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Harmony Lesson NQ 76 Composed and Edited by 
DANIEL PROTHEROE 

rrHE DIMINISHED Sh"'VENTH QfIORD 

One of the most important and useful of all discords is the Dimiri.­
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 particul~valueinmodulation. 
because of its enharmonic possibilities. The chord has been mentioned 
iit 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. 

~ 

Ill, N\> 1~ 
~ ---t! 

,,.o. .. ~ -
I 

I 

You \\ill find th~ all Diminished Seventh chords consist of a 
series of minor thirds; that is, the interval of one and on&-qalf steps 
.occurs between each two notes. Since this ~akes every fourth half­
step one of the original group of notes, it is possible to have only 

·.three djfferent Diminished Seventh chords founded on ronsecutive.haJf­
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\\ith.theonefonned 
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, becaus~ of the dual character of the sevemn. If, in IllustrationW. 
1, \\"a were to' change the G sharp enharmonically .to A flat, aild the B 
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2 
to C flat, the interval would be called ~major sixth. We must, there­
fore, consider the chord both as concord and c;liscord, but the dimin­
ished fifth which it containsmakes imperative its treatment as a dis­
sonance. 

As \\ith all other sevenths, this chord has four positions as shown 
in illustration NC? 3. 

Iii 

L -- --- ·-• -'-" .. 
Ill. NC? 3 ~ B: ""' -A- .0.. . -.. y -

7 "" l- t 5 
3 3 -e- · 

You will observe that the intervals from the bass note are identical 
in number with those of-the dominant seventh, but in each case a 
nrln.or third instead of a major third is used. The fifth is diminished 
instead of perfect, as it is in the dominant Be.Venth. 

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. 

illustration N9 4 gives an example of the first resolution. 

m.N? 4 

Notice that the third, B, descends by a skip to E in the next ch>rd 
to avoid the interval of a perfect fifth following a diminishedfiftlilbe 
seventh, F, descends one half-step. 

IDustration Nf? 5 Shows the seventh carried over into the next cl:tord. 

m . . N9 5 

Har.L.NQ 76 



a 
Illustration N<? 6 shows how the seventh of the ch_ord rises, in 

this instance, a sixth. 

Ill . N<? 6 

7 
Observe, in the next illustration, at (a), (b) and (c), the resolu-

tion of the different tones of the chord in the inner voices . . ·· 
(a) (b) (c) 

Ill.N9 7 

7 

Notice that when the chord 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 a:re shown in illustration _ 
N<! 8. 

IlLNQ8 

6 .e-
5 6 6 

.+- 6 6 ' 6 4 4 ..... 4 -e- . 
3 3 . . . 

You will find that all the inversiQ.ns 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 ch9rd has a special 
.resolution which you should memorize, viz: 

The root should ascend. 
The third should ascend. 
The fifth .should descend. 
'The seventh should desce:p.d . 



4 
One of the distinctive features of the Diminished Seventh chor<,: 

is the fact that it can be written enharmonically. 'rhis is because of .th 
group of minor thirds of which it is composed. We can give these in, 
t€rvals enharmonic i:iotation, so that they belong to differentke;ys,with 
out destro;ying the construction of the chord. By regarding each tom1 
of the chord as the leading-tone of a new key, we can write the chore· 
in four different ·ways, and still retain the original sound of the chord. 

In Illustration N<? 9,wehave the chord G -B-D-Fv.Titten enhar­
. manically 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) \'rn give the chord in A minor 
.and C minor respectively, and at (c) and (d),in E flat majoraud G flat 
major respectively. 

(a) (b) (c) (d) 
" I I I I .. - " .... ~ 

I -= ~ ~ ~ v ·-- v ~ v " v .. - v 
~ 

, 
Ill. N<i> 9 . 

I~ .0.. I -
''• ~~ 

= .. ~ ~ 

-.. .. ~ ~· ~ · ~ v .. -- v ~ .. v :; tf~ 

Illustration N<? 10 gives a succession of Diininished Sevenths which 
it is interesting to analyze. 

BACH 

The following exercises are to be harmonized in the accompanying 
examination paper. 
Ex.N91 

Ex.N<? 2 
"):. (' 

EiN?B 
J w1Jrr1rr1J w1aJJ1rrr1J w1w.11 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 

Examination Paper Harmony Lesson No. 76· 

Class Letter and No.. . . . . ... . .. . ... . 
Name ... . ...... . . .. ... .. .. .. .... . ........ . ....... . 

Account No ... . . .. ....... .. . . .. .. . . 

Town ............. . .......... . . . .. ... . .. .. . .. .. . .. ... State . . ..... .. .... Percentage . ...... . 
Write name and number plainly 

1. Frotn what chord is the Diminished Seventh derived ? . . . . . .. .. . .. .. ..... .. . ... . ... . . . 

················· ····························· .. ... ..... ..... ...... ....... ... ............ . 
2. Write the Diminished Seventh chord in the keys of B, C, D, E, F and G minors . . . .. . 

I J 

- .. 

. el 

-1-i:--:-------= =--- -- --·.-------------------~ , 

3. Of what does the Diminished Seventh chord consist? .. . .. . . .. . .. . . . . . . . ... . . .. . .. . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . -......................... ... . 

4. Explain why the Diminished Seventh must be considered both concord and di scord . . . 

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

....... · ............................................................. ..................... . 
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5. State one peculiarity of this chord ... . ... . ............. . ...... .. .......... .. ......•• 

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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.) . . .. .. . . ................. . 

~ 
---

' 7 

I I 

r'• -.. ,, 
~ 

7. Give examples of the various resolutions of the chord ...........................•..• 

,.. 

--.c . 
1 •1 

' 

I 
~. -..-.. 
~ 

~ 

\ 

8. Write from memory the special resolution of each tone in the chord ...............• 

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

a a a a a. a a a a a a. a a a a a a a a a a a. a a a. a. a a. a a a a. a. a a. I • a a a a a a a a a a •• a. a •• ~. a a. a a. a a a. a •••• a a •••• 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 
.............. ········ ................. ········ ·.······· ....... ····························· 
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9. Write the Din1inished Seventh of C minor enharmonically, as shown in Illustration 

No. 9 ......... ..... .. . ..................•.... . .. . ......... . ....•.....•....•••••••• 

I\ 

'" I 

~ J 

' 
I 

I 

~ .... - .. 
I -\ 

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

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

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

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
11. Analyze the chords in Illustration No. 10 ................................... . ...... .. 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
•··················••·•······· ........••.••••.••••.••••....•...•.........•..............•• 

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ...• ' ................................. .. 

. . . . . . . . . . . . . . . . . ,• ..... .................................................................. . 

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



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

13. Ad4 the three upper voices to Exeroise No. 2 ..... . . .... ....... .. ................ . . . 

fl , .. 

' ll 

. . 4 J. 

I 
I 

. ,_ ,... 

\ 

14. Harmonize Exercise No. 3, · introducing the chord of the Diminished Seventh as 

often as possible 

!--------------------------·-------··-···---
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Harmony Lesson N<.> 77 
Composed and Edited by 

DANIEL PROTHEROE 

CHORDS OF THE AUGMENTED SIXTH 

1 

One of the most important and useful harmonies used inmusic is 
the gTOUp of chords known as the '~ugmented Sixths!' These chords 
are fundamentally different in construction from any others which we 
.have had so far. You have seen that all the otherdlordsare 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 occur in 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. Ill. N<? 1 

If we take the leading-tone triad of the domi-
nant key in the first inversion, and write it with i 
the lowered bass tone, as in Illustration N91. we 
shall have the interval of the Augmented Sixth be- ~~~~~==ti 
tween Ai, and F#. Other tones can be added to E.~=.=.=.=.:=,;:=.::.~3! 

VU of G. Aug.6t.J!ofC. 

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 alld the source frOJll which it is derived. 

As you learned above, the first inversion of the leading-tone 
t'r'iad of the dominant key forms one kind of Augmented Sixth. This 

chord has been called t~~talian Sixth~_A-a-n~ill. N~ 3 
Ill. N9 2 The f:iat.t inversion of the dimtita- '----~-~ 

~ 

4! 

.. 

" 
Tl"" 

L~ 

~eventk of the dominant, with \ES!l:ii~:;:::U 
lowered bass tone,as in Illustration 
NC? 2, shows another form of this · 
same chord, which has even more in- ft:J~:::j!~===tl 

#6 dividuality. This chord is called the 
i "French Sixth" or the Augmented6

4 8 • 

The third form .of the chord is shown in Illustration N9"3. 
Copyrfgbt MCMIX by Siegel-Myers Correspondence School of Music 



2 
\ ~ere we have the t' infJNi seventh of the dominant used in the 

·ue nd inversion, with the lowered bass tone. This chord is even more 

peculiar than eithe>.· of the other two, but is the one which is used most 
by composers. This form is called the "German Sixth~ ·or the 
Augmented 6 5 

ITALIAN FRE~CH 

Ill.NC? 4 

GERMAN 

6 
~5 

3 

Play these chords over, listening carefully for the effect\\hlcnthey 
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 youhaveseen,chords which 
are borrowed from a foreign key, but which are used '\\ith good effect in 
the key itself. They lend variety and distinction to the music without 
destroying the established key. Ill. NC? 5 

~ 
The resolution of.the interval of the Augmented l 

Sixth is very easy to remember. The general tendency 
of these tones is to diverge into the perfect octave, as 
shown in illustration NC? 5. 

Sometimes, however, the upper of the two tones will 

.. 
' •1 

4 JI 

L_ . ~ .. -

--

descend to the seventh of the dominant of the-original key. This and 
other resolutions of the same chord are given in Illustration NC? 6. 

A B c D 

Ill. N~ 6 

Har.L.No.77. 
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Although the chord belongs very largely to the dominant key 
. in construction, its musical effec~ demands resolution into its o'\\n key. 
This is because the root of the chorlf 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 NC? 7 and Illustration N<? 8. 

Ill. N<? 7 

Ill. N9 8 r 
Notice how unsatisfactory it is to follow the AugmentedSixthCliom 

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 resemblance-of 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 sho'\\n in illustration N9 9. 

Ill.NC! 9 
· ~ITAUAN- FRENCH-

'1 11 LL 

.. .. ~ 

4 

-e- -e-· ~ -9-. -.. 
I .. 

p6 i,9 p6 7 
4 4 

-
'" .. -

~ L 
-~ . -

~~ 1>6 

GERMAN 

• T~· 

. L -,,_ 

6 

. -_. 

:'&-
-- , 

b7 
.5 

p3 



The figuring is very similar to that of the dominant sev~nth, but 
th~re is no reason for confusing the two,if you "'ill 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 th~ir 
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.Siinilarly, ifweare in thekeyof A major, 
our chords would be Fnatural, Aand D sharp; Fnatural, A, B and 
D sharp; and F natural, A, C sharp .and D sharp, as in Illustration 
N<? 10. 

Ill. N9 10 

This is mer~ly a short cut to find the f<>ot and the formation of 
the chotds, but we think it will serve as an aid in establishing the 
chords in unusual keys. 

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

Ex.N<? 1 

6 6 6 #a 

Ex.N<? 2 



SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL 
Examination Paper Harmony Lesson No. 77 

5 Clau Letter -d No •.......................... 

Name ........................... ········ · ··········· :··············· ····· 1 Account No ...................... ; .............. . 

Town .................. . ................................................... State .. . ................. Percentage ............ . 
Write name and number plainly 

Ualeu otherwise specified, all llluatrations and Exercises mentioned in this examination paper 
refer to lllustrationaand Exerciees siven in the accompan,.in11 leuon. 

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

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

2. Hovi does it differ from the chords we have had so far in the course? .............. . 

I ........................................................................................ 

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

Sixth? ................... . ........ . .......... . ....................... ·· ; ·· ....... . 

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

-4. What tone of the key is this note? ....................... . ........................ . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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5. Write the interval of the Augmented Sixth from the following notes: D, E fla't. E, 

F, G, A flat and B flat ....................... ~ ... ; ...•........................... 

~ 

'\. I 

4 I 

~ 

,_ ... - .. 
I 

6. (a) How do you form the Italian Sixth? .......................................... . 

(b) Illustrate in two keys .................................................•....... 

~ 
.. . 
'\: J 

• I 

~ 

I -· - .. 
I 

\ -

7. (a) How do you form the French Sixth? . ....................................... .' . 

(b) Illustrate in two keys . ... .......... . ... . . . ... . ................ .. ............ . 

~ 
I .. 

" ,J 

41 J 

r -• - .. 
I -
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8. (a) How do you form the German Sixth? .. ; ..................................... . 

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
(b) Illustrate in two keys ...................................•..•.•..•.......•....• 

'1 . -~ 
' I 

4 !) 

' 

' ,.. - .. 
I -

9. Explain in your own words why these names are given to the three chords .......••.• 

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

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
10. Give two resolutions of the Augmented Sixth .................................... .. 

) 

" , 

I ' I 

41 

4 

'- ,.. - .. 
I 

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

~ 
I . 

' II 
4 , 

' 
I ,_ ,.. 

! - .. 
I 

\ . 
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12. Add the three upper voices to Exercise No. 1. ..... . .................... .. . . . .. .. .. . 

~ 
. . 

' I 

I~ 

r .,... -.. 
I 

13. Add the three upper voices to Exercise No. 2 ... . .... ... . .. .. . . . . .. . .... . . . . ... . .. . . 

,.. 
/ .. - -~ c:7 

41T 

' 

I 
7 ..... 

~-.. 

~ 
~ 

' 

14. Harmonize the melody given irt Exercise No. 3 ... .... . . ... .. . . . . . . . ... ........ . .. . . 

,.. 
• --. --~ >I 

4 1 

I 

r .,... -.. 
I 
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llarmony Lesson NQ 78 
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 <Wminant of the original key and is very simi- Ill. N<? 1 

fl lar in construction and sound to the Neapolitan sixth 
chord. The first inversion of the leading-tone triad i 
of the key, "ith lowered bass tone,asin Illustration 
N<? 1, gives us an Augmented Sixth Chord on the 
lowered super-tonic. This chord alsohasthreeforms, 
as shown in illustration N<? 2. 

fl 

I 
. - - -- -
ti 

Ill. N9 2 < 

"" L 
I .. -.. ... -

I r - -

. 
4! "'{'> 

"" ~ .. .. 
I 

"t> 

"" . .... 
AUg'-6 

, It is not so important, however, as the Augmented Sixth on the 

I 
lowered sub-mediant of the scale, because it is so closely related in 
sound to the Neapolitan Sixth chord. -To show the difference be·­
tweeri the two, we can ·the first .group,expl~ned in Lesson N9 77, the. 
Primary Augmented Sixths,and this second group the Secondary Aug­
mented Sixths. 

Illustration N'? 3 gives you an ex.amp!~ of the formation and•resolu­
tion of this chord in C Major and C Minor. 

A B 
~ l I I I I .. 

I - -- rJ --r1 - r - -
Ill.N<? 3 ' r1 

I -
r1 I 

< 

I I 
I . rJ - ,, - --.. -- ... --I , 

~ -- rJ ~ 

v • 

I I I I 
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Illustration N9 4 gives you an excellent example of the Italian 
Sixth. 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 

Ill.N9 4 

Illustration NQ 5 1s taken from Beethoven's," The HeavensResound;1 

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 Italian Sixth is used. This, as you know, is the simplest 
form of the chord. 

BEETHOVEN 

, ~ - I I I L. I 
~ 

A - - -· . ~ - - ,. - ·- , .. - - -- ' - - -
Ill.NQ 5 

4 T•r ·1 h r· 
~ 

~ .P.- }J_. 
n L_ J.~ 

~ 
. . - ,. , .. ~ - . , .. - #6 I 

Illustration N<? 6 is taken from Wagner's oper~,'Die Meistersinger;' 
and is interesting as the French Sixth changes to the Italian Sixth be­
fore finally resolving. 

WAGNER 

Ill· NQ 6 

Ail we have said, the German Sixth (that containing the root, 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.N9 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 to the p~ase 
in which it is used. 

Illustratiorui Nos. 7 and 8 are excellent examples of effective use 
of this last inversion; The first was written by an earlyEnglishcom­
poser, and the second is taken from the beautiful setting of Mendels­
sohn's, "Hear My Prayer}' Notice the strong and vigorous effect which 
this use of the German Sixth produces ,. 

OLD ENGLISH 

Ill. NC? 8 MENDELSSOHN 

my cry. 

7 

bi 
One of the striking characteristics of the (ierman sixth chord is, 

as we have said, its capacity for . enharmoriic ~hange·, since tt .sounds 
li~e a dominant seventh chord. You will, of coliri;e, see how very easy 
it is to write this chord enharmonically as a dominant seventh. In C 
major for instance~ecanalterthechord Al>, C, El>, F#, to AP, C, 
EP, Gb. By means of this enharmonic ch~e, it would beverysim­
ple to modulate to D flat major, since the chord.is the dominant sev­
enth of that key. It could also be used as th~ lJlOdulatory chord for 
a great many other keys, as you will se.e in, later lesson8. It is there-

. f ore,quite necessary that you exercise great care in writing the chord 
. a~curately, and in this way avoid any ambiguity which mightQtheNise 
anse. 
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In illustration NC? 9,wehave the chord written correctlyat(a) and 
incorrectly at (b). You -can follow the modulation which might acci­
dentally occur if G flat were used instead of F sharp. 

(a) 

lli.N9 9 

Illustration N910, taken from Gounod's opera of "Faust'/ gives 
you an example of a very striking modulation which is made possible 
through the llEie of the Secondary Augmented Sixth at the* 

lli. N9 10 

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

Ex.N<? 1 

Ex.N<? 2 

?Ji#jl ~ ~ ko · f F F 1$ F 1¢f f f I : · 1 F F f I .. r I ,. F I .. II 
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Examination Paper Harmony Lesson No. 78 

~ame ............... ... ......•........•.....••.•.. { 

Clan Letter and No.. . . . • •...••..... 

Account No ............••.........• 

~own ...•.......................... .... .............. State ............. Percentaae ....... . r Write name and number plainly 

Unleu otherwise specified, all Illustrations and Exercises mentioned in this examination paper 
refer to Illustration• and Exercise• ziven In the accompanyin& lesson. 

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

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

I.• •• ••••• •• • • •••••.••• • • • • • • ••••• •. • •. •. • • .... .........••••••••••••• • • • • • •• • • • • •. • • • • • • 

........................................................................................... 
2. Why do t!ley resemble the Neapolitan Sixth? ...................................... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
3. Write below the three forms of the chord in the key s of G and B maj or ....•......• 

" ,. .. 
' I 

4 

r. "'" ....... 
I 

" ' ,. .. - ... 
~ ., 
tJ 

• 
/ .,. . 
... .. 

7 -
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4. Write an original example using one of these chords .... . . . .. . .. . . . .... . ......... . 

" 
' I 

o• 

,_ ... - .. 
I 

5. W rite an original example containing the Italian Sixth . . .. . . .. . . . ................... . 

~ 
I I' .. 

' I 

4) 

~ 

I 
I 

... - .. 
I 

6. ·write an original example containing the French Sixth . .. ............ . ... . ......... . 

~ 
.. .. ~ 
' ,J 

41 

r_ .,.. - .. -, -

7. W rite an original example using the German Sixth . ....... : .. . ............... . . .. . . 

" I' .. 
' I 

~ J 

,_ ... - .. -
I 
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8. Explain the enharmonic change of the German Sixth ....••••....•...••.•.•..•••••. 

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . ..... . . . . . . . . . . . ' ............................ . 

9. Write the German Sixth enharmdnically in G major and complete the modulation .•.. 

~ 
... 

" I 

t. 

.... - .. 
I -

10. Fill in the three upper voices of Exercise No. l, using the chords indicated as they · 
are given ................ . ..................•.. •...••.........••.••••••.•••••••...• 

" 
... I 

4) 

' 
,_ .... - .. 

I 

' 

11. Complete the three upper voices of Exercise No. 2 ....................•..•.••••••... 

- .. 
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12. Harmonize Exercise No. 3 . .. . .. . . .. . . . . . . ..•. . . •...•.. . . . . ... .. . ..... ~ . . . .. 

fl . . 
.. : I 

4 

• 

,_ .... 
I - .. 
' 

,, -
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Harmony Lesson NQ 79 Composed and Edited by 
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 music,un­

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 exceptic~n be 
made inf avor of the chord of the major ninth,and its sister, the minor ninth'.' 
*Polyphony . The art of making two or more independent parts move togetherwith 
such fr~edom as to produce an harmonious effect." CAmerican History and Encyclopedia 
of Music) . 

Cop)Tig·ht MCMIX by S1e1rel ··Myers Correspondence School of Mu sic 
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Chief among the chords which can be formed bythesechromatic 
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 . 

Ill. N<? 1 

Illustration N9 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 
larger/' so that the natural tendency of the augmented interval is to 
expand. 

Ill. N<? 2 

Illustration N<? 3 gives the dominant 
seventh with the augmented fifth. Notice 
how very different in sound this chord is 
from the original form. 

The dominant ninth with the raised 
fifth can be used in both the major and 
the minor forms. Illustration NC? 4 gives. 
an example of the beautiful effect produced 
hy these two chords,eachofmuch contains 
the augmented fifth. 

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

Ill. N<? 5 Ill. N<? 6 

5 
#3 

Notice in Illustration N<? 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 tr"qe 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 '\\hi.ch 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. IllustrationN~7 shows 
the super-tonic chord with the lowered fifth. This resolves bydciMi.­
ward progression of a half step, to the root of the next chord. 

Ill. N<? 7 
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Illustration N<? 8 gives you a good example of the use of the 

augmented tonic chord. Notice that the raised tone 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. 

Ill. N<J 8 PROTHEROE 

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 abletousethesechords, 

so that you will be well equipped to analyze any music which yo~ 

may be called upon to play. 

The following exercises are to be harmonized in the accompany-

ing examination paper" 

Ex. N9 1 

,=" J A 1 r r 1 r r 1 

"Hi f' •r I F ~i I i #f I J-1 F r I F F f I#~ ~ I r · II 
Ex. NQ 3 3 g # 
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\ Clan Letter and No . .. ... . ........ .... ..... .. . 

Name ..... .... . .... . ...... .. .. . ..... .. . ....... . . . .. .. .. ... .. .. . . ........ { Account No .. . .. .. . ... . ............. . .. .. .. ..... . 

Town . .. ........... . . ... ........ .... .............. .. .. .. ...... ... . .. .. ... . State ...... .... . ... ... . .. Percentaire . .. ... . . .... . 
\V rite name and number plainly 

Unle11 otherwiae apecified, all llluatrationa and Exerciaea mentioned in thia examination paper 
refer to Dluatrationa and Exercioes 1iven in the accompanyin1r le11on. 

1. vVhat is the C:t ll SC of th e res tless ness fo11ncl Ill modern lllllSic? ..... . . ... . ... . . . . . .. . .. . 

2. What, in yo11 r .i 11dgmcnt. a re the fnnd ~1m e 11 t al. ilnde rl ying ha rmonies? .... . .. . .... .. ... . 

3. vVhat is polyphonic 11111 sic? . . ... . ... .... ..... .. . . .. ... .... .. ... .. .. . . . . . .. . .. . .. . .. . . . 

4. Define an a11gmc11tcd interval 
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:i . :\11alyzc· 111 tah11lar iorm the· l·lionl ,; Ill lllti,;trati1111 ~11 . I. .. . .. . .. .' 

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..... -..................................................... . 

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

6. G iH· ('xample ,; o f th<:' to ni c a111l <l omi11a nt sen·11th with · th l· rai sed o r aug111entl'd fifth 

in the k er ni C. n tlat. G and :\ 111a j o r . 

~ 
~ . ~ 

'\. J 

4 

,_ ,,.. 
- .. 

I 

1 . Gi1·c t11·0 e xample,; o f t11·0 measu res t•ach which co ntain th e major ancl mino r form,; 

o f th e <lnmin a 11t nin th ll'ith th e a11 g m cnt e <l · fifth , in th <:' k<:'y s of F a n<l D major. 

'1 .. . ~ 
'\.' J 

f 1 

r .... -.. , 
-

~ , 
... 

" I 

b' 

,_ ,,.. 
- .. 

I 

8. \\'hat 1 < tilt· d fe ct o f sq Mra ting di •: ,; .,11a11n· .~ ~ . . . . . . .. ... . . . . .. . . . . . .. . . . ... . .... . . .... . 

. . ~ .......................................... .............. ~ ............................. . 



3 
9 . \\ 'rite thL· .s llp l'1' - tu 11i c \\·ith the J,.w e rL·d 1·1itl1 . 111 .th<' keys n i C a nd ll 111aj u r, resolving 

each cho rd . 

" . 
" I 

t!,l 

. 
I , .... -.. 

I -\ 

10. Tran ,.;po'e l ll n,.; trati n n No. 8 in to E fl a t maj o r. 

fl 
' " ~ 

--
" I 

4 

' 

I ,_ .... 
I -.. ,, 

-
' 

11. r\dd t he three 11ppn part s t(I E xc r.c isc Ko. 1. 

,.. 
, 

• - -
' I 

41 

,_ .... -.. ,, -

12. Add th e thr L'l' uppe r par h to E x e rc ise No. 2. 

"' . --
' ,1 

4 

c... .... - .. ,, ------
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13. Harmon ize Exncisc No. 3. 

f'i 
. 
' I 

I 

L .... -.. 
I -

14. Harmonize Exercise No. 4. 

fl . ' . .. . 
4 ) 

' 
I 

I 

,_ ..... -.. 
I 

' -
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Harmony Lesson N9 80 Composed and Edited by 
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 minor1 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 
scal0 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. 

Ill. N<? 1 
,,/ ~ 

C MAJO - -- -- -- -- - - --
' -e- "" - - _, -e-

I I HARM011"IC ,, 
~ 

R ~ -- --... " -- --c 11~0 
- - -

' ~ ~ "" - - "" -e-
I MELODIC ,, 

~ 

~ -- -- --- -- -- ... - -C MINOR 
- - -

'\ 4 -e- _, - - "" -e-

Copyright MC.MIX by Siegel-Myers Correspondence School of Music' 
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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 su:b-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 NQ 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 

m. N9 2 ' '* bll 1'11 hi Hu &II ttll !~II II Pi bl bu II 
It is always well to follow these borrowed minor chords by a 

dominant, so that the orig·inal tonality Ill No 3 
may be re-established beyond a doubt. 

Illustration N<? 3 gives a form of the 
minor super-tonic in which is used the 
lowered S'ixtk degree of the scale. Notice 
that the chord in no sense destroys the 
tonality ?f C major. 

I 

~ 

I 

\ 

-
4 

~ .. 
' 

- -

0... ....... -&-

-.. 

Illustration N<? 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. 

Ill. N<? 4 
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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. 

'i 

~ 
~ 

2 
_. _. - - - - . 

Ill. Ne;> 5 
I C! 

~ Fi ~ 
-e-. ~= -e-• 

• 
L 

I 
...... '..J f'.J f'.J ,.., 

"~· . 
•• v ,, 

I ~ , -£ 

I I I IV 

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. 

Ill. N<? 6 

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,withEnaturalasthefifth,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 studiedinLessonN<? 77. Ill. N<? 7 
The resemblance is somewhatsim- · 
ilar to that existing between the 
Neapolitan Sixth and the second­
ary Augmented Sixth chords. 

Illustration N<? 7 shows 
this chord on the lowered sub-me­
diant, with the augmented fifth. 

6 
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Illustration NC? 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. N9 8 
-e-· 

Illustration N9 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 wayspe­
ing especially effective in givi1:1g a broad majestic effect. 

Ill. N<? 9 

In using these minor chords care must be taken to give them as 
smooth treatment as possible, and not to employ them too frequently. 
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. 

Ex.N9 1 51' ~" f F I ~J J J IJ Jy· I nr I f J I J J I 0 II 
7 46 5 6 6 98 

2 ~3 4 4 7 -
k ~ 4 3 

Ex.w. 2-,i ~ J J Ir FI r ~ I J I fr f If r F I re ~ I J. I 
· bs 6 2 2 

6 ~ 6 6 a 

Ex.N
9 3 
'" l r r I J J I J J JI " I r r I r rr I J j I e I 

Ex. N9 4 ,
11 5 . ci?tEtfl JlJJJil ii;-1rµJ.1 
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...... .. ... ... . ........ ...................................... ............................ . 

2. Write th e scales of D major a11cl n minor, using in the latt er both the harmonic and 
melodic form s. 

3. vVrite out th e chords which you can u se in D ma.1o r hy th(' interchange of tonality. 

4. What rule can yon give for the resolution of these altered tones? .... ... .. . ........ . 
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5. A naly1-c I ll11s trati o11 No. 4 in tabular form . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . • .. .... ..... ........... ....... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • · ........ ... ... ............ .......... ........ . 

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

6. \ \T ri te two exercises of four bars each in the keys of D an d E fl:it major, in trod11c i11g­

th e m inor snb-mecliant chord . 

fl .. 
. ~ 
"\. J 

4 I 

,_ .... - .. 
I 

-

'i 
~ 

4 

,_ .... 
- .. 

I 

7. Give an example o f the m inor snh-media nt seycnth in th e key o f F . using th e Iowe rc1 l 

sixth of the sca le. R esoln~ the chord in two ways. 

~ 

' I 

41 

-,_ .... - .. 
I -
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8. F orm a chord 0 11 th e lowered ' ub-mcdiant o ( F 

0

Aa t. F, G, and A flat majo.r, resolving · 

each chord. 

ri . 
' I 

~ ,, 

,_ ... - .. 
I 

'\ 
I 

--
' l.J' 

I 4J 
• 

,_ ... -.. 
I 

9. \\' rit e the chord of the Ge rman sixth 11t the same keys with the p roper resolutions. 

ri 
I .. .. 

' I 

I 4 J 

~ 

r. .... - .. 
I -

'\ , 
. • -
' I 

~ I 

< 

~ J ,_ ... - .. 
I 

JO. E xplain th e difference betw een thi s chord on th e lowered sub-mediant an<l the chord 

of th e German sixth . 
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ll. Analyze _in tabular form the chords in Illustrati on No. 9 . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
. .. .. ... .. .. .. .. .. .. .. .... .... .... .. ..... ····· ......... ..................... ········ .. 
................ ............................. .. . ......... .. . .. . . .. .. .... ... ..... .... .. . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ' ............................. . 
12. Add the three upper voices to E xerci se No. 1. 

" ~ 

... I 

t I 

r "• -.. 
.r 

13. Add the three upper voices to Exercise No. 2. 

fl 
I 

., \I 

I 4 1 
. 

, "• -.. 
.r 

14. Add the three upper Yoiccs to E xerci se No. 3. 

" 
. • -
' ,I 

4 I 

,_ ..... - .. 
I 

15. Harmonize Exercise No. 4. 

" I 

I I 

. 

'- .... - .. 
I 
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Harmony Lesson NQ 81 Composed and Edited by 
DANIEL PROTHEROE 

1.IlNOR 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 byusingthis 
altered tone ~hat a great many new and interesting chords can be 
formed. 

If we lower the seventh 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. Ill. N<? 1 

One of the most useful chords ~~ ! ~ ~ ~ 

~!:t~~Te~it:~~:~r~:£::~ :: t t ~; ·: I : 11 

an example of this chord,muclusthe i.s . 
third of the first measure. q~ 

You will observe that this chord, as in the case of t"fie others 
explained in the preceding lesson, is followed by the dominant,and 
Ro the tonality is left undisturbed. 111. NC? 2 

In Illustration NC? 2, we give a 
chord which is generally called the 
minor dominant. This chord uses 

·the lowered seventh, which makes a 
minor chord,instead of the custom- 5 
ary major harmony. The effect is 1>3 9 
.rather peculiar, and the chord should always be used with ~Teat care. 
In this illustration,we notice that the chord is preceded and suc­
ceeded by the customary dominant. Ill. NC? 3 

Illustration N9 3 gives a fur- ~ 

::.~:~~~:i:p;~~u:~ ~~r:h~; ~b~: ~' nl ·!$~1 ~; II 
1>3 qa 

Copyright MCMIX hy Siegel - Myers Correspondence School of Music 
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In Illustration N<? 4 the altered seventh itself ismade the root 
of the chord. This gives us a maJor Ill. N<? 4 
harmony instead of the customary ~ 
diminished triad which we generally 
find on the leading-tone. This · chord 

can be used with excellent effect, ~~~~~~§~~~i~ 
as it has a quality evidentlyquite fol'- E 
eign to the key 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 taird 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. Ill NO 5 

Illustration NC? 5 gives an ex- ,.· · 
ample of the minor tonic, with the ~~~~g~~g~~~~ 
lowered third of the scale. This .., r f. j . i.e.· 

chord is very frequently used. No- .J .1 I 
tice that all the chords in Illustration 
NC? 5 belong to C major,and that the 
minor tonic precedes themajorchord. 

I I 

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
ing. 

Ill. NC? 6 D. PROTHEROE 
I':'. 
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Ill. N9 7 

illustration N9 7 gives an ex- " 1 1 

ample of the augmentedchordfomied iJi~~~*~~~~=~ 
on thel<rn.-ered third of the scale. No- ~ r I I I 
tice here again that the treatment I 

1 1 
I 

calls for a dominant chord to suc-
ceed this unusual harmony, to re­
establish the key. 

I I 

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 
N9 9. Ill. N'? 8 

Ill. N9 9 

I 

I 
+· 

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 hannony, · 
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 "Tannhauser;' will fur­
nish an excellent example of the fluent and musical. use of these 
borrowed .cho_rds. It will show you how good an effect can be pro­
duced by chords remaining entirely within the key. Studyitverycare- " 
fully, and _analyze the chords. 
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Ill. N<? 10 

~ : 

~ : 

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

Ex. N~ 1 ~ j r j r I r F 1 •r t I F t I f ~r I r F I r J I r. II 
66 54 646 67 

3 2 4 

Ex. NQ 2~ 
Al I 

-iJ 

J I .. A - - ft ---
I I I I I I 'I I r 

· Ex. N<? 3 j~~& ;~.J~1i~J 1~11.J ~r!I &r§r~1 ~1~1 r~r ~ri~r §F J~1 ~j ~J §I J~. 11 

Ex.NC? 4~,~V'&~"~·~J~r-~rlr~om·rrm1 r~r~fjjl vi•rll r~F~rr~1·J~J~r J~1~J~J~1 e~I· 
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Examination Paper Harmony Lesson No. ·81 

Name .... .. . . . ... ...... ···· ·· ·· · ·· · · ·· · ···· ··· ··· ·· · ···· · ········ ·· ·· · ·· { ~=:~t::.~~-~~~:::::: :::::: ::::::::::: : :: 
Town .......... ... .. .. .... ...... ... .. . .. _. .. .. .. .. .. .. .. .. ............. .... State . .... ... ... ..... . ... Percentaae .... .. .... .. . 

Write name and number plainly 

Unlen otherwise specified, all IU ... tratiom and Exerciaea mentioned in this examination paper 
refer to Dluatrationa and -Exerciaea siven in the accompan,-inir leuon. 

I a. W hat ch ords a re affected by lowering the seventh degree of the scale? . . . .. .. .. .. . ... . 

I b. Illust rate in the key of G major. 

~ , 
-~ 
' I' 

4 

< 

,_ .... -= •• 
I 

' 
2a. Which is the best note to double in the mediant chord which uses the lowered seventh 

of the scale? . . ... . . . . .... . ... . . ... .. .. . . . . . .. .. . . . . . ... . . . .. . . . . ... . .. ........... . 

2b. Give an example of the resolution of this chord. 

~ 
I .. .. ~ 

' 1 

4J 

' 

' .... - .. 
I -
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3. Analyze in tabula r form the chords in Illustrat ion No. 2 . 

. . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • ... ... ......... ........... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . : ...... ......... .. .... . 
... .. ....... .... .. .. .. .. ........ ....... ....... .... ... ........ ......... ······ ··· ········· ·· 
... ................. ....... .... ... .. .. ..... .... ...... ... .; ......... ..... ....... .... ...... . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
4. Give examples of the minor dominant in the keys of F major and D minor, r esolving 

each chord. 

" 
"\. I 

4 I 

• 
~ 

I 
,_ .... -.. 

I 

' 
5. In the keys of D, E Rat and G major, write the chords wh ich can be formed with the 

lo)Vered seventh a s the root. 

~ 
• 

... I 

4 ~J 

L .... - .. 
I 

6a. W hat ch ords are produced by lowering the third degree of the scale? . . ..... .. . ... . . . .• 

6b. Illust rate. 

fA , • . 
... I 

1~1 

• 
I ,_ .... 

I -.. 
I 
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7. Give examples of the minor tonic in the keys of F and G major, resol_ving each chord . 

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

8. \ II/hat is the "Picardy Third"? ............................... . .... . .... . ... .... ...... . 

rt 
I ,. 
--
' .I 

~ J 

~ 

I ,_ ... - .. -
.I 

H. Give a two measure example of its use. 

" I ,. 
~ 

-- -... .I 

4 J 

~ 

,_ ... - .. 
I -

JO. Give the two forms of resolution of the submediant seventh with lowered fi fth. in the 

keys of D, E Aat, and F major. 

" .. --
' 1 

t J 

{... ,. - .. , -

'1 
I ,. .. 

... I 

4 I 

~ 

,_ ... -.. 
.I 
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11. Analyze in tabular form the chords in the first eight measures of Illustration No. )0 . 

. .. . . ... .. . . . . .. .. . . .. .. .. .. .. .. .. .. ... .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. .. ..... .. 
.... ..... ............. ..... ................. ....... .... ... .... ... . ... .... .. . .. ... _ .. ·· ··· ······· 

. . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . ..... . 
··· ···· ......... ············· ············ ···· ...... . .. . ... ..... ... .... .. .. . .. ........... ··· ···· 
12. Acid th e three tipper parts to Exercise No. 1. 

~ 

' ,1 

4 J -

,_ .... 
- .. 

I 

13. F ill in and complete Exercise No. 2. 

f-i 
I 

~ 

' I 

• J 

' 

I -· 
I -.. 

I 

\ 

14. Harmonize Exercise No. 3. 

" .. . ~ .... J 

e.J 

' 

I r '" -.. 
I -\ -- ' 

15. Harmonize Exercise No. 4. 

f'i 
• , . ~ 

' I~ 

4 I 

,_ .... -.. 
I ' --
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Har1nony Lesson NQ 82 Composed and Edited by 

DANIEL PROTHEROE 

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 a repetition 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 . . 

Ill. N<? 1 

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

You \\ill remember that it is possible to use Passing Notes in 
two parts simultaneously, provided they are consonant \\ith one an­

. other. Study Illustration N<? 2 as an example of this form. 

Ill. N<;> 2 

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. 

Cop) right MCMIX by Siegel Myers Corre"Jlondence School of Music 
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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 

Ill. N<? 3 

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. I 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. 

Ill.N9 4 

Without the By-tone in the second chord of Illustration N'? 4, 
we should have hidden,or concealed Ill NO 5 octaves between soprano and tenor, a · · 
progression which is prohibited.Pass- ...... --.-t.-------+-----+---,.. 

ing Notes, you should remember, do 
not justify faulty progressions. For 
example, notice the perfect fifths 
between the tenor and bass of Illus­
tration N<.> 5. The Passing Note does 
not do away with the .incorrect pro­
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. 

!11. NC? 6 

Observe that the By-tone is used during the repetition of the 
dominant chord in the fourth measure of this illustration, 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 N<? 7, that 

(a) (b (c) 

Ill.N<? 7 

each of the Passing Notes is approached by a larger interval than that 
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 Illustration 
N9 7 at (a). The key is B minor, and the chord in which the Passing 
Note appears is the toni~. 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 toB,withAsharp 
as the fassing Note, approached by a skip of Ill. NO 8 
a seventh from G. · 

Play over Illustration N<? 7 very slowly, r~~~~~~~~ 
and study the effect produced. It is similar U 
to the cross relation but is not so unmusicaJ, 
because the discord is more temporary. 

Sometimes you will find a group of Chro­
matic Passing Notes, as shown in Illustration 
N<? 8. 
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When using a passage of this kind, be ca.reful that the voice 
moves chromatically into the proper chord tone. If you were to omit 
B flat in the above illustration, you would feel a decided lack of 
symmetry in the melody. Ill N 

11 
. 9 9 

By examining lustration N9 9, 

you "'ill find that the ChromaticPass- {~~~~~§~~~~H~ 
ing Note, when progressing upward, 
can be taken at the same time as the 
diatonic note on the same degree. 
The apparent dissonanceis explained 
by the fact that one of the tones is a 
Passing Note. In the fourthchord,you 
will find both G# and G natural. The latter belongs to the chord prop­
er, and G# is the Chromatic PassingNote, 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 N<? 10 where, in the second 
and fourth measures, the fundamental chord is the dominant of the 
key of G minor. 

ill.N'?lO 

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

Ex.NC? 1 
. '"1: " i 

Ex.N<? 2 'bi J 11DrJ1rr JJ1#JJJ1tr 1rw r u ct! J ~ 1 J 11 
EiN93 



.SIEGEL-MYERS 
Correspondence School of Music 

CHICAGO, ILL. 
Examination Paper 
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Harmony Lesson No.• 

Name ... . . . . . .. . .. . .. .. . ... .. .... . . .. .. . ... ." . . .. . . j Claaa Letter and No.,. . . . . . : .. .. .. . . . 
{ Account No .. . .. . . ... .. .•. . .. ..... . 

Town ... ... . .. .. .. . . . .... ... ....... ... .. .. ... . ... . ... 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 accompanyinir lesson. 

1. Dciinc an A uxi li:iry Note. 

2. Define a Passing Note . 

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

3. What mi es must be obse rved in the treatment of P assing Notes? . ... .. .. . .' . . . . . ... . . . 

4. G.ive an origina l ill ustrati on of two measures of .Passing Notes occurr ing in both alto 
and bas s. 

~ -. --.. I 

4!1 

' 

I 
-· -.. 

I -



2· 
5. Defin e a B:t-tone. 

. . . . . . . . . . . . .. . . . . . . . . . . . . .. .. . . . . . . . . . . ... . . . .. . . . . ........................ .. . .... . ...... ... '"" .. .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . .... . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . .. 
6. Give an original illust ration two measures in length of the use of By-tones. 

fl 
' 
'\. I 

4 J 

~ 
, 

I 

I -· -·· I 

7. \ Vhat effect · does the use pf By-tones and Passing Notes have upon fa ulty progres-

sions ? 

......... ...... ......... .... .......................... . - ...... .. .... ... ........ .... ...... . ....... . 

8a. Define Chromatic Passing Notes . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . •' ........ ... .. .. : ... .. ........ ......... . 

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

8b lllust rate. 

" ' ti 

' ~ 

I~) 

~ 

r_ .... - .. 
I 
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9. vVhat rules a re giycn for the t reatment of Oiromatic Passing Notes? . . . . ........... .. . 

10. Give an or iginal illustration of four measures which uses two groups of chromatic 
passing notes, as in Illustration ~o . R of the Lesson. 

ri 
r 

~ . ~ 
.... I 

4 J 

~~ -,, 

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

fl 
I 

.. I 

4 J 

' 
I 

r .,.. - .. ,, 
-

' 

12. Give an example in which a Chromatic Passing Note occurs upon the same degree of 
the sca le as the diatonic note used in the melody. 

'1 
.. 
' I 

4) 

,_ .... -.. 
I -



,, 

4 
13. Explain under wf1at cfrcumsranccs an augrnente<l second tnay be used . 

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

. . . . . . . . . . " .. ........ ....... .. . ..... .... . . .. .. .. ... .... . ........................ ..... . .. . . ......... .......... ........ .. -

14. Add the three upper voices to lhe melody of Exercise No. I. 

~ ' . 
' 

' I 

4 - . 
" 

, -· -.. . 
I ' 

15. Harmonize Exercise No. 2. 

' \ 

'\ .. . . ~ ... . 
4J 

... 

r_ '• - .. -

16. Harmonize Exercise No. 3. 

4 I 

r -• 
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Harmony Lesson NQ 83 Composed and Edited by 

DANIEL PROTHEROE 

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 key2' (Oakey) Study the following 
illustration, and see that the dominant of a minor key becomes the 
tonic of a major. 

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 
tlie 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. 

Cop.yrlght MCMIX by SiAgel - Myers Correspondence School ot Music 
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In addition to Illustration N<? 1, we quote another example of 
the "pivot" tones, when· they are used enharmonically. 

Ill. N<? 2 GRAUN 

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 l~ading-tone of the new lrny. Ill. NC? 3 

"Pivot"tones are not always necess­
ery,especially in the most modern treat­
ment of harmony. For instance, take the 
modulation in Illustration N<? 3, from C 
to A flat, in which the second chOrd is the 
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 previous chord. 

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 w:>rks 
of modern times and reflects the genius of the great Englishman at 
his best. 



Observe that the first figure is kept up throughout the first 
phrase. It would be well to simplify aJ.l 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 ~ish to modulate 
from C to B flat. The sub-dominant of C is F, and the same tone 
is the dominant of B flat. 

Ill. N<J 5 
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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-med.iant key. 

Ill. N<? 6 

SUMMARY 
In order to summarize these unrelated modulations for you, let 

us take Das our tonic and see into what keys we can modulate 
i 

from it, and the best means to effect these changes. 
First of all, modulate into E flat, the minor second. Illustra­

tion N<? 7 gives you an example of this change of key. 

Ill. N<? 7 

This modulation is effected by a minor sub-dominant chord. 
(Summary continued in Lesson N9 84). 

The following exercises are to be worked out intheaccompany­
ing examination paper. 

Ex.N9 l 

#H " I be I q .. I e I be I 
0 

I " I ~ .. I e I fin I e I 
Ex.N~ 2 

'b11 J rr I ~rr I brr I e I J r 'r I pJ I J J J I .. I 
Ex.N~ 3 
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Harmony Lesson NQ 84 Composed and Edited by 
DANIEL PROTHEROE 

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 naturalandFsharp),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 pos&bilities of the subject. 

Ill. N<? 1 

In IIlustration N<? 1 the're 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 Ill N<:> 2 . 

·scale, is introduced and makes, (~ml~~~~~~~~fi~ 
as it were, a "pivot"-tone,(men- ll 
tioned in Lesson N<? 83), as it 
belongs to the scale of D minor 
and the scale of F major. 

illustration N<? 2 gives a . 
more decided modulation, by Ill. NC? 3 
the use of the chord built on 
the minor sixth, B flat. 

Here you see that the dom­
inant of D .is followed by the 
sub-dominant chord in the scale 
of F, the latter proceeding to 
·the dominant of F. Another way 
of modulating into the same key is shown in Illustration N~ 3. 

Copyright MCMIX by Sle~l-Myers Correspondence School of Music 
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In Illustration N'? 4, we have the new key appearing directly 

8fter the sub-dominant chord of the original key. Play this over . care­
fully, and you will find it a bold Ill. NC? 4 
and effective modulation. The 
media.nt, as you know, is the 
.relative minor of the dominant 
key, but a major chord on the 
media.nt will be more remote, 
as. we must introduce a noie 
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. · Ill . NQ 5 

In Illustration N<.> 5 use has 
been made of the diminishedsev:­
enth chord. Before proceeding 
further we should consider the 
wonderful possibilities of this 
chord, by the use of enharmonic 
change in effecting modulations. 

For instance, let us take the 
forms of the chord shown in Il­
lustration N<? 6 .(You will find the 
root in the bass clef) . 

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,dominantor super­
toilic root, and the possibilities are such that a modulation can be 
made into twelve different major and minor keys. So,when modu­
lati~g, bear in mind constantly the great addition you make to your 
harmonic vocabulary by the frequent use of the diminished seventh 
chord. 



In Illustration N<? 7 you will 
observe that the chord of the 
diminished seventh has been 
used, and the notes changed 
enharmonically in the resolution. 

Ill. N<? 8 

Ill.N<? 7 3 

To resume our summary, the 
modulation into the major key of 
the lowered sixth is very often ef­
fected without anyinterveningdiord9 

as in Illustration N<? 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?'(Ill.N9 9). 

Ill. N<? 9 STAINER 

Illustration N<? 10 gives an 
example of a modulation to the 
milnor seventh from the tonic­
D to C natural-which can also 
be made withoutarwintervening 
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 N<? 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, 
chorus "Unfold Ye Portals" from the "Redemption;' gives a 
did example of the use of the chord in modulating. 

Ill. N<? 11 

in his 
splen-

GOUNOD 

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;' illristrating the possibilities of modulatiom 
through enharmonic change. 

ELGAR 
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I·.: .................................................................................. . 
' 3. Name two modulations which you think are most effective . ... .. .. . . . . ... . ..... . ..... . 

4. Give an example in two measures of the modulation to the key of the minor third, by 

means of a pivot tone ..... . .. .. .. . . ... ... . . . . . . . ... .... .. .... ... .. . .... .. . ... . . . .. . 
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5. Which is the modulatozy diord in Illustration No. 3:? .. . . . . ,. ... ... ... . · .. ... . ........ . . 

. . . . . . . . . . . . . . . . . . ... . .... . . . . . . . . .... . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ... . . . . . . . . . . . . . . 
6. Write the diminished seventh of the key of A minor enharmonically in four different 

ways ... . ... .. . .. .. . ... ... · · · · · · · · · · · · ·· · · ··· · ·· · ·· ·· ·· ·· ·· ·· · · · · · · · · ···· ·· ···· · · · 

" ' .. --... I 
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~ 

,_ .... 
- .. ,, 

7. State the keys into which you can modul;ite by means of this chord .................. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..... . ... . . . -. ·.-. ..... 
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. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ... . . . . . . 
8. Modulate from C major to E minor by means of the diminished seventh chord ....... . 
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I ~ I 

~ 

I 

,_ .... -.. ,, 

9. Write another modulation in any two keys which you may choose, using the dimin-

ished seventh as the means of modulation ....... . ........ . ..... . ... . ....... . . . .... . 

" , 

... I 

411 

~ 

I -· - .. 
I 



10. How may the modulation in to the key of the lowerd i sixth be made? . . .. .. . .. . .. . .. .. . 

···· ·· · -· ······· · ··········· · ·············· · ····· ~ ····~······· · ·· · ········· · 

.. .. .... ...... ....... ... ~ . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ....... ..... ... ..... ..... .... .. . 

11. Docs this resemble any other progression which we have had previously? . . . ~ . . .. ... . . . 

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

12. Vhite an eight-measure modulation, using whole notes in eacb measure, in which you 

proceed from C major to A fl at maj or; to F minor, a nd back to C major .. ... . .... . . 

" ·-I r .. -~ 

... I 

u ( 
• 

r: .... - .. 
I -

13. What chord is t he best bridge to . the new key ? . ... . .. . .. . .. . ... .. . . . . . .. . ... .. . . .. . . 

14. Simplify the chords used in Illustrat ion No. 11 . .. . .. . . ... .... .. .. . . . . .. .. . . .. . . . . . . 
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15. Harmonize Exercise No. 1, indicating the modulation .. . .. . ... . . .. .. . ...... .. . .. .. . . . . 
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' ... .. . 
.. I . 
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' 
,_ ... - .. 

I 

16. Harmonize Exercise No. 2 .......... . .................... . ............ ....... . ..... . . . 
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--... .I 
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I 

\ 

17. Harmonize Exercise No. 3 . .. ..... ...... ...... ..... . . . ... . ....... . ..... .... . .. .. .... . 
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Harmony Lesson NQ 85 
Composed and Edited by 
DANIEL PROTHEROE 

CADENCES AND SEQUENCES 

In the earlier lessons of this course you were taught to use the 
, simpler ca<lences,-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 recurranc.e of tlie 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 NC? 1),andfrom D minor to A minor (Illustra-
tion NC? 2). Ill. NC? 1 Ill. N<.> 2 

The oadenc.es just exemplified are called "Irregular Cadences!' 
Incomplete cadences,which close on an inversion of the triad, also 
frequently occur. (See Illustration N<? 3). 

Ill. N<? 3 

Cop~Tlg-ht J\fCMIX by Sieirel -Myer& Correspondence School of Music 
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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 thisveryclearly. 

Ill. N9 4 Ill. N<? 5 

You see that in Illustration N<? 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 Illustration NC? 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 NC? 6, continuing Illustration N<? 5. 

Ill. N<? 6 

- . 



r • . 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 Sequence is a suc­
cession of intervals repeated upon the other notes of the scale.11 

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 Illusti'ation N<? 7. 

ill.N<? 7 

~" fl3 1m 1m1rn 1 

If the Sequence is confined to one part, it is called a "Melodic 
Sequence~' but if all the parts move in sequence, then wehavea"Har­
monic Sequence;' as in Illustration N<? 8. 

Ill. N<? 8 

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. 

Ill. N<? 9 

f#~ *'\~1IJiJt0io51J•l~J ~ H 
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 NC? 10 gives you an example of this form. 

Ill. NC? 10 

The following exercises are to be worked out in the accompany­

ing examination paper. 
Ex.N<? 1 

,1 J J JI II 
Ex.NC? 2 
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~ ClaH Letter -d No •...•............. .. ... .... 
Name ....•......... .... ········· ........................................ . (Account No .................... . ...... ..... ..... . 

Town ..................................................................... State .................... Perceata1e ............ . 
Write name and number plainly 

Unleu otberwiae apecified, all llluatrationa and Exerciaea mentioned in tbia ellamination .,....... 
refer to Dluatrationa and Exerciae1 lri••n in the accompanJ'inc leuon. 

1. D<'fine a Cadence? ........ ~ . : . ........... .. ...... .. .. , .. .. ..... .. .. . ....... .... ...... . 

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

. . . ..................................................................................... . 
2. Give full explanation of the following Cadences ............................•........•. 

(a) Perfect and Imperfect Authentic Cadence .. . ......... . ........•...........•...... 

, ............................................ ·········································· 

(b) Perfect and Imperfect Plagal Cadence .. . .. ... .................................. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . •.• •· 
........................................................................................•. 

(c) A Half Cadence . . .... . . .. ........ .. ..........................................•• 

(d) A Full Cadence 

3. How do we obtain . variety in the ending of musical compositions? .. .. ............... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ., ........................... ~ ............................. . 
. . .. . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

• 
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4. Define in your own words the Cadence of Modulation ...... .. .. ............ .. ..... . . . 

·········· ··················································· ···· ········ ······ ··········· 
.................. • ·• ...................... ... .. ....... ... .. ........... .. - .. . . 

5. Give an example of the Irregular Cadence .... . .. . . ...•.... .. ...... . .. : . .. . . .. . : .. . .. . 

~ 
I 

--
' II 

I! 

' 

'- ..... - .. 
I 

\ 

6. (a) What is a False Cadence? .......... ....... ... ....... . ... . ... . . . ... .. . ·. · . . . . ... . 

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

············································· . . . ............... ··· ··· .... ·· · ·-· ..... ... .. . . 

(b) Illustrate .. . ...... . ...... . . . . .. ... ..... . ............. ...... ...... . . .. .. . ..... .. . . 

r.. 
' 

' . • -
' 1·7 

I 4 1 

' 

'- ..... -.. -, 

7. Give an illustration of a False Cadence which remains in the key to which it leads, and 

one which returns to the origi.nal key . . . .. .. . . . . . . .... . .. .. ..... . ..... .. . ... . ..... . 

" ' 

' II 

0 
' 

I -· 
I -··· , 
\ --



8. Defin e an In terrupted or Broken Cadence .. . . . . .. ....... . .. . .. . . .. . . . . ..... . .. . ... . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ ..... . .... . . . . 

·········· ········ .. ······ ... ···· ·· .... ... .... ...................................... . . 

9. Define a Sequence .. .. .. . .. . ...... .... . .. . . . . . . .. ... . .. .... . . . . ... . .. ...... .. .... . . . . 

······················ ··················· .. .. 

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

JO. W hat is the difference between ·a Melodic and an Harmonic Sequence? .. .. .. . ..... .. . . 

······ ················ ........ ..... ...................... ............................... . 

······ ··········· ·············· ....... .... .... ... .... .. ... .... ......... ....... .... .... . 

11. Gixe examples of each . .. . ..... .... . . ... .. . . . .. . ... . ..... ... . .. ... .. .... . ... . ..... . . . 

~ 
• . -

' I 

4 I 

'- .... - .. 
I 

~ . 
' . 
I ~J 

,_ .... 
~-· I 
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12. Complete E xercise No. 1 in fou r measures, using one of the Cadences explained in the 

Lesson .. . .. . . ... ....... . .. . . ... .. ... .. . . . . · · · . · · .. . . . . .... . ...... . . ·. ; . · · · · .. .. .. . 

fl 
I 11 

~ 

'\. '~ 

4 

~ 

'- .... - .. 
I 

13. Complete Exr rcise No. 2 with a l\1 e lod i c ..!!Gm•~c .~~ .... . . . . .. . ..... . . 

fl 
~ 

.. I 

4~ 

' 

I ' .... - .. 
I -

' 

14. Add the three upper voices to Exercise No. 3 . .. . . . . ... . . . . . . . . . . ... . . . . . . . . . . .. . . . . 

" I 

.. I 

4 

. 
I -· -.. 

I - \ 

15. H armonize Exe rcise No. 4, using a Tran. itional or iV!odulating Sequence in the fi r~ t. 

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

" , . 
.. I 

41 

' 
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ORNAMENTAL TONES 
~' 4 Music, like so many other things, must have its"frills andflounoes'; 

· and therefore many tones are used which simply adorn the harmony. 

; Such tones are Changing Tones, Appoggiaturas, Retardations, 

~· otes of Anticipation, etc. Some writers consider passing notes 
ong the Ornamental Tones, but as they have been treated in 

~ heir various forms in previous lessons, it will not be necessary to 

'.~ all further attention to them. So we shall begin with the Changing 
/ 
'.: one. 
~~ A Changing Tone is a tone which is foreign to the chord in which 

,:'·! t appears, and ·which moves by a skip of a third. See Illustration N<? 1. 
;'\ 

c 

Ill. N9 1 

You will notice that the D in the first chord of this illustration 

oes not belong to the chord, and, unlike the passing note or aux­
liary note, it skips a third in resolving. 

Be sure that you thoroughly understand the difference between 

e Changing Tone and the auxiliary note. The latter, as you will 

emember, always returns to its principal tone, while the Changing 

one skips a third to another tone. 

The Appoggiatura, or, as some call it, "the leaning tone~' is an-

1 ther tone which is foreign to the chord in which it •occurs, and is 
n~rally one step above or below the principal tone. 

Cop)Tight MCMIX by Siegel -.Myer• Correspondence School of Muslo 
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In illustration NC? 2 you will notice that D is the Appoggiatur.a. 

Ill. NC? 2 

.Q.. 

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 N<? 3. 

It is usually of the same length as the 
tone it precedes. A good rule to re­
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 

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: 

Ill NO 4 
~ .u # I ~ - - - -· . . - - ~ ~ ~ - ~ - - ' --·- a~ ... - ~ - ~ ~ -~ . , . - - .. I " .. , - -' - " . I . . -

' r r 
Thevoioe of him that crt - eth In the wU - der • ness, "Pre -

~.u ~ I - • - . - - - ~ -. - ~ . , - . - . -- ' ' ' 

' 
., 

~!! ·-
11 I -··- -.. - - . - . -I , - - . . - ' - ' ., -
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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, 
on the 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 containingAppog-

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

Ill. 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. 

Ill. N'? 6 

In Illustration N<? 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 is 

the Anticipated or Preliminary Tone. It is a tone which moves into 

its tone of resolution in advance Ill . N<? 7 
. of the other parts. In Illustra-

tion N9 7, observe how the G, 

to which the A proceeds, is an­

ticipated by the eighthnote(G) in 

the first measure. This is,as you 

observe, a shorter tone than the 

principal one. Illustration N9 8 gives you another example of a 

Note of Anticipation. 

Ill. N<? 8 

The following exercises are to be worked out in the accompany­

ing examination paper. 

Ex. N<? I 

6 4 6 6 .e-
2 4 t 

Ex.N9 3 

'" Ex.N<? 4 · 

tlt1B td F p I ffl ~J. I ffl r H IF f-a ~ II 
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Examination Paper Harmony Lesson No. 86 

Name . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . • . . . ) Clue Letter -d No •.... .• . . -... .. ... . 
( Account No . ... . .......... . . . . . .... . 

Town . . ... ... ............ . . · . · · . . .... .. .. . .... . ...... State ........ . .... Percentase ...... . . 
Write name and number plainlJ' 

UnleH otherwise specified, all Illustrations and Exercises mentioned In this examination paper 
refer to Illustrations and Exerciaeo civen in the accompanyins leuon. 

1. Name some of the musical or11amenta tions . . . . .. . .. . . . .. . .. ..... ... .. . .. ... : . . . . .... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . ......................................................... . 
···················•••··•·······••···••••··•·· · ······· ·····••·••····••·•·•·•····••··•····· 
............. ...... ..... ........................... ...... .......... ... ...... .. .... .. ... .... 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 

2. W hat is a Changing Tone? Give example ... . .. . ... .... . . . . .. . . . ....... . ... . ....... . 

, .. ................................................... .. ...... ... ................... ..... ·-

fl , . 
' II 

I, 0 

' 
I 

r '• 
I -.. 

I . 

3. Define the diffe rence betwee11 an auxilia ry note and a Changing Tone . . . . .. ... . . . . . . 

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

········ ·· ·· ··· ············· ················· 
................ .. ......... .. .............................................. 
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4. What is an Appoggiatura? 

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

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

5. By what other name is the Appoggiatura known? .............. . . . . .. ... . ...... . .. .. . 

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

6. Give an example in the key of D of an Appoggiatura .. . . . . . .. . .. ..... . . ............. . 

" " --
' ~ 
I I 

'- .... ' -- .. 
I 

7. Explain when the Appoggiatura differs from the suspension ... .. . . ..... . . . . ... . .... . 

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

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

8. Analyze in tabular forth the chords used in Illustration .'.Ir o. 4 ... .. , . . ...... . .... . ... . 

............................ , ................... .. .................. .................... . 

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

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

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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9. What is the suspended leading tone called ? ... .... . . .. ... . . .. ..... . . . . . . . . .. . . .. .. .. . 

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

10. Give examples in two keys of an Anticipated Note . ... .. . . . . .. . .. . ....... . ... . . 

e_J 

- .. 
11. Add the three upper voices to Exercise No. I. in troducin g some Ornamental T (JIW '. 

Number these Ornamental T ones which you use. am;! give. in the space below. the 

exact name of each ...... . ....... .. ..... . . .. . . . . ... . . .. . .. .. .. . . . .. ..... . ... .. . . 

f\ ,, 
. ~ 
' ~ 

4' 

~ .... - .. 
I -

12. Add the three upper voices to Exercise No. 2, using Ornamental Tones as suggested 

in Question No. 11 .... .. .. .... ... ..... .. .... .. ... . . . . . .. . . ..... . . . .. . .. . . . . . . . 

ti 
II . 

•• c-.t. 

" J 

t' 

,_ ,. 
- .. 

I 

··········· ············· ····················· 

··· ···· ··········· ···· ······················ 



13. Harmonize Exercise No. 3, and _pay careful attention to the Ornamental Tones in the 

melody ··········· ....... ............. ...... ... .... ....... ...... .... .......... ... . 

~ 
. --.... T 

4 I 

~ 

t 
I 

I -· -.. -

14. Harmonize Exercise No. 4 ...... . .. . . . . . ..... ... .. .. . . . . . .. . ........ . .. .... •........ :. 

~ 

... .1 

4 J -
• 

t -· I - .. 
I -' 
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Harmony I..iesson NQ 87 Composed and Edited by 
DANIEL PROTHEROE 

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 Enc~o­
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 IllustrationN<?l, 

from "A Song of Hope!' 

Ill. N<? 1 PROTHEROE 

You will see 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 observe 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. 
Cop~Tight MCMIX by Siegel - Myers Correspondence School of Mm,ic 
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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 originA,l 
chord, as in Illustration N<? 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 beginning of a 
composition, as the following example, from "Praise of Spring" by 
Mendelssohn, will illustrate. 
Ill. N9 2 

MENDELSSOHN 

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

The Dominant Pedal Point is generaJ1y used toward the close 
to give effect to the re-introduction of a theme. See Illustration 
N9 3, from "A Song of Hope~' 

Ill.N9 3 
PROTHEROE 

......_______, 
This excerpt comes at the close of a fugue (see a later 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 N9 4 makes this clear. 



Ill.N<? 4 

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 t~ a chord that indicates the tonality. 
· An Inverted Pedal Point occurs when the Pedal Point is in an 
upper part. (See Illustration N<? 5). PRDTHERoE .. ~ 

Ill.NC? 5 

Sometimes the Tonic and Dominant Pedal Points can be used 
, together, as the following illustration, taken from Henry Smart's 

"The Curfew;i \vi.11 demonstrate. Here you will see at once the bell­
like effect of the two tones against the harmony. 

HENRY SMART 

I 

For further examples of Pedal Point, study the fugues of Bach 
and. other composers, and notice the effect obtained bythisharmonic 
device. 
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REVIEW 

Before leaving th~ 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 analyticaJ 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 
possjble. 

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. 

Ex.N9 1 'bi j F I j J I JJ J I J. I rr I re r I j J I J I 

Ex.NC? 2 

'~'11 r F F I J j I r r I r E r F I r F r I F r r FI r r I .. I 
Ex.N9 3 

'W1.§ J. F ~Ir jJ ;1J.J.1JqJ-1 F Petri JJiJJll Jr-~I fr'I 

Ex :N~ 4 

?Jll11 r r I .. t e £ e I ''I'' I .. I " I 
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:A Courae of Harmony Lea1ona by 

ADOLPH ROSENBECKER and 
DANIEL PROTHEROE 

EXAMINATION PAPER No. 87 • 

Name .... ......... ... .. ··········· ········· ························· ···· { 

Class Letter and No •.......... . .. ... ... . .. .. . . 

Account No. ........ ........................... . 

Town .......... ... .... .... ... ... .. ....... ........ ......... ....... . ..... ... State ........... ......... Perc-t&Se .. ... . .. .... . 
Write name and number plainly 

Unle .. otberwiae apecified, all llluatrationa and E.terciaea mentioned in tbi1 examination paper · 
refer to llluatration1 and E.terciaea siven in the accompany lesson. 

· 1. What is Pt:Jal Point or Organ P oint? .... . .... .. . . ........... .. . . .. . . .... . ....... . . 

' ~ ......................................... ~ .............................................. . 

~ ............................................................................ ............. .. 
r~; 

f: 2. On what notes is the Pedal Point generally used? . . ....... . ....... . ... . .......... . . . 

( 
·, ............................................. .. ........ .. ................................ 

3. Wh_ere <lid the term originate? ..... . . . ... ... ... . .... .. . . . ........ .... ... ... . .. .... . . 

~ .............................................. ................ ........ ... ................ . 

~ ,:· ............................................... ............................... .......... . 

~ 4. In what part is the Pedal Point as a rule ? .... .. .. .... . . . . . ... . .... . . .. ..... ... .. . . 

"' .......................................................................... . 

" S~ Fot what is the Tl)n ic PcJal Point generally used? .. . . . ... ..... . . ... . . . ... . ........ . 

· ........ ~ ................................................................................. . 

. . . •'• .................................................................................. . 
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6. Analyze in tabular form th e chord s used in lllustra tion :-:lo. 1 . . ....... . ... . ........ . . 

··········· ······ .... ·····. ········ ···· ··· .. ···················· ········· ····· ··· ····· 
e e • e e o o o 0 0 o 0 0 o o • • 0 0 0 0 o 0 0 0 0 0 o 0 0 0 o 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 o o o o 0 o o o o o I o o o 0 o 0 o o o o o o o 0 o o o 0 0 0 0 0 0 o o 0 0 0 0 0 0 

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

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

. . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
7. Gi\'e an example of a T onic Pedal Point in the key of C. ........... . .. . ..... .. . . .. . 

~ 
I t' 

. • -, .. ll 

4~ 

' 
,_ .... .. 

I 

8. \Vh at rule shoul d you fo llow wi th the first and last chnril,; o f a composi tion using 

a Pedal P oint? ........... . . .... ............. . .... . . ...... . . ... . .... .. . .. . ... .... . 

9. Give an example of a Dominant Peclal P oint in the key nf n . .. . . . ... . . . ......... .. . 

~ 
I .. . ~ 

'\.' ~ .J' 

eJ . 
' 

r .,.. -.. 
I -
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10. Analyze in tabular form the chords used in the second, third, and fourth measures of 

Illustration No. 4 .. .... .... . ... . ..... . .. . .... . . .... ........... . .... . ... . ......... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
·····································•·••••••·····················••··········•·······•••· 
....................................................................................... 
················_!.!········································································ 
······················•··••·······•·•·•···············•····················••·······•·· 
...... .. ................................................................................. 
II. What is an Inverted Pedal Point? Give example .. . .. . ..... . .. . ...... ·: . .......... . 

fl 

' I 

4 J ' 

,_ .... 
- .. 

I 

12. Can the Tonic an<l Dominant Pedal Point be taken together? . ..... , ... .. ..... . .. . .. . 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • . • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • i ...... . 

t.3. Harmonize Exe rcise No. I in two ways . .. . ... . . .. . . .. .. . . . . ..... ... .. . .. . . .. .. .. ... . 

fl 

" I -4 I 
4 

I 
L.. ..... - .. ,, 

' 

\ 
.. 

' I 

I 

' 

L.. ..... - .. ,, 
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14 I-l a rmo11i7.e Exerdse >Jo. 2, introd ucing Tonic and Dom inant P edal P oints . . . . 

fl 
" . ~ 

.... .~ 

4 I 

c... .... -.. -,, -

Li . 11 a rm onize Ex erci se No. ,) ... . ... . ... .. ... . . . ... . .. . .... .. .. .... .. . .... . ... . . ..... . 

~ 
... 

.... I 

f. 

r ..,.. - .. 
I -

16. :\dd the three upper voices to Exercise No. 4, harmonizing it in two ways; use th e 

I Jorninant anrl T onic P edal Point where indicated ..... .. . . . . . . . .. . . . . . . .. . . ..... . . . 

- ---------·---- -------------------------

fl 
I " ... 

.... I 

4 I 

' 
,_ .... - .. ~ 

I 

. 
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Harniony Less<m. Nq 88 

COUNTERPOINT 

Composed and Edited by 

DANIEL PROTHEROE 

Following the study of chords in their ·harmonic treatment, we 
. come to the question of the melodic and independent writing of each 

part. This 1s called Counterpoint. While Harmony treats of the 
combination of tones into chords and their connection with 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 pr.incipal 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 lw/r11w1?W treat­
ment perpendicula1'ly,~view the contrapuntal treatment, as it were, 
lwrizontally. But, after all, no combination of melodies treated 
contrapuntally can exist without forming chords;sothatbothHamio1w 
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 N<? 1) 

m. N<? 1 :i=• f~ r 1 r 1 r r 1 r r 1 r 11 

Harmonizing this bass with triads and their inve.rsions, we have 
the harmony shown in Illustration N<? 2. 

Copyright MCMIX by Siegt>l·N~·ers Correspondence School of Music 
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Ill . N<? 2 

Compare this with Illustration N9 3. 

IB.N93 

Take any of these parts separately, and you will find that each 
bas 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 NC? 2,and Double Coun­
terpoint. Triple and Quadruple Counterpoint are alsoused, although 
more rarely. fo 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 sho\vn in Illustration N'? 4, taken from the 
chorus, "We never will bow down" (Handel's "Judas Maccabaeus"). 

Ill.NC? 4 HANDEL 



.· .. . 

a 
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. 

Ill. N<? 5 

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 "''ill 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 Ne.> 6) or, after descending, to the 
next tone above. (See Illustration N<? 7). 

Ill. N9 7 'V\ ~j I 
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It is not good to make the Cotmterpoint move so that a triad 
effected, as shown in Illustration N<? 9. 

You see that this gives you the complete chord of the tonic, ax . 
gives the effect of a harmonic treatment rather than a contrapunt11 

one. 
"When making a leap larger than a sixth, be sure that you pr 

ceed to it, and leave it, by contrary motion. Compare IllustrationsN . . 

9 and 10. 

ru. N9 9' f(JAEn Ill.N9 10 ~ J w r r 11 

Notice how much more effective is the progression in Illustrati( 
N9 9 than in Illustration N<? 10. 

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

Ill. Nm ' ~ f J:J II r ~ r d g II 
Too many thirds Too many sixths 

In selecting chords to use in your Counterpoint, the followil 
are available in the major: tonic, super-tonic, mediant,sub-domin 
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, t 

gether with the first inversion of the.super-tonic and leading-ton 
This gives you thirteen positions of the chords which can 

used in the major, and ten in the minor. 
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5. Transpose Illustrations Nos. 4 and 5 into the key of E flat . . . . . .. . . ... . . . .. . . .. .. . . . 

~ 

' 
, 

4• 

, ..... . - .. 
I 

ra 
• --

"'" ~ 4 T . 
r "• -.. 

I 

6. Simplify the chords used in Illustration No. 3 . .. ... .. .. . . . .. ... . . .. . . . ...... . . ... . . . 

ra 
• . -

' . 
4~l 

''• ......... 
~ 

7. \Vhat is meant by Double Counterpoint in the octave? ... .. .. . . .. .... . .... . ... . ..... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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9. \\ 'ha t name is given to the subject o r pri ncipal melody? . .. .. ....... .. .. .. . .. ...... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ..... ... .... .... ....... ... ... ............. . 
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I I. \ \ 'hen is a dimini shed interva l a llowed? ... . . .... .. . . .. . .... . . . . . .. ....... ... .. .. . . . 

··· ··· .. ... ................ ... ...... .... .. ... ··· ······ ··· ·· ··· ·········· ·········· ······ · 

12. \\ 'hy is it not advisable to have the Connterpoint fo rm a complete chord? ... . .. . . . . .. . 

.... · .... .......... .................. ......... .... .. .... ... .. .. .... ......... ......... .... . 

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

13. Jn making a skip larger than a six th, how shonl<l the pa rt proceed? .. .. ... . ..... . . .. . 

/ 

14. How many thirds and sixths are a llowed in succession? . . .. . .. . .. . . ... .. .. .. . . . ... . . 

. . . . . . . . . . . . . . . . . • . . . . . . . . . . . . . •'11............... . ........... .. .......................... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . · .... .. .... .. ........ ....................... . 

15. What chords are available for use in the major? .. ... .. .. ........ .... .. .. . . ........ . 

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

. . . . . . . . . . . . . . . . . ~ ................. ... .......... ........................... ............... . 

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

. . . . . ~· ............................ ............ ...................... .... ................ . 

.. , ... ................................. ···· ··· ·············································· 
• I • .. 
~: 
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.. . . . . . . . . ... . . .. . . .. . . . .. . . . . .. . . . . . . . . . . . .. . .. . .. . . . . . . . . . . . .. . . . . . .. . . ... . . . . . . . . . . •·• ......... ... 
..... ... .... ... -... ,. ......... .. ... . .... . ... . .. . ... ..... . .. .. .. .... ...... .. ......... ... ..... .. .. ......... .. . . 

.. . .. . . . . . . . . .. . .. .- ....... .... .... ...... ... .... ... ... .. .. - ... .. ... .... .. . .. ........ .. ..... .... .. .... .. .... ... .. .. . 

. . .. . . . . . . . . .. . . .. .. . .. . . . . . .. . . .. . . . .. . . . . .. . . .. . . . .. . . .. . .. . . .. . .. . . . . . .. . . . .. . .. . . . .. ... .. . . . . .. . . . . . •· .. 
. . .. . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . .. .. . . . .. . . . . . . . . . .. . . . . .. .. . . . .. . . . . .. .. . . . . .. . . . . . . . . . . 
17. T ake Illustration No. 1 and treat it from the harmonic standpoint, adding the th re• 

upper voices- ... ···· ··· .. . . . . . .... .. .. . . . .. . . . .. .. . .... .. . . . .. . .. .. . . ··· ···· ... . . .. . . . .. . . 
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18. Take the melody of Illustration No. 2 and harmonize it in two ways . . . . .• . . .. . • .. .... 

~ 
I 

- . 
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J6. vVhat chords are available for u·se m the minoi;? . . ....... . .. . ... . .. •.. ........ . ...... • 

.. . . . . . . . . ... . . .. . . . . . . ·-.. ...... ..... ... ..... ....... .......... ..... ........ ..... ... ..... ........ . 
. . .,. . . •' . .. ..... . ... .. . . . . . -.......... . ............ .. .. .... .... . ....... ... .. .. .- ...... ... .. .. . . . ... . . ..... .. .. 

•. . •. . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . .. . . .. .. . . . .. . .. .. .. .. . . .. .. .. . . . . . .. . . . . . .. . . . . .. . . .. . .. . .. . . . . . . .. 
. . . . . . . . . . .. ... . . . . . .. . . . . . .. . . . . . . . . .. . . .. . . .. . . . .. . . .. . .. . .. .. . .. .. . .. .. .. .. .. .. . .. .. . .. . . . .. .. . .. . . . .. .. . . . . . . . . 

- .. .. .. .... ...... .... .... .. ..... . ... .... ... ..... .. . . .. .... ... . ... . ............. . .. .. .. . ... ... ... .. ..... ... . .. 

17. Take Illu stration No. 1 and treat it from the harmonic standpoint, adding the three 

upper voices· . . . .... . ... . .. .. .. ........... . . ... ......... ... . .......... . .. . • . ...... 
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18. T ake the melody of Illust ration No. 2 and harmonize it in two ways .. . ... .. . .. • .. ... . 
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Harmony Lesson N<] 89 Composed and Edited by 
DANIEL PROTHEROE 

COUNTERPOINT (continued) 

In writing Counterp<lint, 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, represents middle C. Illustration NC? 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 TENOR 
BASS 

Ill.NC? 1 ~ Mfrrl~ tt#lr( -e e II 9: - \.. 
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 NC? 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 Canto. Fermo(abbreviated to C.F.) for the first three species. (see Illustration 
N<.> 2) . 

Ill. NC? 2 ~&1~ r 1 r r Ir' v 1 r r 1@ r 1 r r 1 v r 1 J w 1T1 
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 notemaybeafifth . 
. Illustration N<? 3 will give you the Counterpoint in the first species- wte against 

note. 

A good way to test the Counterpoint is to take it as a melody, and if you will 
go over the bass part of Illustration NQ 3 you will find that it will do equally-well as 
a melody. 

In Illustration N<.> 4, you will find that the Canto Fermo is in the lower part, 
and th~ Counterpoint in the upper part. The notes of the Canto Fermo, as they 
occur m Illustration N9 3, would be too high for the bass, so we have put it into 
the key of C in Illustration NQ 4 

Copyrigilt MCMIX by Siegel· Myer s Corre•pondencP School of Music 
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A I I 

"' - ~ ~ 

ti -6- v - I I I I 

C.F.~ ~~ ,, - I":\- ,, - I 

I 

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 N9 5. 

,, - . - ,, ~P- ~- P-

I I 

C. F . I I":\ I I I":\ 

" ~ - ~ 

-"'-
I I I I - v 

You will observe the first species is practically thesameas combining a fluent 
soprano part with a correct fundamental bass. 

The second species is that of two notes against one note. See Illustration NC? 6. 

Here it is important to remember that tlie 1wte on wkich tlie accent falls must 
be consonant with the 1wte of the Canto Fermo. Notice in Illustration NC? 6 that at 
every point where the note of the Counterpoint falls together with the Canto Fenno, 
a consonance is formed. It is possible tu 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 suggests the fundamental 
harmonymore definitely. 

In Illustration N9 7, the Canto Fermo is given to the tenor, and the Counter­
point to the alto, written in the proper clefs. 

Ill . N~ 7 
- - . -

- - I I 

c. F. I 

.. 
I 

Before proceeding to exemplify 
the next species, it would be well at 
this point to give the following cadence 
which is especially effective in the 
minor key: 

I 

:. - I I I I 

I I 

I":\ I 

-
I - v 
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In Illustration N«:> 8 you have, as you will observe, a leap of a diminished 
fifth to the leading tone. 

The third species is that containing four notes OJ!ainst OtuJ 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 third not8s of the Counterpoint against 
each note of the Canto Fermo must be consonant, but the second and fourth notes 
may be dissonant, provided you approach and leave them by a step. See Illustration 
NI? 9. It is not correct to skip into a dissonance. 

m. N~ 9 ,i .. r r FF I " I m. N'! 10 '" : J Dt.1 
I r J 

Ill. N<? 11 ,., 1 J LA--lfA J J ll 

In this species, be careful of parallel fifths and octaves. The passages in Il­
lustrations Nos. 10 and 11 are faulty, as the intervening notes in the examplesdo not 
destroy the feeling of the incorrect progressions. These are parallel octaves in Il­
lustration NQ 10, and parallel fifths in illustration N9 11. 

Ill.NC? 12 
A - - - - l':'I - I . 

eJ I I I 

~ --- - - l':'I _ .. - - - l':'I 

- ' ~ 1.1.1.i 

Illustration NQ 12 is an example of this species, "\\ith the Counterpoint in the 
lower part In Illustration N9 13 it is placed in the upper part. 

ID.N<? 13 

" 
,.,.,., . - . 

&I ~.- - - . ..._ - -- I - ... ,_ 

• -. .. ~ -- r.-...,. 
~ - - I':'< 

I 

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. NQ 89 
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Illustration N<? 14 shows the fourth species with the Co-.mterpoint in the uppei 

part. 

111.N<? 14 

Illustration N9 15 shows the Counterpoint in the bass. 

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. 

Jll. N<? 16 

Ill. N<? 17 
A . I I I I r.-. 

... .. .. ·- - ·-
1!r 

1!r -
,, + - r.-.,. ,, - - t;\ 

: 
I 

You will observe that part of the first three measures of Illustration N9 17 
has the same Counterpoint as that of Illustration N9 16, and is an exampleofDouble 
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 ~-l 0 I e I ii I 0 I ii I e I ii I e I 
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~1fi1-I - - - - - - ---4111 

IFil II 

IFil II 

II 

.!Fiji II 
You should take every opportunity to read and write in the alto and tenor clefs 

so tha t 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-

point? . . .. . . .. . .. . . . .. ......... . ...... . .. . . . . . . .... . . · . . · . · . · · . · · · · · · · · · · · · · · · · · · · 

.. ... ............... ...... ..... ...... ...... .. ... ... ..... .. .... ..... .. .. .. ..... ..... ... .... 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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3. What is a good way to test the quality of the Counterpoint? .............. . ......... . 

························································································ 

4. How many notes are there in the Second Species? .... . ...... . . . .. .. ............... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ·-· . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . •· ............................................ . 
5. How is it best to commence the Counterpoint in the Second Species? ............ . .. . 

. . . . . . . .. . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
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. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ ........ ............. . 

7. \Vhat n'otes of the Counterpoint mn't be consonant? ........ . ... . ......... . . ......... . 

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

8. \Vhat incorrect r:rogrcssion is ; pt to occur in the Third Species? .......... .. ... . . .. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . ~· ......... ....................... . 
9. Give three rules regarding the treatment of the Fourth Species . ... . .. . ............. . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
10. What is the Fifth Species £:alled? .... . . . ..... . ............. . ...................... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ': ............................ . 

. . . ................................................................................. ~ .. • .. 
11. Do you understand the principles of writing Counterpoint? ....... . ....... · .......... . 
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ing the Canto Fermo i iv en at the 
' 

12. T ak close of the lesson as your subject, add a 

Co uriterpoint to it m the IO"i rst and Second Species . .. . .... . . . . . . . . . . . ... . . . 

" , . - I , .. I 

tJ 
~ 

-· - .. 
I 

\ -
' 

13. T ak e the same subj ect and t ran spose it into the key of D, using it as a ba ss. and 

w r ite a Counterpoint abov it 111 the Second and Third Species . . . . . . . ... . . . . 

~ , ·-

-... I 

f. 
-

I 
r.... ... I - .. 

I 

' ·-

14. Writ e Illust ration No. 17 i the alto and tenor cle fs. NOTE: The Soprano port is to he 

writt 

( 
I 
I 

~ 
I 

! 

l 

e11 in the Tenor Clef , the 

II .. 
II II 

II II 

II II 

I 1e;1 

Bass in the A Ito Clef . 

II 

---ff .. 

.. 
II 

" 

, 

II 

I 
l jij.lf='lt11---I---==--------~ 
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15. Ta ke the Canto F ermo of Exercise No. 

c onnterpoint above 

f 
I 
L 

16. Ad d 

1fi 
. . 

~· I 

• 
II II 

II 

Counterpoint in 

it in the soprano clef, 

the Fifth Species 

1 ; write t m the tenor clef and 

I 

using the Second Species .. .. .. ~ . .. 

.. 
~ 

II .. 
.. .. .. .. 

to Exerci e No. 1, writing it ab 

b elow the Canto Fermo ....... . .. .. . ..... . ... .... . . . . : ~ .. . . ... .. .. .. .. .. . 

" I • " . ... I 

t) 

' 
. -

-· I - .. ,, 
\ 

,.. 
I .. 

.... I 

t) 

~ 

£.. .... - .. ,, 
\ 

add a 

ove or 
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Harmony Lesson N9 90 Composed and Edited by 
DANIEL PROTHEROE 

CANON . 
In studying the works of various composers, you occasionally 

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

.imitate one another, by taking up exactly the same notes. Observe 

.how in lliustration N'? 1 the two parts are exactly the same. 

Ill. N'? I 

A strict, or identical imitation of this kind is called a Canon. It 

is the most regular species of imitation. The melody of one part 

is imitated m 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 popular at one tiim, 

"Scotland's Burning~' where one part follows another, ina kind of 

musical "follow the leader!' 

There are several styles of Canon. Illustration N'?l 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 a close. 'rhe old rounds were "circular;' as you 

can inf er 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, althoughhavingthe same 
notes . 

CoplTlg·ht MCMIX by Siegel ' Myers CoITespondence School tf Musto 
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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 agree,harmonicallyak~ 

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 th .,; 

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 th . 

number of measures indicated in the questions, eacli closing with " 

proper cadence in the last measure. 

Ex.NC? I 

r r r r 11 

Ex.NC? 2 

1~~ [ Cf E fE [ EOi II 

Ex.Ne:> 3 

~rrFrll 

Ex.NQ 4 

,11 r F 5jll 

I 
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j Clasa Letter and No ... ... ...... .. . . .. . ...... .. 
Name .. .. ... . . .... ..... ... .. . . . .. . . . . . . .. ... ..... . .... .. .. .... . .. .. .... . ; I Account No . ....... .. .... .. .. .. ... ..... .. ...... . 

~own . .. .. . ... . ... .. ...... .. ....... .. ...... . .... .. . . ........ ... .. ....... . . State . ... . ... .. .. .. ... .. . Percentaae ...... . ... .. . 
I Write name and number plainly 

I 
Unle H otherwise epecified, all llluatrationa and Ex erc.i1e1 mentioned in thia examination paper 

refer to Dluatrationa and Exerciaea aiven in the accompan,.ins lea.on. 

I 1. \ \! hat is a Canon? .. ... . . . ... .. . ........ . ... . . . . ...... .. . , . . . . .. . . •. . . . . .. . .. 

··· ······· ··· ·· ·· ···· ·· ······ ··· ·········· ···· ··· ·· ······· ···· ··· ······ ··· ····· ······ ····· 
..... ....... .. .. .... ...... ..... .... .. .. ....... ... . ····· ···· ···· ··· ····· .... .. ... ... ·· ··· 

2. Expl ain the form ation of th e Canon .. . . ... . . . .. . ..... . ..... , . . . .. . . . . . . . . . . .. . .... . 

....... .......... .. .. .... ..... ... .... .. ... .. ....... ...... .... ... .... .. ... ... ...... ...... .. 
' 

···· ····· ····· ·· · ···· ·· ··· ····· ··· ·· ······ ·· · ········· ······ ···· ····· ··· ·· ·· ·· ··· ··· ·· ··· 

·· ····· ··· ····· ···· ···· ···· ···· ······· ····· ·· ··· ············ ·· ········· ····· ···· ··· ···· 
.3. W rite one measure which you can use as th e basis of a Canon . .. . .. . . . . ... .. . . .. . .. . 

4. A<ld to this a second an<l a third measu re which may be combin ed with the fi rst 111 

a th ree-measure Canon for two voices . . . ... . ... . .. . . .. . . . . . . . ..... . ... .. . .. . .. .. . 

" . -
" I 

~ 

~· I - .. 
I , 

5. W hat is a Canon two In one, at the octave? ... . . . .. . .. .. .. ... . . ..... .. ..... . . . . .. . . . 

.. . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . .. . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
···· ···· ··· ······ ·· ····· ·· ·.·· ·· ··· ··· ·· ······ ..... .......... ... ... .... ... ... ............. . 



2 
6. Write the Canon which you gave in answer to Question No. 4 in this form . . .. ... . . . 

fl 
I .. . 

' I 

f.I 

< 

£... ... -.. , 
' 

7. Use this melody also in writing a Canon two in one, at the fi fth below . . . ... .. .. .. . .. . 

f'J 
I .., . 

·"' I 

f. 

£... ... -.. , 
\ 

8. Write this Canon two m one at the fifth above, starting the Canon in the bass voice' 

and writing the second part in the tenor clef. .•. .. .. .. .... . . .. . . ... .. .. . . . .. . ... . .1 

I l~I II 
1 !1= II l 

9. Write Illustration No. 2 m the key of B flat major . ... . . ..... . . . . . . .. .......... . ... . 

fl 
I 

. 
'- I 

f. 

I 
~ ... - .. 

I 

\ -

10. Give three rules to be followed in writing a Canon . . .. .. . . .. . . . . . . . .... .. . . . . . ... . . 

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



3 
11. W ork out Exercise No. 1 as a Canon two in one at the octave abo\'e, extending the 

form to fou r measures and close with a cadence .. .... ... ... . .. .. .. . . .. . ." ... . ... . . . 

~ 
.. 
• 
\. I 

t. 

,_ ,. -.. -,, 

12. 'Nork out Exercise Nci. 2 as a Canon two 111 one, at th e fifth below, extending th e 

form to six measures. Close with a cadence ... ... .. . . . .. . . . . ...... . . ... ... .. .. .. . 

~ --
. ... J 

t. 
I 

--~ ,. 
- .. 

I 

,.... , 
" -• • 

vd 

t.' 

' 

I 
,_ ,. -.. 

I 

\ 

l.\. \,\ '01·k out Exe rci!'c 0 . 3 a:; a Ca110l1 two in one at th e fift h above, writing th e uppe r 

voices in the tenor cle f. Extend thi ,; to four ml'asn res clo ,; ing with a cadence . . .. .. . . 

r IFil II 
I 
~ 

I 

l2 II 

I 
I 
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14. Use Exercise No. 4 as the theme fo r a two-voice Canon between soprano and a lto 

pa rts . Extend this to eigh t measures with the last two measures as a cadence. 

I n answ ering · this question; you may use any one o.f the forms explained in the 

lesson . . . . 

It 
l 1.""""11.Eil---- ----- @¥ffi 

rt ~ = I 
l Ji -- - II I 

15. Do you underatand '"' hm yoo ma"" c-d all th• \"'""' you h~vo hrul ,. ' "' from "'' :~ 
~ ..... -. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. .. . . . . . , ,.;~ 

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

have di fficul ty, stating defini tely wha t the t rouble is, so t ha t we may offer any.I 

help or suggestion, and give you special review work . .. .. .... .. .... . . . .... .. .. . . . .. .. . . . .. . ' 

' . 
.. . . .. . . . . . . .. . . . . . . . . . . . . . . . . . . .. . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . ~ 

......... .... ..... .... ....... ................ ... ...... ....... ...... .... .... ........ ....... ·,J· 

..... ................. ............ .......... ' • ... ..... ..... .. ... ..... ...... ....... ........ . 
< 

• . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ 
17. If you ar e satisfied with your progress and unders t and everyt hing you have had so far:: 

the above r eview is unnecessa ry and the diploma will be issued t o you at the comple- · 

tion of the Course . If this is t he case, plea~e give the exact name that you want ot( 

your diploma . . , .. .. .. .. .. .. . ·· ········ ····· ······· ····· ········· 
. ~, ·. 

·~· ............. .... .................... .... .... ....... ..... ...... ..... . ..... . ..................... . • .. ·~· 

. ................. . ............... . ............... . ............... . . . ................. i 

.. .... ... ... .... .. ...... ........ ........ ........... .. ....... ......................... ........ ~ 
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• '1Harmony Lesson N9 91 
I 

Composed and Edited by 

DANIEL PROTHEROE 

FUGUE 

Following the exposition given of C9unterpoint and Canon, we shall now take 
: ~ up the study of Fugue. This ~o~m, while o~nonic in s?me r~sp~cts,givesmore c?m-

plete and exhaustive opportumbes for the display of mgenmty m contrapuntaldeVIces 
· ' "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 lllustrationN<?l, 
s ·you have an example of a Fugue for four voices, taken from the chorus, "And with 
• .. •His Stripes," in Handel's Messiah. 

HANDEL 
'. Ill NO 1 

Al I I I I l I t--11 I I I l . - --· -.., - , f. I r I ~, i r 
. 

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 component 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 Illustration N9 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. 

Copyrig-ht MC.MIX by Sieg-el - Myers Correspondence Sohool of Music 
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The answers to the following fugal subjects are to be written out in the accom­
panying examination paper. 

Ex. Ne;> 2 HANDEL 

t>=§ 11 r· ~re Fr 1 err r 1 r r r 1r·arrrr1rrrrEtdf1 

Ex.Ne;> 3 

'rfx J J I a u I r I c:ff J II 

Ex.N<? 4 

9:; J J I F u I j r F r I r J II 

Ex.N<? 5 

Ex. N<? 6 HANDEL 

'"311 h~ J JI S"J ;i,~I re EE rrrrg1 [[fr tf pJ ~IQ=~rr 11 
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, ) Class Lette1· and No ....................... ... . rame .................. ............... .. ..... ... .......... .. .. ............ ' ' 
, \ Account No ......... ......... ...... ... . ... ... .. . 

~own ...... .... . .... •...•..•............... ........................... .. . . State ........... ......... Percentage ....... . .. .. . 
Write, name and numb.er plainly 

Unle's otherwise specified, all Illustrations and Exercises mentioned in this examination paper 
,... refer to Illustrations and Exercises aiven in the accompanying leason. 

1. ·What'is a Fugue? . . . . . .. . . ... .. . .. . . . . . ..... . .. .. . .. . .. .. ... . .. .. . . . ........ . . .... . . 

············································· ........... -................................ . 

················································ ········································ · 

1 . I I I I I I I I I I I I I I I I t I I I I I I I I I I I I I I I I I I I I I I ~ I I I I I I I I I I I I I I I I It t I I I I I I I I I I I I I I. t I I I I I I I t I I I I I I 

2. What are the characteristics of a Fugue? .. .. . . ...... .. ... . . ... . . . . . . . .. . ..... .. ... . . 

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

···························· ·················· ............................................ . 

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

3. Transpose Illustration No. 1, one tone higher . ..... . . .... .. . .. . .. . .. . .. , ......... . . . . 

I\ 
11 ... . 

\.\ T 

,,. t.l 

.... -.. --

• 



2 ·~ 
4. In vocal Fugues give the order in which the parts follow one another . . ... . . . .. ... . . . . 

········· ··· ·················· ········ ···························· ··· ············.······ 

5. How is the subject answered? .. . . .. .... . . .... ... . . .. . .. .... . . . .. . . . . . . . .. . . . . . . . ... . . 

.......... ... ................ .... ...... ..... ................. .... ....... .. .. .. ..... ... .. .. . 
• 

.. ....... ........ ....... .............. ...... , ................. ................... · ..... . 

6. (a) How many kinds of answers are there? .. .... . ... . .... . . . ... ..... . .. . . .. ....... . . . 

. ......... ........... .. ........................ ; ..................... .. ................... . 

... ... ........ ............................... .. . .... .... .. .... ..... .... ......... ...... . -.. 

(b ) Explain each kind clearly and fully . . . . .. . ... .. . .. . . . . ... . . . .. ... . .... .. .. . ... . . . 

....... .. . .... .. ......... ..... ........... ······· ····· ................. .. .... ...... ... ...... . 

··· ··· ··· ···· ······ ······ ··· ·· ······· ····· ···· ···························· ·· ········ ···· 

• ~ ••• • ••••• • • • • • & •••••••••••••••• • •••••• • •••••••••••••••••••• • ••• • •••••••••••••••••••••• 
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7. Whe~ there is a modulation, wha_t kind of an answer is used? ............... . . ...... . . 

.... ( ............ ····························. ··········· ······························ 

8. If the subject commences on either second, third, sixth or seventh of the the scale what 

kind of answer is used? ...... ~· ............ . .. . 

··························································································· 

,. 9, In Illustrations Nos. 1, 2, 3 and 4 which are the real answers and which are the tonal 

. ,(., 

answers? .. . . ...... .. ..... . . . .... . . .. . . . ... .. . _ ... . .... .. .... .. ... ... . . ........ . . . 

'} ••,• .................................................................................... . 

· ~· ·~: · •• .•• ........ ... .. .... ········ ···· · ···· ~ ············································ ,_ . '. 
~ • r ........................ ' ................... . . ............................................... . 

•'..' 

, .. :· 
' ........................................................................................ . 

, ~O_; ::. Give the correct answer to Exercise No. 1 ................ . .. . . ... ... .. ..... .... ..... . 

A 
.,,,, .,. 1--'6',."''----------------"----------------- -U 

"' I 

' ,'._ 

- .. 
11. · Give the correct .answer to Exercise No. 2 ..... . ............. _ .. . .............. . . , .... .. 

: f\ ,.-- • . 
• • ... ll 
~J . 

I 

. 
I 

r_ ,. - .. 
I -

j ,;;:. 
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12. Give the correct answer to Exercise No. 3 .. ...... .. ......... . . .... ...... .. . ... .. . ... . 

' f\ , • 
• ~ ... I 

t) 

.4 

I 
,_ .... - .. 

\ 
I 

I\ 

13. Give the correct answer to Exercise No . . 4 ..... ....... ...................... .. ....... . 

f\ 
,,. 
., ... , I 

t. 

,_ .... - .. ,, 

14. Give the correct answer to Exercise No. 5 . . . .. ............. ... . ....... ..........•.... 

I 
fl ' .. ,.,., 

... I 

. tJ 
~ 

,_ .... --·· ,, 
\ 

15. Give the correct answer to Exercise No. 6 ........................... . .............. .. 

f\ --
~ . ~ ... I 

t) 

,_ .... - -· ,, 



. :1 
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SIEGEL~ :MYERS 1 
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Harmony Lesson NQ 92 Composed and Edited by 
DANIEL PROTHEROE 

FUGUE (continued) 

Jn Lesson N<? 91
1 

you were taught how to recognize and treat the different 
answers to .a fugal subject. If you will refer to Illustration N<? 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 shown in Illustrations 
Nos.1 and 2. 

111.N<? 1 PROTHEROE 
Subject 

fr ----------
......_ 

::> 
::> 

~ Counter-subject 
r--. 

etc. 

n1. N<? 2 HANDEL 

Subject 

Illustration N<? 1 is an instrumental Fugue taken from the author's String Quarc 
tette, while Illustration Ne;> 2 is taken from the well known chorus,"We never will 
bow down;' from Handel's oratorio, "Judas Maccabreus ~' 

:Sy analyzing these illustrations you will find that the counter-subject is con -
trived in double coun• point, and can be used above or below the subject. 

1• In the second form, the counter-subject is employed in the same part as that of 
•i~!;: the subj~ct? giving an accompaniment to the answer; this form was referred to in 
!;:: the begmnmg of this lesson, and is exemplified in Illustration NQ 3, taken from 
: : .the. oratorio of "The Creation!' 
1·•· 

~~·~·· ; Copyright MC~!IX b.r Sieg-el -Myers Correspondence S<:lwol of Music 

·~ 
~H~,. 
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111. NC? 3 
.Answer 

JiANDEL 

Subject 

You will observe that the counter-subject is practically a contrapuntal .accom­
paniment to the principal _theme. In this, you have a pradical way of demonstrating · 
the varied beauties of the florid or fifth specie~ of counterpoint. Follow the exam­
ples given here by contriving your counterpoint so that the counter-subject can he 
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 NC? 4. 

" a I I (Jounter-subfect 

..i I I I I I 

Answer 
I I 

: 

- U• ... • - - . ... - - .. 
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 NC? 2, and you will find that it can be used in various ways. 
Illustration NC? 6 gives you an example of an Episode, derived from a figure employed 
in Illustration NQ 5. 

Ill. Nf! 5 PROTHEROE 

" 'r. enor I I I 
-

el I I _.I 
etc. 

Subjec_t -· • ~ .-. .. I I 
: ~ 

- I .1 I 
Bass 

··-i 
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. Ill. NQ 6 

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, afterthe subject 

has been heard in all the parts . The student is recommended at this point, to study 
.the Fugue in C minor (N<? 2, Volume 1 of Bach's Forty-eight PreludesandFugues), 
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 from the Latin 
verb' "Stringere" -"to draw close~' Toward the end of a Fugue, the subject . ~d an-. 
swer follow one another at a shortened interval of time; as, for instance,inllustration,_. 
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 N'? 7. 

Ill. NC! 7 

Another notable example of a .stretto is found in the Fugue of the well known 
"Amen Chorus"in Handel's Mes.siah, 

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. An example of 
this .. rule is shown in Illustration NC? 7, where the soprano leads on the tonic, while 
the subject, as shown in Illustration NC? 3,starts on the fifth .. 

A Stretto is often.built upon a pedal point. See Illustration NC? 8. 
Ill. NC! 8 HAYDN 

A ii I I I I 

~ I I I I 

.n -- 1 1 J. 1 J li l _.r"'J I I - - -

- - - -
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Two or more of these "drawing closer" sections are com.mon in Fugues, the 
se~on_d 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 noted in the previous , 
lesson, the order of the parts in a four-voice Fugue requires that if the subject is 
giyen to the bass, it should be answered by the tenor, and if the subject is in one . 

· of the middle voices, it can be answered by one of the voices abov,.e or below. For ,. :·,, 
' example, if the alto gives out the theme, it is generallf answered by the soprano, · 
while if the subject is in the tenor, it can be replied to .by the alto or bass. · 

In the writing of Fugues,tnodulation,as a rule, is confined to the related keys. 
Cherubini, in his treatise on Counterpoint, gives the following table of the best 
keys into which to modulate in the development of a Fugue in the major key. ,,., 

1. Into the Dominant (Major) . _ . 
2. Into the Sub-mediant (Minor mode, relative min.or of principal key). 
3. Into .the Sub-dominant (Major) . 

. 4. Into the Super-tonic (Minor). 
S, 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 is: 

· · · 1. Info 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 an, · design 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 sti-ettos i:n .such a way that the second one will be at a closer interva~ 
than the first ene. In conclusion, study the various Fugues of the old masters, care­
fully noting their various characteristics, and. the manner of treating the different parts. 
of which they are composed. · 

In working out these exercises in the. accompanying examination. paperLyou will 
write the first one for soprano .and .. bass, and the second one for alto and tenor. 

Ex. NI? 1 MOZART 
Answer 

~=" r- Pr[rf'utUBf01u 
Ex.N9 2 

Alto .. ,~ii' j J 
A11swer n 1 ,;. J 1 r r J J ·1 w. JJ w 1 
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1. , ;Give the di fferent parts of a F ugue in the order in which they are used ... . . . . . . , . . .. . . 

··•··· ······· ·· ··· ·· ·· ···· ··· ···· ·· ·· ···· ··· ... ··· ··· ..... .... .. ...... ... .... ... ... .. . 
• • • . .' .> • .• ••••••••••• • • • •••••••••••••••••••••• ••• ••• .• • • •••••••••• •• ••••••••••••••••• • • • •• 

" 
••• .••· ············································ ············ ··· ··· ·· ···· ··· ·· ······· ·· 

................ ............ .... .. .. ................ ...... .................. ........... .. 
:.'· 

...... , .. ,. ........................................................................ ....... . 
~- Invert Illustration No. 2, writing the Counter-subject an octave higher. P ut both 

in the treble cleff. 

ri 
-;i '-

w 

'\. I 

@) 

r_ .... . - ,.. 
_,,,L-, 
- --

n 'efine the two ways in which the term Counter-subject IS employed . . .. . ' . . ,, .... .. . . . 
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4. W hat kind of answer is that given in Illustration No. 3 . . .. . . . . . ..... .. ........ · . ... . . 

·· ·········· ······ ·· ·· ······ ·· ··· ·· ···· ······· ··· ········ ·········· ··· ············ ······· · 

5. What is the name given to the few notes sometimes found at the close of a subject, 

before the entrance of the answer? . . . ......... .... ... . ........ .... . . .... .... . ..... . . 

·· ···· ·· ····· ·· ···· ···· ···· ···· :· ··········· · ···· ··· ···· ·· ··· ·· ··· ···· ······ ······ ······· 

6. What is an Episode ? ... .. . .. . . . . .... ... .. .. . . .... ... . ..... ...... . ... ... . . ..... . .. . 1 

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

7. Transpose Illustration No. 5 into the key of F .. .. ..................... . .... . . . .... .. 

" .. . 
'' . I 

t) 

... - .. 
I -

8. , W here is the best place fo r the Episode to be introduced? 

......... ~ ..... ................................ ....................... ................... . 

9. What is the meaning of the term Stretto? .. . . ... . .. ... .. ........ .. . ..... . . . .... .. . . . 

... ........... ; ........................................................................... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . , ..... " .. ... ... ... ........................... ....... . 
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10. In a Stretto does the order of entry, the giving out of subject an d answer, differ from 

that of the original entry? .......................... . . . ................... .. ....... . 

············································· ........................................... . 
·············· ·· ····················································· .····················· 
11, Give a summary of the best keys into which to modulate, in the writing of -a major 

and a minor Fugue ...... . .... ....... ... ........................................... . 

MAJOR MINOR 

,1,,, ......................................... . .. .. ........ . ............................... . 

• ~ o o o o o I O o a o o o • o • o o o o o • • o o • o o o o o • o o • o o o o o O o • o o • o • • • • o o • o • o • o o ; o o o o o • • o o • o o o • o o o • o o o o • o • o • • 

.. . ' ............................... .- .......................... ............................... . 
... ; .......................................... ········ ··· ·································· 
.. : ~· ....................................................................................... . 
. . . . . . . . . . . .. . .. ... . . . . . . . . . . .. . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
............................................. ........................................ .. .... . 

............................................... ............................... I'••·········· 
12., Work out Exercise No. 1 in two parts, making the answer come in the soprano part. 

Continue the exposition for eight measures ... ..... . . .... ....... . .... ... ... ... . .. .. . 

fl 
I 

~ . 
" 

, 
tJ 

' 

I , '• -.. 
I 

\ ~ 

,. 

-.. , . .._ _____ :___. ____________________________ _... 
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Work out an exposition of Exercise No. 2 for eight measures . . .. . , . . . . .. ..... .. .. . . . . 

A . 
,, 

A . -'\. ,J 

e.I. 

-· - 111·· ,, -

,_ .... - ,.. 
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Harmony Lesson N9 93 
Composed and Edited by 

DANIEL PROTHEROE 

FORM IN . COMPOSITION 

In the previous lessons of this course, the student has been taught 
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 
them. 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, 
itissaid,was 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 beForm,and through 

·. the Form a distinct and clear exposition of the musical thought. 
The qu~§tion will naturally arise "'What is ~usical form?" Prout 

· expresses it as "Melody, tonality, rhythm and proportion. To these, 
in larger works and.in most smaller, must be addedmodulation and 

, development!' 
i So, in our study of the subject, let us first discuss the first divi-

sion, Melody. Someone has said that Melody is a succ1'sionof tones, 
; but that is hardly definite enough. Illustration NC? 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. 

Ill. N<.> 1 

& .. ~ .. gj II C::I 
----

0 

'' 
Copyright MCMIX by Siegel-Myers Correspondence School of Music 
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Rhythm is defined by \Vebster 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?'Itisafundamental considerationincomposition. 

Ill. N<? 2 PRoTHEROE. 

i~J§!J-- 1 wyufli J J ~ 1 J:H.1 
Ill. N<? 3 ~ ~ELSH MELODY. 

~r1~rwrTWffiE· 1 
Illustration N<? 2 you will recognize at once as having a waltz 

rhythm, wliile 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:' 

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 N<? 5. 

Note the difference. 

Ill. N<? 5 

1h .~ I ffr I U; I JfF1-9£a 
Har. L. NC? 93 
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So, from a comparison of the last two illustrations, you will 

notice how important a part rhythm plays in the making of melo­

dies . 
. l\Iake your melodies as smooth and flowing· as possible, avoid­

ing any large skips, or difficult and unsingable intervals. 

Cor,rect 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. 

Ill. N<? 6 

''.t W I J W. 1l I W ti 
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 itseF 
at once from the jingle and swing of the text, is to write out th1. 
rhythm in various ways on a single note, as shown in Illustrati01 : 
N? 7. 

Ill. N<? 7 

'~ l l Ji "ii I Ji j ir l I ii l Ji Ji I J J 'i 
Jack and Jillwent up the hill, To fetch a pail of wa-ter. 

'~ J J JJ J I JJ I J J I J J I J J I J I J 
Jack and Jill went up the hill, To fetch a pail of wa - ter. 

,1 J. l J W I J. Ji J J I l Ji J J I J J I; 
Jack and Jill went ~p the hill, To fetch a pail of wa-ter. 

After deciding upon your rhythm, choo13e your key. While es·· 
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 tiresometothesinger;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. N<? 1 

j»i J J JI II 
Ex. N<? 2 

fix J nJ j I J J I I 
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IA Course of Harmony Lessons by 
ADOLPH ROSEN6ECKER and 

DANIEL PROTHEROE 

EXAMINATION PAPER No. 93 

j Class Letter and No ... .... . ........... ....... . 

J Name .. . ····· ·· ··· ····· ······· ·· ··· · ·· ·· ..... ... .. ....... . ...... . . .. . .... I Account No ........... ..... ... ....... ... ....... . 

I Town .... .... . .. . .. . ................... .. ..... ... .. ........ ............... State ............ .... ... . Percentage ... .. .. . .... . 
Write name and number plainly 

Unless otherwise specified, all llludrationa end Exercises mentioned in this examination paper 
refer to Illustrations and Exercises eiven in the accompanying leHoD. 

I 1. What is Form in music? . ...... . ....... . ........ ........ . . . . .. .......... ... . ... . . . . . 

, .......................................................................................... . 
1 ···· .... . ........ . ...... . .... .. ...... : ............. . ...................................... . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. .. . . . . . . . . . . . . . . . 
2. Why is the definit ion of Melody which calls it as "a succession of ton es" inadequate? 

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

3. Give an example of a succession of tones which would not be considered a melody. 

II 
4. Define Rhythm 

...................... .................. ················································ 

5. Write a melody of eight measures in 3/ 4 time, taking Illustration No. 2 as an example. 

I 

II 
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 ............. . ....... . . . . . ... . . 

-0--------------------------- --·­
~#--------- -----------·-------------·--------

- .. 
8. 'Why should extremely high . or low notes be avoided in writing for the voice? . ....... . 

' .. ... .................................... ·········································· 
.......................................................................................... 
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 

That only half a moon I see." 

t-----1 

I 

t----1 
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 writi'ng this exercise, refer to Lessons Nos. 59, 
60 and 68 for suggestions as to the form of the accompaniment..' . . ...... . . . . . . .... . 

2 
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11. Continue Exercise No. 1, making it into a melody of eight measures .. .. ....... .. . .... . 

II 
12. T ake the same melody and arrange it with a simple accompaniment fo r the piano, 

fo llowing the suggestions given in Question No. 10 .. ... . . ..... . .. ......... . . . ..... . 
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13. Continue Exerci se No. 2, making it into a melody of eight measures. \\7rite a simp 

accompaniment to the same ..... . . . ... .. . ... .. .. . . . ... .. . . . . .. . . ..... . .. .. . .... . . . 
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Harmony Lesson N9 94 Composed and Edited by 

DANIEL PROTHEROE 

FORM IN .COMPOSITION (continued) 

Continuing our study of Form in composition, let us take up the subject of Song­
writing. Jn 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 folksong given in IllustrationN91, 
Ill. N<? 1 

Andante Espress OLD WELSH 

~ 
wi-ther,Deathpressesme hard,Bearmyharp hi-ther," said 

f 
I 

and compare with it the._quaintness and jocular quality displayed_in Illustration N9 2. 

Ill. N<? 2 OLD WELSH 

~~2 2IJ1 j Ji )ii 
Oh, say haveyoumetwithmyDol-ly, A-straythroughyondin-gle of hol-ly? 

Observe how these phrases are worked .out. In Illustration N<? 1, the first two 
measures are answered, as i.t were, by the third and fourth measures. Ju Illustration 
N~ 2 rtotice ·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 these requirements 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 ciur inner­
most feelings; it must move us involuntarily to repeat ourselves!' 

CoplTight MCMIX by Siegel• Myers Correspondence School of Music 
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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 . 

PRO THE ROE 

Ill N9 3 

In writing a song of three verses, or even two, plan your.composition insuchaway 

';hat you will have three movements, the first and fast commencing in the same way, 

with the middle movement a striking contrast in rhythm or key to the first andlac;tmove­

ments . For example, let us take the well-known words of Longfellow, which have 
had many musical settings: 

" Goodnight, beloved, I come to watch o'er thee, 
To be near thee, alone rs peace for me. 
Thine eyes are stars of morning, 
Thy lips are cnmson 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 characteri~es a love song of this kind. 

Three movements can .be worked out on this text, as shown in Illustration NO 4, 
which is from a setting of these words by the author. 

Ill. N9 4 PROTHEROE . 

~ 1:fJ ::irt_51Jj3 J 4ilfi J,~ ~11~~M .. ;.y==:!f;;JC.. .._, .,j,_}, - . • ___,, e . '--" 
Good-night,good-night,be- loved_, I come towatch o'er thee __ 

b ~~@ tJ J>I JLJ) l gt) I Jfi)+4 
-...... .___,. 

Thine eyes are. stars of mom-ing, Thy lips are crim - son flow'rs_ 

c '~a ~ I (IEF J\ 118 J~ a ) I§ LJ Jil D Ji§ .?-TI 
Good - night __ ,good-night,goodnight,be-loved_, I come to watch o'er 

Har. L. N<? 94 
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From Illustration N9 4 you will see that the composer uses three move -

ments, the first and last being in the keyofG,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 elaboration in. or­

der to make a fitting close to your song. Make your modulations and harmonic set­

ting varied, al ways keeping in mind the appropriateuess 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. 

Ill. N<? 5 DUDLEY BUCK 

~~# J J F-1 19r· ~ J l!f 
Thy sor - rows now are en - ded 

.Suppose, for example, that the C sharp in the. second meaEfure were to be 
. .'~· · ~ \· .\ 

changed into C natural. 

fll TPLF:Y HUCK 

~. J 
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 . 

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

, sure. ·that you do not write too long a song. It is far better to write too few measures 

than too many. 

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. 

In writing the accompaniments, you can use forms already familiar to you 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 eqtiip yourself as a composer. 
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In the charmingly beautiful"Cradle Song'bf Brahms, you will find that the vocal i:;: ,,~ 

only contains sixteen !neasures, and some of them repeated. For your study,you will g ;h · 
one verse of this song given as Illustration NC? 7. Notice the extreme simplicity of the i:1,;.; ,;':: 
companiment and its perfect setting of the poetical idea contained in the words. · ·• · 

To .B . .I!'. in Viennri 

CRADLE SONG 
(WIEGENLIED) :· ~;; . ~: 

:· ·.4F~~1 

Karl Simrock (1802 - 1876) 
T rutslateib,lf A·rtltur "/Vest?rooic 

Ill.Ng 7 . 
With entle mofon ... g 1 

- - -
'"' -@) 

II ~ - I f.. -- - -
If) ..._ 

~ ~-
p 

.-----. 
~·· .. .. 
II - I 

~ -
' @) 

j 

~ creep in -
... ... .,.... f.. f.. 

k - -" ' @) I "'-~ 

- I 

: 
v .. • 

... 
" -@) 

head. If God will, 

I 

II ~ -~ I ~ 
v -· .,; r I I ~ --vi-.i 

~--..... 
: -.. . 

(Published in 1868) 

·; .f :1 
Johannes Brahms, Op. 49, N'? · ·:~ ... :• 

(:" 
.~ r.i 

; ... 11ol' 

l l ' 
,..., -.. 

i 

Lul- la - by, . ·' and g0;0d night! With ro - ses bE; 

I l 
: 

~ I l ~ ~ , -..._ '--' ... "'-'* v y 
: 

.----. , _,.-...,, I ~I ~'"""""· -.. .. .. 
I - ......_ . 

' 
to t11Y bed, There pil - low thl 

~I 

---=:::-r-... -- · ~ ·:--

~ 

~! _ ... r r. I ... r r I I 

--.., , ...---.-..._ , ~-.....1 
·~ 
' .. • ' 

" l 

thou shhlt wake when the 
I • 

doth morn - 1ng 
- . - I ' : 

: 
r '--r ~ . ....- •' ' ... .-----. I .-----. 

~ 

.. .. 

Used by permission of Oliver Ditson Company -·., 
I 

' ';{ 
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' J Class Letter and No .... .......... . ........... . 
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· Write name and number plainly 

UnleH otherwhe spe cified, aH Illustrations and Exerciaea mentioned in thie examination paper 
refer to llluatrationa and Es.erciaea aiven in the accompanying lesaon. 

What are the characteristics of the Folk Song, or song of the people? .. . . . ... . . . .... . ... . 

····························•·······•···••· ··········•···•···•········•••··••••••••·•••· 

Why is the Folk Song the basis of good song composition? ....... . ... . .......... ... . . 

. . . . ... . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
What are the principal requirements of a good song? ....... . .... . ............. ... ... . 

, .. ············ .. .. . .... ... ............ ················································ 

1· ............................... ................................. ..... .................. ~ 

I ....................................... ................................................ . 

f ....................................................................................... . 

i 
Vfhy do we consider the "atmosphere" of the text of so much importance? ... .. ... .. . . 

!························································································· 
I r ....................................................................................... . 
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S. In answering Question No. 6 did you write the song without reference to the piano i . 

~ ~ ........................................................................................ t 

6. \iVrite 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 makt 

the musical setting express the exquisite sentiment of the poem. Use the staves 01 

pages 2 and 3 of this examination paper.) 

A RED, RED ROSE. 

0, my Juve is like a red, red rose, 
That's newly sprung in June. 

0, my Juve is like the melodie, 
That's sweetly play'd in tune. 

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

And I will Juve 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 Juve thee still, my dear, 
While the sands o' life shall run. 

_;_Robert Burns. 

. ·: ~ 
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Supplement . 
To Harmony Lessons Nos. 95 to I 00 

Composed and Edited by 
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 profitab:e to listen to orchestral and band music on 
the phonograph. By careful study and observation you can become proficient in writing 
effectively for the instruments of the orchestra. 

Fig. I-The Violin (vi-iS-lin) 

Ftg. 2-The Viola (v~~fa) 

The Strings 

(Ger. Violine; Fr. Violon; It. Violino; 
.Ab. Vto.) 

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

0 

B""·- ···· 
L~ 

/ 23 

Strili!IS Compass 

(Ger. Brntscbe; Fr. Alto; It. Viola.) 

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

ii 

0 .. I JH 

Strinl!s Compass 

The alto clef is generally used, some­
times also the treble clef. For orchestral 
playing, do not write higher than C above · 
the treble staff. 
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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 Viola. The compass is: 

J 

Strings compass 

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

I 
. ' . 

Fig. 3-The Violoncello (veo-lon-chel-Io) 

(Ger. Konfra·hass; Fr. Contre·hasse; 
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: 

.... N ., 

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; JJ'r. Fl'Jte; It. Flauto; Ab. Fl.) 

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 

8 U(1· .•• .•••. 

~ ~~ 
~ ...;/ 



(Ger. Oktav·flote; Fr. Petite Flute; 
It. Flauto piccolo.) 

Fig. 6 - The Piccolo (pik'-kO-lo) 
The Piccolo is a small flute, playing 
all notes an octave higher than the 
flute. 

Fig. 7- The Oboe (o~boi) 

( Ger. Oboe; Fr. Hautbois; It. Oboe; Plural form, Oboi; Ab. Ob.) 

The Oboe is a double reed instrument. It can be considered 
the a lto 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 Cldrinet 

(Ger . Klarinette; Fr. Clarinette; It. Clarinetto; Ab. Cl.) 

The Clarinet is a single r eed 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-
wind choir. The compass is: 

(Ger. Fagott; Fr. Basson; It. Fagotta; Ab Fag.) 

The Bassoon is a double reed instrument. It can be con­
sidered th e bass of the Wood-wind choir. Both the bass 
and G clefs are used in writing for the Bassoon. 

The compass is: II 

The Brass Instruments 

- __ ,..,.,_ _ -~~--- ·,~- - ~ 

fig. 9-The Bassoon 

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

Fls. 10- The Horn 

The Horn is one of the most effective of the 
Brasses. Music for the Horn is a lways written 
in the key of C, a:1d the various tones required 
are m ade in the Valve or Venti l Horn by the use 
of valves, each of which controls a different set 
of ton es. Th e bass 
and G clefs are both 
used. 

The compass is: 
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Fig. 11-lhe Trumpet 

(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 statei 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. 

(Ger. Ventil-Kornett; Fr. 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 . fn Solos 
va ..... _. 

Fig. 12-The Cornet 

Fig. 13-The Slide Trombone 

( Ger. Posaune; It. and Fr. Trombone; The T enor Trombone in B-flat, which uses 
Ab. Tr.) the tenor clef; its compass is: 

The various pitches of tone are produced 
upon the Trombone by the lengthening or 
shortening of its tube or slide. It is a non­
transposing instrument. There are three 
Trombones in g eneral use : The Alto Trom­
bone in E-flat, which uses the alfo clef; its 
compass is 

I! 
· bo /= 7' . 
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*¥'/~ 
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The Bass Trombone in F, which uses the 
bass clef; its compass is: 

:::2 ;/ 
q"G" 

/.!.!. 

The bass clef is generally used for all three 
instruments. 



The Instruments of Percussion 

Fig. 14-The Kettle-drum 

(Ger. Pauke; Fr. Timbale; It. Timpani; Ab. 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 

:t J) l!&Lh 
but these tones can be adjusted to any note within a fourth. 
The bass clef is used. 

(Ger. Qrosse Trommel; Fr. Groaise 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 
much larger It has no definite tone, the e.ffect being 
much like a thud. The bass clef is used, arid the nota­
tion is similar to that of the Kettle-drum. 

Fis. t 6-The Snare-drum 

Fis. 18-The Cymbals 
(sim'-bals) 

Fis. 15-The Bass-drum 

(Ger . . 'Irommel; 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; Fr. 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 aiways produced; and rhythm 
only is noted. The score is gen­
erally writt~n on one line. If the 
regular staff is employed, the 
treble clef is .used; 

Fis. 17-The Triangle 

(Ger. Becken; Fr. Cymbales; It. Platti.) 
> 

Cymbals are concave plates of brass or bronze, which are played 
by' s'triking one a,gainst the other. They are U$ed principally to. 
mark: the till1e,_ .and because of their discordant sound the length 
of the note rriqSt be carefully indicated. The notation is the same 
as for the Bass-drum. 

5 
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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 peculi ar hollow 
tone effect. The compass is about two octaves. 

Fi!!. 19-The Xylophone 
(zil-o-fon) 

This instrument consists of a pair of small 
concave pi eces of wood or ivory, which are 
struck together with the finger s . They 
have no musical sound, merely a hollow 
cli ck or rattle. 

Fill. 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 ton e. 

Ff.8, 21-'Ihe Bells 

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

Fill. 23- 'Ihe Harp 

Fill. 22 - The Glockenspiel 
(gloK en 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 
by the foot. 

The compass is: ~1: 
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lifl~i 
'11:m: The Strings 

ORCHESTRATION 

Composed and Edited by 
DANIEL PROTHEROE 

'j~fJi; 

!i~ili (''Figures"refer to illustrations ·of the instruments in the Supplement to 
~;i;;i. ssons Nos. 95-100) 
i•il!1• 
1~:11r : 

i!.~:i~ After our study of Harmony, Counterpoint, etc., in which we learned how to 
~~!~i and use chords, which are the material for composition, we come now to the 
i'.~ii; er. field of Orchestration. In this· we shall learn the compass and characteristics 
!!~I!; he various instruments of the modern orchestra, and how to combine them in . 

!~l,lil body of harmonious tone-coloring. 

li/l/!I The mo1d~t:in~schestra is divided broadl~~::::~::;n:~~~~= :!!nstruments: -

l~~!l 2 Wood~wind Instruments 
3 ~Instruments of Percussion 

fJ!!f: The instruments used in these groups are: - . 
i!i/if, TEINUS WOOJ)-WINJJS BEASS & PEEOl!SSION 
.,,,1., v· l" 2 Fl t 4 H ~!F: · . 10 ms u es orns . 
m''' ,1/f: Violas 2 Oboes 2 or 3 Trumpets or Cornets 
r'1ij Violincelli 2 Clarinets 3 Trombones 
:UJ1. 

til# Double-basses 2 Bassoons 1 Tuba 

~iii 
~1·:; 

Kettledrums and Bass Drum 
Cymbals and Triangles 

'! :1 !Ii Other instruments, such as the Piccolo, English Horn, Harp, etc., are occasion-
~ . 
!1a y used·, but the above groups are sufficient for our general study. 1.fi 
m· lf any one instrument can be singled out as the principal instrument in the orches-
" r;

1 
I .body, it is the Violin. (Fig. 1 of Supplement). Its tone has great carrying power, 

~. d its possibilities for passage work are unlimited. 
!1
1 'The Violin has four strings, a fifth aparl, as_shown in Illustration N<? 1. 

f Its compass for or?hestral purposes 

' ll. N~ 1
· ~ zy " ;:d :s: II extendsfrom~j~~~~Jt~o}

8

~~~a~·-~:2:~·'.·~-I 
4th 3 rd ' ~ 

In shifting to the various upper portions of the ffogerboard~f the Violin, - the 
otes lie closer together as the length of the string diminishes, making the intonation 
nore difficult to secure. 

Cop~ight 1910 by Siegel-Myers Correspondence School of Mnsic 
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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 moreofscale,than 

broken chord, or iarpeggio,formation . 
Illustration NI? 2 can be played with either slurred,or staccato bowing, or any 

other kind of bowing which is desired. 

--============ff-:==::::::==::====~-
llL N 92 @~ .. i#JJJJWfCGF{iffCJQJJJjJJJjl f1 

The expression marks may be reversed;;; :m:ad:•.:.: ===========·JJ 
Each string has its own distinctive tone-color. The G is full, sonorous and very 

telling . The Dis tender and expressive; the A, sweet, and the~ 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 NI? 3 will give you an example of a very fine melody played upon the 
4th,or G string; it is taken from the well-known "Cavatina" by Raff. 

Larghetto Quasi Andantino 
d ~ Corda - - - - - - - - - J 

Ill.N93 ~=#" 4 g1J1Jw11hJ1Jw 1t~1av 1LJtr 
RAFF 

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. · 

(}and .IJ String ! 
DJNH$ JJdJlJ#ll!fJ'l&ilJJ 11 

. .IJ and A Stri~ o 

Ill. NI? s $ ~ ~ ~ J , +•+ r ~w.#i ~i j &j ~ 11 
A and E String 

Ill. NI? 
6 

' f @f f ' ljr r •1 r ~r &r r f &f ?fl 
You will observe that two strings 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 NI? 7 . 

Ill. NO 7 ~ rurcttt 1~Jffif 1wrru 1 
~ -..:::0 ......__::o . * Indicates an "open string"'' Har. L. NI? 95 
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Three tones can be played in one stroke, forming a chord. But when.the movement 

is slow, only two of the tones can be sustained, sincd'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 same holds 
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 N<? 8 indi­
cates a tremolo movement . 

· Allegro 

Violino nfij~~~~~~~~~§~~~~~§~~~~~~i!~~~ 
. ( ,-- -

In the above illustration you wilobserve the term "Divisi~' This means 
first Violins are divided, one player taking the upper set of notes, and his 
the lower set. 

that the 
partner 

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 theinstruments in unison, or it can embellish 
a melody as the accompaniment, as shown in Illustration NQ 9. 

I!J. N<? 9 PROTHEROE 

Violino ifs~~~~~~~~~~~~~~~~~~~~~~~~~~~~ 

pizz pp arco 

Sometimes, in order to produce a certain effect, the tone of the strings mus t 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 sustainedtone/s indicated in three 
ways : 

~ 

] Bya dot, or dots and a slur over or under the notes, r r r r or r ~f 
~ 

2.Byapointed dart, or darts and a slur over or under the notes,r ff r or fflj 
3.Byalong stroke, or strokes and a slur over or under_the notes,r ff F or ® 
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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 F# minor, in Illustration 
N<? 10. 

Ill.N910 ~ 
II - I - I I ,, I 
~ : 

@) I I I 

II 

..i l 1 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 . 

Ill.N?ll ~ 

Violino I~~~~~~~~~~~~~~~~~~~ll~~~~~~~~j 

The technic of the first and second Violins in the orchestra is, of course, the 
same, and they have the same relation to each other as the soprano wd alto voices. 
of a quartet. The melody is generally) although not always, given to the.first Vio­
lin, and the accompaniment, or embellishing figure, or a lower part of the barmo -
ny is assigned to the second Violin. 

Study the following examples of the use of the first and second Violin. 
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A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROE 

Examination Paper for Lesson No. 95 

ame ........................... ......... ................. .......... ... . . . { 

Claae Letter and No ............... ... ........ . 

b 
Account No .................................... . 

· wn ..................................................................... State .................... Percentage ............ . 
rite name, addreas and numbers plainly. Fill in "Account No." only if it appears on your Lesson Ticket. 

Unlesa otherwise specified, all Illustrations and Exercises mentioned in this examination pa.per 
refer to Illustration• and Exercia.ea aiven in the accoinpanyina: leaaon. 

Give the three groups of in struments used in a modern orchestral score. 

How are the four strings of the violin tuned ..................................... . .. . . 

1······ · ............................................................................... . 

What is the compass of th~ violin? .. .... . ....... ... . .... ... . . ...... ... ...... . ....... . 

What kind of passages are both effective and easy . for the violin? .. ..... .... . . .. . ... .. . 

Give the distinctive tone-color of the various strings . .. . ........ .... . . .. .. .... . . . . .... . 
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6. Add your own harmony to Illustration No. 3, using the customary four-voice form. 

f'i . -... I 

l.' 

r. "'• - .. 
I -

Pi 
' .. . .... I 

e• 
' 

-· - .. 
I -\ 

'G;vo ~=Pl" of donblMtopplng whi<h n"y ho nml on tho D •nd tho E ming• ..... . . 

' 8. What does the sign ( o) over a note, indicate? ...... ; .. · . .. ... ..... ... ..... .. . ... ... .. . 

........... ...... .............................................. ···· ······ ·· .............. . 

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

9. \Vhat does the term "Divisi" mean? .. . .... ...... ... ............. . .... . .. . ........... . 

.... ...... ... ... ···· ·· ················· ···················································· 

··········· · ···· · ·· ··· ·········· ··· ········ ··· ··· ··· ··· ··································· 
10. What is the meaning of the term "Con Sordino"? . . .......... . .. .. ... . . . ............. . 

············ ··· ········ ·· ········ ··· ······ ··················· ·· · ........................ . 
11. (a) Explain what effect Staccato bowing gives . ...... . ......... .. . . ................. . 

......... .. .. ... ........................ ....... .. ... ........ .. .... .. ... .. . .. .. .. .... .. .... . 
(b) How is Staccato bowing indicated? .................................... · ....... . 

····· ····· ········· ··· ··· ·· ······· ····· ··· ····· ·········································· 
·············································· ························ ··············· · ... .. 
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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 . .. . .. . . . . .. . . . . ... .. . · . . . ..... . ... . . . .. . . . . . . · . . .. . . . .. .. . . . 

• • • • • '• ' • •., • • •,. • • • • • • • • •., • • • • • • • • • • • • • • • • • .. • • • • • • • • • • • • • • • • • • • • • • • •" • • • • o • e • • o • •••• . •••I 

,, 

" .... - .. 
.._ _____________________ -------------------

13. H ow is the "Tremolo Vibrato" de5ignated? .. . .. .. ...... . . . . . .... . .... ..... .. . . . . . . . . . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . "' ................................... . 
. . . . . . . . .. . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . . . . . . . . . . . . . . . . . . . . . . . 
14. 'What relation does the second violin of the orchestra bear to the fi rst violin ? .... .. . .. . 

.••..•.••...•....•...•...•.•••. ························•···•········· ···················· · 
., ............ ..... .......................... • ..... ........................................ . 
15. \Vrite a melody of sixteen measures fo r the violin with an accompaniment for the piano. 
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16. ·write a melody of eight measures for two violins accompanied by the piano. Mal< 

the second violin part similar to that shown in Illustration. No. 12, and write t l\ 

full harmony in the piano score. 
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Harmony Lesson NQ 96 Composed and Edited by 

DANIEL PROTHEROE 

ORCHESTRATION 
The Strings (continued) 

;*'~ ("Figures" refer to lliustrations of the instruments in the Supplement 
"f'j 

to Lessons Nos. 95-100). 
I 
' The Viola (Fig. 2 of Supplement) is the next member of the orchestral famfly 

. to claim our attention. It is the tenor of the string group. ·It is larger than the 
. Violin, and its strings are pitched deeper, beiqg 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 string. 

Music for. the Viola is written in the alto clef, and . therefore the pitch of· the 
strings is as shown in Illustration N? 1. 

~~--'~'--1st STRING 

Ill. N? l II" 2nd STRING _,_w.ll..._ _ _.._.z.___3rd STRING 

4th 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 
· . of the instrument is exactly three octaves. See Illustration N<? 2. 

You will find that the different strings have their individual characteristfos. 
The 4th or C string in a loud passage is full and gloomy, while in a soft passage 

;, : it has a dull color. The 3rd or G string is even and mellow, and is somewhat sirn­
. ilar to the alto voice. The 2nd or D string has somewhat the same quality. The 
1st or A string is rather nasal and penetrating in a forte passage. 

All that has been sai.d in Lesson N<? 95 regarding .double notes, pizzicato, 
·:•· etc., on the Violin,applies equaliy to the Viola. In the orchestra the Viola generally 

takes the middle voice of the harmony although occasionally it is given more irn­
,,. · portant. parts. 

l~;;, ~: 

Copyright 1910 by Siegel - Myers Correspondenee 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 N<? 3. 

~,~1~:-... e--tst STRING 
111. N9 3 ~~,~=~e~=2nd STRING 

---e.,-.-Srd. STRING 

-9- 4th STRING 

Music for the Cello is generally writteain the bass clef, buUts compass is so 
extended that for the high notes both tbe tenor and treble clefs are occasionally 

used . . Its compass extends three to four octav~s, thus, 91 _ £1;/' _, but for 

orchestral purposes you should not write above: .Oji :::iJra . 
... 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 
lhe rich Cello tones is very effective · . 

Tqe f()llowing illustrations are typical Cello. passages: 

Aniiaiftte.Moderato LOHENGRIN A ct III Wagner . 

111.N• • ~J:ljjti" J$1 iJ lill31J;E§f14!_Dl1;ifil!J i 
Andante JjJspressivo Symphonic Poem "IN THE CAMBRIAN HILLS" Protkeroe 

'ru.m s ~'" tfP I t •LJt -rffit fr r I ?t .. II 
P-----=:=::-::::::=-

You should be careful to avoid wide leaps from oneJnterval to.another, es­
pecially in a fast mov•ment, but the diffictilty is somewhat lessened if one or the. 
other of the notes is on an open string. Illustration !{9 6 is easy to play although . 
. the tempo .is Allegro, because every other note.is played upon an open string. 

Illustr.ation N9 7 is difficult because the lowest note is not.an open. string. 
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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 opim string, 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. Onehasihree 

strings, another has four, while a third has five strings. The second kind, with 

four strings, is the one g enerally used. These strings are tuned in fourths as fol-

1 This is because the unusual distance between notes on the 
ows ; j~!~)~: ~~g~~- Double-bass makes it too difficult to play with the regular 

tuning in fifths . 

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

written . For example, ~·~}~~·~·~~ sounds as if written ~-~1~:~~~~ 

Its compass is not so extended as that of the other members of the string 

_group, being, for effective us e, only two octaves_ and a half. Technically, it is 

more diffi cult than th e other instruments-because more cumbersome. 

Rapid runs which are very difficult, are ge-nerally simplified when played 

with the'Cellos . Notice, in Illustration N? 8, how the Double- bass part is sim­

plified. 

Ill. N'? 8 - MENDELSSOHN 

Pizzicato on the Double - bass is effective and resonant, and often when the 

other strings are playing with the bow, a light pizzicato is used as an accompani­

ment. See Illustration N<? 9 . 
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Ill NO 9 PROTHEROE. 

../ ,., 
I ---- tr -----. - -- , - --. , Violinol -f 1 ... 

~ .. . - .. .. . .. , . - ~ - , Violinoll 
" - ~ ~ - - -t. ~-:;}! - - ..... - • 

~ • ,, ~ - - -
··~-

.. -- - . AJ - .. 
··~ . ~ - - = - - -Viola .... - - -T, • •iliiiliiiiil 

tr 
~ - -f'-

_,_. .. ·-Cello ··-, 
--

- -... . - . . -··- .. .. . , .. .. .. , ., 
' 

., Bass - - - -
'zz 

,./ ~ .. ~· -~ -. 
" 
@ f 

,., - -. ~ . , . - . .. - - - - ' .. ~ ~ ~ 

" @ - ft• TT - • . n tt9' 
f . .... - -- .. - - - ~ .. - .. -~ -- - - ~ - ~ , - -- - _, 

r L I fT.- -
~---':P 

-
.,,_. ~· -~~ . .. . .. 

I 

f 

- -~-· 
. ~ -- - ~ .. .. .. ., 

-~ .. -I " . .. -- " " -
f 

r 
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After studying the character and tonal value of each of the stringed instru­

pients in this way, let us consider them in combination. They are the root anq 

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'l, we take the first four measures of one of the late E<lward 

MacDowell's compositions, "At An Old Trysting Place;' and arrange it for a 

String orchestra. Illustration NC? 10 will give you the original, and IllustrationN~ll 

will exemplify the .same as arranged for strings. 

Piano 

Ill No 11 • · 

,./ 
" I I -------- - ----:::-.. .... . - ~ 

" · - - -· ~- ~ ~ ~- I - y •• , - - - - -. ~ r ., Violino I 
" . 
4! pl I - I I 

~ I I ~ ~I 
L -

/ . - y •• . . , - •1 ViolinoII ,, - - ' -
II! p+ v - ~-

I ---- --... .... - ~ 

.... , ... ,. - -
" - . ~ Viola .... y - -v - I I U" p 

-(;r. ~ 
~·· .. 1r1 ..... • • 

I - .Y • , Cello 
• v 

p " 

I . 
Bass .. . -

I - y • - -v .. -. 
p " ~ 



If, in arranging Illustration N<? 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 regarding part'-writing still holds good, and too 

much space between the parts should nof be allowed. 

Ill. N'? ~ 

Illustrations Nos.13 and 14 will give you two examples of how this can be accomplished. 

Cello & 
Bass 

lll.N913 

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 distribution of the 

parts than that shown in Illustration NC? 12. 

Study carefully the following rules: 

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

tave-. 

2. If it is doubled in three octaves, other 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 dominant 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. NC? 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. 
, Ill NO 15 PROTHEROE .. ~ I l!!il!!!!!!!!'I 

~ 

~ Violino I 
~ T -~· > ·-. ,...>---- •·11·~ r~~ pizz area 

.. 
~ -~ ~ -~ - ~ 

- ~ 

~ 
,....,_ 
·~ na. .... ... .... .. ...pp":·'r'· -~~ '-. piz~ pizz area area 

ViolinoII 

.• ~ l 

Viola 
liiV y -r If"' 1'?,:tr: 

tl!l.1!!1!!!1 

Cello : ~ ~ -. 
r' .... ' i' r - -. 

area 
-

: 
~ Bass 

r' r' r' -, -
All writing forstrings does . not sound alike, and many are the differences in 

.color produced by the various combinations. 

Inconolusion, 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 N<? 15)1 and contrast with it the fairy lightness of the . 

"Allegro Di Moltoj' frpm Mendelssohn's Overture"A Midsummer Night's Dream." 

in Illustration N9 17. 

Voice 

Ill N016 
Adagio 
. Von Sordino 

pp 

WEBER 

Soft-cy sigh - ing, day is dy -ing, Soar,myprayer,heavenward fly-Ing-. 
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Ill. N'? 17 

Violino l 

Har.L. N'? 96 

Allegro di Motto .....--....... 
0 .i2 

pp 

MENDELSSOHN ::." 

sempre staccato 
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1. How are the four strings of the Viola tuned ? ... .. ..... .. .... ............... ... . . . .. . 

.. .. .. .. .. .. .. .. .. .. . .. .. ... .. .... .. .. .. .. .. .. .. .. .. .. .. .. . . . . . . . ... . .. .. .. .. .. .. .. .. 
2. What is the compass of the Viola? ................................................ .. 

.... .. •. • .... .. ··········· ............................ · .............. . ... ... .......... . 

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

'Tis of Thee" 

Ill 

(llB 

111 · 
Notice that the Viola Clef differs slightly in form from the regular alto clef shown in Lesson No. 89. They 

are, however, identical in use, as middle c is on the third line in both clefs. 



5. Which instrument is the bass of the string quartette? ........ . . . ... ... ... ... ....... . 

6. What is the compass of the 'Cello? ............................... . ..... .. ........ · · · 

~9!----223 
7. How many clefs are used in writing music for the 'Cello? ..... . ................. .. . . 

8. Name the open strings in Illustration No. 7 ......... . ............ . ...... ... .. ' ....... . 

9. Give the tuning of the Double-bass and state in your own words why this tuning is 

necessary ....................... .. ....... . . . ........... '. .............. . ..... .... .. . 

10. What is the compass of the Double-bass? .................... . ..... . ...... ...... . .. . 

~-· _ --·--~11 

11. Take Illustrations Nos. 16 and 17· and arrange them for the· piano . . . ... . ... ...... . . 

" 

-.. 

" . . ,. .. 

~ 

r'• -.. ---, 
~ 

2 



~ 
~ . 
' I 

f. 

f_ .... - .. 
I - -

" , 
-. 
'"' I 

f. 

• 

-· I - .. 
I 

,\ 

2. Write a melody of eight measures. 

(a) Harmonize, writing it in the regular four-voice form. 

f} , 
. 
'" I 

f.' 

~ 

,, -· - .. --
' 

fl 
' Jll' 

• . 
'"' I 

f. 

I ,_ ,. - .. 
I 

\ --



. -.. 

'-'• -.. 

J. 
(b) Arrange the same for a string orchestra . 
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Harmony LessonN<! 97 Composed_andEditedby 
DANIEL .. PR OTHER OE 

ORCHESTRATION 
Wood-wind Instruments 

("Figures"refer to Illustrations 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 arrall&'ed in.the following order: ·Wood-wind; Brass; Instru­

ments of Percussion and -Strings. In this lesson the instruments 

.. ef the Wood-wind choir will be treated. The chief of these are 

.the Flute, Oboe, Clarinet and Bassoon. Other Wood-wind 

,struments are th-e Piccolo, the English Horn (Cor-Anglais) 

.the Contra.-fagotto or Double Bassoon. 

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

.instrument has _a complete comp~ss of three octaves. See 

.tration N<;> 1. 

n1.~ 1,~I 

in­

and 

This 

Illus-

· Some Flutes made in recent years can play one semi-tone below 

this, but as the_note_ is not obtainable on the_majotity 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 1910 by Siegel Myers Corresponde!lce School of Music 
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Flute. \Vhen 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 chords are given 

to the Flutes, two or more Flutes being used. Illustration N<? 2 in­

dicates the quality and tone-color of the diff erent_registers of the 

Flute, including all chromatic intervals. All music for this instru -

ment 'is written in the G clef. ...;:-.u.. 

~ @W?j~ Ill. N<? 2 $#o I ,i . I II 
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 m 

. the medium register are tender; aridalth01Jghthe.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 N<? 3 will 

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

the strings. 

BI. N? 3 HADYN 
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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 Beethoven's Pas­

toral Symphony, in Illustration N<? 5 .. 
BEETHOVEN 

Illustration N<? 6 will give you an example of the effect _of the Flute, 

Oboe and First Violin together, taken from Haydn's Symphony in C. 

Ill.N<? 6 

Observe,jn_ the __ last measure of Illustration N<? 6, that two 

Oboes are used.· If would be well for the student at this time to 

reduce or condense these different parts to a pianQ score. Illus­

tration N<? 7 will give you an example of the first measure of Illus­

tration N<? 6 arranged in this way. 

Har.L.N<? 97 
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The melody given to the Oboe,in the first act of"Faust~' shows 

the instrument to splendid ~dvantage. See Illustration N<? 8. 

GOUNOD 

Illustration N'? 9 will give you an example of the Flutes and 

Oboes together. 
HADYN 

Ill.NC? 9 

Flauto I 

The Clarinet (Fig. 8 in Supplement), is the nextinstrument to 

be considered. It is a single reed instrument. The tone .of the 

Clarinet in its different registers is a.s follows: /-8~ • 

Round and mellow on the lower notes, sweet ~-ff. f±j 
in the middle,and harsh on the upper notes. 

0 

Its compass is quite large and extends from~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 which the 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 Bb and A Clarinets only. 

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

* Sometimes also called the B ClBJ'inet . 
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than it sounds, while for the Bb Clarinet, it is written a whole tone 

hig·her than it sounds. The fingering for the two instruments is pre­

cisely the same, and the notes 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 Don the B~ Clarinet, and as E~ on 

the A Clarinet. 

Illustration N<? 10 shows you the notation used for the key of C 

major when writing for the different Clarinets. 

Effect Notation 

In the first scale the notation is unchanged. In the second scale the notes are 
written -One "·hole tone higher to compensate for the pitch of the Clarinet one whole 
tone lo'Y~.;;4~hile the thi~d seal~ is a n:inor third higher to compensate for the pitch of 
the A Clarinet, \vhicl1 is a mmor third below C. 

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

-niinor. We giye ,below the notation of a few keys which will 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 CLlG Mnjor C CLlF Major 

A Minor(BpCI. Bl'<linor,GMn,iortBbCL A Mnjor, FMnjortBPCl. G Major, 

A Cl. C Minor \A CL BPMnjor \A CJ. APMnjo r 

C CllD 
D Minor~ BP Cl. E 

\A CL F 

Minor· 

Minor 

Minor 

Har.L.N<;> 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 followll;ig 

melody (Illustration ·N'? 11) for Clarinets in both keys. (See Illus­

trations Nos.12 and 13.) 

Ill. N'? 11 

tpo JJ J 1r r 1~J.J 1 .. 1Jrrr1Fr1Jw~ 1 .. 11 

· 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 

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

Ill. N'? 12 

Ill. Ne;> 13 

01:~r,~1' J rr IFp 1J4J1 .. 1rrrEIF m r4JJ I .. J 
Music for the Clarinet is written in the G clef,although Mozart 

and Wagner occasionally used the bass clef for deep notes,to avoid 

the necessity of having many added lines. 

Other Clarinets than those named, are. in use in military bands, 

l:mt not in the orchestra. 
f. 
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¥ 01,&:::JZI 
0 

llB"0 I · 0 1 
'U:-~~0Q"Do:e-<>~ / B Suitablefor Solo E t· 1 11 ~ etter xcep 10na 

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 ~r 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 

Har.L.N? 97 
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Ill. Ne;> 16 WEBER 

Strings 
,._ ___ _._,'--------1.+~+--'-~..-+~-+----L---11H---+-'--+--+-+-~--'---_.. 

good example of the combination of the Oboes and Bassoons will 

e seen in the arrangement of the well known"Sonata in.A'.'byMozart. 

llustration NC? 17). 

Ill. N'? 17 
MOZART 

PIANO 

' 
In Illustration N'? 18 we have the four voices equally distributed among 

the four instruments
1
giving a well balanced effect. 

Ill. NC? 18 

Oboi 

Fago.tti 
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Suppose you want to arrange a figure such as the one shown in 

Illustration NC? 19, for two Clarinets and two Bassoons. Illustra- " 
,f 

tion N9 20 shows a good arrangement of the two parts. ij 
'i 

Ill. N<? 19 ;1 

PIANO 

Ill. N<? 20 

Cladnetti in A~t-:. ~-......_-""i"'<:::;::::::=::::::>t---t-t---t-it 

Fagotti ~Eh 9Eli!E~:;::=:====t:i;C:::~~:lt 

;!! 

~ 

ti 
~ 
ill 
l5 
~i 
i!l 
ill 

l~ 
After teaching you about the various Wood-wind instruments J; 

and giving examples of their treatment individually and collectively, ·11 

.we shall now give you a few practical suggestions . which will help ~ 
i~ 

you in writing for these instruments. ;~ 

If you should write four-part harmony for a Flute, Oboe, and '!1 
;1~ 

. two Clarinets, be sure to give the Oboe the soprano part and the ii~ 
. 4 

Flute the alto, as in Illustration NC? 21. ,ii 

The penetrating tone of the Oboe in passagesofthiskindwould !ii 
i l~ 

.obscure the melody if given to the Flute, so it is better to have the (!; 

latter instrument take the alto part. 

Har. L. NC? 97 
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Ill.NC? 21 
..I fl .u H I • I - ' .. -~ . . ~ , ~ - -flauto 

0 

fl .u H -· -
Oboe .. ,, - - ,, - --~ . ~ ~ , 

l, I I I I 

~ • . .. . , ~ ~ -
'\.' . I ~ ~ - ~ 

. . Clarinetti in A 

"ti!! 4- I "" - -- -9-
?; ?; 

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, giving 

·one or the. other_ an occasional rest. 

When doubling the parts, do so in the _octave, rather than 

.in the unison, as the .effect is more brilliant. 

We will now take the first movement in our nation~l hyron, 

''.America'; and arrange it for the Wood-wind choir. 

111 .NC?. 22 

f 
~ · PIANO. 

r 
r 
I 
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Ill. N<? 23 
./ ~ Jj I I l ' - ~ 

Oboe ~ - - -- - - -- ~ ~ - - - - - -· - - - -· - - - - -
t I I I 

Ii ~ / ~ -< ~ ,. - ., - ~ - - - -Flauto ,,. , - - - - - - - - - -~ v - .. - - u.._ IY · 

~. I ,,....- --- ~ --...., 
' . ~ 

., 
' ~ 

y -Clarinet in A - - -- - - -· - -@, v - .... - .. - .... V• 

-
I /" I --........ I I .c..,..- ., ,, -.. - - - - - -- - - ~ - -Fagotto - -. 

I I I I -
A g ood arrangement for this harmony would be a combinatio1 

of Clarinets and Bassoons as shownin Illustration N<? 24 . 

Clarinet ti 
in A 

Fag,otti 

Ill.N9 2.4.~ 

. .. 

The following exercise is to be worked out in the accompanyinge: · 
amination paper. 

·' j 
1 

i i 

~~~~~~ ;' : ~ECSE ... C 

t 1 
Har. L·. NC? 97 ~ I 
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A COURSE OF HARMONY LESSONS 
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Examination Paper for Lesson No. 97 

{ 

Class Letter and No •.......•.. . ... .. ... ... .... 
e ........................... ......................................... . 

Account No ................................... .. 

wn ..................................................................... State .· ................... Percentage ............ . 
rite name, addr••• and numbers plainly. Fill in "Account No.'' only if it appears on your Lesaon Ticket. 

Unless otherwise apecified, all llluatrationa and Exercises mentioned in this examination paper 
refer to llluatrationa and Exerciaea -riven in the accompanyinJi lea1on. 

Give the order of the instruments used·~ in the modern orchestra, reading from the bottom 

of the page or score ... .. . . .. . . . .. . ..... .... . .... .. . . .. .. . . . . . ... ..... . ... . . . . . ... . . . 

Arrange Illustration No. 6 for the Piano . .. ... ... ..... ... . .. .. .. .. . .. ...... .. . .... .... . . 

I\ -

. 
'\: I 

t. 

,_ .... -.. --....,,.L-



3. Give the characteristics of the various registers of the Flute . .. .. . . . . . .. .. ... ... . .. . . . . . . 

4. What is the characteristic feature of the Double-reed instruments? ..... .. .. .. . . . . . .. . . .. . 

5. Name the four Double-reed instruments now in use .. .... . .. . ... . ... . ... . ......... ... .. . 

6. Give the compass of the Clarinet with the tone-quality of the various reg isters . .... . . ... . . 

2 



7. Define what is meant by a "Transposing Instrument" . . . . ... . ............ .. ... . ... ... . . 

8. Write the notations which are used for the C, B-flat and A Clarinets in writing the scale of 

E major ...... ... . . . . .. . . . . .. ... . . . ... ... . ...... ... . 

I 

9. State the general rule governing the use of Clarinets in regard to the flat and sharp keys . . 

3 



10. Write the melody of Illustration No . 22 for the A Clarinet . .... . .... .. . .. .. . ... . . . . .. . 

~----

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 fu ll score , using the inst ruments indicated. The B-fia 

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

first and second Bassoon carry the two lower parts .. : . .. . . . . . . . . . . .... . ... . .. . .. . . . .. . 

~ 
h 

~ 

@ 

~ 
~ 

.... , 

" I 

I . 
@ 

j .. 
I 

\ - --
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~ . . 
. In writing four-part Harmony for the Flute, Oboe and two Clarinets whichl instrument 

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

Write the part given to the Oboe in Illustration No.18 for Clarinets in A ............... . 

I 
._ 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 a·ccompaniment 

to Clarinet and Bassoon. 

~ 
~ 

" 
t.. 

, 
-.. 
t! 

~ 
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I 
. .. , 
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(b) For the Strings, Flute and Oboe. 

Here the vVood-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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armony Lesson NQ 98 Composed and Edit~d by 
DANIEL PROTHEROE 

ORCHESTRATION 
The Brass Instruments 

("Figures" refer to Illustrations of the instruments in the Supplement 'to 
essons Nos. 95-100). · 

We now come to the third division of our orchestral forces_ the 

ass Instruments, or Brasses. These consist of Horns, Cornet or 

rum.pet, and the Trombones. Sometimes also the Tuba, Baritone 

nd other instruments are included in the Brass section. 

:1; a.::::t~~::s(:::~: ::e c~=:~:i~: ~:,::t:::~~;s n::,~alm: 
il.!.i enerally used in orchestral scores, 

l·l·: A short explanation of the mechanism of the Horn will be inter-

1::11 sting. The tones are. produced by breath pressure a.nd control of 

]!~! he muscles of the lips, or embouohure (am-boo-sh\U'),as it is called. 
~ . 

j~! ! e natural tones are those of the harmonic series, · or group of over .. 
i1li; 
~~ ! ones, of the lowest note which the Horn can produce. Thus, fr.om 

!~! i:he Horn in C w.e can get E, G, B flat, D, etc., according to the 

~jJ: mount of breath applied to the mouthpiece, Different series of tones 
:::I 

!!iii an be obtained by inserting "crooks~' or tubes, of different lengths in 

!\ii e Horn: Thus, we have the Horn in C, B, B flat, A, etc., accord­
iiij; 
l!J!! g to the length of the "crook" and the fundamental tone produced, 

i!J! hromatic tones were obtained by placing the hand in the bell of 
!i! 
\!!! e Horn. This raised the pitch of the note a quarter, or a half step. ' 

/1! This type of Horn was formerly in use but modern methods have 

ii, een introduced in the manufacture of the instrument, and valves 
I;! 
i~ stead of "crooks" are used, by which the player can shift from 
1h 
'ii Copyright 1910 by Siegel- Myers Correspondence School of Music 
11 

~ - ---
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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 Jlorn. 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 Ci' 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 Hor~ parts are written in the key of 0. 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 ·-•~)~: --. to £ o , and this 
0 ~ 

can be extended in solo playing to~. The student will do 

well to confine the Horn parts within the compass given in Illustra-

tion N? 1. 

Written notes 

Horn in F 

As they sound 

, 

Including 
semitones. 
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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. 

Ill. N<? 2 WEBER 

I il 

ECHO 

(Hor ns on st ag-e) 

(Horus in-_o r chestra) 
,. 

" 11 J l-6. 
17. 

-.... ~ 

\ I 

I I I J. I ~~f... I I 

I I I I r r r v I I I 

I ~ .. .;,; I L 

•• - • • .!'"A • I - I - r ,,,, = 
j J j j_. t ;t~.~ h I ) J. 

I I 
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Ill.N<? 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 r:e. 

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 giyingus the same 
' ' - - . '· -- .. ~ . -. . .,:., ~ ~ ;.•. • ;· ';:;I 

.relative notatation as that of the Clari'riet. 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 N<? 4 will gi~e you an example of the Cornets, or 

· "T' umpets, used with the Horns, wood,and string sect ions . 

PROTHEROE 

Ill N° 4 ~- } J }. Bva ................ ..... . 

• 
1111 

fl. Allegro -~i =::., =.,=.,~ 
Flauti - . . . . 

'"' mf ·.:....:___-- fr fr fr ==~- -~= -~- · 

11 1/ fl. - ri r- ~ I -' :· .. 
' Oboi 

'"' »if~ I 
_, - L!f ~ I -r 

II I 1---.........._ 
tti in A , 

~ ~ ~ ~ 

,._, 
mf 

T 

~ 
I I I I 

r-= I ,~ I ~I 
agotti : - - -. !l I I u I 

Allegro 
' II - 1 ~ ' - ~-

& II ,,,,,.,,i .ol.-1 

..., 
mf r· ~ r 11r orni 

II 

III , . ,._, 

II - mf 
~ . - - . . - - ' - - -.. 
'"' --

mf 
- v r I 

• 11 11 !! 
Allegro _,......--._ ~ If' If' tr f~;,. . . ~ 

olino I ~ - - . . -'"' mf - - i....i - I.I - . .. 

1111 # ~~ ~ I 
lino II 

'"' mf~ If '------

"II -
' 

,... -
Viola - . - . . 

nif;zz r arco I I 

" ... ' .. m~ra J I 

cell o : .,,., 
n , 

~ 

mf V } jd i.vlsi I I I I 

pizz 111."' '--.'....----" 
.. ' ·1 ,-----....... 

Bass : . . - . , ,_ ~ ... arco 
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The bass of thi~ brass choir is the Slide Trombone (Fig.13of 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 
old.er composers use them,and that many do so at the present day; how­

ever, composers are becoming more practical, and in modern scores, 
the rrrombone 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 n~tural 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. 

Illustration N9 5 gives you an example of the use of three Trom­
bones and two Cornets, combined with Double-Bass. 

Ill. N<? 5 PROTHEROE 

I & II 

Tromboni 

III 

Har. L. 98 
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I In a large orchestra we have four Horns, three Trumpets or Cornets, 

1• and three Trombones, but in small orchestras so many instruments 
l 
t are not available, so the music is generally written for two Horns, two 

j Cornets and one Trombone . Illustrat ion N'? 6 will give you an exam­
il 
} ple of the use of these instruments with the str ings . 

Corni in F 

i 
~ ~ . 
~ Trombi inB~ 
ft 
~ 

ii 
ii 
" n 
1t 1• ·Trombone 
d! 

ii! 
l~l 
iij 

~ Violino I 
~q 
s 
II 
Ii 
!I 
n 
~ Violino II 

i! 
~ 

~ 
?J 

~ 
~ 
~ I~ 
P. 

~ 
t 
i 

~- . 

Viola 

Cello 

Bass 
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I I - '1 I ,,_ -. 
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t. n!f I I 
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~ .. - --... , . ...,., -, ~ ,,_ 

.. mJj 

- • fl I ~,. -,.. . 
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~ -,. 
n!f 
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., -- -~ ,, - - -II! mf 
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v - J 

•IY'111. .• - .ol - - -.... 
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I I I - -~-J 
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- -- - -
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.h .... 
" 

.b .... 

PROTHEROE 
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The following exercises are to be worked out in the accompanying :::·':t. 
examination paper. ') ;, 

Ex.N9 l 

• ~11 fjJ1J J 1£JJr:._ I 

b 'th% J J I J J I J J J I J J I J J I J J J I J J I J. tc!,\l 

· f#i ~ JJ l;J ;J IJJJJ I .. 1JJuJ1 HI JW Jil _)l:,i\I 
·'.:: ·':.r 

Ex.NC? 2 :I 
li! 
·:;::;\:!! 

Har. L . N<? 98 



_::iegel-Myers Correspondence School of Music 
CHICAGO, ILLINOIS 

.. A COURSE OF HARMONY LESSONS 
by ADOLPH ROSENBECKER and DANIEL PROTHEROE . 

Examination Paper for Lesson No. 98 

··· ame ........................... ......................................... . { 

Claaa Letter and No .......................... . 

Account ·No •.••• ,.-............. . ..... ....... .. .... . 

own .................................................................... . State ............ ........ Percentage ............ . 
Write name, address and numbers plainly. Fill in 11Account No." only if it appears on your Lesson Ticket. 

Unleaa otherwise specified, aU IJluatrations and Exercises mentioned in thi~ examination paper 
refer to llluatrationa and Exercises ·iiven in the accompanying lesson. 

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

·· ···· ··· ··· ··········· ·········· ·· ······ ·· ··············· ···· ············· ·············· 

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

············································ ·········· ·· ································ 

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

····· ···· ··· ······· ··············· ·· ········· ······ ···· ····· ··· ··· .... .. .. .. .. .... ······ .. . 

. 3. What is the compass of the Horn ? ................. . .......... . ............... . . ... . 

·----·~ 
4. Write out Illustration No. 3 in full for four F Horns .. .. ...... .. .... ..... . . .... . .. . . . 



2 
5. Write Exercises No. 1 (a) and (b) for the F Horn .... . ....... . .. ... ...... .... ....... . 

' I 
' I 6. What is the compass of the Cornet? ... . .. . ... . .................. . . . .. .. ............ . 

7. To which instrument in the wood-wind choir is it similar in notation? ....... . ........ . 

8. (a) Write Exercise No. 1 (a) for the Cornet in B flat .. .. ........ . ....... . ...... . ... . 

II 
(b) Write Exercise No. 1 (b) for the Cornet in A .................... ... ........... . 

4f.H-' ----JJ 
9. How many kinds of Trombones are used? . 

10. How do they differ, and what clef is used in writing for them? ... .. ................. . 



3 
11.- Condense Illustration No. 5 and v,vrite it for the piano ............................ .. . . 

.. ...... .. ··············· ................. ... . ·········· ............................ . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ; ............................ .......... .. .......... . 

~ 
I 

. ... I 

e 
' 

-· - .. _, -\ 

12. Should the Trombones be given any rapid passages? ................ .. .. . _ .... ~ ... : .. . 

U~. Write the string parts of Illustration No. 6 for four voices ......... . ... .. . . ...... '. .. . 

l'J , 
• . 
' I ,, 

' 
I 

r_ .,.. 
- .. 

I 

\ -

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. 

'l . 
' " .. -- -

' 
I~ 

· I 

I 
.. 
'-' I .. 

~ ' 

I ~ -· -·· I -



4 
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 .. . . . .... .... .. ... . .. .... . . .... . .... ... ., . .. . 

··················· ... ......... •• .• .• ..... ..... ·· .·· ......... ····· ..... ... ................. . 

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

the Cornet, two Horns in F, and one Trombone . ... . ....... ... .. . .................. . 

~· . 
t 

~ '' -
~ 

t. 

., , 
I . 

Ill! 

• 

I . .. 
' 

~ . .. 
" 
t. 

~ -
. . 

' 
t 

., 
j -

'" 
II! 

~ 

t 
I .. 
\ 

'\ 



SIEGEL- MYERS 
Correspondence School of Music 

1 

Chicago,Ill. 
~. armony Lesson N9 99 Composed and Edited by 

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 wri ~er says, . "only musical instruments 

:::, ~ourte sy, none of them (save the Kettle-drums and Belis) producing_ sounds of 

:· . so, let us first study the Kettle-drums (Fig. 14 oL Supplement). 
i1~finite pitch ." 

': These ·are "cauldron-shaped vessels of copper covered with parchment, which 

;;;_ be stretched more or less tightly by mechanism, the membrane yielding then a 

!'~: her or lower tone." (Corder) As a rule, we find two or three of these Drums 

In the large orchestra, however, we. find three Drums used, 

sometimes even more. Unless otherwise specified, the Drums in the orchestra 

.understood to mean the Kettle-drums . 

As stated above, the Kettle-drum is capable ~f _producing sounds of . definite 

~-H ch. The larger Drum can be tuned to produce_any tone from 5J: to 11 II' 
o~ 

the smaller Drum. to produce any tone from 9: ~ 
0 

to 
7 
° 

----==----­
II· 

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

i_,;i' dis 'the Italian word, Tympani . · In writing for the Drums, the real notes 

Ill. N9 1 

name 

are 

Tympani in .lJ & A 

~=e J J 11 
!I;' ced at the beginning of the score. See Illustration N9 l; 

!!;·;, en a change of tuning is needed the .composer must allow 
1: •. 
' l rge number of bars rest, in order to .enable the player to do the tuning necessary 

~;;; he new key. When accidentals are needed, you place them at the beginning and 

fo' not use sharps or flats either in the signature,or before the notes. This· is shown 

~r.:: llustration Ne:> 2. Ill . N<.> 2 
H'' Tympani in .Eb & Bb r:' You _ will find the principal and most useful function of 

~~-! . Prum is to mark the rhythm. Illustration NC? 3, from ~·~J~:(~'~J~~f~~J~~f~ll 
!.:::· thoven's First Symphony, will give you an example of 

~ :{ . strong accentuation of the rhythm by the aid of the Drum. 
Copyrig ht 1910 by Siegel-Myers Correspondellce Scltool of Music 
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I 

Wind ~ 

j 

i 'fympan 
inC& G 

I 
Strings • 

I 

' 

Ill. N9 3 

" 
ti -, 

:! 
Trumpets 

: 

: 
-- ·-

" L 

.., .. 
. 

: 
~ 

Qbo"' 

~ 
_h .. 

~t. ~ 

h-

Bassoons 

. - - -
-~.!· •• 

==== 

I: I: 

-) j 

~=-~ ::F. ~ q .! ) ) 
"' - . ~ . 

~j with string s BEETHOVEN 

F 
, .. '- - '-- ,__ -

I) ... ir ... -= .. r 

~ ~ A. ._. .,.. 

- -- - - --- - - ·-
-- -

.-.=:=·TT.• . . '=" ··": ·· -
J .. s. f 

j 1 I -, 

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 NC? 4 is an interesting example of the use of the Drum for a sol? pas-
sage. 

· Bassi & 
Fagot ti 

"CHRISTMAS ORATORIO" BA,CH 

Ill. N9 4 
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The roll,or tremolo, used_in the Drums is written in twoways,as inlllustrationN<?S. 

Ill . N9 S 9: j j I or 9: @ II 
Sometimes, in addition to the Kettle-drums, we have the Bass-drum and 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, power!'ul_ t~ud. Th_e Italian name _is (]":an Cassa. It has no 
fixed notation; therefore 1t 1s 1mmatenal what note 1s wntten, only the rhythm 
being indicated . This is shown in Illustration N9 6. The. Bass-drumshould be used 
only occasionally when particular emphasis is desired, as in a climax. 

MOZART 

Ill. N9 6 ?j F a t a 1 r a i a 1r a i a 1 F a 1 a " 
The Snare-drum (Fig. 16 of Supplement) has _ gut strings stretched on the.i.mdet 

_side of the head, and gives a softer quality. of tone th_an the other drums. The"roll" of 
this drum is familiar.in martial music. 

The. Triangle (Fig. 17 of_ Supplement) is used occasionally in modern scores. The 
tone is very penetrating; therefore one Triangle is generally sufficient, although the 
conductor and composer. • Berlioz once u·sed six - in his Paris orchestra. One 
writer _says "one .. stroke at rarecintervals 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. Y9u ·canuse C as 
_the notation for the Triangle, the time,only, being _marked. Illustration N<? 7 will give 
you an example of this. · 

Ill. N9 7 "LA COLOMBE" GOUNOD 
- Andante__ 

A -1-.-.-

Ill tr--n tr--n. I 

t tr-- 12 8Va-······-· 
"1d! ~ ~ - ... - ; .Q_ ~x ~ L_ ~~ - -- - -- . -

Ill I I I 

" r I J I I I j I - I I 
~ ~ 

I I I 
~ 

~ ~ __.. 
~--.. ......___ 

The Cymbals (Fig. 18 of Supplement) are cylindrical plates of brass or bronze, 
shaped somewhat like a small hat with a wide brim. The edges __ are thinner than the 
center . 

The ~ard, metallic clang of .the Cymbals is very penetrating. The time of the 
note requtred should be carefully marked. The notation is generally the same as 
that ?f th_e Bass -drum, but the composer may use any note he chooses, so long as 
the hme 1s clearly marked. 

Har. L. N9 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; · 
II Trovatore by Verdi, .. and in .Arthur Sullivan's dramatic cantata"The Golden Legend;' , 

The various "Traps" of a .theatre orchestra.are also included under the head of ' 
Percussion Instruments, but .no .special trea:tmentof them is. necessary here. 1-:' 

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 much :: 
chromatic harmony. 'You cannot.have any sustained passages . on the harp owing to the 
"picking" of the strings. THE . ORGAN ' 

'In large choral or orchestral works, when massive and sonorous effects ar€· 
required, the. organ i.s: us.ed. It supports. the solid harmony, .and gives body and 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 N<? 6 is an .example taken from the.introduction to the "Drearr;: ; 
of Gerontius;• the organ and string. parts only being quoted . . Observe how the sus·; 
taining bass is .augmenteP. by the pedal of the organ part. 

Ill. N9 8 "DREAM OF GERONTIUS" 

Bass~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~· 
ff-==::.. 

THE PIANO ;\ 
Some .writers tn recent years have· added 'the piano' to the. orchestral instruments/: 

not as a solo instrument, as iri 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;' ,;j,,. 
and otl.1er compositions . of the modern school. 
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1. What are the only Percussion Instruments capable of producing sounds of definite pitch? 

! ...... ; ....... ; ......... ; . '. . : .... .... .. .. ... .. : . ·: . : ... : .. · .... : ... . ; ..... · .. ;·; ........ . . 

\······· ... ··· ··············· ................ ............... ... . ... . . .. 

r

. . Give the compass of the two Kettle-drums ... . .............. ....... . .. ... ............. . 

tJ 22] 
. What def is used for the Drums? ...... ... .. ... .......... .... ............ .. ......... . 

. Give the Italian name which is used in the orchestra score ... : .............. ..... ..... . 

~ .. ... ... ..... ... ..... ............ .. .... ... .................... .. ........ .... .. .... . 

What is done when a change of tuning is required? .. .... . ... . ........... .. ...... . ... . 

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

··························· ...... ·····.· .... ... ............................... ........ . 
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6. What is the principal £Unction of the Drums? ................................... .. 

. . ' \ ......................................................................................... 

7. How is the roll, or tremolo, written? ............................................... .. 

II 

8. Condense Ulustration No. 4 into a piano score.·; .. . ... . ......................... ' . ... ;. 

~ 
~ ,, , .. I 

t. 

-· - .. ,, -

9. What is the Italian name for the Bass-drum? ........ ." ................................ . 

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

10. Has it any fixed notation? ...... .. .. .... ........... ~ ..............•. ~ ...•..•..••.•.• , • 

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

11. In what cleff are notes for the Triangle written? .... : ................................ . 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ~ ........................... • ............................... . 
12. Analyze the chords in Illustration No. 3 ............................................. . 

.. .. .. . . .. .. .. ........ ... . .... .... .. .. .. .. .. .. .... .... ...... ............. ······ ..... . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . · ... ~ .. ;. ................... : . .................. ~ .. · .... ~ .. 

. . . .. . ... .. . . .. .. .. . . .. .. .. .. .... .. .. . . .. ········ ..................................... . 

.. .. .. .. .. .. .. .. .. . . .. .. .. .. • .• .. ............. ........ .. ............... .. ············· 
. ; 

. . -· r 
• • • • •• •• •• • ••• •••••• ••••• •••••• •••••••••••••• ••••••••••••••••••••••• .................... . . J 
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13. Write an arrangement of Illustration No. 7 for Strings and Triangle .................. . 

" 6 . 
~ 

t. 

,. 
. 
• 

,... 
. 
41 

.... 
··-. 

. .. 

" ·.• 
~ 

~ 

'iii . 
' . 
4 

~ 
, 

" 
C!! 

.. .. 

. 14. Describe the tone quality of the Cymbals, and explain why the time value of its notes 

must be so carefully marked ..................................................... . 

.. .. .. .. .. .. .... .. ... .. .. .... .. ; ............................. ........................ . 

····················· ·· ····· ·· ······· ····· ··· ····· ······································ · 
.. ....... ... .... ..................................................................... .. . 
··········· ················ ··· ······· ······ ···· ·· ······ ·························· ·· ······ 



15. Name all the Percussion Instruments in general use ...............•••....•...••.••••• 

. ..... ~ . -. · ... -......... -.- -·. - ;. ............... -.-.... ··-·· ....•..•. , .............. ··· ··-···-······-··· .. ··•·•·. , ........ ... ,.-............. -·- ... ..... ~ . 

1 ~- • • • ·e e • •·• • -e •·' • · • ·• ·• e -• _. .• • • ·• ' e •·' e • • e .._ • · • e . • . e e e • -• • • • . . • e . ' • -•-• e . '! - • .• • . e ·• . . . .. e .e • - -~- - · · ·· e e It . I . • . • ..• . • . • .• -· • .. • '- 1 · • .. _ .• • • • · • ' 

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

I .• e •• e •• e · e e e e e e e e e e. e e e • I e e e e e e e e e e e e e e e e e e · I e e •• . e e e • It 6 - • . .. --~ ·- ~ . • I -· e - ~ e. e e e e e e e I I e e I e I e e e e e 

......................................................................................... ' 

............... -... -.............. ··· ··-·-···· ... -. ·· ·-···· -··-·· ..... .......................................... . 

16. Name one kind of music with which you are familiar, for whicli the I!arp is used in tl 

orchestra ...•.•.. ....•...........•.•.. , ....•••............•.....•....... ········ · ··· 

17. Explain the use of the Organ in the orchestra; ....•••••.•.•••••••••••.••.•..•••••••• 

••·• ·•1>•-······· ····-· ··· ··· ·· ·····• !1.•.······· -·······'!'·•···-··· ···································· 

·····-·································································.···················· 
18; Name one composition in which the Piano is used as an orchestral instrument ••••••••• 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
' 

0 0 0 0 0 0 0 0 o 0 0 o 0 o 0 0 0 o o o e 0 0 o o o o o o o • o o 0 o o o • o o • • -• • o • • • o • • • • • • • o • o o o o o o o o 0 0 0 0 0 0 0 0 • o 0 o o o e 0 o 0 0 0 0 ,I 

'' 

• • ·• ·• • • ·• ......... • -• •••••••••••••••••••••••. • ••••••••••••••••••••••••••••••• • .. • •••••••••••••• ' 'it: 

,, 
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ORCHESTRATION (conciuded) 

;;, After studying the different sections, or choirs, of the orchestra 
1~ eparately, let us now speak of them in combination, and in a way that 
iJ, ill be of some practical value. 
;;~; The first combination that will come to the mind of the student 
li!\i ill be the small theatre orchestra. We speak now of the ordinary or­
;: ~~ hestra and not the one sometimes augmented in order to produce 
1l:'1 ' 
·'.:( ht operas, etc. 
!0'. You will find that it contains as a rule: 
;;,l 

One or two First Violins, 
'" One Second Violin, 
!ra.~ 

Jr : One Cello or Bass, 
~Ii One Flute, 
1;1.. One Clarinet, 
~!~ 
,1::i One Cornet, 
!~~ 
iW' Drums and Traps. 
:t 
l!~ For practice let us take the simple harmony of our Nationa.IAnthem 
!~ s seen in Illustration NC? 1, and arrange it for the instruments named 
~ . 
~! ove. 
!i~ Ill NO 1 '~l . . 
f~ : 

~ ! ·I 

I . Consider, first, that you are without a Viola,. which, in four-voice 
~·' rmony, takes the tenor part, and that there is a wide space between 
t.'"r Second Violin and Cello or Double Bass; therefore, you must divide ii . 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 Ill~stration N'? 2. 

Flute 

Clarinet 
inA 

Cornet 
in A 

TymP,ani 
inD&G 

I Violin 

II Violin 

Bass 

Ill.N<?2~ ~ 
./ A LL ,., ... _ ... 42- +- ........ 

. 
~ 

A I -- - / ........_ 

- -.., v "*...__ ... - . 
v 

A I v I ~ 

.., 
P;; l""I l""'1 

-
ALL ~' ~ 

------
I ............... 

'"" -~ TT I I I ..... .., 
A LL 

- M - - - . .., .. .. .. -

-----
I .............. 

I I I I r I 

... . ,., . 

.-

- • ... u. 

3 
.j: 

~ 

7:1". 

- • • U• 

I 

A larger and much more efficient orchestra is the following combin-
ation: 2 Flutes, 2 Horns, 2 Bassoons, 

2 Clarinets, 2 .0boes, . 2 Trumpets.or_Cornets, 
Drums and . Strings. 

This.is now considered a small orchestra, but is one.frequentlyused 
by such masters as . Beethoven and _Mendelssoh:n. 

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 Olarinets. 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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O!Jo i 

Clarinet.ti in B 
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Tromboni I -II 

Trombone II 
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in D& A 
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I T enor 
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I Violins 

n Violins 

Violas 

Cellos 

Bassi 

Ill. N<? 3 
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From " The B r i tons" by PROTHEROE 
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When arranging simple music such as that written for the dariOE 
etc., .. make the melody stand out prominently, and in full passages,tha_ 

is, when all the instruments are employed, give your Cornets or Clarr 

inets the most prominent harmony notes, as for example the seventh 

of a dominant seventh chotd. Make the rhythn). clearly defined b~j: 

g1vmg 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 and 

lower instruments too far apart and the middle voices weak or lack··; · 

ing in volume of torte. Proper adjustment of tonal values in this man~ !;: 

ner makes a chord "bien nourri" as the French, call it, or''well nou:-ishec ~;,'. 

whereas lack of attention to such details givesathin, unsatisfactory ef·:/ 
feet which should always be avoided. .,. 

Regarding the full orchestra, the following excerpt from an 

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 incrediblethaf. 

a few prosaic contrivances of wood, catgut, horsehair and 

may be so combined that they will suggest to the hearer, with: ;~;'1 
1. 'dn H-::·!·, 
iqu1 es~H~iii~~ marvel~:rns vividness and beauty, the dim and flowing 

·:I 
of a river's depths, a sunrise over the mountain tops,the murmurom.:n 

·•'1 I 

stillness of a forest, the prismatic sublimity of a rainbow? And these;_ii:'1 

wonders may be accomplished, let it be reme~bered, by means tha1;:·;~:1· 
are wholly instrumental - that do not depend for their graphic forcei · ·: 

··' 
upon the eloquence or beauty of the musical thought> upon harmony:··. 

or rhythm in themselves" ·" 
~r.111 

"In a typical orchestra of to""day, - say1 the Boston Symphony Or-;
111

.,_ 

>c,f,I. 

chestra- the instruments are represented as follows : Of the string~Pif 
. g:1 

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-l -, 
lish horn, three clarinets, and one bass clarinet, three bassoons,anc~ 

one contra-bassoon; among the 'brasses' there are eight horns r . 
four trumpets, three trombones and bass tuba; while the 'battery ' ~ 

Har. L. N<.> 100. 



5 
, 1 udes two kettle drummers and foµr players for other percussive 

~essories; and there is, of course, the indispensible harpist. rrhat 

: 0 say, the modern composer has at his command an instrument 

l hundred tongues, more or less, ranging in capacity of dynamic 

f~ression from a pianissimo sigh of the violins to the thunderous 

: ·· •issimo of the full orchestra . 

'It was not until the French romanticist, Hector Berlioz- a kind 

usical Byron- conceived, in the first half of the last century, 

1 .. , • dea of developing the picturesquely expressive character of in­

'· di~al instruuients, and of the orchestra as a whole, that the typi -

: :"f modern manner of writing for the orchestra became firmly es-

,. ·shed. '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-

• f insects, he demonstrated a lively, if elementary, sense of the . 

: : : rial ca pa.city of the orchestra. But it was the poetic and imagin­

" ; Berlioz who, with his ma.rvelous sympathetic understanding of 

: ' xpressive resources of orchestral instruments, established the 
1:.::'t,aations of modern scoring!' 

PR01'HERUE 

i'."1 ustration N<? 5 '"'ill give you an example of howthe piano part 
.·• in Illustration N<? 4 has been treated orchestrally. 

N'! 100 
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Piccolo~ 

F!auti( 

Obo i 

Clarinetti in B 

Fagott i 

Corni in F l 
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Tympani 

Violin II ~ 

Violin ~ 
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Illustrations 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. 

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

.. symphonies, the Ninth Symphony of Beethoven. 

Ill. N<? 6 
Prestissimo ·L ast . movement from the 9th Symphony BEETHO¥EN 

Har. L. N'? 100. 



8 Ill. 
Prestissimo BEETHOVEN 
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Illustrations 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. NC? 8 

Maestoso ELGAR 

to the Ho - Ii - est in the height 

CHORUS 

to the Ho - Ii - est in the height 

Praise_ to the Ho - Ii - est in the height 

I 
; PIANO f.ff~=f:=:::::::: 

Observe that almost all the resources of the modern orchestra are 

rought together in this score. The composer evidently wants the 

ffect to be massive, dignified and over-whelming, and the result 

s 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

·nd, together with the strings and organ will completely cover the 

. eaker and lighter tone of the harp strings. 



10 Ill. NO 9 
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Exercises to be worked out in the ·accompanying examination paper. 

Ex.N'? 1 

#1 filiD 1£fiRl?· I f=r f I ff? I Al:: II 

~x. N<? 3 PURDAY 

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

raLcoloring. Good taste in music is best cultivated by constant and 

.ttentive listening, by forming the habit of analyzingwhat 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 
rris Course of Lessons a means to that end. 

Har. L. N<? 100 
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ll11me ......... . ........ ......... ......................................... . 
I Account No ..................................... . 

~own ...... . ..... .................... , .................................... State .................... Percentage ... . ........ . 
Write oarne, addreas and numbers plainly. Fill in "Account No." only if it appears on your Le1Bon Ticket. 

Unless other-wise specified, a11 Illustrations and Exercises mentioned in this examination paper 
refer to llluatrationa and Exercises aiven in the accompan:rine leaaon. 

\ .\T hat instruments a re gen erally used in a theatre o rch es tra ? .......... .. .. .. ... .. . . 

······· ····· ·························· ······ ······ ··· ········ ······· ··················· · 
! .. . ............................. .................... ..... .............................. . 

1:::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::::: 
I 

I 

I 

Harmonize Exercise No. 1 and ar range the sam e for a small t heatre orchestra . ... . . 

· ~ 

I 

It 

H ow is the cornet treated in a case of this kind? . ... .. ... .... .. . ... . . .. .... .. .... .... . . 

·············.··········································································· 

..... _,. .... , ....... ..... .. .. ..... .... .... .... ......... .... .... _ .... ...... ................ . . 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .. . ~ .. :- ~ . -. -.... .. ... . 



2 
4. What combination of instruments was often used by Beethoven and Mendelssohn? 

5. What instruments in the wood-winds are best to double in octaves? .... . . ......... . 

6. Write and harmonize an original melody of eight measures in the key of G ... ... .. • 

I\ .. 
~ 

' 
, 

@_} 

, ..... -.. 
I 

~ 

7. Arrange this for strings . . . . . . . . . . . . . . . . . . . . . .. . ...... .. . ....... .. . . . . . ... . ... . ... . 

L-L"L-----------------·------·-·-·----------

1-LJ,...~-----------------------.,_ 
'• 

-~. 

r • 
~. 



8. Arrange Illustration No. 3 for the piano and four voices 
ii 

• 

9. Arrange Exe rcise No. 3 (note t his carefull y) for­
(a) Four Horns in F . 

~ 

I! 

3 

(b) One Flute, two Clarin ets, two Bassoons, one H orn and Strings. Give the 
melody t o the Flute, Clarin et and F irst Violin . ..... . ..... . . . .... . .. .. : .. . . . 

A 

~ 

II 

~ 

: 

" 
~ 

. ii 

tJ ~ 

ii 

tJ 
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10. Arrange Exercise No. 2 (note this carefully) for one Flute, one Clarinet, one Horn 

and Strings. 

... 

::;a;, 
'----"" 

... 

., 
... 

eJ 

... 

t.J_ 

" 
.., 

" 
.., 

Here the Flute and Clarinet have the melody, the Horn carries a sustained tone as 
a mid_dle voice and the harmony is:divided among_ the strings. 
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