer for his music.

Thus, in the two scale-passages here given in Fig. 2, the five
notes indicated by their ietter-names—G, A, C, D, E—are
exactly the same in pitch, intensity, quality, duration, and
accent ; yet they produce quite a different effect upon the cus,
because of the altered relationship which is effected by the
change of key-signature :—

Fig. 2.

For Treble voice : For Treble voice :

.4_. e - 3
T — T el Y

GA CDE "GA CcDE

In the same way the sume person may appeal to us differently as we
regard him In his various social relationships—as father, som, busband,
%brother, uncle, cousin, friend, enemy, ete.
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7. We have to study Musical Notation in order to
read, write, and understand music thoroughly. We desire to
be able not only to play or sing “at sight,” but also to acquire
the power of knowing what a piece of music will sound like
by merely /ooking az i¢. And we wish to be able to write down
correctly any “musical thoughts” which may occur to us.

CHAPTER 11
PosITION OF NOTES ON THE STAFF—LEGER LINES—
TREBLE AND BAsS CLEFS—ACCIDENTALS.

8. The first thing which any system of musical notation has
to do, is to show the correct pitch of every sound required
by the composer, in such a way as to leave no doubt as to
the exact distances or zatervels between the various sounds.
The eye and mind must be assisted to perceive the rising
and falling of the sounds as they constantly change from
low to high, or from high to low. This is done by means of
the Great Staff,

9. The Greoat Staff is a series of eleven lines, arranged
one above the other, like the steps of a ladder.
Fig. 3.
The Great Staff.

Notice thre thick ‘* Middle C" Line which corresponds with the C in the
middle of the keyboard :—

110 11U, ©

10th line, D IC lg:: ;;):‘c;
9th line, B A‘ 8th roaee
8tn line, G }. ey spm
7th line, E o Friey
8th line, C “' b s
Sth line, A 1, N
4th line, F (l;' ::: :pu:
8td line, D C‘ b s::ce.
2nd line, B A', 1st 9 .
1art line. G ) pace.

On these eleven lines, and in the ten spaces between
the lines, are placed the notes which represent the sounds
required to be sung or played. Every line and every space
of the Great Staff has its own particular letter-name, as
shown in Fig. 3.
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10. Students must carefully distinguish between the words
tone and note. A tone is a musical sound of definite pitch ;
a note is a chaiacter or sign written on the staff to show by its
position thereon—high, medium, or low—the exact pitch of the
tone or sound it pictorially represents. The “notes” take their
names from the lines or spaces which they occupy on the staff,

11. A pianoforte® score has ten lines. It is the Great
Stafl with the Middle C (thick) line omitted. The space
between the A and E lines—when the Middle C line has been
taken out—is widened, and the two five-lined staves (upper
and lower) are joined together by a brace or bracket at the
left-hand side.

12. The upper staff is for the Right-Hand or Treble notes ;
the lower one for the Left-Hand or Bass rotes.

13. Whenever the note Middle C is wanted, it is written on
a short line called a leger line, which for the moment takes
the place of the omitted Middle C line—either at the top of the
Left-Hand or lower staff; or at the bottom of the Right-Hand

or upper staff, as in Fig. 4 :—

Fig. a.
Pianoforte Score.

TREBLE STAFF [

(Right hand), = E line.

- — = = = = — — —C line.
BAss STAFF A line.
(Left hand).

14. The upper and lower staves are distinguished one from
the other by Clefs,

15. A clef is a sign which points out the name of the
particular /ine it is placed upon. Originally, the clef was
merely the capital letter indicating the name of its line ;—

Fig. 5.
Pianoforte Score, with Clefs.
G

Treble or G Clef:

Bass or F Clef:

® This word is often abbreviated ‘* ptano.”
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16. The Treble clef is placed on the second line of its
staff, counting #p from the bottom. The Bass Clef is placed
on the second line of its statf, counting Jowa irom the top.

17. Only the first seven letters of the Alphabet are used
for naming musical sounds; any notes beyond the seven—
A B, C, I E, F, G—

are simply repetitions of these at a higher or lower pitch,

18. The eighth sound is called the Octave (abbreviated
“8ve”) of the first. Any note struck with 1ts octave blends
so perfectly with it as to have the effect of a single but ér7chrer
sound.

19. Fig. 6 shows a continucus series of sounds, ranging from
a note two octaves de/ow Middle C, to a note two octaves wboire
Middie C .(—
Fig. 6.
Scale of C (four octaves\.
cdefgab cd:jz,‘.'-

L

A . -

‘fé = preteles AN T I\ '
’ " d X ) i
Bass C. Tenor C. ) Trebie ©

S T e = =!

E;E;qABUDBIGABG

As seen in Figs. 6 and 7, when a sound is too Ligh, or too

low to be written on the staff, short additional lines are used

above and below the siafl, cailed Leger or Leager lines (Leger,

light). Notes may be written on these leger lines, or in the
spaces between them, as :—

Fig. 7.
Leger Lines.

Above: 2 c D E ‘E. ‘_g

]A = e =2 2 £ =
(o ——— u

T s = .o

Above : B A f ’?

[o} D

le 2

L)
od
ofl
wyl
>b1
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Leger lines are merely “light lines” cut short, added outside
the staff.

20. When many leger lines are used above the Treble staff,
if the first two be disregarded or deducted from the rest, those
above will read exactly as the Treble staff itself, /we octaves
higher in pitch. Thus —

Fig. 8.
= m e
= = = =
(€4 =1
-
will be the same as:—
¥ig. o.
£ i
= i

if played two octaves higher.

Similarly, if the first two lever lines below the Bass staff
be deducted, those below wiil read as the Dass staff itself, fwo
octaves lower. Thus :—

Fig. 10.
& B
= = = Z
will be the same as:—
Fig. 11
e

if played two octaves lower.

21. Sometimes, in order to avoid the use of a great many
leger lines, the sign Eva is written over a passage of
notes, to show that they must be read, sung, or played, as if
they had been written an ocfave above. The word loco, used
after 8va, signifies that the notes are to be read, etc., in their
original pitch as written.

22. 8va bassa, placed below a passage, signifies that
it is to be played an octave lower than written.

23. The figure 8 placed under notes indicates that the
ortaves below are to be played with them.
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24. The interval or distance between any piano key and the
rmex! above or below it, whether black or white, is called a
semitone or half-tone.

25. The interval or distance between any piano key and the
mext but one above or below it is called a whole tone.

26. A sharp (3) placed d¢fore any note raises its pitch
a semitone.

27. A flat (b) placed éefore any note lowers its pitch a
semilone.

28. A natural (%) restores a note to its original pitch,
lowering it a semitone if previously sharpened, raising it a
semitone if previously flallened.

29. A doubte-sharp (x) placed lefvre any note raises it
two semitones.

30. A double-flat (bh) placed before any note lowers it
two semitones.

3I. A doubly-sharpened note, or a doubly-flattened note, can
be respectively lowered or raised a semitone by writing a
single sharp or flat before a note, so:—

32. Elevén of the twelve pianoforte keys in every actave are
capable of bearin; three ditferent letter-names. The remain-
ing one (the middle key in every group of three black oues)
can only be called by two names—GZ and Ab.

Fig. 13.
C¢ DS Fg Gg AS
Db Ep Gb Ap Bp
Bx Fpb Cbo

I B
leAx
D | om0 | £ | Gop | Ap Bb | Cb
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23. A note is enharmonically changed when its name
is changed upon paper (as C§ to Dp), whilst its pitch upon
the pianoforte keyboard remains exactly the same.

34. As a great deal of foreign music is used in this country,
as well as editions of classical works which are published
abroad, it is very convenient to know the foreign names of
the notes, as shown . Sig. 14:—

Fig. 14.
English. tratian, ; French. German,
i

C. De. Ut C.
C flat. Do temaolle, Ut hemol, Ces.
C sharp. Do e, . Ut diesn, Cos,
D. Re. Ree D.
D flat. Re hemalle, R beennl, 1es,
D sharo, Ke doeats, He deose, Yiis.
E. Mi AdiL k.
E fHat, A peanaile, A temol, ta
I sharp. Mi diesis, M i, 3.
K, Fa, Fa. ¥.
F flat. Fa e lie, Fa bimol, Fes.
£ sharp. Fa s, Fa diess, Fis.
(r Sol. Sol. G,
G flat. Soi bemolle, Sol hmol, Ges.
G sharp. Nol diesis, Sol drese, Gis.,
A. La. La. A.
A flat, La bemoile, La béwol. As.
A sharp. La diesis. La diese. Ais.
B. Si. Si .
B flat, Si bemaolie. Si bémol. B.
B sharp. Si diests. Si diese. His.

It will be seen from Fig. 14 that the Itahans and French
call notes by “Sol-fa” names, and use respectively bemolle
and oémol for a flat, and diesis and diése for a sharp. The
Germans use letters for note-names, with the addition of es
for a flat and s for a sharp; Bp they call B, BY they call H.

35. A § b, x, bb, or §, which does not belong to the
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scale or key indicated by the key-signature, is called an

accidental. .
Fig. 15

At e s

36. The effect of an accidental continues upon the
staff throughout the bar in which it occurs, unless it is con-
tradicted by another accidental.

CHAPTER 111
DIATONIC SCALES: MAJOR AND MINOR.

37. A Diatonic Scale is a series of eight sounds, ascend-
fng, in alphabetical order, from any note to its octave. Every
step or degree bears a different letter-name from any of the
others.

18. There are two kinds of diatonic scale—majcr and
minor.

39. In the minor scale, the third degree or step is one
semitone nearer the first degree than is the third degree of
thz major scale.

In olden days a major scale was often spoken of as “a
scale with the greater third”; a nunor scale was similarly
said to be “a scale with the Jesser third.”

40. The #following technical names are given to the
degrees of a// diatonic scales :—The 1st, Aey-note or 7onic;
the 2nd the Swper-tonic; the 3rd the Mediant; the 4th the
Sub-dominant ; the sth the Dominant; the 6th the Sud-
mediant ; the 7th the Leading-nole ; the 8th degree is the
upper Key-note or Tonic.

41. These names will be best remembered in the following
order :—

The Tonic is the 1st note (1.), and the Dominant is the
§th above it (V.). The Mediant (or middle note between these

two) is the 3rd (IIL). Fig. 16

Domi v.
Mediant IIL
Tonic L
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NoTR.—The Scale of O Major is here referred to; but the same teeh-
nical names are given to the same numerical degrees of any other scale,
major or minor.

42. The Tonic is also the 8th note (VIIL), and the Sud-
dominant is the s5th delow it (V.). The Sub-mediant (or middle
note between these two) is the 6th (VI.). ‘Sub?” means de/ow

or under.
Fig. 17.

Tonic VIIIL.
:_g S ub medtant Vl (medlant below the Tonic).
[

or sth delow the Tonic).

43. The Super-tonic is a whole tone above the Tonic (I1.}—
%“Super” means above. The ‘ Leading-note,” or 7th of the
scale (VIL), is a semitone below the upper Tonic and /eads
up to it.

Fig. 18.
toudom

Super-tonic II.
Leading-note VII.

C  emitone hmw

44. The major scales have already been explained fully in
the * Preparatory Text-Book,” Chapter VIIL., pp. 32-38 . the
chief points to be remembered about them are these :—

(i.) The semitones come between the 3rd and 4th, and the 7th and 8tk
degrees, both ascending and descending.

(ii.) Every major scale consists of two similarly constructed halves,
oalled Zetrachords.

(iii.) Every tetrachord can belong to two different major scales, by being
the upper half of one, and the lower half of another.

(iv.) A whole tone comes between the 4th note of the lower tetrachord
and the 1st note of the upper tetrachord in every major scale.

(v.) The sharps or flats essential to the scale are grouped together and
placed after the clef, in the form of a key-signature.

45. The key-signatures of major scales can be easily

remembered in this way :—

C has no sharps or flats ; C# has 7 skarps; Ch has 7 flats.
D has 2 skarps; E has 4 sharps; FE£ has 6 slxarp:.}
Bp has 2 flazs; Ab has 4 flats; Gp has 6 flats.

Db has 5 flats; Ep has 3 flats; F has 1 jlat.
B has § sharps; A has 3 sharps; G has 1 sharp. s
B
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46. In key-signatures the order of sharps is—F, C, G, D,
A, E, B; the order of flats 1s—B, E, A, D, G, C, F.

47. Here is a table of key-signatures, showing In each case
the key-note or tonic of the scale :—

(1.) Major key-signatures with sharps:—

In a major key-signature with sharps, the key-note is & semitone above
the last sharp. In a major key-signature with flats, the key-note is a
fourth below the last flat.

48. Sometimes (at Examinations) candidates are asked
to write major scales beginning and ending upon
other degrees than the tonic; such as Mediant, Sub-
dominant, etc.

Students will therefore find it very useful practice to write
out a series of eight notes, beginning upon any degree of the
Scale of C major they may choose—see Fig. 19 (a¢)—and then,
by adding the necessary accidentals, they can alter this series
of eight notes into a major scale, beginning and ending upon
some degree other than its own tonic—see Fig. 19 (8), (¢), (d),

() () :— Fig. 1o. ,

(a) Scale of C, beginning on its  (5) Scale of Eb, beginning on its
Super-tonic. Leading-note.

e ]

(¢) Scale of F, beginning on its (d) Scale of G, beginning on its
Sub-mediant. Dominant.

e
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(¢} Seoale of A, beginning on its (/) Soale of By, beginning om its
Sub-dominant. Mediant.

=

49. Minor scales are connected with major scales in two
ways :—

(i.) They can begin on the same fonmic, but have different
key-signatures.

(ii.) They can have the same key-signature, but begin on
different tonics.

50. A minor scale which begins on the same tonic as
any given major scale, is called the tonic minor of the
latter.

s1. The signature of the tonic minor has always three
sharps less or three flats more than the signature of its tonic
major scale.

52. A minor scale which has the same key-signature as
any given major scale, is called the relative minor of the
latter.

53. A relative minor scale begins three semitones below
the tonic of its relative major scale, 7.e., upon the 6th degree
or sub-mediant of the latter.

54. Every major scale has six notes in common with
its relative minor scale, and flve notes in common with

its fonsc minor scale :— .
Fig. 20.

55. Every minor scale can be used in two different
forms :—
(L) The Harmonic (or * Normal”),
(ii.) The Melodic (or *“ Arbitrary”).
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56. In the Harmonio form, the semitones occur between
the 2nd and 3rd, the sth and 6th, and the 7th and 8th
degrees, both ascending and descending. An augmented
2nd occurs hetween the 6th and 7th degrees; this is an
interval or distance of three semitones, and is accordingly
one semitone wider than a whole tone :—

Fig. 21.

A miunor relative to C major.

Aug. and. Aug. and.

S o - - a—
. - ot .——_ .
R T e f + ! %
BN = & 3.

© {2 8 4 &5 6 7T 8 8 7 6 5 4 8 2 1

57. In writing the Harmonic form of any minor scale, we
should take care that the 7th degree (or leading-note) is always
indicated by an accidental. This does not make the scale
chromatic, because no two of its degrees bear the same letter-
name. The 3rd and 6th degrees of the Harmonic Minor Scale
are both a semitone lower than the 3rd and 6th degrees of the
major scale which begins on the same tonic.

58. Fig. 22 gives the Harmonic form of every minor scale

with sharps :—
Fig. 22.

Minor Scales with Sharps—-* Harmonic form.”

E minor, relative to G major.
1 .2 8 4 b6 6 7 & 7 6 65 4 8 8 1

4 5§ 6 7 8 7 6 b 4 38 2 1

F$ nunor, relative to A major.
1 2 3 4 5 6 7 8 7 6 b 4 s 2 1
559 e = g —q
- - e e -—-Q__‘_=-.._—_:I

.o
f (4N
IS et

C4 minor, relative to E major.
2 8 4 & 2 1

g 1 2 ¢ 7 8 71 6 5 4 3
g’ STy S Py _.__-:..__E—“EI




G$ miner, relative 10 B major.
i % 8 4 5 6 Y 8 Y 6 5 4 8 s 1

r i =»* =

D¢ minor, relative 1o ¥§ major.
s 2 1

1 H 3 [y 13 ] T 8 4 [ [ 4
M e ———
~— N’

A$ minor, relative o C$ major
1 % 8 4+ b 8 7T 8 7T & b5 4+« 3 2 1

On looking at the signatures of minor keys with sharps, it should be
noticed that the key-note is always a wheke fome delow the last sharp
(which is the super-tonic of the scale).

59. Fig. 23 gives the Harmonic form of every minor scale
with flats.
Fig. 23.
Minor Scales with Flats—‘ Harmonic form.”

D minor, relative to F major.
1 3 8 4 6 6 7 8 T [ [ 4 3 2 1

G minor, relative to Bb major.
1 2 8 4 [ 2 } 7 [ T [ * s 3 1

. Z:E.!__.:a__‘f:-z—;l_

= s

C minor, relative to Eb major.
1 2 3 4 6 6 7 ] 7 s & [} 5 3 1

. e

P ' |

o e :*:‘._'=::E-—=_ﬂ
~ N .

F minor, relative to Ap mujor.
1 2 3 4 b e T 8 7 ¢ i L I |

Bb minor, relative to Dp major
b3 2 3 ¢ 5 6 7 & 7 8 o 4 3 2 1
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Ep minor, relaiive to G5 major.

L. 1 3 8 & 5 6 1T 8 T 6 5 4 8 2 1
e ——
Y ~— N

Ab minor, relative 1o Cb major.
1 2 8 ¢ b 6 7 8 7T 6 5 &« 83 2 1

On lcoking at the signatures of minor keys with flats, it should be noticed
that the key-note is always fhe third note above the last fat¢ (which is
the sub-mediant of the scale).

60. To avoid the augmented interval between the 6th and
7th degrees of the Harmonic minor scale, the Melodic or
Arbitrary minor scale has the 6th degree raised in as-
cending, and the 7th and 6th both Jowered in descending.

Fig. 24.
A minor, relative to C major.

Upper tetrachord
of A major.
P Y

61. In the Melodic form the semitones occur between the
2nd and 3rd, and the 7th and 8th ascending ; and between
the 6th and s5th, and the 3rd and 2nd descending.

62. In writing the Melodic form of any minor scale, take
care that the 6th and 7th degrees ascending are always indi-
cated by accidentals.

63. Accidentals are not required for the descending form,
unless to contradict the previous sharpening of these degrees
in the ascending form.

64. Observe that the upgper tetrachord of the melodic form
of a minor scale is exactly the same as the upper tetrachord
of the major scale which begins on the same tonic. But in the
lower tetrachord the 3rd degree of a minor scale (the mediant)
is a/ways one semitone lower than the mediant of the major
scale beginning on the same toalc,
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65. Fig. 25 gives the Melodic form of every minor scal
with sharps :— Fig. z5.

Minor Scales with Sharps—*Melodic form.”

E minor, relative to G major.
1 2 3 4 5 6 1 B T 6 5 4 3 2 1

5 s o
H
——
= =5 = ~ P v
F& minor, relative to A major.
g1 1T 3 4 5 6 7T &8 7T & & 4 8 2 1
o

——
-— —

C$ minor, relative to E major.

5 4 8 2 1

1 2 5 4 5 8 T 3 7 6
- - o ~ -
G$ minor, relative to B major.
1 2 8 4 5 6 T 8 7T £ 35 4 s 2 1

S - i - B —

hy — ~

D$ minor, relative to F§ major.
1 2 8 4 6 6 7T 8 YT 6 5 4 8 2 1

N —

A$% minor, relative to C$ major.
1 2 8 4 5 6 7T

Qm

66. Fig. 26 gives the Melodic form of every minor scale
with flats :— .
Fig. 26.

Minor Scales with Flats—* Melodic form.”

D minor, relative to F major.
1 8 8 4 6 6 7 8 T 6 5 4 8 2 1

o
74
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G minor, relative to Bp ajor.
1 2 8 4 5 & 7 & T 6 5 4 3 2 1

o e — - —— PR3
G ety ==
o= =
C minor, relative to Ep major.
1 2 8 4 5 6 7 8 7 [ 5 4 3 2 1

s
llhl » ==
o e e’ M — |
- = [—
~

22T
- =

¥ minor, relative to Ap major.
1 2 8 4

h

TN =
- ==

L) & 7Y

g’ = <= & SS L s

Eb minor, relative 1o Gb majo:

n 1 2 3 4 b 6 v 8 7 d 5 4 8 2 1

X 58h - b 1
g—hﬁ‘—:t———m — e |

S N
Ap mnnor, relative to Ch major.

1 2 8 4 b & 7 & 7 6 65 4 8 3 1
—l e - - B Qe % he2 )
B e e S——— e —————
?ﬁgﬁ_&_ — @

In 18th-century music (by Corelli, Geminiani, Handel, and
others) we often see the last sharp or flat omitted from a
key-signature. In this case, an accidental was inserted when
either the leading-note of a major key with sharps, or the sub-
mediant of a minor key with flats, was required. Minor keys
with sharps, and major key- with flats, were written with
complele key-signatures.

Students should now practise writing inor Scales, be-
ginning and ending upon other noles than the Tosiic, as shown
in § 48.

CHAPTER 1V.
THE NOTATION OF THE CHROMATIC SCALE.
67. The Chromatic Scale proceeds by semitones only.

68. Within the octave of any note on the piano keyboard
there are twelve sounds, seven of which occur in the Major
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Scale which has that note for its tonicc. We have now to
learn how to write the other five.

69. There are two ways of writing the Chromatic Scale :
the Harmonic way, and the Melodic way.

70. At an Examination, always write the Harmonsc way,
unless the other is asked for.

71. When giving the Harmonic Chromatic Scale of
any note, first write the Major Scale which begins on that
note, leaving room for the extra five degrees to be written.
Let Roman numerals stand for the degrees of the Major
Scale:—

ST TN
L IL. 111 1IV. V. VI VIL VIIL

semilone semitone

B N

We should be carefui to write [11.IV. and VILVIII. close

together so that no other note can come between them.
There are two methods by which we can next proceed.

First Method : Flutten (by means of a D or ) IL, IIL,
VI, and VII. Skarpen 1V. (by means of a £ or ).

The Harmonic Chromatic Scale will then appear thus :—
LT TN
L, 02, JIL, b3, BIIL IV, $4, V., D6, 2VL, 27, 2VIL VIIL

The five Arabic numerals indicate the extra notes added to
make the semitone steps of the Chromatic Scale, in those places
where the Major Scale proceeded by tones.

Put into musical notation, this Harmonic Chromatic Scale
with a sharp signature will appear thus in a Major key *—

Fig. 27.
Diatonic) . o LIV, v. vi.  VviLviL

Degrees:

¥ = (|
- |

Ch'mh‘c} 1
Dagrees :

The descending form of the Harmonic Chromatic
Scale, although the same in notation, will not require as many
accidentals as the ascending form :—

2 ] 4 5 6 7 8 9 10 1 1218



Adv. Junior, 26

Diatomicy o= P
Degrees o) VILVIL VL V. V. IIL IL L

D,‘,,.m..}nun 0 9 8 7 65 4 8 2 1

With a flat signature, the Harmonic Chromatic Scale
will appear thus in a Major key :—

Fig. 29 A.
Diatonic —~ o~
Degrees 4 L 1L LIV V. ‘vx. viL Vi1,

12 11 10 9 L 7 6 5 4 3 2 1

Second Method : Write the letter-names of the Tonic and
Dominant (I. and V.) of the Diatonic Scale ozce only, and
do not write any other letter-name more than twice.

Observe that in Fig. 27 there is only one A (tonic), and only one E
(dominant); but each of the other letter-names appear fwice. ‘Thus there
are two B's, two C's, two D's, two F's, and two G'’s. The Harmonic
Cbromatic Scale has the same notation ascending and descending. Some-
times at an Examination the key-signature is given, sometimes it is not.
In any case, the 11., II1. IV., and VII. degrees of the Diatonic Scale will
require accidentals to contradict the preceding chromatic notes.

With minor key-signatures, the order of accidentals will be as here
shown :—

Fig. 29 B.
For Sharp signatures.

-~

T .

1. I IIL. IV, V. VL VILVIIL VII. V.V Iv. 1L 1L, I

For Flat sipnatures.
0 da
y §
EAE T e |
~ e T
I. 1L 111, IV, V. VL, VILVIILVIL. VI. V. Iv. IIL 1L L

72. The ascending form of the Melodic Chromatic
Scale is obtained by the insertion of only five accidentals.

With a major key-signature, the median/ and leading-note are un-
altered ; with a minor key-signature the superfonic and dominant are
unaltered. In each case the five remaining diatonic scale-degrees are
used—first without accidentals, but are afterwards raised a chromatic
temitane hv means of a # or x (or a § in keys with flats.)
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Fig. 304,
7 7 7~ —
g:::;ﬁ} L n mfav. V. VI VILVIIL
-
Chyomatic '
Degrees : } 1 2 8 4 56 7T 8§ 9 10 1 1218

Be most careful when you write the degrees of the Major Scale to place

the 11T, IV. and VIL VIIL degrees so close together that it is impossible to
write another note between them.

1n writing the Ascending form of the Melodic Chromatic Scale with
a major ture, »aise the following degrees L., I1., IV,, V., V1., as in
Fig. 30A.

In writing the Ascending form of the Melodic Chromatic Scale with
a minor signature, write first the degrees of the Harmonic Minor Scale,
and then rasse 1., 111, IV,, VI, and Jower VII,, as in Fig, 30m.

H"',na"i‘ Vg Fig‘ 30B. o~ o~~~
Minor } I, 11, IIL. v, V. VL VIL VIIL
qu:e:: I ! -

%:l"”::“} 1 2 34 5 6 7 89 10 11 1218

73. The Descending form of the Melodic Chromatic
Scale is exactly the same as the descending form of the Har-
monic Chromatic Scale. Thus :—

With a Major signature, write exactly as Fig. 28.
With a Minor signature, so :—

— . Fig. 30c.

74. It will be noticed that there are two kinds of semi-
tone, the Diatonic and the Chromatic.

75. The two notes which form g_gia.to/gic semitone have
different letter-names, as CDp; F£2G; EF. Such a semitone
can occur between two successive degrees of either a Diatonic
or a Chromatic Scale.

76. The two notes which form a chromatic semitone
have the same letter-name ; but one or both of the notes will

have an accidental, as C?Ch ; BBp. Swck a semitone can only
occur in a Chromatic Scale.

CHAPTER V,
Time—RELATIVE DURATION OF SOUNDS—NOTRS—RESTS—DOTS—
T1z8—STACCATO MARKS—THE PAUSE—GROUPING OF NOTES.

As most of the subjects mentioned above have already been fully
explained in the Pregaratery Text-Bosk (Chapters V. and VI1.), we need
y & brief summary of them in this place.
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77. Notes indicate sound ; rests indicate sélencs.

78. The time (or duration) of notes is expressed by their
various shapes.

79. The time (or duratiomn) of rests is indicated by their
various shapes ; and also, in two cases (Semibreve and Minim),
by their position on the staff.

80. Fig. 31 shows the shapes, etc., of the various notes and
rests, beginning with the longest note or Breve, and ending
with the shortest note or Semidemisemiquaver :—

Fig. 31.
i is a Breve or Longest note; @ is a Breve rest.
© isa Semibreve or Whole note; E——_—_’i? is a Semsireve rest
J isa Minim or Half note; %is a Minim  rest.
J is a  Crotchet or Quarter note; 1* isa  Creichet rest

.hh a Quaver or Eighth note; Y isa Qwuaver rest.
.R is a Semiguaver or Sixteenth note; q is & Semiguaver rest.
ﬁ isa { D;':;:Z:" } or Thirty-second note ; i isa { qua”:e,:‘-} rest.
-
: Semidemi- - Semidems-
ﬁxs a Jmiguawr} or Sixty-fourth note ; :_: isa {mm’quaver rest.

Every kind of note and rest is exactly half the length of the next longer
note and rest, and twice the length of the next shorter note and rest.
»

81. A Dot after a note makes that note half as long again;
the note is then equal in value to Ziree of the next shorter
notes (instead of two), thus :—

G=Aa' a--a’o’a’
= d d.e = d &
d = & d. = o & & and so on.

A second dot represents half the value of the first dot,
thus :—

omdd e . =Jddd o..-ddJ
d-dd Jd.=ddd d.-dddS

82. A Tie or Bind is a curved mark, joining together two
notes of the same pitch. It adds the value of the second
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note to the first, thus :— J\/J = four quavers; JVJ' =
)

five quavers; o . e = thirteen semiquavers.

83. Dots affect the time-value of rests in the same way
that they affect the time-value of 7mofes. Rests are more often
lengthened by the addition of other skorter rests.

84. Ties are never used to connect rests, they only con-
nect nofes.

85. Staccato means cu? of, or detached.

86. Legato means bound together, or played smoothly.

87. Staccato is indicated by the word itself, or more
usually by dots placed above or under the notes: o o o @

88. S8taccatissimo (very short or detached) is indicated

LI I |

by spikes or dashes adowve or under the notes : geer

89. Legato is indicated by the word itself, or by a curved
line, called a slur, which may be long or short —~ ~—~

go. When Staccato and Legato marks are combined, the
music must be played not quite smoothly, yet not too

S . . . . .
detached : w This combination of marks is sometimes
called slurred staccato.

91. The slur is never combined with staccatissime marks.

92. A pause (French, Couronne ; Italian, Fermata) — =
means that the note or rest over or under it must be pro-
longed indefinitely, at the pleasure or will of the performer or
conductor.

93. Quavers, semiquavers, or demisemiquavers, are often
written in groups. When this is so, it is usual to join their
hooks :— '

Fig. 32.

94. The grouping of notes is often a useful guide to the
position of accent or stress, since the first note of a group
is generally more marked, or more heavily accented, than any
of the other notes in the same group.
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CHAPTER VI,

TIME-SIGNATURES AND ACCENT— BARS—RHYTHMICAL
GROUPING OF NOTES (REGULAR AND IRREGULAR)—
SYNCOPATION.

95. In listening to poetry, we hear a succession of regularly
occurring accents :—
Al the air was full of fr'eshness.
All the earth was bright and joyous.” (Longfellow's iswatka,)
In fitting words to music (or in writing instrumental music
to which no words are sung), the accents are indicated by
upright lines drawn through the staff. These lines,
which are called bars, are placed immediately defore a
strongly accented note :(—

Fig. 33.
A
e e o e e o s o s o s e s S e e 2 e |
1 P ) e Y 1L ) D S— N ) D =

All the air was fall of fresh-ness, All the eacth was brightand joy-ous.

96. Accents may be strong, weak, or medium. Fig. 33
consists entirely of strong and weak accents used alternately.
97. A weak accent is sometimes called a non-accent.

98. The word bar also means the music contained between
two bar-lines, although this space so measured off by the bar-
lines is sometimes called a measure.

99. The use of bar-lines is to measure off the music into
small equal portions, in order to show the strong accents, and
to enable the performer to count the time, or a conductor to
beat the time.

100. A double bar _E_E marks the end of a piece, or
of an important section of a piece. It has nothing to do with
time or with rhythm. .

1o1. The grouping of notes within bar-lines is called
Rhythm.

102. The time-value or standard of bar-measurement is

shown by figures which immediately follow the key-signature.
These figures are called the time-signature.

103. A bar may contain two, three, or four beats. A beat
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is shown by a movement of the conductor’s stick—up, down, or
sideways. A beat is sometimes called a pulse.

104. Rhythms (or groups) of two beats in the bar are called
Duple. Rhythms (or groups) of three beats in the bar are
called Triple. Rhythms (or groups) of four beats in the bar
are called Quadruple.

105. If each beat can be divided into two halves, the time
is said to be Simple.

106. When each beat can be divided into three parts, the
time is said to be Compound. In Compound time the &eat
consists of a dotted note ; the gulse consists ot a note, the
time-value of which is one-third of the beat.

r07. Simple Duple Time is accented, 2‘”“
beaten, and counted thus :— % ‘/5
PP S ‘:. s
e f
_'::.‘_‘—*— [
strong weak %
DownNn Urp *mono
108. Simple Triple Time a 3
is accented, beaten, and counted
thus :—
1 2 ] or 2
strong weak  weak R

DowN RIGHT or LEFT UP
109. Simple Quadruple Time is

accented, beaten, and counted thus —
N 1 2 ]
§a=t —_
strong  weak medium wu.k

DowN LEPT RIGHT

110. Compound Duple Txme is ac-

cented, beaten, and counted thus — 65 4
1 3 38 4 5
., o= 1 and 2
§§=: = e
stroung  weak medmm wetk W

DOowN three times, UP three times.

®* In all these time-illustrations, the poin? of the arrow indicates the
ond of the beat.
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111. Qompound Triple Time is accented,
beaten, and counted thus :—
1 2 8 4 5 6 7 8 9
N or, 1 2 -] g
* 5 strong medium  medium

DownN three times, RIGHT or LEFT three times, Up
three times. 321

112. COompound Quadruple Time is beaten in the
manner shown in § 109, but DOWN three times, LEFT three
times, RIGHT three times, UP three times.

113. When the upper figure of a time-signature is 2, the
time is Simple Duple ; when it is 3, the time is Simple 7»iple ;
when it is 4, the time is Simple Quadruple.

114. When the upper figure of a time-signature is 6, the
time is Compound Duple ; when it is 9, the time is Compound
Trigle; when it is 12, the time is Compound Quadruple.

115. The lower figure of a Simple time-signature shows
the value of each beat in a bar; thus 2 = minims, 4 =
crotchets, 8 = quavers.

116. The lower figure of a Compound time-signature
shows the value of one-third of the dotted note of which each
beat consists; thus 4 = crotchets, 8 = quavers, 16 = semi-
quavers.

117. The following are the time-signatures in general
use :—

NO©

Fig. 34.

DuPrLE. TRIPLE. QUADRUPLE.
.
kj([ior%JJ ga'aé (I)or;a's!a'a
2 | ’
& 2 e d |3 ded|Coi dddd
7] 2 NN 3 S NN 4 N N AN

8 * & 8 > & o 8.. ® o
g e 019 2dd| 2aa2.d
) .
g € LA Jdd| 2lddd
b 9 ~
8 ’ssgh- .F. ’6 :-‘v Oh- }% 'k. .h- -h. .h.
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118. Simple Quadruple time, with four crotchets in a bar
(%), is very often called Comumon time.

The old-fashioned sign C, which once indicated 2 time, is now rapidly
becoming ubsolete. So too is the equally vague sign (@, which was once
used to indicate both two haif-notes J ), or two whole notes © o, in
a bar, The former was called Alla breve time; the latier was some-
times known as Alla Cappella {Church Time).

119. Instances of 2 and of :‘; time are occasionally met
with. These have respectively five and seven crotchets in a

bar.

120. Every beat of Simple time can be subdivided into
a group of notes, each group bLeing equal in time to a
simple or wndvticd Heat-rote i—

24 4
4 » s sasoe
— I rare od

- .
. o 9 oo
e

121. Every beat of Conrprund time can be subdivided into
a group of notes. eath greup beiny cqual in time to a
compound or dutfed hrat-note i—

6 o- o |@: e- .. - -

122. Every bcat group of notes in a compound time is
equivalent to a complete bar of siple triple timie.  Thus, each
bar ofg time resembles two bars of é tnie in succession.

123. In slow compound Duple time it is sometimes
convenient to count six. The-c six counts fall into two
groups of three each: {3 8, 4 5 6; 415 in this case a medium
accent.

124. In slow simple Triple time it is also convenient
to count six. These six courts full into three groups of
two each: {3, 84, 66; 3 and O are in this case medium
accents.

125. The rhythm of a bar of triple time, or of any sinzle
group of compound time, is more natural as i Jor g b
than as | J or J*J. The latter groups may be regarded as

syncopated.
c



Adav. Junior. 3¢

126. Syncopation is the term used to express drisfurbed
accent. The weaker beats of every measure may be occa-
sionally made emphatic at the pleasure of the composer. This
is usually done in simple time by #yin¢ the note on a wreat
beat to the next note on either a strong or a medium beat.
The naturally accented note not being sounded afresh, the ear
requires that the note to which it is tied should receive more
than the ordinary accent, and be emphasized. Fig. 35 exhibits
the ancient and modern methods of writing the same synco-
pated passage.

) Fig. 35.
Ancient Method.
ey ety = e e e B et S <t feteprt
B e el G P & =) Ha S |

This method seems to have occasioned the use of the word
Syncopation, which means, in musical language, cutting into
two paris.

Modern Method.

The accent may be broken by resfs instead of tied notes
as in Fig. 36 :— Fig. 36.

—5 e ==y

= - — t: e et
3 o =) o1 '--d——ig‘é' e
I -~ \- N -

127. In compound time syncopation is sorietimes effected
by writing a group of two unequal notes, and causing the
shorter of the two to be heard first :—

Fig. 37.

—— N
@-gat—g_x_—— EEue——n
It can also be effected by tied notes :——
Fig. 3¢
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128. Sometimes notes are irregularly grouped. Occa-
sionally #4rce notes of equal value are written to be performed
in the time of #wo of the same kind, a figure 8 being placed
over or under the group, which is called a triplet. Fig. 39 (e).
Sometimes two of the notes of a triplet may be sustained as
one. Fig. 39 (&) )

Fig. 39.
(a) /,'— () ~ (¢) = () —

or: ~
Quadruplet. Quintolet. Sextolet. Seplolet.

129. A duplet is—in compound time—a group of two
notes played in the time of three of the same kind, the dotted
beat being for the moment treated as though it were simple,
f.e., undotted. Fig. 39 (¢).

130. A quadruplet is—in compound time—a group of
four notes played in the time of three. Sometimes the four
notes are written in the time-value of tiie three notes they
temporarily displace, as in Fig. 39 (4); occasionally they are
written in the time-value of those four notes which would
together make up the value of the undotted beat-note they
actually represent, as in Fig. 39 (e).

131. A quintolet is a group of five notes played in the
time of four of the same kind. Fig. 39 (/).

132. A sextuplet or sextolet is a group of six notes
formed either by the subdivision of a triplet, or by combining
two triplets into one group. Both forms are played in the
time of four ordinary notes of the same kind as those of the
exampie itself. Fig. 39 (g).

133. A septolet or septimole is a group of seven
notes played in the time of six or eight of the same kind.
Fig. 39 (A).

A knowledge of Harmony is necessary for determining whether a guin-
tolet shonld he played as 243, or 3+ 2; & sexfolel as 34 3, OF 2+2+3;
or R rptolet aS 3+ 40 K 45 3
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CHAPTER VIL

How 1o KNOW WHETHER A PIECE IS WRITTEN IN A
MAJOR OR IN A MINOR Krv--How TO FIND THE KEY-
SIGNATURE OF A GIVEN PaASsaGE—HoOw 10 FIND THE
TIME-SIGNATURE OF A GIVEN PASSAGE—HOW TO SUPPLY
BAR-LINES TO A GIVEN PASSAGE—HOW TO RE-WRITE
THE SAME PASSAGE WITH ALTERFD NOTE-VALUES AFTER
A DIFFERENT TIME-SIGNATURE— HOW TO FINISH AN
INCOMPLETE BAR BY ADDING RESTS, ETC.

134. Since every key-signature belongs to two different
keys, viz., a major key and its relative minor, it is convenient
to have some rule for determining whether the key of any
glven passage be major or minor.

The leading-note of every minor scale being always indicated
by an accidental, we know that a piece cannot be in a major
key if its sth degree is constantly being raised.

Such a note cannot be the dvminant of any key. It can
only be the leading-note, and the key-note is therefore one
semitone above this accidentally-raised note.

For instance, in Fig. 4o, although the key-signature has four
flats, we know that the key cannot be Ab major, since the
note E}, is not used at all, Eff being used in its place. This
fact, together with the mental egfect of the entire passage,
proves the key to be F minor.

Fig. 40. BEETHOVEN

135. Very often (at Examinations) a passage of music is
given in which many accidentals are used, and candidates are
asked to supply the key-signature. The three following
rules will be found useful for answering such questions :—

(i.) Ascertain, by the 4724 of accidentals used, whether the
melody belongs to a scale with sharps or flats.

(ii.) See how many times the same note 1s affected by the
same kind of accidental, and by this weans separate the sharps
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or flats Selomging fto the signature from merely chromatic
accidentals.

(iii.) Try and discover the key-note from the genera! mental
effect produced by the melody; and, in doing this, determine
whether the key be major or minor.

For instance, in Fig. 41 it is obvious at once that the melody
belongs to a scale with Aats.

Fig. 41. WEBER.

There are swo A flats, three B flats, three E flats. The one
AH is, then, evidently a chromatic accidental. As, therefore,
there are /Arec notes which are always written flaz, the key
must be E} major, because the three flats of that signature
are Bh, Ep, Ab. The music cannot be in ¢ minor, because
there is no B which, as the leading-note, Is essential to that
key. It will be observed that the melody does not begin nor
«nd upon the key-note, which is usually the case. With its
proper key-signature, the melody in Fig. 41 will appear as in
Fig. 42. When the proper key-signature has been written, all
unnecessary accidentals must be removed, so :—

Fig. 42.

136. When asked to find the time-signature of a
ziven melody, fir.t look for the mofe of smallest value in the
passage.

Add up the number of time-values of that kind contained
in al/ the notes and rests given in the bar in which it occurs.
Write this number as the upper figure of a time-signature,
and place below it the time-value of these short notes as a
fraction of a semibreve.

Regard the time-signature thus obtained as a vulgar fraction,
reduce it to its ‘‘lowest terms,” and then (judging by the
grouping of the notes in the given melody) find the only
possible time-signature which can be assigned to the passage.
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For instance, in Fig. 43 it is absolutely impossible to know
whether the time-signature is : or 4, by looking at the six
crotchets in bar 1.

Fig. 43.

o~

We theretore go on tc bar 2, where we observe that quavers
are the notes of sinallest value. Since the time-values of the
notes in bar 2 if added together = twelve quavers, we obtain
the vulgar fraction 82 in the way suggested. Reducmg this
fractlon to its “lowest terins,” we obtain 182 = 2 = 2. But as
8 time has four groups of three quavers, 4 has two groups
of six gquavers, and 3 tas ihree groups of four quavers, we
select g as the pmper time-signature for the given melody.

137. Sometimes an Examination paper requires bar-lines
to be supplied to a givern “un-barred” melody. In “bar-
ring* or dividing a pa:zage of music into measures, the
following hints will be found useful :—

(i.; As a rule, a par-line should come beifore every note which
is strongly accenied.

(ii.; Bar-ines should be filled in, by beginning at the end
of the given melody, proceeding dackiwards, rather than by
working, from left to right.  This is especially the case where
the given inelody consists almost entirely of notes of equal
value, as minims, crotchets, quavers, etc.

fiii.) If the last note ot al! be a lony one, it will have a
bar-line before it :— I—-—a!--—. Sometmes, however, the last
note will be 2 s#ord one, with a res: after it, as: I--J—L-

e

(iv.} If a melody ends with a short note, preceded by a
long note, the last bar-line will come before the long note :—

P Sometimes, however, a final short note may be

unaccented, if it be precedeu by other shert or shorter notes,

i e, ;_‘Lf:ff.;.%, or oo e Tl
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(v.) An Incomplete bar at the end of a melody will indicate
an incomplete bar at the beginmng.

(vi.) The first note of a group of quavers or semiquavers is
nearly always a strong or medium accent.

(vii.) A strong or medium accent will never comne in the
middle of a minim or crotchet rest.

(viii.) Two tied notes of egual value indicate symcopation,
and will need a bar-line to be drawn between them.

(ix.) Quavers, and notes of less value, usually have their
stems joined or grouped together.

(x.) Groups of six notes wili usually denote a compound
time, like §, &, 8, 12, etc, v s win g rr/ic ume, Tike §or §

(xi.) Groups of sou: notes wi!l seldoru belvig to a compound
time, they will generally denote a sinif/e time.

(xii.) Groups of Z4ree notes will dene eithe: simple tnple,
or any compound time.

/xiii.) Groups of fwo notes, if only used sparmgly-—here and
there——may belong to almest apy time : these will yive no
opportunity of judging where the strong accents e,

(xiv.) Many dotted notes nsed in SuCcession, Or Wiaiy, groups
of two unequal notes ithe second being half the vaive of the
first), will invariably denote simpie triple or «zy compound
time.

(xv.) Having determined whether the time be simple or
compound, a few experiments wiil soon determine the position
of the strong acceunts.

138. It often happens that more tnan one /.u./Ale tme-
signature and system of barrmg can be supphed to a given
un-barred melodv

For instance, the melody given in ¥ig. 44 can be barred in
at least three different wavs, viz, in Duple. Tripie, and in
Quadruple ume :—
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In Dugle time it will appear thus :—

N.B.—A semibreve rest would more correctly ~xpress silence during the
whole of bar 4. See § 141.

In 7rigle time it will take this form :—

N.B.—A semibreve would more correctly express the time-duration of
the final note; two minims being rarely (if ever) tied tozether in the
same bar,

8

2%

The minim rest makes it impossible for this melody to be
barred In 3 time, for a bar cannot come in the middle of a
rest.

In Quadruple time it will read thus:—

A=
" At b =
— —
- Tt -1t B S— n

N.B.—This Quadruple time solution would gain the highest number
of marks at an Examination, since it involves mo altrration whatever in
the notation of the given un-barred melody.

139. An Examination paper very frequently requires that the
notes in a given melody shall be either doubled or halved
in time-value, and that the whole passage be re-written, with
a different time-signature. This is a simple process. If the
notes are to be doubled in time-value, find the new time-
signature by keeping the upper figure of the given time-
signature as it stands, and drwide the lower figure by 2.
Thus i will become g, ,93 will become 3, etc.
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If the notes are to b2 kalved in time-value, find the new
time-signature by keeping the upper figure of the given time-
signature as it stands, and multiply the lower figure by 2
Thus f, will become %, 2 will become g, etc.

Or, perhaps the new time-signature will be given, and it
will be left for the candidate to find out whether the new
notes are to be double or half the time-value of the given
notes. In this case, observe the /Jower figure in both time-
signatures. If the #ew lower figure be /ess than the original,
double (or treble) the time-value of the notes; if it be greater,
halve (or quarter) them.

140. Examination candidates are also frequently asked to
complete unfinished bars with rests. The following
hints will be found useful :—

(i.) Write first a complete bar of equal notes in the time
given, according to the number of the wupper figure of the
time-signature.

(ii.) Group tbhese equal notes into simple or compound
rhythm, as shown by the time-signature.

(iii.) Place beneath your bar of equal notes, the note or notes
given originally, and then complete the bar with rests.

For instance, suppose rests are required to complete the
fragment of a bar shown in Fig. 45 :—
Fig 4:

e

A complete bar of notes in 2 time is 5 J : 2 J;
these we divide into two groups, as shown by the dotted line.
Next, if we place beneath these notes those which are given
in Fig. 45, we see exactly what rests are required to complete
the bar, as in Fig. 46 :—

Fig. 46.
4 s P d o
- N :
- - & & - v . ——

(iv.) In triple time, onr test is never used to express silence
for the duration of two-thirds of a ha~
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{v.) In compound times, a dotted rest is frequently employed
to express the value of a compound beat (dotted note).

(vi.) In quadruple time (simple or compound), one rest is
usually written to express continuous silence for half a bar.

(vii.) No strong nor medium accent should be allowed to
fall in the middle of a rest. The beats should be clearly seen.

141. A semibreve rest is used to denote silence during
a complete bar, in azy kind of time.

142. To express & rest of longer duration than one
bar, it was formerly the custom to employ thick lines drawn
perpendicularly through the spaces between the lines of the
staf. Thus, a line drawn through ome space—like a breve
rest—implied a rest of two bars' duration, one drawn through
two spaces meant a rest of four bars, thiough zkree spaces six
bars. The modern custom is to draw a thick Aorizonfal line
In the midst of the stafi, and to write above it the number
of the bars to be counted in silence. Fig. 47 shows how to
express a rest of nine bars’ duration in three different ways,
and also the simple abbreviation of the same :—

Fig. 47. .
(@) (4) () Abbnvs-atm.
5—:1::1::1:::':{] B e sl | _-_—_:x:-*:fg =

143 Sometimes notes are given at the beginning and end
of an unfinished bar, and candidztes are asked to correctly
supply the rests necessary to complete the bar. It will be
well to remember that, in g time, when a bar begins with a
crotchet and ends with a guaver, silence between these two
notes will be indicated by two rcsts, thus :(—

' ~
' - “ - L |
In i time, when a bar begins with a cretchet and ends with
a quaver, silence betwcen these two notes will be indicated
by two rests, thus:—
| N
R

Sometimes the intermcdixle rests are given, and the candi-
date ir required to supply the unotes omitted at the heginning
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and end of the incomplete bar. The rules just given will be
equally useful for the solution of such problems.

144. In g time, a sound of the length of five quavers would
be represented by two tied notes, thus:—

| e? - |

In 2 time, a sound of the length of five quavers would be
represented by two tied notes, thus :—

|57 1

CHAPTER VIIL

DIATONIC AND CHROMATIC INTERVALS WITHIN THE
OCTAVE, WITH THEIR INVERSIONS.

145. A' interval is the diflference in pitch, or scale-distance,
between any two sounds.

146. A melodic interval = two sounds struck and heard
in succession, one after the cther. A harmonic interval =
two sounds struck and heard logether.

147. Intervals have numerical and qualifying names.

148. The numerical name of an interval depends upon
the number of lines and spaces of the staff covered by the
interval. This number includes the staff-positions (viz., lines
or spaces) occupied by the two notes forming the interval
Thus, an 8ve includes the line and space in which the upper
and lower notes themselves stand, and the three lines and three
spaces between—eight staff-positions in all.  Accidentals do
not affect the numerical name of an interval.

149. The qualifying name of an interval depends upon
its absolute width, 7e, upon the number of semitones it
contains.

150. The ascending major scale is the standard of
measurement for finding the gualifying name of an
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interval ; but the student Is advised to learn 3y ear the effects
produced by the different qualities of intervals.

151. The intervals between any note and the 2nd, 3rd, 6th,
and 7th degrees of the major scale which begin on that
note are major :—-

Fig. 48.
e : == = |
E S 1 = i Sa— B
-/ - - - - -
Major and. 3rd. 6th. 7th.

152. The intervals betweer any note and the 4th, sth, and
8th degrees, both of the major and minor scales which
begin on that note ars porfect:--

Fig. 49.
@ == 1::!
. = - -
Perfect  4th, sth. 8th.

153. An interval is called minor when it is a chromatic
semitone smaller than a major interval. It must be observed
that the notes forming the minor interval still retain the same
alphabetical names as those of the major interval. Compare
Fig. 5o with Fig. 48 -

Fig. so0.

3 B - S|
IITLITh v ~+ 1
- Ve - o -

'y
Mimor and. ard. 6th. 7th.

154. If a perfect interval be made smalier by a chromatic
semitone, ke same alphadetical names being refained, the
interval then becomes diminished :—

Fig. s1.

e : -
Diminished  4th. sth. 8th.

The diminished 8ve being the “enharmonic equivalent” of
a majar 7th does not belong to either a Diatonic or Chro-
matic scale. It is not therefore in pereral uze.

If & majer 3rd or 70k be made sy aller by fwe semitnnes,
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the same alphabetical names being retained, the interval then
becomes diminished :—

Fig. 52.

Major 3rd.  Diminished 3rd. Major 7th.  /)iminished 7th.

155. If a major 2nd or 6th, or a perfect 4th or sth, be
made /arger by a chromatic semitone, an augmented interval
is formed :—

Fig. 53.

A
z

I -
Y T
2)

.
93——3-9—1’———4: ]
- 2 - -
Augmented and. 4th. sth. 6th.

4

_

156. Though not (in its perfect shape) an inferval, the
prime or unison (a duplication of the same note) must
be considered here, on account of its diminished and aug-
mented conditions :—

. Fig. 54. ]
Chromatic Chromatic

semstone below. semitone above.
V4 e | |
T 1 i
+ +- H

'mvor - P - - $=-

f U, '” ison } Diminished. Perfect. Augmented.

157. Intervals may be inverted by placing the lower note
an octave higher, or the upper one an octave lower :—

"::;-T-‘iﬂ inverted is %i’?—-;:_——“

- 'Y
By inversion, a different interval is produced by notes of the
same name—a fifth becomes a fourth, an octave becomes a
unison, etc.

Thus

158. How to find the inversion of an interval. By
subtracting the number of the given interval from g, the
remainder gives the inversion—thus, to find the inversion of a
3rd, subtract 3 from 9, and the remainder, 6, will show that
the inversion of a 3rd is a 6th.

By adding together the jumerical name of any interval less than an 8ve

and that of its inversion, the total will always be 9. 'This total is 9 (and
wot 8), because the note which is unaltered in pitch gets counted rwice.
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t59. The quality of an interval is changed by
inversion, with the exception oi perfect intervals, which
remain perfect. Major intervals become minor, and minor
become major : nuurneried beccine diminished, and diminished
augmented -

Thus a minor 3rd wili Lecome a major 6th, - '
N ——— @
” major and " ” minor 7th,

»  pericar gth ”» “ perfect 4th,

. an augmented 4ih ,, o Jhairished gth, T

160. By the same law of inversion, the intervals between
the upper tonic and the noies of the descending major
scale are either minor or pecledt. In the ascending major
scales these intervals were either major or perfect.

Fig. 55.

|

; =
Unison Minor Alinor Perfect Perfect Afinor AMinor Perfect
*  znd 3rd. 4th. sth, 6th. 7th.  octave.

161. Examination cuestions on intervals take various forms.
Candidates, may be asked :—

(i.) To state the numerical and quailifying names of a given
interval.

(ii.) To write & certain mnterval adove a given note.

(iii) To write a certain interval dedow a given note.

(iv.) To write certain intervals which belong to given keys.

(v.) To write the fnversion of ary giv2i interval.

Hint .—How to find the numerical and qualifying
names of a given inierval. First count the number of
lines and spaces covered by the interval set, taking no account
of any accidental which may be prefixed to either or both of
the given notes. Ascertain the gualifying name of the plain
Interval without arcicdentals, by regarding the upper note as
ope of the degrees of the dhatoni. wusjor scale which beging
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on the lower note. Then ascertain hiow many chromatic semi-
tones have to be added or subtracted from this result by the
nature of the accidentals used.

JE: P ——

For example, suppose j,k(

is the given interval. Without

i b
accidentals this would b« a:'m;\;ux 7ih:, since K3 is the seventh degree of
the major scale of Fli, The b to the L a4 the § to the F reduce the
width of the interval by twn chromatic sevidtones. By § 154 any interval
which is two chromatic semitoues iess thar mwjor is giminisked. Couse-
quently the given intervai i+ a ditnmishert 7th.

Hint [1—How tc fli 7 any mrisrvai above a given
note. First write the given note without an acc:denta! {should
there be one). Then write <bove 1t, in the cerrect line or
space, the bare note requred by ¢he numerical name of the
given interval. Prefix the az idenial 1n the lower note {if there
is one given in the question leu.: -1 this lower mote as the
tonic of its own muaicy scase. ud i if necessiry, raise or
lower the upper note to ouvtain e cuality of the interval
asked for.

For example, suppose you aie ashed to wipn the ed 4th
above Ab., Wiite AZ on rhe a0 end shoue ot ate Jounth note DR
This will be a perfect gth, the seoadoranart of A e, Piens thep
to the given A. Tle lowering o0 s wete by & (hzenatic seantone
alters the perfect sth intu an angmented 4ih, which is the terval
required.

Hint 1I7.—How to write sty interval below a
given note. First write the given pnote w.hout an acci-
dental. Then below it, in the coren. ! e or space, the bare
pote required by the numervai nres of the qwen interval.
Prefix the accidental to o nuper vote G there 14 one yiven
in the question). Considar "iis o0 wie ay (e v for tonde
of its own major scale ias shown o Faoloondyoand then, if
necessary, raise or lower the sther uore to ¢btaln the quality
of the interval asked for.

For example, suppose you =re :taed ty wine the auminished 7th below
Dg. Write Df! en the siaff, ans elov {0 the sevench ote, E2. This
will be a minor 7th, since 13w ihe eading vote {fe.. major gth) of K.
Prefix the miven sharp to 1Y U0, makes the imtervd a2 rador 7th. A
diminished 7th being twe chican o sernonss s the o majoe 7th, the
lower note K will require a v - shary 10 be nocfiemd, in orde to make
the intervel helow the gver sore Yia dom on e nhy
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162. Diatonic intervals are those which lie between any
two notes of a diatonic scale. The intervals contained in
both major and minor scales must now be learnt, and be
atterwards re-written in other keys than that of C.

The following intervals are contained in the Major Scale
of C:—
Five major ands, each containing two semitones. T‘:,os::,?gn:';ds

Py
. I T 1 T T
] = =]

T
! ﬂ-*::l—-————ﬂ
3 4 5 5 6 6 7 34 7 8

- O T
1 2 2

Three major 3rds, each con- Four minor 3rds, each con-

taining four semitones. taining three semitones.
-
T —— —= | 3 1 e
§ = 1 = 1} —= = *Cﬂ" - _:i’_‘e' !
1 8 4 [ 5 7 2 4 3 5 6 8 7 2

Six perfect 4ths, each Lont.w\ing five semitones.  One augmented 4th,
1 ST e J TS IZToj———— | containing
} ’-5—{“—-— i ﬂ“ & |l three whole

tones.

1>4268658627347

i G - Hconummg
—_— — AR = & 1
% = _a,{_ o Fe= EL f§ six semi-
tones,

7 4 8 5 2 6 8 7

Four major 6ths, each con- Three minor 6ths, each con-
taining nine scmitones. tammg eight semitones.
= + -1 =1 e
@ = = + H : B
- = g
1 6 2 7 4 2 5 3 H 8 6 4 T 5

Two mdjﬂl‘ 7ths, each con-
mmmg eleven semitones.

Five minor 7ths, each containing ten semitones.
§ = -

‘} I H
|
3 2 5 4 6 5 7 6

163. The angmented 4th occurs in only one place in the
major scale, viz.,, between the sub-dominant and the lcading-
note ; that is to say, befween the flattest! and sharpest notes
in the key. It is often called the tritone because of the
three whole tones comprised witain its limits.
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164. Observe that the augmented 4th and the diminished 5th
are identical as to the number of semitones. Each contains
siz, but the augmented 4th occupies only four staff-positions
(or four letter-names—F, G, A, B), whilst the diminished 5th
occupies five staff-positions (or five letter-names—B, C, D,
E, F).

165. The following intervals are contained in the Minor
Scale of C (Harmonic form) :—

Three major ands. Three minor 2nds. Onc augmented 2nd,
P 1 containing

) 7 e p
gz—ﬂﬁm“?gf?m_ i — =i three
- = ) h semitones.

1 2 8 4 4 5 2 8 5 6 7 8 e 7

Three major 3rds. Four minor 3rds.

R Four perfect 4ths. Two augmented 4ths. One diminished 4th,
5 T o 1- T LTI —- =, containing
et e e e
7T 3

- semitones.
1 4 2 5 8 6 5 8 4 7 [ 2

Four per(ect sths. Two diminished sths. One augmented sth,
---n containirn
Ef——‘ J} "‘*‘k‘*"?z_‘fg%'-’”ﬂ"_vfz._ ~ll eight £
b © semitones.
l 5 4 8 5 2 6 8 2 6 7 4 ]

Four major 6ths. Three minor 6ths.
_l‘ll ~ T & 1 b o ‘—"2—"
= == e ||y T

-

Three major 7ths. Three minor 7ths, One diminished 7th,
= bes. containing

BN e P
| = ot ———— Il semitones.

8 4 8 5 4 T 6

The augmented 4th occurs in #wo places in the har-
monic minor scale, viz., between the 4th and 7th, and 6th and
2nd degrces. The augmented 5th occurs between the 3rd
and 7th degrees, and there is an augmented 2nd between
the 6th and 7th degrees. Observe the inversions of these
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augmented intervals as two diminished 5ths, one dimin-
ished 4th, one diminished 7th.

The student is styongly urged to construct Tables of Intervals,
similar lo those above, in several of the sharp and flat keys,
marking, however, the sharps and flats as accidentals.

166. The only augmented and diminished intervals common
to both diatonic and chromatic scales are those altered from
the perfect intervals (the sth and 4th), and also the augmented
2nd, and its inversion the diminished 7th.

167. The only intervals peculiar to the chromatic
scale in general use are the augmented 6th and its inversion
the diminished 3rd. These occur between the scale degrees
specified in Fig. 56 :—

Fig. 56.

' = Ao, ——— —
W = Eee—r |

Lowered Lowered Raised Lowersd Raised Lowered
7 (] 4 7 2 4 []

168. Viewed Aarmonically, intervals are either concords
or discords.

169. A concord leaves a finisked, satisfied effect upon the
ear, when the two sounds are heard together; a discord
leaves an unfinished, unsatisfied effect.

A concord used melodically is, generally speaking, easy fo
sing ; a discord used melodically is sometimes no7 easy to
sing.

170. There are two kinds of concords—Perfect and
Imperfect.

171. The perfect concords are the prime or unison, the
octave, 5th, and 4th. See Figs. 49 and s54.

172. The imperfect concords are the major and minor
3rd, and the major and minor 6th. Sce Figs. 48 and s0.

173. The discords are the major and minor 2nd and the
major and minor 7th (both of which are formed by taking two
notes in alphabetical order, as C D, C B, clc,, see Figs. 48 and
50), and all diminished and auginented intervals. See Figs. g1
to 54
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174. Fig. 57 shows the classification of intervals ata
glance :—

Flg. 57.
Intervals.

Concords. Discords.
xst, 3rd, 4th, 5th, 6th, and 8th. and and 7th.
Perfect. Imper?:ct. |

wst, 4th, sth, and 8th. 3rd and 6th,

. S S
| Major.  Minor. Major.  Minor.

g 4] o g 3 g 'g
EE RN 5 =t 1
£ @& 48 g & & & 4 3 E
5 E *»5 5 E 5 o5 8
< a < a < a
L ] . . L]

The four chromatically altered intervals marked * are discords.

Candidates, when /istening to ear tests at a Practical
Examination, will do well to remember that 3rds and 6ths
are major, when they respectively sound as the third and
sixth degrees of a major scale; they are mimor, when they
sound as the same degrees of a minor scale. But 2nds and
7ths are major, and unisons, 8ves, 5ths, and 4ths, are perfect
when sounded after the tonic in both major and minor
scales.

175. A simple interval is one which does not exceed the
compass of an 8ve.

176. A compound interval is one which has a wider
compass than an 8ve.

177. A gth is always regarded in harmony as a compound
interval

178. With the exception of the gth, compound intervals are
generally consldered as simple, although they may include an
8ve (or several 8ves) in their compass. Thus, any E would
be considered as a 3rd above C, no matter how wide the
distance may be between the C and the E above it; or how
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many notes may be written defween the C and E, as at &
in Fig. 58 :—

Fig. 58. e

= * * =
mm
z = o
= B
= = |

- - F
All the intervals in Fig. 58 are regarded as grds, because the names
of the two notes in each are C and E.

179. A gth may sometimes be regarded as a compound 2nd ;
but a 2nd can under no circumstances whatever be used for
a oth, in the same way that a 3rd can be used for a 1oth.

Fig. 59.
(3)
|| =1
— t
—H =]
oths (or compound aﬁs). ands only.

In the gth, the upper note is the discord ; in the 2nd, the
lower note is the discord.

—_— ===

CHAPTER IX

TRANSPOSITION OF A GIVEN MELODY YROM TREBLE CLErF
TO0 BAss CLEF, OR wice versa, AND FROM ONE KEY TO
ANOTHER—HINTS FOR EXAMINATION CANDIDATES.

Examination candidates are often asked to re-write a given
passage of melody :—
(i.) An octave higher or lower, using the seme clef.
(ii.) An octave higher or lower, using a different clef.
(iii.) Two octaves higher or lower, using a different clef
(iv.) At the same pitch, using a different clef.
(v.) At a different pitch, in a different key.
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We have already learned (Preparatory Text-Book, Chap. 111.)
how to re-write a melody an 8ve higher or lower, using the
same clef,

Hint I.—The chief thing to remember is that there are
three lines and three spaces between any two notes which lie
an octave apart :i—

Fig. 6o.

S

Consequently the given passage, Fig. 61 (a), will appear an
8ve higher at (8), and an 8ve lower at (¢) :—
Fig. 61.
(‘) (‘)Q F—% 2 = -

~ — —_

gGDDECAFnGBDIOAF!

{¢)

3

=
¥ DECT

of!
»§
i

Hint II.—When transposing an octave higher or lower,
using the same clef, all leger lines, and spaces be-
tween leger lines, must be counted as if they were lines
and spaces of the staff itself.

Hint I7I1.—When transposing an octave higher or lower,
using a different clef, it may help us if we remember the
relative position of Middle C to both clefs. See Fig. 62 (a).
The second leger line above the Bass staff (E) has exactly the
same pitch as the bottom line of the Treble staff—Fig. 62 (5) ;
and in the same way, the second leger line below the Treble
staff (A) has exactly the same pitch as the top line of the Bass
staff—Fig. 62 (¢) :—

Fig. 62.
(e) “Middle C." (J) ‘E'h the same as:—  (¢) A ls the same a8 :—

Ei" F Ig v aP E
E & A
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Consequently, the passages, Fig. 63 (a) and (8), will respec
tively appear as at (¢) and (d), when transposed an octave,

using different clefs :— Fig. 63

() @
g== —— zﬂ? =

A BE B D Cc Y E

A B C
(¢) An 8ve higher. (d) An 8ve lower.
- F—% -
= =
s . = 2 = i
A E B D C E A D B C

Hint IV.—To transpose a melody two octaves, higher or
lower, using a different clef, is really easier than to transpose
it ome octave. All we have to remember is this :(—

(i.) In changing the clef from Treble to Bass, write the new
notes on the next lines or next spaces delow those occupied

by the given notes :— Fig. 64.
(s) (a) Two octaves lower.
—~- — - — i
F D B G C r D B G C

(ii.) In changing the clef from Bass to Treble, write the
mew notes on the next lines or next spaces adove those
occupied Wy the given notes : —

Fig. 65.
(o) - ‘(4) Two octaves highua'. -
= ——— - = 3
- = = s = o
E C C G C E ¢ ¢ @ ¢

Hint V.—A correct knowledge of the relative position of
% Middle C” to both Treble and Bass clefs will also help us
very considerably whea transposing a melody from olef to
olef, keeping its notes at the same pitoh.

Fig. 66.
© oo e T mme oo vin e

i
|

— - -
C

A P DBEGCGCOaG > bed
A FDBE

-
(]
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Hint VI—When an Examination paper requires that a
given melody shall be transposed from one key to
another, first see whether the melody has to be transposed
up or down.

Hint VII.—Next see how muck higher or how muck lower
in pitch the melody has to be re-written. Some interval will
be named for this purpose—such as a major 3rd, perfect 4th
or sth, minor 6th, or major 7th, etc., higher or lower,

Hint VII].—Then examine the given melody, carefully ob-
serving whether its key be major or minor, and so find its
key-note or tonic.

Hint 1X.—Next, find the meww key-note or tonic; in other
words, determine by the specifled interval the note which
{s so much higher or lower than the tonic of the given
melody.

Hint X.—Then write the new clef required, and the new
key-signature.

Hint XI.—Add the time-signature of the given melody
after your new key-signature.

Hint XII.—Then, beneath every note of the given melody,
write (in pencil, to be afterwards rubbed out) the number of
its scale-degree.

Hint XIII.—Wrte a small r before every accidentally
raised degree, and a small 1 before every accldentally Jowered
degree.

Hint XIV.—Finally, in the new key, write the degrees you
have numbered, taking care that every imterval goes up or
down, as in the original.

Hint XV.—When transposing from a key with flats to one
with sharps (or wsce versa), be most careful to ascertain from
your new key-signature whether 1 will = b or B, or r will =
§or h

For instance, suppess Fig. 67 to be the given melody. It is required
0 be transposed a minor 6th lower, and to be re-written in the Bass clef,
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The original key is Ep major. The minor 6th below Ebis G. We first
write the Bass clef and signature of G major, adding the time-signature
z. The transposed melody will appear thus :—

Fig. 68.

P
. it A PPN T i U .
22T S e B

12 8% 5 6 5T s s6lr 6 7 2 1

Hin: XVI—There will be, perhaps, a certain amount of
temptation to re-write the melody an octave lower than it
appears in Fig. 68; but as this would be transposing at a
greater difference of pitch than the minor 6th required, the
working of the question in this way would fail to satisfy the
Examiners.

Hint XVII.—There are several points of detail connected
with good music-writing, which candidates would do well
to observe :—

(i.) See that the clef is nicely formed.

(ii.) See that the sharps or flats in the key-signature ate
placed on or in the proper lines and spaces.

(iii.) See that the time-signature is correctly copied, with
no line inserted between its two figures.

(iv.) See that the stems of the notes are correctly placed—
to the »7¢4s of the notes, if turned up ; to the /e, if turned
down. All notes éelow the middle staff-line have their stems
turned zp; all above the middle staff-line have their stems
turned down.

(v.) Accidentals are placed éefore the notes to which they
refer. No accidental should be omitted.

(vi.) No dot after a note is ever placed upon a line.

(vii.) A dotted note upon a line has its dot placed in the
space above, if the next note be higher than the dotted note.
The dot is placed in the space delow, if the next note be lower
than the dotted note.

(viil ) Leger lines should be written before the notes are
placed upon them. The first leger line should be parallel to
the staff, at the same distance from it as the width of the
spaces between the lines of the staff. Every fresh leger line
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should be placed at the same distance from the previous one.
Leger lines are only an extension of the five-lined staff.

In connection with Hint 1V., it may be remarked that a slower (but
perhaps safer) method of transposing a melody up or down two octaves,
is first to transpose it onc octave in the required direction (according to
the directions given in Hint II1.), and then to repeat the same process
for the second octave.

CHAPTLER X
WoRrDS AND MaARKS oF EXPRESSION, EIC.
180. Italian weads, or their abbreviations, are used to show
in a musical composition —
(i.) Intensity, i.e., the degree of tone (loudness or softness)
required ;

(ii.) Speed, i.e., the time or pace (fast or slow) at which
the music is to be taken ;

(iii.) Expression, i.e., the manner or style in which it
should be parformed ; and also

(iv.) General directions to the performer.

181. The {ollowing terms, etc., are used in connection with
fixed degrees of intensity :—

Pianissimo (ppp : pp)=very soft. The utmost degree of
pianissimo is somectimes expressed by the word Estinto
(almost extinguished).

Piano (p)=soft ; Mezzo piano (mp)=half soft, or moderately
soft.

Mezza voce (m.v.)=medium tone—literally, half the voice.

I;‘ioru (f)=loud; Mezzo forte (mf)=nhalf loud, or moderately
loud.

Fortissimo (fff; ff)=very loud.

182. A gradual increase of tone is denoted by :—
Crescendo (cresc., cves., OF —~—mmc——).
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183. A sudden increase of tone is denoted by :—

Rinforzando  (Rinforz.; rf) = reinforcing, strengthening,
emphasizing.

Sforzando (sfz; sf)=forcing the tone. == A are also signs
to denote sudden accent.

184. A gradual decrease of tone is denoted by :—

Diminuendo (dim. ; or ——=).
Decrescendo (decres.) also means a gradual decrease of tone.
Other words which have much the same meaning are —

Mancando=failing, or waning in tone.

Raddolcendo, or Raddolcente=becoming gradually softer.
Scemando==diminishing in power.

Smorzando (smorz. or smor.) =extinguishing the tone.
Morendo

=dyi .
Diluendo } ying away

185. A gradual increase of tone and pace combined
is denoted by :—

Incalzando=quicker and louder.

186. A gradual decrease of tone and pace combined
is denoted by :—

Calando==softer and slower.

Perdendosi = losing itself "—by getting softer and slower.

187. The following terms, ctc., are used in connection with
fixed degrees of Speed or Pace :—

Grave .. . .. lLxtremely slow ; solemn, grave.
Lento .. .. .. Very slow.

Lentamente .. Rather slowly,

Larghissimo .. Very broad.

Largo .. . .. Broad; slow; grand.
Largamente .e Broadly ; massively.
Larghetto .. .. Rather broadly.

Adagissimo .. Very slow.
Adagio .. .. Leisurely, slow.
Adagietto .. . Rather leisurely.
Going at an easy pace (/i
Andante .. .. . { “ walking "').

Andantino. . .. Not as slow as Andante.
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Moderato .. .. Moderate speed.

Tempo ordinayio ++ Ordinary speed.

Tempo commodo .. Convenient, i.e., comfortable speed.

Allagretio .. .. Rather quick, but not as fast as
Allegro.

Allegro .. Quick; merry; gay.

Allegramente .. Quickly; checrfully.
Brisk ; lively—very similar to Al-

Vivace . legro, with which it is sometimes
combined.
Vivacemente .» Rather lively.
Vivacissimo .+ Extremely lively(very much like Presto).
Presto .. .. Very quick.
Prests sino ..\ Quicker tham DPresto; as quickly as
Prestissimamente . . po-~~ible.

Other words which indicate a more or less fixed degree of
pace are :—

Tosto=quick ; rapid.

Celere=quick ; nimble.

Veloce =swiftly.

188. A gradual quickening of the pace is denoted
by :—

Accelevando (accel.) =getting gradually faster.

Calcando=hurrying the time.

Imcalzando=quicker and louder.

Stringendo (sm'ng.)l

Stretto

Piiu stretto

Affrettando (affret.)

=pressing onwards ; hurrying the time

189. A gradual slackening of the pace is denoted
by :—

Rallentando (rall.) =gradually getting slower.

Riturdando (ritard.)

Ritenuto (rit.)

Slentando (slent.)

Slargando (slar.)

See also the words C c;lando and Perdendoss in § 186,

=retarding or keeping back the time.
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190. Comparative pace-indications are :—

A tempo=In time, s.e., after a Rall. or Accel, or their
equivalents.

Tempo Giusto=1In strict, or exact time.

Doppio Tempo, or Doppio Movimenio=In double time, ..,
as fast again as the preceding movement.

L’istesso tempo=1In the same time as the preceding movement.
This term is used when the time-signature is changed, but the
beats are still to be of the same length as before,

Tempo Primo=1In the same time as at first.

Ad bibilum, or A piacere=At the performer’s pleasure, as
vegards time.

Pit mosso=more moved, quicker at once,
Meno mosso=less moved, slower at once.

Pi% lento=more slowly.

191. The Metronome is an instrument invented for the
purpose of accurately measuring the time or speed of a piece
of music. Clockwork mechanism inside sets in motion an
outside pendulum, the speed of which is regulated by a sliding
weight, according to the various grades of time measured on
the index. The Metronome should beat once a second, or
60 times a minute, if set at 60.

For example, =126 means that the sliding weight should be set to
126 on the index, when, on the instrument being sct in motion, the
beats of the pendulum show the speed of the crotchets.

,,l = 80 means that the weight should be set at 8o, when the pendulum
beats show the speed of the minims.

Another and a far simpler kind of metronome consists of a
tape marked off into certain fractions of a minute. This tape is
coiled into a metal case by means of a spring, and can be used
in the manner of a pendulum.

The tape being drawn out of its case until the required number
appears, is then secured in that place by means of astud. Upon causing
the metal case (which acts as the weight of the pendulum) to swing
steadily, the required tempo will be accurately indicated.
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192. The following lists of Italian words which are used to
denote the manner and style of performance which the composer
desires, as well as his general directions, etc., will be found to
comprise most. of the terms which are to be met with at the
present day. These lists are by no means exhaustive ; but they
will mect the Examination requirements, in view of which they
have been prepared.

List I.—Italian words indicating Expression, etc.

Agitato .. .. .. In an agitated manner.

Animato .. . .. . Animated.

A ppassionato .. e . Impassioned :  with emphatic
pression.

Cantabile ; Cantando .. . In a singing stvle.

Capriccioso .. .. . Fanciful ; capricious.

Con anima . .. . With soul, v.e., life.

Con brio .. . .. . With vivacity.

Con delicatezza .. .. In a refined manner.

Con dolore ; con duolo .. With gricf.

Con espressione .. .. With cxpression.

Con energia .. . With cnergy or force.

Con fuoco .. . .. With fire.

Con grazia. . . .. With grace.

Con moto .. .. .. With motion, 1.e., rather fast.

Con spirito .. .. With spirit.

Con tenerezza [ten-er-¢/-sult, . With tenderness.,

Decsso .. .. .. . Decidud, 1.e., with firmness,

Delicatamente \ .. Delicately ; refined.

Delicato [del-e-kdh-toh] J
Dolce [dbl-chay] .. -

) Sweetly, cently,
Dolcemente[dd!-chay-mén-tay) | Weelly, sently

Dolente ; Doloroso .. With gricf.

Energico .. .. .. . In an energetic manner
Feyoce .. .. .. . TFiercely.

Fieraments . .. . With vehement encrgy.
Forza o . . . Force or emphasis.
Fuxoco . . e . See Con fuoco.

Furioso .. .. .. . Impctuously ; with fury.
Gsocoso

\ .
Giacosamente [gee-oh-hdh-sa-mén-tay] | Jocosely; humorously.
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Giojoso .. ..
Grandioso
Grazioso [grat-see-6h-soh)
Legato [lay-gdh-toh|

Leggiero ; Leggieramente

.

.

.o

Maestoso [may-stoh-sohi| . . ..
Marcato .. .. .. ..
Martellato . ..

Mesto [mdy-stoh] .. . ..

Mosso .. .
Moto .. . ..
Pastorale ..

Pesante [pay-sihn-tay)
Piacevole [pec-ah-chév-o-luy)
Piangevole [ pee-an-jéu-o-lay|
Pomposo

Risoluto [rees-oh-1Go-toh

.. ..

Risvegliato [rees- viv-lyce-ah-toitj. .

Rubato .
Scherzando ; Scherzoso
Semplice [sem-plée-chay]. .

Serioso ..

Soave .. .. ..
Sonore . .
Sostenuto .. .o ..
Sotto voce .. . .

Tempo rubato .

Teneramente }

Con tenerezza ot
Tranquillo
Tranquillamente }
Vigoroso ..

Vivo; Con vivacil
Volante

{ In

62

Mirthful,

Right ; exact.

Grandly.

Gracefully ; daintily.
Smoothly and connectedly.
Lightly.

Majestic.

Marked.

With great force ; hammered.
In a pensive, sad manner.
Moved, 1.e., fast.

Sec Con moto.

In a pastoral style.

[Teavilv : in a ponderous manner.
In a pleasing manner.,
Plaintively.

Pompously.

In a resolute manner.

Verv animated.

IRobbed.,

In a sprightly, plavful manner.
Simply.

Seriously,

Sweetly 3 gently ; pleasantly.
Sonorous.

Sustained.

a subdued manuner ; in an under-
tone,

Robbed time 5 the sHeht alterations
by aceckoration o retudation

{

Vigorously ; with force.
With vivacity.
T a light, flving manner,
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193. List Il.—Italian Ajectives, Prepositions, etc..
used before other words.

A .. .. . .. .. At; for; with; to; by; in.
Al, AIl', Alla .. .. .. In the stvle of.

Assai .- . . .. Very.

Bene, or Ben .. .. Well.

Cot, or Cogli .. .. .. With the.

Col ; (=con il) or Colla (=con la) With the.

Con With.

Da From.

From the : Dal segno, from the sign.
Of ; from: to; by.

Dal (=Da 1) .
Di.. oo .. .

llor La .. .. .. The.

Ma.. . .. .. But.

Meno .. .. .. Less.

Mezzo .. .. Half.

Molto, or Di molio Much ; very much.

Nel, or Nei

Nella ; Nelle; Nello } . In the.

Non .. .. Not.

o .. Either ; or.

P . .. .. .. More.

Pochettino ; Pochetta ; Pochino Very little.

Poco, or un poco .. . A little,

Poz. . .. .. .. Then ; after; thereupon.
Quast .. .. .. Almost ; as it were ; as if.
Sempre .. .. Always.

Senza . . Without.

Sul’ ; Sull’: Sulla . On the.

Tanto .. .. .. As much.

Troppo Too; too much.

Un, or Una A; an; one.

Many of the words in List TT. are frequently taken in con-
junction with some of those in §§ 181-190, and in List I. These
have an intensifying or qualifying effect. Some of such com-
pound terms are here given as examples. Many others are in
general use, but the student will have no difficully in under-
standing their meaning, if the contents of the previous lists of
terms have been thoroughly learned.

Quick ; animated.

A convenient A4llegro—comfortably
fast.

Quick, with life (spirit).

Allegro animato ..
sy commodo

,  COM anima
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Allegro con fuoco. . . Quick, with fire.
,,  moderalo .. . . Moderately quick.
,,  wllo .. . Very quick.
sy honm tanto.. . . Not so quick.
»  MOn troppo . . Not too quick
vivace .. . . Lively and brisk.

Getting louder little by little.
. A trifle faster than .1 ndante alone.
[ Faster than dndante, almost as if

”
Poco a poco cres. ..
Andantc con moto. .

Andante quasi Allegretto \ Allegretto,
Ben marcalo . . . Well marked.

Meno allegro .. . Less quick.

Sempre piie crescendo . Continually increasing in tone.
Presto assai .. . Very quick.

194. List IIl.—Italian words conveying general
directions to the performer.
Aad libitwm, or ad Lib. (lialian and \ At the performer’s pleasure  as
Latin) J  regards time,

{'Twice.  Short passages, such as a
single bar or two bars, which are
to be played or sung twice, have
the Latin word Bis (i.e., twice)

Bis (Italian and Latin) written e “‘;“)““‘ aslur, 50—
‘i 60,

P ————

PP —

Like as ; how.

Come
Come prima As at first [= Wie im Anfang (Ger.)).
Come sopra As above.

With mutes, In old piano music
this meant, “ to rclease the right
pedal 5 in new piano music it
somclimes means, ‘‘to use the
lefi pedal.”  In orchestral musie
mutes are sometitnes used  to

. damp or deaden the sound of
Con sordins Violins, Horns, Trumpets and
Tromboucs.  When these are
required in performance, the
cdirection Con sordini is placed
above the part so to be played ;
when thev are to be removed the
contrary direction, Senza sording,
is given.



85 Adv, Junior.

term ““ Da Capo ” or D.C. occurs
at any part of a picce, it signifies
that the music is to be repeated
from the beginuing.

f “ From the beginning.” When the

Da Capo .. . .

Da Capo al fine .. . I'rom the beginning to the word Fine.

Da Capo al Segno .. From the beginning to the sign 'S,

Da Capo scnza repelizione Lrom  the beginning, without
repetition.

Dal Segno .. . Irom the sign 'S,

(The end. A pause when placed over
a double bar in the middle of a
piece means that the picce is to
end there, after a Da Capo. The
word I'ine is frequently used for
Fine this purpose instead of the
pause :—
Fig. 71.

In organ musie this word is used to
indicate the notes to be played by
the organist's feet. In pianoforte
musie it indicates that the right
pedal is to be pressed down with
the foot, and kept in that position
until the s (or a change of
bharmony) occurs, when the pedal
should be raised. The words
Senza sording are generally under-
stood in pianoforte music to mean
*without dampers ™ (i.e., with a
free use of the right pedal) ; and

: Con sording to mean  ‘“ with
Pedal, or ped. (English) .. dampers ” (i.e., without the right
pedal).  In modern music the
words Una Corda indicate the use
of the left pedal ; and the words
Tye Corde show where it should
be raised. The student must not
confuse the two words mutes and
dampers. A mute is any con-
trivance for merely decrcasing
the average intensity of a sound
a damper is a piece of mechanism
which <tops the vibration of the
sound-producing apparatus, and
so causes actual silence.
E
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Pizsicato—pizs.
Poco a poco, or A poco a poco

Repeat marks

R.H. and L.H.

Segno ..
Stmile
Tenuto—Ten.
Volita

Valti. Subitn—V _S.

66

Pluck the string (Violin).
Little by little.

{ Dots when written befure a double
bar indicate that the music is to
be repeated {from the previous
double bar, or from the beginning
of the piece :—

Tiig. 72.

Dots when placed after a double bar
indicate that the music to the
following double bar is to be
repeated :—-

Fig. 73.

Repeat marks, such as the above,
are used only for lon: passages
inteuded for repetition, For short
passages of a bar ar so, the word
Bis is usenld,

“These Iotters indicate the use of the
right haud or lett hand in piano
music.

Mano Destra (I1.) .. M.D.=R.H.

AMano Sinistra (I18.) .. M.S. =L.H.

Main Droite (Fr.) .. M.D.=RH.

Main Gauche (Fr.) .. M.G.=L.H.
are also used for the same purpose.

A sign 'S A1 Seano ineans “ to the
sign.” Dal Segno “‘from the sign.”

In the same manner.

Held or sustained.

{Turn; time. The signs 1ma volta
(1-t time), and 2da volta (2nd
time), or simply the figures 1 and
2, arc often used in conjunction
with repecats; the bar or bars
marked 1 are then to be omitted
at the repetition, and the bar or
bars marked 2 playced instead :—

Fig. 74.

Turn over quicklv to the next page.
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List IV.—Abbreviations.

Many of the following are used chiefly in orchestral or
manuscript music.

Repetition of a bar, or of part of a bar, is indicated by the
{OlluWiIng SIENS | o, e, =21,

The following examples should make the working quite clear :—

Iig. 75.

Written :

-—— v~ — oo o -
—— — I — — . —

The continved repetition of a quaver or note of smaller value
is ~hewn by wiiting a single note equal to the total value of all
the 1epetitions, and putting above 1, or through its stem, from
one to tour strokes, according to the number of tails each repeated
note should have: 7.e., one stroke for quaver repetitions, two
for semiguavers, ete, =

Written :

e
A
3 -

Played :
. _ e ﬂ 2 0-7 woe o—n'-a.:: o: * .HB_ bttt %_;","m_:ﬂ

The rapid alternation of two notes (Tremolo) is indicated as
follows, Note that in the abbreviated form ecach note is written
as the fu/l value o1 the whole passage :—
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Written :

CHAPTER XI.

FEMBELLISHMENTS,

195. Embellishments are ornaments, usually consisting
of swll notes (which precede), or signs (which are written
above) some of the principal notes of & melody.

196. Embellishments were largely used in the olden times
when, on account of the imperfect construction of keyboard
instruments, a sustained note was weak and ineffective, unless
strengthened and reinforced by ornamentation.

197. Netes are still ornamented in modern music; but in
the present day composers very often write in full size the
actual notes they desire to be played.

.

198. Up to the end of the 18th century composers did not
so definitely express their intentions, hence it is sometimes
difficult to know exactly what they meant by their *“ ornaments.”
Not only were the embellishments written in smaller notes
than the rest, and extra to the #ime of the picce, but a large
number ol signs were used as well.  Again, it is not always
made clear, in okl music, whether any given ornament is to
be diatonic, or to have an accidental ; whether the ornament
is to be taken out of the time of the principal note, or to
be played before that time. Nor is it invariably certain what
proportion of the duration of the principal note should be
assigned to the ornament, or which note should have the
greater acceil, etc.

199. It is impossible within the limits of a few pages to do
more than briefly describe and explain what the chkief
embellishments mean. These are the appoggiatura, the
accraccatura, the pralltrillcy, the wmordent, the turn, and the
shake.
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200. The Appoggiatura (A4p-pdd-jec-ah-tio-rak),  lit.,
leaning-note, used to be written as a small nofe in the works
of the Old Masters—Haydn, Mozart, and others of the 18th
century. 1t is now writlien as a note of the usual size, and has
the exact time-value given to it which it requires.

201. It takes (@) half the value of a note divisible by two
(dotted or otherwise) ;
(&) two-thirds ol a long note divisible by three
(dotted crotchet or more) ;
(¢) ome-third of a short note divisible by three
(dotted quaver or less).

Fig. 78.
(@) Written :
N
o | = = e -
== *3;_%
Played : * *

iy | B s m -
et = EdziEaE

% Note that here the dotted principal note is divisible by fwo, on account of
the time-signature.

(b) Written :

6= ;‘:—Hﬁi_gr_

% Here the dotted ju.acipal note is divisible by three, on account of the time-
signature. Compare with the dotted-note examples at ().
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202. When written as a small note before a f(ull-sized leng
note tied to a shorter one, the appoggiatura takes the value of the
whols of the long note, and if that note has a dot, the value of
that dot also :—

Fig. 81.
Written :

203. When attached to a chord, the appoggiatura affects
one mote only, normally that next below it (a). DBuat if the
appoggiatura is a chromalically raised vote it will alfect
the note above it (0). In any case, the appoggiatura is always
one step away {rom the note it displaces, and the other notes of the
chord are unaffecled :—

Fig. 82.
(a) Written :

204. The Arpeggio begins on the beat, and is played from the
bottom upwards. It should always be written in dcemisemi-
quavers, and each note must be tied through. “The following
note-values should be memorised as applying to a crotchet
¢hord :—

Fig. 83.
Written :

=

Played :

—
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205. When the arpeggio is applied to a chord longer than a
crotchet, write first the working for a crotchet chord, and tie
to the remainder, taking care that grouping is correct according
to the time-signature :(—

Fig. 84.

N

. ] |
ﬁg;—_ﬁ;ﬂgigﬁz.zfr_—;ﬁ = —2g|

206. The Appoggiatura and Arpeggio combined. The
following should be memorised ; note carefully to which note
the appoggiatura is attached .—

Fig. 8s.

207. The Acciaccatura is written as a small note with a stroke
through its stem. In Andante or faster write it as a demisemi-
quaver. Slower than Andante write it as @ hemidemisemiquaver.

Memorise the workings for a guaver principal note, and for
Jonger principal notes write whichever is appropriate to the
speed and tie through for the remuinder of the value, with
correct grouping.

If no speed-markiug is given, write as for Andante.
Fig. 86.
Written :
Allegro Adagio
~

Played :
= =
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Written :
Allegro Le ’ff"

(S o

208. The Acciaccatura and Arpeggio combined. Always
write in der msvnuqua\ ers, including the accinrccatura at the end
of the arpegeio. Note the following workings for crotchet
chords, and tic through as beflore for Iungcr values :—

Fig. 88.

Written N

209. Lhe Upper Mordent or FPooliiviller (w) consists of
principal note, note above, principal note.  The speed of the
passage niust be noted :—

(@) Slower than Andante write the first two notes as hemi-
demiscmiguavers ;

(®) Andante, Modcrato, Allegretto, write them as demi-
semiquavers ;

(¢) Allegro or faster write them as semiquavers.

H no speed is given, write as for Andante.

Memorise the workings at (@), (b) and (¢), applyving to quaver
and crotchiet principal notes respectively (noting the speeds),
and tic {o the remainder of longer notes when necessary, noting
grouping :—

Lig. 89.

Written :
(a) Adagio (b) Andmzle (c) Allegro

.l’layel

2

e@a t, 7

s
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Fig. go.
Wryitlen :

Moderato Allegretto Lento

EEEL

i

210. An accidental below the sign affects the auxiliary (upper)
note :(—

Fig. gr1.
Written :
w w
n. t
— o A
. L]

211. The Lower Mordent (w) consists of principal note, note
below, principal note. Note values, etc., exaclly as for the
Upper Mordent :—

Lig. 9z.
Wryitten :

212. The Turn (~) consists of upper auxiliary note, principal
note, lower auxiliary note, principal note.

When the sign is written orer the principal note, the turn
begins where that note begins. At any speed slower than
Allegretto it should be written as a triplet of demisemiquavers,
followed by a longer note or notes of appropriate value. Grouping
of tied notes must be watched :—
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Written : Fig. 93.
Andante or slower.

If preceded by a rest it starts on the prmc1pa.l note, becoming
a five-note group (quintolet) :—

Fig. 94.
Wrilten :
a ~—m
O —= :::‘:';!:;.—E:ﬂ
Played :

===

213. In Allegretto or fastcr the turn should be written as a
group of semiquavers (unless it is over a quaver, in which case
demisemiquavers are obviously essential), If over a crotchet
Jollowed by another nole it becomes four equal semiquavers. But
il the principal note-—of whatever value—is followed by a rest,
the triplet is essential :—

Written : Fig. g5.
Allegro

p _2-.’7______=_H__—:__: P E;" — _ﬂ

214. An accidental above the sign affects the upper note;
below it, the lower one :—

Written : TFig. 96.
4 ~ b
1 ]9 ~| H Ay Il“'gﬁ
|§§:¢ i = |
Played
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215. When the sign is written afier the principal note, that
note is held as long as possible, the turn being taken quickly
at the end. At any speed faster than Andante write as four
semiquavers. For Andante or slower use demisemiquavers:—

Fig. 97.
Written :
Allegretto Andante Largo

[t i | M it S—— |

ol :';‘:_':::'— |

216. The same applies when the principal note is dotted,
provided it does not involve a fraction of a beat. In the following,
at (a) the dotted note is one beat; at (b) it is two beats; and
at () it is three beats :—

Fig. 98.
Written :

7 ®)
—_—:'—_—;T: ﬂh o=

217. If the dotted principal note involves a fraction of a beat,
i.e., if it is worth, e.g., three-quarters of a beat, or a beat and a
half, the first three notes of the turn become a triplet. The
dotted note divides into three parts. The first part is the
principal note ; the second is occupied by the first three notes
of the turn (a triplet), and the last part is taken by the final note
of the turn. )

Fig. 99.
(@) Written :

oM (."J‘ ;)
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Both of the following would be played as at (a) in Fig. 99 :—

Fig. 100.

218. Note also the following, which is derived from the
above :—

Fig. 101.
Writlen :

_wg_:_—_j — —‘5—’“ or @E- _j;

Played k

_ﬁ—_t_'_‘ 31—_252_]
~

219. Accidentals affect a turn after a note in the same way as
they affect a turn over a note. If no speed is indicated, use
note-values as for Andante.

220. The Inverted Turn (+ or ) proceeds in the opposite
direction : Lower auxiliary nole, principal note, upper auxiliary
note, principal note. Note-values, accidentals, etc., as for the
ordinary turn:—

Fig. 102.

Written :

221. The Shake or Trill ((r~) consists of a rapid alternation
of the given note with the note above it. (N.B.—Never shake
with the note below.)

Except for high speeds (Allegro and over) write in demi-
semiquavers.
The shake begins on the principal note unless :—

(@) indicated otherwise by an Acciaccatura (which becomes
the first note of the shake) ;

{8) the shake is preceded by its own principal note.
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@ N0
‘. - .,-._...‘j__..'":l:F_-‘::'—"_'

B | iy o —————

Played :

é-fzpp , I‘E;ﬂ;—j_ :

222, It is usual to end with a turn, whether indicated or not,
unless :(—
(@) indicated otherwisc ;
(b) the shake is short and proceeds to an unaccented note.

Written : Fig. 1o4.

—

ggg';?‘ﬁ#;jéif"j_
Note the necessity for the triplet at (x); the auxiliary note

may not be quitted by leap.

223. The exceptions mentioned in paragraph 222 :—
Written : Fig. 105.

224. Note whether the last two notes of a final turn (if
indicated) are given as small notes or full-sized ones. Small
notes take the same value as the other notes of the shake, but
full-sized ones must retain their printed value. Hence the
following distinction :—

Tig. 106.

Written : Written :

h/
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225. A shake over a short note resembles a turn starting on
its principal note,* and il over two notes aflects the upper one
only (IYig. 107, (a)). Over a semiquaver the shake will be
merely a demisemiquaver triplet (Lig. 107, (b) ).

*But note paragraph 222 (b).

Fig. 107.

Written :

226. Small notes preceding the shake are taken into it :—

Fig. 108.
Written. :

227. A shake over a dolted note which involves a fraction of a
beat, i.e., is worth, e.g., three-quarters of a beat, or a beat and a
half, ends ‘‘ on the dot.”” No turn is needed :—

Fig. 109.
Wrilten :

But if the dotted note is worth exactly one, two, or three
beats, it is treated in the same manner as an undotted note,
s.e., the shake continues to the end.
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Fig. 110.
Wnttan ;
®
o -6 ) - F_ o
%:—ﬁl—————— e e
Played :

= f-G-me .i_'_:pi.':p:';'ﬂgf
(a) Dotted note worth one beat.
(b) Dotted note worth two beats.

228. An accidental above the principal note affects the
auxiliary :—

Fig. 111,
Written :

Note that the final E in the above requires a natural sign.
It is not affected by the shake accidental.

229. Care is needed with a shake on the leading note of a
minor key. The lowest note of the final turn must be accident-
ally raised to avoid an augmented 2nd.

Fig. 112,

Written :
(D minor)
tr

Played :

230. Remember that if no speed indication is given, ornaments
which are affected by speed should be written as for Andante
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FINAL HINTS FOR EXAMINATIONS.

At the Examination, the Examiners will pay special
attention to:—

Correct spelling.

Accuracy of notation, including—

The correct position of stems with respect to the notes.

The proper order and position of sharps and flats in key-
signatures.

Due insertion of necessary accidentals, ties, slurs, etc.

Proper grouping of quavers and shorter notes.

All transposed phrases must be ygiven complete, with
correct key and time-signatures.

Following is a specimen paper set for the Advanced
Junior Division of the Trinity College of Music Local
Examinations in Theory of Music :—

ADVANCED JUNIOR DIVISION.

1. (10 marks.) Write, in minims, an ascending octave
of each of these Minor Scales, prefixing the signature :—

D minor, Harmonic Form. G # minor, Mdodic Form,
o)
2 n

g =

2. (15 marks.) Transpose this Melody up a Minor 6th, inte
the key of C minor, using the proper Key-signature :—

~ o . -
. Ans. , ) -

3. (10 marks.) Add the Time-signature and bar-lines to
this Melody :—

Py —~
Wrﬂ—-‘-‘ ===—o—=—z
i ==

J:JE




81 Adv. Junior.

4 (15 marks) Complete the following bars by the addition
to each of one note

ﬁgzzm—.———.—n#ﬁ

. (10 wmarks)  Ou the given -iaft write the notes (with
necessary accdentals) forming the four Major 6ths and the
Diminished 5th contained in the Key of AD major:—

P
P =T

Ans. @ i

Y

i
s

-

u. (15 marks.) On the given staff write the notes
1eessary to form the Imervals named @

Major 7th Diminished 4th Minor 6th Aug d 6th Aug d sth
above. above. below. above. below.

R - .A ==
-——‘H@ e E@ li@Fm:ﬂ@_E:_!

7. (10 marks.) Give the English meanings for the follow-
ing Italian terms :— Sempre pi® crescendo ; Voiti subito :
Risvegliato,; Pesante ! Solto voce.

8. (15 marks.) Write out in fuu how each of the following
should be played —

. f——— VM. anes
T

- .
1
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APPENDIX.

For reterence only : uot requred for Local Fxaminations n
Theorv ol Music,

SUPPLEMENTARY LIST OF ITAL1AN TERMS.

Affettuoso . . ..
Alcuna Voitu .. ..
Allegrezza .. .. ..
Alla 4:/)[7:‘//11 .. .o
Amabile .. .. .
Amarevole .. ..
tmorevole ; amor oso

Ancora ..

Appenato ..

Ardito

Arioso

A suo arbitrio

Attacca .. .. ..
Barcarola ..

Balluta .. ..
Durlesco .. .e
Cadenza .. .. ..

v

Cantilena .. . ..
Col arco .. ..

Colla parte o Colla voce. .

Con amoye . .

Desto ..
Di bravira .
i chiaro ..

i grado

Di peso

Dhvis?

Dopo .. ..

1 poi .. ..
Fiesco .. .. ..
Fin a qui . .. ..
(zlissandu

With teuder feeling.

Sometimes

Gaiety.

In the style of unaccompanied
church music.

Amiably.

Bitter, sad.

Lovingly.

Again,

Distressed, sorrowi{ul.

With spirit and boldness.

A short melody.

According to the performer’s judg-
ment,

Go on inunediately.

A boat-song.

The strong heat of the bar.

Comic ; junny.

A florid, ornamental passape, gen-
erally intended as a means ot
techuical display.

A song-like melody.

With the bow (stringed instru-
ments,

The accompanist to keep closely
with the =olo part, or voice.

fovingly,

Sprightly.

In a florid style; brilliantlv.

Clearly.

By degrees.

At once,

Divided (largely used in orchestral
nmusic),

After,

And theu.

Fresh ; vigorous,

Up to this plce.

Sliding the tips of the fingers along
the kov.



tustoso .. ..
I'mpetuoso
Lagrimoso ..
Lamentevole ..
Langwido ..
Lusingando
Obbligato—Obb.

Ostinato .
Parlando ; parlante
Questo

Roccoco

Sciolto ; snolammte
Segue

Sino

St replica ..
Svrdino
Spianalo

Strepuoso ..
Sul G, D, or .1
Sul ponticello
Svegliato
Tacet

Tutli

Vellwtato . . ..
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Tastefully.

Impctuously.

Tearfully ; mournfully,

in a plaintive manner.

Languid.

Coaxingly ; soothingly.

Indispensable ; some part which
cannot be omitted in perfor-
ance.

Continuous ; persisted in.

In a speaking anner.

‘T'his.

Qdd ; old fashioned.

Free ; unrcstrained.

“Then follows,” 4.e., go on with
what comes next.

Up to; as far as; until. D.C. sin’
al segnov thercforc means ““ from
the beginning as far as the sign.”

To be repeated.

A nmute (of a stringed instrument).

Without pathos; smooth; even;
calm.

In a lowd, boisterous manner.

On the G, D, or A string of a Violiu.

Play near the bridge (Violin).

Wide-awake ; lively.

Be silent.

All ; every performer is to take his
part.

Velvety ; smooth.

WORDS AND MARKS OF EXPRESSION IN
LANGUAGES OTHLER THAN ITALTAN.

N.B.- -Ger.=German ; Fr.=Irench.

List I. Concerning fixed degrees of Intensity of Tone.

Ruhig (Ger.)
Stark (Ger.)

Soft== plano.
Loud==forte.

List II. Concerning fixed degrees of Speed or Pace.

Fegerlich (Ger.)
Langsam (Ger.)
Lebhaft (Ger.)
Mdssig (Ger.)

Extremely slow ; solemn=grave
Slowly s tardily=largo.

Brisk ; lively=wvivace.

Iu moderate time==moderato.
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Nacht sehnell (Ger.) . oo Not quick - allesro o Lioppo.
Rasch (Ger.) .. .. .o Ouiek s nerry s zay ellegro.
Sehnell (Ger.) .. .. oo Nery quick presto,

List III. Concerning alterations or modifications of

Pace.
Dewegter (Gerl) o .. oo OQuicker - piit mosso.
Langsamer (Gerl) .. .. oo Slower — it lenlo.
Ruscher (Ger) Quicker- = pily mosso
Schneller (Ger,) o ot % - R
Foriges Zeitmass (Ger.) .. oo In the same time as at st
lempo primo.
Wie suerst (Gur) .. .. .. Intime  atempo.
Zuritckhallend (Ger.) .. .. Retarding or keeping back the tine

rallentando,

List IV. Words indicating Expression, etc.
Ada (. .. .. . ..l the style of.

Andichlis (tier)) .. .. .. Devoutly,

Ausdruckooll (Gerl) .. .. With expression—:con espressionc.
Barcarolle (I'r) .. .. ..l the style of a boat-song.
Bereeuse (Ir) .. .. .. I the style of a cradle-song.
Bestimmt (Gerl) .. .. .. Decided 5 precise.

Bewegt (Ger.) .. .. .. Moved ; agitated.

Dreist (Ger.) . .. . Bold.

Dur (Gerl) .. .. .. .. Major.

Finfach (Ger) .. .. .. Simple; plain.

Fintalt (¢er) .. .. .. Nimplicity.,

Frlaben (Gerl) L. .. .. Sublime; elevated.

Iosicelicl ®aery) o .. .o birmly,

ol die (Ir.) .. .. .. DPlayful; lively.

I'rel (frer. . .. .. oo ree

Prolilh (Ger) . e .. Jovous: cheerful,

Gefiallie (Gerl) .. .. .o Pleasing,

Gehalten (Gerl) L .. .. Held or sustaincd,

Genaithlich (Gerl) . .. o Fapiessive,

Gowdehtio (Ger) L .. .. Heaveoweighty.

Nlare (Ger oy .. .. .. hamentation,

KNraf'; Niaftic: or Kredaftlich (Ger)  Toan cacraetic manners can cnersia
Lebendig ;o Lebhaft (Gier.) .o Livelv,

Lowrdement (Fr.) .. .. oo Heavily,

Laustiv (Ger.) .. .. .o Alerrvy jovial,

Moll (Ger) .. .. .. Minor,

Sanft (Ger) .. .. eo SOl re tender (= leneramente).
Scharf betont (Ger.) .. oo Sharphy and clearly defined.
Seele ((er) .. .o oo Soul.

Sing-weise (Gerl) .. .. o o acciuging styvle,

Traurig (Ger)) .. .. .. Sad; wmournful,

Triste (I'r.) .. .. .. Sad.



Trih (Ger.) .. .. ..

Vif(Fr.) .. .. .. ..

Vatement (£ ..

Welmnuth ;0 Wolinathie
mulhisgherd (G,

Wirde (Gerd

Weh

Zartheil ; Zeillich (Gerl) ..
Zierlich (Ges.) .. .. ..
List V. Adjectives,

other words.

fuf das, ov dujs ther) ..
L (Gora.

Dem (Ger.

Dia (Greek)

Fimge ;e wenig (Gorg

Ltwas (Gera

Holen (Ger.)

Mil tterag o . ..

Qber (Gera .. ..

Oder (Gera

Ohpe (Gerd . .. ..
Rechl (Gera .. .. ..
Sehr (Ger .. ..

el (Geray .. .. ..

Wenig (Ger.)

Ziemlich (Gerd

List VI.
the performer.

Allnahlich (Gerly .. .. ..
Immer (Ger.) .. .. ..
Meéme (Ir.) .. . ..
Maglich (Ger.) .. . ..
Nach und nacl: ((er.) .. ..
Noch (Ger.) .. .. ..
Pew d pew (I'r.y .. ..

Ut supra (! atin) .. .. ..
Wieder ((:ci.) .. .
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Prepositions, etc., used
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Troubled ; gloomy.
Lively.
Quickly ; with life.

\' \Melancholy,

Drignity.
Delicately ; softlv.
Gracefully ; neatlv.

before

On (or to) the.

I rom ;. ont of ; out.

To the.

Throveh (as in diatonic, diapason,
~tel).

Some,

Somewhat ¢ rather (-

High @ upper.

With.

Over; higher.

Or.

Without.

Right ; correet.

Very ; much ; greatly (=molto).

Much ; many.

Little ; rather.

Moderatelv; tolerably (= non troppo)

un pocv).

Words conveying general directions to

By degrees, gradual.

Alwavs (—=sempre).

The same,

Possible.

Little Ly little (= poco a poco).
Again (=ancora).

Little by little-- poco a poco.
As above.

Again.

Ihe furn (see pars. 212-220).
Ihe after-note (sec \ppeadix B).

List VII. Names of Ornaments.
Doppelschiug (i) ..

Nachschlay ((-cr.). . ..

Schleifer (Gery .. . .. Lhe

Triller (Ger.) .. .. ..
Vorschlag (Ge .. .. .
Zusammense’: Ay (Ger.) .. ..

slide (see Appencdix 13).

‘I he shake (sce pars. 221-229).

The appoggiatura (see pars. 200-200)
The acciaccatura (see par. 207).



Adv. Junior. 86
APPENDIX B.

Embellishments.

The fo:'owing notes on some of {he rarer vrnaments and their
mterpretation are included for completeness. Knowledge
of them is not required in the Advanced Junior
Examination.

1. The Double Appoggiatura consists of two small notes
written before a full-sized note. Note-values as for the Prall-
triller (see page 72).

W ritten :
é%—f::a—éé%:géﬂ;
Pla ed :

2. The Slide is indicated by the sign for the Pralltriller placed
before the principal note. It means that this principal note is
1o be preceded by the two notes below it, played scalewise.
These notes take their value from the principal note.

Note values as for the Pralltriller (see page 72).

Written :
e
AN S e | |
L %
. Played :
—/— "iii-

3. The After-note is a very short note, the duration of which
is taken from the principal note which precedes it. 1t lies between
two notes a third apart, and is indicated either by a small slur
placed in a slanting or sideways position (a), or by a small notc
(like an appoggiatura) slurred to the preceding principal note
(b). Always write as a demisemiquaver unless the speed is
very slow, when a hemidemisemiquaver is appropriate.

Written :
(@) Andante (b) Lento

Y=

[v)
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4. 1be Chain of Shakes (" Catena di trilli ”) is sometimes
met with, and is rendered as below. Note that a tumn is added
only to the last shake

Written :

o i i
- n - H= —J
o —o. t —Ht H

—

.1
==

5. Old-fashioned signs for the Shake. The basic sign
s aw, indicating a straightforward shake starting on the note
above the principal note, and ending without a turn.  Always
write as demisemiqnavers,

Wrillen :

N.B.—Note the grouping of the above demisemignavers
the two long tails show crotchet groups, and the shorter tails,
covering four demisemiquavers each, show quaver subdivisions.
This method of writing 1s desirable for case in reading.

The shake beginning with a turn :—

Written :

Cmw
ﬁlg‘- - - :;—_—_—.ﬂ

Played :

é: Seom taca Cate cwiw. u
e S

The shake beginning with an inverted turn: —
Written :
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The shake endiug with a ture :—
Written :

The shake ending with wn inverted turn: -
Iritien

I he shake beginning with an mverted turn, and ending witi
a direct turn —

Nritten :

Note that in every case the direction of the turn follows that
of the curved stroke,
The Shake vreceded by an appoggiatura :—
Written :
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PREFACE.

Tuis work is intended to be a companion to the Jnter-
mediate Division Text-Book of Musical Knowledge, issued
by Trinity College of Music for the preparation of Candi-
dates for the Intermediate Division of the College Local
Examinations in the Theory of Music.

The number of every guestion will be found to correspond
exactly with the number of the paragraph in the Inter-
mediate Text-Book, which contains the answer to the
question set. The two books (if used together) thus
present the necessary instruction in the form of a Cate-
chism—with this advantage over ordinary books of that
kind, viz, that questions and answers are not given
together on the same page of the same book. The
Exercises are arranged in Groups, and many of them
are actual tests taken from past Examination papers set
for Candidates in the Intermediate Division.

fvery facility should be given to the student for
training his ear as well as his eye; consequently, every
exercise should be played upon the pianoforte after it
has been worked.

The following should be the method of using this
book :—

After a chapter in the Text-Book has been carefully
studied, the pupil should answer all the questions set
upon that chapter in the present book. When this task
has been satisfactorily accomplished, he should work out
the exercises belonging to the same chapter, which he
will find printed at the end of this book. Many of these
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exercises are extracts from the works of Classical and
Standard English Composers ; so that much of the usual
dry, uninteresting, and monotonous character of this kind
of study has been here avoided. It is suggested that when
this book is used in class, the numerous extracts from
Beethoven’s Sonatas should be played by the teacher, so
as to give the pupils an opportunity of hearing the use of
harmony, both plain and ornamented, in order that they
may gain facility in aurally recognizing the various melodic
and harmonic progressions without visually seeing them.
No better examples, nor more comprehensive ones, could
possibly be given for this purpose. For, writes Professor
Niecks, * Beethoven’s Sonatas are a world ; nay, an im-
mense company of many worlds, each of which has its
peculiar conformation, chemical constitution, and spiritual
character.”

Students who are not Examination Candidates muet
work through the Companion Question Books to the
Trinity College Text-Books of Musical Knowledge (FPre-
paratory and Junior Divisions), before they can be quali-
fied to use the present work.
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QUESTIONS.—INTERMEDIATE DIVISIONS,

CHAPTER 1.
STAVES, CLEFS, SCORE, AND PARTS.

t. What is a *‘tone”?
2. How does a tone appeal to the “ear”?
3. How are tones expressed in *“musical notation”?

4. In what way can a “note” have a ‘“definite pitch” as-
signed to it?

5. What is the “Great Staff”?

. Explain what is meant by * Pianoforte {or Short) Score.”
. What is the use of a “Clef”?

. How miany clefs are there?

. What ctef is placed on the 4th line of the ‘“Great Staff”?

10. Upon what line of the Great Staff is the “Treble clef”
placed?

O O N O

11. What clef is always written upon the line called
“Middle C”?

12. Explain the necessity for using the “C clef.”
13. Name the four voices in a “choir.”

14. Give the average highest and lowest notes which can
be sung by each of the “four voices.” Explain the difierence
between “Treble” and “Soprano,” “Alto” and * Contralto.”

15. What is a “Vocal (or Open) Score”?

16. Explain what is meant by the term “part.”

17. What are the “relative places” of parts in a score ?
18. Which are the “extreme” and “inner” parts?

19. Explain what is meant by “crossing” the parts

20. What is “overlapping” of the parts?

21. State what is the disadvantage or danger in crossing or
overlapping the parts.
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22. What three facts have to be borne in mind when reading
from the C clef ?

23. Describe the difference between the “ Tenor staff” and
the “ Alto staff.”

24. Describe the “Soprano” and “ Mezzo-Soprano” clefs.
What clefs are used when writing for a String Quartet?

CHAPTER 1L
INTERVALS OF ALL KINDS: DIRECT AND INVERTED.
25. What is an * Interval”? and upon what do its “numeri-
cal” and “qualifying” names depend?

26. What is the “smallest interval” which can be played
on the pianoforte?

27. Distinguish between a *Chromatic semitone” and a
* Diatonic semitone.”

28. What two #/nds of interval are to be found between any
key-note and the other degrees of its major scale?

29. Give a list of perfect, major, minor, augmenied, and
diminiskhed intervals,

30. In what “two classes” may all intervals be placed?

31. Explain the difference which the ear perceives between
¥concords” and “discords.”

32. State which intervals are “perfect concords” and which
are “imperfect concords.”

33. What intervals are “discords”?

34. How is an interval “inverted”?

35. Give a rule for quickly finding the “inversion” of an
interval.

36. Give a list of the “mental effects” which the various
degrees of the major scale have upon the ear.

37. Which degrees of the Harmonic minor scale have
different “ mental effects” from those produced by the corres-
ponding degrees of the major scale? Describe them.

38. Describe the difference between a ‘*simple interval” and
a “compound interval.”
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39. Give a list of “compound intervals.”

40. From what interval is an “augmented octave” obtained?

41. Explain how a *“doubly-augmented octave” can be
formed.

42. State how a gth is distinguished from a “compound
2nd,” and show which of the two notes of a gth and of a 2nd
is “the discord.”

43. What are “compound 4ths and 6ths” sometimes called ?

CHAPTER III.
TRIADS, AND TERMS USED IN HARMONY IN CONNECTION
THEREWITH.

“

44. Define the term “chord.”

45. Explain what is meant by {(i.) the “Bass-note” of a
chord, (ii.) the “intervals of a chord.”

46. How are the intervals of a chord “reckoned”?

47. Explain the difterence between a ‘‘consonant chord’
and a “dissonant chord.”

48. What is a “triad”?
49. What is the “root of a triad”?

50. Which of the three notes of a triad is the best one to
“double”?
51. What makes a triad “consonant” or “dissonant”?

52. How is a “consonant triad” formed? Give another
pname for it.

§3. What makes a common chord “major” or “minor”?
54. What is a “dissonant triad”?
55. Describe the construction of an “augmented triad.”

§6. Of what intervals from the root does a *“diminished
triad” consist ?

57. Why is a dissonant triad “restrictcd and dependent®
in its progression?

§8. Explain what is meant by “resolution.”
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59. How is the 5th in an “augmented triad” resolved?

6o. Describe the resolution of the sth of a *diminished
triad.”

61. What is meant by the “different positions” of a triad?

62. After the root, what is the “next best note” to double
in a common chord?

63. In minor and in dissonant triads, which is the “best
note” to double?

64. Which note of the scale must “ never be doubled” when
it occurs in a common chord?

65. Explain what is meant by writing a chord in “close
harmony.”

66. What is meant by “extended harmony”? and why is this
convenient for *vocal exercises”?

67. What is “full harmony”? What has specially to be
remembered when chords are written thus?

68. What is an ‘‘arpeggio”?
69. What is a ‘“bye-tone”?

70. Explain what is meant by “figured Bass.” Mention
other names by which this is known.

71. What is “Tasto Solo”?

CHAPTER 1IV.
THE TONAL RELATIONSHIP OF TRIADS.

72. Of the seven triads belonging to any major scale, which
are (i.) “primary,” (ii.) “secondary,” (iii.) “dissonant”?

73. How are the three kinds of triads distinguished one
from another for ‘purposes of analysis”?

74. Describe the “order” in which the three primary triads
are often met with at the end of a piece of music.

75. Show how the three grimary triads are “related” to one
another.

76. Explain how the three secondary triads are “related” ta
the three primary triads, and also to one another.
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77. How should secondary triads be used, so as “not to
disturb the key”?

78. Show how the dissonant triad (vii®) is related to the
secondary triads.

79. Which of the three primary triads of the minor key is
“always major”?

8o. Upon which degree of the minor scale do you find the
“one secondary triad”?

81. How and why are dissonant triads sometimes *chro-
matically altered”? Show how these alterations may be
“radically indicated” for purposes of analysis.

82. How is the dominant triad of a minor key sometimes
“ chromatically altered”?

83. Show how the triads of a muajor key can be chro-
matically altered.

84. State which triads sometimes undergo * enharmonic
alteration.”

85. Of how many tones does a “key” consist?
86. How is a key “established or defined”?
87. Which chromatic triads are most often used?

88. How should chromatic triads be used, so as “not to
disturb the key"”?

89. How are chromatic triads usually preceded and followed?

go. State which triads are best with their “roots” doubled,
and which are best with their “thirds” doubled.

CHAPTER V.

PART-WRITING, AND TERMS USED IN HARMONY IN
CONNECTION THEREWITH.

91. What are the “three dimensions of music”?
92. Of how many bars does a *“ musical sentence” consist ?
93. What is ‘“half a sentence” called?

94. By what names are the two ‘“halves” of a sentence
distinguished ?
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95. What is a guarter of a sentence called?

96. Explain what is meant by ‘melodic progression.”

97. What is a *“step”?

98. What is a “skip” or “leap”? Is the augmented 2nd
a “skip” or a “step”?

99. What are the ‘‘harsh melodic intervals”?

100. Explain the difference between the “melodic use” of
augmented and diminished intervals.

1o1. Explain the difference between a “chord” and a “part.”

102. From what “three-fold aspect” must harmony be re-
garded?

103. Describe the three “motions of parts” and the use
made of them in harmony.

104 Explain what is meant by “singing or playing in
unison.”

105. What are “consecutive octaves”?

106. When are octaves noz “consecutive”?

107. What are “consecutive fifths”?

108. \When are fifths no¢ “consecutive”?

109. Describe the effect upon the ear of consecutive fifths.

110, What are “unequal consecutive fifths”? When are
these %ot allowed ?

111. What are “exposed octaves and fifths”?

112. Why is it bad for two parts to approach “a unison by
similar motion”?

113. Explain what is meant by * False Relation.”

114. State when false relation can be used without pro-
ducing a bad effect.

CHAPTER VI.
CADENCES FORMED BY TRIADS IN ROOT-POSITION.

115. What is the name given to the *simplest form of
borizontal harmonic progression”?
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116. State the use of a “Cadence” in a musical sentence.

117. How is a cadence formed?

118. Give a list of cadences which consist of “triads in
root-position.” :

119. Describe the construction of the “ Perfect cadence.”
Give another name for it.

120. Mention some of the “things to be remembered when
writing a perfect cadence.”

121. How is a “Chord of the Dominant 7th” constructed?

122. Show how the dominant 7th chord is *“figured,” and
how it is “indicated” for purposes of analysis.

123. Describe the manner in which the chord of the domi-
nant 7th “improves” the interest of the perfect cadence (i.)
from the “perpendicular” aspect, (ii.) from the *horizontal”
aspect.

124. Of what two chords does the “Plagal cadence”
consist?

125. Mention some of the ways in which a plagal cadence
may be “varied.”

126. What have you to remember when wiiting a piagal
cadence ?

127. Of what chords does the *Imperfect cadence” consist ?
Give another name for it.

128. What have you to remember when writing an imperfect
cadence?

129. Describe the construction of the *“Mixed cadence.”
and say where it generally occurs in a musical sentence.

130. Give a list of “things to remember” when writing a
mixed cadence.

131. How do you form an “Interrupted cadence”? Why
is this name given to it?

132. Mention some of the “things to be remembered ” when
writing an interrupted cadence.

133. Mention two other cadences in which chords o/ in
root-position are used.
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CHAPTER VIIL
INVERSIONS OF TRIADS.

134. When is a chord said to be “direct”? Give another
name for it.

135. When is a chord said to be “inverted”?
136. How many inversions can a ““direct chord” have?
137. How many inversions has a “triad”?

138. Docs the same inversion of a chord always have the
“same top-part”?

139. Describe the “effect upon the ear” produced by a
direct triad, and by each of its inversions.

140. How are inversions indicated in “analysis”?

141. How are inversions indicated in “figured Bass”?

142. Why in figured Bass is a direct triad left “unfigured 1
State when it requires “figuring.”

143. When an “accidental” is needed in figured Bass, how
is it marked?

144. What is the meaning of an accidental standing alone
under a Bass-note?

145. Sometimes in figured Bass you see a “figure with a
stroke through it”—what does this mean?

146. Explain the meaning of a “line of continuation,” as
used in figured Bass.

147. Give a rule for finding the “root” of a triad.

148. State what are the éess notes to double in first inver-
sions of (i.) primary triads, (ii.) secondary triads, (iii.) dissonant
triads.

149. In “successions of first inversions,” where is it best
to write the 6ths to the Bass?

150. Describe the construction of the “Phrygian cadence.”
Can it be used in the major key?

151. Which diatonic first inversions are most frequently
used ?

152. Describe the chord known as the *Neapolitan 6th,”
and state where, in a sentence, it is most frequently found.
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153. Which diatonic second inversions are most frequently
used ?

154. State which two second inversions are “rarely used i
succession.”

155. Describe the different manner in which the second
inversion of the Dominant is used, as compared with the
second inversions of the Tonic and Sub-dominant.

156. Explain the difference between a “passing §” and a
“cadential §.”

157. Show how the Bass-note of a ¢ chord may ot te
“approached.”

158. Describe two ways in which the Bass-note of a § may
be “quitted.”

CHAPTER VIII.
THE CHORD OF THE DOMINANT 7TH AND ITS
INVERSIONS.

159. The chord of the dominant 7th is a *combination of
two triads.” Name them. State also what is the “character.
istic interval” of this chord.

160. Describe the *“constitution” of the dominant 7th.

161. Compare the “effect upon the ear” which is produced
by (i.) a dominant 7th, (ii.) a dominant triad.

162. What is “resolution”?

163. Mention six ‘“things to be remembered” when you
resolve the dominant 7th upon the tonic chord.

164. Show how the dominant 7th can be resolved upon the
“sub-mediant triad.”

165. Describe how the dominant 7th can be resolved by the
discord “remaining stationary.” State what has specially to be
borne in mind when this is done.

166. How many “inversions” has a dominant 7th chord?

167. Compare the “figuring” and “indications” of the domi-
nant 7th and its inversions with those of the dominant #7ad
and its inversions. r
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168. Explain the meaning of the “indication” Ve,

169. Describe the various “effects upon the ear” when
listening to the dominant 7th and its inversions.

170. Show what “figures have to be omitted” when the domw
nant 7th and its inversions are indicated in figured Bass.

171. Show how you can discover the root and the discord
when looking at the ‘“full figuring” of the dominant 7th and
its inversions.

172. Which inversion of the dominant 7th can “never be
resolved” upon an uninverted tonic chord?

173. Mention the inversion of the dominant 7th in which
unequal consecutive 5ths may be used with good effect. How
does the discord ‘“‘exceptionally proceed” in this case?

174. What bad effect has to be “carefully avoided” when
the inversions of the dominant 7th are resolved upon other
than tonic harmony?

175. Explain how the third inversion of the dominant 7th
may be ‘““exceptionally resolved” out of its own key.

176. Explain what is meant by “ Deferred resolution.

177. May the discord be “transferred” from the Bass to a
higher part?

178. In “three-part harmony,” what notes may be conve-
niently omitted from the dominant 7th and its inversions?

179. What are “secondary 7ths,” and how are they “indi
cated” in analysis?

CHAPTER IX.
MODULATION.

180. Define the term * modulation.”

181. Explain how a key is changed (i.) to the eye, (ii.) to
the ear.

182. What is “natural” modulation? Give a list of the
five “attendant” or ‘‘related” keys to Eb major and
B minor.
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183. How can modulation be affected to any attendant
key ?

184. What is a “ chromatic ” note ?

185. Make a list of all the instructions for figuring a Bass

which have been given in previous chapters of this /nter.
mediate Text-Book.
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EXERCISES.—INTERMEDIATE DIVISION.

[ Y e a e a"a o 4

CHAPTER 1.

Tue Use oF THE C CLEF—TRANSPOSITION AND
SCORING OF GIVEN MELODIES.

Group A. Alto to Treble.
1. Write these melodies in the Treble clef :—

(a)
== e ==

1
1

(8)

- o o 2 & o
) - & =2 .
_§_=4_._T—f—: ine » hﬁL —t

i o JUSt_im &

Group B. Alto to Bass.
2. Write these melodies in tlie Bass clef :—

Group C. Tenor to Treble.
3. Write these melodies in the Treble clef :—

A éa) P Py ~~
(@) —
@ L j{ = —— l : "Ai Q‘ = Ql '——n‘ =
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Group D. Tenor to Bass.

4. Write these melodies in the Bass clef ;:—
a)

{
==t e e S

.

~ ~
-—— — o §
=R e *’*’r"—'m‘:ﬂf, ===
ey 1

Wrilc the turn in full,

Group E. Treble to Alto.
5. Write these melodies in the Alto clef :—

B
i
‘Lﬂj-
|
%

Group F. Treble to Tenor.

6. Write these melodics in the Tenor clef :—
(a)

\

[}

)
Y
q

L

L ¢!

¥
N

Group G. Bass to Alto.
7. Write these melodies in the Alto clef :—

(o) s Smlea B =8 2 8e, o

==t S|
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Group H. Bass to Tenor.

8. Write these melodies in the Tenor clef :(—
(@)
- _.:t.J - . > — — .J -
@:Fq p—— e o ;‘I——t—;z_::-“
-~ 1 —1 - | - . —u
(4) ome P

@%L = ==

Group I. Alto to Tenor.
9. Write these melodies in the Tenor clef :—

(a)

" Write the turn in /ull

N
ﬁ.&

Group J. Tenor to Alto.
10. Write these melodies in the Alto clef :—
(a)

%ﬁ;ﬂ*"'z Se=c=== E o=

Group K. From Three-part Open Score to Piano Score.
11. Arrange these passages in Short Score for the piano-
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Group L. From Three-part Piano Score to Open Score.

12. Transcribe this phrase into Open Score, writing it for
Alto, Tenor, and B'\ss, using proper clets :—

oI S I =
‘é__., ___: = xzmi:r:rﬁ_,::l::':i’:ﬂ

o-d-o-'
r e A N N

ME- = =o

13. Transcribe the following phrase into Open Score,
writing it for Alto and 1st and znd Tenors, using proper C
clefs :—

freetyy R

T .“"r——d’—’"_"'
es —-—,__—To———bo—t-:&r—'——v—-—‘f—:.r'ﬂ:_— _:ﬂ

14. Transcribe the following phrase into Open Score
(writing the whole of it an octave lower in pitch) for Alto,
Tenor, and Bass voices, using the proper C clefs for the
two upper parts —
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Group M. From Four-part Open Score to Piano Score.

15. Arrange the following phrases for the pianoforte in
Short Score, transposing them as directed :—

() Write this in E minor.

I X T ']

—-—1:.:_-3—4

T 7 S
.

I3
||
|
|
\
r‘J:
i
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Group N. From Four-part Piano Score to Open Score.

16. Transpose this Single Chant into the key of IX major.
Write it in Open Score, with C clefs for Alto and Tenor parts,
and add the bar-lines :—

= 'l_l' —;?:EE";——g—s_ﬂ

|
| - g

m:mﬁé——t —=1

17. Transpose this a tone higher. Write in Open Score,
with C clefs for inner parts :—

- e p—

18. Transpose this portion of a Vocal Quartet down a
semitone, into the key of F, wriling it in Open Score, with
proper C clefs for the inside parts :(—

{
g —p——t SN, -
rabbe. -

g ra——§—p

e A
T ]

1 a‘l‘ |
' - e S 3

-

I}
1— 1
=<
- o

444
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19. Transpose this into the key of F minor, writing it
in Vocal Scorc with C clefs (Alto and Tenor) for the inner
parts :—

20. Transpose this into the key of F minor, writing it for
String Quartet, and using the proper clefs :—

JAJ-—.H-—‘——\——*——-—{—‘——-‘——*
|~ v |
|~ 1 ~ l o~ N -'! ete-

21. Transpose this up a semitone, into the key of A flat
major, writing it for String Quartet, using the proper clefs :—

@—25"—;?—3:; U.a._,_.;' %#%:Eﬂ

|~ 1

CHAPTER II.

INTERVALS DIATONIC AND CHROMATIC, SIMPLE AND CoM-
POUND, DIRECT AND INVERTED—LENHARMONIC EQuUiva-
LENTS.

Group A. Diatonic and Chromatic Semitones.

22. Before each of these notes write a semibreve a diatonic
semitone above it ; and after each write another semibreve
a chromatic semitone below it, using such accidentals as are
necessary —

(O] (2) ) 1) (5)

"4 (1) 1 | hn— \1=______n

Y
= == I —— 4
(P— | = it 4
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Group B. To name given Intervals.

23. Name these intervals :—
1) @5 @ “ (*) ©®)p, @

“‘—n__“,u Sep— | S S— | A— |
-ﬂl—m—w—b::u—*#_——ﬂﬂ—ﬂdo—ﬂ—“dﬁ

) b (10) an a2) (13) 14) (15) ae,_

o —§ ‘-z_&—_ p 14 = $ > — .
@:sb_:@_—ﬂ —f ] = 23
x= 5; - &

Group C. To write specified Intervals above or below given
notes.
24. Above these given notes write as semibreves the inter-
vals specified. Below the given notes write as crotchets the
inversions of these intervals, and name them.

Diminished 7th. Augmented 6th. . Minor gth. Major 13th.
iy N
=
- — - -+
Diminihed sth. Augmented 4th. Major 6th. Diminished 3rd.

e

===

25. Below these given notes write as semibreves the inter-
vals specified ; and above them, as crotchets, write the inver-
sions of these intervals, and name them :(—

Major 3rd. ) Perfect sth. Augmented 6th. Major gth.
= i
J 248 W
L35
<
Augmented 21, o Diminished sth, Major gth. Diminished 7th.

o w ey
X SN— S= &

—H- o

Group D. To write specified Intervals on given Scale-degrees.

26. Write, as semibreves, the following intervals in the
Treble clef, prefixing the proper key-signature to each :—
(@) Minor gth on the dominant of G flat major; (b) aug-
mented 5th on the mediant of B flat minor; (¢) diminished
7th on the leading-note of F sharp major
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27. Write, as crotchets, using the Bass clef, the following
intervals, with proper key-signatures :—(a) Augmented 4th
on the sub-dominant of C sharp minor; (b) minor gth on
the super-tonic of D flat major; (¢) diminished 4th on the
leading-note of E flat minor.

28. Write the minor 6ths belonging to the scale of IF sharp
major. Write also, as minims, the following intervals :—
(@) Augmented 4th on sub-mediant of € minor.

(6) Major 6th on super-tonic of G sharp minor.
(¢) Minor 7th on sub-dominant of G flat major.
(2) Diminished 4th on leading-note of E major.

Group E. Enharmonic Equivalents.

29. Write the intervals which are respectively the ** enhar-
monic equivalents” of (¢) diminished 5th above E; (b)a dimin-
ished 4th above B; (¢) an augmented Gth above F; (d) a
diminished 7th above C; (¢) an augmented 2nd above D;
(f) a major 6th above G ; and (g) a minor 7th above A,

CHAPTER 111.
TR1aDS, ARPEGGIOS, BYE-TONES, FIGURING OF TRIADS.
~.bx'oup A. To specify given Triads.

30. State which of the following Triads are major, minor,
augmentéd, or diminished :—

e e e e e

Group B. To write Triads above given Scale-degrees.

31. Write triads above each of the given degrees in these
major keys, and state which triads are major, minor, or dim-
inished. Each triad to consist of three notes only, in close

position :-—
—ﬂj_“v—-—.l ¥ T T n
Y —r— i 1 I ;i |
F—= T 1 - T T = 1 __E'__J___-:_:"
=
e e T

!

!

|

1l
1L
\]
I

1
1 1 >
< 1
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32. Write triads above each of the given degrees in these
minor keys, and state which are major, minor, augmented, or
diminished. Each triad to consist of three notes only, in
close position :—

2y T ! =: £ : r——
— t e i S I——
- =r -
8 r ~ ; o ; — n
Gr—t—— " —— |
T Y 1 3
Over each of these notes write :—

33. A major triad. 34. A minor triad.

hzﬁm——ﬁ& = ———S LS i
35. A diminished triad. 30. An augmented triad.

Ee——

37. Write triads below each of the given degrees in these
major keys, and state which are major, minor, or dimin-
ished :—

..D_ﬂ_,__= . . - n
:s =t ; 3 ——

T T T 1 1 pom

- = = =
A S — —— S— I T T
> 13— e I T s S—

Q" R S— - i — = ) I
— T T - m— 1 T ]

38. Write triads below each of the given degrees in these
minor keys, and state which are major, minor, diminished,
or augmented :(—

5
— ey T T T T n '}
Po— 3 m—— ¥ 1 1 ]
1 . 3 —— — |
ﬁ = 1 . | T —+ 1 |
(Y
-
E—9 -~ — —
g y sl = 4 -1 r-) I n
il - 4 1 X 4
™ ¥ 3 g ¥ : T 4
= 1 =+ 1 1 { ]
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Group C. 7To specify Triad positions.
39. State in what position each of the following triads is
written :—

e —(——— m—os—| t—=—F . |
et Z— +—5—] —i
=
. = = 2 = =
3 =" +—e— 1 —=—0R
- 3 R T 1 I u
1 1 1 T ) -

Group D. To write specified positions of Triads.

40. Give three different positions of the following
chords :—

g
= AL = i 14 = 1 ; 11 § u
a9
L = it —e——1i )

Group E. To complete Triads only partially given.

41. Complete the following triads by adding two parts,
making close harmony : three notes for right hand, one note
for left hand :—

(a) (8

W_: i p— - a
> HQ_ = —.aw.u
e

42. Complete the following triads by adding two parts,
making extended or vocal harmony, having two notes on
each staff :(—

(a) 0]

b — tﬂ—gi‘_E:n:;E
— 1 -
) L -
= o ==
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Group F. Full Harmony.
43. Fill up the chords given in Exercise 42 in full harmony
for pianoforte, giving as many notes as possible to each- hand.

Group G. Practical Analysis.

44. Copy the following extracts from Beethoven’s Sonatas.
The number of each Sonata is indicated by a large Roman
numeral ; the number of cach movement by a small Roman
numeral ; the bar numbers are indicated by ordinary figures.
In counting the bars, reckon the first complete bar of the
movement as “‘one.”  Simplify every arpeggio figure by
writing it as an ordinary chord :—

1., iv., 22-34; III, i, 89-110; III, iii.,, the whole or
any portion of the 77io; IV, iii.,, the whole or any portion
of the Trio; VII1, i, 79-90; IX, iii, 47-80; X, ii,
68-88.

Group H. Arpeggio construction.

45. Construct arpeggio figures on the following chords,
taking as vour model the form of the arpeggio figure in the
first bar of cach Exercise. The final chords need not be
writlen in arpeggio form :—
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Group I. The recognition and introduction of Bye-tones.

46. Mark every bye-tone with a capital B in this Exer-
cise :—

Group J. Figuring the Bass of a given example.
48. Figure the Bass of this passage :—

CHAPTER 1V.

RECOGNITION AND INDICATION OF TRIADS BELONGING TO
MajoRr, MINOR, AND CHROMATIC SCALES.

49. Give the radical indication of each chord in these
phrases :—
Triads in a major key.
g g (@ { ) : | ! | | | |
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Triads in a minor key.
(8)

50. Write out a complete table of dissonant triads in the
major and minor keys of D and E, giving the * radical indi-
cation "’ of each triad, and the “ figuring ’’ where necessary.

51. Give the figuring (where necessary) and the radical
indication of each chord in this phrase :—

T e
:,?,—"—.,r‘—?—;—rlr—,:f‘-“"-u
|

CHAPTER V.
ANALYSIS OF SIMPLE SENTENCES—DETECTION

or CONSECUTIVES.

Group A. Analysis of Sentences.

52. Ineach of the following sentences mark the sections by
slurs, and place a double Lar Letween the two phrases :—
(4!)

@‘rﬂ‘;n—;p:-:p ==t

g8y — ..
(eSS =Es et

2 O
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, =

(d) Do the same with the following melodies selected
from Beethoven’s Sonatas. Copy the melody only.

I.,ii.,bars1to8; 1I.,ii,1t0o 8 ; 111.,i.,,1to 8; IV, ii.,
1to 8; IV, iv, 1to 8; XII,ii. (Trio), 1 to 8; XII.,iii.,
1 to 8; XIII., Finale, 1 to 8.

Group B. Detection of Direct Consecutives.

53. Copy out in Full Vocal Score, with the proper clef for
each inner part, the following phrases. Mark any con-
secutive 8ves and sths you may discover, by drawing
parallel lines from note to note, and indicating the in-
correct progressions by the figures 8—8 or 5—5. Add
the time-signature to each example :—

P
N ——
e ==

- J g4 I

Play these Exercises on the pianoforte, and let your ear (as
well as your eye) detect the consecutives.

Group C. Detection of Indirect Consecutives.

54. Copy out these phrases in Open Score, and mark with
parallel lines any ‘‘ exposed ” 8ves or s5ths, or badly ap-
proached unisons which you may discover :(—

(a) For Strlings. (8) For Voices.

-
| Ll
}

| |
) S & = = 2.
gty ey
= = e =
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CHAPTER VI.

CADENCES : PERFECT, PLAGAL, IMPERFECT,
INTERRUPTED, MIXED.

Students are strongly recommended to play all the cadences
after writing them. The minim chords should be played
lightly, and the semibreve chords should be strongly ac-
cented.

Group A. Perfect Cadences.

55. Add Alto and Tenor parts to complete these ‘* perfect
cadences *’ :—

56. Write perfect cadences above these Bass notes, using
a different melody each time for the Treble part. (See
Imteymediate Text-Book, Figs. 76, 77, 78.) Mark the
‘“ Tierce de Picardie ' :—

(a) (8)

57. Write the perfect cadences of which these notes form

the Treble part:—
(a) (¢) Key B minor. « (@)

ﬁ-""ﬁ"h‘L =S is S SESE
(¢) Key C$ minor. ) Key G # minor. © See (i)xjf' il (7)-
e = ===

58. Write perfect cadences in the major keys of C, D, and
Ep, using the chord of the * dominant 7th.”” See § 121.

59. Write perfect cadences in the minor keys of C$, D
and E, using the chord of the ‘“ dominant 7th.” See § 121.

»
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Group B. Plagal Cadences.

60. Add Alto and Tenor parts to complete these ‘* plagal
cadences "’ :—

(c)

IV L o — 5
61. Write plagal cadences above these Bass-notes, using a
different melody each time for the Treble part, as in Fig.

81 —
®

. ?.

62. Write the plagal cadences of which these notes form
the Treble part :—

o g® g @Bminor g (D)
.‘:l;i?_—_ﬂ‘—r__g e | ===

63. Write plagal cadences in the major keys of D) and Ep.
64. Write plagal cadences in the minor keys of A and B.

Group C. Imperfect Cadences.

65. Add Alto and Tenor parts to complete these " imper-
fect cadenc&s Vi—

ey ey ey

66. Write the imperfect cadences of which these notes

form the Treble part :—
(2) () (d) F$ minor  (¢) C minor.

@%ﬁgﬁﬁ Wmays

67. Write imperfect cadences in the keys of A major and
E minor.
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Group D. Recognition and naming of various Cadences.

68. Give the name of each of the following cadences :—
(a) () (e) (@) (¢)

Group E. Mixed Cadences.

69. Add Alto and Tenor parts to complete these ‘‘ mixed
cadences ' :—

&gﬂ‘ﬁéﬂ%m&&zn

|

1V, V. $

70. Write mixed cadences above these Bass-notes, using a
different melody each time for the Treble part :(—

SlE==—=rf=—c—— ==y, ===
iv. V. o

71. Write the mixed cadences of which these notes form
the Treble part:—

P —1_3""’"‘—‘1["3 —— II‘JH D fot e Il.’.‘l "
M' pase— -—__‘“—‘4-:;——,::#-2 —= |- I__:ﬂ

72. Write mixed cadences in the keys of E major and D
minor.

Group F. Interrupted Cadences.

73. Add Alto and Tenor parts to complete these * inter-
rupted cadences ”’ :—

I ] z 3 -1 1
éi‘t:n:ﬁﬁ:ﬂsz;zq_—.::ﬁft&&:ﬂsﬂa:&n:ﬂ
1. ———— | 1 1 1 - . ) U
L ]

17}
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74. Write interrupted cadences above these Bass-notes,
using a different melody each time for the Treble part :(—

- -
V. vi. \A vi. V. vi. v? VL

75. Write the interrupted cadences of which these notes
form the Treble part :—

" —— (11 13 4]
— ===
V. vi. \8 i, v VL

¥
\Al vi.

76. Write interrupted cadences in the keys of Ap major
and C# minor.

CHAPTER VII.
INVERSIONS OF TRIADS—PHRYGIAN AND PATHETIC
CADENCES,
Group A. The construction of First Inversions.
77- On one staff, in three-part harmony, write first and

second inversions of these triads. Figure the Bass of each
chord, and give its *’ radical indication *’ :—-

Major KEvs. MINOR KEVS,
(a) @) (<) (r: ) (e) N

Group B. The reduction ol horizontal arpeggio figures to
simple perpendicular chords.

78. Write as chords the arpeggio figures contained in the
following extract from the Finale of Beethoven’s Sonata
in Ep, No. XVIII. In counting the bars, reckon as “ one '’
the first complete bar of the movement :—Bars 146 to 150.
Figure the Bass of each chord.
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Group C. Transposition and Harmonic Analysis.

%9. Transpose these Exercises into the keys directed
and write them in Vocal Score, with C clefs for inner parts.
Figure the Bass of each inversion, and give the *‘radical
indication "’ of every chord :—

(a) Transpose to C major.

£t 1

(8) Double Chant. Transpose to X minor.
'd 3 - -

T 1 ¥ 1
(4

In the above Exercises point out which 2 chords are
‘““ cadential ’ and which are ‘‘ passing.”

Group D. The writing of specified First Inversions.

80. On two staves, in four-part harmony, write the * first
inversions *’ of the major triads of C and D, with the root in
the Treble; also the first inversions of the minor triads
of G and A, with the fifth of the root in the Treble.
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Group E. The Detection of Faults.
81. Say what is wrong in each of these progressions :—

A RO © -
bl
0 = -

=2 had =2 - &
i@; =_E — g.?::::—!!

Group F. Phrygian Cadences.

82. Add Alto and Tenor parts to complete these ** Phry-
gian cadences "’ :(—

N.B.—When writing Exercises in Open Score, write the
‘‘ figuring "’ above the Bass part, and the ‘ chord indi-
cations ”’ below the Bass part.

———+——n——-9—f¢,-
/ iguring 2 6 [ # 6 6 4

—“‘i'Fﬁ:ll ——v—F-—H l—~=~ [ | e B —:I
-8 (—
i ] ) - p S——

Chord in- ; Wb V.

dications :

83. Write Phrygian cadences above these Bass-notes :—

84. Write Phrygian cadences in the keys of F minor and
C# minor.
Group G. Pathetic Cadences.

85. Add Alto and Tenor parts to complete these ‘* Pathetic
cadences Mi—

)
Pyt
——) ——F“—ﬂ-;@.—a‘i;:'
7
(| Frguring: R b 5 6 7
b8 h ne “ﬁ bb L

' SRe— W%n-@ﬁ@

Chord in- . =
dications: }9“‘ V7 i olls V'L

X
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Group H. The writing of Inversions above Bass-notes.

86. Add the two upper notes to complete these first inver-
sions of triads, in three parts and in close position :(—

el
Yo T 6 6 b8
5 ' b

Group I. The writing of specified Second Inversions.

87. On two staves, in four-part harmony, write the
‘“second inversions ’’ of the major triads of G and Ep,
with the fifth of the root in the Treble; those of the
minor triads of C and A, with the root itself in the
Treble ; and those of the minor triads of D and F#, with
the third of the root in the Treble.

Group J. The writing of Inversions of Triads below Melody
Notes.

88. Write Alto, Tenor, and Bass parts below these Treble
notes, according to the ** radical indication " :—
Key G minor.

Vé 16 ié Vb ivé ii®

Group K. The After-progression of Second Inversions.

89. Follow each of these second inversions with a majgor
common chord on the given note (—

CHAPTER VIIIL

THE CHORD OF THE DOMINANT 7TH AND ITS
INVERSIONS.
Group A. Transposition and Harmony Analysis.

go. Transpose these Examples into the keys directed,
writing them in Open Score, with proper clefs for the inner
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parts. Above the Bass give the figuring of every chord
which needs the same, and below the Bass give the ‘‘ radical

indication ”’ of every chord :(—
a) Transpose to F ma)or

i

l 1 )
) s o 294 4 4 ". 4
ST & <= |
l b - —_— ™. - 1—1 H
= t — ]
(4) Transpose to G# minor,
J
&

@%gi"_"#[—_g?—h——l—d—b—zzn

|/—'——\

- hed
T T  —— s | |

91. Copy the following extracts from Beethoven’s Sonatas.
Figure the Bass and give the ‘' radical indication ”’ of every
chord. In counting the bars, reckon the first complete bar of
any movement as ‘“one '’ :(—

(a) Sonata I1., bars 25 to 32 of the first movement (two Trebles and
Bass). (&) Sonata 1V., bars 59 to 67 of the first movement. (c) Sonata IV,
bars 8 to 12 of the second movement. (d) Sonata IV., bars 1 to 10 of the
third movement.

Group B. The writing of Chords of the 7th and their Inver-
sions over given Bass notes.
92. Above each of these notes write the chord indicated
by the figuring ; each chord to consist of four notes, includ-
ing the given note :—

ye

§_,m Wﬂ?ﬂ

93. Above each of these notes write the chord 1nd1cated
by the figuring ; each chord to consist of four notes, includ-
ing the figuring. Add the minor key-signature to cach
example :—

i § 1§ -}

L L
[ aaad
LX)

A

-

o>

T

)
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Group C. The alteration of given Chords into Dominant
Tths and their Inversions.

94. To the following chords add the accidentals which are
necessary to make them inversions of the dominant 7th. Do
not alter the pitch of the Bass-note. Figure each chord :—

Group D. The Completion of partially given Dominant
7ths and their Inversions.

95. Add Treble and Tenor notes to complete these chords,
according to the figuring :(—

Group E. The Resolution of Dominant 7ths and their Inver-
sions.

96. Resolve these discords, according to the figuring :—

Jor=—

97. Resolve these discords, and mark the root of each
chord witha w:—
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Group F. The building up and resolution of Dominant
Discords above a given Bass.

08. Add Treble, Alto, and Tenor parts to the following
Bass-notes, according to the figuring. Prefix the proper
key-signature to each chord, and resolve it upon the tonic
chord or one of its inversions :—

(a) Major keys only. () Minor keys only.

Group G. The writing and resolution of Dominant Discords
below given Melody notes.

99. Add Alto, Tenor, and Bass parts to the following
Treble notes, according to the ‘‘radical indications,” and
resolve cach chord upon the tonic triad or one of its
inversions :—

(a) & )
e
. [} . A”|._“ T . e = ]

vV'da Vb Vi Vie VW Vie V' Vb Ve
CHAPTER IX.

MODULATION, FIGURING, AND ANALYSIS.
Group A. The Detection of Modulation in Melodic passages.

100. Indicate the keys through which these meclodies
pass :—
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Group B. The Detection of Modulation in Harmonic pas-

sages.

101. Indicate the keys through which the following
extracts from Beethoven's Sonatas pass :(—

(a) Sonata  XI., Rondo, burs 18 to 21.  (Count the first complete bar

0]
(c)

()
(e)

)
(g)
(4)

"

as ‘‘one.”
XXI1I., 1st movement, bars 20 to 24.

XXX.. 3rd movement, first 16 bars, Andante molto cantadile
ed espressitv.

XXXI1., 2nd movement, first 41 bars, Allegro molto.

VIIL., Rondo, bars 16 to 25. (Count the first complete bar
as '‘one.")

V., 1st movement, bars 32 to 48.
I11., Adagio, bars 1 to 1.
X11., The first 30 bars of the Funeral March (3rd movement)
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PREFACE.

THis work is primarily intended as a Text-Book for the
preparation of Candidates for the Advanced Intermcdiate
Division of the Trinity College Local Examinations in The
Theory of Music. It pre-supposes a full and complete
acquaintance with the contents of the T'ext-Books already
issued for Candidates preparing for the Preparafory and
Junior Divisions of the same Examinations: and is, in
fact, a continuation of those former works.  Students who
arc not Iixamination Candidates must therefore be fully
instructed in the Jfunior Zext Fooks before they can be
qualified to commence the study of the present work.
For the convenicnce of those who may have passed
previous Examinations of the College some time ago, or
who may have acquired the same knowledge from other
sources, a brief reswmé of the chief contents of the funior
Text-Dooks has been given in these pages.

The Syllabus for the Advanced Intermediate
Division has been planned by the College to especially
meet tie requirements of Students who undertake the
study of Harmony, not so much with the intention of
attaining facility in Musical Composition, but rather with
a view to its being helpful as a preparation for sight-
reading, and for listening to music. The chief
objects of this Addvanced Intermediate Text Book are,
therefore, three in number :—

(i.) To assist the Student in analyzing music by deternuning

(@) what is the principal melody of any given passage,
(%) how it is accompanied, and (¢) with what manner of
harmony.
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(ii.) To train his eye in quickly recognising harmonic pro
gressions, whether written in perpendicular Chord groups,
or in horizontal A»peggio figures.

(ii.) To train his ear in readily perceiving the constituent sounds
of any harmonic progressions, recognising at the same
time their perpendicular or simultaneous relationship, as
well as their horizontal or melodic needs.

It should be obvious that if this system of instruction
be faithfully carried out, a Student is by its mcans not
only put in the right direction for ultimately becoming
an efficient sight-reader and an appreciative listener, but
is also prepared to a large extent for the future exercise
of any gift for Musical Composition which he may
possibly possess.

It is hoped that this book will also be found useful
(in the earlier stages of their preparation) to those Can-
didates who are rcading for the Harmony Sections of
the Examinations for the diplomas of Associate and
Licentiate in Music; as well as for the 2od wvoc
Harmony questions in conncction with the lligher
Examinations in Practical Music held by the College.
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CHAPTER L

TRANSPOSITION FROM CLEF TO0 CLEF (G, C, AND F);
FROM KEvy TO KEY; AND FROM SHORT TO OFPEN
SCORE, OR »IcK VERSA.

1. A Tone 1s any musical sound which has a distinct and
definite pitch.

2. When we hear a tone we can find out exactly how high
or how low it is, and we are also able to give it a place in
some Major, Minor, or Chromatic Scale.

3. Tones are expressed in musical notation by signs called
Notes.

4. A definite pitch can be assigned to any note by writing
it upon a particular /ize, or within a particular space of the
Great Staff.

5. The Great Staff—with the names of its eleven lines
and ten intervening spaces --having been explained already
in the Preparatory and Junior Text-Books—needs no further
comment here.

Fig. 1. The “Great Staff.”

Notice the thick ' Middle C" line whick corresponds with the C in the
middle of the Keyboard.

a0 une,
10th line, D E, 10th space.
. C, 9th space.
9th line, B =
. . A, 8th space
8th line, G
v | F, Tth space.
7th line, I
) D, 6th space.
6th line, C
. B, 5th space.
5th line, A —-=
. G, 4th space.
4th line, F .
. E, 8rd space.
81rd line, D it
9nd line. B C  2nd space
' A, 1st space

1st line. G J—
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6. Pianoforte Score, or Short Score—in which the
Treble and Bass clefs are used—has also been explained : —

Fig. 2.

TREBLE STAFF [ _ppo—= oo =
(Right hand). —

JASS STAFF :
(Left hand). @

Here, in Pianoforte (or Short) Score, the Great Staft is divided in the
following manner :—The five upper lines form a separate staft f{or the
right hand or Treble part; the middie line C is omitted (a short, or
leger line, being provided for the writing of this soand); and the fve
{ower lines form a separate staff for the left hand or Dass part. The
two staves are comnected by a brace or bracket at the left-hand -ide,
but the space between the A and I lines, where the middle C line has
been omitted, is 2e/dened.

7. When any portion of the Great Staff thus becomes
selected or separated from the remainder, a Clef is
necessary ; in order to show which particular set of five lines
is being used.

8. There are three clefs or //ne-names in use, and these
signs are corruptions or modifications of the letters F, G,
and C.

9. The Clef or line-name F is placed upon the fourth line
of the Bass staff' (so called because it contains the lower
sounds, those at the dase of the ladder); this is also the
fourtl: linc of the Great Staff shown in Fig. 1.

10. The Clef or linc-name G is placed upon the second
line of the Treble staff which is the eighth line of the Great
Staff shown in Fig. 1.

11. The Clef or line-name C is placed on the middle or
sixth line of the Great Staff, whenever that line happens to
be one of five selected from the middle of the Great Staff,
See Fig. 3:—

C Clef. Fig. 3.
!
2= 10, Alto Clef. Tenor Clef.
G 8, s —
ClBe—t — i —
5~ 4 3 3

F fap—to s e -
E—,s
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12. The necessity for using the C Clef may be thus
sxplained :—

It often happens, that in writing for a particular voice or
instrument, only the middle part of the Great Staff of eleven
lines is required. In such cases, if the Treble staff only were
used, the music would require a great number of leger lines
below the staff ; and if the Bass staff only were used, an equally
large number of leger lines adowe the staff would be necessary.
To overcome this practical inconvenience, a third clef has
been provided, which gives the name and pitch of the note
Middle C to the line upon which it is placed; and a selec-
tion of four other adjoining lines from the midst of the Great
Staff is taken to form a .ew staff of five lines, for the
special voice or instrument which is being written for. Fig. 3
exhibits the C clef placed on its own proper line in the midst
of the Great Staff, as well as two different positions it occu-
pies upon a five-lined staff, when the two particular voices
named (Alto and Tenor) are being written for.

13. There are four kinds of voices in a choir or chorus ;
(1) Treble or Soprano; (ii.) Alto or Contralto; (iii.) Tenor ;
(iv.) Bass.

14. The following are (approximately) the lowest and
highest notes assigned to each voice in writing music :—

Fig. 4.
Treble or Soprano,  Alto or Contralto.  Tenor. - Bass

=

Tredle is a boy's voice, Sopramo is a woman's voice, Alfo is a man's
(high or falsetto) voice, Contralto is a woman's deep voice.

15. In a Vocal or Open Score, each voice is written for
in its own proper clef on a separate staff.

16. Each separate melody (i.e., succession of single sounds)
sung by one voice (or by one set of voices of the same kind)
is called a Part.

17. Relative places of Parts in a Vocal Score.--The
Treble part has the highest notes of the music; it generally
carries the Principal Melody or “tune” of the piece. The
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Alto part is written below the Treble; the Tenor is below
the Alto; and the Bass has the lowest notes of all. See
Fig. 5.

18. The Treble and Bass parts attract the greatest attention
from the ear, by reason of their having the highest and lowest
notes of the score assigned to them—these are called extreme
or outside parts; the Alto and Tenor voices, which are
more or less buried in the midst of the score, are called
middle or inner parts.

19. Crossing the Parts.—This happens when, in order
to secure some special cffect, two parts are relatively placed
contrary to their ordinary vertical position in the score :—

Fig. s.
J. S. BacH: S. Matthew Passion.
Treble. 72 - J___; - T | |

Alto. psm— —]
L

Tenor.

Bass.

At » the Tenor part has a higher note than that assigned to the part
next above it—the Alto. This is evidently done to secure the persistent
scale-passage in the Tenor, and to preserve the melodic figure or pattern
of the Alto part.

20. Oyerlapping the parts.—This happens when one part
skips to a lower position—Fig. 6 (¢)—or to a higher position—
Fig. 6 (6)—than that of the part next to it in the score:—

Fig. 6.

@ @

At Fig. 6 (a) the Treble has a note lower than that just previously sung
by the part next below it, i.c., it overlaps the Alto. At Fig. 6 (4) the
Alto overlaps the previous Treble note, and the Tenor overlaps the Bass.

21. Both crossing and overlapping the parts tend to
endanger their identity, by making it difficult for the ear to
follow them individually.
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22. {'he C Clef must now be thoroughly mastered. It is
comparatively easy to read from, if these three facts be
remembered :—

(i.) The line upon which the C clef is placed is always
Middle C line.

(ii.) Any line or lines above the C clef line will belong to
the lower portion of the 77eble staff.

(iii.) Any line or lines delow the C clef line will belong to
the upper portion of the Bass staff.

23. This can be very clearly understood by a reference to
Fig. 7 (a), (6) :——

Fig. 7. G A B C
(@ C D E F §+_.__==:,___=:
1t . s S —

‘TeNor CLEF: —-@:—! —— 0
=—}

C B A G
F E D C

G _A B C
(4) CDEFé——r“’——E

==

ALTO CLEF -j:ﬁi——s—--g-—- —__..—azé _
¢ B A G S——=-8a—7+1
F E D C

Fig. 7 (a) shows the Tenor staff of which Middle C is the fourtk line
(counting wpwards). Peing thc voice next above the Bass, it requires
more lines from the Bass staff than from the Treble. Hence, its three
lower lines are the three upper lines of the Bass staff; its /op line is the
same as the Jdoffom line of the Treble staff. The Tenor staff is used in
writing for the Tenor voice and the Tenor Trombone in the Orchestra ;
sometimes it is used for the Violoncello and Bassoon.

Fig. 7 (8) shows the Alto staff, of which Middle C is the middle linc
of the five. Being a higher voice than the Tenor it requires one line more
from the Treble staff, and one line less from the Dass staff, than is needed
by the Tenor staff. Hence, its two uppermost lines are the two Jowes? lines
of the Treble staff ; its two /owest lines are the two uppermost lines of the
Bass staff. The Alto staff is used in writing for the Alto voice and the
Alto Trombone ; it is also used for the Viola, a stringed instrament which
stands between the Violin and Violoncello in an Orchestral score.

24. In old English church music, and in modern vocal
scores published abroad, the Treble or Soprano voice is
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often written for with the C clef placed on the tirst or lowest
line of a five-lined staff, as in Fig. 8§ (@).

The Mezzo-Soprano voice is also to be found written for
with the C clef placed on the second line of a five-lined staff,
as in Fig. 8 (4).

‘ Fig. 8
(4) =—m—e —S-y
SOPRANO CLEF: a—e—= —
'] ﬂ C D EF G A B C D E
C b E F G A B C
) — S p
MEZz0-SorRANU CLEF: N~ o —a—2 = — H

—e—g
C B A G
Although che use of the Soprano and Mezzo-Soprano clefs
may be but seldom required in Examination papers, they are
given here for the sake of reference and completeness.
Hints for Examinations.

Hint [.—At Examinations, candidates are asked to trans-
pose from Clef to Clef in one of two ways :—

(i.) A passage of music written in Short or Pianoforte Score
with the G and I clefs has to be re-written in Open or Vocal
Score, using the C clef for Alto and Tenor parts ; or,

(ii.) A passage written in Open or Vocal Score with the C
clef used for one or more of its parts, has to be re-written in
Short or "Pianoforte Score with the G and F clefs.

i o>
¥

Fig. 9 exhibits such a passage written in Short Score at (A),
and in Open Score at (B):—




13 Adv. Inter.

(B) The same passage in Open Score.
—~

==

- (l,

TREBLE.

AvTo.

Pp— 0]
Tevon, [RgEE b e
Rl e B} C T B mm— |

(@) 52
g mie e e S, ! _
Bass L EgTE e e gt 3 —
) + |

Hint I1.-—In training himself for this kind of work, the
student should first gain facility in transposing a single part
from the Treble or Bass staff to the Alto or Tenor staff, and
vice wversd. In doing this, he must begin by observing which
of the five lines of the Alto or Tenor staff is Middle C. T#e
cef will show him this. He can then easily find places for
all the notes of the given melody by asking himself in every
case: Is the note I have to write above or below Middle C?
The answer will fix the staff-position of the required note if
Fig. 7 be kept well in mind.

Hint I17.—When writing in Open Score, the stems
of the notes should be turned up or down according to their
position below or above the middle line of the staff. Low
notes have their stems turned up, and wice versd, so that the
stems shall not project beyond the staff.
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Hint IV.--All unisons must be written in each of the
staves belonging to the parts which sing the same sound.
See Fig. 9 (@), (¢). At (a) the unison clearly belongs to both
Tenor and Bass parts, since the note D has a double stem.
At (c) this fact is not so clear. D is easily recognised as a
Tenor note, and a moment’s thought will show that it is a
Bass note as well, since, if it were noZ, there would be a
whole bar’s rest for the Bass part.

Hint V.—Accidentals require looking after. At (4) in the
skort score, a second sharp is unnecessary for the last note
of the Tenor in this bar, because the previous C played by
the left hand has been accidentally sharpened. But at () in
the gpen score, a sharp 7s necessary for the last Tenor note,
because there has been no previous C# in the bar jor tAat
particular voice. Again, at (&) in the short score, a q is
necessary for each of the Alto notes, A and G, in order to
contradict sharps prefixed to previous notes bearing these
names which have been played by the same hand. At (d)
in the gpen score, these naturals are unnecessary, because no
previous Af or G# has been sung by the Alto voice. The
same remark will apply to the Bass note at (¢).

Hint V.—When writing in short score, the stems
of the Treble and Tenor notes should be turned =g, whilst
those of the Alto and Bass notes should be turned down.

If a unison note sung by two voices whick begin and end
together be a semibreve in duration, two semibreves should be
written side by side, or linked, so:— <& or <> ; but a
unison of the length of a minim, crotchet, quaver, etc., should
be represented by ome nofe only, with two stems—the upper
stem belonging to the upper voice, the other to the lower

voice, thus :—'J H CPER, etc.

Hint VII.—Sometimes two voices may begin in unison, and
then one of the notes is sustained, whilst the other moves.
When this is so, two &/ack notes, although of different lengths,
should have tke same note-head to begin with, the difference of
duration being shown by the hook or hooks :—

|F ig. 10.
—i). .Y

E=====

-
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But a semibreve and a minim, or a minim and a crotchet,
nust have separale note-ficads, that of the shorter duration

being written firsz :— Fig. 1L

z : "."—_ 3 _.—-'-;:ﬂ_:—_—::“
e e SR
Hint VII1.—It is well to reproduce all the accidentals
in an open score when transcribing a passage in short score,
since the latter is often used by singers of part-music—such
as Chants, Hymn Tunes, Church Services, etc. When a
short score is complcted, examine each of the two staves
to see if any additional accidentals be needed, as at (&)
and (e) in Fig. 9, where oze of the parts played by the same
hand needs a [ to contradict an accidentally raised note
which belongs to the othui part.

Hint IX.—How to transpose from one kev to anoth«
has been alrea 'y explained in Chapter IX. of the Advancea
Junior Division Text-Book. The process may be thus briefly
summarized —

(i.) See if the passage has to be transposed »p or duvws.

(ii.) #fow muck up or down?

(iii.) Find the new key-note.

(iv.) Write the new key-signature, following this with: the given tine-
signature.

(v.) In your rough copy (no¢ that which you present to your Examiners)
mark all accidentally raised notes with a small letter r, and all accidentally
lowered notes with a small letter L.

(vi.) Ascertain whether, in the new key, 1 will=b, bb, or 0; or if r will
= §, %, or [, and mark the new notes accordingly.

CHAPTER 1L

INTERVALS : DIATONIC AND CHROMATIC, SIMPLE
AND COMPOUND, DIRECT AND INVERTED.

The information respecting Intervals and their Inversions
which has already been given in the Advanced junior Division
Text-Book, may here be briefly summarized :—

25. An Interval is ths scale-distance between any two sounds ; it has
# numerical and qualifying name. The numerical name of an interva!
depends upon the number of lines and spaces of the staff which it covers,
including the staff-positions of the two notes which form the te: val

B
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Fig. 12.
-1 1-¢ 1—8 1—4 1--—5 1—8 1-——T7 l-e—8

——dd-

§ | 3 =T ,i=4—~—+—4—-——.f-5—1
- &< o o 2 = e -
Prime
or 2znd  3rd. 4th. sth, 6th. 7th. Octave.
Unison.

The qualifying name of an interval depends upon the number of
semitones the interval contains,

26. A semitone is the smallest interval which can be played upon
the pianoforte. ‘There are two kinds of semitone—diatonic and
chromatic.

27. A Diatonic semitone lies between the 3rd and 4th, and 7th and
8th degrees of every Major Diatonic Scale : its two notes bear different
alphabetical names.

A Chromatic semitone lies between two notes bearing the same
alphabetical mame, one of which is raised or lowered by an accidental.

28, Counting upwards from the tonic of any major scale, as in Fig. 12,
all the sntervals thus obtasned are either perfect or major.

a29. The perfect intervals are the prime or unison—4th, sth, and 8ve.

The major intervals are the 2nd, 3rd, 6th, and 7th.

Minor intervals contain one semitone /ess than major intervals.

Augmented intervals contain one semitone more than perfect and
major intervals ; but the augmented 3rd and 7th are neither used in melody
nor (essential) harmony.

Diminished intervals contain one semitone /Jess than perfect and
minor intervals; but the diminished 2nd and 6th are neither used in
melotly nor (essential) harmony.

30, All intervals are cither concords or discords.

31. The concords leave a finished, satisfied effect on the ear; they
are sndependes!.

The discords leave an unfinished, unsatisfactory effect; they are
dependent.

32. Concords may be either perfect or imperfect.

The perfect concords are the prime or unison—g4th, sth, and 8ve.

The imperfect concords are the major and minor 3rd; major and
minor 6th.

33. The discords are the major and minor 2nd and 7th, and all
diminished and augmented intervals

34. An interval is inverted by making its two notes change their
relative position, the lower note becoming the upper, or vice versé.

35. The inversion of an interval is readily found by subtracting the
pumber of the original interval from g.
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After inversion :~-
Perfect intervals remain perfect.

Major " become minor.
Minor " - major.
Augmented ,, " diminished.
Diminished ,, o augmented.

Hints for Examinations.

At Examinations, candidates may be asked :—

(i.) To state the numerical and qualifying names of a given
intervai.

(ii.) To write a certain interval above a given note.

(iii.) To write a certain interval delow a given note.

(iv.) To write certain intervals which belong to given feys.

(v.) To write the 7nwersion of any given interval.

(vi.) To name the enZarmonic equivalent of a given interval.

Hint [.—In the case of (i.) and (ii.) first regard the lower
note of the given or desired interval as a key-note. See
next if the upper note of the given interval is the same as
the corresponding degree of the major scale which has the
lowe: note of the interval as its key-note. If different, see if
the given or desired note is nearer to or farther away from
that key-note, than the diatonic degree supplied by the scale-
formula given in Fig. 12.

For instance, suppose we have to find the name of this interval :—

E—g‘f:'_:u E is a seventh above F. Think of F§ as a key-note. The
seventh note of the scale of F§ major is ES. That is a major 7th from
the key-note. We sce then that the given interval is not a major 7th.
EI would bs a manor 7th, therefore Eb is a diminished 7th above F3.

Next, let us suppose that F# is given, and we are asked to write a
diminished 7th above it. Again, think of F$ as a key-note. The seventh
degree of the scale of F§ major being E%, EL is the minor 7th, aud Eb
s the Jiminished 7th above the note F3.

Hint 1].— By the law of inversion (§ 35), the intervals
between the upper tonic and the notes of the descending
major scale are either minor or perfect, because in the
ascending major scales these intervals were cither major or
perfect.

Fig. 13.
é::n e — = ——= = = =—E![
Y = = &

Minor Minor Perfect Perfect Minor Minor Perfect

Unison. "4 “am gqth sth. 6th.  7th  Octave.
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Keeping this descending major scale in mind as a standard
of measurement, it will be quite easy to find any required
note which has to be written as an interval éelow a given
note. )

Hint II].—If asked to write certain intervals which belong
to a given key; write first an interval of the same numerical
name above each of the seven degrees of the scale belonging
to the given key, and then select the one or more intervals
which possess the required gualifying name.

For instance, supposc we are asked to write the augmented 4th which
occurs in the scale of D major. We write first:—

Fig. 14.
T . -
et e
. b hat Augmented
4th.

and then, by testi.g each of the lower notes of these seven 4ths as a
key-note, we find that the only augmented 4th is the one marked, viz.,
G to C8.

Hint IV.—In all exercises on intervals, the golden rule to
remember is that 2ke major scale is the standard of measure-
ment jor finding both the numerical and qualifying names of
an interval; but the student is strongly advised to learn dy ear
the effects produced by the different qualities of intervals.

36. The mental effects of the various degrees of
the major scale may be thus familiarly described :—
The “/%ome tone,” ie., note of finality
(melodically inactive).
The “ascending tone)” 7., it rises or
leads up to the Tonic.
Sub-mediant 6 {The “dull-guiet tone” Has a mild ten-
dency to fall to the sth.
Dominant 5 The “bright tone” (melodically inactive).
{The “dull tone.” Has a strong tendency
to fa/l to the 3rd.
The “calm tone” (melodically inactive).
{The “falling tone,” i.e., falls to the Tonic

Upper Tonic 8§ {

Leading-note 7 {

Subk-dominant 4

Mediant 3

Super-tonic 2 at the end, but may equally well rise
to the 3rd.

The “/kome tone,” i.e., note of finality
(melodically inactive).

Tonic 1



19 Adv. Inter.

37. The mental effects of the degrees of the Har-
monic Minor Scale are identical with those of the Major
Scale, except for the Mediant and Sub-mediant.

Sub-mediant (Flattened Sixth Degree), p6. Has an im
perative desire to fall to the Dominant.

Mediant (Flattened Third Degree), b3. Has a sad, melan-
choly effect (melodically inactive).

38. A Simple interval is one which does not exceed the
compass of an 8ve. A Compound interval is one which
has a wider compass than an 8ve.

39. The only compound intervals which are practically
considered as such, arc the augmented 8ve, the doubly
augmented 8ve, the major and minor 9th, and some-
times the perfect 11th, and the major and minor 13th.

40. The augmented 8ve is obtained from a perfect 8ve
either by raising the upper note a semitone, as in Fig. 15,
Fig. 1s.

MozarT: Overture Don Juan.
. T
%;‘t‘_'fk"—'i:':iﬁa
=

e a\__:/s
or, by lowering the bottom note a semitone, as in Fig. 16;
Fig. 16.

Oty 17 —Z —_

An augmented unison or octave is a discord of such intensc harshness
as to be very seldom used, and then only ftransiently, as shown in
Figs. 15 and 16.

41. A doubly augmented octave (as from Gb to GiP)
is, however, used with good effect in modern music. This
interval is merely the expansion of a perfect octave, by
sharpening its upper note, and flattening its lower note; that
is to say, each note is moved a semitone onfwards, towards
a major 3rd (or roth), such as F, A, See Fig. 17:

Fig. 17.
GOUNOD : I\’e;llempl‘i‘on.
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42. The gth {both major and minor) is always regarded in
harmony as a compound interval. It is distinguished frota
a compound 2nd 8y Zhe inlerval which follows. A oth is
followed by an 8ve; a compound 2nd is followed by a com-
pound 3rd : Fig. 18.

Lt | )|

: P oth. r' E:mpﬁund
and.

in the oth, the upper of the two notes is the discord; in
the compound 2nd, the Jower note is the discord.

43. Sometimes, the perfect 11th and major and minor
13th are considered as intervals on their own account, but
more often they are regarded as compound 4ths and 6ths:

Fig. 19.
'z — | S—— — J&l_j!

e

= = =
Perfect x1th.  Major 13th. Minor 13th.
(Compound 4th.) (Compound 6ths.)

With the exceptions just named, compound intervals are
generally considered as simple, although they may include
an 8ve (or several 8ves) in their compass. Thus, any E or
G would be considered as a 3rd or as a 5th above C, no
matter how wide the distance might be between the C and
the E or G above it.

CHAPTER IIIL

TRIADS, AND TERMS USED IN HARMONY IN
CONNECTION THEREWITH.,

44. A Ohord is the sounding together of several tones
belonging to one particular (major, minor, or chromatic)
scale. A chord may consist of two, three, four, five, or more
tones sounded together.

45. The lowest tone of cvery chord is always called its
Bass, or Bass-note.
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46. The upper tones are called the imlervals of the
chord.

The intervals of a chord are all reckoned from the
Bass upwards, so:—
Fig. 20.

174

~a»-

- € e =

Bass. 3rd. sth. 8ve. Chord.

47. Chords may be either consonant or dissonant. A
Consonant chord cannot contain more than three tones
bearing different alphabetical names. Its upper tones are
both consonant with the Bass, and with each other. A
Dissonant chord contains either (&) more than three notes
bearing different alphabetical names, or (4) some upper tone
which is dissonant with the Bass, or with a companion
upper tone.

48. A Triad is a chord which consists of three notes
bearing different alphabetical names. It may have any note
of the scale for its Bass. Its intervals are the 3rd and §th
of the Bass, according to the scale :—

Fig. 21.
Z'riads of the Major Scale.

Triads of the Minor Scale.

49. The Bass-note of a Triad is also called its Root.
The Root is the fundamental tone which gives its name to
the Triad of which it forms the Bass. Upon the Root the
triad is dwilt, as it were, by adding 3rds one above the other,
so that the upper note of the lower 3rd is the lower note of
the upper 3rd :—

Fig. 22.
==

SN——

Root. Lower grd. Upper 3rd. Triad.
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In his First Hxercises on Triads, the student should :—

(i.) write a clef (Treble, Alto, Tenor, or Bass) and add
z key-signature ; then,

(ii.) take any note of the major or /armonic minor scale,
and write a triad ebove it ; and lastly,

(iii.) write a triad éelow any degree of the major or har-
monic minor scales, using that degree as the s5th from the
root. In doing this, he should remember that the leading-
note of the minor scale always requires an accidental. If
the root be on a /ine of the staff, the two upper notes will
be on successive lines above. If the root be in a space, the
two upper notes will be in the two successive spaces above.

50. Very often the root appears as one of the upper intervals
ot a triad, as well as being the Bass-note. The root when it
thus appears twice in the same triad is said to be doubled.
The root is generally the best note to double.

Fig. 23.

5. A Triad, according to the character of its intervals, is
either Consonant or Dissonant.

52. A Consonant Triad is one which has a perfect sth,
and either a major or a minor 3rd. A consonant triad is
free and independent in its progression to the next
chord. ‘“Common Chord” is another name for a consonant
triad. Every common chord is a triad; but only consonant
triads are called “common chords.”

53. A common chord is major or minor according as
its 3rd is major or minor :—

Fig. 24.
)’ AIL i |

Y, (=]
Major Triad or Minor Triad or
Common Chord. Common Chord.

The qualifying name of the 3rd give. its name to the
common chord.
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54. A Dissonant Triad is one whick has a dissonant
sth, 7., an augmented or a diminished 5th.

The qualifying name of the 5th gives its name to the
dissonant triad.
Fig. 2s.

—f)
G=—m—t—|
A“g' A Diminished
Triad. Triad.

55. An Augmented Triad is the result of a major
triad having its perfect sth ra/sed a chromatic semitone. It
consists of two major 3rds, one above the other.

56. A Diminished Triad is the result of a minor triad
having its perfect sth lowered a chromatic semitone. It con-
sists of two minor 3rds, one above the other.

57. A Dissonant Triad is restricted and dependent
in its progression to the next chord. It requires what is
called resolution.

58. Resolution is the passing from a dissonant chord
to a consonant one, in such a way as to satisfy the ear.
Dissonance produces a mental effect of restless activity ;
consonance conveys the idea of 7esz. Resolution is the
passing from an effect of activity to one of rest.

59. The sth in an awgmented triad is *“resolved” either (a)
by passing upwards to a note in the next chord, or (¢) by
remaining stationary :(—

Fig. 26.

60. The 5th in a diminished triad is “resolved” either (a)
by passing dezonwards to a note in the next chord, or () by
remaining stationary :- -

Fig. 27.

a2 it
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61. Different positions of a triad.—It is unnecessary
for either the 5th or the doubled root always to be heard as
the highest note. As any one of the three different tones of
a triad may be placed in the top or Treble part, three different
positions of the chord are available. They are here given :—
(a) With the 8ve at the top; (4) with the 3rd at the top
(¢) with the s5th at the top.

Fig. 28.
(a) G (¢)

i
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It will be seen from Fig. 28, that in triads the 3rd is not always next
to the Bass, nor is the sth always above the 3rd.

62. The next best tone to double in a Major
Common Chord.—Sometimes in the course of an Exercise,
it is, for various reasons, inconvenient or even impossible to
double the root of a major common chord. In such a case,
the 5th of the root is the best tone to double—see Fig. 29 (a)—
but where this alsc is impracticable, the 3rd may be doubled.
Frequently, too, it becomes necessary to omit the 5th in a
common chord ; in which case the root is doubled twice, bt
the 3rd must never be omilted—see Fig. 29 (4).

Fig. 29.
Common Chord, with sth dcubled. Common Chord, with sth omitted.

. 1 = 1
1. n
3 = i F—=—1 i
- 1 i) 5 S — 4
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The root is the best tone to double, because the 8ve conveys to the
ear notions of #dentity and siremgth. The interval of the §th has a
hollow, empty sound, which conveys to the ear the idea of separation.
Each of the tones which form a gth can be heard separately when they
are sounded together; they do not blend as completely as the two tones
which form an 8ve. Hence, a common chord does not sound so well,
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when the sth is doubled instead of the root. The 5rd cannot be omitted
with good effect, because it conveys to the ear an idea of u»ify; it binds
the root and sth together, and gualifies the triad, cither as major or
minor. Being such an important interval, tke muajor 3rd cannot, as a
yule, be doubled with good effect—it becomes too prominent.

63. The 3rd in minor and dissonant triads can often be
doubled with even better effect than the root.

64. The Leading-note, whether as the 3rd or as the sth
of a triad, must naver be doubled.

65. In pianoforte music, chords are said to be written in
Close harmony when the three upper tones are placed
close together, so as to be played by the right hand, while
the left hand plays the Bass only, as in Fig. 30:

Fig. 30. Close Harmony.
() BEETHOVEN : Sonata, Op. 26.

_x..} I
2= 5 653,
@:m—;--g_u efpg-:““

66. Chords are said to be written in Extended harmony
when all the tones lie at nearly equal distances apart. It
there 7ust be a wide interval between any two tones, it should
come between the Bass and the tone uext above the Bass, as
in Fig. 31 :—

Fig. 31. Hxtended Harmony.
BRKTHOVEN : Samzia. ()p 27, No. 2.
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ln three parts In four parls

Exercises intended to be sung by voices have to be written
in extended harmony, in order to bring the parts within easy
compass for the four voices of a choir. See § 14.
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67. Chords are said to be written in Full harmony when
as many tones as possible are assigned to each hand of the
pianoforte player :—

Fig. 32. Full Harmony.
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When chords are written in full barmony, if the Bass be
rather low, the tone next above is usually not closer to the
Bass than a perfect sth.

68. Arpeggios.—A chord may be performed in two ways
without losing its identity :—

(i.) Harmonically, i.e., by sounding its intervals Zogether, at
the same instant, in a werfica/ manner, as in Fig. 33 (a).

(ii.) Melodically, i.e., by soundine its intervals separalely,
one after another, in a Aorizontal manner, as in Fig. 33 (6).

Fig. 33.
o (a) |
(EEE==
£

J. S. BAcRH: First Prelude.
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A chord sounded melodically s said to be broken, or in
arpeggio.

Arpeggio Chords are largely used for purposes of accom-
paniment, in all cases where sustained part-writing would
produce an effect of heaviness or stiffness. They are also
commonly found in music written exclusively for the pianoforte
or harp—stringed instruments which lack sustaining power
m a greater or less degree. See Chapter XIII. for further
instruction on the analysis of Arpeggios in pianoforte music.

69. When a part moves to another interval of the same
cbord, that interval is called a Bye-tone. Very frequently
(as in Fig. 34) one or more of the upper parts may move in
this way from one interval to another of the same chord,
while the Bass (and perhaps one or more of the other parts
also) may remain stationary.

Fig. 35. .
SCHUBKERT : Sonata, Op. 147.
'.—-—\"ﬂ —B

Rk Si=r ,-——g.—'-rr-ﬁz.q,. =5
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L

In Figs. 34 and 35 the capital letier B indicates the use of a hve.
fone.

Bye-tones may be classed as a partial application of the
principle of arpeggio. They cannot be used in the Bass,
because there they would entirely change the name and
nature ot the chord. See § 135, page 54. They are desirable
and e¢ffeciive when motion is needed in the upper parts,
without bringing any foreign or discordant element into the
prevailing harmony.
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7o. Figured Bass is a means of denoting the various
chords used in Harmony by the use of figures, accidentals, and
other signs, which will be explained later on. These are
marked over or under the Bass part. Thus, a figured Bass
consisting of single notes :—

O M— 4 ‘“p"—ﬂ-l ’1——\—13
@z;——-—‘—'-*#—:—cfbd =T
6 6 ——— 6 § 6 . e 6

may be used to denote the following harmonies :—

The terms Thorough Bass and Basso Continuo both
mean the same as Figured Bass. The 7korough Bass is
the Bass which is continued through the composition, always
meaning the lowest tones of the chords, quite irrespective of
pitch. Thus, if the Bass voice leaves off singing, as in bar 3
of Fig. 36 (¢), the Tenor part becomes the real Bass. When
both Tenor and Bass voices are silent, the Alto is the real
Bass, as in Fig. 36 (4), last two bars.

In Figured Bass exercises we do not indicate a triad by
figures unless :—

(i.) The 3rd or sth (or both) should require an accidental.
When this applies to the 3rd, #e accidental (8, x, b, b)), or t])
is wrillen without the figure 3, as in Fig. 37 (a); or,

(ii.) The triad is used affer a different chord upon the same
Bass-note as ¢ 5, or 6 5, as in Fig. 37 (4), (¢).

Fig. 37.
(z) ) ()
Sl e =z
i T
2 = 2
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|} i [ ] ° l" y




29 Adv. Inter.

71. Tasto Solo (or T.S.) is in figured Basses written over
or under those portions of the Bass which are intended to be
played without the accompaniment of chords :—

Fig. 38.
BBEETHOVEN : Snnata in Ab, Op. 26.

[ ’? u—ﬂsmmé%—bm":ﬁ%
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CHAPTER 1V.

THE TONAL RELATIONSHIP OF TRIADS IN THE MAJOR,
MINOR, AND CHROMATIC SCALES.

72. If we take the progressive degrees of any major scale,
and add above each degree the intervals of a 3rd and s5th
according to the scale, we obtain :—

(i.) On the L, IV, and V. degrees, Major Common Chords.
These are known as the Three Primary Triads.

(ii.) On the 1I., IIl, and VI. degrees, Minor Common
Chords. 'These are known as the Three Secondary
Triads.

(iii.) On the VII. degree a Diminished Triud. This is the
Single Dissonant Triad connected with the major scale

Fig. 39.
__9 —— e —
=
i, fi. 1v. vi. m‘
P. s s. P, P. s Jisat.

N.B.— What is stated here and elsewhere with respect to the Key of C
imajor and miner), must be relatively applied to every other major and
minor key.

73. For purposes of analysis, a /arge initial letter
(as C:) placed below the clef indicates that the chords belong
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to the major key indicatea by that letter. A small ietter
(as c:) signifies a minor key. The Roman numerals denote
the chords built upon the corresponding degrees of the scale.
A Jarge numeral denotes a major triad, a sma// numeral
denotes a minor triad. 0 added to a small numeral denotes
a diminished triad, as vii®; / added to a large numeral
denotes an augmented triad, as III'. In order to facilitate
their recognition in this chapter, major triads are written
as semibreves, minor triads as minims, dissonant triads as
crotchets.

74. The Primary Triads are often met with (especially
at the end of a piece of music) in the following order :—IV.,
V., L. (for minor keys—iv., V., i.).

Fig. 4»

MAJjoR. - M"‘°R-

L 1v. V. I Fzgurmg -
Chord indications: c: iv. V. i.

Sometimes these chords are not so clearly defined as they
are in Fig. 40; but they are nevertheless implied by the two
‘“parts” actually written and played in Fig. 41 :—

d Fig. 41.
CLEMENTI : Monatina, Op. 36, \o. 1.

@
}
‘%
™

C:1v.

It will be observed that by using the three Primary Triads in this order,
all the degrees of the major scale are brought together into close contas!.
A piece or movement ending with these three chords amus¢/ belong to the
particular key which is thus defined, and to no other, since chord IV.
fixes the key-limit on the fa/ side, and chord V. fixes the key-limit on
the skarp side.

75. The three Primary Triads can be thus shown to be
telated to one another: the highest note of IV. is the lowest
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wote of I., and, similarly, the highest note of I. is the lowest
note of V. :—

Here is “a triad of triads” :—

Chord IV. is the tonic chord of the sub-dominant key—
the next key on the jZu/ side—chord I. being a passive dom-
inant to chord IV.

Chord V. is not only the tonic chord of the dominant
key—the pext key on the skarp side—but is also the active
dominant to chord I.

The three Primary Triads —I., IV., V.--being major
common chords, define their key by establishing its muajor
character, and are therefore of primary importance.

76. The three Secondary Triads --ii., iii., vi.—although
minor common chords, are closely related to the three
Primary Triads, and to one another. The roots of the
Secondary Triads lie a minor third below those of the
Primary Triads. In this way Primary and Secondary Triads
have the connection commonly known as relative major
and minor. Thus :—

ii. is the relative minor triad of 1V,

Vi. ” ” ” ” l-
L. ” ” » ” V.
Fig. 43
@: e — — = mu
———— f—= P — Y
[y ==z
C: 1V, ii. I vi. V. iil.

Each secondary triad has two notes in common witk
the primary triad with which it is thus relatively connected.
It can therefore be often used as a substitute for tha

primary triad. ¢
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Secondary triads are also connected with primary tnaas
m a rcgular successive order, inasmuch as the highest note
of chord V is the lowest note of chord ii.:—

vii®

vi. ii.

Dissonant

Secondary
Triad.

Primary scond
Tiads.

Triads.

Like the primary triads, the secondary triads are “a triad
of triads.”

77. The secondary triads being minor common chords,
contradict and oppose the prevalent major character of the
key, of which they are heard and appreciated as subservient,
secondary, and contrasted elements. The secondary triads
do not disturb the wajor character of the key when they are
judiciously mixed with primary triads. On the contrary, when
so used, they impart a pleasing variety of delicate tonal
shading to the harmonies of the major key.

78. The highest note of the secondary triad, iii., is the
lowest note of the dissonant triad, vii®. This triad, vii®,
like all other dissonant tnads, is very rarely used, its
effect being so harsh and unpleasant. The highest note of
the dissonant triad, vii", being the lowest note of the primary
triad, IV., completes the circle of triads in a major key.

79. In the minor key the relationship of the triads may
be thus shown :-

i® VL 1r e
Thre~ Primary Triads. One Secondary Triad (V1.)
Taree Dissonant Triids.

Of e three primary triads in the minor key, one
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th» dominant triad, V.—is, as a rule, always major. lis 3rd,
which is the leading-note of the scale, must therefore have an
accidental (§, %, or x) prefixed to it. The other two—1. and
.v.—--are minor triads.

8o. There is only one =econdary triad in the wminor
key--the sub-mediant, VI.—which is major.

There are three Dissonant triads in the minor key.
viz., the supertonic, i ; the mediant, I11’; and the leading-
note, vii®. Of these, I1I' is an awugmented triad ; the other
two, ii¥ and vii", are diminished triads.

81. On account of their harshness, these three dissonant
triads in the minor key are sometimes made consonant
by one or more of their notes being chromatically
altered :—

Fig. 46.

Dissonant  Altered into Consonant Dissonant  Altered inte Con-
Triads. T

T'riad.

Dissonant Altered into Con-
Triad. ~onant Triads.
ipe= g

- T
vii® bVIIL b vii.

For purposes of analyvsis, a b, pp (or Y, in sharp
keys), placed before a numeral means that the scale-degree so
indicated is lowered a chromatic semilone ; similarly, a 2, x,
(or %, in flat keys), placed before a numeral shows that a
scale;degree is raised a chromalic semitone.

82. The dominant chord, V., of a minor key (except
when it is used immediately before the tonic chord 1.) is
sometimes chromatically altered into a minor triad :—

Fig. 47.
e |
v V. v.

33. Chromatic alteration of triads is not confinea
the minor key only. The three primary triads of the major
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key may be chromatically altered into minor oncs, the three
secondary triads may be similarly converted into major ones;
and the dissonant triad, vii’, may undergo the considerable
chromatic alteration shown in Fiy. 48.

Fig 43 3. Sra.. ...l .

e
T 0
v. I

C: iv. i I VL IILL wvii® bVIL bwil wvii. VIL

This process of alteration gives a major and a minor
triad upon every note of the chromatic scale :—

Fig. 49. Chromatic triads in the Key of C.

[ _a__ P ——

@—?g;«,’g:’"gﬁi g_égz'é:’é‘ T 3%

i.  plL Hii. i, 1L pIIL. piii.  dii.  ITL IV, iv.

@ W%g,ag—ﬁ%gn-;@:%i@i”" f

siv. pIV. V. v. bpVIL b\x vi. . bVIL pvii. vii. VIL

84. Bnharmonic alteration of chromatic triads is also
possible, For instance, b II. may be written with the enhar-
monic notation of a raised fonic ; Z1V. may be similarly treated
as a lowered dominant, and pV1. as a raised dominant : —

Fig. so.

@49? -—-a!@ ﬁ%ﬁ H

8s5. This Iong list of chromatlc triads is necessary for
analytical purposes, since all the chords shown above are to be
occasionally met with in modern compositions. It is always
mstructive to find out the diatonic origin of any chromatic
triad which may present itself. This is done by discovering
which primary, secondary, or dissonant triad has been altered,
by tne mere addition of “accidentals,” into the given chromatic
triaa.

Strictly speaking, a key includes oniy seven different
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toies, viz.. the seven alphabetical Jdegrees of the diatonic
scale (major or minor), which begins upon its tonic.

86. A key is defilned or established by the use of its
primary triads ; it is opposed, contradicted, and shaded by
the use of its secondary triads; it is coloured, contrasted, and
varied by the sparing use of its chromatic triads and their
snharmonic equivalents.

87. The chromatic triads which are most often
used are those which have been altered by accidentals from
dissonant and secoundary triads.

88. Chromatic triads do not unduly disturb the key when
they are judiciously mixed with diatonic tnads.

80. The student will find duriny the course of his analytiral
exercises that tonic harmony (in some shape or other) is
used shortly defore the introduction of a chromatic triad, and
that dominant harmony (in some shape or other) is used
immediately a/fer it—unless the chromatic triad is introduced
as a means o! leaving the original key by modulation.

go. Notes best doubled in triads generally :—

In all pnimary triads, double the root.

In all secondary triads, double the 3rd of the root;
because this is one of the three chief scale-tones, viz.,
tonic, dominant, or sub-dominant.

in all diminished triads, double the 3rd of the root.

In all augmented triads, double the 3rd of the root.

In all chromatic triads, double either the tonic, dominant,
or sub-dominant degrees of ihe scale, if one of these
thrce chief scale-tones should happen to be in the chord.
In the absence of all three chief tones, double the root
of the chord.

CHAPTER V.

THE THREE DIMENSIONS OF MUSIC—PART-WRITING—AND
TERMS, ETc.,, USED IN HARMONY IN CONNECTION
THEREWITH,

91. Music is written, heard, and appreciated in three dif-
ferent ways, which are sometimes called the three dimer.
sions of musiec —
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u.) Horizonval or successive.—A succession oi singie
sounds—read horizontally from left to right— is called melody.
Music which consists of melody onlv, as Fig. 51, 1s said to be
ene-imenstonal in character.

Fig. sr.

BEETHOVEN : Presto—Somata in F, Op. 10, No. 2.

Many other examples of *‘wne-dituensional " passages might be quoled
from Beethoven's Sonatas. See, for example, Sonata 18 (First moveent),
bars 353 and 56, and 177 tu 182; Soxata 2r (Rondo), bars 23 to 30,
Sonata 23 (First movement), bars 45 to 3o, etc.

(ii.) Complex or interwoven.--Music like Fig. 52, which
consists of two or more ditferent and snterivoven melidies,
each possessing a separate and individual horizontal interest
of its own (apart from the general or emsemble effect), is
called Counterpoint or Polyphony. Such music is twe-
dimensional in character. ‘T'he process of interweaviny melo-
dies 15 called Part-writing.

Fig. 52.
J. S. BACH : fugue in By, Book /., No. a1,

| - 4’5_;4."'\\._" g

Z%‘i‘i:. s Q&’l_f"{‘_
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J. S. Bach's /nrentions in two and three parts, supply magumiticen:

1

cxamples of ‘' two-dimensionai” music,

(iii.) Perpendicular or simultanecus.—This is called
Harmony, which, in its narrowest sense, is the agreecable
combination of single tones, read perpendicularly, from the
bottom of the score to the top. In its widest sense it may
be described as a well-ordered succession of agreeable tone-
combinations, read from left to right. Music in which the
interest largely depends upon emseméic effect, and which
consists of several parts pot all of equal melodic interest-—so
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thai all the tones sounding at the same instant at any given
“beat” form an agreeable combination, if read perpendicu-
larly—is three-dimensional in character .—

Fig. 53.

BEETHOVEN : .b.mam Lathetigue, (p 13.
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Comparing (a) with (4) it will be seen at once that the middle (semi-
quaver) part of (a) is really a horizontal or arpeggio presentation of the
Alto and Tenor parts of (4). These inner parts bave bttle or no melouic
interest of their own, but serve merely as an accompanimen? 1o the prin-
cipal (Treble) melody and its Bass.

92. A Musical Sentence or Period usually consists ot
eight bars, as Fig. 54.

93. A Phrase is half a sentence (four bars).

4. The first phrase of a sentence is called the Fore-
phrase.

The second phrase of a sentence is called the After.
phrase.

95. A Section (two bars) is half a phrase, or the quarte:
of a sentence or period. )

Fig. 54.
A musical sentence (eight bars'.
C. GURLITT: Megnon, Op. 189, No. 3.

FORE-PHRASKE (fout bars). ‘

Py mn
™ S-cnon | [ and bacuon n o {
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Fig. 54 (contrnred).

AFTER-PHRASE (four bars). ]
— -
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| 3rd Section. | | eth Section.

Here, with the excepuon of the last note, the melody of the After-
phrase is identical with the Fore-phrase. This is exceptional. In the
great majority of cascs, the two phrases bave not the saine meclody.

96. Melodic prog:ession == The proceeding of a * part”
or melody fromn one tone to the next.

97. Step = The melodic progression from one tone to
another next to it in the scale or key.

98 Skip or Leap == The melodic progression by any
interval greater than a major 2nd. An augmented 2nd is
regarded more as a s&p than as a step.

99. Harsh melodic intervals.—Any melodic skip or
feap which is a discord, if the 1wo notes are sounded together.

100. Augmented intervals being not easy to sing should
gencrally be avoided, except in music of a dramatic character
intended to depict violent emotion. A diminished interval
may be used, if the melody returns to a note within the skip
or leap:— = _— p—

S 3 [P g} &
G——,7 == 3§3’; u
v v}v — R wiyuse et goiiounsl

1o1. A Part, being a mere melody, is read Aorizontally,
from left to right, as a line of words is read from the page
of an ordinary book.

A Chord, being a combination of sounds, is read pesfen-
dicularly, from bottom to top, as a column of figures is read
from the page of an account hook, when the total amount
has to be calculated.

102. Harmony, then, must be regarded from a three-fold
aspect :—

(i.) As the art of accompanying a given Melody.

(ii.) As the art of Part-writing.

(iii.) As the art of Chord-making.

The two operations of Part-writing and Chord-making are
inseparable. No three or four parts can be sung or played
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together without producing a succession ot chords ; and, 2ce
versd, no two chords can be struck successively without caus-
ing three or four distinct and different motions of parts.

103. Motions of paits. -- ’arts may move (i.) in the same
direction ; (ii.} in the opposite direction ; and (iii.) one or more
parts may remain stationary whilst the others move. (i.) is
called similar motion ; (ii.; contrary motion ; (iii.) oblique
motion. Fi

8- 55-
Exireme parts only BEETHOVEN : Symphony in D, No. 2.
oBLIQUL. ”_,‘":E-; oBLiQuE. “mlilt | CBLiQUE.
. il

.‘ -
' CONTRARY.

The next example will show how all three motions can be
combined in one short passage :—

Fig 56,
%g;f

}'rom the same movement.
S S F s SR e
T
|
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&:.f'___. - Pl = s ___" CONTRARY,

OBLIQUE.
o

Of these three different methods of moving parts, simila:
motion is obviously the least interesting, and should therefore
be combined with either contrary or oblique motion, or both.
A judicious use of all three motions is generally to be found
in the best music.

104. Sometimes an exiire phrase is played (or sung) by two
or more parts in the same or in a different pitch, for the
purpose of gaining an intended and devised prominence for
that phrase. This is called doubling a part, or playing
(or singing) in unison.

Fig. 57.
SCHUBERT : Sonata in A minvr, Op. 143.
—— o
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A phrase so doubled in the octave or unison is only one-
dimensional.

Such decided prominence given to any one phrase will be
unnecessary and undesirable in an exercise wrilten jor an
examination, because candidates are expected to write the
simple chord-progressions required of them in so many daz/-
Jerent parts (generally four). It is only permissible to double
in 8ves two parts which make no claim to melodic difference,
and are only owe-dimensional/ in character, as in Ilig. 57.
When two parts move in 8ves together, the cffect is to make
those two parts undistinguishable from one another.

105. The ear feels that an wndue prominence is temporarily
given to the melody ot any one part, when, in only fwo
successive chords (and not in an entire phrase), another part
moves in octaves or in unison with it. When this is the
case, the harmony for the moment loses one of its distinct
and difierent parts, and becomes impoverished in its general
effect.  To avoid this defect in part-writing, the following rule
has been laid down :—

No two parts may proceed in octaves, or in
unison with sach other. See Fig. 58 (a), (4).

Fig. 58.

Consecutive Cctaves.
bad.

Consecutive Unisons.
Bad.

(
2

106. Octaves are not conse.utive when they occur between
different parts, as in Fig. 59, where, for examnple, they come
between Treble and Alto, Treble and Bass:—

Fig. 59.
Octaves between ditferent parts.
3L -4 i) Il —
P s > ol ‘}L i

Gooll. Good.
Octaves are also not consecutive when Zfwo parts repeat
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the same octave, as 1 Fig. 60, f.e., when they do not alter
their pitch by proceeding to the other notes of the scale.
Fig. 60.
Repeated Octaves.

Consecutive octaves iose somewhat of their bad effect when
they are tuken by conirary motion, as in Fig. 61 (a), or when
an octave proceeds to a unison, as in Fig. 61 (4), but an
undue prominence is still felt to be given to the melody of
the two parts so proceeding ; and the examination candidate
is advised no/ to indulge in such progressions.

Fig. 61.

Octaves by contrary motion. Progression of octave to unison.
s

3 | ¢ S [ QU asm :.___._____:ﬂ

Undesirable. Undesisuoie.

107. No two parts may proceed together in per-
fect S5ths either in similar or by contra'y motion.
See Fig. 02 (a), (4), ().

Fig. 62

Between uner parts.

HBetween extreme parts.

5 5
= @ "‘_:EH
=g '_%':?’ﬂ e
L Bad;-’
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108. Fifths are not consecutive when they occur between
different parts, as in Fig. 63, between Bass and Alto, Bass
and Tenor :(—

Fig. 63.
Between different parts.

—H il I
=R

-
2. T
@;—“—. ™ iy s =~ o
] 1 m )

1

2 o é\a', < o
R e e e e |

- ) | efu—

Good.
Fifths are also not consecutive when rwo parts repeat the

same fifth, as in Fig. 64, i.e.,, when they do not alter their
pitch by proceeding to other notes of the scale.

Fig. 64.
Good repeated sths,

109. No melodic passage, however familiar, can be toleratead
if it is doubled a fifth higher or lower :—

: Fig. 65. God save the Ring,
Doubled a sth lower. Doubled a sth higher.
}?: T 13 S x =R : -. -' __" - _\ ,
—s—e—w g —@e—w || oo —ai i, = _n
X .r r |. - . -: I. i ! L i v
i

The effect of consecutive perfect 5ths upon the ear (as in
Fig. 65) is insufferably 4ard. They cause the ear to lose its
sense of harmonic wnify. The perfect fifth has a strongly
definite effect—harmonically separate, and melodically inactive.
Consecutive perfect 5ths draw undue attention to the melodies
they carry, and produce a confused sense of tonality; thev
sound as if two parts were simultaneously producing the same
melody in different keys.

110. A perfect sth may be followed by a diminished or
imperfect 5th {or wice wersa) between the same two parts, as
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m Fig. 66. These are called unequal consecutive 5ths,
and are allowed when the Bass is not one of the parts.

Fig. 60.
J. B. CravEx : Pianoforte .Stmly, No. 23.
dim. §
(a) dms_, (¢) - Q'—_:f‘

- 3 =
s 2 8 |l e louegsloas

r11. Exposed 8ves and 5ths occur when these inter-
vals arve exposed to undue prominence by being approached
by sirnilar motion between two parts :—
Fig. 67.
Exposed 8ve. Exposed sth.
e B
In this wa», even a single 8ve or s5th has a tendency to
obliterate the individuality of part progressions. The ear may
be said to be puzzled in its attempt to distinguish distinctly
separate movements when two parts approach an 8ve or sth
by similar motion, with a skip in the upper part, or in both
of the parts. But when the upper part moves by a s/¢p, and
the lower part moves by a sk, the indiv.duality of the parts
may be more clearly perceived by the ear. Fig. 68.

Fig. 68.
Qtep Step.
— =
-
e
.’Jsh o. Skip.

In some books, Exposed 8ves and s5ths are called Hidden
Sves and 5ths.

112. It is always bad for two parts to approach a unison
by similar motion. When this happens, the ear is more
puzzled than ever; since one of the parts seems to disappea:
altogether when the vnison is reached.

Fig 69.

dos==y
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But when a unison is approached by contiary morion, e
ear is able to distinguish the separate motion of each of the
twn parts :—

113. False relation is the termn applied to the bad effect
which is experienced, when, in two successive chords a note
appears in two different parts at a different pitch, 7., § in
one of the parts, and 3 or b in the other part:

Fig. 71.

G e
o 1 T Tt

|

But this is bad only when the accidentally changed note
belongs 10 a different key to that in which the unchanged
note was used. The ear is then deceived and confused by
two parts apparently proceeding in different keys at the
same time.

114. There is no bad effect from False relation:—

(@) When the key is not changed. Fig. 72 (a).

(4) When the chromatic alteration of a note occurs in
two different parts between the end of one phrase and the
beginning of another. Fig. 72 (4).

Fig. 72.
REETHOVEN : Somata, Op. 31, No. 1.
N t

MENDELSSOHN : [ariations Serieuses.
- T —

[ ——
& =1k S =
~ T e~
e e
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(¢) When one of the two notes is doubled, so as to enable
one of the parts to have the same note in both its originai
and altered pitch. Fig. 73.

Fig. 73.

BERTHOVEN 1 Sonusa, Up. 14, No. 2.

(d) When the second of the two notes is an appoggiatura.

Fle. 74 Fig. 74
182, 74.
WAGNER: Tannhauser.

" v
) 4 o § T .___
==~

—

—

CHAPTER VL
CADENCES FORMED BY TRIADS IN ROOT-POSITION,

115. In Chapters IIl. and IV. we have studied harmony
from its perpendicular aspect alone, viz,, the building up of
chords from the Bass by the simple process of adding notes
one abhove the other.

We have now to give some attention to the horizontal
aspect of harmony. This involves :—

(i.) The progression of one chord to another; and

(ii.) the proper horizontal movement of each of the four
parts or voices which make up the chords.

The simplest form of horizontal harmonic progression is
that known as a Cadence.

116. The term Cadence signifies a Close or Ending.
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Cadences are the musical equivalen:s of stops in ordinary
literary composition ; they are resting-places to mark the
ends of the sections or phrases of a musical sentence :—-

Fig. 75.
Fore-phrase. OLD SONG . Oh, my love's lske the red, red rose.

iialy Cadence,
Chords L. to V
After-phrase.

, — o pe—

- - &

—
Fuli Cadence.
Chotds V. 1w 1.

The stuaent is advised to play Fig. 75, supplying (with
the left hand) the chords indicaled for the Half and [ull
Cadences.

117. A cadence consists of two distinct chords, the
second of which is usually more strongly accented than the
first.

118. The following is a list of cadences in major and
minor keys, which can be formed by triads in root-position,
t.e., with their roots in the Bass:—

(i.) Perfect Cadence, or Full Close: V.to L.: o V. to 1.

(ii.) Plagal Cadence: IV.to L: or iv. to i
(i1i.) Imperfect Cadence, or Half Cloze: [.to V.: ori. to V.

(iv.) Mixed Cadence: 1V.to V.: o7 iv. to V.

(v.) Interrupted Cadence: V.10 vi.: or V. te VL

119. The Perfect Cadence (sometimes called Authentic)
consists of the dominant chord, V., followed by that of the
tonic, ., or i. The use of the perfect cadence is reserved for
the end of a complete 1aea or sentence.

Fig 76. Perfect Cadence.




47 Adv. inter.

120. Things to be remembered when writing a
Perfect Cadence.

(i.) Perpendiculur conditions .-~

(1) In the minor key the leading-note requires an accidental.

(2) Chord I. has a more conclusive effect when the key-note
is in the Treble, as in Fig. 76.

(3) For the sake of variety, and when a not too conclusive
effect is required, the perfect cadence may sometimes

end with the 5th or 3rd of chord I. in the Trebie, as
in Fig. 77 :—

Il

l'xt,

Figuring : 1
Chord tndications: ¢: V.

'4) In the minor key, chord . is frequently to be heard

with a major 3rd (instead of a minor 3rd). This is
called Tierce de Picardie.

K2
=y I :: . RS-
i‘i‘fafr—':iz-f:—: E=== S
Figuring : 2 [/ M
Chord indications: ¢t V. l. V. I v 1.

(5) When the Bass of either chord is iower than €

~

do not write the 3rd of the chord in the Tenor part
It will be uncomfortably low for the Tenor voice, and

will be also too close to the Bass to have 4 ples-ant
effect.

n
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(ii.) Horiszontal conditions .—

(1) The tonic chord, 1., must be more strongly accente: than
the deminant chord, V.

(2) The Bass falls or rises from V. to 1.

(3) One of the upper parts must always proceed from the
leading-note to the tonic.

4) Avoid consecutive octaves and fifths.

(5) Any note in one of the upper puarts which belongs to
both chords should not move ; it should be held on
(or repeated) in the same part in which it was first
sounded.

(6) If a note of chord V. cunnot be held on or repeated in
chord 1., it must move to that note in chord I. which
is nearest to it in the scale.

(7) The dominant chord may sometimes be written with
bye-tones in one or more of the upper parts :—

Fig 79

121. Sometimes, instead of doubling the root in one of the
upper parts of chord V., the dissonant interval of a minor 7th
from the Bass takes its place. The use of this discord turns
chord V., into what is called a dominant seventh (a chord
which will be explained in Chapter VIIL.). All that the
student need now remember is that if he uses a seventb
from the Bass in chord V., he must make that discord pro
ceed by a step downwards to the 3rd of the Bass in chord |
This is called resolving the discord.

Figuring: 7
Chos g rm{n‘ahfms C:v?t 1
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MOZART: Scnata in 3 flat.
(b) T~ -
prm—— L -

£ =" &

1
EZE==—=E= ==
C e e
Firurng: T 7T 7 =
CAsrd indications: Bp: 1. A VEovT o

In figured Bass the dominant 7th 1s always figured 7 in a major key

77 T . .
and 2» x+ Of 3 in a minor key.

122. For purposes of analysis, the chord ‘of the domi-
nant 7th is indicated thus :——V7,

123. The addition of the 7th to the dominant triad, V., may
be said to improve the perpendicular interest of the perfect
‘cadence ; the resolution of the 7th on the 3rd of the tonic
chord, 1., increases the Aorizonial interest of the cadence.

124. The Plagal Cadence consists of the sub-dominant
triad, 1V, followed by that of the tonic, I. It is very often
used as a final cadence, because it affords a convenient means
of prolonging the tonic nete in the Treble part. DBut it is also
frequently used in the middle portions of a musical sentence,
with various upper parts, as shown in Fig. 81 :—

Fig. 81. Plagal Cadence.
T e

- & - - & - - .

¥ajor. '\

MiNoR. { Tierce de
Piardic. & > o w & o s o =
o — — —
‘ ===
ﬁgﬂzng: o [} ] b b b
wiications s € iw. 1 iv. 1 v. L ™ L ™ i ot Ik
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125. Variations of the Plagal Cadence.—In the
major key, the 3rd of chord IV. is sometimes minor :—
Fig. 82.

Figuring :
Chord indications: C: iv. L

In the minor key, the 3rd of chord I. is most frequently
major, as in the various examples in Fig. 81. Somctimes,
however, when the key-note is the top part of boti chords,

the third of the final chord is minor :—

e el [l |
e
F =

!
o
5 e ——

L e
iv. i
Plagal Cadence.
In modern music, the Plagal Cadence has sometimes a
major 3rd in chord IV, and a minor 3rd in chord i.:—
Fig. 83.

Y e
(g"%::": p——
L
1v. i

. Figuring :
Chord indications: c @
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GrisG: Somg, “ Day Frit,” Op. 43, Na. 8.
) :

[

= ==
. Ll =
= = =
= =
) - - o - .
Chord imdications : C: 1v. i

Plagal Cadence.

126. When writing a Plagal Cadence, the same things
have to be remembered as with the perfect cadence, with
this difference: the Bass rises or falls from IV. to I., instead
of from V. to I. No accidentals are to be included in the
plagal cadence unless thev arc asked for in the Figured Bass.

127. The Impertect Cadence o1 Half Closa consists of
the tonic chord, I., followed by that of the dominant, V.,
without an added 7th. The imperfect cadence is generally
met with at the end of the first phrase of a musical sentence.
Its central position has gained for it the name of *“half
close.” The following are examples of the Imperfect Cadence
with varied upper parts :—

Fig. 84. Imperfect Cadence.

B

&=

(Y

Majonr. {

Minom. <
| |
- J T b | o = | — — e =
e ———— ‘E"J—“—“—_aj_:—.—ﬁ———q—— - ————_ﬂ
=Py = !,‘ = | —— ;—H '
Liguring ; g 1 - 2
Chord =\ .. & \ i V. i v. 1. v.

indications: |

128. When writing an Imperfect Cadence, in addition to
the previous instructions given in § 127. remember that the
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Rass falls or rises from 1. to V., and that in the nmunor
key, the 3rd of chord V., derny the leadiniy-note, must always
have an accidentai prefixed to it.

129. The Mixed Cadence is another form ot Half Close,
used in the middle of a musical sentence. It consists of
chord 1V., followed by chord V. The following are examples
of the Mixed Cadence, with dificrent upper parts :—

Fig. $5. Mixed Cadence.

Major. 4

MINOR. 4

g img o] L]
A PTE T N L A VL WA RN TR O

incications: |

130. Thiﬁgs to be remembered in writing a Mixed
Cadence.

(i.) Chords 1V. and V. are Disjunct triads ; that is, they
have no note in common—no counecting link. Every part
must move; NO part can scmain,

(ii.) Make @// the upper parts move in contrary motion
to the Bass, in order to avoid consecutive 8ves and sths.

(iti.) Do not allow the extremic parts to move together in
major thirds ;—
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(iv.) Every note of chord IV. should move to that note 0.
chord V. which is nearest to it in the scale.

(v.) The sub-dominant (when it is doubled in one of the
upper parts) may skip down (not #p) to the leading-note,
as in Fig. 87. This produces an interval of a diminished
sth. Ajfer such an interval has been used in a mixed
cadence, as in Fig. 87, the melody should, in the next phrase,
return to a note between the sub-dominant and leading-
note :--

Fig. 87.

s R P

é—‘a‘*———*’m ‘ Ee === —0arx2

- S S L bl | § L ) & L ) o - )
O

131. An Interrupted Cadence occurs when a passage
has led the ear to expect a perfect cadence, and instead of
this the dominant chord is followed by some chord other
than that of the Tomc, I. The most common form of inter-
rupted cadence consists of the dominant triad, V., or domi-
nant seventh, V7, followed by the secondary triad of the
sub mediant, vi.

Fig. 88. Interrupted Cadence

Major.

(S22

Figuring :
« 4ord indications: C: V. vi. \A n

Fivarine - 7
TyMving ) "
Chwd inidications: c: V7 VI V. V1.

132. Things to be remembered in writing an Io
terrupted Cadence.

(1.) Chords V. and vi. {(or VI) are disjunct triads.
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(i) All the upper parts excep? one must move in contrary
motion to the Bass. The single exception is the leading-note
in chord V., which in whatever part it occurs must proceed
to the tonic : this leading-note requires an accadental to be
prefixed to it when used in a minor key.

(iii.) Chord vi. (or V1) has its 3rd doubled, and the 8ve to
the root is consequently omitted.

(iv.) If the 7th be added to the dominant chord, it must
be resolved by going down to the s5th of chord vi. or VI

133. Other Cadences not entirely consisting of direct
chords will be found described elsewhere in this book. ‘They
are .—

Fhrygian Cadence. See § 150

Pathetic Cadence. See § 1c2.

CHAPTER VIL
INVERSIONS OF TRIADS.

134. A chord is said to be fundamental or direct when
its root is in the Bass.

155. A chord is said to be inverted when any one of its
notes other than the root is in the Iass.

136. EVvery fundamental chord can have as many inversions
as the number of notes it possesses in addition to its root.

137. A triad, having two notes other than its root, can have
two inversions :- -
Fig. 8q.
Direct Triad: Its First Inversion : Its Second Inversion:
stu of Root in Bass.

ig‘

Root in Bass.

&
C: laor L vé Ie

138. Any one of tne thice notes of a triad may appear as
the 70p part of cither of the two inversions.

159. How triads sound when inverted.

Although a triad and its two inversions are composed of
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the wvery same notes (see Fig. 8g), the three chords thus tormed
bave certain peculiarities of effect.

A Direct Triad has a strong, restful, conclusive effect upon
the ear, and is morever independent of what may come
after it.

A First Inversion has a less strong, but still a firm effect.
It is neither restful nor conclusive, and is rather dependent
upon what may come after it.

A Second Inversion has a wealk, restless, inconclusive effect,
and is decidedly dependent upon what may precede and
follow it.

110. How inversions are indicated in analysis.—A
Roman numeral, with zo small letter used after 1t, implies
that the chord denoted by that numeral is wninverted, its
root being in the Bass: the small letter 4, used after the
numeral, means that the chord 1s in its #irs¢ /nversion, with
the 3rd of the root in the Bass: the small letter ¢, similarly
used, mcans that the chord is in its Second Inversion, with
the 5th of the root in the Bass.

Sometimes a direct triad is indicated by a Roman numeral
with a small letter « after it, as la, ile, etc. But a direct
triad is more easily distinguished by the eye if its numeral be
used without the small letter.

Fig. g9o.

2nd Inversion:
Chords of tue
Six-four.

==

vl St et

C: Ie iic iile Ve Ve vic vii%

1st Inversion:
Chords of the
Stxth.

Direct Triads: | 2:—:

141. How Inversions are figured in Thorough-
Bass.--In figured Bass, the upper notes of every chord are
reckoned from the Bass-note for the time being, ard not from
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the root. Consequently the root must—in a First Inversion—
be called a 64/ above the new Bass-nofe . and that note which
was originally the 5th to the root, must now be called the
3rd {o the bass.

The First Inversion of a Common Chord is therefore called
the Chord of th=» Sixth, and is figured 6; or, more fully,
g with necessary accidentals when chromatic alterations are
made, as in Fig. 9t (4). The 3rd is always implica’ when
only 6 is marked.

Fig. o1.

Primary Triads with their First Inversions.

6 N
Chord imdicarwns: 1. 14 v, Ivé V. Vb

Chords of the 6th with accidentals.

s :'-'B
pl— ;g._._.
Figuring: g b6 bo :g

: b
Chord indications: Y112 pVILSL bHVIs V1é

The Second Inversion of a Common Chord is called the
Chord of the Six-four, and is always figured ®; necessary
accidentals being used when chromatic alterations occur, as
shown in Fig. 92 (4). .

g 92 (6) Fig. 9z2.

Primary Triads with their Second Inversions.

s _(a)

sV
Figurine: 4
(Chord Syvdications: 1. fe 1v. 1Ve V. Ve

Chords of ? with accidentals.

e b 4
Chard indications: V- pVliic Vile
142. It is usual to employ as few flgures as possible
when figuring a Bass. The figure which has the highest
numerical value occupies the highest place in the chord-
figuring.
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A direct triad is left unfigured, except in a few special
ases i

(i). When one or more of its notes need accidentals.

(ii.) When the g displaces, or is followed by, a different
chord on the same Bass-note.

143. When an accidental is needed, it is marked on the
left side of the figure it affects, thus :—$%6, 16, 6.

144. An accidenta! standing alone, under a note of a Figured
Bass, refers to the 3rd above the Bass:—

Fig. 03
e |
g = g8 thus.

145. A ficure with a stroke througk it means that the note
implied is to be raised a semitone, thus :—

Fig. 94.
Key E minor. Key C minor.
= . L=
S e
-6~ 26 -~ = [6

146. A line of continuation is a horizontal stroke, some-
times used amongst the figuring. It means that a certamn
chord or a certain note (or notes) struck at the commence-
ment of the line or stroke must be held on as long as the
line lasts. The following examples will make this clear :—

Fig. 9s.
“E' | |
. +-:~ - g
—_— 6 —— 6 — e 6 —— 5 ——
(=) 3 © (o) (&) ¢ () 8

(a) means that the § on C is held as long as the line lasts.

(4) means exactly the same thing. /¢ is not a continuatior
of the 6tk on E, since there is a space between the figure 6
and the line.

(¢} means the same as (@) or (8). It does not mean a !,' cn the
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second E, which would be written if the line were not there.
1t therefore means a continuation of the preceding chord.

(d) means that the chord struck at the beginning of the
line is held to its end. Observe that the line begins close fo
the right side of the figure 6.

(¢) means that B, the 6th of the Bass note D, is continued
when G, the 4th of the Bass, is added.

(f) means that G, the 5th of C, is held on when D, the
3rd of B, is added. It does not mean a g on B, which would
in that case require no figuring at all.

147. Rule for finding the roct of a triad.—Take the
Jull figuring of the given chord, thus :—

8
Direct triad 5 First Inversion g, Second Inversion f. The

root is always the note indicated by the Jowest even figure,
thus :—8 is the root of the direct triad ; 6 is the root of the
first inversion ; 4 is the root of the second inversion.

148. Doubled Notes of First Inversions.—In four-
part harmony, when Primary Triads are used in their First
Inversion, it is dest to double the root, which is in this case
the 6th to the Bass. The Bass-note (which is the major 3rd
of the root) is the worst note to double.

When Secondary (riads are used in their First Inversion,
it is best to double the Bass-note. This is because these
Inversions have the three primary degrees of the scale—viz.,
the tonic, sub-dominant, and dominant-—as their Bass-notes
See Fig. 97 (), (), (/).

The Diszsonant Triad of the Leading-note loses a
great dcal of its original harsh effect when used in its First
Inversion. The chord of the 6th upon the super-tonic—
which it then forims—is sometimes used instead of the Domi
nant Triad or Seventh (V. or V1) in a Final Cadence ;—

Fig. ¢6.

This is used :— inslead of :—

@sﬁ—aw =e=—=
x T
|@——-e:4 e

Figuring:
Chmrd indicat ons : C: m“l 1 V' k.
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Fig. 97 shows which are the best and the worst notes to
double in the First Inversions of triads belonging to the major
key.

In Fig. g7 the chords written in semidreves show which note is the dest
to double; those written in mznims show the mex? best; whilst those in
crotchels show the worst doubled notes The root, however, is often
doubled, instead of the Bass-note. in the First Inversions of Secondary
Triads. See minim chords in Fig. 97 (d), (¢), (f). Again, the 3rd or
the Bass may be freely doubled with good effect in chords ol the 6th
generally  See minim chords in Fig. g7 'a). (3, I¢); and crotchet
chords 1n Fig. 97, «di. (¢) (/)

In the First Inversion ol the dissunant triad of the leading-note (vii®s),
the 6th from the Bass canuot be doubled, Lccause it is the leading note:
Fig. 97 (g), crotchet chord. T'he 3rd of the chord being the 7th to the
real dominant root (see §§ 16€ and 167). and therefore an tmplicd discord,
should not be doubled: Fig. 97 (g), mintm chord. Therefore, in a
chord of the 6th upon the super-tonic, the Bass is the only note which
can be doubled with really good effect. Fig. 97 (g), semibreve chord.

Fig. 97.
First Inversions of Primary Triads.

First lnversions of Secondary I'riads. First Inversion of %i.

vid iié iiid - vii®%s

149. Successions of First Inversions.-—Very often a
composer will use the whole or a part of an ascending o
descending scale as a Bass part, and will write a chord of
the 6th over every note of this Bass. When this is so, the
6ths are always placed in the highest part, as,
otherwise, consecutive 5ths would most certainly occur. See
Fig. 98 (a), (8). When only two or three First Inversions
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occur in succession it is generally best—for the same reason—
to write the Oths at the top.
Fig. 98.
Ascending succession of First Inversions.
BERTHOVEN . Somata, (/p. 2, Noe. 3.

Alleg7o assai. L. .
(a) pm—— p— M _r.. .l.: _:'i';_ g_

566 6606 66 5ean

P——

Descending succession of First Inversions.
) Sostenui. . CHOPIN : Prelude, Op. 45.

Il »~

- T 1- s wu R
o — =T

2.5 — -

g 7 T [}
é ‘ —‘gl '_.fis"_ mm;#:ﬂ
“n"—"r“——t——ﬂ::. - l

[& 5 sg= : : i ——— =
e § 1 L .
Figuring : 6 6 6 5 ¢ % 6 26 6 6 z6
Chord ) - ‘

s id Pviid V1A VA VIs BVA ivé i ive 1116 Z11b Vi 6

imdications |

150. Phrygian Cadence.--This a cadence (peculiar to
the minor key) consisting of the First Inversion of the sub-
dominant chord (ivé), followed by the dominant chord (V.).

Fig. 99.
Phrygian Cadence.

Figuring.
Chord indications: c: ivé

HANDEL: largo of 12tk 17iolin Somaza.

i
%&%mﬁ—i == ty—r—1
g T e ot
U = &= P e

Figuring: 6 T s 6 s
Chord indications: ¢§: i . wh vI' ivh V.
Phrveian Cadence.
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The Phrygian Cadence is but another form of the Half
Close or Imperfect Cadence in the minor key, being in fact
a Jdlixed Cadence with the sub-dominant chord inverted—
ivé to V., instead of iv. to V. See § 129.

151. The Diatonic First Inversions most frequently
used are :—

(i) Major key : 1V6, 15, Vb, iib, vii®s.

(ii.) Minor key : ivb, ib, V5, ii%, vii®s.

152. The Inversions of Chromatic Triads are as
sparingly used as are the direct chords themselves. The first
mversion of the chromatic triad on the minor second of the
key (viz., b11#) is called by the fancy name “ Neapolitan 6th.”

The Neapolitan 6th is frequently used immediately
before a Perfect Cadence, to which it gives the name
“Pathetic.” A Pathetic Cadence, therefore, in its simplest
form, consists oi the three chords: pI14, V7, I. It can be
used in both major and minor keys. See Fig. 100 (a), (8).

Fig. 100.
Pathetic Cadences.

Figuring :
Chovd indications: C: pIlé v? 1.
Havm\ Sonata in C§ mixce.
5% (5)_ ——
2 e e ey
——

N

Pathetic PT'—'H

Cadence. ‘_‘. - .!_ .g'.
- — —]
Qe 2 ] e
. - . 6 7
Figuring : 6 7.6 — M 4% s
Chord indications: c§: ib Z11A ic V. V7 i.

153. The Second Inversions of Diatonic Triads
most frequently used are:—

{i.) Major key . 1V, I¢, Ve, (Second Inversions of Primary
Triads.)
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(1i.) Minor key : ive, ic, Ve. (Second Inversions of Primary
Triads.)

The best note to double in the Six-four chord is
the Bass-note :—

Fig. 101,
I — | T — ~ ~—-5—H
,;2——5::5-—:; = e
—2—-- - =
. e = = =

— = = T 2 T = a =
E’_T:n—*'-ﬁﬂ"—- — == = |
e e e = . "
C; IVe Ie Ve

154. Second Inversions are rarely used in Succes-
sion.—Sometimes a 2 with the super-tonic as its Bass (Vc,
may be followed by another ¢ 4 with the fonic as its Bass (IV¢):
Fig. 102 (a), (¢). This may happen in either major or minor
keys. But the fourths of these chords should never occur in
the same part, because consecutive 4ths to the Bass
have a very bad effect upon the ear: Fig. 102 (). They

are, therefore, forbidden.

Fig. 102.

I\.}'

Figuring: : 3 : :
Chkord indications: C: Ve 1Ve Ve Ve

MOZART: ** ]upiler " Symplmay.

Figuring : : 2
Chord indications: C: V¢ 1v

o

Sometimes too, a ‘j chord on the sub-mediant of the minos
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key (ii%) may be foliowed by another ¢ on the dominant (i€).
See Fiy. 103.

Figuring @ 6 6 : : g
Chord indications : ¢ b W% % ic V. i

155. Treatment of Second Inversions.—Of the Second
Inversions of the three Primary Triads, those of the tonic and
sub-dominant (l¢), (1Vc¢), are generally used before a : on the
same Bass-note—Fig. 104 (a), (). When this is so, the 6th
of the Bass gous to the sth, and the 4th of the Bass goes
to the 3rd. The Second Inversion of the dowminmant (Ve) is
never used in this way; it is generally used as a chord of
transition between the tonic chord (I.) and its First Inver-
sions {l14), or vice versa—-Fig. 104 (¢). This is sometimes

called a Passing g.

Fig. 104
PEARSALL : ‘' O who will o'ar the downs so free #"
- (@) (&)
3= __...___:_n — J‘l_ ) sk st ;
%ﬁ:‘:ﬂ:’:::z;u
5, 1 1 PR ] bl
d Jd-d e J J.
—o——e e
1 B o L4 L T 8 1~
~ . ] 5 [
Figuring : 4 3 4
1 ¢

Chord indications: e: i6 Ve i vé v. E
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[he Second Inversions, I¢, and both VIc and vic, may alse
be used as passing { chords :—

Fig. 105. Passing Six-four Chords.

== 3 S ==
Figuring : $ e o ¢ « ¥ ¢ ¢ 08
Chord indications: C: IV. lc IV6 IVé le IV. vii% Ve iib b vic i

156. Rhythmical position of a Second Inversion.—
The Six-four chord, when followed by a chord on the same
Bass-note, or its octave, should always occur upon a stronger
accent than the chord which follows . See Fig. 104 (a), ().

The progression Ic to V. is the most agreeable and most
frequently used form of Imperfect Cadence or Half Close.
The chord Ic, when used in this way, or immediately before
a Perfect Cadence, as in Fig. 106, is called a Cadential
Six-four :—-

Fig. 106.
]. S. BACH: Fugue in E major (Ne. 37 of the 48).
[ 3 ~

fo— 11— - ]

Figuring : 6 : $ 7 w
Chord indications: B: L.—— B IV I \4 L
Cadential Six-four,

157. How not to approach a S8econd Inversion.—
The Bass-note of a : chord must not be approached by a
leap from an inversion of a chord derived from another
root :—

Fig. 107.
Badly approached Second Inversions.

- Il Il

4 4 4 J

o——— — = + =1

Tt
LI

6 B ¢ ¢ &

4« 3 4 3

Ic vii%d IV
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The Bass of a second inversion may, h er, be approached by a
leap from the first inversion of ifs own roat, as in Fig. 103 (second and
third chords).

158. How to quit a Second Inversion.--A ¢ chord
must be followed by a chord either :—

(@) on the same Bass-note or its octave—Fig. 104 (a), (4);
or,

(4} on the Bass-note next above or below it—Fig. 104 ().

CHAPTER VIIIL

THE CHORD OF THE DOMINANT 7TH AND ITS
INVERSIONS.

159. We have already seen (in § 121) that the chord of
the Dominant '7th (V7) is formed by the addition to the
dominant triad (V.) of a minor 7th from its root. See
Fig. 108 (a).

The chord of the dominant 7th is in fact a combination
of the two triads V. and vii°.

Fig. 108
(=) (8)

§*§E}~§_u=—%§
C: Vv v? V. vii® A4l

The characteristic interval of the chord is the dimmn
ished 5th, which lies between the major 3rd and minor 7th
of the root.

160. Constitution of the Dominant 7th.—Observe
that :—

(i.) The major 3rd from the root is the leading-note -the
sharpest tone of the scale-—which in the minor key requires
an accidental.

(ii.) The minor 7th from the root is the sué-dominani- the
flattest tone of the scale.

(iii.) The 7th is dissonant both with the root and the 3rd
of the rooi.




Adv. Inter. 66

(iv.) The three intervals above the root are : major 3rd, per-
fect 5th, minor 7th. No other diatonic chord of the 7th has the
quality of its three upper intervals exactly the same as these.

161. The effect of the Dominant 7th (V7) is very
different to that of the dominant trniad (V.). The addition
of the minor 7th to the root vastly increases the ruling
power of the dominant triad, and intensifies the wpward
leading tendency of its 3rd. The effect of the dominant 7th
is one of great unrest. It desmands rather than invites a
more restful chord to follow it.

162. The progression from a chord of unrest to one more
restful than itself is (as we already know) calied resolution.

163. The resolution of the dominant 7th (V?) most
often takes place upon the tonic triad {I.). When this is
so, the following six things have to be remem-
bered :—

(i.) The 7th of the root (the sub-dominant of the scale)
falls one degree to the 3rd of I. or i

(ii.) The 3rd of the root (the leading-note of the scale) rises
a semitone to the 8ve of 1. or i

(iil.) The rcot (the dommant of the scale) may fal/l a sth,
rise a 4th, or remain to be the Bass-note of the second
inversion of the tonic triad Ic or ic

Major.
é—a‘-’-'*-n G T e 'E’::n
\ ___._..__=:H —j
Figuring: 7 7
Chord indlf:ﬁng.‘ C: V' L v L vr Ie

Chovd indications: c3 V¥ L A Ad i v e
(iv.) Neither the 3rd (leading-note) nor the 7th (discord)
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can be doubled, because both of these tones have fixed
progressions. (§ 163—i., ii.)
(v.) No part can proceed by similar motion to the octave
{or unison) of the note of resolution :—
Fig 110.

= 4= =
&= ﬂt« By —
Frguring . T 4
Cherd indications: C: V* IR [ 3' 1.

Such a progression causes the worst form of exposed
octaves or unisons.

(vi.) One of the two chords must—in order to save con-
secutive 5ths—be written without the s5th of its root : Fig. 111
6), (e) (d). It is preterable to omit the sth from chord V7 in
order to secure completeness for the final harmony of chord
L. or 1. It will also often be found convenient to omit the sth
in chord V7 and to use the 8ve of the root in its place, in order
to gain a connecting link with chord I. or i.: Fig. 111 (¢), ().

Fig 111,

. . Incomplete tonic V’ thh sth V' with sth
Consecutive sths. chord. omitted. cmitted.

164. A second resolution of the Dominant 7th has
heen already described (§ 131), viz., in the /nterrupted Cadence,
where the secondary triad of the sub-mediant (vi. or V1.) takes
the place of the tonic chord I. or i. Observe that the 3rd
and 7th both proceed exactly as they do when V7 is resolved
apon I. or i. Fig. 112.

o e i) T E—
([Eb=lla=as
<. “—-
E—
I

F.""rvi(. T
Chovd inlicarions : Ct V* vi. [T} é'

L
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165. A third resolution ot the Dominant 7th is
often to be found. The first inversion of the sub-dominant
triad may be used after V7. in which case the discord remains
to be the root of iV4 or ivd, as in Fig. 113:—

Fig. 113.

= -
Figuring 7 6 I e g 6
Chord indications: C: V' 1Vé IV. L c: V' v V1 oivé
Here, care must be taken neither to allow a 2nd to proceed
to a unison, nor a 7th to an 8ve, by oblique motion :—
‘ Fig. 114.

and to umison.

Piguring : 7 6 4 6
Cherd indications : C: V' 1vé c: Vv ivé
The dominant 7th may also be resolved upon the second
inversion of the sub-dominant chord (IV¢ or ive).

Figuring : 7

Chord indications C: V7 1ve c: V' ive

In this case it will be found convenient in chord V7 to
always omit the sth, and to double the root.

106. Inversions of the Dominant 7th.- The chord ot
the dominant 7th can be inverted—Ilike the common chord—
by the removal of its root from the Bass to i position at a
higher pitch amongst the upper parts. The dominant 7th
having three notes besides its root, has three inversions - --
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Fig. 116
g g M
G- 2 ."__&'—ﬂ——go::ﬂ:::%}f'

¢ Direct chord. 1st inversion. 2nd inversion. ard inversion.
Figuring : 7 g ; ;
CAord indications : C: V' A AT Vi vid

167. A comparison of the inversions of the dominant 7th
with those of the dominant ¢r7ad, may be helpful :—

Fig. 117.
Figuring : 6 :
Chord V : e — 2
and its inversions: é:gt:z_,___‘__;__._“
Chord indications : Vi Ve
6 ]
Figuring : : : (:) :g :) The discord
Chord V7 =~ bt — 7~y —n is here indi-
and its inversions ; - Sﬁf—:"— J=—————|| cated by a
Chord indications:  C: V' Vs Ve yig  Dlacknote.

From Fig. 117 it is clear that uninvert.ed or direct
chords are #z0 in number :—J (concord) and é (discord) ; in-
verted chords are fize in number :—6 and § (concords),
$, §» and 3 (discords). A Root may therefore be properly
defined as the lowest tone of a } or é chord.

168. How the Dominant 7th and its inversions
are indicated in analysis.

The direct chord is indicated V1.
Its first inversion ,, » V7.
» second " » Vi
” third ” » ” v7(i'

169. In listening to the Dominant 7th and 1ts
inversions :—

In the direct chord observe the strong effect of the root
in the Bass; and in the upper parts, listen especially for the
double dissonance of the 7th against both the root and the
leading-note. .

In the first inversion listen for the leading-note in the Bass
and the discord as a diminished sth above the Bass.
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In the second inversion observe the weak cffect of the
root in one of the upper parts, and listen for the double
dissonance of the 3rd of the chord against the 4th above
the Bass and also against the leading-note

In the thivd inversion listen first for the dissonant effect ot
the Bass note and then listen for the leading-not¢ as an
augmented 4th above the Bass, and also for the root as a
major 2nd above the Bass.

The chords should first be played in arpeggio, thus :—
Fig. 118

Doniinant 7th.

P

1st inversion.

Fipuring @ IZz d
Chord indications: \'!

3rd inversion.
————

*

I;ed A
\AY2

+*

i}'td.

Ve

is the Bass.

The student showld observe that the
lowest tone o) a chord played in arpegyio
In analysis this lowest tone
carries the Jiguring and chord indication
exactly as it does when the chord is

played in the orainary way.

#*

170. How the Dominant 7th and its inversions are
figured in Thorough-bass :-

Direct Chord.
‘“Dominant 7th."

7 is discord.

()

In the minor key,
3, which is the
leading-note, must
always be indica-
ted bya$, x, or i,

A S
thus.—s, x 0

1st Inversion.
“*Six-five" chord.

6 25 rat.
5 1y diricord,

(3)

; 2nd Inversion.
*“ J'our-three "
chord.
(6) .
4 is root.
3 is discord.
In the minor
key, 6, which is
the leading-note,
must always be
s indicated thus i—

36 x6 Iu ~6~
j 4 4 d0r 4
s 3 3

3rd Inversion,
“Four-two "
chord,
(6)
4
2 75 root.
Bass-note is discor a
In the minor key,
4, which is the
leading -note, must
always be indi-
cated thus :—

a4 x4 [4 44
PRI TR
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All figures in brackets must be omitted in a figured
Bass, except those which indicate the leading-note in the
minor key.

171. The note repiesented by the lowest even figure is
the root of the chord. Where there is no even figure (as

in {»} the Bass-note is the root.

The note represented by the highest odd ﬂgure is the
discord. Where there is no odd figure (as in A)the Bass-
note 1s the discord. :

Hints for Examinations.

At Examinations, candidates are often asked to write a
Dominant 7th or one of its inversions over a given
Bass-note. In order to do this correctly, it is necessary
to remember the exact numerical name and quality of every
interval above the Bass in the chord asked for. Thus:—

(@) The Dominant ;th consists of a major 3rd, perfect s5th,
and minor 7th, above the Bass, which is its root.

(6) lts First /nwersion consists of a minor 3rd, diminished
sth, and minor 6th, above the Bass. The root lies a major
3rd below the Bass.

(c) lts Second /nversion consists of a minor 3rd, perfect 4th,
and major 6th, above the Bass. The root lies a perfect sth
below the Bass.

() lts Zhird Inversion consists of a major 2nd, augmented
4th, and major 6th, above the Bass. The root lies a minor 7th
below the Bass.

And if, for example, A be the given Bass-note, the chords
a, 6, ¢, a, work out as follows :—

Fig. 119.
|£— P ————] > |
H—: F——=  — ¥ n’;——“
o
- be- = | 7%
=] == 3 B
@1’“-1 } = E — . p——
A
L K
Figuring : 2 : I :
Chord indications: D V' " Bb: V' G: V¢ E- Va
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It will then be easy to supply the key-signature for the
given chord :—

Fig. 120.

Piguring : 7
Chord indications: D: V' 7 4:

==
__= = =, =
4 H : R .
s 2

” 3 ”
G: "¢ g: "Ve E: 'Vd e: 'V

172. Resolution of the inversions of the Domi-
nant 7th upon Tonic Harmony.—As a general rule,
make the 774 and 5th fall one degree; make the 3rd rise
ene degree; and allow the roof fo remain stationary.

Fig. 121.

Major. | i . i |
| | . | )
SE=—=SEEe =
Figuring:  $ H HE
Chord indications: C: V16 L e 1 Vid 1B

T
ne
3
Chord indications: ¢: V' i A Af] [ V'd i
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Observe that : —
In the 1st inversion (V74) the discord is the 5th from the Bass
” 2nd ”» (vft) ” » ”» 3rd ” » ”»
» 3rd " vidy ,, " , DBass-note itself.
In the third inversion the resolution chord is 14, not L
In the second inversion the resolution-chord may be
sometimes 14, instead of 1. In this case, the Dass-note of

the chord V7¢ rises instead of falls. When this is so, the
discord may rise too—in thirds with the Bass :—

Fig. 122.
Major. Minor.
@ @s _s Qs

Figuring : 3 6 i 8 ¢ . 6
s
Chord indications: C: V'c 16 Ve I& c: V¢ ib Vie ¥
173. As we have already seen in § 64, consecutive 5ths are
allowed (because unproductive of a bad effect) when one of
them s «Zmiinished and the other pexfect, or iice versd. See
Fig. 122 (4) and (), and compare these with Fig. 66.

174. Resolutions of the inversions of the Domi-
nant 7th upon sub-mediant (vi. or VI.; and sub-
dominant (IV. or iv.) harmony.— As a genera. rule,
always make the 3rd of the root rise one degree; make
the '7th of the roont fall one degree in sub-mediant har-
mony, and remain stationary in sub-dominant harmony ; the
5th of the root may fall one degree in both chords (VI
or IV.), but may sometimes rise one degree in sub-mediant
harmony (vic or VIc). See Fig. 123, ¥ *.

Flg 12

|

= 1

8 zr—?ﬁ;‘:ﬁ
4 6 4 6

5 5 4 3 8

C: V' vib Vib1Ve Vicwvié Vic IVc V'dvic V'l IV.

Piguri
P ng:

indications
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=
MiNur. ¢ |

) _ = 2 o A,'
IE552 4,9““ ;,;‘.‘;: e
Figuring: 6 4 6 6

Chord 5 5 4
indications: ¢: V6 V16 V16 ive Ve VI6 Vicive V'd Vic V'a iv

"'p Juiggen

:‘3%-_-_3'1_:5- == "..—.,__Jj “5”2_“;:53_.—'—3:1*"?*5 l

Consecutive 4ths to the Bass must be carefully
avoided in all these resolutions.

175. The 3rd inversion may be exceptionally re-
solved upon the dominant triad of the relative minor key :—

1'1g 124.

Figuring : 9
Cherd indications: C: V'd a:V D:Vid b:V Eb: Vid c:V

In this resolution the leading-note remains stationary, the
root rises a chromatic semitone, and the 5th of the root rises
one degree.

176. Deferre 1 Resolution.-—The 7th to the root need
not be resolved in the same part in which it was originally
sounded ; it may be transferred from one part to another,
more than once—but it must finally be resolved in that same
part in which it was Jas¢ sounded.

Fig. 125,
BEETHOVEN : Sonata, Op. 7.

) &, 2™ e?:.
d o—-—-,.t 's':._.

ta)
@gg——j@%ﬁ =

Y - p— o " oy —"' o

E‘:.EE.E_%:: = ‘; -
Figuring : 7 ‘

Chovd indwcaties: Bp: V' L Ho: V't L Vi V" L




75 Adv. Inter.

In Fig. 125 (a) the 7th is transferred from the Treble to the Tenor part,
and resolved in the latter 1In Fig. 125 (4) the reverse is the case, and
the 2nd inversion is changed to the 1st inversion before the discord is
resolved. Notice, 100, 1n I1g. 125 (4) how the discordant note passes first
to a note of the harmeay (Eb to C in the highest part) before it is resolved.
This 1s often done, espectally in instrumental music.

177. When the discord is heard in the Bass-—as in the 3rd
inversion—it is best resolved there : it is not good to transfer
the discord from the Bass to one of the upper parts.

178. In three parts, when use is made of the chord of
the dominant 7th and its inversions :—

the sth of the Direct chord (V7) is omitted.
- 3rd o 6th ,, First inversion (V74) ”
,, 4th s Second , (V) »

. 2ndor6th ,, Thid , (V'd)

In more than four parts either the root or sth (er
both) may be doubled.

179. Chords of the seventh upon all degrees of the
scale other than the dominant are called Secondary
Sevenths., They are indicated thus :—17; ii7, 1?7, [V7
vi?, vii?,  Their inversions are figured in exactlv the same
way as the inversions of the dominant 7th. A full descrip-
tion of the treatment of Secondary 7ths and their resolutions
wili be found in the Semior apd Higher Local Text-Books.

CHAPTER IX

SUSPENSIONS, RETARDATIONS, APPOGGIATURAS,
AUXILIARY NOTES.

180. Any tones are called unessential or foreign to the
harmony, when they have no direct perpendicular relation with
the chord against which they are sounded ; but are associated
with it in merely a korizonfal manner. Unessential tones are
of two kinds :— 4

(i.) They may come defors the rea! or essential tones of a
chord ;

(ii.) they may come afier the essential tones
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81. Unessential tones which come éefore essential
tones—thus delaying or suspending their appearance—are
called Suspensions and Retardations.

Unessential tones which come a/7er essential tones are
called Passing Notes. (For these, see Chapter X.)

182. The process of Suspension.—Let us suppose
we are passing from a chord on a wea% beat of the bar to
another chord on the strong beat immediatgly succeeding :—

Fig. 126.

===
@n

Figuring
Chord mdacfmm C: V‘

One tone belonging to the first chord descends by step of
a second to a tone of the second chord :—

Fig. 127.

Figuring : 6
Chord indications: C: Vb 1.

This tone (D), instead of moving withk the rest of its
associated tones in the first chord, may /ag beiina, while the
tones of the second chord are sounded against it :—
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But it forms 7o essential tone of the second or accented
chord: on the contrary, it sounds foreign or discordant by its
undue prolongation. The ear immediately begins to long for
the delayed tone (C), which has been kept back from sounding
in concert with its associates of the second chord. When
the deiayed tone finally makes its appearance, the ear 15
satisfied :—

Fig. 129.

E % g
[ 2
& & 03
& & &

Figuring : 6
Chord ;..d.z.z.-:'.f.- C: Vb I.

183. The previous sounding of the tone which is to become
a discord, is called its Preparation ; the retaining of this
tone against the second chord is called its Suspension
(indicated in the following examples by the initial letter S);
the sounding of the delayed tone of the second chord is called
the Resolution of the Discord of Suspension.

It will be observed that the note of preparation is #ied to the note of
suspension, thus causing a syncopation.

A suspension may be therefore defined as an unessential
discord which stands in lieu of the accemfed note to which
the ear expects the part to proceed. Accordingly, Preparation,
Suspension, and Resolution, must all three take place in one
and the same part, the Suspension itself occurring upon the
strong accent.

184. By a Dire~t Suspension we mean the keeping
back of the 8ve of the root, the 5tY, the 3rd, or the root itself,
of an uninverted triad.

These Direct Suspensions are usually figured respectively
98,66,43 = The last 1s sometimes figured /3.
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Figuring : 6 9 8 6 & 6 4 8
Cherd indications: C: Vé L Iv. L vii% L
Figured with lines Figured with
of Continuation. )Ol-lique Dash.
(o) .
S i v
;:E:;.:_.:ﬂ
=2
s i —u——
:.2::1:2:".1::5
o 5 s
2 / s
vii®s L vii®h I :
Fig. 130 (a) 1epresents a gth delaying the 8ve of the root of a triad.
wo (8) " 6th " ,» sth of a triad.
oo (e) ' 4th " ,, 3rd of a triad.
w (d) . the root of a direct triad delayed by the note
{above it.
w o le) ,, same as (d), but figured with an Oblique Dash.

185. An Oblique Dash marked over or under a Bass-
note, as in Fig. 130 (¢), means that the tones belonging to
the next Bass-note (which must be figured, even though a
common chord has to be played) must be sounded with the
Bass-note marked with the oblique dash.

186. By an Inverted Susnension we mean the keeping
back of the Bass-note (or one of the upper tones) of one of
the inversions of a triad (§ or §)

98

These Inverted Suspensions are usually figured :f, 2«—, 2;
5 6y 6~ 76 -

1e, ;7 (or I,), 54 4

Fig. 131.
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red with lines  Figured wath
of Continuation.  Oblique Dash.

Fig. 131 (a) represents a qtn delaying the 8ve of Bass-note, 1st inversion.

" {4} . ath - gve " »  2nd .

" {c) . 4th . rd " st '

” (d) . 7th - 6th = - 1st .

" (e} . Bass-noi. of 1st inversion delayed by the note
[above at.

" (/) »  the same as (g} but figured with oblique dash.

. (£) . a sth delaying tiz: qth of a 2nd inversion.

" (%) " 7th delaying the 6th of a 2nd inversion,

187. By a Double Suspension we mean any two sus.
pensions combined.

The following suspensions are usually combined and figured :

98 08 4-- 46
48 76 83 2" .
Fig. 132,
(@ S (b)‘_\s‘ © @
o

roguring:
Chord indications: C: 1.

Fig. 132 (a) represents a oth and 4th simuitaneously delaying the 8ve
[and 3rd.

" (&) " qth and 7th . the 8ve
and oth

W (e) ., the root and 3rd ot a ditect wriad delaye. by tie
[notes above thein.

" {d) , the ass-note and 6th of a 1st inversion delayed

{by the notes ab.ve them

188. Retardation (indicated in the following examples by
the initial letter R) is a name given to any syncopated dis-
cord which resolves w#pwards instead of downwards.

¥



Adv. Inter. 80

The principal retardations are:—7 8, 5 6, 2 3, 4 6,
Fig. 133.

ng ! 7 8 5 6 2 8 ‘« 5

Figuring : ) )

Chord indications: C: V 1. V. 18 ii. V. vii V.
Fig. 133 (a) represents the 8ve of the root of a triad rctarded by the 7th.

" (8) " the 6th of a 1st inversion retarded by the sth.

" (c) " the 3rd of a triad retarded by the 2nd.  The 3rd
{is not sounded with the 2nd.

(d) " the sth of a triad retarded by the q4th. The sthiis
[not sounded with the 4th.

189. Retardations are often combined with suspen-
sions:

. 7 8
The following are the principal combinations :-—; s, 2 8 7.
5

6 68
Observe that these are no/ fignured :— Z g. o 7e.

Fig. 154
8 15 . s
5 )
R Reee
£ {u_?ﬂ_
R e

Figuring :

Chord indications: C: IV, Vb V. 15 v I. viid

Fig. 134 (a). The 6th of first inversion (V&) 1s nimultaneously suspended
by the 7th, and refarded by the sth. Observe that both 7th and sth
proceed to the 6th.  7'ke Oth is not figured rwice.

Flg. 134 (4). The 6th of first inversion (14)1s simultaneously swspen.led
by the 7th, and retarded by the sth Ob-erve the same higuring as (a).

Fig. 134 (¢) represents the 9 8 suspension and the 7 8 retardation
combined over the tonic root. Observe that botbh gth and 7th proceed
to the 8ve. 7he Sve is no! fioured twice.

Fig. 134 () represents a triple combinaticn, viz., the 9 8 and 7 6 sus-
pensions sounding togcther with the b 6 retardation. 7hke /h is mot
fgured twice.
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190. The complete Dominant 7th chord may be
suspended over the tonic root :—

Fig. 135.

oo
o

T
Figuring : i
3

Chord indications: C: V7 L v L

Fig. 135 (a) represents suspension of the complete chord of the domi-
nant 7th over the tonic root.

Fig. 135 (4) represents the same as (a); but the figuring is carried out
by means of a line of continuation.

When the complete chord of the dominant 7th is suspended,
it is quite unnecessary that the tones which are discordant to

the tonic root 1. shall be prepared at exactly the same pitch
in chord V7 :—

Fig. 136.
BRETHOVEN : Sonata, Op. 2, No. 1.
I TR S

i 2 __e._ = =R =
Aseg—t———r VT eS_i—F—
: > o i e

(¥
\E=reg==a

8 -8

Figuring : ] :

Chord indications: Ab: lc A\ | J—

Hints for Examinations.

At Examinations, candidates may be asked :—

(i.) to write suspensions and retardations, and resolve them
according to a given figuring ;

(ii.) to supply omitted notes in examples of suspensions, etc.;

(iii.) to prepare or resolve given suspensions and retard.
ations.
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The following hints may be found useful :—

Hint .—Find the note which will be the suspension or
retardation according to the figuring (9, 7, 8, 5, 2, etc.).

Hint II.—Find the same note in the previous chord. This
will be the preparation of the suspension or retardation.

Hint 1/].—Write the suspension, etc., in the same part as
the note of preparation.

1lint IV.—Tie the preparation note and suspension note
with a bind (—).

Hint V.—Resolve the discord in the same part. If a sus-
pension, resolve the discord down one degree ; if a refardation.
resolve it #p one degree.

Hint V/.—The other notes belonging to the chord of reso-
lution must be written over the Bass-note which has the
discord of suspension or retardation.

Hint VII.—Most suspensions sound best in the Treble
part.

Hint V1/1.—The suspended note must not be doubled.

Hint 1X.—The note of resolution, or its octave, must not
be sounded in any other part wif% the suspension, except in
the casc of the 9 8.

[Hint X.—The 8ve, or unison, to the note of resolution must
not be approached in the melody of another pa-t, in similar
motion to the progression of the discord. It may, however,
be approached by contrary molion.

Similar motion to Contiary motion to
8ve of 1esolution. 8ve of resolution.

Hint XI—~Consecutive 8ves and j5ths are obviously bad.
even though the second 8ve or sth be delayed by a sus-
pension. In other words, when the use of a second concord
will involve consecutives, the bad effect is not mitigated by
the first concord being suspended.
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Equally bad,
1

Jciaves. + rually bad.

191. How suspensions and retardations are indi-
cated in analysis.—Suspensions may be indicated by S,
and retardations by R, written against the discords them-
selves. Being unessential tones (foreign to the chord they are
sounded against), the analytical indication belonging to the
chord of resolution is always written under the Bass-note
which has the discord of suspension or retardation. This
will be a clear mode of indication when passages are analyzed
which have suspensions, etc., written over a moving (contra-
punial) Bass :

Fig. 137.
BERTINI : Study, Op. 29, No. 22.

: [ i\ |

TEweT o
Miwring: ———— 1——= #—6—4—1— ¢
Chord s -t .
indications :} cib v " V. 4
Swuspensions as figured .
from Roots : % (6 N 9 s ¢ 8

192. Figuring of Suspensions.— Suspensions may be
easily recognised by the discordant notes appearing only on
the accented beats of the bar, and being #ed to a note in
the same part on the unaccented beat immediately preceding,
viz., that which is known as the “note of preparation.”

A 9th is easily seen to be a suspension when it merely
delays the 8ve of the root or the Bass-note of the first or
second inversion of a triad. See Figs. 130 (a); 131 (a),
131 (8). )

A 7th is seen to be a suspension (and not an essential
note of a chord of the 7th) when it is followed by a 6th
on the same Bass-note znd 15 not accompanied by a §th
Fig. 131 (d), 131 (A}
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A 7th is also seen to be a suspension (and not an essential
note of a chord of the 7th) when it is accompanied by a 4th
from the Bass. In this case, the 7th delays the Gth of the
Bass-note of a second inversion of a triad, and is figured | °.
Fig. 131 (A).

N.B— When tWo sets of figures are given under one Bass-
nole, look 1o the second set for an explanation of the  hord,
whickh will probably e a familiar one.

A 4th is a suspension (and not an essential note of either
the chords , j, or 3) when it merely delays the 3rd of a triad.
Fig. 130 {c).

A 6th is a suspension (and not an essential note of either
% S % § or)) when it merely delays the sth of a triad.
Fig. 130 (4).

\When the 4th and 2nd from the Bass are used without a
6t/ upon an accented beat, and the Bass ic prepared on the
previous unaccented beat, and moves down one degree whilst
the upper notes remain, the chord is not the last inversion

¢ . .
of a 7th (:), bu! is merely the suspension of the root of an

uninverted triad in the Bass part, and is figured ;~. Fig.
130 (&), (¢). The lines of continuation distinguish the figuring
from that of "V« or the last inversion of any chord of the 7th

When the s5th and 2nd from the Bass are used upon an
accented beat, and the Bass is prepared and resolved down-
wards one degree, whilst the upper notes remain, the chord
is the suspension of the Bass-note of a first inversion of a
triad— Fig. 131 (¢), (f)—and is figured 5.

The suspension 3~ may be also figured /5, and  ~ as /%,
but in each case the full figuring of the chord above the
Bass-note, affer the one which carries the oblique dash,
must be given. Fig. 130 (¢) and Fig. 131 (/). The oblique
dash means that the notes belonging to the mzxr/ Bass-note
must be sounded with the tied note of suspension in the Bass.

When the 6th and sth from the Bass are used witiout a
374, and the s5th goes to the 4th of the same Bass-note,
whilst the 6th remains, the chord is not the first inversion
of a 7th, but the second inversion of a triad of which the



83 Adv, Inter.

4th is delayed by the s5th from the Bass. This suspension
is figured §7, to distinguish it from "V, or the first inver-
sion of any chord of the 7th. Fig. 131 (g).

193. Suspensions and retardations which are unprepared are
called Appoggiaturas. Formerly, these were written as smal/
notes (see Advanced Junior Text-Book, pp. 72, 73) ; now they
are usually written exactly as they are intended to be played.

194. An Appoggiatura delays the appearance of some
note belonging to a chord, and generally occurs upon the
accent, one degree above or below the delayed harmony-note.
When used de/oze a note, an appoggiatura should be only one
semitone distant from its resolution. See Fig. 138 (¢). When
used above a note, it may be either a tone or a semitone
distant, according to its position in the diatonic scale of the
key for the time being.

For purposes of analysis, an appoggiatura may be thus
indicated :—Ap. See Fig. 138 (a), (4).

Fig. 138.
BEETHOVEN : Adelaide.

(«) Appogglatura elow. Ap
; — |

Frguring : o ’ 14 5
Chord indications: Bp : 1. ——mmmermeeseeeeoe \A

J. B. CRAMER : Study in C.
(#) Appoggiaturas adove.

Fiirwrang

Chord indscations: C: 1, Ie Vie—— L le V.
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195. An Auxiliary note is a kind of appoggiatura which
occurs upon a Jess-accented part of the bar than the harmony-
note which it precedes. See Fig. 139.

For purposes of analysis, an auxiliary note may be
thus indicated :(—A.

Fig- 139. | B Cramix: Studyin 6.
A Ap A

Figuring :

Chord 1nudi- T
cations: G: L 1'd vi. D: V75 I.

The D2 in each case in Fig. 139 is an appoggiatura, which
‘as usual) comes upon a stronger accent than the harmony-
note it precedes.

CHAPTER X.
PASSING - NOTES.
196. Passing-notes (or Discords of Transition, as
* they are sometimes called) are tones which do not belong to
the chord they are sounded against, but which pass from
one harmony-nole lo another in a step-by-step or scale-wise
manner [~

Fig. 140.
MENDELSSOHN : Hear ye I.rracl (Blsjas.
P ST
e e
L‘_,-.
b: f————
MO2ZART: .Symplzony in G rinor
,\ ~
)
a AR “‘\ £ : N =
_. -

i
BRy: 15
* Here are two passing-notes in wicression.
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197. For purposes ot analysis, Passing notes are con-
veniently indicated by a capital letter P,

198. Passing-notes usually occur upon a less-accented
part of the bar than the harmony-notes they follow and
precede.

199. Passing-notes may be diatonic, as in Fig. 140 (a), () ;
or chromatic, as in Fig. 141 :—

Figwring : ! [ 7 b7 &

Ckord indications: C: ii. 16 IVPG: V& L.
A melodic passage which begins chromatically is generally
continued chromatically, until 2 harmony-note is reached.

200. Each passing-note is approached and quitted by
step of second ; thus passing onwards to the next note of
the scale. ZThere must be no turning back.

201. The note ultimately reached in the direction taken by
the passing-note is one belonging either to the same chord—
see Fig. 140 (@), (6)—or to a different chord—see Fig. 142 (6).

A passing-note does not return o the chord-note from whick
it started.

202. A passing-note must not produce consecutive 8ves or
sths with some other part—Fig. 142 (a).

To avoid this (if it should so happen) the following note of
the other part must be altered-—Fig. 142 (§)—or the passing-
note itself must be omitted—Fig. 142 (¢) :—
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203. A passing-note may proceed by oblique motion to am
8ve, but should not so proceed to a unison :—

Fig. 143.
|

204. Passing-notes must not be confused with unaccented
auxiliary notes. The difference is this :—

A passing-note passes either from one harmony-note to
another—Fig. 140 (a)—or to a second passing-note in the same
direction—Fig. 140 (8). An wunaccented auxiliary nole return:
to the note it started from :—

Fig. 144.
HANDEL : Sce the conguering hero.

fa) f—
ﬁ‘sﬁéﬁé
G: L ————»————j

J. B. CRAMLR . Study in K minor.

205. In the minor key melodic passages containing
passing-notes are sometimes written according to the melodic
form of the minor scale, and at other times according to
the harmonic form.

The Ascending Melodic form of the minor scale is
used for melodic passages written over chords which do
not contain the minor 6th or minor 7th of the scale.
Fig. 145 (@), (8)

The Desoending Melodic form of the minor scale is
used for melodic passages written over chords which do not
contain the leading-note or major 6th. Fig. 145 (¢), (d). In
this way, “false relation” is avoided
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(d)
T 2w
! "]
Figwring : 2 ; 6 ] 1
Chord "";}c: i v v i v b v

206. The Harmonic form of the minor scale may be
used for melodic passages when dominant harmony is in
evidence. The augmented 2nd is unobjectionable when at
least the entire upper tetrachord of the scale is heard :—

Fig. 146.
Aug. and.
7 o -
@5*31._
t h —%————_.ﬂp
T
Figuring !
Cheord indications C: i 5’— i

307. Changing-notes are two auxiliary-notes (used with
the leap of a 3rd between them), the second of which refurns
to the harmony-note which is situated between the two aux-
iliary-notes. Fig. 147.

J. ? CRAMER : Study sn E.

ﬁ%%ﬁf@m_ﬂ

& B B SBP ,up ocC

cC
co : i B
A= . == i
i - )
Figurimg : ¢ 6 T : g !
Chord indications: €: 1b IV. i IVT V 1

In Fig. 147: C == Changing-note, P = l'assing-note, S == Suspension.
B = RBye-tone.

208. Changing-notes most frequently occur when
an auxiliary-note, instead of returning aZ once to its harmony-
note, first skips a 3rd to the auxiliary-note on the other side
of that same harmony-note. See the first, second, and sixth
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semiquaver groups in Fig. 147. Changing-notes may, however,
sometimes occur when a passing-note leaps a third to the
auxiliary-note (or appoggiatura) on the other side of the
harmony-note to which it is proceeding :—
Fig. 148.
ccC
cc P Ap

209. Figuring of Passing-Notes.— Those in the ugpes
parts are not indicated in the figured Bass unless the zempo
is slow. When passing-notes occur in the dass parz, lines of
continuation are drawn, extending from the first Bass
harmony-note of the chord to the point where the next
change of root occurs.

210. A line of continuation denotes that the harmony
sounded at its commencement must remain unchanged until
its end.

Fig. 149.
R. WAGNER : Tannhauser.
! B’_\ B Ap’\ |
X — - N ]~ J
§!§§:_§ - == — %
=) g; T :57 l?" 1

e e e e e Y o o T e

Figwuring :
Cheord indications: B: L vi. iié

L L -1 ap
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CHAPTER XI
OTHER TERMS USED IN HARMONY.

211. Secondary '7ths. Diatonic chords of the 7th on
all other degrees of the scale than the dominant are callea
secondary 7ths. The dominant 7th is sometimes called the
“primary 7th.”

Fig. 150.
Major Kev. @——§ _:;:é.-_ :_;_

Figuring : 7 7
Chord indications: C: 1' ii’ m' lV' vit viiof
Minor KEv. é é—g——ﬂ

. -

Figuring: 7 LA 7 7 T

Chord indications: «. i iior I’ vt VI'  viio?

212. Secondary '7ths and their inversions are figured
in exactly the same way as the dominant 7th and its inver-

sions.
The Direct chord is figured 7

TR

Its 1st inversior (6) "

L da

Its and inversion (c) "

Its 3rd inverzion (d) ” 3

213. But it must be distinctly remembered that the inter-
vals from Jhe roots and bass-notes of Secondary
7ths and their inversions are different in guality from
those of the dominant 7th and its inversions. Secondary 7ths,
which are based upon triads with a major 3td, have their
roots indicated by a /arge numeral : those based upon triads
with a minor 3rd are indicated by a smal/ numeral. ¢ indi-
cates a diminished 5th from the root : 7 indicates an augmentea
sth from the root. See Fig. 150.

214. Chords of the Diminishea and Leading 7th.--
A diatonic chord of the 7th having the leading-note of the
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key as its Bass-note is called in the minor key a diminished
7th, and in the major key a Jeading 7th.
Fig. 151.

Dimeinisked 7th and its inversions /. m«/i'g 7th and its inversions.

gz cmmigaie HQ
=
Figuring. 7 98 044 -
Chord indications : C: wij®" vu"'& vii%% vii®’d C: vii®' vu"i vii®%c vii®'d

The intervals of the Diminished 7th, reckoned from
the Bass, are minor 3rd, diminished §th, and dimis2ished 7th.
The last interval gives the chord its name.

The intervals of the Leading '7th from the Bass are
minor 3rd, diminished sth, and wnor 7th.  The 7th from
the Bass should always be heard aéowe that note, except in
the last inversion. Fig. 151 \0).

For purposes of analysis, the Diminigshed T7th is
indicated vii?»? when used chromatically in a major key with
less than three sharps in its signature ; or vii®l? in a major key
with more than two sharps in its signature ; the Leading 7th
is always indicated vii¢7.

. 215. Fancy names given to various chords con-
taining the interval of a 6Gth:—

F'g 152. Chords of the Augmented 6th.

\

r -
Added 6th. Neapolitan 6th. ltalian 6th.  F/#10OT ppey 6y,

eimen)oth.

Q) (O] @ ()

) e e R iy
e e B e s
b6 26 g6 s6
b b bé 4
- . 3
Chord in-\c.ivp G014 pINs lal 6th.  Eng. 65 Fr. oth

dications :|

(a) Added 6th is the name given to a chord of six-five-
threc, having the subdominant ot the scale as its Bass-note.
It is so called because it has a 6th added to the triad of the
subdominant (IV. or iv.). The 3rd from the Bass may be
either major or minor. It is really the first inversion of the
secondary 7th on the supertonic—ii7é.

(6) Neapolitan 6Bth is a chord of six-fhree, having the
subdominant of the scale as its Bass-note. The 3rd an: 6th
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are a/ways both minor. 1t is really the first mversion of the
chromatic triad on the minor 2nd of the key—bII1é.

(¢) Italian Bth is a chord of six-t/iree, having the minor
6th or minor 2nd degree of the scale as its Bass-note. The
3rd is always wiajor, the 6th always augmented. For purposes
of analysis, it is indicated ‘““Ital. 6th.”

(¢) Englisk (formerly known as German) 6th is a chord
of six-five-three on the minor 6th or minor 2nd degree of the
scale. The 3rd is major, the 5th perfect, the 6th always awug-
mented. For purposes of analysis, it is indicated “ Eng. 6th”
or “Ger. 6th”

(¢) French 6th is a chord of siz-four-threc on the minor
6th or minor 2nd degree of the scale. The 3rd is always
magjor, the 4th and 6th always awemented. For purposes of
analysis, it is indicated “ Fr. 6th.”

It will be observed that the Neapolitan, Italian, English,
and French 6ths are all chromatic chords, 7., they
contain notes foreign to the original key-signature, but do
not change the key.

216. A Sequence is a succession of similar chords or
phrases at higher or lower pitches ; in other words, it is a
passage consisting of two or more chords repeated part for
part upon other notes of the same or a different key.

‘I'he rhythm of the original passage must be strictly adhered to in all
the repetitions. Similar melodic or harmonic outlines, with dissimilar
rhythms, are not sequential,

217. A Tonal Sequence is that in which the repetitions
of the original phrase remain in the same key as at first ; but
the original intervals become changed in quality according to
their position in the scale. See Fig. 154.

In a Tonal Sequence, skips o! augmented intervals are allowed, and
dissonant triads may be used, excep! a? the beginming of the sequence.

Fig. 153.
hcendmg Tonal Sequence.
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Fig. 154.
D iing Tonal Seq

Figuring:

Chord in- 1€ V. IVE V8 L IV. iiib VA viie iii. 6 s vi. i 1568 V.

218. A Real Sequence is that in which each repetition
of the original phrase occurs in a different key from that of the
preceding. The original intervals are exact/y reproduced ir.

each repetition. An ascendine Real Sequence is often called
Rosalia.

Fig. 155.
Ascending Real Sequence (‘* Rosalia ).
HANDEL Minuei (A, mdue)

S =
N =¥ - ™~
gi;::n’ng : v [} [ ZS—— 6
rd in- . .
dt'catim:} G: V..— Vw2 15 A: V. — Vig 1

Fig. 156.
Descending Real Sequence.
J. S. BACH : Secona Preiiae.

(@ﬂm s

Frguring :
Chord in-

Ill't‘alimu;} c: VI .
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2
b VA =

219. A Note of Anticipation is a note sounded éefore
its expected time; belonging not to the chord against which
it is sounded, but to the following chord. For purposes of
analysis, it is conveniently indicated Ant. :(—

Fig. 157.
BEETHOVEN : Sonate in G.

Ant
et
EI.@—:» i
i rx

¢ T -——

=t - —t—]
. o

Figyving: ; -
Chovd indicatiens: G: I, Vig—- - - - 1.
Fig. 158.

BEETHOVEN : Sonafa Pathetique, Op. 23.

The same passage reduced
to its simplest fonn

Ap Ant Ant

%ﬁm;___ %&ﬁ

|
e E====
g 118 1) .
+ - == 1 el - _; F
-~ T h
Ep. I v -— Ep: 13 v

Ia the avove exampie (Fig. 158) there are two notes of anticipation:
the first /C) anticipates the appogatatura which keeps back the root of
the Dominant 7th; the second (Cb) anticipates the chromatic alteration of
that same appoggiatura,

A note of anticipation is generally to be found in the highest
{or Treble) part, and is preceded by a harmcny-no’.'e belonging
to the chord it is sounded against. It is rarely, if ever, pre-

ceded by a passing-nete, or by any other * unessential” note.
G
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220. Organ-Point, Pedal-Point, Pedal-Bass or
Pedal..—These are technical names given to the dominant
or the tonic when either is sustained in the Bass, whilst har-
monies are sounded above it, of which the sustained note does
not always form a portion. A pedal in the Bass part, after
the beat on which it is first struck, does not form the true
Bass of the harmony; the part next above the pedal is the
true Bass for the time being.

In Oratoilo Choruses, especially those in the Fugal style,
such a low Avlding-note would be played upon the pedal-
¢lavier of the organ. Hence the names Organ-Point, Pedal-
Point. See the last choruses in both S¢ Paul and Elijak,
by Mendelssohn.

In music wntten for pianoforte and instruments whose
tones die away quickly, riythmical repetitions of the same
Bass-note take the place of, and are regarded exactly as if
they were actually one long sustained sound :—

Fig. 159.
L. SCHYTTE : ANhapsody sn Dp.
—_—
D . =
ety Tl . .
W{m — %
[ -
N~ N~ ~
L z 2 § %2 5 s
e S e R e B o e e
s e = o g s T —r—
e 7 - 8~ 6 — 8§ — T — 8
Fiouring : : — g — ¢+ — 8 — : —_ :
Chord in- . z - . 2 -
Choatiar} Dot VO de wE de v

221. For analytical purposes, a Pedal-Bass is indi-
cated T.P. (tonic pedal), D.t. {dominant pedal). All chords
of which the Pedal-Bass forms no essential portion are
indicated in analysis without any reference to the pedal.

But, in figured Bass, the intervals of all the chords above
a pedal-note are reckoned frowm the pedal.

222. A sustained dominant Bass-note is not called a
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“Pedal” when it forms an essential part of every chord used
above it—such as the chords of the dominant triad (V.),
dominant 7th (V7), tonic triad (I.), and mediant triad (iii.)—
Fig. 160. These may occur during the course of a Pedal, but
other and more dissonant combinations (of which the peda}
forms no essential portion) are mingled with them :—

Fig. 160.
Not a Pedal

= =

| e — |
Figuring : ¢ s 7

Chord indications: V. Ie iiié v I

223. A Tonic Pedal (which is often used at the beginning
and at the end of a piece) conveys to the ear the impression
of satisfaction or rest—as opposed to the sense of progress
and expectancy conveyed by a Dominant Pedal.

224. Double Pedals.—Bot% tonic and dominant notes
may be sometimes sustained (or repeated):—

Fig. 161,

TSCHATKOWSKY : Humoreske, Op. 1o, Ne. 2.
— —~~

. i

7 8

Figuring: § 3 5 : :

Chord Vg _ —— Vi Lvits V& L
indimu'm:fEb' ! vé v

D.P. - e .

T.P — C—

225. Triple Sustained Notes.—in music of a Pastoral
character, occasionally r4rce notes are sustained together in
pedal fashion— the tonic. dominant, and supertonic.
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Fig. 162.
BEETHOVEN : Pastoral Symphony

Figuring: g
Chovd indications: F: V.

226. An Inverted Pedal is a tonic or dominant note
sustained or repeated in one of the upper parts, instead of
in the Bass. In analysis, Inv. P. = “inverced pedal.”

Fig. 163. £ Griec : Pianoforte Concerto.
(a) Inverted Dominant Pedal in middle part.

3 T T

-
Jux.a - —1§®.

Figuring: § 5 tg g6
' Inv.: D.P. —
Chord indications: a: V. 1v. Eng. 6th vii%

BEETHOVEN : Largo ¢ mesto, Op. ro, No. 3.
() Inverted Tonic Pedal in top part.

A Bgep & A& Bier A
I.— pa—
@»Erji[ T

P

I =i

- - . . ,‘ .

- ] 1}

6 1 8 5 [] 5 8 &

Figuring : 4 38 3 z 8 4 3 8 z ]
4 4
 § 1
lav.:T.P.

Chord indications: d: ivé ic vii'le b ivé i vide W

Observe that the inverted pedal is ‘‘doubled” in tha middie of the
barmony by the left hand.
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227. A Ground Bass is a theme which is continually
repeated In the bass, each time with different upper parts.
The Italian name for it is Basso ostinato (lit., “obstinate
Bass ).

228. A melodia ostinata is a melodic subject or theme
which is continually repeated in the top part (or one of the
upper parts) each time with different harmonies and bass.

CHAPTER XIIL
MODULATION, FIGURING, AND ANALYSIS.

229. Modulation is a term used to express a change
of key. If a piece of music were to remain in the same
key from beginning to end, it would be wearisome and mo-
notonous to the ear.

230. The key is changed to the eye (i.) by using necessary
accidentals ; or (ii.) by adopting a new key-signature.

The key is changed to the ear by playing the dominant
and tonic harmonies {direct or inverted) of the new key. The
new dominant harmony alone is insufficient to change the
key; it must be followed by the tonic harmony of the new
key. At least fwo chords are required to effect a modulation.

231. Natural modulation means a change of key which
involves only one sharp or flat more or less than those in
the original key-signature of the piece. Such keys are called
Attendant or Related Keys, and are five, viz, those of
the dominant and subdominant, with the relative minors (or
majors) of each of these and of the tonic key.

Attendant Keys of C major: Attendant Keys of C minor.
. G major—the Dominant. G minor—the Dominant.
E minor—Relative Minor of Dom-| 2. Bb major—Relative Major of

(ol
-

4

inant. Dominant.

3. F major—the Subdominant. 3. F minor—the Subdominant.

¢« D minor—Relative Minor of Sub-| 4. Ab major— Relative Major of
dominant. Subdominant. {Tonic.

& A minor--Relative Minor of Tonic.|{ 5. Eb major— Relative Major of
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232. Modulation to each of the flve attendant
fkeys can be made by causing the dominant harmony \direct
or inverted) of the new key to be followed by its own proper
tonic harmony. Fig. 164 will show at a glance what degrees
of the original scale or key have to be altered in order to
eftect the modulation. The % placed before a figure shows
that the scale-degree thus indicated has to be rafsed a semi-
tone ; the b shows that it must be Jowered a semitone.

Fig. 164.

! FroM A MiNorR KEY

FrROM A Major Kky

Relative Minor }
of Sub-dominant

b 7th and § 1st.

Relative Major }
of Sub-dominant

To ALTERED DEGREER.! To ALTERED DEGREX.
Dominant 4 4th. Dominant 8 4th and § 6th,
Relative Minor Relative Major
of Dominant } § 4th and § and. of Dominant } % 6th.
Sub-dominant b 7th. Sub-dominant |§ 3rd and b 2nd.

b and.

No accidental

Relative Minor } Relauve Major }

1 of Tonic of Tonic
A reference to Fig. 164 will assist the student to determine
the keys to which the music has changed (by the nature of the
« accidentals used) in the following melodies. Major keys are
indicated by capital letters ; minor keys by small letters :(—
Fig. 165. Modulating Melody in a Major Key.

228

|
$ 5th. ’ required.

E...... f§.....

'clmmmc note F3 (3rd of chard iv.)}

qgsg_§ Tt !é =]

KEVS: Acevervenonnnnnan b....

cscesssnen

b cB...... L........ Y O
F.g 166. Modu.la.tmg Melody in a Mmor Key.
;. Py, 1
* Kmvs:c...... meseeee Epec.... Cerrnrnonanns BPeeeceeennanann
= ; aﬁ—v*‘,
A': ............. | (R c................[..........

* Any note with an accidental which comes next fo a mofc of the same
name belouging to the grevailsng kev, it 3 chromatic note.
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The following examples will assist the student to figure the
Bass, analyze the harmonies, and determine the modulations
in a given passage :(—

Single Chant. Fig. 167.

PN .

@_ @ @ '
2 3

Bar wumbers: 1 L] b [ 7

¥ig. 167, Bar 1. Tonic chord—no figuring required.

” .» 2. (a) Six-three chord, root is 3rd beiow Bass, viz., Ab. This

is dominant note. Hence chord is Vé. Figure it 6.

() Major triad. Accidental is raised 4th. Hence a mod-
ulation is here made to dominant key. Root is Eb,
i.e., dominant of new key (V.). Figure it 0.

” ,» 8. Major triad, approached as tonic of key Ab (I.), quitted
as dominant (V.) of original key Db. No figuring
required.

" »» & Tonic chord. No figuring.

- » B. (a)Six-five-three chord. Accidental is flattened 7th. Hence

a modulation is here made to subdominant key. Root
is 3rd below Bass, viz., Db—this is dominant of new
key. and further examination of the guality of the
intervals of the chord proves it to be V¥4 of Gb.
Figure it -
(#) Tonic chord of key Gb—no figuring, Quitted as sub-

dominant chord of original key.

€. This bar obviously contains a 4 3 suspension in the Alto
part; the Db being prepared in the previous bar, and
resolved in this. [Ab in the Treble part is a bye-
tone.] Figure 4 3.

. ,» 7. Tonic chord—no hguring.

Analysis of Harmony.
Here then is the figured Bass and modulation plan of Fig. 167 :—

—— ———— — o
Meodwlations: Key Db. Key AD. Key Gb. Key Db.
—===c—c-x. #g
Figuring: ¢ 1 XeyDb PR

" b5
Chord ”"}Db: L VsAb:Y L Db:LGh:VS LDp:V — L

dications?
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It will be seen from this example that figuring the Bass of
a given passage necessitates spelling the chords one by
one ; whilst the writing of the chord indications necessitates
parsing the chords one by one.

The next example will illustrate how modulations are made
to other attendant keys, and a few other points (not touched
upon in the first example) will be explained.

Double Chant. Fig. 158.

Moduistions:  Key B minor.” “Key D. " Key F§ minor.

. = T T T
Figuring : 6 ; 6 b 2 ;
Chord in- . m -V : f:V.— L
Chord in1D: L vii® b:V' i D:Vé L vif§
Modwulations : Key E minor. Key D. o

Figuring: 4 5 4 ———8

N 2
S‘."“";;'fo’::",}e:ii"'d V6Vi 1. D:Vd L—1h V.—Vi— L

Here the accidentals clearly indicate the modulations. A$, the raised
sth, leads to B minor, the relative minor of the tonic; G¥% and EZ, the
raised 4th acd 2nd, lead to F$ minor, the relative minor of the dominant
(A): Ci and D3, the lowered 7th and raised 1st, lead to E minor, the
reiative minor of the subdominant G.

A few explanations are perhaps necessary with regard to the figuring
of this example. At (a) the 3rd of V7 requires an accidental; at (3) the
passing-note (G) in the Treble may or may not be figured; at (c) the sth
which accompanies tﬁhe 4 8 suspension needs figuring, because of the acc-

dental; at (d) the ; is not V7d, because the 6th is minor, and the 4tb

perfect. Hence this chord is the last inversion of a secondary 7th. At
(¢) we have passing-notes E G in the Bass (second and fourth crotchets).
The ath in the Tenor (E)is resolved as usnal upon D; but this Dis ne
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longer an 8ve to the Bass, because the Bass has moved away from tue
root (D) to the 3rd of the root (F$): hence the figuring 9 — 6 —. At
(/) the passing-note in the Alto (Fg) requires figuring, in order to show
how the 7th is approached. Notice how the 4 is continwed under the 7,
and the 7 continued over the 3.

CHAPTER XIII.
THE ANALYSIS OF PIANOFORTE MUSIC.

233. Pianoforte students very often have grea. difficulty
in analyzing the harmonies in the pieces which they play,
because the same chords Jook so different, when they are
treated in an arpeggio or Aorizontal fashion, to what they
appear in the apparently simpler harmonies of chants, hymn-
tunes, and the like, in which the chords are set forth in a
plain perpendicular manner.

234. It will be well to remember that pianoforte music
is generally written in a definite number of parts, two or
more. A principal part is that which contains the chiet
melody, and so draws the attention of the ear especially to
itself. An accompanying part is one which often has
comparatively little individual melodic interest of its own,
serving only as a mere accompaniment to a more important
part. Fig. 169.

SCHUMANN : Chsldren's Album, Op. 68.

(=) - o~

Figuring : 4 6 8 6 4 7 6

Inv. D.P.
Chovd indications: C: L. Ve 16 IV. Vé 1. Vi w V6 L

DIABELLI: From a Sonalina.

5) Ap_Ap _ Ap_Ap
N
= E===
— —t  m— — - u
Figuring . 4 E— 9 87

4 8 ¢+ 3.2
Chord indscations: €2 L ——— We L ¥'g 13 Ve L
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In each of the preceding examples (Fig. 169), the right hand is obviously
playing the principal part, the left hand having merely an accompanying
part assigned to it.

Each example appears to be written in two parts only, but the efect
of the music is to sound like three parts, because the accompanying
part is written in an arpeggio manner, ‘‘ Perpendicular effects are thus
obtained by ‘‘horizontal” means.

235. In analyzing any harmony written in an arpeggio man-
ner, the first thing to do is to find the real Bass. As the
Bass-note is always the lowest note of a perpendicular chord,
so the lowest note of a horizontal arpeggio will likewise be
the real Bass of the harmony. The Bass-note is not always
the first or accented note in an arpeggio figure—as it is in
Fig. 169 (@). Sometimes it comes later on in the arpeggio
figure, as an unaccented note—as in Fig. 169 (4). But the
Bass-note is always the lowest note of the arpeggio figure.
The student will find his analytical work easier, if at the
beginning he reduces any given passage to its simplest form.
The two examples in Fig. 160 will then appear thus :—

Fig. 170.
SCHUMANN,
(s) ————
— i s ag )
b § L » o — i

=
' i
Figuring : 4 6 8 6 :

Inv. D.P.
Chord indications: C: 1. Vi¢ 16 IV. V& L. V¢ vi. V& L

DiABELLL
a @ Ap Ap Ap Ap
| ' 3=
L S—
.(
f — 1 — = |
o + — |
= s i —
Fipuring: 6 & 9 8 7
ST 4—8 8 2
Chord indications: C: 1. IVe. 1. Vvid 18 Ve L




105 Adv. Inter.

236. The difference between principal and accompanying
parts is essentially a relative one ; sometimes very perceptible,
as in Fig. 169, but often so slight as almost to disappear. Thus,
in Fig. 171, it is difficult to say which is Z&e principal part,
because the Treble and Bass both appear to have an equal
claim to that distinction.

Fig. 171.
CHOPIN : Polonaise, Op. 26.
C C
Ap Ap Ap P
- I gy
= e e e |
. s =]
—~ -
2 pfrilars Tt @ o ®
\_":_./ Ant  Ap .
Figuring: 7 ~——6"“Tam"” 5 —— f6 —— ¢ 1]
04— [k ; H he2

CAord indications : bh: vii®'c ———————  vii’™®  viiT% vii"®d

Observe that the harmony in Fig. 171 consists entirely of various
iversions of ome chord omiy—the ‘‘ Diminished 7th"—ornamented by
Appoggiaturas, Changing-notes, a Passing-note, a note of Anticipation,
and a ‘' Tum.”

237. One or more of the parts may for a time be
doubled an 8ve higher or lower in pitch:—

Fig. 172. .
~ — MOZART : Sonata in D.
- & /—'\ — m—
=
[ | - i
f LI —

I%’ %J r e e = B
N > T T T

Here, none of the music is in four parts, although at first
sight it has this appearance. The first two bars are in two
parts only, the Treble being doubled an 8ve higher in pitch,

the Bass an 8ve lower. The third bar is in three parts, the
top part being doubled an 8ve higher :—
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Fig. 173.
The harmonry in Fig. 172 reduced to its simplest form.
P AB

Liguring: (] } g [} :
Chord in-1ly . yg i V.YLD:Vb L Vé vii I

ailcations ;)

In bar 3, G is a Passing-note between Ffand A:; G§ is an accented
chromatic Auxiliary-note a scmitone be.ow the Bye-tone A.

In the next exampie, the music /voks as though it were in
two parts only ; it soznds as if it were in six parts.  In reality,
if we reduce it to its simplest form, it is secen to be in thres
parts, all of which are doubled :—-

Fig. 174.
@ BEETHOVEN : Somata im Eb, Op. 7.
o . - 3{1"
o« - <> - - e —L Py j—‘-"
L4 > = - 4 -

“._._.1:.--'"4 - T -1—"

- re o ﬂ:

Figuring : [ H

3

Chord indications: eh: L vé t—— V¢

Reduced to its simplest form.

1 (6)
— [—3
==
e — —”:d%l_ =4
v v v v v

“@—m_{,é »,-v.;v—:':l:.':l":':':' —p:-:j-g_ﬂ

, . =

Figuring : 6 4

3

Chord indications: ep: fp—— V46 i. V¢

Observe that in the Jast chord of this exwract the 3rd of the root (6th)
from the Bass is omitted. See § 178, page 75.  The repeated note in the
middle of the harmony is #of an inverr! pedal. Sce § 222, page 36,
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The next example Jooks as if it were written in two parts
only ; it sounds (and really is) in four parts, of which two are
doubled :(—

Fig. 175.
Descending Sequence.
BEETHOVEN : Sonata in Ab, Op. 26.

Figuring? 6 6 6 ¢ 6
52%.&'5}“”‘ vibp:Vé i.Ab:Vé f. IVé vii®f:Vs i Ep:Vé L

Simplest form: fwo real parts.

-3 @) . ! Il ! ! Y—

Figuring: [} 6 [} 6 6

Chord im)}Eb:vibb:Vé i.Ap:Vs L IVé vief:Vs iEp:Vs I
In Figs. 174 and 175 there is no principal part; all are of

equal interest.

238. The individual notes of any arpeggio group of notes
generally follow the same horizontal laws of part-
progression which would be observed if the same harmonies
were written in a succession of unbroken chords. Compare
¥ig. 176 (a) and () :—

Fig. 176.
MENDELSSOHN : Lseder ohne Worte, No. 1.
(s} ®) —
{ ==st=—————-
v vy .;,‘ - ;'

- g _E &g~

)
Figuring @ k4 4

. )
Chorid im. s .
Ghord il Er v L Ve Ke VO L vie B
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Fig. 176 (comtinued). Ascending Seq

BEETHOVEN : Rondo (Grasiose, Op. {I.
)

Frgwring @ b7 n: b:
3
imeirs: ] CIL drvit L ez VW% v F:V%

. mz,_.f_.‘_z,_(nn__,

| S < T e |
6 []
ns 5
L G: Vi L

According 1o this rule, the resolution—if it does not immediately follow
a discord, as in Fig. 176, (4), (¢), (/)—will be found in an arpeggio group
in a corresponding place to that which the discord itself occupied in the
previous group—see Fig. 176, (¢), {(¢).

Simplified thus:— o
SIS S S R, =i
T — 1= + +—— B
b 6 [}
b bb &
H

Chord . P - . A . N
M,.af;im_,}c. L d:vii® i e:V'é i F:V% L G:V% L

239. The total number of parts in a composition is not
diminished by the fact that one or more of them may be
temporarily silent, z.e., “resting” awhile :—

Fig. 177.
1. 5. BACH : Short Prelude in F, No. ¢.

Figwuring :

/
«w

Cherd indications: ¥: 1. b V. lb——wi. C:VI—-- 1. -

Here, although the em#ire passage is in four parts, the top part begins
alonc without harmony ( Zasto Solo), and in the second bar the two inner
parts are intermittent in character, while the two outside parts are un-
watermptedly coutinuous.
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240. In listening to music, or in playing it on tne
pianoforte, although it is difficult to hear or think of the
principal melody without at the same time observing or feeling
the accompanying parts, yet we ought at least to #y to direct
our attention to the progression of each part by itself; and
we should also endeavour, as far as possible, to perceive the
relationship it bears not only to the principal melody, but to
the other accompanying parts.

241. A moving part may be more easily distinguished
from another moving part, played or sung with it,
when :—

(i.) it has a peculiar melodic outline which separates it from
the others (see Fig. 178); or when

(iL.) it enters ajler the others, or is intermittent—iz.e., with
resting places—see the middle parts in Fig. 177 ; or when

(iil.) it moves in guicker or slower noles than the others
(see Fig. 176); or when

(iv.) its sounds are of a different quality to the others, as
in a piece for violin and piano, or in a song with piano
accompaniment.

It is only by a gradual process of training that the
ear can be made to recognise and to distinguish several
simultaneous parts interwoven into a complicated whole. Such
training is, however, absolutely essential not only for teachers
and performers, but for intelligent liszeners as well.

242. Arpeggio figures frequently have passing-notes
mixed with them :— Fig. 178.
Bpg:tctcccreee s doco. CHOPIN : Study in F, Op I0, Na. 8

P P
_._.___._— .!c.. -2 P
— —_:Fﬁé
p &

'§ ﬁAP <

o — T
-Qmsi—_-—_j:n____a =
- » \‘
F:lL =

This is an example of a principal (arpeggio) part for the
right hand, with a more or less defined under-current of melody

for the left hand.
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The following is an example of a principal melody consisting
entirely of arpeggio figures in which downward-resolving
appoggiaturas occur :—

Fig. 179.
L. SCHYTTE : Sonatina, Op. 122, No. 2.

P e A

=
-
Jesm—— o1
T 1 r—e
| s o to i ey S wiagy i S S—
jasm_— ;;—— :’_—
Figuring : Y —
44—
2
Chord indications: G: I, ——— V7 - 1l —
T.P.

The left hand part can be thus simplified :—
)

Figuring

Y R

1
8
5
3
L

Chord indications: G: I.— V¥ —
T.P.

Observe that C, the discord which occurs in the middle of the second

arpeggio group in the left hand, is resolved upon B, the middle note of
the next group.

Upward-resolving appoggiaturas are also to be found
mixed with arpeggio figures :—

Fig. 180.

BEETHOVEN : Sonata in C minor, Op. 10, No. 1.

o~ —~~ S — G\

Tt 3 8 8 3
(@) s | ,3. lom M mlm a ja*
SR TY | —7 e s Ay gepenns Sesmesuind S sy
A e de-
__ = =SET ﬁ‘x@
Ap Ap Ap Ap P

BE ) (3%4e8 3.3 8 Fe 8 —

Vg 1§ c: 11176 -




111 Adv. Inter.

Reduced to its simpleat form,
r:0 '7;-( ) ' g

*:z_—: ..—i—-- ——{Q——i:rzn

g l

8
Chord indications: Ep: 1. Vie 15 c: 1115 VI.

Here, it will be observed, the real Bass is to be found upon the very
ast note of the arpeggio figure; which is the Rass, because it is the
‘owest note of the horizontal ciord.

Suspensions and Retardations are sometimes heard
mixed with arpeggio figures :—
Fig. 181.
BEETHOVEN : Seonata in G, Op. 14, No. 2.
o —————

2,

P "2:::—__!:_——:!—‘; — = _—1
I g
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There is no difficulty here in distinguishing the principat
fiom the accompanying part. But the retardations in the
latter are not so easily recognised. They can be at once
perceived, however, when the passage is reduced to its simplest
form :—

Fig. 182.

o - 786 —5 §5 — — 4887 —
Figuring: s 7665 5 6 6’—6-36—‘-,‘ 6 7.6 4”1—
2

Chord in- ) J— s
dications: | G:16 iidD:V's 1. vid vii® 15 fi6A: VS TlP}:-‘

The passage is now seen to be quite an ordinary specimen
of four-part harmony ; it will be observed that the suspensions
in the top part are admirably accompanied by the retardations
in the part next below the top. Even pedal notes (direct and
inverted) sometimes find their way into arpeggio figures :—

Fig. 183.
BEETHOVEN : Somala Pathetigue, Op. r3.
L .~ Am__ Am » A P
= 0 - :ijj g;_ -]
ey
g el =T 2
S T ==
[ 8
Figuring : 5 8
4
2

Chord indications : ¢ L vid L ié
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Here, too, there is no difficulty in distinguishing the prin-
cipal from the accompanying parts. The two notes of antici-
pation are /»regular, inasmuch as the notes of the next chord
which they anticipate are not in the (principal) part in which
they occur, but are in the accompanying parts. The pedal
notes (tonic and dominant) will be more clearly seen when
the passage is reduced to its simplest form :—

Fig. 184.
e _
EESEE Mﬁa—s

S|
8 []
3

_— a7
Figuring : Inv. D.P
av. D.P.

5
3
Chord indications : c'i‘ t Vv i ib i Vi VI. V.

Hints for Practical Examination Candidates.

In analyzing pianoforte music—

Hint I.—Find the real Bass of the passage. This may be
looked for (a) as the lowest note of a perpendicularly written
chord, or (§) it may be the lowest note of a horizontally written
crpesgio.

Flint II.—Play or write all the notes of an arpeggio group
simultancously in a perpendicular manner. In other words,
reduce the passage to its simplest form, either mentally or
on papei.

Hint 171.—Figure and analyze any chord thus formed;
spell it, to see what are its intervals as reckoned from the
Bass; parse it, to see whether it is direct or inverted, and
to discover what is 7fs position in the key, and how it is
related to the chords which precede and follow it.

HMint 1V.—Find out which are the essential notes of the
chord, and see if the chord be consonant or dissonant. If
the latter, see how and where it is resolved.

Hint V.-Find out which are the unessential notes (if
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any), and classify these under their respective headings --sus-
pensions, retardations, appoggiaturas, auxiliary-notes, passing-
notes, changing-notes, anticipations, pedals, etc.

Hint VI.—Find out any modulation which may present
itself. See into what key the music modulates, and be able

to put your finger upon the exact chord where the modulation
takes place

Final Hints for Examinations.

In the Examinations for the Intermediate Divi-
sions, the Examiners will pay special attention to :~—

Correct spelling.

Accuracy of notation, including—

Correct position of stems with respect to the notes.

Proper order and position of sharps and flats in key-
signatures.

Due insertion of necessary accidentals, ties, slurs, elc.

Grouping of quavers and shorter notes.

All transposed phrases must be given complete,
with correct key and time-signatures. Marks will be
deducted for all unnecessary figures, etc., in
figuring the Bass of the given example of Harmony.

Following are Specimen Examination papers for the
Advanced Intermediate Division :—

Time allowed— Three hours.

Marks required for Pass Certificate, 65.

" " w Honours , v,
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8pecimen Examination Paper.
ADVANCED INTERMEDIATE DIVISION.
1. (15 marks.) Transpose this music down a major third,

using the signature of ¥ minor. \Write it in Open Score, using
*he C clef for the Alto and ’l‘enor parts :—

2. (10 marks.) (a) Add the time-signature and bars to the
following melody :—

By g et ne,

() Add the rests necessary to complete these two bars ;—

e

3. (15 marks.} Above the given notes write the intervals
specified, and state in what keys these intervals may be

jound :—
Diminished 7th. Augmented 6th.  Minor gth.

== - ]

4. (1o marks.) (a) Indicate any faults you may find in the
following progression. (#) Write these arpeggio figures as
chords :—

o

gizzs

8. (15 marks.) Simplify the left-hand part of the following
passage, writing it in sustained chords, giving the chord-
“indication to each harmony. Mark Passing-notes in the
right-hand part with a letter P, Appoggiaturas with A, and
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Suspensions with S. State the keys through which the music

6. (10 marks.) Give the proper chord-indication below
each Bass note of the following Chant, and state the keys into
which the music modulates :(—

7. (15 marks.) Add Treble, Alto, and Tenor parts, according
to the figuring, using the first Treble note given in each case :—

8. (10 marks.) Harmonize these notes (a) as a perfect
cadence in the key of A minor, and (4) as an interrupted
cadence in the key of C minor :—

(@) @ |
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The Three Books (No. 1) and (No. 11) published with both English and Continental Fingerine

Advanced Senior Pianoforte Book of Muslc, comprising Group of 4 Studies and Pieces. English
wd Continental Fingering. Price 3/- each.

PIANOFORTE SIGHT-READING PRACTICE.
Advanced Preparatory, price 1/-.  Junior, Intermediate Senior, and Advanced Senior Divisions.
xrice 1/6 each book. Higher Local Division, price 2/-.
HIGHER LOCAL PIANOFORTE EXAMINATION,
Four Albums. Price Two Shillings and Sixpence each. Either may be used. Published witb
»oth English and Continental Fingering.
EXAMINATION PAPERS FOR PRACTICAL DIPLOMAS.
The papers set at each year’s Examinations. Price Two Shillings and Sixpence: Postage 2d.
EXAMINATION PAPERS FOR THEORETICAL DIPLOMAS.
The Papers set at each year’s Examinations. Price One Shilling and Sixpence - Postage, 2d.
LOCAL EXAMINATION PAP!RG.
The papers set at recent half-yearly Examinations are publ in pamphlet form, each set
te, pnee ald ., post free.
6£ubhshed in sets of twelve of each Division (1915 to 1921, 1921 to 1927,

nd 1927 to 1933), each set. postage id.

Publications are sold

\. HAMMOND & CO..11. Lancaslnre Court. New Bond St.. London.W.]
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1. Books are Issued for 15 days only but
may have to be recalled earlier If urgen-
tly required.

2. An over-due charge of 25 Paise per day
per volume will be charged.

3. Books may be renewed on request, at
the discretion of the Librarian.

4. Periodicals, Rare and Refrence books
may not be issued and may be con-
sulted only In the Library. ’

8. Books lost, defaced or Injured in ua
way shall have to be ced or

double price shalil b.'.:al?d by the
borrower.

Help to kesp this book fresh, clean & moving



