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Subjects of this Lesson: Tecunic - HisTory

FHARMONICS BASED UPON THE INTERVAL OF
THE SMALL THIRD

The interval of the small third may be used as a guide
in dividing a string length into six equal fractional vibrat-
| ing parts, so that the harmonic produced will have a pitch

which is two octaves and a perfect fifth higher than the
fundamental.

Illustration 1 shows a number of natural and artificial
| harmonics based upon the interval of the small third.

Tllustration 1
Some Natural and Artificial Harmonics Based
Upon the Interval of the Small Third
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In Lessons 73 and 76, we learned how vibrating strings
| can be divided into two, three, four, or five equal parts,
and we have just discussed the division of string lengths
into six equal parts.
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GRADE—ADVANCED A

TECHNIC
How to ‘Play Harmonics

(This subject is continued from Lesson 76, and is resumed in Lesson 83.)

Theoretically, it should be possible to continue the
process of dividing string lengths into still smaller frac-
tional parts to produce still other harmonics. In practice,
however, this is not possible, save for the exceptions noted
in Lesson 85, TecuNIC.

GENERAL REVIEW OF HARMONICS

In obtaining a clear view of the subject of harmonics, we
have special need of a review to fix the essential facts in
mind, because we have a natural tendency to confuse the
three elements which enter into every harmonic, these
elements being

(a) The fractional parts into which the vibrating
string length is divided,

(b) The interval which is used as a practical guide
in making this division, and

(c) The pitch relationship of the harmonic to the
fundamental tone.

The first six tones of the harmonic series provide us
with an unfailing key to every problem in harmonics.

Let us reconsider these tones and their relationships,
as given in Illustration 6 of Lesson 59; but, to make them
seem more familiar to us, let us use the pitch of the open
G string of the violin as a fundamental. Now they appear
as in Illustration 2, on the next page.

Copyright 1939 by A. J. LLewerryN. Imperial and International Copyright Secured
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Illustration 2

The First Six Tones of the Harmonic Series,
Based Upon the Pitch of the Open G String

9 4 3 .&
3 o O i
= 2 © = 4
7, —
D © Dot
— $4:33 i
J < Fifth Foort® e
1
octave

The first tone, the fundamental, is numbered 1. The
second tone is numbered 2, and this number reminds us
that a tone of this pitch vibrates twice as fast as the funda-
mental; also that the string length of the fundamental must
be divided into halves to produce this pitch. The interval
between the first and second tones is an octave; and the
octave is used as a guide in dividing the vibrating string
length into halves.

The third tone in the series is numbered 3. This reminds
us that a tone of this pitch vibrates three times as fast as
the fundamental; and that the string length must be
divided into thirds to produce a harmonic with this pitch.
The interval lying between the second and third tones
is a perfect fifth; and this is the interval which serves us
as a guide in dividing the string length into thirds. By ex-
tension, the left hand can span a perfect fifth on one string;
so this harmonic can be produced either naturally or
artificially.

The fourth tone in the harmonic series is numbered 4.
This tells us, again, that a tone of this pitch vibrates four
times as fast as the fundamental; and that the string length
must be divided into fourths to produce a harmonic of this
pitch. The interval between the third and fourth tones in
the series is a perfect fourth; and this is the interval which
guides us in dividing the string length into four equal vi-
brating parts. Obviously, this harmonic may also be pro-
duced either naturally or artificially; and the same thing
is true of harmonics based upon smaller intervals.

The harmonic based upon the interval of the perfect
fourth is particularly important, because it is most fre-
quently used in playing artificial harmonics. The reason
for this is that the first and fourth fingers of the left hand
so easily and naturally span a perfect fourth on any string.
Harmonics based upon the perfect fifth require some
stretching of the hand; those based upon intervals smaller
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than the fourth are by nature more difficult to locate.
Moreover, harmonics based upon the perfect fourth ar

_easier to think than most others, because the resulting

pitch is just two octaves higher than the fundamental.

To be sure of the ground covered thus far, let us paus
for a moment to construct an example of a harmonic based
upon a perfect fourth, and let us make use of the guidance
provided by the tones of the harmonic series. Suppose we
take Ep on the D string as a fundamental, stop this with
the first finger, and then with the fourth finger touch the
string lightly at Ap. When the string is bowed, the har
monic produced will be Ep, two octaves higher than the
fundamental, all as shown in Illustration 3.

Illustration 3

An Artificial Harmonic Based Upon a
Perfect Fourth

In this example, we have used the interval of the perfect
fourth, as occurring between the third and fourth tones
of the harmonic series. The relation of the fundamental to
the harmonic, is the same as the relation between the first
and fourth tones of the harmonic series; that is to say, the
harmonic is two octaves higher in pitch than the funda
mental.

The general principles which we have thus far traced,
will likewise apply to the fifth and sixth tones of the har
monic series.

The fifth tone vibrates five times as fast as the funda
mental, and for a harmonic of this pitch, the string length
must be divided into fifths. The interval to be used as a
guide in doing this is the large third, the interval which
lies between the fourth and fifth tones of the harmonic
series.

The sixth tone vibrates six times as fast as the funda
mental, and for a harmonic of this pitch, the string length
must be divided into sixths. The interval to be used as a
guide in doing this is a small third, the interval which lies
between the fifth and sixth tones of the harmonic series.
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HISTORY

The ‘Romantic Period

(This subject is resumed in Lesson 82.)

The word “Romantic” has been used by different
writers on the subject of music with such varied sig-
nificance, that an arbitrary distinction between the
Classical and Romantic Periods is hardly possible. To
try to draw an absolute dividing line is, obviously, most
unwise. The works of Bach, Gluck and Mozart abound
in premonitions of the romantic spirit—severity of
form yielding to fullness of emotion. The greatest ex-
ponents of the classical school have frequently displayed
the quality of romanticism in some of their works.

Moreover, many compositions of the Romantic School
reflect the most painstaking and scrupulous adherence to
certain fixed forms. What is Romantic today, may be
termed Classical tomorrow. For example, we speak of cer-
tain romantic forms of literature as classics, so fine are
they in structure.

It is easy to apply the term Romantic to songs or operas
with romantic texts; but in the best instrumental music,
so much depends upon the sympathy and mood of the
interpreter that differences of opinion must necessarily
exist.

Romanticism constantly suggests itself in many pages
of the immortal works of Beethoven, although he is gener-

ally accepted as the greatest writer of the classical period.
We know that he was deeply stirred and influenced by
the spirit of the times, and the restlessness and impatience
with prevailing material conditions.

The writers of the day were tired of the domination
of realities, and cold, pure reason, and were eager to
invade the realm of the poetical, ideal and imaginative.
They sought to escape from the weariness of a realistic,
practical world, and dwell among creatures of the imagi-
nation. They yielded to the strong impulse to break away
from the traditional forms which fettered the free ex-
pression of their idealism. Naturally, the composer who
sought inspiration in this Romantic School of literature
reflected its indistinctness of outline, looseness of form,
and intolerance of traditional usages.

Beethoven may be regarded as the connecting link
between the old Classical School and the new Romantic
School. But it was not until after the appearance of Carl
Maria von Weber, that the term “Romantic School of
Music™” came into use. Weber is credited with the inven-
tion of the Romantic Opera, and it is, therefore, with the
topic of “Opera’ that his name is inseparably associated.
(See the following section of this Lesson.)

Opera

(This subject is continued from Lesson 76, and is resumed in Lesson 88.)

Of all the different kinds of musical composition, the
opera most strikingly expressed the trend of romanticism.
Not only was the tone of the music itself warmer and
more human, so to speak, but the scheme of opera build-
ing, from the dramatic standpoint, was strongly modified.

One of the chief requisites of the romantic opera is that,
no matter what the character of the personages making up
the dramatis personae (characters of the drama), they
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must actually assume the characters represented, whether
natural or supernatural.

With the early writers of the romantic opera, the
supernatural found great favor. Ghosts, demons, fairies,
witches, mermaids, peopled their stories. Kings and queens,
too, as well as homely peasants, found a place in the plots.
When the composer dealt with natural things, he was
expected to be conventional; but when he entered the
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realm of fancy, he could give free reign to his powers of
imagination. As an illustration, let us take Weber’s opera
Der Freischiitz (“The Free-Shooter™).

The composer of this opera surrounds a simple love
story with an atmosphere of the legendary. The music
written for the heroine, from its inherent style and quality,
depicts her as a high-souled, God-fearing maiden. In like
manner, the music describing the hero portrays him as
honest, but weak and vacillating. The peasants, the brides-
maids, the followers of the demon, are all provided with
music so characteristic that no spoken words could so
aptly and completely describe them.

The famous *Incantation Scene™ is full of a weirdness
hitherto unknown in opera. It is a remarkable piece of
tone-painting. The overture, through its themes called
“guiding motives” (see Lesson 90, History), furnishes
a complete epitome of the characters of the play.

The principle of making the overture serve as an argu-
ment to the drama it precedes was laid down many years
before by Gluck, the great operatic reformer.

The overture to Der Freischiitz is one of the master-
pieces of its kind, and is known and admired the world
over. The Hunters’ Choruses are used by choral societies
everywhere, and the soprano recitative and aria, ““Softly
Sighing,” is one of the greatest of all works written in
that form.

Der Freischiitz was epoch-making. It established, defi-
nitely, the romantic opera, and gave a distinctively na-
tional opera to Germany, where it was received with
universal acclaim and appreciation. It furnished a model
for succeeding operatic writers, the great Wagner himself
being, in a certain measure, a disciple of Weber.

Carl Maria von Weber was born in Holstein, Germany,
in 1786. The date is generally given as December 18,
although it appears a little uncertain. His father was a
strolling actor, unsystematic in the education of his son,
but ambitious to make him rival Mozart as a musical
prodigy.

When Carl Maria was fourteen years old, he com-
posed his first opera, The Forest Maiden. By the life he
led, he gained a fine knowledge of the stage and all its
requirements. At eighteen, through the influence of Abbé

Vogler, he was appointed conductor of the opera at
Breslau, a position he retained for two years; after which,
he for some years led a rather wandering life, visiting
various cities on concert tours.

Weber was a remarkable conductor and pianist as well
as composer, and in 1813, being in Prague en route for an
extended tour to Italy, he was offered the position of capell-
meister of the theater, a position which had just become va-
cant. As the offer was a very advantageous one, he aban-
doned his tour and accepted it. His brief experience as
opera-capellmeister at eighteen now stood him in good stead,
and he soon proved himself capable in all branches of theater
management.

Visiting Vienna to engage new artists, he met Meyerbeer,
and heard Hummel and Moscheles. In 1816, Weber re:
signed this position and shortly afterwards received an
appointment from the King of Saxony as capellmeister of
the German opera at Dresden, where he remained for nine
years.

Having been invited to write an opera for the Covent
Garden theater, London, in 1824, he began the compo
sition of Oberon; and in 1826, although overworked and
ill, he left Dresden for London, to complete it and super
intend its production. This effort proved excessive, and
he died in England, in 1826, and was buried there. Mo
zart’s Requiem was sung at his funeral. In 1844, at the
instigation of Richard Wagner, his body was removed
to Dresden.

Weber’s incidental music to Preciosa was successful,
as were some earlier youthful works; but his high achieves
ment was Der Freischiitz. The overtures to Der Freir
schiitz, Euryanthe (composed after Der Freischiitz), and
Oberon were a departure in construction. They were based
on subjects used in the operas, so woven together as to
constitute abstracts of the works themselves.

Weber helped to establish a new school of composition.
He taught composers how to employ the mysteries of the
forest, the glory of the setting sun, and the beauty of the
landscape, as subjects rather than accessories. He drew
his inspiration from the German folk-song. The changes
he introduced were fully as important as those wrought
by Gluck. In a word, “without Weber, Wagner would
have been impossible.”

LEssoN 81 - PAGE 4
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Test on Lesson 81

s 9
2 24
g uE
£ TECHNIC
1. Add to each stem on the staff below, a small note head to indicate the pitch of the harmonic which would
be produced from the indicated fundamental.
g ... Ans.
f“ | 3? v
2. The small notes on the staff below indicate the pitch of harmonics which are based upon the interval of
the small third. Add to each stem the notes which would regularly appear in violin music to indicate
this procedure.
- Ans. Py -
Jﬂ = h e
o
3. Above the note shown on the staff below, write the remaining five notes of a harmonic series.
. Ans. 0
& %
J9 - , 3 4 5 6
1
4. Fill in the spaces below to show the interval which must be used in each case to divide a vibrating string
length into the designated fractional parts:
0 ....... Ans.
SR . RN e
Thirds
Fourths
Fifths
T R T S e it O
5. What are the three elements which enter into every harmonic?
10 e el M B et T SR - . e 8+ S| 753w
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6. What premonitions of the romantic spirit abound in the works of Bach, Gluck and Mozart?

........ Ans. :
7. What composer is regarded as the connecting link between the classical and romantic schools? .
Ans. ;
8. With what composer did the term ‘“Romantic School of Music™ come into use?
T R A B, O
9. What kind of music composition most strikingly expressed the trend of romanticism?
........ fng S
10. What was one of the chief requisites of the romantic opera?
........ B ...l
11. What is Weber’s most famous opera? b
........ SRPTER SO B 1D
12. In establishing a new school of composition, what did he teach composers? 1Cr]
........ L el i f
is
................................................................. T
13. Give the dates of Weber’s birth and death.
........ Ans.
........ TOTAL
cl
de
lc
al
4
ar
Pupil’s Name...... 18
Pupil’s Address se
Pupil’s Class NO.---eevecemeeeeeeacanes m
m
Teacher’s Name.......

Test on Lesson 81—Page 2
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Subjects of this Lesson: HarMony - History
HARMONY
Chords of the Seventh

(This subject is continued from Lesson 76, and is resumed in Lesson 84.)

As we learned in Lesson 76, HARMONY, a seventh chord
has four different tones.

When the root of a seventh chord is in the bass, and the
chord is in close position, the adjacent tones lie at an
interval of a third from one another. The three lower tones
form a triad, and the interval of a seventh above the root
is added to the chord, to make it a chord of the seventh.
These principal facts are made clear by Illustration 1.

Illustration 1
A Chord of the Seventh in Root Position

l"a"Bun Third e
11 Fhird = ——
@ bl TRITA < &8 - rri et e S oventh
Thicd < S0 FTIaG—————=—="538VORH
) hi C—

Lesson 79, HarMoONY, explained the dominant seventh
chord as consisting of a seventh chord based upon the
dominant, or fifth, degree of the scale, as a root. The three
lower tones form the dominant triad, and a third is added
above this, all tones conforming to the tonality in use.
The triad formed by the three lower tones is a major triad,
and the interval between the root and the uppermost tone
is that of a small seventh.

Illustration 2 shows the derivation of the dominant
seventh chords for a number of major and minor keys, and
makes clear why the dominant seventh chord for any
minor key is the same as the dominant seventh chord for

the major key of the same letter name. Despite the differ-
ence in key signature, the root, fifth and seventh of the
chord are identical in both keys. The third of the chord
is the seventh degree of the scale; and in the minor key
this is raised by an accidental to provide the commonly
used harmonic minor tonality, as explained in Lesson 30,
GeneraL TuEeory. (See Illustration 2.)

Illustration 2

Showing the Derivation of the Dominant Seventh
Chords for a Number of Major and Minor Keys

F major F minor
PN ) ’“..D_“ 1“-‘%%
2%y 1l
e 1l
1l i
Vr
G major G minor
> © S
“> L ”
1 edg Ef ::i]
12
v - ]
o 1
Vy
E major E minor
-

000d
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HISTORY
The ‘Romantic ‘Period

(This subject is continued from Lesson 81, and is resumed in Lesson 83.)

Franz Peter Schubert was a contemporary of Beethoven
and Weber. His life, though brief and uneventful, was
nothing less than marvelous when measured by its creative
output. He was born in Vienna, January 31, 17977, of poor
but estimable parentage. At seven he studied violin with
his father, and piano with his older brother. For genius
of the highest order, developing at a very early age, Schu-
bert rivalled Mozart.

Through all his short career he struggled against poverty
and privation. Chronicles of his life at the various schools
he attended, relate tales of struggles for the ordinary
necessities of life. Of comforts he had none.

At the age of twelve, while in the Imperial School, he
played first violin in the school orchestra, and attracted
the attention of the conductor, Joseph von Spaun, who
discovered that the shy lad was possessed by a great con-
suming passion for composition, but that his scanty stock
of coppers was not sufficient to purchase enough paper
on which to jot down the daily flow of musical ideas.
Spaun, thereupon, provided Schubert with paper, aston-
ishing quantities of which were used.

In 1810, he wrote a four-hand fantasia for the piano.
This is probably the earliest of his compositions of which
there is any record. It fills thirty-two closely written pages
and contains a dozen movements, each ending in a differ-
ent key from that in which it begins. Hagar’s Lament,
written in 1811, is the earliest of his vocal writings to
be preserved. It is an attempt at a song cycle, and covers
twenty-eight pages.

In 1812, this lad of fifteen turned out an overture for
full orchestra, two string quartets, a sonata for piano,
violin and viola, besides other works for piano and strings.
In 1813, he put forth a formidable list, including the
Symphony in D, an octet for wind instruments, three
string quartets, a third piano fantasia, thirty-four minuets,
a cantata for his father’s birthday, and about thirty other
vocal compositions.

The spontaneity of Schubert’s work was very remark-
able, and it is this quality that is the outstanding charac-
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teristic of his genius. If he turned over the leaves of a
volume of poetry, a song, accompaniment and all, was
immediately created in his fertile brain, and if paper hap
pened to be within reach, it would at once take written
form.

For example, one July evening, in 1826, he strolled into
a summer-garden after a long walk, and found a friend
sitting at one of the tables with a volume of Shakespeare.
Schubert picked up the book, and happened to alight on
the song, “Hark, Hark, the Lark!” from Cymbeline. He
reached for a bill of fare, and wrote his immortal song
upon the back of it. In the same evening he wrote the
song, “Who is Sylvia?” inspired by some verses in Two
Gentlemen of Verona.

Schubert was largely untaught. He wrote because he
was inspired. His teachers were overwhelmed with his
genius, and let him go unguided. So impressed was he him
self with his lack of knowledge of counterpoint, that in
1828, he had arranged for lessons with Sechter, a famous
teacher, when his untimely death closed the activities of
a divinely inspired soul.

Although living only to the age of thirty-one, he left
to the world a total of eleven hundred thirty-one composi
tions, over six hundred of which were songs. In the domain
of song, in fact, he marks an era. Mozart was, pre-emi
nently, a musical dramatist; Beethoven was foremost a
a symphonist; Schubert’s similarly unparalleled position i
as a song writer.

The German folk-song and the Gregorian Chant ha
long been sources of melodic suggestiveness and inspiratior
to the German composer. The earlier composers develope
the folk-song contrapuntally, and gradually classical musi
and the simple folk-song became divorced, the latter falling
into disuse.

With the revival of a national spirit, we find Hayd
and Mozart again introducing the folk-song into their com
positions; and in Schubert’s songs, its poetical fragrana
is fully preserved. This influence is felt, too, through al

of

of

his compositions for piano, orchestra and chorus. In wealtt th
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of imagination and fertility of invention, his songs repre-
sent the high-water mark of achievement.

It was not until 1821 that some of his compositions
were first published. The enterprising publishers cf Vienna
were unwilling to bring out songs which they called
“strange affairs; the melodies too difhicult for anybody to
sing, and the piano accompaniments quite impossible for
anyone to play.” So, some of Schubert’s friends had “The
Erlking” printed by subscription. In the course of a few
months seven groups of his songs were published on com-
mission, with such success that publishers were ready to
assume the risk of publication.

Schubert and Beethoven lived in the same city for a
score of years before they met. Schubert admired Beetho-
ven at a distance, and only in 1822 was a meeting brought
about. On that occasion, Beethoven looked over Schubert’s
“Variations on a French Air,” dedicated to himself, and
when he turned to make some kindly inquiry or some
mild criticism, Schubert was so embarrassed and nervous
that he rushed out before the great symphonist could say
a word.

Schubert’s genius was essentially lyric and romantic,
and he was, perhaps, the first composer to create music ex-
pressive of all the varied phases of emotion suggested by
the best poetic literature of the day. In his compositions
for the piano he foreshadows the new development of
Romanticism. Finding the sonata an insufficiently sympa-
thetic medium of expression, he wrote impromptus, fan-
tasias, waltzes and Moments Musicaux, infusing into them
kaleidoscopic changes in ideas and effects.

Schubert did not possess the dramatic gift. His operas
had but brief existence; his masses are not his most suc-
cessful attempts at composition. Of symphonies, there
were ten, including the “Unfinished,” probably one of the
best loved works in that form, in orchestral literature. His
symphonies lack the grandeur and power of Beethoven,
but they are full of enduring charm, delicacy and emo-
tional significance.

Hector Berlioz is one of the most picturesque figures
in the history of the Romantic Period. He was a creature
of impulse and sentiment, and was entirely dominated by
the desire for effect. He was always seeing himself in a
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frame, so to speak—a picture for the world to gaze upon.
Paris was his idol. His chief desire was to have Paris ad-
mire and acclaim his work, which, by the way, Paris failed
to do until after his death.

Berlioz was born in La Cote St. André, in southern
France, in 1803. His father, a country doctor, was de-
termined that his son should follow in his footsteps, and
wanted him to study music merely as an accomplishment.

As a boy, Berlioz learned to play on the guitar, flute
and flageolet, studying harmony by himself. The discovery
of some bits of Gluck’s Orfeo in his father’s library and
the perusal of the biographies of great musicians, centered
his interest upon music, much to the discomfiture of his
father, who sent him off to the Medical School of Paris.

Little did the Medical School see of Hector, however.
He haunted the library of the Conservatoire, studying
Gluck’s scores. When he wrote to his father of his decision
to make music his profession, his allowance was cut off,
and he had to eke out an existence in a garret, on a fare of
bread and dates, his only source of revenue being derived
from singing in a theater chorus.

In 1823, he was admitted to the Conservatoire as a
pupil of Lesueur (1760-1837). He had frequent disagree-
ments with the professors, particularly with Cherubini,
and made several unsuccessful attempts to win the Prix
de Rome. This is a prize offered by the French govern-
ment, to the pupils of the Conservatoire, at their annual
competition. It consists of an allowance sufficient to afford
several years of study in Rome. After four attempts, Ber-
lioz won this prize.

In the meantime, he had become strongly attached to
an English Shakespearian actress, Henrietta Smithson, for
whom he organized a concert consisting of his own com-
positions. Miss Smithson was unaware both of his infatua-
tion and of the concert given for her.

It was also with the idea of reaching her through the
medium of music, that he wrote his Fantastic Symphony,
imagining himself and his beloved in the episodes thereof.
At the time of his departure for Rome, however, his in-
fatuation for Miss Smithson had somewhat cooled, and
his thoughts were centered on Marie Moke, a young and
attractive pianist.
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Before leaving for Italy, he brought out a performance
of his Fantastic Symphony in honor of Miss Moke. Inci-
dentally, while Berlioz was in Italy, this young lady mar-
ried Camille Pleyel, of the Parisian pianoforte firm.

Berlioz stayed in Italy nearly two years, but it was a
period practically wasted, for he disliked Italian music
extremely, and spent most of his time strolling about the
country near Rome, playing on his guitar. Upon his return
to Paris, he organized a concert again, conducting a per-
formance of the Fantastic Symphony, which finally won
the heart of the tragedienne for whom it was first written,
and who did not know that it had already been played in
honor of Marie Moke.

The families of the lovers opposed their union. Miss
Smithson was without resources, the English Theater
in Paris having closed its doors; but despite all, Berlioz mar-
ried her. The wife had nothing but debts, and the husband
three hundred francs ($60), loaned him by a friend!

Through sheer necessity, he began to write for the
newspapers, in which field he attained brilliant success,
although he aroused bitter jealousies and enmities by the
severity of his pen. In the midst of financial difficulties, he
wrote the symphony, Harold in Italy, introducing a viola
part for Paganini; but the great violinist found it much too
subordinate to the orchestra to suit his tastes.

His opera, Benvenuto Cellini, was a failure when pro-
duced in Paris. To recover from these efforts he inaugu-
rated two concerts. At the second of these, after the
performance of the Fantastic Symphony, a man jumped
upon the platform and kissed the hands of the astonished
Berlioz. The next day he received a letter enclosing 20,000
francs ($4,000) from the enthusiastic listener of the pre-
vious evening, Nicolo Paganini! This enabled Berlioz to
work with an unworried mind, and he produced some im-
portant works, including his Romeo and Juliet Symphony,
the Funeral and Triumphal Symphony, and the brilliant
overture, Le carnival romain.

In 1842, misunderstood in his own country and dis-
couraged by his unsuccessful attempts to win the Parisian
public, he undertook an artistic tour throughout Europe.
In Germany, he was warmly received by Mendelssohn,
Wagner and Meyerbeer.

Tours through Austria, Bohemia, Hungary and Russia
prospered, but concerts in Paris, upon his return, were

"
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again unsuccessful. In 1846, he gave a fine performance =

of his Requiem, a work colossal in its orchestral require
ments; and then brought forward his masterpiece, The
Damnation of Faust.

1
The Revolution in 1848 would have left Berlioz bank:
rupt had not Victor Hugo helped to secure for him the
humble post of librarian of the Conservatoire.

Only moderate success attended the performance of
succeeding works. He spent a number of years on the
composition of an opera, Les Troyens, upon which he
built his supreme hope of success in France. The work
dragged itself through a score of performances, killed by
the hostile attitude of the press and the absolute indiffer
ence of the public. This blow broke his heart, and he re
tired to his home, taciturn and desolate. He died in 1869.

A year after his death, some of his works were played
at a grand festival at the Opéra and occasioned the live
liest surprise. A reaction set in, and the French public
clamored for everything he had written. They erected, to
his memory, a fine statue near the street where he spent
most of his life. An exact duplicate of this statue was
placed later in the town of his birth.

The true domain of Berlioz is the orchestra. He may
be said to have re-created the art of orchestration. He
had a wonderful instinct for blending the various tone
colors of instruments, searching constantly for new com
binations of tone which would add to the power and ex
pressiveness of the orchestra. He even influenced those
who were his elders in age and reputation, such as Meyer
beer and Wagner, for these men keenly felt the power of
his extraordinary imagination.

5

Berlioz may be called a typical exponent of the Roman s

tic movement, in its search for the novel and picturesque.
His compositions alternate in passages of great brilliancy
and almost equally great banality, but his musical inven
tion could not keep pace with his imagination in orchestral
effects. Nevertheless, he stands out as a striking figure, a
real originator in connection with the orchestra, and &

pioneer in the field of program music. ;
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1. On the staves below, write exercises similar to those in Illustration 2 of this Lesson, to show the derivation of

i 1
S5 58
1) Ans.

2. What great composer was a contemporary of Beethoven and Weber?
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Test on Lesson 82
HARMONY

the dominant seventh chords of the keys indicated.

D major D minor
i I i}
] 1l 1l
~! i 11}
V.4 1I 11 1l
Vy
A major A minor
0
p 4 111 11 1)
y AN | I I
1 111 11}
\v.4 1l ) ! | Il
D)) Vo
B major B minor
1 1l
1l |
1l |1
\7 11} 1
Vo
HISTORY

3. Give the place and date of his birth.

Ans.
4. What well-known composer did he rival as a genius of the highest order?

5. What is the earliest of his compositions of which there is any record and how old was he when it was

written?

6. What is the outstanding quality of Schubert’s genius?

7. Name two compositions inspired by a casual glance at a volume of Shakespeare.
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HISTORY—Continued

8. What was the year of Schubert’s death?

Test on Lesson 8@:;

\

9. What is the total number of his compositions?

Ans.
10. What composer ranks preéminently
(a) as a musical dramatist? Ans. ...
(b) as a symphonist? Ans.
(c) as a song writer? AN, ... Bl B i D i G 1 - ES s~ s S
11. Where, and when, was Hector Berlioz born?
DEVE.  ooeorermamgmans gusseesapoqeiomesme e opme e rarabrasinsssinsiia ST AR ST, DU s AL A0S, ECT DEEEE s et Al SU
12. What was his father’s plan for him?
G
T VDN SN W («
13. How many attempts did Berlioz make before winning the Prix de Rome?
AR, L AR T R e e R e R S e . ci
14. What change in the public’s attitude toward his work occurred when some of his compositions wenth
played a year after his death? E
BUS, - covommseimensrsiompssnms i i S A BT B s el Mt s e ilece et AL ) 1
15. What was the true musical domain of Berlioz? st
5 Ao ai
16. What two great composers were influenced by him?
st
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m
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Pupil’s Name...... al
Pupil’s Address th
Pupils GlassNo Ll iilinss. .
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Lesson 83

R i & GRADE—ADVANCED A

TECHNIC

How to ‘Play Harmonics

(This subject is continued from Lesson 81, and is resumed in Lesson 85.)

GENERAL REVIEW OF HARMONICS

1 (Continued from Lesson 81)

We shall now conclude our general review of the prin-

_ciples which underlie harmonics, by examining further

the first six tones of the harmonic series, to see how they
provide a summary, or table, into which all harmonics can

be fitted.

In Illustration 6 of Lesson 59, a harmonic series was
shown as based on C. Illustration 2 of Lesson 81 showed

another series based on G.

It is important to understand that the series may be
started on any tone. In constructing the series, we need

~+ only observe the fixed pitch relationships which are char-

acteristic of the series.

The second tone must be an octave above the funda-
mental; the third tone must be a perfect fifth above the
second tone; the fourth tone must be a perfect fourth
above the third tone; the fifth tone must be a large third
above the fourth tone; and the sixth tone must be a small
third above the fifth tone.

Illustration 1 shows such a series built above A as
a fundamental.

Illustration 1
First Six Tones of a Harmonic Series Based
Upon A as a Fundamental

g 13
W

—

This Illustration shows, further, the relationship of the
fundamental to each succeeding tone. The second tone is
an octave above the fundamental; the third tone is an
octave and a perfect fifth above; the fourth tone is two
octaves above; the fifth tone is two octaves and a large
third above; the sixth tone is two octaves and a perfect
fifth above.

Any harmonic commonly produced on the violin will
have one of these intervals between itself and its funda-
mental. Moreover, the interval to be used in producing a
harmonic of a desired pitch, is the interval between that
tone, as a member of th