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PREFACE

The music student entering a class in harmony is in general insuffi-
ciently prepared with respect to basic principles—governing Rhythm,
Meter, Intervals, Scales, Notation—and their correct application. In all
phases of his teaching, the harmony teacher has to face the fact that his
students have no solid foundation to build upon. There is little doubt
that, save in a few exceptional cases, the methods by which those basic
principles are taught are deplorable. Most musicians pick up what they
know of these things at random, along with their accumulating knowledge
of more “practical” musical matters. Others do go through courses in
Elementary Training, but in general these courses provide hardly more
than a certain amount of casual information, and even if in some subse-
quent courses in Dictation a weak attempt is made to fill the gaps left
open in the beginning, no real fundamental knowledge can be gained by
so defective a method.

This book seeks to provide exercises which—if applied in the right way
—must. infallibly supply such fundamental theoretical knowledge. It is
by no means the first comprehensive attempt to discuss elementary
material. It does not even pretend to present this material in an original
form. Its content has been set forth and explained countless times before,
and there are some excellent books on the subject in various languages.
But in order to understand the best works in this field and to make the
proper use of them, one must already be a fairly advanced musician.
Such a musician will find in them a remarkably good survey of the basic
material, but a beginner will hardly be in a position to digest the over-
whelming mass and variety of facts and procedures, or to select what is
useful for him. Moreover, the exercises given in such books (when any
are given) are insufficient.

There is, on the other hand, no lack of less comprehensive, more spe-
cialized works, full of exercises for the beginner. But here the difficulty is
that those books that try to give general theoretical instruction are either
antiquated, in opinion and approach, or insufficient for a professional’s
education; and in most cases their exercises seem to be made for the
author’s satisfaction and self-assertion rather than for the student’s
profit, or they are so dry that even the most docile user cannot see their
relationship to living music.

There are numerous highly specialized text-books on Dictation, Sight-
Singing and Sight-Reading, Ear-Training, Clef-Reading, and other sub-
divisions of our subject. But anyone who wished to collect his knowledge
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by picking it grain by grain out of comparatively elaborate books on
comparatively minor subjects would have to spend years on that part of
his musical education—which, after all, is but a preparation for more
important things to come.

A musician brought up on the method of Solfége, as practised in coun-
tries under the influence of French or Italian musical culture, will prob-
ably deny that there could be any better method. And if one knows the
comparitively high standard in sight-reading of melodic and rhythmic
patterns (even higher in the rapid pronounciation of the solmisation
syllables!) reached by students of this method, one is tempted to agree.
But the disadvantages of this method show up later in the musician’s
course of study: it is extremely difficult to introduce students so trained
to a higher conception of harmony and melody, and to bring them to a
certain independence in their own creative work. They either cannot take
the step out of their narrow concept of tonality (which by the uniform
nomenclature for a tone and all its derivations is distorted almost to the
point where reason turns into nonsense!), or they plunge more easily
than others into what is assumed to be a new freedom: tonal disorder
and incoherence.

There are still other methods which try to remedy the weakness of
Solfége by expressing through all kinds of symbols (in writing, speech,
and gesture) the meanings of the scale tones. These range from primiti've
information for amateurs to most consistently developed ‘“‘functional”
systems. The first category is negligible for the professional musician—
unless he wants to specialize in the teaching of amateurs—since it leads
him no further than the first steps in the spatial and temporal conception
of music. The second category erects in addition to (or instead of) our
normal everyday elementary training other systems of theory, the assimi-
lation of which takes more effort and time than the musician not special-
izing in theory can well afford.

No textbook, whatever the honest intentions of its author, and what-
ever the quality of its plan and contents, will remain uncriticized. I can
easily foresee what the objections to the present book will be.

It will be said that the book is too comprehensive to be used by every-
one. The student seeking only some superficial information does not
want to digest too many uninteresting things. The highly specialized
musician of today, knowing thoroughly the facts and procedures in his
particular field of activity, cannot be expected to know everything,
Helpful as it may be for a future conductor to have some experience in
reading the various clefs, it would be a waste of time for a pianist to
bother with such special problems. To sing the right tones at the right
time may prove valuable for a singer, but when will a violinist ever be
asked to do so? The violinist, in turn, must learn to be fluent in reading
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high notes, with many ledger lines, while such fluency can be of no value
to a timpanist. Essential prerequisites for a player in an orchestra may
be utterly unimportant for a virtuoso; increased knowledge of theoretical
facts will not instantly improve a cellist’s playing; practical experience
in music is not necessarily a criterion for the quality of a composer’s or
theorist’s ideas.

There is only one answer to these objections: they are unfounded.
The exercises in this book are, in the first place, not written for the ama-
teur’s superficial information (although this kind of work will do him no
harm, if he is interestzd). The words “for musicians” in the book’s title
define clearly its purpose. On the other hand, objections to all-round
elementary training for musicians—such as is attempted in this book—can
be voiced only by those who acquiesce in the present wide-spread dete-
rioration in musical education.

Apparently the times are gone when no one was considered a good
musician who did not possess, beyond his specialized instrumental or
vocal achievements, a thorough knowledge of the subtle mechanism of
music. Can the majority of to-day’s great virtuosi stand a comparison
of their theoretical knowledge with Liszt’s, Rubinstein’s, or Joachim’s?
Do not many of them bitterly complain that in their youth they were
trained excessively in their special craft and not sufficiently in general
musical subjects? Theoretical knowledge certainly will not directly im-
prove a violinist’s finger-technique; but is it not likely to broaden his
musical horizon and influence his ability to interpret a composition?
If our performers—players, singers, and conductors alike—had a better
insight into the essentials of musical scores, we would not be faced with
what seems to have become almost a rule in the superficially over-polished
performances of today: either the rattling through of a piece without
any reasonable articulation, without any deeper penetration into its
character, tempo, expression, meaning, and effect—or the hyper-indi-
vidualistic distortion of the ideas expressed in a composer’s score.

As for singers, nobody denies that most of them are launched on their
careers not because they show any extraordinary musical talents, but
because they happen to have good voices. On account of this advantage a
singer is usually excused from any but the most primitive musical know-
ledge—knowledge such as could be acquired by any normal mind in a
few weeks of intelligent effort. Rare indeed is the singer nowadays who
can do what you would expect to be the most normal of all the activities
of a singing musician: hit a tone at any interval, even if it is not part of a
simple stepwise progression or an easily understandable broken-chord
melody, and even if it is not directly supported by its accompaniment.
Would a singer not profit by being led through a severe course of general
musical training? It certainly would not hurt his voice to gain some
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additional knowledge, which, although it will not immediately further his
vocal aims, amounts after all to no more than that minimum of basic
facts that a professional musician is supposed to know.

Admittedly, a composer can have wonderful ideas without a back-
ground of highly developed practical experience. But is it really imagin-
able that without such experience he should be able to present his ideas
in their strongest form, and exploit them to the fullest extent? Owing to
the general decline of such experience, the composer, once venerated as a
super-musician, nowadays occupies almost the lowest ranks of musician-
ship as far as handicraft is concerned. How few are the composers of
today whose achievements are based on their activities as players or
singers—in bygone times considered the only sound and stable basis for
creative work! All too often we see it happen that a fellow who is not
good enough—physically or intellectually—for any instrumental or
vocal work still finds a comfortable and uncontested place in the field of
composition. The decision to become a composer is in many cases based
on no better musical talent than that of listening to records and turning
them at the right time (when a mechanical record-changer doesn’t
eliminate even this last remainder of musical “activity’). Is it strange
then, that any tootling, key-pounding, or merely victrola- and radio-
active high-school boy who has not written his first symphony before he
is through his first year of harmony is already looked on with scorn by
his classmates?

I should think that in this situation any method would be welcomed
that aimed at keeping our noble guild of composers free of the nitwits
and the ungifted. No composer-to-be or future theory teacher who after
some practising is not able to do the exercises in the present book easily
and thoroughly should be admitted to more advanced theoretical work.
In a higher sense he ought to be regarded as unfit for any professional
musical activity—which process of reckless weeding out could only be
advantageous to our entire musical culture.

For those however, who by their natural musical gift and intelligence
are eligible for any of the branches of musical activity, such a method will
be the sound basis for their further musical development. They will find in
the present book all a musician needs as a preparation for higher theoret-
ical and practical studies, offered without detours and evasions. The book
does not use solmisation syllables, since they are misleading. It avoids
special names and fancy symbols, since they distract attention from the
main object: the knowledge of all the basic conventions and facts of
musical theory and their traditional representation in written form. This
knowledge is presented through the most intensive kind of work: exer-
cises. The great number of exercises compels the student to practise
seriously. Thus it will be demonstrated that Elementary Theory cannot
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be learned by simply having superficial information handed out for one
or two semesters, or without incessant exertion of the student’s intellec-
tual capacities. In his very first steps he must be converted from an
attentive listener into a working musician. This can be accomplished
only by making him articulate. The familiar type of theory class, in
which one never hears a tone of music, sung or played, except for the
chords pounded out on the piano by the teacher, must disappear! Such
classes are as silly as is the usual splitting up of Elementary Training
into separate courses of Instruction and Dictation, or of Harmony into
“Written” and ‘“Keyboard” courses. It certainly makes more demands
upon a teacher to lead a class through an all-round course of theory or
harmony, with its constant cross-references to the different sections of
the student’s activities, than to follow the comfortable, unimaginative
path of a split-up course.

A lazy teacher will always present this excuse: How can a beginners’
class be articulate if the students can neither sing nor play decently? The

answer is that the teacher himself must make them sing and play-—not
like singers or advanced players, but so that they can open their mouths

(willingly!) and produce tones just as any singer in a chorus does. It is
quite common to find excellent instrumentalists (not to mention com-
posers) who have gone through six or more years of practical and theo-
retical studies without ever having opened their mouths for the most
natural of all musical utterances! What is true for singing is true for
playing, too: every student can strike the keys of the piano enough to
play primitive exercises, and if he is not constantly obliged to follow rules
of fingering, hand position, and other technical directions, and if we give
him time to practise those exercises, he may even develop a kind of
unprejudiced, preliminary skill of playing, which can easily be used as a
favorable preparation for future regular piano instruction. The same is
true for all other instruments, on which, of course, many of the exercises
can be played.

After these observations the aim of this book ought to be clear: it is
activity. Activity for the teacher as well as for the student. Our point of
departure is this advice to the teacher: Never teach anything without
demonstrating it by writing and singing, or playing; check each exercise
by a counter-exercise that uses other means of expression. And for the
student: Don’t believe any statement unless you see it demonstrated
and proved; and don’t start writing or singing or playing any exercise
before you understand perfectly its theoretical purpose. To produce this
kind of compelling activation demands some additional work from the
teacher: the statements in this book are reduced to their shortest, most
condensed form, which in most cases will be too difficult for the average
student to understand. Hence the teacher is obliged to dilute and pre-
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digest this material, he must find his own way to a more detailed demon-
stration. The exercises, on the other hand, are to be used in the form
presented; but, even so, ample opportunity is given for further activi-
ties. Frequently enough the teacher will face the necessity of inventing
additional exercises, and the student’s imagination is constantly spurred
by the recurring remark “Invent similar examples.” Particularly eager
students will find supplementary tests for their wits and their zeal in
certain sections of exercises, marked “More difficult.”

Each chapter of the book is divided into three sections, 4. Action in
Time; B. Action in Space, C. Coordinated Action. The first section contains
exercises in Rhythm and Meter, both in their basic forms. Theories and
exercises pertaining to the higher aspect of Rhythm—-Musical Form—do
not belong in this context of elementary training, but have their place
in the curriculum of the advanced student, where they may be taught
by the deductive method of Form Analysis, or the inductive method of
Composition. (For similar reasons, no historical facts are given.) Action
in Space comprises instruction about pitch, intervals, and scales, which
in Coordinated Action is combined with the rhythmic and metric experi-
ences of the first section. No information on chords, harmonic progression,
or melodic structure is included, since this is likewise a part of more
advanced theory courses. Interspersed in all three sections are complete
courses in Notation and Dictation. Exercises for the latter, however, are
given in the second part of the book, which during instruction in class
is to be used by the teacher only, in order to preserve for the student the
factor of unfamiliarity, essential to any kind of dictation.

The first two chapters contain exercises which without any effort can
be done even by the most ungifted pupil. But from there on the material
given can be mastered only by consistent practising, done in class and
as homework. Even a talented student will notice that in order to over-
come the progressively mounting difficulties he cannot depend on his
musical instinct alone, but will be compelled to develop his ability to
think logically, his acuteness, and his capacity for combining various
elements. If teacher and student attack this task in the right spirit, as a
well-coordinated team, the book’s material will keep them busy for a
year and a half or two years.

The question may arise how this material can be incorporated in a
normal student’s curriculum. My opinion is that nobody should be
admitted to a harmony class unless he is able to do the exercises in at
least the first two thirds of this book. The advantages are obvious: a
student thoroughly trained in the basic principles of music is undoubtedly
better prepared than other students for the understanding of harmonic
technique and for rapid progress in mastering it. Such well-prepared
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students will not need other auxiliary courses (such as dictation and
other pontes asinorum).

The book grew out of the demands of my classes in theory, and was
" written for the benefit of my students. Needless to say, then: all the
examples have been tested thoroughly, and only those have been included
that have proved their usefulness—this as an answer to the fears of the
doubtful and the short-sighted.

New Haven, Conn. PAauL HINDEMITH
Yale University
Spring. 1946
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Part One

STATEMENTS AND EXERCISES






CHAPTER 1

A. Action in Time

The most primitive form of temporal action in music is the use of tones

of different length.

1.

—— EXERCISE 1 —

Tap with a pencil, or clap with your hands, or tap (standing in place
or walking) with your feet, in moderate tempo a series of rhythmic
strokes, at equal intervals of time:

T e T T R U B etc.

. While tapping (or clapping), sing one long tone without changing its

pitch:

tone:
rhythm:! DI DD T et

. Tap or clap the rhythm as before but sing the tone only on the strokes

connected by brackets. All singing throughout this book is to be done
on la la, unless other instructions are given,

@ 117771

J

d T 131t T i1
@ 11 T M
@ T 11 M Tty

]

@ T3 1 1o m

(f)r"':lﬁ|ﬁ|1||hvﬁlﬁ
@ 1T T
M)y T T

[3]



Invent similar examples.

5. Instead of singing the tone, play it on an instrument and tap the
rhythm with one foot. If you use the piano: '

(a) Play each exercise with the right hand and tap the rhythm;

(b) Play with the left hand; tap;

(c) Play with the right hand; tap the thythm with the left hand;

(d) Play with the left hand; tap with the right hand.
You will notice that there is a remarkable difference in difficulty
between (c) and (d), and in similar cases throughout the book.
Try each of these reversed-hands examples in very slow tempo
at first, increasing the speed with each playing. More than any
other exercises these will prove a touchstone for your inde-
pendence of physical action and mental coordination.

6. Do all these examples in an accelerated tempo.

—— DICTATION 1

NoTATION: The rhythms and the different lengths of tones in the preceding
exercises can be represented by notes:

© = whole-note; corresponds with the tones whose duration was
four claps or taps (metric beats), | ||

J or r = half-note, duration of two beats: ["'| The dash is called a
stem. Up-stems are attached to the right side of the note-head,
down-stems to the left.

J or | = quarter-note; one beat |

—— EXERCISE 2 ——

1. Sing and tap as before:

(a)o J
rrrerr
rrrrrefs


John
Highlight


—— DICTATION 2

NoTATION: (1) The omission of tones or rhythms is indicated by rests:
= = silence equalling O

. p—ri
(2) The ending of each example is marked by a double bar: |

—— EXERCISE 3 —

1. Play and tap as before:

. J
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(f) = J

¢
Frree

(S)J J o 2
bririrrre

wmtd rrJ .o
rPar- Tty

2. Invent, sing, and play similar examples.

J J2
F= r

—— DICTATION 3

B. Action in Space

The most primitive form of “‘spatial”’ action in music is expressed by
singing or playing tones of different pirch.

—— EXERCISE 4 —

1. Sing one steady tone of a few seconds’ duration at a pitch comfortable
for your voice; then sing a tone of a somewhat higher pitch; go back to
the first tone; sing a tone somewhat lower; go back to the first tone.

2. The three tones may be marked m (middle), h (high), | (low). Now
sing the following exercises:

(8 m m hm
d)mlmlm
mhmmim
(dmblmhhm

(&) hmlmhm

M ImImhmlImhm
gh!m!lhmhilm
(h)ylhhllhm
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3. Invent similar exercises.

C. Coordinated Action

Our three symbols of note-values ( O, J R J ) may be placed upon,
above, or below a line, marking the position of the middle, high, or low
tone.

NoTATION: The rest equivalentto © * (whole-rest) is written hanging down
from the line; the half-rest sticks up from the line; the quarter-rest can be
placed above, on, or below the line.

—— EXERCISE 5§ —

1. Sing the notes; tap the beats:

O e rrrrrrrrrrrrrrrrrrl
DM o © - 2 1
PR rrrrrrrrrrrrrrs

(c) J J - - J J > J i u
Crfrrrrrrrrerrrrrerre

Cipe p ) . 1
FEPrrPrrrrrrfrrresrere

f
e . J—J J
© Trrrrrrrrrrcr

(f)



John
Highlight


) _ Pu__ﬂ

h)*“l o
R e it

2. Play the upper notes in the preceding exercises, tapping the lower
ones. (On the piano, play with one hand and tap with the other; then
change.)

3. Invent similar exercises.
——— DICTATION 4



CHAPTER 1I

A. Action in Time

The rhythmic values of ©, J and e, and the equivalent rests
may be organized in regular groups of two or four beats.

NoTATION: (1) Such groups are divided by bar-lines: l l | The space

between two bar-lines is called a measure.

(2) The constant number of beats between two bar-lines is indicated at the
beginning of each example by the numerator of a common fraction (time-
s:gnature) The denominator shows what unit is to be counted as one beat

AO) % 3 2-tlme may also be marked C

(3) The rest for a complete measure is always w  whatever the time-sig-
nature may be, and it is always placed in the middle of the measure.

A note filling a complete measure is also placed in the middle of the
measure except when shorter notes are written above or below it, to be
sounded simultaneously with it. In such cases the long note is placed at the
beginning of the measure.

—— EXERCISE 6 —

1. Play (any tone) and tap. (In playing the piano follow the instructions
given in Ex. 1, par. 5, p. 4.)

224 2 4

REp TR

()40 I@a‘ Jl lgal J!J J [I
trrarirararrarirarearar

S R ST

[9]
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(@C

JJpd e Jdpd v bt
(2 e I 1 el

2. Invent similar examples, write them down, and play them.
3. Play and count aloud (instead of tapping):

TN A R RT

oid b Ard b dnd gL
f££4'f£8$|%284[1234ﬂ

ofd , FIdm0f

1 2

Lol |

LI 4

AN

2 3 4 3 !

¢
Cr e s E

1 2 3 4 1 2 3

4. Invent similar examples, write them down, and play them.

—— DICTATION 5

5. Sing. Instead of counting aloud, count mentally.
whe |4 4 |4 ¥ 4 3d )] |
J - K J 4 IJ J k JJ E I

[10]
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o7 ° 4 d - pdopd

o p i dgd g
Y DR B T X o)a d
O L N N L
(d)gJijsJ]-pJJz;-!
LI IJJ!QJIJJ IlJ - !J I

oed ddp i d bl ldrl
Jedopd dpddplddpd 2

(f)gJJJlllJJJI- J 4 !Jlng
Jla el ey

6. Invent similar examples.

—— DICTATION 6
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B. Action in Space

The middle, high, and low tones used in the preceding chapter are now
to be used as tones of fixed pitch, having a fixed pitch-relationship to one
another.

The middle tone is the tone a, which is to be found by using a tuning
fork that produces this tone. In examples to be sung, women’s and chil-
dren’s voices sing this tone; men’s voices sing the tone a in the register
comfortable for them (one octave lower).

NotaTioN: (1) The one line used before is insufficient for higher purposes.
We replace it by the staff, consisting of 5 lines:

?

5 4
‘? with four spaces: 21

(2) The tones ére represented by the note-values (O J J) placed upon the

I
1

lines or in the spaces: —© v

(3) The stems of notes are drawn upwards for notes below the third line:

— }

I

: downwards for notes above the third line: IEE

—

The stems of notes on the third line may be drawn in either direction,
but are more often drawn downwards.

(4) The name and meaning of the notes are determined by clefs.

The g- or treble clef: é winds around the second line: g , the
note on this line being called g: E
4

(5) This tone g is the lower neighbor of the tone a, produced by the tuning

fork: % The highest of our three tones is b: E
a Y b

In examples to be sung, the procedure is always as follows:
(a) strike the tuning fork;
(b) taking its tone, g, as a starting-point, try to hear in your imagina-
tion the fitst tone of the example;
(c) sing this tone first; then the other tones of the example.

[12]



— EXERCISE 7 —

7o\

) Sing:ﬁ
LY

NOTATION: A hold or fermata 7\ over a note or a rest shows that the regular
counting of rhythmic beats is suspended and the tone or pause is of indefinite
length-——in most cases longer than the value indicated by the note or rest.

N

2. Sing: E

Check the b on the piano. (Is it necessary to mention that the piano a
and the tone of the fork must be identical in pitch?)

an

Check the g on the piano.
4. Sing:
:ch‘\f'\f'\ A AR ANA A YA YA TAIOIA

@:mﬁ:min;_tn_i,_m;__e 04 Tﬂ:"a

)

NoTATION: Sectional endings of a piece are marked: ]!

The distance a-b and g-a is called a whole-tone (don’t confuse with the
whole-note ).

—— EXERCISE 8 ——

I. Try to sing one whole-tone lower than g. Check on the piano.

NoTaTION: This tone is called fand is written:

[13]



2. Sing:
A AYAYAYAYAYA rf.\ﬁ\mf.\mf.\/’.\
;.,_{_n—'f_:_j.:tcj# ——— ’__&——__n:ﬂ
—— DICTATION 7

C. Coordinated Action

—— EXERCISE 9 —

1. Sing, clapping or tapping:
(Whenever you find two lines of notes in this book, the lower one, not

written on a staff, is to be tapped or clapped.)

OF ===-r: =c==ux=
P J éd 4 ‘¢ 4 J P
L | 1 L .
=== ——— = =
S J J J J )
(b)é"‘—&' a:r_. = e P ==
dJdd dddd Jidd JIdTTTJ
‘ 4 14 Ll
e — v T 1 I | SR — = ﬂ
Jddd dddd Jddd Jddd Jddd
© S===0o-= ==
VoJ 4 d 4 d T T T
SEE=sc===r—=——coce—
JJJ 4 d U Jdy Jd ) I




-

(d) : 3 —
Jd 4 - J J 4 J
e — e —
== == =—]
S J 2 - ' S Jd 4
2. Play (as in Ex. 1, par. 5, p. 4):
(a) é = 't’i
dr oy J Jd d by
— — } —— 4
=t —=—rir e I5 |
N Y
===
r I L O
et = tr o = |
Y ) J 4y oy -
(C)%{f = : 7 e —
n JrJr JrJry JrdrovlJd
e n E=E =}
- J !t d 4t dr ) d
We===—c=r——=——
* J - d 2 J . J 4
[ —— } — p—
G — = — .
J ! . - AT S I e 2

[15]

——— DICTATION 8




NoTATION: A rest for the two middle quarters of a § measure is written: .

6 Jnot ). )

3. Sing rather fast, counting mentally:

[ | ! J
(a) —w— ; —
la lala fa la etc. '
9 -+ 4 { + Q)
T =
¢ ! —t
/- — F - — -
(b) 2 o == =
0 b — -+ T
G 2E : T ) e

©
L}
-+
)
2oy
B
il
m
- ~r
aubr
|
299
*

4 + — v_f — - D
d L - 3 L P ) A : P i g .. 4?73
0 L —r—t
(d) Iio— S —
) T
t £ ; ——y —
=] = =
Y] ! i
/- 4 S S
@:j'_u___‘L_L 1 %’ — j
4 i
—— DICTATION 9

[16]



CHAPTER III

A. Action in Time

In the preceding exercises the unit of a rhythmic beat was indicated
by J the quarter-note. The two other note-values counted two beats
( J ) and four beats (© ) respectively. Instead of multiplying the
quarter-note, we can divide it into eighth-notes or sixteenth-notes.

NotaTION: (1) Single eighth-notes are written like quarters, but with a flag or

hook added to the stem: .h D The flag is always attached to the right-hand

side, regardless of the upward or downward direction of the stem.

Single sixteenth-notes have two flags: ﬁ 9 The corresponding rests are

andq*

(2) Two or more ob or -B may be connected by a beam:

JILLS JTTILLLLS &f JORRRELS S0

also in combinations:

(L TTERLLLr JTT D

(3) The beams of eighth-notes mark either the quarters or the halves of a

i PPPp PEPRITEEEEEEREY
JITNITT\ RT3\ T3 10

Less desirable:

i’f n m'jngz .DJ_J -Dletc.
y JITTAIT\ A ITTT00 e

*The eighth-rest ¥ is easily confused with ¥ which in some French,
Italian, and English editions is used as a quarter-rest.

[17]



The beams of sixteenth-notes mark the eighths or quarters:

e BAARTRIR «
Less desirable: i n m ﬁ I etc.

In 4 time they do not connect the second and third quarters. Not:
 TRBFRI

For combined beams the quarter is generally used as the unit in § and}:

g m m m mn etc.
Less frequently: 2 mm | mm etc.

(4) The distribution of the beams in § follows the rule that the two halves of
a § measure must be recognizable. In measures where no beams occur it is not
always possible to maintain this division strictly. Sometimes it can be main-
tained only in less perfect form when one note ( J or J ) is placed in the
middle of the measure, so that one half of its value belongs to the second beat
and the other to the third:

1d 0 I M DN e

But the following, which completely contradicts this rule, is very unclear:

1 d M e

The notation of such complex rhythmic patterns will be explained in Chap-
ter IV."

(5) Direction of stems in groups connected by beams: upwards or down-
wards according to the general statement on page 12 (Notation, par. 3). In
groups of notes some of which would require upward and some downward
stems, all stems are drawn in the same direction, which is that required by
the note farthest from the middle line:

W

etc.

L

In doubtful cases, downward stems are generally preferable:
»n

- e ———¢ic.
L =

[18]




Question: What is the number of

.., In

Jy
o e

(a) eighthsin
(b) sixteenths in

., in

EXERCISE 10

1. Sing;

L\

»

o«

L

| 3 W

.« L Y

N
=)

[19]



oyl BT TR

.bwﬁ.b mlm L NI
r ror

(f)f"# ?mlg_?j:t !;mr-’ ~/j!

J 75’!!.577.573,% 7m|7 . Y [
ff I f f f f I

(®); ~7ﬁ v Py ) '7% v ﬂ7 iy
A M A
7."‘377.57lqﬁwﬁv,;ﬁwﬁqlqﬁﬂ ll
we .l>f3_3J i ﬂl.’—ﬁ iJaey J ‘ﬁl
r
J Y . -/ﬁ-b'/ l?ﬁfﬁ m?ﬁﬁ |

N
753 ﬁ?ﬁJ I

NoTATION: A rest for the two middle eighths in Z time or in one of the halves

of a § measure is written :" J) 7Y ‘b“‘b 79 J) [—L—Z—r,
not f"mﬂz}I J)ﬁg 5

[20])



|7 .Wﬁﬁlvﬁﬂ[l ! |
f f ;LT

‘7EJ ﬂ.ﬂ mlm‘/obl'/J v I
] A N

2 573 57! 2 I’L_f 5rll

More difficult:
©) EVﬁﬁb [7 7 AT 7 '7&5.5—' '
cre Ty p L

y ﬁj—ﬁli—ﬁm!ﬂ ‘/.F.!J e I
&L f Addgy

[21]



(f)c-i'm-bv '7.r1|.b v J9 374 994 |
Foy QLfp Y 'eLfL S 4

—— DICTATION 10

. Sing, counting mentally:
(a)gJ 7ﬁl.b7m|7.f .b|.' 7.5'
J?ﬁ“ mpijjlv.’v“

| P00
o1d d I I BTl d D00

©0zd Jae v d Fda T
Vfﬁ.b? ;ﬁ77mlj77.b!7aﬁ.b7‘l

[22]



(6) Sometimes the beams are written bridging over a bar line. This is to be
regarded as abnormal, however, and should be applied oenly when a compli,

cated rhythmic distribution of notes would gain in legibility by this kind of
notation.

More difficult:

%ﬁﬁﬂ K ﬁi’ﬂ lﬁ‘/ fﬁ‘hﬂ v} ﬁ|
v Jd !ﬁv S |7ﬁ7 .b].b7 7ﬁﬁ|7 D2 i

@c J .ﬁﬁﬁi.ﬁﬁ‘/ 7.b|
ﬁvmvnvleJ bvﬁ]

Dy T+ Rdy |J’J'J7.! ) ﬂ!-b‘/l 2 7.b||

o314 D iR b by BT
7R 30 1 BI04

—— DICTATION 11
B. Action in Space

To our four tones f g a b we add one higher tone (¢) and one lower (e).
The distance between each of these two tones and its neighbor (c-b and
e-f) is, unlike that between any other two adjacent tones used hitherto,

not a whole-tone, but a half-tone.

——  EXERCISE 11 ——

1. Try to sing: a (use the fork) b ¢, check the ¢ on the piano; a g fe,; check
the e.

[23]



NOTATION:
.Y

g c ¢
In notation there is no distinction between whole-tone and half-tone steps.
Compare the notation of the whole-tone step g-a with that of the half-tone

0
b-c:é_% Ty ©——(in both cases: a line and the next higher
o)

space).
n

Similarly: %n_& —
s S

2. Sing with a hold or fermata on each tone:

—— DICTATION 12

C. Coordinated Action

—— EXERCISE 12 —

1. Sing:
f— + —t -
@) ====: =—— ==
e &
© ) . J  J b J ¢ J
[ —— L
%jl == T E
’ J " d J J  J ;4



2 i —t T
(byyt—= =g v e e
N S
f — 1
1’ 4 ‘]:‘ o jﬂ
- B L S R R S R R
e — —
(c)d — = — z') 4
. 4 - S o
f ‘qm
& » L. H

More difficult:

OF == ErE==_==_r

Jal vdd STt v D

Py —— 1
(e)MH’ == e
) N PRy P
, Sessma——-=
2 i PR v Jd Dy ? Yy ded o
(”n ; @Qz
L Y S 2 - N




2. Play (see remark 5 on page 4):

D L 1
@) e
A A I
/] pr—r—— n S —
= P rﬂ
J ) J J e b))y

o2 I R S N R S v Ny Dy DI

1 A 1
o= c=—————o=ceo= =

d v v T Dy :ﬁﬁ:fﬂ

0 \ [
e =
) T

! g 2 v v 8B by T e )

More difficulit:

O B ==

aJ-yjobv S v v d S
ﬂ—ﬂ

= ~

d# Jg"jﬁ'zv.b D

!
3

H

-
(o2

[26]




& 3 ======
- FPeedy t Jeddd v v Je
L .
%E__,"r,@an; = =
Fos ? STy v 9y By By FTe

e Py
(f).‘ —Ay’—i-d—d_—'?_i9fﬂ:
Y DY v DI IS &7 L e o
) - ) p—
by v bt v b S b bt

—— DICTATION 13

3. Play, counting the beats aloud. (Don’t sing.)

T e 4 -
(a)@:-:-ﬁ'} SFEE=r=
™

v i
1 2 3 4 1 2 34 etc

0 g + i } } .
— e g — ML o
—
(b) < ¢

[27]



In order to facilitate the counting of complicated rhythmic patterns,

one may count each beat with two syllables, thus:
one-and, two-and, etc.

O3 S=sa—sasa s
1 ' ﬁ-{ == —
and 2 and etc.

1t and 2 and 1

EE e [ -
A7 DEJ ﬂ

ra

—

More difficult:

NE

524

H
h:
b

4. Sing, counting mentally:
[28]



®
E._.
et
+
—+
N
g

T

3
AAL

-
—o %

~

&Eb
J
I

More difficult:

©
>
e
%

NS

y e
.
% = sl ===

[29]



CHAPTER IV

A. Action in Time

We use tones with a duration of three beats.

NortaTtioN: (1) There is no independent rhythmic symbo: for such a tone.
We write it with the next smaller (two-beat) value and add a dot. The dot
adds to the note one half of its rhythmic value (augmentation dot):

J- z .J + .‘ ; consequently: one J contains ...... .b , and

...... D (6l in).

(2) The dotted half-note (J-) may fill an entire measure; the time-
signature for such a measure is 3. Or it is put into the context of § or 2 meas-
ures. It may be so placed that its duration is divided by the bar line into
unequal parts, in } as well as in 2 or 4. In such cases the augmentation dot is
replaced by a tie:

3d d1d y3d 44 4
2 d 000 pd 4y

2 3, and § are called simple meter.

A dotted half-note cannot be used as the middle note in a § measure so that 3
of its value are a part of the first half of the measure, and the other 3 of the

second. (See p. 18, Notation 4.) Not g .b J ab 'When this rhythmic

figure occurs it can only be written with tied notes which show clearly the
distribution of note-values in a § measure as mentioned before:

1 701

[30]



(3) The tie is also used when any other note-value extends from one measure
into the next, divided by the bar-line into either equal or unequal parts:

34 L1 gl SN )

3ddd dppd LJd
14 453 pd d4ddJy
10 D OMN M
14 TR L
3¢ 0 gd TR
19 Jde 3d 4 1T

1o |Fdygpd d1dd

(4) Augmentation dots are not used in combination with half-rests, in
simple meter.* The equivalent of J _ingis = ¢, or @ =, always so
placed that the two halves of the measure are recognizable, Thus:

ng-I-gJ"butnot:gJ- gﬁ
In 3the = is not used, a rest of two beats always being written

! 2, and a rest of three beats being written = since it fills a whole
measure.

(5) The beams of eighth-notes in ] time mark the rhythmic unity either
of the whole measure( | I ), or of the quarters and halves

(DDDIDJJJJ | J o J 4 J3) etc., but not:

*Cf. p. 106.

[31]



m m lobj dldl 'fJ JJJ D etc. Beams of sixteenth-

notes mark the eighths or quarters:

B Bl B Bl P | Bigs g B e s Blppn e | etc. Less desirable: ‘
e eescesess

8 s B s s s e e JPYS

—— EXERCISE 13 —

1.Sing:

# rf'rrlr"'J J‘*L#&JF'r'

SRS B R R

(c)g‘;mL‘,J 7.5‘3DJ\+J | ip
m—uu Ty,

[32]
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More difficult:

I Joe oad 5. e Sl
@ %77 THE K E"

4T 6 dmy
s Lorre 0

7 J
P, T




—— DICTATION 14

NoraTioN: Ties are used not only to connect the values of notes before and
after a bar-line, but also to connect notes within the same measure when the
metric divisions of the measure would not be clear with other notation:

gJ .I'"JVJ .b, not: 3 J > J iy
fmvm,not:ijij 3]
2mvmvn, not: gJ jj 3J .b |

More difficuit:

o 1IN WO
|
o R e

r

57 4 e ree?
R S i

[34]



mmJ Vﬁﬁ?ﬂ?, .FT'J |
T (s

ﬁ J‘?:‘F.ﬂ‘i
@ r :_urr I

3. Sing, counting mentally:

@ §idTe i3 FTEI o v A
R S S I P A Jv]
PR E P oS e R R R

w iy T - TR0
- 7Ry Ty T -]
S N 2 N O R S

© cide . STI_1J v Fi
SRR PR

[35]



More difficult:

(d)i‘/J J .[Lmvmj\_u D D]
e ST A0 ) T TR )

©F 7 N = O I A o o2 B P I O Y B
2 7Jilm7ﬁjj y ly 3Dy 7.5\_]} i

—— DICTATION 15

B. Action in Space

We add two more tones below the e the d and the c.

NortATION: The d is written below the lines:

)
* 4 R} N
I‘P_!\ I | N
o —72 ———
For the ¢ we use a ledger line:
0
-2
| oo T
AN 7 T hY
¢ @ P o [T @’

Thus our tones have a range from the so-called middle ¢ to its higher
repetition. This space is called an ocrave. In order to distinguish this
octave from other octaves it is called the one-lined octave. It contains the
one-lined c, the one-lined d, and so forth to the one-lined b. The higher ¢
is the two-lined ¢, the first tone of the two-lined octave.

Reason for this nomenclature: In cases where the tones have to be
symbolized by letters of the alphabet instead of notes (theory exercises,
scientific treatises, etc.) the different octaves are distinguished by small
lines added to the letters representing tones. Hence tones used so far
have the following symbols:

’cl dl el j‘l gl al bl C”

[36]



—— EXERCISE 14 —

. Sing tones with holds:

oy o O jo >
¢ V e Y ©
4 T
.0 X% & X%
By e O hed e ©
f
v/

T i
.
¢
=E=
9
9
.

,
¢
B
¢
.
9
.

2. Invent similar examples.

—— DICTATION 16

NoOTATION: (1) A slur, connecting two or more notes of different pitch (Ques-
tion: What does a tie do?) indicates that the tones represented by these notes
are to be produced without interruption or individual articulation. The
effect of slurring is especially obvious in singing, where the slur demands that
a single syllable extend over all the slurred tones, instead of the more usual
procedure in singing: one syllable to each tone.

(2) In writing text to slurred notes, a horizontal line after a monosyllabic
word, or the last syllable of a polysyllabic word, marks the coincidence of

word and slur:
Sl

ear

[37]



while division of words is shown by repeated hyphens:

bd Nl T

fin - - - - ger

(3) Unslurred eighths and sixteenths with separate text-syllables are
written with flags instead of beams:

Mdd  JTT]

lalalala not lalalala

This rule is not observed very consistently, however, especially when a great
number of flagged notes would result in a definitely lower degree of legibility
than notation with beams. But in the notation of the melodies to be sung we
shall adhere from now on strictly to the rule.

(4) In groups of notes connected by one beam it is not necessary to indicate
an extended syllable by slurs. Thus:

mj J Not necessary: m J

fa - ther ther

IJI’J

- ther.

(5) Notes with stems are slurred preferably at the heads of the notes, not at

the stem-ends:
_ — —
JJJTTd at T334 44
~—— ~——

For groups with stems in both directions, there is no hard and fast rule:

J/r or_J/r . m orw
Less desirable: /-\/m"j

(6) Slurs starting or ending with tied notes can be written in either of two
ways:

?? e e 1] _nj(—g——”“'-\i |

A tie included in a slur is unaffected by it:

D}

) i?L

/

[38)



(7) In instrumental music slurs serve several different purposes. As symbols
of articulation they tell the player of

wind instruments: ‘“‘play the slurred notes without interruption.”
stringed instruments: “‘play them with a single stroke of the bow.”

keyboard instruments: “‘don’t interrupt by lifting the fingers from the keys
between the tones; play as ‘legato’ (evenly sustained, connected) as possible.”

As symbols of phrasing (especially in keyboard music) they indicate the sec-
tions of melodic lines of some length.

C. Coordinated Action

—— EXERCISE 15 —

1. Sing:
Iq Lo laL la  da
(a)@_& 'HE‘ JI.""—F t_;_‘b N T t
[ 7 = ’ 3 [ 4 o
J v N ) 2 ; . 6o 1
la la - la - la etc
f [r—— T
e e ,
] e [ j;‘.{ z"

T S i S B N B B

r‘

Y
]
.
b
=1
.
-1
\

J \ \_-/‘l

e J 3 4 )

_G"'r Ml:le?tc.

S====—=——-cc=-c=c—ooces

Fegrfr22 2 Py 2 LS

RESE s e e = 2
e marem——"

P2 foXtrPr Y X LT LS



More difficult:

: /la — 1a etc.
P s—
i & = E 7 S
o = r [ :
TT T ; r
: K\\ ——
T TF :
2= ] L& f Y ;
A 1 |
— == e %\L—QI
i : V—-‘*’—;}:}——j i—d:‘:'v— 5
r f cere g7t ey
f, | L | |
(d)wg = lja—- 3 = : )i :iI Y‘
rtorror 2 A
41 B
= A -,L_.l'r - ; [r —;
) . b . HV ! =
r ¢ tr r 2 o =
W . %&
= *‘L\? e
F ¢ P ; : = g
7 il_ Y 5 x—7—1 1! jl 1w %\7 %
: oL ',‘ai'\_/il > e —
T rFb oy .2y A
—— DICTATION 17
2. Play:

‘[k R
J gr'J‘: i
PR 3 B

J " 2’ 7 ﬁ J ! v N




il
J
LLLL

rer P weler Trsersr

—— DICTATION 18

Pieces need not begin on the first beat. Instead, they may begin on any
fractional part of the measure.

NoraTion: The full measure, however, has to be written out (beginning with
one or more rests) when the sounding fractional part is more than one half
measure in 2 or 4, and more than two quarters in }. In all other cases—i.e.,
one half measure or less in 2 and §; two quarters or less in 3 (up-beats)—no
rests are written. In shorter pieces the “‘up-beat” and the ending measure
complement one another to make one full measure.

[41]



—— EXERCISE 16 ——

1. Play, and count aloud (don’t sing):

a \ S — e
® — —F = ==
= § K
hr“. = v+ 7
v i 4 N —
g ety S = H
—~w7 v P — - ¥ B 'd:/ ‘
(b)@ ; : —H—ﬂﬂzﬁ
= o .‘,_j_.{_-r:}  — .\-i— ]
9 o —— e ANy I
More difficult:
. = T
() = - Z e —
= ==> e .
. i e o i e
()t = = —= o
) S ——— .




L i 3 -
N’ S N N M “—
) - — —
"T S L L L =
¢ - _— =
4 A — S
o N
§4 L1 L ! —— :j]
s’ g S’ ‘
T —arer——"

2. Sing, counting mentally. (These and similar exercises are easier to sing
if certain important tones are accented. Wherever two or more notes
are tied, any accent should be applied only to the first, except where
otherwise expressly indicated.)

NOTATION: An accent iS written >

(in some editions A ).

' pa—— .
(a) ‘_4[[7 L L ..
S’
la la— la_ a la — etc

f po—
. F——1— —— Y 1 A—
% - ?[ ; — = ra ,;_Fﬂ._’—

S— \- " \v ~ /‘

A d € 1 S
(b) . ;
N — -
la la lala etc.
ﬂ N i | Ful
Y 18 o
Sebd el e - £
D) SN~—— = >
N n > < '
F= = |
= = === —
S S



More difficult:

Hl.l
© ===c_c-s==——c:

la la la etc,

’-

4
bt~
-

—— DICTATION 19

[44]



CHAPTER V

A. Action in Time

NoOTATION: Besides the note-values of 3 and 2, caused by tieing-over quarter-,
eighth-, and sixteenth-notes, as discussed in the preceding chapter, other
(untied) 3 and J values are obtained by adding the augmentation dot to the
quarter- and eighth-note respectively.

R B S O W -

e e’

A J with additional note- or rest-values can be used in 2, 3, and §
time whenever a half-note would be possible.

34 v [P Ngd doafd 1 d ]

| aJ. 5o I "g- 7 d |
Less desirable: 2 J J IIZJ J J IJ J J !

although the beats of the 3

F tly used:
requently 2 J J 'b “ meter are not shown clearly.

Poor legibility, which in certain cases may result from using the ,D , can
be avoided by applying the tie instead of the dot:

ibJ .D_,I,insteadonﬁJ J "
iJ J—JJ J,insteadofiJ bJ J”

The rest having the value of §is ¢* . In simple meter it is never used ex-
cept as the beginning of a 2 or § measure, or as the beginning of the second
half of a § measure:

pr Plar D D

In all other cases the combination ¥ lor X vis used.

[45]



The J’ is used similarly to the J , namely with an additional ﬁ
or ¢ making up the value of a quarter note. This rule, however, is not
followed too strictly, and frequently—legibility permitting—one finds a J>
in groups that add up to the value of a J , especially when the .b is part
of a group united by beams (the beams in such cases being applied according
to the rules given on p. 17.)

y AN NTTT T v
3 T30 007 1y DIy M e
2 535 M3 21 ST e

Notrecommended:f n o ‘J‘j-‘ Je H? v J o 7 dhn etc.
g m armnetc.

The 2 rest ( v+ ) serves exclusively as the beginning or ending of ‘a
yuarter unit.

b A O

—— EXERCISE 17 ——

1. Sing. In exercises to be sung, mark with a ’ the points where you
breathe, and in repeated singing of an exercise always breathe at the
same place.

gJ. .M"Bl PP
f Frt T,

Jlﬂgi JTJ_3|J l

J>]J- .ED]
rFfr r

J"3JJ‘3J
f f

) Z‘/ﬁJ .bl.f_jni | B N A B
P Tt



P2y 1P JUT!J o
R APS A LT

More difficult:

o ﬁ;b 7[.’ 7 ¢ :FJ

R A T e s
.“J‘P_E‘! ‘7 ﬁj J}!J-_-?" ‘=']‘l f!
: ' poFr }



(b) gJ J e IVEJ . }J J Jes |
TEESL £f gadydddegdddng 9

. vﬁD‘J J_ﬁéﬁll JE) I
234 AT N P T

More difficult:
() 35'7.771). .D[;;EJ Toa |7 o o 7 |
erver e t_sr sr g

SO 03 00 3
ve e Llieer e o 't

2 F 7 2 |

.bjfg‘i

ol

7
2

3. Play, counting the beats aloud:

(2) gﬁn[). = N I = I R o B R ¥

B - M TBLBL B
AP IR R R - A

’

[48]



(b)zqﬂ v J Tel7d o4 B 7|
Dy FT 30y 9 D129 310

More diﬂicult:

(c)& Vi ﬁ\l{ﬁ\_} j d\LJ J) l
1 S ST e4lSd a4 | S 7S] |
Sy T3 T3 ST )

(d)gobl‘/J v 7 d8|l 14 v |y e 1P|

e

Dy DDy vh s dvA v

NortaTion: (1) If the regular number of beats in the measures of a piece
changes, a change of time-signature has to be marked after the bar-line. In
case the change occurs after the final measure of a staff, the new time-signature
has to be marked both after the last bar-line on the old staff, and at the
beginning of the new staff.

(2) The repetition sign $ implies that a piece or section is to be

repeated. If the repetition goes back to the beginning of a piece, no additional
sign is necessary. But for repetitions of middle sections the start of the section

to be repeated has to be marked thus: %

The repetition sign may take the place of a bar-line but does not necessarily
count as one. Consequently a measure may be interrupted by it and continue
after it.

[49]



. Sing, count mentally:

wpr ST 9L 1 T 153
14 e 17N D 1759 Foalvd.

!

(b3 7 J J"'i;i J casd alde 2 ]g
37 ﬂvn\,ﬂ \!j/ ﬂ"ij‘?\bfﬁj llf
37 .L.FTU.'?\;LEJ D | )

More difficult:

(c)gk' O - ]23 v o 2 | v ﬁ.bvv'ﬁlg
llz JS‘I«I 3 7J§IJ573 ‘7-b3 !g'z.w)‘l{ l.b‘l& 2 ||

(d),-ﬁ.l—iﬁ"'?m:ﬂ sl v J 3
S L T3 2 s
PPEPEE PP ICr PP P B S

—— DICTATION 20
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B. Action in Space

We complete our series of tones approximately to the extreme range of
women’s voices (Alto and Soprano) by adding to the octave ¢’—c” lower
and higher octave-transpositions of some of its tones.

This creates below the ¢’ lower transpositions of ', a’, g’, f’, and €', and
above the ¢” higher transpositions of d’, €', f', g’, @', b’, and ¢”.

The tones below ¢’ belong to the small octave (its tones are represented
by the small letters of the alphabet with no line added): b, a, g, f, e. The
tones above ¢” are: d”, ", f”, g", a", b", and ¢’”, with which tone the

three-lined octave begins.

NoTATION; These tones are written:

fa)
-4 ©
= < = o
v o > = = © = ©
L= ke 3 E dll
b a g
f €
L )
7% o o o - L —
s Py [ ) © -t
Fe o =
e " f” g” a” b” c”[

The e is already an extremely low note in treble clef (more practical nota-
tions exist in other clefs), but the notation of tones with more ledger-lines
than ¢’ cannot be avoided, since the g clef is the highest clef used.

—— EXERCISE 18 —

[. Name the following notes (include the name of the octave!):

g

¢
.
9

¢!
qll
d|

yiiti

14 2 "y
| abav
g
¢
9

L

LFFP
9

k
Ll
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2. Play them on the piano.
3. Play on the piano at random any tones on the white keys within the

1y

range e—c’’’, and name them.

——— DICTATION 21

The seven tones of the octave ¢’—»’, corresponding to one section of the
plano consisting of seven white keys in succession, constitute a major
scale.

In order to show the structure of a major scale, the higher octave of
the first tone is usually added after the seventh tone.

A major scale is a succession of whole-tone and half-tone steps, the
order of which is invariably the same as in the scale on ¢’:

A A
C‘I dl el fl gl al bl cll
113 1 11 %

Major scales may be constructed on any tone. These scales always
follow strictly the principle of construction described, which causes the
half-tone steps to occur between different pairs of tones in each scale.
Now since, on the other hand, in our seven basic tones the half-tone steps
invariably lie between e—f and b—c, we must obviously find new tones
in order to make possible the construction of scales on other tones than c.

The seven unrepeated tones from ¢ to b are our complete basic material.
Therefore the new tones needed can be obtained only by derivation from
these seven basic tones.

For the construction of a major scale on g we find the half-tone step
between the third and fourth tones already provided among the seven
basic- tones (b—c), but not the one between the seventh and eighth.
Therefore the seventh tone (f) has to be raised one half-tone.*

> A_D%D —
NS4 B
ﬂ_
he

s o e °

*In the tuning of our modern keyboard instruments the half-tone is (at least theoret-
ically) one half of the whole-tone, and in the disposition of the keyboard, which shows
each black key placed between two whites, we recognize this fact easily. But in non-
keyboard instruments and in human voices the half-tone is by no means necessarily
half of a whole-tone. Moreover, the whole-tone itself does not have in its natural form
the size it has in the so-called equally tempered tuning of the piano—in fact it appears
in at least two different sizes. For our immediate purposes these highly theoretical
distinctions can be disregarded, and it suffices to regard the half-tone as actually one
half of the (standardized) whole-tone.
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NotaTIioN: (1) The raising of a tone is indicated by a sharp (%), placed before
the head of a note. Raised tones are called by their original names, with the

word sharp added:
d” sharp

0
e
Sy
g!sharp
(*‘one-lined g sharp,”

two-lined 4 sharp”’)

(2) In notation (but not on the keyboard!) there are two different types of
half-tone steps. One is called the diatonic half-tone. Its two tones, though one
of them or even both may be derivations (£ added), belong to two different
basic tones and are written on different degrees of the staff:

{) ¥ QF__. .
Gr— T e e

o | J I

Note that on the keyboard e sharp = f, and & sharp = c.
The two tones of the chromatic half-tone belong to a single basic tone, one is
derived from the other:

===

The sign Y (natural) shows that after a sharp (#) the original basic tone is to
be restored.

(3) Obviously there are different ways of writing certain tone combinations,
as the diatonic and chromatic forms of the following half-step show:

| a0 W [ {
Sy M 1
oJ

f) ,
AN [ L#‘
T 1)

o)

In complicated harmonic situations it is in fact sometimes difficult to decide
which notation is the correct one. But in constructing major scales no doubts
will ever arise. The half-tone steps in the model scale on ¢ are diatonic, not
chromatic; accordingly the other scales, as copies of this model, can never
contain any chromaticism.

—— EXERCISE 19 ——

Construct major scales on

I
i

L

===—
9
bt

$

i
%ﬁ o

Wy

¢l

upwards through one octave.

First write them down. Then read and sing them, pronouncing the name
of each tone. Then—without using the written example—play them on
the piano, again pronouncing the names.
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NotaTION: The letters of the alphabet representing the names of major
scales are always written as capitals.

Question: What is the number of sharps needed for each scale:

Pieces that use the tones of the C major scale are called in C major,
or in the key (or tonality) of C major. Similarly, we can speak of pieces in
G major, B major, etc.

NoTtATION: The sharps necessary for the construction of major scales—or,
what is the same, for the expression of a tonality*—can be put at the begin-
ning of each staff line. They then raise all the notes of the same letter-name in
the staff, not only in their own octave but in all other octaves as well. Thus
the # put on the top line raises all f%:

f" sharp
15 n
L;ljlﬁ — £ 4]
= ['sharp
f sharp

Question: Can you name the tonalities represented by the following groups
of accidentals (key-signatures)?

S

!
S AL 1 b Iy
[

N.B. These are standard patterns. The accidentals for A major, for instance,

should never be written: |

C. Coordinated Action

—— EXERCISE 20 —

1. Sing major scales through one octave upwards, then downwards,
following a given rhythmic pattern. Do this several times in succession.
Mark the beats (regular quarters). Example:

If the scale on ¢ is sung with the rhythmic pattern:

pd 3 T3 310 000 D408

*In more advanced musical contexts the scales and the symbols for altering tones
chromatically (accidentalf) are not the only means of tonal determination!
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the effect will be:

. i
Pe == S=S===
o 1 ——p "

¢ -

Sing on “la,” except on tones with a circle. Sing these with their names.

in D major

wy@ Il JITId_ I @ _JTTU |
@ J994lg JIdd g ST . i

in B major

3 ld Pd e dd @ P ld dd ]
@ 21 e 2l 1@ d g 14

in G major

o Pl fPlgd SR Id ST
IS ST T
© ¢ S Jel@d 4 J TalJ |

(551



in E major

W3 Fessd | 7444 [ﬁ@

76 | 7786 17750 155738
TTe | T e 1Tl | TR
TR | TS TRl 14

in A major

0y 27318 o) Jlig d Tdig 2d JI
& 9 T116 D) F1d 2 [T1d b4 T
& ) T1é 2 31 2 FI1g 24 13
6 DI T 2 TTie 2Dy

2. Sing:
We==—===-=—=c= ==
)
S S A A I
T S S S S B



OF = ===r=r=x P
frrotoprropre bor
Y e —— —P—twv B
Tpreroborrdoerrokoprrd
e
NI

Lrr
@ @?ﬁ === éiﬁj_*—"f“'r—ﬁij—":—i—
3 .

Lﬁﬁn : ir o —
. ¥ o
] ~— T

TN e

More difficult:

U R 571‘5 AR




— S ——
(f) A f v_ _‘lqj-fT T n?j::
S99 2 J 94 2
} y k[ ) 7 N 4‘? j_ L‘] Z LN
=
2 s 34 2 2 S 94 2
et ¥

15
=~

E*ﬁ = = e

J 3 |

In diatonic scales (diatonic = consisting of whole- and half-tone steps),
certain tones have special names.

In our major scale the first tone (or first degree) is called the Tonic;
the fourth: Swubdominant; the fifth: Dominant; the seventh: Leading
Tone.

Before playing the next exercise, mark in each example all tonics,

subdominants, dominants, and leading tones with appropriate symbols
(T, S, D, L).

—— EXERCISE 21 ——

1. Play on the piano (using either one or both hands, as convenient)
counting aloud:

o

¥

a’.:
2 = %
9 x = fiﬂ

G,
‘&F
1
4

i
il
ity
)
;

[58])



-5

==

—

j___b"l

:
*
L
4
/ .
A

»

_”

)

(e

AN 4

=

—-

fi
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2. The following melodies are written without key-signature. Sing them,

raising the appropriate tones according to the tonalities marked at
the beginning of each example:

in E major
(2) £ ? 5 ; 3 =, == x
F I S 2 Jd J 4
' > e = 4
Hﬁqr St b === =
50 Jad dad a3
in D major
| o . |
e e
) I — r ' v
Ty JIr 4 4TI -
Sgibiae— s
~——
L - torrr
in B major
(c)ﬁ;—g = o
) i Y ! y f 1
S R R L P
== = === =
O R A S S S O
in G major
(d)%ﬁ‘éf — o
J S0 v FTJ)J Fla
s 5 a2 = — —
o= ' = —r =
S M omy o om) o Fo
h___ ‘ 1 o 1
w ;}“‘%- i ‘Liﬁg-:?::ﬂ
4. Bl . esd d Jedd Jd44
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in A major

e f . + ml"_m e
()é&%ﬁ:ﬂ: =2 — >

s34 T3 P

i

4] | .

:@"_—-‘E—ék?l} =3 ilg:t =2 =27
- T - - P - i -V -l
e e ]
I VT P - T =V

—— DICTATION 22
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CHAPTER VI

A. Action in Time

Instead of using the quarter-note as the metric unit, we may replace
it. by any other note-value.

Theoretically we thus obtain the following measures: 7 (; being the
whole-note!), 3, 4; 2 (also written ¢ , and called Alla breve), 3, 5; 3, 3,
8 &, % i But the measurements with the value of the whole-note as
denominator, although frequently used in old music, have almost no
practical significance today. Neither have the short measures: 2, %, 3,
.

Beams in meters with the denominators 8 or 16 either comprise the whole

measure or show the beat units,

In %, 3, and %, the dotted quarter rest ( ¢* ) may be written at the beginning
of any beat:

The tempo at which the single units of measurement follow each other
can be indicated by two different means:

(a) We determine the number of beats in a minute. The instrument
that enables us to divide a minute into any given number of beats
between about 30 and 200 is the Metronome, a pendulum with or
without clockwork, or a watchlike or electrical device.

NorATION: This measurement is indicated above the staff line by: o == 60,
d=84, J=108, J=134, .JD=164,etc.;inolder editions: M.M.
o = 60, etc. (M.M. meaning Maelzel’s Metronome).

(b) We explain by adjectives, participles, or other parts of speech the
approximate speed and character of a piece. It is advisable to use
English terms for this purpose. The musician, however, is used to
the traditional Italian words, or in German and French editions
to the terms of those languages.

In this book we omit the first kind of tempo indication, since the speed

of our exercises depends mainly on the individual student’s skill and
ability.

NoraTion: (1) For slow and moderate tempi the following terms are used
(Italian, German, and French forms):

Adagio—Langsam, getragen—Lent = slow;
Largo—Breit—Large = broad;
Lento—Langsam—Lent = slow;
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Grave—Schwer—Lourd = heavy;
Andante—Gehend—Allant = (walking), quiet;
Moderato—Mdssig, gemdssigt—Modéré = moderate.

(2) The meaning of these terms can be intensified or reduced by adding:

(a) molto (or assai)—sehr—trés = very
(molto adagio—sehr langsam—trés lent);

(b) [un) poco—ein wenig, etwas—un peu = somewhat
(poco adagio—ein wenig langsam—un peu lent).

These are only a few of the most frequently used of a great number of possible
suggestive terms.

—— EXERCISE 22 ——

1. Play, counting aloud:

Moderato

@gJ .FTWJJH .EJ r I
S S ST ST B

"I R R - IR B B P - R |

Adagio

oy & 3ST7 T By P
DA R IR rrrPrrrirE-PE
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[ 9]
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|
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terle e (T 7l oerstto

ouBpuy
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NOTATION: (1) K4 (brevis) is the note that fills a whole measure in § or 2

time.
(2) In 3 and 5 we sometimes encounter the dotted whole note (0*), which,
like the other dotted notes, is equal to 13 times its original undotted value:

o = O\_/J or J J J ; accordingly, it contains: J ’

e i

...... d ﬁ (fill in).

2. Sing, counting mentally:

Largo

@¢ & o s |4 J o | o D J Iﬁ
g2 4 4Dl pdd gdd I
ed 4 41 DTN DI ge

Lento

) 7 i lqnﬂﬁg/m\,ﬁ\lg/m g Jj,[
M Prix; 2 ‘7J_3\|§/ﬁ aniPr ‘7J_3igymvm\_|) I

Moderato

©3 J Jo |J 1Y oo e e J’I]J 2 J-JIQ
- YA s [P R S o NP
§ . 0J J31gd 0 ITTIG 1 210 1)

3. Invent similar examples.

—— DICTATION 23
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B. Action in Space

Tones higher than ¢’

NoTATION: (1) The three-lined octave is written:

AF-E ég

TiTe

i i

T
clll dlll e”l f”l glll a

" b i

(2) In order to facilitate the reading of notes with many ledger lines, the
higher tones of this octave and the following four-lined octave may be sym-
bolized by the notes of the next lower octave with the octave sign added.

&
o5 |  —— etc.
Y

(3) Sometimes you will find the letter-symbols of the one- to four-lined oc-

taves written thus:
..ck .. ct. .. ch. .., instead of

.’ vy 41
Y oY

~— EXERCISE 23 —

1. Name (the tones and their octaves) and play on the piano:

: 3
e e g e o
LS = s S fe " y4n = Z e
- XX —
X5
¢ -
e o 4o 57 o = o ©
— — - - <« - = L‘_8_—' @
ﬁ -
s

2. Play at random on the piano tones higher than ¢, and name them.
—— DICTATION 24

The seven basic tones can be nof only raised (£) but also lowered.
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NortaTION: (1) The symbol for lowering a tone by one half-tone step is a
flat: b
N

g flat d" flat

(2) Diatonic half-tone steps obtained by using flats:
Fa)

MJ 1§ "’; i i’}'—"r etc.

J T T 1

Chromatic half-tones:

—— EXERCISE 24 ——

Construct the major scale on f:
% e e |
~ —

Write it down, read the names of the tones aloud.

Sing it (through one octave), pronouncing the names. Play it on the
piano (through three octaves).

Major scales can be constructed not only on the seven basic tones, but
on the raised and lowered tones as well.

—— EXERCISE 25 ——

1. Construct major scales on

é}' .[L ==== b#"ﬁ === I

"= e 'b =
=ty
Y@ L : bw I

Read, sing, and play them according to the instructions in the preced-
INg exercise.
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2. What is the kind and number of accidentals (# or p) needed to con-
struct the following major scales?

A, B, G, F§

Db,

D’ E’ Gb’ F: A; Eb; Bb

3. Which tonalities are indicated by the following key-signatutes?

I

[ -

1
Fal+ )
11‘ T
g )
| A

ey

A3V
v

C. Coordinated Action

—— EXERCISE 26 ——

1. Sing major scales. Use the rhythmic patterns given in Exercise 20 and
follow strictly the instructions given there.

F, By, Ep, Ap, Db, Gp, Ft

2. Sing:
Gay
B ==
trr 7 Ter v v of
[ N . N 4
e b e
e vootr Tor
ALJIL - 1 M " - T
y V = - nrE ——e" i—‘w ‘B;E- ﬂ
rooe Jr e L r o iLr
AModt'rato resp— - )
O EE - - 2
e e !
Frrrerr ¥ obror -
Sttt == +
& ===t s S
I RN IIIE I N
é%ﬁj—i & ,__/// e ij_./L. 3
Folo- e



R ST TR
6| . I\ A
LES S e =

IR T %

More difficult:

A Poco Andante

. Ly T ar——r frm— 5
(o) Bk = . e '

y)

b 4
T
l'.

Cprpr prsr?

rogrert -
e e e

~ e srgrt -

+

Rather fast

1% A\ ) ¢ N 14 L N Y
(f) M%K-M =rEr SESEE L= a2




o - e I I T -
SRS L S L
| L oy L
e P e e e =
) ¥ o2 M‘L-—tIF;
B A N S N R ¢
—  —— — —
IR S ses s S
N Pt~ =~ rperr?
NoOTATION: The symbols |- 2 in combination with a repe-

titton sign mean the first ending is to be played before the repetition,
the second ending after.

—— DICTATION 25

Poco Moderato

(g)égﬁ;:{ = e = :ET

-S.J,'—-—-r’—:—ojt—-.-—#,faff‘L T o 5
- reorirorires
D | — > L .
e e
At ———1 L > i — —
e T ! s
Fr - rorrt rprrtorerr !
H _ 11 ]
= S— jl',—\ T - ) ’ﬂ
J * > T ii >
- -t
JFIZ:———;L#/‘\ } ﬂ
»- T - —
: = === =i
- terrrrorogrr s ror

NotaTioN: Any accidental (£, b), placed before a note, keeps its validity
throughout a measure, but only in its own octave. Thus:

h I
.
'j fg 3% \
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1.

sounds thus:

1) JI

e
bw v ‘ -

Accidentals before notes tied over a bar-line are valid till the end of the tie
(but the same is not true for slurs):

L Y

8 b

In cases where doubts may arise, an additional though theoretically super-
fluous # or b will do no harm.

—— EXERCISE 27 —

Play on the piano, counting aloud. The key-signature is not given, but
by observing the accidentals of each example you can determine the
key.

Moderato
b T e
£ Efbe,,, & bF 2he
(a) = —
1 2 3 4
* beh b,
Abfpgﬁb# % E g&—b—’—ﬁgh'
= z : ; 3
d
ba:
ba £ I'E b.
pate ££ er'2BE £ 2
1 z ?i R 1 !

Hh
o 3 ?
e

b
2 S be P babey, o E8

Noration: (1) D.C. (Da capo = *‘from the head”) al fine means: Go back to
the beginning and proceed to the word fine (end), where the piece (or a part
of it) ends.

(2) D.S. al fine, or Dal Segno al fine means that one goes back not to the
beginning of the piece but to a place marked by a special sign (segno): ¢ or ¥
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8van .
. Andante 4 e Ete ta
(b) B ===S==
o i - #:-,'c Fine
- grva — 7 gva-
gva — 1
gp fete f2 2 te'E,
T rd il T
8va ==
& ¥ 25
D. C. al Fine
Poco Moderato P—
hl’fgé /FEE FEE /Tae
(©) &R — r —
¢ = b; —
gva-
¥ E f':-: £ ‘?zm e /f_:. s
£ = = s £
%ur ‘E --r % = bwr
& Fine
(Attention! The key changes here) b%a - ; -
r——— ra ?xhl, e
I—""JL t Ly
b bE b
A E e § ;,_;‘I;\
’ e 5
W—— , ==



. e b
o e, £ ey £rey, £ 1,
& , :,; — T

amre—r—— S — = ’If
D.C. al Fine
ARather fast [,Eb%vfz . b,/—\b Bua;;ﬁ {,:'E
- —p e
(d)ﬁ.&# e
— ' b = e
T - e E mr .. __ be
=4 - 3
| b g bg' 5 bg bga
'_i%_ > = —— ﬁ?' = |
R

2. Sing, adding the accidentals necessary to produce the key marked at
the beginning of each example.
Moderato in A major

A al
N
L r L crr v 7
4 = — . B
== ====-———
Lo’ et s 7
4 P _
— EEJ_ et ﬁ »; j
> .




Gay in F§ major

g feker g TRRlr £
ﬂ ﬂ ‘L lK %\ 1 | | ] 1
=) ———————
- - TeLrr vuioir veleis
A . \ .
o + . ) ———
e =ri==—i—

e

DO er e v e seeef

Andante in E b major

© et =28
vos prgr o oroere
= === e
5 = pype—
WW* UW” Ur 5r WW” UI’ Fgroor Wr f

S==se= e =
Stospr B8r grr 8 of et~ grs

am— T 1 = T r A —{—

1 = y 2 Ntz o — —— S——

d + § Vi E 5 % )
[ >

et o grpr - proprt

=
—i J L P a
~—

., l Ac.'

rosesr b oprgr s srpgroor

"
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Rather fast in F major

0
1’ 4

W

| fan N

) ]
) 1

(d)

AN Y
9

r

r

N N A A O N S S

credore

s

coprrrrr ?
—

5
1

A
E—.
A3V

o

d
1

I AN ;'
g b L] |

II.

N A |

I AN A
i

Ff

Ls
14

f

toeeep -

i

[
.

T

1

i T
4

S LN A

. v

||
I

gijddddex

More difficult:

Not too fast in Bb major

A

o

(e)

»>—
y__-

" ——
g7
2, 73

———

7

ﬁ‘/‘ ﬁ‘/ )
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Andante in G b major

) e s S

P N G 3 R

in Db major - | 1 | | |
SR et
cSLesre s s rere e s
R v g B

S A Y N o N g N i A
D. C. al Fine

—— DICTATION 26
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CHAPTER VII

A. Action in Time

NoTtAaTION: The augmentation dot can be followed by a second dot. As we
know, the first dot adds to the preceding note one half of its value. The second
dot in turn adds one half of this addition. Thus:

Joodeded LM
J.. =J + J’-rﬁ, L,D{ﬁ, .= +y + 9.

The eighth-note with two dots, subtracted from a quarter, leaves a
new rhythmic value: the rhirty-second; while the double-dotted sixteenth,
subtracted from the eighth, leaves the sixty-fourth.

NoTtATION: (1) The thirty-second is written thus: ﬁ , or with beams: -ﬁ

etc. The sixty-fourth: , . The respective rests are: '7 and

'77 The beams of thirty-seconds are grouped in sixteenths, eighths, or quar-

“ RR FRR R s«

those of sixty-fourths in thirty-seconds, sixteenths, eighths, or quarters, in all
cases with subdivisions which show clearly the beats and their metric structure :

EE FE = .o
/o\\
/J\ /J\J
/\ AN /\ N
AA /\ A /\ AALA

NAN AN
= ﬁ ——— g ———

!J'QJoc‘Jddoddddaa"Ja o e s oo s
R [
f A b

. 7o TRIRRRRAT
E‘%Eﬁ%ﬁﬁwm

‘.dd"JdJGJJCJOOJOOJJJJ‘J“JaOdddadddiddeddede“.‘JJJJJJJ‘JOJJJ

[77]
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(2) Theoretically further subdivisions are possible, and in fact smaller
values than the ¢, are exceptionally used (,35).

Question: What is the number of

@ Nincdoo oy e, D d N
(b) ﬁin:J ..... , J ..... , Oenn. , J ..... , cb ..... ?

(Fill in.)

NortaTioN: (1) For fast tempi the following terms are used:
Allegro—Schnell—Animé = gay, quick;
Vivace—Lebhaft—Vif = lively;

Presto—Eilig—Vite, Rapide = fast.

(2) An Italian term is made stronger by the addition of the suffix -issimo.
weaker by -ino, -etto:

Adagissimo = slower than Adagio,

Prestissimo = faster than Presto;

Andantino = not as slow as Andante;
Larghetto = not as broad as Largo;

Allegretto = not as fast or energetic as Allegro.

(3) Pit—in German expressed by the suffix -er}—plus = more;
Meno—weniger—moins = less;
non troppo—nicht zu—pas trop = not too;
Piu presto—eiliger—plus vite = faster;
Meno allegro—weniger schnell—moins vite = less fast;
Adagio non troppo—nicht zu langsam—pas trop lent = not too slow.

—— EXERCISE 28 —

1. Play, count aloud:

Moderato

wg d T3 T M XD

)

Non troppo vivace

®¢d Dld DL DI TT e
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Molto Adagio

©3 7 ‘hj_:%ﬂigﬁj—:ﬁ l.b jj\j- |

1 and 2and3and

J JW!J) 7" ﬁ[d ddab‘i!
7 .§aﬁ] |7 E.ﬁ 'F=Ed¢ cd I

More difficult:

Andante

g b M 5 B_=TEITE
B_nEmnnliEn
T e, RTRTL B
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Allegro moderato

©3 4 P4 v DSl 1 J_VJ. D |
R s B . B ST 3
e DL TIN5 4

Fine
Meno Allegro

T R A S A S
A A S S WA R

D.C.al Fine

Poco lento

OF %ﬁljv]ﬁ%jaj ja .E] ﬁl
J\_/J Phay J% .HJE ’ i % ‘L % % | 7

2. Sing, counting mentally:

Andantino

m;%?%;ff% 3

(8) (1) (2)

LB\ ELT 0 0
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Allegretto

CY RSl I G P = R

—

Py rriat2 3 P PR R P R s
T3 Uﬁ‘iwﬁ PRV rEEN

Vivace

©y & 4 o Do Jld Db S
s ded ¥ I d_ A3 v JIDd ) DA o 0
S T e e I

More difficult:

NOTATION: When after a D.C. al segno( % or & ) the piece continues, you
first go back to the beginning as indicated by the D.C., and when you reach
the segno you skip to the part after the D.C.

Poco lento

. EETRETE,
J 7 j%ia%i Jjjg. .julib 7 |

g Pii Allegro

T TR T B
J 7 ]aj did ]ij I o di]oj e I

D.C. al Segno

TR, B0
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Molto Adagio

©f 7 .E_jiu.uuj!aacajc Juauﬁ v
‘7{3.”»1% oo gja.waa‘. - IJVaja.‘J ed 7 l!
v{,dd&%ijdidddd-idd%ioi doo i J é o Jvﬁ v/ !I

3. Invent similar examples.

—— DICTATION 27

B. Action in Space

The lower region of our tone system
(range of the men’s voices, Tenor and Bass, and below)

NoTtATION: (1) The tones of the lower region are written in the Bass clef:

E This clef is an f-clef.

(Question: What kind of clef is the ép 7

It is written on the fourth line and marks the place of “small /*’:

)
q——e——————— 1 4
-7 = g
NS4
Y —
-
o o S —
The notes of the small octave are: F—o—o—%
¢c d e f g a b

(2) The notes of the next lower octave (great octave) are written with capital
N
L'._ a

o & O ° o
b E FGADPB
(3) For the notes of the one-lined octave we depend (as we did for the high

letters: =
C

notes in é ) on ledger lines. Compare the following notes in: “)’ with their

equivalents in & f

[82]



e
e
P
1
b

¢

T
dil

In reading bass clef notation don’t determine the meaning of the notes by
comparing them with notes written in treble clef! Get used at once to the fact
that each clef has its independent existence. For example, the note ¢’

e
ZE——] has its name and meaning through its position in an f-clef

relationship, and not by transposition of a similar-looking note in a g-clef
. —_

(= =T o

relationship. Not: il_..__‘,lt_.__
"o

——  EXERCISE 29 ——

1. Name the following notes:

o e fo =
9! v XY = ,
© d ] it 3
o be Hen

dil



—— DICTATION 28

The dominant (mentioned in Chapter V) of a major scale is always the
fifth degree of the scale. Its distance (or interval) from the tonic is called
a perfect fifth.

The subdominant is always the fourth degree. The interval it forms
with the tonic is called a perfect fourth.

Perfect fifth and perfect fourth, added up, complement each other to
form the interval of an octave.

8ve gve
4 2 e
Pt L e 3 = X3
e e e =
4th sth

5th qth

A perfect fifth downward from a tonic brings one to the subdominant;

0.
a perfect fourth downward, to the dominant: fas— 4

1L
v & — - -~
> i

This means that the perfect fifth and the perfect fourth have a mutually
reversible relation: a fifth upward is the inversion of a fourth downward
from the same starting tone.

Or, what amounts to the same thing: the inversion of -any interval
smaller than an octave is equal to the difference between that interval
and an octave.

—— EXERCISE 30 ——

1. On which of the seven degrees (tones) of a major scale can you build
without changing any of the scale-tones:

(a) a perfect fifth upward?

(b) a perfect fourth upward?
(¢) a perfect fourth downward?
(d) a perfect fifth downward?

2. Name the tones that lie

(a) a perfect fifth above
(b) a perfect fourth above

(c) a perfect fourth below
(d) a perfect fifth below
each of the following notes (name tone and octave):
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s == e =

3. Sing, with its name, the tone that lies a perfect fifth above each of the
following tones. Procedure:
First play the tone on the piano; then hit the fifth mentally; finally
sing it, thus:

hit

BN
O Ny

ay sing

=

For men’s voices, play and sing this example one octave lower.

A
2 X i
M [ 8] mu' m i) ]
) A 2 o p— el L] b'U' 4

4. Play and sing in the same manner the tone that lies a perfect fourth
above each of the following notes:

H—de- ¥o = n T

> n

>
.
L)

NS VI
i_ e XY

In all vocal exercises from this point on, women’s voices sing one octave
higher whenever ) is used. In this case it is recommended that the
higher octave be added to the tones played, in order to bridge the gap
between a tone in the bass region and a high voice, and thus to facilitate
hitting the tone to be sung.

5. Play and sing in the same manner the tones that lie a perfect fifth
above the upper tones in the following chords (for men’s voices play
one octave lower):
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fs o

[# &

©

ET == o

by -
Now sing the tones a perfect fourth above the upper tones.

Additional obstacle for these and all similar exercises: Have the chord

played by someone else, and sing the tone without seeing the music.

NotaTion: (1) Combinations of stemmed notes can be written with a single
stem, provided all the notes in the group have the same value. The common
stem is that of the note most distant from the middle line:

e —¢

ry

Ambiguous cases: Downward stems preferred:
o)

W

GEE"

(2) Sometimes the course of different voices has to be marked on one single
staff, or complex chords have to be made more legible. This is done by using
upward and downward stems simultaneously:

s

;'}‘F pf

(3) Sometimes tones a whole- or half-step apart are sounded simultane-
ously. Such pairs, either alone or as part of a chord, are usually written:

(a) when an upward stem is used, the higher note to the right of its neigh-
bor and not in line with the other chord tones:

(b) when a downward stem is used, the lower note to the left and not in line
with the other chord tones:

2
L
% l 1

not | not

(c) when there is no stem (whole-notes), in the position that an appropriate
upward or downward stem would require. (See the examples on the
opposite page.)

(86]



Play and sing the tones a perfect fourth above the upper tones:

5 urb-g by in:__...__
E= = 8 g 58—

Now the tones a perfect fifth above the middle tones:

) 1 i
' " N« W ﬂ
b= =0 o = © o 3
I - he ‘o e ° e
Now the tones a perfect fourth below the lowest tones:

— h B b

£ s 2 e 3 .,

" 4 O 2

6. Invent similar exercises.
—— DICTATION 29

C. Coordinated Action
—— EXERCISE 31 ——

{. Play on the piano, counting aloud. Name the keys of the examples.

Moderato assai

—




Allegretto

b£ a "g .

b
(b) — —f }
5 = = 2 -
=k — 1 ! 1 -

Andante con moto

f
= ====c== =
=

@“—‘-i‘——‘tb' T - ; o+ £
< v
—_ ; el t?__' = H —1t ; ¢
1 1 o.
More difficult:
Vivace ~
3 e _p o o
(d) 1 ?E - T —
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7 b

be T\ : b,
A f: bf , L N .bt E é E E
- +—F i S P S—— % e —t
%——'—ig;h—w - L
¢ \—/ v

N —— Qua

b
p bR Al’#—.\. Abﬁ g
’ A T
Adagio
g He- ' —/#_\
CE=" ; - e
gra——. .
P e, Ay
— s = = A Z = .
= 5
£ ? £ ® e
i o ———
= ; o fﬂﬂi} — = @9’ ——
s e R o ” = o ———9 1
) -E o N
R

.,

example.

Andante in D> major

h

e

RS EE=E=

Sing. While singing add the accidentals of the key marked before each

2
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7

4

L _ELL [ &L & 7 ’
Allegro assai in F§ major
s
- srosr
£ t [L‘ 1 g _“1f' }F‘:—\f’ﬁ_
CrEroarrr o bf tegrpr
- & = : :
- ==tror o= ogror
Lento in A b major
© e ==




More difficult:

, Moderato
h | N )
(d) : . Y =
o i ——— - —
- St g [

crrr g T g vog




L e N- — - —
3 22 4
Allegro in Bmajor
() == "'—'—jt";:i':;—.;L =
~—__ L™ -
N R S S T Y SR SR S R N o
o\ S = L¢ﬁf [ — T
Yro ¢ fr o dof
—a +
S=c === e
Pt op o SR
F\ !,,‘ El i;L I' ' [ : ﬂ
S~ —_—
S T T B

[92]

—— DICTATION 30



CHAPTER VIII

A. Action in Time

Even in a series of sounds identical in every respect recurring at uni-
form time-intervals, the ear tends to hear regular groupings. It takes
some of the sounds as more important than others, and thus hears the
entire series as undulating between accented and unaccented beats.

This sort of accent (metric accent) which is determined by our feelings
and not by any objective difference in the sounds themselves, is essen-
tially different from the other kind of accent (dynamic) mentioned in
Exercise 16, which is caused simply by the application of increased force.
Frequently—especially in music of simple structure—the two types of
accent coincide, and reinforce each other.

Music is generally composed in such a way that our perceptive faculty
is not left in doubt about where the metric accents should be felt: pro-
portions of rhythmic* (formal) length, the curves of melodic lines, and the
distribution of harmonic functions serve as guides for our analytical
hearing. But when all these guides are absent, as in the regular series of
identical sounds mentioned above, we have a certain freedom to direct
our hearing: we can understand such a series as subdivided into groups
~of two or three beats.

*The distinction between the two temporal factors of rhythm and meter can easily
be comprehended by comparing their workings to the part played by the time element
in our everyday life.

On the one hand there is the boundless and continuous stream of time-intervals in
which our actions follow one another, the duration of each determined only by its
character, purpose, speed, and intensity. This corresponds to musical riythm, which has
countless possibilities of combining tones and rests of various lengths with melodic lines
and harmonic combinations. What characterizes musical rhythm is infinite variety,
ruled by higher laws of construction and determined by the power of esthetic judgment
and choice.

Meter, on the other hand, corresponds to the measurements of time invented by man
or derived by him from natural events—divisions of time into distinct and proportion-
ally related intervals (years, months, weeks, hours, minutes, etc.). Closely depending
on our physical functions (e.g., pulse), meter provides the scheme of beats and counter-
beats, accents and relaxations, without which no harmonic or melodic construction can
be conceived.

Rhythm weaves freely in and out around the schematic divisions of meter, reinforcing
or opposing these divisions. The inter-relations of these two tenporal elements, in
infinitely varying degrees of attraction and repulsion, form one of the important
means by which music is created.
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In two-beat groups, one of the beats is always felt as accented (Arsis)
while the other makes the impression of unaccented relaxation (Thesis).
The group may begin with either one:

> l >
Frefer
In three-beat groups, the accent is felt on one of the beats while the
other two seem unaccented:

> > l >
Fororeelforer rlf
In this context you will observe that the bar-line, which until now we
have considered nothing but a symbol of temporal classification, has a

higher purpose: it informs us about the metric order of tones, since it
marks the place of the metric accent (which it always precedes).

——EXERCISE 32—

1. Clap a number of beats (about 20) and try, without clapping some
beats louder than others, to direct your attention so as to understand
them as divided into

(a) 2 (3, 3) starting with the accent
(b) 3 (3, 2) starting with the up-beat
(c) 2 (3, 3) starting with the accent
(d) 3 (3, 3) starting with one up-beat
(e) 2 (3, 3) starting with two up-beats.

2. Clap, as before. Mark the metric accents by dynamic accents (tapping
with your foot).
In the following exercises you beat time according to the conventional
patterns for conducting.
The pattern for two-beat groups follows this scheme:

which in the move-
ment of the con-
ducting hand [ooks 1
approximately like:

Pattern for three-beat groups: Kk 1 3

2
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To give others the signal to start a piece one has to give one prepara-
tory beat before the first actual beat. In fast tempo the preparatory beat
has the full value of a beat; in slow tempo, half of a beat; and in very
slow tempo even less.

Examples:
For a piece
(a) beginning on the first beat in }
L *
I \\
fast: 1] \\ slow: 1

(b) beginning on the second beat in 2

\
\ ‘ [
-
fast: ‘\ 2 slow: NE:
\\ \
| \
< ~

(c) beginning on the second beat in }
|
fast: : slow: :
|
I | »

and correspondingly on other beats Iin any meter.

A fermata is indicated by slowly moving the hand in the direction of
the beat it falls on. If after the fermata the piece continues without
interruption, the next beat follows immediately after the fermata beat;
but if the fermata ends a piece or a section of it, the fermata beat has to
be cut off by a short concluding motion of the conducting hand.
Examples:

5 9 O

3 e

g |1 2 im
12

O \\ f‘/ ; :etc.

A beat following such a concluding motion must again be preceded by
a preparatory beat.
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—— EXERCISE 33 ——

Sing the following melodic lines and divide them into groups of two
beats; then into groups of three. Instead of clapping or tapping, beat

time in the patterns given.

Example for beating time at the beginning of the next piece:

‘yc_

e
1
1

o =

j lL s T I lr 1 =
» g & —w—g—11
Beat um'r.'a| ~
N L . 1 1 LA
(a) I — 1— —— T — —— + =
: +—F
po ., Beat unit:J, ) ‘ ~
'l ¢ 2 ) SN L 1 i i
g =—=—-==————-=
T T — ! T
Beat unit: ob
1
1 ——
(©) @i—.ﬁ e == e
J'L 4 - M 1
-~
Iy = t 4{ I{\ %
v ¥y —o- .iri %:;&:d 4 r
Beat unit: s
Lr j R { " ? %Ix I f
d f i 7 -  ———
~
44— -+ S ———— -
===
) 1 T
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It is obvious that the application of different meters places the metric
accents of the preceding pieces on different tones. This shifting of the
metric accent sometimes causes the so-called Syncopation (*‘cutting up”),
in which the metric accent, instead of coinciding with the beginning of
a tone, occurs later in its duration:

/\/\/"\/\

AN ST Al

— P —

diddaNdadaiisddid/d
TR ADIF A fIr e pIP

In singing and playing syncopated patterns one usually emphasizes
the contradiction of meter and tone-rhythm by putting dynamic accents
on the beginnings of the syncopated tones. Thus the metric accents
can only be conceived by comparison with the context of normal (unsyn-
copated) patterns. Thus sing:

bd
.-4--—“.
K

4 —®— and not: ézﬁf —1 e -
’ [V} |

)
#
T

Syncopations may also occur, in note-values shorter than the beat unit,
when one fraction of such a note-value comes before a beat and the re-
maining part after, no matter whether the beat is metrically accented
or not:

|
—1
> > =

Beat unit J’

= * =—==-=====
L el — I




. 1
H Y L4 I
) e _ Z i ﬂ

)] s ~—— —~—

2. Indicate in Exercises 10 to 31 all the syncopations you can find.

In analogy to the function of beats in the basic metric two-beat and
three-beat groups, these groups themselves can be used as constituent
elements in compound metric patterns. Hence a compound group can be
constructed on a basis of two or three elements, which in turn can consist
of two-beat or three-beat patterns:

H I

In these compound groups the order of metric accents is, on a larger
scale, the same as in the two-beat and three-beat groups: in a compound
consisting of two elements only, one element has the metric accent (order:
heavy-light or light-heavy); in a compound with three elements one heavy
group is associated with two light groups.

There is, however, a slight metric difference between the structure of
simple-beat groups and that of compound patterns. For since, in spite
of the dominating power of the ‘“heavy’ element in a compound metric
pattern, the original accents in the “light” constituent groups are not
completely suppressed, they will still be felt as accents, although in a
reduced, subordinate degree.

™\

F(F etc.frr‘ rgrr‘;rrr\‘etc.

> = principal metric accent
— = subordinate metric accent.
The following compound patterns are possible:
242, 24+2+2, 24242425 3+3; 34343, 3+3+3+3;
furthermore, combinations of 2 and 3, such as:

2-+3; 34242 etc.,
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which will be discussed in Chapter X.

The statement on page 94 concerning the bar-line was, although useful,
necessarily incomplete. Here is its complete form: The bar-line indicates
the position of the main accent; the positions of secondary accents have
to be deduced from the time-signature—as the next paragraph (on nota-
tion) will show.

NotaTioN: (1) These compound groups appear in notation as follows:

(a) Groups of which the constituent is

ddadi Ja)

Twice: 230‘ g_‘ J
170204
>
%Jdgo
>
Three times: dl _J_ 4 J

0 __

Q_
1Q
1Q

\ I

3 e
f
3;35.3.

(this would mean a tempo slower than that of the normal
3, since in fast tempo the subordinate accents cannot be
understood).

Va_ Ve _



pdoddgad.
R EEEFREE

(The last three are used mostly in the form of §, 3, and §, since the
larger forms would necessitate the establishment of three degrees of
metric accents—and this reaches beyond the limit of metric arrange-
ment into the realm of form.)

(5 Groups of whichthe consttuent i
JJJdd 40T
T g 4 d 4
Jd
¢ JT9 ST
JJJJ)J

)\

J J s (rarely used)

{-=r

Ve _

Three times: 2

J J J J J J J J (rafely.used)
gijj-’*j-’JJJ
Four times: 11? i J J 4 J J i J J J o (rarely used)

122 ;IJJQ J th)J J J JJ (unusual)
EEELER R RE
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In order to avoid the above-mentioned introduction of three degrees of
metric accents it is better to use measures having the numerator 12 only when
the meter can be understood as a form of 4 (3, #). In this case three eighths in a
12 measure correspond to two eighths in a § measure—namely one fourth of
the whole group. This reduces the accents in the measure to two: one on each
half, while the accents of the third degree (on the 4th and 10th eighths) dis-
appear. If an equation i = § is not possible, it is preferable to divide the
measure in two, and write § (€ or §) instead of 32 (}2 or. 12). More about such
equations in the next Chapter.

(2) In exceptional cases the basic patterns ﬁ and fﬁ may be
used as the constituents of compound meters:

L
1R
L

rrerel

6 =

WerPrelreler

6 >

1t it is obvious that the order of accents can be understood only in slow
tempo, which leads us to consider whether the legibility of such notation is
not unnecessarily complicated, owing to the contradiction between the
inherently short value of one sixteenth part of a whole and its actually long
duration in slow tempo.

(3) Note that in musical measures fractions with the numerator 6 are
always bipartite while measures with the same number of beats but with the
numerator 3 are tripartite. Bipartite are: 4, 6, 8, 12; tripartite: 3 and 9. For
this reason we have to write a 2422 compound based on J as 3 and not as
3- The same is true for 3and §, 3 and &.
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——  EXERCISE 34 —

Sing, beating time:

(a) The patterns for §, 3, & are:

&

Moderato

Yroersrerir g e
AN Sl gl d il ddl gy
gt e o grrper e

(b) § can also be treated as a 2 with subdivisions:

R

Jarglangiiigiiilimay
et e e Uy
e Tesriper 2o
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(c) 3,3, 3 are treated either as a regular three-beat group (see p. 94), or
with subdivisions:

and

Lento

i I g i |
g7 ¥ derr lgrsr vosi s
(EEETT TEELLSr LRl erST )

(d) §, S, § are treated in fast tempo as a two-beat group (see p. 94),
or in slow tempo thus:

[
&',\v

Andantino

ir" e el s o
N4 A S SN SN g
N NS A [ N A
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Presto

©fecerf lLLrr pirceer
leerr e 0r el 7
eerf (srreir s It

(f) 3 and } are treated in fast tempo as a three-beat group (see p. 94),
or in slow tempo thus:

Allegro

drrrrTrrrarere s
I Aok I o A O A o | R o O
Frrr PPt ol
LLSrELsle s o goerr Lot S|
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(h) 12 are treated in fast tempo as 4 (see p. 102), or in slow tempo thus:

ﬂ

Moderato

¥oLrypr ¥ oLerlpr oy LE0F

%wgv‘f‘g D7:___gi'~73.gg|
I B A R A A S SR

NotaTioN: (1) Undotted rests are always understood as bipartite metric
structures, with the metric accent on the beginning. Hence:
(a) an undotted rest must not occur in a ‘‘syncopated” position.

4 4. 1
not: =

6

but: B PEI==—

[

(b) an undotted rest may represent the first two thirds of the tripartite
subdivisions of any compound metric pattern:

i - 4= Jler by Dy D
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(although the following

gy ANy drv iy Hllee

is also correct) but it is unusual to use it for the same purpose in simple
tripartite constructions:

g - JBY NI S
IR RN EEU

For filling out the last two thirds of any tripartite pattern (simple or
compound), an undotted rest is not acceptable, since the inherent
bipartite metric structure of the rest with its metric accent felt on the
first half puts a contrasting and disturbing force against the metric
accent of the tripartite group, represented by the preceding note:

not:g J - .l - Hg,M Dg bx ”
but:§ JX X J X XNRNr s Hro pry

Vs —— ™

0
=4 But; 7\%
o

(2) The half-measure rest in - hence:

according to the

i~ - il

AR 4 r
[
preceding rule (la).
n

Similarly inz:w B

o T

e ,-}—f_H

—

B. Action in Space
The octave below C is called the Contra Octave.

NotAaTION: (1) The tones of the Contra octave are written:

The octave sign for the lower octave is sometimes written &'¢ hassa
The octave sign for the higher octave ( §rd------- ) is not used in *)
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(3) Below ,C the piano has three more keys in the Sub-contra Octave:
,,B,,,B flat (or ,,A sharp), ,,A,; sometimes marked B, B flat (or ;A sharp),

’A . E}.
.4

S o ue) =
g )
wt ,Bb,A% Al

—— EXERCISE 35 —

Play on the piano, naming tones and octaves:

o be 2
£ = = =
a— — — o —— pm— ——
T = = = hid =
pe P to #8 '
bo
o —
Y
7 :
o - wed p— © - verd — —— o
bo 45 § s o s ¢ © e g

—— DICTATION 31

The space between the dominant and the leading tone of a major
scale is called a Major Third.

N.B. All intervals from now on are counted upwards except in
cases where the other direction is specifically mentioned.

Question: On what other degrees of the major scale can you find major
thirds?

The interval between the second degree and the subdominant in a
major scale is called a Minor Third.
Question: On what other degrees of the major scale can you find minor
thirds?

— EXERCISE 36 ——

I. Play the following tones and sing tones a major third above them.
Performance as described in Exercise 30. For men’s voices, play and
sing one octave lower.
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® — > o —&-
)
= .
e —
2. Play; sing the tones a minor third above:
% =
2y Inn_ : et & )
hed 8 ] baill
¢ o——F fe —©-
A
[ A )
e o — o Tt =

3. Play; sing the tones a major third helow:

- bo -’.e — -

yA

E—
PR, . \ W

4. Play: sing the tones a minor third below. Women's voices one octave
higher (cf. Ex. 30).

¢

Py ) bo

$

¢

e :
Ple—— x s

>

5. Play: sing the tones a major third above the upper tones:

b

&%

b

dl
al
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6. Play; sing the tones a minor third above the upper tones:

bes

. LY s S
= = M—Fg fo———x J
7. Play; sing the tones a major third below the lowest tones:

S===x—c =

8. Play; sing the tones a minor third below the lowest tones. For women’s
voices: sing and play one octave higher—but don’t double the chords
in the lower octave.

8 %—bq,:#%_—hmk—:ﬁg% ]

Following the rules given on page 84 you can invert both thirds.
Invert the major third; the result is the Minor Sixth.
Question: On what degrees of a major scale can you find minor sixths?

Invert the minor third; the result is the Major Sixth.
Question: On what degrees of a major scale can you find major sixths?

The fact that the inversion of the major third is the minor sixth and
that of the minor third is the major sixth leads us to the general statement
that the inversions of all major intervals are minor, and vice versa.
Perfect intervals, however, remain perfect in their inversions (perfect
fifth—perfect fourth).

—— EXERCISE 37 ——

1. Play the following tones; sing tones a minor sixth above. Performance
as described before. Treatment of men’s and women’s voices as in the
preceding exercise.

2. Play; sing tones a major sixth above:
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3. Play; sing tones a minor sixth below:

o hen b h -4 o he

33 e e

pt

4. Play; sing tones a major sixth below:
-
i — e—r ——
T

5. Play; sing tones a minor sixth above the upper tones:

—
> S ﬁ__fﬂ
—_— = " - a
T

s o ’o Bg b ”35 be

.\

6. Play; sing tones a major sixth above the upper tones:

: T ——
EE === o
o e 5%33"50

7. Play; sing tones a major sixth below the lowest tones:

Hiie—]

—— DICTATION 32

C. Coordinated Action
——— EXERCISE 38 ——

1. Play on the piano; count aloud:
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Moderato
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Allegro
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2. Sing, beating time. While singing, add sharps or flats to certain tones,
in order to realize the tonality marked at the beginning of each piece.

(a) Beat in j, beginning with the first beat, then beginning with the
fourth, and finally with the seventh.
After this: beat in 2, following the same procedure (first beat;
fourth; seventh; tenth).

Andantino in A major

H z ™~ '

S==ss===c=——c=
N— —

P e — e B .

=== e t—

i . - ! 1L‘ [T! []
. S .'.i # ! SN—
(b) Beat in 3 (three ways), then in § (four ways).

If a piece starts with a rest of short value, no special preparatory

beat need be given: the beat on the rest itself serves as preparatory

beat. In beating the following piece you have to start thus:

1
I T "2, N

AL L L onsteadof: F|2 PP LF
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Allegro in Db major
Al

e f !
syt 1 T T - ! f
¥ /L 1y ]
TQ 2 - t y ) . E— lr
.' t L' | — Py 4 } 0
o — — & s v
A
—f—t+— : f —
b7 B : : ]
i v T

(c) Beat in ob . taking a different eighth as starting point each time
(six ways).

Lento in 14 major

A Ty L h [\?——\ f\
%‘—ﬂ:?:; = i i — £ a——
7 v =
v | SO—— J r | —] E—

e’
¢ ')
e ey

(d) Beat in J firstin § (two ways). then in j (three ways).

Presto in Bh major

j{@ 5r EL : ré + +
1 bear

ﬁ .
& ! 5 { — !

i > : —
Y n y  —
A ~
i ! T 1 ) .
Aats ' f N ! T[ =
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3. (a) Play a chord on the piano. Sing ¢’, hold it for a moment, then sing
the C-major scale up and down. Thus:

Poco Adagio

Sing:

Play:

? d
o
d;c ‘D)
LR
i

- Qe
?.)

(b) Play and sing the same examples
one half-tone lower;
one half-tone higher.

This procedure (shifting of a complete tonality to another tone-level)
is called Transposition.

(c) Invent similar exercises.
—— DICTATION 33
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CHAPTER IX

A. Action in Time

The construction of compound measures was based on multiplication—
doubling and tripling of certain metric units. But looking back from the
established compound measures we can also regard these compound re-
sults ds units and the shorter values as their partials. Thus we can state
that division into two or three parts is the reverse of this multiplication,
and hence can also be used in establishing metric devices.

In fact, we have used it already for this purpose, as a glimpse at page 77
will show. But there we used only the division by 2 or its multiples 4, 8,
16, etc., and stated that our notation provides no equally simple and
accurate means for expressing other divisions.

Division by 3, however, is easily possible if we take a dotted note as the
divisible unit. Then: . (3) = one beat, and .h(};) = one-third of a
beat. But if we wish to divide this (3 in turn by 3 (producing one-
ninth of a beat), how can we notate this further division (= 2)?

Division of a dotted note by 2, although possible by the continued use

of smaller dotted values ( J H =J. J 2 x 3], = J J J J
4 x3d, =FTd.. .ﬁ_[S X $]) is cumbersome to read, and

hence, except for its first step, it is rarely used. And apart from this diffi-
culty, it is almost impossible in the adaption of notation to practical
music to use units of different graphic forms but identical duration in one
and the same part of a piece: the use of § and J together as equiva-
lent representatives of a single value is not possible without causing the
greatest confusion, even in writing a simple § measure.

NoTATION: In order to avoid this confusion and still find in our uniformly
bipartite notation a means of expressing the metric values of thirds, ninths,
etc., and even of such complicated fractions as fifths, sevenths, elevenths,
etc., we use the following device:

We symbolize these values (or multiples of them) by the next longer values
for which we have notes: | (3) for }, J M for i, L orl .h () for J,
{0s+ -« . 15, and so on, and show by a numeral how the metric unit is being
divided, and by a bracket which notes or rests go to make up the metric unit.
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The bracket can be omitted when the higher metric unit is already indicated
by a beam.
Thus the following patterns are made possible:

——,

P B Frrrer 4
FrEr Rl frrrrrr Bl

-]
i
o _—“]

—o
i
B
-
—
£
“»
I
—
e
=%
)
)
g
oo
Nk
“w

oL ) pger )

’ 5 NP
crecr bl peLorer (Bl

and similarly for Jﬁ and ﬁ

Note that here too the distinction between bipartite and tripartite division

(as mentioned on page 101) is valid: —3— is tripartite, while —6— is

bipartite and consequently can also be written as a double ~—3— | thus:

- JTTT00 o S

The tripartite relationship J ,h is written thus:  J ) J ) f]
. . 3 ,
Consequently: J N, =J ,E ﬁ but frequently we find this latter group-

-
\————3———.&
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ing (and the corresponding relations .b ﬁ ﬁ ﬁ) written rather incon-
sistently. The following figure:

3 3 3
iJ]Jﬁ?ﬁﬁ(ongjm ) is frequently
written: Jj],ﬁﬁ

In slow tempo the distinction between the two different subordinate accents
spoils the intended effect, but in a fairly fast tempo these minor accents
cannot be felt; hence the quasi-justification of such careless forms.

In meters where a dotred note fills one whole measure, subdivisions are
written as follows:

—2—

b ocprerr [aloerr (8
E_Ehmc_r -2l crrrr [s:a]s

ceeeer ) gozezer (-4

‘ ’ 2 ~
coooooor ™ oereees oal

Correspondingly in3and 3.

T

VP R T (e e
r. r r [3"!&""8]’ I:. r.‘ r. ?. [..&],

— G\ 2 2~ 2.
528 ]

rrrrr rrrrrr or, not recommended,
e feaeals rererer (eah

FEPrerrr bals cereereer 0],
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p opp (exteeaa)ip gpparry

!’*g“"“‘l r r r ror r r rr or, not recommended

u. U [,lx-g‘;'-isx!;J’ f r r r r‘ [5,“00] R

cereer (&) frreeee (ea)s EEEPECeS

Note: Frequently one finds the division by 4 written thus:

r—2 2= —2= 2~

g r C_E_Uoru Ulnsteadof rrrror rrrr

~ The latter notation is always preferable, since it follows the general

rule that for fractions other than plain }, 1, 1, etc., the next longer

note-value ought to be used (see p. 115).
Correspondingly in 3 and §.

(I—"_:j'_"_\)

A AE Ui 1 & S

3 x 52:3 x g, very rarely used, and possible only in very fast tempo ,
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el e e bl

rrrerre orgpresar il

4
4

rrrrrr sl frrrfrrr e
rhrrrrrrr or, not recommended, UUUU

semes-dls Frrprrrrr sl

crrrerrrrr bowbrrerrrrrers nes)s
rereereereer (8l

| —— EXERCISE 39 ——

—

Construct the divisions of o- (3, 9), f ) r"(ﬁ;), o r ®,
without looking at the preceding paragraph.

The names of these newly established values are: duplets ( —2— ),
triplets ( —3— ), quadruplets, and so forth up to decuplets ( —#— )
and even smaller subdivisions. But some of these terms are so awkward
(linguistically) that they are hardly ever used, and various makeshifts
are resorted to in order to avoid them.

NoraTion: (1) It is obvious that there is no essential difference between

TRITITT we ¢ TITITIT

\———3 JRe— \__3__/ \__..?_l \__3___4

oy Jd0Idd b pdddddld
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L.

and there are many other cases where the mutual dependence of time-signat-
ure and note-values cause ambiguity in writing. Merely questions of practica-
bility (additional work in writing the symbols for ¢riplets, etc.) and some-
times minute distinctions in the determination of tempo (§ is generally felt as
a slower tempo than }—without any obvious reason!) influence a composer
in his choice.

(2) Continuous tripartite (and smaller) subdivisions of triplets show clearly
the weakness of these makeshift constructions:

g
N /,\ /!\1
B O O F

— 3 1 T 1 3 7

—3— —3— —3— —3— r—3-—: ~3 - 34— —3— —3—4

o o o o o o g

Here the value of }, has to be written by the value that originally represented
1! Although such a case may rarely occur, and normally twenty-sevenths not
in connection with a preceding twofold triple division have to be written as
sixteenths (these being the next larger value), this monstrosity is nevertheless
theoretically justified.

—— EXERCISE 40 ——
Sing, beating time:
Allegretto .
®prr CEFrOIf fLsCErTS
—3—— —3— —3— —3—

PoLLrLerCSILSLLrSr ot

Andante
— 3 ——

Of¢rr cLLLLfittrr fogf

4 1

terr gt rrr greres

[118]
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o fr It rfe s

Allegro [ conductJ )

OYLrrfr I P pIr SELEFIr F T

~—2—

cerrosiff e pIELLLELr

Lento

@4 r éﬂh—Eé—ﬁErE o f ‘IEE—E e r:
I —3— r—5——\r Ir .6 a ) o ) {

~3= 3

(AN SN T EEY S

2. Invent similar examples.

3. Sing; let another person tap the rhythms indicated in the second line;
a third person may beat time. (Perhaps you can beat time yourself.)

Allegro moderato
(a J . ’ J . J a|
AL AR N N

—2

—_—2

WV
A

[ nz__

JJI
4

J J
J L.f t.f

2

| d 57 J.I,J Sl 4
[,f r t,.r r o

Allegretto

Tﬁg%) j |Jr—33—‘3] 33!
o E.-.EE.! U -

\-—J-—-—-J
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! LJJ F:&E_L__C:.-gf e

! j jijjjjcdd j
ferf per't Eerr i ey

- T F rrp P |
'EE:I v gEC g ;C_=;=rr !

L__J_/ \...__3....“../

.

NotaTioN: In pieces like the preceding one the number for the triplet can
easily be omitted, since in this context a beam with a group of three notes
attached can only mean a triplet. In other divisions in which beams substitute

for brackets the numeral may be omitted similarly (mzm )X

~especially when repetitions make the numeral superfluous.

Andante (J in J = J in 52)

© L ITI) b Tl »]
crle wor o oo

e 08

JTad s J] J!J JJ 4. .51
trorer 1< didd

\__j)..._l
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In beating triplets that are not subdivisions of the beat-unit of a

\__

meter, but are the tripartite division of two beats combined ( J -‘ J in
L..._.._3---—J

9. certain difficulties arise when in slow tempo they are opposed to a

dad .

group of regular beats, e.g., “—3—  inj.

The conductor usually beats the regular rhythm indicated by the time-
signature, but the player or singer of the triplet has to arrange his group so
that the second of the regular beats falls in the middle of the second tone
of the triplet. This can easily be proved by bringing the fractions that
"express the two rhythmical patterns to a common denominator:

T I L 1-e 303
zr r 1.e.2=162 . m

By the same operation we can determine the proper distribution of other
opposed rhythmic groups in one meter:

NI E &iﬁﬁ@ﬁ‘?
‘or-ngr @ e

—3—




Allegro (J in 3 = d. in 142 )

ga' J JJ'J.UJ J. J\
)
¥rrrre o rrreore

(d

f_—\?_”—\

lu:u.r:.uu ]JJjJU. Jl
rorororeele ororrrr

—3-— —3—

luuu;. JIJ. .w..bJuJuJ‘
SR o S S

—— e D

iJ.MjJJgJ‘JnJ l!
A R R N G l |

Allegro ‘moderato ( J in :vf - o in g )

(e)
§r g |fr &r eLir o0
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4. Invent similar examples.

—— DICTATION 34

B. Action in Space

The interval between subdominant and domihant (a whole tone) is
called a Major Second.

—— EXERCISE 41 ——

I. Play the following tones and sing the tones a major second above them.
Performance as described in Exercise 30. For men’s voices sing and
play one octave lower.

o go_i’c T = bo fo—n )

L]
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2. Play; sing the tones a major second below .
£ " "

' o © to Yo

L g

3. Play; sing the tones a major second above the upper tones:

4. Play; sing the tones a major second below the lowest tones. For
women’s voices, sing and play one octave higher.

D Jl
Lt

D

13

9
i3
191919

bhogy =,

The half-tone step, as it appears between leading-tone and tonic, Is
called a Minor Second. ‘

—— EXERCISE 42 ——

. Play; sing (as before) the tones a minor second above the played tones:

Se—— fo #n_&n}mr£ e .

$—
2. Play; sing the tones a minor second below:
n
W == ———— == = =
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3. Play; sing the tones a minor second above the upper tones:

4. Play; sing the tones a minor second below the lowest tones:

A
" 2 .o &
I8t —e s ¥ —

The inversions of seconds are sevenths, and, in accordance with the
statement on page 109 the inversion of the major second is the Minor
Seventh, and that of the minor second the Major Seventh.

The minor seventh is to be found in the major scale between dominant

and subdominant (upwards), while the major seventh is the interval

between tonic and leading tone (upwards).

Question: Where else in the major scale can you find minor and major
sevenths?

—— EXERCISE 43 —

. Play and sing as before. Sing the tones a minor seventh above the
played tones.

I\
I’ 4 b
"zL“ ) )"y lbc :lg [ © ) '!
\‘I)I e bo vo_ﬁo [+ ) o ©
2. Play; sing the tones a major seventh above:
#2‘ Fu Y
A\: -
7[ |
3. Play; sing the tones a minor seventh below:
{ - o gn Lo A
S — © Bix e — o e Y o— |
- © !
'(.
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4. Play; sing the tones a major seventh below:

o fo
©- T

¢

R e

n [ ]
ben
Ll

6. Play; sing the tones a major seventh above the upyper tones:

{
7
y s
Y

-

dée
oac:

7. Play; sing the tones a minor seventh below the lowest tones:

o = ﬂ&ﬁg he
== <

= e R Oy len
g e ﬂv [ %) 1 <

4=

8. Play; sing the tones a major seventh below the lowest tones:

AD
— A
i <
J Fan )

o -
O e e
by B N ]

[ % ]

g b

ﬂﬂ
[TALK )
H )
31

[ % ]

— DICTATION 35
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C. Coordinated Action

—— EXERCISE 4 —

1. Play on the piano. One of your fellow students (or the teacher) may

clap the rhythms below the lines; another may conduct the beats, if
you cannot do so yourself.

T Andante /_\\{ m\ _
(a) (oo : . T - 'T‘ ‘ll.i ] N
) ~—————
— &~ ] .
Fefr r CEeLrf ! .
oy T T s T~
| E = T ’ —7
P T L-__—a T

G = 5 I T
) | ———
A o A A Ter s
\ — 4 — —2—
—
e , e
B) S ————— ! ] —

SRR A4 0 S A A S A A

Transpose the above piece one tone lower, playing it in G major (with-
out writing it out!).
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Vivace - — 3\ U
1 L —r#— ' 14 _F_ 'L, -IF‘-—
(b) =F — — ; F T
AU A O A
T —_
e 2 — 2
—3— boe —3=—

S —— T 3 —=
S ——o ===
rerffRe rorr reer -

Play this piece one tone higher.
o dmd - D2
Andantino (#din § = & in 1§ )
. /—;—_Ar‘\?*ﬁ T
L] | —' ~ .

& = : : Z—o 1 5 =
(©)7¥ H@é’y L —
wrerrere ey rec et e

Play this piece in E major and in G major.
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Allegro vivace

(d)

£

CLrf

#_—qu : ? [ Iz l'. N '—F o I =
Oy —— —— ! —
S ———— ] ~——

»
reer 7 T f (eerer
%xbb’__‘#ﬁw/—\;\i = =3
==t } \‘[J_ =
Y

r

1

frrrrrfe foerpeer d

2\ Lot —F— /—\ N
R

g ¢

(rrr

ﬁr'

[rr

T

+ —— i — K
e s —
) ~— ; L_-L—-_-L'_ :__4____|
cereceer 7 f (fPfPELLLErs
J_— 7_/-f 7 \ s | ﬁ—
h ‘ i T —rf__ HJ‘—P } [ | :q
3 e e—— . - !

Play the above piece in G-flat major and B-flat major.

rrrcecrer

Try other transpositions of the precedmg pieces, as well as of pieces

In earlier exercises.

T}I(')TATION: (1) The tempo is not always constant throughout a piece. Terms
for intensifying or reducing a pre-established tempo are:
accelerando (accel.)—schneller werden, beschleunigen—accélérer = accelerate;

stringendo (string.)—dringend—en pressant =

mtense

[
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pin mosso—bewegter—plus animé = faster;
ritardando (rit., ritard.)—langsamer werden—ralentissant = retard;
rallentando (rall.)—zuriickhalten—ralentir, ralentissant = slacken, retard;
allargando—verbreitern—élargissant = broaden;
meno mosso—weniger bewegt—moins vite = less fast;
ritenuto (riten.)—:zuriickgehalten—retenu = held back.

The gradation of a change over a passage of some length is marked:
pocto a poco (—allmdhlich—peu. a peu), with the appropriate adjective.

(2) The following terms mean a simultaneous reduction of tempo and loud-
ness:
calando—nachlassen—en diminuant = decrease;
smorzando—verléschen—en s’effacant = dying away;
morendo—ersterben—en mourant = dying down.

(3) The restoration of the main tempo is marked by:

a tempo, or:. tempo primo.
—— EXERCISE 45 ——

1. Sing and beat time. Have another person clap the rhythms marked
below the melody. Beat time for each example, beginning at first with
the first beat; then go through all forms of upbeat starts.

(a) Conduct in ] (beat J ), § (beat J ), 3 (beat J ), and }
(beat J ). Watch the syncopations!

Allegretto
) 1
g; X e o —
v n r—

Tl 0 el kbl

Transpose the above piece to D-flat major and F major.
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Sometimes tones appear that do not belong to the key as expressed by
the key-signature (see the d”’-flat in the preceding example). As long as
such new tones are not caused by chromatic alteration of the main tonal
pillars (tonic, dominant, subdominant), and they do not distract the
attention from more important tonal facts, no disturbance of tonality will
result. Accumulation of these tones, however, especially at important
places, is used as an artistic means to bring a tonality out of balance or
replace it by another one (Modulation). Such devices are not used in
these elementary exercises. (Cf. Exercise 27, c.)

(b) Beat time in 2 () and 3 ( ):

Andante
6 S 6 -

r 6 6
2 —3— & § —3 .
A\IYA #t ;L\ ¢ {
d ‘/ v N—" g
\____/
~ —3— e 3 —

Transpose to A major and C-sharp major.
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©) geaj time in 2 (Jd ) 2(d )2 (d)hi(d)s(d.)
g (d.):

Allegro assai
|

- L n L
'Y [N | . N
- N o I2§ 2
/
< * |
ﬁ 4 I\ L 1.
—t AN " —
! ¥ 4
) I I\ L )
1V]"_\ — InY L } _1.{* ' e N 4 -
SR
A L —- e ¥

Transpose to C-flat major and E-flat major.

(d) Beat timein & 2 2, ( d.):

Andantino

——d— [pamn— . >
&:ﬁ‘:&;—_—g i e —
$ T L
= i - | —

r 5 -
|- i 'I T if. = 1]
T R
rall. poco a poco
L4 7 A r— 8 *

i
pu
(N ]
™
r
{
Y
TN
=78

Transpose to D major and F-sharp major
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2. Play chords on the piano, and sing the broken scale-lines.
Easier for men’s voices: sing one octave lower, play two octaves higher:

A ] ,/r \
¥ g. f fr— : - 1 v ; t
B R— o = . { S s rl
(a) —
ML:’A\E ! b
T ] el - 1[’] L ®
I. + Hl l\ - . :lel *
el [t v . h, s
N . P
i i
— m 2.
—
/0 [—— ~
1* 4 Z ! L { ¢ - ({“[ ! F{{ ‘I : \.‘lr
\'X)J  —— st ‘LL._ . ; og_,
b & hJ- si: b g’:
Y o },f*". e
. v ] ] )~ A0
1 * |
! repeat more than once.
/N —3— 33— —3—
3. n ) 1 i kY
= — o
| * l — — ‘!
ﬁ ;‘- . :V ol Py =
k » I o L o —mm——
14 ~y - e —
I . o
1 33— e rl_‘?_—' —3—= 3
" — t I f lr"' T } —T T
|? i F 1 il ' Tl 1 i r ; i
S T i 4 : i
- U HJ‘ LJ QALJ
: —— 11 ot — o ¥~ 4 —
e e e —— b :
/!) . r__—-3——-—1 (. 3 1 “ f—"3—'ﬂ ”2
o 1 " { -t T +
T = { S
DI L SN— * i
m \" el - L) L
E— 2z i g
A S ——— d TP
i i ]
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—— DICTATION 36
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CHAPTER X

A. Action in Time

In the division of metrical units by 5, 7, etc., (quintuplets, septuplets,
etc., of the preceding chapter) we already encountered certain deviations
from the normal bipartite and tripartite metrical schemes.

But since division, as we know (see p. 115), can be replaced by multipli-
cation, compound measures based on fractions with the numerators
5, 7, etc., are also possible.

This leads us to the construction of J, 3, 3, 3, 1% & 4 5 Theoreti-
cally, forms like Y}, ¥, etc., are also possibie, but they are not practicable,
since through sub-groupings these meters can be written in shorter and
more legible forms (4} as § | 3; ¥ as § | § | % etc).
The accents in the 5- and 7-compounds are:

> - > -
T 1T 1l o 1 [T 12
> >
|

L)L 8+a) or 111IT1] (a3

In slow tempo, the accents in a 7-compound may even be felt as:
> - - > o -
FEETIT or TITITH
and even: O
ARREEN
NoTATION: In measures withab oroh as the metric unit the distribution

of accents can easily be shown by the position of the beams

( E ﬁ) while use of the units J and J often leaves the
(reer

performer without a hint as to where the accents are, If necessary, an auxiliary
bar-line before the subordinate accent will contribute to the clarity of such

U AFrrrifeeFrriterr
fricereire!
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Sometimes other irregular metric groupings occur, the notes of which
add up to a regular compound with one of the higher numerators 8, 9, or
12 in its time-signature, but with the accents placed as in ] or ]. Here
auxiliary bar-lines are indispensable:

Fritreirrr Becericerer!le

NortATION: The relatronshrp that exists between $ and 2, 2 and 3, etc., we find
again between ¥’ and ;, and consequently in all other compounds where

J.
iy E.J'

J—\ —g— r—-j—ﬂ ~3 3

used. Thus: 15 ;memws 3 LU;ULULUE.U

tirerbrerer - S ETrrETITLT

In beating time for all the aforementioned compound measures one
generally divides them up into groups of 2, 3, or 4 beats, according to the
position of their accents. Since in this case each accent, even a subordinate
one, is indicated by a down-stroke, a certain ambiguity arises for singers
and players following a conductor, in respect to the first beat of the
measure. This can be avoided by conducting ; (G, % 3 and } (, s 2

3

thus: —v)\
Xt - “\'\l'

In very fast tempo they can be beaten as defective two-beat measures :

13wl

o \f\ﬁ

Sometimes even conducting them as defective three-beat (3) or four-
beat- (4) measures may facilitate their performance

metric equations similar to 4 = 1 (written: } =

1

A
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—— EXERCISE 46 ——
1. Sing, beating time:

Allegretto

@l reeerr T s r !
A4 RN I NS Bl{ A ddddiiiddd
Lrrorerereeeoeeeerisr g seer |

DRegrr rroceric St ert
Lrr o cerc rlp cert cerr
OfFe x o rlfoCrrsrotor el
sr 6 ~rrirsrerr trepl
rerr reesrritre el drre

Allegro moderato

X g idddddidd e Aigd¢ gt dddd

[138]



IddignddddEagidddddiddana
s sLritLerr I opinrr i

Larghetto

Ofr pr LIF T wroserer |
A4 dRddg i iddigN B id-ddldddd

—2—

it cdddddid adddidddid

Allegro assai

AR FAnF i S S S 2 A
L pler ot IS

2. Invent similar examples.

3. Sing, following instruction 3 on page 119:

Andante

e 3 ey

wpddd AT JII 0 o
RETF T i e e
Ty Jlin R T
T f T ETIRTETTE R T
AT Anill Rl
S R T A I N A A



T, I
gt

3 rLrLr o ggererocr S
T30 19 MR, 30 15 A3 T
e e odperl e veos

;=

LRy TR TR
]E i L r 7L JIEﬁL.I ﬂ

Beat time first for the upper part, then for the lower:

20,

Lar .
() 2; J i] id c ¢ o o ol o o o l
ir Lt =
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4. Invent similar examples.
—— DICTATION 37

B. Action-in Space

NotaTIoN: For certain instruments whose range occupies the middle region
of our tone-system, clefs are used which render unnecessary the frequent

writing of ledger lines that the use of é or ¥ would necessitate.

One of these is the Alto Clef, used for the low and middle region of the
Viola. Originally conceived for ‘the contralto voice (whose approximate
range, as used in choral writing, it covers almost without ledger lines), it
served also in notation for Alto Trombones and high Violas da gamba.

It is a ¢’-clef, marking the place of ¢’ on the middle line of the staff:

A -
¥ a1

— i
Eb::—“_ -
o

N

Not more than two or three upper ledger lines are commonly used with the

alto clef (for higher notes the é is used), and it is almost never used for

notes lower than c:

e

—— EXERCISE 47 ——

1. Name the following notes. Keep in mind the remark on page 83 about
reading clefs!

- e
= == =
be © o
- fo
= =~ be
E | oy Ie = = —
2. Play on the piano: o
— bo- = o

-



-
bo o4 —
b= —F——t—8 >—85
" ro A 5
bg to #g
=SS —————
= S
£
] o = __:Z
E=p———p =]
re& > < ¢ o

—— DICTATION 38

- The major scale contains two more intervals, which in construction
and character are rather different from all others. The one is the distance
from the subdominant up to the leading tone, the other its inversion.
The first is called Augmented Fourth, the second, Diminished Fifth.

in C major

T3 u
T T
it

o
g

In contradistinction to other intervals the original form and the inver-
sion are almost alike: both consist of six half-tone steps, although the aug-
mented fourth contains three whole tones of the scale in succession

(1+1+41, as in C major:
J—=g—=a—b)
1 1 1
—hence its name Tritone (“three tone”)—while the diminished fifth is
built on the scale steps 4+ 1-+1-+14

(in C major:
b—¢—=d—e=/)
P11 4
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NoTATION: These intervals are augmented and diminished in respect to the
perfect intervals from which they are derived. This can more easily be recog-
nized by looking at the subdominant and leading tone of scales other than C
major, as, for instance, A major:

i .
[« N
J
£

Here we see clearly that the tritone d’—g#’ is an extended form of the perfect
fourth d’—g’, while the diminished fifth g#—d’ can be traced back to the
perfect fifth g—d’.

This fact is caused merely by the imperfection of our notation, which has
more than one symbol for each tone (e} = f, f4 = gb). If notation were con-
structed along the same lines as the keyboard—i.e., with only one key (=
symbol) for each tone—no augmentation or diminution would exist.

On the piano the tritone and diminished fifth are the same (c—f# =
c—gp). But in a tuning based on the natural sizes of intervals (the
“tempered” intervals on the piano, except for the octave, are slightly
distorted; see the footnote on page 52) there is a difference. This can be
felt in singing choral music or in playing ensemble music without key-
board instruments: here it will often occur that in order to produce the
most satisfactory harmonic effect the function of a leading tone (its
urge toward its tonic) has to be emphasized. That means that this tone
will be played or sung somewhat sharper. Thus the tritone of which it is a
part will be widened by the same small amount of space (called Comma)
by which the complementary diminished fifth will be reduced.

Although the other intervals may also show slight variations of size,
such variations will always be understood as deviations from a natural,
normal size for each interval established in the physical fact of the over-
tone-series*. Tritone and diminished fifth have no such simple, normal,
natural prototype. Theoretically we can construct upon one single tone
an infinite number of tritones and diminished fifths, although the margin
between a very narrow diminished fifth and an extremely wide tritone
may not exceed } tone.

- Owing to this vagueness, it is difficult to sing a tritone or diminished
fifth to a given tone unless additional tones make clear its melodic or
harmonic meaning.

Both intervals lack the stability and independence of the perfect,
major, and minor intervals. They lean towards their more stable neigh-
bors, and have the tendency to “resolve” into one of them, either melod-

*In this book on elementary fechnical training we cannot occupy ourselves with the
intricacies of tone-measurement and acoustical reasoning. See the special literature on
this subject.
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ically or harmonically. Thus the preferred melodic or harmonic sequels
to a tritone or a diminished fifth are:

fifth fourth
S - = bo ber —1 be—ﬂ;)g.
o 1 Py £ - poiri e ] PoulirAX
— i hoJdiE » X -¥ T e e
LSS ¥ — L W————
fifth fourth

NotaTtioN: (1) In order to construct these two intervals on each of the basic
tones and their raised or lowered derivations, we have to rely on two more
accidentals:
v:(double sharp) and bbh (double flat),
which add another chromatic half-tone to the already raised or lowered basic
tone.
Thus we obtain the following tritones and diminished fifths:

- e

20y e 1
== = o
y b oA )

(2) The restoration of a basic tone after its doubly raised or lowered form is
done by a single natural:
& }' H_,[! not: ys——— ”5‘{' : ihll (as in older editions).

Q

The single chromatic alteration of a tone after a X or pb should be marked
by a # or b solely:

XE e e e e the

] not: 1 1

I
i ¥ T T 1 )

—— EXERCISE 48 ——

1. Play the following tones; sing the tones a tritone (or diminished fifth)
above the upper tones:

3 h“_—_o ¥
hkﬂfﬂ—__::{n:

fo °

2. Invent similar examples.

3. Play; sing the tones a tritone or diminished fifth below the lowest
tones:

19

18 4 b e 1B = e hs 9

et
Ly

4. Invent similar examples.
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NotATION: The use of * and bb permits the construction of some additional
major scales, such as G#, D#, Fp.

—— EXERCISE 49 ——

Write these three major scales in alto clef through two octaves.

NoTtAaTION: (1) These scales are but other forms (enharmonic transcriptions)
of simpler scales already known, namely those on Ab, Eb, and E. Without
urgent reason no one is likely to write a scale with six sharps and one double
sharp if he can obtain the same result with merely four flats. Sometimes,
however, the harmonic context of a piece compels us to use the more compli-
cated notation. Thus a temporary modulation in E major to the major key on
the third degree has to be written in G# major and not in Ap major, since the
intermixture of numerous flats and sharps, and even the rapid change from
one group of accidentals to the other is as far as possible to be avoided.

(2) In the major scales originally constructed (6 with sharps, 6 with flats, 1
without accidentals—see Chapters V and VI) we already relied on one enhar-
monic transcription: the scales on F# and Gb are identical in sound but
different in notation. One has the key-signature of 6 sharps, the other of 6
flats. This leads us to a rule:

The sharps and flats in the signatures of enharmonically equivalent scales

always add up to a total of 12 accidentals.

Thus: the key-signature of Ab major is 4 flats, and that of its enharmonic
equivalent G4 major would be 8 sharps—6 normal sharps and 1 double sharp.
But in practice, while keys containing more than 7 sharps or flats are occasion-
ally used (as a result of modulations in the course of pieces in simpler keys),
they are never indicated in signatures.

—— EXERCISE 50 ——
Write the major scales on Ch and C#, in alto clef.
Question: What are the key-signatures of these scales?

If we arrange all the major scales, starting with C, progressing accord-
ing to the number of their sharps in one direction and of their flats in the
other, we see that they follow each other at the distance of a fifth and a
fourth respectively.

The one series is called the circle of fifths, the other the circle of fourths.
In both there is a region where enharmonic transcription provides two
forms of several scales:
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On the piano both series are real circles: they return to their starting
point.

This is not true in natural (non-tempered) tuning. Here the circle is
replaced by a spiral, and the twelfth fifth reaches a point which (after
some octave transpositions) is slightly sharper than the starting point,
while the twelfth fourth produces a tone which is correspondingly too flat.
The mass of enharmonic complexity in notation gives us an approximate
idea of the extent to which this tonal overgrowth accumulates.

It would be quite impossible to keep order and consistency in musical
procedures if the singers and the players of untempered instruments did
not unconsciously find their way back to a simpler tonal context. This
highly complicated mental process, with its innumerable gradations of
shifts and tone-adaptions, can at least be schematically understood by
a glimpse at the preceding figure: whenever-one proceeds too far into the
flats or sharps one can always shift over to the next parallel track of the
spiral, so as to get back into regions of less complicated tonal relationship.

Enharmonic transcription makes possible the construction of dimin-

ished and augmented derivations of each perfect, major, or minor inter-
val.
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dim. *aug. *dim. aug.

ro——j#-‘ﬂ Jhﬁ% © :&_—a

Second Third
dim. *ayg. (tritone)  *dim. *aug.
1
E = — S #’E jﬁ—& be- #—9——]
— it — i
Fourth Fifth
dim *aug. *dim. aug.
= = e = =
Sixth Seventh

Those marked * occur rather frequently in certain harmonic constella-
tions; the others are rarely used.
The inversion of an augmented interval is always diminished, and

VICe versa: aug. 2nd dim. 3rd
—

[ ® ]

—\Fo
- Jo e
dim. 7th aug. 6th

Even the octave can appear in a diminished or augmented form,

b ho fo, bhe.

= =

diminished
fa xQ. ha b
s - ro——— ]
augmented

and, in analogy to the other intervals, the same ought to be true for its
inversion, the Prime (Unison). Here, however, we encounter several
obstacles. First: our musical feeling hesitates to acknowledge different
forms of something that owing to its definition (umnison) can have only
one. Moreover: the inversion of a diminished octave is an augmented
prime, so the inversion of an augmented octave would be a diminished
prime:

dim. 8 aug. 8
bﬂ\& #Q\
o _ha £
— Ho—fe-

Here again it is rather unconvincing to define (in contradiction of all
other interval definitions) the flattened form of the prime as augmented
and the sharpened one as diminished. The most practical correction of
this oddity is simply to name the chromatic half-step formed by a tone
and its chromatic alteration an augmented prime (c—c¥, c—cb, cp—ch,
cF—ch).

Like the tritone and the diminished fifth all other augmented and
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diminished intervals have the tendency to lean towards other, stronger
intervals. In a context devoid of accidentals or one in which sharps pre-
vail, flats (or bp) generally indicate a downward melodic tendency; the
converse is also true,

NortaTiOoN: All these intervals are, as far as sound is concerned, only written
variations of the simpler basic (perfect, major, and minor) intervals, at least
on the piano: the keyboard makes no distinction between an augmented
second and a minor third. That despite this simple fact we so often use the
more complicated forms of “spelling” instead of their undiminished and
unaugmented equivalents, is again due to the ambiguous character of our
notation. In notation we try as far as possible to express the melodic and
harmonic functions of tones and intervals.

For instance, the relationship tonic-dominant is written without exception
as a perfect fifth and not as a diminished sixth; and the interval from the
leading tone to the tonic will always be a minor second and not an augmented
prime. Half-tone steps leading into main functional tones (tonic, dominant,
subdominant, leading tone), must generally be written as diatonic half-tones
(provided the harmonic context demands no other orthography), and it is
obvious that with all these and similar regulations and restrictions the
notation of augmented and diminished intervals is inevitable.

—— EXERCISE 5§51 —

1. Name the following intervals:

eh—f¥, d—b%, b—ab’, gh—bbh, ch—ch, ch—dp, ch—c %, a—ch’, b—¢’,
a#_a’, d#_g9 e#_ex ,’ a——cb’,f#—e’, g#_d#” eb—b9 abb_db’°

2. Name the following tones:

(a) Augmented primes of f, b¥, ab, ex, gbb;
(b) the diminished second above b, d, gf a x;
(c) the augmented second above f¥, cp, dbb, b;
(d) the diminished third above 4%, ax, d, g;
(e) the augmented third above b, f, c#, abb;
(f) the diminished fourth above a, dx, b%, cb;
(g) the augmented fourth above ebp, b, fh, chb;
(h) the diminished fifth above gp, e%, dx, fb;
(i) the augmented fifth above e, abp, b, cb;

(j) the diminished sixth above /4, ex, g, bp;
(k) the augmented sixth above e, cp, gbb, a;

() the diminished seventh above d, ab, €%, f x;
(m) the augmented seventh above fb, g, bbb, e;
(n) the diminished octave above c¢x, bb, ef, a;
(o) the augmented octave above fb, d¥, gbb, b.
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3. What intervals are these?

o =
1 1 XXX
E Y uTn._ﬂlLl! = —
te bo .
— Axy Ty
&itn—’m # —
ba bbe
E — = =
PV =
v w e

3

*T ' |
bg By bbe
B ‘ =]

4. Play given tones or chords on the piano and sing tone-progressions
involving diminished and augmented intervals (one octave lower for
men’s voices).

(a) Sing the progression: aug. 2nd—maj. 3rd above the upper tone:
Model:

SR N b - .
BEeme P o> S is
= BQW

(b) Sing aug. 5Sth—maj. 6th above the upper tone:
Model: J

. g .
T YO
W xE 43 ny y
[\ ) haf 1 b4 i
8 BW &&ZBFW '

(¢) Sing dim. 7th—min. 6th above the upper tone:

Model. gbé J
E——————— A 3 |
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(d) Sing the following progressions above the upper tone: dim.
5th—dim. 4th—dim. 3rd, and end in unison with the upper tone
of the second chord:

Model: 2 4 ) ] P
B Jeq 8 ] — lJ“ 793 €
; -«

I
7o

= e —————
(e) Sing in the same manner: aug. Sth—maj. 6th-—aug. 6th, and
end with the higher octave of the upper tone in the second chord:

Model:E::g &J J__#J ;

a4 TEY o
Py 2L ]
+ Ay Py 1
( \ B
@——»—h—— 2 T ] . |
By ee—g = s PR
]
N

—— DICTATION 39
C. Coordinated Action

—— EXERCISE 52 ——

1. Play on the piano, adding the accidentals for the key marked at the
beginning of each piece. You may, if you want, add other obstacles,
of the kind provided in Exercise 44, paragraph 1.

Aflegro in Fp major &
s :E‘T\'

o }. I rl : | 1}' _1' F
(2) 12 I : o —
£ £ = =
— I[ ——
& e

?- 7" i —— — — - +

‘ i i — ] ! ! '
e B
=t £ =:

L 1HE
i
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Andantino in C § major
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Moderato in G $ major

2. Sing; beat time:
Allegro

@ =

a
E.,_Jﬂl'—pkrm:%:w :
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Allegro tﬂﬂ T S S e
Y- T - T 17 |
(c) o — e
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Allegro moderato
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DICTATION 40
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NoTtATION: (1) The degrees of loudness are indicated by
S = forte
p = piano

and their augmented and reduced forms:
I (fortissimo), fff

pp (pianissimo), ppp

mf (mezzo forte) = softer than forte

mp (mezzo piano) = louder than piano.

“pin” and “meno” are also used in combination with fand p.
The symbol fp represents a kind of dynamic accent (forte, and immedi-
ately piano); similar effects are indicated by:

sf, sfz, fz (sforzato or sforzando) = forcing, pressing, i.e., suddenly stressed.

(2) The gradual change from one degree of loudness to another is marked:

cresc. (crescendo), OT; ~——e=————""T""

dim. (diminuendo), or: decrescendo, or: ————==
the gradation being sometimes emphasized by an added “poco a poco.”
The symbols for loudness are the same in all languages.

(3) Besides the terms for tempo and degrees of loudness, composers use a
great number of other explanatory terms in order to give— as far as possible—
a more minute description of the mood and character to be expressed in per-
forming their music. In fact the entire arsenal of those adjectives and partici-
ples which are related to tempo, mood, and dynamics can be used. Therefore

‘it would be a bold enterprise to attempt to give in the realm of this book an
even superficial outline of the possibilities. The reader must rely on a special
dictionary of musical terms.

There are, however, certain standard terms, used everywhere, some of
which may follow here:

affettuoso—innig—affectueux = tender, expressive;
agitato—Ilebhaft bewegt—agité = agitated;
amabile—lieblich—aimable = amiable;

 con anima—munter—avec verve =.with spirit;
animato—belebt—animé = spirited;
appassionato—Ileidenschaftlich—passionné = impassioned;
arioso = singing;

con brio—schwungvoll—avec verve = with dash, with fire;
cantabile—gesangvoll—chantant = singing;
dolce—zart—doucement, doux = sweet;
dolente—klagend—triste = grieving;

con dolore—schmerzlich, kummervoll—douloureux = with grief;
con fuoco = feurig—ardent = with fire;
giocoso—scherzhaft—en badinant = playfully;
gioioso—freudig—joyeux = joyously;
grazioso—:zierlich—gracieux = gracefully;
leggiero—leicht—Iléger = lightly;
lusingando—schmeichelnd—caressant = caressingly;
maestoso—feierlich, wiirdig—majestueux = majestically;
marziale—kriegerisch = martially;
misterioso—geheimnisvoll—mystérieux = mysteriously;
con moto = bewegt—mouvementé = with movement;
perdendosi—verldschend—en s’effacant = disappearing;
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piacevole—gefdillig—plaisant = smoothly, agreeably;
risoluto—entschlossen—résolu = resolutely;
scherzando—scherzend = jokingly;
sostenuto—getragen—soutenu = sustained;
teneramente—zdrtlich—tendre = tenderly;
tenuto—gehalten—tenu = held.

Hand in hand with these terms go hundreds of others designating musical
forms and customs, others referring to historical developments, still others
giving instrumental and vocal, orchestral and choral directions—and so
forth. In the realm of our present work the mere mentioning of this fact must
suffice. Again a good dictionary and additional studies are recommended for
those who want to be regarded as well-educated musicians.
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CHAPTER XI

A. Action in Time

While music theory has discovered the basic principles of melody and
harmony, it has not yet been able to find satisfactory explanations for
those higher constructive functions of meter and rhythm that make up
what is generally known as “Musical Form”. We know empirically how
to build forms, and by analysing existing compositions we can arrive at
certain rules of thumb for form-construction. But the underlying laws
upon which such construction is based are still a secret to musicians, at
least as far as conscious understanding and formulation are concerned.
What is usually taught in schools as “form” is only the analytic process
of taking apart pre-constructed forms, and has nothing in common with
the creative process of building up such forms—a synthesis based on
laws more fundamental than the mere regulations derived from practical
experience, or from copying older works.

Hence it is not possible to provide within the framework of this book
exercises which would enable the student to reproduce and practise pat-
terns of form as he has reproduced and practised patterns of rhythm
(meter), harmony, and melody. But in order to give at least some informa-
tion about musical form, although only in rudiments and as a stimulus to
the student’s own thinking rather than as a ready-made explanation, a
short survey of some materials for a possible theory of form follows.

A musical form is a temporal entity, of which, as of any temporal
entity in other artistic activities (poem, drama, lecture, film, etc.), the
aesthetic effect as a whole cannot be comprehended until it reaches a
conclusion in a final tone or chord. Thus judgment of the aesthetic effect
or technical shape of a temporal form is necessarily retrospective. Nothing
can be added or subtracted in the course of the unfolding of such a form
(not even single tones) without destroying the form and replacing it by
a new one, '

In analysis, the entity can, of course, be split up into its smallest par-
ticles: we can trace the formal functions down to the minutest metric
units, two-beat or three-beat groups (see Chapter VIII), and to the basic
rhythmic grouping of a “motive’” (a term for which there is no exact
definition generally agreed upon by theorists). But any rhythmic or
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metric section longer than these smallest units has an effect upon us quite
different from the mere accumulation of the effects of smaller constituent
parts. Although the position and function of each constituent part is
determined by the higher requirements of the entity, and although this
entity cannot exist without the accumulated effects of its constituents,
yet as a completed temporal form it creates effects of a higher and inde-
pendent aesthetic order.

Thus we see that the casual relationship between the work of art and
its aesthetic effect has no connection with the laws of simple arithmetic.
The smallest metric and rhythmic units, previously mentioned, are
therefore only the ultimate subdivisions and ramifications of the power-
ful metric and rhythmic pulsations that organize the general temporal
outlines of a musical form and divide it into movements and sections,
peaks and valleys of intensity, and so on down to the very smallest sub-
ordinate units.

This higher metric-and-rhythmic (formal) power influences the two
other constructive elements, melody and harmony, and is in turn influ-
enced in its own course by them. Subordinate musical elements such as
dynamics, tone-color, phrasing, etc., may also influence the aural im-
pression of a musical form, but they cannot modify its construction, since
their power is merely decorative, not constructive,

The effects of formal construction embodied in rhythm, melody, and
harmony are compound, being achieved through various factors:

(a) Duration, which can be measured by a clock.

(b) Tempo (uniform or changing), which can be measured by a metro-
nome.

(c) Relative speed of unfolding (proportional inter-relationships of the
constituent parts), for which we do not know what means of measure-
ment to use.

(d) Closeness (degree of complexity) of texture, for which, also, we
possess no means of measurement.

The principles by which the compound effects are achieved when the
sounding material is cast into molds of temporal construction are three:
(a) Repetition (re-use of one constituent part of the formal entity, on the

same pitch level, or in transposition). '

(b) Variation (some of the elements of a constituent part are changed
while others remain unchanged. For instance, the melodic line may
be retained but with different harmonic and rhythmic treatment; or
the rhythmic shape of a motive—or melody, etc.—may be retained,
but with changed melodic outline and new harmonies).

Between the literal repetition of a given material and complete change
to new material there are infinite gradations, their complexity in-

[158]



creased by the inclusion of the aforementioned subordinate, deco-
rative elements. It is in the application of the principle of variation
that a composer’s power and intelligence in formal construction
manifests itself most obviously.

(¢c) Change (one constituent part gives place to an entirely different one).

In constructing a musical form— either by recreating a form used in the
past or by building up a new one on a strictly theoretical basis—the
emphasis at any given moment may be on any one of the aforementioned
factors, or on more than one of them. Not only do different musical forms
vary widely in their treatment of these factors, but even in one and the
same farm-category the means of expression vary with different periods,
individualities, technical and sociological conditions of performance, etc.
The same composer, even in two pieces belonging to the same form-cate-
gory, will never use the constructive factors in exactly the same way.
His is an infinite number of possibilities in calculating the dimensions
and choosing permutations and combinations for his building stones. In
this procedure, he is guided by the accumulated experience of previous
composers, and by considerations generally covered by such vague terms
as talent, inspiration, purpose, taste, etc. But obviously even the most
independent and most radically inspired talent, irrespective of taste and
purpose, must, in the construction of his musical forms, follow a pathway
the landmarks of which are immovably fixed by nature.

It is the task of a future theory of music to discover and formulate the
laws of form, which will introduce into the realms of the higher functions
of meter and rhythm the same order and thorough organization we
already enjoy in the fields of harmonic and melodic construction.

B. Action in Space

NoTtAaTiON: (1) Besides the alto clef another ¢’-clef is used for the middle
region of our tone system: the Tenor Clef.

e — <

Although it was formerly used in writing for the high male voice and its
instrumental equivalents, it is nowadays used only for the higher regions of
’Cello, Bassoon, and Trombone (sometimes even Double Bass). Ledger lines
are rarely written higher than

¢

-
’.___:___ y———
ﬁtp—— or lower than ﬁ_’——t:
o -

(2) In writing vocal music, a tendency towards using hybrid clefs for the
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tenor region is spreading nowadays. They are %and similar

forms, invariably transposing the notes of the treble clef one octave lower.
An excuse for the introduction of these rather amateurish inventions may be
found in the modern neglect of proficiency in clef-reading and transposing,
in which neglect singers usually even surpass other categories of musicians.
For a musician of some culture it is always contemptible to rely on such stop-
gaps, not because it is praiseworthy to overcome difficult obstacles when
there is an easier way to approach a goal, and not out of mere traditional
prejudices, but because it is absurd musical provincialism not to understand
the complete range of musical tones as a whole (out of which we may cut any
section and place it in any conceivable way upon the staff lines), instead of
having to rely, for lack of experience in the craft of the musician, on one or
two standard clefs in order to write and read any given tone.

(3) The now obsolete ¢’-clefs on the first and second staff-lines (soprano
and mezzo-soprano clef respectively) are for advanced students of the same
importance as alto and tenor clefs, since most of the pre-Classic music uses
them. Perfect ability to read them fluently (singly and in combinations) is
essential! The same is true (though in a lesser degree) for other f~ and g’'-clefs,
such as:

===
J

—— EXERCISE 53 —

1. Name the following notes:

R e bo s
Ab-e <«
bbe
o e =
o S = ]
S— - Yo -
2. Play on the piano:
te ho
be — — . =
% A — o no— Fa re : —
— PO r "
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Intervals exceeding the octave use as names the ordinal numbers
ninth, tenth, etc., although they are in fact but repetitions of the inter-
vals within the octave. Thus: ninth = second, tenth = third, eleventh =
fourth, twelfth = fifth.

[ @ ] o

0
.

|

Still larger intervals are named as combinations of the octave and the
interval exceeding it, such as octave and sixth, octave and seventh, up to
and exceeding the double octave.

In certain very complex harmonic progressions now and then doubly
diminished or doubly augmented intervals may occur. It is needless to
prove again that they are caused merely by the ambiguity of notation,
and that in sound they are identical with simpler intervals or deviate
only slightly from them (see page 144 ff).

—— EXERCISE 54 —

I. Name the following intervals:

i }
ey
<
(2 A :
1
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2. Write a number of doubly augmented and doubly diminished inter-
vals on different notes.

—— DICTATION 42

The freedom in handling intervals gained in the last chapters now per-
mits us the construction of the Minor Scale, in music theory the second
handy array of diatonic material used in composition since about 1600.

In the minor scale certain features are the same as in the major; in
others it differs from its simpler prototype.

Both have in common: the tonic, the second degree (sometimes called
the Supertonic), the subdominant, and the dominant.

Entirely different is the third degree. In minor it is the minor third of
the tonic, a half-tone above the second degree (e-flat in ¢ minor).

NortATION: In theoretical work all names of minor keys are written with
small letters, in contrast to the capitals used to designate major (see page 54).

The sixth and seventh degrees in minor are variable: sometimes they
correspond with those in major (major 6th, major 7th), in other cases
minor 6th and minor 7th are used, or minor 6th and major 7th.

The total supply of tones contained in the major and various forms of
minor scales on c is, accordingly, as follows:

Major: ! I | I| b bl o
o jo o x —

minor:
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The variability of the sixth and seventh degrees permits the following
combinations for the upper part of the minor scale:

1. 2

C
0
g
0
C
E

Number 1 is used in the melodic minor scale, but only upwards; down-
wards, number 4 replaces it. Thus:

in C

Number 2 upwards and downwards is the harmonic minor scale. Note
the characteristic step of this scale: the augmented 2nd between the sixth
and seventh degrees:

T ————— Y S & BT
O r+<xy

L L1
o283 el #4 ® ] ©-
[ & e (o]

Number 3 is an obsolete form, identical with the Church Mode:
Dorian*.

Number 4 is the so-called narural minor scale.

Numbers 3 and 4 are regarded as less important, because they lack
one of the main functional tones (leading tong), which occurs in the har-
monic form in both directions, and in the melodic form at least upwards.

*The church modes are scales based primarily on melodic considerations; they pre-
ceded, and for the most part were replaced by, our major and minor scales, which are
better adapted to harmonic purposes. There is an older form, which represents the entire
tone material of the vocal, unaccompanied ritual music of the Roman Catholic church
(Gregorian chant), in use since early in the Christian era and up until to-day.

It consisted of seven tones, corresponding generally with our seven scale tones c d e
f g a b, which could however, be placed on any pitch within the range of the human
voice. Any tone-could be “c,” provided the other tones were arranged, as regards the
position of the half-tone steps, according to the original model (an unconscious *“‘trans-
position,” as we should say). Their names were the six syllables Ut Re Mi Fa Sol La,
used singly or in combinations (¢ = fa ut, @ = la mire, ¢’ = sol fa ut); later (16th cen-
tury) a seventh syllable—Si, corresponding with our b—was added.

These tones were the building material for eight seven-tone scales (modes), which
were grouped into pairs by common firals (ending tones = tonics). Thus Modes I and
Il were built on what we, by intentional anachronism, call “d” (solre, re),

Il and IV on “e”,
Vand VIon*“f”,
VII and VIII on “g”.
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Number 4, however, determines the key-signature of the minor tonal-
ity, which is the same as that of the major scale one minor 3rd higher,
called the relative major. This means that the raised leading tone in
minor is never shown in the key-signature, but always has to be marked
wherever it appears on the staff line. The same is true for the raised sixth
degree (as in scale No. 1). Thus: f# minor has the same key-signature as
A major, but its e (and d%4) are not marked at the beginning of the staff
line.

—— EXERCISE 55 —

Name the relative minor or major scales of:
A, Db, g, E, b, B, ab, C&, c% Gb, df, Bp, a,
D’ d’ FS f#’ C’ Eb’ eb, F#’ gﬂ’ bb, e’ G’ C’_f:

How many sharps or flats do their key-signatures have?

The aforementioned distance of a minor scale from a major scale with
the same number of accidentals gives us a clue to the construction of the
circles of fifths and fourths respectively for minor scales.

—— EXERCISE 56 ——

Name (a) the circle of fifths starting with @ minor and going up to seven
sharps;

(b) the circle of fourths starting with ¢ minor, going up to eight flats.

The ambitus (approximate ranges) of the two scales having the same finals were differ-
ent, however:
I (or Dorian) starts on d,
[1 (or Hypodorian) starts on a,
I11 (or Phrygian) starts on e,
IV (or Hypophrygian) starts on b,
V (or Lydian) starts on f,
VI (or Hypolydian) starts on c.
VIl (or Mixolydian) starts on g,
VII[ (or Hypomixolydian) starts again on d.

Melodies in these modes, although they may liberally exceed the compass of an octave,
move mainly between the final and the repercussa (tenor, dominant, recitation-tone) of
cach. The repercussae are:

ainl, Sin H, e I, ainlV,
cinV, ainVl, din VI, cin VI

The attempt to accommodate the church modes to the demands of harmonic writing
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C. Coordinated Action

—— EXERCISE 57 ——

1. Sing, as described in Exercise.20, in succession the melodic, harmonic,
Dorian, and natural (Aeolian) forms of minor scales.

(a) inc, g, bb, f:

T eLr® 10 poore
P Ler® 10 ger® 10 goof?

fine

|P LLlr® @ cLrLre®

The repetition starts with the natural scale.
(b)ine, f4,d, a:

R

RSN CCECN AN
ePIesrrIP © 1P gr oy
P PIPsrslP © 1P 5r

© @ Prr 1@ @ (@fr 5y

led to a revised system as immediate predecessor of our major and minor scales. This
system is still in use in the old-fashioned method of school counterpoint. It differs from
the original system by its fixed dominants in its modes (a fifth distant from the final);
t:urthermore triads (major or minor) can be built on each tonic, and each fourth and
fifth degree. The scale-names in this system are Dorian (on ), Phrygian (on e), Lydian
(on f), Mixolydian (on g), Aeolian (on a), and lonian (on c). Aeolian corresponds with
our minor scale number 4, lonian with the major scale; in Dorian and Phrygian we find
close approximations to minor, in Lydian and Mixolydian to major.
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(c) inep, ¢, gff, db -

V80 rer® 010 P rrrrb g
PP Lerr@plP@ cetr®rlP® corr® sl

natural

PO LrrrPrIPP ceerP ol

(d) in a4, ab, b, af:

Zmﬂ@@lw@dfmlw@ﬁé |
lf_u@@lw?f@lwé@ rrrP @
(LIPP ILLfPPIeerPP IcerP® |

(ErP P ILrP @ lerrP®IF T B

2. Play a chord on the piano. Sing the ¢ minor scale, upwards and down-
wards in its melodic and harmonic forms. The procedure is as de-
scribed in Exercise 38, paragraph 3. For men’s voices: Play one
octave higher, sing one octave lower.

Chords to be played:

Ee——u

3. Play on the piano. While playing add the accidentals necessary for
the key marked at the beginning of each piece. The accidentals for
the sixth and seventh degrees are already marked.
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Allegro assai in e minor

T L - il 4 ".
5o : D - ?\ 1 € 7
(a) : i ——— L 14: !
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e S e e L
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hl 1 1 .
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Allegro in C¥ minor
Y + z ’
(b) e £ = =
‘ j_[_‘
s o
=) ; S —— £
S=S=E L F et il eme et
e e Se=e—= =t
. ————
— o "_ o —
ey ! T 71[' l{ ol
= e
:' I ———— .
Allegretto scherzando in € minor
> ) . ﬂ' -
N (% ) 2 1['. F L) F ( .1' 3 o
() ! L D e e——— —D
L  e——— *
. =
» (:_'\T— )
o= — a7}
. * ¥ i L ——— = =
—— —
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—— DICTATION 43

Noration: Although not used in the elementary exercises of this book,
certain peculiarities of notation may be mentioned here.

(2) Abbreviations. For the repetition of notes, figures, and measures, short-
hand symbols are sometimes used, which, with the knowledge gained so far,
ought to be self-explanatory.

Written form:

-\ - L] 3 ﬂ
- > —
To be played:
L | 1 | 8 | L 1 | L 1 H L 1 b I J 1 ! | § 1 1) u
-
- —
e E—
= F! }
O i i s e i i o i e e .

e T T I ———
———— T T T



——————x

33—
- =3 M—l
Written form: To be played:
trem. Repetition of the same tone, as fast as

or simply possible, without a distinct rhythm
% % (tremolo).

Tremolo legato. Fast repetition of
two alternating tones at the distance
of at least a minor third.

In slow tempo the three or more
beams put between the two notes may
mean a definite rhythmical undulation
of L or ¢ time-values. In order to
secure a genuine tremolo without defi-
nitely recognizable regular alternation
of the two tones, the addition of the
word trem. is necessary.

f

Adagio

1

In writing tremolo legato both notes of a group are given the metric value
that the group as a whole has. In groups that count a quarter or less, the
beams must not touch the stems; with half-notes two kinds of writing are
permissible. Thus:

e — . o

d J el | (don't :ﬁ_—_
= ——w— = ® confuse —
2 -~ vith)

)

;*ﬂ
N
lh}._,)

5 n

Alternating notes connected by only one or two tremolo beams can always
be regarded as figures consisting of regular } or % notes:

) /--\F . ,——\r — R — —
t ' 1 —x— d
! — T —
equals
N — —
T tr e r I 4&—\’_4.
e e = T

This latter kind of notation is also used for non legato execution (without
slurs).
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Written form: To be played :

Repeat the last beamed group of

eighths, sixteenths, or thirty-seconds,
respectively.
' Repeat the preceding measure.
! Dis !

Repeat everything under the bracket.

(b) Rests longer than one measure are written thus:

—X— - twWO measures, —x=— — three measures, —&— = 4 mm.,

—— = 5 mm.,, === = 6 mm.,, === = 7 mm., —H— = 8 mm.

Mostly a number is added to facilitate reading:

L R
Rests exceeding eight meas- — ~‘2
ures are written thus: ——p—

(¢) Ornaments. Of the tremendous variety of abbreviations for ornamental
figures once in use (especially during the 18th century*) only a few are still
alive. Nowadays the prevalent tendency is to write out each ornament, and so
avoid all ambiguity.

In performing grace-notes the general agreement is that they are
fractional parts of the main notes with which they are connected by slurs.
Thus the following grace-notes:

1
ﬁ
K})

tt

- The trill is a legato tremolo with the upper neighbor of a tone:

tr —

 —
=

vennd e e ———]

On very short notes it can include only one appearance of the upper tone. A
trill may begin with the main tone or with its upper neighbor, the latter
form being more frequently used.

*See special explanations in editions of 18th-century music.
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The habit of ending a trill with one or two grace-notes

. s tr . b a  # r

1 1 (I T T T " T T T
is so inveterate that these endings need not be written;

on the contrary: a special remark is necessary for a trill without concluding
grace-note, except in the case of a tied-over trill:

Andante
. r— — _ P
"(L\.‘y; L - 4 L. i [ 1 L ;

In the rare instances when a trill uses the lower neighbor of the main note,
it must be written as a tremolo legato:

=

—

In keyboard music (in rare cases in music for stringed instruments) the

sign

stands: for the harp-like effect of arpeggio (or arpeggiando):

|

Em {J:J 3
Ia—

¢ ".'
Nowadays completely out of use is the long grace-note, which in spite of
its miniature size was generally played like a full-sized note of the same order:

%.: tﬁ“ ; =———S====

Almost completely obsolete are the Pralltriller and the Mordent :

]

\ 4
fl o P s % — o) b ; - ~
e e s e e e e
B:{y_‘___ [ ; ! I 1

[ ——

In the latter case it is generally executed on the second half (in fast tempo) or
the last fourth (slow) of the first note when the latter is bipartite, or on the
last third or sixth when it is tripartite:
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Allegro Adagio Allegretto

A certain ambiguity prevails, however, concerning the use of turns. Some-
times a distinction is made between «~ (starting with the upper neighboring
tone) and its counterpart < , and some musicians hold that a turn added to
a dotted note must be played so that the value represented by the dot sounds

in its full length: N ? 3
foe— = &
0, g j#
—
i ‘
Sipv s

(d) Articulation. The slur as symbol of articulation demands a legato
execution (see page 37). The opposite effect (staccato) is symbolized by dots
or “wedges’ above or below the heads of the notes. Notes with such addi-
tions are to be sung or played with a shorter metric value than indicated,
followed by a rest: .

1 |
[ —— VIR 7}
I > ——— 17

The wedge is generally regarded as a sign for intensification of the staccato:

! 4
——
T — LX) nEZE)
L ‘ o I LT
)

Dots within a slur imply:
in keyboard notation, a ‘“‘portato’ execution:

1 ) N

— . . &g
i

L1
¥-

o"

and for string instruments, the playing of a number of short staccato tones
on a single stroke of the bow, either downwards ( » ) or upwards (v ).

A slight lengthening of a tone is demanded by a dash, or by the word ten.

(= tenuto): . _ten.

— 1
1

i
1 an— T

ten.

—— EXERCISE 58 —

1. Sing, beat time. Additional obstacles as in Exercise 44. Name the key.
Women’s voices sing one octave higher.
Allegro assai

Bt : |
(a) \ Am— i Ty] 7 f_ ! ;/1 1% = — %
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st N | | |
— T { 1 T
E bij‘ — e —— g w7
T I
T | »
T + } r % t {A 1 t
4 e -~ -
T I h — ~ w—* i ! t7
n-‘ = ! 1
i l
M- T
1 # |9} 1 9 - H
r T v a— T ,_::ﬂ
1 L4 1 v

Sing 4 tone lower.

S ) —

ﬁ.. .b of preceding

-

Andante espressivo Sing 4 tone higher.

Rosol
RS sssssss

i —a — ' =
=S s ===ESESSEE
= ===

Sing in g and in a.
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In singing these two transposed forms you will observe that to a certain
degree real transposition can be replaced by clef-transposition: the trans-
position of this piece to g can be achieved by reading the original in
treble clef, and the notes read in alto clef give you the transposition to a.
But you will soon find out the weakness of this procedure! Real trans-
position transfers each interval of the original to its new place in its
exact size, while in clef-transposition the fixed half-tones e—f and b—c of
the clef frequently appear in places where the original has whole-tone
steps. Hence it is not advisable to rely in transposition on clef-reading.
The safe way is to take in as quickly as possible the tonal structure in the
original key with all its intervals, and transfer it as a whole to the new
tonic. Only by frequently practising this method (not by transposing
merely the few pieces in this book!) can you acquire perfect fluency and
accuracy in transposition,

Lento

(d)

L .

|N -—-— T —— R — i

il e L 1) VW AL T LY 1}

", ——/—/--’-l'. Yy .
vy

Sing in g# and f.

Major and minor scales, in spite of their usefulness and the fact that
they are sanctioned by tradition and habit, have one great disadvantage:
they are, like all other kinds of diatonic scales, already “‘composed”
structures. Melodies following their patterns must necessarily be limited
by the already melodic distribution of the raw material, and harmonic
progressions built upon their measurements cannot transgress certain
confines of tonal construction without bringing the entire system of
diatonic tonality to the verge of chaos.

Hence music theory in recent decades has shown a strong trend
towards the use of a more neutral scale material, which has all the advan-
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tages of the diatonic major and minor scales without sharing their
limitations.

We can get an approximate idea of such an extended tonal material
when we imagine that the free use of tones, as observed in the upper half
of our minor scale, can be applied throughout the whole octave, thus
providing abundant material for melodic as well as harmonic purposes.

The chromatic scale is the simplest and most obvious display of this
richer material. It consists of twelve half-tones to the octave, but in
spite of the equal distance of its tones the main tonal functions (tonic,
dominants, leading tone) remain with the same tones as in major and
minor. Thus in the chromatic scale on ¢ the main functional tones are,
as ever, ¢, f, g, and b.

This is not the place to develop theories of the chromatic scale, nor
can we enlarge upon discussions concerning the technical possibilities
and aesthetic qualities of chromaticism. Certain rules about its handling
in notation and some practical examples may, however, be given.

NoTtATION: Although the urge upwards in a scale implies in general the use of
sharps for chromatically altered tones (see p. 149), and the reverse impulse
demands flats, the notation of chromaticism is above all determined by
the harmonic function of the tones: as long as the chromatically altered notes
are parts of the simpler intervals (fifth, fourth, the two thirds, and the two
sixths) they have to be written as such and not as their enharmonic equival-
ents (as already stated; see the discussion following Exercise 49).

Sometimes, however, the melodic function of a tone has the first claim to
expression in notation (for instance, in the diatonic step leading-tone to tonic);
then it is simply not possible to satisfy equally the notational demands of
both kinds of functions.

If there are no obvious harmonic implications—as in the case of an
unaccompanied chromatic scale—we generally follow the upward or down-
ward tendency of the accidentals. Owing to the inherent harmonic strength of
dominant and subdominant, however, the tones representing these functions
are always written as the fifth and fourth of the tonic, both upwards and
downwards. Furthermore the minor seventh of the tonic is usually written as
such in both directions, and not as an augmented sixth preceding and prepar-
ing the leading-tone. For the half-tone between dominant and subdominant
there is no set rule in downward notation. o

Tonic C

Tonic Db

: »wm ko ho Po B 7O PO
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1. Write chromatic scales on e, bp, f#, ch etc., in tenor clef.

2. Sing, beating time:

Moderato

EXERCISE 59 ——

)

L)
.

I

(b)

e
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Part Two

DICTATION






PREFACE TO PART TWO

Dictation, as it appegrs in the curricula of our music schools, namely as
a separate course, unrelated to other more important subjects, is in my
opinion an almost completely useless part of musical education. Some-
times excellent musicians are not able to write down even comparatively
simple dictated examples, while frequently musicians of inferior quality
easily reproduce elaborate dictations. This shows that the ability to
follow musical dictation is not necessarily an index of the degree or qual-
ity of musical talent, any more than the memory for numbers, the gift
to imitate others’ actions, or the sense for spatial direction are essential
criteria for general intelligence.

On the other hand it cannot be denied that the complete absence of
such ability is at least an unfavourable indication of the state of a musi-
cian’s knowledge. It is therefore necessary to develop it—whatever its
amount or quality may be—to the utmost, just as all other parts of his
gift must be developed. (This by no means warrants a separate dictation
course, stretched out over a whole year or even longer!) To meet this
necessity, the most reasonable way of using dictation is to combine it
with other musical activities and apply it merely to check up on the
- general development. The understanding of rhythmic phrases, harmonic
progressions, and melodic lines can easily be re-checked by dictating
similar material. Not only is this one of the few ways a teacher can follow
the student’s methods of tackling and solving problems, but such combined
activity also makes palatable a course otherwise essentially dry, unpleasant,
and boring.

These statements ought to make clear what the purpose of the following
exercises is: they follow closely the examples given in the: first part of the
book, each one using the material that has been worked out in the actively
performed example which precedes it. There is no doubt that any student
who has mastered the material in its first form must be able to write down
its dictated equivalent; he will thus improve his dictation work along
with his progress in reading, singing, and playing.

More than in the first part of the book the teacher must here use his
own judgement as to how the exercises ought to be applied. He will find
that there is no uniformity of reactions to a dictated example. Each
individuality in a class has its own tempo and method of approach. But
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in spite of this great variety there are only two essentially different
methods. They are the two ways listeners follow in perceiving and under-
standing music in general. One group catches primarily the general
impression of a musical structure, and through further analytical think-
ing—with the aid of repeated apperceptions of the same material or of
conclusions based on memory and logic—discovers and adds the con-
stituent parts, thus literally filling out the pre-established musical form.

Of no less importance is the other method, which adds up great num-
bers of single aural impressions, till in the listener’s mind the complete
form is synthetically reconstructed.

A well experienced musician will never rely on either of these two meth-
ods alone but will always mix them, using at any given moment (con-
sciously or intuitively) the one that gives him the greater push forward.

In dictating the exercises the teacher must take into account both
methods of approach. He must know which of them he wants to em-
phasize with each example, and he must inform the class of his intentions.

The students’ abilities to perceive primarily the general outlines of an
example will be promoted by dictating in fast tempo, and by frequent
repetitions of a complete example. In dictating melodic lines it is advis-
able to let the students symbolize their course graphically in a continuous
pencil line, before writing them down in notes. After the first vague
impression has settled, main points of the example may be fixed, such as
the beginning and ending, climaxes, prominent tones or rhythms, and
then the remaining parts must be filled in. With growing experience the
number of repeated playings necessary for the complete result will
gradually decrease. |

Fast playing with few repetitions (the number of repetitions should be
announced in advance) serves as a test for the increasing speed of apper-
ception. From a fixed number of, say, five playings, a student may at
first gain nothing but a very vague impression of the examples, and he
may only later become able to grasp most of their contents in this number
of hearings. / |

Frequent interspersed questions about names of certain tones, values
of notes, etc., may be used to sharpen the students’ attentive faculty.

To develop the second, detailed method of hearing, it is recommended
that the examples be split up at first into smaller sections (bars, motives);
moreover, in exercises for coordinated action, the rhythmic structure
may at first be dictated separately from the melodic line, until the stu-
dents are able to grasp both together. Here also the emphasis can always
be shifted from accuracy to speed by modifying the tempo of dictation
as well as the number of repetitions.

In addition, the students should use the blackboard, constantly
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watched and corrected by their fellow students, and they should take
turns at substituting for the teacher in singing or playing the material
which the other students are to write from their dictation. These and
other variations will add life and richness to the dictation part of the
present method, and will most effectively further the students’ all-round
musicianship.

Although the teacher must insist on strictest accuracy in both the
contents of the reproduced dictated examples and their graphic appear-
ance, he ought to be rather lenient in one respect: he should not mark as
mistakes minor deviations from his dictated model if they are merely
different interpretations of an aural impression. Thus frequently a dotted
note may appear on the student’s work sheet as a note with a rest instead
of the augmentation dot; beams may be used instead of flags or hooks,
and vice versa; and even ambiguous ‘“‘spelling” may occasionally be per-
missible.

In all dictation courses the main danger is that they very easily degen-
erate into a kind of quiz. Nothing is so senseless as to combine musical
aims with the idea of mental competition or even with a mere childish
sort of riddle-guessing. The higher a teacher can maintain the musical
level of his classes’ dictation exercises the better he will serve their artistic

purpose.

[183 ]






CHAPTER 1

DICTATION 1 ——

TEACHER: Tap the beats and sing a tone where brackets are marked.
PupiL: Mark on a sheet of paper or on the blackboard 8 short vertical
dashes (for beats). Mark with brackets the tones you hear sung.

@) T T
(b) HaRNEnN
© HERFERA
(d) N A
(e) M rm
) LT

(2 BEEEEEN

(h) r‘rlr;m|

Add similar exercises, if necessary.
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DICTATION 2 —

TEACHER: Tap the beats and play tones where notes are marked.
PupiL: Mark 10 beats on paper or on the blackboard. Write notes for
the tones you hear played.

B

@ 90t

5 10

O JO

(b

)!llléllll}m

(C)Ifl|f||f||

59 10

J dJ J J

e I A e e

5% 10

s Jd ) J J .

S I e e e e e

59 10

J J J J

L I T A B B

153 10

o J J

. R e O

5 10

w3 T T

5 10

Add similar exercises, if necessary.

DICTATION 3 ——

(1) TeacHer: Tap the beats and sing tones where notes are marked.
PupiL: Listen. At the repetition sing tones where the teacher has
rests.
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(a) Pupil: -j J -J- J
Teacher: - -
{l . ; .
(b) Pupil: - J - -I -
Teacher: {a‘ 4 J 4 J
I ; b
(c) Pupil: I I
Teacher: {{ J - J . ¢
L L |
(d) Pupil: j J - J J
Teacher: ! o -
{I | L .
(e) Pupil: J 4 J J

4
Teacher: {- J - J -
A

Add further exercises, if necessary. 9

(2) TEACHER: Tap the beats and play a tone where notes are marked.
PuriL: Mark 10 beats on paper or on the blackboard. Listen. Write
rests above your beats when the teacher’s tone pauses.

N.B.: The pupil is permitted to represent the pauses by any com-
bination of rest symbols except a chain of quarter-rests. Thus he
may write a 5-beat rest:

o I B S E T S I S

but not:

- trrjrrr- |rrrry|
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JlJJ |J|JJ‘|

@ | | | | | |
5 10
o .
2 T T e T T Y R
5 10

o J

(c)lllllillllll
5 10

J o J"
@fF 1
5 10

. . J"
@/ 11
5 10

Add further exercises, if necessary.

DICTATION 4 ——

TEACHER: Tap the beats and sing tones of different pitch according to
the position of the notes.

PupIiL: Draw a line. Mark 10 beats below it. Write low, middle, and high
notes as you hear the tones sung, adding rests where necessary.

l
@1 | 111t
5 10
JJJ-JJJN
® ]
5 10
PSR R S S S
<c)|||||x|r|:ﬂ
5 10



@ I‘———J—J R J_ﬂl
I
» 1Ly |
(e) © - J——LJ ‘,——J-I
I I R
5 10
ot T
|
Add further exercises, if nec'gssary. 10
CHAPTER 1I

DICTATION 5 —

TEACHER: Tap the beats and play.
PupiL: Write the rhythm of the played tones in notes and rests.

(1) To be written in 2:

(a) ‘2 J '3 J Ig J IJ
LI G G S G R SR S
. N
“fe o e F e e lop
(c)2J ! Ig J IJ 2 Ig J
R A S S 2 f Fo
¢ J I N S
((3)2J J 'g ‘l IJ ,! IJ J
LI A S G S L S
S O R SN
Lk SO O O PO -



(2) To be written in §:

O R S I AT
e eyt lhr e r o f
' S N S R P B B
"reryrrerlrrr |
)J JJng JIJ&J I
irrarlerr i
Jir el o d
N L
eyt e ie e |
S N A Y
Arrer el |
- o de dJJ
rererlrrr i i 0

DICTATION 6 ———

TEACHER: Sing, without tapping or counting.
PupIL: Write, in notes and rests, the rhythm of the tones sung, in §.

(a)gJJJJ|J$J|J£J|° I
(b)zJJlJlJﬁJJHJa‘ll

<c)3JJJz|JJgJ|JJJgg|
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@p 4 dd Al ddlad
@3 42 dldddrl |l drdy
g 4 444 JJ a3l
@3 444t dddla Jallrdd
ma 4 vl dr ]l Jd
s dddr]a Jdlbea [d il
Gy d s dy |- Jyppdda. JU

(k)éJJJJ|-|3JJJIlJJ |

DICTATION 7 ——

(1) TeacHER: Sound the a with the fork. Play.
PuPIL: Write on staff-paper the tones sung by the teacher.

memmmﬂmmmmm
||
e — — ——— |

o

¢

{}mmmmmm NN NN NN N

5 —

)
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(2) TeAcHER: Sound the g, sing.
PuUPIL: Same as before.

AN NN AN NN AR DD

B AR DL DLNRDLRRD DN D

-4

—

~

§ - ——— - —— E!‘Fﬂm m— L\ ———

DICTATION 8§ —
(1) TeacHer: Play the melody (don’t forget to sound the a first!) and

(a)

(b)

(c)

(d)

()

()

(g)

tap the rhythm.
PupIL: Write down the melody, in £.

2

ﬁ;;fi ot ¥ T
N I
N . | .
SE=== ]
5 S S R A N
Hn N | A
ESEESES STt = == |
JJ ) ) - J )
1%2‘1 ¥ — s -— x
x?-g? S + e ‘ &
i J S S S
AD%T\ :F\ {\%1\
o+ EE St e s =S
A T S Y A Y
A . | . | .
UT]{ ll‘;ll_vr_gl{j{
L S S A
O ¢ + R —— t
w | "{ ‘!::$: _g__‘f
Y I S N R R I Sy



(2) TEACHER: Sing.
PupIL: Write down the melody in §.

O == I*Hr”il S==—=====
I S S S D I S S
(b) ﬁ%- P =
Frrd Ja. S I R R SN B
QN == SSSS=== =0
v dy Jd o d Dy JJ

X
— ; f — L
(d) &P_jl_‘}___é__._‘j —— g =

N N

S ====—":==————":-:—"——
WYY

O =—— =—xr= = _—
U JJr a Jdd ) iea

O ======c= =

I S R O R

DICTATION 9 —

(1) TeacHer: Sing, without fapping or counting (sound the a!), but
announce the time-signature.
PuPIL: Write down the melody.

I |
) ! LY A N 3\ ]
A Y - y ) " (
) I 1
f by H L
(h) — 73 ]1 — ——+—13
5 —r—. e i e }f'
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== e e

(C)?@ }' -~ o & —& o= [f
i
— 1 =

(d) f w T

¢ - [ I

L - - — T - JL

¥ T y J i y

(e)@pﬂ —£ - v — ‘___,._,‘s__.t_“r__‘_a

Add further exercises, if necessary.

(2) TEACHER: Play, without tapping or counting.
PupiL: Name the tones you hear.

-1

hH-

B

118
Q‘r“"lf
)

T

VIR

)

CHAPTER Il

DICTATION 10 ——
(1) TeacHer: Play, marking the beats. Announce the meter of each

example.
PuriL: Write down the rhythm of the tones played.

i T 0 TR
S A

NP Y---1F
OF e et Y1

HETE RS E
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> FFF‘EJ

~2

HEEL
.
r

—.:]-1



N
:—“ L} N

T AT
rClf IS

.j DY 75J..ﬁ77

P o
,4J 3m7J ﬁ577.b.’1J 2
LRSS A

(2) TEACHER: Sing; same conditions.
PupiL: Write the rhythm.

@ A

sll R

iy

() %

TR W

i
’

(2) i¢b7 -7,_3,,b7 ‘7-FH!!¢¢¢0F !ZJP7:|

| 37J .Fa m';a‘ F_.E'f ar:_ic'

LR PSS AL RN

“ ;J ’ f Y . ; S , J . '

.b‘/ ‘7J—37fj7 S de o o jjJ>7£

SN A A A
‘7:] vi J> 3 ‘7fj .DS oo Y cb

@) 4.==j vi Y ¢=f S v 2

9 4 p . . F

75‘.7::15.’77757,Z.=3"-§ Sy

=
(f) irﬁ ﬁh77J0l;J gol'ydco7 Jsll

[195]



DICTATION 11 ——

TEACHER: Sing, without marking the rhythm. Announce the meter and
give two beats in advance, in order to establish the tempo.
PuPIL: Write down the rhythm.

@ jieeee 14 DT bl Tl

(b) 3J7-D-FTTJI- s DDy lr s ddd |

© 17 Dia1dd b0 b) sy

T o BTS00 )

@ 3
© 27 47 ey ey dly Ty ST0 )
© 3P vde | yad 0 37 T30 0

DICTATION 12 —

(1) TeacHER: Play the following tones.
PuriL: Write them down.

N
Y J
oy e O 1o 'S Re—— PN 3 ) i ©— gy
e = =

(2) TEACHER: Sing.
PuPIL: Write the notes.
A
4
W, i . ) [ % ) ey [& ] oy
W — [ % ] o [ %] Py o L3 © Py Y b4 lh
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(3) TEACHER: Sing.
PupriL: Name the tones.

(4) TEACHER: Name tones.
PuriL: Sing them.
f,e,a,c,8b,a,ef cb,etc.

DICTATION 13 —-

(1) TeacHer: Sing and tap (or clap). Announce the meter and give

preparatory beats.
PupIL: Write the melodies.

@ ] Y g
J 4 4 4 J J 4 d ddd
whE et e )
J J o J 4
o ngf "".’;1 ﬂi.a
J 4 - d4 4 2 4 J J
(d)mﬁgﬁ =5
J J JJ - 2 JJ )
© EESr=cecEessi=sssoSiEe
J d-  drrdde.  drdld
A ﬂj _
OF:: =i =t
dd . Jr L S S



(2) TeacHer: Play and tap (or clap).
PupIiL: Repeat, singing and tapping (or clapping).

s

o

L

i
L

S==f=—=

(a) i g i
Jd J Jd 4 dd d

®) i - =]
drrddrrddvdd 2 - d44

() ?“'ﬁ'?) < H .

7

J‘T‘me Y d d a DY

i

L

T

41

d:i_;i;

P

e

I~

=1

© Ei

y Py .b .er’vJ)v.b Dy .b-/‘bv.bv.b.’

(e) . =
Jor 2 JId oy 2 3 v J
+ — 1
o ST et
J vd Dy 2 7T ¢TI -
J J - - -
e = — ™ o
(h) = o
dd a v MATITI r TRt )
i %?ZF—IF—T—JHH—-;‘ :‘(Lg.i ————
J . - . ).
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CHAPTER 1V

DICTATION 14 —

(1) TEacHER: Sing and tap (or clap); announce the meter, and give
preparatory beats.
PupriL: Write the rhythm of the tones sung.

PP E Ny E
BRI AN T

s 4 v e D T )
o T T

(2) TEACHER: Play; same conditions.
PurpiL: Write.

1 5 BT 5.0
NI AN

' de7 da8d e
OFp T T Ty

7 dae oeo-
ot e

‘75‘7‘5-3 7 @@
TS

2 27 2y Dleeed:
rrr rororrtr o arrl



B30 s s R S N O R
(d)z; rvgqfr . 77'{} r g‘] |

s cead 4P b
ode T BT T

(3) TeacHer: Sing and tap (or clap).
PuPIL: Repeat, singing and tapping (or clapping).

0t T AL T )
el rple gl

JJ DJRI v Rl v 4Dl

O T el et
© y 7 -bJ mdr]+ob7 2 ! J 'J 7 ﬁJ “
Lrore o Tt sl

Lo el Tazzrer e e
ie et Tl ese

DICTATION 15 —

(1) TeacHer: Sing. Announce the meter and clap (tap) the beats of one
measure in advance; but do not beat while singing.
PuPIL: Write down the rhythms. |

(a) gmvn !‘7 J’ J} !‘7 -r_jvl !‘7 ‘v /ll .
(b) 37 PR X 2P R S P O I
o 8 STII0) b1 1N s 1

4
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Q

W 3 7dedd 1T 1TSS )

(2) TeacHER: Play; same conditions.
PuriL: Clap the rhythms you have heard.

@ §7eser Dy S ST v FTH1b s Do

(b) ;'f'mﬁ7 oV e jale a7 ealoead |

1 d I3 D7 |7eeedrt Teseldal ¥ sasll

el

(¢)

@ F &7 ﬁli il |y aﬁ& !57 y ﬁ]l

(3) TeAcHER: Sing; same conditions.
PupiL: Repeat, singing.

ST AR RS

m FE 0t v eald o2 St oy D

ke

BTN S Pl B D VR ST

w 3o DITRLTIT0 M0 T
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DICTATION 16 —

(1) TeaCHER: Play the following tones.
PuPIL: Write them down.

—_

(2) TEACHER: Sing.
PupriL: Write the notes.

E====C= Sos

(3) TEACHER: Sing.
PuriL: Name the tones.

=SS —

(4) TeAcHER: Name the tones.
PupIL: Sing them (men’s voices sing in the lower octave).
e'o b'.v d’: cl: _f’: c”: d,p g’.) a,; e, » C”, f” C,, g’n etc'

DICTATION 17 —
(1) TeacHer: Sing, tapping (or clapping). Announce the meter, and
give preparatory beats.

PuPIiL: Write the melody with the proper slurs and ties.
la—fa la la— etc.

PO

‘ n ) - — :
WoScEm=s==—ea—

g

JJoJay T4l 3
=== Pe=se===
IR o R S e R R S s R

~ (2) TeACHER: Sing; same conditions.
PupiL: Repeat, singing the melodies only.
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?‘ ——
%;

Ty ny Ty o ny 2 5
= =
R
Dy v d Dy v d Dy v d by T
Cp=S=_Ss== Tosssre=e
J oy o vdvd o . Jr J )

DICTATION 18

TeAcHER: Play, tapping (or clapping). Announce the meter and give

preparatory beats.

PupIiL: Write down the melody and the rhythm tapped (or clapped).

]

o e L
vy Dy dd 2 - iR

) = =
2 5o s 4 S J )

© ?;f =S :-:!%T ==
2 v & o 2 v D4 Y v D

Qe===s-=
v dy dd 4 Jedrd v Dy D

b — ; :

(e %ﬁj—fi‘ - ‘ﬁ: m— = 3

vy d 2 b v STddy v D Joe4d

DICTATION 19 —

(1) TeacHER: Play, without marking the beats. Clap (tap) the beats of
one measure in advance without announcing the meter.
PupIL: Write down the melody.

2

o

(a)




T

(2) TEACHER: Sing; same conditions.
PuPIL: Repeat, singing. Mark the first beat of every measure by
clapping your hands.

.(a) _IJ, ! 1= - -/I t

(b)d ngﬁ -

© B e et
& —— = o

o P
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CHAPTER V

DICTATION 20 —

(1) TeacHER: Sing, tapping (or clapping). Announce the meter and give
preparatory beats.
PupPIL: Write the rhythm sung.

v AL o) s
Ok e o BT p e Ty 2 e e
B 2 A R
N e T R

(2) TeEACHER: Play and tap (or clap).
PuriL: Sing the played rhythm, tapping (or clapping).

()21°$.b'f v d 1 D1 L 2
e el e e g e b
1Jd 534 lJ._ﬂJ 7 J 2
ezl g T g
0ad SO b8k
e e e e e -
(3) TeacHer: Sing, without marking the beats. Beat one measure in

advance.
PupIL: Repeat singing. Clap the first beat of each measure.

@z aded 7SS d ) bl v |
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®) § 7 D .. Mﬁ'ﬁ’iﬂ?.b\l/ﬂa!
037 ST, ST

DICTATION 21 —

(1) TeEacHER: Name tones.
PUPIL: Write their letter-names, indicating which octave they belong
to.
e,b,a,g",c", f,ée, d,b,a,g,etc.
(2) TeAacHER: Play tones within the range e—c’”’ on the piano.
PupiL: Name them.

4 = = ™ —
- 4
% - — 1

Y ©

—_ o
L -4

For students with so-called “absolute pitch” this exercise will be no
problem. This does not mean that others cannot do it! The ear of every
normally gifted musician can be trained to become what is supposed to
be ‘“absolute” in its judgment, the more so since there is no such abso-
luteness, based on any physical attribute of the ear. What is called “abso-
lute pitch” is merely a highly developed ability to compare quickly an
audible impression with acoustic archetypes stored in our memory. These
archetypes are always taken from earlier musical experience and are
closely related to all kinds of external qualities of tones and of tone-
production. So the ‘“‘absolute” ear of a violinist may depend on the
typical color of his instrument and its registers; when he hears tones in
other colors he unconsciously relates them to the familiar color-scale of
violin tones fixed in his memory through constant practice, and thus he
determines the pitch of the most recent tone impression. For a singer the
muscular tension of his vocal cords may be the basis of his judgment: he
measures the pitch of each tone he hears with the muscular effort he
would have to exert in producing it and thus finds its pitch.

Apart from experience, which time and again has proved that “absolute
pitch” can be acquired and developed, a simple reflection confirms the
relativity of even the most accurate tone-judgment: there is no absolute
standard of pitch! What we call g or ¢ is merely by convention a or ¢, and
it has by no means a fixed place in the unlimited number of frequencies
in the audible range. Not only is a clarinet-player’s a something very
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different from the violinist’s a, but either one varies considerably over a
period of years. A certain tone may to-day be fixed at a level of 100 vibra-
tions per second, but 20 years ago it may have had 105, and in 10 years
it may have 97—our pitch in the last few decades has gone up about a
half-tone! Judgments about the correspondence between pitches and
tone-names cannot be more absolute than pitch itself, and consequently
the question is merely how we can build up a fairly stable foundation
for this judgment.

If the exercises in this book have been consistently performed in the
way prescribed, this foundation is already to some degree established:
the a of the tuning fork must by now be fixed in the pupil’s mind, so
that he can remember it whenever he hears another a. To further stabil-
ize the feeling for this tone the teacher may from now on start each exer-
cise with the instruction “Sing a,” and then check this tone with the fork,
instead of striking the fork first. This experiment may at first fail fre-
quently enough, but after eighty or a hundred attempts a fairly firm and
reproducible impression of a must be established. If not, the question
may be raised whether there is any musical gift at all in a mind that
cannot learn to remember and compare pitches.

The preceding exercise may be simplified for beginners: eliminate the
great leaps, refer constantly to the a of the fork, and if necessary let each
leap at first be approached stepwise from the fixed point a. Start each
lesson with such an exercise in ear-training. And be patient!

DICTATION 22 ——

(1) Teacuer: Play the following melodies, and announce the keys into
which the pupil is to change them. Beat one measure in advance.
PupIL: Write them down; add missing accidentals to tones that have
to be raised in order to obtain the keys marked at the beginning
of each example.

in A major
e e i $ - 1 4 ‘
@) =c=——crc=—c—rr——
: [ — — ;
in G major
F"-[L N
b w4l 11 1 ; }
() i; &
in E major
() - ~fa—— ﬂ
c 7 1 t
e e P



in B major

! | | 1
(] (] 1 L I
(d)éﬁ‘? ';r‘ : ¥ —o— —F

& |
in D major |
Sesemsroeeserese e s
)
) o X 4

(2) TEACHER: Sing, same conditions.

PupIL: Sing, correcting the tones that don’t fit in the given tonality
as they stand.

in D major
1
 —— - {
D
— e s o L
in A major
‘ (b) f lﬁ_ :T “&.l d - ﬁ T 4 I

M)

in B major
( ) k 1 # o 1 ?C - | — ?’
(o T " S I x

——1 .-....yi#_::ﬂ
in G major
bl i
1 ) 1

(d) : "i ! 1 1

¢ |

in E major |

f—p— —
| } L

(e) & =t m— =

CHAPTER VI

Don’t forget the Ear Training!
(see p. 206)

DICTATION 23 ——

(1) TEacHER: Sing and play alternately. Announce the meter, and tap
(or clap).

PupPIL: Write down the rhythm.
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Slow - Sing

(a)47.f_3£_3\t;3 s 2, I
O G 0} N I ) G S

Rather fast - Play

TN L Ui
O ey 'rrr‘*#“ IEEA
ot S N T IT R NR

o ©
i o o Io o l'o o Io o !o

o o |

P O 5 Y T R O
Odpeprlerr=lerr=l=rrl

© § E‘:ﬁjr |é}~{f}ﬁm e s lﬁléﬁ i

(2) TEACHER: Sing, without announcing the meter. Beat one measure
in advance, then stop beating.
PuPIL: Write down the rhythm.

Slow (Pupil may write in g or 3)

wgd 44 1TTTIL I A e )

Fast (may be written in g, 3 or g)

| (b)gm.leifjlm-jlmj|nJ i
Rather fast (may be written in 4, C or 4)
© 3 SR LT TR b4 )

Moderately fast (g, 2 or ¢)

@37 T3 5T 31d77 8l M i

Moderate

(c)gJ- J 3R T TRITRL 2104 I

[209]



DICTATION 24 —

TEACHER : Name tones.
PuprIiL: Write them down.

f"f, gl. b’”, e#fl' e#’ au’ a#lll’ clllf’ C#I, gu, d”,, f#”: g#”,, b#, etc.

Some exercises in Ear Training using these high tones are to be recom-
mended, but the degree to which such exercises can be undertaken must
depend on the extent of the ability to recognize tones the pupil has
gained thus far.

DICTATION 25 ——

TEACHER: Play. Announce the key and the meter. Beat only one measure
in advance.
PuPIL: Write down.

-

(a) >

© P
e ——

‘i
11
|
13 {
il

(d) S —t—
(can be written in G p maior)
(e) H ' T -1
o &




(f ) f"

DICTATION 26 —
(1) Same procedure as in Dictation 22, par. 1, page 207. Add flats to

tones that have to be lowered.

in Ab major
-~ X
@ [ =s====:c=c==o=
— !
in E ymajor E
> o oo
(b) —r—
N ==
in Ghmajor  (Pupil can also write in F §)
afe, a
(C)g': 1 = Pt
A A =t “[ +
L W
in Db major
FE £ 2= o,
Y= = e F
= -1 )
in B bmajor i
Las
(e)“U(, 1 1 1 - i
v T

(2) Instructions: see Dictation 22, par. 2, page 208.

(b):

in F major
o ' —r— T
(a)w = dﬁéf;—@ﬂ
‘h " ly — .
in D h major
: == S e
*— j o
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T
!
H
H
L

CHAPTER VII

(1) TeacHer: Sing* and play alternately.‘ Announce the meter and
mark the beats.

PupiL: Write down the rhythm.
Rather slow - Sing

gaood;ﬁm:mﬁ -!D v ja
Fﬂ‘j%ﬁ’?’ﬁ‘jﬁ ™ T

Fast - Play

4 S DLSITI )b a . b,
RIS A S AR

Slow - Sing

J% v o o 4 4 .

A i |

-ﬁj J%d% -F:-:%J- dJ j 7 I
c cr 7 7 e roq

*The syllables la-la are apt to cause certain difficulties of articulation in fast succes-
sion. Use “da-da™ or any other convenient syllables for this purpose.
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Slow - Play

idddﬁdd‘d dﬁlo%jvddd
se T M S S |

= == == 7=

o0 oo o 0 S0 o |& 06 o o

T . - » Tt

) J b 5534

(d)

umml ll
*fF f 7 Forr e TP

(3) TeacHER: Sing, without announcing the meter. Beat one measure
in advance; then stop beating.
PupiL: Write down the rhythm.

. -' » . 2 2 2
(Pupil may write in 524 9T 3)

s 20 s |3y (T
splnpil M.iﬁ_i;iiu D

(in g, 2 or g)

y 120y VR, W R RN

1

(1n44or )

NNY DS oo [ n . —ip)
B -_:%. a.li'_': S . uﬁq ;5 I
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in2.2
Gngz, 3

@ 3 I I PR o N e I 19 sooeead o |
v e Fe o v FI 310 1

e

2
or 2)

in 2 2
(in3 or ?)

o 3 D1 TR v LY
[ S S A X = A DU W A

S

DICTATION 28 —

TEACHER: Name tones.
PuriL: Write them down in bass clef.

g F4,b,Bb,a, C#, Cp, c#, cp, bt, ¢, db, dp’, E, €', etc

Ear-Training: TEACHER : Play tones in bass region.
PupiL: Name them.

DICTATION 29 ——

(1) TEACHER: Play a given tone (marked © ) and sing another one
(marked @ ).
PuriL: Name the interval between the two tones.

H—
-~

%

Far ‘
© b #
(2) TEACHER: Sing,

PupriL: Repeat what you have heard, but sing it a perfect fifth
higher (or a perfect fourth lower).

(a)@ E==r="==

e

re

===
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SR =E=S=S=S=5= == =

. I L . 1 — Yr -+ jL {
(©) AT ——— » - S
” g 7 -/ - 7 ~—

A —
OF = =="==" =

(] ;

$it

4l

\it
.

(3) TeACHER: Sing.
PupIL: Repeat. Sing a perfect fourth higher (or a perfect fifth lower).

L ] ¥ j; _d[ Jr ff j
—— —— - : % _
- {

:P‘

—I_ \—\—l_l—l— M-
—’ LA 1 W --- L endiL -
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() bt Se——
S—
F——+ — % 3
e e =
/

DICTATION 30 ——

(1) TeacHer: Play, without beating except for one measure in advance.

Announce the meter.

PuPIL: Write the melody in

Moderately fast

It
(a) == =

=== == l
Fast " ,/:f‘ o F
CEZ=S===== ==
v 5 2
%& . - r? . } ? 9 ok !
: — =
Andante
i T
(c) %"EE} - " —
B e Sa—— — . ! = o
==S= S
Rather fast S
d s - - ﬁ" t = 5 —t ﬁ —+-
(d) g = : o
——— N
P — £ |
o — e, -, ——r
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(2) TeEACHER: Sing. Announce the meter, and the two keys. No beating.
PupiL: Sing what you heard, but add or omit accidentals so as to

(a)

change the key as directed.

B bmajor (change to Gb major)

b

- . | i L -

— v

N

s |

A major (to E hmajor)

ir i_sflr -~ s 1 r.:

T —
1 & ﬁ: I L3 . V.
QE===-====-
C major (to D b major)
® == =
e ==
T—" - - +
m%' =
B major (to G major)
l JEp——— . 1
O e
o I . T
G + - + 4
=—=———=——

CHAPTER VIII

DICTATION 31 —

TEACHER: Name the following notes.
PupIL: Write them down in ©)

BeCtCy ,Ck,4,B%,CAbYc E,Fp Dk ,Gy et
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DICTATION 32 —

(1) TeacHer: Play the lower tone, sing the higher one, then vice versa.
PupIL: Name the intervals you hear.

i\

- - 1= T T T T T
- 51 % )
ES e e = o
(2) TEACHER: Play.
PupriL: Name the intervals.
e bo
- a—— — © = é,‘f — /<. YO £ I
NIV — . - g &) 6;9‘ ”
] O 3o ©
ba 8
f A\ R rah ﬁ,gr%
7y O 7.
7#——0——@, e i S Sm— . —1  T—
u © o
L ) # P © ¢

(3) TeacHer: Play similar examples, but don’t use intervals larger than
an octave.
PurIL: Try to name the tones of the intervals.

Whether the pupil can succeed in this exercise depends entirely on the
degree of perfection in hearing obtained by the earlier exercises in ear-
training. If it appears that the pupil’s ear is not sufficiently developed yet
to master ‘this example, more preparatory exercises have to be inserted,

DICTATION 33 ——

TeACHER: Play the following lines. Announce meter and key. Beat one
measure in advance, if necessary.

PupIL: Listen at first to the soprano line, till you know it, then do the
same with the bass. Write them both down as one single two-part
piece.

(a)

h_g
N
\LIP (&

it
ot
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(b) \!

(©)

14 E T L u
ﬁ' et ~
! ] }ﬁ J
— Ay

—t

@ eSS E S
¢ u—H
= ettt
T — —
et
€ I .- 1 !
() A “““ rr { &WLHWL -1 |
£ _rpose
g : =i
L
® | == T
L ' |
2 —ﬁ‘f fr(Lr[ g L!—_a:\‘

(8) \Fp—

i l
—
; ‘ - ! ¥ K
X ~ I
1 1 1 - i“
I —




(h)

{\ 1
5 e
e — _t_—ﬂl
" [ | 1 i
T — {:\ g[‘-\  —— T"F {—\ — — }
6] o m o :
o —
, — £ .
‘ J{ 1 1 o ¢ t [
H L_ 1 | %
fﬂ__ " — ——
¢ e e
| iy
e =
CHAPTER IX

DICTATION 34 ~——

TEACHER: Play. Announce the meter, beat one measure in advance.
PupiL: Find the key. Write down.

m‘

byt A 22—
@) == e r . r
& — 3
L __r\
222 = e A
:_ - i F - 1T
c W ! 4
\__.--—-———-""-5""'""——J
O
=== ===
b) a5
( Sime— =TS
S
—~3— prm— —s
& k- " + : } ol [
o \:/ - \____/ R >




P_-%—J ._\2__, e -

==
L. ;[/—\F /
— w5 — o l

T 1 Y T 1 —-
e -

I

| -

DICTATION 35 —

(1) TeAacHER: Play the lower tone, sing the upper one; then vice versa.
PuriL: Name the intervals you hear.

o I»J” . =




(2) TEACHER: Play.
PupiL: Name the intervals.

e
OO to &
S
tc.
s . ﬁ#n y— - 3 5;[; . elc
oY .]1‘11[“ ﬁ'ﬁg P

(3) TeAacHEr: Play fifths, fourths, thirds, sixths, seconds, and sevenths,

suiting the order of succession, choice of register, and tempo to
the pupils’ ability.
PupriL: Name the tones of each interval.

DICTATION 36 —

TEeACHER: Play the following two-part examples. Count one measure in
advance. Announce key and meter.
PupriL: Write them down.

'LLI 1 |[_ li-%_ r A E
- ‘L | | 'l 1. !I 1] () ‘i
(@)
= {
SE==o 2 ——
i i
, /—\“ 2N
4]L - i '—“ —h{r —
—- b
(b) ‘ & ~ |55=
eptee—F—F -

(c)




(d)

(f) -

\_’_\

P
I, o
= = e = =
Ill Hl - - %
? 1 U 1 -ir XX
“~ f\
/’t:“ .,'}'F! oo #E f\

e

—~3=
n — ! -
- : x -
=
-~
1 N /'-;F. '_F_t.g’ [
l II = i—— e

et ;
e =

(g) z

(h)
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(l). \-—z-__l L-_L'_:4__J t
' .‘f — 15 |
3. = © ¥y ¥ 3 3
__/

—_——==

More dictation material for this exercise and the corresponding ones
in the next two chapters can easily be found in short sections of all kinds
of published music.

CHAPTER X

DICTATION 37 —

TEACHER: Sing: announce key and meter; do not beat time.
PuprIL: Sing, clapping the first beat of each measure.

M ”ﬂ A {S——y
(@) ===
g =1 ! R —
f— |
e K 1 T . —
b) T P
( v =3 =
p— —t
e ——
O p— v




(PuriL: clap subordinate accents also.)

S

V y \-——i v

ﬁ:g;ﬁ-f-"; et
) J e

(PupiL: same as before.)

@ Tt ¢t
% g}f,; =

Fast e : P——
#ﬂ ' |  — < >
QF =S S mRis R =0 S=EE =S 5
L IL\ TK\ IL) ‘7 —étl ‘l l! ? [kL I[
O]
\._........-—-——/

’] 1 o 4

[] )| JI

I\.J

l
‘K{
W
)i
b

DICTATION 38 ——

TEACﬁER: Name tones.
PupiL: Write them down in alto clef.

ck, €', f¥, ap, ', b, eb, ch, bb, g", e}, [, 1, &8, etc
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DICTATION 39 —

TEACHER: Play intervals.
PuPIL: Write the sound you hear in all diminished and augmented forms
you can find. Thus you may hear:

Ex and write it: - -

9|

i
T

P
¥

etc.

e
| b
“%-
;

D

DICTATION 40 —

TEACHER: Play on the piano. Announce key and meter.

PupiL: Sing at first the middle voice of each three-part setting in the
octave convenient to your voice. Then sing the lower voice. Finally
write the whole piece down. Write the upper line in alto clef.

EX [~
Tt
(a) J—
—— e ——Fpo }
u 1 \ 1 W Ai:d» i l[
[ e 4
| g — : ‘ ff ’;L ,
(b) i r
i e 4[5
' 1

12261



|

PR
1
L

] Ll
M | SR 1V A

+~—

I
4
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(i)

i\

| L] P~
- . —
L ; i i ~ ==
\ ; —
— T~ ""J’\%
i ‘ ———

DICTATION 41 —

TEACHER : Name tones,
PuprIL: Write them in tenor clef.

f' b#’ C', gb" e#» bbb,’ db': d#, ag’, abb, B#, C”, fb’, Cb, etc.

DICTATION 42 ——

TEACHER: Play the following intervals,
PupiL: Write down what you hear in all possible doubly augmented and

CHAPTER XI

doubly diminished forms, in tenor clef.

he-
= ———% =
: bﬂ - #ﬂ- elc.

oo
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DICTATION 43 ——

TEACHER: Play. Announce key and meter.
PuriL: Sing first each of the two middle voices. Then write down each
complete example. Use tenor and alto clefs wherever possible (for
both upper and lower staves).

Zh
TV

.

—

(a) S

(

(b)

—F T
l‘jfiltr_]
I,FTL—IT

— =
A | . |
=iz 1 =
e = £

(d)

of

B

—||NL



e e T
— =] Nl = ]
X — :j’ F ﬂf: ;F:

@ (| = =
T r—oO I —r ot

i) J:'—‘\'. 3 ; ; i r
® S@M : Sy

o (B

(i) 3
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INDEX

Abbreviations (in notation), 168 ff.
“Absolute pitch,” 206 f.
Accent, 43,93f.,,971f.,, 116a. 136f., 155
Accidentals, 53 f., 67, 70 f., 164; % , bb,
145
See also Flat, Natural sign, Sharp,
etc.
See also Key-signature
Aeolian mode, 165
Alla breve, 62
Alteration, see Chromatic alteration
Alto clef, 142
Ambitus, 164
Analysis, 157
Arpeggiando, arpeggio, 171
Arsis, 94
Articulation, 39, 172
Augmentation dot, 30, 45 f., 65, 115,
116a double, 77
Augmented intervals, see Intervals

Bar, 9
Bar-line, 9, 94, 99, 136 f.
auxiliary, 136 f.
See also Double bar
Bass clef, 82 f., 85
Basscl)on (sometimes uses tenor clef),
59
Beams, 17 f., 23, 31 f., 38, 46, 77, 120,
136 £., 169 fT.
in bipartite meters, 17 f., 46
in irregular meters, 136 f,
in tripartite meters, 31 f., 46
in vocal music, 38
Beats, accented, 93 f.
irregular divisions of, 115 ff., 120 f.
metric, 4
unaccented, 93 f.
Bipartite division of tripartite note-
values, 116a
Bis, 170
Bowing, 39, 172
Brevis, 65

C-clef, 142, 159 f.
See also Alto clef, Mezzo-soprano
clef, Soprano clef, Tenor clef
*Cello (sometimes uses tenor clef), 159
Chord, 86
Chromatic alteration, 53 f., 131, 145,
148 f., 175

Chromatic half-tone, 53, 67, 145

Chromatic scale, 175

Church modes, 163 ff.

Circle of fifths (fourths), 146 f., 164

Clefs, 12, 51, 82 f,, 142, 159 f., 174

See also names of individual clefs

Comma, 144

Compound metric patterns, 98 ff.,
115 ff., 136 f.

Conducting patterns, 94 f., 102 ff., 112,
121, 137

Contra octave, 106

Da capo, 71, 81

Dal segno, 71

D. C., see Da capo

Decuplets, 116b

Degree, 58, 84

in chromatic scale, 175

Diatonic half-tone, 53, 67, 149, 175

Diatonic scale, 58, 174 f.

Diminished intervals, see Intervals

Divisions of the beat, irregular, see
Beats

Dominant, 58, 84, 131, 175

Dominant, model, see Repercussa

Dorian mode, 163 fI.

Dot, see Augmentation dot, Staccato

Dotted notes and rests, see Augmenta-
tion dot

Double bar, heavy, final, §

light, sectional, 13

Double bass (sometimes uses tenor
clef), 159

Double dot (augmentation), 77

Double flat, 145 f.

Double sharp, 145 f.

Doubly augmented and diminished in-
tervals, see Intervals

D. S. (Dal segno), 71

Duplets, 116a

Dynamic accent, see Accent

Dynamics (indications), 130, 155 f.

Eighth-note, -rest, 17, 20; dotted, 46

Eleventh (interval), 161

Embellishments, 170 ff.

Enharmonic equivalence, 144, 146 ff.,
175 |

Equal temperament, 52, 144, 147

Expression (indications), 62f., 78,
129 f., 155 f.
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F-clef, 82 f., 85, 160
Fermata, 13
in conducting, 95

Fifth (interval), 84, 143 ff., 161

Fifths, circle of, 146 f., 164

Final, 163 ff.

Fine, 71

First ending, 70

Flag (or Hook), 17, 38

Flat, 67, 70 f., 145, 175

Foreign language terms not listed indi-
vidually, 62 f., 78, 129 f., 155 f.

Form, 157 ff.

Four-lined octave, 66

Fourth (interval), 84, 143 ff., 161

Fourths, circle of, 146 f., 164

French terms, see Foreign language
terms

G-clef, 12, 51, 160
German terms, see Foreign language
terms
Grace-note, after trill, 171
long, 171
short, 170
Great octave, 82

Half-note, 4; dotted, 30 f.
-rest, 5, 7, 16, 31; dotted, 106
-tone, 23 f., 52 {.; chromatic, 53, 67;
diatonic, 53, 67, 149, 175
Harmonic minor, 163
Hold (or Fermata), 13
in conducting, 95
Hook (or Flag), 17, 38

Intervals, 36, 84, 107 ff., 123, 143 ff,,
}46 ff., 161; in chromatic scale,
75
augmented and diminished, 143 ff.,
147 ff,, 175
doi.lglly augmented and diminished,
larger than one octave, 161
major, minor, 107 ff., 123 ff., 147 ff.
perfect, 84, 109, 147 ff.
Inversion of intervals, augmented and
diminished, 143, 148
major and minor, 109, 125
perfect, 84, 109
Irregular divisions of the beat, see
Beats
Irregular meters, 136 f.
Italian terms, see Foreign language
terms

Key, 54, 68
See also Tonality
Key-fi6g4natures, 54, 68, 146 ff.; minor,

Leading tone, 58, 144, 175
Ledger line, 36, 51, 82, 142, 159
Legato, 39, 169, 172

Leger line, see Ledger line

Major intervals, see Intervals
Major scale, 52 ff., 67 f., 84, 146, 162,

164, 174 f.

Markings, see Dynamics, Expression,

Tempo
Measure, 9
Melodic minor, 163
Meter, 93 ff., 98 ff., 115 ff., 157 fI.,

irregular, 136 f.

For individual meters see p. 236
Meter sign, see Time-signatures
Metric accent, see Accent
Metric patterns (compound), see Com-

pound metric patterns
Metronome, 62
Mezzo-soprano clef, 160
Minor intervals, see Intervals
Minor scales, 162 ff., 174 £.
M. M. (Metronome), 62
Modes, 163 ff.

Modulation, 131, 146
Mordent, 171
Motive, 157

Natural minor, 163 f.
Natural sign, 53, 71, 145
Ninth (interval), 161
Non legato, 169
Non-tempered tuning, 147
Note (filling a complete measure), 9, 65
Note-values, distribution of, in bipar-
tite meters, 18, 30, 34, 45 f.
in compound meters, 100 f.
in irregular meters, 136 f.
in tripartite meters, 30, 34, 45 f,
Note-values in triplets, quadruplets,
etc., see individual listings

Octave (interval), 36, 148, 161
Octave (pitch), four-lined, 66
three-lined, 51, 66
two-lined, 36
one-lined, 36, 82
small, 51, 82
great, 82
contra, 106
sub-contra, 107
Octave sign, 66; 8va bassa, 106
Octuplets, 116a
128th-note, -rest, 78
One-lined octave, 36, 82
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Ornaments, 170 ff.
Overtones, 144

Perfect intervals, see Intervals
Phrasing, 39

Pitch, see Octave (pitch)

Pitch, ‘“absolute” and “‘relative,” 206 f.
Partato, 172

Pralltriller, 171

Prime (interval), 148

Quadruplets, 116a
Quarter-note, 4

-rest, 5, 7, 16, 17, 20, 31; dotted, 45
Quintuplets, 116 f.

Relative major or minor, 164
“Relative pitch,” 206 f.
Repercussa, 164 f,
Repetition signs, 49, 70, 169 f.
Resolution (of augmented or dimin-
ished intervals), 144 f.
Rests, in bipartite meters, 16, 20, 31,
45 f., 105 f.
in compound meters, 105 f.
in tripartite meters, 31, 45 f., 106
complete measure, 9, 31
longer than one measure, 170
See also Whole-rest, Half-rest, etc.
Rhythm, 93, 157 ff.

Scales, see Chromatic scale, Church
modes, Diatonic scale, Major
scale, Minor scales

Second (interval), 123 ff., 149, 161;
notation of, 24, 53, 86

Second ending, 70

Segno, 71, 81

Septuplets, 116a

Seventh (interval), 149, 161

Sextuplets, 116a

Sharp, 53 f., 70 £, 145, 175

Sixteenth-note, -rest, 17 f., 32

Sixth (interval), 109 f., 149, 161

Sixty-fourth-note, -rest, 77 f.

Slur, 37 ff., 71, 172

Small octave, 51, 82

Solmisation syllables (in the Church
modes), 163

Soprano clef, 160

Staccato, 172

Staff, 12

Stem, 4, 12, 18, 86

Sub-contra octave, 107

Subdominant, 58, 84, 131, 175
Supertonic, 162
Syllable (fitting to notes), 37 f.
Syncopation, 97

Temperament, see Tuning

Tempo, 99, 101, 103 f1., 116a 136f.,158

Tempo (1fnd1catlons), 62 f., 78, 129 f.,
155 f.

Tenor clef, 159

Tenth (interval), 161

Tenuto (ten.), 172

Terms, see Dynamics, Expression,
Tempo, see also Foreign language
terms

Thesis, 94

Third (interval), 107 ff., 148, 161

Thirty-second-note, -rest, 77 f.

Three-lined octave, 51, 66

Tie, 30 f., 34, 38, 45 f., 7t, 97

Time-beating, see Conducting patterns

Time-signatures, 9, 62, 99 ff., 116a,
136 f.

change of, 49
less usual than those listed individ-

vally at the end of this index, 62,
65, 99 ff., 121, 136 f.

Tonality, 54, 68, 131, 174

Tonic, 58, 131, 163 ff., 175

Transposition, 51, 114, 174

Treble clef, 12, 51

Tremolo (trem.), 169 ff,

Trill, 170 f.

Tripartite division of bipartite note-
values, 115 ff.

Triplets, 115 fT., 120 f.

Tritone, 143 ff.

Trombone (sometimes uses alto or
tenor clefs), 142, 159

Tuning, 52, 144, 147, 206 f.

Turn, 171 f.

Twelfth (interval), 161

Two-lined octave, 36

Unison, 148
Up-beat, 41, 94 f,

Viola (alto) clef, 142
Viola da gamba (sometimes uses alto
clef), 142

Wedge, 172

Whole-note, 4; dotted, 65
-rest, 5, 7, 9, 31
-tone, 13, 52
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Accents:

- 43
A 43
1 172
_ 172
Accidentals:

§  53f,70f, 145
b 67,70f, 145

X  145f.

bb  145f.

R 53,71, 145

Articulation, Bowing:

. 172

o 172

r~ 172

' 172
Clefs:

12, 51

= .
=

%160
E -

BE

[236]

Clefs—Continued

i

159

= 160
= 821, 85
2= %0
$ 159 f.
% 159 f.
Ornaments:

W 171

W 1Tl
CXY 171 £,
) 172
Time-signatures:

3 62

s 62

¢ 100

s 100

12 100



Time-signatures—Continued

9

30 ff.
9

9

62
100
62
62, 65
62, 65

BE P N Ao O ) Be pw oan

For further time-signatures see Time-
signatures less usual than those

listed individually
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Miscellaneous:

‘o
=

Q)

sva

11.

2.

4
3

17

65

13, 95
66, 106
70

71, 81
71, 81



THE HINDEMITH TEXTBOOKS

Originally published in the 1940s, Paul Hindemith's remarkable
textbooks are still the outstanding works of their kind. In
contrast to many musical textbooks written by academic
musicians, these were produced by a man who could play every
instrument of the orchestra, could compose a satisfying piece fo.
almost any xkind of ensemble, and who was one of the most
stimulating teachers of his day. It is therefore not surprising
that nearly forty vyears later these books should remain
essential reading for the student and the professional musician.

11331  Elementary training for musicians AP 61

The Craft of musical composition
11332 Book I: Theory AP 159
11333 Book II: Exercises in two-part writing AP 67
12203 Book IlI: Exercises in three-part writing AP 8189

Traditional harmony
11334 Book 1 AP 36
11335 Book 2: Advanced exercises Al 6%






