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Composed and Edited by
DANIEL PROTHEROE

THE DIMINISHED SEVENTH CHORD

One of the most important and useful of all discords is the Dimin-
ished Seventh. It is really the chord of the dominant minor ninth with-
out a root, but it is so effective that it is used independently and is not
considered as a derivative chord. It can be employed with equal effect.
in both major and minor keys, and is of particularvalueinmodulation
because of its enharmonic possibilities. The chord has been mentioned
in previous lessons, but will be treated here in detail.

It is based on the leading-tone of the minor scale and includes the
third, fifth and minor seventh above this note. Illustrations Nos.1 and
2 give the chord in A minor and E minor. Add the roots E and B to
each and you have the dominant minor ninth complete.

Qésuﬂ)
Go

I Ne 1 Il. No 2

You will find that all Diminished Seventh chords consist of a
series of minor thirds; that is, the interval of one and one-half steps
occurs between each two notes. Since this makes every fourth half-
step one of the original group of notes, it is possible to have only
three different Diminished Seventh chords founded on consecutive half-
steps, as you will find the notes of the fourth chord are a repetition
of the notes of the first. Thus, you can form a Diminished Seventh
on G sharp; one on A; and one on A sharp; but the Diminished Sev-
enth with B as the root would be identical in sound with the oneformed
on G sharp.

One peculiarity which you will notice in using the Diminished
Seventh is that it must be considered as much a concord as a dis-
cord, because of the dual character of the sevemun. If,in Illustration NO
1, we were to change the G sharp enharmonically to A flat, and the B

Copyright MCMIX by Siegel -Myers Correspondence School of Music



2
to @ flat, the interval would be called a8 major sixth. We must, there-
fore, consider the chord both as concord and discord, but the dimin-
ished fifth which it containsmakes imperative its treatment as a dis-
sonance. .

As with all other sevenths, this chord has four positions as shown
in Nlustration N2 3.

Ill. N° 3

3 3

You willobserve that the intervals from the bass note are identical
in number with those of the dominant seventh, but in each case a
minor third instead of a major third is used. The fifth is diminished
instead of perfect, as it is in the dominant seventh.

The seventh can be resolved in many ways, i.e., it may move
.one half-step downward; it may be prolonged into the next chord; or
it may occasionally ascend.

IMustration N? 4 gives an example of the first resolution.

)

—

. N° 4 .J J
= - =

Notice that the third, B, descends by a skip to E inthenext chord

to avoid the interval of a perfect fifth following a diminished fifthThe

seventh, F, descends one half-step.
INlustration N? 5 shows the seventh carried over into the next chord.

% -

()

Il. N° 5

Har.L.NO 76
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Illustration NO 6 shows how the seventh of the chord rises, in
this instance, a sixth.
/)

. No 6 | _,J_
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Observe, in the next illustration, at (a), (b) and (c), the resolu-
tion of the different tones of the chord in the inner voices.
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Notice that when the chorad of resolution is a common chord, the
third and fifth are often doubled. At (a) and (b) the third is doubled,
while at (c) the fifth is doubled.

The proper resolutions of the inversions are shown in Illustration
No 8.

nLNes.
s : 41 L : - i -ng |
# = =
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You will find that all the inversions are practical and useful. No
tone of the chord may be omitted or doubled in either the original po-
sition or any of the inversions. Each tone of the chord has a special
resolution which you should memorize, viz:

The root should ascend.
The third should ascend.

The fifth should descend.
The seventh should descend .
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One of the distinctive features of the Diminished Seventh chorc
is the fact that it can be written enharmonically. This is because of .th
group of minor thirds of which it is composed. We can give these in
tervals enharmonic notation, so that they belong to different keys, with
out destroying the construction of the chord. By regarding each tone
of the chord as the leading-fone of a new key, we canwrite the chorc
in four different ways, and still retain the original sound of the chord.

In Illustration N? 9, we have the e¢hord G -B-D -F written enhar-

‘monically as the Diminished Seventh of four different keys. You will
recall that the chord can be used equally well in parallel major and
minor modes. Therefore, at (a) and (b) we give the chord in A minor

and C minor respectively, and at (c) and (d),in E flat majorand G flat
major respectively.

(a) (b) (c) (d
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Illustration N? 10 gives a succession of Diminished Sevenths which
it is interesting to analyze.
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The following exercises are to be harmonized in the accompanying
examination paper.

iNO
L : - -
R e e e N e S S o
Shge v %5 {2- 7 fliT'Tl s —7——©
‘ 4
Ex.N°? 2 2 $ Y8 "
=T e T e S S o e 2
ZH 0 e e . e et e e e |
0 3 &7 T 8§ l | LA
Ex.N¢ 3 5 4
fl ! 1 1 [ | |
) D ) | F— 1 11 11 1

77~

—

-
—
T



SIEGEL-MYERS

C:orrespondence SC[‘IOOI Of MUSiC
CHICAGO, ILL.

 Examination Paper Harmony Lesson No. 76

ClassLetterandNo..... ............
NS war, e e oS SIS SEIE s e sisiNeI8 GIarS SiniaRons
) Account No ......coiiiviennnnnnn.
TTOWE <.« o 5is. simsusi 6 ooim & o wibiale 513360 5 5 Hb wiasosin SUBsoso: ¥ 1YY 3 sl State. s vosmvee on Percentage........
Write name and number plainly
1. From what chord is the Diminished Seventh derived?...........ccoiiiiiiiiiinnnnn...
2. Write the Diminished Seventh chord in the keys of B, C, D, E, F and G minors......
) 4
T
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3. Of what does the Diminished Seventh chord consist?.........oeeuemueeneiuennrann.n..
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5. State one peculiarity of this chord...... ... .. ... i i i,

teccccescssscns ssveccccce ® 98 0000000000000 000°00000000600000000c000000s0c00c00000000000000000

6. Give the different positions of this chord in B minor and C ma‘or. (Remember that

the chord is the same in parallel major and minor keys.)............ccvevuunen.

o

N

7. Give examples of the various resolutions of the chord..........ovvuieiiirienennnenn “

2

8. Write from memory the special resolution of each tone in the chord................
00 0000000000000 0000000 0000000000000000000000000000000000000000000000000000000000000000000

0000000 00000000000000000000000000000000000001 ~¢¢ 60000000000000000000000000000000000000

6 00 000000 000000000000000000000000000000000000000000000000000000000000



9. Write the Diminished Seventh of C minor enharmonically, as shown in Illustration

No. 9. v.uniismsrsmsnnse O, clstare s wEate) piscansisvesiete eustae sxesese o ereincn asesid dibsasiie STORSEATEE

10. State the two keys to which each form of the chord belongs.....c.cvveveeceeceecancnns

© 0000 0000000000000000000000000000000000000000 00000000000000000000000000000000000000000000

$0000000000000000000000000000000 0000000 csoesetdecsetdesossrnessssstsessiescessedosceccscresseces

© 600008000000 00000000000000000000800000000000000000000000000000000000000000000000000 000000

002 00000000000000000000000000000000000000000000000000000000000000000s0000rs000ssc0r00csnres

11. Analyze the chords in Illustration NoO. 10...0eteeeencenncceaeraneeeircennnns

€000000000000000000000000000060000000000000000°00000000000000000000000000000000000s00css000

©00000000000000000000000000000 ~20000000000000000000000000000000900000r0000000000000000000

©06000000000000000000000000000000000000000000°000000000°000000000000000000000000r0000r0000e

0000000000 00000000000000000000000000000000000 ¢00000000000000000000000000000000sssbostsnsscty

1000 0000000000000000000000000000000000000000::0000000000000000000000cerisasosentsssscsroarsoe

R R R L L R P T R TR S R P T S PP PR P R P P R R

ceessecsssssene 800 00 000 0000000000000 00000000000000000000000c0000000c008000 8000003000000 0000
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12. Add the three upper voices to Exercise No. 1

%B*D

........................................

1

et

14. Harmonize Exercise No. 3, ‘introducing the chord

often as possible

.................................

of the Diminished Seventh as
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Composed and Edited by
DANIEL PROTHEROE

CHORDS OF THE AUGMENTED SIXTH

One of the most important and useful harmonies used inmusic is
the group of chords known as the “Augmented Sixths” These chords
are fundamentally different in construction from any others which we
have had so far. You have seen that all the other chords are constructed
from a, series of thirds,one third being placed above another until the
desired chord is produced. The Augmented Sixth Chord, on the contra-~
ry, contains the interval of an Augmented Sixth as its foundation. As °

this interval does not occurin any one key, its tones must be found
in two different keys. One of these two keys is always the dom-

inant of the other. I]],.\NQ 1

If we take the leading-tone triad of the domi-
nant key in the first inversion, and write it with
the lowered bass tone, as in Illustration N91. we
shall have the interval of the Augmented Sixth be- { &
tween Ab and F#. Other tones can be added to VL of GJAug 6ot C.
this chord to form the different kinds of Augmen-
ted Sixths explained later; but this will serve to show: you the form-
ation of the chord and the source from which it is derived.

As you learned above, the first inversion of the leading-tone
triad of the dominant key forms one kind of Augmented Sixth. This
chord has been called tk;‘ltahan Sixth’8 o ira~STI1. NC 3

I1.No 2 The first inversion of the dimen-
t5ked-seventh of the dominant, with
| lowered bass tone,asin Illustration

NO 2, shows another form of this I

same chord, which has even more in- {|o— i
76 ' dividuality. This chord is called the B
3 “French Sixth”or the Augmented®g . .

The third form of the chord is shown in Illustration N3,
Copyright MCMIX by Siegel-Myers Correspondence School of Music
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\ o= Here we have the domenant seventh of the dominant used in the
' -seeend inversion, with the lowered bass tone. This chordiseven more
peculiar than eithe: of the other two, but is the one which isused most
by composers. This form is called the “German Sixth] or the

Augmented 65

ITALIAN FRENCH GERMAN

. 1
Nl H

e s) i
|- e

= ;
¥6
: bg

Play these chords over, listening carefully for the effect which they
produce. It is difficult to say just why the chords are so named, but it
may be that the custom has grown up because they reflect the national
characteristics of the different peoples whose names they bear.

The question of tonality is one which cannot well be raised in
connection with these chords. They are, as youhave seen,chords which
are borrowed from a foreign key, but which are used with good effect in
the key itself. They lend variety and distinction to the music without
destroying the established key. IILN® 5

The resolution of the interval of the Augmented
Sixth is very easy to remember. The general tendency Y&/ 7
of these tones is to diverge into the perfect octave, as b
shown in Illustration N° 5. 7

Sometimes, however, the upper of the two tones will
descend to the seventh of the dominant of the original key. This and
other resolutions of the same chord are given in Illustration N¢ 6.

Raz

¥q ¥

w1

7-6%—-

0 4A|, B, °, P,
P
ey A diddld )4

Har.L.No.77.
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Although the chord belongs very largely to the dominant key

_in construction, its musical effect demands resolution into its own key.
This is because the root of the chord is the lowered sixth of the origi-
nal key. The identity of this tone is so strong that it overcomes any
tendency of the other tones to resolve into their own key, that of the
dominant. To prove this, play Illustration N? 7 and Illustration N? 8.

Jiﬂ:i; e e e
A

———

1. No 7
| ]

|
N | E— |

Il
1

I No 8 T
| P
—‘1¥ 1 éﬁ 2 1l

b r:r ="

Notice how unsatisfactory it is to follow the Augmented SixthChord
by a dominant, even though the resolution is repeated. '

Inversions of the Augmented Sixth Chord are similar to ' those
of the dominant. Notice also the enharmonic resemblanceof the dom-
inant seventh chord to the French and Italian Sixths. They sound ex-
actly like the dominant seventh founded on A flat,in the keyof Cmajor.
The inversions are shown in Illustration N? 9.

I1.N9 9
ITALIAN—,___ ———FRENCH———n________—— —GERMAN———__ _
I N ) iH 1 -2 1
L ©
o - < - - |9 . . b 5 <~
# <Y gk"L £ %) © % (%) R _go_-
b6 b6 [] 5 b6 6 b7
b3
. (L B



The figuring is very similar to that of the dominant seventh, but
there is no reason for confusing the two,if you will notice that the
.Augmented interval always indicates the chord.

As these chords are very effective, and you will find themall fre
quently used, it may be convenient for you to know a shorter way of
forming them without going through all the processnecessaryto their
correct formation. In C major, we find that the chord is formed on
A flat, a major third below the tonic. On this root,the chordscontain
the root, third and sixth; the root, third, fourth and sixth; and the
root, third, fifth and sixth.Similarly, if weare in the keyof A major,
our chords would be F natural, A and D sharp; F natural, A, B and
D sharp; and F natural, A, C sharp and D sharp, as in Illustration

No 10.
g “ H ITALIAN | FRENCH|GERMAN
D) ajord '[t:‘ow & #‘U_ #]
I No 10 MgsSibaim o=
W — :!6._—

This is merely a short cut to find the root and the formation of
the chords, but we think it will serve as an aid in establishing the
chords in unusual keys.

The following exercises are to be harmonized in the accompany -
ing examination paper.

Ex.N2 1
O Le [ N ]
#ﬁ i - < :ﬁ ? %
66 6 6 . b ¢
Ex.No 2
Sty S===c=c==
h L 3 Y ,17 (') - I i :L 1 t —6—1—6-—
5 6 ko f— & 6 6 86 56
3 3
Ex.No 3
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{ Class Letter and No......ccccccvuininnnnnn.

Write name and number plainly

Unless otherwise specified, all lllustrations and Exerci ti d in this ination paper
refer to lllustrations and Exercises given in the accompanying lesson.

1. What is the characteristic interval of the chords treated in this lesson?.............

sccc00evss0scscesscssscscscscne D R R eecsesdescsasccs eccsssessccsee

100 00000000000000000000000000000000000000000000000000000000000000000000000000000000000s00s

3. From what key is the foreign note taken to form the intervals of the Augmented

) 53 T
4. What tone of the key is this MOte?......ooviutintint ittt it iiieeeennanens



2
5. Write the interval of the Augmented Sixth from the following notes: D, E flat, E,

F i3 A flat GO0 B B5E bew s vaonnans bowsanmi snmons bams sume sins s s7.9me wdisme oy on .

s
-
e

6: (a) How'do you form ithe Ttalian SixthP.. it somsssssmvssemeonssessssassis

700 00000°000000000000000000000000°00000000000,0 Pl idacanenceeseessessdoecessnctsoscoscsoscnse

......... ©0 0000 000000000000000000000000000 00000000 ccsecsssssecsccsesccsseioncocccssnnoe

(b) Illustrate in tWO KeYS ..ceeeeeereeceneceeecececsasassscsosasossesosscscsanssnnse

H

1
7. (a) How do you form the French SIXEHP.ue: s deisie o siofos siornin o sinses s winie ¢ siwsass s scav s wie
(b) IMliistrate A1 tWO KBNS cans o wioes siove o nse:s s ommis § 5106 26051518 558505 5510 ¢ 316 & ooaie ¢ 9505 5 Wil 78

1l

108
A\AV.A




8. (a) How do you form the German Sixth?..:...........

000000000000 000000000000000000000000000000000000000000000000000000000000000000000000000000

(b) Illustrate in two Keys ......cocvveiueniennnnn

o)
-
)

9. Explain in your own words why these names are given to the three chords.: s sues swms

0000000000000 00000000000000000000000000000000°00.0000000000000000000000000000600006000000000

10. Give two resolutions of the Augmented Sixth......... SGORERS SIGISS § W B — T

0

[ Fan Y
AV.4

3

11. Write the three chords and their inversions in the key of D major...............

0

-

\J

)
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12. Add the three upper voices to Exercise No. 1.... . . .uuiiiiiiieeniiiiinnnneeanns

NEIN

)

.4

13. Add the three upper voices to Exercise NO. 2.....ouuieirinininiriieieaiaennenenenns

14. Harmonize the melody given in Exercise No. 3...cooiiiiiiiiiiiiiiinnnnnn...

NZNIN

\.(
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Composed and Edited by
DANIEL PROTHEROE

CHORDS OF THE AUGMENTED SIXTH (continued)

It is possible to use still another Augmented Sixth chord which is
founded upon an entirely different root. This chord is an alteration of
the dominant of the original key and isvery simi- [II.No1
lar in construction and sound to the Neapolitan sixth
chord. The first inversion of the leading-tone triad :ﬁ
of the key, with lowered bass tone,asin Illustration Y s ©
No1, gives us an Augmented Sixth Chord on the _ o o
lowered super-tonic. This chord also hasthreeforms, e
as shown in Illustration N? 2. VIg  Aug.6

%

el
el
49

IIl. No 2

8 b
B
>

%
3

=]

1t

It is not so important, however, as the Augmented Sixth on the
lowered sub-mediant of the scale, because it is so closely related in
sound to the Neapolitan Sixth chord. To show the difference be-
tween the two, we call the first group,explained in Lesson N?77, the
Primary Augmented Sixths,and this second group the Secondary Aug-
mented Sixths.

Illustration N9 8 gives you an example of the formation andresolu-
tion of this chord in C Major and C Minor.

A I N B | |
t __ﬂ_:ﬁlhyln fl‘ ﬁé [ Q)
7} P L ©
III.N° 3 f l
oo
bl 2
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Tlustration N? 4 gives you an excellent example of the Italian
éixth. It is founded, as usual, upon the lowered sub-mediant of the
scale,G flat, and the chord is G flat, B flat, and E natural. Notice,
in the resolution of the chord, that the Augmented Sixth interval ex-
pands into the perfect octave. This is taken from Hayden’s oratorio,
“The Creation”

HAYDEN

Ilustration N© 5 1s taken from Beethoven’s,“The HeavensResound}
and gives you another resolution of the chord. Here the augmented
interval descends a chromatic semi-tone to the seventh of the domi-
nant,and the ItalianSixth is used. This, as you know, is the simplest
form of the chord.

BEETHOVEN
- > PN N
o i 7 ) — -
A\IV.A - % AT %" _ﬂ] .
LN 5 n r D |
+= 2 1o L . E
O F 1 1 /) v
i — — —
= 3 1 ¥ 1
#6

{4

Ilustration N 6 is taken from Wagner’s opera Die Meistersinger}
and is interesting as the French Sixth changes to the Italian Sixth be-
fore finally resolving.

WAGNER

1
1

Eﬂh
¢
Lag

:
1
Z:

Ill. N° 6

pHS 7 = “.
T #
As we have said, the German Sixth (that containing theroot, third,

fifth and sixth) is by far the most popular form of the chord. You have
already noticed its strong resemblance in sound to a dominant seventh.

-Har.L.N? 78.
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On this account, it is of frequent use in modulation, but it is also re-
markably effective within the key. The last inversion of the German
Sixth is particularly good as it gives strong individuality tothe phrase
in which it is used. :

Illustrations Nos.7 and 8 are excellent examples of effective use
of this last inversion. The first was written by an earlyEnglish com-
poser, and the second is taken from the beautiful setting of Mendels-
sohn’s, “Hear My Prayer” Notice the strong and vigorouseffect which
this use of the German Sixth produces.

OLD ENGLISH

Il1.No 7

g
:

IIl. N2 8 J MENDELSSOHN

i !\J *l : h =: —— e
. (o)
7

God! |hear my |cry.

il
|

L
|
|
@ —

).rb

N
==

One of the striking characteristics of tﬁe German sixth chord is,
as we have said, its capacity for enharmonic change, since it sounds
like a dominant seventh chord. You will, of course, see how very easy
it is to write this chord enharmonically as a dominant seventh. In C
major . for instance;we can alter the chord Ab, C, Eb, F§, to Ab, C,
Eb, Gb. By means of this enharmonic change, it would be very sim-
ple to modulate to D flat major, since the chord. is the dominant sev-
enth of that key. It could also be used as the modulatory chord for
a great many other keys, as you will see in later lessons. It is there-
fore,quite necessary that you exercise great care in writing the chord

accurately, and in this way avoid any ambiguity which might otherwise
arise. :
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In Ilustration N? 9, we have the chord written correctly at (a) and
incorrectly at (b). You can follow the modulation which might acci-
dentally occur if G flat were used instead of F sharp.

(aﬁ) ( )

-
[N )

N—

NN

JL T T 1 i
m.No 9 II ’

Ilustration N9 10, taken from Gounod’s opera of “Faust} gives

you an example of a very striking modulation which ismade possible
through the use of the Secondary Augmented Sixth at the*

H GOUNOD
% =S e
IIl. N° 10
Fits e 8
|
*

The following exercises are to be harmonized in the accompany-
ing examination paper.

Ex.No1
‘ i w 1 d.
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Examination Paper
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ClassLetterandNo..... .....cc.....
NAME c.oiviiiinrenecnacsasaossssssessssans ST

Account No ........coveeeiinnnnnnns
B OWEY . v06ni0 s 515065 0506 1w10 6 imrre BUSiEE as T 8§ alsiobn aia i oiase s Shosete State............. Percentage........

Write name and number plainly

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

| 1. Explain the formation of the Secondary Augmented Sixths?.........................

2. Why do they resemble the Neapolitan Sixth?..........ocoieiiiiiiiiiiiiiiiiiiit,

3. Write below the three forms of the chord in the keys of G and B major............
\
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4. Write an original example using one of these chords...............ccvuunn scateld Sraneye

Qa*>

5. Write an original example containing the Italian Sixth..............cccociiiiiiiiii.,
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8. Explain the enharmonic change of the German Sixth.........ciiiiiiiiiiiiinannnn,
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9. Write the German Sixth enharmonically in G major and complete the modulation....
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10. Fill in the three upper voices of Exercise No. 1, using the chords indicated as they'
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11. Complete the three upper voices of Exercise No. 2...c0viiieeiineennanens ceseennaans
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DANIEL PROTHEROE

CHROMATICALLY ALTERED CHORDS

In modern music the student will find so much that is lacking
in clear and definite tonality, and chords which are altered chro-
matically so frequently, that it is necessary to study these unusual
harmonies in order to understand and analyze the works of modern
composers.

The following interesting paragraphs,quoted by Foote and
Spaulding in their book on“Harmony) and taken from the article
by Sir Hubert Parry in Grove’s Dictionary of Music, represents
the musical conditions of to-day very clearly.

“The essential fundamental chords are but few,and must remain
so, but the combinations which can be made to represent them, on
the polyphonic* principle, are almost infinite. By the use of chro-
matic, passing and preliminary notes, by retardations,and by simple
chromatic alterations of the notes of the chords according to their
melodic significance, combinations are arrived at, such as puzzled,
and do puzzle, theorists who regard Harmony as so many un-
changeable lumps of chords which cannot be admitted in musicun-
less a fundamental bass can be found for them.

“The actual number of essential chords has remained the same
as it was when Monteverde indicated the nature of the dominant

seventh by using it without preparation, unless a single exception be

made in favor of the chord of the major ninth,and its sister,the minor ninth’

*Polyphony The art of making two or more independent parts move together with
sx}clledfrqe)ciom as to produce an harmonious effect” (American Historyand Encyclopedia
of Music).

4 Copyright MCMIX by Siegel -Myers Correspondence School of Music



Chief among the chords which can be formed by these chromatic
alterations is the class known as the Augmented chords. In order to
form chords of this kind it is necessary to augment the perfect fifth
which all major chords contain, thereby raising the upper tone one
degree. Illustration N?1 gives us the tonic chord augmented. Note
the interesting and slightly piquant effect which this augmented form
of the chord produces.
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Illustration N? 2 gives the dominant in its augmented form, with
the fifth chromatically raised. Notice that the resolution of G sharp
is upward, a half step. The definition of the term “augmented” will
serve as a guide to the proper progression. To augment is“to make
largery so that the natural tendency of the augmented interval is to
expand. l
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Illustration No 3 givesthe dominant
seventh with the augmented fifth. Notice
how very different in sound this chord is
from the original form.
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The dominant ninth with the raised Il N° 4L |

fifth can be used in both the major and
the minor forms. Illustration N 4 gives.
an example of the beautiful effect produced
by these two chords,each of which contains
the augmented fifth.

e

\



3

These two augmented chords, the tonic and the dominant, can
both be used in their inversions. If we were to re-write Illustrations
Nos. 2 and 3, and use the dominant chord in the first inversion in-
stead, the effect would be similar to that givenin Illustrations Nos.
5 and 6.

IIl. N° 5 IIl. N° 6
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Notice in Illustration NQ 6 that the open position of the chord
is used. In this it is evident that the farther apart the dissonant
notes are from each other, the better is the effect. This is true in
all uses of the seventh chord, but is particularly so when the aug-
mented fifth is used.

Another interesting variation of the usual form in which chords
are written,is that produced by the lowering of the fifth of the
chord. This change, like that which produced the augmented chords,
is more melodic than harmonic,and therefore every care must be
taken in the resolution of the altered tone. Illustration N07 shows
the super-tonic chord with the lowered fifth. This resolves by down-
ward progression of a half step,to the root of the next chord.
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Illustration NO 8 gives you a good example of the use of the
augmented tonic chord. Notice that the raisedtone appears in the
tenor part, and the effect of the chord is accentuated in this way.
Play over the illustration,and notice how melodious is the effect
of the sub-dominant chord after the somewhat jarring effect of the
augmented fifth.

Il1.No 8 PROTHEROE
A [ [ R I N T Y |

= e S e',el oy o e
T T T

1] 1] 1 1]
Vi

TIe|e—

e
¥l
el

T

These augmented chords are used frequently in modern music,
and tend to add very much to the interest and variety thereof. It is,
therefore, very necessary to understand and be able to use these chords,
so that you will be well equipped to analyze any music which you
may be called upon to play.

The following exercises are to be harmonized in the accompany -
ing examination paper.
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Unless otherwise specified, all illustrations and Exercises ti d in this e ination paper
refer to llustrations and Exercises given in the accompanying lesson.

1. What is the cause of the restlessness found in modern music?. ... .. oo ennn.
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5. Analyze in tabular form the chords i HHustration No, 1
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6. Give examples of the tonic and dominant seventh with the raised or augmented fifth

in the keys of C, B flat. G and A\ major.
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Give two examples of two measures cach which contain the major and minor forms

of the dominant ninth with the augmented fifth, in the keys of I¢ and D major.
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8 What is the cffect of separating dissonances?. ... e $E S DO § SRS R
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9. Write the super-tonic with the lowered fifth, in the keys of C and D major, resolving

each chord.
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10. Transpose IHlustration No. 8 into E flat major.
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11, Add the three upper parts to xercise No. 1.
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12. Add the three upper parts to Exercise No. 2.
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13. Harmonize Excrcise No. 3.
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14. Harmonize Exercise No. 4.
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Harmony Lesson N? 80 DANIEL PROTHEROE

MINOR CHORDS IN MAJOR KEYS

One of the most interesting things in music, and one which is
most characteristic of the modern system of Harmony, is the free
use of major chords in minor, and minor chords in major.This inter-
change of tonality lends much variety to music, and has made pos-
sible the astonishing effects which are characteristic of the works of
modern composers such as Wagner, Richard Strauss, Edward Elgar,
Debussy, etc. _

‘We have learned in previous lessons that one chord is never suf-
ficient to define a key, and we may, therefore, enrich our harmonic
vocabulary by borrowing chords from a related key without destroy-
ing the original tonality in the least. The key from which these chords
may be borrowed is always the parallel key of the original tonality,
whether major or minor. We can draw upon both the harmonic and
melodic forms of the minor scale before we exhaust the possibilities
of the key.

Let us compare for a moment the construction of the C major
scale and the parallel minor in its two forms, starting on the same
tone. You will see at a glance the possibilities which are open to us
in the way of unusual chords.

Illustration N 1 shows the close relation between the two paral-
lel keys of C major and C minor.
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You will notice that the scales differ only on the notesE, A and
B, or the third, sixth and seventh degrees of the scale, the other
notes being identical. By taking advantage of this interchange of ton-
ality, we can use chords which contain both E flat and E natural; A
flat and A natural; B flat and B natural, without going outside of
the key. You will see at once what a wide range of chords this puts
at our disposal. Thus, in C major we can have two forms of themed-
iant triad, using E flat and B flat,as well as E natural and B nat-
ural. We can have a minor sub-mediant, super-tonic, and sub-medi -
ant chord by using the lowered sixth of the scale; and we can use
a minor dominant with the leading-tone lowered, as well as other
forms of the dominant chord containing this tone.

Illustration N? 2 gives a few of the chords,in triad and seventh
form,which we can obtain from this interchange of keys.

With lowered 3rd With lowered 6th With lowered 7th
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It is always well to follow these borrowed minor chords by a
dominant, so that the original tonality 111 No 3
may be re-established beyond a doubt. : _ .
Illustration NO 3 gives aform of the TR ontai
minor super-tonic in which is used the o
lowered sixth degree of the scale. Notice
that the chord in no sense destroys the \t = =
tonality of C major.
Illustration NQ 4 gives the super-tonic seventh which also in-
cludes the lowered sixth of the scale. Notice how extremely effec-
tive this chord is, and what an excellent effect is produced by its
association with common chords.
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The next illustration shows the minor sub-dominant which is

formed by using the lowered sixth, as in the previous examples.This
chord is used very frequently in cadences and elsewhere.
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Illustration N© 6 uses the sub-dominant seventh with the third
of the chord lowered. Observe that the chord in this form resolves
to the tonic six-four.
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It might also move to the dominant thirteenth if the tenor
were to take B instead of C. This sub-dominant seventh chord is
also very frequently used and has a particularly attractive sound.

One of the best ways in which the lowered sixth of the scale
is utilized is by forming the chord on the sub-mediant itself. There
are two forms in which this can be used. First,as an augmented
chord,with E natural as thefifth,i.e., A flat,-C, E natural; and sec-
ond, as a major triad using A flat, C, E flat. Play both of these.
chords in connection with other common chords and notice what a
very strong resemblance in sound they bear to the German sixth
which we studied in LessonN? 77 111 o

The resemblance is somewhatsim-  p .
ilar to that existing between the :ég ,,i j = ﬁﬂj
Neapolitan Sixth and thesecond- }| ¢ r ‘r‘ f Sl i
ary Augmented Sixth chords.

Ilustration N© 7 shows : | J b8 g:e
this chord on the lowered sub-me- ‘==2 4'; 5 17 =4

()

diant, with the augmented fifth.



Nlustration NQ 8 shows the sub-mediant seventh chord with low-
ered root. Notice that this chord is peculiarly dissonant. It must,
therefore, be used with great caution and particular care should be

taken with its preparation and resolution.

Ill. N° 8
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Ilustration NO 9 shows the use of this sub-mediant chord with
the lowered fifth,which is much more consonant. This chord can be

used freely and will be found to be useful in a great many wayshe-
ing especially effective in giving a broad majestic effect.
’ , _
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In using these minor chords care must be taken to give them as
smooth treatment as possible, and not to employ them toofrequently.
One or two in a group of common chords is sufficient to accomplish
their purpose, which is to create variety, without destroying the fun-
damental musical qualities of the composition.

The following exercises are to be harmonized in the accompany-
ing examination paper.
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‘Write name and number plainly

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to lllustrations and Exercises given in the accompanying lesson.

1. What is one of the characteristics of the modern system of Harmony?...............
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2. Write the scales of D major and I minor, using in the latter both the harmonic and
melodic forms.

e e e

3. Write out the chords which you can use in D major by the interchange of tonality.
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5. Analyze Illustration No. 4 in tabular form.
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6. Write two exercises of four bars cach in the keys of D and E flat major, introducing

the minor sub-mediant chord.
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7. Give an example of the minor sub-mediant seventh in the key of F, using the lIowered

sixth of the scale. Resolve the chord in two ways.
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8. Form a chord on the lowered sub-mediant of IZ flat, I, G, and A flat major, resolving

cach chord.
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9. Write the chord of the German sixth in the same keys with the proper resolutions.
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10. Explain the difference between this chord on the lowered sub-mediant and the chord

of the German sixth.
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11. Analyze in tabutar form the chords in Illustration No. 9.
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12. Add the three upper voices to Exercise No. 1.
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13. Add the three upper voices to Exercise No. 2.
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14. Add the three upper voices to Iixercise No. 3.
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15. Harmonize Exercise No. 4.
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DANIEL PROTHEROE
| MINOR CHORDS IN MAJOR. KEYS (continued)

In the previous lesson, the subject of chords which contain the
lowered sixth degree of the scale was treated. We found by usingthis

altered tone that a great many new and interesting chords can be
formed.

If we lower the seventk degree of the scale, as it occurs in the

| descending melodic minor scale, we shall find another series of very
interesting chords. This series consists of the chords of the mediant,

| dominant, and leading-tone in unusual form, although they are still

- of the original tonality. IIl. N° 1

One of the most useful chords |
is tht formod on he third dsgroo (==t
of the scale with the fifth of the Il J

chord altered. IllustrationNC1gives 554 S
‘an example of this chordwhichisthe E== ==

]
I b5 h%i

4

third of the first measure. 4

You will observe that this chord, as in the case of the others
explained in the preceding lesson, is followed by the dominant,and
so the tonality is left undisturbed. 7], No 2

In Illustration N? 2,we give a 4 I
chord which is generally called the S—s 7
minor dominant. This chord uses ’l f G ,,J
the lowered seventh, which makesa 33 z é ;
minor chord,instead of the custom- B F
ary major harmony. The effect is b3 h§
rather peculiar, and the chord should always be used with great care.
In this illustration,we notice that the chord is preceded and suc-
ceeded by the customary dominant. 1. Wo 3

Illustration NO 3 gives a fur- )y . ,
ther example of the use of this | e
chord, it being preceded here by ! fi—ff >
the sub-mediant triad. e g _"L—Cj-% =
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In Illustration N? 4 the altered seventh itself ismade the root

of the chord. This givesus a major
harmony instead of the customary

Il. N° 4

diminished triad whichwe generally
find on the leading-tone. This chord
can be used with excellent effect,

PR I |
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as it has a quality evidentlyquite for- St 1+

eign to thekey in which it is used.

You will notice that A in the third chord is used as a passing
note, thereby making the progression into the regular dominant
more smooth.

Another group of interesting chords, which is made possible
by the liberty we are allowed of borrowing from parallel keys, con-
sists of those chords which are formed by lowering the #Aird de-
gree of the scale. Here you can find the minor tonic,the major and
augmented forms of the mediant, and the major and diminished forms
of the sub-mediant chords. I1l. No 5

Illustration N 5 gives an ex- .
ample of the minor tonic, with the (Has= ==
lowered third of the scale. ~ This
chord is very frequently used. No-
tice that all the chordsin Illustration
N9 5 belong to C major,and that the
minor tonic precedes the major chord.

In this connection it is interesting to note what is called the
“Tierce de Picardie} or “Picardy Third? This consists of a major
ending to a composition which is in a minor key. It is a very custo-
mary form of closing with the older composers, who considered it un-
musical to end a composition in the minor, and the effect has been
adopted by the modern writers also.The following illustration from
a Men’s Chorus by the writer, gives an example of this major end-
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Illustration NQ 7 gives an ex- 0. N

|
ample of the augmented chord formed :
on thelowered third of the scale. No-

tice here again that the treatment
calls for a dominant chord to suc- w_ﬁz
ceed this unusual harmony, to re- 1
establish the key.

Illustration N? 8 uses the diminished chord built upon the sub-
mediant with the lowered third of the scale. There are several resolu-
tions which are possible with this chord, either to the dominant six-
five, as in this illustration, or to the French Sixth, as in Illustration
No 9. I1l.No 8

One more chord of this series is formed by using the lowered
third of the scale in connection with the lowered sixth degree. This
chord was explained in the previous lesson.

You should exercise a great deal of caution in using all of these
minor chords which have been explained, as the essence of good mu-
sic is melody. It can be enlivened by occasional interesting harmony,
but the fundamental melodic idea must be undisturbed. You. should
always be careful to keep the resolution of these altered tones in
the same voice part, so as to avoid the cross relation,which ismost
unmusical.

The following illustration taken from the well -known song,
“The Evening Star) in Wagner’s opera of “Tannhduser,” will fur-
nish an excellent example of the fluent and musical use of these
borrowed chords. It will show you how good an effect can be pro-
duced by chords remaining entirely within the key. Study it very care- -
fully, and analyze the chords.
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The following exercises are to be harmonized in the accompany-

ing examination paper.
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refer to [llustrations and Exercises given in the accompanying lesson.
la. What chords are affected by lowering the seventh degree of the scale?................

.........................................

1b. Illustrate in the key of G major.
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2a. Which is the best note to double in the mediant chord which uses the lowered seventh
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3. Analyze in tabular form the chords in Iltustration No. 2.

T R T R T R R

t e o8 8900880008000 08080806800000000000000aE0a00s ceNtcNcntattiancacsatastistccctrtscscecccnnnce

...... + 000 000800000000 0000000000000080000a0000000satiecaseseaceesssssscssonissocesscccrscccsce

4. Give examples of the minor dominant in the keys of F major and D minor, resolving
each chord.

{)

fan Y

)

o) —

4

5. In the keys of D, E flat and G major, write the chords which can be formed with the
lowered seventh as the root.
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6b. Illustrate.
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7. Give examples of the minor tonic in the keys of F and G major, resolving each chord.
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)]

— ’

9. Give a two measure example of its use.
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10. Give the two forms of resolution of the submediant seventh with lowered fifth, in the

keys of D, E flat, and F major.




11. Analyze in tabular form the chords in the first eight measures of Illustration No. 10.
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12.  Add the three upper parts to Exercise No. 1.
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13. Fill in and complete Exercise No. 2.
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14. Harmonize Exercise No. 3.
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15. Harmonize Exercise No. 4.
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DIATONIC AND CHROMATIC PASSING NOTES

You will recall that the subject of Auxiliary and Passing Notes
was treated in Lesson N? 50.

A Passing Note is one which forms no part of the chord but which
passes through it, as it were, either in connecting arepetition of the
chord,or in introducing a new one. In approaching and leaving a
Passing Note, you were taught that this must be done diatonically;
that is, by a single step, unless there is a repetition of the chord. Ob-
serve the Passing Notes in the following example. .

/, AA ! | —
] } I 1 1

111.N91|'g ' r—"—rr f

m
|
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They are found in the first and fourth chords of the illustration,
F being the Passing Note in each case.

You will remember that it is possible to use Passing Notes in
two parts simultaneously, provided they are consonant with one an-
other. Study Illustration N? 2 as an example of this form.
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Here you will find the Passing Notes in the bass and soprano
parts in the first chord; in the fourth chord they occur in the alto
and tenor voices.

Copyright MCMIX by Siegel Myers Correspondence Schaol of Music

N



2

It is possible to have Passing Notes which are not diatonic. In the
following illustration, which is from the Austrian National Anthem,
you will observe an interchange of notes in the soprano voice, in the
second and fourth measures :

4 PRI O N () (SR IllF
i B

IlL N2 3 ﬁ J’lill ‘ui II ; l JHJE—
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In each instance, there is a skip of a third.In order to make the
distinction between the regular Passing Note,which approaches and
leaves a note by a single step, and such a case as this, where the
skip is a third or-even more, we shall call the note making such a
skip,a “By-tone) after Richter. The By-tone, therefore, is a note
of the chord, while the Passing Note is one foreign to the chord.

Compare Illustrations Nos.1 and 3, and note that while in the
former the Passing Note is foreign to the chords with which it is
used, in Illustration N? 3 the By-tones are integral parts of the

chords to which they belong.
m J;J_glg_-! T 1‘ e
¢ | - f F F
v —1 T 1 T = —0—»
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Without the By-tone in the second chord of Illustration N9 4
we should have hidden,or concealed IL.No5
octavesbetween soprano and tenor, a .
progression which is prohibited.Pass- ﬁl
ing Notes, you should remember, do z
not justify faulty progressions. For ©
example, notice the perfect fifths
betwe%n the tenor a-nlc)i bass of Illus- J _,
tration N? 5. The Passing Note does |\ | : =
not do away with the incorrect pro- - i
gression.

The examples given so far are purely diatonic,but it is possible
to use Chromatic Passing Notes, which are of equal value.The same .
rules apply to both the Diatonic and Chromatic Passing Notes.
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Observe, in Illustration N? 6, that we have Chromatic Passing
Notes in the first three measures, and that they all follow the rules
given for the treatment of Diatonic Passing Notes.
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Observe that the By-tone is used during the repetition of the
dominant chord in the fourth measure of thisillustration,and that
a double Diatonic Passing Note is used in the first and third measures.

The general rule provides for diatonic treatment of these Pass-
ing Notes; that is, that they shall be taken and left by a scale step.
You will find, however, that composers also approach a Passing
Note by a skip. Notice at (a), (b) and (c) of Illustration N0 7, that
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each of the Passing Notes is approached by a larger interval thanthat
of a second. In cases of this kind, the rule is to precede the chord tone
by a Passing Note a half step lower, approaching it by a skip. For a
further explanation of this, study the second measure of Hﬁstration
NO7 at (a). The key is B minor, and the chord in which the Passing
Note appears is the tonic. The Passing Note is E sharp, which thus
precedes and anticipates, as it were, the chord tone F.

At (b), of this illustration, the chord is the dominant seventh on
F sharp, with E as the chord tone in the soprano. The Passing Note
is D sharp, a half step below E.

At(c), you will observe that the soprano moves to B,with A sharp
as the Passing Note, approached by askip of 1, wog
a seventh from G. et

Play over Illustration N9 7 very slowly, /] ; I
and study the effect produced. It is similar g -
to the cross relation but is not so unmusical, f’_
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because the discord is more temporary. i

Sometimes you will find a group of Chro- o
matic Passing Notes, as shown in Illustration 97
No 8. T
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When using a passage of this kind, be careful that the voice
moves chromatically into the proper chord tone. If youwereto omit
B flat in the above illustration, you would feel a decided lack of
symmetry in the melody. L No 9

By examining Illustration N0 9, ~
you will find that the Chromatic Pass- ke i
ing Note, when progressing upward,
can be taken at the same time as the
diatonic note on the same degree.
The apparent dissonanceis explained {=y#—
by the fact that one of the tones is a 1
Passing Note. In the fourthchord,you
will find both Gf and G natural. The latter belongs to the chord prop-
er, and Gf is the Chromatic Passing Note, resolving upward to A.

You are allowed to use the interval of an augmented second,
which is generally forbidden, if it occurs in a group of Passing Notes.
This is done frequently when a chord of the dominant is used. An
example of this is shown in Illustration N2 10 where, in the second

and fourth measures, the fundamental chord is the dominant of the
key of G minor.
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The following exercises are to be harmonized in the accompany-
ing examination paper.
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Unless otherwise specified, all lllustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. Define air Auxiliary Note.

.........................................................................................

3. What rules must be observed in the treatment of Passing Notes?.....................

..........................................................................................

..........................................................................................

4. Give an original illustration of two measures of Passing Notes occurring in both alto
and bass.




5. Define a By-tone.

............................. R I P I I AL S O gl d g

099082080800 000000e00eatetts sisent vteirvoeecsecersrorseeestssssisescenrsetsonsoscssccvracsrnn

6. Give an original illustration two measures in length of the use of By-tomes.

It o

=)

7. What effect does the use of By-tones and Passing Notes have upon faulty progres-

BIOTST  cdievma s armes Ui binions 5 A B 6 0 S A RER LS 0N & 55160 1w8: o ¥ P #6093 gy gty
£
8a. Define Chromatic Passing Notes.
8b lllustrate. .
Ol




9. What rules are given for the treatment of Chromatic Passing Notes?..................

P T A R R R T R I IR TP I AP A AP

e o m oo ee0oaosesecsstoesstoceseess tesesssansccossssesessectssseeteetseecsssssesestssstsncone o,

10. Give an original illustration of four measures which uses two groups of chromatic
passing notes, as in Illustration No. 8 of the Lesson.

11. Give examples of Passing Notes approached by a skip.

f
A
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12. Give an example in which a Chromatic Passing Note occurs upon the same degree of
the scale as the diatonic note used in the melody.
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13. Explain under what circumstances an augmented second may be used.

—C)Z

15. Harmonize Exercise No. 2.

P>

16. Harmonize Exercise No. 3.
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MODULATION TO UNRELATED KEYS

In Lessons Nos. 44-47 you were taught how to modulate to the
related keys- dominant and sub-dominant,with their relative minors.
Modern music is so varied and picturesque in its harmonic treat-
ment that very unexpected and sudden changes are often effected.

As a guide to these unusual modulations remember that “Any
'major chord,either diatonic or chromatic, may be regarded as the
tonic or dominant of any other key? (Oakey) Study the following
illustration, and see that the dominant of a minor keybecomes the
tonic of a major.

STAINER
Il1.N°1
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Observe how the D sharp, the leading-tone of E minor, becomes
E flat by enharmonic change.

A tone or tones held in common by both the original key and
the key into which the modulation is made,may be used sometimes in
the process of modulation. You will observe in the above illustration -
that D sharp is common to the old key as well as the one into which
the modulation is effected. Dr. Hubert Parry,in his admirable
article on “Modulation} calls those tones which are peculiar to both
keys, “pivots} a very clear and distinctive name.
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In addition to Illustration N© 1, we quote another exampl'e of
the “pivot” tones,when they are used enharmonically.

IlI.No 2 GRAUN
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Here you get a modulation from C minor to A major. At the
beginning of the second measure, you will observe that the “pivot»
tone is changed enharmonically from A flat to G sharp, becoming

the leading-tone of the new key. IIl. N° 3
“Pivot”tones are not always necess- « S—

ary,especially in the most modern treat- S 4 ' b=

ment of harmony. For instance, take the

modulation in Hlustration N? 3, from C - J g 1l

to A flat, in which the second chord is the \[EE5 "

dominant seventh on G, followed imme-
diately by the chord of A flat. Here you will see at once that in
the new key you have no tone which was heard in the previouschord.
The following fine example of the great restlessness felt in
modern music regarding modulation,deserves careful and conscien-
tious study. It is taken from the Prelude to Elgar’s great work
“The Dream of Gerontius” This is one of the greatest choral works
of modern times and reflects the genius of the great Englishman at
his best.

ELGAR
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Observe that the first figure is kept up throughout the first
phrase. It would be well to simplify all the chords used in the sec-
ond, sixth and seventh measures, so that you will be able to under-
stand them perfectly. You notice that the movement commences and
ends on D major.

Observe the effect of the chords of the sixth, one on D sharp
(root, B natural) and followed by the chord on D natural(root;B flat).
Although this modulation is made to a very remote key, yet there
areno“pivot”’tones, which illustrates the bold modulation indulged
in by modern musicians.

The sub-dominant of one key can be the dominant of another.
For instance, let us take it for granted that you wish to modulate
from C to B flat. The sub-dominant of C is F, and the same tone
is the dominant of B flat.
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Notice the very effective way of modulating through the super-
tonic of the old key. For example, take the modulation from C major
to A major, the sub-mediant key.

= : L 3
T (T[T [
1. No 6 J _61
Ee o o “'t =
i —f °
SUMMARY

In order to summarize these unrelated modulations for you, let
us take D as our tonic and see into what keys we can modulate
from it,and the best means to effect these cha‘nge‘s.

First of all, modulate into E flat, the minor second. Illustra -
tion N? 7 gives you an example of this change of key.

IIl. No %
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This modulation is effected by a minor sub-dominant chord.
(Summary continued in Lesson N° 84).

'The following exercises are to be worked out inthe accompany-
ing examination paper.
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MODULATION TO UNRELATED KEYS (continued)

Continuing further our summary of modulation begun in the
previous lesson, we shall now modulate into the keys of the minor
and major third (in D major these are F natural and Fsharp) minor
fifth (A flat), minor sixth (B flat), and minor seventh (C natural).
‘We omit the related keys which were treated in Lessons Nos.44-47.
It is not advisable to modulate often to these remote keys, but it is
valuable to know the possibilities of the subject.
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In Illustration NO 1 there is, as you see, a modulation to the
minor third by way of the tonic minor. In the third measure the B
flat, the lowered sixth of the IlI,N©2
scale, is introduced and makes, f
as it were, a “pivot”tone,(men- \FF—= ,f‘ﬁ—b—f e h‘ :
tioned in Lesson N? 83), as it o r"r' RF
belongs to the scale of D minor wﬁ%; |
and the scale of F major. H

Mlustration N? 2 gives a. ! i L !
more decided modulation, by 1. No 3
the use of the chord built on
the minor sixth, B flat. i<

Here you see that the dom- \f¢f 2
inant of D is followed by the
sub-dominant chord in the scale &L
of F, the latter proceeding to :

(AN
the dominant of F. Another way 1 [ ﬁ"‘ﬂr—

of modulating into the same key is shown in Illustration N9 3.
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In Illustration N? 4, we have the new key appearing directly
after the sub-dominant chord of the original key. Play this over care-
fully, and you will findita bold 111 No 4
and effective modulation. The
mediant, as you know, is the ; Fs——+
relative minor of the dominant
key, but a major chord on the
mediant will be more remote, — J 6]
as. we must introduce a note 4 f
foreign to the scale. ' ' |
You will observe at once that A sharp is the foreign note, and
to make the modulation by means of the major chord it was necessar
ry to use it. Il. N 5
In Illustration N®5 use has Ay | I |
been made of the diminished sew #‘l—"ﬁ‘i—%—b&——qf =
enth chord. Before proceeding }|& P r -r -r r
y

NNl

W
Tmee— — [R

i
4

1T |—

further we should consider the
wonderful possibilities of this
chord, by the use of enharmonic The P —1
change in effecting modulations. r

III. N° 6
| ® ® (o @
For instance,letus take the I # Sl #e Py
forms of the chord shown inII- )| ¥ S ' 'S || pe®
lustration N? 6 (You will find the
root in the bass clef). o7 t— .
4 B 7 hsT Q) 9_16

At (a) the chord is in the key of C; at (b) in A minor;F§ minor
is the key at (c); while the chord at(d) is in the scale of Eb major.

These can be treated as belonging to a tonic,dominant or super-
tonic root, and the possibilities are such that a modulation can be
made into twelve different major and minor keys. So,when modu-
lating,bear in mind constantly the great addition youmake to your
harmonic vocabulary by the frequent use of the diminished seventh
chord.
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In Ilustration N7 you will
observe that the chord of the
diminished seventh has been
used, and the notes changed
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enharmonically in theresolution. i}gﬁ‘f & b
L= 3 1 I T 9]
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Il NO 8 ’
|

—o—= e - To resume our summary, the
L K modulation into the major key of
 |bo lbo ba the Jowered sixthis very often ef-
P o — L o fected without any intervening chord,

as in Illustration NO 8.

You will find this modulation a very useful one when writing
church music, as the effect is dignified and majestic. ~Stainer has
made effective use of it in his cantata “Mary Magdalene?(I1l.N? 9).
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Illustration NO 10 gives an (@ #73 : }m! . c!
example of amodulation to the \F&P—= f qf”“ f f -
manor seventh from the tonic-
D to C natural-which can also ] J_ é h,[
be made without anyintervening {F¥EEE—70 95— =
ho @2 3 1 | L )
I I |

chord, as you see by referring
to this illustration.

But should you desire to make the modulation less abrupt you
should go from D to G, and then to C, using the tonic as the dom-
inant of the new key. The dominant is the best “bridge” by which
we cross to the new key.

In Lesson NO 78, it was stated that the third form of the aug-
mented sixth (the German) was a most useful chord for modulation,
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because it is identical with the dominant seventh. Gounod, in his
chorus “Unfold Ye Portals” from the “Redemption} gives a splen-
did example of the use of the chord in modulating.

GOUNOD
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You will notice that the first chord in the fourth measure is the
German Sixth on A flat. The same chord, by changing F to G flat,
would be the dominant seventh in the key of D flat.

To conclude this lesson, we shall quote a very effective example
from Elgar’s “King Olaf, illustrating the possibilities of modulations
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The following exercises are to be Eorked out in the accompanying

examination papjr.
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. Give a summary of the keys into which the more remote modulations can be made....
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2. Name all the keys into which we can modulate from A major................c..c.....
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3. Name two modulations which you think are most effective............ccoviiiiiinn.,
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| 4. Give an example in two measures of the modulation to the key of the minor third, by
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.........................................................................................
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7. State the keys into which you can modulate by means of this chord.............c..u0.
8. Modulate from C major to E minor by means of the diminished seventh chord........
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A
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9. Write another modulation in any two keys which you may choose, using the dimin-

ished seventh as the means of modulation............cotiiiiiiiiiiiiieeennnnnnnn.
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10. How may the modulation into the key of the lowered sixth be made?................ -
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11. Docs this resemble any other progression which we have had previously?.. IS e
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12. Write an eight-measure modulation, using whole notes in each measure, in which you

proceed from C major to A flat major; to F minor, and back to C major............
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13. What chord is the best bridge to the new key?..... ..o,
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14. Simplify the chords used in Illustration No. 11.......iiuiiiniiiiiiiiiiiiieineennns
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15. Harmonize Exercise No. 1, indicating the MOAUIAION. vttt e
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CADENCES AND SEQUENCES

In the earlier lessons of this course you were taught to use the
simpler cadences,- the full, half, authentic,and plagal cadences. You
will find that great care must be exercised in the ending of music-
al sections: contrasted cadences should be used as much as pos-
sible. Bannister, a well-known English theorist, says, “One of the
first elements of musical construction is the proper management of
‘the cadences, especially the avoidance of tautology, i. e., the too
frequent and too proximate recurrance of the same form of cadence?

So, let us enumerate other cadences than those already studied.
First, those cadences which lead from the original key, and which
some theorists name “Cadences of Modulation” There is a vari-
ety of these; as, for instance, the following, which modulate from C
to A minor (Illustration N? 1)and from D minor to A minor (Ilustra-
tion N9 2). I1]. No 1 1. No 2

|| | |
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%) G 16H © o
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The oadences just exemplified are called “Irregular Cadences?
Incomplete cadences,which close on an inversion of the triad, also
frequently occur. (See Illustration N0 3).

[
Ill. No 3 J_
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A cadence which is important is the False Cadence, in which
the harmony is suddenly arrested, and, instead of goinginto a full
close you proceed into another chord, although the intervals of the
preceding chord must be resolved regularly. For instance, play
over Illustrations Nos. 4 and 5 and you will see thisvery clearly.

I11. No 4 I1.N° 5
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You see that in Illustration NO 4, the cadence is interrupted
by the chord of A minor, although the feeling of the last chord of
the second measure is that of going on to the full close. The same
applies to Illustration N? 5.

Remember, however, that if you desire to remain in the key
into which you have been led by the False Cadence,a regular ca-
dence must be made in that key. In that case,you would have the
dominant of A minor in Iliustration N? 4, and the dominant of A
flat major in Illustration N? 5. But should you desire to keep in
the original key, you can easily return to that key by means of the

augmented chords. Let us illustrate this by returning to the original
key in Illustration N? 6, continuing Illustration NO 5.
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The Interrupted or Broken Cadence is that in which the tonic
is delayed by a rest. Handel was very fond of that device in his
chorus writing, and used it in the close of the following choruses:
«He Trusted in God} and “The Amen Chorus, from The Messiah.

Composers, in order to strengthen and emphasize musical phrases,
do so very often by means of a Sequence. “A. Sequenceis a suc-
cession of intervals repeated upon the other notes of the scale.”
For example, take the first three notes of the scale and repeat
them a step higher in each bar, and you have the Sequence form.
See Illustration NO 7.

I.No 7

:
b

If the Sequence is confined to one part, it is called a “Melodic
Sequence} but if all the parts move in sequence, then we havea“Haxr-
monic Sequence; as in Illustration NO 8.

Ill. No 8
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Taking again an excerpt from “The Messiah)in the following
well-known aria for contralto,given in Illustration N? 9,isa splen-
did example of the Melodic Sequence.
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And the glo ry of the Lord.




There are two forms of Harmonic Sequences;one of these is
formed without alteration of key or mode,as, for instance, the one
shown in Illustration N© 8, which is called a “Tonal Sequence?
The other isknownas a “Transitional” or “Modulating Sequence.
In this one the melodic and harmonic structures are both retained.

Illustration N 10 gives you an example of this form.

Ill. No 10

The following exercises are to be worked out in the accompany-
ing examination paper.
Ex.Ne1
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12. Complete Exercise No. 1 in four measures, using one of the Cadences explained in the

13. Complete Exercise No. 2 with a .\Ielndic,s-hm.&f,mc N AR
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14. Add the three upper voices to Exercise INO, 3i.cccivereicoanmirimeuiinesvossnnnnsomn
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15. Harmonize Exercise No. 4, using a Transitional or Modulating Sequence in the first

two measures, and ending with the Perfect Authentic Cadence......................
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DANIEL PROTHEROE

ORNAMENTAL TONES
t Music, like so many other things, must have its“frills and flounces?
ja,nd therefore many tones are used which simply adorn the harmony.
Such tones are Changing Tones, Appoggiaturas, = Retardations,
!{Notes of Anticipation, etc. Some writers consider passing notes
ong the Ornamental Tones, but as they have been treated in
their various forms in previous lessons, it will not be necessary to
call further attention to them. So we shall begin with the Changing
Tone.
v A Changing Tone is a tone which is foreign tothe chord in which
it appears, and which moves by a skip of a third. See Illustration N 1.

i g —F

E 2 ﬁ——'ivj =
. No 1 4 E
| 70— Tn

You will notice that the D in the first chord of this illustration
does not belong to the chord, and,unlike the passing note or aux-
iliary note, it skips a third in resolving.

Be sure that you thoroughly understand the difference between
the Changing Tone and the auxiliary note. The latter;as you will
remember, always returns to its principal tone,while the Changing
Tone skips a third to another tone.

The Appoggiatura, or, as some call it, “the leaning tone} is an-
other tone which is foreign to the chord in which it occurs, and is
gengrally one step above or below the principal tone.
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In Dlustration N? 2 you will notice that D isthe Appoggiatura.
It is usually of the same length as the
tone it precedes. A good rule to re-

I11. No 2
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tone is not heard in the
same part in the previ-
ous chord, and,therefore, it
cannot be a suspension.

‘We can have the Ap-
poggiatura in more than
one voice. See Illustra-
tion NO 3.

member is that

“The Appoggiatura

generally takes half the value of the
tone that follows? It might sound to
your ears almost as if it were a sus-
pension, but you will observe that the

Ill. N°3
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You will find that Appoggiaturas are often added to the vocal

part in the classic oratorios. Take, for example, The Messiah

of

Handel. In most of the recitatives you will find the Appoggiatura
used. We give a part of the recitative “Comfort Ye” as an illustra-

tion. It is written as follows:
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In studying this illustration, you will notice that the Appoggi-
atura is introduced in two places in these eight measures:  first,
he first tone of the word “wilderness} when the F sharp is
substituted for the E; and, second, a D natural is substituted for
the first C on the word “desert? If you will try this over with the
voice or instrument, you will see at once the effect produced by the
introduction of these Ornamental Tones. Although in the last
measure, the first tone in the voice part is A, and the accompany
ing chord is the seventh on E (dominant of A), they are never
struck together, as the last two chords are played after the voice
ceases to sustain the tone.

Foote and Spaulding, quote the following as containing Appog-

giatura chords.
CHOPIN Op.15. No. 1,

IS Nqv &

NS

. N° 5

Sometimes you will come across a suspension of the leading-
tone. As the resolution is upward to the tonic, theorists, as a rule,
call this a Retardation, rather than a suspension.

A W 7”
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In Ilustration N9 6 you will see at once that the resolution is
retarded before going to its final tone of resolution. This chord,
also, can be inverted.
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Another ornamental device used frequently by composers
the Anticipated or Preliminary Tone. It is a tone which moves into

its tone of resolution in advance IIl. No 7
_of the other parts. In Illustra- ym

is

|
tion NO 7, observe how the G, = e
to which the A proceeds,is an- x !-
ticipated by the eighthnote(G) in - J o
the first measure. This is,as you =i o =

observe, a shorter tone than the

principal one. Illustration N? 8 gives you another example of a

Note of Anticipation.
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The following exercises are to be worked out in the accompany-

ing examination paper.
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4. What is an Appoggiatura?
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5. By what other name is the Appoggiatura known?.............coiiiiininiieniieenn
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6. Give an example in the key of D of an Appoggiatura
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7. Explain when the Appoggiatura differs from the suspension
8. Analyze in tabular forfn the chords used in Illustration No. 4
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9. What is the suspended leading tone called?.....................oiiiiiiiiii L.
10. Give examples in two keys of an Anticipated Note...................coooiiiiio.,
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11. Add the three upper voices to Exercise No. 1, introducing some Ornamental Tones.
Number these Ornamental Tones which you use, and give, in the space below, the

exact Name Of €ACH. . u vttt e

12. Add the three upper voices to Exercise No. 2, using Ornamental Tones as suggested
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13. Harmonize Exercise No. 3, and pay careful attention to the Ornamental Tones in the
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PEDAL POINT or ORGAN POINT

A Pedal Point, or Organ Point, is defined as “A note (tone)
held by the pedal while the harmony forming the remaining parts
is allowed to proceed. The term has its origin in organ playing,
when a note (tone), usually in the bass, is held on the pedals while
the rest of the harmony progresses” (American History and Encyclo-
pedia of Music). Remember that the harmony above the pedal tone
is complete in itself, and has its own bass. That is to say, in analyz-
ing the chords used, you generally consider the part next above the
pedal tone, as the lowest part. For example, take IllustrationNO1,
from “A Song of Hope?

I1.No 1 PROTHEROE

R AR
—4

You will sce at once that the harmony in the right hand is
complete without the Pedal Point, and that you analyze it from
the lowest tone of the part above the Pedal Point.

The Pedal Point is always on the tonic or dominant of the key.
You will cbserve that the example already given is on the dominant.
Although having its origin in organ music,a Pedal Point is often
used in other music, as you will see by the following examples.

Copyright MCMIX by Siegel - Myers Correspondence School of Music
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As a rule, the Pedal Point is in the bass part, but may be
found in any of the other parts. (See Inverted Pedal Point at the
end of the lesson). In writing an example of a Pedal Point, com-
mence and end with the same chords; i.e., on the same tone, al-
though you might, in the final chord add a tone to the original
chord, as in Illustration N9 1. The first chord is the dominant of
G; the last is the same, but C natural has been added to the latter,
making it a seventh.

The Tonic Pedal Point is commonly used to protract or delay
the final cadence, but sometimes it is used at the beginnihg of a
composition, as the following example,from “Praise of Spring” by
Mendelssohn, will illustrate.

I1.N° 2 \ MENDELSSOHN
# ' | 1: , ,|-L:‘ %V l ; V ]i? |
. }i %’D‘Q 'b Lb‘uil

Another example is the beginning of the well-known and pop-
ular “Hunting Song” by Mendelssohn.

The Dominant Pedal Point is generally used toward the close
to give effect to the re-introduction of a theme. See Illustration
No 3, from “A Song of Hope’
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This excerpt comes at the close of a fugue (see alater lesson)

and adds effect to the final entry of the first theme. While the

Pedal Point gives a firmness to the key-tonality, the harmony a-

bove it may contain brief changes; but whatever transitions are

made,must proceed immediately to the harmony which re-estab-
lishes the key-tonality. Illustration N© 4 makes this clear.
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Analyze the chords used in the treble clef very carefully,and no-
tice that, no matter what changes are made, there is an immediate
return to a chord that indicates the tonality.

' An Inverted Pedal Point occurs when the Pedal Point is in an

upper part. (See Ilustration NO 5). PROTHEROE
e e
—— : o 5
) - u =]
II1.No 5 ;
A v r 1 : (' — — t

Sometimes the Tonic and Dominant Pedal Points can be used
. together, as the following illustration, taken from Henry Smart’s
“The Curfew, will demonstrate. Here you will see at once the beli-
like effect of the two tones against the harmony.

Il11. No 6 HENRY SMART
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For further examplesof Pedal Point, study the fugues of Bach

g’;gi(?:her composers, and notice the effect obtained by thisharmonic
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REVIEW

Before leaving the subject of Harmony, and proceedingto ob-
tain some idea of Counterpoint, it will be well for the student to
review and study over and over again the treatment of the various
chords given in the lessons from the beginning to the present one.

Always aim at a thorough analytical knowledge of the various
chords used. Make the part-writing clear and effective, keeping
constantly in mind the fact that the parts must be as melodic as
possible.

As modern music is so varied and chromatic in its harmonic
treatment, always observe the various devices used, and study care-
fully the different positions in which the chords are used.

The following exercises are to be worked out in the accompany -
ing examination paper.
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. What rule should you follow with the first and last chords of a composition using
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6. Analyze in tabular form the chords used in lllustration No. 1
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7. Give an example of a Tonic Pedal Point in the key of C
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Give an example of a Dominant Pedal Point in the key of D
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10. Analyze in tabular form the chords used in the second, third, and fourth measures of
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11. What is an Inverted Pedal Point? Give example...................... S R
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13. Harmonize Exercise No. 1 in tWo wWays.....oovineinneneennn ..
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Harmonize Exercise No. 2, introducing Tonic and Dominant Pedal Points............
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15. Harmonize Exercise No. 3

o>

B
4

Add the three upper voices to Exercise No. 4, harmonizing it in two ways; use the
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Dominant and Tonic Pedal Point where indicated
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COUNTERPOINT

Following the study of chords in their harmonic treatment, we

" come to the question of the melodic and independent writing of each
part. This is called Counterpoint. While Harmony treats of ~the
combination of tones into chords and their connectionwith each other,
Counterpoint regards the formation of chords as incidental to the
melodic flow of the voices. In writing Counterpoint,or contrapuntal
‘writing, there must be a principal melody in one voice,and in one or
more of the other voices,a melody moving around this principal mel-
ody. The chords are formed at the principal points of contact be-
tween the melody and the voice or voices which contain the Coun-
terpoint.

In writing chords alone, we regard them as if they were perpen-
dicular columns of tone referring each tone, of whichthechord con-
- sists, to its bass or fundamental root. But, viewing music from a
contrapuntal standpoint, we pay more attention to the melodies of
which each part consists. So, just as we regard the karmonic treat-
ment perpendicularly,weview the contrapunial treatment, asit were,
horizontally. But, after all, no combination of melodies treated
contrapuntally can exist without forming chords;so thatboth Harmony
and Counterpoint are, in a sense, intimately connected. It has been
very aptly said that “Counterpoint is the art of combining melodies”

In order to illustrate the difference between harmonic and con-
trapuntal treatment, let us take a phrase from the well-known Dox-
ology, “Praise God from Whom all Blessings flow” with the bass
voice singing the melody. (See Illustration NO 1)
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Harmonizing this bass with triads and their inversions,we have
the harmony shown in Illustration N? 2.
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Take any of these parts separately, and you will find that each
has an independent melodic flow; so Illustration N© 3 isa“combin-
ation of melodies horizontally” rather than simply a “series of
chords, constructed perpendicularly?

Counterpoint is divided into Simple Counterpoint, which is ex-
emplified in its florid species in Illustration N9 2,and Double Coun-
terpoint. Triple and Quadruple Counterpoint are alsoused, although
more rarely. In Double Counterpoint the contrapuntal part can
be placed above or below the principal melody. In Double Coun-
terpoint “in the octave” either part can be inverted within the oc-
tave, with the harmonic and contrapuntal rules as rigidly followed in
one case as in the other. A fine example of Double Counterpoint
in the octave is that shown in Illustration N? 4, taken from the
chorus, “We never will bow down” (Handel’s “Judas Maccabaeus”).
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Suppose we invert this Counterpoint and write it an octave
higher, so that it will be above the subject. You will find that itis
 equally effective in either way.
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The contrapuntal form was used before the harmonic,and you
will find most of the earlier music written in this form. The given
subject,or most important melody,is always called the Canto Fermo,
or “fixed song? Counterpoint is written in a much freer style in
these days than formerly, but it would be better for the student to
master the rigid rules first, than to be too free in his writing of
Counterpoint before knowing what rules to disregard. Experience
alone will teach this. So that in this and the next lesson we shall
confine our instruction to the different species of Simple Counter-
point in two parts, of which there are five kinds.

Before proceeding to write Counterpoint, it will be well to find
out the various progressions which are prohibited. In order to have
a free melodic flow of the contrapuntal part, be careful to avoid
augmented and diminished intervals with the following exceptions.

1. The augmented interval may be used when it is one of
the repetition of a sequence, and
2. The diminished seventh is allowed in ascending and de-

scending, provided it proceeds, after ascending, to the next
tone below (see Illustration NO 6) or, after descending, to the
next tone above. (See Illustration N? 7).
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It is not good to make the Counterpoint move so that a triad |
effected, as shown in Illustration N© 9.
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You see that this gives you the complete chord of the tonic, ar
gives the effect of a harmonic treatment rather than a contrapunts
one.

Notice how much more effective is the progression in Illustr&tit
N© 9 than in Illustration N© 10.

In two part Counterpoint you are not allowed to use a succei
sion of more than three thirds,and three sixths following each oth
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Too many thirds Too many sixths

In selecting chords to use in your Counterpoint, the follo
are available in the major: tonic, super-tonic, mediant,sub-domins
dominant, and sub-mediant chords in their root position and fir}
inversion,and the leading-tone in its first inversion as well.

In the minor key, the available chords are: the tonic,sub-do)
inant, dominant, sub-mediant, in their root and first inversions, §
gether with the first inversion of the super-tonic and leading-tone

This gives you thirteen positions of the chords which can
used in the major, and ten in the minor.
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1. What is Counterpoint?
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2;
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5. Transpose Illustrations Nos. 4 and 5 into the key of E flat..........................
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6. Simplify the chords used in Illustration No. 3.........citiriiiiiiiiiiiineann.n
D)
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7. What is meant by Double Counterpoint in the octave?.................cccouiuueeenn..
8 What form of composition was first USed?.........iuinrirenne it i aaenaninns



9. \What name is given to the subject or principal melody?.... ... ... . .. ... ... :
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10. Under what conditions is an augmented allowed?............ ... ... ... ..., S s S
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17. Take Illustration No. 1 and treat it from the harmonic standpoint, adding the three
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16. What chords are available for use in the minor?..............oiiieiinrinenennnnnes
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17. Take Illustration No. 1 and treat it from the harmonic standpoint, adding the three
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COUNTERPOINT (continued)

In writing Counterpoint, the student is often called upon to employ other clefs
than those which have been used so far. The alto and tenor clefs are the regular clefs
for those parts, and they can easily be mastered if you will bear in mind that the
line on which these new clefs are placed,representsmiddle C. Illustration N 1 will
show you the same note (middle C) as it is written in the treble, alto,tenorand bass
clefs. You should write out scales and exercises in these unfamiliar clefs until you can
read notes in them with perfect ease.

SOPRANO ALTO

m.mrg m

In our study of orchestration, you will find all these clefs used, so it is very im-
portant that you should thoroughly master them at this point.

We shall now proceed to study the various species or forms of Counterpoint,
of which, as was stated in Lesson NQ 88, there are five. The older text books
generally used one whole note in each measure for the Canto Fermo, but in these
illustrations we shall not confine ourselves to that, but shall introduce half notes
when necessary.

We will use a part of the well-known chorale of Luther “Ein Feste Burg” as
our (;anto, Fermo (abbreviated to C.F.) for the first three species. (See Illustration
NO 2).
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The first note of the Counterpoint must be an octave, or in unison with the
Canto Fermo; or, if the Counterpoint is in the upper part, the first note maybe a fifth.

. Ilustration N@ 3 will give you the Counterpoint inthe first species- note against
note.
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A good way to test the Counterpoint is to take it as a melody,and if you will
g0 over the bass part of Illustration NO 3 you will find that it will do equallywell as
a melody.

In Illustration NO 4, you will find that the Canto Fermo is inthe lower part,
and thg Counterpoint in the upper part. The notes of the Canto Fermo, as they
occur in Hlustration NO 3, would be too high for the bass, so we have put it into
the key of Cin Illustration NO 4 '

Copyright MCMIX by Siegel -Myers Correspondence School of Music
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Now, suppose we wanted to write this illustration for the alto and tenor parts
in the proper clefs, we should write it as in Illustration NO 5,
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You will observe the first species is practically the sameas combining a fluent
soprano part with a correct fundamental bass.
The second species is that of zwo notes against one note. See Illustration N? 6,
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Here it is important to remember that ke note on which the accent faolls must
be consonant with the note of the Canto Fermo. Notice in Illustration N? 6 that at
every point where the note of the Counterpoint falls together withthe Canto Fermo,
a consonance is formed. It is possible to write two notes in the first measure, but
the entry of the Counterpoint after the first note of the Canto Fermo is a much
stronger beginning, giving better rhythmical effect, and suggeststhe fundamental
harmonymore definitely.

In Illustration N© 7, the Canto Fermo is given to the tenor, and the Counter-
point to the alto, written in the proper clefs.
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the next species, it would be well at P =
this point to give the following cadence 1. No 8 N
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In Illustration NO 8 you have, as you will observe, aleap of a diminished
fifth to the leading tone.

The third species is that containing four notes against one note. In this kind
of Counterpoint, each measure, except the first and last,must contain four notes
to one of the Canto Fermo. The first and #ird notes of the Counterpoint against
each note of the Canto Fermo must de consonant, but the second and fourth notes

may be dissonant, provided you approach and leave them by a step. Seelllustration
N9 9. It is not correct to skip into a dissonance.

In this species, be careful of parallel fifths and octaves. The passages in Il-
lustrations Nos.10 and 11 are faulty, as the intervening netes in the examplesdo not
destroy the feeling of the incorrect progressions. These are parallel octaves in II-
lustration NQ 10, and parallel fifths in Illustration N© 11,
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Illustration NO 12 is an example of this species, with the Counterpoint in the
lower part In Illustration NO 13 it is placed in the upper part.
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The fourth species consists of Syncopation and is akin to the suspensions
which we have studied in previous lessons. The following rules should guide you
in writing this species of Counterpoint.

1. The dissonant note must be heard as a part of the pre-
ceding chord.

2. The dissonant note must resolve by descending one de-
gree to the succeeding chord note.

3. The resolution of one discord by downward progression,
makes a preparation for the next discord.

Har. L. No 89



Illustration NQ 14 shows the fourth species with the Counterpoint in the uppe:
part.
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Illustration N9 15 shows the Counterpoint in the bass.
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The Canto Fermo is written in these illustrations in whole notes in order to
bring out the suspension more clearly.

The fifth species is a combination of all the preceding forms, and is known as
Florid Counterpoint. Illustrations Nos. 16 and 17 give you examples of this form
of Counterpoint.
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You will observe that part of the first three measures of Illustration N¢ 17
has the same Counterpoint as that of Illustration N 16, and is an exampleof Double
as well as Simple Counterpoint.

The following melody is to be used in the working out of the various exercises
in the accompanying examination paper.

Ex. N9 1 =
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1. Write the scales of D, G and A flat major in the alto and tenor clefs, ascending only.
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You should take every opportunity to read and write in the alto and tenor clefs

so that you can become accustomed to them in the shortest possible time......... ...........

2. How many notes are there against the Counterpoint in the First Species of Counter-
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3. What is a good way to test the quality of the Counterpoint:
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S. How is it best to commence the Counterpoint in the Second SPECies? s v 5 emmeen s
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7. What notes of the Counterpoint must be consonant?. .. .......veererreeneeaneennennns
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8 What incorrect progression is apt to occur in the Third Specie
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9. Give three rules regarding the treatment of the Fourth Species
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11. Do you understand the principles of writing Counterpoint
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12. Taking the Canto Fermo %{iven at the close of the lesson as your subject, add a

.

Couniterpoint to it in the [First and Second Species........c..ovviiiirinninnane.onn.

13. Take the same subject an(ﬁ transpose it into the key of D, using it as a bass, and

write a Counterpoint above¢ it in the Second and Third Species.....................
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14. Write Illustration No. 17 in the alto and tenor clefs. NOTE: The Soprano part is to bc
written in the Tenor Clef, the|Bass in the Alto Clef.
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15. Take the Canto Fermo of Exercise No. 1; write {t in the tenor clef and add a
Counterpoint above it in the soprano clef, using the [Second Species...... ..........
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16. Add Counterpoint in the Fifth Species to Exercije No. 1, writing it above or
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CANON

In studying the works of various composers, you occasionaily

come across Imitations, or, passages in which some of the parts

imitate one another, by taking up exactly the same notes. Observe
how in Ilustration NO 1 the two parts are exactly the same.
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A strict,or identical imitation of this kind is called a Canen. It
is the most regular species of imitation. The melody of one part
is imitated in another part,interval for interval without deviation.

The old-fashioned “rounds” are written in Canon form.Proba-~
bly you have sung and heard the old round, very popularatone time,
“Scotland’s Burning} where one part follows another, in a kind of
musical “follow the leader”

There are several styles of Canon. Illustration N°1 is called
“Canon two in one, at the octave” By this we mean that the two
parts are at an interval of an octave. By means of a coda, a Canon
can be brought to aclose. The old rounds were “circular” as you
can infer from their name, and could be kept up indefinately. It
is a very interesting fact that the second part makes a sort of
contrapuntal accompaniment to the first, althoughhaving the same
notes.

Copyright MCMIX by Siegel - Myers Correspondence School ¢f Music



This sequence of ideas is followed in each succeeding measw
Keep in mind the melody of the second part,when writing the fo
lowing measure of the first part, so that they agreeharmonicallyar
melodically, with the melody of the second voice in that measure.

Make the rhythm of the counterpoint as varied as possible. .
void, as far as you can, the use of note against note; and answer
half note with a quarter or eighth note, so that the interest of ti -
various parts can be kept up.

The following Canons are to be continued and worked out i
the accompanying examination paper. They should be extended t}.
number of measures indicated in the questions, each closing with

proper cadence in the last measure.

Ex.No1
a 1 1 1 1 1
Ex.N? 2
4}
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2. Explain the formation of the Canon........coieiiiiiieiincogarersrsatsrionnsssnsns
3. Worite one measure which you can use as the basis of a Canon.......................
\
P 4
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o

4. Add to this a second and a third measure which may be combined with the first in
a three-measure Canon for two voices
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5. What is a Canon two in one, at the octave?......coveiiiirreeninnninnnniinnnennanen

feve
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6. Write the Canon which you gave in answer to Question No. 4 in this form..........

f)
K

7. Use this melody also in writing a Canon two in one, at the filth below................
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8. Write this Canon two in one at the fifth above, starting the Canon in the bass voice

and writing the second part in the tenor clef........... S5 BF B8 s o 8 .
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10. Give three rules to be followed in writing a Canon.............c.coovvuenn.. visssses
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Work out Exercise No. 1 as a Canon two in one at the octave above, extending the

11.
form to four measures and close with a cadence...

H

12. Work out Exercise No. 2 as a Canon two in one, at the fifth below, extending the

form to six measures.

&3~:>

13. Work ocut Exercise No. 3 as a Canon two in one at the fifth above, writing the upper
Fxtend this to four measures closing with a cadence

voices in the tenor clef.
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14. Use Excrcise No. 4 as the themie for a two-voice Canon between soprano and alto
parts. Extend this to eight measures with the last two measures as a cadence.
In answering “this question, you may use any one of the forms explained in the
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[ _fH

15. Do you understand and have you mastered all the lessons you have had so far from us?

16. If not give in the space below, the subject and number of lessons with which you now -

have difficulty, stating definitely what the trouble is, so that we may oifer any :

help or suggestion, and give you special review WOTK ......cc.co coviiriiiiuieieneeriiieieeniiinaenans
..... SRR 8 LSS § 86§ SRR AT 8§ B B SRR § AR S ¢ Fh S SRR § SRR
T R DT o1 e s PRER G
€800 00 erssans L AR R e b e ES R R Ll LR A R R s eavennm *sasesosrsenoese
®
.................... SESTRSA ¢ 5 SRR § § SO § 5 s SIS b SRR § A

17.  If you are satisfied with your progress and understand everything you have had so far,
the above review is unnecessary and the diploma will be issued to you at the comple- i

tion of the Course. If this is the case, please give the exact name that you want on
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FUGUE

Following the exposition given of Counterpoint and Canon, we s.hall now take
| up the study of Fugue. This form, while canonic in some respects,gives more com-
plete and exhaustive opportunities for the display of ingenuity in con'trapuntal devices.
“A Fugue is a musical composition developed according to certain rules of imi-
tation, from a short theme or phrase called the subject” (Higgs).
This subject can be given to two, three, four or more parts. In IllustrationNe1,
you have an example of a Fugue for four voices, taken from the chorus, “And with

i ipes” in Handel’s Messiah.
His Stripes) —

IIl. No 1
i - ‘47 - f N "q:;i{:!!ZJ::J;;EEEE;;ti

y L

L
i

X
QL

[T— = | | |

I

Pl | e
]
B__t“!r' il
&
199 |el
%_g ™
)
1

etc,

I
S

17y
V.

e "_ -

i b

T

1
I B

1 T 1

The subject of a Fugue must be of a very definite type, and full of character, If
the student will study the illustration already given, he will notice the strength, in- -
dependence and virility of the subject. It must at once arrest attention, and so be

. heard clearly through all the mazes of contrapuntal writing. It is announced in one
part, and at the end of two or more measures, an answer to it is given;so that we
have Subject and Answer as the two componeént parts. In vocal Fugues,if the sub-
Ject is given out by the soprano, the answer is generally made by the alto;ifthe bass
-introduces the theme, it is answered by the tenor.

In Ilustration NQ 1, you will find that the theme is given first by the soprano,
then answered in the third measure by the alto; in the sixth measure the tenor gives
the theme, followed by the bass in the tenth measure. It is an interesting fact that
this theme has also been used by Bach and other composers.
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The answers to the following fugal subjects are to be written out in the accom-
panying examination paper. ;

Ex.No 1
) T r——
g ! —— -
Ex.No 2 L
- : 2 F.#-gp-'—_
B e e R o - tel*t 2 -
nilr,'_? e e !
Ex.N°o 3
I S
PR Il
(Y] s
Ex.No 4
| | |
75 = —I’—'ﬂ:
Ex.N° 5
/| I

S

[E
;
i

Ex NO 6 HANDEL




Siegel-Myers Correspondence School of Music
CHICAGO, ILLINOIS

A Course of Harmony Lessons by EXAMINATION PAPER No. 91

ADOLPH ROSENBECKER and
DANIEL PROTHEROE

‘ y
1 5 Class Letter and No...coooviveerieiinnnnnninn.
Name......ccoccrererenrs i Sei T s S AT ‘
( Account Nowwreorereeneeneniiiieiinennnnnanne.
TOWIL. cvvvevvssasissesss AT T sxEsEERe State cocecissensieesens Percentage.............
|
Write name and number plainly
‘ Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
¥ refer to Illustrations and Exercises given in the accompanying lesson.
| .
|1, Whatis 8 FUUET +. .ot nit ittt s
i
|6 0iaisi0 000 e0sesesssssssnsssss ssecsssssses AT AR S eeseseensasstssssssssane P P .

leeossssscsssss h e e 8000 8 8088000000000 se00eR00INeNe CALSEENI00ENNPOOOIREILIOIROOIOCRIIIIOOIIIEOTRTS
|

080808 08U R e8 8800000 VOssE0e0sesE000R008E0N0ReseREcCEOORtORNTERLIIOROTRILTS

| 9. What are the characteristics of 2 Fugue?.......cooiiiiiiiiieii i eens

|

|

[oresesnsermsmniicienetii, B E S E i WA § EhsE e 5§ pismminee S & § aiedaletiiocenie s 8
8. Transpose Illustration No. 1, one tone higher ...

f)
B
[ aw
A2V

O,




2

4. 1In vocal Fugues give the order in which the parts follow one another .................
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7. When there is a modulation, what kind of an answerisused?.........................

~
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8. If the subject commences on either second, third, sixth or seventh of the the scale what
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9, 1In Illustrations Nos. 1, 2, 3 and 4 which are the real answers and which are the tonal
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10. . Give the correct answer to Exercise No. 1....vvveviiinin it
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12. Give the correct answer to Exercise No. 3
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18. Give the correct answer to Exercise No. 4.
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14. Give the correct answer to Exercise No. 5
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15. Give the correct answer to Exercise No. 6
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FUGUE (continued)

In Lesson NO 91, you were taught how to recognize and treat the different
answers to.a fugal subject. If you will refer to Illustration NO 1 of thatlesson,you
will notice that the part which first gave out the subject continued,while the answer
was introduced by another voice. This “filling in” is called the Counter-subject. Thus,
you will see that there are other parts in a Fugue besidesthe subject and answer.
We have the Counter-subject, Episode and Stretto. We will first consider the
Counter-subject. )

The term can be used in two ways. In the first form the subject and counter-
subject enter simultaneously at the beginning of a Fugue, as shownin Illustrations

Nos.1 and 2.
Il.No 1 PROTHEROE
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Illustration NO 1 is an instrumental Fugue taken from the author’s String Quar-
tette, while Illustration NQ 2 is taken from the well known chorus,'We never will
bow down] from Handel’s oratorio, “Judas Maccabagus?

By analyzing these illustrations you will find that the counter-subject is con-
trived in double count. - point, and can be used above or below the subject.
~ In the second form,the counter-subject is employed in the same part as that of
the subject, giving an accompaniment to the answer; this form was referred to in
the beginning of this lesson, and is exemplified in Illustration NO 3, taken from
the oratorio of “The Creation”

Copyright MCMIX by Siegel-Myers Correspondence School of Music
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You will observe that the counter-subject is practically a contrapuntal accom-
‘paniment to the principal theme.. In this, you have a practical way of demonstrating"
the varied. beauties of the florid or fifth species of counterpoint. Follow the exam-.
ples given here by contriving your counterpoint so that the counter-subject can be
used above or below the subject. You will find double counterpoint at the octave

very useful for this purpose.

Occasionally you will find that at the close of a fugal subject, there are a few
notes added to the subject, before the entry of the counter-subject. This is called.
a Codetta. See Illustration N9 4.
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We can make use of small “figures” or rhythmical suggestions from the subject,
in order to give variety to the fugal development, and also for modulation. = These
figures are called Episodes. As an example, take the first measure of the counter-
subject of Illustration NO 2, and you will find that it can be used in various ways.
Illustration NO 6 gives you an example of an Episode,derived from a figure employed
in Hlustration NO 5.
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Notice how, in Illustration N© 6, the figure in the third measure of the subject is
used; it not only gives variety, but is also an effective bridge in modulating into E
minor.

The place for the first episode is after the Exposition, that is, after the subject
_has been heard in all the parts. The student is recommended at this point, to study
the Fugue in C minor (NO 2, Volume 1 of Bach’s Forty-eight Preludes and Fugues),
as it is a notable example of an episode made upon a part of the subject.

Following the episode we have the Stretto. The term is derived fromthe Latin
verb “Stringere” —“to draw close? Toward the end of a Fugue, the subject and an-.
swer follow one another at a shortened interval of time; as, for instance,inlllustration .
NO 3, where the answer is given after two measures. In the Fugue from which

this illustration is taken, there is introduced a stretto which brings the answer at
the interval of only one beat after the subject, thereby enabling the four parts to
enter with the theme and answer, in one measure. See Illustration NO 7,
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Another notable example of a stretto is found in the Fugue of the well known
“Amen Chorus”in Handel’s Messiah,

To prepare a stretto you have to be careful in the designing of your fugal sub-
ject. In the stretto the answer may lead while the subject replies. Anexample of
this rule is shown in Illustration NQ 7, where the soprano leads on the tonic, while
the subject, as shown in Illustration NO 3,starts on the fifth.

A Stretto is often built upon a pedal point. See Illustration NO 8.
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Two or more of these “drawing closer” sections are common in Fugues, the
second entering at a closer interval than the first. A point of importance is the
entry of the “working out” or development of the theme. As notedinthe previous
lesson, the order of the parts in a four-voice Fugue requires that if the subject is
given to the bass, it should be answered by the tenor, and if the subjectis in one

“of the middle voices, it can be answered by one of the voices above or below, For
‘example, if the alto gives out the theme, it is generally answered by the soprano,
while if the subject is in thé tenor, it can be replied to by the alto or bass.

In the writing of Fugues,modulation,as a rule, isconfined to the related keys.
Cherubini, in his treatise on Counterpoint,gives the followmg table of the best
keys into which to modulate in the development of a Fugue in the ma_]or key.

1. Into the Dominant (Major).

2. Into the Sub-mediant (Minor mode, relatlve minor of principal key)

3. Into .the Sub-dominant (Major).

4. Into the Super-tonic (Minor).

5. Into the Mediant (Minor).

6. Into the Dominant

7. Into the Principal key to close,

The best. mode of procedure for a Fugue in the minor key 1is:

1. Into the Mediant (Major).
2. Into the Dominant (Minor),
3. Into the Sub-mediant (Major).
4. Into the Sub-dominant (Minor).
5. Into the Seventh (Major)
6. Into the Principal key.

Following these instructions you should write your own fugal subjects, at first
confining yourself to Fugues in two parts; as the subject is mastered write them in.
three and four parts. First of all, desxgn your subject so that it is characteristic, and
can develop material for a stretto Second, make the counter-subject as interest-.
ing as possible, and always write it in double counterpoint. Third, in your “working=
out) develop episodes, based on some part of the subject or counter-subject. Fourth,.
work out your strettos in such a way that the second one will be at a closer interval
than the first ene. In conclusion, study the various Fugues of the old masters, care-
fully noting their various characterxstxcs, and the manner of treating the different parts.
of which they are composed.

In working out these exercises in the accompanying examination paper, you will
write the first one for soprano.and bass, and the second one for alto and tenor.
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1. ‘Give the different parts of a Fugue in the order in which they are used................

t
P R R R R R R R D R R IR N R AT Y
{
66 0006 6aascasesassaessos et oaososeneesetasssecssnetososnesssesoiossonsesssassnssvonosssisnvsoce
008008800 sart et sdotroassess iae ttessenoessessnnetsnitscsorioseeeetstooensocennconesoenccs

e 6680605 eos66ssesstesssesssenssossteseassrseseotoosdenessssssosrtossrssatossosonosssssasess

{2. Invert Illustration No. 2, writing the Counter-subject an octave higher. Put both

| in the treble cleff.
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3. Define the two ways in which the term Counter-subject is employed
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5. What is the name given to the few notes sometimes found at the close of a subject,

before the entrance of the anSWer?......iiiiiiiiiriiiniin e ienennenensaininnennnans
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7. Transpose Illustration No. 5 into the key of Fiu . nieminhio. saismis x5 o5 suassmvs o
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8. - Where is the best place for the Episode to be introduced?
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9. What is the meaning of the term Stretto?.........coviriiriiriiiniienneeeninnenn.
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10. In a Stretto does the order of entry, the giving out of subject and answer, differ from
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11, Give a summary of the best keys into which to modulate, in the writing of 2 major

and a minor Fugue ............ STRTREEIRSE & 5 ¢ & 8 nld
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12. Work out Exercise No. 1 in two parts, making the answer come in the soprano part.

Continue the exposition for eight measures............. T TrT sruE
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Work out an exposition of Exercise No. 2 for eight measures
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FORM IN COMPOSITION

In the previous lessons of this course, the student has beentaught
the theoretical part of Harmony, Counterpoint, etc.,studying, through
these subjects, the material of which compositions are made. Refer-
ring to the many illustrations given throughout the course, you have
doubtless observed that there was always a plan in mind in writing
fthem_ This plan can be spoken of as Form. Music is expression,and
;portrays different feelings and emotions. This gift of expression is
used sometimes to picture historical episodes,as, for example, the
third symphony‘of Beethoven, which is called the Eroica,and which,
itissaidwas inspired by the personality and wonderful military
' achievements of the great Napoleon. At other times, music will take
‘the form of expressing in tones,certain moods and feelings found in
words. So that in all musical works there must be Form,and through
the Form a distinct and clear exposition of the musical thought.

. The quéétion will naturally arise “What is musical form?” Prout
| expresees it as “Melgdy, tonality, rhythm and proportion. To these,
'in larger works and in most smaller , must be added modulation and
‘ development?”

So, in our study of the subject, let us first discuss the first divi-
sion, Melody. Someone has said that Melody is a maon of tones,
but that is hardly definite enough. Illustration N 1 is a sucession
of tones, but no one would think for a moment of calling it a melody.
So it is evident that we must have a continuous and even sequence
or arrangement of tones, each tone possessing a certain relation to
its neighbor, and to the key in which the melody is written.
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Rhythm is defined by Webster as “In the widest sense, a divid-
ing of time into short portions by a regular succession of motions,
impulses, sounds, etc., producing an agreeable effect, as in music,
the dance, or the like Itisa fundamental consideration in composition.
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Illustration N? 2 you will recognize at once as having a waltz
rhythm, while Illustration N? 3 is a march, that stirring old war-
song, “The March of the Men of Harlech’

In your melodies, be sure that your rhythm is well marked. In
order to further illustrate and explain rhythm, and the various ef-
fects that can be wrought through changing it, let us analyze the
first half of our National Anthem, “My Country Tis of Thee”
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Here we have the triple rhythm. But suppose we wished to
march to this tune. It would be impossible to do so with three

beats to a measure, so we change it as shown in Illustration N9 5.

Note the difference.

III. No 5

=

I | |

] 1

it
SO

|
i
¢

Har. L. NO 93 ;




3

So, from a comparison of the last two illustrations, you will
notice how important a part rhythm plays in the making of melo-
dies. |

Make your melodies as smooth and flowing as possible, avoid-
ing any large skips, or difficult and unsingable intervals.

Correct accent should be considered very carefully in the
setting of words to music. Avoid accenting the syllables that should
not be accented. For instance, take the words “The Lord is my
Shepherd” as an example. You would not place “The” on the
accented beat of the measure. If you were to write a musical
phrase upon those words, in quadruple time, you would have the
rhythm of the phrase as shown in Illustration N 6.
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The Lord is my Shep-herd

Here the principal words “Lord” and “Shepherd” are given
their proper accented place.

If you were asked to write a series of melodies on a short stanza
you would wish to know how to go about it. To illustrate this, there-
fore, we will take a very popular and well-knownrhyme and see
how we can have the accent properly placed,and a variety of
rhythm as well. Everyone is familiar with the following:

“Jack and Jill went up the hill,
To fetch a pail of water:

Jack fell down, and broke his crown,
And Jill came tumbling after.”
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First of all, decide upon your rhythm. A practical way of do-
ing this, provided, to be sure, that a melody does not suggest itsel
at once from the jingle and swing of the text, is to write out the
rhythm in various ways on a single note, as shownin Illustratio:
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Jack and Jillwent wup the hill, To fetch a pail of wa-ter.
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Jack and Jillwent up the hill, To fetch a pail of wa - ter.
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Jack and Jillwent wup thehill,To fetch a pail of wa-ter.
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tablishing your key-tonality clearly, still make it full of variety
Write in such a way that the melody is within easy vocal compass
so that it lies in the best part of the voice. Composers often make
the mistake of writing so that the extreme notes of the voice are
used too often. They take it for granted that, because a soprano
or tenor can sing up to an A or B, they can do so as often as they
please. So they place many of these high notes in a single song,
which is very wearing and tiresome to the singer;besides, it does away
with the possibility of singing those notes effectively in the climaxes.
The human voice is the most delicate of all instruments, and should
be handled with the greatest care. Therefore, the extreme notes
should be used very sparingly.

These exercises are to be worked out in the accompanying ex-
amination paper.

Ex.No 1
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Hu [

A w1l I I . |




Siegel-Myers Correspondence School of Music
CHICAGO, ILLINOIS

A Course of Harmony Lessons by EXAMINATION PAPER No. 93
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Unless otherwise specified, all llustrations and Exercises mentioned in this examination paper
refer to Illustrations and Exercises given in the accompanying lesson.

1. What is Form in music?
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2. Why is the definition of Melody which calls it as “a succession of tones” inadequate?
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3. Give an example of a succession of tones which would not be considered a melody.
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5. Write a melody of eight measures in 3/4 time, taking Illustration No. 2 as an example.
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6. Mark the accented syllables in the following lines:

“How dear to my heart are the scenes of my childhood

When fond recollections present them to view.”



7. Write the scale of G in its ascending and descending form as a melody, and harmonize

it. Be sure to write the melody with a good rhythm........................cccuven.
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9. Study the following stanza and write out two rhythms each, to any two of the lines,

according to Illustration No. 7:

“Sometimes I look and see the moon
As big as any big balloon;
And then again it seems to me i

That only half a moon I see.”

11T i1 1 i)
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10. Write a melody upon the words “Jack and Jill,” as given in the Lesson, taking your
choice of rhythm from one of those contained in Illustration No. 7. Add to this
melody a simple accompaniment. In writing this exercise, refer to Lessons Nos. 59,
60 and 68 for suggestions as to the form of the accompaniment....................0.
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11. Continue Exercise No. 1, making it into a melody of eight measures...................

12. Take the same melody and arrange it with a simple accompaniment for the piano,

following the suggestions given in Question No. 10........coviiiiiiii i iiiiann,
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Continue Exercise No. 2, making it into a melody of eight measures. Write a simp!

accompaniment 10 the SaAmMC.. ... ...ttt
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FORM IN COMPOSITION (continued)

Continuing our study of Form in composition, let us take up the subject of Song-
writing. In a sense, this is one of the simplest forms, as shown in thousands of folk songs
of the different nationalities. Many of these have great beauty and charm, and are per-
fectly balanced in Form, The expression in them can be most varied, for we have folk
songs full of tender loveliness, as love songs; brimful of patriotic fire, in war songs, or
quaint and humerous in their depiction of village and country life.

For example, observe the pathos and depth of the folk song given in IllustrationNO1,

JII.No 1

Andante Hspress OLD WELSH
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and compare with it the quaintness and jocular quality displayed in Illustration NO 2,
Il No 2 OLD WELSH

Oh, say have you met with my Dol-ly, A -stray throughyon diﬁ-gle of hol-ly?

Observe how these phrases are worked out. In Illustration NO 1, the first two
measures are answered, as it were, by the third and fourth measures. In Illustration
NO 2 riotice'how naturally the second line repeats the music of the first line.

The principal requirements of the Song-form are a definite and agreeable striking
rhythm, a firm tonality, and a melodious flow of tone that will make the music not only
expressive of the words to which it is set, but of striking melodic charm and beauty.
Study some of the simplest songs of Schubert, such as“Hark, Hark the Lark,” “Who
is Sylvia] and his ever beautiful “Serenade]) and observe how theserequirements have
been more than fulfilled in the works of the immortal song-writer. One writer has
said “A really good song must find an echo in the heart; it must vibrate in dur inner-
most feelings; it must move us involuntarily to repeat ourselves.

Copyright MCMIX by Siegel-Myers Correspondence School of Music



First of all, study the musical atmosphere of the text: make it expressive of the
mood. Play over Illustration NO 3 from the song, “The Night is Still} and note how
the mystic feeling of night is expressed in the opening chords.
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In writing a song of three verses, or even two, plan your composition insucha way .
‘hat you will have three movements, the first and last commencing in the same way,
with the middle movement a striking contrast in rhythm or key to the first and lastmove-
ments. For example, let us take the well-known words of Longfellow, which have
had many musical settings:

“Goodnight, beloved, I come to watch oer thee,
To be near thee, alone is peace for me.
Thine eyes are stars of morning,
Thy lips are crimson flowers.
Goodnight, while.I count. the weary hours.”

This, as you will observe, is a serenade, and should partake of that lightness
and deftness of touch which characterizes a love song of this kind.

Three movements can be worked out on this text, as shown in Illustration N© 4
which is from a setting of these words by the author.
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Good - night,goodnight,be - loved_, I come towatch oer thee
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Thine eyesare stars of mom-ing, Thy lips are crim-son flow’rs__
i T e [H O -
e I —
c Q 18] L 1 1T 1 | - .. 1 } : I‘\ { F i 3
(o] 14 1 1 | I 1 B2 R - I =
o f } =y — = SES, 2

Good - night___, good-night,goodnightbe-loved_, I come to watcho’er

Har. L. No 94
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From Illustration NO 4 you will see that the composer uses three move-
ments, the first and last being in the keyof G,while the middle movement is in B
minor, the relative minor of the dominant key.

In the last movement, work out your theme with a little more elaborationin or-
der to make a fitting close to your song. Make your modulations and harmonic set-
ting varied, always keeping in mind the appropriatepess of the musical expression
of the poetic idea. :

| Also notice particularly how a change of one note will alter the “color” of a

" word. Compare Illustrations Nos. 5 and 6.

I1.No 5 DUDLEY BUCK
Ayt | |
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Thy sor - rowsnow are en-ded

Suﬁpose, for example, that the C sharp in the second meas':lf’{:‘q were to be

chémg,ed into C natural.

| II.No 6 ‘ DUDLEY BUCK
‘ A“ & J { 1 Ih H
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Thy sor - rows now are  en-ded

What a change in expression it would create! In the same way, instead of C
natural on the word “sorrows,” if you were to have C sharp, the effect would at

once be spoiled, and there would be no “sorrow” in the tone.

e e e g e T L R KOS s T e

It would be unwise to set any limit to the number of measures in asong; but. be.

;; sure that you do not writetoolong a song. It is far better to write too few measures

¢ than too many.
! i ;
The melody and rhythm for the words will doubtless suggest itselfreadily, and

you should use such harmonies as your musical feeling and knowledge gained from

these lessons,indicate.

e ——

In writing the accompaniments, you.can use forms already familiar toyou through
Lessons Nos. 59, 60 and 68, or those which you have learned in studyingother com-
positions.

Constant study and comparison of the works of the great masters, both classic

and modern, is most essential to equip yourself as a composer.
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In the charmingly beautiful “Cradle Song”of Brahms, you will find that the vocal ¢
only contains sixteen measures, and some of them repeated. For your study,youwill 1
one verse of thissong given as Illustration N9 7. Notice the extreme simplicity of the ..

companiment and its perfect setting of the poetical idea contained in the words.

70 B. F. in Viennz

CRADLE SONG

(WIEGENLIED)

Orizinal key F)
(Orizinal key Bp) (Published in 1868)

Karl Simrock (1802-1876)

0
Transiated by Arthur Westhrook Johannes Brahms, Op. 49, N9
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If God will, thou shalt wake when the morn-ing doth break.
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Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to lllustrations and Exercises given in the accompanying lesson.

| What are the characteristics of the Folk Song, or song of the people?
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. Why is the Folk Song the basis of good song composition?..........cocvvuvuernen... ..
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. What are the principal requirements of a good song?........... ...t
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'r Why do we consider the “atmosphere” of the text of so much importance?............
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5. In answering Question No. 6 did you write the song without reference to the pianoi
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6. Write the poem given below as a song for soprano or contralto with piano accompani
ment. (In doing this, plan the tonality of the three verses, the appropriate rhythm,
and the form of accompaniment, before you begin your composition. Try to make
the musical setting express the exquisite sentiment of the poem. Use the staves o1
pages 2 and 3 of this examination paper.)

A RED, RED ROSE.

0O, my luve is like a red, red rose,
That’s newly sprung in June,

O, my luve is like the melodie,
That’s sweetly play’d in tune.

As fair art thou, my bonie lass,
So deep in luve am I,

And I will luve thee still, my dear,
Till a’ the seas gang dry.

Till a’ the seas gang dry, my dear,
And the rocks melt wi’ the sun!
And I will luve thee still, my dear,
While the sands o’ life shall run.
—Robert Burns.
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Supplement Composed and Edited by
To Harmony Lessons Nos. 95 to 100 DANIEL PROTHEROE

This Supplement is for the purpose of making the student acquainted
with the appearance, foreign name (German, French and Italian), range
and, where necessary, the construction of the various instruments treated
in Harmony Lessons Nos. 95 to 100.

You should take advantage of every opportunity to become familiar with the sound and
technic of each instrument, and should never miss an occasion of listening to an orchestra,
whether large or small. It is also profitable to listen to orchestral and band musie on
the phonograph. By careful study and observation you can become proficient in writing
effectively for the instruments of the orchestra.

The Strings

(Ger. Violine; Fr. Violon; It. Violino;
A4b. Vie.)

The Violin iz the soprano of the String
group. It has four strings tuned a fifth
apart. Its compass is:

h-d
. — ) L =
e H— =
& ©
Fig. 1—The Violin (vi-5-lif}) Strinis Cotigass

{Ger. Bratsche; Fr. Alto; It. Viola.)

The Viola is somewhat larger than the
Violin, and is the tenor of the String group.
1t has four strings tuned a fifth lower than
the Violin, and the full compass is:

il

%%

Strings Compass

o

The alto clef is generally used, some-
times also the treble clef. For orchestral
playing, do not write higher than C above

Fig. 2—The Viola (ve-5la) the treble staff.

Copyright, 1910, by Siegel-Myers Correspondence School of Music
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(Ger. Violoncell; Fr. Violincelle;
Ab. *Cello.)
The Violincello, sometimes called the ‘‘knee
violin”, is the bass of the String group. It
has four strings tuned an octave below those
of the vViola‘ The compass is:

——— = ==
gr—%gg —_——
B

=g
Strings Comipass
The bass, alto and treble or G, clefs, are all
used in writing for the instrument, according
to the range of the notes desired.

Fig. 3—The Violoncello (v&5-15n-ch&l-16)

(Ger. Kontra-bass; Fr. Contre-basse;
It. Contrabbasso.)
The Double-bass reinforces the ’Cello as the
lowest of the String group. It has four strings
tuned a fourth apart, and the compass is:

= —E=———

Strings Compass

The bass clef only is used and the notes sound
one octave lower than written.

Fig. 4—The Double Bass

The Wood-Wind Instruments

Fig. 5—The Flute

(Ger. Flote; F. Fll\fte; It. Flautos A4b. F1.)

8!'(7_.......
The Flute is the soprano of the Wood-wind instruments, and =
its sound is made by blowing directly into an opening in the —
upper end of the tube. All notes for the flute are written
in the G clef. ) . The compass is:

2



(Ger. Oktav-flote; Fr. Petite Flutes
It. Flauto piccolo.)

The Piccolo is a small flute, playing
all notes an octave higher than the
flute.

Fig. 7—The Oboe (c-boi)
(Ger. Oboes Ir. Hautbois; It. Oboes; Plural form, Obois Ab. Ob.)
The Oboe is a double reed instrument. It can be considered o
the alto of the Wood-wind instruments. The tone is very reedy =

and penetrating. The music is written in the G clef.
The compass is:

Fig. 8 —The Clarinet

(Ger. Klarinette; Ir. Clarinette; /(. Clarinetto; Ab. Cl.)
The Clarinet is a single reed instrument. It is also a trans-

posing instrument (see Lesson No. 97), and the G clef only =
is used. The Clarinet can be called the tenor of the Wood- %ﬁ
wind choir. The compass is: ¢ :;‘

(Ger. Fagott; I'r. Bassen; It. Fagottas Ab Fag.)
The Bassoon is a double reed instrument. It can be con-
sidered the bass of the Wood-wind choir. Both the bass / : ﬂif., j
and G clefs are used in writing for the Bassoon. 3 S

The compass is: §

The Brass Instruments

(Ger. Horns Fr. Cor; It. Corno.)

The Horn is one of the most effective of the
Brasses. Music for the Horn is always written
in the key of G, and the various tones required
are made in the Valve or Ventil Horn by the use
of valves, each of which controls a different set
of tones. The bass
and G clefs are both

Notation
used.

Real
Sound

e =
=
The compass is: %

Fig. 10—The Horn



(Ger. Trompete; Fr. Trompette; It. Tromba.)

The Trumpet is a small brass instrument with a blaring or
brilliant tone. It is not often found in small orchestras, but is
generally used in the larger symphony orchestras. The treble
clef is used, and its compass is:

There are a number of different piston Trumpets: Trumpets in
G, G-flat, F, E, E-Flat, D, D-flat, C, B, B-flat, A and A-flat.
The Trumpets in B-flat and A are called Cornets. Trumpets
are transposing instruments; that is to say, the music must be
transposed a stated interval in order to sound as indicated. We
publish a Transposing Chart, by the aid of which a cornetist
can play any trumpet part on his cornet.

Fig. 11—The Trumpet

(Ger. Ventil-Kornett; Ir. Cornet a piston.)

" The Cornet is often employed as a substitute for the trumpet
in smaller orchestras (see above under ‘‘Trumpet’’). The treble
clef is used, and the compass is:

Only .in Solos

9 sa "Ua ...... u

B> Cornet 35%: // i ]

poritten fogg-

Smmdi'ng

4 #S P i
A Cornet Eo———— A —t—t X /
9 ;

written $og- y
Sounding.. % -

Fig. 13—The Slide Trombone

(Ger. Posaune; It. and Fr. Trombone; The Tenor Trombone in B-flat, which uses

Ab. Tr.) the tenor clef; its compass is:
The various pitches of tone are produced ) bo-
upon the Trombone by the lengthening or #

shortening of its tube or slide. It is a non-
transposing instrument. There are three
Trombones in general use: The Alto Trom-
bone in E-flat, which uses the alto clef; its

. o
compass 18 = —
" ==
= -
The bass clef is generally used for all three

o instruments.

L=
The Bass Trombone in F, which uses the
bass clef; its compass is:

4



The Instruments of Percussion

Fig. 14—The Kettle-drum

(Ger. Grosse Trommel; I'r. Grosse Caisse;
It. Gran Cassa.)

The form of the Bass-drum is indicated in the illustra-
tration, being similar to that of the Snare-drum, but
-It has no definite tone, the effect being
much like a thud. The bass clef is used, and the nota-
tion is similar to that of the Kettle-drum.

much larger

Fig. 16—The Snare-drum

Fig. 18—The Cymbals
(sim‘“bdls)

(Ger. Pauke; Fr. Timbale; It. Timpani; 40. Timp.)

Kettledrums are made effective by striking on the taut head
of vellum. They are generally tuned in two pairs and in per-
fect fifths. The usual tuning is

but these tones can be adjusted to any note within a fourth.
The bass clef is used.

Fig. 15—The Bass-drum

(Ger. Trommel; Fr. Tambour; It. Tambura)

The form of the Snare-drum is indicated in the illustration; it
is usually about sixteen inches across, and six inches in depth
from head to head. The tone is snappy and light in quality.
The bass clef is used.

(Ger. Triangel; F7r. Triangle; It. Triangolo.)

The Triangle is a small instrument
which consists of a steel rod bent
in triangular shape, one end being
left slightly open. The same tone
is always produced, and rhythm
only is noted. The score is gen-
erally written on one line. If the
regular staff is employed, the
treble clef is used.

Fig. 17—The Triangle

(Ge”r. Becken; Fr. Cymbales; It. Piatti.)

Cymbals are concave plates of brass or bronze, which are played
by striking one against the other. They are used principally to.
thark the time, and because of their discordant sound the length
of the note must be carefully indicated. The notation is the same
as for the Bass-drum.

5 . L
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Fig, 19—The Xylophone

(zil-6-fon)

This instrument consists of a pair of small
concave pieces of wood or ivory, which are
struck together with the fingers. They
have no musical sound, merely a hollow
click or rattle.

Fig, 21—The Bells

The Glockenspiel is a smaller instrument than the Bells,
and produces a smaller effect in the same way

Flg. 23—The Harp

by the foot.

The Xylophone consists of a diatonically
graduated series of flat wooden bars adjusted
horizontally upon two cords. It is played with
two mallets, and produces a peculiar hollow
tone effect. The compass is about two octaves.

Fig.20—Castanets

Bells, as used in the orchestra, consist of
a series of metal bars, tuned diatonically,
with or without chromatic tones. They are
played by striking upon them with ham-
mers which have a head of rubber, wood,
felt or metal. They produce a brilliant,
ringing, metallic tone.

Fig. 22 - The Glockenspiel
(glok én spel)

(Ger. Harfe; Fr. Harpe; It. Arpa.)
The Harp is a stringed instrument with a three-cornered
frame. The strings are grouped by different colors, and the
various keys are effected by the use of pedals manipulated

bo.

The compass is: %
bs



SIEGEL - MY ERS -
Correspondence School of Music
Chicago,Ill.

rmony Lesson N(.) 95 Composed and Edited by

DANIEL PROTHEROE

ORCHESTRATION
The Strings

i ("‘Figures”refer to IMlustrations of the instruments in the Supplement to
‘ssons Nos. 95-100)

After our study of Harmony, Counterpoint, etc., in which we learned how to
‘m and use chords, which are the material for composition, we come now to the
ger field of Orchestration. In this we shall learn the compass and characteristics
the various instruments of the modern orchestra, and how to combine them in
e body of harmonious tone-coloring.

The modern Orchestra is divided broadly into three groups of instruments: -

| 7 1 Strings . Brass Instruments and
2 Wood-wind Instruments 3 Instruments of Percussion
The instriuments used in these groups are:-
TEIIVG’-’S WOOD-WINDS BRASS & PERCUSSION
| Violins 2 Flutes 4 Horns. )
| Violas 2 Oboes 2 ‘or 3 Trumpets or Cornets
| Violincelli 2 Clarinets .3 Trombones
Double-basses 2 Bassoons 1 Tuba

Kettledrums and Bass Dr_um
Cymbals and Triangles

Other instruments, such as the Piccolo, English Horn, Harp, etc., are occasion-
ly used; but the above groups are sufficient for our general study.
If any one instrument can be singled out as the principal instrument in the orches-
1 body, it is the Violin. (Fig. 1 of Supplement). Its tone has great carrying power,
ind its possibilities for passage work are unlimited.
| The V1011n has four strings,a fifth apart, as shown in Illustration NO 1.
Its compass for orchestral purposes

A

{1l. NO 1 £ s i A e =

e J h M 2ond st extends from %v to i
4t =

In shifting to the various upper portions of the fmgerboard of the onlm, the

otes lie closer together as the length of the string diminishes, making the intonation

nore difficult to secure.
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One writer says: “An orchestra is at the mercy of its least competent player,—
just as a rope is no stronger than its weakest part” Sir Michael Costa used to say:
“If I have six good fiddles and one bad one, I have seven bad fiddles” Therefore,
make it a rule not to write as if for good violinists, but as for inferior  players,
avoiding the most difficult positions.

Passages, in order to be easy for the Violin, should partake more of scale,than
broken chord, or arpeggio,formation.

Illustration NO 2 can be played with either slurred,or staccato bowing, or any
other kind of bowing which is desired.

"

The expression marks may be reversed and made: ﬁ

PP

Each string has its own distinctive tone-color. The G is full, sonorous and very
telling, The D s tender and expressive; the A, sweet, and the E brilliant. The lower
strings lose some of their characteristics when used beyond the octave or the ninth.
When a smooth melodic passage is to be played upon any one string, you should al-
ways place the number of the string (as 4, or 3, Corda or Sul G, D or A) over the
melody.

Illustration NQ 3 will give you an example of a very fine melody played upon the
4thor G string; it is taken from the well-known “Cavatina” by Raff. .

Larghetto Quasi Andantino
ge dg » o

The stringed instruments are the only ones of all the orchestra capable of producing
more than one tone at a time. This is done by means of what is called “double, triple
and quadruple stopping;,” in which the bow plays simultaneously - on two or more
strings. The following illustrations will give you an example of some of the possibil-
ities of double-stopping, :

’ %
Py Gand D String 0 ;
I NO 4 et =t}
b
e Ll TN e .
IllNO Sofa—a—a—u—a o 11 H

AN A T S— - P -
8!

A and F String

I.No 6

g 1T T LA T
You will observe that two string's are used in double-stopping. Sometimes one
tone is sustained while several other tones are played at the same time on an adjacent
string,, as in Illustration NO 7.
.

I, No 7%;ﬁ @ @@ “@@/D;"

* Indicates an “open string”» Har. L. NoO 95
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Three tones can be played in one stroke, forming a chord. But whenthe movement
is slow, only two of the tones can be sustained, since‘the round top of the bridge, over
which the strings are stretched, prevents the hair of the bow from touching more than
two adjoining strings” In quadruple-stopping, which also forms a chord,the sameholds
good and only two tones of the chord can be sustained.

Occasionally,we get a rapid alternation of bowing on one or more tones, called
“Tremolo Vibrato? This can be used in slow, quick, or sustained time. The sustained
effect of the tremolo will not be good if sixteenth notes are played in slow time; so
that in Adagio or Andante tempos, thirty-second and sixty-fourth notes are used.
The word “Tremolo” should be placed over the passage to be played in this manner.
But when a rapid passage is to be played, the notation given in Illustration NO 8 indi-
cates a tremolo movement.

Hn.No 8, Allegro _i HOFFMAN
Violino I — -z
b afz'm‘sz‘ i ? T m ]
Vicline T{pete—t = = F=t
e P4 P8 Z &

In the above illustration you wil%observe the term“Divisi? This means that the
first Violins are divided, one player taking the upper set of notes, and his partner
the lower set.

You undoubtedly have noticed many times, when listening to a string orchestra,
the effect produced by the picking of the strings with the fingers. . This is called
“pizzicato) abbreviated into “pizz? When you return to using the bow, the term
“Arco” must be used. “Arco” means “the bow.”

Pizzicato can be used in either slow or fast time, and is possible with all grada-
tions of tone. It can be played by all the instruments in unison, oritcan embellish
a melody as the accompaniment, as shown in Illustration NO 9.

I11. No 9/ PROTHEROE
5 % 192 l#AJ T 1 ; 1
Violino I T g w‘r o 1T — T K7
o> u— = e v ® & ;'H'_"_‘
L o > . . S Y L —
arco = = &'l E
" A #
Violino II i Y I e A A B 2 £  — i B W v
= 3 ’ 7 ﬂi 7 7 1 ’
o e o 5 * + o R .
pLzB pp arco

Sometimes, in order to produce a certain effect, the tone of the strings must be
veiled and softened, and a“mysterious” color given to the music. Thisis done by
Placing a Mute on the bridge. When this effect is desired, the words “Con Sordino”
should be written over the passage; at the close of the passage, when the mute is
to be removed, the words “Senza Sordino” should be used.

Staccato bowing, which is the opposite of the sustainedtonejs indicated in three
ways:

Y i

1Byadot,or dots and a slur over or under thenotes, # ¢ ¢ » or ¢ @ o g
Frpt tEY

2.Byapointed dart, or darts and a slur over or under the notes, s o # r' or f ﬁ f :
F _>ér

f
P rfrs

3.Byalong stroke, or strokes and a slur over or under the notes,'r'
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In order to have the harmony full and sonorous, you will occasionally find that
the Violins are divided, and although the parts are moving, the effect of a full
chord is felt. For example, take the following chords of Ff minor, in Illustration

No 10. J
. /-\
/) #"‘ | S
53 H=
w J'l . nl{). i
| | [
I1.No 10
V.
3 ] 1 1
v 1T S N 1T
] hs¥s) hs W) 7
#& L # #

and compare them with Illustration N? 11, when the second Violins are divided,
and observe that the full chord is constantly heard. The alternation of F§ and
A in the two violins enables us to secure a complete chord.

RIS fo-: ’ L

Violino Iﬁ t Hr=

Violino I

The technic of the first and second Violins in the orchestrais, of course, the
same, and they have the same relation to each other as the soprano and alto voices.
of a quartet. "The melody is generally, although not always, givento the first Vio-
lin, and the accompaniment, or embellishing figure, ora ﬂ)wer part of theharmo -
ny is assigned to the second Violin.

Study the following examples of the use of the first and second Violin.

I11. No 12, SYMPHONY IN G Mozart.
NS,

Violino I|l:§ e

O
© <Y,

G
¢

' ’ A et G [ [ e o o et o o |
Violino Il [fAE—f o ot wt o o d o iy _é;e‘ e L\
NLNO13 , ,\;.,/ SYMPHONY IN A Beothoven
Viotino 1 | : : s
| |
Violino II}| %

pp
o SYMPHONY  IN D Svendsern
nm.Nowu_ ,, % ‘ﬁ/\t%ﬁ% » < 3 J .

5 ! 2 r—rio
Violino I § o o F— ! ] 1 ¥
divise ;

Violino IL
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"
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6. Add your own harmony to Illustration No. 3, using the customary four-voice form.

155
A\Y4
[
A\ 4 '
[
8. What does the sign (o) over a note, indicate?...... O e . {1
9. What does the term “Divisi” mean?............. R e SRS N
10. What is the meaning of the term “Con Sordino”?....... . SRR e SRR
11. (a) Explain what effect Staccato bowing gives............... o T T T
(b) How is Staccato bowing indicated?.................. SR R e
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12. If a complete chord is desired, how do you write to keep the harmony sustained in all
parts? Give an example....oxoismommorcosssmamnnsssssss e G5 USSP E S 4§ BN

@8 66 et 8889 204450808000 0800000000090908 0006000006000 0000008900090000s0c0c0sosossosonesrsonan

»
2

13. How is the “Tremolo Vibrato” designated?.................. i85 EE8m

00060008008 060000000086000s 1006000000000 060008000c 200600000Ne00.0000000000000000000000000000000

S8 e 680 ee0 000000000080 S0A0000008c000000008 000800000 0000000000000000e0000000 0000000000

0000000000000 00000c000.-0000000 0000000080 00000000000000000EE 00000 0s00accoacrdacssccsssosssccs

9.6 6000006600800 80000060s00000600e0000080000000008060000008000000000000000000000000000R00000000

15. Write a melody of sixteen measures for the violin with an accompaniment for the piano.

2 |
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16. Write a melody of eight measures for two violins accompanied by the piano. Mak
the second violin part similar to that shown in Illustration No. 12, and write th -

full harmony in the piano score.
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ORCHESTRATION
The Strings (continued)

(“Figures” refer to Illustrations of the instruments in the Supplement
to Lessons Nos. 95 - 100).

The Viola (Fig. 2 of Supplement) is the next member of the orchestral family
| to claim our attention. It is the tenor of the string group. "It is larger than the
| Violin, and its strings are pitched deeper, being tuned a fifth lower. Like the Violin,
it has four strings tuned a fifth apart. Thus, A is the first string, D the second,
' G the third and C the lowest,or fourth strmg
Music for the Viola is wntten in the alto clef, and. therefore the pitch of the
strmgs is as shown in Illustration N9 1.

1st STRING
I11. No 1 2nd STRING
3 20 3rd STRING
©  4tnh STRING

In order to simplify the Viola score, the higher notes are written in the treble
or G clef, as it saves using many added lines. For orchestral purposes,the compass
tof the mstrument is exactly three octaves. -See Illustration NO 2.

Nasal and penetrating
‘ Weak 5 .
| Ul a.rrE g PRt
{ A Y fl i | o 4 R A | I 1
wNe e aae P g ==
| y A | I = 14 i T s
;. Ze%" i o

|
1

You will find that the different strings have their individual characteristics.
‘The 4th or C string in a loud passage is full and gloomy, while in a soft passage
lit has a dull color. The 3rd or G string is even and mellow, and is somewhat sim-
lxlar to the alto voice. The 2nd or D string has somewhat the same quality. The
[Ist or A string is rather nasal and penetrating in a forfe passage.

All that has been said in Lesson N? 95 regarding double notes, pizzicato,
etc., on the Violin,applies equally to the Viola. In the orchestra the Viola generally
takes the middle voice of the harmony although occasxonally it is givenmore im-
portant parts.

1 .
: E Copyright 1910 by Siegel- Myers Correspondence School of Music
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The Violincello, or Cello, (Fig. 3 of Supplement) is the bass of the string
quartette; and, like the Violin and Viola, has four strings. These are tuned an
octave lower than those of the Viola. See Illustration NO 3.

S 1st STRING

. No 3 %m STRING
———©—3rd STRING

B S 2 4th STRING

Music for the Cello is generally written in the bass clef, but its compass is so
extended that for the high notes both the tenor and treble clefs are occasionally.

used. -Its compass extends three to four octaves, thus, %, but for

. =
orchestral purposes you should not write above: ﬂ——é—k———

_. The singing quality of the first string makes it possible for the Cello to .take
the tenor part. In sustained passages the beautiful, and almost human quality of
the rich Cello tones is very effective

The following illustrations are typical Cello passages:

Andante Moderato LOBENGRIN ActIll Wagner.
1] : .
11l.No 4 "{3 ﬁ, ]"aa“_; J._J - I'J.ﬁ;‘.i
Rsd I I T . Y &
& E ~—~ gi’ A
_ Andante Bspressivo Symphonic Poem “IN _THE CAMBRIAN HILLS” Protheroe
: : 7} és__ } ’ -lF | /‘\\ i
I11.No 5#4{ = 7 Plr ! i T —+ r e o ili
T 1

V4 —]<>— l<
You should be careful to avoid wide leaps from one.interval to.another, es-
pecially in a fast movement, but the difficulty is somewhat lessened if one or the

other of the notes is on an open string. Illustration NO 6 is easy to play although.
the tempo is 4/legro, because every other note is played upon an open string.

1A

Allegro fe £ 2 # _ ﬁfﬁ#’
M.Ne 6o tlol oo

| | i | T il ‘[I' . I J_

Illustration NO 7 is difficult because the lowest note is not.an open string.

" B
o
=

J===w

e
e

Difficult
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The Cello, like the Violin and Viola, is capable of double,triple and quad-
ruple-stopping. Double-stopping, unless the lower note be an openstring, should
not go beyond a minor seventh.

The largest of all the stringed instruments, and the one which bears the

_foundation of the harmony, is the Double- bass (Fig. 4 of Supplement) :

There are in existance three kinds of Double-basses, which vary consider-
ably in the number of their strings, and in their tuning and compass. Onehasthree
strings, another has four, while a third has five strings. The second kind, with

four strings, is the one generally used. These strings are tuned in fourths as fol-
This is because the unusual distance between notes on the

lows:
% Double-bass makes it too difficult to play  with the regular
" tuning in fifths. '

Bear in mind that the Double- bass' sounds an octave Iowef than it is

written. For example, ——_—— sounds as if written e

=N
Its compass is not so extended as that of the other members of the string
group, being,for effective use, only two octaves and a half. Technically, it is
more difficult than the other instruments. because more cumbersome.
Rapid runs whichare very difficult, are generally simplified when played
with the’Cellos. Notice, in Illustration N© 8, how the Double- bass part is sim-
plified. '

I1l.LNo 8 MENDELSSOHN

7 .' Cello /’]x . W

YT I ol =
'.F%O T T L .'q"n 1 ! 7 - :ﬁ
by J_ T
#CL i .
»
) Bass
L L [m— -~ i "‘F L o o }\__
o LWL T l"lt y— i —®
S T I @ i T I 17
g 1 ﬁ = == i 1
S -
»

Pizzicato on the Double-bass is effective and resonant, and oftenwhen the
other strings are playing with the bow, alight pizzicato is used as an accompani-
ment. See Illustration N? 9.
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After studying the character and tonal value of each of the stringed

5

instru-

ments in this way, let us consider them in combination. They are the root and

foundation of the orchestra, and,as one theorist says, “To be able to handle the
strings well is nine-tenths of the art of Orchestration?

Suppose, therefore, we take the first four measures of one of thelate Edward

Mac Dowell’s compositions, “At An Old Trysting Place,” and arrange it for

string orchestra. Illustration NO 10 will give you the original, and IllustrationNo11
will exemplify the same as arranged for strings.

a

MacDOWELL
I.N° 10 ]/—\ N IR
b - -j JJ:J"‘D J J ] | i.ul
i 4 f PN l'
D) r- r I
Piano 4 A ‘ ete,
L - - 2 be
s Da N we) s — b 7
L — <Y <y [ %] T
O
IIl. No 11
Violino I e @ T P | T aTule
% S 2 T I T 1 ] |
J [ — T
p - —_—
Violinoll pg,p},]gv,n /T/—ﬁ
1olino L} {iD 47 t T - — =
4 4 ¢ = £
»
|t \ _
Viola Eﬁb”{j }f 2) = = <>
r° >
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If, in arranging Illustration NO 12;we should wish to bring out the melody
clearly and prominently, the middle parts would have to be modified. = Your in-
struction in the earlier lessons régarding part‘writing still holds good, and too

much space between the parts should not be allowed. . ‘

f)

12
hY
v

I11. N9 12

[lustrations Nos.13 and 14 will give you two examples of how this canbe accomplished.

I.No 13 INNC14 @ @& .08
_/ - DI
. 4 n' c S F:—‘ e 01 2] -)-
Violino I b ——] ! — D
S T 1 I ;‘)u Z ree
Violi mqﬁ e e s :;%
ool = & ot o d's 574 % o o0 o
[} [J) dibisi' | ] P |
V' 1 ® T 6\i 3 A% ‘! l ! . 1T |L
lola 4 i 11 | ;r— ir/‘j;' ST 90050
. | | | |
Cello & Iy > 1 T 1 1 [ YR =  — T
Bass Jeol J - 1] 1] - lg) IF ) Jel U e I I . " IF
\ T | N i / |

Observe that the middle voices have been inverted, and that the positions of

the chords as shown in Illustrations Nos. 13 and 14 give a better distributionof the.

parts than that shown in Illustration N¢ 12,

Study carefully the f ollbwing rules:

1. Ina chord of the sixth, the bass note can be doubled in the unison or oc-

tave, |

2. If it is doubled in three octaves, othier notes of the harmony may be added,

3. The third of the dominant seventh chord may be doubled provided the root

is in the bass.

4. In the first inversion of the dothinant seventh, the bass note should not be

doubled in the middle or upper parts, although it may be doubled in unison

or in the octave below.

Har.L.. N9 96.
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Sometimes a figure is given to the different instruments and divided between
them, in a form of imitation as shown in Illustration N? 15,

Il No15 : PROTHEROE.
» NI

.
T 1 m

Violino I i i e P S _m:ﬁ

e # 1o~ Agt##'__' > 5115‘1‘1
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= 14 14 - 3
B mmm

Y

Bass e SRS
r v r 4 hd
All writing for strings does not sound alike, and many are the differences in
color produced by the various combinations.
In conclusion, study the beautiful effect produced by the Violins and Viola in
the accompaniment of the well-known Aria“Softly Sighs) from Weber’s “Der
Freischiitz”(Illustration NO 15), and contrast with it the fairy lightness of the.

“Allegro Di Molto) from Mendelssohn’s Overture“A Midsummer Night’s Dream.”
in Illustration No 17. '

I11 No 16
' Adagio _ ‘ N
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-4 g o G S I T I B 1 } T | T I W l‘ ] H = é ()‘ j‘ L 1
Violino I i L 4T T e 7 fzﬁﬁ o
® »p| P #‘E It_r | f ] U
divist
g i, Con Sordsme——m | p—
T 1 LY T 1
Violinoll %"’ﬁgg et —Hat T IT LT ==
g ri s
i F [ T F ] (T |1 7 =
diwisi :
1 | | | 1 ]
Viola Eﬁg";'ag I ] Tt e N e
ma /0 [ J - &
B ] N e Y K 5 i

Soft-ly  sigh - ing, day is dy-ing, Soar,my prayerjheavenward fly-ing.
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i 3. Name the various characteristics of the strings of the Viola.............ccoiiiiii

....................................................................................
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|4, Write for the Viola, in the key of F, the melody of the national anthem, ‘‘My Country,

R SRR 7t L USRS . S

Notice that the Viola Clef differs slightly in form from the regular alto clef shown in Lesson No. 89. They
are, however, identieal in use, as middle C is on the third line in both clefs.
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Write a melody of eight measures.

i

(a) Harmonize, writing it in the regular four-voice form.
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(b) Arrange the same for a string orchestra.
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ORCHESTRATION

- Wood-wind Instruments

~ (“Pigures”refer to Ilustrations of the instruments in the Supplement to

Lessons.Nos. 95 -100)

After building your orchestral foundation upon the stringehoir, -

you now come to.the embellishing or decorative instruments. Let

~ us begin with the first group. You will find in modern orchestral

scores, that, in reading from the top of the page, the instruments
are arranged in the following order: 'Wood-wind; Brass; Instru-
ments of Percussion and -Strings. In this lesson the instruments
of the Wood-wind choir will be treated. The chief of these are
the Flute, Oboe, Clarinet and Bassoon, Other Wood-wind in-.
struments are the Piccolo, the English Horn (Cor-Anglais) and
the Contra-fagotto or Double Bassoon.

First,let us consider the Flute (Fig. 5 in Supplement.) This

instrument has a.complete compass of three octaves, See Illus-

tration NO 1, : o
Py A
T NO 1fs—F—f——]

Y o

Some Flutes made in recent years can play one semi-tone below .
this, but as the note. is not obtainable on the majority of Flutes, it
will be well for the student not to write lower than C.

You will find that almost. any passage is practicable on the

Copyright 4910 by Siegel Myers Correspondence School of Music
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Flute. When the Flute is played with other instruments,it gener-
-ally takes the upper part. In fortissimo (ff) passages it often dou-
bles the first violin part. At other times, sustained chordsare given
to the Flutes, two or more Flutes being used. Illustration N? 2 in-
dicates the quality and tone-color of the different registers of the
Flute, including all chromatic intervals. All music for this instru-

ment is written in the G clef.

P
S oaoR = =
' A n,e_o‘eo-— —_— = =
III.No 2 é —_— s e
G Gn |
Deep Tender Brilliant  Piercing
All the tones of the Flute are mellow and smooth. There is

depth and expressive quality in the lower tones, while the tones in
‘the medium register are tender; and althoughthe high tones are bril-
liant, they are not harsh. The highest tones are hard to play in tune,
and should only be used in forte passages. Illustration NO 83 will

give you a good example of the effect of the Flute when used- with

the strings.
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Occasionally, in order to heighten the effect, the Flute tones
are doubled by the Piccolo (Fig.6 in supplement), which is pitched
an octave higher. The quality of tone is harsh and rather shrill
and piercing, and is incapable of much shading. This shrillness,
however, is somewhat toned down by the richness of the Flute.

The Oboe (Fig 7 in Supplement), is the soprano of the double
reed instruments. To thoroughly understand what is meant by the
double reed instrument, study the following paragraph, quoted from
Prout’s “The Orchestra?

“The double reed consists of two thin slips of cane, placed one
against the other, so as to leave between them a very narrow ori-
fice for the passage of the air. These two pieces of cane are fast-
.ened by means of silk to one end of a thin brass tube called the
staple, the other end of which is inserted in the upper end of the
instrument to be played. The size of the reed varies according to
the size and pitch of the instrument to which it beloﬁgs, and the
Oboe reed is much smaller than that of aBassoon. The player
takes the reed a little way into his mouth, presses the two edges
between his lips, and, on blowing through them, sets in vibration
the column of air in the tube of the instrument. The four double-
reed instruments we use now are the Oboe, the English Horn, the
Bassoon and the Double Bassoon”

Music for the Oboe is written in the G clef, and its compass
extends from B to F, as shown in Illustration N2 4 (A)the best
tones being those at (B)

(B)
/) 1/_. O
Il No 4f—F— =
J -
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Although you can write an Oboe part in any key, those containing
many sharps and flats are more difficult than others. The tone of
the Oboe is very penetrating, although not harsh, and produces an
excellent effect in depicting and giving color to pastoral movements.
A good example of its effective use is quoted from Beethover’s Pas-

toral Symphony, in Illustration N? 5.

IIIN 5 BEETHOVEN
(0] =

ANT > o —~ e
G 2 e i aee Po, are e
oE—r === =

Ilustration NO 6 will give you an example of the effect of the Flute,
Oboe and First Violin together, taken from Haydns Symphony in C.

InNo6 g

o
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y

Violino I - - 1 7}
! Bt S .Lota(&j:' EELEREIER S
o P 1 u/ -
~

-~ Observe, in. the last measure of Illustration N? 6, that two
Oboes are used. It would be well for the student at this time to
reduce or condense these different parts to a piano score.  Illus-

tration NO 7 will give you an example of the first measure of Illus-

tration NO 6 arranged in this way.

Ill.N? 7 g: g: g _J_

1
17 ANIAR2Y L 1
L h [V £@ J ] H T
1687 N U/ : !
)
[J)
O

T 5
2 hlV ¢ (7]
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The melody given to the Oboe,in the first act of “Faust) shows

the instrument to splendid advantage. See Illustration NO 8.

I1l. No 8%8 - —11.

o) E I

GOUNOD

i e
=

|I_H_+
N

-

INustration N9 9 will give you an example of the Flutes and

Oboes together.
: HADYN
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The Clarinet (Fig. 8 in Supplement), is the next instrument to
| be considered. It is a single reed instrument. The tone of the
| Clarinet in its different registers is as follows: : gue

Round and mellow on the lower notes, sweet - i

:

| in the middle,and harsh on the upper notes. f ,

| Its cbmpavss is quite large and extends from—/n?a:king an interval
of three and one half octaves with all chromatic intervals. |

The Clarinet is the first of the “transposing” instruments to

| be mentioned. A transposing instrument is one in whichthe written
notes must be transposed a stated interval to sound as intended.

| There are three Clarinets in use, the C, Bb* and A Clarinets. The

. C instrument is not found often, however, and scores are generally

. written for the B> and A Clarinets only.

All music for the A Clarinet is written a minor third higher

| % Sometimes also called the B Clarinet.
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than it sounds, while for the Bb Clarinet, it is written a whole tone
higher than it sounds. The fingering for the two instruments is pre-
cisely the same, and the nofes display to the player a fixed [fin-
gering, and not a fixed pitch. Therefore, it will be seen that.
the work of the Clarinet player is mechanically simplified because
the Clarinet is a transposing instrument. The note C, third space of
the staff, would be written as D on the Bb Clarinet, and as Eb on
the A Clarinet.

Ilustration NO 10 shows you the notation used for the key of C

major when writing for the different Clarinets.

Effect Notation

CLARINET g
o Pauik % ]
- # oo —
c o ©
D] P
II1.No 10
A 4
CLARINET —J# &1 =
i 2 11 < &%
W“—— in . festt -
o o© Bb S oo
{1
CLARJNLT:#I ll‘ nl . [ ®)
: = o
X' i e & . S am—
o S

Tn the first scale the notation is unchanged. In the second scale the notes are
written one whole tone higher to compensate for the pitch of the Clarinet one whole
tone lower while the third scale is a minor third higher to compensate for the pitch of
the A Ci§f1'i{et, which i8 a minor third below C.

A similar transposition is used in all keys, whether in major or

-minor. We give below the notation of a few keys whichwill help you
to understand further the application of this principle of different.

notation for the C, Bb and A Clarinets.

C CI { A Minor C CL{G Major C CL{F Major C CL{ D Minor
A Minor—Bb C1.{B Minor, G Major—BbC1.{ A Major, FMnjorZ BbC1{G Major, D Minor’-BbCI{E Minor

\A C1.\C Minor A CLY{ BbMajor A Cl\AbMajor ‘A CI\F Minor

Har,L.N0 97
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‘When the original notation uses the flat keys,you should write

the score for the Bb Clarinet; when the original notation uses

sharp keys, you should write the score for the A Clarinet. This

can be illustrated by noting the difference in writing the following |

melody (Illustration NO 11)for Clarinets in both keys. (See Tllus-
trations Nos.12 and 13.)

I1l. No 11

e E |
S P T e g0 (e T o I —

o (| [T T P

- Notice how much simpler this melody is when written for the

A Clarinet than it would be if written for the Bb Clarinet. This
is because, for the latter instrument, the key of F# major is an
: extremely difficult one; while the key of G major forthe A Clarinet

s quite easy to play. Therefore, we have the rule given above.

I11. No 12
a7 . O
Clarinet é’ﬁe i W B S P xS o !
inA XD s s ) e i —©
) — I T 17
I11. N° 13
Clarinet H4 &" s !lLil = 124 Ll[ -
arinet; - o I P = 7 N S~ N
inB) 0} Lo —— i = . i’r-f'r ' :r i

Music for the Clarinet is written in the G clef,although Mozart
and Wagner occasionally used the bass clef for deep notesto avoid
the necessity of having many added lines.

Other Clarinets than those named, are in useinmilitary bands,

but not in the orchestra. |



The bass of the Wood-wind choir is the Bassoon (Fig. 9 in
Supplement), or Fagotto, (Italian name) as it iscalled in the orches-
tral scores. This instrument corresponds to the Cello among the
strings, and its music is written in the Fjor bass clef,and inthe Tenor
clef, according to the compass employed. It is a double reed instru-

ment. Its compass is shown in Illustration NO 14.

I1.NO 14 T
L OO o =

=) —) o oo = ’;?i o O ©

Z 0“" I a
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b \h__/ Better Satssleps Sl Exceptional
Very harsh

The deep nasal quality of the Bassoon is very characteristic,
and the effect is quite comical, so much so indeed, that the instru-
ment is sometimes called “the clown of the orchestra” It can produce
tones, however, giving melancholy, pathetic or expressive touches.
The following passages will give you some well known illustrations
of the use of this instrument. Illustration N? 15 is from the famous

“Meistersinger Overture of Wagner”:
WAGNER

Oboe
Clar. | —— . m
1 1 ) B2 O N [ |
_ ( {5 b~ o000 o9 :
D Pl T
1. No 15 Clar. L—- m
P e3P
o DB/ o — ?—p
Z 5t ===
s e ]
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-
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A good example of the combination of the Oboes and Bassoons will

be seen in the arrangement of the well known“Sonata in A’byMozart.
([lustration N© 17).

1. No 17 /gm
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In Iustration NO 18 we have the four voices equally distributed among

the four instruments, giving a well balanced effect.

‘TI1.No 18 ®
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o TV TEST P T )
) -4 1@454 )l.b 2 ol JE 2
Fagotti /}:;%ﬁg f g ‘ F — ; s i : -
IO 1 ¥ — Ir Ifl 1 TV T IRY Ir




10
Suppose you want to arrange a figure such as the one shown in
Illustration NO 19, for two Clarinets and two Bassoons. Illustra-

tion N? 20 shows a good arrangement of the two parts.

111. No 19
PIANO \4 r
O W ?./—\? = m -
B D
| | I

/)

Ill.N9.20 /1 ;j /;51

¢ |./|'

Clarinetti in Ag

Fagotti z "

After teaching you about the various Wood-wind instruments.

pL

N
= <

o ollex

and giving examples of their treatment individually and collectively,
.we shall now give you a few practical suggestions which will help
you in writing for these instruments.

If you should write four-part harmony for a Flute, Oboe, and
two Clarinets, be sure to give the Oboe the sopranopart and the
Flute the alto, as in Illustration NO 21.

The penetrating tone of the Oboe in passages of thiskind would |

obscure the melody if given to the Flute, so it is better to have the

latter instrument take the alto part.

Har.L.N© 97




II1.No 21
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The Clarinets are effective in any part, whether at the. top,
middle, or bottom of the harmony.

Often you will find you can double the Oboe and Flute in
.octaves. At other times, the Flute and Clarinets are effective
.in octaves.

‘When you score a four-part harmony for more than four
wind instruments, divide the work between the players,i giving
one or the other an occasional rest. |

When doubling the parts, do so in the ocfave, rather than
in the unison, as the effect is more brilliant.

We will now take the first movement in our national hymn,

“America] and arrange it for the Wood-wind choir.

II1.N9 22
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I1l. No 23
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A good arrangement for this harmony would be a combinatio:

of Clarinets and Bassoons as shown in Illustration NO 24.

i nu“ Il‘lklh| J . A ‘!H,
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The following exercise is to be worked out in the accompahyi'nge:
amination paper.
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A COURSE OF HARMONY LESSONS
by ADOLPH ROSENBECKER and DANIEL PROTHEROE

Examination Paper fOI‘ Lesson NO. 97
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3. Give the characteristics of the various registers of the Flute...............c..covvvinnnnn.
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4, What is the characteristic feature of the Double-reed instruments?..........cvvvivneenn..
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6. Give the compass of the Clarinet with the tone-quality of the various registers............
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7. Define what is meant by a ‘‘Transposing Instrument? ... .........oiitiiriiiinrnrnennn.
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8. Write the notations which are used for the C, B-flat and A Clarinets in writing the scale of

9. State the general rule governing the use of Clarinets in regard to the flat and sharp keys..
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10. Write the melody of Illustration No. 22 for the A Clarinet ..............cccovviivinnn..
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B

11. What instrument is the bass of the Wood-wind choir?

12. What are some of the characteristics of its tone-quality? ..............................

13. Write out Illustration No. 15 in full score, using the instruments indicated. The B-fla

Clarinet and Oboe take the melody, the second Clarinet has the inner voice, and the




In writing four-part Harmony for the Flute, Oboe and two Clarinets whichjinstrument

should take the melody, and why? ... ...ttt ieineiiinnnns

T S R R R R I I A I A S S I P S R A P S T ST S A ST P

............ R I I I T P A I R R R T

\3

()]

ﬂ
Give two rules which should guide you in writing for the Wood-wind instruments.......
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17. Arrange Exercise No, 1:

(a) For the Flute, Oboe, Clarinet and Bassoon.

Give the melody to the Oboe, the inner part to the Flute, and the accompaniment

to Clarinet and Bassoon.

LCINIIE NS

3\:*:‘

N

s U

(b) For the Strings, Flute and Oboe.
Here the Wood-winds should re-inforce the First Violin (the Flute an octave
above) and the accompaniment should appear in the Second Violin, Viola and

Bass, the ‘Cello carrying a counter melody.
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SIEGEL - MYERS ;
Correspondence School of Music

~ Chicago,I11.
Purmony LessonNe 98 s iy
| ORCHESTRATION

The Brass Instruments
| (“Figures” refer to Illustrations of the instruments in the Supplement to
 Lessons Nos. 95-100).

We now come to the third division of our orchestral forces__ the
' Brass Instruments, or Brasses. These consist of Horﬁs, Cornet or
Prumpet, and the Trombones. Sometimes also the Tuba, Baritone
’. 4nd other instruments are included in the Brass section.
First,let us study the Horn (Fig. 10 of Supplement). The Italian
“hame is Corno (not to be confused with Cornet), and this term is
_ generally used in orchestral scores.
| A short explanation of the mechanism of the Horn will be inter-
_ssting. The tones are produced by breath pressure and control of

the muscles of the lips, or embouckure (im-boo-shuf),as it is called.

['he natural tones are those of the harmonic series, or group of over-

ones, of the lowest note which the Horn can produce. Thus, from

the Horn in C we can get E, G, B flat, D, etc., according to the

wymount of breath applied to the mouthpiece. Different series of tones
.fan be obtained by inserting “crooks) or tubes, of different lengths in
he Horn: Thus, we have the Horn in C, B, B flat, A, etc., accord -

ng to the length of the “crook” and the fundamental tone produced.

Phromatic tones were obtained by placing the hand in the bell of
‘séhe Horn. This raised the pitch of the note a quarter,or a half step.
| This type of Horn was formerly in use but modern methods have

?gneen introduced in the manufacture of the instrument, and valves

nstead of “crooks” are used, by which the player can shift from

Copyright 1910 by Siegel-Myers Correspondence School of Music
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one series of tones to another without changing instruments, or
| inserting another crook. It has been found that the F Horn con-
tains the greatest number of effective tones; therefore this Horn has.
been made the basis of the modern Valve Horn. The fundamental se-
ries of tones, without the use of valves, begins on F; the second.
- valve series begins on E; the first valve series on E flat; the third.
valve series on D, and the combined use of these three valves pro-.
duces two series of tones, beginning on D flat and C respectively.
When the old system of employing different Horns was in use, .
the score was marked “Corni in E? “in C)” etc.; but only the.
notes of the key of C were written, the effect of the tones being
in the given key. This custom has remained to the present day.
~and all Horn parts are written in the key of C. As in the case of.
the Clarinet, the notes indicate primarily the fingering rather than.
the pitch, and the player is saved the trouble of transposition.

/)
The compass of the Horn is from=*}———  —#—o— and this
o o

-
can be extended in solo playing to E The student will do

well to confine the Horn parts within the compass given in Illustra-
tion NO 1,
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Observe, in writing for the Horn in F, that the notation is a
fifth higher than the actual sound; that is, the notes will sound
five tones lower than those which are written.

The tone of the Horn is dreamy and sympathetic. You should
be careful to phrase passages for the Horn as you would for a
singer. Broken chords,or arpeggios,can be played rapidly.

You will find that the Horns make a very effective accom-
paniment for male voices,and may be considered the“male quartet”
of the orchestra.

Illustrations Nos. 2 and 3 give you typical examples of Horn

passages.
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Ill.INO 3 ROSSINI

Quite a contrast to the deep, mellow and sympathetic quality of
the Horn is the blaring, though brilliant tone of the Trumpet (Fig.
11 of Supplement). We do not often find the Trumpet in the small
orchestra and, as Cornets are so often substituted, we shall treat
of the Cornet (Fig. 12 of Supplement) in order to make this study
as practical as possible. Tromba is the Italian form for Trumpet.

The Cornet is quite a different type from the Trumpet.The tone

is less piercing and bright. The compass of the Cornet is from%

to%which may be extended to %but this is very rare.

As used in the orchestra it lies in the key of B flat, and by means
of a short crook it can be lowered to A, thereby giving us the same
relative notatation as that of the Clarinet. Therefore, in writing
a part for the Cornet, use the A Cornet when the key has many

sharps; when flats are used, write for the B flat Cornet.
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Illustration NO 4 will give you an example of the Cornets, or
‘rumpets, used with the Horns, wood,and string sections.
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The bass of this brass choir is the Slide Trombone (Fig.13 of Sup-

plement. There are several varieties of the Trombone, which differ.
in construction only in the length of their tubes,and consequently in
their pitch, They are the Alto, Tenor and Bass Trombones. You
would expect the various clefs to be used, and you will find that the
older composers use them,and that many do soat the present day; how-
ever, composers are becoming more practical, and in modern scores,
the Trombone parts,more often than not,are written in the bass clef,
except when many added lines are necessary. “Ein Heldenleben” by
Richard Strauss is a good example of this. The natural compass of
the Trombone is two octaves, and the slide lowers the pitch from one
to six semitones.

The Trombones are seldom used separately, but occasionally the
Bass Trombone is used as a bass to the Horns, as exemplified in the
well known Huntsmens’ Chorus,in Weber’s “Der Freischutz.” The
Trombone is rarely used for rapid passages. If only two instruments
are used, the score is generally written on a single staff.

IMlustration N? 5 gives you an example of the use of three Trom-
bones and two Cornets, combined with Double-Bass. '
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In a large orchestra we have four Horns, three Trumpets or Cornets,

. and three Trombones, but in small orchestras so many instruments
. are not available,so the music is generally written for two Horns, two
- Cornets and one Trombone. Illustration N? 6 will give youan exam-

. ple of the use of these instruments with the strings.
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The following éxercises are to be worked out in the accompanying
examination paper. ‘
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A COURSE OF HARMONY LESSONS
by ADOLPH ROSENBECKER and DANIEL PROTHEROE

Examination Paper for Lesson No. 98

Class Letter and No....ccoreceernnieniinninnns

lame....coeeonens — R T
Account Nou.eseseerasierssenccossssaseacenes .
Town...coveneens o . T smdessia State ...... TR Percentage.............

Write name, address and numbers plainly. Fillin “Account No.” only if it appears on your Lesson Ticket,

Unless otherwise specified, all Illustrations and Exercises mentioned in this examination paper
refer to lllustrations and Exercises ziven in the accompanying lesson.

l. Give the reasons for the general use of the F Horn in the orchestra ..................

........................................................................................
.........................................................................................

2. Are there any sharps or flats used in the signature of the Horn parts? ...............

.........................................................................................

8, What is thecompass of the HOEN T e ce s sess smvemes s susmsimes sosvs s sammanes s 5ss s
G
A4 ”n
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|
} 4. Write out Illustration Neo. 8 in full for four F Horns
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.......................................................................................
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6. What is the compass of the Cornet? .........iuiiiiiini ittt iiiierneennanns

.........................................................................................

7. To which instrument in the wood-wind choir is it similar in notation?.................
& (a) Write Exercise No. 1 (a) for the Cornetin Bflat .........ccovvniiineninnenan.
[ £an Y ﬂ

A\ V4
)}
(b) Write Exercise No. 1 (b) for the Cornet in A....... ..ot iiiiiiiniiininnnnns
[ £an ﬂ
S
[))
9. How many kinds of Trombones are used? . .....couiiriiiin it ienaennnns
10. How do they differ, and what clef is used in writing for them?.......................
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11. Condense Illustration No. 5 and write it for the piano....... N T e W iy =

12. Should the Trombones be given any rapid passages? .........oviieieiietineeeennnnns
13. Write the string parts of Illustration No. 6 for four voices...........covvvvviiinvninnn

......................................................................................

14. Arrange Exercise No. 2 for two Horns, two Cornets and one Trombone ..............

Write the two Horn parts and the two Cornet parts on one staff each.

s séibpa
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15. Write in the key of D major the first six measures of the national anthem, ‘“My

Country, ’Tis of Thee,”” for the F Horn.....ooiiiiiiiiiiiiitiiiiiieeceenenranaenn,

et e ees e e s 888 8 S e T e a s e s e e s s s e s e s a8 e e e . e S8 e e s s e B etee te eseeeseseseesesse et Attt eeae sy

16. Harmonize the same with simple chords and arrange it for brass instruments, using

the Cornet, two Horns in F, and one Trombone. ........coovieiiriinierineeennienns
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Iarmony Lesson N? 99 DANIEL PROTHEROE

ORCHESTRATION (Continued)
| Instruments of Percussion

(“Figures” refer to Illustrations of the instruments in the Supplement
» Lessons Nos. 95-100).

| Instruments of percussion are, as one writer says, “only musical instruments

1l éourteS)r, none of them (save the Kettle-drums and Bells) producing.sounds of
Ef"'f‘ini’te pitch.”
So,let us first study the Kettle-drums (Fig. 14 of Supplement).
These are “cauldron-shaped vessels of copper covered with parchment, which
:‘n be stretched more or less tightly by mechanism, the membrane yielding then a
./ gher or lower tone” (Corder) As arule, we find two or three of these Drums
i Lad in an orchestra. In the large orchestra, however, we find three Drums used,
i n sometimes even more. Unless otherwise specified, the Drums inthe orchestra
B understood to mean the Kettle-drums.
| As stated above, the Kettle-drum is capable. of producing sounds of definite
‘ ! :

ich. The larger Drum can be tuned to produce any tone fromgﬁ,

U¥/

i the smallerDrum to produce any tone from% ] »
| B—

Music for the Kettle-drum is always written in the bass clef, and the name

2d is the Italian word, ZTympani. In writing for the Drums,the real notes are

| Iil, No 1
Tympani in D l& A4

‘iiced at the beginning of the_ score. See Illustration N© 1; a1 o

“"hen a change of tuning is needed the composer must allow “ N

‘arge number of bars rest, in order to enable the player to do the tuning necessary
/i the new key. When accidentals are needed, you place them at the beginning and
'+ not use sharps or flats either. in the mgnature or before the notes. This'is shown

. Mlustration NO 2. Il. No 2

Vg n kb & Bb
You will find the principal and most useful function of ym;omlzz -

| Drum is to mark the rhythm. Illustration N9 3, from w

| . I I
iethoven’s First Symphony, will give you an example of

15 strong accentuation of the rhythm by the aid of the Drum. '
Copyright 1910 by Siegel-Myers Correspondence School of Music
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Bear in.mind that the Trumpet and the Clarinet parts in this illustration are written .
as they sound, and not as they would be written in the full score.

Illustration NO 4 is an interesting example of the use of theDrumforasolo pas-
sage. ’
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The roll,or. tremolo, used.in the Drums is written in two ways,as in IllustrationNO5.

Yy = e~ 1
R = — W ——

Sometimes, in addition to the Kettle-drums, we have the Bass-drumand the Snare-

- drum,which properly belong. to the military band. The former, (Fig. 15 of Supple-

ment), is familiar to everyone, and its tone is recognized not as a definite sound,

but simply as a dull, powerful thud. The Italian name is Gran Cassz. It has no

fixed notation; therefore it is immaterial what note is written, only the rhythm

being indicated. This is shown in Illustration N¢ 6. The Bass-drum should be used
only occasionally when particular emphasis is desired, as in a climax.

MOZART
pr— [r— [ ——

o 7Y { i 1 1 1 T 1 | G S 1 1 1 I 1 I | 1
LN 62 —gdedatuaow (aawwtpwow
£ ¢ T T ¢ T

| &
The Snare-drum (Fig. 16 of. Supplefnent) has . gut strings stretched on the inder
.side of the head, and gives a softer quality of tone than the other drums. The“roll” of
this_drum is familiar in martial music.

The Triangle (Fig. 17 of Siipplement) is used occasionally in modern scores. The
tone is very penetrating; therefore one Triangle is generally sufficient,although the
conductor and composer, ~ Berlioz once used six - in his Paris orchestra. One
writer says “one. stroke at rare_intervals is like a dot of gold in a picture, but the
effect quickly palls.” '

Music for the Triangle is generally written in the treble clef. You canuse C as
the notation for the Triangle, the time,only, being marked. IllustrationNO7 will give
you an example of this. S

m.Ne 7 . “LA COLOMBE” = GOUNOD
Andante._
. 3 T 5
Triangle ——= o = e — ]
1 2 L | G . | -~ —3
[J) ¥ 7
" ' o . o
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The Cymbals (Fig. 18 of Supplement) are cylindrical plates of brass or bronze,
sha[;ed somewhat like a small hat with a wide brim. The edges are thinner than the
center.

The hard, metallic clang of the Cymbals is very penetrating. The #ime of the
note required should be carefully marked. The notation is generally the same as
that of the Bass-drum, but the composer may use any note he chooses,so long as
the time is clearly marked.

Har.L. N? 99
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Besides the foregoing instruments, the following are sometimes included: the
Xylophone, the Castanettes, the Bells and the Carillon,or Glockenspiel,an imitation
of small bells (Figs. 19 to 22 inclusive of supplement).

You will find the Bells used in dramatic works, such as Parsifal by Wagner;
Il Trovatore by Verdi, and in Arthur Sullivan’s dramatic cantata“The GoldenLegend’

The various “Traps” of a theatre orchestra are also included under the head of
Percussion Instruments, but no special treatment of them is necessary here.

: THE HARP
' In modern works, the Harp (Fig..23 of Supplement) is used to a considerable de-
gree. Music for this instrument is written the same as that for the piano. Avoid muct
chromatic harmony, "You cannot have any sustained passages on the harp,owing to the

Unickine » ings.
picking” of the strings THE ORGAN

In large choral or orchestral works, when massive and sonorous effects are
required, the organ is used. It supports the solid harmony, and gives bodyand found
ation to the harmonic structure with its pedals and deep toned stops. Elgar makes
use of the organ in a very effective. way. in his “Pomp and Circumstance March) and
the “Dream of Gerontius? The latter is one of the greatest choral works of the
century. Illustration NQ 6 is an example taken from the introduction to the “Dream:
of Gerontius) the organ and string parts only being quoted.. Observe how the sus.
taining bass is augmented by the pedal of the organ part.

II1.NO 8 “DREAM OF GERONTIUS” ELGAE
m : ’ - | ‘ l/:\.‘
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Organ T . = B
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‘ THE PIANO : :

Some writers in recent years have added the piano to the orchestral instruments,

not as a solo instrument, as in the concerto form, but as an integral part of the
orchestral body. Such an example can be found in C.M. Loeffler’s“Pagan Poem,’ .
and other compositions. of the modern school.
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1. What are the only Percussion Instruments capable of producing sounds of definite pitch?
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6. What is the principal function of the Drums?...........ciiieneerossonnseisnennces wae
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14. Describe the tone quality of the Cymbals, and explain why the time value of its notes
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15. Name all the Percussion Instruments in general use.
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ORCHESTRATION (concluded)

After studying the different sections, or choirs, of the orchestra
“fﬁsepara’oely, let us now speak of them in combination, and in a way that
will be of some practical value.
: The first combination that will come to the mind of the student
‘will be the small theatre orchestra. We speak now of the ordinary or-
shestra, and not the one sometimes augmented in order to produce
ight operas, etc.
You will find that it contains as a rule:

One or two First Violins,

One Second Violin,

One Cello or Bass,

One Flute,

One Clarinet,

One Cornet,

Drums and Traps.
For practice let us take the simple harmony of our National Anthem
s seen in Illustration NO 1, and arrange it for the instruments named
‘bove. '
(1. No 1
s

ddld )
SR D

e

_ﬁ
B

)| 1 1 * 55 0 T !
4 l RN
Consider, first, that you are without a Viola, which, in four-voice
wrmony, takes the tenor part, and that there is a wide spacebetween

e Second Violin and Cello or Double Bass; therefore, youmust divide

Copyright 1910 by Siegel-Myers Correspondence School of Music
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the tenor part as best you can between the Clarinet and Cornet. Also
use double-stopping on the Strings when necessary. On account of the
relatively weak tone of the Strings, be careful in general not to write
the Cornet part too high, or its brilliant tone-quality will completely
cover the Strings. In large orchestras you will find that the String
Choir is far more numerous than the other sections of the orchestra.
You will find as many as twelve or sixteen First Violins playing in
unison, against two Flutes, Clarinets, etc., with good effect.

So, Illustration N 1 would be written as in Illustration N© 2.

Ill. No 2
_ — .
m
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A larger and much more efficient orchestra is the following combin-

ation: 2 Flutes, 2 Horns, 2 Bassoons,
2 Clarinets, 2 Oboes, 2 Trumpets.or Cornets,
Drums and . Strings. :

This is now considered a small orchestra, but is one frequently us
by such masters as Beethoven and Mendelssohn. -

As tones have to be. doubled, you must be very careful what com-.
bination is used. For instance, while Flutes and Oboes in octaves are .
good, Flutes and Clarinets are better; the latter, indeed, being an.
ideal combination, as the bright tone_ of the Flute is strengthened by .
the more mellow and powerful tone of the Clarinet. If the Strings.
are low in register you can double them with the Clarinets. Illustra -
tion N? 3 gives you examples of the Clarinets doubling the Strings,
while the Oboes and Flutes are in octaves. '
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A .
‘When arranging simple music such as that written for the dance

etc.,. make the melody stand out prominently, and in full passagestha
is, when all the instruments are employed, give your Cornets or Clar -
inets the most prominent harmony notes, as for example the seventl
of a dominant seventh chord. Make the rhythm clearly defined by
giving strong accents to the lowest instruments, as Cello or Double-
Bass, and the unaccented notes to one or more of the inner instru -
ments. Always strive to keep a “balance”in tone quality and make
your instruments blend well. Also be careful not tohave upper anc
lower instruments too far apart and the middle voices weak or lack-
ing in volume of tone. Proper adjustment of tonal values in this man- :
ner makes a chord “bien nourri” as the French, call it,or“well nourishec
whereas lack of attention to such details givesa,lthin, unsatisfactory ef-
fect which should always be avoided. .

Regarding the full orchestra, the following excerpt from an ar-
ticle by Lawrence Gilman will be of interest to the student:

“The modern orchestra is the most wonderful instrument in ex-
istence. The statement is made deliberately. Is it not incredibletha
a few prosaic contrivances of wood, catgut, horsehair and meta;
may be so combined that they will suggest to the hearer, with
marvelous vividness and beauty, the dim and flowing liquidness i
of a river’s depths, a sunrise over the mountain tops,the murmurous
stillness of a forest, the prismatic sublimity of a rainbow? And these
wonders may be accomplished, let it be remembered,by means that :
are wholly instrumental - that do not depend for their graphic force
upon the eloquence or beauty of the musical thought, upon harmony
or rhythm in themselves, ' i

“In a typical orchestra of to-day,-say, the Boston Symphony Or-
chestra- the instruments are represented as follows: Of the strings
there are thirty violins, ten violas, ten ’cellos, and eight double-bas-
ses; of the wood-winds there are four flutes, three oboes, one Eng"
lish horn, three clarinets, and one bass clarinet, three bavssoons,avn("f;

one contra-bassoon; among the ‘brasses’ there are eight horns :
four trumpets, three trombones and bass tuba; while the ‘battery
Har.L. N9 100.
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=1udes two kettledrummers and four players for other percussive
xressorles and there is, of course, the indispensible harpist. That
‘o say, the modern composer has at his command an instrument
» hundred tongues, more or less, ranging in capacity of dynamic
glression from a pianissimo sigh of the violins to the thunderous
-issimo of the full orchestra.
“Tt was not until the French romanticist, Hector Berlioz-a kind
nusical Byron-conceived, in the first half of the last century,
idea of developing the picturesquely expressive character of in-
.dual instruments, and of the orchestra as a whole,that the typi -
¥ modern manner of writing for the orchestra became firmly es-
‘ished. When Hadyn, in his oratorio, ‘The Creation, produced
. years before Berlioz was born, strove to suggest, by means
rchestral tone-painting, ¢ chaos, ‘the transition from Winter to
ng, ‘dawn,” ‘the thick mist with which Winter begins,”  light-
~ and thunder, the roaring of animals, singing of birds and buzz-
Hf insects, he demonstrated a lively, if elementary, sense of the
~ irial capacity of the orchestra. But it was the poetic and imagin-
. » Berlioz who, with his marvelous sympathetic understanding of
. - xpressive resources of orchestral instruments, established the
. dations of modern scoring”
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 lustration NO 5 will give you an example of how the piano part
-t in Illustration NO 4 has been treated orchestrally.
NO 100
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Ilustrations Nos. 7 and 9 will give you examples of full or-
chestral scores from the works of Beethoven and Elgar, the con-
densed piano parts being given in Illustrations Nos. 6 and 8.

INlustrations Nos. 6 and 7 are taken from the greatest of all.

_symphonies, the Ninth Symphony of Beethoven.

I11. No 6
Prestissimo ‘Last_movement from the 9th Symphony BEETHOVEN
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Ilustrations Nos. 8 and 9 will give you the piano and orchestral

| score of a few measures from Elgar’s masterly work “The Dream

' of Gerontius”

Ill. No 8
Maestoso ELGAR
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Observe that almost all the resources of the modern orchestra are
hrought- together in this score. The composer evidently wants the
effect to be massive, dignified and over-whelming, and the result
is a sonorous, grand and powerful body of tone. Only one chord

s given to the harp, as the powerful tone of the brasses and wood-

lWind, together with the strings and organ will completely cover the
rveaker and lighter tone of the harp strings.

Har. L. NO 100
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Exercises to be worked out in the accompanying examinationpaper.
Ex.NO 1
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Good - night,Good-night,be - lov-ed__ I come towatchoer thee

LA
#

DIy
<
bt
-
b
4
g

ix.NNO 3 PURDAY

i
T

)__._

i
o
SEAE PO
T
I
N TR

el

|
J

T ‘—+L~_
T TR

.——;—F I¢'— —_—1

F’
d

Q
“Yie o i P — > i
==  — = i o
' For T bl

Lead,Kind-ly Light,Amid th' en-circ-ling gloom,Lead Thou me on,

CONCLUSION

‘In concluding your study of this Course of Lessons in Harmony,
Jounterpoint, Composition and Orchestration,we wish to advise you to
tudy earnestly the works of the great masters. Hear as much good
nusic as you can, and, in listening, try to study out the various chord
ormations,and, if orchestral music, the different phases of orches-
ral coloring. Good taste in music is best cultivated by constant and
ttentive listening, by forming the habit of analyzing what you hear,
nd by training the ear and the musical intelligence. All this will

ontribute to your good musicianship, and it is our ambition to have
ais Course of Lessons a means to that end.
Har. L. No 100



Siegel-Myers Correspondence School of Music
CHICAGO, ILLINOIS

A COURSE OF HARMONY LESSONS
By ADOLPH ROSENBECKER and DANIEL PROTHEROE

Examination Paper for Lesson No. 100

{ Class Letter and Nou.cooeceeniiininnnnnnns
NEAITI@. e veeeersnnssssn sansssssn sessssnencssnonas T TR

g Account Nou.ceseesecncicensnecancnnes e
[OWR..cceeoreecee SR PRSI S S N T StAte ..vverenrerncecnnnns Perceatage.............

Write name, address and numbers plainly. Fillin ““Account No.” only if it appears on your Lesson Ticket.

Unless otherwise specified, all lllustrations and Exercises mentioned in this examination paper
refer to lllustrations and Exercises given in the accompanying lesson.

3
..................................................................................
.......

........................................................................................

.................

........................................................................................

R T S I N R I R T I R I I )



4. What combination of instruments was often used by Beethoven and Mendelssohn?
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5. What instruments in the wood-winds are best to double in octaves?..cvvvereeennn..
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6. Write and harmonize an original melody of eight measures in the key of G
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8. Arrange Illustration No. 3 for the piano and four voices .........coviviineneinnnn...
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9. Arrange Exercise No. 3 (note this careiully) for—
(a) Four Horns in F.
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(b) One Flute, two Clarinets, two Bassoons, one Horn and Strings. Give the
melody to the Flute, Clarinet and First Violin.....cooviieneeiniiinniasonnn.
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10. Arrange Exercise No. 2 (note this carefully) for one Flute, one Clarinet, one Horn
and Strings.

Here the Flute and Clarinet have the melody, the Horn carries a sustained tone as
a middle voice and the harmony is divided among the strings.
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