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PREFACE.

ABOUT ten years ago the author published ¢ Elements of Musical composition,”
which was largely made up from the works of Dr. Crotch, an English musician of the
last century, and while it contained many good things, there was much in it which
did not compart with our present ideas upon the subjects treated. When the pre-
sent book was first projected, it was intended only to revise that work, but, usun
maturer reflection, it seemed to become necessary to make an entire change, and
the following pages are the resutt.

The yolume is divided into two Books, the first of which is Catechetical, aud the
second lllustrative. Each of these Books is further divided-into four Parts, camely
Elementary, Thorough Base, Harmony and Composition, and Form. In the Ele-
mentary part of Book I, will be found a concise and logical statement of tbe prin-
ciples of Musical Notation, and the same are illustrated in the corresponding Part
of Book II. Part Second of the first Book is devoted to the subject of Thorough
Base, and treats of the formation of chords, their relations, inversions, and the
figures by which they are expressed. These are also illustrated in the correspond-
ing Part of Book II. The third Part of Book I, entitled Harmony and Composition,
gives a ciear idea of the progression of chords and all the entangling principles
which such progression naturally involves. The corresponding Part of Book II,
not only illustrates these principles, and continually refers back to them, but con-
tains short statements concerning them, which renders this Part of the work a
complete manuai of Harmony in itself. Part Four of both Books is devoted Lo the
subject of Form, a department of the science of music which is little understood
by musicians generally. The Author has endeavored to take the student by easy
steps, from the first principles of vocal Forms through the many grades up to the
highest Forms of instrumentation; and lest vocal students should feel that this
portion of the work is not for them, we would remark that it is only by studying
the higher Art-Forms, that we obtain a glimpse of the wonderful attainments of
the human mind, from a musical stand-point, and that it is only by gaining some
knowledge of the best that we are enabled to form correct opinions. Most people
stand at a great distance from such geniuses as Beethoven, Haydn, Mozart, Men-
dlessohn, and others who are acknowledged to be the world’s great master-
minds, and admire them in a hazy, uninteligent sort of way; while some go into
raptures, and talk learned nonsense about them, thus seeking to hide their igno-
rance. It i8 proposed, in this department of the work to assist students in
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forming a more intimate acquaintance with some of the most sublime writings ot
these wonder-workers, and to place in their hands a key with which they will be
enabled to penetrate into the Holy qf Holies, the very inner Sanctuary of these
High-Priests of Song, these great Tone-magicians.

In these days most of the works of the Masters are arranged for the piano-forte,
and, in nearly every town will be found some one who has skill enough to be
able, at least, to trace out the ideas which are here laid down; and we would ad-
vise students, after studying this book, if not able to play themselves, to become
acquainted with 3ome one who can, and who will be glad to divide with them the
benefits which may be derived from half-hours of mutual conversation upon Arf
Forms.

The writer would suggest to teachers of the Piano, that the advancement of
their pupils would be much more satisfactory to them, if each was required to
commit to memory a certain number of these questions and answers, and recite
them at each lesson.

The thanks of the Anthor are due to the friends who have so materially lightened
his labors by their encouragement and suggestions, and whose letters of commen-
dation are printed in connection with this preface. To Mr. W. S. B. Mathews, he
is especially indebted for valuable suggestions made in regard to the illustrations
of the higher Art-Forms.

H. R. PALMER.

New York, June 15th, 1876.

OPINIONS OF PROMINENT MUSICIANS.

From Mr. W. 8. B. MATREWS, Organist at the Centenary M. E. Church.

PROF. PALMER,

DEAR SIR:—Allow me to congratulate you on your admirable work on Mu-
sical Theory, which I have examined in MSS. I take pleasure in complimenting
you on the industry with which you have collected so great a mass of Information,
much of which was not easily accessible before, and the gratifying success that
has crowned your effort to express it in clear and concise language. It coversa
ground previously unoccupied, and does it so well that I am very sure it will re-
ceive a warm welcome from the musical public, and do a great deal to increase
musical inteligence in this country,

Such works lay the foundation for a broader outlook in the after coming genera-
tion. You and I know how gladly we would have devoured such a book twenty
years ago. and how, like good old Simeon, we came most uncommonly near dying
without the sight.

I am yours truly,
CHICAGO, Feb, 16th, 1876, W. S. B. MATHEWS.
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From the Eminent Pianist and Teacher, Mr. WILLIAM MASON, Doctor of Music,

MR. H. R. PALMER,

DEAR SIR:—The examination of your book has given me much pleasure,
and its simplicity seems to me one of its chief recommendations. It is progressive,
and so clear, concise and logical in its definitions as to be easily and readily un.
derstood, and I shall recommend it to my pupils and others as a book from which
they can obtain the most useful information concerning the subjects of which it
treats. with the least effort and in the easiest way. It appears to me that you
have especially succeeded in presenting the matter intelligibly, and have happily
avoided the befogged and complicated manner characteristic of most works on
the same subject.

Yours, very truly,
ORANGE, N. J ., June 6th, 1876. WILLIAM MASON.

From Mr. DUDLEY BUCK, the renowned Organist and Composer.

H. R. PALMER,

DEAR SIR:—I was very favorably impressed with the design and purpose
of your new book. My examination of the advance sheets was necessarily super-
ficial, owing to the short time afforded me for the purpose. OCf this; at least, I am

_certain, that the work will prove of decided value t¢ ah who make use of it.

Very truly yours,
NEw YORK, May 23d, 1876. DUDLEY BUCK.

From MR. L. O. EMERSON, Director and Composer.

FRIEND PALMER,

1 have examined your new work on harmony, and must say that I am ex-
ceedingly well pleased with it. It will meet a want which has never before beew
met. It must prove an invaluable aid in the study of Harmony and Musical Form,
and should be in the hands of every musical person.

I am, yours, truly,
BOSTON, Aug. 15th, 1875. L. O. EMERSON.

From MR, W. LUDDEN, Teacher of Vocal Culture, Author, etc.

MR. H. R. PALMER,

DeAR Sir:—I have examined the manuscript copy of your new work en-
titled Theory of Music,”” and must express myself as delighted, both with its
3eneral structure and with the ciear and concise manner in which you have
treated the several departments into which the work is divided.

Your description of the Sharp Sixth with its classifications, giving the origin
and derivation of each. isthe most satisfactory treatment that I have seen, and
is calculated to throw light on what has usually been regarded as a somewhat
obscure point in musical composition: wh*le Part IV develops, in a pecmiarl_)
happy manner, the subject of Musical Fory which is too little known and recog-
nized by our American musicians.

In my opinion this work will prove an invalaable aid to both teacher and pupil.

Very truly yours
SAVANNAH, GA., March 8th, 1876. 'W. LUDDEN.
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From MRr. F. W. Roor, Editor of Song Messenger, Teacher of Voice Culture,
Author, etc.

H. R. PALMER,

DEAR SIR:—I have taken great pleasure in looking through the MSS. of
your new book, glancing at the entire plan of the work, an¢ examining with some
minuteness those portions of it which treat of Harmony and Form. The thousands
of students of musical theory who delve for knowledge, far from the centers of
artistic culture, are but poorly provided with means for its acquisition. Our Amer-
fcan clementary musical text books have been brought to great perfection; but
such of the works before the public, as contain anything like a complete theoretical
course, scemed to me practicable only in an atmosphere of cullure, under the
direction ot the best teachers.

I believe your book will go far toward supplying the want which exists in this
direction:—Its simplicity and clearness are such that all can understand it. even
those that have not had the advantage of especial culture and fine teaching; its
comprehensiveness is great, and in its exposition of the material and Form of
composition it seems to me practicable beyond precedent. I doubt not that this
book will add another to the list of remarkable successes which have crowned
your career in authorship.

Very truly yours,
CHICAGO, Oct. 29th, 1875. FREDERICK W. Roor.

From Mr. G. F. Roor, Doctor of Music.

1 cheerfully endorse the above, especially whatds said of the chapter on ‘* Form.”
GEO. F. RooT.

From Mr E. E. WHrrrsMore, Teacher of Music in the Public Schools of
Clicago, Organist &c.

PROF. PALMER, ’

DEAR SiR:—When will your new work on Harmony and Musical FormbLe
ready? I believe it will prove to be a work which every teacher of music in the
country will find invaluable and indispensable.

I was more interested in the pages you showed me, than anything of tie kind I
have ever seen,
Yours truly,
CHICAGO June 10th, 1875. E. E. WHITTEMORE. |,

From MR. C. A. HAVENS, Organist at 1st Presbyterian Church, Chicago.

MR. H. R. PALMER,

DuAR SiR:—ATter having examined your work on harmony, I am convin-
ced that it is just what is needed by the musical public. both professional and
amateur. The clear and logical manner in which you treat subjects will do muc
to render harmony better understood by students. This book deserves a Wide-
spread circulation.

Yours truly,
CHICAGO, Sept. 1st, 1875, C. A, HAVENS.
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From MR. AnorLrH BAUMBACH, Organist at Grace Episcopal Church,
Chicago. i
H. R. PALMER,

DEAR S1r:—I have looked over your new treatise on the science of Muslc,
and am happy to say, it is the best work of the kind that has ever come under my
observation. Itis the result of great research and labor, and will be regarded as a
welcome guest and guide by all who take an interest in Musicas a science. 1ltisa
comprehensive and complete work, from the treatment of simple chords up to
Counterpoint, and Form. Ilook forward for its publication impatiently, as I re-
gard it a valuable text book for my pupils.

I remain, very respectfully yours,
CHICAGO, Jan. 6th, 1876. A. BAUMBACH.

From MR. L. V. FLAGLER, Organist at Plymouth Church, Chicago.
MR. H. R. PALMER,

DEAR SIR:—I have examined your new book on Ifarmony and Fornm. and
am glad to say that I consider it an invaluable work; one which teachers as weil a8
amateurs cannot afford to do without. I particularly admire your chapters on
Musical Form; and must say that I have never seen this subject treated with such
clearness and conciseness. I am surethat the present work will make itself felt in
our musical literature—to which iv will certainly form an essential addition.

Yours, truly,
CHICAGO, 11, Dec. 29th, 1875. I. V. FLAGLER.

From M. O. BLACKMAN, Director of Music at Centenairy M. E. Church, and
Teacher of Music 1n Chicago Public Schools.
MR. H. R. PALMER, _

DEAR SIR:—The American Music Teachers will always feel deeply indebted
to you for your new work on Harmony, as it puts everything in such an undcr-
standible shape, and brings together from so many good sources, the matters of
such vital importance to us all. I think it must play a very important part in our
American system of education. I am happy in being able to testity in favor of such

a good work.
Yours, &ec.,
CHICAGO, Dec. 29th, 1875. ) 0. BLACKMAN.

From Mr. WM. F. SHUERWIN, Autkor and Director.

MR. H. R. PALMER,

My DEAR SIR:—I have been so delighted in looking over the proof sheets
of your forthcoming Theory of Music, that I hasten to thank you for industriously
setting yourself to do so much good, for I believe no work has yet appeared
which is so admirably adapted to meet the general needs of American students.
You have shown remarkable culinary skill in stripping definition3 of useless
verbiage and tiresome technicalities, and then ‘‘boiling them down* until the
truth is made clear to any ordinary mind. But I am chiefly interested in the
section upon ** Form,” g subject which has heretofore received comparatively lit-
tle attention, (my conscience bearing me witness!) but which you have so wisely
and attractively set forth, that I am sure it will be given its due place hereafter.
I most heartily commend your work to all as a valuable contribution to our too
scantmusicalliterature, and am >

Yours very truly,
NEW YORE, February 18th, 1876. WM. F. SHERWIN..




AR E - FIRST.

ELEMENTARY.

1. Whkat is SouND ?

Sound is any thing audible.

2. What is a ToNE?

A tone is a sound in which pitch is perceptible.

3. What s a KEY?

A family of tones bearing a certain fixed relation one to another.

4. How many tones constitute a key ?

Seven.*

5. What is the tonic, or KEY-TONE?

The tone from which all other tones are reckoned; the point of repose

6. How are the tones of a key named ?

The tonic, or key-tone, is named one (or eight), the next tone above it
is named two, the next three, ete.

7. What syllables are sometimes applied to the tones of a key ?

The syllables Do, Re, Mi, Fa, Sol, La, Si. S

8. The names of what lelters are used’ as the names of the pitches of
tones ?

The names of the first seven letters of the alphabet, A, B, C, D, E, F, G.

9. What constitutes the DisTONIC SCALE?

The tones of a key in successive order, from one key-tone, or tonic, to
the next, inclusive.

10. What is the STAFF?

The staff’ is a character used to represent the pitches of tones.

11. Of what does it consist ?

It consists, mainly, of five parallel lines and the spaces which belong to
them; and is frequently enlarged by means of short added lines and
spaces, above and below.

12. How are tones represented as regards length or duration ?

By characters called NoTEs. =

* It may be well to remark here, that a key reully corsists of all the tones which
the ear can detect, having a certain fixed relation to each other; for example, all
possible tones whose names are C, D, E, F, G, A and B, constitute the key of C.
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13. How many different kinds of notes are there in general use, and
what are their names ? :

Six. The whole note, the half note, the quarter note, the eighth note,
the sixteenth note, and the thirty-second note.

14. How s the whole note made ?

Like the letter O, elongated.

15. How is the half note made ?

With an open head, and a stem.

16. How is the quarter note made ?

With a full head, and a stem.

17. How is the eighth note made ?

With a full head, a stem, and a hook.

18. How 1s the sixteenth note made ?

With a full head, a stem, and two hooks.

19. How is the thurty-second note made ?

With a full head, a stem, and three hooks.

20. What are Bars?

Bars are small lines drawn perpendicularly across the staff.

21. What is a DouBLE Bar?

A Double Bar is a broad bar drawn across the staff.

22. What does it generally denote ?

The beginning and ending of a line of words.

23. What is the CLosg, and what does it signify ?

The Close consists of two double bars drawn across the end of the stafy,
to indicate the close of the composition.

24, What is a MEASURE?

A measure is a group of two or more regularly recurring pulsations.

25. How is a measure represented ?

A measure is represented by the space between two bars.

26. A measure having two pulsations 1s called whai ?

Double measure.

27. A measure having three pulsations is called what ?

Triple measure.

28, A measure having four pulsations is called what ?

Quadruple measure.

29. A measure having six pulsations s called what ?

Sextuple measure, or compound double measure.

30. A measure having nine pulsations is called what ?

Compound triple measure.

31. A measure having twelve pulsations ts called what ?

Compound quadruple measzure.

82. What is BEaTinGg TiuE ?

Indicating each pulsation of a measure by a certain motion of the hand.
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33. Describe the beats in double measure.

Down, and up.

34, Describe the beats in triple measure.

Down, left, and up.

35. Describe the beats in quadruple measure.

Down, left, right, and up. »

36. Describe the beats in sextuple measure.

Down, left, left, right, up, and up; or simply down and up, compre-
hending three pulsations to each motion.

37. Describe the beats in compound triple measure.

Down, left, and up, comprehending three pulsations to each motion.

38. Describe the beats i compound quadruple measure.

Down, left, right, and up, comprehending three pulsations to each
motion.

39. What is ACCENT?

A slight stress upon a certain pulsation, to mark its position in the
measure.

40. Which pulse * of double measure is accented ?

The first.

41. Which pulse of triple measure is accented ?

The first.

42. Whick pulses of quadruple measure are accenled ?

It hasa primary accent on the first, and asecondary accent on the third.

43. Which pulses of sextuple measure are accented ?

A primary accent on the first, and a secondary accent on the fourth.

44, Which pulses of compound triple measure are accented ?

A primary accent on the first, and secondary accents on the fourth, and
seventh.

45. Which pulses of compound quadruple measure are accented ?

A primary accent on the first, and secondary accents on the fourth,
seventh, and tenth.

46. What is the FrRACTION ?

The figures placed at the beginning of a composition.

47. What does the numerator denote ?

The number of pulsations in the measure.

48. What does the denominator indicate ?

The kind of note which is reckoned to each pulse of the measure.

49. What is the rule for applying words ‘o music ?

Apply one syllable of the words to each note.

50. What is a SLUR?

A curved line connecting two or more notes upon different degrees of
the staff.

* We nced hardly say that this word ¢ pulse ** or ¢ pulsation’’ is the same as was
formerly called ¢ puart,’” and is still called ¢ beat *’ by some authors
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51. What is a TIE?

A curved line connecting two or more notes upon the same degree of
the staff.

52. What is the rule for applying words when the slur or tie occurs ?

Appiy ode syllable of the words to as many notes as are 8o connected.

53. What are REsts?

Characters indicating suspension of sound.

54. How many kinds of rests are there, and what are their names ?

Six. The whole rest, the half rest, quarter rest, eighth rest, sixteenth
rest, and thirty-second rest.

53. As regards duration, rests correspond to what ?

To the notes of the same denomination.

56. How 1s the whole rest made ?

A sqaare block below a line.

57. How is the half rest made ?

A square block above a line.

58. How is the quarter rest made ?

Like the figure 7 reversed.

59. How is the eighth rest made ?

Like the figure 7.

60. How s the sixteenth rest made ?

Like the figure 7 with two heads.

61. How is the thiurty-second rest made ?

Like the figure 7 with three heads.

62. Into how many classes are human wvoices generally divided, and
what are they called ?

Four. Base, Tenor, Alto, and Soprano.

63. Describe Base singers ?

Gentlemen who can sing low, and cannot sing high.

64. Describe Tenor singers ?

Gentlemen who can sing high, and cannot sing low. 3

65. Describe Alto singers ?

Ladies who can sing low, and cannot sing high.

66. Describe Soprano singers ?

Ladies who can sing high, and cannot sing low.

67. What is meant by MippLE C?

The pitch C, which all voices have in common; it being in the middle
of the great vocal compass, ladies can sing as many tones above it, as
gentlemen can sing below it.

68. How is the puich middle (' represented e

By the added line above of the base staff, the added line below of the
soprano staff, and by the third space of the tenor staff.

69. What is a CLEF?

A character which determines the pitch of tones as represented by the staff.
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70. How many clefs are there in general use, and what are they called?

Three. The soprano clef. the base clef, and the tenor clef,

71. What does the soprano clef indicate ?

That the pitches are so arranged as to fix middle C on the added line
below.

73. What parts sing from the staff so arranged ?

The soprano and alto. and sometimes, (always incorrectly,) the tenor.

73. What does the base clef show ?

That the pitches are so arranged as to fix middle C on the added line
above. '

74, What parts sing from the staff so arranged ?

The base and sometimes the tenor.

75. What does the tenor clef denote ?

That the pitches are so arranged as to fix middle C on the third space.

76. What part sings froin the staff so arranged ?

The tenor.

77. What was the former use of the tenor or C clef ?

It was sometimes placed on the first line as a soprano clef; on the third
line as an alto clef; on the fourth line as a tenor clef; and in ancient music
it was sometimes placed on the second line.

78. What is a Brace, and what does it indicate ?

The brace is a character used to connect two or more staffs, and generally
Indicates the number of parts which are to be performed simultaneously.

79. Staffs, when connected by a brace, are called what ?

A SCORE.

80. What is the use of a Dot ?

1t adds one half to the rhythmical value of the note or rest after which it
is placed.

81. How is the repeat made, and what does it mean ?

It consists of dots placed in the spaces at the left hand of a bar, and
shows that the preceding passage is to be repeated.

82. When only a part of the previous passage is to be repeated, how is
it indicated ?

By dots placed in the spaces at the right hand of a bar, in which case
all between the two sets of dots, is to be repaated.

83. What does Bi1s smply ?

That the passage so marked is to be performed twice.

84. What does the HoLp, or PAUSE, denote ?

That the tone indicated is to be prolonged at the option of the leader.

85. What is @ UNISON PASSAGE?

A passage in which two or more parts sing the same tones.

86. What is to be understood by the letters D. C?

The Italian words Da CaPo; more frequently the Italian sentence Da
Caro AL FINE.
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87. What is the translation of DA Capro AL FINE?

Da, from the; Capo, commencement; al, to the; Fine, end; sing * from
the commencement to the end.”

88. What is the meaning of D. 8?

Dal Segno, return to the sign.

89. What are triplets ?

Three equal tones performed in the time of one pulse; the time usually
given to two tones divided into three equal parts.

90. How are they represented ?

By three notes grouped with a slur or tie, or marked with a figure 3.

91. What is SYNCOPATION ?

Commencing a tone on an unaccented pulse of a measure, and con-
tinuing it into the following accented pulse, thereby temporarily displacing
the usual accent.

92. What are INTERMEDIATE ToNES?

Those which occur between the regular tones of a Key.

93. Between what tones of a major Key do we find intermediate tones ?

Between 1 and 2, 2 and 3, 4 and 5, 5 and 6, and 6 and 7.

94. When is a tone said to resolve ?

When it is followed by a tcae to which it naturally tends.

95. How are intermediate tones indicated ? .

By the aid of characters called sharps (§), flats (¢), and cancels (§).*

96. For what is a sharp (§) used ?

To indicate an intermediate tone, the tendency from which is upward.

97. For what is a flat (b) used ?

To indicate an intermediate tone, the tendency from which is down-
ward.

98. For what is a cancel (Y) used ?

To cancel the effect of a previous sharp or flat.

99. How many ways are there of representing each intermediate
tone, and what are they ?

Two: if its tendency is upward, it is represented by the lower of two
degrees, and called sharp; if its tendency is downward it is represented
by the higher of the two degrees, and called flat.t

* The pernicious effects of calling this character () a ¢ NATURAL’’ are apparent
thronghout the entire country,—~notwithstanding the fact that, when so employed, its
use is purely technical. it is very easy to see how readily the idea would obtain, in
the minds of beginners, that some tones are more natural than others ; and the nn-
fortuuate impression which has become 80 universal among tliore who have little
knowledge of the subject. that the key of C is more natnral than other keys, and that
the real difficnlty in learning to read mmnsic ouly begins when we introduce other
keys, is clearly traceable to the inappropriate name of this character. The character
itself is never used except for the purpose of canceling the effect of a previous sharp
or flat; hence, no instance can arise in which the word ‘‘natural’”’ may be used where
the word ¢ cANCEL?’ would not be more appropriate. For these reasons, the anthor
has decided to adopt the name CANCEL instead; and would ask all teachers to assist
iu the gﬂ'ort to curtail the evil effects of the term natural,—H. R, P., New York, April
13, 1876.

1 There are exceptions to this, as to all general rules.
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100. What is a CHROMATIC SCALE ?

A scale in which all the tones, intermediate and diatonic, occur in sue-
cessive order.

101. Why is this scale called chromatic ?

From the fact that the intermediate tones were formerly written in
colors.

102. What are ACCIDENTALS ?

Sharps, flats, or cancels used throughout a composition, for the purpose
of introducing intermediate tones, or a modulation,

103. What is the rule for their continuance ?

Accidentals continue their significance throughout the measure in
which they occur.* 1

104. What is 1, or 8, of any key called ?

The XEY-TONE, or ToxIC.

105. What is the difference between a scale and a key ?

A scale implies a certain order of succession; while the family of tones
of which it is formed, called the Key, may be used in any possible order.

106. What other difference 1s there ?

A Scale must have eight tones, while a Key is manifested with seven.

107. What is the order of intervals in the major Key ?

Major seconds rmust occur between 1 and 2, 2 and 3, 4 and 5, 5 and 6,
and 6 and 7; minor seconds must occur between 3 and 4, and 7 and 8.

108. What is @ SIGNATURE ?

The sharps or flats at the beginning of a composition. which indicate
the Key or Scale.t

109. How many major keys are there in general use ?

Twelve.

110. What tones form the key of C?

C, D, E F, G, AandB.

111. What is the signature of the key of 0'?

It has no signature. b

112. What tones form the key of G ?

G, A, B, C, D, E, and F#.

113. What is the signature of the key of G ??

One Sharp.

114. What tones form the key of D ?

D, E, F§, G, A, B, and C#.

115. What is the signature of the key of D ?

Two Sharps.

* The additional clanse of this rule, namely, ‘and from measure to measure, until
canceled by a note intervening upon another degree of the staff,*? is very properly
discontinued by most of our composers, as it is ot no beunefit, and causes great confu-
sion. Inall the author’s works whenever an accidental is required in the following
measure it will be placed there.

1 See Webster’s Dictionary.
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116. What tones form the key of A ?

A, B, C4, D, E, F, and G.

117. What is the signature of the key of A ?
Three Sharps.

118. What tones form the key of E ?

E, F$, G#, A, B, C§, and Df.

119. What is the signature of the key of B ?
Four Sharps.

120. Whrat tones form the key of B?

B, Ct, D, E, F#, G# and Af.

121. What is the signature of the key of B ?
Five Sharps.

122. What tones form the key of Fy ?

F# G§. Af, B. C3, D¢, and Ef. *

123. What is the signature of the key of Fg ?
Six Sharps.

124. What tones form the key of F?

F, G, A, By, C, D, and E.

125. What is the signature of the key of F'? :
One flat.

126. What tones form the key of Bh ?

By, C, D, Eb, F, G, and A.

127. What is the signature of the key of Bh ?
Two flats.

128. What tones form the key of En?

Ep, F, G, Ah, Bh, C, and D.

129. Whrat is the signature of the key of Eb ?
Three flats.

130. Wkat tones form the key of Ab?

Ap, Bb, C, Db, Ep, F, and G.

131. What is the signature of the key of Ab?
Four flats.

132. What tones form the key of Db ?

Db, Eb, F, Gh, Ab, Bb, and C.

* Tt will be readily seen that although the pitch Ef is identical with the pitch F,
there are two reasons why it cannot be named, or represented, as F. Firstly, the D
degree of the staff being used for 6, and the F degree for 7, the E degree would be
lett out; thus making the interval between 6 and 7 a third of some kind instead of a
second; and secondly, the F degree being already used to represent 8, cannot be nsed
to represent ‘7; for, although a degree can be made to rep: ent two tones, a half
step, or even a step apart, it can, in no possible manner, be made to represent two
tones, the interval between which is a major, or even a minor second. It should be
remembered. that the word second always implies two degrees, while the word step or
half step may or may not ithply two degrees. Hence, those writers and teachers are
wrong who adopt the language *‘from one to two is a step, from three to four is a
half-step,” &e. For instance,—in the C scale, from E to Ef (same pitch as F)is a
half-step, but it is not a minor second.
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133. What is the signature of the key of Dh?

Five tlats.

134. What tones form the key of Go ?

Gh, Ab, Bh, Cb, Db, Eb. and F.

125. What is the signature of the key of Gb?

Six flats.

136. What is @ MINOR SCALE?

A scale in which the intervals from 1 to 3 and from 1 to 6 are minor.

137. What is the order of intervals in the minor scale ?

Major seconds must occur between 1 and 2, 3 and 4, aud 4 and 5;
minor seconds must occur between 2 and 3, 5 and 6, and 7 and 8; while
from 6 to 7 must be an augmented second.

138. Should this order be preserved in descending ?

“1t should.

139. How @s the harshness of the augmented second between 6 and 7
sometimes temporarily avoided ?

By “raising the sixth,” or, more correctly speaking, by making the
interval from 1 to 6 major instead of minor.*

14). What tones form the key of A minor?

A, B, C D, E, F, and G#.

141l. What is the signature of the key of A minor ?

Liike its relative, C major, it has no signature.

142. Whkat tones form the key of E mindr ?

E, F#, G, A, B, C, and D4.

143. What is the signature of the key of E minor ?

_ Like its relative, G major, it has one sharp.

144. What tones form the key of B minor ?

B, C4 D, E, F#, G, and A#.

145. What is the signature of the key of B minor ?

Like its relative, D major, it has two sharps.

146. What tones form the key of F$ minor?

¥4, GE, A, B, C#, D, and EX.

* This avoidance of the angmented second between 6 and 7, by ¢ raising &.”" gave
rise to what has been called the ‘“Melodic Minor Scale,”” which is given hy some
writers, aud still adhered to by many teachers. But the law which provides that all
dominant chords shall have major thirds, and thus fixes 7 of the miuor key a half-
step below 8, is no more binding than the law which says that the sub-dominanf
chord of a minor key shall always have a minor third, and so establishes the interval
of an augmented second from 6 to 7. It is absolutely impossible to harmonize the
melodic form in any acceptable manner; and while all the classical composers fre-
queuntly gave that form in melodic passages, they invariably wrote the sub-dominant
c_Llord with a minor third, Most of the old theorists pass over this striking incon-
sistency in silanca; probably recognizing the fact that any attempt to reconcile snch
palpable contradictions would be ntterly useless. Richter says that ¢ The sixth
degree of the minor scale (key) is not capable, in @ harmonic sense, of auy such chro-
m'c_xt\c alteration;*” also, that the sub-dominant chord with a major third, (in the
minor key,) « cannot be conceived of. > In other words, we have but one minor key,
that which has been known as the Harmonic Minor; (the crder of intervals of which
is given at question 137,) and while we frequently form a scale, called the Melodic
Minor Scale, there never was a Melodic Minor Key. Whenever such pasgages occur, .

they can easily be accounted for as passing tones or appoggiaturas.
See remark on page 68.
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147. What is the signature of the key of ¥ minor ?

Like its relative, A major, it has three sharps.

148, What tones form the key of C¥ minor?

C#, D%, E, F#, G#, A, and Bf.

149. What is the signature of the key of Ct minor ?

Like its relative, E major, it has four sharps.

150. What tones form the key of G minor ?

G#, A%, B, C#, D%, E, and F double sharp (X).

151. What is the signature of the key of G¥ minor ?

Like its relative, B major, it has five sharps.

152. What tones form the key of D§ minor ?

D3, EB, T'#, G#, A#, B, and C double sharp.

153. What is the signature of the key of D§ minor ?

Like its relative, ¥ major, it has six sharps.

154. What tones form the key of D minor ?

D, E, F, G, A, Bp, and C4.

165, What is the signature of the key of D minor ?

Like its relative, F major, it has one flat.

156. What tones form the key of G minor ?

G, A, By, C, D, Eb, and F#.

157. What is the signature of the key of G minor.?

Like its relative, Bb major, it has two flats.

158. What tones form the key of C minor ?

C, D, Eb, F, G, Ab, and B.

159. What is the signature of the key of C minor ?

Like its relative, Eb major, it has three flats.

160. What tones form the key of F minor ?

F, G, Ab, Bh, C, Dh, and E.

161. What is the signature of the key of F minor 2

Like its relative, Ab major, it has four flats.

162. What tones form the key of Br minor ?

By, C, Db, En, F, Gh, and A.

163. What is the signature of the key of Ba minor ?

Like its relative, Db major, it has five flats.
{164, What tores form the key of Bh minor ?

Eb, F, Gb, Ab, B, Cb, and D.

165. What is the signature of the key of Eb minor ?

Like its relative, Gb major, it has six flats.

166. What are Passing ToNES?

Tones which are introdnced for the purpose of enlivening or embellish-
ing the melody. but which do not form an essential part of the harmony.

167. What is an APPOGGIATURA?

A passing tone, which precedes an essential tone or an accented pulse
of a measure.
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168. How s it usually represented?

By a smaller note.

169. What is an ACCTACCATURA?

A passing tone, a half step above or below the tone to which it is pre-
fixed. It is usually written with a dash across its hook; it has no de-
termined time-value, and should be closely blended with the following
tone.

170. What is an AFTER-TONE?

A passing tone which follows an essential tone, on an unaccented pulse
of a measure.

171. How many degrees of power are there, and what are they called ?

Five; Pianissimo, Piano, Mezzo, Forte, and Fortissimo.

172. What does Pianissimo mean ?

That the tone or passage so marked should be performed with great
restraint ; the first degree of power.

173. What does Fiano mean ?

That the tone or passage should be performed with restraint; the second
degree of power.

174. What does Mezzo mean ?

That the tone or passage should be performed with medium power,
neither restraint, nor with uncommon exertion; the third or middle degree
of power.

175. What does Forte mean ?

That the tone or passage should be performed with some exertion; the
fourth degree of power.

176. What does Fortissimo mean ?

That the tone or passage should be performed with great exertion, the
loudest that can be given consistent with purity; the fifth degree of
power.*

177. What does Crescendo mean ?

That the tone or passage should be commenced in a low degree of
power aund increased.

* These five degrees of power are sufficient for all practical purposes, and if com-
posers would grade them-in this way, performers would soon learn to use them so.
That there is an innumerable number of degrees of power between pianissimo and
piano must be admitted; otherwise no such effect as crescendo could be produced,
but like the innumerable number of pitches which, all must admit, lie between Cand
Cf, the human mind cannot classify or analyze them.

After many years' experience in conducting large bands of performers, both vocal
and instrumental, the writer is prepared to assert, withont fear of contradiction, that
no perjormer can produce a degree of power between piano and mezzo or between
mezzo and forte, (any more than they can produce a pitch between Cand Cf;) heuce
the terms mezzo-piano and mezzo-forte, with their abbreviations m p. and m,f. are non-
sensical, and should be thrown out of our namenclature We might as well say
mezzo-pianissimo or mezzo-fortissimo. The bad effects which have arisen from a lack
of a classification of these degrees of power is shown by the fact that when our mod-
ern composers wish a passage to be performed pianissimo, they mark it with three or
even with four p’s. Now. as pianissimo means that the tone or passage shall be as
soft as possible, we caunot make it softer with a dozen p’s; and if fortissimo means
all the power of wh'ch the performer is capable, (consistent with pure tone,) a thous-
and f’s would not make it louder.






P ART-SECOND

THOROUGH BASE.

184. What is THOROUGH BAsg?

Thorough Base is that part of the science of music which treats of a
combination of tones into chords; giving their names, relations, inver-
sions, and the fizures by which they are expressed.

185. What is an Interval ?

An interval is the difference of pitch between two tones, or their effect
when performed simultaneously.

186. What s a PRIME?

Prime is the name given to two tones which mvolve but one degree in
representation, as C and Ct.

187. Whkat is a Second ?

An interval which involves two degrees in representation, as C and D.

188. What is a Third ?

An interval which involves three degrees, as C and E.

189. What is a Fourth ?
~ An interval which involves four degrees, as C and F.

190. What is a Fifth ?

An interval which involves five degrees, as C and G.

191. Whkat is a Sixth?

An interval which involves six degrees, as C and A.

192. Wkat is a Seventh ?

An interval which involves seven degrees, as C and B.

193. What is an Octave ?

An interval which involves eight degrees, as C and C above.

194. What is a Ninth?

An interval which involves nine degrees, as C and D, nine degrees
above.

195. How many kinds of primes are there, and what are they called ?

Two; perfect primes, and augmented primes.

196. How many kinds of Seconds are there, and what are they called?

Three; major seconds, minor seconds, and augmented seconds.

197. How many kinds of thirds are there, and what are they called ?

Three; major thirds, minor thirds, and diminished thirds.
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198. How many kinds of fourths are there, and what are they called?
Three; perfect fourths, diminished fourths, and augmented fourths.
199. How many kinds of fifiks are there ?

Three; perfect fifths, diminished fifths, and augmented fifths.
200. How many kinds of Sucths are there ?

Three; minor sixths, major sixths, and augmented sixths.
201. How many kinds of Sevenths are there ?

Three; major sevenths, minor sevenths, and diminished sevenths.
202. How many kinds of Octaves are there ?

Two; perfect octaves, and diminished octaves.

203. How many kinds of Ninths are there ?

Three; minor ninths, major ninths, and augmented ninths.
204. How are Intervals measured ?

By means of steps and half-steps.

205. What ¥s e Half-Step ?

The smallest interval now in use.

206. What is a Step ?

An interval as great as two half-steps.

207. What is a perfect Prime ?

Two tones upon the same pitch; a unison.

208. What 1s an augmeented Prime ?

A prime as great as a half-step.

209. What is @ minor Second ?

A second as small as a half-step.

210. What is a major Second ?

A second as great as a step.

211. What is an augmented Second ?

A second as great as a step-und-a-half.

212. What is a diminished Third ?

A third as small as two half-steps.

213. What is a minor Third ?

A third as great as one step and one half-step.

214. What is a major Third ?

A third as great as two steps.

215. What is a diminished Fourth ?

A fourth as great as one step and two haif-steps.

216. What is a perfect Fourth ?

A fourth as great as two steps and one half-step.

217. What is an augmgnted Fourth ?

A fourth as great as three steps.

218. What is a dvminisked Fifth ?

A fifth as great as two steps and two half-steps.

219. What is a perfect Fifth ?

A fifth as great as three steps and one half-step.
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220. Whies 10 1.0 augmented Fifth ?

A fifth as great as four steps.

221. What is a minor Sixth ?

A sixth as great as three steps and two half-steps.

222. What is @ major Sixth ?

A sixth as great as four steps and one half-step.

223. What is an augmented Sixth ?

A sixth as great as five steps.

224. What is a diminished Seventh ?

A seventh as great as three steps and three half-steps.

225. What is @ minor Seventh ?

A seventh as great as four steps and two half-steps.

226. What is a major Seventh ?

A seventh as great as five steps and one half-step.

227. What is a diminished Octave ?

An octave as great as four steps and three half-steps.

228. What is a perfect Octave ?

An octave as great as five steps and two half-steps.

229. What is @ minor Ninth ?

A ninth as great as five steps and three half-steps.

230. What is @ major Ninth ? °

A ninth as great as six steps and two half-steps.

231. What is an augmented Ninth ?

A ninth as great as five steps, two half-steps, and a step-and-a-half.

232. What is u chromatic Half-step ?

A half step, which involves but one degree in representation, as C and
C#, A and Ab; an augmented prime.

233. What is a diatonic Half-step ?

A half-step, involving two degrees in representation, as C and D, D
and Eb; a minor second. )

234. When is an Interval said to be inverted ?

When its position is so changed that the lower tone becomes the
higher.

235. A Prime, when inverted, becomes what ?

An octave.

236. A Second, when inverted, becomes what ?

A seventh.

237. A Third, when inverted, becomes what ?

A sixth.

238. A Fourth, when inverted, becomes what ?

A fifth.

239. A Fifth, when inverted, becomes what ?

A fourth.
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240. A Sixth, when inverted, becomes what ?

A third.

241, A Seventh, when inverted, becomes what ?

A second. F

242. An.Octave, when inverted, becomes what?

A prime.

243. A Ninth, when inverted, becomes what ?

A seventh.

244. A diminished Interval, when inverted, becomes what ?

It becomes an augmented interval.

245. A minor Interval, when inverted, becomes what ?

It becomes a major interval.

246. A perfect Interval, when inverted, becomes what ?

Unlike other intervals it does not change its character by inversion, but
becomes a perfect interval of another denomination.

247. A major Interval, when inverted, becomes what ?

It becomes a minor interval.

248. An augmented Interval, when inverted, becomes what ?

It becomes a diminished interval.

249. A perfect Prime, when inverted, becomes what ?

A perfect octave.

250. An augmented Prime, when inverted, becomes what ?

A diminished octave.

251. A minor Second, when inverted, becomes what ?

A major seventh.

252. A major second, when inverted, becomes what ?

A minor seventh.

253. An augmented second, when inverted, becomes what ?

A diminished seventh.

254. A diminished third, when invered, becomes what ?

An augmented sixth.

255. A minor third, when inverted, becomes what ?

A major sixth. :

256. A major third, when inverted, becomes what ?

A minor sixth.

257. A diminished fourth, when inverted, becomes what ?

An augmented fifth.

258. A perfect fourth, when inverted, becomes what ?

A perfect fifth.

259. An augmented fourth, when inverted, becomes what ?

A diminished fifth,

260. A duminished fifth, when inverted, becomes what ?

An augmented fourth,
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261. A perfect fifth, when inverted, becomes what ?

A pertect fourth.

262. An augmented fifth, when tnverted, becomes what ?

A diminished fourth.

263.. A minor sixth, when inverted, becomes what ?

A major third.

264, A major sizth, when tnverted, becomes what ?

A minor third.

265. An augmented sisth, when inverted, becomes what ?

A diminished third.

266. A diminished seventh, when inverted, becomes what ?

An augmented second.

267. A minor seventh, when inverted, becomes what ?

A major second.

268. A major seventh, when inverted, becomes what ?

A minor second.

269. A diminished octcwe, when tnverted, becomes what ?

An auzmented prime,

270. A perfact octave, when inverted, becomes what ?

A perfect prime.

271. A minor mnth, when inverted, becomes what ?

A major seventh.

272. A major ninth, when inverted, becomes what ?

A minor seventh.

973. An augmented ninth, when inverted, becomes what ?

A diminished seventh.

274. What is meant by Tonic?

The tone upon which the key is founded, the key-tone.

275. What is meant by SUPERTONIC?

Two of the key, or the tone first above the tonic.

276. What is meant by MEDIANT?

Three of the key, or the second tone above the tonic.

277. What is meant by SUB-DOMINANT ?

Four of the key, or the third tone above the tonic.

278. What is meant by DOMINANT?

Five of the key, or the fourth tone above the tonic.

279. What is meant by SUB-MEDIANT ?

Six of the key, or the fifth tone above the tonic.

280. What 1s meant by SuB-TONIC 0r LLFADING-TONE ?

Seven of the key, or the tone first below the tonie.

281. Whatds @ CHORD?

A combination of two or mere tones, performed simultaneously, so ar-
ranged as to produce an agreeable effect.
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282. What is @ TRIAD ?

A chord composed of a fundamental tone, together with its third and
fifth.

283. Whick is the fundamental tone ?

The tone upon which the chord is founded.

284, What tones form the triad of C?

C, E, and G.

285. What tones form the triad of D?

D, F, and A. [

286. What tones form the triad of E?

E, G, and B.

231. What tones form the triad of F?

F, A, and C.

288. What tones form the triadsof G?

@G, B, and D.

289. What tones form the triad of A?

A, C, and E.

290. What tones form the triad of B? -

B. D, and F.

291. Which are the principal Chords of the major key ?

The chords of I, 1V, and V.

292. Why are they the principal Chords ?

Because they are major chords, and, together, contain all the tones of
the key.

293. What is a consonant Triad ?

One which has a perfect fifth.

294, What is a dissonant Triad ?

One which has a diminished or augmented fifth.

295. What is a major Triad?

One which has a perfect fiftth and major third.

296. What is a minor Triad?

One which has a perfect fifth and minor third.

297. What is an augmented Triad ?

One which has a major third and augmented fifth.

298. What is a diminished Triad ?

One which has a minor third and diminished fifth.

299. The chord founded upon one of any key is called what ?

Tonical harmony.

300. The chord founded upon two of any key s called what ?

Super-tonic harmony.

301. Thke chord founded upon three of any key is called what ?

Mediant harmony.

302. The chord founded upon four of any key s called what ?

Sub-dominant harmony.
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303. The chord founded upon five of any key is callg . wwes «.

Dominant harmony.

304. The chord fourded upon sixz of any key is called what ?

Sub-mediant harmony.

305. The chord founded upon seven of any key is called what 2

Sub-tonic harmony, or harmony of the leading tone.

306. How manry major Triads are there in a major key ?

Three; the triads of I, IV, and V.

307. How many minor Triads are there in a major key ?

Three; the triads of 1, 11, and vi. :

308. The Triad of VII° in the major key is what kind of a triad ?

A diminished triad.

309. What kind of a Triad s that which is founded upon 1 in & minor
key ? . -

A minor triad.

310. What kind of a Triad is that which is founded upon 11° of a minor
key ?

A diminished triad.

311. What kind of a Triad is that which is founded upon III', of &
minor key ?

An augmented triad.

312. What kind of a Triad is that which is founded wpon Iv of @
minor key ?

A minor triad.

313. What kind of a Triad is that which is founded upon V of a
- minor key ?

A major triad.

314. What kind of a Triad ©s that whick is founded upon VI of a
minor key ?

A major triad.

315, What kind of a Triad is that which is founded upon viI° of a
minor key ?

A diminished triad.

316. What names are given to the several members of a Triad ?

Fundamental, third, and fifth.

317. When is a chord said {v be in its First position ?

When the fundamental is the highest.

318. When s a chord said to be in its Second position ?

When the third is the highest.

319. When is a chord said to be in its Third position ?

When the fifth 1s the highest.

320. How do we obtain Four part harmony when there are but three
tones in a chord ?

By duplicating one of the tones.
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321. Which of the three is it best to duplicate ?
The fundamental.
322. Which next best ?
The fifth.
323. May we ever duplicate the Third ?
Only in exireme cases.
324. Which member of a Triad should never be omitted ?
The third.
325. The lowest part is always what ?
Base.
326. The highest part is always what ?
Soprano.
321. The part next below the Soprano is what ?
Alto.
328. The part between the Alto and the Base is what ?
Teror.
329. What figures stand for the Triad ?

8
The tigures g, or any two of these alone.

330. What do they indicate ?

That the tones which form the third, fifth, and eighth from the Base are
to be written or played.

331. Should these figures always be used ?

Not necessarily.

332. When no figures appear, what chord is to be written or played ?

The triad of the letter which forms the Base.

333. How ¢s a Unison passage indicated ?

By the letters **T. 8.” or  Tasto Solo,” meaning without chords.

334. When a Dash (—) follows the figures, what does it signify ?

That the tone indicated by the figure which precedes the dash is to be
repeated.

335. When a Sharp (%), Flat (b), or Cancel * (4) 4s placed over a
Base note, what does it signify ?

That the interval of a third from the Base note is to be sharped, flatted,
or restored.

336. When a Sharp, Flat, or Cancel is placed before a figure, what
does it denote ?

That the interval from the Base, indicated by the figure, is to be
sharped, flatted, or restored.

337. When is a Chord said o be in its direct form ?

When the Base takes the fundamental.

* On accourt of the bad effects of calling this character () a natural, the author
has determined to adopt the more appropriate term ¢ cancel.” For more definite
reasons, see note on page 12,
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338. When is a Chord said to be in ils first inverted form ?
When the Base takes the third.

339. How is the first inversion figured ?

It is figured g, or simply 6.

340. When is a Chord said to be in its second inverted Sorm ?
When the Base takes the fifth.

341. How is the second inversion figured ?

8 o
It is figured ¢, or simply §.

342. In this second inversion of the Triad, which member is it best to
duplicate ? wEY

The fifth; the tone upon which the Base stands.

343. What is a Dissonance ?

A chord in which two tones occur in alphabetical order, or one in
which there is an angmented or diminished interval.

344, What is a chord of the Seventh ?

A triad, with the interval of a seventh added.

345. What is meant by the Domwnant seventh ?

A chord of the seventh founded upon the Dominant.

346. Of what intervals must it always consist ?

A major third, perfect fifth, and minor seventh.

3417. By whal figures is it indicated ?

By the figures g or simply 7.

348. How many Inversions are there of the Dominant seventh ?
Three.

349. Whenis the Dominant seventh said to be in its first inverted form?
When the Base takes the third.

850. Ilow is the first inversion of the dominant seventh figured ?
6

It is figured 5, or §.
3

351. When is it said to be in its second tnverted form ?
When the Base takes the fifth.

352. How ts the second inversion of the seventh figured ?

[ 6
It is figured £ or G

353. When it is said to be in its third inverted form ?
When the Base takes the seventh.
354. How s the third inversion of the seventh figured ?

It is figured 2, or §, or sometimes simply 2.
2
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355. All dominant sevenths, whether in mqjor or minor keys, must
consist of what intervals ?

Major third, perfect fifth, and minor seventh.

356. What other chords of the seventh are there in general use ?

A chord.of the seventh of 11 and vir° in the major key, and a chord of
the seventh of 11° and of vir° in the minor key.

357.. What intervals form the chord of the seventh of 11 in the major
key ?

A minor third, perfect fifth, and minor seventh.

358. How is it most frequently employed ?

In its first inverted form.

359. What intervals form the chord of the seventh of VI, in the major
key ?

A minor third, diminished fifth, and minor seventh.

360. What peculiarity has this chord.

The seventh must always be in the Soprano.

361. What intervals form the ckord of the seventk of 11°, in the minor
key ?

A minor third, diminished fifth, and minor seventh.

362. What intervals form the chord of the seventh of vi©°, tn the minor
key ?

A minor third, diminished fifth, and diminished seventh.

363. What 1s this chord generally called ?

The chord of the diminished seventh.

364. What is a chord of the ninth ?

A chord of the dominant seventh, to which is added the interval of a
ninth.

365. How is it figured ?

1t is figured 2.

366. Why should the T be used ?

To distinguish the chord from ninths, which are sometimes formed by
suspensions.

367. Upon what member of the key is ut founded ?

Upon the Dominant.

368. Is the chord of the ninth « major chord or a minor chord ?

In a major key it is a major chord; in a minor key it is a minor chord.

369. In four part harmony, what tone is most frequently omitted in
chords of the ninth ?

The fifth.

370. Why ?

Because if the fifth is retained, the chord would contain two perfect
fifths in itself; namely, from fundamental to fifth, and from fifth to ninth,
which cannot be avoided by the omission of either the third or the seveuth.
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371. How many inversions kas the chord of the ninth ?

Three; namely, when the base tukes either the third, fifth or seventh.

372. Are chords of the ninth ever Jounded upon other tones than the
Dominant ?

Some theorists recognize and classify chords of the ninth founded upon
other tones; but such chords are generally treated as suspensions, which
renders their explanation vastly less complicated.

373. What are chords of the eleventh, and chords of the thirteenth ?

Like chords of the ninth, they are dominant seventh chords, to which
is added the interval of eleventh, or thirteenth.

374. Are they generally classed as fundamental harmonies ?

By some theorists they are so treated; but, as they always have the

character of suspensions, most writers choose to classify them as sugh,
——

375. What is meant by altered chords ?

The chromatic alteration of one or more intervals of fundamental har-
monies. CITi

376. What is the effect of such alteration ?

1t has the two-fold effect of producing a modulation, and of giving a
new chord formation.

377. How many new chords may be so formed ?

There are only five which may be met with in practice.

378. What is an Augmented Triad ?

A major triad, with the fifth augmented.

379. Where s this chord found as a fundamental chord without ckro-
matic alteration ? ¢

Itis a fundamental chord when founded upon the mediant of a minor key.

380. Upon what fones is it most frequently formed ?

Upon the Tonie, Sub-dominant, or Dominant of a major key.

381. How many Inversions has the augmented triad ?

Like the major triad it can be used with good effect in both inversions.

382. What Sevenths may be employed with the augmented triad ?

The major seventh of the Tonic, and the dominant seventh may be
added at pleasure. Also, in rare instances, the major seventh of the sub-
dominant may be added.

383. When the major seventh of I or IV s added to the augmented
triad, which member of the following chord must always be doubled ?

The third.

384. What is an Augmented Chord of the Sixth ?

A chord, consisting of a major third and augmented sixth.

385. From what is it derived ?

From the chord of the seventh of 11° in the minor key, with the third
altered from minor to major, and the fundamental omitted.

386. Whick inversion of this seventh chord brings the augmented
chord of the sixth ?

The first inversion.

:‘.
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387. In four part harmony, which part of the Augmented Sixth Chord
should be doubled ?

The third.

388. How is the chord figured ?

It is figured #6. .

389. What name is sometimes given to the augmented sixzth chord ?

Some theorists call it the Italian sixth.

390. What is an Augmented Chord of the Sixth, Fourﬂz and Third ?

A chord consisting of a major third, augmented fourth, and augmented
sixth.

391. From what it is derived ?

From the chord of the seventh of 11° in the minor key, with the third -
altered from minor to major.

392. Which inversion of this seventh chord brings the Augmented
Chord of the Sixth, Fourth, and Third ?

The second inversion.

393. How is it figured ?

%6
It is figured §'

394. What name is sometimes given to the Augmented Chord of the
Sixth, Fourth, and Third ?

Some theorists call it the French Sixth.

395. What is an Augmented Chord of the Sixth and Fifth ?

A chord consisting of a major third, a perfect fifth, and an augmented
sixth.

396. From what is it derived ?

From the chord of the seventh and ninth of 11° in the minor Key, with
the third altered from minor to major, and the fundamental omitted.

397. Which Inversion of this seventh and ninth chord brings the Aug-
mented Chord of the Sixth and Fifth ?

The first inversion.

398. How is it figured ?

Tt is figured *§.

399. What name is sometimes given to the Augmented Chord of the
Sizth and Fifth ?

Some theorists call it the German Sixth.

400. What other Chord is found by altering fundamental harmonies ?

A very useful chord may be derived from the chord of the seventh and
ninth of 1% of the minor key, by altering the third, fifth, and seventh,
making the third major, the fifth perfect, the seventh diminished, and
omitting the fundamental. :

401. Whick inversion of this seventh and ninth chord will bring this
new chord ?

The second inversion.
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402. How is it figured ?

s ¥e
It is figured #g.

403. What name is proposed to give this chord ?

The American Sixth. *

404, What is @ SUSPENSION ?

The withholding of a tone which is proper to a chord, and, in its stead,
retaining a tone from the preceding chord, thus producing a moinentary
dissonance. g

405. In what parts, and before what members of a chord may a
Suspension be employed ?

In any part, and before any interval of the triad, also before sevenths
in rare cases. ;

406." Can Suspensions occur in more than one part at the samne time ?

Two, or three parts may be suspended, called double and triple sus-
pension.

407. What is ANTICIPATION ?

The abandoning of a tone which is proper to a chord before the
metrical division  leads us to expect it, and, in its stead, taking a tone
which belong to the succeeding chord, and retaining it until the other
parts follow; the reverse of suspension.

408. Can Anticipations occur in more than one part ?

Anticipations may occur in two or three parts, at the same time.

409. What “s ORGAN-POINT, 07 PEDAL-POINT ?

A passage in which the Base sustains the Tonic or Dominant, while the
other parts move independently.

410. May the Organ-point be taken by other parts than the Base ?

It may be sustained by any part; but when such tones are taken by the
upper parts, they are more correctly called Stationary Tones.

411. What is a SEQUENCE ?

A regular succession of similar harmonic, or melodic, formations, or
phrases.

412. Of what does a Sequence generally consist ?

Of a chord, thought, or phrase, which is repeated at a higher or lower
pitch.

413. In a phrase Sequence, what is the first formula called ?

The figure.

* The author claims the original classification of this chord. He has been unable
to find it in the works of any other author, neither it is mentioned among the altered
chords by any theorists, so far as he has been able to find by diligent research. That
it is correctly built is acknowledged at once by all theorists with whom he has had
the opportunity of conversing. The proposition to call it the American sixth meets
with general faver, being suggested by the names Italian sixth, French sixth, German
sixth, and English sixth (this last nearly obsolete); see page 96.

Although very useful for voice leading, it1s seldom met with in practice, for the
reason that no theorist has heretofore recognized it, or alluded to it in any way.

¢







PART THIRD.

HARMONY AND COMPOSITION.

420. When s a part, or chord, said to remain stationary ?

When the tone or chord is repeated.

421. When is a chord said to progress?

When some or all of its parts move to other tones, and thus form an-
other chord.

422. What does such progression involve ?

Motion.

423. How many kinds of Motion are there, and what are they called ?

Three; contrary motion, oblique motion, and similar, or parallel motion.

424. When are two parts said to move in contfrary motion ?

When one ascends, and the other descends.

425. When are two parts said lo move in similar, or parallel,
motion ?

When they ascend or descend together.

426. When are two parts said to move in oblique motion ?

When one part ascends or descends, and the other remains stationary.

427. What is the first great Law of PROGRESSION ?

Each part should move to that tone in the next chord which occasions
the least motion.

428. What s the second great LAw of PROGRESSION ?

If the two chords contain a mutual tone, the part which sings it in the
first chord should sing it in the next chord.

429. What is such mutual tone called ?

The binding tone.

430. How shoull the binding tone be indicated ?

By connecting the two notes with a tie. -

431. What tone is mutual in the chords of the Tomc and Super-
tonic ?

They have no mutual tone.

432. What tones are mutual wn the chords of the Tonic and Mediant ?

The third and fifth of the Tonic chord are always the fundamental and
third of the chord of the Mediant.
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433. What tone is mutual in the chords of the Tonic and Sub-
dominant ? ]

The fundamental of the Tonic chord is always the fifth of the Sub-
dominant chord.

434. What tone is mutual in the chords of the Tonic and Dominant ?

The fifth of the Tonic chord is always the fundamental of the Dominant
chord.

435. What tones are mutual in the chords of the Tonic and Sub-
mediant ?

The fundamental and third of the Tonic chord are always third and fifth
of the Sub-mediant chord.

436. What tone is mutual in the chords of the Tonic and Sub-tonic ? -

They have no mutual tone. *

437. What is the third great LAW of PROGRESSION ?

Two perfect fifths must not occur consecutively between the same parts.

438. What is the fourth great LAW of PROGRESSION ?

Two perfect octaves must not oecur consecutively between the same parts.

439. What s the rule for avoidimg consecutive faults ?

Make the offending part move in contrary motion.

440, What is the rule for the progression of the leading fone ? (See 280.)

It should ascend a minor second.

441. If the base moves a second or a third, how should the upper three
parts move ?

If they cannot remain stationary, they should move in contrary motion.

442. Between the Soprano and Base what motion is generally prefer-
able ?

Contrary motion.
443, Why does the second inversion of the triad require more careful
treatment than the first ? (See questions 337 and 342 inclusive.)
. Because in the second inversion of the chord, the interval of a perfect
fourth takes on the character of a dissonance, which weakens the effect.
444. Does the interval of a fourth generally bear the character of a
dissonance? )
Never, except when it stands over against the base, as in the 2 chord.
445. Is this the case with real dissonances ?
It is not; they always retain their dissonant character.
446. When is the $ chord most effective ?
‘When it is formed upon the Tonic, Dominant, or Sub-dominant, enters
upon an accented pulse, either free or as a suspension, and resolves iuto
the 3 chord of the tone which forms the base.

_* The learner shonld now compare the chord of the Supertonic with all other
chords, am} point out the mmtnal tones, then proceed the same way with the chords
of the Mediant, Sub-dominant, Dominaut, Sub-mediaut, and Sub-tonic. >
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447 [» waat other manner is it frequently employed ?

As a passing chord upon an unaccented pulse.

8. What triads most frequently precede the 2 chord ?

The triad of IV or of 11. (See 300 and 302.)

419. Where is the 2 chord most fregently found ?

In formations of the Close. (Cadences.)

450. Why is it particularly effective in modulations ?

Because, in entering upon the accented pulse, it instantly produces the
feeling of a modulatlon

451. In what other way is the 2 chord employed ?

As a suspension; in which case the fourth is always prepared.

452. Whew does the g chord appear at greatest disadvantage ?

When, with prepared base, it enters on an accented pulse.

453. When is a part said to resolve properly ?

When it progresses according to its natural tendency.

454. What is the proper resolution of augmented intervals ?

Upward.

455. What is the proper resolution of diminished intervals ?

Downward.

456. Should augmented or diminished intervals be doubled ?

They should nof.

457. Why not ?

Because, being dissonances, they have a determined resolution, and if
doubled, and both parts properly resolved, consecutive octaves would
result; and if, to avoid the consecutive fanlt, one of the parts is made to
move contrary to its natural tendency the effect is still worse.

458. What is the smoothest way of approaching and leaving the chord
of the Super-tonic ? (See 300.)

Approach it from the Sub-dominant, and leave it through the second
inversion of the Tonic.

459. What is the smoothest way of approaching and leaving the chord
of the Mediant ? (See 301.)

Approach it from the Dominant, and leave it through the Tonic.

460. What is the smoothest way of approaching and leaving the Sub-
dominant ? (See 302.)

- Approach it from the Tomc, and leave it through the second inversion
of the Tonic.

461. What 1s the smoothest way of approaching and leaving the Dom-
tnant ? (See 303.)

Approach it from the Tonic, and return to the Tonic.

462. Wiat is the smoothest way of approaching and leaving the Sub-
mediant ? (See 304.)

Approach it from the Tonic, and leave it through the Sub-dominant.

I
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463. What is the smoothest way of approaching and leaving the chord
of the Sub-tonic or leading tone ? (See 305.) :

Approach it from the Tonic, and return to the Tonic,

464, What is the resolution of the chord of the Sub-tonic ?

Its fundamental being the leading tone, must ascend a minor second;
its fifth being diminished, must descend a minor second; its third is free.

465. To what harmony does it invariably resolve ?

To the Tonical hatmony.

466. When are parts said to be written or played in close harmony ?

When the highest three parts are all written within the compass of one
octave, so that they may be played with one hand.

467. When are parts said to be written or played in dispersed har-
mony ? -

When they are 8o arranged that the interval between the base and the
soprano is about equally divided by the tenor and alto.

468. Indispersing harmony what is the rule for sepdrating the parts ?

Not more than an octave should intervene between any two contiguous
parts, except the base and tenor,

469. Wien is a dissonance said to be prepared ?

When it appears as a consonance in the preceding chord, and is taken
by the same part, so that it can be connected by a tie.

470. What are the rules for the progression of the chord of the Domi-
nant seventh ? (See 345 to 356.)

The seventh descends one degree; the third, being the leading tone of
the key, ascends a minor second; the fundamental and fifth are free.

471. Into what harmony does it generally resolve ?

Into Tonical harmony.

472. Into what other harmony may it resolve ?

The Dominant seventh of a major key may resolve into the Tonical har-
mony of the relative minor key; and the Dominant seventh of a minor
key may resolve into the harmony of IV of the relative major key; other
resolutions are possible, but not as usual.

473. Of what peculiar resolution is the dominant seventh chord capable?

One seventh chord may resolve into another, and that into a third, ete.

474, The third inversion of the dominant seventh chord ( g) necessarily
resolves into what chord ?

Into the first inversion of the Tonic.

475. Are there exceptions to the rule that the interval of a seventh must
descend one degree ?

There is one exception, viz. : in the second inversion of the chord ;
when the seventh is in the soprano, and the chord resolves to the first in-
version of the Tonic, the seventh may ascend without producing a bad
effect.

476. Are there other exceptional treatments of the tnterval of seventh ?

There are; it may be abandoned entirely; it may also be transferred
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from one part to another, when the chord is repeated; in which case the
part that has it last must be responsible for its correct resolution.

477, Ir it should become necessary to omit any of the tones of the Dom:-
nant seventh chord what tones cui be spared best ?

The octave of the fundamental first, the fifth next, and, in extreme
cases, the third may be dispensed with.

478. What is the especial use of the Dominant seventh chord?

It is especially useful in cadence formations, and in determining the
xey in modulations.

479. How does it point to the key in modulated passages ?

No other chord is built like it, (major 3rd, perfect 5th, and minor 7th,)
its fundamental is always five of some key, and having found five it is
easy to determine the Tonic.

480. What rules govern the resolution of the several inversions of the
Dominant seventh chord ?

The same rules that govern the direct form, the seventh descends one
degree, the third ascends a minor secoud, the fundamental and fifth are
free.

481. Does the Dominant seventh require a preparation ?

Not necessarily.

482. How is the chord of the seventh of 1, in the major mode, most
frequently employed ? (See 356.)

In its first inverted form.

483. When thus used, what name was formerly given to it ?

The Ecclesiastical chord.

184, Why ?

Because it i3 peculiarly adapted to church harmonies.

485. What is the resotution of the chord of the seventh of v11°, in the
major mode ? (See 356.) :

Its fundamental being the leading tone, ascends a minor second; its
seventh descends one degree; its fifth, being diminished, descends a minor
secoud, and its third is free.

486. In what position should this chord always be used ?

With the seventh in the soprano.

487. How can consecutive fifths be avoided between the third and
seventh ?

By either doubling the third of the tonic chord, (which is most usual,)
or, by causing the third of the seventh chord to descend five degrees.

488. Does this seventh require preparation ?

Not always.

489. Iiow does the chord of the seventh-of II° in the minor mode, differ
Jrom that of vr* in the major mode ?

Only in the resolution of its fundamental tone, which, being no longer
the leading toue, is free.
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490. Into what harmony does it most frequently resolve ?

Into Dominant harmony the fifth and seventh descend a minor second,
the fundamental moves to the Dominant, (cither up or down,) and the
third ascends one degree.

491. What is the primary resolution of the chord of the seventh of vir°
in the minor mode ? (See 356.)

Its seventh and fifth descend one degree, its fundamental ascends one
degree, and its third is free.

492. What is this chord sometimes called ?

The equivocal chord.

493. For what reason ?

Because it does not point to any particular Tonic, and is capable of a
great variety of resolutions.

494. Which inversion of this chord is least satisfactory ?

The third inversion.

495. How can this chord be converted into a dominant seventh chord?

There are four principal ways; First, one of its members may descend
a half-step, while the others remain; Second, three of its members may
ascend a half-step, while the other remains; Third, three of its members
may descend a half-step, while one descends a whole step; and Fourth,
three of its members may ascend a whole step, while one ascends a half-
step.

496. What other pecuiiar progression can be formed with this chord?

All its tones may be made to descend a half-step, thereby forming an-
other similar chord, which, in its turn, can be resolved the same way,
and so on indefinitely.

497. Does the Seventh wn this chord require a preparation ?

It does not.

498. What is the Resolution of the chord of the Ninth * (see 364.)

The ninth descends to the eighth, when the chord becomes a chord of
the Dominant seventh, and is resolved accordingly; or the chord of the
ninth may resolve directly to the Tonical harmony.

499. What rule should be borne in mind when using chords of the
Nipth ?

‘The fundamental tone and ninth should be kept nine degrees apart.
¥ 500. What is the progression of the Augmented Chord ?. (See 378 to
383.)

Its fundamental remains stationary, or descends five degrees; its third
may ascend a minor second, or remain stationary; and its fifth ascends a
minor gecond.

501. Do these rules apply to the inversions also ?

They do.
502. What is the resolution of the Italian Sixth ? (Augmented Chord
of the Sixth, see 384 to 389.) .

It resolves to the Dominant harmony; the fundarr_\ental, (original third,)
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descends a minor second, the auzmented sixth. ascends a minor second,
the third descends a minor second, or ascends one degree.

503. Whick member of this chord may be doubled in four part har-
monies ?

The third only. (The original fifth.)

504. Are the inversions of this chord generally used ?

They are not.

505. What s the progression of the French Sixth ? (Augmented Chord
of the Sixth, Fourth, and Thurd, see 390 to 394.)

Its fundamental, (original fifth,) descends a minor second; the third,
(original seventh,) descends a minor second; the foutth, (original funda-
mental.) remains stationary, and the sixth, (original third,) ascends a
minor second.

506. Are the inversions of this ckord generally used ?

They are not.

507. How does the French Sixth compare as 1'egards its usefulness
with the other Augmented Sixth Chords ?

It is considered inferior to either of them.

508. What is the progression of the German Sixth ? (Augmented
Chord of the Sizth and Fifth, see 395 to 399.)

It has two resolutions. 1sz. The third and fifth remain stationary, the
fundamental descends a minor second, and the sixth ascends a minor
second, thereby forming a g chord of the minor Tonic, which resolves im-

mediately to the Dominant; and, 2nd, the fundamental descends a minor
second, the third remains stationary, the fifth and sixth ascend a minor
‘second; thereby forming a 2 chord of the major Tonie.

509. What other resolutions are sometimes found ?

It is sometimes resolved directly to the Dominant, in which case open
fifths can be avoided only by a pre-resolution of the fifth: a fine effect can
also be produced by converting this chord into a chord of the diminished
seventh, by causing the fundamental to ascend one half-step.

510. Are the inversions of this chord generally used ?

They are not.

511. What is the progression of the American Sixth ? * (See 400 to
403.)

Its fundamental descends a minor second, its third remains stationary,
its fourth and sixth ascend a minor second.

512. Is thus the only resolution ?

It is.

513. Are the inversions of this chord generally used ?

They are not.

~ * The author claims the origiral classification of this chord, concerning which see
marginal note on page 31.
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514. What +s MODULATION ?

Passing from one key into another.

515. What may be called the point of Modulation ?

The point when the home-feeling, or Tonic, seems to have taken a new
position.

516. Can this shifting of the Tonic, or home-feeling, take place with-
out the use of tones which are foreign to the jirst key ?

It can; whenever the tones of a key are so arranged that their relations
have changed, and have centered around a new Tonic, modulation has
taken place.

517. How s this change of Tonic usually effected ?

By use of tones which are foreign to the ruling key.

518. What two ckords form the chief means of Modulation ?

The dominant seventh and chord of the diminished seventh.

519. Why are these chords better for that purpose than others ?

These two are never to be mistaken, while all others are ambiguous.

520. How are the other chords ambiguous ? ‘

They can belong to several different keys.

521. When an ambiguous chord is used as a means of modulation,
kow are we to recognize the new key ?

By the succeeding chords.

522. What is the simplest and most natural conclusion which we
arrive at when a foreign tone or chord is introduced ?

That it belongs to the key which is nearest related to the ruling key.

523. What keys are nearest related to the principal key ?

The key of its parallel major or minor; and of its Dominant and Sub-
dominant, together with their paraliels.

524, Should a key which is brought about by modulation be used as
the final key of a composition ?

It should not; a composition should end in the key in which it com-
mences.

525. Should a composition ever end in an inversion ?

It should not. The final chord should always be direct.

526. What was the custom of the old composers with regard to the
final chord ?

They went so far as to say that all compositions, whether major or
minor, should end with the major triad.

527. How does this fact effect our later opinions ?

When a minor composition closes with the plagal cadence, it is still
usual to end with a major triad.

528. What was such ending formerly called ?

=< Mierce/di-PicaRiitto s -

* Picardi was the province in Eufope where this effect was first used.
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529. What is the object of suspensions ? (See 404.)

A closer binding of chords.

530. When does such binding take place?

When the progression of one or more tones of a chord is delayed until
the others have formed the component parts of the following chord.

531. What are the three essential points to be considered in a suspen-
sion ?

Its preparation, entrance, and resolution.

532. Through what tones of a chord may the preparation take place ?

Through either of the component parts, or the dominant seventh.

533. Upon which pulse should the preparation take place ?

The unaccented pulse.

534, Upon whick pulse should the suspension enter ?

The accented pulse.

535. When ¢s it said to resolve properly ?

When, upon an unaccented pulse, it takes its place in the reigning
zhord.

536. May the tone which is delayed by a suspension be taken by any
other part ? =

By no part except the base, and then there must be at least an octave
between them.

537. Do suspensions remove the effects of consecutive octaves or fifths

They do not.

538. Before what members of the triad may suspensions take place ?

Before the fundamental and the third always; the fifth, in certain posi-
‘*ions, and, in rare instances, the seventh.

539. Must the chord whick accompanies the suspension always remain
until the suspended tone resolves ? ]

Not necessarily; it may progress to any possible harmony which con-
tains a tone that will resolve the suspended tone.

540. How many kinds of suspensions are there, and what are they
called ?

Two; suspensions from above and suspensions from below.

541. What further peculiarities has the suspension ?

One or more tones may be taken between the suspension and the res-
olution. Also the part which has the suspension can, immediately after
the resolution, pass through several chord-tones while the remaining
tones of the chord are sustained.

\{ 542. What is a CADENCE?

The end of a musical thought or expression.

543. How many kinds of cadence are there, and what are their names ?

Six; the perfect cadence, the imperfect cadence, the half cadeuce, the
plagal cadence, the deceptive cadence, and the suspended cadence.:
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544. What conditions are necessary for the formation of a perfect
cadence ?

The final chord must be Tonical harmony with the fundamental in both
base dnd soprano, preceded by the Dominant harmony.

545, What is an imperfect cadence ?

The same as a perfect cadence, except that the soprano in the last
chord rests upon the third or fifth, instead of the fundamental.

546. What is a half cadence ?

One in which the final chord is the chord of FivE, preceded by the
chord of ONE or ["OUR.

547. What is a plagal cadence ?

One in which the last chord is the chord of OXE, preceded by the har-
mony of FOur.

548. What is the Plagal cadence sometimes called ?

The Ecclesiastical cadence.

549. Why ?

Because it is peculiarly adapted to church music.

550. What is a deceptive cadence ?

One in which the harmony of F1vE, instead of resolving to the harmony
of ONE, as we expect, resolves into some other harmony, thereby deceiv-
ing our expectations.

551. What is a suspended cadence ?

One in which the harmony of FIvE is prolonged, or suspended, until
the base has taken its fical position upon the Tonie, on an accented pulse
of the last measure.

552. What general rule should be followed in the formation of a pedal
passage ? (organ point, see 409.)

The harmony of the pedal-tone should commence the passage, frequent-
ly make its appearance throughout, and finally conclude the whole
thought.

553. What tones are best adapted for remaining stationary ?

The Tonie and Dominant.

5564. Are they ever sustained together ?

They are.

555. How should the other three parts be arranged ?

So that they will form a complete and correct three-part composition,
capable of good effect if heard alone.

556. Which of the three parts assumes control of the three-part har-
mony ?

The lowest, regardless of the sustained tone, even if it should some-
times belong to the same harmony.

557. If figures are used to indicate_the harmonic progression of an
organ-point, from which part are they reckoned ?

From, and with direct reference to, the sustained tone; thereby fre-
quently altering the usual mode of figuring.

{
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558. If the organ-point stands upon the Dominant whick cadence
must be avoided ?

The Plagal Cadence.

559. If the sustained tone be taken by an upper or middle voice, what
will it be necessary to guard against ?

It will be necessary to guard against the too frequent use of harmonies
which are foreign to the sustained tone.

560. For what reason ?

Because such upper voices do not possess the power, which is peculiar
to the base, of counterbalancing the foreign harmony.

561. How many kinds of sequences are there, and what are they call-
ed ? (See 411.) i

Two; chord sequences, and phrase sequences.

562. What is a chord sequence ?

One in which two or more chords follow each other in a similar har-
monic anner.

563. In forming a symmetrical chord sequence, what ts it necessary
to observe?

Thai the parts should move by similar intervals; and each part, if taken
alone, vhould be regular and self-consistent—and that the sequence should
extend over at least {our successive accents.

© 564. What is a phrase sequence ?

One in which a plrase is repeated at a higher or a lower pitch.

565. Are the rules for progression as binding in the formation of se-
quences, as in other cases ?

~ They are not.

566. Why not?

Because our musical perceptions suffer more from lack of symmetry,
than from lack of pure harmonic progression.

567. Whren do covered or hidden fifths and octaves take place ?

When two parts, starting with different intervals, move in similar mo-
tion to a tireh or octave.

568. Why are they disagreeable ?

Because oar perceptions naturally supply all intermediate tones over
which the parts pass, and which, if wntten out in full, would result in
open consecutives.

569. Under what circumstances are they allowable ?

If the upper part moves only one degree.

570. In such cases how can they be made less objectionable ?

If one or both the other parts move in contrary motion, or remain sta-
tionary.

571. Under what oth: r circumstances are they allowable ?

When the base moves one degree, and the chords are bound too'ether
hy a seventh.




44 THEORY OF MUSIC. [Boox 1.

- 572. May covered octaves pass over a minor seventh ?

They may not.

573. Are covered fifths and octaves in the middle voices as objectiona-
ble as in outer voices ?

They are not.

574. Are covered fifths and octaves between a middle and outer voice
as objectionable as in outer voices ?

They are not.

575. What is a safe rule in such cases ?

Avoid covered fifths and octaves as much as possible.

576. What is an unharmonic cross-relation (false relation ?)

It is an arrangement whereby a tonre which is sung by one veice i$, in
the next chord, chromatically altered and given to another voice; as C in
soprano of one chord, and C§ in base of next chord.

571. What is the rule for their avoidance ?

Chromatic alterations of a tone should appear in the same part which
contained the unaltered tone.

578. Are there exceptions to this rule?

There are: so many, in fact, that some theorists discard the doctrine of
cross-relations entirely. ¥

579. Mention a list of progressions which can be safely used by begin-
ners ? L

Tonic to Dominant.

Tonic to Sub-dominant.

Tonic to Sub-mediant.

Supertonic to Tonic.

Supertonic to Sub-mediant,.

Supertonic to Dominant.

Supertonic to Sub-tonic.

Mediant to Dominant.

Mediant to Sub-mediant,

Mediant to Tonic.

Sub-dominant to Toniec.

Sub-dominant to Dominant.

Sub-dominant to Supertonic.

Dominant to Tonic.

Dominant to Sub-mediant.

Sub-mediant to Sub-dominant.

_Sub-mediant to Tonic.

Sub-mediant to Dominant (certain positions).

Sub-mediant to Supertonic.

Sub-tonic to Tonic.

Sub-tonic to Dominant seventh.
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580. Mention a list of rules for the guidance of beginners in writing
music ?

First ; if a part cannot remain stationary it should move to the tone in
the next chord which occasions the least motion.

Second ; give to each voice a smooth and pleasant melody.

Third ; the inner parts should move as little as possible.

Fourth ; if the base moves a second. third, or fifth, the other parts should
move in contrary motion, if possible. . e

Fifih ; a composition should end with the Tonic triad of the key in
which it commenced.

Sixth ; do not use harsh and unmelodious steps, such as augmented
intervals, major sevenths, etc., etc.

Seventh ; keep constantly in mind the compass of the several voices,
neither write too high nor too low.

E¢ghth ; if a bold. loud. or brilliant effect is desired, lead the voices up
to the higher tones. . 1

Ninth ; if a solemn, mournful and dirge-like effect is to be produced,
write 80 as to keep the voices upon the lower tones. !

Tenth ; do not use two progressions of a fourth or fifth in the same di-
rection, especially in the base.

Eleventh ; never use two successive chords in their second inversion.

Twelfth ; contrary motion is preferable to parallel motion between so-
prano and base.

Thirteenth ; in arranging the different parts, combine parallel, oblique,
and contrary motion as much as possible.

Fourteenth ; avoid a too frequent use of inversions; also a too frequent
use of direct forms ; but rather mingle themn ingeniously.

Fifteenth ; Avoid a too frequent use of the same chord.

Sicteenth ; avoid too many remote or abrapt modulations or transitions,
as they not only produce a vague and undecided etfect, which is unpleas-
ant, but tend to confuse the singer.

Seventeenth ; avoid a too frequent use of the same cadence.

581. When a scale passage occurs in the base how should it be accom-
panied ? :

Chords should be written only on the chief accents.




PART FOURTH,;

FORM.

582. Of what does Forx treat ?

The science of Form treats of the shape or structure of a compositior,
as distingnished from the material of which it is composed.

583. What is a tone-chain ?

A succession of tones regulated by the laws of rhythm.

584. What is an ascending tone-chain ?

One which progresses from low to high.

585. What is a descending tone-chain ?

One which progresses from high to low.

586. What is a vague tone-chain ?

One which both ascends and descends.

587. What is the effect produced by an ascending tone-chain ?

That of elevation, exaltation, tension.

588. Whrat s the effect of a descending tone-chain ?

That of relaxation.

589. What is the effect of a vague tone-chain ?

Neither of tension, nor relaxation; but with a certain indecision it may
partake of both. However, in a general way it may belong to either.

590. What is a rhythmical tone-chain ?

One in which the time is well regulated by strong and weuk pulses.

591. What is a rhythmical and melodical tone-chain called ?

A melody.

592. What is the foundation of all melody ?

The Diatonic Scale.

593. How s the diatonic scale divided ?

Into repose and motion.

594. What is the point or repose ?

The Tonic, either one or eight.

595. What is motion ?

All that i3 not Tonic ; 2, 3, 4, 5, 6 and 7, together with all intermediate
tones.

596. What is a design ?

It is the germ out of which grows the entire period.
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597. How many tones must it contain 2

Two or more.

598. When is a design said to be transformed ?

When, being repeated, it assumes some different form, but is still to be
recognized as the same general design.

599. How many principal ways are there of transforming a design,
and what are they called ?

Eleven, viz.: 1st, Transposition; 2d, expansion; 3d, contraction; 4th,
angmentation; 5th, diminution; 6th, repetition of fragments; 7th. omis-
sion; 8th, changing the order of tones; 9th, reversing the order of tones;
10th, combining members of different designs; and, 11th, inversion.

600. Whken is a design said to be transposed ?

When it is repeated at a higher or lower pitch.

601. When is a design said to be expanded ?

When it is made up of larger intervals.

602. When is a design said to be contracted ?

When it is made up of smaller intervals.

603. When is a design said to be augmented ?

When the time-value of each note is doubled.

604. When is a design said to be diminished ?

When the time-value of each note is diminished.

605. When are the fragments of a design said to be repeated ?

When the design is enlarged and remodelled by the repetition of its
members or fragments.

606. When is the design said to be incomplete by omission ?

When one or more of its members or fragments are omitted.

' 607. When is the order of tones changed ?

When the tones are introduced in a different order, without altering the
rhythm.

603. When is the order of tones reversed ?

When the design is taken backwards, from the end to the beginning,
without altering the rhythm.

609. What is the result of combining members of different designs ?

A great variety of new designs may be thus formed.

610. When is a deswgn said to be inverted ?

When, commencing upon the same tone, it moves in an opposite di-
rection.

611. Muy several of these modes of transformation be combined ?

They may; for instance, a design may be transposed and contracted;
transposed and expanded; transposed and inverted; transposed and re-

versed; transposed, inverted and coutracted; transposed, inverted, con-
tracted and reversed, ete.

612. Whnat is @ PASSAGE?
A series of designs which have no well-marked repose.
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613. Whal is a PHRASE?

A series of designs so joined as to have a well-determined motion and
repose ? :

614, What s @ PERIOD?

A series of phrases—usually four —each having a well-defined motion
«nd repose, so related to each other as to produce the impression of com-
pleteness. :

615. How may perinds bz dividsl ?

Into two equal portions called sections; the sections into halves called
phrases; the phrases into halves called motives.

616. In the formation of periods, what general principle should be in-
volved ? : :

The first phrase should be so built as to excite expectation in our minds
which should be only partially answered by the second phrase, thus lead-
ing to a reiteration in the third phrase, and a final, complete and satisfac-
tory conclusion in the last.

617. That which excites expectation is called what ?

Thesis.

618. That which replies to thesis ¢s called what ?

Antithesis.

619. What kind of music is usually written in this form ?

All single church tunes or chorals.

620. What is this form called ?

The soNG-ForM of one period.

621. May the song-form hdve more than one period ?

It may; there are song-forms of two -periods, and song-forms of three
periods. .

622. How ¢s the song-form of two periods constructed? ?

The second period generally begins with a new design, which actuates
its first two phras2s, while the last two phrases bind the whole by reiter-
ating the spirit of the first period.

623. What kind of music is generally written in the song-form of two
periods ?

All double church tunes, and many of the popular songs and ballads.

624. How is the song-form of three periods constructed ?

The second period generally makes a more decided digression from the
first, to which it returns in a very complete manner in the third period.

625. What kind of music is generally written in the song-form of three
periods ?

Most of what are called songs with chorus: the third period usually
takes the form of a chorus which contains the animating designof the song. *

* Of course we have reference only to music which is written by musical scholars,
It is a matter of much regret that a large amount of the music of the present day,
both in Europe and America, is written by persons who may have some indefinite
ideas about melody,—but who know very little concerning Harmony, and positively
nothing at all of Form,
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626. What kinds of tnstrumental music are written in this form ?

The Cotillon, Reel, Jig, Hornpipe, etc. The Fandango in Mozart’s
Figaro is a good illustration.

627. What is the Applied Song-Form ?

A composition consisting of two or more melodies, (or song-forms,) so
related as to form one.

628. What is the jirst melody called ?

The Theme.

629. What is the second melody called ?

Trio. *

630. What follows the Trio ?

The Theme.

631. How does the Trio preserve its relation to the Theme ?

+ By being in a nearly related key, and by retaining the same tempo.

632. What should be the character of the Trio as compared with the
Theme ?

It should be of a more mild and quiet character than its Theme.

633. In what way should Theme and Trio be related ?

If the Theme were in F minor, the Trio should be either in By minor,
C minor, F major, or Dy major. If the Theme were in F major, the Trio
would be either in ¥ minor, D minor, By major, or Dy major, etc.

634. What kind of music is usually written in this form ?

Polkas, Schottisches, Quicksteps, most Marches, and the several move-
ments of Quadrilles, as well as a lorge majority of parlor pieces for piano.

635. What is COUNTERPOINT ?

. The name applied to the art of writing music in parts. t

636. What is plain Counterpoint ?

A plain counterpoint is one having a uniform rhythmic movement of
one note for each note of the melody, ‘called, ‘‘note against rote,”) or
two notes to one of the melody, or ¢ three against one,” or * four against
one,” which movement is maintained throughout the period.

637. What is Florid Counterpoint ?

A florid counterpoint is one not having a uniform rhythmic movement.

638. How is Counterpoint further divided ?

Into Double counterpoint, Triple counterpoint, Quadruple counterpoint,
and Manifold counterpoint.

639. What is a double Counterpoint?

A composition in which two equally important parts must be so ar-

* Wherever the word Trio is used thronghout the department of Form, it signifies
a certain portion of a composition, and has no reference whatever to its usual signifi-
cation of triphonic harmony.

1 Counterpeint and Harmony work from different stand-points. In harmony the
chief object is to furnish a satisfactory succession of chords; counterpoint has refer-
ence to securing a flowing movement of the separate voice-parts. In Counterpoint a
melod_y is_taken (which is called cantus firmus,) to which one or more flowing voice-
parts is added, the part, or parts so added being called the ¢ Counterpoint.”
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ranged that the inversion of their order, (. e. the lower part placed above
the other,) does not effect the correctness of their mutual relations.

640. Wkat is Triple Counterpoint, Quadruple Counterpoint, and
Manifold Counterpoint ?

An arrangement whereby three, four, or more parts are so constructed
that any one, or all of them, may be inverted without eausing incorrect
relations.

641, What is @ Fugue?

The Fugue is a composition in {wo or more parts; a phrase, which is
called the Subject, appears first in one part, and then proceeds to another
part, then to a third and fourth, ete.

642. Explain the Counter-Subject ?

The part which has just given out the Subject continues its song, while
the Subject is being performed by another part; and, such continuation
13 called Counter-Subject.

643. What is the Response ?

It is the repetition of the Subject, note for note in the key of the Domi-
-pant.

644. What is the meaning of Stretto ?

Stretto is an Italian word, signifying near or close.

645. Erplain ils present use ?

If the Subject, which begins in one part, is taken up immediately by
one or more other parts, so as to be heard in two or more parts at the
same time, such construction is called a STRETTO.

646. What peculiar changes in form do the themes of Fugues some-
times undergo ?

They are sometimes written in AUGMENTATION, 4. e. in notes of double
their original value; sometimes-in DIMINUTION, i. e. in notes of half their
original value; and sometimes in INVERSION, 4. e. where it originally as-
cended, it now descends, and v:ce versa.

647. What is IMITATION?

The repetition of a phrase or period already given in another voice-
part.

648. What are the chief varieties of Imitation ?

Free imitation, Strict imitation, and imitation in contrary motion.

649. How are these explained ?

In free imitation the melodic progressions of the original plirase are not
strictly repeated; intervals, upward or downward, are imitated by similar
progressions, but not always of the same distance; for instance, an up-
ward progression of a major second may be imitated by an upward pro-
gression of a minor second; a major third by a minor third: a fourth by
a sixth, ete. Strict imitation repeats the exaet melodic progression of the
original phrase. In imitation by contrary motion, upward progressions
are imitated by downward ones, and vice versa.
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650. What is a CANON?

A Canon is a composition in which two or more parts are introduced,
one after the other, and proceed together in equal time, each imitating
the one before it, note for note, sé that all parts have the same melody
from beginning to end. Canon is strict imitation.

651. What is a Canon in Unison ?

One in which all the foliowing parts commence upon the same tone.

652. What 1s a Canon tn Octave ?

One in which the following parts begin an octave higher, or lower than
the first. <

653. What is a Canon of the Second, Third, Fourth, Fifth, etc. ?

One in whicl: the following parts begin at the interval of second, third,
fourth, fifth, ete., fror the tone upon which the first started.

654. What is a mixed Canon ?

One in whica the several parts begin at different intervals.

655. What is a strict Canon ?

One in which all the laws are strictly observed.

656. What is a free Canon ? *

One in which a deviation from the rules is necessary. One in which
the melody in the first part is not strietly followed throughout.

657. What s twe RoNDpO?

A higher devclepment of art-work, in which the various materiaus are
so woven together as to form a continuous web; the foundation of all Art
Forms.

658. In how many forms is the Rondo divided ?

Into five forms.

' 659. How is the First Rondo Form constructed ?

It has a Theme, consisting of two or more periods, followed by a Pas-
sage, (or a long succession of short phrages in several keys,) and closes
with the Theme and Conclusion made up of motives taken from the
Theme or the Passage.

660. What is the plan of the First Rondo Form ?

Theme, Passage, Theme, Conclusion.

661. Ilow is the Second Rondo Form constructed ?

It has a principal Theme, which is followed by a secondary Theme in
a new key, (called an Episode,*) after which the Theme re-appears, and
the whole closes with a Conelusion.

662. What is the plan of the Second Rondo Form ?

Theme, Episode, Theme. Conclusion.

663. How is the Third Rondo Form constructed ?

It has a Theme, followed by an Episode in another key, after which the

* Dr. Marx, speakingof the Second Rondo Form, says, ¢ The leading from the
Theme to the Episode, (by means of a Passage,) is mostly unnecessary, and the leading
back,s rare.”’

—

i
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Theme is repeated; then a Second Episode in the relauve key, closing
with the Theme and Conclusion.

664. What is the plan of the Third Rondo Form ?

Theme, 1st Episode, Theme; 2d Episode; Theme and Conclusion.

665, How is the Fourth Ronde Form constructed ?

The Theme, first Episode and Theme are quite closely combined.
These are followed by the second Episode, which, in order to counterbal-
ance the preceding, is constructed with emphatie completeness, while the
whole is united by a recapitulation of the Theme and first Episode.

666. What is the plan of the Fourth Rondo Form. ?

Theme, 1st Episode, Theme; 2d Episode; Theme, 1st Episode; to

which is sometimes added a Conclusion.

667. How is the Fifth Rondo Form constructed ?

The Theme and first Episode are followed by a decided and extended
Conclusion, all of which are usually repeated; the second Episode alone
forms a distinet portion of the work; after which appears the Theme, first
Episode and Conclusion.

668. What is the plan of the Fifth Rondo Form ?

It has three well rounded and distinct divisions, firmly united by a cen-
tral idea, the Theme; viz.: Theme, 1st Episode, Conclusion; 2d Episode;

Theme, 1st Episode, Conclusion.

~ 669. What is @ SONATINA ?

A Sonatina is a work of two or three different movements, each a com-
plete rondo of itself, yet so united that we instinctively perceive them to
belong together.

670. What is a SONATA ?

A Sonata is.a work consisting of three or four movements, one of which
is usually slow. In sonatas of four movements, the third is more fre-
quently a Scherzo, or Minuet, with Trio. (Applied Song-Form.)

671. What ¥s a SUITE ?

The Suite is a form consisting of several movements—usually five—de-
vised by Phillip Emanuel Bach, and practiced extensively by Iandel, and

other writers of that period: out of this form grew the Sonata. The Suite
has lately been revived by Raff.

672. What is an OVERTURE ?

The Overture is an orchestral composition of one movement, mostly in
the Sonata or Sonatina form; and, as its name implies, is used as an
opening to an Oratorio, Opera, Concert or Drama.

\ 673. What is CHAMBER Music?

Duos, trios, quartets, quintets, sextets, septets, and octets, written for
stringed instruments, or for pianoforte, and other instruments.

674, What is the form of Chamber Music ?.

Classic chamber music is all in the sonata form. There exists, howev-
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2r, many modern compositions in the suite form, designed for light com-
binations of instruments; such as the potpourri, fantasia, ete.
™ 675. What is a SYMPHONY ?

The Symphony is a composition in the Sonata Form; but, being written
for the full powers of a large orchestra, it is usually constructed upon a
large and massive plan. It generally consists of an Introduction, Allegro,
Andante, Scherzo, and Finale, each of which is more fully developed than
is necessary in the Sonata.
~ 676. What is a« CONCERTO ?

The Concerto is a composition of three movements in the Sonata Form,
in which one instrument, or several concerting instruments, perform the
principal parts, accompanied by an orchestra.

677. What is « CONCERTINO?

A small Concerto, limited to two movements.

\ 678. What is @ NOCTURNE ?

The Nocturne is a composition in variable form, (usually a variety of
the Song-Form,) for piano or other instruments; and, as its name implies,
has a character which accords with the calmness of a beautiful night, or
a quiet evening.

N 679. What is @ FANTASIA?

The Fantasia is a composition for a solo instrument, which is not bound
by any particular form. Keys, modulations, arrangement of forms, in
short, everything is surrendered to the composer’s fancy.

680. What is @ CAPRICCIO ?

The Capriccio, or caprice, is a composition sometimes in the Sonata
Form, sometimes in the Rondo Form, and sometimes assuming the unbri-
dled license of the Fantasia.

671. What is the POLONAISE 0r PoLACCA?

A composition in 2 measure, usually in the Rondo Form, having the

rhythm of the Polish dance, from which it has taken its name.
682. What is @ MAZUREA?
A Polish national dance, or the music which accompanies it; its char-
acteristic rhythm is:
e Ul

683. What s a REpowaA ?
A slow and graceful dance tune, ini measure; its characteristic

rhythm is:—
i3
684. What is @ PoLEA?

A dance tune,* originally in i measure, the characteristic rhythm of

which is as follows: — "
im0

* Czerwinski gives the following interesting account of the origin of the Polka.

¢ Somewhere abont the y:ar 1831. a young peasant girl, who was in the service of a-
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685. What is @ SCHOTTISCHE ?
A dance tune similar to the Polka, but somewhat slower, of which the
following is the characteristic rhythm:—

4
§ 4 oﬁ 0'3 J J I
686. What is « WaLTZ?
A composition in triple measure, for a circular whirling dance, its usual
rhythm is—

1,303 JlaRdJdR1d ]

687. What is a QUICKSTEP?
A lively, spirited march in 2 or 8 measure.

8
688. What is @ MARCH?
A picce of music designed or fitted to accompany and guide the move-
ment of troops: its rhythm is:— .

Jeld J3d SR SR

689. What is @ PorPoUuRRI ?

A melange of different airs, or melodies, strung together; A medley:
It has no definite form whatever.

690. What is a GaLor?

A quick dance tune, generally in 2 measure.

691. What is @ GALOPADE?

A quick German dance tune; a Galop.

692. What is a FANDANGO?

A lively Spanish dance tune, in % or g measure, much resembling the

English Horn-pipe; it is usual to beat the time with castanets. The fan-
dango was brought from Guinea by the negroes into the West Indies,
and thence into Spain.

693. What is « HORNPIPE?

An animated dance tune, which takes its name from the instrument
formerly played during its performance. The instrument called the Horn-
pipe, is common in Wales, where it is called pib-corn. It consists of a
wooden pipe with a horn at each end, and holes at stated distances.
Horn-pipe music is supposed to be of English invention, and was origin-
ally written in § measure.

citizen of Elbeteinitz, performed a dance of her own invention, one afternoon, for
her own especial delectation, and sang a suitable tune to it. The schoolmaster, Jo-
seph Neruda, who happened to be present, wrote down the melody, and the new dance
was soon after publicly performed for the first time in Elbeteinitz. About 1835 it
made its entrance into Prague, and then obtained the name of Polka, from the Bohe-
mian word Pulka, or half, from the half-step prevalent in it. Four years later, it
was carried to Vienna by a Prague band. In 1840, a dancing master of Prague danced
the Polka, with great success, at the Odeon, in Parig, whence it found its way with
extraordinary rapidity to every dauncing room.”’

[ It seems to me that the name must have been adopted because the dance was in-
vented by a woman, as the word polka means a Polish woman; thus Polka-jacket, a
Jjacket worn by a woman, etc. All names of Polish gentlemen, which epd in ¢ have
their corresponding names for ladies which end in a: for example, if a'gentleman’s
name be Witchowski, his wife’s name would be Witchowska.—ED.]
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694, What is a Jia?

A light brisk tune, generally in g measure.

695. What ‘s a REEL?

A lively dance tune, peculiar to Scotland. It is generally in : measure,
but sometimes in g. The Reel is characterized by a reeling or whirling

motion.

696. What is @ QUADRILLE ? \

A French dance, consisting of a set of five consecutive movements, viz:
¢ La Pantalon,” ¢ La Poule,” ¢ L'ete,” ¢ La Trenise ou Pastourelle,” and
¢ La Finale.” It is performed by four couples placed in quadrangular
position, hance the name Quadrille.

697. Whatis a CoTILLON ?

A lively animated dance tune, generally written in g measure.

698. What is @ SCENA?

That portion of an opera called a scene. The term is applied by the
Italians to a portion of an opera comprised in any one entire composition,
\ 693. What is a CANZONET ?

A diminutive of canzone ; and in Italy signifies a little or short song in
one, two, or three parts. In England it is applied to a song in two or
three parts.
~ 700. What is @ CAVATINA?

A short air of one movement, with little repetition of words, and which
i8 sometimes preceded and relieved by a recitative.

701. What is @ FANFARE?

A short, lively, loud, and warlike piece of music, composed for trum-
pets and kettle-drums; also the name of a lively little piece performed on
hunting horns, in the chase.

702. What s a CADENzZA ?

An extempore flourish of voice or instrument at the end of a period, or
phrase; and is introduced ad 1:b. by the performer. It should partake of
the general character of the piece, be sung with one breath, and ended
with a trill. The first tone is generally sung loud, and held, to indicate
its introduction to the accompanying performers.

703. What is an ETuDE?

A composition which is intended, or may serve for a study. It differs
from the Exercise in that the Etude has an artistic purport, and the Exer-
cise has not.

T704. What is an ARIA?

An accompanied song for a solo voice. It is either in the Rondo-Form,
or Sonata-Form, but with the second part abbreviated or omitted.

705. What is a@ RECITATIVE ?

It is a song which does not take the form of a melody, neither does it
conform to the strict value of notation, nor to fixed musical rhythm; but
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strives in its rhythm and succession of tones, to imitate as far as possible
the declamatory accents of speech. It has no determined measure,

although it is usually written in 4+ measure, merely to assist the eye.

706. What are the names of the ECCLESIASTICAL ForMs of vocal music?

The Chant, the Choral, the Hymn, the Sentence, the Anthem, the
Motette, the Cantata, the Mass, and the Oratorio.

707. What is the CHANT?

The most ancient and simple form of choral musie. It consists of words
recited to musical tones, without musical measure.

708. What is the CHORAL?

A simple sacred tune of one period, (possibly two,) designed to be sung
In unison by the congregation, as an act of divine worship.

709. What is the Hyux?

A song of praise or thanksgiving to God; a choir Tune of one or two
periods. It differs from the Choral in that it is intended to be sung by
trained singers, and consequertly admits of more elaborate voice-relations;
and may be diversitied by the introduction of certain phrases for Solo
voices, which is never allowable in the Choral.

710. What is @ SENTENCE ?

A short scriptural text set to music: it seldom extends beyond one or
two periods.

711. What is an ARTHEM?

A composition which is more elaborate than the Sentence; it commou-
ly contains several periods, and is a freer setting of scriptural texts. It is
derived from the Greek word antiphon, signifying response. The most
ancient form of church music was the Antiphony,—¢¢an Anthem sung
alternately by a choir, or congregation, divided into two parts.”

712. What is @ MoTEITE? :

There are two kinds of Motette. ¢ The first takes the form of an
scclesiastical Cantata, consisting of several separate movements of differ-'
ent forms, such as solo, trio, chorale, fugues, etc. The second is a choral
composition, (mostly of devotional character,) in which, after a cantabile,
or figurated introduction, (or without it,) a fugal theme is carried throngh
once, then a second time, and then a third time, and finally ends with
this, or the introductory movement, or with a_separate closing phrase.”
I undeubtedly should have e piace between the Anthem and Cantats
Howavar in America, 1t iS commonly used as synonymous w1th Anthem,

713. What is @ CANTATA ?

An extensive composition, combining recitatives, airs, choruses, etc.,
m which different feelings and circumstances of lyrical or dramatic inter-
est are represented in a combired form: though dramatie, it is never in-
Sended for a theatrical performaz s i cegtums.

‘{14, What is a Mass?

¢¢ The communion service, or the consecration and oriation of tne Host
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in the Roman Catholic Churches.” High Mass is that which is sung or
chanted, and Low Mass is that which is read. High Mass usually consists
of a series of Choruses, Solos, Trios, Quartets, etc., twelve 1 number,
(always with the same words, ) viz. : Kyrie Eleison, Gloria in Excelsis, (in
four parts, viz.: Gloria, Qui Tollis, Quonium, and Et cum Sancto Spirito;)
Credo, (in three parts, viz.: Credo, Et incarnatus, and Et resurexit, )—
Sanctus, Benedictus, Agnus Dei, and Dona nobis Pacem.

715. What is an ORATORIO?

A sacred composition, consisting of Arias, Recitatives, Duets, Trios,
Choruses, etc., with full orchestral accompaniments. The sulject is
generally taken from the Scriptures. It is sung and recited without action
or any of the adjuncts of theatrical representation. Originallyihe Oratorio
was a sacred opera, bul scenery, costume, and action have been done
away with, and it has been elevated to a dignity commensurate with the
character of the sacred events it portrays. The Oratorio was derived from
the religious tragedy in the middle ages, of which it presents a modified
form. Its origin has generally been ascribed to 8t. Phillipo Neri, who, in
1540, formed the celebrated congregation of the Oratory in Rome; one of
the objects of which was to deter young people from profane amusements
by rendering religious services as attractive as possible. The term Oratorio
has been loosely applied to a class of compositions which require scenery,
costumes, and acting for their performance.

716. What are the names of the secular vocal forms ?

The Ballad, the Song, the Solfeggio, the Glee, the Madrigal, the
Operetta, the Opera Bouffe, and the Grand Opera. 5
N 7117, What is a BALLAD?

It was formerly a dancing song, (from Italian dallare, to dance, hence
the word ¢ ball,” a social dancing party.) In modern usage, however, it
is a popular song, either senmmenta] or a narrative, in sxmple stanzas
each usually sung to the same tune.

718, What is a SoNG? .

Song 18 a term which, in a general sense, covers all utterances with
musical modulations of the voice, whether of the human voice or that of a

“bird. It is more usually applied to a simple composition of one or two
periods, set to cither sacred or secular words. It differs from the Ballad,
particularly, in that the Ballad is never set to sacred words.

719. What is a SOLFEGGIO ?

An exereise written for the voice; so named from the syllables do, re,
mi, ete., which are applied to the tones of the key, in the use of which,
both pronunciation and voice are cultivated at once.

720. What is @ VOCALISE?

An exercise which is intended to be practiced with vowels entirely,
chiefly the vowel @ (ah); an Etude.

721. What is a GLEE?

A composition for three or more voices, generally of a light and secular
character. It is of modern English origin.
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Ex. 7. QUADRUPLE MEASURE. See 28.
e =
F*—e—o — c——o—[—v——v——v——v—o—v—— o——c—fF—6—

Ex. 8. SEXTUPLE MEASURE. See 29.
T F 7
l:ﬁ——a—o—o—o—-—- 1-z—0—c—eto——2-Fz.2.-]

Ex. 9. COMPOUND TRIPLE MEASURE. See 30.

BT

606060000066 0—06—0—9¢
— S— ~ T ==

S ——
Fx. 10. COMPOUND QUADRUPLE MEASURE. See 31.
_1_2_ N I == e }___:1
o o o 0@ a~v—v~—o—}¢—c-—,—-—a—,—-¢—c~
T — N———
Ex. 11. DIAGRAMS, (See 32 to 38,)
Showing the motions of the hand in the various kinds of measure.
DOUBI E. TRIPLE. QUADRUPLE. SEXTUPLE,
3 4 6
2 < | 2 ‘ ! 3 E ‘ 65
! \ 3 2 i 4
Ex. 12. THE FRACTION, See 46
e e e e e e e
e s S < e S S
Ex. 13. THE SLUR. See 50.
—x .
& 3 5 e ey _K_J_l < ﬁ
Ed_'_'ﬁl_‘ t'_L'_#" E
EL. S i X =4
Hal - le - -1lu - -jah! A - - - - - men.
Ex. 14. THE TIE. Seeb5l1.

S ﬂt——if:fjé:?;_ﬁ?f[:&_

Hur - rab1 Hur - rah!  Our glorious land is  free!
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Exz. 15. RESTS, WITH THEIR CORRESPONDING NOTES, See 53 to €1.

Whole Note Hal? Note Quirter Note Eighth Nolt Sixteelth Nou Thlrty !e«md Nots
and resc. und rest. and rest. and res!

—— - ——-I———E—-A [,——"’ q‘l_i‘ I
— - —o—|——— = ey -—e—9Y
Ex. 16. CLEFS. See 69 to 77,
G Clef. &_ F Clef. 9 T C Clef. g
= AT o T
Ex. 17. THE F, OR BASE CLEF. See 3.
The usual compass of Base voices. Middle C.
= S | P
0 3 4 Py (e
o o e % B
S
Ex. 18. THE C, OR TENOR CLEF. See 75,
The usual compass of Tenor voices.
N —pmr———
IE o T |
| Sl .10 —
e ¥ Middle
C DEE P GUNTAY B O LD B R oG
Ex. 19. THE G, OR ALTO AND SOPRANO CLEF. See 71,
The usual coripass of Soprano vaices,
[, g
El e 1
@———_———mdlgu T » ; ]
i : G The-z;sl compass of Alto voices. i
G A B C D EF G AB CD ETVF G
Ex. 20. THE BRACE. See 78.
bl - o OR,
Ex. 21. THE DOT. See 80.
0
C R e ey et
The above example is performed as if written as follows :
g- 3-- T Lj’ |
Sy S0 | ] e ) Jo'“"'" —
E -.’1——0——-J—,'-.|:—-—g s =, _._.~h___!_'-17 J—"
—— —— h——‘)—g—

—
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Ex. 22. THE REPEAT. See 81.
fal
AT TGt
t@ 4 s 0% o—]le —wi——t} = |
Ex. 23. BIS. See 83
[ e s
I f 2 | i o .’_"'1"0— 9 T
== ATEESE
SRRy 4 - i '
Ex. 24. THE HOLD See 84,
,_, =
ISE ':;F‘tl-:fffl
Praise ye Je - ho- vah’s name.
Ex. 25. THE UNISON PASSAGE. See 85.
——Bh-__'— ! J ! ;
et
i —L;—‘ o-*-F_9o_|o—— ! V— =
g 7 j S o
1 t '
| )
]_»4‘-1:‘_"‘_! 14114?'.!-_-0- e
9;3‘[;;:‘_':”;!-:'*9' e e s o o
= Tt E 7=
| o
DA CAPO. See 86 Dr. T. HAsmGs
Y Xd !-"’*'4_%- { o 4 J‘j
6‘—;—4—%& : E-— ':E
Ex. 27. DAL SEGNO. See 88.
AR
= 4 | _,_ = | - 1 = 1] ]
‘A_, W~y BT (e g
ke _,9 _'lZg_"'_ #,—"—’ ﬂ_' I~ __M‘pé
|
D.S.
(ol TRET Ty 1 jm— ¥
¢ —f—%gl':;——iﬁﬂ% i EEL
= CA
Ex. 28. TRIPLETS. See 89,
" 1 Bis’
SN
4—

‘—‘—’1 ‘—'g‘k‘:l—= g e

S~
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Ex. 30. SYNCOPATION. See 91.

o7 75 7

| L
aﬁﬁ ]

CHROMATIC SCALE. See 100.
Ex. 32. Ascending.

&
y A " i 2 |
[ {aw)

Ekau_ﬁ-_ﬁ; F#a—-a—’!v#a— b e

Permanent Names— C, C§, D, Df, E, F, Ff, G, Gf, A, A§, B, C.
Syllable Names— Do, Di, Re, Ri, Mi, Fa, Fi, Sol, Si, La, Li, S8i, Do.

Pronounced— Doe, Dee,Ray,Ree, Mee,Fah, Fee, Sole,See, Lah, Lee, See, Doe.
Numeral Name— 1, #1, 2, #2, 3, 4, #4, 65, #5, 6 6 7, 8.
Ex. 33. Descendmg

Ll

I:@ e —oe—ps o s

e —
Permanent ‘Iames— C, B, By, A, Ay, G, Gh, F, E, Ej, D, Dj, C.
Syllable Names— Do, Si, S8e, La, Le, Sol, Se, Fa, Mi, Me, Re, Re, Do,
Pronounced— Doe, See, Say, Lah, Lay, Sole, Say,Fah,Mee,May,Ray,Rah,Doe,
Numeral Names— 8, 7, ph7, 6, h6, 5 p5, 4, 3, h3, 2, h2, 1.

Ex. 34. THE G SCALE. See 112 & 113.
With G Glef With F Clef.
0 T o
E@ q_ra_aﬁ_t_i_.__| 9 g_{___}_ g_ll__'ﬂ
s/ k
L5t -5 38 4, 65-=465 T, =185 l, 25 3, 45, 6, T, 8y
Do, Re, Mi, Fa, Sol, La, Si, Do. Do, Re, Mi, Fa, Sol, La, Si, Do.
G, A, B, C, D, E, Fg G. G, A, B, C, D, E, F#,

REMARE.—The posmon of the scale with the C clef being always the same upon the °

fta.ﬂ; :.s the G clef, it is not considered necessary to occupy time and space by illustrat-
ng

Ex. 35. THE D SCALE. See 114 & 115.
i Witl G Clef. ; . With F Clef. - -2
- {1 o— R ey >N eyl - 2= (] | |
e e e e o L e R e e
. == P | e e 1
s 25 ¥BE T LI 2365 363750 5t 1y 25 Sjy 4% 8% 6,7, 8.
Do, Re, Mi, Fa, Sol, La, Si, Do. Do, Re, Mi, Fa, 8ol, La, Si, Do.

D, E, F G, A, B, ¢f D. D. E. F4 G, A, B, ¢4, D.
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! ‘Ex. 36. _ THE A SCALE. See 116 & 117. >
4 B With G Clef. 5 .,9. y, With F Clef.
i o -i% z -2y
fre— S erney
D E f—
55 o R 1, 2, 3, 4 5 6 1, 8. 1, 9,8, 4T iENe!- 7. 8y
Do, Re, Mi, Fa, Sol, La, Si, Do. Do,Re,Mi, Fa, Sol, La, Si, Do.
4, B, C4 D, E, Ff, Gf, A. A, B, C3 D, E, F4,Gy, A.
Ex. 37. THE E SCALE. See 118 & 119.
With G Clef. y ., With F Clef.
" "—-1——,}—!9—2_— i "’—
@ e _T_J;L,g_a_:ﬂ
t 15,52 48 A sl 16T a8 12,34567,8.
Do, Re, Mi, Fa, S, La, Si, Do. Do,Re,Mi,Fa,Sol,La, Si, Do.
E, F§ G4 A, B, Cf, Df, E. E,F; G4 A, B, C4, D4, E
Ex. 38. THE B SCALE. See 120 & 121.
g &g With G Clef. | o ?Wltth Clef, e o
P e o T e | 1
¢E j__ - 9]_9.—; g‘i_5_ ; ¥ +-—L'_—I
: = - "
TR 0T SE Nt R ey 1, 23 3, 4, 5 6 1,8
Do, Re, Mi,Fa,8ol,La, Si, Do. Do,Re,Mi,Fa,Sol,La, Si, Do,
B, Cf, D§, E FY, G, Af, B. B, Cf, D4, E, ¥y, Gf, AL, B.
Ex. 39. THE SCALE OF F§. See 122 & 123,
Wlth G Clef. , With F Clef.
,_ = _ﬂ; e S
e Pt e
1 2
1, 995248, Ndl 155 16, 3 8¢ 1,062 535 -4l 96,16, JTN SRS
Do,Re,Mi,Fa,Sol,La, Si, Do. Do, Re. Mi,Fa.So),La, Si, Do.
¥4, G¥ A%, B, (3, D, Ef, Fi. F§, G4,A% B, Cf, DE, Ez, FY.
Ex. 40. THE F SCALE. Sec 124 & 125.
With G Clef. With F Clef.

0
Eﬁ’: -y ’94:__‘
—t & .
 PRRO TR, WO R0 ST o0 2 3, 4 5 6 1, 8
Do, Re, Mi, Fa, Sol, La, Si, Do. D 0, Re, Mi, Fa, Sol, La, Si, Do.
F, G, A,Bp, C, D, E, F. F,G,A,BbC,D,E,F.

THE S8CALE OF Bh. See 126 & 127.

Ex. 41.
=t With G Clef. e 3 Il_lg : “Ih'th F Clef. S a_:l
; N 0 >
hEee—r e R ey | LR e ) = e
e
o = - i
L, 2308, b 6, 27,08 A 250845 % (55 11 65T it
Do, Re, Mi, Fa, Sol, La, Si, Do. Do, Re, Mi, Fa, Sol, La, Si, I'~.
Bp, C, D, B, T, G, A, FL.

By, C, D, By, F, G, A, Bh.
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Ex. 42. THE SCALE OF Ep. See 128 & 129.
Bt = With G Clef. With F Clef.
2 [ — ,Q_I._ gl gl
5 =
VA e K 4 . |
o 5 - T
T3z 9 8, b6 117s -8: (e RN SR ARE 550 6,017, Bi.
Do, Re, Mi, Fa, Sol, La, Si, Do. Do, Re, Mi, Fa, Sol, La, Si, Do.
Eh, F, G, Ap, By, C, D, Ep. Ey, F, G, Ap, By, C, D, Ep.
Ex. 43. THE SCALE OF Ap. * See 130 & 131.
: : With G Clef. st With F Clef.
v i/ A e T e e e s -z
v == i2g : . ] =
!E 'v?o i | !/h‘?i’ ,'ova\r4
— = oy| L e {mayean e i |
I TR N T L A T DTSRRI Sy 1 TR T
Do, Re, Mi, Fa, Sol, La, Si, Do. Do, Re, Mi, Fa, Sol, La, 8i, Do,
Ab, By, C, Dp, Ep, F, G, Ap. A!z: By, C, Dh, Ep, F, G, Ap.
Ex. 44. THE SCALE OF Dj. See 132 & 133.
B o With G Clef. With T Clef. o o~
) Y A () A AT
B- " —L—l- 9-—1 b5 f—
(e D
,234,5,6,7,8. 123456,7,8.
Do, Re, Mi, Fa, Sol,La, Si, Do. . Do,Re,Mi, Fa, Sol, La, Si, Do.
Db, Ep, F, Gh, Ab, Bh, C, Dh. Dy, By, ¥, Gh, A, Bp, C, Dp.
Ex. 45. THE SCALE OF Gh. See 134 & 135. .
: With G Clef. With F Clef
; :L—'—j —'“‘I%EL
LM {) A
& et e
: 1,2345‘6,7,8 1,234567,8.
Do,Re, Mi, Fa,Sol,La, Si, Do. Do, Re,Mi,Fa,Sol,La, Si, Do.
Giy. Ab, B, Cby, Db, Ehy, F, Giy. Glz, Ab, By, Ch, Dh, Ehy, ¥, Gh-

A remarkable feature of this scale is that it is produced npon the organ and piano
by pressing the same keys which are required to produce the scale of F{ (See Ex. 39.)
SCALE OF A MINOR. See 136 to 141.

Ex. 46. Harmonic Form.
0

Y T = 1
E@ {* ]l - | (7P L : } |
e e e n i i

A | . —

g2 2 =z g

il e L P OS5, N USRS S S 0 (1S S 3 2 1

La, Si, Do, Re, Mi, Fa, Si, La, La, Si, Fa, Mi, Re, Do, 8i, La.

Ex. 47. SCALE OF A MINOR. See 139.
Melodic Form.

Y 1
t6 o e i
&— b,

=== 7 T R

RS SFOINE UL s A 5L 46X T VT 1 I8 BHENTL N6 B 40 -8 1

: 2, E
La, 8i, Do, Re, Mi, Fi, Si, La, La,Sol, Fa, Mi, Re, Do, 8i, La.
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REMARR.—That the learner may clearly understand there is no such thing as a
Metodic Minor Key, it will only be necessary to state that the chords of the Tonic,
Sub-dominant and Dominant, contain all the tones Lecessary for the manifesting of a
key, in either major or minor. Thus, the seven tones which manifest the key of C
major, are all contained in the three ciiords of C, F, and G,; e. g.:

om.
. S.a. Ton. .. —
Ex.48.@ = ii = 2 =)
| m— s —— ———

As these chords must be major chords, <. ¢., must each be made up of a major third
and perfect fifth,—it necessarily follows that these three chords fix the order of inter-
vals in the major key; ¢.-e. 1 is fixed, being fifth of the Sub-dominant chord; 2 is
fixed. being fitth of the Dominant chord; 3 is fixed, being third of Tonic chord; 4 is
fixed, being fundamental of Sub-dominant chord; 5 is fixed, being fifth of Tonic
chord; 6 is fixed, being third of Sub-dominant chord; 7 is fixed, being third of Domi-
nant chord. By analyzing it will be found that the order of intervals is at the same
time established. So in the minor key the tones, (and consequently the order of in-
tervals,) are fixed by three principal chords, thus:

\
===—]

As will be seen, 7 is fixed, a minor second below 8, being third of the Dominant
chord; ( Dominant chords, whether major or minor, must always have major thirds;)
6 is fixed, being third of the Sub-dominant chord; (the Sub-dominant chord of a
minor key must always have a minor third;) thus is established the angmented second,
between 6 and 7.

This order is perfectly consistent from a harmonic stand point, as will be seen by
the following cadence:

Via = ==l = T = 1
S ST — =
%. E—2z—=—2—1
|
@ i = = = 1
; b

) = 1 =

Ex. 560.

=

The following example will show the impossibility of harmonizing the Melodic
Minor Scale in any acceptable manner:

Ex. 51. MELODIC MINOR SCALE.
a .
= T = -+ -‘ "‘} 1 T ; - ﬁ
E{Q\) —t 1‘ _“_ " o e L bk ._1.1 " == g __: i |
--- o

‘ Harmonized according to the dv Har ized according to the descending

orm Jorm.

_9 ¥ ¥ T T —H !‘{7‘ T B 4 1. — R
Ggezez e ===
£1 1 Ex. 53. || &

@ T P B R

C——a== _ |
L - - 4 =1

Ex. 52

1
i = )8 T =

=

\

By playing these two exercises, the absurdity will become apparent. But, it will
be objected, we frequently meef examples of the Melodic form. True, but they are
always either passing tones, appoggiaturas, or in some other way connected with th
euphony of the passage. The following are several instances of deviation from the
{rue minor key, with reasons for their occurrence:
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Ex. 54.
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B 24 B D
e e e e e
J o ® i | L=

Vs T = -®-

i

At a, the minor character of the passage is established by the Ep; and we can afford
to alter the 6th for the sake of euphony; but at b, we are obliged to use Ap toavoid
destroying the minor character of the ypassage, as would be the case had we used A
instead.

Hx. 55.] —Tj : ‘J A o

[@:4 i_f— I il

At ¢ it was necessary to employ F¥ for the sake of euphony, as in many similar {n,
stauces of passing tones and appoggiaturas.
Cases may arise when it will be necessary, also, to write both 6th and 7th minor, aa

the following, from Weber, will show :
bl ) BSN

Ot P g

Ex. 56. FA5%

s;':tzﬂ

The following quotation, from Beethoven, is conclusive evidence that for the sake
of euphony and smooth voice-leading alone, are the intervals ¢ the Melodic Scale

Und M

r)

RENE

pliiT

A

employed.
BEETHOVEN,
—— g
iSCiErpE e
Ex. 57. N.B.
=== % ES|
. ey L =
5 s
Ex. 58. SCALE OF E MINOR.—(RELATIVE OF G MAJOR.)
See 142 & 143,
-+
U= — N P | YT, o
F e =) '-‘#—#—"'Tta'#——- ——a50-*
=) o2 o, "
-
Lasi dore mifasilala si famiredosila. La si do re mi fa si la.
1 23 45 6 78 87 65 43 21 123 456 78
Ex. 59. SCALE OF B MINOR.—(RELATIVE oF D MaJoR)
See 144 & 145.
o '
F' b E=———up " I i
== ——"%
= >
v >
La si do re mi fasila la si fa mire dosila La sido re mi fa sila
1 2345678817 65 4321 123 45 678
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Ex. 60. SCALE OF F§ MINOR.—(RELATIVE OF A MaJoR.)
v See 146 & 147.
= -
#/ﬂ—*——'ﬂ"' e —— S —
e e D
. Lasi dore mifasila la si fa mire do si la. La si do re mi fa si la.
1 234567 88765 43 21 1 23 456178
Ex. G1. SCALE OF C# MINOR.—(RELATIVE oF E MAJOR.)

See 148 & 149,

Fi-¢ o — T T R e |
': A ey i i Lo | Lo
9" BT E Y s
La si do re mi fa si 1a la si fa mi re do sila. Lasidoremifasila
123 45 6 8 8 6 54 321 12345678
Ex. 62. SCALE OT G4 MINOR.—(RELATIVE OF B MAJOR.)

See 150 & 151.

4 # X9 -0x0—y - % % .
Pl . S y o q SRS S -
T e PRt

7 - "~ - e —y
rbu g i E, 2
La si do re mifa sila la si fa mi re do si la. Lasidoremifasila
123 45 6788 766 4 3 21 128 4567178
Ix. 63. SCALE OF Dj MINOR.—(RELATIVE OF Df MAJOR.)

See 152 & 153,

ﬂ_ﬁé i u-3
U e P e 7o il
og- ## 7— (e 3?;%3r
1
1,02 ____f._._,_,_l_ﬁ_ﬁi_‘v_
Yasi doremifarila la si fa mire do si la. Lasidoremifasila
12 34567 887 65643 21 123456678
Ix. 64. ' SCALE OF D MINOR, —(RELATIVE OF F MAJOR.)
See 154 & 155.
Il
|\
'—. -9%5 I
——— 2 -5 ba—o
I:@?——gr"' 1 P L 25 U r‘ﬁf J
La si do re mi f'\ sila Ia si fa mire do si Ia Ln si do re mi fa si la
12345678876 5 4321 1 2 34 56 678
Ex. 65. SCALE OF G MINOR.—(RELATIVE OF Fjy MAJOR.)
See 156 & 157.
A=~ Sy # 0ty ]

- '»2———.—.-15' =2s —y : e
Vil L [ 2k
7 = I ST 2 - = = =1

RN S
Lasi dore mitvrila la si fa mire do si la. TLasidoremifasila
123 4561788765 43821 12345 6178
Ex. 66. SCALE OF C MINOR.—(RELATIVE OF E}y MAJOR.)
See 158 & 159. .
-~
s S L
al gt el SN - . (Bu gt ¥ ——
FeE e — et — D]
i L/

La sidoremifasilala sifamiredosil Lasidoremifasila
12345678876'54321 128 45 678
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Ex. 67. SCALE OF F MINOR.—RELATIVE OF Ah MAJOR.)

See 160 & 161.

R N i
e e
o/

La si do re mi fa silala si fa mire do si la. La sidore mifa si la
123405 69887 65 4321 12345 678
Ex. 68. SCALE OF By MINOR.—(RELATIVE OF Dy MAJOR.

See 162 & 163.
14

- k'_!
25 : : —p
]2 5______. e ‘__.___l F,L ',r_'_ﬁ

Lasldoreml fa sila la si fa mi re do sila. Lasido remifasila
1284 56 78 876 54 321 12345678
Ex. 69. SCALE OF Ejy MINOR—(RELATIVE OF Gb MAJOR.)

See 164 & 165.

E&%Z:_;E'Ei‘ o v, —gbh -,_.H'-‘fl

mi fasila
56178

re
4

The following table will show at a glance the different transpositions,
major and minor, with their several signatures. The larger notes repre-

sent ONE (Do) of the major key; and the smaller notes represent ONE (La)
of the relative minor key.

- Ex. 70.
Key 0f|Key ofl Kev of ! Key of l Keyof I Key or l Key of |
~ g»# e
? —::,.,_[jq E‘H !!T £ ¢ — 1 ﬂ
—Z - -_,9‘ — T
EAP Tiient
ne.. One, One. One, ne. © One.
m m -l . =S .
p— R ? S € gy £,y
S
‘_By'slnrps S TR 7 F—
Key of Kev of ! Kev of Key of l Key of I Key of |
: Ab.
- — T T —
é} === ﬁt‘[ = 5 = Fg%—_?ﬂ
One. Oune,

25 '-'E%b ?--*I?; e 55,9_5-"

8y Flats, Tl
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THEORY OF MUSIC,

MAJOR KEYS.

TRANSPOSITION BY SHARPS.

Ex. 71,

72
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TRANSPOSITION BY FLATS.
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MINOR KEYS.
TRANSPOSITION BY SHARPS.

Part IL.]
Ex. 72.
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74 THEORY OF MUSIC. [Boox II.
Ex. 73. PASSING TONES. See 166.

Essential Tones of the Melody.
(7] g T 1

fal
cV—F —; : 5 . b
foESEest TEaETiasE A )

The melody enlivened by Passing Tones. \

1)

Fal i

E :

p

)

Ex. 74. ] APPOGGIATURAS. See 167. )

n Wetitem, A g PeHformed. !
= TE—H#_#;EEEJ

i o - - -

r]; == I'. == — T ——t )

AFTER TONES, See 170, 1
Written, Perform 1

REMARK.—There are other embellishments, graces and or naments such as DOUBLE
APPOGGIATURA, the TURN, the MoRDLNT, the TRILL, the DOUBLE TRILL, the IRILL
CHAIN, the CADENZA, etc., which it is not thought best to introduce here,

Ex 76. ACCIACCATURA See 169,
E@’é Feh 4.;».—&?&* (RS ke ke Fe e s"é

THE FIVE DEGREES OF POWER. See 172 to 177.

¥
: M
PP Dy,
‘ o £J
Ex. 78. CRESCENDO. See 171.
b
2 ¥
p 2ol P
Ex. 70. , DECRESCENDO. Se1ts.
LS = PP
Ex. 80. ’ SWELL, _Ser 275. -
ol F
PPL L nE: -~ - R
Ex. 81. SFORZANDO. See 180,
FF
= PP




ILLUSTRATIONS OF

PART SECOND.

[The figures refe;' to the corresponding questions in Part II. Book 1]

INTERVALS.
Ex. 82. PRIMES. See 186 to 195, inclusive,

E@_' :L 3’ i 7 .1 jgn_k' L_‘_?__E_.

| \ Perfect. Augmented: : |

Ex. 83. INTERVALS OF THE KEY OF C. See 187 to 192.

All the Seconds in the key. All the Thirds in the key.
6 = = e I :I ==
[ E e bl
Major. Minor. Major. Minor.
\/ T —— \—/'—

All the Fourths in the key. All the Fifths in the key.
|

d_ :E %
Perfect Dimin-
mented. S ———— ished.
T —— T ——
All the Sixths in the key, All the Seveuths in the key.
i
o el “l“"— e
2 ESIEN S el N -
SEsee=as h-H:]
e :‘:T_ o—#
Major. Minor. Ma.]or. ‘\[mox
S ——— ~— T e—
Ex. 84.
PpwMES. See 195,  SECONDS, See196. THIRDS. See 197. FOURTHS. See 198,

:

Perfect. Aug. Major. Minor. Aug.  Maj. Min. Dim. Perf. Dim. Aug.

——
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FIrrHS, See 199. SIXTHS, See 200. SEVENTHS. See 201. OCTAVES, See202. NINTHS, See 203,

,;.

e I R

- - - - o 5 -
Perf. Dim. Au«r Maj. Min. Aug. Maj. \Im. Dim, Perf. Dlm MaJ Mm. Aug.

Ex. 85. CHROBIA'I;IG HALF-STEPS AND MINOR SECONDS. See 232 and 233.

Curo, half-steps or.Aug. Primucs. Diatonic half-steps or Minor Seconds.

kx. 86. PrIMEs INVERTED., See 249 and 250 %
= iy
e
i = i
[ - f-o- ﬁv—
|

P v
Per. Prime. Per, Oct. Aug. Prime. Dim. Oct,

Ex. 87. SECONDS INVERTED. See 251 to 253,
fal ! ]
£ ity o] —]
et ]
BLC - fem LV
S —— T ——
Min. Zd Mm Tth. Maj.2d. Min, 7th. Aug.2d. Dim. 7th,
Ex. 88. THIRDS INVERTED. See 254 to 256.
6 = l == J = ! 1
B e e |
g p— g
Dim. 3d. Aug. 6th. Min. 3d. Maj. 6th. Maj. 3d. Min. 6th.
Ex. 89. FoURTHS INVERTED. See 257 {0 259.
", ’ 5] - | :
e
TS e - A e o)
o g o — flg~———1"~
Dim. 4th. Aug.5th. Per. 4th. Per. 5th. Aug.4th Dim. 5th.
Ex. 90. Fmrns INVERTED. See 260 to 262.

]

E@ééﬁ ——l—"v$¢—j

Dlm 5th. Aug. 4th. Per 5th. Per. 4th, Aug. 5th Dim, 4th.

Ex. 91. SrxTHS INVERTED. See 263 to 265.

1

%ﬁ ==== wvwﬂ

Mm. 6th. Maj. 3d. Maj. 6th. Min. 3d. Aug. 6th. Dim. 3d. %
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Ex. 92. SEVENTHS INVERTED, See 266 to 268.
& ] _L_L Y : T T I 1’
s —be—htor——po——or 1 —o——or—|
E%/-_  e— 1 A T S
-
Dim, 7th. Aug.2d. Min, 7th. Maj. 2d. Maj. 7th, Min. 24,

Ex. 93. OCTAVES INVERTED. See 269 and 270.
fa) | ] ! |
Y e i b .'LP 1
= ]
o/

1 ]

o -
Per Oct. Per.Prime. Dim. Oct. Aug, Prime.

Ex. 94. Nmrns INVERTED. See 271 and 272.

-
—

e

=
Maj 9th. Min, Tth. i 9th. Maj. 7th. Aug. 9th. Dim. Tth.

TRIADS. See 316 also 282.

Ex. 95.
Triad of D, Triad of F. Triad of A. Triad of C.
@ G Fifth.
I-‘!_ R
Cpdi vy jird. I__ O Fundumewtal,—| I
A Third. A F\mdunent
F Fundamental: | §  §

[

TRIADS AND POSITIONS. See 317, 318 & 319.
Ex. 96.

Triad of C. Triad of Triad of E. ’Iriad of F.

9 Ex 97. Triad of G. I Triad of A. Tuad of B
) ] .
o - 3 o—1I e S C
te——s— | — .‘—E s f =
[ o BT ) 4 f —a &
oJ i L4 - Y 4

1st. po. 2d. po. 3d. po.A 1st. po. 2d.po. 3d.po. 1st, po. 2d.po. Sd.po.

ALL THE TRIADS IN C MAJOR. See 299 fo 308.

Ex. 98.
Super- Med- Sub- Domi- fub- Sub-
Principal. Triads in ¢ Major: Tonic. tonic. iant. dominant. nant. mediant. tonic.

Ew - ; F— e | 2 » /e |
=3 7z Z | n— = P 4 e » =1
=7V —§—¢ ——F—"

- - ! T .
k. IV, V. o 3ipt nne e IV, v, w, v’
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REMARK.—It will be noticed that all major triads are indicated by large Roman #l
numerals, and all minor triads by small Roman numerals,while the diminished triads
are indicated by small Roman numerals to which a cipher is added, and the angmented
triads by large Roman numerals to which an accent mark is added.

ALL THE TRIADS IN A MINOR. See 309 fo 315. ‘
£x.-99.

Touic. Super-tonic, Mediant, Sub-dominant, Dominant, Sub-Mediant. Sub-tonic.

| Pesar—de 1
g4 —+-—
\ T 1 ; _} 1 |
v, VI, vi°.
TRIADS INDICATED BY FIGURES. See 329 & 330.

Ex. 100.

n | ! 1 ! ! | ! 1 N
@l— ~ :—l‘;’—“r—‘ibl—d‘fi“:;:—kﬁi—w
‘ e—0—9—9—|0—0—2 | 6" 510 | ae2"¢ _2_:.]

R St sy
See 335. See 336.
. ' : - V \ g
C): : o— #2019 —o—o |
e e o S e e e e
T2 §8 8 f1 A &

Ex. 101. INVERSIONS OF TRIADS.’

o) ) ! | 1 | !

\ ¥ | ! ”2 1) W ' ) . [ 4 i 1
) T 7 e— & Vi b B
G——— e —

o/ = % i & - - it -

| Direct Form. See 327. First Inversion. See 838. Second Inversion. See 340.

9: B 3 .} I = ==
= i Y y | Ml ' !
CL i il A
3 8 8 - $ & §..-§ §
3 5
Ex. 102.
DOMINANT SEVENTH IN C. See 344 fo 347. SAME IN FOUR PARTS.
), t ; =| s 1
R o=——: o— -6 » 9
S e
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>
Ex. 103. Ex. 104.
INVERSIONS OF DOMINANT SEVENTHS, Sevenths of 11 Major.
See 348 o 354. See 356 to 358,

9:__,'_,_',_
EAdmrw e o
e ==

6 6

D S g
Chord of the Seventh of vire Major. . Chord of the Seventh of e Minor.:

See 359 & 360. See 361. :
Ex. 105. Ex. 106.
.- =
—g——— | (6—f— " —,—|
T & v ¥ v

7
i L4 T | d i = 1
A E fnsr ORI S

Ex. 107. Ex. 108. .
Chords of the Diminished Seventh. See 362 & 363, Chords of the Ninth. See 364 to 366,

Ex. 109. ALTERED CHORDS.
The Augmented Triad. See 278, Aug. Chord of the Sixth. See 384 to 389.
fal i i i
1y ;

o/ 4
r
| = 1
N H »——
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Ex. 110. ORIGIN OF THE AUGMENTED CHORD OF THE SIXTH. See 385.

Original| Same with } Same without |  1st Inversion brings the Same in
Chord. § 3d altered. § Fundamental. § Aug. 6th Chord or Italian 6th. § four parts,
—6 I T — .3
7 1—= —7 —% oz 1
,Zé_j_—a _L_#g I 7 {
= #:é' : 46 ¥
AT

Ex. 111. ORIGIN OF THE AUGMENTED CHORD OF THE SixTH, FOURTH, AN
THIRD. See 390 to 394, -

{2nd In. brings Aug. 6th, 4th,
Original Chord. Same with 3d altered. 1st Inversion. and 3d, or Freuch 6th.

(= } — e —]
= s e q
Z S iz | : 1

£6

3
13 1 I Jes- = 5 | §
- = e !
| (g i i =" = 1

AT

Ex. 112. ORIGIN OF THE AUGMENTED CHORD OF THE 6TH AND 5TH,
See 395 to 399,

Original | Same with | Same with | Same without }1ist In. brings Aug. 6th
Chord. Ninth, § 3d altered. Fundaniental. §and 5th, or German 6th.

j—— s=rae e =tz —
Eg—ﬂ:-*ﬁi e e |
A_ L7 i 1 |
& k&
»

. m |
9: ] : ey et 1
| - | . 1) = = | |
S s e : |

ARl
Ex. 113. ORIGIN OF THE AMERICAN SIXT1H. See 400 to 403,

Original | Same with} Same with 34, 5th, } Same without } 1st In. } 2nd In. brings
Chord. } Ninth. } and Tth altered. Fundamental. § versiou.§ the Am. 6th.

G I ¥ =2 | ;/ ¥l s o
! Z Z__.t;:g'z'g_.__i_&.?z::@f&fii—&_;i
ez 7 ,
S 1 26

5 .

S 4
=] | e
| = | - I . | T . docsh | AR T4
T m— { = ===t i t 1

o (S

The following table showg at a glance all the Chords which will be
usually met with in practice.
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Ex. 114. MAJOR TRIADS. MINOR TRIADS.
Of the Major key. .Of the Minor key. Of the Major key. Of the Minor key,
(ST =EEe=—rts=——x
e

c'I, v, V. A'V, Vilsetals g TWHS Vo AT, v,

Ex. 115. DIMINISHED TRIADS. AUGMENTED TRIAD,
of t‘!le Major key. Of the Minor key. Minor key.
0 -
.Y Z =55 H ==
—Z — = — |
263 L Z =
(0} VAL AL T, vn°. A% IH’.
Ex. 116. INVERSIONS OF TRIADS.
First Inversion. Second Inversion.
fa)
2 7z = = |
[ /an¥ = [ = |
A\3V £ { & 1
o/ e
e
6 4

.

N
T
N\

Ex. 117. CHORDS OF THE SEVENTH.

Dominant ¥ormed the same Seventh of Seventhof Seventhof Seventh of
Seventh, in Minor. two Major. seven Major. two Minor. seven Minor.
G i ;,
_rare, — 1y B A e e e ] —
=== 11—
o
LA (6 7, 9 A0, c.vn‘; A S TT A v

Ex. 118. INVERSIONS OF THE CHORDS OF THE SEVENTH,

First Inversion. Second Inversion. Third Inversion.

e
| et ~7) | | ey —1

t@:‘:
[ 1

7,
&
g 3 3
5: : = =
= | | L | |
= 1 | § | |







ILLUSTRATIONS OF

PART THIRD.

[The figures refer to the questions in Part IIL., Book L]

—_—_——

When tones, or chords, are repeated, they are said to remain stationary:
Motion occurs when they progress to other tones, and thereby form another
chord. There are three kinds of motion, called Similar, Contrary, and

- Obhque.

- Ex. 121.
o Stationary tones

i and Chords. Similar Motion. Contrary Motion. Oblique Motion,
| !

REMARK.—We would call attention to the fact that the word ‘““motion” is also
applied to rhythm, as in the expressions * triplet motion,”” * sixteenth note motion,”
jetc.. e. g.

Ex. 122. Triplet Motion. HAYDN.

2'13’
I
L
it
|
N

e
b
S

-‘-%—
z

Ex. 123. Sizieenth note motion.

e Bt e ST
MJ - - 2

A i}
»- - RaA o
T, | == =)
&t : 1 === 7 il
LA 3 = | = H
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84 THEORY OF MUSIC. [Book 1I.

In writing music care should be taken to have each part move to that E
tone in the following ehord which will occasion the least motion; and if the
two chords have a mutual tone it should be continued in the same part,
and marked with a tie. (See 427 to 431.) 'ﬁ

Ex. 124.

G is the Mutual tone. C is the Mutual fone. Mautual tones are

One of the first things to be taken into consideration, in writing musie, i
is the avoidance of consecutive fifths, and octaves. The reason why con-
secutive octaves are disagreeable is, that, while we expect to hear four
well balanced parts, we have, in reality, only three; one of which is so
overloaded as to destroy the symmetry of the whole. Consecutive fifths
are worse ; for, as the musical ear naturally supplies the major third,
whenever a perfect fifth is heard, the key is changed with every pro-
gression; than which nothing in wusic can be more disagreeable. (See
437 to 437.)

Ex. 125.  Consecutive Fifths. Consecutive Octaves.
| i | |
I ) i
—Fq:ie-—e:.:':-_s—, =
—A—gﬂ e B A e RS e |
ISR R pI R —
g i 5=

In the first measure of the above example, the small notes indicate the
major thirds, as our perceptions supply them. In the second, and third
measures, two keys are distinctly heard at once, in direct violation of the
great commandment—* Thou shalt not have two keys in thy mind at one
time.” By playing these examples the student will perceive at once why
consecutive fifths and octaves are not allowed.

The second inversion of the triad { § ) requires careful treatment. If it
appears as Tonic, Dominant, or Sub-dominant, upon an accented pulse,
and is resolved by the chord of the tone which forms the base, it is al--
ways safe. (See 443 to 452.)

Ix. 126.
As a Tonic chord. As a Sub-dominant chord. Asa Dommant chord.
n
Y

§ 3 Sl Y R
19 ::j:I e [:—f——‘l T:L-———‘g
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It can also be used as a passing chord upon an unaccented pulse, as
follows:
Ex. 127.

It often appears as a suspension with good effect, as follows:

Ex. 128.
As Sub dommant. As Dominant.
l ' I _,_él
2 g VTV

It is very effective as a means of modulation, e.g.: (See 450.)
Ex. 120.

When the four-part harmony is written so that the three upper parts
are contained in an octave, and can be played with one hand, it is called
Crose Harwoxy. If the interval between the soprano and base is about
equally divided by the tenor and alto, it is called DISPERSED HARMONY.
.

Ex. 130.  Close Harmony. Dispersed Harmony.

TR RS
—4—4 ~-.—1:F: e E"'—'_"“"" "‘"‘"’_
I—p—o—9o—|o—w—90——
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Chords of the Dominant Seventh usually resolve into tonic harmony;
the 7th descends one degree, the 3d, (leading tone,) ascends a minor sec-
ond ; the fundamental and fifth are free. The inversions of this chord all
follow the same rules. (See 470 to 480.) e.g.:

Ex., ¥31.
Direct. st inversion. 2d inversion.  3d inversion.
n | | Am T ! !
A 1 f)
I I — o (4 FEE e
P i— — % —0— | —6¢—a

[ 4 T Tl
i 7
i g 3 6

I
== =

There is one exception to the rule obliging the interval of the seventh
in this chord to descend; when from the second inversion of the domi-
nant seventh chord we progress to the first inversion of the Tonic, the so-
prano having the seventh, it may ascend; e.g.:

Ex. 132. :
)
- ] |
ST ey e rem
o T e s
- -
v v v
§ 6
0 1 T 1
R

The reason for this is that the tone which would resolve the 7th is taken
by the base, and is consequently, so prominent that our expectations are
fully satistied.

The Dominant seventh of a Major Key may resolve into the Tonic
harmony of the relative minor key; also the Dominant seventh of a minor
key may resolve into the sub-dominant harmony of the relative major
key.» e g

Ex. 133.
fal ! 1
1 P Ly | ” S
?ﬁE—: S lfj‘;f.?t.' —__J
"o @ “.’ﬁ'\—_;_ =

I : AEang
il
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One Dominant seventh chord may resolve into another, producing a fine
effect. (See 473.) ¥

Ex. 134.

=
S e

0 7} 3 = =y
91 f s D% ]
[ 4 ! |’I‘ [
s A8 T pe

|
i
@V, 0:V; F:Vy BpiVy Eh: Vy ah: Vy ap: I

Other resolutions of the Dominant seventh chord may also be made, but
the above are the most usual.

The interval of seventh may be abandoned, or it may be transferred
from one part to another when the chord is repeated, in which case, the
part which has it last must be responsible forits resolution. (See476.) e.g.

Ex. 135.
7th abandoned. 7th transferred.

l X W

- P > -5
gi=r— —r gyt
5—% ' (I —» S [ 1
) i i f ! (=, 1

o et f

The chord of the seventh of Two major is usually employed in its first
inverted form. (See 482.) e.g.:

Ex. 136.

N. B. N. B
Eo- v' ' T l : T J—I l '
e
9 ~ ol aabe 7 ] e o e o HE
= L 3 & @ 4 i i i 5
S —
| 8 e
- - A | - > et P -
—t———f— [ D——F—t»'
9 [N T IL- e !_ r ] F !_— la————l
L = e 1 - I L i —1
c:I vI I, v I o:1 vI I, vV, I

The chord of the seventh of seven. in the major mode, is less useful
than the other chords of the seventh, and is generally employed with the
seventh in the soprano. Its progression is as follows: The funda-
mental, being the leading-tone of the key, ascends a minor second, its
fifth, being diminished, descends a minor second, its seventh descends one
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[Boox II,

degree, and its third is free, (See 485.) The third of the following "Tonic
chord is usually doubled, to avoid consecutive fifths; these may be avoided
however by causing the third of the seventh chord to descend five

degrees. e.g.:
Ex. 137.

e —

e e

o/ & &% & =3

or’ ks %
R

—s o ’
2 e

C: viIg I vy I

The chord of the seventh of 11, in the minor mode, differs from the
above chord only in its fundamental tone, which, being no longer the lead-
ing tone, is free; its usual resolution is into the Dominant; the fifth and
seventh descend a minor second; the third ascends one degree, and the
fundamental moves to the Dominant, ( either up or down ) (See 489 &

490.) e.g.:
Ex. 138.

0 -

7 5

#
_I
1
5 ]

A:I'I? v

The chord of the seventh of seven, in the minor mode, is an equivocal
chord, inasmuch as it does not point to any particular Tonic, and is

capable of a great variety of resolutions.

Its primary resolution is into

the Tonic; the fifth and seventh descend one degree, the Fundamental

ascends one degree, and the third is free, (see 491,) e.g.:

Ex. 139.

0 ' ! (= ' !
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This chord may be converted into a Dominant 7th Chord in four differ-
ent ways;—thus making possible the formation of a great variety of
modulations by means of this chord. See 495.

First. One of its members may descend one half-step, while the others

remain; thus:

Ex. 140.

|
VAR e 3 Nl 8 A:vn‘,} WSV I

Second. Three of its members may ascend one half-step, while the
other remains; thus:

Ex. 141.

e s %

o/ ¥ | i
A:vny BV, Lo 3 A vn" G Vi,

L ﬁo——»,‘ —o——— b'—— '—
FE;—;\_? g:fz,__rzm———

& el T
Al VI EV I. A: VH" D]z Vard [N

REMARE.—This change from G¥ to Ah (at *) is called an Enharmonic change,
whereby the resolution is changed, without altering the tone.

Third. Three of its members may descend one half-step, and one
descend a whole step; thus:
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Fourth. Three of its members may ascend a whole step, and one a
half-step; thus:

Ex. 143.

'————(J' ——“dr
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A peculiar progression may be formed with this chord, by causing all
the tones to descend one half-step, thus forming ariother simlar chord,
which may be resolvgd the same way; and so on indefinitely. (See 496.)

(BT

In chords of the ninth, the fundamental tone and ninth should be kept
nire degrees apart. It may resolve directly to the tonical harmony,
althouzh its usual resolution is to the dominant seventh chord, the ninth
descending one degree. In four part harmony, the fifth is usually omitted,
otherwise the chord would contuin two perfect fifths in itself, namely from

i
the fundamental to the fifth. and from the fifth to the ninth. Chords of the %
ninth are major in a major key, and minor in a minor key. “

Ex. 145. MAJOR NINTHS. - !
tl Z— ';ﬂ
» gy
= ,7‘4._{; A= -,_A_Q_i
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| - or thus, in four parts. _ First Tuversion, Or thas : f
! P - s
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Chords of the eleventh, and chords of thirteenth, are more easily ex-
plained as suspensions than as fundamental harmonies. (See 372 & 373.

A few chords are formed by the chromatic alteration of fundamental
harmonies:

ist. The augmented chord, (which appearsas a fundamental chord up-
on Tugrek of the minor key,) is commonly found upon O~E, Four, or
Tive of & major key. In its resolution the fundamental may either re-
main stationary, descend five degrees, or ascend four degrees; the third
may either ascend a minor second, or remain stationary; and the fifth as-
cends a minor second. (See 500 & 501.) e.g.:

———e
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The inversions of the augmented chord may also be used.
Ex. 148.
' = !
d——y 93
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First inversion. Becond inversion.

e TV C: = IV

When formed upon the chord of ONE, the major seventh may be added;
In which case the third of the following chord must be doubled; e.g.

! !

L

! ) i) I | |
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Ex. 149. # §
e |
e
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When formed upon Fougr, the majof seventh is seldom added. When
formed upon FIvE, the minor seventh may be added.

Ex. 150.
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2d. The Italian Sixth, (augmented chord of the Sixth, see 384 & 502)
usually resolves into the Dominant harmony. (For rules of resolution
see 502.) In four-part harmonies the third only, (original fifth,) can be
\nubled; e.g. :

SIS R |
=T
L = ﬂ' o L._gZ_.I
Ex. 151. 6 6  IRR b

eSS N

3d. The French Sixth, (augmented chord of Sixth, Fourth and Third,)
(See 390 & 503,) like the Italian Sixth, usually resolves into the Dominant
harmony. (For rules of resolution see 505;) e.g. ¢

iy e
i —‘—5: — —— ———
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Ex. 152. 4 ot ]
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It is capable of various resolutions; notwithstanding which, being
much harsher, it is greatly inferior to either of the other augmented sixth
chords. The following are some of its various resolutions :

Ex 153
! ] ! - 5
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The following examples will give a more practical view of the handling
of the French Sixth chord:
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ROSSINI.
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Ex. 155. " From “ La Cenerentola.’
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a - long; On a clear and frosty morning, Flitting onward with a song;
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4th. The German Sixth, (Augmented Chord of the Sixth and Fifth, see
895 and 508,) has two rgso]utions. Its primary resolution is to the § of
the minor Tonic which, in its turn, resolves to the Dominaunt. e. g.<

Its secondary resolution is into the § of the major Tonic. e. g.:
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HAYDN,
! — ——— 't
=t o e e |
—hz =4 I—z = 1
£6 bel}
Ex. 157. 5 e 7
i - :
Va2 p =

{n slow movements this chord may resolve directly to the Dominant, in
wnich case consecutive fifths will be found between the base and the part
which takes the fifth, (Tenor or Alto.) However, the consecutive. being
between the base and an inside part, can scarcely be detected by the ear.

’9—2 4 =
%ﬁ# I 5* b
¥ ‘#‘6 k te
Ex 158. bs bs
JE—p ba—..
9: —— e 79——-!
il » 1

The above is the only exception known to the writer in which any
classical author uses, and defends, consecutives. These chords were used
by Mozart; who, when criticised on account of the cousecutives, said:—
‘“Henceforth such consecutive fifths shall be correct.” Even Mozart used
them sparingly; and our advice is, do not use them at all.

The German Sixth may be converted into the chord of the Diminished
Seventh by causing the fundamental to ascend one half-step. (See 509.)
B gl -

' 5b S g |

e e
i e

- e (=4

Ex. 159. #s #s 6

Sk —ﬁ"’ —

5th. The American Sixth, (see 400 and 511,) has but one resolution, to
the § of the major Tonic, like the secondary resolution of the German
Sixth. Inasmuch as the writer claims the original classification of this
chord, the following illustration of the origin of the several augmented
sixth chords may set forth his claim more clearly:
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ORIGIN OF THE SEVERAL AUGMENTED SIXTH CHORDS.

ITALIAN SIXTH, OR AUG. CHORD OF THE SIXTH.

€x. 160.
1st inversion brings
Same with 3d | Same without the tatian 6th, or
ﬂ Original Chord. altered. Fundamental aug. 6th chord.
@——Z _L_i;a_ = F‘* P H’E
! . T I m | . Ry ||
D e ]
Lt I | ik [ By |
A 112
Ex. 161. THE FRENCH SIXTH, OR AUG. CHORD OF SIXTH, FOURTH
AND THIRD.
2d inversion brings
h | Same wwh 3d | the French 6th, or aug.
n Original Chord, altered. st inversion. Gth, 4th & 3.
= | i f : |
. # 7= .
e e s Fep 5 e i |
%6
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i 1 i L i I ]
A I3
Ex. 162. THE GERMAN SIXTH, OR AUG. CHORD OF

Original Chord.

Same with
ninth

SIXTH AND FIFTH.

Same with 3d
altered.

Same without
Fuudamental.

1st inv. brings the
German 6th, or aug,
bth &5 5th,
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Y f
b | 7z I 72 P ErA gﬂa—
e e
| &
9: { : e
= e e ) == E i
A: 19
Ex. 163. THE AMERICAN SIXTH.
Original Same with Same with 3d. I Same withont I ‘ 2d inv, brings
O Chord. ninth, 5th & 7th alt. | Fundamental. lst Tnverston. Amerlcnn 6th.
EJL | Z = bp% 1~ I “IZZ "-#
o i 2z i
# g §
b3 %
. T T =g - —Pe——
2k F : he—f ezt '.
3 e I e 1 - =t I i
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The writer cl#*ms the original classification of this last chord for the
following reasous:—He has been unable to find 1t n the works of any
other author, neither is it mentioned among the ALTERED CHORDs by any
theorist, so far as he has been able to find by diligent research. That it
is correctly built, is acknowledged at once by all the theorists with whom
he has had an opportunity of conversing. Its claims may be stated in a
nut-shell: It is correctly built; It is not the ITaLian SixtH, as it is not
made up of the same intervals and resolves differently; It is not the
FrexcH SixtH for the same reasons; Itis notthe GERMAN Si1xTH (although
it closely resembles it), inasmuch as it cousists of a third, fourtk, and
gixth, instead of a third, fift%, and sixth; It is not capable of the primary
resolution of the GERMAN SIXTH; for example:

Ex. 164. RESOLUTIONS OF THE GERMAN SIXTH.

Primary Resoluti 8 dary Resoluti Orin very slow movemenu.

= Fal !'L g Sa
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e — |
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It will be seen at a glance, by comparing the above example with the
following, that the two chords are not, and cannot by any possibility be
construed the same.

Ex. 165. RESOLUTION OF THE AMERICAN SIXTH.

Its only Resolution,

—é {?_'a
=
¥
::§ H
—-—ba

This resoiution I8 essentially the same as the secondary resolution of
the German Sixth, but it is much better for voice-leading, as wiil be seen
in the following example, in which the Alto can ging F-sharp much more
easily than they can sing G-flat.
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Ex. 166,
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Glo-ry to God, Glo-ry to God. Glo-ry to God, Glo- ry to God.
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@ German Sixth. ¥ American Suxth,

Suspensions occur when the progression of one or more tones of a chord
is delayed until the others have formed the component parts of the follow-
ing chord, (See 404, and 529 to 541.) The characteristic of the suspension
is a discordance against the harmony with which it enters. Three essen-
tial ‘points in the suspension must be taken into consideration, namely:
Preparation, Entrance and Resolution.

1t is prepared when, upon an unaccented pulse in the previous chord,
it is taken by a voice and carried by that voice over into the following
chord.

1ts entrance takes place, when, upon an accented pulse, it forms a dis-
gonance against the ruling harmony. -

Its resolution must, as a rule, take place upon the following unaccented
pulse.

Preparation may take place through either member of the Triad, or the-
Dominant Seventh. e.g.:

Ex. 167.
Through the octave of |
the fundainental. Through the sd.' Through the 5th. Through the Dom. Tth.
0 | e : — H — o
vt e |} r——
S —g I I b =g 1o
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Suspensions can occur before the octave, and before the third; also be
fore the fifth in certain positions.
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Ex. 168.
Before the Octave, | Before the 3d. t  Before the 5thl. i Not.

| =t —
g e iy e iy e
S I—L—% H:F E:'——E?:t l_—‘a-—m :

The tone which is delayed by a suspension may not be taken by any
other part except the base, and #key should be kept nine degrees apart.

Ex. 169. Not. Better.
|
e =]
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Suspensions do not remove the effect of consecutive fifths, or octaves;
eg.:

. Ex. 170. Bad. Bad.
[P 'A ! P L - ! f
e
c2 =0 (Erar) 1

Suspensions may be formed from below.

Ex. 171.
!

3 i |
I§ #i %’ :
l From below. |

e s T Fassg =5 1
B e e e |
(- | 2k T 1777 Esisy 1

e ] 7 7

The chord which aceompanies the suspension need not, necessarily, re-
main until the resolution takes place, but may progress to any possible
harmony which contains a tone that will resolve the suspended tone.
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Ex. 172. "_\ |
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One or more tones may be taken between the suspension, and its reso-
fution; thus:— 1
Ex. 173,

R

The part which has the suspended tone, can, immediately after the re- i
solution, pass through several chord-tones, while the other tones of the =

chord are held; thus:—

Ex. 174.
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e e
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| Instances sometimes occur in which a suspension has no resolution;
le.g.

Ex. 175.
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Such instances arise from the omission of the resolving tone. The
above example would be something like the following if correctly resolved.

Ex. 176. T
fal - "'"I S !
' T [ [ A0 1| [ [ |
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The g chord often appears as a double suspension; e.g:
Ex. 177.
& =1 i ]
e | e 1
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Suspensions of three parts may oceur; e. g: 4
Ex. 178
fal
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o/ _——

Anticipation is the reverse of suspension, and occurs when a voice
abandons a tone which is proper to a chord before the metrical division
leads us to expect it, and in its stead. takes a tone which belongs to the
succeeding chord, and retains it until the other parts follow. (See 407.)

Ex. 179. Anticipation in the Soprano.
sl = iy 1
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6 —— it e =
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In the Base. In several voices.

r—’_r— 3

(

Anticipation must not be confounded with syncopation, which simply
breaks up the regular rhythm, but does not introduce dissonant tones.
e.g:

Ex. 180. SYNCOPATION.

E A= P-MF__F_L_‘-I:_“EH =]

A cadence is the end of a musical expression or thought, (see 542 to
551.) There are six varieties of Cadences; namely:—Perfect Cadence,
Imperfect Cadence, Half Cadence, Plagal Cadence, Deceptive Cadance,
and Suspended Cadence.

If a thought or expression ends with the Tonic triad in the 1st posi-
tion, preceded by the Dominant, it is called a

Ex. 181. PERFEGT CADENCE.
gi—»»-f:'—‘:':t!:éA
= : = i |

et | L
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If the thought or expression ends with the Tonic triad in the 2d or 3d
position, preceded by the Dominant, it is called an

Ex. 182. IMPERFECT CADENCE.
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If an expression ends in the Dominant harmony, it is called a
Ex. 183. HALF CADENCE.

f3— —Ht_—.__‘i_g__q
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If the end of the expression is the Tonic, preceded by the Sub-dominant,
it i3 called a

Ex. 184. PLAGAL CADENCE.
m - “~ n
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If at the end of an expressmn, the dommant. harmony, 1nstead of re-

golving into the tonic harmony as we expect, resolves into some other
harmony, thereby deceiving our expectations, it is called a

Ex. 185. DECEPTIVE CADENCE. MOZART,

“ |
Ly e
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If at the end of an expression, the dominant harmony is delayed until
the base has taken its place upon the tonic, on an accented pulse of the
final measure, such cadence is called a

Ex. 186. SUSPENDED CADENCE.
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A Pedal Point or Organ Point is an arrangement whereby the Tonic, or
Dominant, (sometimes both,) is prolonged by the Base, while the upper
voices pursue their harmonic movement without any apparent reference
to it. (See 552 to 560 inclusive.)

Care must be taken that the upper parts form of themselves, a perfect
three-part composition, capable of producing a good effect if heard alone,
yet adapted to the general spirit or character of the whole. It is also
necessary that the pedal passage should commence with the harmony to
which the prolonged tone belongs, return to it frequently, and finally con-
clude with it. Abrupt progressions should be avoided in a Pedal Point.

If the prolonged tone be the Dominant, the Plagal Cadence must not
be employed. 3

The lowest of the three upper voices assumes control of the three-part
movement, and all harmonic progressions must be controlled by it, al-
though the prolonged tone may sometimes, accidentally, 8o to speak, be-
long to the same harmony.

‘When the prelonged tone is held by one of the upper voices, it is called
a Stationary Tone: in which case the three-part harmony should be kept
more quiet, rarely introducing foreign harmonies; for the reason that the

upper parts do not possess the power, which is peculiar to the base, of A

counter-balancing harsh effects.
The following is a specimen of Organ Point on the Dominant:

Ex. 187. ROSSINI.
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Sequences are of two kinds ; (see 411 and 561,) namely, Chord Sequen-
ces, and Phrase Sequences. A chord sequence is one in which several
chords follow each other in a similar harmonic manner. In forming a
chord sequence the parts should move by similar intervals; each part, if
taken alone, should be regular and self-consistent: and the whole se-
quence should extend over four or more successive accents; e. g.:

Ex. 188.
" #_ — : | At
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It will be noticed at a and b that the rule for the resolution of the
diminished fifth is violated ; which leads to the remark that our musical
perceptions suffer more from lack of symmetry than from lack of pure lar-
monic progression ; hence, in such cases, rules are not considered
binding.

A phrase sequence is one in which a phrase, which is called the figure,
is repeated at a higher or a lower pitch; e. 9.

Ex. 189. GOUNOD.

Figure.
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1st repetition.
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Hidden, or covered, fifths and octaves occur when two parts, starting
at different intervals, move in similar motion to a fifth or octave, (see 567
to 575 inclusive.) The reason why they affect the ear disagreeably is in
the fact that our perceptions supply all the tones over which each part
passes, and whieh, if written out in full, would result in open consecutives;
et

HIDDEN FI.FTHS. HIDDEN OCTAVES.
e 100, "= s e ey 1'
)
k4 - t

There are instauces whele these progressions are not positively dis-
agreeable; namely: 1st, if the upper part moves but one degree; 2d, if
they are between an outside and an inside part; 3d, if they are between
inside parts; 4th, if one or both the other parts move in contrary motion,
or remain stationary; and 5th, when the Base moves one degree and the
chords are bound together by a seventh; e. g. -

Ex. 19 1
‘pper part Ootaves between an Fxfdu The other two parts Buu moves one degres
mnve outside and an move in d the «hords are
one degree inside part. insnle yuu contrary mndnn bmmd by a bevemh.

Covered fifths and octaves in outer parts are considered faulty if both
parts skip; e. g. ¢

Ex. 192. COVERED FIFTHS. COVERED OCTAVES.

==y = e e —3
[ = = 4 ! 1 LA 1
@ s == = 1—o ey K=y = 1

SO e i » o

| | I

> o * . <- - ol
5i—» == T ———
= —] e i e v e

liih ol '
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-

Covered octaves which pass over a minor seventh must be avoided.
e g.- L

1
s : ) SE = .
=1
. —e o
Ex. 193

£~ £ -
9: {7- S s = : : _= 7 ‘. J
= SIS Saa == |

Coverep Frrrus and octaves which are formed by inversions of the
same chord are not faulty; for the reason that consecutive fanlts involve
progression, and when chords simply change position, or are inverted,
they do not progress; e. g. :

( 4 L4
Ex. 194.
| 2 0 - =S
e e ]
s 1 i #
b ]

CROSS RELATION, or FALSE RELATION, occurs when a tone, which is suns;
by one voice, is, in the next chord, chromatically altered and given
another voice. (See 576.) e. g.: -

fal | 1<

[d_' Th = p’\) r =
Ex.195.’ l \

| , c ettt e, i

ey ] ) el

==

This fault can be avoided by giving the altered tone to the same voicé
which contained the unaltered tone. Thus the above examples would lose
their disagreeable effect if arranged as follows:

e et

Ex. 196. ‘
9: | = |_=____ ﬁ: —"'—‘I
— = —! 1
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PASSING TONES are such as are foreign to the harmony, and are intro-
duced for the purpose of embellishing the melody. They always follow
the chord-tone, and rarely progress by skips. (See 415 and 416.) e. g. :

Ex, 197. a b b b
—
==
St ———2 z =
i
s

\ B
o= ) (L3P ) —Z 72 reZ—=a
;9:-_.‘;_ {p 2 = rp 1 17 ) : ﬂ—:l
| 2 lr ! = e 124 T 1

i {

Passing tones are both diatonic, (as at @ in the above example,) and
chromatie, (as at b.)

The pass presupposes an interval sufficiently large to admit of the intro-
duction of an interinediate tone. Thus between E and G, in the following
example, we might introduce F; between G and A we can have G¥;

e g.: :

Ial
Y 1 1 | NPT | 1
Ex. 198. SEe=
EE‘_—_'E:':‘J—TQ‘E:J

The interval from E to F is too small to admit of an intermediate tone;
and yet we sometimes feel the necessity of keeping up the motion which
has been begun by a series of passing tones; e. g.-

“Ex. 199. F?V_—ﬁ‘——'-?ib::l

The animation of the passage is seriously impeded at E. This may be-
remedied in two ways; first, by repeating the tone E, (as at @. in the
following example,) and, second, by introducing a tone which belongs to
the harmony, (as at b.)

Ex. 200.

a

A - " ’ 4 b = or s 'b
Fl—rrie e E e £ T ]
g S| o S T, L i L DI Y s
o

Harmonic Tones, thus introduced, are called BY-TONES.
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ry)

0 pﬂ.

Fﬁ_'.ﬁ__tn - "'__WF—%-E?EI

| S
KB [

Ex. 201.

) ) H 1rs
| S e |
In the above example the passing tones are marked x, and the By-
tones o.

_‘-ﬁgi_ﬁ—‘ﬁ'——'—g:l P—F—!—IFZEI
ll=al

Changing tones, although similar to passing tones, (and by som®€
theorists called passing tones,) are distinguishable from them by the fact
that they enter with the harmony, and may appear in skips. They can
be either chromatic or diatonic, and may be formed either above or below
the harmonic tone. If formed below- they naturally incline to the distance
of a minor second from the harmonic tone. (See 417 and 418.)

c o c o [+ 0o s [ 0 C [ [ [
*“—
r_ i
0__#g J ' t tg -

Ex. 202. I:F”'——_—"’ "’*—‘:tIJ:#v*;——;i
3

»
l I 1

The following example gives a mingling of Passing tones, (marked x,)
By-tones, (marked o,) and changing tones, (marked c.)

Ex. 208. CHANGING TONES AND PASSING TONES.

O - Cid X 07 X
o o

gﬁmﬂﬁf 45“};’:&15—'«—_!
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T

T

-
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When a scale passage occurs in the base, the -other parts should have
chords only upon the accents. (See 581.)

Ex. 204.

n ] ! ) P ]

U——9 2 = [l i) 1
Lol fe—s ez — -z—. =
rs et e s v - St . FE=: -

o = - . =,

c o
0O X0 X 00O

Modulation takes place when the home feeling, or tonic, has taken a
new position. (See 514 to 528.)

When the change of the home feeling is of short duration, only consist-
ing of two or three chords, it can bardly be said to rise to the dignity of
a Modulation, and is therefore called a

DIGRESSION,
~ 0 g )
7 1 .! I 1 l ]
Bt e
——'_ . )
-
Ex. 205. ’ l x5
|
0 2 [ _® 3- é |
e l
o Ll N |
l [

Il -
i &

Modulations may be effected without foreign tones. Hence if the above
dizgression were written as follows, the change would be just as surely
made.

Ex. 206.
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Whenever the tones of a key are so arranged that their relations have
changed, centering around a new Tonic, modulation hag taken place.
This is done, in many instances, several measures before the sign of the
new key appears. Note the following example, in which the home feeling
centres around a new Tonic just as decidedly as though the sign occurred.
The only reason why it does not appear is because our melody did not
happen to require it.

Ex. 207. Key of C.
E@{ i= et ':B:.s —jﬁz}j e ey e L)
e T s B =
= -——c—y-. :
Key of G.
B b~ -3 = e
E— :—"Ep__———‘—j—*,—"-ﬂ‘j—.-‘——— _‘_!_’:"_.'_'_' 6‘jj
g, ey P,
—_— v

The principal chords used in modulation are the second inversion of the

triad, (§ chord,) the Dominant seventh chord, and the chord of the di-
miuished seventh.

In the following example the ear recognizes the new key as soon as
the § chord is heard. The fact of the modulation is confirmed, however,
by the Dominant seventh chord which follows.

Ex. 208. C to G Major. C to E Minor. -
%—';'f—wf = EEiE -?E”?l
;.; 2

!

= —lfr“—‘EH—JH:‘ R tzzi

ReMARK.—For some of the capabilities of the chord of the diminished seventh as a
means of modulation, see pages 89 and 90.

b

‘-.

The following are a few instances of modulation by means of the Domi-
nant seventh chord :

Ex. 209.
C to F Major. C to A Minor. C to 17!(7 Major. Cto Ab Major.J

0 j g ]
[ HEEY - I
] - T M - ] |

_LZO _I :_gi,fﬁ:i:—_b;_ =
- G-
$6 |
b7 % b7

e e e
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It remains to remark, finally, that no key which is brought about by

modulation should be used as the final key, but con.positions should end
in the key in which they commence; and that a composition should never
end with an inversion, the final chord should always be direct. The old
composers went 5o far as to say that all compositions, whether major or

minor, should end with a major triad. The following is an instance of }

such closing:

Ex 210. MOZART.
NN | )
@5&-.*.::@._.—11*1—-:— ﬂ*dnr = .—Faﬂ
Pec - ca - ta mun - di, Pec-ca - ta mun - - - - - -
’ o) ; :
NN N b 0 ] :I '[ 2 E 1
N T 5 ~+ - e PN Ep—
¢ v ';'_,!_L\_,'__,'___;'__j_g_l__g___'f_ i
i e SN RtcS
I ) AN N S B Ty It
2 ;' ! 11’ ‘_ H | I I 1 (e ] T
e e e N e T PP
- I | ! | e | Uy S
Pec-ca-ta mun-di, Pec-ca-ta mun - - - - - - di.
L I S 2z
P = ,——r—|—1,9~1 s
9 E‘bv 77—V 54. 5 1 E F'::—‘

When a minor composition ends with the Plagal Cadence, it is stil]
usual to close with a major triad.

We cannot find a more fitting way of ending this chapter on modula-
tion than by inserting a complete Vocabulary of Modulation, in which will
be found a modulation from any major key to all major keys; also from
any major key to all minor keys. The modulations are arranged alpha-
betically, % e., from C to all keys; then from D flaf to all keys; then from
D to all keys, etc., 50 that any particular modulation may be readily
found.

ARy T
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VOCABULARY OF MODULATION,

MODULATIONS.
Ex. 211. ¢C to Dh Ex. 212 C to D. Ex. 213 C to Ep.
Fal + ]
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Ex. 217. C to G. Ex. 218 CtoAh Ex. 219 C to A.
-0 ] !
IE=sEs _z*?:jj ez EESE ST
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Ex. 220 C to Bb Ex. 221. Cto B. Ex. 222. D[z to D
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Ex. 226. DhtoG{zand F§. Ex. 227. DhtoG. Ex. 228, Dpto Ap.
|

. L IE-L) S K e (e E
> sz?-ﬁ- oty — ;g;lr. o
22hZz.e" Gk 228050 poyZ o
L 2 S0 aus : ‘(F’

Py 1.8

bl

P05 i 1
14

Ex. 232, DptoC. Ex. 233. Dto]ﬂz Ex. 234. DtoE.

Ex. 235. DtoF. Ex. 236. DboFi:and G. Ex. 237.DtoG.
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Ex 241. DtoB. Ex. 242. D tu C. Ex 243. DtoDp.
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Ex. 247. IptoG. Ex. 248. EptoAh. Ex. 249. Epto A.
4 D — I 1 —z. ';UJ 11 } —
i 3 ___«—l—y_‘ E = _J-——P—-l ]
@5:%_—4' i e e
i - .l‘ T 0= ‘tZ'T _ o-C
3 _E— b r_ﬂ____'_ﬁ___. _Q_ﬁl_i — gg
—-9~-—P——a—o F2-be— ——Q—I—ﬁ—— —~ba— l
5 : I ?1'_? ° #‘ 'r—
} _‘ [l [ | i i
Ex. 250. Epto Bp. Ex. 251. EptoB. Ex. 252 E}ztoc
01 ! |
== X
@&g’:i:“"s =z
e ‘—.‘_—a— 9’,, l_.,

s A
9;??:?;;——%%—%-—-;5%%1_%:'::—:

Ex. 2583, Eatonb Ex. 204 FptoD. Ex. 255. EtoF.
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Ex. 256. EtoF#sndGb Ex. 257 EtoG. Ex. 258 EtoAh
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Ex. 259. EtoA. Ex. 260. EtoBy.

Ex. 261. EtoB.

r_:‘i‘p:'&

i

o o
1—_4;_5’_ »-Eqa— 9

el h,_a
il ke 2 o gy |
=z

(/——'—l—r'
Ex. 262. Eto C. Ex. 263. EtoDh

Ex., 264. EtoD

_Tﬂ:t‘;t g_i

:ZEg—ﬁ—- ;Er_bi

EEE E“—
_9 t._.;:. ._/

=

Ex. 260. Fto Ghand F§. Ex. 267. F toG.
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Ex. 271  Ftok. Ex. 272, FtoC.  Ex. 273 FtoDh

!
o—50—» 5 | .-
P ‘_#;g;j;?gﬁ?:[t ﬂz:;-g_g—' 1’5-' be 5%
_—__’:*ii_:g_"zﬁa;'*;z: Z—% .—:_g__,;_.gr
|
. %
-5- Lo 2l pa e
C—" L —— " B 4
|l9j§ 2 %o al' =l o—r T} B
e e i i ' I o o 1
e = T ;
Ex. 274. FtoD. Ex. 275. FtoFp. Ex. 276 F to E.

———— =y b = ‘ @ Vo=
b
e SR :

B g N
—— —l!——r!—;—fﬂ—'—r——tza—l;ﬂ_—ﬁ—*—r——fl

5 :
(A L i

Ex. 277 Fj:toG Ex. 2‘78 I‘j;toAb Ex. 279. F#toA.

l
Y g

_—";9 =t :IF" Pt

'“ U !r,-;: bf‘ Z-
;9‘?%5&1&?—5-*—'- r-—»wom ‘k-'r-:g%ﬁ
: ki$ .

Ex. 280 F§ to Bp. Ex. 281. Fj,*,toB Ex. 282 F#toc

I | ! ISy [| —]
l&ﬁﬁf&'ﬁﬁﬁ, lf::_“ = ‘Pf‘: “' - 'Zj

s d——~q~
.., 4 #_I—s-—o V‘I—t'—'“”’ I:;E‘"J' Pﬂ

Ex. 283 thoDh Ex. 284. FitoD. Ex. 285. FjtoEp.

‘Tﬁb' —1
T e e e ]
5\ e ) 39 Hr‘ I_Z_E'j_‘;__ﬁ_;.:é_l_r"" W_% A

;i
eé,‘um—b—_ _92_'_——[1 l‘:-.:'_y' Ea— 2P te
9:#§ﬂ;%ﬁ t = beo I'ﬁ" [' I;aj wrn_g._h f
h(}




" 118 THEORY OF MUSIC. [Boox II.

Ex. 286 F#toE Ex. 287. FﬁtOF Ex 288. GtoAb
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Ex. 301. AhtoB. Ex. 302. AptoC. Ex. 303. AptoDp.
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Ex. 316. AfoE. Ex. 317. AtoF. Ex. 318. A to Fff and Gp.
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Ex 331. Ba'.oA. Ex 332. BtoC. Ex. 333. BtoDp.
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346. C Maj. to EMin,  347. O Maj. to F Min, 348. CMaj to F§ or Gh Min,
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ILLUSTRATIONS OF

AR T AFOWRT Hs

( The figures refer to corresponding questions in Part IV,)

A succession of tones which is regulated by the laws of rhythm, is
called a TONE-CHAIN. (See 583.)

There are three kinds of Tone-chains, viz.: ascending tone-chains. de-
scending tone-chains, and vague tone-chains. An ascending tone-chain
is one in which the tones progress from low to high. (See 584.)

A descending tone-chain is one in which the tones progress from high
to low. (See 585.)

In a vague tone-chain are combined the characteristics of both the
others. (See 586.) e.g.:

Ex 493

’ hai Vlgnnm&chlin.J -
i ]
] " [t | P S S |
%:H E v e e e?

A vague tone-chain may, in a general way, be either an ascending one,
or a descending one. (See 589.) e.g. :

Ex 494.

:l,_ L
= SEfE L L=

The most satisfactory tone-chain is the diatonic scale, for the reason
that it both commences and ends upon the Tonic. The Tonic being the
point of repose, all that part of the scale which is not Tonic, namely, 2,
3, 4, 5, 6 and 7, is called motion. (See 593 to 595.) e.g.:

Ex. 495. ;
O Repose. . Motion, " 9
= 2 = ke
| () = P 2
e =

The indefiniteness with which one tone follows another in the above
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example may be obviated by dividing them into groups, or measures, by
means of strong and weak pulses, thus:
Ex. 496.

= > > >

|

f=csee=rai=
o/ - (4 I

Being regulated by rhythm, it has now become a melody; (see 591) but
it is very one-sided,—all tension—and seems to demand a corresponding
relaxation, which being supplied, gives a more gratifying result, thus:

Ex. 497.

Thesis.

F@—q—.bl:i#— 4'_'_E:£—E3‘~L: L%

Here we have two melodic phrases, —one all exaltation, and the other
all relaxation. The first excites expectation, hence we here call it Thesis;
the second satisfies our expectations, and o becomes Antithesis. But
while each of these phrases begins upon a strong pulse, it ends with a
weak one, thereby producing an unsatisfactory feeling; it would be bet-
ter if both beginning and ending were satisfactory. This will necessitate
the introduction of eighth notes, thus:

SRt

In the last two measures of the first phrase we have a new form, thus:
Ex. 499.

Forms which contain the germs of thought are called designs. (See 596.
With the above design we can re-construct our scale, as follows:

Ex. 500.
I'hnse /\"__ /P-;? Phnse
e e e

~PERIOD.

Thus our Designs have crystalized into Phrases, the Phrases into Sec-
tions, and the Sections into a Period. (See 615.)

Designs, Phrases, and Sections may be repeated to form other Periods.
“When so repeated they should not always be used in the same form; they
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should be altered or transformed, but should always be recognizable.
There are many ways in which we may transform a design; among which
may be mentioned,—

1st. TRANSPOSITION; A design is transposed if it is repeated at a higher
or a lower pitch. (See 600.) e.g.:

L Gl : Design. Transpositions.

e v 3
S T T S u) T N |
%_.“ﬂﬂ = Tk~
b
2d. "EXPAI\SION. A’design is expanded when it is made up of larger
intervals. (See 601.) thus:

Ex. 502.
Design. Expanded. Design. Expanded. > .-
e e e
Eg——__}ﬂa ——ef— I———I:I————o—lz—[-n—-tt n——~}:—9—E—
R ——3 — ——
3d. ConTrACTION. —A design is contracted when it is made up of small-
er intervals. (See 602.) e. g.:
1.5 ek Design. Contracted.
e
——'_—E-f—r—-——ﬂi—:l;'—+ i .'~t:5
T —
e Design, > Contracted.
s e Fe S Y e B LI -EI
2T L b P E
===t ate
o ~
4th. AUGMENTATION. —A design i3 augmented when the time value of
each note is doubled. (See 603.) e.g.:
Ex. 504.
n Deﬂgn.’ Angmented. |
1 ] I ) } |
FE‘:--&-'?’ —; e
b4 ] 1 Tl 4|
o/
Pesign. Aw-mented

oAy e
; — e SR
——= —u—sﬁh—-—F—'——N—r—— s
5th. DimmINvUTION. —A design is diminished when the time value of each
note is lessened. (See 604.) e.g.:

Ex. 505.
Design. Diminished. Design. Diminished.
el i D ) - - Sm—— =
_____fa_____t_" _l__’_¥__A - _-j—_" o A
T S e Do e A T S fd S b
i : ra T

6th. ReperrTioN.—The fragments of a design may he repeated, thus:
(See 605.)
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5 » Repetitions.
___—qq_—__ o ———_e—a— r__*q__]

o o ot e o e e
E@J—wi -aj:t'ﬁ ¢—|_—'-—=—,—¢—+ = k-—o—o—c—il

It may be well to state, however, that in this kind of amplification the
original design is sub-divided into three parts, or germs, each of which is
repeated as already shown, and as indicated by the letters @, b, c. Germs
combined in this way form what are called motives.

7th. OwissioN.— One or more of the fragments of a design may be omit-
ted. (See 606.) e.g.:

Ex. 5607.
Des!gns Omissions.

Fe T e e A e
e ﬁ ‘—“l:‘?":tl_-L = )

8th. CHANGING THE ORDER OF TONES.— The members of designs may
be introduced in a different order, an octave above or below, even, with-
out altering the rhythm. (Seé 607.) e.g.:

Ex. 508.

Design. Change of the order.
lf _.Lr_:l::—l_:‘]\_&ﬁ\— = ,,,_,_:’o:E—', = '—j
i__A_C‘.“:I_ EA i ] ‘J__L, =
-

9th. REVERsING THE ORDER.—This is done by beginning with the last
tone and going backward, without altering the rhythm. (See 608.) e.g.:

Ex. 509.
Design. Revarsed Design.

If—g——%—‘\—:‘l_p—{ P—i—_j f_ e _4:=_-?=‘E;‘”§

e e R SN AP T )
) >

Reversed. 4

10th. CoyBiNaTIONs of fragments of different desigﬁs result in a great
variety of new designs. (See 609.) e.g.:

Ex. 510,

L@ ’:i'— —th—;—!r—- —

v T -
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The fragments of the above phrase may be so combined as to make a
whole period, with no two measures alike.

Ex. 511. COMBINATIONS FROM MEASURES
let 2&1 483 ta8 1&4
‘0 e L et B ]
—-o——jj E—j:li—a--——l i; ——— | -J—jﬂ
T '.""
s&4 184 241 462
r-ﬁ——’ﬂ———‘—\‘—r—_“ =
! 1 1
(=S =
- > i 1
4 &1 & s 244 1;1[1 4 284
Sy G ——— — Ry — —-—'———v—h——\
S e s e e |
—H T e et e [%e =
* -

11th. INvERsIoN takes place when, commencing upon the same degrec,
the tones progress in an opposite direction; (see 610) thus:

Ex. 512.
Design. Inverted. Designs. Inverted.

S

"i___1_~,_ Py
o-g—-0- % o,o =

Several of these modes of transformation may be applied to the same
motive, at the same time. Thus a motive may be transposed and invert-
ed; or transposed and reversed; transposed and expanded; transposed,
inverted, and expanded, ete., thus:

Ex. 513.

e :
B o= L Y e e P th——1
— o %9
=
Trans, and Tnverted.
IS~ T I
.ﬁ ‘—4 '_1_7.._4
e

e ] e r—— - e
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.’_ Trans. inverted and lengthened by repetiticn.

Fra S
s g y
_;4 C T e
Ex. 517. Ex. 518.
Motive, Trans, sad expanded. mod,e Trans., efpunded and foverted.

[GeeomenEeaes

Most of what are called church tunes, and chorals, are written in the
song-form of one period. They should be so constructed that the first
phrase will excite expectation, which shall be only partially answered by
the second, thereby leading to a reiteration in the third phrase, and a
final, complete and satisfactory conclusion in the last. A good example
of the song form of one period is the tune Seymour.

Ex. 519.
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The germ from which this tune was developed may be seen at a; trans-
posed at b; transposed and diminished at c; contracted at e and f; ex-
panded at g; inverted and expanded at ¢; transposed and diminished at
J s diminished at %; and transposed at I. It will be noticed that the sec-
ond phrase only partially answers the first, inviting a reiteration in the
third, which is fully answered in the fourth.

As an illustration of the song-form of two periods we will call attention
to Dr. Mason’s Missionary Hymn, ¢ From Greenland's icy Mountains.”

. 520,
st PERIOD.
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ﬂl:t Period, —Continued.
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- PERIOD.
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1t will be noticed that the first phrase gives out the proposition, which
is twice repeated, ‘(in third and seventh phrases.) In the last phrase of
the first period we find a digression iuto the key of the Dominant, which
impels us to proceed to the new motive in the first and second phrases of
the second period; these, in turn, lead us back to the original proposition,
which we find answered completely in the final phrase. Having once
started, we are pushed, go to speak, through phrase after phrase,—with
no stopping place until we get to the end of the first period; and there we
are only allowed to<halt-long enough to comprehend that it is no place
for permanent repose; and, taking breath, we launch into the second pe-
riod, through which we are carried by the same impelling power, until,
almost out of breath, we arrive at the last tone of the final phrase, glad
enough to get home.

In the Song-form of three periods the second period usually makes a
more decided digression from the first, to which it returns in a very com-
plete manner in the Third period. This third period generally takes the
form of a chorus, which contains the animating designs of the song. It
is hardly necessary to illustrate this Song-form, as reference can be made
to almost any of what are called songs with chorus. /

In our illustrations of the higher Art-forms, (from this point onward,)
we find it much more convenient to leave the realm of vocal musie, and
lead the student into the instrumental works of the great masters. This
need not discourage the vocal student, however, for a column can never
be broader than the pedestal upon which it stands; and the voealist, or
vocal teacher, will be by so much the better prepared for his life-work if
he obtain a comprehensive view of these great foundations of art struc-
ture. Pursuing our upward course, then, we come next to the APPLIED
SoNG-ForM.

The applied Song-Form is a composition consisting of two or more
melodies, (or song-forms,) so related as to form one. Its plan is Theme,
Trio, Theme, (for a more definite explanation of the Applied Song-Form,
see questions 627 to 634 inclusive.)

Tor illustration of the Applied Song-Form we will take Franz Schubert’s
Minuetto in B minor, Op. 78. Tt consists of a Theme of three periods, a
Trio of three periods, after which the Theme is repeated.

The following is its plan. The first period of the Theme begins thus:
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Ex. 521. FIRST PERIOD.
Allegro med. _l_r— . .
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The second period begins thus:

Ex. 522. SECOND PERIOD.
o # il | ! i
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16 measures,
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The first Period of 18 meagures ig then repeated, after which an intro-
duction of two measures leads to the first period of the Trio, thus:

Ex. 5623. Introduction of 2 measures. TRIO. 18t PERIOD.
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The second period of the Trio begins thus:
Ex. 524. 2d PERIOD.
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After an interlude of 2 measures the third period of the Trio follows,
beginning thus:

Ex. 5625. Interlude of two measures. Third period of Trio.

27,
i EumEey

e e

After which the Theme is repeated.

For further illustrations of the Applied Song-Form see Wollenh'mpt’s
- Whispering Winds,” and Gottschalk’s ¢ Murche de Nuit.”

Counterpoint (see 635 to 640) is that department of musical science
which has for its object the securing of a flowing movement of the separate
voice-parts. In counterpoint a melody, which is called Cantus-fermus is
given, to which is added one or more flowing voice-parts; the part or
parts so added being called the Counterpoint (See Note to 635.) A plain
counterpoint has a uniform rhythmic movement of one note for each note
of the melody, (cantus-fermus) called ‘“note against note,” or ‘two
against one,” &c., which motion is maintained throughout the period.
The following is an example of Plain Counterpoint of ‘‘two against one:®

Ex. 526 Cantus fermus in Soprano, n;g\umx.
ez ! = i = g
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Counterpoint in Base. ' ! o/

In the following example the Base takes the Cantus fermus, and the
Soprano the Counterpoint.

BO% e 5 1R 68 Counterpoint in Soprano.
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Cnm fermus in Base. &
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A Florid Counterpoint is one having a diversified rhythmic motion.

Ex. 628. Cantus fermus in Soprano. CHERUBI: L.
ﬁg a__t__—[:_" R
! 1

Counurpohn in Tenor,
| { &e
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Co\umrpoint in Base.

The Fugue is a composition in two or more parts. A phrase, which is
called the Subject, appears in one part, and then proceeds to another
part, then to a third, and a fourth, &c., (See 641 to 646 inclusive.) The
principal parts of a Fugue are the Subject, Response. Counter-subject,
Pedal-point and Stretto; which are illustrated from Bach’s fugue in F,
No. 11 of the * Well-tempered Clavier,” Book I. The subject is given out
by the Tenor voice, which, having completed it, goes through the passage
a to the Counter-subject, thus:

Fx. 5629.
P Syf=—fo=—l=li— S TR T
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Hubject, - Counter-subject.

In this Fugue the Pedal-point is made on A in the base, continuing
nearly five measures. At the same time a Stretto is affected by the en-
trance of the Alto with the subject in the third measure, when the Soprano
has only half finished the subject begun in the first measure. The Stretto
is completed by the entrance of the base with the subject in the fifth
measure, when the alto is half through. This division of the Fugue con-
cludes with a cadence in D minor, as here given:

Ex. 530.
n Subject.~g
AV A
{@p; 2%a, ,
e e L
- p; = b Subject, i— - .,
Pedal-point, i Vv (Strotto.) kemoro o
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Imitation is the repetition of a plirase or period which has already ap-
peared in another voice-part, (See 647 to 649 inclusive.) There are three
chief varieties of imitation, viz.:

STRICT IMITATION;

FrEE IMITATION; and

IMITATION BY CONTRARY MOTION.

Strict imitation repeats the exact progressions of the original subject;
e

Ex 531. Subject. Imitation a fourth below.

o_g '] 5
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In Free imitation the melodic progressions of the original phrase are
not strictly repeated, but intervals, either larger or smaller than those of
the original phrase, may be used, e. g.:

Ex 532.  Subject. Free imitation a sixth above.  Or this.

EEE=SE

In 1m1tat10n by contrary motion, upward intervals are imitated by down-
ward ones, and vice versa. e. g.:

Ex. 533.
; Subject. Strict im. contrary motion. Free im. by contrary motion.
[ 'U [ | - 2y u |
il | W by o 1
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Strict Canon is no more nor less than strict imitation, (see 650 to 656,
inclusive.) e. g.:

Ex. 534. Strict canon in octave. From J. C. LOBE.
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The Roxpo is a form of composition in which the principal idea returns
after every digression or episode. Hence the name ¢ Rondo,” repeating
in a circle. (See 657.)

The Rondo has five forms.

The First RoNDo ForM (see 659) consists of a Theme, Passage, Theme
and Conclusion. A good example is from Beethoven’s little Sonata in G,
(No. 37 Peter’s edition.) It has a Theme of 8 measures, beginning thus:

Ex. 5635. Theme.
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etc. 8 measures.
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After this there is a Passage of 8 measures, which begins thus:

Ex. 536 Passage.

etc. 8 measures.
): —o—-'—!—!—IE=
D —
-

Then the Theme of 8 measures, as before, ending with a Conclusion of 10
rmeasures, beginning thus:

Ex. 637. Conclusion.
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The next movement (Romanze) of the same Sonata is also in the First
Rondo.Form. Its plan is as follows:

Theme, Passage, Theme, Conclusion,
8 measures. 13 measures. 8 measures. 11 measures.

The Secoxp Roxno ForM, (See 661) consists of a Theme, and an Episode;
after which a short Passage leads back to the Theme, the whole ending
with a Conclusion. Take. for example, the Adagio from Beethoven’s
Sonata in F minor, Op. 2, No. 1. The two periods of the Theme commence
thus:

Ex. 538.  First Period. Second Period.
|—G———‘T' '—’—:——
4 bre: etc R meas.

The Episode begins thus:

Ex. 5309. Episode.
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A short Passage of 4 measures leads back to the Theme, as before, (16
measures,) after which comes the Conclusion, beginning thus:

Ex. 540. Conclusion.
é l&_—;—'_-— e ——
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Another example of this Form is the Largo from Beethoven’s Sonata in
A, Op. 2, No. 2, which has the follqwing plan:
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THEME. EPISODE. THEME. CONCLUSION.
18t Period. 2d Period. 1st Per. Pass. 1st Per. 2d Per. 30 measures.
8 meas. 11 meas, T meas. 5 meas, 8 meas. 11 meas,
19. 12, - 19, 30.

This Conclusion of 30 measures has the following plan:

Original. | Theme. | Passage. | Theme. Coda.
7meas. | Tmeas. | 3 meas. 8meas. | 5 meas.

In the THIRD RoNDo FORM (see 663) the Theme appears three timnes, to-
gether with two Episodes. Dr. Marx compares this Form to two Second
Rondo Forms, which overlap each other, thus:

Theme, Episode, ( Theme,
Theme, } Episode, Theme,

The Theme predominates very decidedly, in this Form, appearing three
times; while the Episodes appear only once each. As an example take
the Adagio from Beethoven’s Sonata Pathetique, Op. 13. The Theme of
16 measures commences thus:

Ex. 541. Theme.
-9ng 52 .
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etc 16 meas
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Then follows the 1st Episode of 12 measures, beginning thus:

Ex. 542 First Episode.
& =
< etc. 12 meas.
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After this, the Theme (8 measures) is repeated, which brings us to the
Second Episode, beginning thus:

Ex. 543. Second Episode.
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The entire Theme (16 measures) again appears, followed by a Conelu-
sion of 7 measures, which commences thus:

Ex. 544. Conclusion.
—
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Another example of the Third Rondo Form is the Finale (Rondo) of
Beethoven’s Sonata, in C, Op. 53, the plan of which is as follows:

Theme 1st Ep. | Theme. 2nd Ep. Theme. Conclusion.
62 m. 82 m. | 62 m. 138 m. 90 m. 141 m.

The Fourth Rondo Form (See 665) differs in two respects from the
Third Rondo Form; viz:—first by a more clearly marked repose after the
repetition of the Theme; and, Second, by the final re-appearance of its
first Episode, in a different key from that in which it first appeared. A
good illustration of the Fourth Rondo Form will be found in the Finale of
Beethoven’s Sonata in C Major, Op. 2. No. 3. Its Theme of 29 measures
begins thus:

Ex. 545. Theme.,
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o—-‘-"it
4‘ e q- e 9 B g p
J ef ,lol o P
Hptrgisiio
\ S g 0 -
Alleg;o assat. ete. 29 meas.
. IT Caih L ;. |
2 e e e e 2 e
| (o] 3 W | 5 )
-
The first Episode of 38 measures, in the key of the Dominant begins
thus:
Ex. 546. First Episode.
a i R e e ~—
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The first portion ot the'work closes with a return of the Theme, length- l
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ened to 34 measures: the second portion consists of the second Episode of
78 measures, beginning thus:

Ex. 547. Second Episode.
o B Pl
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The third portion consists of a reappearance of the Theme, lengthened
to 37 measures; a recapitulation of the first Episode, (shortened to 35
measures, ) and a Conclusion of 60 measures, which closes the whole work.
The conclusion commences thus:

Ex. 548. Conclusion,
Fal N
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The Finale of Beethoven’s Sonata in Ab, Op. 26, is another example of
the Fourth Rondo Form. It is made up as follows:

- Theme. | 1st Ep. Passa,ge Theme. } 2d Episode. Theme 1st Ep. Conulusion
32 m. 16 m, 28 m. 28 m.

The Fifth Rondo Form, (see 667) like the Fourth Form, is made up of
three well rounded and distinet divisions. The First Division consists of
the Theme and first Episode, closing with an extended form of Conelusion
of great decision. The Second Episode alone forms the Second Division,
while the Third Division consists of the Theme, first Episode and Conclu-
sion. The only difference between the third division and the first, is, that
the First Episode and Conelusion reappear in a different key. Our illus-
tration is the Finale of Beethoven’s Sonata in F minor, Op. 2, No. 1.

The Theme of 21 measures commences thus:

Ex. 549.
! 6—b b % = =
| s 4 AZ—————
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Prestissimo,
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The First Episode of 12 measures, begins thus:

Ex. 550. First Episode. A,
N
Cer: L‘E;T_ii
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etc. 12 meas.
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Then comes a Conclusion of 23 measures, which commences thus:

Ex. 651.‘ Conclusion.
| 1

[‘e‘r}/b v L) IIPJ = 3| ) o =
e e
v ST B A Bl R
’ =g etc. 23 meas.
e ﬁ;gzﬁ,——x"%?'af;?ﬂ:;m
T ey ; . O e

= -

=4

This is all repeated, forming the First Division. The Second Division
consists of the Second Episode of 80 measures, of which the following ig
the commencement:

Ex. 552. Second Episode.
W, ,9}) b E fz—: ==y
G = { ——]
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The Third Division begins with the reappearance of the Theme of 23
measures, followed by a recapitulation of the First Episode, commencing
thus:

‘Ex. 553. Reappearance of First Episode.




PART IV.] ILLUSTRATIVE. 151

The whole ends with the Conclusion of 23 meusures, beginning thus:
Ex. 554. 3 Conclusion.l

A Sonatina [ See 669] is a work of two or three different movements, each
complete of itself, yet so united that we instinctively perceive them to belong
together. It usually has two movements, one a Sonata-Piece, the other a
Rondo. A Sonata-Piece [ Sonaten-Satz], ditfers from the Fifth Rondo Form
only in one point, viz: that the second espisode invariably consists of the chief
motives of the theme and first espisode, which are intermingled and
elaborately worked up. The Germans call this division “durch furung-satz.”
Beethoven's Sonatina in G, op. 49, consists of two parts—first a Sonata-
Piece in 4 measure Allegro; second, a Minuetto in the Third Rondo Form,

The Sonata [ See 6707 consists of three or four different movements, one of
which is usually slow. In Sonatas of four movements, the third is more fre-
quently a Minuet, or Scherzo with Trio. [Applied Song Form.] The first
movement is usually a Sonata-Piece. Taking for example Beethoven’s Sonata
in F minor, op. 2, No. 1, we find four movements. First an Allegro in F
minor, Sonata-Piece, beginning thus:

Ex. 555. First movement.
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The Second movement in F major, is in the Second Rondo Form, and
begins thus: i

Ex. 5586. Second movement.
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The third movement is a Minuet, in F minor, Applied Song-Form, with
the 'I'rio in F major. The Minuet commences thus:

Ex. 557. Third Movement. (Minuet.) -
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The Finale in F minor, is written in the Fifth Rondo Form, begmmng
thus:

Ex. 558. Finale. (Fourth Movement.)

Our space will not admit of further illustrations. We call attention,
however, to one or two other Sonatas, describing their contents; after
which the student will be enabled to analyze for himself.

Beethoven’s Sonata in G, Op. 14, No. 2, has three movements, an Allegro
in G, # measure Sonata-Piece; Andante 4 in C, Theme with variations;
Scherzo § in G, Third Rondo Form.

Sonata Pastorale in D, Op. 28, has four movements, Allegro % in D,
Sonata-Piece; Andante § in D minor, Second Rondo Form; Sckerzo § in D,
Applied Song Form; and Finale § in D, Fourth Rondo Form.

Sonata Pathetique, Op. 13, has three movements; a slow introduction of
ten measures, leads to the Allegro in C minor, 4 Sonata Piece;
Adagio Cantabile in Ab major 7, Third Rondo Form; Finale in C Minor
% Fourth Rondo Form. with a slight deviation, in that the Theme reap-
pears just before the close.

The Suite (see 671) is.a musical form consisting of several distinct
pieces, so related in point of key, and contrasted in expression, as to pro-
duce an agreeable effect when played in succession. This form was very
popular in the time of Bach and Handel, (A. D. 1684—1750.) and out of
it Philip Emanuel Bach and his successors developed the Sonata. The
number of pieces properly composing a Suite seems never to have been
definitely settled. Bach’s Suites have from &ix to eight pieces each, and
Handel’s about the same. For example the second ¢ French Suite,” by

T
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Bach, consists of six movements, all of which are Song-Forms except the
Cinque, which is a Fugue. They severally begin as follows:

Ex. 559. First Movement. Allegro moderato. ( J=80.)
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Ex. 560. Second Movement. Vivace. (g- 76.)
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Ex. 561. Third Movement. Andantino. (o=84.)
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Ex. 562. Fourth Movement. Un poco Andante. (J=80.)
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Ex. 563. Fifth Movement. Allegreua. (J=120.)
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Ex. 564. Sixth Movement, .dllegro. (J=88.)
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Free imitation.

Recently the Suite Form has been revived by Raff, Bargiel, and others,
n a modified form and in the spirit of modern music. Oue of the most
pleasing of these productions is Bargiel's Sunite Op. 21 which consists of
Prludium Zweigesang, (duet) Sarabandi, Marsch, Scherzo, and Finale.
Of these the Sarabandi and Marsch are song-forms; the others resemble
rondos, although not strictly conforming to any one of the orthodox forms.
These modern Suites are, in effect, Sonatas, the suite form having been
selected by the composer as less pretentious and exacting.

"The Overture (see 672) is a composition for orchestra, written as an in-
troduction to an opera, oratorio, etc. It has no settled form, but its gen-
eral characteristics resemble the Sonata or Sonatina. Mozart’s overture
to his opera ¢ Figaro,” consists of but a single movement, of which the
Lwo principal ideas are given in illustrations @ and b, as follows:

Ex. 565. a. Presto.
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Ex. 566. b
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Under the title Chamber Music (See 673) are included duos, trios, qu:.1-
tets, quintets, sextets, septets, and octets, for various instruments, adapted
to use in small rooms. The most esteemed works of this class are the
trios, quartets, and quintets, for stringed instruments. In form these '
works are almost invariably Sonatas. As to contents they embrace very
many of the most beautiful thoughts of Haydn, Mozart, Beethoven, Schu-
mann, Mendelssohn, and Rafl. This department of music deserves to Le
better known in this country. As an example of Chamber Music we give
the opening measures of the several movements in the quartet for 2 violins,
Viola and Violoncello by Beethoven Op 18. No 1. It consists of four
movements, Allegro con brio; Adagio; Scherzo with Trio; and Allegro.
The first movement is in the Fifth Rondo Form, and begins thus:

Ex. 567. First Movement.

1st Violin, e 2

i Allegro con bio. —— —_—
| [ Vil rany ) B
i Ve S B e e 1=
@j;#. B e e e e e
"y o=t =
Viola.
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The plan of the First Movement is as follows:

Theme, | 1st Ep., | Conclusion,| 24 Ep., | Theme, | 1st Ep., | Conclusion,
48 m. 35 m. 31 m. 64 m. 31 m, 356 m. 69 m.
N
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The Adagio movement is in the Second Rondo Form, and commences
thos:.
Ex. 568. Second Movement.

The plan of the Second Movement is follows:
Theme, 1st Ep. Passage, Theme, Conclusion.
26 m. 20 m, 18 m. 13 m. 35 m.

The Third Movement is in the Applied Song-Form, (Theme 85 measures,
Trio 60 measures, etec.,) the opening of which is as follows:

Ex. 569. Third Movement.
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The Finale is in the Fourth Rondo Form, and commences thus:

Ex. 570. Fourth Movement. Allegro,
! -~
. g Proe | my E s
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The plan of the Fourth Movement is:
Theme, 1st Ep. | Theme. | 2d Episode. Theme 1st Ep, Conclusion.
26 m. 64 m, 46 m. 98 m 2em, 87 m,

The Symphony (see 675) is a Sonata for a full orchestra, and is usually
eonstructed upon a large and massive plan.

It gererally consists of an Introduction, Allegro, Andante, Scherzo and
Finale, each of which is more fully developed than is necessary in the
ordinary Sonata. Beethoven’s celebrated Fifth Symphony, for instance,
consists of four movements. The first is in the Fifth Rondo Form, and
opens thus, (we print the piano-score to save room.)

Bx. 571. First Movement,

Allegro con bn'o.
)
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The plan of this First Movement is:

Introduction, | Theme, { 1st Ep. Con. | 21 Ep. | Theme, | 1st Ep. | Conclusion,
5m, 56 m 31 m, 3lm. 127 m. 54 m. 39 m. 157 m.
SR eeans. s Seala
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The Second Movement is a free fantasia on two themes, which contrast

with each other, and are treated alternately throughout. It begins thus:

Ex. 572. Second Movement,
Andante con moto, _—
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The Third Movement is an Allegro in the Applied Song Form, the first
four measures of which are as follows:

Ex. §73. Third Movement.
Allegro.
By .
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The Fourth Movement is the Finale in the Fifth Rondo Form, of which
the following are the opening measures:

Ex. 574. Fourth Movement. Finale.
b
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Ex. 5765.
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The Nocturne (See 678) is a composition usually written in a variety of
the Song-form, for different instruments; and, as its name implies, takes
on a character which accords with the calmness of a beautiful night, or a
quiet evening. For example we quote the opening measures of Chopin's
Nocturne, Op. 9, No. 2, in Eh as follows:

Ex. 576. Andante (J=132).
* .
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The Fantasia, (See 679) as its name implies, has no definite form. It
must, however, conférm to the sesthetic requirements of unity and con-
trast. One of the most celebrated pieces of this class is Mozart’s Fantasia,
in C minor, preceding a piano-forte Sonata. This charming piece is de-
veloped from four principal ideas, the beginnings of which are shown in
the following illustrations, a & ¢ and d.

Ex. 577. a. Adagio,
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Ex. 579. c. Allegro.

It may be proper to mention the difference between the Fantasia snd
Potpourri. The latter consists exclusively of melodies from other sources,
with the addition, only, of the passages necessary to connect them, while
the Fantasia is properly a work of the imagination.

Capriccio (See 680) is a name which composers give to such works as

‘please tkem, but which do not fall into any recognized form. Capriccios
are usually in presfo movement, and sometimes resemble Song-forms, or
Rondo-forms; at others they assume the unbridled license of a Fantasia.
A good illustration of this style of composition is Von Weber's Momento
Capriccio, Op. 12, which resembles the Rondo-form; the following is its
plan:

Theme in three Periods, 1st Per. in Bh. 8 m.; 2d Per. in F. 8 m.; 3d Per.
Bh 8; 1st Episode in G, 26 m. made up of motives from 1st Period of Theme;
then follows 2d Period of Theme in F, 8 m. after which a Passage of 16 m.
(made chiefly of motives taken from 2d Period of Theme) leads to a recapi-
tulation of 1st Episode in D. Then follows a modification of the st Pe-
riod of Theme, lengthened to 14 m; after this we have the 2d Episode in
Eb. 32 m., the whole ending with a Conclusion of 54 m. made out of the
motives of the 1st Period of Theme.

The Polonaise (See 681) is a composition in the rhythm of an old Polisb

dance, thus:
- Brae, n gy |
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Its peculiarity is the division of the measure into six pulses, the second :
pulse being always divided. The Polonaise is commonly in the applied
Song-form or Rondo-form, or diverges very slightly therefrom. Chopin’s
famous * Polonaise Militaire,” i3 developed out of the two motives given
below. ¢a and b.)

Ex. 581. a. Theme.

Ex. 582.
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The author regrets that the limits originally prescribed for the present
volume prevent him from giving a larger number of illustrations. How-
ever, a full definition of nearly all the forms of musical corposition will be
found in Book I. Parr IV.

i THE )END.
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Abbreviations : § question; p. page; ll. illustrated; Ez. example,

A >
Accent,.... Sy se s .....8§39,p.9.
Accidentals,.. § 102, p. 13; ill. p. 65, Ex. 31,

Acclaccatura,......... onae senneeneel..§169, p. 17; 11l p. 74, EX. 6.
LN ] S A RO § 170, p. 17; ill. p. 74, EX. 75.
Altered chords,.. §375 p. 29; ilL p. 79. Ex. 109, also ill. pp. 92 to 97.

American Sixth,..........§ 403, p. 31; ill. p 80. Ex. 118, also p. 96, Ex. 163 to 166.
American Sixth—progresslon 0f,........ § 511, p. 39; ill. p. 96, EX. 163 to 166.
Ambiguous Chords,.......coovvenienns....§ 520, p. 40.

Anthem,........ ... § 711, p. 56.

Anticipation,... ve.eee.§ 407, p. 31: ill. p. 101, EX. 179.
Antithesis, ....... ceese..§ 618, p. 48; ill. p. 135, EX. 497,
Appoggiatura,....... . § 167, p. 16; ill. p. 74, EX. 74.
Applied Song form, .. 5 ....§ 627, p. 49; ill. p. 141,

B 1o s Shmlak o o oo talalue aric o o o als o »'e slals o § 704, p. 55.

Augmented triad,...........§ 378, p. 29; ill. p. 79, EX. 109, also p. 92, EX. 147 to 156
Augmented chord of the sixth,...§ 384, p. 29; ill. p. 79, EX. 109, also p. 93, EX, 151,

Augmented chord of the 6th, 4th and 3d, § 390, p. 30; ill. p. 80 Ex. 111, also p. 98.
EX. 152 to 155.
Augmented chord—progression of,...... § 500, p. 38; ill. p. 92 Ex. 147 to 150.

Augmented chord of the 6th and 5th,.....§ 395, p. 30; ill. p. 80, EX. 112, also p. 94.}
EX. 156 to 158.
Augmented Sixth chord—origin of, p. 80, also p. 96.
B.
Ballaen s 8 e Con ol A o R § 717, p. 67.
..§ 20, p. 8; ill. p. 61. Ex. 4.
ok 27 5508, p- 10,
Beating time....c.ooovecavnaiiiicisens oo § 82y Do o¢ ill. p. 62, Ex. 11,
Blndmmtone ............ § 429, p. 33; ill. p. 84, Ex. 124,
.§ 83, p. 11: il p. 64, EX. 23.
.§ 78, p. 11; ill. p. 63, EX. 20.

C.
CAACDZA e . covass oo dwosoonssosnesy oo B 102 Pibb.
Cadences,...... s va e nmins STelotyers 3va Erefe SYerall § 542, p. 41; ill. p. 102, Ex. 181 to 186.
COanon, ... e A RN e .§ 650, p. 51; ill. p. 144, EX. 534.
Cantata, ..§ 713, p. 56.
Cancel (natural),... ...§ 93, p. 12, see foot-note page 12.
Canzonet,........ ...§ 699, p. 55.
Capriccio,......... CoRdost o 5000 30 b adgo T 680, p. 53; ill, p. 161.
(€I T B0 S oo r T I PR § 700, p. 55.
Chant, .

Choral,. s
Chamber-muuc, ..§ 6713, p 52; 111. p. 155 and 156,
Chaenging tones,.....coevvevaases .§ 417, p. 32; ill. p. 109, EX. 202,
Chord of the Tth,.......ceuvenes eaee....§ 344, p. 27; (L p. 79, EX. 102 to 106.
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Abbreviations: § question; p. page; il illustrated; Ez. example.

Chord of the 7th. progression of.. ..§ 470, p. 36; ill. p. 86.

Chord of the diwinished 7th,...... ...... § 363, p. 28; ill. p. 79, EX. 107.

Chord of the dimin. 7th, progression of,..§ 491, p. 35; ill. p. 88, Ex. 139 to 144.
Chordiofthe vt D it el e § 864, p. 28; ill. p. 79, EX. 108.

Chiord of -the 9th, progression of..... .§ 498, p. 38; ill. p. 90, EX. 145 and 146.
Chord,of the 11th;. . . sves il liats § 373, p. 29

Chord of the 13th, .... oo esweieis B2 318, D200

(TRORA TR o o e, cesesseee.. +e..§ 281, p. 23; ill. p. 77, EX. 95.
Chromatic half-Steps,....covevevnennnnnn § 232, p. 21; ill. p 76, EX. 85,
Chromatic Scale, ....... oot s iR § 100, p. 13; ill. p. 65, EX. 32.

(ElEmrcto 6 co dbh i sty FobBaEeAnEB0a ¢ o § 69, p. 10; ill. p. 63, Ex. 16.

(CHEThaS o 8 40 L AU S Bhac odi sodo s o o § 23, p. 8; ilL. p. 61, Ex. 1.

G108 TNATBTORY, o1e'siersio)- - oj-1-7 Sioie s/sIsl 2 ¢ slasere § 466, p. 36; ill. p. 85, EX. 130. a
Compound triple measure,......... ... § 20, p. &; ill. p. 62, EX. 9.
Compound quadruple measure,..........§ 31, p. 8; ill. p. 62, Ex. 10, .
Concerto,....- 5 3R DR o 6 6 b o § 676, p. 53; 11l. p. 159. =
Concertino,....... .....§ 677, p. 53,

Consonant triad,.. § 293, p. 24.

Consecutive fifths,.. ..§ 487, p. 34; ill. p. 84, EX. 125.
Consecutlve 0Ctaves,......ccoeevveacanes.. § 438, p. 34; ill. p. 84, EX. 125.
Counterpoint, ..... + SRR Sage § 655, p. 49; ill. p. 142, Ex, 526 to 528.

Counrter-subject, .. § 642, p. 50; ill. p. 143, Ex. 529.
Cotillon,.......... 5 5 R 28 5 ....§ 697, p. 55.
Covered fifths and octaves. ..§ 5617, p. 43; ill. p. 106, EX. 190 to 194,

(P EBCRINAGN 510,50 Nare o S/l s S ToteTs [Brmio ol ioriels SHeRE § 177, p. 17; ill. p. 74, Ex. 78.

Cross-relations,.....c. veeeevneerranene.. § 576, p. 44; ill. p. 107, EX. 195 and 196.
D.

Dash; e S S s et teee Gecsessenns § 334, p. 26.

Deceptive cadence,.... .. 0gec 50 .§ 550, p. 42; ill. p. 103, EX. 185.

Degrees of power............ 3 .§ 171, p..17; ill. p. 74. EX. 77.

JOETS T 1 AR & S OO, .o ..§ 596, p. 46: ill. p. 136.

Design, transformation of,...............§ 600, p. 47; ill. p. 136 to 139.

DALORIC SCAIOTEBANET . . A% S hleswdgie: -§9, p. 7; also § 592, p. 46; ill, p. 61, EL
Diatonic haif-steps, 5 .§ 233, p. 21; ill. p. 76, EX. 85.
Diminished triad......cvceiieiiieaiina. § 298, p. 24; il p. 77, EX. 97.
Diminished 7th. chord of,.. ........... .§ 263, p. 28; ill. p. 79, Ex. 107.
Diminished 7th, progression of,.... ..§ 491, p. 38; 111, p. 88. EX. 139 to 144.
Diminuendo......... & 05 . § 178, p. 18; ill. p. 74, EX. 79.

. § 467, p. 36; ill. p. 85, EX. 130.

Dispersed harmony,.. 5
..§843, p 21.

Dissonaace, ... .....

Dissonant triad, ........cooeavennen ...§294.p. 24.

Double Bar.......... ' ...§21. p. 8; ilL. p. 61. EX. 4,
Double Measure,.. § 26, p 8; ill. p. 61. EX, 5.
YOIAE S i, i 4 At .. ... §80, p. 113 iil. p. 63, Ex. 21.
100 (oAt A R IR .. §86. p. 11: ill. p. 64, Ex. 26.

Dominant,....
Dominant 7th, § 345, p. 27; ill. p. 78, ExX. 102
Dominant 7th, inversions of.. ...§ 848, p. 27; ill. p. 79, Ex 103
Dominant 7th, progression of,....... .. +..§ 470, p. 86; ill. p. 86, kix 18]
DO, #4754 i bieta fo b o2600G e o § 726, p. 58.

..§ €8, p. 12; ill. p. 64, Ex. 2.
..§278. p. 23.
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Abbreviations: § question; p. page; ill. illustrated; Ex. example.

E.
Ecclesiastical chord,..................... § 483, p. 37; ill. p. 87, EX. 136.
Ecclesiastical forms of vocal music,..... .§ 708, p. 56.
Equivocal chord,............ e DRSNS § 492, p. 38; ill. p. 88, EX. 139 to 144.

...§ 703, p. 55.

T,
False relations, ........ccccveeina.........8 576, p. 44; ill. p. 107, EX. 195 and 196.
Fandango, ... o P00y § 692, p. 54.
IHARIANEN. oo oo eio e sies e seioacrooensnesan § 01, p. 55.

Fantasia,..... Leeseeess s § 679, p. 53; ill. p. 160.
Figured triad, ceees...§ 329, p. 26; ill. p. 78, EX. 100,
LTt e 100 PR

BORUR IS (575 < o o orop s s Sieios ceseenes.e.§ 175, p. 175 ill. p. 74, EX. 77,
Fortissimo,... § 176, p. 17; ill. p. 74, EX. 77.

EWAGHIGINTY). . . . oo o0 v ovioncn. 0% 00 CHHBOHDED § 46, p. 9; i1l. p. 62, EX. 12.
§ e G T § 394, p. 30; ill. p. 80, Ex. 111, also p. 93, EX. 152 to 155.
French 6th, progression of,........c...... § 505, p. 39; ill. p. 93, EX. 153 to 155.

Form, ... .. B Torats's eeeeseseo§ 5825 P. 46.
. .+.§ 641, p. 50; ill. p. 143, Ex. 529 and 530,
.o s o8 283, P. 24; ill. p. 77, EX. 95.

G.
Galop, ....... = e B o000, Lot oR X § 690, p. 54.
Galopade,.. 3 ..§ 691, p. 54.
EOBIABN BN, 51e o < Jeoaneions sniesos se § 99, p 80; ill. p. 80, EX. 112, also p. 82, Ex, 120.
German 6th, progression of,.......... .. § 508. p. 39; ill. p. 94, EX. 156 to 159.
Germ, or design,....oc.eee. ee...§ 596, D. 465 ill. p. 135.
(5 - o0 cpHeomr il O S h ..§ 721, p. 67,
. GIABRALOPEIR. oo ciosuc - wiais o soms s os § 125, Do 58.
L.
Half cadence,........... teeveseavesesase.-§ 546, P, 425 1ll. p. 103, EX. 183.

....8 205, p. 205 ill. p. 76, EX. 85.
§ 567, p. 48; ill. p. 106, EX. 190 to 194.

Half-step, .
Hidden fifth and octaves,

BARMOTRSr ey, ..o e bases X § 84, p. 11; Il p. 64, EX. 24.
HOZOEPINE, . . s v covevesicaoen TS T § 693, p. £4.
PRI oo™ o Juchiane closioaiels ¢ 0 o oo oo §2709, DL 56,

L
Imitation,........ 505 § 647, p. 50; ill. p. 144, EX. 531 to 534.

. § 545, p. 42; ill. p. 102, EX. 182.
J5802; peia.

Imperfect cadence,...
Intermediate tones,..

Iatenvalel . -8 s, ...§ 185, p. 19; {ll. p. 75, EX. 82 to 85.
Inversion of chords,....... Cagooo R T8 § 338, p. 27; 1ll. p. 78, Ex. 101

Tnversions figured, .........c..vvienne... § 339, p. 27; ill. p. 78, Ex. 101.

Inversions of dominant 7th,. . §848, p. 27 i1l p. 79, EX. 103.

Inversion of intervals, . .. ......... ... § 234, p. 21; {ll. p. 76, EX. 86 to 94.

Italian 6th,................c.. ...§ 889, p. 30; ill. p. 80. EX. 110. also p. 82, EX. 120,
Italian eth, progresslon O Fseve B2 . o ....§ 502, p. 38 ili. p. 93, Ex. 151.

J.

B oo ore)s o R e Sa T o s AR ek i e S50045 D%, 55,
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Abbreviations: § question; p. page; il illustrated; Ex. example.
K.
KEY,cieecverensanreancsnns sevannasenes...§3, P. 7; 1ll. pages 72 and 73.
EeY-10NC, .-t vuarresserereroneens sons oo.§5104, P. 13,

Keys, rejation Ofyeceeceoreniesriooscerones § 523, p. 40.

Leading tone,...eceveerveieeaaensenses..§280, p. 23,
LegatG,.ocev PRt 5 15 .o Iy 15 (25

M.

MAATIZAL S 50 e oo culiiares s Bleb st SR TSR SO ) RS

Major tridd,eceeeemcascaiocseevareeacensad§ 205, p. 243 ill. p. 81, EX, 134,

March,. ... 5 etetsetcscninannas ..§ 688, p. 54.

Mass,..... ASSEI § 714, p. 56.

Mazurka, .. o b arele Mania aaraiane grer i B RO G2 S) A

MeASUXe) e eee-seacsocasossoasencesaas sane § 24, p. 8; ill. p. 61, EX. 4.

e TAnERARE . 2 v oA i AN S e ST § 276, p. 23.

Melodic minor scale; see remark page 68.

Mezzo,........ P R s O, T OB D LT DL 1

Middle G,....... .....................567,p 10. |
Minor scale, ceesesanee. ...§136, p. 155 ill. p. 67, Ex. 46 ‘e remark, p. 68. |
MINOT tTIA,. sl o« cremetoror=aio siors = o afatote o2 e oie § 206, p. 24; ill. p. 81, | .. 114,

Minor scales and keys, illustrated pages 67 to 71, also p. 73.

Modulation,...... o I A e T § 514, p. 40; ill. pages 110 and 133 inclusive
.97 (1 a0 0800 06 SHIAC 3 fsio 500 e B 700 § 712, p. 56.

§ 423, p. 33; also § 595, p. 46; ill. p. 134, Ex. 495.
Mutual tones, ........... DEGAXR s ....§ 428, p. 33, ill. p. 84, Ex. 124,

N.

Naturals (cancel)y.....oeceeeueeaae. seee-. 5 98, P. 12; see foot-note page 12,

NOGHUTTIEC, hio v+'s sloss L oiehnsinesasnndesss=broNs: P: 00 niils P 160,

INOBOH; ofo oo alete (2 £ Sefeidle S aletarutels ointe) et Ss/e o S8 125D 03 AHIL A AE X, IR X 2.
0.

Opera Boufle, 20 0w 5 S spsaien o o dov ajerers 2807 25N 58S

Opera, Grand,... .. vevesd§ 725, P. 58.

,Operetta,...... O Rk LT XU s R o W3 1 G
"oratorio,......... e A TR 5 A AR o v N5 DS
Organ-point, ........ crenessensreestindhs 87400, p. 815 ) D104 VEX 18T,

OVETIUTE, .. oceovscrcsonssnssoveeshloist el OTLAPL S EUI I ITEY
B

N L R T M ve ... §612, p. 47,

Passing chords, o eioeiore o uie oo ot om@n A1 9 LS

Passing tones,.. ..§ 415, p. 32; also § 1€6, p. 16; ill. p. 74, EX. 73, also p. 108,
Pedal passage,... 2 sriiee S TR L § 552, p. 42; ill. p. 104, Ex. 187.
Pedal-point,........... ecceeaveiasen....§ 409, p. 31; ill. p. 104, EX, 187.

Perfect cadence,.coeveee.veveeeerecaasas.§ 542, p. 415 ill. p. 102, EX. 154,
PELIOU s o, Siatiais sasvaviaessss v slonts soeoBiOIAPI48: 111, prl8s A EX Y5003

Phrase,..... teseees-.. § 613, p. 48; ill. p. 135, EX. 520.
PlaBISEMG; s 5.5 eitoige siie s o o0 staales «...§ 172, p. 17; 1. p. 74. EX. 77 t0
Plafio) S bt T veenaeasiesseesssssd 113, 175 1. P, 4. B, 77 tO
Plagal cadence,..ceeeeeesieracaeann... § 547, D. 423 ill. p. 103, EX. 184.
Polka,........ B O 000 OB oo = 0 o b 1 Th =

Polonaise, or Polacca,...,ceeeveesen......§ 681, . 53; ill. p. 161 and 162.

8l.
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Abbreviations: § question; p. page; ill. illustrated; Ez. example.

Position of chords,..... c0odog CoondocaBon: § 317, p. 25; ill. p. 77, EX. 95.
Potpourri, «e.cve..... . ...5§ 689, p. 54.
Preparation,............,.... cesass.ees§ 469, D. 36.

Prime,..... 8 B o AR o ORABTY ¢ § 207, p. 20; ill. p. 75, EX. 82.
IPROZEENEION, 5ot et oeid e cvass s ...8421, p. 33,

Progression of chord of the ch ..§ 498, p. 38; ill. p. 90, EX. 145 and 146.
Progression of diminished 7th,. .§ 491, p. 33; ill. p. 88, EX. 139 to 144.
Progression of dominant 7th,............§ 470, p. 36; ill. p. 86, Ex. 131.
Progression of the American 6th. § 51L p. 39; ill. pp. 95, 96, and 97, Ex, 163 and 166
Progression of the augmented chord, ...§ 500, p. 38; ill. p. 92. EX. 147 to 150.
Progression of the French 6th,...........§ 505, p. 39; iil. p. 93, EX. 152 to 155.
Progression of the German 6th,. .§ 508, p. 39; ill. p. 94, Ex. 156 to 159.
Progression of the Italian 6th, ...........§ 502, p. 38; ill. p. 93, EX. 151.

BRISes =0 ddoghode P ETerukes o[98, 21e o o/oe 5 §40, p. 9
Q.
Quadrille,. .. ..... SIS TN, oo 4 s 84606, s 557 4
Quadrupie Measure,.....c.cooeneresie oot § 28, p. 8; ill. p. 62, EXx. 7.
Quickstep,..ccceeenen. -..§ 687, p. 54.
(01 e i S ...§1729, p. 58.
L G i R S S LSt ee..2§ 730, p. 58.
RS
Recitative,....oe.ccovunen... 50500 8aobIst of § 705, p. 55.
Redowa,.. . Siais ol - SHB88; DR 53

RN TSI % « o o o elora ole] = Slatble s /stert S e Folo 5 o BHET- § 695, p. 55.
IRBIRION O KCYS, .. covvee von coiaasiaosess § 523, p. 40.
IRONOAOMDRIT; ... ... cievealiesddini don § 657, p. 51; ill. p. 145 and 151 inclusive.
Repeat,..... ..§ 81, p. 115 ill. p. 64, Ex. 22.
Repose,... ...§ 594, p. 46; ill. p. 134, EX. 495.
- Response, ....§ 643, p. 50; ill. p. 143, EX. 529.
Re8S:. ..o Lo cessseccssesaass +..§ 58, p. 10; ill. p. 63, EX. 15.
Rules for begmners, B T God0 eanneeed§ 579, p. 44,
S.
Safe rules for beginners,....... ......... .§ 579, p. 4.

Scales illustrated,....eeecvveveenn.. .. ....pages 65 and 73 inclusive.

SERIAN I o oo 0 0 ooe . § 698, p. 55.

eese..§ 685, D. 34.

SCOLEENNE o oic.- - 4o < .+« 8:79; piiIl.

Second inversion of triad,......c..........§ 443, p. 34; ill. p. 84, Ex, 126 to 129.
Secular vocal forms, ... RN ot caer 81116, D O

wentence,........ ...§ 710, p. 56.

Semi-staccato, . 3 ...5§183, p. 18,

Sequence, ......cee.... % ...§ 411, p. 31; ill. p. 105, Ex. 188 and 189.
Sequences, formation of,.................§ 561, p. 43; ill. p. 105, Ex. 188 and 189.
Sextuple Measure;ceee.cccesecsccssess...§29, p. 8; ill. p. 62, EX. 8.

Sforzando,...... POS08 o ...§ 180, p. 18; ill. p. 74, EX. 81.
SRACPEINIE, 7 e § 96. p. 12.

SIZRAIATE . . o 00vs as'oes os 3 ....§ 108, p. 13; ill. p. 71, EX. 70.
STTONEIONA 2, | s tn tns o § 50, p. 9; ill. p. 62, EX. 13,
SONBERHORESent s s e o 5% o5 B oA 2 o8 1195 DLr 5.

ET00 £ 5000 500 R O0000H ot d o a0k § 670. p. 52; ilt. p. 151 and 152.

Sonating, «ceececniesses et § 669, p. 52, ill. p. 151,
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Abbreviations: § question; p. page; ill. illustrated; Ez. example,

.§ 718, p. 57.
.§ 627, p. 49; ill. p. 141,

SORE e eleroxe-alalo
Song-form, apphed,.... 5
Song-form of one period,... .§ 620, p. 48; ill. p. 139, Ex. 519.
Song-form of three periods,..... .§ 624, p. 48.

Song-fo’rm of t<o periods,.... g -+§ 622, p. 48; ill. p. 139, EX. 520.
Soprano,.... .
Sound, ...
Staccato, .

.§ 644, . 50; I, p. 143, Ex. 530.

Sub-dominant,.....ccoeeiievaeiinnes. el § 277, p. 23,
Sub-mediant,............ s My esesee..§ 279, p. 23.
Sub-tonic, ... R S s TS A T, !

Sl SeRUNR. <
Super-40nic,.coviersanias
Suspended cadence,....

veeeeee ol § 671, p. 52; ill. p. 152 and 153
.-+§'275, p. 28.

veeese..§ 561, p. 42; ill. p. 103, Ex. 186.
Suspension, ..§ 404, p. 31; ill. p. 98, Ex. 167 to 178,
Suspensions, object of,.... .§ 529, p. 41.

BWellt i Vessiciiii 6 eoenranseente cannmB119, P d8] 1l P T4 NE X 805
Symphony,. S0aBa8CCo/A00 v veee. § 675, p. 53; ill. p. 157 and 158.

Syncopation,......ccoeeenneiinieiocase..§ 91, . 125 ill. p. 65, EX. 30, als%}:lz’ ‘llgg,}

415

Tasto Solo, and T. S..........
b LT A SO AR A 6o

; ill. p. 135, Bx. 497

L Y IR e 3o By TR aTVE S B0 Vs < farera) o §51,p 10. 1]1. p. 62, Ex. 14.
Tierce di Picardi,..................... .§ 528, p. 4C.

G5 TR0 Bl 00 EIRInG Bt o v el 2D

Tone- cham. oat SrodBpaS000 0o oo teeeeese§ 583, p. 46; ill. p. 134, Ex. 493.
ORIC, . o o soe tieieis oo oo doialoh sioildsinos ... § 274, p. 23.

Transformation of designs, ...... veeeeses§ 598, D. 47; ill. p. 136 to 139.
5] e e R & 55055 SR £ S5k oL o, § 282, p. 24; ill. p. 77, Ex. 95.
Triads figured........ caieerusesee o oees8l020; P 26811 85 L Bx, 160:
Triads, inversions of, .....ceccvuuve......§ 338, p. 27; ill. p. 78, Ex. 101,
Triads, positions of,......... ceeseeae.ea.§ 317, 318, 319, p. 26; iil. p. ¥V, Ex. 96
TIHO, 4o o e censeescanasverneisionnnssee § 620, D. 403 alSO 727, 68.

TrIpIECSI B Ae eee ceeessereseensees..§ 89, p. 12; {1l p. 64, Ex. 28.

Triple MEASUTC, covreeoevecnce sonrosannan § 27, p. 8; ill. p. 61, Ex. 6.
U.

UniSon, «eevenraecrassnascosnesonscenss..§ 85, p. 115 ill. p. 64, Ex. 25.
No

VocaliSe,.... vovevosecnrrsesnsnanacess..§720, p. 87,
w.
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