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PIANO LESSON 101 

GRADE-ADVANCED B 

Subjects of this Lesson: HARMONY " HisTORY 

HARMONY 

fJv.l odulation 
(This subject is continued from Lesson 90, and is resumed in Lesson 102.) 

A MAJOR SECOND UP 

In continuing our series of modulations by means of 
a concise formula for each, the next group of four will 

be to a tonic which is a major second above; namely, 
C to D, C to D minor, C minor to D, and C minor to 
D minor. 

MODULATION 3. To the Major Second Above 

(a) C to D 

~ 

4!. r r ··r 
J J J 

l I I 
Formula-Old key, C. 

New key, D: 
15 

vf t 

e ~e V7 of the new key, D, by the chromatic 
; Cthe .bass, C to C#; two tones of the tonic 

latter bemg held over to form part of the chord. 
then resolves and proceeds as in its own key, 

lllodulation is made. 

r 
I 

r 
116 

r fir .SL 
-& 

I I 

V7 I 

This is the first modulation we have had without a 
chord common to both keys. But although the second 
chord, in its entirety, is not common to both keys, three 
of its tones are, and this fact assists in the connection of 
the two tonalities. 



(b) C to D minor 

fl 

I e. ~ -~~ -~ 

I I 

Formula- Old key, C: Is I 

New key, d: 

This is a modulation to a closely related key. D minor 
has only one flat more than C in the signature. Its tonic 
chord is a diatonic triad in C (that on II), hence the 
modulation is very smooth and satisfactory. The 

(c) C minor to D 

fl I 

I @.) f 
I . 

Formula-Old key, c. 15 

New key, D: 

~r 
I 

qfl~ 

I 

J 

Beginning with C minor, two of the tones of the tonic 
chord are chromatically altered and B~ is added, making 
the diminished seventh of D minor at the second chord. 

(d) C minor to D minor 

~ I 

I 4! 4-

. . 
Formula-Old key, c: 15 

New key, d: 

~~ ~ 
. 

I 

r 

This formula is the same as that of modulation (b), 
after the first chord. 

It will be good practice to modulate, at the keyboard, 

lit ~ lf'd- ·~ 
-& 

I I 

V7 

method adopted here is the same as in the tale 
modulation to D major, by the introduction of 
the new key. Its progression to D minor, with p 
instead ofF sharp, makes the transition a less aoruat

1
-.J 

P.,j qr. ~ .. ~~· 

.,~ 

..., 

I I 
-, I I 

rt 1 

This chord, diatonic in D minor, is also 
chromatic in D major, and in modulation (c) is 
in that key. 

qf; ~~ q~ 

' I 
.. 

U06 

from every key to the major second abo 
ternately, the four possible combinations of 
minor illustrated in this Lesson. 



HISTORY 

g ermany and c:Austria 
('This subject is resumed in Lesson 102.) 

·ghteenth century gave to the world its greatest 
fheet 

f music. Bach, Handel, Haydn, Mozart and 
ters o d f 11 . 
th n whose careers were treate u y 1n Lessons 

ove , . f d . 
7
8 HISTORY, bwlt a firm structure o en unng 

~y ~pon the substantial foundations laid by the 
·cat pioneers of Greece, Italy, France and the Nether ... 

4be greatest man is the most indebted man." Bach 
greatly indebted to all the composers of the Paris, 
Belgic and Netherlands Schools. They evolved 

principles of counterpoint and he developed and 
ected them. Handel, too, was indebted greatly 
the old contrapuntal masters and to the beneficent 

ce of Italian song. Haydn, so often called the 
ther of the sonata" was indebted to a host of Italian 

rs, like Carelli, Tartini, and the Scarlattis. It was 
so with Mozart and Beethoven. Their work was 

y built upon the labors of their predecessors. · 

e are safe in asserting that practically all the music 
y has produced since Bach's time is built upon 

constructive principles. His compositions for the 
still form the groundwork for the violin student. 

cantata and oratorio of later days rest upon the 
tion of Bach's great compositions in this form. 
Y of his organ and piano works is a necessary part 
education of every student of those instruments. 

to Bach the world is indebted, not only for the 
pering, or tuning of the scale of the pianoforte of 

nt day, but for the virtual establishment of our 
t system of scale fingering. 

l is the second of the commanding figures in 
music of the eighteenth century. While a 

of contrapuntal forms, he softened this severity 
mellowing Italian song; and the result of this 

COmbination of sternness and grace is found in 
ortal oratorios. England, through his long 

~re, benefited by his influence more directly 
y; yet his works stand among the great 

ofarthisproducts as the legitimate result of the 
· predecessors and as models for future 

Haydn's chamber music, sonatas and symphonies 
were built upon the foundations laid by Italian writers 
and C. P. E. Bach, the son of the immortal J. S. Bach. 
As the illustrious son favored a more melodic style than 
the austere school of his father, so did Haydn still 
further relax by introducing the element of geniality 
and humor into much of his work. 

Mozart's nature was of a greater depth than Haydn's. 
The gentle melancholy of the G minor symphony, and 
the majestic earnestness of the E~flat major symphony, 
are characteristics foreign to the instrumental works of 
Haydn. It was in opera, however, that Mozart's 
influence was the most far~reaching. Mythology was 
replaced by real life, and the German language supplanted 
the Italian. His Magic Flute may be said to have definitely 
established German opera. 

In Beethoven's work, the classic sonata~form attained 
its complete maturity in structure and emotional content. 
In the department of the sonata and the symphony he 
brings to completion the cyclical homophonic form, and 
is the first and greatest exponent of individualism, thus 
foreshadowing the romantic school of composition. 

Haydn wrote his first symphony about 1760, and 
sixty~three years later, in 1823, Beethoven gave to the 
world his colossal Ninth Symphony. Those early, joyous 
light~hearted and playful creations of Haydn, had 
developed into the grandest of tragedies within the 
space of sixty~three years. Beethoven himself, in this, 
his greatest, work, found the old form too small for the 
vastness of his emotion, and broke its fetters forever. 

Wagner considered Beethoven's Ninth Symphony as a 
precursor of his own life~work. More than a century has 
passed since that great work appeared, and still, undis.­
puted, it wears its crown of supremacy. 

Weber (see Lesson 81, HISTORY) and Spohr were the 
leaders of the Romantic movement of the early part of 
the nineteenth century. They discarded classic themes 
for operas, and delved into the rich stores of folk~lore) 
Weber banished the spoken dialogue, and wove together 
the aria and the accompanied recitative. 



Louis Spohr (1784-1859) achieved a success with his 
Jessonda almost rivaling that won by Weber's Der 
Freischutz. As a composer of violin music and as a 
violin virtuoso, Spohr's influence was most pronounced. 
Among his pupils was David, who, in turn, was the 
teacher of Wilhelmj. 

Heinrich Marschner (1795.-1861), Kreutzer and Lort­
zing, nineteenth century composers, all made pleasing 
but not startling contributions to the field of ·opera. 
It remained for Richard Wagner, the great innovator, 
to revolutionize the German music.-drama. 

Wagner (see Lesson 90, HISTORY) created an en, 
tirely new form of music drama, developing a novel and 
gorgeous species of orchestration, as well as the syste.­
matic use of the Hguiding motive." He has made a 
lasting impression on all dramatic composition since his 
time. German opera, as it is known today, is practically 
Wagnerian opera. 

Schubert (see Lesson 82, HisTORY) was Germany's 
great lyric singer. The modern art.-song of Germany 
may be said to have dated from the days of Schubert. 
His Unfinjshed Symphony and his C major symphony, 
as well as some of his chamber music, stand worthily 
beside Beethoven's nobler creations. 

Schumann (see Lesson 84, HISTORY), the highly 
poetical romanticist, achieved his greatest significance 
as a composer for the piano. His t~eatment of this 
instrument was thoroughly original, and the offerings of 
his rich imagination furnish us with constant delight. 
His invention of small but highly expressive themes, the 
Hinner voices," the intimacy of his poetical fancy, the 
ingeniousness of his inventive faculties, all combine to 
make his piano works a source of increasing pleasure 
and satisfaction. 

Mendelssohn {see Lesson 83, HISTORY) seems to have 
been a direct contradiction of the old German proverb, 
HNo master falls from heaven," for at the age of seven, 
teen, he gave to the world a master.-work perfect in form 
-the overture to the Midsummer N_ight's Dream. He 
did not, like other composers, go through a period of 
inner growth. From the beginning to the end of his 
life, he was a master-Ha master fallen from heaven.'~ 

Mendelssohn may be said to have imbued the tradi.­
tional classic form of the older classical composers with a 

sentimental quality. In relation to those lllaster 
Mendelssohn rna y be called the founder of a sch~ 
known as the Hnew.-classical., 

Brahms (see Lesson 86, HISTORY) was hailed by 
Robert Schumann as 44the future messiah of InUsic· 

and on the appearance of his first symphony, a cry W~t 
up from his admirers 

44

This is the Tenth Symphony, 
meaning, of course, one fitted to follow Beethoven 
Ninth. 

Brahms is often accused of undue severity and COin­
plication in his manner of writing. He seemed to desire 
to conceal the light of his genius under a profound 
solemnity of utterance, and frequently appeared to go 
out of his way to avoid a purely sensuous chann of 
sound. Yet he is always a master of form; and there 
is a wealth of beauty to be found underneath his severity 
of style- a rich reward awaiting the patient student 
who penetrates the rather austere exterior, and finds 
the warm human feeling within. 

Anton Bruckner (1824-1896), though nearly nine 
years older than Brahms, came into public notice much 
later. He was a schoolmaster and organist, who r~ 
from the poorest surroundings, and was entirely lacking 
in musical training. In spite of these drawbacks, he 
continued to write symphonies of colossal dimensions, 
crowded with difficulties of all kinds. 

Carl Reinecke ( 18 24-191 0) was distinguished as a 
pianist and as conductor of the Gewandhaus Orchestra 
for thirty.-five years (up to 1895). He represented the 
classical school, but with a strong modern tendency. 
The list of his works includes symphonies, overtures, 
operas, four concertos and a Concertstiic~ for piano, 
much chamber music, and other miscellaneous com· 
positions. 

Carl Goldmark {1830-1915) was born in HungarY· 
His first success was won with his rich, oriental Sal(utY 
tala overture. His Rustic Wedding symphony is a serieS 
of pictures, including a wedding march, a bridal song,; 
serenade, a garden scene, with a love duet and a dan 
finale. Phenomenal success rewarded him for his o~ 
The ~ueen of Sheba. A later opera, The Cric~et 011 

Hearth, follows quite closely Dickens' story, and ~ 
score is full of simple charm and natural freshness 
beauty. 
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GRADE ADVANCED B 

'Test on Lesson 101 

HARMONY 

1. Write a modulation from D major toE minor. 

,0 -
Ans. 

~ .i,f ~ 
~jii'J.It 

I 

I I !"'\ ot L'. -~" 
:11 "' 

,..., 

I @.J 0 ~ ' r- -e- 5 1% :::-
0 

T 101-1 

J ,;> r· A , ...... v ...... , /\ .r ~ T7 
/ .._ 1""1._ 

I 
• I 

HISTORY 

2. What century gave to the world its greatest masters of music? 

8 ____ Ans. 'The 18th century. 

3. To what composer is the world indebted for the tempering of the scale of the pianoforte and for the 
present system of scale fingering? 

Ans. Bach. 

4. What country was benefited most directly hy Handel's influence'? 

____ Ans. England. 

5. In what field of musical activities was Mozart's influence the most far-reaching? 

8 Ans. 'The opera. 

6. How many years elapsed between the time of Haydn's first symphony and Beethoven's ninth symphony? 

Ans. Sixty·three years. 

7. What composer has made a lasting impression on all dramatic composition since his time? 

---- Ans. Wagner. 

8. Who was Germany's great lyric singer? 

8 ---- Ans. Schubert. 

C\lr,·nghr 1930 b' A .l. Luwtu.r~. / mptndlc~ud / nt('nJdtltmdl (:op,nght . .' (!l t t•d 

:\ II nshr.s rtsared, for tJ II COUlltriU, mcludtt1g rhe right of tr,uts ldtt<IH 
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>' 

HJST R Y- Continued 

9. What German musician achieved hi greatest significance as a composer for the piano? 

Ans. Schumann. 

. . 
.. ,.1> ':f"l 

10. Who 1s called the founder of the ... • ewdassical" school? _,., :f·; 

'~ ~ .... : .. ~* ... 6}~ ... 
Ans. Mendelssohn. 

"'· 

What did the admirers of Brahms ay ·n the appearance of his first symphony? 

""This is the Tenth Symphony." 

Total. 

Pu.ptl's Address_ 

Pu.ptl's Cla.ss 

'fea.cher's a me 

'~ ...... 

, . ~ ri 
·~.-~ .... ,. .... .. 

.... J...r ...... "' 

.,. ..,.... _J 

;1't'; "' • 

• • • ~ ~ •• l> 

T t on · on 
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PIANO LESSON 102 

GRADE-ADVANCED B 

ubjects of this Lesson: HARMONY , HisTORY 

HARMONY 

e5\1 adulation 
(This subject is continued from Lesson 101, and is resumed in Lesson 105.) 

A MAJOR SECOND DOWN The formula is as follows: 

Old Key: I8 The modulation to a tonic a major second below is 
by the same formula for all four key combina, 

, with but slight alterations for the minor or major 
keys. We present examples of all, consecutively. 

New Key: yg I ng I~ V7 I 

() C to Bp 
~ I I I 

p r r I 
I I I 

~ 

C· t . Is I I 

m: vg I 

MODULATION 4. To the Major Second Below 

(b) C to Bp minor 
I I · I 

fl I 

r r ~r 'U' 

4V .... .. ,.. I" c. 

I I I 
' 

I 

C: Is 
I b~: v: 

(c) C minor to Bp 
~ I 

4~ 

I ' 

.... ..., c; 
~ .. -c; ""' u 

I 

... 
C: IS 
B~: I r 

0 lf((i 
Co9Jrlght 1929 &, A. J. LuwnLm. Imperial4nd Inum.stion4l Cop,.ight Smmd 

All tijhu nund, for 4U covntrica, including the riaht of tramLuion 

I ' 

~ we. .. - II'"' 

u 



(d) C minor to B~ minor 

~ L J I I 

I I•J - - VU' 

I . . 
"I 

C: 18 

bb: 

The second chord in every case is the same, V 7 of 
B~ and B~ minor being identical. The chords that follow 
are all in the minor or all in the major, according to the 
key desired. 

I I 

-6 vc.. - 1''-J 

I U' 

Practice modulating at the keyboard frOJJl 
to the key a major second below. Use, aitE~IIIt~&l 
four possible combinations of major and .... _ .... 
illustrated in this Lesson. 

HISTORY 

germany and Cllustria 
('This subject is continued from Lesson 101.) 

Ferdinand Thierot (1838-1919), a pupil of Rhein· 
berger, published over eighty works, among which an 
orchestral fantasy, Loch Lomond, takes high rank. 

Max Bruch (1 838-1920), born in Cologne, was one of 
the ••old guard." His cantatas, Odysseus, Arminius and 
Frithjof, are well-known and admired works in the 
repertoires of choral societies. 

Friedrich Gemsheim ( 18 3 9-1916) was a prominent 
teacher in the Stern Conservatory, in Berlin, for many 
years, and displayed academic quality in his numerous 
works. 

Josef Rheinberger (1839·1901) had a long career as 
pianist, organist, teacher and composer. His organ com ... 
positions, including twenty sonatas, form an important 
part of the instruction of every student of the organ, 
and it is upon these that his fame as a composer chiefly 
rests. He has also· written chamber music, a number of 
cantatas and masses, pianot music, and many songs, 
besides works for the orchestra. He was a great teacher 
and pupils flocked to him from all parts of the wor~d. 

Ignaz Briill (1846-1907) was born in Moravia (now 
C~echoslovakia.) He was a decided favorite of Brahms, 
who was wont to choose the clever young pianist to 
interpret his new works. While he was a prolific com ... 

poser, his fame rests chiefly on his serm ... 1~aml2nll 
comic opera Das goldene Kreuz (""The Gol~ 

August Bungert ( 1846-191 5) projected a 
based on subjects taken from Homer's Iliad 
treated in much the same way as Wagner 
with the l..Jorse legends. Only part of thi8 
completed. Bungert worked with success in 
orchestral field also, and his settings of the 
Carmen Sylva, the Roumanian queen, have 
admired. 

August Klughardt ( 184 7,1902), a 
composer of operas, church and ir" tstrUIIM• 
was a follower of Lis~t. His best known 
a symphonic poem. 

Cyril Kistler ( 1848-1907) was for a time 
be the legitimate successor of Wagner. His 
Kunihild, was thoroughly Wagnerian, 
introduced chorus effects very freely. A 
Eulenspiegel, made its appearance ten 
Strauss' symphonic poem on the same !:tnl:riC'~~>. 

Xaver Scharwenka (1850·1925) ~~ bo~ 
East Prussia, and won fame as a ptantst auu 
Assisted by his brother Philipp Scharwenka ( 
he founded a conservatory in Berlirt, and la 



Jll
. New York City, where he lived for 

the same 
years. 

l(oessler ( 18 53) has won renown as a teacher in 
t{anS esden and Budapest. He has produced a 

Dr a violin concerto, and many lesser com­
p~ony, His most ambitious work is an attempt to 
nons. · h diffi · f · a symphomc poem, t e erent tratts o 

' ~owing him as a friend, a lover of children, 
' ~st and all in all, a fine example, worthy of 

buroon ' ' 
tion. 

Engelbert Humperdinck . ( 18 54-~ 921), one o~ t~e 
er Wagnerians, won mternat10nal success tn hts 

htful fairy opera, Hansel and Gretel. Piquant 
romantic coloring, technical and orchestral mas­

·~, combine to make this a really notable work. A 
opera, 'The King's Children, has had many per-

oritz Moszkowski ( 18 54-192 5), born in Breslau, 
· spent many years of his life in Berlin. While a 
poser of works in larger mold, his brilliant piano 

have popularized him everywhere. Particularly 
y of mention is his collection of piano duets, 
Foreign Parts, in which he portrays the national 

IIDICtel:lStt.I:S of Spain, Italy, Hungary, Germany and 

Wilt.-hn Kienzl (1857), in upper Austria, won his 
triumph with his opera 'The Evangelist. Its 

may be measured by the fact that it has been 
- ___ ._ted into seven languages and performed in 

y, Austria, Russia, Poland, Switzerland, England, 
Prance and Belgium. Kienzl is successful, not only 

-----hut in chamber music, piano pieces, songs and 
-.estral works. 

W o~f ( 1860-190 3) was a pathetic figure in his 
111111

" .,.. agamst poverty. His life was one long fight 
ld his 'd . . 
. 1 eals m the face of extreme physical 
~· Upon his songs (over two hundred sixty) 

titl~ to immortality. In them 44he combines 
'lllllllllll~~tar ... tanetty of Schubert, the symphonic richness of 

and the breadth of Brahms.'' 

his Mahler (1860-1911) was born in Bohemia. He 
• '"'lr.~...._ e:!ort.s towards broadening the form of the 

y. l his own symphonies, which are built on 
sea e, he follows the plan of Beethoven's 

Ninth, employing voices to augment and enrich the 
score. While Mahler's themes are comparatively simple, 
his orchestration is tremendously involved and intricate. 
As an orchestral director, he ranks as one of the most 
eminent. 

Hugo Kaun (1863), born in Berlin, made Milwaukee 
(Wisconsin) his home for a period of years. He returned 
to his native land in 1902, to devote himself wholly to 
composition. Many of his important works have been 
produced by the Chicago Symphony Orchestra. He 
has written some large choral and orchestral pieces, the 
latter including a great Festival March and Hymn to 
Liberty, dedicated to the American nation; also. many 
songs and piano works. 

Felix Weingartner ( 186 3) has distinguished himself 
equally as a composer and director. He is an ardent 
disciple of Liszt, who was instrumental in bringing out, 
in Weimar, Weingartner's first opera, Sa~untala. Sym­
phonies, symphonic poems, chamber music, and songs 
are numbered among his works. Particularly delightful 
is the symphonic poem, Elysian Fields, inspired by 
Arnold Bocklin 's charming picture bearing that title. 

Eugene d'Albert (1864), born in Glasgow, of German 
parentage, is known the world over as a virtuoso pianist. 
Liszt pronounced him 44the young Tausig. •-t His com­
positions, particularly his operas, show little tendency 
towards musical excesses, but are full of discretion, sane 
effects, and a romantic tenderness of feeling. 

Richard Strauss ( 1864) proved to be the new star, in 
the musical firmament, after Wagner. For about a 
dozen years, following the death of the great musical 
dramatist, no one arose who seemed worthy to bear his 
mantle. In Strauss, however (born in Munich, June 11), 
we have a composer whose orchestral language has gone 
far beyond Wagner's in intricacy, and whose technic in 
instrumentation is colossal. 

It is in the realm of program music that he stands out 
as a master magician. He himself confesses that he must 
have a definite program, character, or scheme of events, 
as inspiration for his musical expression. He not only 
makes music tell a definite story and paint a definite 
picture, but carries it into the realm of psychology. He 
has sought to translate into tones Nietsche 's philosophy 
of the superman, in his 'Thus Spa~e Zarathustra- a 
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great tone .. poem. In his Life of a Hero he indulges in 
autobiography. He depicts the hero fighting his enemies, 
and the autobiographical note is sounded by his intra .. 
duction into the work of a number of themes from his 
earlier works, namely, Don juan, 'Till Eulenspiegel and 
Death and 'f ransfiguration. 

Other great orchestral works from his daring pen, are 
Macbeth, Don ~uixote, In Italy, and the Domestic 
Symphony, in the last .. named of which he depicts ~·a 

day of family life." His operas, the much .. discussed 
Salome and Ele~tra, have aroused much admiration, as 
well as some adverse criticism for their sensational 
tragedy and realism. 

Strauss' songs are highly significant in character and 
of striking beauty. His setting of Tennyson's ""Enoch 
Arden,, for piano and speaking voice, caused a sensation 
when first produced, and created a vogue for this class 
of composition. 

In his symphonic poems, he plainly endeavors to 
controvert the long .. established principle that music 
should not definitely portray, but should only symbolize 
in general, moods, such as joy, grief, hope, triumph, or 
sadness. In fact, most of the instrumental music of the 
latter portion of the nineteenth century is a protest 
against this traditional idea, and that of Strauss is a 
powerful argument. 

Robert Kahn (1865) was a _pupil of Kiel and Rhein .. 
berger, and in his many works he reflects the influence of 
these great teachers. 

Georg Schumann (1866), born in Saxony, first won 
success outside of his own country, by his delightful 
overture, 'The Springtime of Love. His great oratorio, 
Ruth, a very modern and splendid work, has received a 
number of productions in America. His conservatism 
places him midway between the old and the new extreme 
German schools of composition. 

Max von Schiiiings ( 1868) is an ardent Wagnerian 
disciple. In 1892, he directed the stage management at 
Bayreuth. Ingwelde is a viking opera which has won 
Schillings his chief renown. Some of his cantatas are 
well .. known favorites in the repertoire of choral societies. 

Siegfried Wagner (1869) has made a great effort to 
carry on the traditions of his illustrious father, Richard 
Wagner. As a conductor, he has gained success; but, 

although a prolific writer of operas, he has 
his reputation thereby. Clever . 
technic, and a clear style of expressio~ 
the inevitable comparison with his fathre, 

h. . 11 er ac 1evements, 1s natura y to his disadvan 

Siegmund von Hausegger (1872), born· 
another composer upholding the Wagnerian 
In his youth, he performed the astonishing 
companying a local performance of Wagner 
piano, reading from the orchestral score. Hia 
as a composer was first revealed in a -. .... 
based on the subject of the legendary hero 
Hausegger is noted as a conductor, and u'uec:lllll 
works from memory when such a feat was 
now is. 

Arnold Schoenberg ( 18 7 4) is associated 
a new type of music. A s with several other 
work may be divided into three periOds. 
belong the String Quartet, Op. 7, and a 
'Transfigured P{ight. To his second period 

...... ~-­........ ~ 

Gurre .. Lieder, scored for five solo voices, a 
choruses respectively g .. and 11 .. part, and an 
114 instruments. To this same period, belong 
String Quartet, six songs with arches 
Chamber Symphony in E minor. To his 
belong Five Orchestral Pieces and his Six 
Pieces, Op. 19. 

In a work on harmony, Schoenberg bas 
highly original views on consonances and diSidllll 

Other German com posers of excellence, 
nineteeth century, produced substantial 
numerous that mention can be made of only .. -
names: Raff, Volkman, Goetz, Draesecke, ... ...,.. 
Hiiier, Bargiel, Jensen, Burgmiiller, La 
Franz, Hauptmann, Kiel, Grimm, Rietz, 
Kreutzer, von Suppe, Nicolai, Flotow, 
Strauss family of ""waltz kings,,, Proch, lad-11!11 

nelius, Ritter, Bruch, Heiler, Gurlitt and IUII!IIIil•~ 

Among Germany's conductors of .. 
special mention must be made of von s.:o~.oo~•. ··--
Muck, Richter, Mottl, Strauss, Wein~ 
Nikisch, Levi, Seidl, Furtwangler, and. 
whom have already been mentioned in this 
Lessons. 
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Test on Lesson 102 

HARMONY 

Write a modulation from B minor to A[, major. Mark the chords and give the formula . 
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HISTORY 
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arne the composer whose twenty organ sonatas form an important part of the instrw;tion of every 
student of that instrument. 

"' Ans. Josef Rheinberger. . 

. What two brothers founded a conservatory in Berlin, and later, a branch of the same in New York City? 

Ans. Xaver and Philipp Scharwen~a . 

arne two operas written by Engelbert Humperdinck. 

· Ans. "Hansel and Gretel" and ~~'The King's Children., 

· What i said of Hugo Wolf's songs? 

Ans. That in them "he combines the spontaneity of Schubert, the symphonic richness of Schumann, and the 
breadth of Brahms., 

6. What i Mahler's rank as an orchestral director? 

Ans. One of the most eminent. 

· Who was the new star, after Wagner? 

AJU. Richard Strauss. 

Copynght 1930 b, A .]. LuwtlLYl' . lm{'<nal and lnurnauonal Copynght S.cur<J 
All nghts rocnocd, for c>ll countnu, tncludtng the rtght of tran<l.ltton 
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HISTORY- Continued 

8. In what realm does he stand out preeminently as a master? 

9 ____ Ans. In the realm of program music. 

9. In what field of musical activities has Siegfried Wagner gained success? 

8 ____ Ans. As a. conductor. 

10. What German composer has formulated highly original views on consonances and dis 
"'-''l~h 

work on harmony? 

8 Ans. Schoenberg. 

100 _ _ _ _ Total. 

Pupil's N..a.rne __ _________________________ _______ ______ --- - ____ -----

Pupil's Address_ _______________________________ ____ _____ ________ _ 

Pupil's Class N..o. ______________ _ 

'Teacher's N..a.m e _ 

Test on Lesson 102- Page 2 
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PIANO LESSON 103 

GRADE-ADVANCED B 

H ARMONY , HISTORY 

HARMONY 

Chromatic Harmony 
{'This subject is resumed in Lesson 104.) 

oow discuss the subject of chromatic tones 
were treated to some extent in Lesson 93, 

Wlder the head of Altered Chords. 

tone is, in the majority of cases, a passing 
a tone occurring between a tone below and 

vice versa. Chromatic tones change the 
in which they occur to chromatic or 
frequently forming chords which are 

other keys, but sometimes making tonal com, 
· are not diatonic to any key. When the 

is proper to another ~ey, and is followed 
ruolution in that ~ey, a modulation occurs, 

no matter how brief its duration. The chord is only 
strictly chromatic when it does not leave the original 
key. 

The analysis of an example will make this clearer. 
(See Illustration 1.) 

In the first measure, the Eq in the bass, appearing as a 
chromatic passing tone, forms VII

0
7o ofF minor, andre.­

solves on the tonic chord of F minor. Hence, we have 
a transitory modulation into that key. 

In measure 2, the Aq's form dominant chords in B~ 
minor, and in both cases these are followed by their tonic 
chords. In measure 3, is a modulation to E~ , returning at 
once to A~ . 

Illustration 1 

Harmonic Passage Containing Chromatic Tones 

Vs V7 
f: ~o I 1»: V~ I •V: I &:V 16 

~,,, 0 ~========'< 
Copyright 1929 lry A.]. Luw!LLTN. lm~i41 and lnternatio1'1al Copyri~ht &cured 

All r ill}tu re=wd, for all countri<:s, including the right of translauon 

I 
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At (a), is the first genuine chromatic or altered chord, 
the dominant seventh of A", with an augmented fifth. 
On the fourth beat of the following measure, (b), is 
another altered chord, the subdominant with lowered 
(minor) third. 

At (c), the chromatic tones form vn°7° in B" minor, 
resolving on its own tonic, which, being also 11 in the 
principal key, is left as such, and easily leads up to the 
cadence. 

We see, therefore that although Illustration 1 has a 
very chromatic appearance, there are in it few really 
chromatic chords. 

The analysis of another example will show nearly all 
of the foreign chords to be chromatic. (See Illustration 2.) 

In the fifth measure, we have a transient modulation 

to A, with V 7, on the fourth beat, 
tonic chord in measure 6. 

The supertonic seventh with 
again at (c), and the following chord 
augmented sixth, one of the chorda 
chromatic. It has the Fx notation 
explained in Lesson 97, HARMONY, and 
called the chord of the OO\lbl~f"3.\.lgtnentf1! 

The second chord, (a), is apparently 
following chord is not its resolution 
of the original key. Therefore, the 
of E with altered (raised) third, and ia a 
inE. . 

At (b), we find a chord appearing to 
minor. As it, also, does not leave the 
lution, it is another alteration of n7, 

and the third raised. 

IDustration2 

Harmonic Passage Containing Otromatic Olords 

E: 

HISTORY 

Italy 

In Italy, OPera has always been the chosen form of 
musical · expression. One of the mos't famous opera, 
houses in the world is La Scala, in Milan, established in 
1776. Opera is there a part of the people~s life; it is 
considered a necessity rather than a luxury. 

Three centuries of opera, have, therefore, witnessed an 
enormous output of works, ranging from the simple 
beginnings of Peri and his contemporaries, in 1600, to 

the crowning achievements of the 
Lessons 70 and 88 HisTORY). 

After the time of Verdi, numeroul 
talent put forth ifiteresting works, 
WlSe. 

Ciro Pinsuti (1829,18S8) was born 
settled in England and became a 



. live in the hearts of music lovers through 
9lill .ch be wrote nearly two hundred and 
~whi "'I L M Lo ,, ua g them are ove y ve, 

~w" ~:d "'Fly Forth, 0 Gentle Dove.,, 
foe ral operas one of which, 'The Mer, 

te seve ' 
. was published. cmce. 

poachielli (1834-1886) received his educa, 
- -· Milan Conservatory. I~ his ~ay, he was 

tbe Italians next to V erd1. H1s opera, La 
"th libretto by Boito, is by far his greatest 

work. 

v1918), Verdts librettist, who had studied 
lllltii-IJ• ~uced an opera, Mefistofele, which raised 

because he dared to write a work which 
~g besides coloratura airs. A second 

undertaken long after, showing a marked 
d realism. This latter opera had recent 

..... ICC in Italy. 

811-Spmbati (1843-1914) is the most prominent 
....... aympbonists. He did much to increase the 

the classics in Italy. His piano recitals 
• l .. works of Beethoven, Schumann and Chopin; 

sympathetic guidance of Fran4 Lis4t, he 
place among Italian composers. 

symphonies, chamber music, and a piano 
him as one of the earliest, and perhaps 

of the few Italian composers who suc.­
"vated purely orchestral composition. 

-- Paolo Tosti ( 1846-1916) was born in Or .. 
t much of his life in London, where he 
time Court singing-master to the English 

He was knighted in 1908. His songs are 
artistic, notable among them being the 

r•-oc30dlb\.re." the HVenetian Song,,, 44Mattinata, ,, 
which preserve their popularity to this day. 

~ .(1852) received his musical education 
. hrrthplace, and in Germany, where he 

Kullak. He taught piano in Kullak,s 
ten Years, 1870 to 1880. 

lin in Heidelberg a number of years, he 
· In 1905 he founded his own school in 

Pirani is distinctively German in his style. He has 
written many songs, much piano music, some orchestral 
suites, and several short operas. 

Guiseppe Martucci ( 18 5' 6-1909) fought for the same 
standards in Naples as did Sgambati in Rome, dis .. 
tinguishing himself as a pianist and conductor. He, too, 
has won success in the realm of symphony and concerto. 
As a composer he followed the ideals of Wagner and 
Lis4t. 

Ruggiero Leoncavallo (185'8-1919), born ;n Naples, is 
another Italian composer of the nineteenth century who 
wrote one immensely successful opera, and others which 
only attained moderate success. He toured as a pianist 
through Greece and Egypt and lived in Paris some years. 

Stimulated by the vogue of M ascagnts CavaHeria 
Rusticana (see next page), he wrote a two-act opera, 
Pagliacci, and the work received universal acclaim. It is 
frequently billed with Mascagni,s popular work, the 
two together about equaling, in length, the average 
opera. His later operas, Zaza, I medici, La 'f osca, etc., 
have not achieved as much success as this short, dramatic; 
two-act work . 

Giacomo Puccini (185'8-1924) was born in Lucea. 
When Verdi was about to retire from musical activity, he 
named as his probable successor this man, then scarcely 
known outside his own country. 

His first opera, Le Villi, produced in 1884, was really 
the pioneer of the one.- or two-act works so much favored 
by later writers of the Realistic School, such as Mascagni. 
Some of his other operas- for example, Edgar, Manon 
Lescaut-won but moderate success. 

Three of his most prominent works are La Boheme, 
'T osca and Madame Butterfly. In Madame Butterfly, 
Puccini utilized a Japanese story. The opera contains 
much beautiful music and has achieved international 
fame. His selection of the libretto of 'The Girl of the 
Golden West, brings out some of the inconsistencies and 
grotesqueries of setting vivid melodrama to music, and 
this work was less successful. Among his later operas are 
three short works known as a trilogy. They are 'The 
Cloa~, Sister Angelica and Gianni Schicchi. 

Marco Enrico Bossi (1861.-1927) began his career as an 
organist, occupying some important positions in Como 
and Naples, afterwards becoming Director of the famous 
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Music School of Venice. He was Italy's foremost organ 
virtuoso, and wrote some excellent works for that 
instrument. He also wrote operas, symphonic poems, 
and oratorios. In his oratorio, Paradise Lost, the older 
Italian polyphony is blended with the rich instrumenta .. 
tion of modern Germany. 

Pietro Mascagni ( 186 3) was born in Leghorn, and be, 
came a student of the Milar: Conservatory. In 1890, 
there appeared an opera which lifted its composer from 
obscurity to world,wide fame. A publishing house had 
offered a prize for the best one,act opera, and young 
Mascagni won the prize with his Cavalleria Rusticana. 
C"Rustic Chivalry") which he is said to have written in 
a week. 

Though only twenty.-seven years of age when he 
wrote this opera, he rna y be said to have founded the 
verismo, or realistic, school, which deals in a direct, 
realistic manner with flesh and blood characters. This 
new style was received with delight, and few works 
have met with such instant recognition and lavish f~vor 
as Mascagni's Cavalleria Rusticana.. Other operas from 
his pen, such as L'amico Fritz, Iris, Le maschere, Isabeau, 
etc., have not proved equal successes. 

The verismo school has had a prolific output within 
the past few decades. Among the more successful com, 
posers are Giordano, with his Andrea C henier . and 
Siberia; Spinelli with his A basso porto; Cilea with his 
Adrienne Lecouvreur; and a host of others. One of the 
most conspicuous successes of recent years is Monte­
mezzi's The Love of the Three Kings, a tragic story with 
a wonderful musical setting. 

Crescenzo Buongiomo ( 1864,190 3) pursued his studies 
in Naples and Dresden. His lyric opera, The Heart of 
the Maiden, is full of fine sentiment and romantic beauty.· 
Buongiorno has also attempted short opera (in M ichael.­
angelo and Rolla) with success. He belongs to the 
romantic school, and his delicacy is a contrast to the 
crude coloring of the realists. 

Ferruccio Busoni ( 1866,1924) gained international 
fame as a concert pianist. In 1890, he won the Rubin.­
stein prizes for both composition and piano,playing. His 

·transcription of Bach's organ works and his edition of the 
Well,Tempered Clavichord are of tremendous value. 

Don Lorenzo Perosi (1872) is the most prominent 
Italian church composer of the day. He belonged to a 

very musical family, and began the 
six years of age. After studies pursued . 
and at the Cathedral Singing School, a 
became chapel-master of St. Mark's at 
and was ordained as priest. His first 
was an attempt to picture, in twelve' 
of Christ. His first trilogy, devoted to 
The Sermon on the Mount, and The 
deemer, aroused great enthusiasm. 
came The Transfiguration of Christ, 
Lazarus, and The Resurrection of 
named oratorio caused the Pope to make 
master of the Papal Choir. In 1899, was 
first time, The Birth of the RedeemeT. 
blending of the characteristics of 
Wagner. 

Ermanno Wolf-Ferrari (1876) is the 
father and an Italian mother. Hia 
The Secret of Susanne, is of slender 
akin to Mozart's works in grace and 
Curiot;ts Woman is a delightful piece of 
The] ewels of the Madonna. bids fair to 
any Italian work. His oratorio, Cfhc 
already been spoken of in Lesson 
Ferrari's education has been gained 
where he acquired a solid, substantial 

* * * 
Italy has now plainly awakened to 

must bestir herself or be left behind 
musical progress. 

Verdi showed discernment of this fact 
the trivial melodies, so dear to the hearts 
loving Italians, and adopting a worthier 
denied being influenced by Wagner, 
undoubtedly that he had not turned an 
to the new voice in the realm of CODlpQIBII! 

The realistic school of opera 
music a vividness and power not exc;ee(lle0:1 
nation. Later composers have stri~en 
crudities of this school, and Italy is 
place among the nations to which her 
and modern activities entitle her. 
have recently created a stir-Casella, 
Malipiero. Their work will be 
place. (See Lesson 159, APPRECIATION 
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'Test on Lesson 103 

HARMONY 

h 
ay is a chromatic tone, in the majority of ca e -,a pa sing tone? 

1. In w at 

I 
·s ttsually a tone occurring between the diatonic tones below and above, or vice versa. 

Ans. t l . 

2
. \\ hen does a chromatic chord lead to a modulation? 

A lS. 
When the resulting chord is proper to another ~ey and is followed by its normal resolution in that ~ey . 

When i a chromatic chord trictly chromatic? 

A 
When it does not leave the original ~ey. ns . 

. Harmoniz;e the following melody. The chords are indicated but inver ions may be u ed , as convenient . 

HISTORY 

D:l l 

r"'f!J v7 (' :\'I I p 

\Vhat has always been the cho en form of mu -ical ex pre · ·ion in Italy? 

Ans. 'The opera. 

· \\hen was the famous opera~hou e e tablished in Milan? 

Ans. In 1776. 

tve the name of Ponchielli' greatest and mo t Ia ting work . 

Ans. The opera, "'La Gioconda." 

· For what i gambati noted? 

An · His symphonies and chamber mus ic. 

9
· \\'hat opera by Leoncavallo has received univer al acclaim? 

Ans. 'Pagliacci." 
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HIS TOR ¥ - Continued 

10. Name the three most prominent works of Giacomo Puccini. 

9 ____ Ans. "La Boheme," "'Tasca" and " M adame Butterfly." 

11. How old was Pietro Mascagni when he wrote his famous "Cavalleria Rusticana?'" 

6 ____ Ans. 'Twenty-seven years of age. 

12. Who prepared an edition of Bach's Well-T empered Clavichord that is of great value? 

6 ____ A ns. Ferruccio Busoni . 

13 . What work by Perosi caused the Pope to make him honorary master of the Papal Choir? 

5 __ __ A ns . " 'The R esurrection of Christ ." 

14. What did the realistic school of opera bring into Italian music? 

6 ____ Ans. A vividness and power not exceeded by any other nation. 

100 ---- Total. 

Pupil's a.me ___ _ 

Pupil's Address_ _ 

Pupil' s C lass o. 

'Teacher's am e 

Test on Lesson 103- Page 2 
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Chromatic Harmony 
('This subject is continued from Lesson 103.) 

LESSON 104 

Lesson, the use of chromatic tones in a minor 
key is illustrated. The bass given in Illustration 1 shows 
some interesting possibilities in chromatic harmony. 

., I 2 9 

r r-a I II lj 
·f 7 "'6... 

6 8 5 • 4 · 
8 

Dlustration 1 

A Given Bass in a Minor Key to be Harmonized 

#4 
7 8 

4 5 

IJWJ rlrrr 
8 6 4 4 7 6 
4 - 8 2 q6 # 4 
6 8 6 

5 

• 
the upper voices is only occasionally used. 

8 

I II 
0 

groups of three figures each, in measure 6, 
ct arrangement of the upper voices, as to 

-·•cu.:!. This plan of indicating the P?sitions of 
Illustration 2 shows the completed harmonization of 

the given bass. 

Dlustration 2 

Harmonization of the Given Bass in Minor, Using Chromatic Tones 

I IV6 

b: V},., Ie \~'} 16 

~========='ff((i ...... ---....__,,- ( 
Copyright 1929 by A.]. LLEWELLYN. Imperial and Inurnational Copyright &cure4 

All righu reurtJtd,Jor all coul!tries, includmg t~ right of translatiOn 
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In measure 1 we have the German augmented sixth 
at (a). At (b), measure 3, is I7 with minor seventh and 
major third, not V 7 in B, as it does not go into the key of 
B, but resolves on IV7 of the original key. At (c), the 
same note ... combination is actually V 7 in B minor; observe 
its resolution. 

We find at (d) the augmented six ... five chord, and, at 
(e), the same tones with enharmonic change ofS...sharp to 
c ... natural, making it V 7 in G, followed by its normal 
resolution, the G tonic chord. The latter, being also the 
Neapolitan sixth in F# minor, proceeds, through IV7 

with raised root and third, to the 
key. 

TIERCE DE PICARDIE 

~t CJ?, is. given, for. illustration, the 
tome tnad tn concludmg a piece in · 
Tierce de Picardie, and was a favorite 
writers, who seemed to feel a minor 
an ending. It cannot be classed as a 
it makes no progression. It is simply a 
the cadence. 

HISTORY 

Oriental Blfusic 

PERSIA 

It is generally believed that the Persians derived their 
science of music from India, and that it resembled that of 
the Assyrians and Babylonians, of whom we made some 
mention in Lesson 51, HrsTORY. There is evidence to 
prove that, later, they communicated their science to the 
Arabs and Turks, for many of the airs heard in Con .. 
stantinople are Persian. 

In the olden days, the Persian revelled in the graceful, 
melodious lays of the Persian poets, Hafi4, Sadi or Kaan, 
accompanied by the soft strains of instruments. At the 
present time, their octave is divided into seventeen 
parts. Naturally, with this employment of smaller 
intervals than exist in the European scale, the progres ... 
sions cannot be recorded by our musical system of nota .. 
tion. 

In the music of Persia, the staff has nine lines and eight 
spaces, but only the spaces are taken into consideration. 
The Persians have no notes, so called. Their music is 
composed of harmonious phrases, or modes, of which 
twelve are in use. Each mode has a peculiar character 
and effect. Some are supposed to inspire the hearer with 
courage, some to produce joy, others to suggest sorrow 
or anguish. One is to be sung at dawn; another at sun .. 
rise; another in the forenoon; and so on, throughout the 
day. 

The Persians have been remarkable for their skill in 

working out the problem of acoustics 
as to obtain a perfect system of intODidl 
less, they have as yet produced no1~t.r ~ 
hearers might pronounce real music. 

CHINA 

So ancient is the Chinese art of 
tradition may tell of its origin. No 
practiced the art of music for so many 
so little progress, as the Chinese. 

The Chinese apparently do not 
noise and music. With them, a ruling 
prevail that there shall be no motioo 
To the occidental, Chinese music is a 
maddening sounds. No first,class wec1dJI 
China is complete without a ''band," 
European ear to be made up entirely of 
gongs and tambourines. 

Chinese musical science is largely 
instruments. The instrument celleDtl~ 
literature is the chin. The literal traDJIPIIIIII! 
is ··prohibitor;, it is supposed to curb 
and cleanse the human heart. The ins'trU!• 

seven silken strings stretched over 
board. 

Far more common than this ari:stoctl'l~ 
a two or three stringed fiddle called 



~~==============~o·~==============~ 

· us stringed instruments, some having are;::; strings, but the ~se of silk or metal, 
as lessens their effectiveness. There are 

of gut, d organ in rudimentary form. pano an 
mmon wind instrument resembles a very 

ID()St .
00 bamboo tube with ten holes and without 

..,..,_.,.., ittsa 

1 te Chinese orchestra appears a deafening 
c:cmP e h . . 

hich dominates even t e. nmsy percussiOn 
ts. There is also a horn which can be length, 

~...,...abortened like a trombone,. and a flageole~. No 
ever, either vocal or mstrumental, 1s em, 

the solemn rites in the temples, for music, in 

110t the handmaid of religion. The motion, 
af tbe laborers are monotonously chanted as they 

past, the Chinese have known nothing of part, 
however, where boys and girls come under the 
fiEuropeans or Americans, they all try to sing. 

of discords heard in the mission churches is ---1 indescribable; but in some of the boarding, 
young people have learned to sing well the 

•t poputill' choruses of Europe. 

--••...,t music house in London is taxed to supply 
-~IIIIIIDd for small portable organs for Chinese schools, 
•-m factories are being started in other cities. In 

_.anment schools, there is a general demand for 
~ -rwli~ and songs, patriotic songs being especially 

••IDell. t patronage in the new China may help 
•••calltribute something worthy to the music of the 

hundred years before the time of Christ m . . ' 
USICJ.ans came to Japan from China, through 
Y wealthy Japanese were patrons of the art, 

:ew music and I?any musicians continued to 
!lllllll:lr'Pti country dunng succeeding years. About 

Years ago, the court established a school 
music car . d b . ...... has' ne on y Koreans, and constder, 

been the result. 

- .. ~ ...... is the chief modern stringed instrument. 
resembles a large zither or horizontal harp, 

with thirteen strings. These strings may have different 
tunings, and a usual one resembles our scale of A, 
omitting supertonic and dominant. T he tone of the 
~oto is soft; several years of application are required 
before skill in playing it can be attained. 

Other stringed instruments played by plucking the 
strings are the ger~in and biwa, of four strings each, 
and the samisen with three. 

A stringed instrument played with a bow is the 
~ok_yn. It has four strings, but two are tuned in unison. 

There are several wind instruments, one, the sho, re, 
sembling the Chinese sheng (see Lesson 51, HISTORY); 
and many drums and gongs. 

Under the influence of the missionaries, training.­
schools have multiplied very rapidly in Japan. The 
Imperial Government, at Tokio, selects promising stu.­
dents and sends them to foreign music centers, providing 
the entire expense. 

There is an excellent conservatory in Tokio, founded 
by the German government some years ago. The Jap .. 
anese are rapidly acquiring European ideas of art, adopt, 
ing western music and western instruments. 

KOREA 
To the western ear, Korean music is similar to that of 

China and Japan; but the Japanese, though indebted to 
Korea for their musical ideas, feel that they themselves 
have made a great improvement upon them. 

Homer B. Hulbert, who has made a study of Korean 
music, says the vocal music is divided into three classes 
according to style: the classical, the popular, and a style 
intermediate between these. 

He says that the classical music is extremely slow, and 
that a drum is struck from time to time to indicate to a 
singer a change of tone. 

The picturesque scenery of Korea inspires the native 
to many songs. The Korean sings while walking along a 
lonely road, while sailing in a boat, or riding horseback. 
Music is present at all feasts, weddings and funerals. 
Coolies chant monotonously while unloading vessels . 

The ordinary band used for festive gatherings con, 
sists of a flute, two fifes, a stringed instrument and two 
drums. The Hmilitary music,, heard at a distance has an 
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effect resembling Scotch bag~pipes. The Royal Korean 
Band, of twelve musicians, was heard in America, in 
1893. Their music seemed very weird and incompre~ 
hensible to the western ear. 

INDIA 

The music of the Hiridus is an inheritance from many 
centuries preceding the Christian era. Their musical 
notation is very elaborately constructed,. and believed by 
the natives, to be of divine inspiration. Their scale 
recognizes the seven intervals of the octave, but divides 
them into quarter~steps or into even smaller divisions. 
Consequently, their singing has the effect of being 
generally either sharp or flat, and their music cannot be 
played on our instruments. 

Writers on the subject give varying reports on the 
number of divisions of the Hindu octave. Some authori~ 
ties claim there are sixteen; some, as many as twenty~ 
two. A prominent writer, Rev. Edwa~d Webb, of 
Lincoln University, in a paper on "Hindu Modes and 
Times,,, read before the American Oriental Society in 
New York in 1894, gave sixteen as the correct" number. 

There is no four~part singing in India, and unison 
singing is accompanied by the violin, which plays the 
air in unison with the voices. The ravanastron, of 
Ceylon, one of the earliest ancestors· of the violin, is said 
to have been invented by a king, in the year 5000 B.c. 
The vina is a purely Hindu instrument. . It consists of a 
strip of bamboo, with a large gourd near the end, and 
six strings of silk and wire stretched from end to end. 
It has an elaborate system of frets, and the strings are set 
in vibration by a plectrum. 

A recent writer upon the subject of Hindu music, . 
classifies it u11:der three heads; :;tuspicious music, funeral 
music, and concert music. 

The so~called "auspicious music,, corresponds to out 
band music, and is used on all festive occasions. 

The funeral music is unmistakable. As soon as a 
death occurs, tom~toms are beaten continuously all 
day and night, as a mark of honor to the deceased. 

Concert music is the music of the people. The prin~ 
ciple instruments used are a double flute, cymbals, a 
violin, a drone, and several kinds of drums. To this class, 

Whether western scales and ms·trw~ .. 
supplant those of the orientals, and W Dtett .. l 

as we know it- a noble art built into a 
tional language- will ever be pennanentl 
the Orient, are questions to be solved by y 

MALAYA 

- The Malays are said to have come 
of Sumatra somewhere about 1400 A.D. 

their residence on the Peninsula. The ' 
is supposed to be Sanscrit, and means ua 
tains. ,, A succession of invasions brought 
races, religions, customs and manners. 

The Malay, steeped in superstitions 
sings songs of long ago based on the themea 
forgotten bards, and handed down from 
generation. 

Each new race, in finding its way to the 
brought over some instrument of music 
came into common use, until we find in 
family of instruments worked into a COinl)(JIIIl 
such as the Chinese sheng and l{in, the 
the Arabic dulcimer, the Hindu a ntll'ct•11111 

mese guitar, the Ceylonese horn and nu1;.uc;.,o~~ 

The Malays, like most oriental people, 
tnents of percussion and brass. Their 
dances are accompanied by flutes, horns, 
clapping of hands or stamping of feet in 
mUSlC. 

There are many varieties of drums in 
to express differe·nt types of music: 
drums, war ~drums, hand~drums, drums ri 
of skin stretched over wooden barrels, of 
ing a variety of tones, sonorous, sharp, 
hollow, or muffled. 

Lily Strickland, the composer, who bas 
study of oriental music, says: 4 •1n 
to appreciate Eastern Music, we begin 
drums, for they are music,s epitome 
and whatever the mood of the music, the 
does express· it, and manages to convey 
the listener., 
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'Test on Lesson 104 

HARMONY 

\Vhat is the name given to the major tonic chord when concluding a piece in minor? 
}. 

Ans. 
'fierce de Picardie. 

Analyz;e the following exercise, marking the ~hords in the usual w~y . Place a circle around t~e fig~rings 
2· of chromatic chords and use a separate hne where a chord 1s common to two keys, mducmg a 

modulation. 

Ans. v 
v 

t ..,._{ -1 
r~ .--

3. Harmoniz;e the following bass and melody. M ake modulations in (b) to the keys indicated, and mark 
the chords. 

___ Ans. 

II) ~ _l I I I 
...1_ 

i~ 
... 

~ -4 I I I 

TI04·3 \ ' + (il.l ... 
.I:..JL 

....C...D.. ..... ~ 

'a I 
.e- G 

l I I I 1 
h - -7 "" - .. 

I t 4o - r I I ' I I 
~ 

p ~ ~ y » j ~- ' \ 
I I 

r-- I _ -<:/ ...... -#'>. - - - -- ,..., ,..... r~ - -
h 1Y. 7 4 I. 7 6 

I I I. 1. f) 

C(·r' 1~ht JYJ(l j,, A J. l.tt\\ ) :-... l m('lnu du~l l utc: HcHwudl l 'ur'· 1s;lu St.- ... ur,J 
;\II rtJ;ht.s Tt".\O t t.'d, tor u II coumne.~, 1lll.: lt1du1g t ht" ng1it o} nuu.s lat wu 

X 
I - - .. 

V\ ~- "' - .... 
\ \ I \ 

II ~ r -e- . ~ 
_.-- -,..... r~ • 

r~ • 

..8- !:} 8 I 
() 

4 7 

~. J_ 

f 
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HISTORY- Continued 

4. Into how many parts is the Persian octave divided? 

Ans. Seventeen. 

5. What ruling principle seems to prevail with the Chinese? 

Ans. 'That there shall be no motion without sound. 

6. How long i it since the court established a school of classical music in Japan? 

5 Ans. About three hundred years. 

7. What are the three classes of vocal music in Korea, according to Hulbert? 

Ans. 'The classical, the popular and a style intermediate between these. 

8. What do the native Hindus believe concerning their musical notation? 

5 ____ Ans. 'That it is of divine inspiration. 

Ans. 'Those of percussion and brass. 
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PIANO LESSON 105 

GRADE-ADVANCED B 

HARMONY , TECHNIC 

HARMONY 

fAt adulation 
('This subject is continued from Lesson 102, and is resumed in Lesson 106.) 

shown, having been illustrated in 
Lessons. 

tion to a major sixth above (equivalent to 
The formula is as follows: below), may be expressed by a single 

licable to the four variations. The differ.- Old Key: 15 
between major and minor need not be New Key: 

MODULATION 5. To the Major Sixth Above 

C or C minor to A or A minor 

fl I 

4!) .,r w r 
(#5 

I -

J J ~ (#)J_ .J . . 
• tl) l I • 

C(c). I 
A(a):V: l 

V§ I 

-
(#)~ 

l 

ng 

detail m previous 

I~ v7 I 

. ~st key is major and the second minor 
~-~·-~nnr m th~ above example), the modulation is, 

would be very remote-six degrees of difference (e.g., 
C minor, three flats- A major, three sharps). 

~ IDaJor key to its relative minor, one of 
:tble relations. On the other hand, if the 

or and the second major, the connection 

Practice making these modulations at the keyboard, 
beginning on many different tonics, and using the 
different combinations of major a.nd minor in rotation. 

~)\' 0 ~========'I 
C opyright 1929 by A . ]. L LEWELLYN. Imperial and Int<Tna tional Copyn~ht Secured 

All rights r<served , for all countries, including the r ight of translauon 



TECHNIC 

'The PlaJing cApparatus 
('This subject is continued from Lesson 22, and is resumed in Lesson 114.) 

VERTICAL, LATERAL AND ROTARY 
MOVEMENTS 

Much attention has been given to the careful training 
of all the factors of the playing apparatus. The forma-­
tion of correct muscular habits in the use of these factors 
is of the utmost importance in producing a style of 
playing which possesses positiveness and clearness. The 
acquirement of control of the fingers--each being able 
to move more or less independently of the others-was 
specially stressed in the earlier Lessons. 

VERTICAL MovEMENTS 

Tbe lifting and dropping of the fingers has always 
bem the prominent consideration, in adapting them to 
the uses of the key board. We rna y call these Vertical 
Movements. There are other movements which it was 
not necessary to consider in the early Lessons, and they 
will be explained at this time. 

LATERAL MovEMENTS 

HLateral'' obviously means movements to the right 
and left, instead of up and down. Lateral movements of 
the arm at the keyboard are used subconsciously, by even 

the beginner, in carrying the hand from one 
keyboard to another. 

A lateral movement of the hand means that 
must be free and loose. This movement is 
the outward turn of the wrists for scale paJ~ll!ia i 
outward for either hand-upward for the 
downward for the left. (See Lesson 93, 

Lateral movements of the fingers are made 
finger may be placed directly over the next 
played without necessarily moving the hand 

RoTARY AcTION OF THE FoREARM 

This movement involves a rotation of 
on an imaginary axis extending from the 
elbow. When the thumb side of the hand is 
wards, towards the keys, the fifth finger side 
and vice versa. (See Lesson 12, TECHNIC, 
7 and 8.) Such rocking or rotary motion 
leverage and increased facility in playing 
of passages. (See Illustration 1.) 

increased facility and endurance. ·We 

Dlustration 1 

Passages Involving Rotary Action 

CzERNY: Op. 740 

CLEMENTI 
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S that piano technic was originally a pure 
r.esson 

bnic, which sufficed for the de~ands of the 
~ the early instruments. As ptano construe,. 

or d and the art of piano composition de,. 
dvance ' 

a ch greater demands were made upon the 
JDU d . . d . d 

5
' ability to pro uce vanety tn ynamtcs an 

thus found that larger levers than the fingers, 
I was er muscles than those controlling the fingers, 

uong d .c. ·1· f · needed to pro uce 1aC1tty o executiOn. 

technic of rotary movement is well utilized in 
·005 of broken sixths, broken acta ves and broken 
tremolos. Some typical examples are shown in 
tion 1. The substitution of this movement for 

y finger action greatly facilitates their performance. 

The student must, however, be cautious about prac,. 
since the muscles of the forearm controlling this 

nt are relatively under..-developed in comparison 
the other muscles of the playing mechanism. It is, 

, most advisable to practice this type of technic 
sparingly at first, and always slowly and softly. 

movement becomes more and more habitual, the 
may be increased, as to length of practice, speed 

Movement in 'Trills 

rapid trills of any considerable length, where 
effects are required, are to be executed in the man,. 

described, with rotary action rather than with 
s alone. The forearm takes on a vibratory 

t, the rotations being very short and rapid. 

This type of trill is the diminutive form of rotary move,. 
ments of the forearm, as the broken octave tremolo is the 
larger form. The degree of the arc described is deter,. 
mined by the nature of the figure, as well as by the inter,. 
vals involved; and with due regard to the size and type 
of the hand, and the length of the forearm itself. 

Only experience and good judgment can determine the 
degree of arc movement. For the rest, all requirements of 
scientific technical procedure apply here as well- that is, 
economy of movement and energy, and elimination of 
all unnecessary effort. 

THE TECHNIC OF SKIPS 

The technic of skips is an extension of the principle 
involved in rotary movements of the forearm. The 
degree of arc described here is determined solely by the 
distance to be traversed, the rapidity with which the 
sounds are to follow upon one another, and the force 
employed. 

While it is true that, in geometry, the shortest dist,. 
ance between two points is a straight line, yet, in the 
playing of skips on the piano, the safest, quickest and 
correct way of reaching a distant point is by the move,. 
ment of the forearm (or the arm as the case may be) in 
a curve, or arc. The reason for this is that the hand must 
be lifted, to disengage it from its previous position; and 
must fall in attacking the new one; therefore, a straight 
line would not be possible. The entire technic involved 
in playing skips with the greatest facility, may be 
diagramed as follows (see Illustration 2): 

Dlustration 2 

Diagram, Showing Reach of Arms 



The following are excellent examples of skip technic, to 
be produced by arc.-like movements of the forearm or 
arm, or both (see Illustration 3): 

IDustration3 

Passages Requiring Skip Technic 

SCHUMANN~ CarJl&Val 

Another well.-known example is the concluding chord 
of Chopin's Scherzo in B.-Flat Minor, which is written 
as shown in Illustration 4. 

IDustration 4 

Chord Broken by Skip 

The chord in small notes, it will be 
with the thumbs crossing. For the av~ 
same notes may be sounded by taking the 
shown in Illustration 5. 

IDustration 5 

The Same, With Changed Notadoa 

Many well.-intentioned, though rather fearful 
and students prefer to avoid the risk of missing 
by executing this example as if it had been wn·aa••••al 
Illustration 6. 

IDustration 6 

Faulty Rendition of Above Olord 

Inasmuch as the human eyes, unlike 
cannot look east and west at the same time, 
only straight ahead or to either side, it is_...__ • ..-: 
such an extreme case must be taken ••on the By 
sheer force of habit. The feeling of dis 
satisfactorily practiced by taking octaves 
degree of sureness and facility is attained. 
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TECHNIC- Continued 

8. What is the technic of skips? 

9 ____ Ans. An extension of the principle involved in rotary movements of the forearm. 

100 _ _ _ _ Total. 

Pupil's N.o.me ____ __________________________________________ __ ___ _ _ 

Pupil's Address ___ ___ ____________ ___ __________________ _______ _ 

Pupil's Class N.o. ______________ _ 

'Teacher's N.o.me _______ ----- - ------------

T est on Les on 105- Page 2 
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PIANO LESSON 106 

of this Lesson: HARMONY , TECHHIC 

HARMONY 

fAfodulation 
(Thi$ $Ubject i$ continued from Lesson 105, and is resumed in Lesson 109.) 

MODULATION 6. To the Major Sixth Below 

modulating to a key whose tonic is a major sixth 
(equivalent to a minor third above) the following 

may be used: 

I 
II 116 J6 4, I 

eecond chord is common to both keys, and dia .. 
Co both when going from minor to major (C minor to 
major), as in Modulat ion 6, example (a). 

(a) C, or C minor, toE~ 

~ -

tJ .. , r 

~ b~ r r 
J ~j L J 

--.. 
1 n 

I r r I c c: 15 rv ( ) @ 
E~: u v~ 

proceeding from major to major, it is chromatic 
. t key, but diatonic to the second. This is also 
Ill example (a). (b) C, or C minor, to E~ minor 

~-_fro~ either major or minor to minor, the 
.......... \oUO["._. d . Is not common to both keys, being a 
_ __ •. triad, and only found in the second, as 

lil example (b). 

the following modulations at the keyboard, 
...,...IIIIIDI

1
ti-.on._ all possible tonics, and using the different 

of major and minor in rotation. 

~ 

rT.~~ 

4J '* P-6 ~ 

. . 
C(c): I v 

0 lf ((J 
Cop,.ight 1929 !ry A . J. Lt!WBLLTN. Impcri41 and InteTnational Cop,.ight S.curtd 

All rights r<sml(d, for all countr ies, including th< r ight of tran&lation 
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TECHNIC 

Chord Playing 
(This subject is continued from Lesson 18.) 

The proper playing of chords requires considerable 
discretion, but, above all else, close listening. Chords 
are rarely struc~ with stiffened playing mechanism. If 
they are, they belong to the same class as single notes 
played martellato. (See Lesson 87, TEcHNic.) 

The two most common faults of students in chord 
work are: 

1. Unevenness of attack when both hands 
played. 

In this case, pupils have generally a Sl011Ten1111i 

pia ying the left hand before the right. The 
(a) in Illustration 1, for instance, should 
played as though it were written as at (b). 

Illustration 1 

(a) Chord Requiring Simultaneous Attack of the Two Hands 

fl 
. ~ 

I~ 

e) -
f.' . . 

2. Unevenness in the pressure with which the several 
tones are produced. 

There is usually a tendency to give too little pres--

Illustration 2 

(b) Incorrect Chord Attack 

~ 

~ 

41! 
'I 

,:;:9-
-'0..1• ~ ~ . 

sure to the highest or lowest tones, 
requiring the chief prominence. &~ce):tb:lllll• 

made, of course, when a melody tone occun 
the inner voices, as in Illustration 2. 

Chords With Inner Tones Accented 

pp GRAINGER: 



touch is an important factor in the producing 
~:~nding chords. This touch was referred to in 
we 

87 
T EcHNIC. A fter the fingers have been 

1 
iaced over their respective keys, pressure may 

0~Je~y applied, accompani~d by either a downward 
ward movement of the wnst. 

up H £ h h d • h • ,, . enerally best to 10rm t e c or m t e a1r -
It ~ gto place the various fingers in the exact posi-­
t 

15
' hich they must take to play the chord, before 
~ g the chord. Practice of this kind ~ill make the 

50 proficient that the ha~d may eas1ly take ~ny 
position, in the dark, w1thout keyboard ass1st--

ance. This preparation "'method,, applies especially to 
chords played by arm weight. Well--sounding chords 
may thus be played from the shoulder. The wrists should 
be relaxed immediately after the depression of the keys. 
The finger--tips, however, must maintain their firmness, 
and not be allowed to cave in at the first joint. 

The student should practice such typical chords as 
those shown in Illustration 3, in all keys, and in all 
inversions. Play them slowly and softly at first, then 
repeat them with varying degrees of loudness, as well as 
varying degrees of rapidity. (This method of chord 
practice is sometimes referred to as Positional Technic.) 

IDustration 3 

Typical Chords 

FOR CHORD FINGERING 

following rules for chord fingering will be found 

1. In chords containing an octave, when.the distance 
between the fifth finger key and the next key is a 
fourth, use the third finger for the latter. (See 
Tilustration 4.) 

. . 

llllustration 4 

Chords in Which the Third Fmger is Used 

6 



2. In chords containing an octave, when the distance 
between the fifth finger key and the next key is 

lllustration 5 

a third, use the fourth finger for the lattez 
Illustration 5.) 

Chords in Which the Fourth Fmger is Used 

5 

5 5 

ExcEPTION 

When the fifth finger is on a white key and the fourth 
would fall on a black key, making a ma}or third with it, 
the third finger may be used instead of the fourth. 

Such major thirds can occur in only four 
either hand, and these are indicated in lllusta•l· 
Each of the chord outlines there shown may be .... 
several different ways, with regard to the 
by the second finger. 

Illustration 6 

Chords in Which Either the Third or the Fourth Finger May be Used 

The reason for this exception is obvious. The major 
third from a white to a black key makes a slightly 
greater stretch than the major third on two white keys. 
If the fifth finger falls on the black key, however, the 
use of the third finger is not necessary or good. There are 
major thirds between fourth and fifth fingers in the last 
five chords of Illustration 5; but the ""Exception,, does not 
apply, because the fifth finger is not on a white key. 

,-..._,~//:>'>\\\\ '=====':?" 

It is always advisable to adhere to the . 
use the fourth finger at the distance of a third 
from the fifth, if possible. The naturallY 
will not be strengthened by shirking its use. 

The rules for chord fingering apply also 
gios of the same chords. (See Lessons 
TECHNIC.) 
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GRADE ADVANCED B 

'Test on Lesson 106 

HARMONY 

In modulating to a key whose tonic is a major sixth below, when is the second chord 1. 
(a.) common to both keys? Ans. When going from minor to major. 

(b) chromatic in the first key, Ans. When proceeding from major to major. 
but diatonic to the second? 

Write modulations, in the four combinations, from F# to A. Mark the keys and the formula for each 2. 
modulation. 

. ... - Ans . 

~» H ~ I ~ ~ rl ~ I I I 

"' "" olll' ...l.1 ' olll' u "J. r.I ,., ' 01 ,.... ~ [J. oiii'U.T ·u w --~ lA /'11 

~ 
. ....,. !'I r !""( -;.;- ~ ~ [J r>l 

'" L1.-i -t: 14 rJ '"'"' ~17 '1 ,.., ~ 0 ~~ ll 0" I I '( ..e ~ t:-( V 

I "' * o ~ -& k0v - ~ I \ 
I 

\ \ I 
u. lJ. 

~· "' n. 
. 

••oiii'J.J.l 1olll' u y 

7 A. { / ' ~ .... I , [j, oiii'U.' ' 
17 "'i " 

1 I T I 

T 106- 2 
~ » ~ I I I I ~ ~ tt I I ,.., oiii'J..I.' ·;;;;- -;;;:; 

v A ~ --..c- -v-
• rj 'JI ,..( I' "' ... L " .,.... 

4 I \ Ll v 0 ~ o~ ~ @) "" 
I 

I 
\ ~ lJ. . .,., ., . I - I'• 

~ 
v - v - ., -..:> &:7 r 5 a A Jr r t :r ~ Jf, 1=-t $ 7 T pt- :r § ~ 

TECHNIC 

3. What, above all else, is required for the proper playing of chords? 

--- Ans. Close listening. 

4. Give the two most common faults of students in chord work. 

---- Ans. 1. Unevenness of attac~ when both hands a.re employed. 

.,. 
~~ Y l '-.,_ 

I 

T '1f 

-::..! (J. 
v " l () 

11/ 

j t h Jt1 

2. Unevenness in the pressure with which the several tones are produced. 

.. 

~ 

L 

J:.' y 

S. What kind of touch is an important factor in the producing of well-sounding chords? 

- Ans. Pressure touch. 

C or"nghr 1930 by A. j. L LLW tLI Y ~- l mp<nal anJ lnrtrndllonal C opynghr &cured 
All ngh" TCltrt'<d , for all cou•U n«, mclud mg II>< nght of rrans la rwn 

I 

cr 

r7 

.2L 
A 

~'a-

1::2 U 

l(e-

~ 

__L 



SHERwooD Musrc ScHOOL CouRsEs- PrA o 

TECHNIC- Continued 

6. What is meant by forming the chord '"in the air., 

5 ____ Ans. Placing the various fingers in the exact position which they must ta~e to play the chord, before 
the chord. 

10 

7. What is the rule for fingering chords containing an octave when the distance 
key and the next key is 

(a.) a fourth? 

(b) a third? 

Ans. Use the third finger. 

A ns. Use the fourth finger. 

8. When may there be an exception to these rules? 

5 __ __ A ns. When the fifth finger is on a. white ~ey and the fourth would fall on a bla.c~ ~ey, ma.~ing 4 mdjor 
with it, the third finger may be used instead of the fourth. 

9. In how many places can such major thirds occur in either hand? 

5 ____ Ans. In only four places. 

10. What is the reason for this exception? 

5 Ans. 'The major third from a. white to a. blac~ ~ey ma.~es a slightly greater stretch than the major third on 
white ~eys. 

100 __ __ Total. 

Pup i C s a. me_ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _______________ _ 

Pupil' s Address_ _ ____ -- --- ---------- -------

Pupil's Class o. ___ __ _____ ____ _ 

7" ea.c her's a. me _ . _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ 
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• _ ..,... of this Lesson: HARMoNY , HISTORY 

HARMONY 

Suspensions 
('This subject is resumed in Lesson 108.) 

IUIIINUO~~S IN UPPER VOICES Dluatrationl 

A Passage Modified by Suspensi001 ...,aai· on is the prolongation of a tone of a chord, 
other tones proceed to the new chord. The 

toDe then resolves to the tone to which it would 
IIIOIDUaed with the other tones had there been no 

(a)'Without Suspensions (b) With Suspensions 
I - ~ (_ I I I I I ,. I I I 1 I 

- eosu·ms may occur in any voice. They should be 
•~ad: that is, appear in the same voice in the pre ... 

dttd. They usually resolve· downwards. When 
•rRIIDive upwards, they are often called Retardations. 

._:Dii'n ns add rhythmic and melodic interest. 

I 
-~ 
. . 

I I 
.J J 

~ ~ 

I 

~ ~ 
I I 1"-1 r 

J .J. J J .J .J. 
16 y. II I I 

7 6 7- ia 9 8 7 

(a), of Illustration 1, a passage without sus ... 
....... with (b), the same passage with suspensions 

Either the root, third or fifth of the chord may be 
suspended. (See Illustration 2.) 

loot Suspended 

' 6 a - 6 -
6 .. 

~ 

HI 

. . 

Dlustration 2 

(b) Third Suspended 

J-J I J-J ,- J-J I 

I 

.J. .. 
" 8 

~ 

9 8 
6-

~ 

7 6 .. 

~ 

I -~ . . 
~,,, 0 ~=======:1, 
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(c) fifth Suspended 

eo 

I~ 

6-
.. 8 

I 

-eo 

9 8 
6 -
4-



Inversions with the suspensions in the bass are con­
sidered in Lesson 108, HARMONY. 

BASS FIGURINGS 

By examining the figuring in Illustration 2, you will 
see that we have the suspension 9 to 8 in three places, 
7 to 6 in two places, etc. The other tones present in the 
chord determine the inversion, and hence the degree 
that is suspended. It should also be noticed that~ and g 
are identical with the figurings of seventh chords. In 
the suspensions, however, the figure denoting the sus .. 
pension is always followed by a figure one degree lower, 
for the resolution, as 7 6. The 3 may be omitted in the 
~~and~ ~ suspensions and merely 7 6 or 6 5 used. 

VARIOUS RULES 

Suspensions do not remove faulty progressions of 
parallel fifths or octaves that would exist if the sus .. 
pensions were removed. The examples at (a) , Illustration 
3, are incorrect because they are, harmonically, those at 
(b). 

Illustration 3 

(h) Real Progressions 

9 8 6 5 

The note of resolution is best olllitted 
voices, until the suspension resolves, With 
of the three forms of 9 a suspension, in 
and when it is the root, although not in 
(a) in Illustration 4. Here the C in the~ 
of the chord, and there is a suspended D ( 
soprano. 

It is much harsher to have the tone of re.Oiult. 
the suspension, but it is occasionally done, 
orchestral music, where the contrasting 
prevent confusion. 

The 9 8 cannot be used as 2 1. This 
gression is shown in Illustration 4, at {b). 

7 
6 

Dlustratioo 4 

6 

We shall first consider the figuring of 
in Illustration 5, and' decide which of the 
sent chords and which suspensions. 
harmonization will then be shown. 

In Illustration 5, the first figure, a, merely 
usual, that the soprano has the third. The 

Illustration 5 

A Given Figured Bass to be Harmonized, with Suspensions 

1 

8 6 5 
8 -

4 8 6 

9 

5 4 4 8 
6- 7 -

4 

8 -
4 8 

shows a triad with the fifth delayed or suspended by a 
sixth, and this sixth will have appeared in the previous 
chord (as the third). The 4 3 on F, measure 2, shows 
a triad with the third suspended by a fourth. The root 
will be doubled. 

The first chord of measure 3 is a ~' the 4 suspended by 
5. When the figures appear inverted, as here, it generally 
indicates the desired arrangement of the upper voices. 

4 
2 

5 

6 - 6 
4 

6 

9 8 
4-
6 -

'I 

8 

The second chord in this measure is V 
suspension, and shows the possibility cl 
sions with seventh chords. When this 
will be the. added figure for the seventh 

It is not always easy to distinguish a 
a fundamental chord by the figuring, and 
to see what follows, either in notes or 
pens10ns requiring two or more 
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that some notes remain stationary for the 
,boWThis will be evid~nt upon _stu~ying the 

____ .._.baSS .... in Illustration 5, and tts harmoruzatwn below. 

The suspension should never be longer than its prepa .. 
ration. It may be shorter, as in the first measure of 
Illustration 6, or the same length, as in all the other 
suspensions in the illustration. 

Illustration 6 

Harmonization of the Given Bass 

6 5 
8 

4 8 6 5 4 4 8 
6 - 7 -

-4 8 
4 
2 

6 - 8 
4 

• 8 
4 -
6 

6 

8 

8 4 4 8 
6 '1 

HISTORY 

'Jolk tM usic 
('This subject is resumed in Lesson 108.) 

vs have a motto, Para domoi-'"Let us go 
This motto has been applied to music within the 
decades, and composers in all countries pas, 
well-defined musical culture have turned their 
to the rich stores of folk-lore, finding in them 

••lllil:ati"< >n for a new national art. 
DOW our purpose to survey briefly the folk music 

nationalities, in order to ascertain its general 
•:leliati·c :s. and to find out what influence these 
.. lalriatic:s have exercised upon the art of music. 

was the original home of the troubadours, who 
· ple, refined melody, the courtly poetry of the 

Ages. France bears the distinction of-possessing 
oldest songs in existence, a ··complaint on the 

Cllarlemagne, ,, 813 A.D. The melody has only 
ci showing the peculiar French fondness for 

small compass. In France, more than in any 
•llllllantw~, a close connection has existed between the 

-:: the chur~h. The Christian festival of 
The ponded With the heathen celebration of 

-----..· __ well-known Eastern hymn ··o filii et filiae ,, 
·--..... ~ese~blance to a May-Day Song. During 

d SIXteenth centuries, French composers 

used popular tunes for the themes of their masses and 
motets. One of these ""L 'homme arme ,, (The Armed 
Man), is undoubtedly the most famous song of the 
Middle Ages, for it was used for masses and motets by 
composers from Dufay down to Palestrina. In modern 
notation (excepting the measure signature), its begin .. 
ning is as follows: 

Love,songs, religious songs, patriotic songs and drink­
ing songs there were in abundance. The narrative songs 
were the most popular; these were chronicles of the 
times, and well illustrated and reflected the spirit of the 
age. The song-play Robin and Marian of Adam de la 
Hale (1240, 1286), consisting of songs, dances and spoken 
dialogues, formed the first comic opera. It was produced 
in 1285. 

ITALY 

The folk-song of Italy is the cornerstone of her vocal 
expression. She is particularly rich in her national songs, 
set to martial tunes and heard all over the land. 



Sicily has her characteristic love~songs, sung to guitar 
accompaniments; the gondolier in Venice sings his 
""Mariner's Hymn;" the ballads of Lombardy are often 
tragic, and those of Piedmont relate historical or legendary. 
incidents. 

GERMANY 

The racial characteristics of the German nation, as 
well as her political and industrial life, are amply re, 
fleeted in her folk music. Her climate, also, is a temperate 
one; and her music possesses a well~tempered solidity, 
without the ruggedness of the far north, or the fire and 
passion of the south. 

The oldest known German song, ~~Herman slog 
Larmen," dates from about the year 800 A.D. The 
earliest printed music in Germany was a collection of 
folk~songs. There is a vast number of student songs, 
picturing peculiar educational conditions; many drink, 
ing songs reeking with good~fellowship; martial and 
patriotic songs; love~songs; religious songs and chorals. 
All of these have left their impress upon the countris 
mUSlC. 

Martin Luther established the use of the chorale in 
church music. Many of these Lutheran chorales were 
originally folk~songs. 

The old Norseland (Scandanavia) included Norway, 
Sweden, Finland and Denmark. The ""midnight days and 
sunbright nights," dancing northern lights, and fjords, 
appeal strongly to the imaginative mind; and the old 
songs which tell of the valorous deeds of the mighty 
Vikings are full of fascination. 

NORWAY 

""Bright and fierce and fickle is the South and dark and 
true and tender is the North." The spirit of Norwegian 
music is dark and true and tender. Geographical and 
climatic conditions profoundly affect the musical ex, 
pression of Norwais inhabitants. In her folk music are 
faithfully reflected the ruggedness of her mountains, the 
beauty of her fjords, the long reign of winter snows, and 
the brilliancy of her nightless summer. The lonely 
peasant, too, has peopled the dreariest and most in~ 
accessible spots with fanciful creations. All this has 
been expressed in masterly fashion by her greatest com, 
poser, Grieg. 

The herdmen 's songs form an iJn 
Norwegian folk music. The melodies~ 
on the natural tones of the lur, or cow .. h 
used for summoning the cattle home at e~ . 

Often the major seventh is used in ascen . 
and the minor seventh in descending Pil-llll, 

following fragment from the -well known 
""I Laid Me Down to Rest" shows this CDalllfiJ 

The folk~song having become the roont~~llll 
Norwegian art music, has infused into it 
vivid color and picturesqueness. 

SWEDEN 

The folk~songs of Sweden are for the 
happier vein than those of her Norwegiaa 

Jenny Lind and Christine Nilsson have 
to the world their beauty. Among the 
posers who have found the inspiration for 
in the folk~lore of their country, are .t1alllatz~lil 
Alfven, Stenhammer and Peterson .. Berger. 

FINLAND 

The Finns are a highly imaginative peop 
in their national epic, Kalevela. This baa 
lines, and relates the legends of the 
people. It has been transmitted from 
generation, from long ages past. 

The oldest and most popular ir' 1Stt'UIDIJ 
~antele, a kind of lyre or harp with five 
tuned G, A, B~, C, D. On these five toneS 
great number of old ""runic" melodies. 
choly and monotonous, and are cmu:ac:taU~ 
stant repetition. 

DENMARK 

The older Danish folk music has much 
with the Swedish, and strongly 
Germany. It is rather pastoral in style 
melodic and harmonic content, having less 
dinavian characteristics than that of N al'WI• 
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GRADE ADVANCED B 

What is a suspension? 1. 

'Test on Lesson 107 

HARMONY 

Ans. Cfhe prolongation of a tone of a chord, while the other tones proceed to the new chord. 

z. How are suspensions prepared? 

Ans. By appearing in the same voice in the previous chord . 
.. -

3. What are suspensions often called when they resolve upwards? 

Ans. Retardations. 

4. What tones of the triad may be suspended? 

__ Ans. Either the root, third or fifth. 

5. Harmonize the following bass. 

··-- Ans. 

~ I I \ I 

1'1> lllJ' • ~ "" ~· 

~ ~ T. " V l: -IL L+ '"'4 

I - .. 
"' 11 - • 

I 

... . - -
.... I \ 

.... , -, ..... .. -... 

4 I I \ \ l Is \ I \ \ 

' I ~1-I 
TlOi-5 Jr 5 

_J :{)_ J J- _1. -J },J j ~1A b}. J I ( J -. 
~ ...... 1-' 

..r..L~. r.J • r- - - ,_ 
~.J - ,... 

..L...b. _., . 
..!: I-' 

7 6 3 - Q:> 
'-. 7 6 ~7 

u,[' I. -1 VT ~? @ 
6 ~ 4 4 q ~ ·'i ·'i 3 ~. 7 
4 0 3 :3 

n: JJ , c_@$:- ~ b1l:7 _L a_h _:['q 

}ft.& 

4 - - .6- I 
I 9 7 14 8 7-

HISTORY 

6· What is the purpose of studying the folk music of various nationalities? 

·-- Ans. To ascertain what influence their characteristics have exercised upon the art of music. 

L' ~ 
~ 

~ 

\ 

I .. 
U• 

7· In what country, more than any other, has a close connection existed between the folk,song and the 
church? 

·-- Ans. In France. 

Copynght 1930 by A. j . L LL U.'lLLY,... l mp<nal and l nurna rwnal Copynght &cured 
A ll nght> r<urv<d, for all coun!Tics, mclud mg tht nght of trans lation 



HIS TOR ¥ - Continued 

. Name another country in which the folk-song ha had great influence upon vocal expression. 

5 __ __ Ans. Italy. 

9. What connection had Martin Luther with folk-songs in Germany? 

6 ____ Ans. He established the use of chorales, many of which were originally fol~-songs, in church mU&· 
lC. 

10. How do the folk-songs of Sweden, for the most part, contrast with those of Norway? 

6 ____ Ans. 'The folk: songs of Sweden are in a happier vein. 

11. What is the derivation of a great number of the old "runic" melodies of Finland? 

5 Ans. 'They were formed on the five tones of their most popular instrument, the kantele. 

100 Total. 
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PIANO LESSON 108 

GRADE-ADVANCED B 

'tcts of this Lesson: HARMONY , HisTORy 

HARMONY 

Suspensions 
('This subject is continued from Lesson 107.) 

certain cases, suspensions may resolve upwards; 
· a harmonic tone is temporarily displaced by a 
below it. This is called by some a Hretardation, ,, 

two or three of the single suspensions at the same time. 
(See Illustration 2.) 

IDustration 2 

(a) Double and (b) Triple Suspensio01 

~ 

~ 

most usual form is the 7 a on the tonic, and its 
(See Illustration 1.) 

Illustration 1 

Tonic 7 8 and Inversions 

I I I I I I I I I 

I 
I ~ 

r '1 8 5 6 6 -

AND TRIPLE SUSPENSIONS 

1\ 

I 
4) 

a'l.-.1 I 

r-
J 

n r 

9 8 
4 8 

I 

1-

_J. 
1 r 

~ 

6 5 
4 8 

(bL-.._ 

I 

I 

I l 

9 
6 ~ 
4 8 

ORNAMENTAL RESOLUTIONS 

I I I 

~-
nrl ~ J-

9 
'1 ~ 
4 8 

~Je and triple suspensions are produced by using 

Between the suspension and the tone of resolution, 
some tone or tones may be interposed, as melodic orna ... 
mentation. These interposed tones are either harmonic 
or are taken from one of the varieties of nonharmonic 
tones. (Se~ Illustration 3.) 

IDustration 3 

Plain and Ornamental Reaolutiona 

Ornamental 

~~J~II ~J11IifJ~J 11§1 J~J?~r~J~I~I J~l F~9~J ~~~~J ]~r~~J~II etc. 
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SUSPENSIONS IN THE BASS 

In all of the examples hitherto shown, the suspensions 
have been in the upper voices. They may also be in the 
bass, as in Illustration 4. When the bass moves to its 
resolution, the other degrees of the chord remaining 
stationary, the continuation dashes follow the figures. 
If the bass falls, the intervals indicated by the figures will 
each be increased by one, and this will give the intervals 
of the chord of resolution. For example, at (a), in Illus-­
tration 4, the falling bass makes the~ become g, the real 
chord after resolution; and the suspension is seen to be 
an inversion of the 4 a (third of chord suspended). At 
(b), ~ becomes g, so that the tone of resolution is the 

~ 

I~ . 

1 {a) 

I '& 

5-
2-

Dlustration 4 

Suspensions in the Bass 

J 

I 

,.J 

I 

(b) 

I I 
4 -
2 -

I 

I 

(c) 

-
I 

I 
7 -
4 -
~ -

r 

I 
I 

-

(d) 

~ 

I 

6 -
4 -

root, and the suspension was a o a, inverted. The root 
may be present above the suspension, as at (c). Seealso 

RESOLUTION WITH CHANGE OP CH 
Finally, the chord may be changed at the 

the suspension, the tone of resolution ~ .. ~ ..... ..~rl 
but in a different position of the chord or 
chord. (See Illustration 5.) , 

Dlustration 5 

Resolution with Change of <liCII'd 

The resolution in the first of the above 
to a different position of the same chord. 
to different chords. 

A figured bass and its 
Illustration 6 (a) and (b). 

Illustration 6 

1 2 

'='lit r J I r 
7 

'I .• 

D: I V7 I 

r 
8 5 
8 8 

(a) A given Figured Bass to be Harmonized, using Suspensions 

9 4 ~ 6 

lr J JJ J t~r IF r r lr 
- 4 8 '1 6 4 - 4 2 - " 7 8 
7 9 8 5 " 8 - 8 5 - 6 8 4 8 

9 8 7 -6. 2 5 #5 

(b) Harmonization of the given Figured Bass 

I A: V7 I D: Ve I vn 

J #J I 
'8. 

6 6 

7 

II 

8 4 •• 

" . ' -

I -Ve \CJ 

, 
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yolk Blfusic 
('This subj" t is continued from Lesson 107.) 

·dical songs were doubtless the first .music he~rd 
J)rU1 )and. As the history of early England Is~ chromcle 

and invasions, so do the songs bear the Impress of 
·ous and rapidly changing phases of her national 

;:: barbaric songs of the Druids gave place to the 
drinking songs and to the Gregorian chant brought 
land in 597 A. D. by St. Augustine. The flavor of 

was added when the Norman conquerors 
with their minstrelsy. 
France had her troubadours and Germany her 
· gers, so did England have her minstrels, gleemen 

harpers. 
a rule, English folk~songs are diatonic in melody and 

in form, lacking any striking characteristics as 
rhythm or harmony. England is rich in madrigals, 

and catches; and her country dances are full of 
tcharm. 

folk music is more characteristic than that of 
· Scotland." T he oldest songs run back to the 

of Wallace and Bruce. A large number of them are 
ballad style. There are love~songs, drinking songs 

national songs. The Scotch are a superstitious 
and fairies, goblins and witches find place in their 

g the peculiarities of Scotch folk music is the 
t use of the pentatonic scale, and the rhythmical 

~aer. ,·~tic known as "'Scotch snap." The bagpipe is 
Dational instrument. 

early as the fifth century, Ireland had her war songs, 
songs and dance tunes. The Irish were among 
to use the diatonic scale, and were in the lead in 

. of notation and a knowledge of harmony and 
counterpoint. 

harp is the national instrument of Ireland. In 
. century were held famous gatherings of bards 
U:~ls at Tara. It is to these festivals that the 

poet, Moore, refers in his poem ""The Harp 

That Once Through Tara,s Halls.,, Jigs, reels and horn~ 
pipes were exceedingly numerous and the bagpipe was 
extensively used. 

WALES 
Wales may be called the land of song. Welsh choral 

singing is famous the world over; but little of the actual 
composition of the golden age of Welsh music, 1200~ 1400, 
has been preserved, for King Edward I pursued a policy 
of destruction, realizing that the minstrels kept alive the 
fighting spirit through their songs. 

No institution is more characteristic than the Welsh 
musical festival known as the Eisteddfod, which has 
continued in unbroken succession for many centuries. 

The harp is the national instrument, although the 
crwth (krooth) and a primitive oboe were formerly 
much used. 

SWITZERLAND 
The "'cow~call'' is a purely indigenous feature of 

Swiss music. Nearly all the true Alpine songs owe their 
origin to the cow horn, or alp~horn, a simple wooden 
instrument used by the mountaineers for signals or 
primitive melodies. The old watchman songs date back 
for centuries. The Swiss herdsman has a particular 
aptitude for improvising songs and varying them with 
yodels or refrains. Of late t,here has arisen a group of 
musicians earnestly striving to preserve and develop the 
traditional songs of their country. 

THE NETHERLANDS 
The great Netherlands school of polyphony (1425~ 

1625) has been treated at length in Lesson 63, HisTORY. 
National and popular songs existed at the same period, 
and the masters of polyphony frequently had recourse 
to these folk~songs for use in their masses and motets. 
Many of them are stern and religious in character, 
reflecting the spirit of the times. The patriotic songs 
breathed a spirit of protest against tyranny, and a 
sturdy resignation to disaster. 

SPAIN 
In 1511, there was published in Valencia a collection 

of folk~songs--old melodies, essentially national in 



character. From the seventh to the thirteenth century, 
Spanish composers were almost exclusively churchmen. 
The invasion Qf the Saracens and Moors left an oriental 
impress upon the Spanish music, which was already 
half oriental in its rhythms, scales and embellishments. 

Spanish rhythms and melodies have always fasci-­
nated composers of other countries, who have used 
them in telling fashion. 

The Seguidilla, used both as a song and a dance, is 
very popular, as are the Fandango and Bolero. The 
favorite Spanish instrument is the guitar. 

HUNGARY 

The Hungarians are descendants "f the hordes of 
Finnish, Turkish or mixed races that swept down upon 
Hungary in the ninth century, and subdued the country. 
They called themselves ~~Magyars., Old ceremonies and 
religious observances were always connected with music 
in the earliest times. Later, with the advent of Chris-­
tianity, the Gregorian chants became mixed with the 
music of the people. Many of the songs are based upon 
the Hungarian scale, which is an intensified minor: 

r r II 
There are songs dating back at least eight hundred 

years, which tell of the heroic deeds of Attila. The 
majority of the old Hungarian tunes are in the minor 
mode; some of them are a mixture of major and minor. 
The gipsy, who is at his best in Hungary, embellishes 
these native melodies with all kinds of ornamentation. 
Wherever the gipsy goes, there is music and dancing, 
and his music and dance invariably take on the charac-­
teristics of the country where he sojourns. ,Jn the 
Czardas, the most popular Hungarian dance, is seen the 
national intensity of the Hungarian temperament. Haydn 
Beethoven, Liszt, Brahms ·and others derived inspira-­
tion from the native Hungarian music, drawing from it 
interesting rhythms, melodies and harmonies. Liszt's 
Hungarian Rhapsodl.es are world--renowned. 

ROUMANIA and SERBIA 

In the Roumanian music, the spirit of mysticism is 
more prevalent than anywhere else in Eastern Europe. 
The songs are the songs. of Ha people who lived beneath 

the summer sky, and whose dreams were all 
and flowers, of moons and stars and silver seas 

The Serbian folk--songs are simple and pa
1
":1Waa 

.not melancholy. The Serbians have many IICIIII-ftl 

festivals, celebrated by singing and dancing. 
BOHEMIA 

Bohemia, which was incorporated as a part 
slovakia in the Treaty .of Versailles, was for 
center of wars waged for political or re111Pl-l 
and the early songs have a warlike flav~. 
fifteenth and sixteenth centuries the religious 
such a strong hold upon the people, that 
this period frequently appeared in chorale 

There are said to be over forty diiferent 
Bohemia. The most popular are the Furiaa 
Dumka. Dvorak, who, with Smetana, l'eDI• 
flower of Bohemia's musical culture, used 
dances in symphonic works. Smetana mtll'Od1• 
folk--songs and dances in· his six orchestral 

POLAND 
Poland, too, has been the scene of battles 

independence and religious freedom for 
a result, her music is permeated by a wild 
melancholy. It is, also, like the Hungarian 
strange intervals, peculiar rhythms and 
and profuse omamentatio_n. The national 
sent Polish music at its best, the most taDilOU• 

being the Polonaise, Mazurka, and .Kr:lko1Will.l 
idealized these dance--forms, and his music · 
national in spirit. His preference for the 
""indigenous to the soil," is shown by the 
wrote fifty--six mazurkas. 

RUSSIA 
Music has always been closely connected 

lives of the Russian people. Their song is the 
an oppressed race to whom practically 
means of expression has been denied. The 
differ from the rest of Europe in religion, 
toms. In their music we find evidences of 
ous humor, love of the barbarous and flOl~~ 
of the orient, and profound melancholy. 

There are folk--songs <;lating back O~ 
years. The music of each province has 1t8 

characteristics. 
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'Test on Lesson 108 

HARMONY 

Give the figuring for a suspension resolving upwards, in the three forms, viz.: (a) root position, (b) first 
l . inversion, (c) second inversion. 

.. -

Ans. (a) 7- 8, (b) 5- 6, (c) 6 -
3 4 

2. How are double and triple suspensions produced? 

Ans. By using two or three of the single suspensions at the same time . 

3. How is an ornamental resolut ion obtained? 

__ Ans. By interposing tones between the suspension and the tone of resolution. 

4. When the chord is changed at the resolution of a suspension, how is the suspension affected? 

··- Ans. 'The note of resolution remains the same. 

5. Harmonize the following exercises. Mark the chords and indicate the suspen 1ons (s), whether m 
soprano, alto, tenor or bass. 

___ Ans. 

~Jt I i I I 
s . \-.J ( 

5 
11 ~ " ..b. y.,. ~ ~ - .. 

11_"' ~ - ~ 1t ... . 
J.l. --II \ \ 5 \ l \ \ \ \ - \ \ \ \ \ 

110 .;; 
~.J \J_ J ~ -;1--~~~ +·4J. -et \ ) -;r-- ~ ~ -&-

~· ,.. - ~ 
~ 

h.l.Jl: 
,. I.C ~ 

....... 1J 

' 

,.... 

3 .5 

_., 
1-" 

7 6 
3 -

1-" .. ~ 

-

HISTORY 

6· What is said to have been the first music heard in England? 

-- Ans. The Druidical songs. 

7. What is one of the peculiarities of Scotch folk music? 

-- Ans. The prevalent use of the pentatonic scale. 

Cor,·nght 1930 b~ A. j . LLt\l.tll" · lmp<n<~l and l nt<rn<ltwndl Cvr"•glu &'""'' 
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8. What people were among the first to use the diatonic scale? 

5 ___ _ Ans. Theirish. 

9. What cale re embles our harmonic minor with the fourth degree raised, 
to the dominant? 

5 ____ Ans. The Hungarian scale. 

10. What Polish dance~forms have been idealized by Chopin? 

5 ____ Ans. The polonaise, the mazur~a and the ~ra~owia~. 

11 . Give some characteristics of the music of the Russian people. 

5 ____ Ans. Boisterous humor and profound melancholy . 

100 _ _ _ _ Total. 

Pupil's ]\{a me __ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _________ __ ______ ___ _ _ 

Pupil's Address_ __ ______ _______________ _ 

Pupil' s C lass o._ _ _ _ _ _ _ _ _ _ _ _ _ 

T eacher's ame __ 

Test on Lesson 108- Page 2 
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PIA NO LESSON 109 

of this Lesson: HARMONY " HisTORY 

HARMONY 

tid odulation 
('This subject is continued from Lesson 106, and is resumed in Lesson 110.) 

next modulation will be the major third above, 
process of taking VI1 in the first key and leaving 
in the second. The chord may be chromatic in 
or the other. 

: OldKey: I VIg 

New Key: 

DULATION 7. To the Major Third Above 

VI 6 
5 

e: rva 
s 

The (b) example is the only one of the four connec.­
tions in which the second chord is diatonic to both keys. 
C and E minor are related in the first degree (see Lesson 
89, HARMONY) and, hence, have several chords in com.­
mon. The very first chord (I inC major) is one of the 
diatonic triads of E minor, namely, VI. 

(c) C minor toE orE minor 

fl I 

I I4U ~ #11~ ~~~ ftV ~'1~ 

I 14J '•" 
: 

c" g£ 
E (e): f If v, I 

In this last example, the chord of change, or bridge 
chord, as it is sometimes called, has its root raised to A 
sharp, and becomes the German augmented sixth chord 
of the new key. 

The keys of C minor and E major are entirely unre.­
lated. By their key signatures (the one having three 
flats and the other four sharps), E major is seven degrees 
removed from C minor. 

C minor and E minor are four degrees apart. 

0 (f((l=-----1 
Copyright 1929 by A. J. LLEWELLYN. Impnilllllnd Inta111ltioi\IJI Copyright Secured 

All rights rc .. rV<d, for 111l countries, including the right of trllnslation 
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HISTORY 

'The Instruments of the Orchestra 
('This subject is resumed in Lesson 110.) 

The instruments of the orchestra may be divided into 
three general classes: Stringed, Wind and Percussion. 
The wind instruments are again divided into Woodwind 
and Brass. 

THE STRINGED INSTRUMENTS 

The stringed instruments form the foundation of the 
whole orchestra and consist of violins, violas, violon ... 
cellos and double ... basses. The violins are always divided 
into two sections, first violins and second violins. The 
other instruments are usually undivided. 

The Violin in its present form, as shown in Illustra ... 
tion 1 at (a), dates from the sixteenth century. (See 
Lesson 68, HisTORY, The Predecessors of the Violin.) 
Briefly described, it is a hollow box from thirteen to 
fourteen inches long, the widest part eight and a half 
inches wide, the narrowest, four and a half inches. 
Extended from the box is a long, slender neck, which 
terminates in a scroll. The four strings, stretched over 
a vertical bridge, are tuned in fifths, thus: 

II 

II II 

Pegs, to which the strings are fastened, enable the 
player to tighten or loosen the strings, thus tuning them. 
The strings are made of gut, although steel wire is often 
substituted in the case of the E string. The lowest 
string, G, is wound with fine wire, to produce the 
necessary low tone, without undue thickness of gut. 

The strings are set in vibration by a bo.r. 
by the right hand and arm of the player. • ~~~~~~~~~ 

Softened tones are produced by the 
jus table device made of wood or metal wi 
This clamps the bridge so as to restrict 
The usual range of the violin is from G, ~--·ri 
to A, the fifth space above the treble staf. UIIK•••I.. 
extended to the C above this-c"". 

The bow, in its earliest form, had simply 
string. Later, horse ... hairs replaced the 
horse ... hair is rubbed with rosin to make it 
strings. 

The Viola is similar to the violin, as may 
Illustration 1 at (b), but it is larger and 
strings. The English call it the Tenor, aa 
tenor, or third part, of the string quartU. 
sometimes called by its German name, BD•Ii 
uses the alto c ... clef (see Lesson 132, CoUll!•• 
except for high tones. The tuning of the m..-.-.t 
as follows, 

, .... , .. n 
u 

and the orchestral compass of the ins1truiiMI~ 
from its lowest C to the E on the third · 
treble clef. 

The two lower strings of the viola are 
wire. Although very valuable as an 
ment, its solo repertoire is extremely 

IDustration 1 

(•) Violin 
(One-ninth fu ll siu) 

(b) ViolA 
(Ont-t~indlfull*') 
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Vershadowed by its richly endowed neigh.­
. gly 0 

. 11·n and violoncello. the VlO 

Violoncello (a wo~d w~ic.h is .usually abbre~iated 
llo , and which 1s a d1mmut1ve of the Italian for 

,:ss.:_violone), is really a. bass ~iolin, differing 
· form from the med1eval v10l and violone 

~ ~e instrument is shown with the double.-bass in 

(•) Violoncello 
(O.W•tw<lfrhfull•iu) 

Illustration 2 

(b) Double-Bass 
( Om•twelfth f ull•iu) 

Illustration 2. The strings of the 'cello are four m 
number and they are tuned in fifths, as follows: 

an octave lower than those of the viola. The instrument 
has an orchestral compass of about three and a half 
octaves, and uses the tenor C·def for its upper tones. 

The Double-Bass or Contra-Bass, shown in Illustration 
2 at (b), is the deepest toned member of the family of 
stringed instruments. It sounds an octave lower than 
the notation and its four strings are tuned in fourths, 
thus: 

'' II II 

The Harp, up to 1758, was a diatonic instrument that 
could be played in but a single key. Handel made a few 
efforts to use it in his operas, but was necessarily ham.­
pered greatly by its limitations. M. Simon, of Brussels, 
extended the compass to thirty,eight strings, and added 
a single,action pedal, which could shorten each string, 
raising the pitch a half,step. Thus improved, we find 
Gluck using it in his Orpheo, Mo~art in a concerto for 
flute and harp, Beethoven in his ballet, Prometheus; and 
others following their example. 

Sebastian Erard succeeded in perfecting what is 
known as the double,action harp. (See Iilustration 3.) 
He began his experiments in London as far back as 1786, 
completing his work in 1810. His mechanism has since 
been the model for all harp makers. 

In this double,action instrument, there are seven 
pedals, each operating to shorten one of the seven 
strings in each acta ve. The harp is tuned in the key of 
c .. flat. When any pedal is put half,way down, the tone 
which it controls is changed from flat to natural; when 
it is pressed down as far as it will go, the tone becomes 
sharp. For example, the C.-flat strings may be changed to 
C natural by pressing the controlling pedal half,way 
down; or, they may be changed to c .. sharp by pressing 
the same pedal down as far as it will go. 

In addition to these seven pedals, there is a middle 
one, called the loud pedal. This opens a series of holes 



Dlustration 3 

Harp 
(Ont•twdfth f ullsize) 

at the back of the sound box, and causes a louder and 
more prolonged tone. 

THE WOODWIND INSTRUMENTS 

Woodwind instruments include the Piccolo, Flute, 
Oboe, English Horn, Bassoon and Clarinet, and occasion ... 
ally some less-used instrument. The sound is produced by 
a vibrating column of air enclosed in a tube, the pitch 
of the tone depending on the length of the column of air 
vibrating. 

Woodwind instruments are of two kinds, those in 
which the tubes have reeds, and those without reeds. 

TuBEs WITHOUT REEDS 

The simplest form of the Wind Instrument· 
tube, producing a single tone when blown acr 

18 the 
Soon it was discovered that if holes were p~. 

$ 

IUustration 4 

(a) Flute 
(Ont..,inlh full•iu) 

(b) Piccolo 
One-ninth f ull1iu) 

tube, several sounds of different pitch could be ...-..: .. 
one tube. The effect was the same as if p11 
several tubes of different lengths, and thus 
came into existence. 

The Flute as now used in the modern or 
Illustration 4), is made of wood or silver, and · 
pass is from Middle C to the C three octa 

The player blows across the tube, instead m 
into it. 

In 1832 and 1847, Theobald Boehm l\ll'lllllll.a 
flute with a complete system of keys, so that 
might have command over many more holes 
compelled to use his fingers alone to stop them. 

The Piccolo is less than half the s~ of the ,.. ... 
flute, but entirely resembles it in mechanism. 
tration 4.) It plays an octave higher than the 
word, piccolo, means ~.~.little, 1 " the full Italian 
the Piccolo being Flauto Piccolo, or little Bute. 

TuBES WITH REEDS 

When the tube is equipped with a tongue, 
cane, in the mouthpiece, it is called a Reed lniUU•• 

The name, reed, is derived from the plant 
the tongue is made. It is a tall grass, or reed, ll.l'GII ... • 
the south of Europe. Two strips united Ill 

form constitute a double reed. 

The Oboe, English Horn, Bassoon anclitl. -~ ... 
Bassoon (see Illustration 5) are do~ble reed. ~ 
while the instruments of the clarinet family 
tration 6) have single reeds. 

~======~0~======= 
LESSON 109 ... pAGE 4 
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Illustration 5 

Double Reed Instruments 
(Oru:•twdfth!ullsi::o) 

English 
Hom 

Bassoon 
Double 
Bassoon 

Oboe has a tube that tapers towards the upper 
bell-shaped at the lower end, and equipped with a 

reed mouth-piece. (See Illustration 5.) 

name, Oboe, comes through the old English 
and from the French hautbois (high wood), 

l .. lhh,n a wooden instrument with a high pitch. 

~e produced by the oboe is very Hreedy, and 
I ... Dtbe:u.;ng. Its compass is two octaves and a half, 

. B-flat below middle C. It is equipped with 
the same manner as the flute. In the time of 
it Was the most difficult instrument in the or, 

to tune, and other instruments had to tune to it. 
to this day, it gives the pitch to the entire or, 

~fish Horn is not, strictly speaking, a hom at 
18 

really the alto oboe. In England it always 

goes by its French name, the Cor Anglais. (See Illus, 
tration 5.) 

The Bassoon is the tenor oboe with a bass compass, 
and the Double Bassoon is the bass of the oboe family 
with a very low range. The Oboe, English Horn, Bas­
soon and Double Bassoon, form a complete quartet of 
double reed instruments. 

The Clarinet consists of a cylindrical tube which ends 
in a flaring bell. It is fitted with a single reed mouth­
piece, and has eighteen side holes, nine of which are 
covered by keys and nine by the fingers. Its tone is rich 
and full, and much less biting than that of the oboe. 

Clarinet 

Illustration 6 

Single Reed Instruments 
(Oru:·twdfthfulls iu) 

Basset 
Horn 

Bass 
Garinet 

Just as the English horn and bassoon continue the 
downward range of the oboe, so the Basset Hom and 
the Bass Clarinet serve to form the tenor and bass of the 
regular clarinet, but they are much less commonly used 
than the two instruments first named. (See Illustration 6.) 
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Test on Lesson 109 

HARMONY 

In modulating from any tonic to the major third above, what combination of keys, a to maJor and 
1. 

minor, 1s 

(a) most closely related? 

(b) entirely unrelated? 

A ns. M ajor to minor. 

A ns. M inor to major. 

Write modulations, in the four combination , from D to F#. M ark the keys and the formula for each 2. 
modulation. 

Ans. 

HISTORY 

3. What are the three general cla es of the in trument of the orche tra? 

·-- Ans. Stringed, wind and percussion. 

4· On the statf below, write note bowing how the violin viola 'cello and double-bass are tuned . 

·- - Ans. 

'Ce ll o 

0 

Copynghr 1930 bv A . j. LLLWHL\~. l mpt:roal and l nr<rnullonul C<>pvnghr 5.-<urtd 
Al l n hrs rtstrwd, for a ll counln ts, mcl udmg rht n ght of translanon 

Doub le Bass 
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HISTORY- C ontinued 

5. By whom, and when, was the double-action harp perfected? 

6 Ans. Sebastian Era.rd , in 18 10. 

6. Name the instruments in the woodwind section of the orchestra that are played 

15 ---- (a.) without reeds. Ans. Flute a.nd piccolo . 

(b) with double reeds . Ans. Oboe, English horn, bassoon, a.nd double bassoon. 

(c) with ingle reeds. Ans . Clarinet, basset horn a.nd bass clarinet. 

100 _ _ _ _ Total. 

Pupil's ame 

Pupil' s Address_ _ ___ _ 

Pupil's Class o. 

'Teacher's a me 

T est on Le son 1 Page 2 
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PIANO LESSON 110 

HARMONY 

fA1 odulation 
(This subject is continued from usson 109, and is resumed in Lesson 113.} 

OR THIRD DOWN 

modulation to a major third below may be ef,. 
follows : . 

: Old Key: 15 

New Key: v: I ng I~ V 7 I. . 

the first key is minor and the second major, they 

are related in the first degree, the tonic chords of each 
being diatonic triads in the other key. 

When the first is major and the second minor, they 
are harmonically very remote from each other. 

Practice the following modulations at the keyboard, 
beginning on many different tonics, and using the 
different combinations of major and minor in rotation. 

MODULATION 8. To the Major Third Below 

(b) C minor to AD or AD minor. 

fl I 

4!) ~ r T ~ 

J ~.J (~)J ,J (~)J ~.J m-e-. . 
l ~ I j 

c: I 
AP{W,); U1 Vi I I 



HISTORY 

The Instruments of the Orchestra 
('This sub;ect is continued from Lesson 109.) 

BRASS INSTRUMENTS 

The brass instruments include the Horns, Trumpets, 
Cornets, T rombones, and Tuba. In all brass instru ... 
ments, the lips of the player assume the role of the reed 
in reed instruments, giving the initial vibration to the 
desired tone. 

The French Horn is of brass, with a cup mouthpiece, 
and the tube is coiled several times. (See Illustration 1.) 
Keys manipulate valves, which lower the pitch by open ... 
ing added sections of the coiled tube, thus length ... 
ening the air column. Its tone is very warm and mellow. 

Illustration 1 

French Hom 
(One-ninth full siu) 

The Trumpet is made of brass, mixed metal, or silver. 
(See Illustration 2.) Its tube length is half that of the 
French horn; hence, the ranges of the two instruments 
are about an octave apart. It is equipped with valves, 

illustration 2 

Trumpet 
(One-ninth full siu) 

and its tone is brilliant and martial. 

The Cornet is a conical brass tube, having a 
four and a half feet, conveniently doubled 
(See Illustration 3.) 

D1ustration3 

Comet 
(One-ninth full lilc) 

It i~ fitted with three valves to 
extend the pitch. It is frequently 
substituted for the trumpet in the 
orchestra, but has a less noble quality 
of tone. 

The Trombone has a tone color 
that combines well with that of the 
trumpet, and three ... or four ... part har, 
many, by trumpets and trombones is 
frequently written by composers. 
The trombone is equipped with sec' 
tions which slide upon each other, 
thus lengthening or shortening the 
tube. (See Illustration 4.) It is made 
of brass, and has a cup mouthpiece. 
The slide is provided with a handle 
which is operated by the right hand. 

There are three trombones, alto, 
tenor and bass, the first being less 
used than the other two. 

The Tuba or Bass Tuba is the 
largest and deepest ... toned of the 
brass instruments. (See Illustration 
5.) It is equipped with valves, and 
its mouthpiece is cup ... shaped. It is 
rich and mellow in soft passages, 
extremely powerful and dominating 
in fortissimo. 



Diustration S 

Bass Tuba 
(Om-ninth fu llsiu) 

Saxophone is a single reed instrument of the 
type, but it is made of brass. The tone has the reedy 

. 6 

quality of the clarinet as well as 
something of the qualities of the 
French horn and the 'cello. While 
not in regular use in the symphony 
orchestra, it is widely employed in 
bands and dance orchestras. It is 
made in about six sizes, from 
Hsopranino" to bass. Illustration 6 
shows a soprano saxophone, 
' 'curved model., The straight 
form, like the clarinet, is also used 
for the high~pitched instruments, 
but all lower ones require a length 
of tubing that necessitates its 
being bent. 

PERCUSSION INSTRUMENTS 

Percussion instruments, as used in the orchestra of 
today, may be divided into two general classes: instru~ 
ments that give a definite pitch, and those that do not. 

Included in the class of instruments that have definite 
pitch, are the Kettledrums, the Xylophone, the Glacken~ 
spiel and the Celesta. Those that have no definite pitch 
are the Bass Drum, Side~Drum, Cymbals, Triangle, 
Chimes, Gong, Castanets, Tambourine. 

INSTRUMENTS OF DEFINITE PITCH 

The Kettledrum is the only drum capable of producing 
several tones of different pitch. It consists of a great 
hemispherical basin of copper, covered with tightly 
stretched calfskin, called the drumhead. A ring of 
metal, moved by screws turned with a key, makes possible 
a change in the tension of the drumhead, thus changing 
the pitch of the tone. (See Illustration 7.) Different 
effects are produced by the use of different kinds of sticks, 
the heads of some being covered with felt, and of 
others with sponge. Kettledrums are generally played in 
pairs, but sometimes three or more are called for by the 
composer. The two kettledrums in general use have, 
combined, the compass of an octave; the larger one is 
called the C drum. Kettledrums are also called Timpani. 

Illustration 7 

Kettledrum 

(Orn:•twdfth full•i:u) 
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The Xylophone consists of a number of bars of dif.­
ferent lengths, usually of wood, which are struck by a 
mallet, with a knocking, rattling effect. (See Illustration 
8.) The sounds are all above middle C, and an octave 
higher than the notation. 

Illustration 8 

Xylophone 
(One-sixteenth full size) 

The Glockenspiel (Bells, or Carillons) consists of a set 
of thin, flat plates of steel, which are struck with a mallet. 
In appearance the instrument is very much like a small,. 
sized xylophone, but the metal plates give forth a tinkJ ... 
ing, sweet, bell,.like tone. The glockenspiel is made in 
different pitches, the tone sounded being two octaves 
higher than the notation, and about an octave higher 
than that of the xylophone. 

The Celesta, the invention of a Frenchman, in 1886, 
has somewhat displaced the glockenspiel in the modern 
orchestra. It is practically a glockenspiel, or set of 
'"bells," furnished with a small keyboard, and the action 
is similar to that of a piano. 

I NSTRUMENTS wITHOUT DEFINITE PITCH 

The Bass Drum was doubtless brought to Europe from 
A sia. Its large body, cylindrical in shape, has two skin 
heads, and it is played with a stick having a large padded 
ball. (See Illustration 9.) No fixed pitch is possible, and 
the principal use of the bass drum is to mark rhythm. 

Illustration 9 

Bass Drum 
(One-twelfth f ull &iu) 

The Side-Drum, sometimes called the Saare 
much smaller than the bass drum, although 
in construction. (See Illustration 10.) Its tone ~a· DQt,d!a 

like that of the bass drum. It is used more · 
bands than in orchestras, and is played only 
which is turned upwards, in use. 

Dlustration 10 

Side-Drum 
(One-twelfth f ullsiu) 

Cymbals are circular plates of bronze or b 
at the outer edge. They originated in Arabia - .. .,.---
They are not clashed together directly, but si 
a sliding motion requiring some skill. Their ~~-~ 
to mark rhythm, and add brilliance. (See m 

Illustration 11 

Cymbals 
(One-eighth full size) 



T iangle is a steel rod, bent into the form of a 
11le ~ith one angle open. It is struck with a second 
~~te, . 2 ) P-rod· (See I1lustrat10n 1 . 

Dlustration 12 

Triangle 
(Om·<ighthfull siu) 

'l1le Chimes are a set of susp~nded steel bars, which, 
struck with a hammer, gtve out powerful tones 

bling those of church bells. (See Illustration 13.) 
· rable use has been made of this highly effective 

in modern orchestral music. 

~ 

~ 

~ 

._ 

Dlustration 13 

Chimes 
( One•sixt«nth f ullsiu) 

~ \ 

v. 
I 

If 

I) 

" 
~~~~ , 

.~ ~, 
~ 

Ill 

tl -~~ 
ill ~ 

._ 
--

~ ~ 
u 

~ 

... ... 
D 

The Gong, or Tam-Tam, is an in .. 
strument of Chinese origin, taking 
an occasional dramatic part in or .. 
chestral scores. It is generally in the 
form of a shallow bowl, and is struck 
on the convex side with a bass-drum 
stick. (See Illustration 14.) When 
used for rare and special effects, the 
tone of the tam-tam is solemn and 
thrilling in pianissimo or dominating 
and terrifying in fortissimo. 

The Castanets are wooden clappers, 
whose sharp, hard sound strongly 
marks any desired rhythm. They 
are inseparably connected with cer­
tain Spanish and other southern 
dances. Illustration 15 shows the 
double castanets, mounted on a 
handle, in frequent use in orchestras. 

Dlustration 15 

Castanets 
Om-cighthfullsiu) 

Illustration 14 

Tam-Tam 
( One-eigl•th f u II size) 

The Tambourine is a hoop of wood or steel, covered at 
one side by skin, which is tightened or loosened by means 
of nuts on the rim. Loose plates of metal are fastened by 
a wire through their center, in the sides of the hoop, and 
make a jingling sound when the instrument is shaken, 
or struck with the fingers. (See Illustration 16.) The 
tambourine is used in dances, and is of oriental origin. 

IUustration 16 

Tambourine 
(Om-eighth fu ll siu ) 
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'Test on Lesson 110 

HARMONY 

In modulating from any tonic to the major third below, in what combination of key , as to major and 
minor is there 

(a) relationship in the first degree? Ans. Minor to major. 

(b) very remote relationship? Ans. Major to minor. 

z. Write modulations, in the four combinations, from B to G. Mark the keys and the formula for each 
modulation. 

. --- Ans . 

TJIO -2 J 
~~ fl~ f ~ 

IJI..Ji 
}# -~ V; 

• 1.1 I I il , 
~ __.., 

/) r-.1 ,., I 
[/1 v v ".:'. v L7 (.. v 

14 0 (J 0 ,., 
0 I 0 ~ 0 P. I e r \ \ ~ \ 

d tij .U J~ .'Bt 'b£.( J I 0 d 
:'-•11' r . v 
:...• r--- --t-;;;. 

- ··-~ .L '"' l{=p=-~__.... ·+- .. / -1+-· "" ~-' l ..., -
\ \ ""gi;:~ 

...... I ,~· 

I l 

HISTORY 

3. arne five orchestral instruments classified as "brass., 

·· Ans. Horn, trumpet, cornet, trombone, tuba.. 

4. What is the saxophone? 

·-. Ans. A single reed instrument of the clarinet type, but it lS ma.ae of brass. 

Copvnghc 1930 b' / \ .. 1. Lu V.:t LU ' · 1m pawl unJ lnrcrnull<llWI Cupvnghc &wrrJ 
All nghcs Tt'.,trud, for all countnt.(, mduJm~ ch' nghr of cran slat1ol1 

,...., /t '"' --
I 0 0 

I 
I t;) :b c flt1 

A ....... 
....... 

~ ~ 

T 
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5. What percussion instruments give a definite pitch? 

12 ____ Ans. Kettledrums, xylophone, gloc~enspiel a.nd celesta.. 

6. What instruments have no definite pitch? 

12 Ans. Ba.ss drum, side~drum, cymba.ls, triangle, chimes, gong, ca.sta.nets a.nd tambourine. 

100 _ _ _ _ Total. 

Pupil's Address_ ____ _ _ 

Teacher's .Name __ 

Page 2 
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GRADE ADVANCED B 

tl'r1id-fjrade 'Test c:following Lesson 110 

HARMONY 

(L.103) Harmonize the following bass. Mark the chords. 
1. 

. 
Ans. ' -~ . ·-

.8 - 6 
4 - 4 
3 -

Jl ~ JZ -7 I 8 if, .- :C ~1 - I 

.., (L. 104) Harmonize the following ba and the following melody. Mark the chords, and the changes 
of key where modulations occur. 

__ Ans. 

_fiJ ~ I t - I I I 
'1 

' - . I ft ,v 
rv' ,, . .. - - II 
II v - L'L ~ -

• 1 -. \ 
-~ ( t t \ . , ...._ vr \ f ~ \ ... - .. 

\ r -\ \ ( 

J ~ n\ ~ \ 
t · ' J \ I \ I ' 1 I I ~I - \ 

-" - -- - ._ -u ~ '.It' 
.LA ..,... 

... _ 
r_J u. • r_J :-- _,.,. . -L ,_. - - ,... 

[ 1.8- 16 1~7 'a 5 '7 16 7 1#4 
2 7 

I~ 3 #2 lqa r 16 16 6 # 4 

"! ...,7 ~Jlllf /1 JZ ~10 J r r ~ -j .-
, l - ~ ...J- .., ...1-

-
t; t; 7 .& ti 2 G # 6 7 # 4 -6- 6 0 # 4 't 2 4 b~ 

~ 1 llto .i a 'Tf-~ (,(· :n 'uv :I _:rr, ]Ll -
1 
\ * r ]t ~ 171 a.~~ .1 ~ :V1! 1ZI:; _ .l[.llt-rf, :C ~ ~1 1£, JL-a J: Y J:c, 

-1.1 
~ l 

3· (L · 101, 102) Write modulations from E major to F# minor, and from E minor to D major. 
key , and the formula for each modulation. 

Copvnghc 1930 b) A . J Luw; Ll ' "· l rnp<nul unJ l nrcrnucoonul Cop_vnghc s.,,,.,,J 
A II nglu s r<S<n~.l. for "II c,,.mcncs, mcludmg che nghc of <ratu la[lon 

A • 
~ 

f " 
J .. 
_,. 

r 

Mark the 
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4. (Ls. 105, 106) Write modulations from F major to D minor, and back again. Mark the key 
formula for each modulat ion . 

8 ____ A ns. 

fj I I I ( I . , 
I " n. J l ~L "" /I I 

'" AI: ..... (.1( I'JI L L ')o; - :.'1 ,..., 
.v ? ~ 

'" /\ v .-J { :JI ..., ... c - £ . I @) '-' ...... I 0 

\ 0 
.e -6--% ~ ~ ~ ...tr 

-e- · 
~ MT 110-4 

i '"" i . ,... l y - .. ...., l. rr' ""' 
.,... , v L.J v 

\ .... " 
.--? ~~ I 0' ]:{' 

...... 
l J. I. t I 

5. (Ls. 107, 108) Harmonize the following bass. M ark the chords, and indicate the suspension 

10 ____ A ns. 

fJ;t I • I I I I I ( \ . s 5 
, Ill " .. ./" :\,. I 

I " ~ ,., ... ... a. - ...... .., ... - • C_l - ..... • 
~v - - y 

~ I \ 5 I tS'' \ 1 \ \ I ? I \ \ I I ' l l \ s' \ 
< ~tT 110-5 

_4-J _J j J )Y-~.J , I J \ J_ \7_J J_~_) I 
_, 

\ \ \ I + _11.... . '" ~- .-11: - -I •• 1/f ,., 
'~ 

... - ....... ...,.... r~ ,... , 1'.. f-1 - - - f-1 '~ 
\ .... - 't a 3 6 ,') .,. :3 16 1.8 I 9 8 17 6 I. 1, , - 9 8 .&- '• a 4 3 4 7 6 

b ~ T n ~ ;,_ ~- Jl '· ~ ·~ lj § ·-t,=-, ~ ~ ® i =-~= 
6 7 7 

-

o-. -r :r. ~-. :i :r G ~c& ~.... J- Jt, r, -
6. (Ls. 109, 110) Write modulations from A to C# minor, and from A minor to F. Mark the ke 

formula for each modulation. 

8 ____ A ns. 

fliffi 
Ill,., 

1"1. u. c VII~ c: -, 
~ ~"' - l 
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' ...er I @) l \ I I ..er -&- ~ l -e-
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HISTORY 

(L. 101) What campo er is sa_id to have developed and perfected the principles of counterpoint? 

Bach. 

(L. 101) In whose work did the classic sonata .. form attain its complete maturity in structure and emotional 
content? 

A In Beethoven's worJ... ns. '\ 

9. (L. 101) W ho were the leaders of the Romantic movement of the early part of the 19th century? 

A W eber and Spohr. ns. 

10. (L.103) Name the composers of the following operas: 

(a) "Pagliacci." 

(b) "La Boheme." 

(c) "Cavalleria Rusticana." 

Ans. LeoncavaUo. 

Ans. Puccini. 

Ans. Mascagni. 

11. (L. 104) Name the three classe of Hindu music. 

Ans. Auspicious music, funeral music and concert music. 

12. (L. 104) Of what people is it said that they apparently do not distinguish between noise and music? 

-- -- Ans. The Chinese. 

13. (L. 107) What is the purpo 'e of studying the folk music of various nationalities? 

Ans. To ascertain what influence their characteristics have exercised upon the art of music. 

14. (Ls 109, 110) N ame the instrument of the orchestra generally classified as follows: 

(a) stringed instruments. 

(b) woodwind instruments. 

(c) brass instruments. 

(d) percussion instruments. 

Ans. Violin, viola, violoncello and double,.bass. 

Ans. Piccolo , flute, oboe, English horn, bassoon and 
clarinet . 

Ans. Horn, trumpet, cornet, trombone and tuba. 

Ans. Kettledrum, xylophone, gloc~enspiel, celesta, bass 
drum, side,.drum, cymbals, triangle, chimes, 
gong, castanets and tambourine. 

M tJ-Grade Test Followmg Ll:s ·on 110 Page 3 
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TECHNIC 

15. (L. 105) In what kind of playing is rotary action helpful? 

5 ____ Ans. In successions of bro~en sixths, bro~en octaves and tremolos. 

16. (L. 106) What are two common faults of students in chord work? 

6 ____ Ans. 

100 _ _ _ _ T otal. 

1. Unevenness of attac~ when both hands are employed. 

2. Unevenness in the pressure with which the several tones are produced. 

Pupil's]\{ame _______________ _____ _________ __ ----- -- - - -- · - --- - - -- -·-··- - _ 

Pup d's Address___ __ _______ ___ ________ __ _ __ ____ __ . _ 

Pupil's Class ]\{o. __ __ _________ _ 

TO THE TEACHER: Please fill in your name and address below. The Examination 
Paper will be returned to that address in one of our special mailing envelopes. 

'Teacher's a1ne ___________________ _ 
-------------- -- -- - --------- ------

Teacher's 
Account Number Street Address _______________________________ ...... - ________ ------ - ------ ·- · · .. 

(Please jill in) 

--· . Ctty and State __ . __ __________________ ______________ ------- -------------
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PIANO LESSON 111 

of this Lesson: HARMONY .. HzsTOR Y 

HARMONY 

CJX.onharmonic Tones 
('This subject is continued from Lesson 99, and is resumed in Lesson 115.) 

IATURA 

e have learned that Suspensions are prepared, the 
forming the suspension being present in the same 
in the previous chord, and usually held over by a 

Lesson 107, HARMONY.) 

a free-entering dissonant tone occurs on the 
it is called by some writers an Unprepared 

l llipal!ro· n, but is, more properly speaking, an appog ... 
Appoggiaturas may be single, double, or 

just like suspensions. 

Dlustration 1, the dissonant tones marked + are 
accented beats. They occur singly at (a), and are 
or triple at (b.) T hey are exactly like suspensions, 
that they are not prepared. Hence, they have the 

efect as the appoggiatura, described in Lesson 32, 
THEORY. 

Dlustration 1 

Appoggiaturas 

Any tone foreign to a chord is classed as a nonharmonic 
tone. This designation includes the appoggiatura just 
described, as well as passing tones, alternating tones, 
changing tones, and various other auxiliary tones. 
Some care is necessary at times to distinguish one from 
the other. 

ACCENTED PASSING TONE 

On the second beat of (a), Illustration 2, the Band A 
are passing tones. At (b), the phrasing and the special 
accent give this same A rather the effect of an appog ... 
giatura, but we still define it as an Accented Passing 
Tone, moving, as it does, from the tone above to the 
tone below. (See Lesson 99, HARMONY.) 

' 

Dlustration 2 

Accented Passing Tones 

~ (a) I -. (b) I I ::,... 

AUXILIARY TONE, TAKEN OR LEFT BY LEAP 

A modification of the auxiliary tone called alternat ... 
ing tone (see Lesson 99, HARMONY) is that in which an 

~)\\ 0 
C oJ111ight 1929 lry A. J. LL!W!LLTN. Imperidl and Int<rnational CoJ111ight Secured 

A ll righu reserved, for all coumr~s. including the right of translation 



unaccented tone is taken by skip but left by step. Such 
tones are marked x in Illustration 3. The auxiliary, in 
any case, differs from the appoggiatura in that the latter 
is always on an accented beat. 

Illustration 3 

Auxiliary Tones Taken by Leap 

I x 1 xj I Jt xj .I 

I I I 

I J J 

r 
Another modification of the alternating tone is where 

it is taken by step but left by leap of a third down to the 
next harmonic tone, in this way: 

The E and D are harmonic, the F is an auxiliary tone, 
left by a leap of a third downwards. 

Any further extension of this license, as at (b) of 
Illustration 4, is extremely rare, and should not be used 
by the student. 

IDustration 4 

Auxiliary Tones Left by Leap 

Good Not good 

~ {tl) J ~----J fl (bj J ~ ... 

14! I I 4U I 

t ~ J 

A GIVEN MELODY VARIED BY 
NONHARMONIC TONES 

I 

I 

J 

A melody consisting of harmonic tones can be greatly 
modified and, it may be, improved, by the insertion of 
nonharmonic tones. For example, here is a short melody 

of which all the tones are intended to be 
With added nonharmonic tones of various -.u~­
following may result: 

The harmonization of the first form, the p 
might be as follows: 

and the same harmonization, with the embelllilb=cl 
of the melody would appear thus: 

~a)+ (b) (c) 
u 

The auxiliary tone taken by leap is 
It is left by step as required, but to an a.ooc.-•11. 
this case. 

At (b), the accented passing tone makes 
chord formation (IV a), but E is the harmai. _ 1~ 
according to our first scheme. 

The alternating tone left by leap is seen at G 

The chromatic passing tones at (d) ~ (I) 
and an augmented sixth chord, respecU 
how transient modulations and al~ 
occur from chromatic passing or otherWill 
tones. 

At (f), an appoggiatura, F, is iosel1*l 
passing tone D#, and E. 



HISTORY 

'The 'Pianoforte 

a pearance of. the modern pianoforte is fam~liar 
pne, in its vanous outward shapes. The Upnght 

is, perhaps, mos~ commonly ~oun~ in private homes, 
Grand Piano tn several stZes ts, also, now much 
d for private use, and almost invariably for the 

platform. 
shall first give some description of the Grand Piano 

Wustration 5), the highest development of the 

Dlustration 5 

Grand Piano 

t whose origin and early history were dis-­
in Lesson 67, HrsTORY. 

are four or five different sizes of the Grand, or 
tal, piano, from the Full Concert Grand, measur-­
t nine feet in length (from keyboard to rear), 

to the miniature instrument with a depth of about 
":_~The smaller sizes are called Par lor Grands, 
"''llllds, Miniature Grands, etc., or, by some 

--..~I ll" 

by 
ers, merely designated by ••style A,, ••style 

numbers. 

important component parts of the whole visible 
ar~ (1) the Case, (2) the Sound.-producing 

th t Within it, and (3) the Action, by means of 
e SOund is produced, including the keys. 

The Case may be of various kinds of wood- Ebony, 
Mahogany, Walnut, Oak, Satinwood, etc., and finished 
in an unlimited number of styles of design and decora-­
tion, such as Colonial, Mission, Louis XV, Inlaid, etc., 
etc. These details are purely a matter of individual taste 
and cost. 

The Sound.-producing Instrument proper consists of 
the Strings, Sounding--Board and Frame. The last is of 
much importance, for to it the strings are attached under 
high tension, aggregating, in a grand piano, twenty to 
thirty tons. The parts of the frame holding the opposite 
ends of the strings, were formerly braced and trussed 
apart in various ways, to obtain stability, with more or 
less success; but, today, the whole frame is usually one 
solid casting of iron, and so is extremely rigid. It is this 
which gives the great weight to a piano. (See Illus.­
tration 6.) 

Dlustration 6 

Frame of Grand Piano 

The Strings are of steel, and are attached to the rear 
of the frame. They then pass over a Bridge of hardwood, 
mounted on a Sounding.-Board of carefully selected and 
prepared wood, and are wound around Tuning.-Pins, 
socketed in a wooden Wrest.-Plank at the front of the 
frame. These pins can be turned by means of a tuning 
hammer, and the tension altered in the process of tuning 
the instrument. The lower sounds are, of course, pro-­
duced by the longer strings, and the lowest sounds of all 
require that the strings be wrapped with other wire in 
order to lessen the number of vibrations. The shorter 
the available space for string length, the more of the 
lower strings require to be thus wrapped; hence the 
tonal advantage of the large concert grand instrument. 

In order to obtain greater volume of sound, there are 
three strings for each tone, tuned in unison and struck 



simultaneously, throughout the greater portion of the 
instrument's compass. In the lower range, however, there 
are only two strings to each tone, and in the lowest of all, 
the single wrapped string. To gain the greatest possible 
length for the strings, they are generally divided into two 
groups, running diagonally the one over the other. The 
piano is then said to be "overstrung." 

The particular point at which the hammer strikes the 
string is a matter of importance in piano construction, 
and must be arranged with great nicety; as harmonics 
are caused which improve or detract from the funda.­
mental tone of the string. (See L~sson 59, GENERAL 

THEORY.) 

The section of the instrument in which is evidenced 
the greatest ingenuity and development is the Action, 
the mechanism by which a single tone is sounded by the 
striking of a key. 

The modern grand piano action (see Illustration 7) 
has been a very gradual growth from the means by which 
the old spinet and harpsichord were operated, and many 
intermediate improvements have had their day. 

As long ago as the eighteenth century, some sem, 
blance of the modern action was in use, but it had many 
drawbacks, which had to be individually corrected. 
The. highly developed modern mechanism overcomes, 
perfectly, all these defects. The hammer is responsive to 
the slightest modification of touch on the key; it is 

Illustration 7 

Grand Piano "Action" 

0 0 

caught by a check, so that no rebound is possible; and the 
Double Escapement invention allows of instant repetition, 
without the key rising more than a fraction of the full 
distance. Each string is damped, or deadened, with a 
felt pad, which is raised and held away from the string 
during the depression of the key. 

Supplementary to the action, in playing the piano, 
are the Pedals. The Damper Pedal raises all the dampers 

just mentioned, and produces an increased 
throughout the instrument, in sympatheticVihra--· ......... 
strings actually struck. The Soft Pedal (indi 
p~inted music by Una Corda) moves all th: 
slightly, so that they can only strike two stnnp..,........_ 
tone, instead of three. The Sostenuto Peda~ 
some grand pianos, catches any particular 
ready being held off the strings by depresse<~Uillllll»ft 
holds them, allowing the hands to play furthet 
sound of the last held chord, or note, contin .' 

Much of what has been said of the grand piano 
equally to the upright piano (see Illustration 8); aapeciaJI. 

Illustration 8 

Upright Piano 

as regards case, cast,iron frame, sounding 
strings. The action is necessarily a little ctil. a• 
account of the vertical position of the I · 

hammers, but the principle is the same. The 
produces the reduced tone by moving the 
nearer to the strings, instead of shifting them 
strings. The sostenuto pedal is not found Oil 

of instrument, but a third pedal may operate 
attachment. 

The sizes of upright pianos vary consi 
is, as to height, and depth from back to fron __ .,_ 
board length remaining the same. Some vt:r'l 
comparatively portable pianos are made, 
convenient for certain purposes. Others 
large and massive "upright grands," o·u.l'!l'ldtull·~·-.,­
with a length of strings and a tone surpa,ssing 
smaller horizontal grands. 

k=======7o·~======~ 
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GRADE ADVANCED B 

'Test on Lesson 111 

What is a nonharmonic tone? 1. 

HARMONY 

Ans. A ny tone foreign to the chord in which it appears. 

2. What does this designation include? 

Ans. Appoggiaturas , passing tones, alternating tones, changing tones, etc. 

3. When may an alternating tone be left by a leap? 

Ans. When ta~en by step up and left by leap of a third down. 

4. How may a melody of harmonic tones be greatly modified and, perhaps, improved? 

1 __ __ Ans. By the insertion of nonharmonic tones. 

5. In the following example, mark the suspension , (S), passing tones,(- ), alternating tones, (u), and appog· 
giaturas (+). 

·-- - Ans. 

v + 

6. Harmoni~e the following hort melody just as it i , and then with variou nonharmonic tone added . 

-- -- Ans . 

Use the same chords for both harmoni~ation . 

.l -- Iif - 1 :r~ 1Y _r T - 1 f r, I 4 T 
Corvnght 1930 h~ .-\ . j . L LlWHLY'. l mp<nul u>1d l t~t<nluliV>hd Cvr,»ght &cureJ 

Al l rigl11s rt.<Ort'<d, for a II countr:<.<, mdudmg rho nght of trunsk• t•o" 



7. What are the two forms of the modern piano? 

Ans. 'The upright and the grand. 

8. What component parts are common to both forms? 

Ans. 'The case, the sound,producing instrument within it, and the action. 

9. Of what does the sound,producing instrument proper consist? 

Ans. 'The strings, sounding,board and frame. 

10. How many strings are there for each tone in the 

(a) upper range? Ans. 'Three. 

(b) lower range? Ans. Two. 

(c) lowest range? Ans. A single wrapped string. 

11. Name the pedals found on both grand and upright pianos. 

Ans. 'The damper pedal and the soft pedal. 

Pupd's C lass 
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PIANO LESSON 112 

of this Lesson: HARMONY , HrsTORY 

HARMONY 

Passing Chords 

, between two chords of the same and, for the 
being, prevailing harmony, there appears by degrees, 

and different chord, it is called a Passing Chord. 
measures 2, 4 and 5 of the following illustration.) 

-a·~mes two passing chords, and even more, are 
(See measures 3 and 7.) Passing chords rna y also 

between two different, but important chords. 
measures 6 and 7.) 

chords can be analyzed independently, and given 
respective places in the scale; but when used in this 
they are melodic rather than harmonic in character, 
a!ect but slightly the accented harmony. For 

instance, in measure 4, the second beat is a second in,. 
version of I when harmonically analyzed; but, as the 
prevailing harmony of the measure is the dominant 
seventh chord, we get the melodic effect of triple passing 
tones rather than any harmonic effect of the tonic chord. 

The chord on the third beat in this measure might be 
considered a passing chord on n- B D F #. However, 
since the soprano and tenor each have a tone sustained 
two beats, which gives them a point of repose, we con,. 
sider the chord, V 7 , to prevail throughout the measure, 
with the alto F#, a passing tone. (See Illustration 1.) 

Illustration 1 

Passing Chords, or Chords Formed by Passing Tones 
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HISTORY 

eminent Pianists 

CLEMENTI TO LISZT AND RUBINSTEIN 

The art of playing the pianoforte has kept pace 
throughout the centuries with the development of 
instruments which demanded increased technical equip" 
ment. As the modern piano gradually supplanted the 
clavi chord and harpsichord, a new school of technic 
necessarily came into existence. 

Emmanuel Bach, Haydn, Mozart and Scarlatti were 
born,and,bred harpsichordists; while ]. S. Bach,s pref .. 
erence for the clavichord is a matter of history. Mozarfs 
sonatas and concertos represent the fullest possibilities 
of the small, light,toned, Viennese pianos of his time. 

Upon the advent of the English pianos, with their 
heavier tone, a new style of both playing and composi, 
tion came into being. 

The first era of great pianists may be said to extend 
from Clementi to Rubinstein, including Liszt. 

Muzio Clementi (1752,1832) was the pioneer in this 
new style. He was born in Rome, but went to England 
in his childhood, and spent most of his eighty years 
there. As a piano virtuoso he bears the same relation to 
Mozart and Haydn, that Dominica Scarlatti did to Bach 
and Handel. He was a superior teacher, and trained 
some of the finest pianists of the day, among them J. B. 
Cramer, Ludwig Beyer, John Field and Alex. Klengel. 
(See also Lesson 74, HISTORY.) 

J. B. Cramer (1771,1858), like Clementi, spent the 
greater portion of his life in London, though concertizing 
extensively on the continent. He was noted for his 
expressive touch, and was an astonishing sight,reader. 
His Eighty,four Studies are of permanent value, because 
of the happy combination of musical ideas and useful 
technical passages. 

Ludwig Beyer (1777,1839) was born in Dresden. Both 
Felix and Fanny Mendelssohn were among his pupils, 
as were Taubert and Henselt. 

John Field (1782,1837) was born in Dublin. After 
a period of study with Clementi, he went with his master 
to Russia, where he spent his later years. His playing 
was distinguished by a fine legato, supple wrists, and a 

singing tone, full of endless shades and 1 
credited with the invention of the .. Noc:;: 
composition of sentimental character. 

A. A. Klengel (1783,1852), born in Dresdeo. 
master of the legato style, and was highly effi · 
yphonic playing. 

Friedrich Kalkbrenner (1788,1849) was the &II:Bf • ...., 

favorite in Paris during Chopin,s residence 
eminent Polish composer at one time considered 
ing with him, being attracted by Kalkbrenner V1·aom .. 
bravura style and showy technic, which quali · 
him rank as the greatest virtuoso of his day. 

Johann Hummel (1788,1837), born in Pr 
contemporary of Beethoven, Kalkbrenner and 
He lived with Mozart and studied with him 
years, later spending some time in London, atudri• 
with Clementi. In extempore playing he 
sidered a rival of Beethoven. In his later yean, 
lished his celebrated Piano &hool, a valuable c:mllil» 
tion to the development of piano technic. 

Carl Czemy (1791,1857), born in Vienna, 
player of great renown, a teacher of high 
prolific composer of studies, the latter amp · 
emphasizing Clementi,s technical ideas. It is ri 
interest to note that Beethoven was the 
Czerny, and that Czerny was the teacher of 
virtuoso, Liszt. 

Ignaz Moscheles ( 1794, 1870) was born in . 
was a pupil ofDionys Weber, who ••brought him 
Mozart and Clementi. He was the foremost 
after Hummel and Czerny. As a player, he nnii!!IO ... 

his crisp touch, precise accentuation, and 
chary use of the pedal. He, like Hummel, 
able extemporizer. He was an excellent ... ~u-n£1 
prolific composer. 

Heinrich Herz ( 1806,1888), though born 
spent most of his life in Paris, where he was ftnlzu•'-

brilliant playing. 
Frederic Chopin ( 1809,1849). was bo~ ~ . 

Warsaw. Congenial surroundings, stllll 



aflluence, opportunity, praise, were all his in his 
f study. In 1831, he went to Paris, remaining 
~e rest of his life. His touch was described as 

.. uating and gossamer, that the crudest and most 
~c harmonies floated away under his hand, in, 

t yet not unpleasing. H Moscheles, a player of the 
,cll~l, says, ""the harsh modulations, which strike 
disagreeably when I am playing his compositions, no 

shock me when he plays them, because he glides 
them in a fairylike way with his delicate fingers., 

EarlY in 1832, Chopin ~ade his Parisian debut at a 
in aid of the Pohsh refugees, but refused the 

and money to be earned by the virtuoso, and 
down to teaching and study. The perfection of 

genius for composition was the result of painstaking 
· g and repolishing, for it is a matter of record that 

was never satisfied with the result of his labors. 
also Lesson 84, HisTORY.) 

Mendelssohn ( 1809,184 7) did not claim to be a 
virtuoso, but nevertheless his performances were 
distinguished. Ferdinand Hiller says ~·He pos, 
.... all that a virtuoso could desire.'' He had 

abi1ity in improvising, and a remarkable musical 
. The music of Bach, Mozart and Beethoven 
d most congenial to him. (See also Lesson 83, 

lY.) 

Liszt (1811, 1886) is universally considered the 
t of pianists. Both in respect of technic and in, 
tion, he created a new epoch. Born in Raiding, 

. .... "', he had lessons, first, from his father. Then 
d work with Czerny, for a year and a half. In 

1 he made his home in Paris. Liszt concertized 
·vely, being hailed everywhere as the supreme 

may be said to have brought the capacity of the 
to~ higher plane than any yet known. His techni, 

~tributions had for their aim, increased fullness 
~d~ur of tone, greater variety of color, and the 

mto relief of the inner melodies in polyphonic 

a teacher, he was one of the greatest. Among his 
~pupils are Carl Tausig, Emil Sauer, Arthur 

der 0Stavenhagen, Burmeister, Klindworth, Adele 
Silo . he, von Bulow, SHERWOOD, d'Albert, Amy 

1 

ti, Rosenthal. (See also Lesson 85, HISTORY.) 

Sigismund Thalberg ( 1812,18 71) was born in Geneva, 
Switzerland. His early lessons were with Hummel, and 
later, in Paris, he studied with Kalkbrenner. He became 
an idolized figure everywhere, concertizing all over 
Europe, in the United States, and in Brazil, where he 
died in 1871. Endless were the comparisons made 
between him and Liszt. Indeed, he was the only player 
of the day who could at all compete with the latter. 
The aim of both Thalberg and Liszt, at that time, was 
to dazzle the public with novel effects and the conquest 
of prodigious difficulties. 

Adolph Henselt (1814,1889) was born in Bavaria. 
Though a pupil of Hummel, he may be considered a 
link between Hummel and Liszt. With Hummel's 
quiet style, strong fingers and legato touch, Henselt 
succeeded in producing sonorous effects almost com .. 
parable to those of Liszt, who availed himself of wrists 
and pedals to the utmost. The later years of his life 
were spent in St. Petersburg as Court Pianist. His Etudes 
compare favorably with those of Chopin. 

Leopold von Meyer ( 1816,188 3), born in Austria, was 
a pupil of C zerny, and spent most of his life in concert 
tours of Europe and America. Instead of following the 
usual custom of playing music from the classics, he 
specialized in his own and other light salon pieces, play, 
ing them in very effective style. 

Antoine de Kontski (1817,1899) was born in Cracow, 
Russia. He, also, was a brilliant pianist, utilizing musi ... 
cally mediocre show pieces, for instance his own ""Awak ... 
ening of the Lion," once a very popular number. 

Alexander Dreyshock ( 1818,1869), born in Bohemia, 
was a pianist of great technical prowess. Grove calls him 
the ""Hero of octaves, sixths and thirds." When J. B. 
Cramer heard him in London, he exclaimed ""The man 
has no left hand! Here are two right hands!" 

Charles Halle (1819,1895), born in Hagen, West, 
phalia, was identified with tne musical life of Paris, 
from 1835 to 1848, when he moved to Manchester, 
England. He became very prominent as pianist and 
conductor, inaugurating the noted Manchester Orches, 
tra, in 1857, and promoting the opening of the Royal 
College of Music, London, in 1893. 

Clara Schumann (1819,1896) was a pupil of her 
father, Frederick Wieck. She appeared in public at the 



age of thirteen. After the death of her distinguished 
husband, Robert Schumann, she resumed her career as 
a concert pianist. 

Louis Moreau Gottschalk {1829~ 1869), born in New 
Orleans, was of Creole blood. In Paris, he studied with 
Halle and Stamaty. His concert tours took him to 
Europe and North and South America. He made foreign 
audiences familiar with the charming Creole melodies. 
He had a fine touch and consummate ease and mastery in 
performance. (See also Lesson 116, HisTORY.) 

William Mason (1829~1908), born in Boston, studied 
with Dreyschock, in Prague, for a period, and finally with 
Liszt. His numerous technical works are of permanent 
value to the student. As a teacher he was equally 
renowned, numbering among his pupils, WILLIAM H. 
SHERWOOD. (See also Lesson 116, HisTORY). 

Anton Rubinstein {1830~ 1894), born in Russia, leaves 
a fame as pianist almost equaling in brilliance that of the 
great Weimar master, Liszt. His first appearance was 
made at the age of ten years, when he played before 
Chopin and Liszt. His playing was remarkable, not only 
for its marvelous technic, but for the fire and soul of his 
interpretations. (See also Lesson 91, HisTORY.) 

SINCE RUBINSTEIN 

The second era of great pianists may be said to begin 
with Leschetizky, and includes some of his celebrated 
pupils as well as the numerous famous products of the 
Liszt era. 

Theodore Leschetizky ( 18 30~ 1915), born in Poland, 
was a pupil of Czerny, and made recital tours at an early 
age. After a period of teaching in the St. Petersburg Con.­
servatory, he left Russia for more concert tours, but 
retired from the platform on account of his greater 
interest in teaching. 

The almost sensational success of Leschetizky's pupil, 
Paderewski, made him a world~famous pedagogue, 
sought by students from every part of the globe. Among 
his pupils are Gabrilowitsch, Hambourg, Slivinski, 
Sieveking, Bloomfield Zeisler, Katharine Goodson, Ethel 
Leginska, Schnabel, Friedtpann, Moiseivitch, Essipov, 
and others. 

Karl Klindworth {1830~1916), born at Hanover, 
studied with Nicholas Rubinstein and Liszt. His editions 
of Chopin and of Beethoven's Sonatas, and his piano 

scores of Wagner's Ring of the }{ibelu 
works of the highest value. ngs are -..a~--.. 

Hans von Bulow (1830~1894), born in 
at an early age a pupil of Wiecks, the fath...,n::er~ 
Sc~umann. He was, especially noted for his 
tat10n of Beethoven s music, and made man a&llliCft'll,._ 

tours. He did much to advance the cause of y 
and his editions of Cramer's Studies and new 
Sonatas are highly esteemed. ~~ ........ 

Camille Saint-Saens ( 18 3 5 ~ 1921), born in Paris, 
noted pianist, though better known as or · 
composer. He was a marvelous sight~reader ofwa•m~ 
scores, on the piano. (See also Lesson 95, Hmro 

Carl T ausig ( 1841 ~ 18 71) was perhaps the 
liant of Liszt 's ~any pupils. He had a p~Da-.raaJ 
accuracy of techn1c and a commanding power 
pretation. His short life was spent mainly in 
tours, and among his achievements were the atllblil .. 
ment of a School in Berlin for advanced p~~a· Jl01pla)ill: 
the editing of Clementi's Gradus, and the COOl1PQiitiaDaf 
his well~known piano studies. 

Giovanni Sgambati (1843~1914), born in 
one of the few Italian pianists who have enjoyed 
reputation all over Europe. He won fame before 
twenty, for his playing of Bach, Handel, .Bet:tba-. 
Chopin and Schumann. During Liszt's sojourn· 
Sgambati availed himself to the utmost of the _,... .• 
advice and criticism. (See also Lesson 103, HuiTOJLf, 

Vladimir de Pachmann ( 1848), born in __ ....., 
been unexcelled, in his prime, for his Chopin pia · 
is an artist of extraordinary ability, in spite 
habitual mannerisms. 

Xaver Scharwenka (1850~1924) was born ill 
and toured successfully in America. He {IOUIIOCU 

famous Scharwenka Conservatory in Berlin, 
Court Pianist to the Emperor of Austria. 
Lesson 102, HISTORY.) 

Annette Essipov {1851~1914), a R~ . 
after studying with Leschetizky, became ~ 
particularly excelled in her playing of Chopm. 

Rafael J osetfy ( 18 52~ 1915), a Hungarian, 
of Moscheles and Tausig. He, too, came un 
influence, in Weimar, in 1870. Subsequent to 

made his home in America. His appearance 

~======7o~======d 



h Orchestra, in 1879, won him instant recogni, 
~ his frequent performance of Brahms' hitherto 

,:own Se:ond Concerto, did much to bring that 
into prommence. 

JlJOu1 Pugno ( 18 52 ... 1914), born in Paris, France, 
h his father was an Italian), won various first 
at the Paris Conservatory, studying piano with 

tbias. After spending many years as organist, com, 
and conductor, he began a series of brilliant tours 

pano virtuoso in both Europe and America. 

Teresa Carreno (1853 ... 1917), a Venezuelan, was a 
ilof L. M. Gottschalk, and Mathias. She is numbered 

the greatest virtuosi, and played with virile power 
brilliance. 

iJiiam H. Sherwood (18)4 ... 1911}, born in Lyons, 
. Y., exerted a great influence for good upon Ameri, 

music, by the high standards he set for himself, and 
d of his pupils. After a period of study in America 

Europe, finishing with Liszt at Weimar, he settled 
his native country, in 1876, where he became famous 

as virtuoso and teacher. In 1895, he founded the 
wooo M usic ScHOOL, in Chicago. He was one of the 
American pianists to be invited to play with the 
· g European orchestras. (See also Lesson 116, 
RY.) 

oritz Moszkowski (18)4 ... 1925), born in Breslau, has 
a wide reputation for his sparkling playing and 

his highly pianistic compositions for his instrument. 
of his later years were spent in Paris. 

Julie Rive-King ( 18 57), born in Cincinnati, is another 
· t Liszt pupil. She studied previously with S. B. 

and W. Mason in New York, and Reinecke in 
ic. She played in over two hundred concerts under 

direction of Theodore Thomas. 

Arthur Friedheim ( 18 59) was born of German par, 
at St. Petersburg. He was for many years a close 

d of Liszt, before he became his pupil, and was also, 
one year, a pupil of Rubinstein. He is a pianist of 

technical ability and of real temperament. 

~ .Paderewski (1860), probably the most famous 
t ~mce Liszt and Rubinstein, was born in Poland. 

. ed at the Warsaw Conservatory and later with 
ti4Jty. His apperance in Paris (1888) made a great 

sensation. In 1891 he made his first visit to America, 
and carried all before him. He has concertized in South 
America, South Africa and Australia, winning every, 
where overwhelming success for his magnetic per, 
sonality, virtuoso technic, the color and piquant rhythm 
of his playing, and the poetry and deep human intensity 
of his interpretation. 

Although Paderewski has not made a practice of tak, 
ing pupils, Harold Bauer, Sigismund Stojowski,Antoinette 
Szumowska and a few others have studied with him. 

Emil Sauer (1862), another distinguished pupil of 
Liszt, was born in Hamburg, receiving his first instruc, 
tion from Nicholas Rubinstein, at the Moscow Con, 
servatory. He made a marked sensation on his tour in 
this country, playing his own concerto and other large 
works . 

Moritz Rosenthal ( 1862) was born in Lemberg and 
studied with Mikuli, a disciple of Chopin, with Joseffy, 
and, during a period of ten years, with Liszt. In 1888, 
he appeared in America, and dazzled his audiences 
with the colossal technic that had already astounded 
Europe. He has since made several other tours of the 
United States. 

Bernard Stavenhagen (1862 ... 1914} acted as Liszt's sec, 
retary, and at the same time received lessons. He visited 
America in 1894 ... 95, and showed himself to be a brilliant 
concert artist. 

Fannie Bloomfield Zeisler (1863,1927), born in Bielitz 
Austria, but living in Chicago since her third year, is 
another Leschetizky pupil who achieved international 
fame. 

Alexander Siloti ( 186 3) was born in South Russia. 
After a period of study in the Moscow Conservatory, 
under Nicholas Rubinstein and Tchaikovsky, he won a 
gold medal for his excellent work. He made a brilliant 
debut in Leipsic, and then settled down to study with 
Liszt for three years. He has toured extensively, visit, 
ing America, in 1898. 

Eugene d' Albert ( 1864) received his early training 
in England, but in 1881, as a prize scholar, he studied with 
Liszt at Weimar. In 1889, he toured America with 
Sarasate, the celebrated violin virtuoso, winning great 
success. (See also Lesson 102, HISTORY.) 



Josef Slivinski (1865), a pupil of ~schetizky ~d 
Rubinstein, has visitedAmerica several tunes on rec1tal 
tours. 

Feruccio Busoni (1866' 1924), born in Italy, had one of 
the greatest technical equipments of the famou~ ~ianists. 
He transcribed many of Bach's organ compos1t10ns for 
the piano. (See also Lesson 103, HISTORY.) 

Martinus Sieveking {1867) is a Leschetizky pupil who 
has toured America in recital. 

Antoinette Szumowska ( 1868) is a Paderewski pupil 
who has given recitals in London, Paris and New York. 

Leopold Godowsky (1870) is one of the gre~t tech, 
nicians of the early twentieth century, appearmg first 
as a prodigy at the age of nine. He had some study with 
Saint.-Saens, and has toured with conspicuous success. 
He has devised many extraordinary versions of Chopin's 
Studies, involving greater difficulty of execution. 

Sigismund Stojowski (1870), a pupil of the Paris Con" 
servatory and of Paderewski, was born in Poland, but 
came to New York in 1906. In 1913 he made a European 
concert tour. 

Sergie Rachmaninoff ( 18 7 3), Russian pianist and com, 
poser, is one of the greatest artists of the day. He has 
immense technic, · and masterly interpretative powers. 
(See also Lesson 92, HisTORY.) 

Harold Bauer ( 18 7 3), born in London, is a distin, 
guished concert pianist, whose only instructi~n on that 
instrument is said to have been one year w1th Pader" 
ewski. 

Josef Lhevinne (1874), born in Moscow, has .met wi~ 
much success and won prizes and diplomas. His Amen" 
can debut in New York occurred in 1906. 

Josef Hofmann (1876) studied with his father Cas~ir 
(a professor in the Warsaw Conservatory), a~d w1th 
Rubinstein. He played in public at the age of nme, and 
when ten years old gave fifty--two concerts in the 
United States. He is one of the really great present--day 
pianists. 

Alfred Cortot (1877), born in Switzerland, was edu, 
cated at the Paris Conservatory. He has concertized 
very extensively, winning great success wherever he 
appears. 

Ernst von Do.~anyi (187?) was a pupil of D 
He made a bnll1ant tour -m America, in 1~ 
later returned ~s both pianist and composer. 

Ossip Gabrilowitsch (1878), hom in St. ~ 
studied with Rubinstein at the Conservatory ~ ..... 
then went to Leschetizky in Vienna. He has !Dade 
concert tours, repeating, in America, his 

A:iUIQDfJIIB triumph with a series of historical recitals to IIIUI~ 
the development of the concerto. In these, 
eighteen concertos, from Bach to Ra.cruDarliJDaE 
became conductor of the Detroit Symphony Vlt._m.. 
in 1918. 

Mark Hambourg (1879) was born in R · 
sides now in London. He is a Lechetizky pupil w-.a .. 
gained much renown as a concert pianist. He 
many tours of America, Australia, Africa, 
Europe. His repertoire is phenomenal, incl · 
forty concertos. 

Percy Grainger ( 188 2) is an Australian 
composer, with an immense technic as a 
unique in his style of composition. In the la 
made much use of British folk--tunes. 

Arthur Schnabel ( 188 2), born in Lipnik, • 
Leschetizky. He is a very successful virtuoso,•ecillf 
noted for his interpretations of Beethoven and ,......, 

Ignaz Friedmann (1882), born in Poland, 
Leschetizky pupil. He has made many succesaful 
tours, and is especially free in his in 
Chopin, of whose works he prepared a new 
twelve volumes. 

Wilhelm Bachaus (1884), born in ~··~ 
with Reckendorf in the Conservatory there.. 
with D'Albert. He has a distinguished teclmic 
visited America several times, in concert~ 

Mischa Levitski (1898), one of the yonngeetcn.C_ .. 
pianists, has already won fame as~ player of 
ments. He is a pupil of Dohnanyi. 

A list of ''eminent pianists" must necee•rilr 
complete. There are possibly other~de 
would entitle them to mention, but~ • .;\·ifd••~ 
nition-fame, in fact-must be t he chief~ 
inclusion in a selection such as the foregoinl· 



SHERWOOD Musrc ScHOOL CouRsEs-PIANO 

GRADE ADVANCED B 

1. What1s a passing chord? 
~1\'j~ . . 

Ans. .A'r hord of different harmony, appearing by degrees between two chords of the 
~ ~,,'·';it.::being, prevailing harmony. 
~ ~- ~ ~~~·~~ ~t 

~ 
~ -~~~;~ 

2. WhatjJi.~ the character of such chords when analyzed independently? 

Ans. 'Th~y are melodic rather than harmonic. 

3. 

4. What is the extent of the first era of great pianists? 

---- Ans. From Clementi to Rubinstein, including Liszt. 

7. What teacher of great renown heads the list of the second era of great pianists? 

··- Ans. Theodore Leschetiz~y. 

8. What two noted teachers numbered William H. Sherwood among their pupils? 

··-- Ans. Franz Liszt and William Mason. r . 

Copvnghr 1930 by A. J. Luw1 LLY><. lmpenul <ind haanatwttol Copynght Secured 
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HISTORY- Continued 

9. Give the dates of the birth and death of William H. Sherwood. 

7 A ns. 1 54- 1911. 

10. When and where wa the herwood Mu ic School founded by him? 

Ans . In 1 95, in Chicago. 

Total. 

Pupil's 

Pupil' s Addres 

Pup il's Class 

Teacher's arne 
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PIANO LESSON 113 

·eas of this Lesson: HARMONY , TECHNIC 

HARMONY 

Nodulation 
('This subject is continued from Lesson 110, and is resumed in Lesson 114.) 

The modulations to a major seventh above (equivalent 
a minor second below), are to unrelated keys; that is, 

both keys are major, the second has five more 
or five less flats; and when the second is minor, 

is still a difference of two sharps or two flats. The 
for all four combinations will be about as follows: 

Key: v~ I6 
II
6 · I~ v7 I 

Tbese modulations should be practiced at the key.-

board, beginning on many different tonics, and using 
the different combinations of major and minor in rotation. 

MODULATION 9. To the Major Seventh Above 

C or C minor to B or B minor: 

~ I '" I I I I I 

I 41!J I ~· I T I 
~ 

,... ,... 

; Mj ,J (~.J J (#)n -. 
I I I 

C(c): 18 

B (b): v~ 1 

TECHNIC 

Octaye 'Playing 
('This subject is continued from Lesson 33.) 

great artist, upon being asked how he practiced 
'.re?lied: HI never practice octaves. I play them." 

as It Is true that many excellent pianists play well 
Y, Without troubling themselves about the 
or mechanics of their playing, so in octave 

technic, many players have an instinctive knack of 
executing this important division of keyboard manipu.­
lation easily and with considerable endurance. But, for 
the most part, students have to practice octaves assidu.­
ously. 

'-===========/,lf((i 
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Octaves may be played either by stroke or by weight; 
and, as stated in Lesson 33, TECHNIC, with the whole 
arm, forearm, or hand, to produce a variety of effects. 

Octaves played by strok:e have decisive and brilliant 
tone, while weight octaves produce mellow, singing 
tone. The force and speed required in each instance 
determine what part of the mechanism shall be set in 
motion, and whether by muscular exertion or by mere 
relaxation (weight). 

In extremely rapid octave passages which go beyond 
the possibilities of hand stroke, the entire arm takes on a 
quivering, vibratory movement in which all the arm 
muscles are properly coordinated. This vibratory move .. 
ment can be acquired only through persistent, consci.­
entious practice. 

For broken octave passages, the rotary motion of the 
forearm is used (see Lesson 105, TECHNic), with a stroke 
or weight according to the tone quality desired. 

OCTAVES PLAYED BY STROKE 

The kinds of octaves played by stroke include the 
following: 

Staccato octaves restrained by sustained notes. 
(Finger stroke) 

Repeated staccato octaves, and scale progressions 
in staccato octaves. (Hand stroke, or whole.-arm.) 

Staccato octave chcrds. (Forearm stroke) 
High.-speed staocato octaves. (Arm vibration) 
Intense octaves; chord accents. (Whole.-arm stroke) 

OCTAVES PLAYED BY WEIGHT 

Octaves played by weight are used in fewer cases, as 
follows: 

Melodic legato--octave formations. (Forearm weight) 
Octaves composed of legato and staccato notes. 

(Alternating forearm weight and finger stroke) 

While these are the leading types of octaves, it would 
be a mistake to conclude that any one kind of stroke is 
used exclusively, or for long; or that a passage in octaves 
would be played wholly from the wrist, elbow or shoul.­
der. In the last analysis, a judicious distribution of 
work among the three must take place in octave playing, 
whether staccato or legato. The types enumerated 
illustrate the predominant use of a particular lever. 

Any exclusive, localized action, with the 
mechanism inactive or restrained, is sure to 
stiffness or undue fatigue, if persisted in for an ..,.._.._ 
period. y 

_Stiffness of the wrists results, always, fro.n 
mmdful use of them. When practicing acta 
that the arm and its joints are in a loose, re 
clition, and when you feel any fatigue~ 
not fail to stop until the muscular contraction ia 
In extended repetitions, it is well to vary the 
of the wrist, making it now high, now low. 
position brings the forearm into action, while 
arm cooperates when the wrist is held high. 
changing from the low to the high position of 
is the best method of preventing or overcoming 
or stiffness. 

It is well always to bear in mind that the SOC.llder 
the seat of all motor energy and activity, in piano 
especially in staccato work. The weight of the 
transferred from key to key by impulses emana · 
the shoulder, and the entire arm thus vibrates, aD 
joints remaining perfectly relaxed. The only 
fixation--not stiffness- is found in the th 
fifth finger. The hands are literally thrown into 
keys with a full.-arm movement. 

FINGERING OCTAVES 

STACCATO OcTAVES 

It is advisable, at the beginning, to practice 
octaves with one fingering- the thumb and fifth 
on both white and black keys. As practice p~ra~~~--. 
use the fifth finger on white keys and the fourth 
black keys. 

LEGATO OcTAVES 

The lower notes of legato octaves for the ~t 
can be connected with ease when the thumb g·Jiltf!•w,. 
a black to a white key, but not so well when the 
has to move from one white key to another. 

For the upper voice, the fourth finger, « 
cases the third finger, is to be used. 

A slight upward or downward movement_of 
may be used to facilitate legato octave practtee-
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W TO pRACTICE OCTAVES 

1'b following directions rna y be taken as rules for 
-~,in studying octave work: 

Maintain in the hand a fixed octave gauge-that is., 
1· do not pull in the fifth finger and thumb each time 

the octave is produced. At the same time, these 
fingers must not be held in a cramped position. 

The fingers not employed should, at all times, be 
relaxed-never straightened out. 

Accent the upper note of the right hand octaves 
· more than the lower note. 

It is highly important, as a general rule, to bring 
out the upper voice of all octaves more prominently 
than the lower. The natural tendency, of course, 
is to bring out the lower, in the right hand, since 
the thumb is a heavier and more awkward finger. 
Bringing out the upper voice serves to give octaves 
a brilliant, scintillating, limpid tone quality, not 
otherwise obtainable. The same applies to thirds 
and sixths; in fact, to all double notes. 

Novel effects are sometimes produced by bringing 
out the lower voice, especially of sections which 
have previously been performed in the manner 
first indicated. An example of this is found in 
MacDowell's ''From an Indian LodgeH (Woodland 
S~etches), shown in Illustration 1, below. 

. Practice very slowly, with full~arm stroke, with 
all degrees of force, accent and rhythmic variants, 
accelerating by gradual degrees. 

5. The same, with wrist action alone. 

6. The same, with forearm action alone. 

7. The same, with combined arm and wrist action, 
raising and lowering the wrist. 

The practice of an octave study with a variety of 
different accents and rhythms is excellent preparatory 
work. Illustration 2 shows a variety of rhythms which 
may, for example, be applied to the octave study by 
Biehl, Op. 145, No. 30, shown in Illustration 3, on the 
following page. This study is in ~ measure, with a 
prevailing rhythm marked '"original, in the Illustration 
below. 

lliustration 2 

Rhythmic Patterns Which May Be Applied to Octave Study 

6 "::> "::> 

Original 8 J J J J..-..-J 111111J II 
6 "::> "::> .::::.. ~ 

(a) 8 J J J J J J ll J J J J J J II 
(b) ! lJ 1J b If rl rl rl11 
(c) ~ J n J n II J n DJ II 

(d) ~ !D !D II !D J n II 
(~J l IJ [) IJ II n. n. !J. II 
{/} 1 n . .o n 11.0 JJ. n 11 
(K) 1 n JJ n. 11 JJ. n. n 11 

lliustration 1 

Octaves With Lower Notes Accented 

MAcDoWELL: From an Indian Lodge 

---



Illustration 3 shows the application of some of these 
rhythmic patterns to the measures of the study referred 

to. The variations at (a), (b), (c) and (d) give 
accent only. Those at (e) and (f) have rhytlunic~[)a.. 

illustration 3 

Rhythmic Variants Applied to Opening Measures of Octave Study by BieW 

Original € ~ ,. ~ ,. ~ 
.:::::... 

fl I 
f- 1- ~ .. ~,_ ~ f- ~ ~ f- f-

@.] f> ~ etc. > 
~ e ~ ,....-

~ ~ ~ ~ .. =:; r- 1- :.--. I 

(e)~ ~ -~ ~ ~ 
~ e ~ .. ~-~ ~ t; ->- 1- • f- . 

I t! -
~ ~ ~ ~ 

etc. . ~ ~ ~ ... - f.- - -. 
...... 

~ 
-

The other rhythms may be applied in like manner. 

Further variations may be made by repeating octaves­
pia ying two or three instead of one, as: 

or by playing with alternating hands, beginning 
either the right or the left, as: 

========70~======d 



t. SHERWOOD Music ScHOOL CouRsEs - PIANO 

GRADE ADVANCED B 

Test on Lesson 113 

HARMONY 

Write modulations, in the four combinations of majors and mmors from D to C#. Mark the keys 
l. and the formula for each modulation. 

Ans. 

T I 

TECHNIC 

2. What kind of tones are produced when playing octaves 

(a) by stroke? Ans . Decisive and brilliant tones. 

(b) by weight? Ans. Mellow, smging tones. 

3. What is the action of the arm in extremely rapid octave passages which go beyond the possibilities of 
hand stroke? 

· Ans. It ta~es on a quivering vibratory movement, in which all the arm muscles are properly coordinated. 

4. What is the best method of preventing or overcoming fatigue or stiifnes,s in playing octaves? 

· Ans. Changing from the low to the high position of the wrist. 

S. What fingering is advisable at the beginning, to practice staccato octaves:' 

Ans. T he thumb and fifth finger, on both white and blac~ ~eys. 

Copynght 1930 by A. J. LLEWeLLYN. lmpmala11d lnttrl14tl0>14l Copynght SwmJ 
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T ECHNIC- Continued 

6. What is the rule, in octave playing, for fingers not employed? 

Ans. They should at all times be relaxed. 

7. In playing octaves with the right hand, which note is generally given the greater accent? 

Ans. The upper note. 

Teacher's ]\{ame_ 
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PIANO L ESS O N 114 

· s of this Lesson: HARMONY "' T ECHNIC 

HARMONY 

tl'J odulation 
(This subject is continued from Lesson 113, and is resumed in Lesson 117.) 

The formula for the modulation to a major seventh 
is as follows: 

As the modulation is to a key with more flats, or less 
sharps, a closer connection exists when the first key is 
minor than when it is major. That is, C minor to D~ 
major is from three flats to five flats- an increase of two 
flats; whereas, from C major to D~ major is an increase 
of five flats. 

18 

MODULATION 10~ To the Major Seventh Below 

C or C Minor, to D~ or D~ Minor (Enharmonically, C# Minor) 

, 

I 4) 4 pr. ~"r (~)pr ~"r. r. ~I'~ r, 
I I I I I I . 

C (c): 
1
1 I \")r_ i 

J6 I 

~ke~or would require a signature of eight flats. 
. Y Is always used in its enharmonic equivalent, 

~or, With four sharps; and if we substitute that 
all the chords after the first will be in sharps 

instead of in flats. The second 
and third chords, an excep, 
tional resolution of V 7 men ... 
tioned in Lesson 86, HAR ... 
MONY, would be 

~,,, 0 "=======~ 
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A modulation from C major to C# minor is apparently 
much less remote than one to D!7 minor. In the former 
case it is adding four sharps (the signature of C# minor), 
and in the latter, it is adding eight flats. However, as the 
two keys are the same, there can be really no difference. 
The explanation of this fact is that six flats or sharps 
constitute the maximum degree of remoteness in tonality. 
In going beyond that number on one side, we approach 

the original key again, on the other-flats · 
sharps, or vice versa. This rna y be compared to 
from the zero point (at Hl2") on a clock face. The 
is the greatest distance away from it. (See The . 
Fifths, Lesson 42, HARMONY.) 

Practice making the modulations at the key 
beginning o? m~ny diffen~nt tonics_, and using tbe 
ferent combmat10ns of maJor and mmor in rotaac.. 

TECHNIC 

The Playing Apparatus 
('This subject is continued from Lesson 105.) 

POSITION (Continued from Lesson 46.) 

Many erroneous and conflicting notions are held 
concerning hand position. Due to the fact that, in the 
early stages of instruction, great care is given by con.­
scientious instructors to finger.-tips, knuckles, wrists, 
etc., the conclusion is often reached that there is a 
standard hand position for piano playing. The practice 
of our greatest masters of the keyboard is the best proof 
of the falsity of such a belief! 

Since, to observe the rigid letter of the law is preferable 
to lawlessness, it is indeed advisable to master one good 
and correct hand position. The main requirement for 
such a hand position is controlled relaxation. When 
quietness and control have been attained, so that un .. 
necessary and antagonistic motions have been elim.­
inated, it becomes an easy matter to change this one 
position to meet the various exigencies of particular 
playing conditions. In other words, while, at first, the 
rigor of the law (the letter) is to be observed, the indi.­
vidual proceeds, by ~egrees, to observe the spirit of the 
law. And that spirit is none other than naturalness 
attained through intelligent practice. 

The difficulty of covering this very important topic 
lies not only in the numerous different needs and con.­
ditions of piano playing, but especially in the numerous 
different kinds and types of hands and temperaments 
and gifts of players. Thus, it frequently happens, that, 
under certain conditions, two players may employ dia.­
metrically opposite means to achieve the same result. 

A typical illustration is seen in the playing of those 

two antipodes, Liszt and Rubinstein. Liszt's anna 
extremely long, his hands and fingers long and 
Rubinstein, on the other hand, had short, massi~ 
short, stocky, ~~pudgy," fingers with heavily-cuablaafd 
tips. It is natural to assume that these masters 
not employ the same means. Furthermore, the 
will readily understand that each master's tone 
and quantity was necessarily different ; that, in 
each master's technical equipment was as indi · 
were his physical characteristics. 

Therefore, this axiom may be stated: there is 
and only correct position which will satisfy aD 
demands of piano playing. 

The principles expounded in this Lesson 
general basis for determining the most adva~~ltll• 
hand positions. 

THE FINGERS 

Close.-lying passages, with many white keys, call 
curved fingers, while black keys and extended -~--1.1 
demand a more extended finger position. It WUUIY 

unnecessary to curve the fingers much in a passaiC 
that shown in Illustration 1. 

lliustration 1 

Passage to be Played With Extended Fanged 



[llewhat flatter hand position would be required 
~a passage. It is likewise obvious that extended 

fingers would be unsuitable in a passage such as that 
shown in Illustration 2. 

Illustration 2 

Passage to be Played With Curved Fingers 

Bold effects and grand masses of tone can best be 
ced with curved fingers, while a position with 

more or less extended is especially adapted to 
Bowing, romantic passages. 

In legato, a great deal of power, combined with 
tiful tone quality, is obtainable with the fingers 
ded; but staccato passages are invariably better 
played with curved fingers. The rea',son for this 

that curved fingers produce a more positive, aggressive 
; and such a touch is necessary in all staccato work, 

., that the sound may be crystalline in its clearness and­
soft work- ""pearly.n Whenever staccato work is 

pted with extended fingers, the result is almost 
· bly slovenly. 

There are other considerations to be kept in mind, 
as the relative lengths of the fingers, their com, 

tive strength and independence. Long fingers, 
rmore, need to be curved more than short fingers. 

liANos 

As a general rule, the hands are held so that the 
r-..~ are parallel with the keys which are immediately 
'mnt of the player. When the requirements take the 
~into registers to the extreme right or left of the 
~d, conditions make it necessary to poise the 

more obliquely. So, for example, in descending 
played by the right hand, as well as ascending 
played by the left hand, an oblique position is 
ed. This matter was explained and illustrated in 

93, T ECHNIC. 

CLEMENTI : Study No. f 

The degree of obliqueness of hand position depends 
upon many factors, but especially upon-

(a.) The siz;e of the hands, 
(b) The length of the fingers, 
(c) The length of the arms, 
(d) The height of the piano seat. 

THE WRISTS 

Perhaps no member of the playing mechanism reveals 
so many different attitudes and aspects with relation to 
the keyboard, as the wrists. V arious kinds of piano 
playing demand low wrists, that is, wrists poised below 
the line of the keys. Others, again, are more suitably 
accomplished with the wrists on a line with the keys; 
and, yet again, wrists poised above the keyboard line 
greatly facilitate the playing of some p assages. While it 
is impossible to give rules covering all contingencies, 
some practical suggestions follow. 

Low Wrist 

Low wrist is suitable for slow or moderately fast 
tempi, particularly in chord work or in melody playing, 
where upward action of the wrist at the moment of 
attack tends to increase the pressure, and so produce a 
large tone. This position is shown in Illustration 3(a.), 
on page 4. 

Medium Wrist 

For all average playing tn moderate tempi, with 



~==============VO~=============== 

moderate dynamics, a medium wrist ts best. This 
position is shown in Illustration 3(b). 

High Wrist 

High wrist should be used for fast temp; . 
for soft effects. This position is shown in Ill~tra~ 

tion3(c) 

Illustration 3 

(b) Medium Wrist 

(a) Low Wrist 

, , 
RESUME 

The central thought in the development of modern 
keyboard technic is weight. Adequate technic consists 
in the judicious distribution of weight. From this it 
follows that the importance of purely localized finger 
activity has receded more and more into the background. 
It is indeed a far cry from the specialized finger work of 
the harpsichordists and early pianists to the emanci.­
pated free arm work of the present --day pianist. The 
reservoir and seat of all motor energy is, as has been 
repeatedly stated, in the shoulders, rather than in the 
fingers . The hands are simply incidentals, or parts of the 
playing mechanism, which, if not unduly restrained or 
hindered, will assume positions in keeping with the 
natural outflow of energy from the shoulders. 

The entire subject of Position resolves itself into a 

(c) High Wrist 

matter of common sense, and may be summed up 
follows: 

1. Do not play with fingers always in the same 
tion, but vary the curve to suit the reqU!"ireJlDal'EI 
of the passage to be played. 

2. Vary the position of the hand, and do not 
the fingers to be always parallel with the ke 

3. Vary the position of the wrists from low to 
as required; that is, do not play with the 
held invariably on the plane of the key level 

4. Let the body be relaxed and free to move in 
direction of the hands when necessary· 

5. In short, to attain facility of execution under 
conditions of speed and dynamics, it is n~ 
adapt the hands to the keys. 

~======ro~======~ 
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GRADE ADVANCED B 

'Test on Lesson 114 

HARMONY 

1. Write modulations, in all four combinations of majors and minors, from E to F. Mark the keys and 
the formula for each modulation. 

A ns. 
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TECHNIC 

2. What is the main requirement for a good and correct hand position? 

-- -- A ns. Controlled relaxation. 

3. How is naturalness attained? 

A ns. Through intelligent practice. 

4. What finger position is best for close--lying passages, with many white keys? 

-- -- A ns. Curved position. 

5. How is power, with beautiful tone quality, sometimes obtained in legato passages? 

- A ns. With the fingers extended. 

Copvnghr 1930 bv i\. ]. Lu"' 'rtn. lm{'<nal anJ lnrentatwn~l Copvnght &.urtd 
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SHERWOOD M usic ScHOOL CouRsEs- PIANO 

TECHNIC- Continued 

6. Name four factors upon which the degree of obliqueness of hand position depends. 

12 ____ Ans. 1. The size of the hands . 

2. The length of the fingers. 

3. The length of the arm. 

4. The height of the piano seat. 

7. What position of the wrist is suitable for 

9 _ _ _ _ (a) slow or moderately fast tempi? 

(b) all average playing in moderate tempi? 

(c) fast tempi? 

Ans. Low. 

Ans. Medium. 

Ans. High. 

8. What is necessary to attain facility of execution under all conditions of speed and dynamics? 

8 Ans. Adapt the hands to the ~eys . 

100 Total. 

Pupil's N.a.me _______________ ___________ ___ _______ __ __ __ ---- - _____ _ 

Pupil's Address _ _ _ _ _ _ _ _ _ _ _ ___________________________ ______ ____ _ 

Pupil's Class N.o. ______________ _ 

T ea.cher' s .N.a. me ____________ . ______________________ ____________ ___ _ 

Test on Lesson 114- Page 2 
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PIANO 
L E SSO N 115 

HARMO NY 

~ects of this Lesson: HARMONY , H isTORY 

AL OR ORGAN POINT 

?{onharmonic Tones 
('This subject is continued from Lesson 111.) 

SUSTAINED TONE 
(Inverted Pedal) 

a tone is held in the bass (sometimes for several 
es) it is caiied a pedal, organ point, or pedal point. 

usually occurs on the tonic or dominant. All kinds of 
tonic or chromatic chords may be used, provided that 
first and last chords used over the pedal include the 
l point as a harmonic tone. (See Illustration 1.) 
first two measures show a pedal on the dominant; 

A tone held in an upper voice, usually the soprano, 
while the other voices progress to various chords, is 
called an Inverted Pedal, or a Sustained Tone. The 
following example illustrates its application. (See Illus-­
tration 2.) 

third and fourth measures show one on the tonic. ,.., 

Illustration 2 

Inverted Pedal 

Pedals are most frequently found in works for organ 
orchestra, where they are more effective than on the 

, because of the limited sustaining power of the 
of the latter. Short pedal points, however, are not 

mmon in piano music. 
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IlJustration 1 

Pedal Points on the Dominant and Tonic 
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PIANO 
LESSON 115 

HARMONY 

Subjects of this Lesson: HARMONY , HisTORY 

PEDAL OR ORGAN POINT 

CJ{onharmonic 'Tones 
(This subject is continued from Lesson 111.) 

SUSTAINED TONE 
(Inverted Pedal) 

When a tone is held in the bass (sometimes for several 
measures) it is called a pedal, organ point, or pedal point. 
It usually occurs on the tonic or dominant. All kinds of 
diatonic or chromatic chords may be used, provided that 
the fi~st and last chords used over the pedal include the 
pedal point as a harmonic tone. (See Illustration 1.) 
The first two measures show a pedal on the dominant; 
the third and fourth measures show one on the tonic. 

A tone held in an upper voice, usually the soprano, 
while the other voices progress to various chords, is 
called an Inverted Pedal, or a Sustained Tone. The 
following example illustrates· its application. (See Illus.­
tration 2.) 

rl 

Illustration 2 

Inverted Pedal 

Pedals are most frequently found in works for organ 
or orchestra, where they are more effective than on the 
piano, because of the limited sustaining power of the 
tones of the latter. Short pedal points, however, are not 
uncommon in piano music. 

~ 
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Illustration 1 

Pedal Points on the Dominant and Tonic 
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In the first measure, the sustained C in the soprano is 
harmonic throughout; but in the second it is foreign to 
the first two chords, and is an Inverted Pedal. 

ANTICIPATION 

Anticipation occurs when one voice proceeds to a 
tone of the next chord, in advance of the other voices. 
This is shown at (a), in Illustration 3. Anticipation in 

two voices occurs at (b) and in three voices at () 
The D and F anticipations at (b), for example, come~~ 
the second beat, while the chord of which they are par 
does not come in until the third beat. At (c), three voic:~ 
anticipate, on the second beat, the dominant ninth 
chord of the third beat. 

This nonharmonic tone is indicated by a circle, o. 

Dlustration 3 

Anticipations 

0 

CHANGING TONES 

Changing tones are double auxiliary tones between a 
harmonic tone and its repetition, or between one harmonic 
tone and another a third above or below. The skip 
between them is necessarily a third. 

I 

As they always follow an accented harmonic tone, they 
are comparatively unaccented, although, in quadruple 
measure, the second comes on a secondary accent. 
This will be seen in Illustrations 4 (a) and (b), the 
doubled auxiliary tone sign, x x , indicating the pairs of 
changing tones. 

Dlustration 4 

Changing Tones in (a) Quadruple Measure and (b) Triple Measure 

(b) )( 

)( 

SUMMARY OF SIGNS USED FOR NONHARMONIC TONES 

- Passing tone 
u Alternating tone 
x Auxiliary tone taken by skip 
s Suspension (Double and Triple Suspensions-d.s. 

and t.s.) 

+ Appoggiatura 
P Pedal 
o Anticipation 

x x Changing tones 



HISTORY 

cAmerica 
('This subject is resumed in Lesson 116.) 

fHE BEGINNINGS OF MUSIC IN THE 
l]NITED STATES 

TfiE PILGRIMS AND PuRITANS 

To the Pilgrims and Puritans we must look for the 
real beginnings of music in America. While these two 
groups of early settlers diff~red on . ~any points in 
religion, they both looked w1th susp1c1oUs eyes upon 
music. 

The Pilgrims came from Holland; the Puritans from 
England. Both sought religious freedom in America. 
The Pilgrims- one hundred and twenty of them­
arrived in a Massachusetts harbor, December 21, 1620, 
naming their landing,place Plymouth- the last town 
they had seen in England. The Puritans settled in 
Boston. Gradually both sects merged into Congre.­
gationalists. 

The book of Psalmody used by the Pilgrims was 
compiled by Reverend Henry Ainsworth, and consisted 
of crude paraphrases of the Psalms. The five tunes used 
were "'Old Hundred,'' "'York," "Windsor," "Hackney" 
and "Martyrs." 

Eventually the Bay Psalm,Book superseded the Ains, 
worth Psalmody. This was the first volume printed in 
New England. 

Constant quarrelling and opposition to innovations 
marked the progress of early music in America. ~·singing 

by note" instead of "'by ear" was strenuously opposed, 
and the introduction of the organ into divine service 
aroused the fiercest denunciations. However, in 1717, a 
Singing Society was founded in Boston to practice 
"singing by note," and the establishment of choirs soon 
followed. 

The first organ set up in a New England Church was in 
King's Chapel, Boston; about 1750. It was the gift of 
a Mr. Brattle, a Puritan of more than ordinary culture 
and breadth of vision. In the course of a few years, there 
Were installed in New England five organs. 

The year 1770 witnessed the beginning of the Revolu .. 
tionary War. In this same year there appears on the 
SCene, the first native American composer, William 

Billings, of Boston. He was a tanner by trade, a deformed 
man, minus the sight of one eye, untidy in appearance, 
but an ardent patriot. He expressed himself "as Nature 
dictated," scorning all rules of composition. His practice 
of "'fugueing- " a defiance of all contrapuntal rules­
should have made Bach turn over in his grave! But 
Mr. Billings, at least, loosened the hide,bound state of 
New England's music and paved the way for other 
pioneers, such as Andrew Lane, Timothy Swan, Samuel 
Holyoke, and Oliver Holden, the last mentioned com, 
poser having perpetuated his name in the well,known 
hymn ~·coronation." 

Music teachers settled in Boston during these early 
years of struggle, the more eminent teachers receiving 
seventy,five cents a lesson. Pianos, however, were so 
scarce that the pupil usually had to practice on his 
teacher's piano. 

THE FIRST CoNCERT HALL, ORATORIO AND OPERA 

PERFORMANCES 

As early as 1756, a Concert Hall was built in Boston. 
Gradually, the severity of the Puritan Church was 
relaxed; however, innocent amusement was usually 
cloaked under the garb of religion. Samuel Holyoke, 
who wrote a hymn "Arnheim," which rivaled "Corona, 
tion" in popularity, gave many "'musical entertainments" 
in Salem. In 1773, Josiah Flagg organized a band and gave 
a concert in Faneuil Hall, Boston. In 1750, New York 
heard a performance of 'The Beggar's Opera. Not until 
many years later was Handel's Messiah given at the 
University of Pennsylvania. Parts of Haydn's Creation 
were given in Philadelphia, in 1810. 

EARLY SINGING SociETIES AND CoNVENTIONS 

William Billings must be credited with the establish.­
ment of one of the first singing classes in New England. 
This had a membership of forty,eight, and, after the 
Revolutionary War, became a permanent institution 
known as the Stoughton Musical Society. Other 
similar societies were formed elsewhere, and the first 
singing contest held in America occurred in 1790, when 



the Stoughton Society and the Dorchester, Massa.­
chusetts, Society competed for honors, the Stoughton 
singers winning the contest by singing from memory 
the "Hallelujah Chorus" from 'The Messiah. 

Following the War of 1812, a great musical jubilee 
was held in Boston on Christmas Eve, to celebrate the 
signing of the Peace Treaty. The brilliant success of 
that event led to a permanent organiz,ation known as the 
Handel and Haydn Society, which had its origin in the 
choir of fifty voices at the Park Street Church, in Boston, 
the singing being accompanied by a flute, bassoon and 
'cello. This Society gave the entire score of Handel's 
Messiah in 1818, and Haydn's Creation, in 1819. 

Out of the singing schools established in great number 
after Mr. Billings had, in his crude fashion, promulgated 
the idea, grew the Music Convention, which may be 
described as a combination of the English Choir Festival, 
the e;erman Music Festival, and a music school of 
limited duration. Prominent early workers in this field 
were Nathaniel D. Gould and Thomas Hastings. 

By the early fifties, Music Conventions had become 
established features in all parts of the country. These 
gradually merged into Normal Music Institutes. Prom.­
inently associated with these valuable institutions are 
the names of Dr. Lowell Mason, J. G. Webb and George 
F. Root. The direct descendant of the Conventions, 
Institutes and Normals, is the Music Festival. 

Dr. Lowell Mason, often called the Father of American 
Music, must be credited with the establishment of 
music in the public schools, a work to which he dedi.­
cated his greatest energy and devotion. Together with 
William C. Woodbridge, he labored incessantly to put 
into practice the Pestaloz,z,ian method of training the 
young, a method which Mr. Woodbridge carefully 
studied in Europe. In 1838, after a series of experi.­
ments carried on by Woodbridge and Mason at their 
own expense, the &hool Board of Boston directed that 
music should be a part of the public school curriculum. 

INSTRUMENTS AND INSTRUMENTAL Music 

In the seventeenth and eighteenth centuries, instru, 
mental music in America occupied a secondary position, 
vocal music being much more in evidence. Spinets and 
virginals there were; and quantioies of marches and 
"battle.-pieces" were written for these instruments. To 
a large extent, the taste of the colonies followed that of 

London. The fingering in use in England (x 
was so completely adopted by America that·. 

1
: 

2
• 3• 4) 

American Fingering to this day. It 18 caiJed 
During the warlike times of the eighteenth 

the fife was a favorite instrument. Music sto century, 
to appear early in the nineteenth century pres begaO 

• rOJn 181 
to 1819, the Franklin Music Warehouse at N 2 3 
S 

, o. 
treet, in Boston, manufactured over fifty upright . 

and twenty organs. Jonas Chickering was the ~ 
piano manufacturer. He must be credited Wi~ 
patenting of the full iron frame of the modern · 

. h. h .d r h Plano, a construct10n w 1c prov1 es wr t e necessary resis 
to the tension of the wires, so that the latter main . 
~heir pitch_. (Se~ Lesson 111, HISTORY.) Inciden: 
1IDportant. mve~t10ns, patented in 1843 and 1845, mai; 
the Amencan p1ano the most durable in the world. 

Gottlieb Graupner may rightfully be called the fa 
of orchestral music in America. Originally a German 
soldier, honorably discharged from service, he pia 
oboe in a large symphony orchestra assembled in Loncb, 
in 1788, by Haydn. Later, he came to America and 
settled in Boston. Here he gathered together a ft 
professionals and enthusiastic amateurs, and they 
every Saturday night in a little hall for social and musical 
purposes. They attempted only the simpler formaci 
classical music. Graupner's orchestra, called the M 
harmonic Orchestra, gave its last concert in 1824. 

In 1842, the New York Philharmonic Society 
founded. Its personnel included seventeen violins, 6 
violas, four 'cellos, five contrabasses, three flutes, a 
piccolo, two oboes, two clarinets, three bassoons, four 
horns, two trumpets, four trombones, and a pair 
kettledrums. At their first concert, the program iD' 
eluded Beethoven's First Symphony, Weber's Over, 
ture to Oberon, a scene from Beethoven's opera, Piddio, 
and a Moz,art aria. 

Other orchestral organiz,ations were the Musical Pund 
Society, organiz,ed in Philadelphia, in 1820; theE~ 
Society founded in New York, in 1799; the~ 1 . Ill 
Orchestra, made up of refugees from the Revo utlOO 
Germany in 1848. Of the Theodore Thomas Orches: 
and the Boston Symphony Orchestra we shall 
occasion to speak later. (See LEssoN 117, HisTORY.) ·vd 

Chamber Music organizations are of ~omparatl ui. 
recent growth, and will also be mentioned m.[.essOD 
HISTORY. 
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'Test on Lesson 115 

HARMONY 

1. W hat is the organ point, or pedal point? 

Ans. A tone held in the bass, sometimes for several measures. 

2. On what harmonies does it usually occur? 

A ns. On the tonic or dominant . 

3. What is an inverted pedal point, or sustained tone? 

A ns. A tone held in an upper voice, usually the soprano, while the other voices progress to various chords. 

4. When does anticipation occur? 

Ans. When one voice proceeds to a tone of the next chord, in advance of the other voices. 

5. What are changing tones? 

10 ___ _ Ans. Double auxiliary tones between a harmonic tone and its repetition, or between one harmonic tone and 
another, a third above or below. 

HISTORY 

6. T o whom do we look for the real beginnings of music in America? 

8 A ns. 'To the Pilgrims and Puritans. 

7. What was the first volume of music printed in New England? 

6 ____ A ns. 'The Bay Psalm~Boo~. 

8. Who was the first native American composer? 

8 A ns. William Billings, of Boston. 

9. When did the Handel and Haydn Society first present Handel's " Messiah" and Haydn's "Creation?" 

6 Ans. " Messiah" in 1818, and "Creation" in 1819. 

6 

10. Who has often been called the Father of American Music, and for what special work has he been given 
credit? 

--- - Ans. Dr. Lowell Mason, credited with the establishment of music in the public schools . 

Copvnght 1930 bv A . ] . L uwetLYN. lmp<nal a11d /nt<rnauonal Copynght &cured 
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HISTORY- Continued 

11. What position did instrumental music in America occupy in the seventeeth and eighteenth cen 

Ans. A secondary position, vocal music being much more in evidence. 

12. Who wa the pioneer piano manufacturer? 

8 ____ Ans. Jonas Chic~ering . 

13. When wa 

Ans. In 1842. 

Total. 

Pv.pir s Address_ _ 

Pv.pil' s C lass No . __ _ 

'Teacher's J ame _ 
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PIANO LESSON 116 

Subjects of this Lesson: HARMONY , HrsTOR y 

HARMONY 

'The Chorale 

The Chorale is the simple and dignified hymn,tune of 
the early German Protestant church. (See Lesson 75, 
HrsTORY.) In its strict form, it exemplifies the purest 
four,part harmonic writing. Concords and their first 
inversions are used. Discords must be prepared or 
introduced and resolved by degrees, as, for instance, in 

the few places where they occur in Illustration 1. The 
second inversion is used only at a cadence, either semi or 
full. The harmony remains, throughout, quite diatonic, 
and the only modulations are to closely related keys. 
The following is a typical example of a chorale, and 
contains a modulation to the relative minor: 
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A Chorale 
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HISTORY 

C/lmerica 
(This subject is continued from Lesson 115, and is resumed in Lesson 117.) 

EMINENT MUSICIANS AND CRITICS 

CoMPOSERS 

John Knowles Paine {1839-- 1906) was the first of the 
American composers to write in the larger classical forms, 
and was the author of the first oratorio written on 
American soil- St. Peter. After a period of study abroad, 
he became the most distinguished organ virtuoso of the 
country. Mr. Paine was the first American composer 
to win transatlantic fame, his Mass in D receiving 
performance in Berlin. Prominent among his orchestral 
compositions are his Spring symphony, his Symphonic 
Fantasy, inspired by Shakespeare's 'Tempest, and his 
Island Fantasy, inspired by some paintings by an Ameri .. 
can artist, J. Appleton Brown. Harvard College con .. 
ferred upon Mr. Paine a musical professorship, the first 
granted in this country. 

Arthur Foote ( 18 5' 3) has received his education ex .. 
elusively in America. His works include much valuable 
piano literature, church music, secular choruses and 
songs. Many consider his Francesca da Rimini, a 
symphonic poem, his greatest work. Harvard Uni .. 
versity did him the honor of conferring upon him the 
degree of M.A. in 1875. 

George W. Chadwick ( 18 5' 4) studied with Dudley 
Buck and George E. Whiting. Later, he studied in 
Europe, where his overture Rip Van Win~le received 
substantial recognition. As a conductor and organist, 
he was very successful, and in 1897, he became Director 
of the N ew England Conservatory of Music. Among 
his distinguished pupils are Horatio W. Parker, J. 
W allace Goodrich, Arthur Whiting and Henry K. 
Hadley. 

Mr. Chadwick is particularly successful in the 
classical forms. in his second symphony, in B--flat, we 
find the first effort of any American composer to utilize 
plantation melodies for thematic material. His most 
ambitious work is a sacred opera Judith. He has re .. 
ceived an honorary degree of M.A. from Yale Uni .. 
versity, and an L.L.D. from Tuft's College. 

Edgar Stillman Kelley ( 18 5' 7) is a composer of 
phonies, suites, cantatas, and many small war 
oratorio, or miracle--play, Pilgrim's Progress ~ 
duced at the Cincinnati Festival of 1918, and baa 
given in New York and Chicago. His Chinue 
and the incidental music to Ben Hur are also very DOtab~ 
works. 

Edward Alexander MacDowell (1861,1908) · 
erally accorded first place among native American 
posers, as the most gifted and characteristically na · 
representative of American music. Though educa 
largely in European musical institutions, he kept · 
self so free from even unconscious imitation of ei 
methods or instructors, that his individuality rellDaJJiled 

untrammeled in its creative expression. Amoog 
compositions in various styles and forms, his four IOOiataa 
for piano stand forth as great works; two piano 
certos are striking vehicles of virtuosity, as are alao 
twelve Virtuoso Studies. In his Indian Suites for ~:Cbl~:a. 
he utilizes, in most convincing fashion, themes fiOUiltded 
on native Indian melodies. Further examples of hia p , 
dilection for program music are his orchestral tone 
Hamlet, Ophelia, and Launcelot and Elaine; 
conspicuous among his piano compositions, written in 
this picturesque style, are his Woodland S~etchu, 
Pieces and Moon Pictures. 

Rupert Hughes comments upon MacDowell's tyle 
as follows: 44His compositions are superb processions, in 
which each participant is gotten up with the utm~t 
personal splendor. With him no note in the melody 1 

allowed to go neglected, ill--mounted on common ~or 
in the bass, or cheap--garbed in trite triads. He ~li~ e 
that it is necessary, if you would have a chord bi . 
to put a trace of acid in its sweetness. With this clue~ 
mind, his unusual procedures become more explicab e 
without losing their charm.'' 

Horatio W. Parker (1863 .. 1919) also receiv~ 
nition abroad, his Legend of St. Christopher ~~g . . 
given in Bristol, England, under the composer s :=, 
His most ambitious works are a cantata Hora N 
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the oratorio M_orven and the 0~il, and the opera Fairy, 
lafl(l with wh1ch last compos1t10n he won the $10,000 
~ offered by the Federated Music Clubs of America 
~r the best opera by a nati~e composer. Cambridge 
l}oiversity conferred upon h1m the degree of Doctor 

of Music. 

f{enry K. Hadley { 18 71) is the author of many large 
\Vorks, including four symphonies and six operas. Of the 
latter, his Cleopatra's N_ight (1920) reaches a very high 
grade of general excellence, and takes a distinguished 
place among works of its class produced in America. 
Recent successful choral works are Ode to Music and 
Resurgam. 

frederick S. Converse { 1871) was a graduate of the 
Harvard M usic School, in 1893, and later studied with 
Rheinberger, in Munich. He taught harmony at the 
New England Conservatory (1899~1901) and composition 
at Harvard (1901~ 1907). His works include a symphony, 
aeveral symphonic poems and other orchestral works. 
His opera 'The Pipe of Desire was performed in 1910 by 
the New York Metropolitan Opera Company, and is 
said to be the first American work to obtain that honor. 

The list of American composers who have attained 
eminence is so great, that it would be quite impracticable 
to mention them all. It must suffice to give some other 
ootstanding names with just a suggestion of their 
principal works: 

Dudley Buck, pioneer and composer of excellent sacred 
music; Charles Wakefield Cadman, particularly success~ 
ful in writing works founded on Indian folk music; Har­
vey W. Loomis, especially gifted in writing ballet music, 
pantomimes and songs; Ethelbert Nevin, best known by 
his short piano pieces and songs; Mrs. H. H. A. Beach, 
\Those Gaelic Symphony and beautiful songs entitle her 
to distinguished rank among American composers; Henry 
Holden Huss, whose piano concerto has been highly 
Pl'aised; Franz Van der Stucken, for many years Director 
of the famous Cincinnati Festivals, and noted for his sym' 
Phonic prologue, William Ratcliffe; Arthur Whiting, 
\Pinning great success in the field of piano composition; 
Frederick Grant Gleason, a long~time resident of Chicago, 
lihere he wrote his operas, Otho Visconti and Monte' 
ZUma; Reginald De Koven, of light opera fame; David 
Stanley Smith, composer of a great oratorio in modem 

idiom, Rhapsody of St. Bernard; John Alden Carpenter, 
daringly original and ultra~modem in style; Clayton 
Johns, author of numerous refined piano pieces and songs; 
Walter Keller, whose Synchronous Prelude and Fugue 
has won high praise from well~known critics and writers; 
Arthur Farwell, author of works based on Indian themes, 
and an ardent advocate of American folk music; Henry 
Rowe Shelley, devoted largely to church music; and a. 
host of others. Enough has been set forth, however, to 
convey the idea that America, though a young nation, 
musically, has within her borders native composers of 
the highest ability. 

PIANISTS 

Dr. William Mason {1829~1908), of New York, is 
the pioneer among America's native piano composers and 
teachers. He was born in Boston, and pursued his early 
studies with his distinguished father, Dr. Lowell Mason. 
In 1849, he went to Europe, spending some years in 
Leipsic, as a pupil of such men as Moscheles, Hauptmann 
and Richter; then followed a period of study with 
Dreyshock, and nearly two years with Liszt. At that 
time, the Liszt coterie was not large, and young Mason 
enjoyed , a close relationship with the great pianist. 
He made two concert appearances in Europe, beginning 
his American career in 1854. 

In his successful concert tours as a piano virtuoso 
(the first exclusively piano tours ever undertaken in this 
country), he introduced to the public, Liszt's 'Twelfth 
Rhapsody and Chopin's Fantasie Impromptu. He re, 
ceived the degree of Doctor of Music from Yale Uni.­
versity, in 1872. 

About fifty compositions and a Method for the piano 
('Touch and 'Technic) have brought him enduring fame. 
As a teacher, however, he must be especially honored. 
Among his famous pupils was William H. Sherwood. 

Louis Moreau Gottschalk {1829~1869) was born in 
New Orleans, his father being an Englishman and his 
mother a Creole. He showed his musical taste when 
four years old, and played the organ at the age of six. 
At thirteen, he was sent to Paris to complete his musical 
education, and became a great favorite in the salons of 
that city. Berlioz, with whom he gave a series of con~ 
certs, said that ""he was a consummate pianist.,, 



He made tours all over the world, and was the re.­
cipient of honors everywhere, including decorations and 
orders from royalty. He gave a thousand concerts in 
America, appearing eighty times in one season in New 
York. 

Amy Fay ( 1844), born in Louisiana, was a pupil of 
]. K. Paine, and later studied with Liszt, who numbered 
her among his best pupils. Her charming book Music 
Study in Germany has been translated into several 
languages. Miss Fay gained conspicuous success as a 
concert pianist in America. She was the founder of the 
Amateur Musical Club of Chicago. 

William H. Sherwood ( 18 54 ... 1911) was born in 
Lyons, New York. His father was his first teacher and ' ' 
as just mentioned, Dr. William Mason was one of his 
instructors. His European training was very thorough, 
his teachers there being Kullak, Weitzman, Deppe, 
Richter, Doppler, Scotson Clark and Liszt. After some 
successful concerts in Germany, he returned to his 
native land, in 1876, and at once set forth upon a series 
of concert tours. These extended, at various times, all 
over the United States and into Canada and Mexico. 
He appeared as soloist with every symphony orchestra 
in the country. 

. F~r some time he taught in Boston and Chicago, leaving 
hts Influence upon such pupils as Arthur Whiting, 

· Clayton Johns, Georgia Kober and others. In 1895, 
he founded the SHERWOOD Music ScHOOL, in Chicago. 
His compositions include many sterling works for the 
piano, and some highly valuable pedagogic works. Mr. 
Sherwood was the first piano virtuoso to devote a certain 
portion of his programs regular 1 y to American com posi.-

. tions. In addition to playing the piano compositions 
of American composers, he has transcribed and played 
many American orchestral works. 

Louis C. Elson, in his biographical dictionary, calls 
Mr. Sherwood Hthe first American piano virtuoso., 

Among the pianists and pedagogues of foreign birth, 
who have brilliantly identified themselves with the musi, 
callif~ of the United States are Ossip Gabrilowitsch, Carl 
Baermann, Rafael Joseffy, Josef Hofmann, S. B. Mills, Leo­
pold Godowsky, Constantine Von Sternberg, August 
Hyllested and Emil Liebling. 

. The .addition to the ranks of concert pianists is annually 
mcreasmg. 

~EDAGOGUES, CRITICS AND EDUCATORS 

Among the noted names in the field of 
addition to those already mentioned, are tho~~· in 
Dana, whose lecture tours carried ·him over . ·H. 
Europe; Edward Dickinson, who occupies th con~tal 
History and Criticism of Music 1n Oberlin Colle ~ of 
lin, Ohio; Albert Ro~s Parsons, editor of thee~m : 
works. of ~ch~mann ~d Chopin; Edward Baxter pp 
the blmd piamst and onginator of the lecture,recital· ~· 
Fillmore, Henry T. Finck~ Henry Krehbiel, W. J. ~ 
son, Gustav Kobbe, Louis C. Elson, Arthur ElsoD, R. 
Hughes, Percy Goetschius, JohnS. Dwight, W.S.B.: 
thews, Geo. P. Upton, Ric~ard Gra.nt White, Philip ....; 

· -all these have made lastmg contnbutions to the field of 
music,. i~ the form. ~f editorial essays, theoretical worb, 
or revisions and editiOns of prominent compositions. 

ORGANISTS 

~erica abounds in fine organists. There is space to 
mentiOn but a few of the pioneers in this field, including 
such names as Dudley Buck, Clarence Eddy, G. W. Mor­
gan, B. J. Lang, Eugene Thayer, besides those already 
mentioned, such as Paine, Chadwick, Parker, etc. 

This list might be indefinitely extended to include 
organists all over the country, who not only in the 
concert field, but in churches, are successfully raising the 
standard of church music in America by their COD' 

scientious presentation of the best organ literature. 

VIOLINISTS 

Among violinists of American parentage who have 
had distinguished careers as virtuosi, are Max Beadix, 
concert,master in the Theodore Thomas Orchestra for a 
number of years; Theodore Spiering, noted as a soloist, 
ensemble player and director, and made an officer of the 
French Academy in 1905; Maud Powell, who long ell' 

joyed the distinction of ranking among the worlcfs great 
violin virtuosi; Albert Spalding, Francis Macmiflea and 
Eddy Brown. 

There are, of course, many young violinists emerging • 1.:- : .. u 
into prominence, and a large number of excellent V10JII»>' 

of foreign birth, who have made America their home. 

========7o~======~ 
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GRADE ADV A CED B 

Test on Lesson 116 

HARMONY 

1. What is characteristic of the strict Chorale with regard to 

(a) concords? 

(b) discords? 

(c) the second inversion? 

(d) the harmony? 

Ans. Concords and their first inversions are used. 

Ans. Discords must be introduced and resolved by degrees . 

Ans. The second inversion is used only at a cadence. 

Ans. The harmony remains, throughout, quite diatonic. 

2. Harmonize the following chorale melody with the chords indicated, using no unprepared discords. 

40 Ans. 

G: I v -7 VI 
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HISTORY 

3. Give the name and composer of the first oratorio written on American soil. 

7 Ans. "St. Peter," composed by John Knowles Paine. 

4. Who is generally accorded first place among native American composers? 

7 Ans. Edward Alexander MacDowell. 

7 

5. Who is the pioneer among America's native piano composers and teachers? 

Ans. Dr. William Mason. 
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HISTORY- Continued 

6. Who was the first piano virtuoso to devote a certain portion of his programs regularly to Arne . 
compositions? flcan 

7 ____ Ans. William H. Sherwood. 

7. What does Louis C. Elson, in his biographical dictionary, call Sherwood? 

7 ____ Ans. "'The first American piano virtuoso." 

8. For what original work is Edward Baxter Perry, the blind pianist, credited? 

7 _ _ _ _ Ans. He was the originator of the 1ecture~recital. 

9. What American woman ranked high among the world's great violin virtuosi? 

6 ____ Ans. Maud Powell. 

100 _ _ _ _ Total. 

Pupil's .N.ame ________________ ______ ___ __________ _______________ __ _ 

Pupil's Address ___ _____ __ __ ______ ________ _____ __ ______ _______ _ 

Pupil's Class N.o. __ ___ ____ _____ _ 

'Teacher's .N.ame ___ ________ ~- - ---

Test on Les on 11 Page 2 
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PIANO LESSON 117 

'ub;'ects of this Lesson: HARMONY " HrsTOR Y 

HARMONY 

~odulation · 
('This subject is continued from Lesson 114.) 

:\N AUGMENTED FOURTH UP }Enha.rmonically 

AN AUGMENTED FOURTH DOWN the same. 

The only remaining key relationship is that of the 
augmented fourth above, as the augmented fourth 
relow is enharmonically the same. The formula is: 

Old Key : I3 

New Key : I46 V I 7 

The keys involved will decide whether the notation 
of the key an augmented fourth above or of that an 
augmented fourth below is the more convenient, both 
reing identical, as far as the keyboard is concerned. 

MODULATION 11. To the Augmented Fourth Above. 

'a) C to F# or F# minor. 

C: I F• (f#) ': v~ 1a u~ 

In beginning with the key of C major, neither F# 
lllajor nor G~ major has any preference over the other, 

the one having six sharps and the other six flats. If the 
second key be minor, F # would be selected. 

Beginning with C minor, which already has three 
flats, the modulation might be toG , so as to remain in 
flats. The notation of the second chord of the formula 
would then be in flats to conform to the new key, as 
below: 

(b) C minor to G~ or G~ minor 
fl L 

-9 ".... r 
etc. 

,.. (b!,) ,. ' 

c: 1r ' 
GHgb) : v~ 1u 

It will be observed that the augmented fourth above 
is always to a key with more sharps (or less flats), 
whereas the augmented fourth below introduces more 
flats (or less sharps). Selection can be made accordingly. 
From E, for instance, modulation would be more prac.­
tical to B~ than to A#. FromE , on the other hand, A, 
the augmented fourth above, would be decidedly prefer.­
able to B~ ~' the augmented fourth below, as a keynote. 

For practice, make modulations at the keyboard, 
beginning on all possible tonics, and using the different 
combinations of major and minor in rotation. 



HISTORY 

C/lmerica 
(This subject is continued from Lesson 116, and is resumed in Lesson 118.) 

FOLK MUSIC 

In our studies of the folk music of Europe, we learned 
that a distinctively national type of music must be 
founded largely upon folk music, and that the folk 
music of any country reflects the geographical, industrial 
and political characteristics of that country. 

It is a much disputed question whether this great 
"melting,pot, ,, America, really possesses any genuine 
folk, lore. Certain it is that the prosaic life of its pioneers 
in barren New England led to no musical expression. 
What little music they had was foster~ by the church. 

America is somewhat handicapped in the production 
of folk,song by its engrossing practical actrvities. At 
best, its folk,songs are sectional rather than national. 

Such writers as J. C. Fillmore, Charles Wakefield 
Cadman, Alice Fletcher, E. A. MacDowell and others, 
have furnished us with rich examples of Indian folk 
music, while others have sought to set forth our planta, 
tion melodies as a basis for a national type. Neither 
attempt has been eminently successful, as neither the 
negro, imported from Africa, nor the aboriginal Indian, 
is a representative of the sentiment, virility and humor 
so characteristic of the American nation. 

I N DIAN Music 

A curious characteristic of Indian songs is the con, 
stant repetition of one or two words. For example, the 
great Iroquois song "Wolf Runs, has only two words: 
tu.,to,yo,ni (wolf) ye,ta,~e,non (runs). 

Illustration 1 shows the repetition of the words 
meaning "I go." It is a genuine Indian tune. 

Indian instruments include the umystery Whistle ,. 
drums, rattles, flutes and flageolets. In general w ' 
say that. th~ Ind~an music w~s. an intended ~~~ 
commurucat10n w1th unseen sprr1ts; and it remains toda 
exactly what it was before the white man set foot u y 
h . ~ t e contment. 

PLANTATION Music 

Negro slaves were first imported into the United 
States in 1619. They naturally clung to their native 
religion, a mixture of idolatry and superstition, and the 
great majority of slave,songs are semi,religious in charac, 
ter. The oldest surviving songs are the ~·Sorrow Songs .. 
or "Spirituals,, which express the longing to reach 
"the land of Canaan,, a spirit of resignation combined 
with a yearning for freedom from bondage. These 
negro "Sperchels, (according to the corrupted form of 
the word "spiritual") were sung under stress of religious 
excitement. Interest in them has been revived through 
delightful harmonizations by Burleigh, Guion and others. 

At the close of the Civil War, when four million 
slaves were freed, an urgent endeavor was made to 
provide educational advantages for the negro. In 1866, 
Fisk University was established at Nashville, Ten, 
nessee. Geo. L. White here organized the Fisk Jubilee 
Singers, They gave concerts everywhere, mamng a 
number of highly successful appearances in Great 
Britain, Holland, Switzerland and Germany. 

The form of entertainment known as "American 
Minstrelsy" was originated by W. D. Rice with great 
success. Other noted minstrel organizations were 
"Christy's Minstrels" and "Haverly's Minstrels." 

IDustration 1 

Indian Song, "I Go" 

.Andante Cmt moto 
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Gradually, the Hdarky song'' became the Hcoon song.'' 
The minor mode prevails in the negro songs, and the 
outstanding feature is the common use of syncopation, 
the forerunner of our ""rag~time. ,, 

Stephen C. Foster is the principal composer of the 
roore refined Hnegro ,, melodies. ""The Old Folks at 
Home'' and ""My Old Kentucky Home,'' products of his 
pen, are comparable in beauty to any European folk .. 
song. 

NATIONAL AND PATRIOTIC MUSIC 

Perhaps no emotion incites so spontaneously to speech 
or song as patriotism- love of country. Patriotic songs 
are instantly called into existence in any country when 
that country is engaged in war, whether it be a war of 
defense or of conquest. 

The first incentive to patriotic vocal utterance in 
America was the Revolutionary War, the first war~song 
coming from the pen of Wilham Billings. Other patriotic 
writers of this period were Nathaniel Niles, who wrote 
""The American Hero,, when the news of the Battle of 
Bunker Hill reached him; and Timothy Dwight, who 
later became president of Yale University. 

""Yankee Doodle'' made its appearance aoout this 
time. While a dozen theories are put forth as to its 
origin, it is pretty well established that it was a British 
tune at the beginning of the Revolutionary War, and an 
American melody at the close. 

""Hail Columbia,, belongs exclusively to America. 
The words were written by Joseph Hopkinson, in 1798. 

""The Star~Spangled Banner,'' now officially recognized 
as the United States, national anthem, was, in its earliest 
form, an English drinking song, called ""To Anacreon in 
Heaven.'' The tune was used for many sets of words, 
finally being united to the words now in use, by Francis 
Scott Key, during the war of 1812. 

The music of the national song, ""America,'' has had a 
very varied career. Undoubtedly it was originally 
written by Henry Carey, as ""God Save the King.'' Its 
simplicity and small compass made it instantly popular. 
The poem .. America, was written by Rev. Samuel F. 
Smith, a Baptist Clergyman. 

During the Civil War, several songs suddenly ap~ 

peared, such as ""Glory, Glory, Hallelujah'' and ""Dixie.'' 
The former had its origin in a southern camp meeting, 
and the latter was originally written as a song and 
dance for Bryant's Minstrel Show in New York. The 
composer, a member of the troupe, was Dan Emmet. 

George F. Root (1820~ 1895) must be accorded a 
prominent place among composers who wrote famous 
war~songs during the Civil War, such as ""The Battle 
Cry of Freedom, and ""Tramp, Tramp, Tramp, the Boys 
are Marching., 

POPULAR MUSIC 

Popular music may be broadly defined as the music of 
the people, who have made no special study of music. 
It makes but slight cultural demand upon the hearer. 
Early songs of this type are the ""Liberty Song" and 
..The Banks of the Dee,, the latter being the first 
popular, sentimental song printed in America. It bears 
the date 1775. 

Other popular songs were George F. Roofs HThe 
Vacant Chair" and ""Hazel Dell;" Stephen Foster's 
""Oh, Susanna'' and · ~uncle Ned;" and Henry Clay 
Work's ""Grandfather's Clook" and HCome Home, 
Father," a temperance song. 

That most popular of all ""home,, songs, HHome, Sweet 
Home,, rna y be claimed as an American production, as 
far as words are concerned. Their author, John Howard 
Payne, was born in New York in 1792. He was a long 
time in England, was a constant wanderer over the face 
of the earth, and after much poverty and neglect, died at 
Tunis, as American consul there, in 1852. The now 
world~famous song was first sung in America, November 
12, 1823. 

The Gospel Hymn and Sunday School Hymn are the 
religious counterparts of the popular secular song. 
Examples are ""In the Sweet Bye and Bye," ""Rescue the 
Perishing" and ""What a Friend We Have in Jesus," 
which are known almost the world over. 

Foremost among the successful writers of popular 
instrumental music, is John Philip Sousa, deservedly 
called the ""March King., The inspiring strains of his 
""Stars and Stripes," ""Washington Post," and ""Liberty 
Bell, have been heard in practically all parts of the 
civilized world. 



MUSICAL ACTIVITIES 

ORCHESTRAS 

The New Y ark Philharmonic Society was founded in 
1842. Various distinguished conductors have wielded_ 
the baton, Theodore Thomas occupying the position 
after the retirement of Dr. Leopold Damrosch. Thomas, 
an uncompromising idealist, did more to elevate the 
musical taste of New York, indeed, of the -United States, 
than any other conductor. 

The Chicago Symphony Orchestra, recognized as one 
of the foremost orchestral organizations of the world, 
was brought to a high state of perfection by Theodore 
Thomas, and was for many years known as the HThomas 
Orchestra.,, He assumed its directorship in 1890, in 
response to an invitation from C. N. Fay, who succeeded 
in inducing fifty men to guarantee $1,000 each, for its 
maintenance during one season. It, however, continued 
its good work many years, amid difficulties, financial and 
otherwise. These were finally overcome by the persist..­
ent optimism of Bryan Lathrop and Norman Fay, and the 
perseverance of Thomas; and, in 1905, Orchestra Hall, a 
permanent home for the organization, was erected; 
Thomas died in the same year·. His successor, Frederick 
Stock, ably carried on the work, and raised the orchestra 
to an even higher pitch of efficiency. 

The Boston Symphony Orchestra was founded in 
1881, by Henry L. Higginson, a Bo_ston banker, who 
guaranteed the permanency of the orchestra at his own 
financial risk. George Henschel was the first conductor. 
He was followed by Wilhelm Gericke, of Vienna, who, 
by his iron discipline, succeeded in creating an almost 
perfect ensemble. Mr. Gericke was succeeded, in turn, 
by Arthur Nikisch, Emil Paur, Dr. Karl Muck, Max 
Fiedler, Henri Rabaud, Pierre Monteux and Sergei 
Kussevitzky. 

Other excellent orchestras are firmly established in 
Cincinnati, Minneapolis, Philadelphia, St. Louis, Detroit, 
etc. Every High School now has its orchestra or band, 
some of very high excellence. The motion picture theater 
and the radio broadcasting studio, also, have created 
hundreds of local orchestras throughout the country. 

CHAMBER Musrc ORGANIZATIONS 

The oldest Chamber Music organizations are the 
Mendelssohn Quintet Club, which began its concerts in 

Boston, in 1849, and continued its activities for near} 
fifty years; and the Chamber Music Organizati y 
enlisting the activities of William Mason and Theod~~ 
Thomas. 

For many years the Kneisel Quartet was America ~8 
finest string quartet. It has now been disbanded, hut 
others of high attainments are springing up over the 
country. 

CHORAL SociETIES 

The year 1815 marked the birth of _America's most 
distinguished choral society- the Handel and Haydn 
Society, already mentioned in Lesson 113, HISTORY. 

Thomas S. Webb was its first conductor. 

The New York Oratorio Society gave its first concert 

in 1873, under the direction of Dr. Leopold Damrosch. 
Cincinnati had its Haydn Society in 1819. The Chicago 
Apollo Club was organized in 1872, and was for many 
years under the inspiring leadership of W. L. Tomlins, 
who was succeeded by Harrison M. Wild. 

Other worthy choral organizations are -to be found 
throughout the country. 

OPERA COMPANIES 

The enormous cost of operatic productions, and the 
demand of the public for high--priced principals, combine 
to make the operatic problem a difficult one. A long and 
brilliant season is given in New York, by the Metro­
politan Opera Company. Chicago has its Civic Opera 
Company, a notable organization presenting high.-class 
performances for a shorter season. Traveling organiza' 
tions give good performances of standard operas through' 
out the smaller cities of the country. 

FESTIVALS AND Musrc TEACHERS AssociATIONS 

The Festival is the direct outgrowth of the earlier 
Convention and Normal Institute. One of the most 
important of these Festivals is that held yearly ~ 
Worcester. Others worthy of special mention are he 
in Cincinnati, Ohio; Ann Arbor, Michigan; Evanston, 
Illinois; Portland, Maine; and on the Pacific Coast. 

Finally, of the utmost importance to music develoP: 
ment in America are the activities of the Music Teacher~ 

,..... h • Mustc National Association and the State ~ eac ers . 1 
Association; and those connected with the Nattona 
Conference of Music Supervisors. 

j 
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Test on Lesson 117 

HARMONY 

1. Write modulations, in all combinations, from F to B. M ark the keys and the formula for each modu­
lation. 

Ans. 

~ fJ I 

A. "' "" I h Yl ,..,, -'"' 11\/l ll "' "' I "" li "-:' I "'\ v L -11 0 "'V .,.. V\Y ~ ' \V 
~v -ll A- . ~ -t!K (. ..H. ~v {" :.11 Ill ~ t: ~ .41< 
41) ~ I \ I ~ \ 'I l I 

\ I 
,f".Q. i~ ~1 It~\ J 1r~\ \ I 

I J!-& i -1t£. _d ~-e\ I -!~ ...Q.. , . w A ",. A &-/'\ -.. t" II- 'K v -.. y .... ~'-' 

-~ - ~ .. J1 V 

~ · ~ \ r 
I I bl ' 

~ I I fJ L I 
1.1' h - }I 1.1' . h 

A h kri A r:. rl ,,__ "' "" I r"-" II l)' VI _dl n ,.. VI- " 2" v •r-, " r.l' ~ '1. "" 11 ~ !If I(IV 
~./ f) A .&- 11Y At K ~v "' '-'1 y '11-C: 

4!) ~ ~ '~r \ \ "' @.) \ 1\\ \ \ I 

< 

~ ..Q.i~ -MJ!J !J ~J - - ~ g .J j~\ cl.!~ ~l~l ~-'-,. L"' Jt "' ,. ...., 
"" . -.. '" n .., :11 "-' 

I h v II. tTY >fY I-- '"' " v II ~ 11 "' .. ~ v 1 I"' l'fV 

~~ ·r t 6 ~ " b ~ 1-
\ 

I_ 11 § 1_r'-Jts .!4t I JJL ~; Y-1 =r. >< ji:.} s~ :z: 

HISTORY 

2. Upon what is a distinctively national type of music largely founded? 

5 ____ Ans. Upon fol~ music. 

3. What handicaps America in the production of folk-song? 

4 Ans . Its engrossing practical activities. 

4. Why cannot Indian music or plantation melodies be considered as a basis for a national type? 

5 Ans. Neither is representative of the sentiment, virility and humor so characteristic of the American nation. 

5 

5. What is a curious characteristic of Indian songs? 

Ans. 'The constant repetition of one or two words. 

Copyright 1930 by A. j. LLE\\' ELLYS . lmpenal and lnumattonal C op) nght &cured 
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6. In general, what may be said of Indian music? 

5 Ans. It was an intended means of communication with unseen spirits, and remains today exactly what 
1
·t 

Was 
before the white man set foot upon the continent. 

7. By what name are the oldest surviving negro songs known? 

4 ____ Ans. ..Sorrow Songs ," or .. Spirituals." 

6 --- -

8. In the negro songs, what is the 

(a) prevailing mode? 

(b) outstanding feature? 

Ans . The minor mode. 

Ans. The use of syncopation. 

9. Who was the composer of the more refined negro melodies? 

4 ____ Ans. Stephen C. Foster. 

10. What is said to be an established fact with regard to ""Yankee Doodle?, 

4 ____ Ans. 'That it was a British tune at the beginning of the Revolutionary War, and an American melody at the 
close. 

11 . What is the officially recognized United States national anthem? 

4 ____ Ans. ""'The Star--Spangled Banner." 

12. Give the name, with dates of birth and death, of the author of .. Home, Sweet Home .. , 

5 ____ Ans. ] ohn Howard Payne, 179 2--185 2. 

9 --- -

13. Give the dates of the founding of 

(a) The New York Philharmonic Society . 

(b) The Chicago Symphony Orchestra. 

(c) The Bo ton Symphony Orchestra. 

Ans. 1842. 

Ans. 1890. 

Ans. 1881. 
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PIANO LESSON 118 

SubJects of this Lesson: HARMONY , HisTORY 

HARMONY 

Harmonizing /!Melodic Progressions, With No Key Specified 

In this Lesson, the student who is at the dividing point, 
so to speak, between routine Harmony and free Composi~ 
tion, will be given some hints as to the possibilities in 
harmonizing melodic progressions, when the restrictions 
of the formal exercise are removed. 

The given melodies, hitherto, have always been in 
certain definite keys, although selection of chords 
within the key has often been left to the student. 

It will readily be understood, however, that any one 
tone, say G, may belong to a number of different scales 
or keys, as a diatonic tone. It is I in G and G minor, V in 
C and C minor, IV in D and D minor, VI in Br, and B 
minor, II in F and F minor, III in Er, and E minor, VII 
in Ar, and Aj, minor. It may, in short, be any of the 
seven scale degrees, in one major and one minor key. 
The only scales in which it does not occur, diatonically, 
are those whose scales contain either G# or Gr,. 

Two consecutive tones may also be possible in a 
number of keys- greater or less, according to the tones 
selected. For example, the melodic progression at (a) 

J 
(h) 

II r r II 

lllay be in the keys of C, D, Er,, F, G, Br,, C minor, D 
lllinor, G minor, B minor- ten keys. On the other 

hand, that at (b) can only be found in C, C minor and A 
mmor. 

When, therefore, the com poser thinks of a succession 
of only two tunes, he has many alternatives as to their 
harmonization in one key. 

It is quite possible for these two tones to be in two 
different keys, where there is a modulation, and the 
number of chords to select from is then greatly increased. 

Let us take the two tones, D- G, shown at (a) and 
harmonize them in a single key, say, Er, . We must select 
chords belonging to that key. How are we to select 
them? 

We know that in using triads, either the root, third, 
or, in certain cases, the fifth, may be in the bass. That is, 
the bass may have over it a chord indicated by the 
figures 

(8) (8) or (8) 
5 6 6 
3 3 4 

and all the intervals possible between the bass and any 
upper voice are, therefore, included in the figures 3, 4, 
5, 6 and 8, and consist of a third, a fourth, a fifth, a 
sixth and octave only. For a bass below our first melody 
tone we have, therefore, the selection of these five intervals, 
using only tones in the scale of ED. The bass to D may thus 

~,,, 0 
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be either a third, a fourth, a fifth, a sixth, or an octave 
below it, as follows: 

~ 4 
5 6 8 

liE II r II r II r II 
The third below, and the sixth below are almost 

always available as bass tones, whether for two.-, three.-, 
or four.-part harmony. 

The fourth below will make a 2 chord, and can be used 
subject to the rules governing 2 chords. (See Lesson 71, 
HARMONY.) 

The fifth will be satisfactory when it is not the 
leading.-tone, and when a third voice can add the third 
of the triad. 

The octave is also available when it is not the leading.­
tone, which should not be doubled. 

In harmonizing our first tone, D, we will take the 
third below, and see how it works out. It gives us the 
foundation: 

• 

The bass, B~ now has a third above it and this may 
represent either the 3 of ~' or the 3 of g: 

Taking the latter, and doubling the root to make 
four.-part harmony, if that be required, we get: 

or, in the key of E~, III6. 

16 a 

For the next melo~y tone, G, the bass may again he 
selected from the thtrd, fourth, fifth, sixth and OCta 
below it. We shall try all of these in connection with t~e 
chord already written. (See Illustration 1.) e 

Illustration 1 

First Chord Selected, Second to be Filled in 

At (a), above, the second chord may be either~ or g: 
~ 

6 
8 

With the bass as a fourth below, as at (b), the : 
chord could only be used if followed correctly. It might 
conform to Case III of Lesson 71, HARMONY, as : 

The examples at (c), (d) and (e) would fill out thus: 

The first gives hidden fifths between the outside 
voices, with the upper voice leaping-a not very good 
progression. The second and third are repetitions of 
the same chord, which is quite good on occasions. 

In harmoni~ing these two tones, we could have 
adopted any other of the ten keys mentioned; and W: 
could have used one of the other bass tones to begltl 
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with; so that the possibilities, even with both tones in 
the same key, are very numerous. 

Let us take these two melody tones in another key, 
namely, D, and show some of the combinations. 

With the first bass tone at the vanous intervals 
available, we have-

sed 4th 5th 6th 8th 

1 2 3 

.5 6 f6 15 6 6 ~)(g) (~) 
3 8 4 8 84 •• 4 

With the first bass tone a sixth below (measure 4) 
it would generally represent g, but could be ~, if the 
following chord allowed the bass to move by step; as 

~ 

.. 
• • 

f 
The different intervals below our second melody tone, 

G, would be as follows: 
Srd 4th 5th 6th 8th 

5 6 15 66 666 
3 4 a 8 • s ·a h 

and the connections, between (let us say) the g chord on 
F#, for D, and the melody G, would tabulate as in 
Illustration 2, below. 

We omit the use of the fifth below (C#) as it is the 
leading--tone. The ~chords at (a) and (b) are only avail--

able if treated cadentially, that is, if followed by a g on 
the same bass and on a weaker accent, as they do not 
come under any other classification. 
The~ at (c) is not possible as a true chord (it would be 

the second inversion of a diminished t riad), but is con-­
ceivable as a double appoggiatura to the subdominant 
chord. The very doubtful effect is aggravated by the 
hidden octave in outside voices. 

In this Lesson we have merely illustrated a method of 
working from the melody tone as the starting point 
without either the chord or the key being fixed. We 
have also limited ourselves to triads. With seventh 
chords, the bass might be any interval below the melody 
tone that occurs in any of the seventh chord figurings, 
provided the proper resolution of the chord was possible. 

We could put it a second below, because a 2 occurs in l 
the third inversion figuring of a seventh chord. 

To return, for the moment, to our two melody tones: 
placing a second below the D gives the combination as at 
(a), below, and makes possible such chords as follow, at (b). 

~ (a) fb) 

I 4J ·r .. .. .. 
- 1,._ -. 

J I 6 Is 
G:V4 c: uo• D: h 

2 a 2 

The process applied in these examples to two tones 
could, of course, be extended indefinitely, it being only 
necessary to decide the key in which a tone shall be 
harmonized, in reckoning down for a bass. If we were 
to include altered chords and nonharmonic tones as 
well as seventh chords, in the material to select from, for 
this harmonization, it is evident that the possibilities 
would become little short of infinite. The working out of 
some of them must be left to the ambitious student. 

Dlustration 2 

Possible Second Chords, After One Selected First Chord 

~ (~ (~ (e) 

4 ~ r ... i ~· i h r .. r - ,, .. r .. 
~ ~~ - - - ~ - • 

8 8 
'5 ~ 16 I 6 6 

6 •• 
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HISTORY 

eAmerica 
('This subject is continued from Lesson 117.) 

SUMMARY AND OUTLOOK 
America has been quite generally charged by European 

nations with being commercial, utilitarian, and lacking 
real ""culture." Formerly it was necessary for American 
musicians to pursue their studies in Europe, or at least 
to acquire the European trade~mark,""Made in Germany" 
- · "F ranee," ""Austria" or ""Italy." It was only reasoi).able 
that nations which had been patiently and persistently 
building up an art~life for centuries, should be able to 
offer a seasoned product to the aspiring student. As 
fully fifty per cent of one's musical education comes 
""through the ear," it is obviously necessary that his 
opportunities for hearing the best music of all lands, 
competently performed, should be ample. These oppor.­
tunities are now, however, as ample in America as 
elsewhere ; and in the quality and number of its concert 
performances America is second to no other country; 
This condition is due not only to the expanding powers 
of native musicians, but also to the yearly influx of 
visiting artists from European centers. 

Composers are making artistic use of American 
materials-Negro and Indian folk~songs as well as quaint 
songs from remote localities, such as are found in a 
compilation by Carl Sandburg, entitled 'The American 
Song Bag. They are also endeavoring to express in some 
of their works t raits of American scenery and American 
cities, not forgetting the ever~insistent jazz. 

The M ain factors for the dissemination of musical 
culture are : 

Music schools 
Private teachers 
Departments of music in the Public &hools 
Community music 
Church music 
Concerts 
Libraries of music 
A liberal output of musical instruments. 

In the public schools are excellent courses in music 
appreciation, a system of credits for outside work in 
different branches of practical music, and various ex.­
cellent musical activities under the direction of enthusi.­
astic and highly trained supervisors. 

As already stated, there are now some excellent 
American opera companies in America. Doubtle s, 
within a comparatively short time, the establishment of 
more organizations of this sort will provide.a field for the 
many competent American~trained singers . . 

The National Federation of Music Clubs is an organi· 
zation of apparently unlimited possibilities, through its 
control of groups of music~lovers of all classes, in every 
corner of the country; and through the varied scope of 
its activities, which range from that most important of all 
activities, intimate study in the home, to the concerted 
action of conventions, festivals, contests, etc. 

Among the libraries possessing large collections of 
music scores, is the Boston Public .Library, the Congres· 
sional Library in Washington, the Drexel Institute of Phil· 
·adelphia, and the Chicago Newberry and Public Libraries. 

The production of musical merchandise in the United 
States is enormous. Statistics show that upwards of 
$39,000,000 a year isspent for pianos alone. 

There are some excellent violin manufacturers in 
America, and the nation has become famous for its 
pipe~organs. In the latter, great improvements have been 
made in the action, tone~quality and mechanical accessor· 
ies, until, today, the modern concert organ is a wonder· 
ful instrument. The theater organ, with its innumerable 
• • effects" for the accompaniment of motion pictures, is 
a notable instance of evolution to meet requirements. 

Mention must be made of the mechanical reproducing 
instruments, such as the gramophone, the vita phone, and 
the player~piano, which are being brought to a high 
state of effectiveness. These have great cultural possi· 
bilities, for they bring to the people, at a nominal cost, 
the records of the world's greatest music. The latest 
devised means of having music in the home is the radio 
receiving set, by means of which may be heard programs 
of music sent out through the ether by many radio­
casting stations. 

Music in America bids fair to assume its rightful 
place as a prime factor in the spiritual life of all 
American citizens. 

~======70~======= 
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GRADE ADVANCED B 

'Test on Lesson 118 

HARMONY 

1. In what keys may the note, F, occur diatonically? 

Ans. F major and minor, E~ major and minor, D minor, D~ major, C major and minor, B~ maior and 
minor, A minor, A~ major, G~ major and minor. 

2. Harmonize the melody, C#- D, in the five keys, major and minor, in which this half-step occurs. Use 
diatonic triads only. Name each key, and use its proper signature. 

____ Ans. 

I ~ u-- I I I I J1._ i_ I I ~~,-,.A I I ti-. I J .... .... --

" - I. IS\"- - AY - - .:.ttl - - -• nt. .... v .. 
'v -- - - - .. 

I ~ \ ' \ \ \ - \ I ' \ I 
T11 8-2 

_\ \ ' \ l.t .l \ \ J \ .I ~ I 
# . ...w - ll .. ...Q.- -~ AI 

- •• A" I.J.- l;nl 'HI' ~ 

I u- - -
' J'. ~ l\ ± ~ob if. \ ' 
~ I l J. }j- ' 1I "'L 

~ D 

HISTORY 

3. Why should one have many opportunities for hearing the best music of all lands, competently per~ 

formed? 

___ _ Ans. Because fully fifty per cent of one's musical education comes "through the ear" [or some other equally 
good reason]. 

4. How does America rank today in the quality and number of its concert performances? 

Ans. Second to no other country. 

Copyright 1930 by A. J. LLEWHI.V><. Impmal and Int<rnational Copyright &wred 
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SHERWOOD M usrc ScHOOL CouRsEs- P IANO 'Test on Lesson 118 

HISTORY- Continued 

5. Name five main factors for the dissemination of musical culture. 

30 ____ A ns. [Any five of the following.TI Music schools, private teachers, departments of music in the Publ · 
Schools, community music, church music, concerts, libraries of music, and a liberal output of mu.f 1Cl 

. 1Ca 
instruments. 

100 _ _ _ _ Total. 

Pupil's .N.a.me ___ ______________ ___ ___ __ --- - ---- _ ------- _____ ___ ___ _ 

Pupil's Address ______________ ______ _________ ___ __ _______ _______ _ _ 

Pupil's Class .N.o. ____________ _ 

'f eacher' s .N.a. me __ . _ _ _ _ _ _ __ ________ _ 

Te ton Lesson 118--Page 2 
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PIANO LESSON 119 

GRADE-ADVANCED B 

Subject of this Lesson: HARMONY 

HARMONY 

Harmonic cAnal')sis 

The student of harmony may not always put his 
knowledge to practical use in composition, but should 
be able to apply it in the harmonic analysis of the music 
he plays or hears. The practice of analysis gives a much 
more intelligent grasp of musical passages, and is a 

source of intellectual satisfaction, in addition to being a 
great aid in memorizing. 

.M: I . 

~ I ! f:. ~ 

~!) 

~ I. I t I 

HJ -6 

CLASSICAL AND MODERN HARMONY 

We shall, in this Lesson, take a few extracts from the 

Dlustration 1 

+ + 
~~~-!~t:f!.~ 9- C\,') :f!:- -ta -

I I I I I - I 

. - - ~ • • - ... 
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works of composers, and show how to analyze them, 
harmonically. Merely the chord, and not the inversion, 
is often indicated. 

It will be seen that instrumental compositions have 
points of difference from those in four--part vocal writing. 
For example, in Illustration 1, the melody is high above 
the accompanying chords, whose tones are close to­
gether. Chords are frequently incomplete or broken up­
one portion, or perhaps a single tone, sounding before the 
rest, as in the first measure of the same Illustration. In 
short, instrumental music may merely suggest the pure 
four--part harmony, or it may give it complete, and even 
duplicate all t he parts, in full chords. In such cases, 
consecutive octaves are common, but these are between 
duplications of the same harmonic part, and not between 
two different parts, in which sense they are forbidden in 
four--part harmony. In piano music, especially, chords are 

often outlined by a moving figuration, instead of bein 
sounded together, as g 

f l. ijl J J = ~ 3 ~ = 
c: \'fl 0 7o J 

In the following Illustrations, the keys and chords are 
indicated below the staff. T he nonharmonic tones are 
marked as usual. (See Lesson 115, H ARMONY.) 

A fter the modulation to B~ minor, in measures 6 and 
7, Illustration 1, the original key is easily resumed 
because the tonic t riad of B~ minor is the supertonic of 
A~, as marked in the analysis. 

It is, therefore, an ambiguous triad, taken as one thing 
and left as another, one of the most useful means of 
modulation. 

Illustration 2 

CHOPIN B 11 de 
~ t 

(a) v ·- ... J : a a 
I 

I 4:) r . - 1,1 

~~ ~,. --- .. h~· ... 
: . 

A~: 

~ l (b) 

41J -f ~ tlJ ~ q~::. J: 
I .. • v, v J6 

We have at (a), Illustration 2, an altered chord 
on a dominant pedal, E~ . T he same chord occurs at (b), 
without the pedal. 

The chord at (a), Illustration 3, may be called a 
passing chord; the two chromatic passing tones, A~ and 
B, give, quite accidentally, the effect of the familiar chord: 

At (b), is a rather complicated group 
of tones, as to its explanation. T he 
soprano, E, is an appoggiatura to D. 
The half notes, F and C, are tonic and 

. 

. 
: 

r 
.f& .; .. ~ Lu • .~ -· 

I l I· I I 

1 ..1 • - ..- - .. .. 
-

r .... - r 

I 

dominant pedals, and the chord, B D F A", is #Jv"7' so 
we have an altered chord, with two other kinds of foreign 
tones besides the chromatic tones. The 6th, 7th and 8th 
measures illustrate characterist ic instrumental passages, 
harmonic tones being interspersed with diatonic and 
chromatic passing tones. 

Illustration 4 shows, in several places, alternating 
tones in pairs. They are frequently used in this way, 
making a well--sounding progression in sixths (a), or 1Il 

thirds (b), (c) and (e) . Occasionally, a combination of 



Dlustration 3 

tr 
MACDOWELL: Improvisation, Op. 46. 

f'l I 1-~ ~ I ~ -
"""""""' 

~ I 
: 

~r = (a) r· (j) 
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such tones makes a distinct chord, as at (d), where the 
second chord of the measure, though apparently con ... 
sisting of alternating tones, is really V 7 in Ep minor, 

preceded and followed by its tonic chord. At (f), we 
have the accented passing tone in the soprano, resembling 
an appoggiatura. In the bass, the altered (raised) fifth 

Dlustratioa4 
WRIGHTS ON: Organ Sonata No.3. 
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of the chord avoids the unsatisfactory effect of the 
second inversion of a triad. It becomes an augmented 
triad, the second inversion of which has the same tonal _ 
effect as any other position. The suspension in the last 
measure is not tied, and has an ornamental resolution. 

It is ~ometimes difficult to analyze the harmony of 
contrapuntal music. As an example, we will take the 
short extract from a Bach fugue, in Illustration S. The 
F#'s at (a), are passing tones, the tenor upward toG# 
and the alto downward to F. The A's in the soprano a; 

Dlustration 5 

a: r V \11~ VII7 

(a) and (b) are passing tones. The F# in the following 
group is an auxiliary tone to G#, and, being nonharmonic, 
does not cause a false relation with the F immediately 
following in the bass. F# occurs again as a passing tone 
in the alto at (c), followed by G#, another passing tone. 
Beginning the next measure, VI

0
7 on F# (the major 

sixth of the scale) is followed by II0
7 with F. 

As stated in Lesson 93, HARMONY, an apparent cross 
relation, such as occurs in several places in this example, 
between the F#'s and F's, may be unobjectionable 
when discords are in use, and more especially when one 
of the tones is nonharmonic. 

It will be seen that contrapuntal writing contains 
many nonharmonic tones. This is because counterpoint 
is essentially melodic, and nonharmonic tones are melodic 
embellishments. In fact, we may say that, in harmony, 
nonharmonic tones are a contrapuntal tendency. 

ULTRA .. MODERN HARMONY 

Upon . meeting with some of the ultra .. modern com .. 
positions, the student may be utterly at a loss to decipher 
the harmonic structure. All the rules of part .. writing 
and of chord progression, seem to have been ignored; 
even chords, as we understand them, are often relegated 
to the limbo of forgotten things, and apparently meaning.-

rr; V7 v 

less combinations of sounds are heaped up, defying any 
rational analysis. 

Sometimes it is impossible to recognize a tonality; but, 
assuming that we can recognize one, the only way to 
explain the chords is to apply the principles of chromatic 
or altered chords, as far as they can be applied, and to 
remember, also, the possibilities of suspensions with 
irregular resolutions, and other nonharmonic tones of 
various kinds. It oft~n happens that a very complex 
passage may be analyzed by the ingenious student as 
combinations, or slight modifications, of devices already 
familiar. 

Composers of the ultra .. modern school are seeking for 
new effects, and in order to obtain them, they often 
use the materials of sound in an entirely novel way. 
Their product is akin to certain poetical writings, in 
which the meaning is not at first apparent; and to one 
educated strictly on the classical or comparatively 
modern standards, they seem to be entirely lacking in 
underlying principles. 

As Theory usually follows Practice, however, there 
may yet arise a system based on this new direction of 
musical expression, only to be later superseded by others. 
At present, the rules of Harmony and Counterpoint are 
the formulated statement of the methods employed in 
much of the world's greatest music. 
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SHERWOOD Musrc ScHOOL CouRsEs - P IANO 

GRADE ADVANCED B 

'Test on Lesson 119 

HARMONY 

1. Name three benefits to be derived from the practice of harmonic analysis. 

15 __ __ A ns . 1. It gives a much more intelligent grasp of musical passages. 

2. It is a source of intellectual satisfaction. 

3. It is a great aid in m emorizing. 

2. Name three points of difference that instrumental compositions may have from those in four ... part vocal 
writ ing. 

15 ___ _ A ns. 1. 'The parts may be m ore widely separated. 

2. 'The chords may be incomplete, or bro~en up. 

3. Instrumental music may merely suggest the pure four ... part harmony, or it may give it complete, and 
even duplicate all the parts, in full chords . 

3. When are consecutive octaves not forbidden? 

7 A ns. When they are between duplications of the same harmonic part, and not between two different parts . 

4. Analy~e the following extract. Mark the chords below and the nonharmonic notes above. 

40 ____ Ans. 

Schumann 

fl + 
I h -x • - .., ... • -
I I "' " 
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SHERWOOD M usrc ScHOOL CouR E - PIANO Test on Lesson 119 

HARMONY- Continued 

5. How may some of the chords in ultra~modern harmony be explained? 

8 ____ Ans . By applying the principles of chromatic or altered chords, of suspensions with irregular resolutions, and 
of other nonharmonic tones of various l{inds. 

6. How do composers of the ultra~modern school seek to obtain new effects? 

7 ____ Ans. By using the materials of sound in an entirely novel way. 

7. How must the present rules of Harmony and Counterpoint be considered? 

8 Ans. As the formulated statement of the methods employed in the composition of much of the world's greatest 
music. 

100 ____ Total. 

Pupil's Name _________ __ _____ _________ ______ ___ ________ _____ - _-_-_ 

Pupil's Address_ ____________ _____ ___ _______ ___ ____ ______________ _ 

Pupil's Class o. _____ ___ ____ __ _ 

Teacher's ame ___________ ___ __ _ 

Tc ton Le son 11 Page 2 



eSherwood <?Aiusic eSchool ~ourses 

PIANO LESSON 120 

grade ~e'View 

Two more subjects, that have been studied throughout several Grades, are now 
concluded- Harmony and History. 

The Harmony instruction includes so much new material that it is likely the student 
will welcome the opportunity to review. Here, particularly, the suggestion of the 
Teacher will prove helpful in the selection of Lessons, and in the assignments of work 
to be done for the Grade Test. 

The subject of Modulation forms approximately one,half of the work of the Grade. 
Its study and practice will make the student more alert to observe the modulations found 
in the music that he plays. In this music he may compare other methods of passing from 
one key to another with the particular modulation given in the Lessons, for each possible 
key connection. Suspensions will find frequent exemplification in all kinds of music. The 
instruction on more advanced types of Nonharmonic Tones should be reviewed. Finally, 
Harmonic Analysis has been introduced, explained, and illustrated. This is a subject 
that, necessarily, has no ending for the educated musician, as it is merely the exercise of 
his acquired harmonic knowledge in observing every musical passage. Such exercise 
should be deliberately cultivated, for the best results, and the instruction presented in 
the Lessons will need frequent review for that purpose. 

The work of the History section makes considerable demands upon the pupil's 
memory, particularly on account of the great number of composers referred to. 

Familiarity with the appearance of orchestral instruments will be of advantage in 
attending concerts, where they can be identified, and acquaintance made with their 
various tones. 

The pianist finds in Lesson 111 a concise account of his instrument, the interior 
mechanism of which he should investigate, as far as convenient, and observe for himself 
the things of which he is told in the Lesson. 

The last four Lessons of the Grade give a summary of music in America, from its 
earliest days. Every well,informed American student will find this matter indispensable; 
and, with it, the subject of History is brought to a close. 

The 'Technic section embraces further vital matters. Each individual topic will 
bear much study and repeated review from time to time, as the pupil's progress at the 
piano throws new light on the topics presented, and illustrates their practical bearing. 

In many of the Lessons will be found references to earlier instruction. Much benefit 
will be derived from forming the habit of looking up these references. 

0 (f((i 
C opyright 1929 b, A . ] . LLEWELLYN. Imp<ria l and Internationa l Cop,right &cured 

All righu ru<111<d, for all countries, including the right of translation 
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GRADE ADVANCED 8 

-
101 102 103 104 105 106 107 108 109 

Modulation Modulation Chromatic Chromatic Modulation Modulation Suspensions Suspensions Modulation I! 
(Major (Major Harmony Harmony (Major (Major (Suspensions (Upward (Major 

Second Up) Second Down) (Major Key) (Minor Key; Sixth Up) Sixth Down) in Upper Suspensions, Third Up) 

Tierce de Voices, Double and 

Picardie) Bass Triple 
Figurings, Suspensions, 

>. 
Various Rules) Ornamental 

c:: Resolutions, 
0 
E Suspensions 
1-
ro in Bass, 
:r: Resolution 

With Change 
of Chord) 

Germany Germany Italy Orential Music Folk Music Folk Music Instruments 

and Austria and Austria (Pinsuti, (Persia, (France, (England, of the 

(Weber, Spohr, (Bruch, Sgambati, China, Italy, Scotland, Orchestra 

Marschner, Rhein berger, Tosti, Japan, Germany, Ireland, (Violin, 

Kreutzer, Klughardt, leoncavallo, Korea, Norway, Wales, Viola, 'Cello, 

Lortzing, Scharwenka, Puccini, India, Sweden, Switzerland, Double Bass, 

Wagner, Humperdinck, Bossi, Malaya) Finland, ~he Netherlands, Harp, Flute, 

~ Schubert, Moskowski, Mascagni, Denmark) Spain, Piccolo, Oboe, 
0 

Schumann, D'Aibert, Busoni, Hungary, English Hom, +-' 

-~ :r: Mendelssohn, Richard and others) Roumania Bassoon, 

Brahms, Strauss, and Servia, Double Bassoon 

Bruckner, and others) Bohemia, Clarinet, 

Reinecke, Poland, Basset Hom, 

Gold mark) Russia) Bass Clarinet) 

The Playing Chord Playing 
Apparatus (Rules for 

(Vertical, Fingering) 
lateral 

and Rotary 
Movements; 

the Technic of 
-~ Skips) c:: 
.s::. 
u 
Q) 

1-

.. 
:\. 
' ·t 
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REFERENCE CHART 

GIVING A SYNOPSIS OF THE SUBJECTS IN LESSONS 101 TO 119 INCLUSIVE 

.--
110 111 112 113 114 115 116 117 118 119 

r-;:;:: 

Modulation Nonharmonic Passing Modulation Modulation Non harmonic The Chorale Modulation Harmonizing Harmonic 

(Major Tones Chords (Major (Major Tones (Augmented Melodic Analysis 

Third Down) Appoggiatura, Seventh Up) Seventh Down) (Pedal, Fourth Up Progressions (Classical 

Accented Sustained or Down} With No Key and Modern 

Passing Tone, Tone, Specified Harmony, 

Auxiliary Anticipation, Ultra-modern 

Tone Taken Changing Harmony} 

or Left Tones, 

by Leap, Summary 

Melody of Signs) 

Varied by 
Nonharmonic 

Tones) 

Instruments The Pianoforte Eminent America America America America 

of the Pianists (The Beginning• (Eminent (Folk Music, (Summary 

Orchestra (First Era-· of Music Musicians National and and Outlook) 

(French Horn, Clementi to in the and Critics) Patriotic Music 

Trumpet, Cornet Uszt and United States- Popular Music, 

Trombone, Tuba, Rubinstein; Pilgrims and Musical 

Saxophone, Second Era·· Puritans, Activities} 

Kett ledrum, Since First 

Xylophone, Rubinstein} Concert Hall, 

Glockenspiel, Oratorio 

Celesta, and Opera 

Bass Drum, Performances, 

Side-Drum, etc.) 

Cymbals, etc.) 

Octave Playing The Playing 

(by Stroke, Apparatus 
by Weight; (Position-· 
Fingering; Hands, 

Practice} Angers, 
Wrists; 

Resume} 

.. 
Lesson 120--Pages 2 and 3 



SHERWOOD Musrc ScHOOL CouRsEs-PrANO 
GRADE ADVANCED B 

fjrade 'Test cAccompanying Lesson 120 

HARMONY 

1. (L. 103) Harmoniz;e the following melody. Use the chords indicated, but inversions may be introduced as 
convenient. 

9 ____ Ans. 

~ I I I I I I I I I I I 

" ' ...... ...... 
I n -:t r.J - - r.J - - ,.j 

I ~ .... ~ ...-! r~ - -· L ~ - r~ ·~ 
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2. (L. 104) Harmoniz;e the following bass. Mark the chords, and the changes of key where modulations occur. 

9 __ __ A ns. 

~If I I I I \ \ l I I \ I -
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3. (L. 104) Harmoniz;e the following melody, modulating to the keys indicated. Mark the chords. 

9 ____ A ns. 

~ I 
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• "' v '· L"'Oo. 
'\: ~ 

I 41 \ \ .. r t:t,o 
~ GT 12 0 -3 

. ..... . ~ : ; rr 
I hi. '· ...... ..... 

..- .... ..... .... 
\ , r 

I I I I I 1 I I I I 

B ~ F B ~ E~ B ~ 

...... 
...... - U• u.• - -.... - -- ~ -t ' i t'\' \ \ \ ' ' ' "{ \ 

j \ J n\ L \ \ 
I I ~ ' -y .... ... -- . 

l 
\ \ \ ~ - I ' 
Cupyn~ht l YJ() h~ A. J Lll WI u "' Jmraldl dllJ lntc:rttdliOU(d c(I/1)-TigJu &cureJ 

All nghr.~ rest.'rt't:,l, for ull comunc:.~. mdudn1g d1t rrghr of rrt~nsltHIOn 

I I l 
r~ .... ~ - .... 

' - ""' \ \ I \ 0 

j \ \ j .\1 - ' "::: -n • - ,..,. 
_\ ...... 

' 



SHERwooD Musrc ScHOOL CouRsEs- PrA o Grade Test Accompanying Lesson llO 

HARMONY- Continued 

4. (L. 108) Harmoni~e the following ba s. Mark the chords and indicate the suspensions with a cross (x) 
above the treble taff. 

~ I X K ~ 
II 1'. I 

~ h r-.. 
I ~v '· '· v .- ~ • "' ~.v £.&. . :;;- . ... • 4!) \ \ \ \ \ r f ~ GT 120-4 ) J l ) J ,...-rJ"J .. I . "" v r1 
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5. (L. 108) Harmoni~e the following melody. Use the chords given and write suspension.s, single, double 
or triple, as indicated. 

9 ____ Ans. 

s s 

(L. 111) In the following example, mark the passing tones (- ), alternating tones (u), appoggiaturas (+) 
and suspensions (s) . 

9 ____ Ans. 



SBERWOOD Mu rc ScHOOL CouRsEs- PrA o Grade Test Accompanying Lesson 120 

HARMONY- C ontinued 

7. (L. 116) Harmoniz;e the following chorale melody, using no unprepared discords. 

9 Ans . 

fl I I I I I r":\ r":\ I 
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8. (Ls. 113, 11~, 117) Write the following modulations, marking the keys and the formula for each modu--

lation. 

(a) From B~J minor to A minor. (b) From D minor toE? major. (c) From G major to C# minor. 

9 A ns. 
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HISTORY 

9. (L. 101) Name the five great composers of the eighteenth century who built a firm structure upon the 
foundations laid by the musical pioneers of Greece, Italy, France and the Netherlands. 

Ans. Bach, Handel , Haydn, M ozart and Beethoven. 

10. (Ls. 109, 110) Name the four general cia ses of orchestral instruments. 

Ans . Stringed instruments , wood-wind instruments, brass instruments and percussion instruments. 

11. (L. 111) What is meant by the action in the pianoforte? 

A ns. Th e mechanism by which a single tone is sow1ded by the stri~ing of a ~ey . 

Grade Te t Accompanymg Lesson 120- Pagc 3 



SHERwooD M u rc ScHOOL C ouRsEs- PrA o G rade 'fest A ccompanying Lesson 120 

HI TORY- C ontinued 

12. (L. 112) What i the ex tent of the first era of great piani t ? 

3 __ ,.., _ A ns. Front Clementi to R ubinstei11 , including Liszt . 

13. (L. 112) With whom does the 

A ns . Leschetiz~y . 

14. (L. 116) Give the date 

185 4-19 11 . 

TECHNIC 

15. (L. 105) W hat i of the utmo t importance in producing a tyle of playing which pos e e positivenes 
and clearness? 

'The formation of correct m uscular habits in the use of the factors of the playing apparatus. 

ary to attain facility of execution under all condition of speed and dynamic ? 

Adapt the hands to the ~eys. 

Report of Pupil 's Technical Work 

I hereby certi fy tha t this pupil ha studied not lc 
than 75 per cent of the keyboard material accompany­
ing Grade A dvanced B, with the following result : 

Exercises, average grade __ ___ __ ------------ ~ --
·» 

Studies (incl. Polyphony), average grade . _ - ~ ~ __ _ 

Pieces (incl. Sonata ) , average grade ___ ____ _ ___ _ _ 

T h e Examination 
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