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Lessonx 61 '

Subjects of this Lesson: HarMony - History - TecHNIC

HARMONY

eAnalyzing Chords

(This subject is continued from Lesson 56, and is resumed in Lesson 72.)

When the tones of a chord are sounded separately,
instead of together, the chord is said to be broken. Out-
lines of broken chords may often be found in melodies.
The reading and memorizing of music will become much
easier for you, once you have learned to recognize these
harmonic elements whenever you encounter them. With
such recognition, you can read and remember broken
chord patterns in melodies as groups of tones, rather than
as successive individual tones.

To get the full advantage of this process, you must cul-
tivate the habit of looking for broken chords in all the
melodies which you play, and analyzing their progressions.
Some may present no clear outlines of broken chords;
others may yield only a few; still others may seem to be
constructed almost entirely from broken chords. Illustra-
tion 1 shows an example of a melodic excerpt which is
based wholly on broken chords. (See Illustration 1.)

Illustration 1
Melodic Excerpt Based Wholly on Broken Chords

The key signature of this example, two sharps, suggests
either the tonality of D major, or the tonality of B minor.

When we examine the first measure, we find that it is
made up of the tones, D-Ff*A. This being the tonic triad
for the key of D major, we conclude that the example is
written in that key, and we place a Roman numeral, I,
beneath the first measure, to represent the triad on the
first degree of the scale.

In the second measure we find only three different tones,
which may readily be classified as forming the G major
triad: G-B-D.

The fifth of the chord, D, is the lowest tone, so the
triad appears to be in the second inversion. (See Lesson
46, Harmony.) We, therefore, mark the measure, IV
to indicate a chord on the fourth degree of the scale, in the
second inversion.

A glance discloses that the last two measures of the
melody are based on the tonic triad in root form, desig-
nated by a Roman numeral, I.

In later Lessons, we shall examine melodies which are
longer and more complicated in structure, and thus extend
our view of harmonic elements which are to be found in
melodic writing.
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HISTORY

The Development of Polyphony

(This subject is resumed in Lesson 63.)

At the beginning of the twelfth century, the develop-
ment of music as an art was far behind that of architec-
ture, painting and sculpture. In architecture, for example,
a wide variety of details in building and ornamentation

had been combined into symmetrical, well-balanced art-
forms.

But with the opening of the twelfth century, we find
music beginning to take a prominent place with the other
arts, in the services of the Church. Under the monks, who
were the chief musicians of the period, its development
then became rapid.

The use of many voices in the church service naturally
produced part-singing. Such singing was called Polyph-
ony, from the Greek, meaning many voiced.

Part-singing necessitated some arrangement as to the
exact time-values of notes, and so measured music came
into existence, as explained in Lesson 55, HisTory.

Paris was at this time the center of wealth and learning.
The workers who gathered together musical material and
welded it into form, in the twelfth century, came to be
known as the Paris School.

THE PARIS SCHOOL

The most important forms established by them were the
Strict Organum (see Lesson 57, History), the Conduc-
tus, the Roundel and the Motet.

The Conductus (from the Latin word conducere, mean-
ing to conduct) had for its theme a popular melody, with
~ two or more voices moving along freely with it. Each indi-
vidual part, however, was supposed to be melodious or
agreeable to the ear. The conductus was sung in a funeral
cortége or other march.

The Roundel was by far the most important form of
this period, because it made free use of the principle of
imitation. The name was derived from the fact that the
voices repeatedly reverted, or came “round,” to the same
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melody. The roundel was, therefore, a forerunner of the
rondo. (See Lesson 50, Form AND ANALYSIS.)

The Motet of the Paris School was a composition for
voices alone (generally three voices), with sacred text.
The tenor, which carried the main theme, used but one
word throughout, and the theme was often taken from
a popular song.

Some of the important innovations of this period may
be briefly stated as follows:

Unity was established by means of measured music
and the use of themes.

Unity and variety were promoted by the introduc
tion of ingenious imitation.

The use of contrary motion was encouraged, in
place of parallel motion only. (See Lesson 57, His
TORY.)

Consecutive fourths and fifths (see Lesson 57, His
TorY) were gradually abolished, and the more agreeable
intervals of the third and sixth were admitted.

The great men of the period were Leonin and Perotin,
both organists at the cathedral of Notre Dame; and Franco
of Cologne. The last-named is credited with being the
inventor of measured music, and the earliest notes used in
its notation, namely, the Longa, the Double Longa or
Maxima, the Brevis and the Semi-Brevis. (See Lesson 56,
History.) Franco was one of those who strongly discour
aged the use of consecutive fourths and fifths.

The Paris School assembled and put into usable form
a vast amount of material, establishing many valuable rules
and abolishing many abuses. It thus bequeathed a useful
legacy to its successor, the Gallo-Belgic School.

THE GALLO-BELGIC SCHOOL

The Gallo-Belgic School, as the name implies, was the
connecting link between the Paris School and the great
Netherlands School, which forms the subject of the next
History Lesson.
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Stretching over a brief period of a hundred years, in
the fourteenth and fifteenth centuries, the workers in the
Gallo-Belgic School made considerable progress in the
principles of imitation and measured music. All of their
ideas tended towards a better arrangement of the material
gathered by the Paris School, and a preparation for the
expression of real emotion.

Methods of imitation were worked out by the writers
of the Gallo-Belgic School, such as imitating a melody at
a higher or lower pitch (fifth, fourth and octave), varying
the imitation by using contrary motion instead of parallel
motion, and using notes of smaller or greater time-value in
the imitation.

Other new ideas established were:
The use of the Leading Tone.
The gradual disuse of the Church Scales.

The adoption of the modern Major and Minor
Scales.

The use of Folk-Songs as melodies for the com-
positions employing the principle of imitation.

The last idea contained great possibilities, as we shall
see from the further study of this subject.

The prominent worker of this School was Guillaume
Dufay (about 1400-1474). He is credited with the definite
abolition of consecutive fourths, fifths, and octaves. In his
Masses composed for the Church he made use of the
popular melodies of the people.

CaNoN, Rounp

Dufay’s skilful use of the principle of imitation fore-
shadowed the Canon, which may be briefly defined as
‘a composition in which two or more voices take up in

succession the same progression of notes. A popular form
of canon is called a Round.

Another prominent name in the Gallo-Belgic School
was that of Antoine de Busnois (1400-1481). He was
very skilful in his use of imitation, and his style was
elegant.

Binchois (1400-1465), the teacher of Busnois, also
produced another famous pupil, Okeghem, one of the
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chief masters of the early Netherlands School. (See Lesson
63, History.)

During this period, composers cultivated the polyph-
onic style of writing. The combining of melodies, in nota-
tion, was called Counterpoint, because it involved the
placing of “point against point™ (note against note—notes
being diamond-shaped, or pointed).

Composers of this era somewhat ignored the inherent
emotional quality of music, and became lost in mere me-
chanical complexities. All this experimental process was
necessary. The means of communication had to be per-
fected before emotion could enter in as a vital part of
the music.

Just as a speaker must acquire a large and expressive
vocabulary of words, and know how to arrange them into
sentences, before he can hope to communicate to his audi-
tors what he has to express, so the early writer in the
realm of music had to build up, by scientific processes, a
vocabulary of sounds agreeable to the ear, singly or in
combination, in order that he might have a conveyance
for his emotions seeking expression.

England and France were engaged in a warfare con
tinuing, at intervals, over a period of a hundred years.
Monasteries, however, were left undisturbed, and here
the monks near the Belgian border worked out their prob-
lems comparatively unmolested. The principles established
by them were cultivated to greater perfection by the
Netherlands masters. The Netherlands, in fact, became
the art center of Europe. Her fleets traded in every sea,
and her treasury was enriched by a commerce which in-
vaded the civilized world. Contact with people of many
nations brought into music more of the human side of art,
and tended to liberate it from the scholastic atmosphere of
the church. The Netherlanders came into touch with other
ideas and ideals, and their art-life blossomed into greater
beauty. Emotional expression rather than technical ingenu-
ity began to take possession of the minds of composers.
Vigor, life and feeling crept into the rigid, stereotyped
forms, while the forms themselves developed and ex-
panded. The work of the great Netherlands School is
taken up in Lesson 63, HisTory.

LessoN 61 - PAGE 3
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TECHNIC
The “Positions

(This subject is continued from Lesson 49, and is resumed in Lesson 70.)

THE HIGHER POSITIONS

Up to this point, our study of the Positions has included
the First Position, the Half-Position, the Second Position,
the Third Position, the Fourth Position, and the Fifth
Position. (See Lessons 12, 28, 35, and 45, TecuNIC.)

As the left hand is moved along the fingerboard, away
from the scroll of the violin, and toward the player, it
moves into successively higher Positions each time the first

finger is brought to the correct location for the next higher
natural tone.

For example, in the First Position, the first finger covers

F on the E string. In the Second Position, the first finger
covers G (the next higher natural tone) on the E string;
in the Third Position, it covers A; in the Fourth Position,
B; in the Fifth Position, C; in the Sixth Position, D; in the
Seventh Position, E; in the Eighth Position, F; and in the
Ninth Position, G.

You will begin now to make some use of the higher
Positions, and can quickly become familiar with their
range, and with their relation to the lower Positions, by a
study of Illustration 2, which shows the natural tones
covered by all fingers, in all Positions from the First to the
Ninth. (See Illustration 2.)

Illustration 2

A Chart, Showing the Natural Tones Covered by All Fingers,
in All Positions from the First to the Ninth

1st Pos. 2nd Pos. 3rd Po§‘.

3
234 ‘_’

4
3 4 2 3 1 2
g 1 E,g Eg; Ei 2ee (E).’,n!"g (E)Q!Ez E §§§§.z NS
(G)U. (G)O'

©e¥® “4th Pos.

Theoretically, the chart in Illustration 2 might be ex-
tended to include a Tenth Position, an Eleventh Position,
and so on. However, once the left hand has moved beyond
the Ninth Position, the fingerboard distances between
tones become so small that it is no longer entirely practical
to think of sequences of four natural tones covered by the
four fingers.

In producing half steps (or even whole steps) in the
higher Positions, the fingers sometimes have to crowd
against one another, or give way to one another. Chro-
matic stopping and extensions are used frequently as being
more convenient than the regular fingering which would
be used if the notes were an octave or two lower. Exten-
sions may be used in the higher Positions to cover inter-
vals which are considerably larger than in the lower
Positions.

In using the higher Positions, the thumb of the left hand
must be permitted to move under the neck of the violin
and toward the right side of the instrument. The fingers
will necessarily depart from their normal curve and gradu-

-
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5th Pos. 6th Pos. 7th Pos. 8th Pos.  9th Pos.

ally almost straighten themselves as they are required to
reach farther over the body of the violin.

The point at which the thumb makes contact with the
neck of the violin should be relied upon mainly as a guide
in locating the higher Positions. By observing these con
tacts as they are made in playing, you will quickly find
them a dependable guide in reaching for any desired
Position. '

In reaching for the highest Positions, some players de-
pend not only upon the thumb as a guide, but also let the
palm of the left hand rest on the edge of the violin, and
locate their Positions according4o the contacts made at
various points on the palm of the hand.

This is not entirely satisfactory, however, because the
tops of violins are not all cut according to the same curve,
whereas the curve and shape of the neck are always ap-
proximately the same. So, in changing from one violin to
another, the points of contact with the palm of the hand
might vary, but the points of contact with the thumb
never vary.
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Test on Lesson 61
HARMONY

1. When is a chord said to be broken?

T !l 2 ‘qu ‘-T: 1 1 = T
WD f‘_‘—— » - = }
Ans. - - s A s -
HISTORY

3. How did measured music come into existence?

4. Which one of the forms established by the Paris School had sacred text?

5. What changes were made by this school in the use of consecutive fourths and fifths, and the intervals of
the third and sixth?

Ans. ..

6. Who, of the Paris school, is credited with being the inventor of measured music?

Ans.

7. What were the earliest notes used in its notation?

Copyright 1938 by A. J. Lewerryn. Imperial and International Copyright Secured
All rights reserved, for all countries, including the right of translation
PRINTED IN U. 8. A.
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; HISTORY—Continued
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8. Name four novelties established by the Gallo-Belgic School.

10. What country became the art center of Europe during this period?

TECHNIC

11. Name the letters of the natural tones covered by the first finger in all of the Positions.

B ... TOTAL.

PUPIL S NAME. ..o ssonionminisirmmte tara e o
Pupil's Address.....ccoeeecieiacisitinnnenne
Pupil’s Class NO..ouoceuecmreremeecencns

Teacher’'s Name
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Lesson 62 2\

Subjects of this Lesson: GeNERAL THEORY - Form AND ANALYsIS - TECHNIC

GENERAL THEORY

Ornamentation

(This subject is continued from Lesson 49, and is resumed in Lesson 68.)

THE MORDENT

The Mordent consists of the rapid alternation of a prin-
cipal note with the note immediately below it, called the
auxiliary note. The mordent is also called a passing shake.

The principal note falls on the accent, and the auxili-
ary note is usually a half step below it. (See Illustration
1.) In a few cases, especially in old music, the auxiliary
may be a whole step below the principal note.

Illustration 1
Mordent

hud e
Written Played -
FE=

THE DOUBLE MORDENT

The Double Mordent, like the mordent, consists of a
rapid alternation of the principal note with the note im-
mediately below it, but this is repeated; in fact, doubled.
(See Illustration 2.)

Illustration 2
Double Mordent

My 0
Written fy—F— Played%%

AN :

PRINTED IN U. 8. A.

THE INVERTED MORDENT

The Inverted Mordent consists of the rapid alternation
of the principal note with the note directly above it. It is
the exact opposite of the mordent. The term Pralltriller is
very frequently used for the inverted mordent.

The sign of the inverted mordent differs from the sign
of the mordent by the absence of the vertical line. (See
Illustration 3.)

Illustration 3
Inverted Mordent

Written

i

=
Played ;@i;:
0 —

A sharp, flat, or natural is sometimes added to the
mordent, in which case the auxiliary note is to be changed,
as in the trill. (See Illustration 4.)

Illustration 4
A Sharp or Flat Added to the Mordent
Av Ay
# b =
Written-as #— Played - :
I =
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(This subject is continued from Lesson Zmd is resumed in Lesson 64.)

POLYRHYTI‘MS (Continued in Lesson 64.)

In concerted music, we often find passages in which one
instrument must perform three notes of equal value, while
another instrument, in the same period of time, performs
two or four notes of equal value. Such effects are called
Polyrhythms (literally “‘many-rhythms™). They are also
found sometimes in double stop passages for solo violin.

By a simple exercise in arithmetic, we determine what
the total rhythmic effect of a polyrhythmic passage should
be, and just how one part must coordinate rhythmically
in performance with the other. Let us suppose that in 2
measure, one part has to play two quarter notes while

another plays a triplet of quarter notes, thus:

First Part:-i— J J J
Second Part:% J J

Six is the smallest number which can be divided evenly
both by two and by three. So let us think of the time value
of the measure as being broken into six divisions, and dis
tribute these divisions correctly between the two parts,
thus:

Divisions: 2 4 6

3 5

First Part: J J
Second Part:
Measure Pulse:

—e_e _ -
Ne

The first notes are sounded together. In the part which
is performing two notes, the second note sounds just half-
way between the second and third notes of the other part.
If we used eighth notes and ties to express the total rhyth
mic effect of the two, the result would be this pattern:

d4ddd

FORM AND ANALYSIS

Instrumental “Pieces of One Movement

(This subject is continued from Lesson 58, and is resumed in Lesson 78.)

MISCELLANEOUS PIECES

Dances were described in Lessons 54 and 58, Form
AND ANALYsIS. Some of the pieces of one movement which
are not dances will be discussed in this Lesson.

Tae MarcH

In ancient times it was the custom of armies to sing
as they marched to battle. Instruments were also used
to arouse enthusiasm and stimulate the courage of the
warriors. Like most instrumental forms, the March was
developed from vocal music.

The earliest example of the march in regular rhyth-
mical phrasing is said to be the Welsh tune “The March

LEssoN 62 - Px;.ca 2 Yo

of the Men of Harlech.” This melody, which first appeared
in print in 1794, seems to have originated during the siege
of Harlech Castle, in 1468.

Out of the war songs of Germany, developed during
the Thirty Years War, grew the military march.

The modern march is now usually written in four-four
measure and in a major key.

Funeral marches are generally written in a minor key,
one conspicuous exception being the famous *Dead
March” from Handel's oratorio, Saul, which is in the
key of C major.



o -

e
O\ @3// Suerwoop Music SCHOOL Courses—VIOLIN

Schubert has written some excellent quick marches
while Beethoven and Chopin have funeral marches in
their sonatas.

Elgar’s military marches, entitled “Pomp and Circum-
stance” are fine modern examples of the march.

The march is usually written in the ternary form.

Tae PrRELUDE

(See also Overture, Lesson 78, Form and Analysis.)

The word Prelude is derived from two Latin words,
prae, meaning before, and ludere, meaning to play. Occa-
sionally, the word Praeambulum was used.

The composition played at the beginning of a church
service is called a Prelude. Sometimes it is called a Volun-
tary, although this latter term is disappearing from general
use.

A prelude may be a composition designed to display
technical skill, like the etude. It has several different
forms and uses. It may be either a simple or an elaborate
composition.

In Bach’s Forty-Eight Preludes and Fugues, the preludes
are often of a highly contrapuntal nature; and in his organ
preludes, the form of the prelude is akin to that of the
modern rondo. Exceptionally fine is Bach’s Prelude in
EAlat, associated with the fugue known as “The St. Anne
Fugue.”

Mendelssobn's Six Preludes and Fugues for piano,
Op. 35, are excellent examples of pieces designed to dis-
play technical skill. Chopin's “Preludes” are complete in
themselves.

In Bach’s partitas, the introductory movements, which
are really preludes, are called variously: Praeludium, Sin-
fonia, Overture, Pracambulum, Toccata, etc.

Other synonymous terms are Introit and Introduction,
the latter term being used, for instance, to describe the
first movement (after the overture) of Mozart’s opera,

The Magic Flute.

Tuze ETupe

An Etude is literally a study. The great quantity of
music written under this title may be divided into two

—
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classes—pieces to aid the student in overcoming special
technical difficulties, and pieces wherein musical feeling
and sentiment dominate the purely technical purposes
involved.

Whether an etude be a purely mechanical exercise or a
characteristic composition, it is generally evolved from
a single phrase or musical idea, either harmonic or melodic
in character, this single phrase or idea being subjected to a
varied treatment.

Almost any form may be used for the etude, the two
and three-part primary forms being common. Nearly all
great composers for the violin have contributed some
etudes to the literature of the instrument.

Tue ScHErzZO
Scherzo is an Italian word, meaning jest.

In J. S. Bach’s partitas we find a scherzo preceded by
a burlesca and fantasia.

Beethoven replaced the minuet of the symphony with
the scherzo. He gave it its light and airy character, and
established its use. The scherzo in Beethoven’s Ninth
Symphony must always stand without a rival as an exam-
ple of the true orchestral scherzo.

The scherzo is usually in triple measure, and its general
character vivacious and jolly.

The FanTasia

The Fantasia seems to have been a direct descendant
of the madrigal, a secular polyphonic part-song for from
four to eight voices. (See Lesson 79, FormM aND ANAL-
ysis.) The madrigal was originally accompanied by in-
struments which played the same parts as the voices,
continuing and repeating them, after the voices had fin-
ished, and this was called fantasia.

Among Bach’s works for the organ are some splendid
fantasias, notably the G minor Fantasia, which serves as
an introduction to the great G minor Fugue.

Bach’s sons wrote many fantasias; Mozart produced
some fine examples; also Beethoven; Brahms calls his Op.
116 (a set of short piano pieces) by the collective name
of Fantasia.

Sarasate’s Carmen Fantasy is a fine example of the con-
cert fantasia.
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As the name implies, the fantasia is very free and in-
definite in form.

THE Sone WritHouT WORDS

Songs Without Words are pieces in one movement,
generally short, and of song-like character.

Mendelssohn originated this style of composition, in
1831, and it has since been used by numerous composers.

TaE RuAPSODY

A Rhapsody is a composition of irregular form made
up of various airs woven together fancifully. The melodies
or themes used are often operatic airs or folk-songs.

Liszt’s fifteen Hungarian Rhapsodies are free fantasias
on Hungarian folk-songs. The Hungarian Rhapsody of
Miska Hauser is of the same nature.

Brahms’ T'wo Rhapsodies, for piano, Op. 79, are abrupt,
impassioned compositions, but of very solid structure. His
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Rhapsodie in C, Op. 53, for contralto, male chorus and
orchestra, is a setting of a portion of a poem by Goethe.

Mackenzie’s *“Scotch Rhapsodies,” Stanford’s “Irish
Rhapsodies,” and Edward German’s ““Welsh Rhapsody™
are later examples of this style of composition.

OtHER Pieces oF ONE MOVEMENT

The titles of instrumental pieces, such as Idyl, Reverie,
Ballade, Barcarolle, Nocturne, Esquisse, Eclogue, Dithy-
ramb, Impromptu, Intermezzo, etc., usually suggest only
the general character of the compositions, and not special
forms. A two-part primary form, for instance, or a ternary
form, may be used for a variety of different styles of com-
position. Then again, some pieces, expressive of mood and
fantasy, are to a great extent devoid of any regular form.

Compositions frequently have their tempo marks used
as titles, such as Largo, Adagio, Andante, Allegro Vivace,
etc., indicating merely the general character of the com-
position.

TECHNIC

How to Play Trills

(This subject is continued in Lesson 68.)

The trill was explained in Lesson 49, GeNERAL
THEORY, as consisting of a principal and an auxiliary note
played in even, rapid alternation. Trills are commonly per-
formed with one finger firmly fixed on the fingerboard for
the principal note, and with another finger tapping the
fingerboard repeatedly at the proper place for the auxiliary
note.

The action of the moving finger should be hammer-
like from the knuckle joint; it should be precise, so that the
intonation of the auxiliary note is always correct; and it
should be vigorous enough to produce a clear tone. The
moving finger must rise far enough so that each stroke
will be energetic, yet not so far that the distance through
which it moves will retard the speed of the trill.

In playing a double trill, two fingers are fixed on the
fingerboard, and two fingers move up and down. (See
Lesson 49, GENERAL THEORY.)

=i O =
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The musical value of a trill depends upon its evenness,
rather than upon its speed. Any unevenness of time in the
alternation between the principal and auxiliary notes de:
tracts from the warbling, pulsing effect which lends charm
to the trill as an ornament.

Consequently, you should never try to play trills so fast
that you play them unevenly. But, in time, you will de-
velop the ability to play them both rapidly and evenly,
if you begin by practicing them very slowly, increasing
the speed very gradually, and always returning to a slower
rate of speed as soon as you detect any unevenness.

Trilling makes a steady and sustained demand on one
small part of the playing apparatus. For this reason, you
should not practice trills too long at any one time. Exces
sive tension and permanent damage to the muscles of the
left hand may result from too arduous attention to the
practice of trilling.
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Test on Lesson 62

o
38 25 -
S5 35 GENERAL THEORY
1. Name the ornaments in the following examples and show how they are to be played.
B Ans
Written
Ay Y g - AN o ~§: l‘:
0 il
AP i = r: H
Played
£ E i[: I I 1
© i ; i -
I 711 e S D R 5 O R e SRR B I SN B - s SIS R e SR SR R ST RS
2. Write the rhythm, in eighth notes, to express the total rhythmic effect of two notes against three notes.
| i Ans.
FORM AND ANALYSIS
3. What is said to be the earliest example of the march?
| e ST SRSSPY SN SRRSO R £« < A M5 e T T SRR £
4. How is the modern March usually written with regard to
) - (a) measure? BRI AR ORI s amsseitimibigars
(b) key? Ans. . DO A O I B T
(c) form? v ARG ¥ " P, RS W ¥ I e S P SR
5. Name three composers who wrote excellent examples of the classical etude.
| et e e RSNREENIN - 3 PR EON YOS YD :
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FORM AND ANALYSIS—Continued

6. Name five composers whose etudes are representative of the more modern schools.

5 P LT RN O PP, [PEC QPE ARG STRTI0: (PR S NENPD 0 s luc N T T S S A T ¢
7. What instrumental piece of one movement was given the name of the Italian word meaning jest?
L Al Parapuitec DEs ALVIC % CORERSEOn, T e e DR
8. What does the name, Fantasia, imply?
L . Wil - COIRDOSIICH OF STTSRRIAT DRI . R e e R L R el
9. Who originated the style of composition known as “The Song Without Words?”
5 o s, The. Joncnisin B ERoah i skt s s s e
10. What is a Rhapsody?
4 C T R R SRS
TECHNIC
11. What should be the action of the moving finger in playing a trill?
& ey BRI, . cimsmrmmsinsr e B SRR S i e
12. Upon what does the musical value of a trill depend?
A ¥ T e R ORI 3l B RS < 4 - 5 R S R i SN R0 -7
100 i TOTAL

Pupil's Name.....coeecueecuenncn.

Pupil’s Address
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Lesson 63 <>

Subjects of this Lesson: GENErAL THEORY - HARMONY - HisToRY

GENERAL THEORY
Marks of Expression

( This subject is continued from Lesson 36, and is resumed in Lesson 64.)

TEMPO MARKS

In this Lesson is presented a general classification of the
principal tempo marks. In addition, there is given a list of
frequently used words which are employed to modify or
affect the general meaning of some of these tempo marks.

Grave (grah’veh*).
Larghissimo (lar-ghees’ee-mo).
Lentissimo (len-teess’ee-mo). Extremely Pk

Adagissimo (ah-dah-jeess’ee-mo).

Adagio (ah-dah-jio).
Lento (len’toe).
Largo (lar’go).
Larghetto (lar-get’toe). Slow—not quite as slow as Largo.

Andante (ahn-dahn’teh). Moderately slow tempo, faster than
Adagio.

Very slow.

Andantino (ahn-dahn-tee’no). Literally, a little slower than
Andante. Generally used to mean *‘somewhat slow™ but quicker

than Andante.
Moderato (mod-er-ah’toe).
Tempo giusto (tem-poe joos’toe). Moderate.
Allegretto (ahl-lay-gret’toe).

*The eh represents a sound shorter than ay—like ¢ in pen.

— Copyright 1938 by A . Luwzu.um lmpcrial and Im:cmnnonal Copynght Secured =7
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Allegro (ahl-lay’grow). Quick movement.
Vivace (vee-vah’tcheh). '

¢ }Qulck movement, faster than Allegro.
Vivo (vee’vo).
Presto (press’toe). Rapid movement; faster than Vivace.

Vivacissimo (vee-vah-tcheess’ee-mo). Very fast; almost equal to
Prestissimo.

Prestissimo (pres-teess’ee-mo). A very rapid movement.

There exists some difference of opinion as to the com-
parative rates of speed indicated by these expressions. The
order just given is commonly accepted as correct. More-
over, the actual tempo depends largely upon the character
of the composition.

Worps MobiryiNg TEMPO MARKS

The number of words used to modify tempo marks is
very large. Below is a list of those in general use.

Assai (ah-sah’-ee). Enough, quite, very.

Molto (moll’toe). Much, very.

Meno (may’no). Less.

Piu (pee’oo0). More.

Poco (poh’co). A little.

Poco a poco (poh’co ah poh’co). Little by little, gradually.
Quasi (quah’zee). Like, as if.




Troppo (troh-po.) Too much.
Non troppo (none troh-po). Not too much.
Below are some tempo marks combined with these modi-

fying words, illustrating the way in which they are used
together.

TeMPo MArks wiTH MobiryING WORDS

Allegro assai (ah-lay’grow ah-sah’-ee). Very quickly, quicker than
Allegro.

Allegro giusto (ahl-lay’grow joos’toe). An appropriate Allegro.
Largo assai (lar’go ah-sah’-ee). Very slowly; slower than Largo.

Moderato assai (mod-er-ah’toe ah-sah’-ee). Very moderately,
slower than Moderato.

Molto allegro (moll’toe ahl-lay’grow). Very quickly, faster than
Allegro.

Molto adagio (moll’toe ah-dah’jio). Very slowly, slower than
Adagio.

Molto vivace (moll’toe vee-vah’tcheh). Very lively, faster than
Vivace.

Meno mosso (may’no mohss’0). With less motion. More slowly.
Meno presto (may’no press’toe). Less rapidly.

Meno allegro (may’no ahl-lay’grow). Slower.

Meno vivo (maymo vee’vo). Less lively.

Piti mosso (pee’0o mohss’o0) . More speed, quicker.

Piu lento (pee’oo len’toe). Slower.

Piti presto (pee’oo press’toe). Faster.

Pit allegro (pee’oo ahl-lay’grow). Faster.

Piti vivo (pee’oo vee’vo). Livelier.

Poco piu (poh’co pee’0o). A little more.

Poco pitt mosso (poh’co pee’oo mohss’o). A little faster.
Poco meno (poh’co may’o). A little less.

Quasi una fantasia (quah’zee 0o’nah fahn-tah-zee’a). Like a fan-
tasia.

Non troppo allegro (none troh’po ahl-lay’grow). Not too fast.
Non troppo presto (none troh’po press’toe). Not too fast.

Non troppo andante (none troh’po ahn-dahn’teh). Not too slow.
Vivace, ma non troppo (vee-vah’tcheh, mah none troh’po). Fast,

but not too fast.

The word tempo is frequently combined with other
expressions, such as:

Tempo moderato (tem-po mod-er-ah’toe).

Moderate

empo co o . -0’doe).
Tempo commodo (tem-po come-0”doe) T EIERE

Tempo giusto (tem-po joos’toe).
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Tempo di ballo (tem-po dee bal’lo) . Dance time.

Tempo di bolero (tem-po dee bo-lay’ro). Bolero time.

Tempo di gavotte (tem-po dee gah-vot’). Gavotte time.

Tempo di marcia (tem-po dee mar’tshe-a). March time.

Tempo di menuetto (tem-po dee men-0o-et’toe). Minuet time.
Tempo di polacca (tem-po dee polak’kah). Polonaise time.

Tempo di sarabanda (tem-po dee sahr-ah-bahn’dah). Sarabande

time.

MEeTrRONOME MARKS TO INDICATE TEMPO

Sometimes a more exact rate of speed is indicated by a
sign known as a Metronome Mark. This sign, M.M,,
refers to Maelzel's Metronome, an instrument which gives
exact rates of speed. It is wound up like a clock, and ticks
at a perfectly even rate, varying from 40 to 208 times per
minute, as desired. (See Illustration 1.)

The rate at which the instrument ticks is regulated by
sliding the weight into different positions on the oscillating

Illustration 1

The Metronome

rod, placing it opposite to the desired figure on the printed
scale, when the rod is vertical. This figure, or metronome
mark, is often given below the tempo mark, at the begin
ning of the piece of music, following the letters M.M., thus:
“Half Note = 60," or “Quarter Note = 100,” etc.

The former means that the metronome is to be set at 60

V5 \ N A ) N
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(60 ticks or beats to the minute), and that the half note
receives the time of one beat. In like manner, the second
mark means that the metronome is to be set at 100 (100
beats to the minute), and that the quarter note receives
the time of one beat.

Aside from fixing the tempo desired by the composer,
the metronome is valuable as a means of acquiring a sense
of steady rhythm, in playing. It is also very useful in the
practice of scales and arpeggios in varying rhythms, and
at various speeds.

HARMONY

Triads in Minor

If we construct a triad on each degree of the minor
scale, using only the tones contained in that scale, we shall
have minor, major, diminished and augmented triads.

Illustration 2
Triads of the A Minor Scale

In Illustration 2, we have constructed triads on the
tones of the scale of A minor. We find minor triads on
the first and fourth degrees, major triads on the fifth and
sixth degrees, diminished triads on the second and seventh
degrees, and an augmented triad on the third degree.

This gives us four concords (major and minor triads on
I, IV ,V, VI), and three discords (diminished and aug-
mented triads on II, III, and VIIL.)

HISTORY

The Development of “Polyphony

(This subject is continued from Lesson 61, and is resumed in Lesson 68.)

THE NETHERLANDS SCHOOL

The Netherlands School, referred to in Lesson 61,

History, may be said to have extended, roughly speaking,
over a period of two centuries (1425-1625).

Joannes Okeghem (about 1434-1496) was one of its
pioneers, and was followed by Josquin des Prés, who has
been called the “first real genius in the history of music.”
He introduced into masses the melodies, and in some cases
the words, of popular songs—not always wisely, to be
sure. One of his masses was known as the Mass of the
Armed Man. To combine the words of the popular song

LEssoN 63 - PAGE 3

with the sacred words of the liturgy was not in the best
artistic taste, and naturally led to great abuses.

Des Prés did most of his writing in Rome and Paris, for
it must be stated that the composers of the Netherlands
settled in all parts of Europe—in Paris, Madrid, Naples,
Venice, Rome and Munich.

Adrian Willaert, though born in Flanders, became the
founder of the Venetian School. (See Lesson 68, His
Tory.) His compositions in the field of the madrigal are
probably the best remembered of all his works.
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Orlando di Lasso was the last and greatest of the Neth-
erlands masters. He did most of his work in Munich. His
music shows equal mastery of contrapuntal science and the
simpler styles. He laid hold of the real purpose of music—
self-expression.

In passing, we mention the names of two lesser lights—
Nicolas Gombert and Clement Jannequin. They were the
first men to practice what is called Program Music. They
turned to nature, and tried to reproduce her sounds in the
language of music. Jannequin’s The Cries of Paris was an
attempt to imitate by means of music, the historically char-
acteristic sounds and street cries of Paris. Gombert wrote
a descriptive and humorous composition called the Bird
Cantata.

To sum up the work accomplished by the Netherlands
School, we may say that it perfected polyphonic methods,
instituted musical realism, and made Form a means of
expressing Emotion.

With the work of this School, the history of composi-

tion to the close of the sixteenth century is practically
concluded.

TraE MADRIGAL

An important product of the Netherlands School is
the Madrigal, the first published fruits of its invention
being issued in Venice, in 1501. There are many theories
as to the derivation of the word. On one point, however,
all authorities seem to agree: that the name was at first
given to a certain kind of poem, and afterwards trans-
ferred to the music to which the poem was sung. The
music was written for three or more voices, in the Church
Modes, without instrumental accompaniment.

Its originators were doubtless the Troubadours and
Minnesingers, bands of roaming minstrels, who devoted
their lives to this occupation, and who strongly influenced
mediaeval music. The ecclesiastic musicians further devel-
oped it, lavishing upon it all the resources of their art, and
treating it, technically, exactly as they treated composi-
tions for the church.

The madrigal was cultivated with great success in Italy
and England. Among the Italian madrigalists may be men-
tioned the names of Costanzo Festa, Palestrina, Monte-
verde, Felix Anerio, Adrian Willaert, Andrea and
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Giovanni Gabrieli. Further mention of some of these men
may be found in Lessons 68 and 71, History. In England,
there was a vast array of writers of madrigals, especially
during the reign of Queen Elizabeth. The total number of
Elizabethan madrigals now in print is about 2,000.

John Wilbye is regarded as one of the best of the Eng
lish madrigal writers, although little is known of him
except that his first set of madrigals was published in 1598,
as “From the Augustine Friars.” These madrigals are for
three, four, five and six voices. A second set, “suitable
either for voices or viols,” was published in 1609. A few
other works were issued separately, and the quality, if not
the quantity, of these compositions gives Wilbye a ranking

in early English secular music comparable to that of
Purcell.

Orlando Gibbons (1583-1625) became organist of the
Chapel Royal, London, in 1604, and took the degree of
Bachelor of Music at Cambridge in 1606. His notable Set
of Madrigals was published in 1612. These madrigals are
all for five voices, and contain such masterpieces as “The
Silver Swan™ and “O That the Learned Poets,”” which are
still popular wherever madrigal singing is cultivated.
Gibbons also composed anthems and other church music
of extraordinary merit, and it is said of a Fantasia in four
parts, written for a set of virginal pieces called Parthenia,
that it was unequalled until the time of Bach.

Other renowned English madrigalists are Thomas Mor-
ley, John Dowland, William Byrd, R. L. Pearsall and
John Farmer.

In France, the madrigal was less highly admired, and
in Germany it failed to take the place of the national
folk-songs.

In Spain, the contrapuntal school, in so far as it is rep
resented by the madrigal, flourished in the fifteenth and
sixteenth centuries. Its special glory is A. Vittoria (1540
1613), who has been deemed worthy of a place in the
history of music beside that occupied by the great Italian,
Palestrina. (See Lesson 68, History.)

In the latter part of the seventeenth century, the style
fell into neglect. In Italy, the madrigal was replaced by a
new kind of Chamber Music. In England it merged into
the Glee, and in Germany into the Part-Song.

LEssoN 63 - PAGE 4 X t o S
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Test on Lesson 63

¢ 3
E;E -g-‘g GENERAL THEORY
A& 20
1. Upon what does the actual tempo of a composition largely depend?
- TR, # LR TG § . SRR, @ 3T B TR R okl (TR L YT
2. Give the meaning of the following Italian words used to modify tempo marks:
... Molto Ans. Ol T ITNR T R A R T Agnpy
Meno Ans.
Piu Ans.
Poco Ans.
3. How is a more exact rate of speed indicated?
... Ans.
4. For what other purposes, aside from fixing the tempo, is the metronome valuable and useful?
... S A SN i 5 DR S o],
HARMONY
5. On which degrees of the minor scale are found
- (a) concords? Ans.
(b) discords? Ans.
6. Write the triads on all the degrees of the minor scales on G, B and C. Draw the proper signatures, place
accidentals before the notes of the triads where required, and mark the triads with the proper numerals.
... Ans

G minor B minor C minor
fﬁ " 1
| FanY 188 ﬁ

fam )
:‘)_V A3V A\IV.4
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-g‘_:é -j‘;g HISTORY
=& =0
7. What was the period of the Netherlands School?
6 U T RIS SR S RS g ey el rrd ot 2 N W il 5 I
8. What did Josquin des Prés introduce into masses?
N NP I ol s e M Pt O Nt S s 5, e e R L o o
9. Who was the last and greatest of the Netherlands masters?
6 Ans. M Wt b AT A AR e S HA st o
10. What did the Netherlands School accomplish?
6 L et 19t At G Tt e e SRR 100503 N PRI e
11. Who were probably the originators of the madrigal?
Pty I, o iiiniscmnsomssmsa st einmsmi sl e STUC TS N SRR S LDt e B
12. Name two outstanding English madrigal writers.
6 b Loa pabiiced  fns HETUR T TV & chicic Sot i it B Sy T NI ) 3l A e o s Bl
1,5 TOTAL
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Subjects of this Lesson: GeNERAL THeory - HisTorY

Lesson 64

GENERAL THEORY
Marks of Expression

(This subject is continued from Lesson 63, and is resumed in Lesson 66.)

TERMS RELATING TO BOTH TEMPO
AND DYNAMICS

The following terms, in addition to indicating the gen-
eral tempo, spirit or character desired in a composition,
have some reference, at the same time, to the dynamics.

Agitato (ah-gee-tah’toe). Agitated, perturbed.
Affrettando (ahf-fret-tahn’doe) . Hastening.

Affettuoso (ahf-fet-00-0’z0). Affectionate.

Allargando (ahl-lar-gahn’doe). Broadening and slackening speed.
Animando (ahn-ee-mahn’doe). Becoming animated.
Appassionato (ahp-pahss-ee-o-nah’toe) . Passionately.
Bravura (brav-oo’ra). Brilliant execution.

Brioso (bree-0’z0). In a spirited manner.

Calando (cahl-ahn’doe). Dying away.

Capriccioso (Rah-pree-tshe-0”z0). Capriciously.

Dolente (doh-len’teh). Sadly, sorrowfully.

Doloroso (doh-loh-roh’z0). Dolorously.

Energico (en-air’zhee-ko). Vigorously.

Fieramente (fee-er-ah-men’teh). Vehemently, boldly.
Grandioso (grahn-dee-0’z0). Noble.

Incalzando (in-kahl-tsahn’doe). With growing warmth.

Lamentoso (lah-men-to’zo). Mournfully.
Languido (lahn-gwee’doe). Languid.
Largamente (lar-gah-men’teh). Broadly.
Leggiero (led-gee-ay’ro). Light.
Lentamente (len-tah-men’teh). Slowly.
Maestoso (mah-es-toe’zo0) . Majestic, stately.
Marziale (mar-tse-ah’leh). In a martial manner.

Morendo (mor-en’doe). Dying away.

Perdendo (per-den’doe). Dying away; losing time and power.
Precipitato (pray-tshee-pee-tah’toe). Precipitately.

Risoluto (ri-zo-loo’toe) . Resolutely.

Rubato (roo-bah’toe). Robbed. (In uneven time.)

Scherzando (sker-tsahn’doe). Frolicking.

Slentando (slen-tahn’doe). Slackening of the time.

Slargando (slar-gahn’doe). Broadening of the time.
Smorzando (smor-tsahn’doe). Dying away gradually.
Sostenuto (sos-ten-0o’toe). Sustained.

Stentando (sten-tahn’doe). Dragging heavily.

Stringendo (streen-jen’doe). Increasing in speed and intensity.
Teneramente (ten-er-ah-men’teh). Tenderly.

Tranquillo (trahn-queel’lo).

Tranquilly.
Tranquillamente (trahn-queel-ah-men’teh).

£ Q
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AUXILIARY TERMS

There are several words, like a, con, etc., which are
used chiefly as auxiliaries to other words relating to musi-
cal expression. Some of these are given in the following
list, with, in each case, some phrase or phrases illustrating
the use of the auxiliary word.

21 ((a :h)l') ) } To, at, by, in, with, towards, for.

A capriccio (ah-kah-pree’tshe-0). At the fancy of the player, in
time and expression.

A piacere (ah pee-ah-chay’reh). At pleasure.

A poco pit mosso (ah po’co pee’oo moh’so). With a little mo-
tion. Faster.

Al fine (ahl fee’neh). To the end.

2{%? (Sl;ﬁl)’?ah) } In the manner of ; to the.

Alla capella (ahl-lah cah-pell-ah). In the church style (usually
meaning unaccompanied).

Con (kon).

Col (kol).

Colla. With, with the.
Colle.

Collo.

Con animo (Rohn ahn’ee-moh). With spirit.
(For other words with Con see Lesson 66.)

Colla voce (koll’ah vo’cheh). With the voice.

Senza (sent’zah). Without,
San (Fr.) Without.

Come (ko-meh). As; like; how.
Come prima (ko’meh pree’mah). As at first.

Di (dee). Of.

Tempo di gavotte (tem’po dee gah-vot’). In the time of a ga-
votte.

=\ /7 NS K
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Doppio (dop’pee-0). Double.

Doppio movimento (dop’pee-0 moh-vee-men’toe) . Twice as fast.

E (aye). }
Ed (ade). + And.
Et (et).

Dim. e rit. (dee-mee-noo-en’doe aye ree-tar-dahn’doe). Becom:
ing softer and slower.

11 (eel).
La (lah).  The.
L @).

Il basso (eel bahs’0). The bass.

L’istesso tempo (lis-tess’o tem’po). The same tempo.
11 pit (eel pee’00). The most.

11 pit forte possibile (eel pee’oo for’teh pos-see’bee-leh). The
loudest possible.

Mezza (met’zah).

Mezzo (met’z0). } Half, or medium.

A mezza voce (ah met’za vo’tcheh). With half voice. Softly.

Ossia (oss’yah). Or else, otherwise.

Ossia pit facile (oss’yah pee’oo fah-see’-leh). Or else easier.

Sempre (sem’preh). Always.

Sempre staccato (sem’preh stah-kah’toe). In a continuously de-
tached manner.

Un (oon).
Una (00’nah). [ One,a.
Uno (00’no).

-issimo (-ees-ee-mo). Superlative ending.

Pianissimo (from piano). Extremely soft.

-ina (ee-nah).
-ino (ee-no). Diminutive endings.
-etto (et-toe).

Sonatina (sohn-ah-tee’nah). A little sonata.
Larghetto (larget’toe). To a small degree, largo (very slow).

-mente (-men-teh). Ending changing an adjective to an adverb.

Largamente (from largo). Very broadly.
Lentamente (from lento). Very slowly.
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Rhythm

(This subject is continued from Lesson 62, and is resumed in Lesson 79.)

POLYRHYTHMS (Continued from Lesson 62.)

When concerted music requires that one instrument
play three notes of equal value, while another, in the same
period of time, plays four notes of equal value, we deter-
mine the rhythmic codrdination of the two parts by a
process similar to that explained in Lesson 62, GENERAL
TrEeoRY, for solving the rhythmic problem of three notes

against two.

Let us suppose that the music is written in 2 measure,
and that one part must play a triplet of half notes against

four quarter notes in the other part, thus:

FirstPart: 3 | | ]
Second Part: £ | ] J

Twelve is the smallest number which can be divided
evenly by both three and by four, so let us imagine the
measure broken into twelve divisions, and distribute cor-

rectly against this number the time values of the two parts,
as follows:

Divisions: 12345678910 1112

First Part: |

Second Part: J J J J
1 241 8

Measure Pulse: 4

The first notes of the two parts are sounded together.
The third note in the second part sounds midway between
the second and third notes of the first part. The second
note of the second part comes just before the second note
of the first part; the last note of the second part comes just
after the last note of the first part. If we used eighth notes
with ties to express the total rhythmic pattern, the result
would be this pattern:

e Peden § ddd i

HISTORY
The Organ

In the early days of music, instrumental music was
less developed than vocal music, partly because instru-
ments were lacking. The organ was the first instrument
to acquire a distinctly instrumental style. Perhaps the
idea of a wind instrument was first suggested by the
wind blowing across the open ends of broken reeds.
In course of time, the discovery was made that reeds or
pipes of different lengths produced sounds of different
pitch, and that the longer the pipe, the deeper or lower
the pitch.

Then a number of reeds or pipes of different lengths
were joined together, so arranged as to produce a suc
cession of sounds forming some kind of scale, the players
blowing into the pipes to produce the sound. This com-
bination of pipes was known in ancient Greece as the
Syrinx, or Pan’s Pipes.

Sir John Stainer, a noted English authority on the organ,
describes the Syrinx as follows:

“It was formed of seven, eight, or nine hollow reeds
fixed together by wax, and cut in graduated lengths, so
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as to produce a musical scale. The lower ends of the
reeds were closed, and the upper ends open and level, so
that the mouth of the player could easily pass from one
pipe to another.”

This primitive method of playing the Syrinx in ancient
times gave way to an improvement in the shape of a wind-
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